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SUTTON MOVEMENT WRITING

Stanley The Stick Figure, Movement Writing's cartoon character who writes
all kinds of movement, from dance to ice skating to sign languages for the
~deaf, welcomes you to a new world of literature! Now, dance, like music,
can be written on paper with a pictorial, stick-figure "dance handwriting".

For centuries movement fields have been hindered by the lack of a written
tool. Where music has had the convenience of being able to be read and
replayed from generation to generation, movement has been misinterpreted,
changed, and oftentimes forgotten as it is handed down by demonstration

only. The introduction of video tape as a means of recording movement has
benefited the dance field by capturing the feeling of performance and style, .
but it is also costly and .lacks third dimension, requiring dancers to )
reproduce choreography by stopping and starting the video tape machine for
hours. Just as the .tape recorder has not replaced the written musical score,
video tape cannot answer the same practical need that a handwriting for

dance can. The written dance score offers accuracy and efficiency, giving the

dancer the chance to create dance, preserve dance and learn dance from the
printed page.

Sutton Movement Writing is a new, international movement notation system

that writes dance, mime, sports, physical therapy, sign language communication -
any motion imaginable. It is visual, practical, versatile and fast. Stick

- figures dance across the page like a cartoon, creating a film-like impression
~on paper. Movement can be written at the speed it occurs with the Shorthand
section of the system (not in this booklet - contact The Center For Sutton
Movement Writing for more information). Sheet Dance™, like sheet music, is

now published and available to the general public. Tt can be read by everyone -
by children and adults, by dancer and layman, with only a few hours of training.
From the Royal Danish Ballet in Copenhagen, Denmark, to the Boston Conservatory
of Music in the United States, dancers from around the world have become well
acquainted with Stanley The Stick Figure.

A Tool For The Dance Teacher

Many dance teachers travel long distances to learn repertoire to teach to
students. Now newly-learned repertoire can be recorded on-the-spot by the
teacher herself, not with cumbersome terminology that does not capture the
details and style, but with visual stick figures that are easy to learn to
write. Also, published Sheet Dance™ of many well-known pieces of choreography
are available from The Center For Sutton Movement Writing, making it possible
to learn dance repertoire at home.

A Tool To Help Teach Children

Important experiments in teaching Sutton Movement Writing to young children,
ages 7-9, show that children who learn to read and write Movement Writing as
they learn beginning ballet gain a faster and better knowledge of ballet than
those who did not learn notation. This experiment, conducted at the Marblehead
School of Ballet in Massachusetts in 1977-1978 is now continuing in other
dance studios in the Boston area, including. The Edra Toth School of Ballet and
The Boston Conservatory of Music's extension classes. The results are written
in a report available upon request from The Center For Sutton Movement Writing.
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A Tool To Help Coach Professionals

Not only can different dance techniques be studied in Sheet Dance™ form

in Sutton Movement Writing (for example, the complete Bournonville Schools,
the historic ballet training of The Royal Danish Ballet, is now available
to the public) but the different roles dancers perform on stage can be
analyzed and rehearsed by professionals. Professional dancers can jot down
steps learned in training class that are valuable for their technique.

A Tool For Choreographers

Musicians have composed music on paper for generations. Now choreographers can
compose dances on paper before entering the rehearsal room, saving hours upon
hours of rehearsal time. This is possible with Sutton Movement Writing because
it is a pictorial system. The stick figures are so visual that if you were to
place each individual figure on a separate card and flip the cards, the
choreography moves! In this fashion a choreographer can test his choreography
on the living room table with this home~animation trick. A choreographer can
also become a ''published" choreographer when choreographic works are chosen

to be published as Sheet Dance™.

A Tool For Dance Companies

Until now, dance companies have spent endless hours trying to remember pieces
of choreography performed years ago. Oftentimes no one remembers, and new
choreography is made, or the piece is thrown-out of the repertoire. Now, with
published Sheet Dance™ there will be no question what steps happen when. The
score can be read by anyone in the company, since stick figures are universal
and can be read with little or no training. The manuscripts can be read from
any viewpoint, from the audience's point of view or from the dancer's point
of view - a great asset in rehearsals.,

A Tool For The Dancer Who Needs Employment

Many dancers must work at other jobs to help pay the bills, while they dance
part-time. It is frustrating to work at jobs that are not related to dance just
because you need the money. Sutton Movement Writing offers an alternative. New
careers in Dance Writing™ instruction and notating are opening. The Center For
Sutton Movement Writing trains and certifies dancers as teachers and notators
of Dance Writing™. Jobs are opening at The Center and elsewhere for part-time
or full-time certified Dance Writing™ specialists. Now dancers can work to
make money in a field that is directly related to dance.

For More Information

Contact The Center For Sutton Movement Writing (The Movement Shorthand Society,
Inc.) a non-profit, tax-exempt, educational corporation, founded in California
by Valerie Sutton, the inventor of Sutton Movement Writing. Sutton Movement
Writing includes Dance Writing™, Sign Writing®, Mime Writing™ and Sports Writing™.
The Dance Writing™ office is located in the dance department of The Boston
Conservatory of Music in Boston, Massachusetts. For information on Dance Writing™,
write to:

THE CENTER FOR SUTTON MOVEMENT WRITING
P.0. Box 650, Astor Station

Boston, Massachusetts, 02123-0650
Telephone: (617)267-9092
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FIVE-WALLED STAGE

T1eM OPTS
Side Wall

o
Q’e;) “ F&
S % °
b e
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< 9
Front Wall
The Reader

The Audience

RAKED STAGE
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Stage Slopes
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Stage Slopes
Up

Copyright © 1979 By Valerie J. Sutton
ALL RIGHTS RESERVED
Pan American And Universai Copyrights Secured

(1




—

“ACING THE FRONT WALL.....

Ny

The hips and shoulders are always parallel with
o the wall the figure faces. When facing the front
P wall, the hips and shoulders are horizontal.

3
, / 7 \

— The figure stands on the raked stage. Both hips
and shoulders can be clearly seen by the audience.

——
—J

e

Facing The Front Wall Written On The Five-Lined Staff
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FACING THE FRONT CORNERS

iy

The hips and shoulders are always parallel with
the wall the figure faces. When facing the front
corner walls, the hips and shoulders slant.

(O

The figure stands on the raked stage. The hip and
shoulder closest to the reader (audience) slants
down on the raked stage. The foot closest to the
reader slants down on the stage. The foot furthest
from the reader slants up'on the raked stage.

L

5\
i

s

Facing The Front Corner Facing The Front Corner

4 pN
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FACING THE SIDE WALLS
Aq

1

The hips and shoulders are always parallel with the wall the figure faces.
When facing the side walls, the hips and shoulders slant at an extreme
angle. They are not written totally vertical, but are opened slightly to
the audience so that all parts of the body can be seen. A dotted line

. placed in front of the figure represents the side wall the figure faces.
The dotted line states, "This figure faces the side wall squarely, no
matter how much the hips and shoulders are opened to the audience to show
all parts of the body".

The figure stands on the raked stage. The hip and shoulder closest to the
reader (audience) slants down on the raked stage. The foot closest to the
reader slants down on the stage. The foot furthest from the reader slants
up on the raked stage.

/X )
) i
Hh
1\ } | 1
1 ]
Facing The Side Wall Facing The Side Wall

<{— 4
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'FACING THE BACK CORNERS

The Five~Walled Stage does not have back corner walls or a back wall.

The hips and shoulders of the figure will therefore be relating to

the existing five walls behind the figure. The hips and shoulders are
now parallel with the front corner wall directly behind the figure.
Suspenders are placed on the figqure's torso whenever the figure shows

its back to the reader {(audience). The suspenders {("x") hold the figure's
pants up! Parentheses are also written around a group of figureS facing
the back corners and back wall.

The figure stands on the raked stage. The hip and shoulder closest to the
reader (audience) slants down on the raked stage. The foot closest to the
reader slants down on the stage. The foot furthest from the reader slants
up on the raked stage.

A AR
N 1=

~ 4

Facing The Back Corner Facing The Back Corner
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_ NG THE BACK WALL ...

Five-Walled Stage does not have back corner wall or a back wall.
hips and shoulders of the figure will therefore be relating to
existing five walls behind the figure. The hips and shoulders are
parallel with the front wall directly behind the figure. Suspenders
placed on the figure's torso whenever the figure shows its back to
reader (audience). Parentheses are also written around a group of

figures facing the back corners and back wall.

mny

The figure stands on the raked stage. Both hips and
shoulders can be clearly seen by the audience.

Y

IV|

Facing The Back Wall Written On The Five-Lined Staff
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FACING BETWEEN FRONT WALL + FRONT CORNER

N |
N ,_

The figure faces between the front wall and the front corner wall of the
Five~Walled Stage. Imagine an imaginary wall between the front wall and

the front corner wall, shown by blank spaces in the diagram above. The
figure's hips and shoulders will be parallel with this imaginary "in-between"
wall. ’

The figure stands between two dotted lines. Each dotted line represents one
of the basic eight directions in the room. The dotted lines can also be
described as planes that cut the room. The figqure stands between these two
directicoas or planes. See pages 17-52 for a more detailed account of the
planes cutting the room. The diagram above shows one dotted line going to -
the front wall and one dotted line going to the corner. The figure stands ) (
between the front wall and. the corner.

ﬁ-___ﬁ

The figure stands on the raked stage. The hip and shoulder closest to the
reader is slanted down on the page. The foot closest to the reader slants - (
down. The foot furthest from the reader slants up on the stage.

ey

, [}
I 1
[}

A

2 g )

Facing Between Front Wall And Front Corner Wall

-
o

|
/ ! \ \
' V l Copyright © 1979 by Valerie J. Sutton § N/ N
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'FACING BETWEEN FRONT CORNER+ SIDE WALL

—
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The figure faces between the front corner wall and the side wall of the
Five-Walled Stage. The figure's hips and shoulders are parallel with the
imaginary "in-between" wall, shown above by the space between the walls.

The figure stands between two dotted lines. The dotted lines represent the
planes that cut the room (see page 17-52 ). The diagram above shows one
dotted line going to the front corner of the room and one dotted line going
to the side wall. The figure is standing between the front corner and the
side wall.

The figure stands on the raked stage. The hip and shoulder closest to the
reader is slanted down on the page. The foot closest to the reader slants
down. The foot furthest from the reader slants up on the stage.

Al A

N 7

YA /(N

p M
'l \\ .
w « — PFacing Between Front Corner Wall and Side Wall - = —
2 NS\
/7 \
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FACING BETWEEN SIDE WALL + BACK CORNER

The figure faces between the side wall and the back corner walls of the
stage. The back corner walls do not exist on the Five-Walled Stage. The
figure's hips and shoulders are therefore parallel with the wall behind
the figqure, which is, in this case, the imaginary "in-between" wall
between the side wall and front corner.

The figure stands between two dotted lines. The dotted lines represent the
planes that cut the room (see pages 17-52 ). The diagram above shows one
dotted line going to the side wall of the room and one dotted line going
up to the back corner. The figure is standing between the side wall and
back corner. Notice the figure has suspenders and parentheses around it.
Figures facing between the side wall and back corner follow all rules
applied to figures facing the back corner wall.

The figure stands on a raked stage. The hip and shoulder closest to the
reader is slanted down on the page. The foot closest to the reader slants
down. The foot fu:thest from the reader slants up on the stage.

_17?\__—%_ ‘\ —

\ V.-’ « Y
T =y

Facing Between Side Wall And Back Corner

/ N\
/7 Copyright © 1979 by Valeri N
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TACING BETWEEN BACK CORNER* BACK WALL

Pamn!

j

The figure faces between the back corner and back wall of the stage.
— The back corner walls and the back wall do not exist on the Five-Walled
ﬁ Stage. The figure's hips and shoulders are therefore parallel with the
wall behind the figure, which is, in this case, the lmaglnary "in-between"
wall between the front wall and front corner walls.

(]

LJ The figure stands between two dotted lines. The dotted lines represent the
planes that cut the room (see pages 17-52»). The diagram above shows one
dotted line going to the back corner of the room and one dotted line going

(} to the back wall. The figqure is standing between the back corner and back

wall. Notice the figure has suspenders and parentheses around it. Figqures
facing between the back corner and back wall follow all rules applied to
{W figures facing the back wall.

|

4

~
~
”

The figure stands on a raked stage. The hip and shoulder closest to the
| reader is slanted down on the page. The foot closest to the reader slants
L . down. The foot furthest from the reader slants up on the stage.

DY-
b4

T

<
N
»
1
~_

10
\

[
~
~
/|
-
-

Facing Between Back Corner And Back Wall
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DARKENING OF LI

The limbs of the stick figure are darkened-in at special times. The rules
on when to darken a limb are as follows: ' :

The stick figure stands on the five-walled stage. The limbs relate to the
five walls of the stage.

The stick fiqure's hips are parallel with one of the walls of the five-walled
stage. The limb of the figure is darkened-in when it is the closest limb to
the wall parallel with the stick fiqure's hips.

When facing the front wall of the five-walled stage, the stick figure's hips
are parallel with the front wall. The limb that is closest to the front wall
is darkened-in.

Wwhen facing the front corner wall of the five-walled stage, the stick figure's
hips are parallel with the front corner wall. The limb that is closest to the
front corner wall is darkened-in.

1 T

—
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When facing the side wall of the five-walled stage, the stick figure's hips are
parallel with the side wall. The limb that is closest to the side wall the

figure faces is darkened-in.

%

When facing the back corner wall, which does not exist on the five-walled stage,
the stick figure's hips are parallel with the front corner wall directly behind

the figure. The limb that is closest to the front corner wall behind the figure
is darkened-in.

P
7

- When facing the back wall, which does not exist on the five-walled stage, the

stick figure's hips are parallel with the front wall directly behind the figure.
The limb that is closest to the front wall behind the figure is darkened-in.

Copyright © 1979 by Valerie J. Sutton
ALL RIGHTS RESERVED
Pan American And Universal Copyrights Secured
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When facing the wall in-between the front wall and the front corner walls of
. the five-walled stage, an imaginary wall represented by spaces in the diagram
below, the stick figure's hips are parallel with the imaginary in-between wall
in front of the figure. The limb that is closest to that wall is darkened-in.

/

When facing the wall in-between the front corner walls and the side walls of the
~ five-walled stage, the imaginary wall represented by spaces in the diagram below,
the stick figure's hips are parallel with the imaginary in-between wall in
front of the figure. The limb that is closest to that wall is darkened-in.

When facing the wall in-between the side walls and the back corner walls, which
does not exist on the five-walled stage, the stick figure's hips are parallel
with the imaginary in-~-between wall directly behind the figure. This is the

wall between the front corner walls and the side walls of the five-walled stage.
The limb that is closest to the wall directly behind the figure is darkened~in.

When facing the wall in-~between the back corner walls and the back wall, which
does not exist on the five-walled stage, the stick figure's hips are parallel
with the imaginary in-between wall directly behind the figqure. This is the wali
Letween the front wall and the front corner walls of the five-walled stage. The
limb that is closest tc the wall directly behind the figure is darkened-in.

\
4

L4 ~
’,
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LEVELS

Normal Level
Standing Straight

Up 1/8th Space
Raise Of Heels

Up 1/4th Space
Raise Of Heels

16

Up 1/2 Space
Highest Raise

Of Heels

+ fan)

T i ) =
7 i I

o e 7

Up 3/4 Space Up 7/8th Space

Up 1 Whole Space

Above 1 Whole Space
Lifts, Acrobatics, Etc.

On Tip Of Toes Small Jump Large Jump ——
/-\.
pu r N
M /28 TN
[T\ g ATA
I I\ (J\,
(&) i_; PLN >

Jumping Arrow
Under Foot Line

Down 1/8th Space
Bend Of Knees

Down 1/4th Space
Bend Of Knees

Jumping Arrow
On Foot Line

Down 1/2 Space
Lowest Bend Of
Knees With Heels
On The Ground

Down 3/4 Space
Bend Of Knees
Lifting Of Heels

/oy A = =
NZ N Xz S

Down 1 Whole Space

Down 1 and 1/2 Space

Down 2 Whole Spaces

Full Bend Of Knees Squatting Sitting Or Lying
Heels Off Ground On The Ground
e = St
v v
— = — e [—T T
e
1
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THE PLANES OF
THE ROOM

THE FRONTAL PLANE

1. The Frontal Plane cuts the room from side wall to side wall, reaching
from the ceiling to the floor.

2. All limbs are drawn-in, without dots or small lines, when projecting on
the Frontal Plane.

3. Examples of limbs projecting on the Frontal Plane: A. All limbs projecting
to the side wall. B. All limbs projecting straight up or straight down.

FRONTAL

Copyright © 1979 By Vaierie J. Sutton
ALL RIGHTS RESERVED
Pan American And Universai Copyrights Secured
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LEGS ON FRONTAL PLANE
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ARMS ON FRONTAL PLANE
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LTMBS ON FRONTAL PLANE 1’?

The following figures have limbs extending on the Frontal Plane of the room.

o 1
;

In rare cases the limbs on the Frontal Plane of the room may possibly appear
to be extending on another plane of the room. On pages 105-144 Position Symbols, .
round symbols written below the five-lined staff, clarify any misunderstandings [
for the reader. The Position Symbols act as a double check on the stick figure ‘
and show the complete third dimension, adding 100% accuracy to all drawings.
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- LIMBS ON FRONTAL PLANE
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THE DIAGONAL PLANE

1. The Diagonal Plane cuts the room from front corner to opposite back corner,
reaching from the ceiling to the floor.

2. All limbs are drawn-in, without dots or small lines, when projecting on
the Diagonal Plane. The limbs are slightly shortened (shorter than limbs
projecting on the Frontal Plane).

3. Limbs projecting to the front corner are at times darkened. Limbs
projecting to the back corner are not darkened.

4. Examples of limbs projecting on the Diagonal Plane: A. All limbs projecting
to the front corner of the room. B. All limbs projecting to the back corner
of the room.

\
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- THE DIAGONAL PLANE

)
(S

-

[

O

The Diagonal Plane cuts the room from front corner to opposite back corner,
reaching from the ceiling to the floor.

All limbs are drawn-in, without dots or small lines, when projecting on
the Diagonal Plane. The limbs are slightly shortened (shorter than limbs
projecting on the Frontal Plane).

Limbs projecting to the front corner are at times darkened. Limbs
projecting to the back corner are not darkened.

Examples of limbs projecting on the Diagonal Plane: A. All limbs projecting
to the front corner of the room. B. All limbs projecting to the back corner
of the room.
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" FEET ON DIAGONAL PLANE

Flat Feet To ' ‘

The Front =
Diagonal

5light Raising i

Of Heels, Toes v

To Front Diagonal

Highest Raising l ‘ -
Of Heels, Toes ‘ :
To Front Diagonal -

|

Flat Feet To
The Back
Diagonal

Slight Raising
Of Heels, Toes
7o Back Diagonal

L JL

——

Highest Raising
Of Heels, Toes
To Back Diagonal
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LEGS ON DIAGONAL PLANE
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ARMS ON DIAGONAL PLANE -




LTMBS ON D:

'AGONAL PLANE

The following figures have 1l imbs extending on the Diagonal Planes of the room.

In rare cases the limbs on the Diagonal Planes of the room may possibly appear
to be extending on another plane of the room. On pages 105-144 Position Symbols,
round symbols written below the five-lined staff, clarify any misunderstandings
for the reader. The Position Symbols act as a double check on the stick figure
and show the complete third dimension, adding 100% accuracy to all drawings.
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THE SAGITTAL PLANE

1.

The Sagittal Plane cuts the room from front wall to back wall,
reaching from the ceiling to the floor.

. It is difficult to draw limbs projecting on the Sagittal Plane.

Dots and small lines are therefore used to represent limbs
projecting on the Sagittal Plane.

Limbs projecting to the front wall use dots. Limbs projecting to
the back wall use small lines.

Examples of limbs projecting on the Sagittal Plane: A. All limbs
projecting to the front wall. B. All limbs projecting to the -
back wall.

SAGITTAL.
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-FEET ON SAGITTAL PLANE

Flat Feet To Front Wall Flat Feet To Back Wall
')
|
[
B
J
M .
_J ‘ \ -
,,,,, j
) Slight Raising Of Heels, ) Slight Raising Of Heels,
: Toes To Front Wall Toes To Back Wall
)

I

| ——

|

‘i

L
Highest Raising Of Heels, Highest Raising Of Heels,
Toes To Front Wall Toes To Back Wall
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LEGS ON SAGITTAL PLANE

A

When the lower limb projects on the Sagittal
Plane of the room, to the front wall, the
projection of the lower limb is represented
by a dark dot. The dark dot is a picture of
the bone of the limb projecting to the reader.
When nothing else is written but the dark

dot it means that the whole leg, led by the
lower leg, projects on the Sagittal Plane.
This writes the third dimension.’

=

When the upper leqg (thigh) projects

on the Sagittal Plane of the room,

to the front wall, the projection

of the thigh is represented by a
hollow dot written at knee level. This
circle for the knee shows the third
dimension of the thigh directed toward
the audience. Without the hollow circle
the knee would be projecting on the
Frontal Plane of the room.
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LEGS ON SAGITTAL PLANE

When the lower limb projects on
the Sagittal Plane of the room,
to the back wall, the projection
of the lower limb is represented
by a small, vertical line. When
nothing else is written but the

vertical line it means that the
whole leg, led by the lower leg,
projects on the Sagittal Plane.
This writes the third dimension.

Yilia
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When the upper leg (thigh) projects

on the Sagittal Plane of the room,

to the back wall, the projection of

the thigh is represented by a horizontal
line written across the knee. This
"crease" in the knee shows the third
dimension of the thigh directed toward
the back wall. Without the "crease
line", the knee would be projecting

on the Frontal Plane of the room.
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LEGS ON SAGITTAL PLANE

TS

P,

LEGS TO FRONT WALL ON SAGITTAL PLANE OF ROOM

Leg Straight. Leg Relaxed Leg Bent
On Sagittal Plane On Sagittal Plane On Sagittal Plane

e
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LEGS ON SAGITTAL PLANE
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ARMS ON SAGITTAL PLAN;

V'

— @

s

rm Straight
On Sagittal Plane

o

Arm Relaxed Arm Bent
On Sagittal Plane On Sagittal Plane

i

l. The dot is used to represent the projection of limbs on the Sagittal Plane.

2. The limbs are drawn-in, without dots, when projecting on the Frontal Plane.

¥

4 T

[ ratarie ettt i
Arms Bent On
Frontal Plane

Upper Arm On Frontal Plane
Lower Arm On Sagittal Plane

-
7)
Sy

»~
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ARMS ON SAGITTAL PLANE |

Arm projects
on Sagittal
Plane to
back wall.
The arm is
straight.

Arm projects
on Sagittal
Plane to
back wall.
The arm is
relaxed.

Arm projects
on Sagittal
Plane to
back wall.
The elbow

is bent. [q

l. The vertical and horizontal lines are used to represent the projection
of limbs on the Sagittal Plane. 3
il
2. The limbs are drawn-in, without small lines, when projecting on the B
Frontal Plane. )
i
|
:
5
L
=
L
Lower arm Lower arm
projects projects
. on Sagittal on Sagittal
Arm projects Plane to Plane to =
on Frontal back wall, back wall,
Plane. The upper arm upper arm
arms are projects projects L
drawn-in on Frontal on Frontal
as seen.
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Plane straight

down. The arm

is bent, fingers
at elbow level.
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LIMB DIRECTIONS

BACK CQORNER

(DIAGONAL PLANE)

SIDE WALL

)
(FRONTAL PLANE)

FRONT CORNER

( DIAGONAL PLANE)

TO THE BACK
(SAGITTAL PLANE)

_—— Elbow

Fingertips
{Lower Arm)

BACK CORNER

T ——

«UHBQOE>N.@N>ZMy
{Upper Arm)

Toes

Knee
(Lower Leg) (Thigh)
Up
( FRONTAL
PLANE)
SIDE WALL
D T TGRS
(FRONTAL PLANE)
DOWN
(FRONTAL
PLANE)
Toes Knee
(Lower Leg) (Thigh)
Fingertips Elbow
{Lower Arm) (Upper Arm)
TO THE FRONT FRONT CORNER
( DTAGONAL PLANE)
(SAGITTAL PLANE)
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L

Facing.
Front
Wall

Facing
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Corner
walls

Facing
Side
wWalls

- Facing
Back
Corner
walls

'MBS ON SAGITTAL PLANE

The following figures have limbs extending on the Sagittal Plane of the room.

On pages 105-144 Position Symbols, round symbols written below the five-lined
staff, clarify the positions for the reader. The Position Symbols act as a
double check on the stick figure and show the complete third dimension, adding

100% accuracy to all drawings.
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LIMBS ON SAGITTAL PLANE
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BETWEEN FRONT WALL + FRONT CORNER |
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LIMBS ON PLANE BETWEEN
~ FRONT WALL + FRONT CORNER

i The following figures have limbs extending on the plane between the front wall
and the front corner wall.

. On pages 105-144 Position Symbols, round symbols written below the five-lined
(L staff, clarify the positions for the reader. The Position Symbols act as a

double check on the stick fiqure and show the complete third dimension, adding
[ 100% accuracy to all drawings.
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BETWEEN FRONT CORNER + SIDE WALL
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LIMBS ON PLAN
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FRONT CORNER + SIDE WALL

The following figures have limbs extending on the Plane between the front
corner wall and the side wall.

On pages 105-144 Position Symbols, round symbols below the five-lined

staff, clarify the positions for the reader. The Position Symbols act as a
double check on the stick figure and show the complete third dimension, adding
100% accuracy to all drawings,
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- LIMBS ON PLANE BETWEEN
SIDE WALL + BACK CORNER.

The following figures have limbs extending on the plane between the side wall

and back corner wall.

On pages 105-144 Position Symbols, round symbols written below the five-lined
staff, clarify the positions for the reader. The Position Symbols act as a
double check on the stick figure and show the complete third dimension, adding

100% accuracy to all drawings.
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- LIMBS ON PLANE BETWEEN
BACK CORNER + BACK WALL
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The following figures have limbs extending on the plane between the back
corner wall and the back wall.,

On pages 105-144 Position Symbols, round symbols written below the five-lined
staff, clarify the positions for the reader. The Position Symbols act as a

double check on the stick figure and show the complete third dimension, adding
100% accuracy to all drawings.
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THE PARTS OF THE
THE FACE

OO 0O OO ®

BODY...

Eyes Eyes Eyes Bug Eyeballs Eyeballs Eyeballs Eyeballs Cross

Open Closed Squeezed Eyes Down Up Right Left Eyes
Eye- Wrinkled Eyebrows Fore- Wrinkled Ears Wiggling Nose Wiggling Wrinkled
brow Eyebrows Up head Forehead Ears Nose Nose

OOV LWL O

Normal Smile

Frown Puckered Fish Small Large Yawning Tongue Tongue
Mouth Lips Mouth Open Open Mouth Out & Out &
Mouth Mouth Down Up
©@ © © G @ © @
.-Tongue Tongue Tongue Tongue Wiggling  Tongue Tongue Tongue Tongue Tongue
Cut & out & Out & Out & Tongue Inside Inside Inside Inside Inside
Right Left Diagonal Forward (Out) Up Down Right Left Middle

Wiggling Teeth Bite Chew  Biting Teetn Cheeks
Tongue of Lips Resting
(In) on Lower
Lip
Tongue Tongue Chin Jaw J aw Pout
Pressing Pressing Protruding nght Left
Cheek Cheek Forward
Right Left
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Air Sucking Sucking
Bloating In Of In Of
Cheeks Cheeks Lips

© o O

#ca
Grimace Whole Biting
Face of
Right - Tongue
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Whole E‘ge.l ashes Eyelashes Fluttering Top Back Hair Beard Mustache
Face Up Down of of of
Left Eyelashes Head  Head
[ ~ - =] N
> > ® AA
L L L B L O]
S NS PR - =~ P <~ AAAA
Coughing Clearing Hickuping Sneezing Gargling Sniffling Giggling
of Throat
>
© ® @ @ O, ‘
Under-Lip Over Over-Lip Over One End Of Wrinkling End Wrinkling End Disgust
Over-Lip Under-~Lip Mouth Up Of -Mouth Of Nose
Eyes Half Eyes Half Eyebrows Up Eyebrows Up Eyebrows Down Eyebrows Down
Open Closed Inside Corner Outside Corner Inside Corner  Outside Corner
() {2 & 5}?
/ -’ - [ 1
Lips Forward Lips Forward Lips Forward Receiving Giving Out
Mouth Open Mouth Closed  Mouth Closed Sensing Sound Or The Face Is
A Little Bit More Into Other Enlarged To
Forward Forward Body Two Spaces

For Details
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SENSE LINES

O ® & 6 o °

Listening Smelling Tasting  Seeing Sound Coming Thinking
Or Hearing Something From Mouth Of Something

EMOTIONS

N —— =
0 00 8 QRO

Anger Laughter (Crying Sorrow Bored Excited Pensive Nervous Calm Fear

F—

VO PO WO OO 0L O
A B C D , F G
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THE NECK
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MOVEMENT WHILE REMAINING ON CENTER DOT

Sagittal Planc

Diagonal Plane

Back

corner
Side
wall

Frontal Plane L
Down
Frontal Plane

Front
Corner
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Diagonal Plane

Diagonal Plane

Back
Corner
s S Side
wall

FFrontal Plane

Up

Frontal Plane

MOVEMENT THAT DOES NOT TRAVEL

Movements done while remaining

in one place are notated with

arrows. These small movements

do not move the body from one

place to another. They include

positions of the face, shoulders, Front
hips, wrist and ankle flexing, Corner
twisting and bending of the
torso, and small movements of
the arms, legs and spine.

Diagonal Plane

Plarl
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HIP AND SHOULDER
ARROWS PUSH
FORWARD AND BACK




THE HANDS AND FINGERS

e

The Neutral Hand
(Relaxed Without Set Shape)

(Fingers

43
1

A I

The Flat Hand
Stretched, Hand Flat)

™

Py

The Closed Fist
(Fingers Touch Palm of Hand)

%!

1 The Open Fist

(Fingertips Touch Each Other}

657

The Open/Closed Fist

(Some Fingertips Touch Palm,
Some Fingertips Touch Each Other)

b q

The Claw Hand

(Fingers Bent At
First Two Joints)

(Fingers Curved In Sha

/"‘] Nan

The Cupped Hand

d
The Curved-Lotus Hand
(Fingertips Touching
In Elongated Curve)

pe of C)

HAND SHAPES SEEN FROM ALL VIEWPOINTS

l. The Neutral Hand 2. The Flat Hand
3. The Closed Fist

Y

The Straight-Lotus Hand
(Fingers Straight,
Thumb Touching Under)

/-W' u.m..
J
The Half-Lotus Hand

(Fingers Straight,
Thumb To The Side)

3 2

3
4 | 2
s VA
-

Numbers For Fingers

= Thumb

Index Finger
Middle Finger
Ring Finger
Baby Finger

Wk on

U by N~

[

Letters For Joints of Fingers

THE FINGERS

HAND SHAPES SEEN ONLY FROM THE SIDE

The
The
The
The
The

1.
3.
5.
6.
7.

Open Fist 2. The Open/Closed Fist
Claw Hand 4. The Cupped Hand
Curved~Lotus Hand

Straight-Lotus Hand

Half-Lotus Hand

A
B
C
D
E
F
G
H
I

: 2C-2€

Tip of Finger [ﬂ

Pad of Finger

First Joint of Finger

Between First and Second Joints
Second Joint of Finger

Between Second and Third Joints
Third Joint of Finger

Between Third Joint & Knuckle
Knuckle

L U O TR DR BN RN ]

R s

IMPORTANT RULE

The fingers that have the fingertips
closest to the palm of the hand
determine the shape of the hand symbol.
If the fingers closest to the palm of
the hand are in the shape of a fist -
then write a square for the fist. If
the lowest fingers are in the shape
of a claw, then write a claw shape.
This is called the Base Handshape.

If other fingers stick out from the
Base Handshape, then write them with
little lines protruding from the Base.
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THE FLAT HAND




Copyright © 1979 By Valerie J. Sutton
ALL RIGHTS RESERVED

Pan American And Universal Copyrights Secured




ri
S

N

I

C -

—
|

Copyright © 1979 By Valerie J. Sutton
ALL RIGHTS RESERVED
Pan American And Universal Copyrights Secured

N

64



65

Copyright © 1979 By Valerie J. Sutton
ALL RIGHTS RESERVED
Pan American And Universal Copyrights Secured

(1




—

M

[ r
L J L

i —

N (U B G

THE CURVED-BACK HAND
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THE FINGERS
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A&

Coa
Da

Fa

c;.Jl.

Over Part Of Finger

Ab
Bb
Ch

Db
Eb

Fb

Gp

Inside Of Finger

Copyright © 1979 By Valerie J. Sution
ALL RIGHTS RESERVED
Pan American And Universal Copyrights Secured

Ao
Bw
cw
Do
Evw
Fv

[t - 4

. Under Part Of Finger

Ad
Bd
Cd
D4

Ed

Fd
Gd

Ho
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OVER

Over Part (Top) Of Hand

UNDER

Under Part (Palm) Of Hand
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ON THE SIDE OF ON THE SIDE OF

' | The Side Of The Hand The Side Of The Hand
] {\%
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/ SP read. ™ )

Fingers Curved- Back

Fing ers

h 5
"\ )\ Curved Back c‘\<>)/\‘j\ Curved. Bo.c k
™\ N AR

Bent 4 Joint Bent ™2 TFainks

" FINGERS IN LINE WITH OR BEHIND THE PALM

( Fir\ae,rs Sl?qk‘H\/ E Finqers Hore
CUrve& Forward, Curved Forward

£ tho]er‘s S'iqh‘f‘l\/ C Fincjer‘s Hlore
Bent Forward Bent Forward

FINGERS IN FRONT OF THE PALM
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FOUR BASIC FOOT SHAPES

THE NEUTRAL FOOT

Relaxed Foot With No Specific Shape

Written By Placing Nothing At The End
Of The Leg Line

SLIGHT HALF~-TOE FOOT

Toes Slightly Raised In A Slight
Half Toe Position

FULL HALF-TOE FOOT

Toes Raised As Much As Possible
Arch Stretched

POINTED FOOT

Foot Completely Stretched And Pointed

pa__

See pages 18, 25 and 30 -~ Feet Viewed On The Planes Of The Room.

The foot can only be shaped in the above four foot shapes. All other foot
shapes are variations on these four. When standing, the Neutral Foot becomes
the Flat Foot. The other three foot shapes are the same, whether standing or
lifted off the ground.

Note: The wrapped foot, diagrammed on page 18, is a variation of the
pointed foot, combined with special ankle positioning.
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FEET AND HANDS ON
SYMBOLIZED LIMBS

]

-
-

—
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( 1 | ‘

[

[ When nothing is written beside the symbolized leq or arm, the hand shape

= or foot shape is the Neutral Shape. The hand or foot is relaxed in no
set shape.

L
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THE WRISTS

R A

l. The directions of flexing down,

up, to the reader, and away, on Wrists On Drawn Arms Wrists On Symbolized Arms
drawn arms are written as a part A
of the stick figure, following V\ i /'7 \_\ ” /’
the drawing rules that govern (up) 1 P —_
the stick figure (See p. 427 —1 (Dpown)
2. All directions of flexing on L/ \ L./ “ \
symbolized arms and the directions o NV
to the front and back corners on :
drawn arms,use arrows to notate (See Chart p. 42 andsg) (See Chart p. 58)

direction of flexing (see p. 58 ).

THE WRISTS
Wrists On Drawn Arms

Wrist Flexed Wrist Flexed Wrist Flexed Wrist Flexed
Fingers Down Fingers Up Fingers To Audience Fingers To Back Wall

._—"*\ ' "’\,’—-*\;7

i N

Wrist Twisted Wrist Twisted
Fingers Tc Front Corner Fingers To Back Corner

Wrists On Symbolized Arms

P oy T "N M PSP o7 VO

Wrist Flexed Wrist Flexed Wrist Flexed Wrist Flexed Wrist Flexed

Fingers Down Fingers Up Fingers In Fingers Out Fingers To
Front Corner
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*Note: The little triangular ("V" shape) symbol shown here represents “THE FLAT HAND"
from the side view.
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THE ANKLES

DIAGONAL PLANE

SEEN FROM OVERHEAD
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DIAGONAL PLANE
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SEEN FROM OVERHEAD I
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FLEXING DEPENDENT UPON

SYMBOLS UNDER STAFF

O 0

IMPORTANT RULES FOR FLEXING

Flexing and twisting of the ankle and wrist are notated by drawing the
directions of the fingers and toes as they project in space. The reader
sees immediately from the figure where the fingers or toes project by
the symbol placed at the end of the limb. Yet without one other piece
of information it is impossible to know whether the wrist or ankle is
flexing (bending back or forward), or twisting (sickling or beveling),

Directly beneath the staff are two round symbols with numbers beside them.
These symbols are described in detail on pages 105-156. They are called
Position Symbols and Rotation Numbers., Flexing and twisting are dependent
upon Position Symbols and Rotation Numbers to show the difference between a
flex and a twist.

When reading a fiqure with a flexed or twisted wrist or ankle, the reader
must first glance below the figure to find the direction of the arm or leg
from the Position Symbol, and the rotation of the limb from the Rotation
Number. Then the reader looks to the figure for the direction of the flex
or twist itself (the direction the fingers or toes project in the room).

The simple change of a Rotation Number under the staff can change the wrist-

or ankle from a flex to a twist. Example: The arm is projecting to the front
wall of the room. A number 2 under the staff means the palm of the hand faces
down. The notation at the end of the arm line states that the fingers project
to the front corner of the room. When the palm is facing down, the wrist must
twist to direct the fingers to the front corner of the room. Now the number
under the staff changes from 2 to 1. A number 1 means that the baby finger
of the hand is to the ground. When the baby finger is facing down, the wrist
must flex (bend back) to direct the fingers to the front corner of the room,
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- STANDING ON HEELS
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THE LIMBS
IN SUMMARY o0 o0

Fdllowing SamevLogic

There is a central logic to the notation of the stick figure in
Sutton Dance Writing which is also applied to the notation of Wrist and
Ankle Variants. A quick explanation of this central logic will simplify
learning these Variants.

1. When the whole leg or arm is extended straight in various directions:

a. the leg or arm is drawn when extended to the corners or
side walls '

b..the leg or arm is represented by a dark dot when extended
to the front wall (the audience)

¢c. the leg or arm is'represented by a straight vertical line
when extended to the back wall '

fii_

Drawn
Limbs
I/_
I\
SQUTT
umeIq

2., When the upper part of the leg or arm remains close to the body
while the lower part of the leg or arm extends in various di-
rections (bent legs or arms):

a. the lower part of the leg or arm is_drawn when extended to
the corners or side walls ‘

b. the lower part of the leg or arm is represented by a dark
dot when extended to the front wall (the audience)

c. the lower part of the leg or arm is represented by a straight
vertical line when extended to the back wall
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E Front EE

3. When only the hand or foot is directed in various directions:

a. the hand or foot is drawn when directed to the corners or
side walls

b. the hand or foot is represented by a dark dot when directed
to the front wall (the audience)

c. the hand or foot is represented by a straight vertical line
when directed to the back wall

This is the logic behind notation of Wrist and Ankle Variants.

%EH

L
Back
]

*

I

Drawn
Limbs

:;1\'/

Z
o\

SqUT
umeJq

=

nt

Drawn from the three previous examples, three simple rules
summarize the central logic in the system:

Rule 1: Whenever the fingers or toes are directed in any di-
rection other than straight to the audience or straight
to the back wall, the limb, or the part of the limb in
line with the fingers or toes, is drawn.

Rule 2: Whenever the fingers or toes are directed straight to
the audience, the limb, or the part of the limb in line
with the fingers or toes, is represented by a dark dot,

Rule 3: Whenever the fingers or toes are directed straight to
the back wall, the limb, or the part of the limb in line
with the fingers or toes, is represented by a straight
vertical line.
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THE TORSO

BENDING FORWARD| BENDING BACK |
FACING FRONT | FACING FRONT |

, 2

[ e —

N\/V EE '
BENDING SIDE TWISTING

FACING FRONT
«
@z; ,o/ ;j
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BENDING FORWARD
FACING CORNER

BENDING BACK
FACING CORNER

\v — )
(‘ Y
'BENDING SIDE TWISTING
FACING CORNER

FACI NGFCORN ER

)
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THE TORSO

ISOLATION FRONT | ISOLATION BACK
FACING FRONT FACING FRONT

i@.t_ '

CSOLATION DIAGONAL| ISOLATION SIDE
FACING FRONT

FACING FRONT

o
N

é—

¥ |-

ght © 1979 By Valerie J. Sutton
LL RIGHTS RESERVED
Pan American And Universal Copyrights Secured

"




.
{

: THE TORSO

T-SOLATION FRONT | ISOLATION BACK
FACING CORNER | FACING CORNER

—

i "~
— 7
e

i

TSOLATION DIAGONAL TSOLATION SIDE
LACING CORNER | FACING CORNER

M/

. —> —>

- |
i l
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THE TORSO

Bending Bending Bending Isolation Iso;ation
Forward Side Back Forward Front Diagonal
g, —y
]l . ]
M- A ' /ﬁlé | N
A 1 } ATA) 4] _Y S
T 1 | -
Isolation Isolation Isolation o
Side Back Diagonal Back Twisting
L
L oy
o X (WA & r2)
¥ Z 1 [}Z;\ :YZ\ N
THE TORSO ARROWS FACING
ALL DIRECTIONS
Bending Bending 2e::ing Bending Bending
Forward Forward Focinr Forward _ Forvard
Facing Pacing ? g Facing Facing
Side Back Back
Front Front wall Wall
wall Corner :; Corner a
£y AV A Y —
. . Y. £
I‘]\ T\ (/L ATA)
P! K . / [\
AY T #
i
Bending Bending Bending Bending Bending Bending
Side ’ Side Side Side Side Side
Facing Facing Facing Facing ‘Facing Facing
Front Front Front Side Back Back
Wall Wall Corner Wall ~Corner Wall
. /. N\
A AT AR A
| T / il
VS \ 1 }
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Bending Back Bending Back Bending Back Bending Back Bending Back

Facing Front Facing Front Facing Side Facing Back Facing Back
wall Corner Wall Corner walss =
ks Z——ini] 7 &
/N [ / T
/ ] % /} L) AR
Vi Z H /. /s
T - : ]

| _solation Forward Isolation Forward Isolation Forward Isolation Forward Isolation Forward
Facing Front Wall Facing Front Corner Facina Side Wall Facing Back Corner Facing Back Wall

e Z _ 74 T
TR ™ Z , ~ AN T\ T
Y‘ | N AVAMED.
e e

! ; g Isolation
‘solation Isolation Isolation 1Isolation Isolation Isolation Isolation p;agonal
" Diagonal Diagonal Diagonal Diagonal Diagonal Diagonal Diagonal Facing

_Facing Front Facing Corper Pacing Side Facing Corner Facing Back FacingCornerFacingSide Corner
e e B e i1 e
b7 —/\ < A 4 = B
- : Ve S/ S B v s U O e
H NEE e/ RN G/ / )

|

]

Isolation Side Isolation Side Isolation Side Isclation Side Isolation Side
Facing Front Facing Corner Facing Side Facing Corner Facing Back
3 ] a4 \L7M Al s / .J‘/
< = / 1 I [ =%
' S B anc Samame
[
< ; 3 S8
'
Isolation 7
Back Isolation Back Isolation Back Isolation Back Isolation Back g g
Facing Front Facing Corner Facing Side Facing Corner Facing Back §>§
>FE
L T oD ize
TR g C;‘:’E
A [ 1k
Ave w1 \ \ JE it
b ; k N SRR
% S
- | c1=h
f o
Twisting Twisting 3 bt i s : 5
Twisting Facing Twisting Facing

isti i Front Facing Facing
Twisting Facing e K ok 2 S 2 et
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1.

RULES. FOR TORSO ARROWS

Torso Arrows follow the general arrow system of Sutton Dance Writing,
diagrammed in a chart on page 58 . The Torso Arrows do have curves at times,
(not shown on the chart on page-58) and they are thin or thick depending upon
the direction of the bend or twist.

. Torso Arrows also differ fron the arrow chart on page 58, in that the Torso

Arrows relate to the planes of the body, rather than the planes of the room.

If the body bends forward on the Sagittal Plane of the body, the Torso Arrow

will always look long and skinny, no matter where the person is facing. Torso
Arrows are written in relationship to the bedy, not to the room.

Each arrow has a special look to it. Bending forward, along the Sagittal Plane
of the body, always uses long skinny arrows. Bending back, along the Sagittal
Plane of the body, always uses a strong thick arrow. Bending side, along the
Frontal Plane of the body, alwavs uses a short, fat arrow. Twisting uses a
curved, skinny arrow. Isolating the torso forward alona the body's Sagittal Plane
always uses two straight arrows, one on one side of the body and one on the

other side, pointing toward the front of the body. Isolating the torso to the
back along the body's Sagittal Plane uses two arrows also, pointing toward the
back of the body. And torso isolations to the side, along the body's Frontal

Plane, always use single straight arrows, pointing in the direction of the isolation.

Isolations on the Diagonal Plane of the body take 2 ‘arrows, 1 pushes and 1 pulls.

A

¥

: pu—— vam— N ) sl /—"-‘16._
% AV ]’§\” AVA® v

BN DR L

{

'

Bend Forward Bend Back Bend Side 1Twist Isolate Forward Isolate Back Isolate Side

4.

Torso Arrows always push the body in the direction desired, rather than pull.
Pushing is defined as placing the Torso Arrow on the opposite side of the
body to the direction desired. For example, the body bends to the right side.
The Bending-Side Arrow will therefore be placed on the figure's left side,
pushing the body over to the right.

If bending or isclating the torso happens to project the torso along the

Sagittal Plane of the room, certain arrows are difficult to draw. For this
reason, three exceptions to the look of the arrows occur. The three exceptions
are: l. Bending Forward uses two long, skinny arrows when on the Sagittal

Plane of the room, but uses one long skinny arrow when on the other planes of

the room. 2. Bending Back uses a thick, curved arrow when on the other planes

of the room, but when bending back on the Sagittal Plane of the room the arrow
cannot be written in a curve. The curve writes on top of itself and becomes

a straight, thick arrow that pushes the shoulders back. 3. Bending and isolating
the torso-to the side, along the body's Frontal Plane, can be written easily

when facing all directions except facing the side wall. When the figure faces

the side wall, bending or isolating to the side places the arrows on the Sagittal
Plane of the room. There are two ways to write this. First, the figure can be
opened up so that the figqure and the arrow can beseen clearly. Or second, a

dark dot, or a horizontal line can be written on the stem of the arrow. The dark
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RULES FOR TORSO ARROWS CONTINUED

dot represents the direction "toward the front wall." The horizontal line represents
the direction "toward the back wall."

Y y — "\

A Y

g 7L’ | . 1 ] ] |

y ) L A | ]

N ] ] 7
Bending Forward Bending Back Bending Side Isolating Side

6. Occasiqnally bending, twisting or isolating arrows push the upper bodvy along
the In-Between Planes of the body. In these rare cases, the dotted lines used
to notate the In-Between Planes (see pages 45-52) are placed around the
arrowhead of the arrow. The figure accompanying the arrow will also be facing
the In-Between Direction in most cases:

N — 7y oz

== == L~
L4 hd

ﬁ*\m\ ‘ Y At RV

1+ AV O . A Y
Bending Forward Bending Back Bendiﬁb Side Isolatfng Arrow

7. Torso Arrows always show the position of the twist, bend or isolation. The
arrows are always placed directly beside a figure, and the figure and the arrow
together create the position. Torso Arrows are never used as movement symbols,
between positions, showing the movement of twisting, bending, etc. They write
positions only. : :

8. Bending is defined as enough tilt in the shoulders to create a stretching feeling
in the torso area. Bending alwavs uses bending arrows. It is possible to tilt
the shoulders without bending enocugh to stretch the torso area. In these cases,
no Torso Arrow is used. The tilt in the shoulders is drawn visuwallv on the figure
without anv arrow. The reader knows that there is no stretching of the torso:

[N

0AN Ak

-]

7 7

B A1

Bending With Stretch In Torso Small Tilt With No Stretch In Torso

*Note: Small tilts are different than large tilts, described on pages’164—l68
Small tilts are done without moving the body from its center. Large tilts move
the whole body in a unit, in one line, on a tilt. The center of the body is
moved from one place to another in a large tilt. Large tilts use special tilting
symbols. Small tilts use no symbols at all.
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THE HEAD

Since the head follows the movements of the neck, the majority of head
movements are written with the Neck Line only (see page 55). In rare cases,
however, the head moves alone, isolating from the neck to create small

subtle movements. Notice below that the neck does not move, as the head does:

i

Thnelined

Forw o.rd-

b
e

Head oy

[@)
7
~

Thelined
Forword

Heo..& PO
Thelined m
AvA

Side 1

—

Head

Tncline

Side

O
g T

§e

Head
Ihc‘ih?—&
Back

T

Hea d (5“

=5

.anime&
Back

/j zY
Hea dl

GO ‘
Roteted Z;A

S R

He od
Ro+a+e&

=

._________________ﬁ____________gfl___
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THE HEAD

Rule One: All subtle movements of the head use arrows. These arrows follow all
of the same rules applied to Torso Arrows. They look exactly like Torso Arrows.
Rule Two: The head circle is always placed to the reader's left of the figure.
Rule Three: The head is always placed in the space above the shoulders of the
stick figure. If the figure is standing straight, the head is placed in the
highest most space of the staff. If the figure is sitting on the ground, with
the shoulders at the Knee Line of the staff, then the head circle is placed in
the space between the Knee Line and the Hip Line of the staff.

Q .
@ 0 70
A GO o 7
INE_ e BN ey A\
7

Heod Head
o o

Iso\&+)'0h AV .T_Solo;‘”for\ ThTA
5 =
 Forward Forwa &L

H@OvOL =75 Heod

“ Tsolotion & Tsolation

Side S e

fl—
/s‘xi

| He,o.oL He.aJ—

Tsolation s T solation —‘D“—ﬁ\—’

I\r 1

4
Bock Rac K 572

Hemck ﬁ) H eML
TIsolation +- T s0 [ation

Ok&qoy\a-‘ Di&q ona|
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Head Head Head. ]
Head & Neck Inclined Inclined Inclined
Straight Forward Sideways Backward
/Oa_
JAR /- \ JAA J\ VAR
rAwA ATAl IAVA! IAVAl avA
e .
Head IJ*:I:::clla't::-:»d Head
Isolated piagonall Isolated
Forward Y Sideways
I ,Z_O_ﬂ___Q,JL — o) <
. dn * b e
[\ VAL JAA
ATA ATA AT 7Y 7
B A el A el
Head H_ead
Isolated Isolated Head
Diagonally Backward Rotation
0 O, TOT S, S0 0o,
v Va M7 o
I Y A
SUBTLE HEAD MOVEMENTS
FACING ALL DIRECTIONS
Head Inclined Forward
N [
P, . s e B 0 B 5 T
[\ JAA [\ Al / ] [\ 1
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Head Inclined Sideways
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POSITION &

%\_,-\

The person is viewed from the
front, as if standing on a stage
turning in all possible directions.
The reader sits out in the audience
and views the person moving on the
stage. This presents two dimensions,
levels up and down, and directions -
from side to side, accurately,

With Position Symbols, the person is
viewed from overhead. The reader is
above the person, looking down on the
person moving, seeing the head of the
person with the limbs projecting in
different directions in the room. This
presents the third dimension, depth

in the room, accurately.

\b

SYMBOLS |
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 POSITION  SYMBOLS

VIEWED FROM THE FRONT

-
{; Stick Figure On Five-
- Lined Staff Shows Level,

And The Position Of The Body

[ POSITION SYMBOL
POR UPPER BODY

, Overhead View,

Upper Body, Arms

POSITION SYMBOL,
FOR LOWER BODY

\

|

L Overhead View,
Lower Body, Legs
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VIEWPOINTS ON FIGURE

Position Symbols use
spotlights to write

the depth in and out
and up and down. The
spotlight from overhead
“encircles the body in

a vertical cylinder of
light. The two spotlights
from the side wings of
the stage create two
horizontal cylinders of
light that encircle the
extremities of the body,
the wrists and ankles.

Position Symbols Show The
Overhead View, As 1If Sitting
High Above The Figure And Looking
Down At The Figure On The Stage.

@@@ @@a
& @%

The Reader Views The Figure
From The Front, As If Sitting
In The Audience, Watching The
Figure Move On Stage.
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M PLANES OF
£ BODY

THE
FRONTAL
PLANE

1. The Frontal Plane cuts the body from
side to side, reaching from the top
of the head to the bottom of the feet.
It cuts the body into a front and
back portion.

2. The Frontal Plane cutting the body
moves with the body as the body
changes facing in the room. This is
different than the planes cutting
the room, which never move or change.

3. When the spokes of the Position Symbol
project to the side of the symbol, the
limbs are projecting along the body's
Frontal Plane.

o o -0 (& (o)

> © -5 (& 2
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'D\M»QNAL.

'AGONAL PLAN

1.

The Diagonal- Plane cuts the body from
the front corner of the body to the
opposite back corner of the body,
reaching from the top of the head to
the bottom of the feet.

2. The Diagonal Plane cutting the body

moves with the body as the body changes
facing in the room. This is different
than the planes cutting the room,

which never move or change.

When the spokes of the Fosition Symbol
project to the diagonal of the symbol,
the limbs are projecting along the
body's Diagonal Plane.

F ¢ e (o) (1)

¥ © o (@ (D)
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THE DIAGONAL PLAN

1. The Diagonal Plane cuts the body from

the front corner of the body to the
opposite back corner of the body,
reaching from the top of the head to
the bottom of the feet.

The Diagonal Plane cutting the body
moves with the body as the body changes
facing in the room, This is different
than the planes cutting the room,

which never move or change.

When the spokes of the Position Symbol
project to the diagonal of the symbol,
the limbs are projecting along the
bodx's Diagonal Plane.

a ¢ £ (o) (w

QA & -5 © W
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THE SAGITTAL PLANE

5

The Sagittal Plane cuts the body from
front to back, reaching from the to
of the head to the bottom of the feet.
It cuts the body into a right and
left portion.

The Sagittal Plane cutting the body
moves with the body as the body changas
facing in the room. This is different
than the planes cutting the xoom,

which never move or change.

The center line written down the middle
of the Position Symbol corresponds to
the Sagittal Plane of the body at all
times. '

When the spokes of the Position Symhol
project at the bottom of the symbhol,
or at the top of the symbhol, parallel
with the symbol's center line, the
limbs are projecting along the body's
Sagittal Plane.

« =B (¢ (P

? © & © @
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THE TRANSVERSE PLANE

1. The Transverse Plane cuts the body
through the middle. The Transverse
Plane is parallel with the floor
and cuts the body from all sides.
The Transverse Plane disects the
body into a lower and upper portion.

2. The best view of the Transverse Plane
cutting the body is from overhead. The
overhead view gives the complete
picture of the Transverse Plane extending
in all directions.

3. All Position Symbols are seen from the
overhead view. All Position Symbols,
then, are viewed along the Transverse
Plane. The Frontal, Diagonal, and
Sagittal Planes that also disect the
body are all seen in conjunction with
the Transverse Plane in Position Symbols.

Diagonal Sagittal Diagonal
Frontal Frontal
All Seen From The Transverse Plane
piagonal Diagonal
2 Sagittal a2
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. THE CENTER DOT
THE ANKLES

Body's Sagittal Plane

Body's Frontal Plane

Feet Standing On The Body's
Frontal Plane Place The .Ankles

fTo The Side Of The Center Dot.
The Spokes On The Position

Symbol Show The Relationship Of
The Ankles To The Center Dot.

The Ankles Are To The Side, On
The Frontal Plane, And The Spokes
Are Therefore Written To The Side.

Body's Frontal Plane

Body's Sagittal Plane

Body's Frontal Plane

Body's Sagittal Plane

Body's Frontal Plane

Feet Standing Along The Body's
Sagittal Plane Place The Ankles

To The Front Of Or To The Back

Of The Center Dot. The Spokes On
The Position Symbol Show The
Relationship Of The Ankles To
The Center Dot. The Ankles Are

To The Front And Back, On The
Sagittal Plane, And The Spokes

Are Therefore Written Front & Back.

Body's Sagittal Plane
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ANKLES, SPOKES AND
CENTER DOT




c - THE

CENTER DOT

THE WRISTS

Body's Frontal Plane

The Arms To The Side Of The Torso
Place The Wrists On The Frontal
Plane Of The Body, To The Side Of
The Center Dot. The Spokes On The
Position Symbol Show The Relation~
ship Of The Wrists To The Center
Dot. The Wrists Are To The Side, On
On The Frontal Plane, And The Spokes
Are Therefore Written To The Side.

Body's Sagittal Plane

Body's Frontal Plane

Body's Sagittal Plane

Body's Sagittal Plane

Body's Frontal Plane

Body's Frontal Plane

~ The Arms To The Front And To The Back
Of The Torso Place The Wrists On The
Sagittal Plane Of The Body. The Spokes
On The Position Symbol Show The Re-
lationship Of The Wrists To The Center
Dot. The Wrists Are To The Front And
Back, On The Sagittal Plane, And The
Spokes Are Therefore Written Front
And Back.

Body's Sagittal Plane
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WRISTS ,SPOKES
AND CENTER DOT
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SHADOWS |
OUTSIDE
CYLINOER

i
J

[

CYLINDER
OF LIGHT




11!

CYLINDER AROUND CENTER

VERTICAL CYLINDER ENCIRCLES VERTICAL
NTER LI

- & Copyright © 1978 By Valerie J. Sutton
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VERTICAL CYLINDER
CREATES IN-OUT DEPTH
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Small Position Symbols under the staff write In-Out Depth. They describe a limb
close to the center of the body (inside light cylinder) or far from the center
of the ‘body (out in the shadows) . They are used for legs or arms, and are placed
in either row of Position Symbols under the staff.



)

TIN-OUT POSITION SYMBOLS

ARMS CLOSE (IN) ARMS FAR (OUT) ”j

—
The Symbol Is Light If

The Light Cylinder Ends The Wrist Or Ankle Is B

At Elbow Or Knee Range Inside The Light Cylinder.

The Symbol Is Dark If
The Wrist Or ‘Ankle Is —
Outside, In The Shadows

(When The Arm Or Leg Is

At Shoulder Or Hip Height) r(‘f
It Is As Wide As The 4
Length Of The Upper Arn

Or Upper Leg. .
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" IN-OUT POSITION SYMBOLS
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CYLINDER AROUND EXTREMITIES

3

]

H OQIZONTAL CYLIN DERS ENCIRCLE
LOWEST WRIST AND ANKLE

HORTZONTAL CYLINDERS
CREATE UP-DOWN DEPTH

Large Position Symbols under the staff write Up-Down Depth. They describe a limb
higher than the other limb (up in the shadows) or lower than the other limb (down
in the light cylinder) . When both limbs are at an equal level then both limbs
are in the light cylinder. They are used for legs or arms, and are placed in
either row of Position Symbols under the staff,
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"UP-DOWN POSITION SYMBOLS
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“ THE SAGITTAL CENTER

FACING
READER

FACING
FRONT WALL




THE SAGITTAL CENTER ~

FACING BACk CORNERS

FACING BACK WALL
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THE LARGE POSITION SYMBOLS

Name: The Up-Down Position Symbols

Purpose: Write Depth Up And Down

Placement: In Either Row Of Position Svmbols Under The Staff

Light In The Symbol Means: A Lower Limb, Or A Limb That Is Not Higher Than The Other

Dark In The Symbol Means: A Higher Limb, A Limb That Is Higher Than The Other
(Creates More Shadows Than A Lower Limb)

= ¥

EQUAL
Symbol With Both Sides A Darkened-In Side To A Symbol
Light Means Neither Limb Represents A Limb Higher Than
Is Higher Than The Other The Qther Limb (Makes More Of

A Shadow Than The Other)

THE SMALL POSITION SYMBOLS

Name: The In-Out Position Symbols

Purpose: Write Depth In And Out From Body

Placement: In Either Row Of Position Symbols Under The Staff

Light In The Symbol Means: A Limb Close To The Body, Inside The Cylinder Of Light

Dark In The Symbol Means: A Limb That Is Far From The Body, Outside The Cylinder
(Limb Extends Into The Shadows Outside Cylinder)

IN : IN IN : ' ouT

Symbol With Both Sides A Darkened-In Side To A Symbhol

Light Means Both Limbs Represents A Limb Far From The

Are Close To The Center Body (The Limh Extends Into The

(Inside Light Cylinder) Shadows , Outside Of The Cylinder
Of Light)
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10.

11.

12.

1l2s
RULES FOR POSITION SYMBOLS

When all of the planes that cut the body interseét the body, they meet in the
center of the body. We call this central point the CENTER DOT.

The CENTER DOT is in line with the body's center of gravity. From the CENTER DOT
the line of gravity falls in a straight line to the floor, creating another dot
on the floor. The two CENTER DOTS, one in the wmiddle of the body, and the other
directly below on the floor, are connected by an imaginary vertical line.

The CENTER DOT of the Position Symbol for the lower body is located in the center
of the hips (the groin). The body planes intersgct at the hip area. An imaginary
vertical line falls straight down from this CENTER DOT, creating another CENTER
DOT on the floor. .

The CENTER DOT of the Position Symbol for the upper body is located in the center
of the shoulders (between the two collar bones). The body planes intersect at the
shoulder area. The imaginary vertical line falls straight down from this CENTER DOT,
creating another CENTER DOT on the floor. When the body stands erect, the upper

and lower bodv's CENTER DOT on the floor is the same.(one is on top of the other).

The Direction Spokes of the Position Symbol show the relationhip of the ankle
of the leg or the wrist of the arm with the CENTER DOT.

If the ankle or wrists are in front of the CENTER DOT, then the spokes of the
Position Symbol project at the bottom of the symbol: QLP gq

If the ankle or wrists are to the corner of the CENTER DOT, then the spokes of

the Position Symbol project to the diagonal of the symbol: /(D\ ;D\

If the ankle or wrists are to the side of the CENTER DOT, then the spokes of the

Position Symbol project to the side of the symbol: _q>_ CD

If the ankle or wrists are to the back of the CENTER DOT, then the spokes of the
Position Symhol project to the top of the symbol: dfs tb

If the ankle or wrist is directly on top of the CENTER DOT, then the ankle or
wrist has no direction because it is directly center. The ankle ‘or wrist of
the limb can therefore have no Direction Spoke. Single standing legs, legs
directly under the body (on top of the CENTER DOT) while jumping, and wrists
resting on top of the center of the head are the three common examples of

Position Symbols with no Direction Spoke on one side: Q _0 (D p

The Direction Spokes of the Position Symbols show the relationship of the
extremities of the limbs with the center of the body - the CENTER DOT.

If the ankle of the leg or the wrist of the arm cross over the CENTER DOT

s0 that the entire ankle or wrist is on the other side of the center of

the body, then the Direction Spoke of the Position Symbol will cross over and
slant, crossing the center line of the symbol. Fifth position in classical
ballet is considered to have the ankles to the front and back of the CENTER
DOT, but any position more crossed than fifth position is crossing over the
center and has slanted Direction Spokes.
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Same Direction

13.

14.

15.

16.

17.

1..

If the limb crosses in front of thé body while placing the ankle or wrist on
the other side of the CENTER DOT, then the Direction Spokes slant at the bottom
of the symbol: . ’?

If the limb crosses in back of the body while placing the ankle or wrist on
the other side of the CENTER DOT, then the Direction Spokes slant at the top
of the symbol: i‘

In the rare case that the limb crosses underneath or over the body while placing
the ankle or wrist on the other side of the CENTER DOT, then the Direction Spokes
do not slant. Both spokes appear on one side of the Position Symbol: O= =o

The dark and light in the Up-Down Position Symbols states the relationship of one
1imb with the level of the other limb. An imaginary horizontal line is drawn
under the lowest ankle or wrist. The limbs touching this imaginary horizontal
line at the ankle or wrist will have a corresponding light side to their Position
Symbol. The limbs not touching this imaginary line at the ankle or wrist will
have a dark side to their Position Symbol. There always has to be one light side
to an Up-Down Position Symbol since the imaginary horizontal line is drawn under
the lowest limb in every position, whether on or off the floor:

. N gL >
g D> e N ‘)
| I~ L.
5 =
;03 Q- ;03 ©

203 > ®@- ©

The dark and light in the In-Out Position Symbols states the relationship of the
wrist or ankle with the CENTER DOT of the body. Whether the wrist or ankle is
close to the CENTER DOT or far from the CENTER DOT is written by light and dark.

When the hips and shoulders are in line with each other, the shoulders parallel
with the hips, the Position Symbols for the upper and lower body have the same
center line. The Sagittal Plane of the body cuts both symbols at the same angle.

When the upper body twists, the Sagittal Plane that cuts the upper boay must
twist accordingly. The center line of the Position Symbol for the upper body
therefore moves with the shoulders, slanting in a new direction. The lower
body -has not moved, and the Sagittal Plane that cuts the the lower body remains
in the same direction as before the twist. The Sagittal Planes of the upper

and lower body are now cutting the upper and lower body in two different directions.

The center lines of the two Position Symbols slant at different angles. This is
an excellent double check on twisting of the torso and change of direction for

" one half of the body.

Snoulders & Hips Facing E
D

Different Directions

rﬂﬁ
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19. The first row of Position Symbols underneath the Foot Line of the Movement
Staff represents the overhead view of the arms and shoulders (upper body) .
The second row of Position Symbols underneath the Foot Line of the Movement
staff represents the overhead view of the legs and hips (lower body). This
rule never changes - the first row is always for the arms, and the second
row is always for the legs. Usually the small In-Out Position Symbol is
placed in the row for the arms and the larger Up-Down Position Symbol is
written in the row for the legs:

130
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20. In the rare occasion that it is difficult - to see the in-out depth with the
leg, it is possible to place the In-Out Position Symbol in the second row
of Position Symbols under the Staff, indicating the in-out depth with the legs:

i

@

2%¥2

0

21. In the rare occasion that it is difficult to see the up-down depth with the
arms, it is possible to place the Up-Down Position Symbol in the first row
of Position Symbols under the Staff, indicating the up-down depth with the arms:

s
O

22. Although it is possible to have four Position Symbols under one stick figure,
one Up-Down and one In-Out for the arms, and one Up-Down and one In-Out for
the legs, it is strongly advised to not use four symbols at once. Not only is
it confusing for the reader, but it is not necessary to have so many double
checks for one figure. Place the In-Out or Up-Down in either row, but only place

one at a time.

" (-
- D -2 »

A /[
[ L
-0 0Q0;
© " )

Correct Amount of Symbols Too Many Symbols
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DEGREE ONE

Touching Torso, In Close Range

DEGREE TWO

One-Third Out, In Close Range

DEGREE THREE

Two-Thirds Out, In Close Range

DEGREE FOUR

Farthest Out, In Close Range
Hand In Line With Elbow
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DEGREE FIVE
Closest In, In Far Range

Hand Slightly Outside of
Elbow Range

DEGREE SIX

One-Third Out, In Far Range

DEGREE SEVEN

Two-Thirds Out, In Far Range

DEGREE EIGHT

Farthest Out, In Far Range
Arm Completely Stretched
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1D /1D /DN
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DEGREE ONE

Touching Standing Leg, Or Center Dot
In Close Range

DEGREE TWO

One-Third Out, In Close Range

DEGREE THREE

Two=-Thirds Out, In Close Range

DEGREE FOUR

Farthest Out, In (Close Range
fFoot in Line With Knee
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DEGREE FIVE
Closest In, In Far Range

Foot Slightly Outside of
Knee Range

DEGREE SIX

One-Third Out, In Far Range

DEGREE SEVEN

Two-Thirds Out, In Far Range

DEGREE EIGHT

Farthest Out, In Far Range
Leg Completely Stretched
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THE SAGITTAL CENTER

P | /
/ | FACING 7 FACING
Y | BETWEEN BETWEEN
| FRONT WALL FRONT CORNER
¢ FRONT CORNER| AND SIDE WALL
|
\\ \ l
\ |
‘ \
neEe, chezs
EE
SIDE WALL4 BACk COR%ER +

BACK CORNER  BACK WALL
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IN-BETWEEN

LIMBS BETWEEN
FRONT WALL + CORNERS

SPOKES

LIMBS BETWEEN
FRONT CORNERS 4+ SIDE

LIMBS BETWEEN
SIDE WALLS AND
BACK CORNERS
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SHOULDER CENTER / HLP CENTER

SHOULDER CENTER DOT

HIP CENTER DOT

VERTICAL CENTER LINE FOR emssmmmese l

FOR SHOULDERS

SHOULDER CENTER DOT

WHENEVER THE SHOULDERS

ARE NOT DIRECTLY OVER

THE HIPS, AS WHEN BENDING
OR LYING ON THE GROUND,
THERE ARE TWO CENTER DOTS,
ONE FOR THE SHOULDERS AND
ONE FOR THE HIPS. EACH
CENTER HAS ITS OWN VERTICAL
LINE AND DOT ON THE FLOOR.

VERTICAL CENTER LINE

WHEN STANDING UP STRAIGHT,
THE TWO CENTER DOTS BLEND
TOGETHER INTO ONE CENTER
DOT ON THE FLOOR

T

FOR HIPS

@ HIP CENTER DOT
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TWO CENTERS/TWO CYLIND

"

RS

™
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THE IN-OUT POSITION SYMBOLS

Draw center dots through the hips and shoulders.

Draw imaginary vertical lines through the center dots.

Draw imaginary cvlinders (always vertical) around the vertical lines.

The cvlinder around the shoulders should be the length of the upper arm from center.
The cylinder around the hips should be the length of the upper leg from center,

Are the wrists to the front, side or diagonal of the .center dot? Place the spokes

‘on the symbol for the arms accordingly.

Are the wrists inside or outside the cylinder around the shoulders? Color the
symbol accordinglv. )
Steps 6 and 7 above are also applied to the ankles and symbols for the legs.
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SHOULDER CENTER / HIP CENTER

SHOULDER CENTER DOT

HIP CENTER DOT

WHENEVER THE SHOULDERS
ARE NOT DIRECTLY OVER

THE HIPS, AS WHEN BENDING
OR LYING ON THE GROUND,
THERE ARE TWO CENTER DOTS,
ONE FOR THE SHOULDERS AND
ONE FOR THE HIPS. EACH
CENTER HAS ITS OWN VERTICAL
" LINE AND DOT ON THE FLOOR.

‘H IP CENTER DOT

VERTICAL CENTER LINE

VERTICAL CENTER LINE

WHEN STANDING UP STRAIGHT,
THE TWO CENTER DOTS BLEND
"TOGETHER INTO ONE CENTER
DOT ON THE FLOOR

T '

' VERTICAL CENTER LINE FOR
l "="FOR SHOULDERS

FOR HIPS

' ‘ SHOULDER CENTER DOT
R
| <
‘ . —— Copyright © 1978 By Valerie J. Sutton
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TWO CENTER

THE IN-OUT

POSITION SYMBOLS

— -

Draw Center Dots
Through Hips &
Shoulders.

Draw Imaginary
Vertical Lines
Through Center
Dots.

Draw Imaginary
Cylinders (Always
Vertical) Around
Vertical Lines.

The Cylinder Around
The Shoulders Should
Be The Length Of The
Upper Arm From Center.
The Cylinder Around
The Hips Should Be The

Length Of The Upper Leg

From Center.
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S/TWO CYLINDERS

Are The Wrists To The
Front, Side Or Diagonal

Of The Center Dot? Place
The Spokes On The Symbol
For The Arms Accordingly.
Are The Wrists Inside Or
Outside The Cylinder Around
The Shoulders? Color The
Symbol Accordingly.

Steps 6 and 7 above are also
applied to the ankles and
symbols for the legs.
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CIRCLE ALONG THE BoDY’S
FRONTAL PLANE

)
1
{

CIRCLE WITH SAGITTAL CENTER

All figures bending to the side, doing a cartwheel, or lying on the ground on the
side of the body are a part of a larger circle that is done along the Frontal Plane
of the body. This circle has a Sagittal Center Line and Dot, and all figures in

the circle will take the same Sagittal Center for their Position Symbols. All figures
face the same direction in the circle, including the upside down figures.
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CIRCLE ALONG THE BoDY’S
SAGITTAL PLANE

CIRCLE WITH SAGITTAL CENTER

All figures bernding forward or backward, doing a walkover, or lying on the gzound
on the stomach or back are a part of a larger circle that is done along the
Sagittal Plane of the bhody. This circle has a Sagittal Center Line and Dot, and
all fiqures in the circle will take the same Sagittal Center for their Position
Symbols. All figures face the same direction in the circle, including the

upside down figures. ~
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= ROTATED POSITION NUMBERS

When Arm Is Lowered

PARTIAL TURN-OUT

Baby Finger To Floor
Arm At Shoulder Height

Baby Finger To Torso
When Arm Is Lowered

NATURAL r

Palm To Floor
Arm At Shoulder Height

Palm To Torso
When Arm Is Lowered

PARTIAL TURN-IN B

Thumb To Floor
Arm At Shoulder Height

Thumb To Torso
When Arm Is Lowered

~

COMPLETE TURN-IN

:

Back Of Hand To Floor
Arm At Shoulder Height

=

Back Of Hand To Torso
- When Arm Is Lowered

r_
L
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Open Arm At Shoulde
In Direction Of Spoke On
Position Symbol (Rim Of Wheel)

ROTATION ANALYSIS WHEEL:ARMS

Find Rotation Numbe
With Arm Down At Torso,

Lower Arm Along Direction
Of Position Symbol Spoke

Palm Facing Analyzed
t Hub Of Ana1931$

\gelght

FOR READING:

To Analyze Rotation Number of Arm: 1.Place arm straight down near torso. Place the
arm to the front of the torso if the spoke on the Position Symbol is to the front,
place the arm to the back of the torso if the spoke is to the back. Thi spoke on the
Position Symbol states the side of the torso on which the arm is placed. 2.Place the
arm in the Rotation Number stated in the notation. 3.Lift the arm along the direction
of the spoke on the Position Symbol without changing rotation. 4.Rend the arm along
the direction of the spoke on the Position Symbol without changing rotation.

FOR WRITING:

To Analyze Rotation Number Of Arm: 1.Place your arm into the exact position you are
trying to write. 2.Determine the plane of the body in which the arm is directed
(spoke on Position Symbol, direction of arm). 3.0pen the arm along this plane to the
rim of the Analysis Wheel (shoulder height, straight arm). Be certain to open the
arm without changing the rotation of the arm. 4.Lower the arm along the spoke on
the Position Symbol to the torso to find the Rotation Number. Be certain to place

the arm on the side of the torso that corresponds with the spoke on the Position Symbol.
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147 ROTATED POSTTION NUMBERS

) 4 - 0

COMPLETE TURN-OUT COMPLETE TURN-OUT
Heels To The Center Heels To The Center

PARTIAL TURN-OUT 1 ‘ ' PARTIAL TURN-OUT
Heel-Ankle To Center 1 Heel-Ankle To Center

2

NATURAL, PARALLEL
Ankles To The Center
(Rotation Analyzed With Feet
pirectly Underneath Body)

4 oty -« A

COMPLETE TURN-IN ‘ COMPLETE TURN-IN
Toes To The Center Toes To The Center

B V4

3

PARTIAL TURN-IN
Toe-Ankle To Center
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ROTATION ANALYSIS WHEEL: LEGS

Analysis
At Hub Of Wheel

Lower Leq Along Direction
Of Position Symbol Spoke

Open Le \At Hip Height In
Direction\Of Spoke On
position Symbol (Rim Of Wheel) /

FOR READING:

To Analyze Rotation Number Of Leg: 1.Stand squarely on the leq at the hub on the
Analysis Wheel. The leg must be to the side of the center dot under the body,
placed on -the Frontal Plane of the body. 2.Place the leg in the Rotation Number
stated in the notation. 3.Lift the leg along the direction of the spoke on the
Position Symbol without changing the rotation. 4.Bend the leg along the direction
of the spoke on the Position Symbol without changing rotation,

FOR WRITING:
To Analyze Rotation Number of Leg: l1.Place your leg into the exact position you are
“trying to write. 2.Determine the plane of the body in which the leq is directed
(spoke on Position Symbol, direction of leq). 3.0pen the leg along this plane to the
.rim of the Analysis Wheel (hip height, straight leg). Be certain to open the legq
without changing the rotation of the leg. 4.Lower the leg along the spoke on the
‘Position Symbol to underneath the body, standing on the leg on the Frontal Plane
- of the body (to the side of the center dot). 5.Figure out the number of rotation:
. by the facing of the ankles and heels to the center of the figqure (vertical line).
Copyright © 1978 By Valerie J. Sutton
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THE ROTATION NUMBERS

The numbers for rotation are placed below the stick figure, directly beside the
Position Symbols underneath the staff. Numbers placed in the first row of Position
Symbols represent the rotation of the arms. Numbers placed in. the second row of
Position Symbols represent the rotation of the legs.

There are four numbers for each figure at all times, one for each limb. Each number
is placed to the side of the Position Symbol that corresponds to the limb the
number describes. For example, the number for the right leg is written on the

right leg's side of the Position Symbol.

The numbers for rotation are always analyzed in relationship to the imaginary
vertical line running through the shoulders and hips of the figure. The numbers

do not show a perfect anatomical description of rotation in the joints. Instead,
the numbers show palm facing (or wrist facing) and ankle facing to the imaginary
vertical line. How the hand or foot faces the vertical line determines the number.

When the figure stands straight, the center dot for the shoulders and the center
dot for the hips are directly on top of each other. The vertical line running
through the shoulders and the vertical line running through the hips blend together
to make one vertical line. The palm facing numbers relate to this vertical line.
The foot facing numbers also relate to this vertical line.

When the shoulders are not on top of the hips, as when bending or lying on the
ground, there are two vertical lines, one running through the shoulder's center
dot and one running through the hip's center dot. The palm facing numbers will
always relate to the vertical line running through the shoulders. The foot facing
numbers will always relate to the vertical line running through the hips.

The Arms

When standing erect, the arms relate to the vertical line in a circle around the
torso. With the arms hanging down along the torso of the body, the back of the
hand to the body, as turned-out as possible, will be number 0. Back of Hand to the
body will be number 0 whether it is to the front of the torso, side of the torso
or back of the torso. Anywhere in the circle around the vertical line, if the

back of the hand faces it with the arm turned-out, the number will be 0.

The other numbers are as follows: Back Of Hand To Vertical Line,

In Complete TUrn=OUt.......c.se......Number O

Baby Finger To Vertical Line

In Partial Turn=OUt....c.ieeeccesssss .Number 1

Palm Of Hand To Vertical Line

In Natural Position.........ce..seq. Number 2

Thumb To Vertical Line.

In Partial Turn=In.....c.eeesess0....Nunmber 3

Back Of Hand To Vertical Line

In Complete TUXN=TN.cecueverseaessse. .Number 4
When arms are raised away from the torso of the body, while standing, the arms
are simply lowered to the torso to find the number. The arms, in other words, are
lowered to the vertical line, to find the palm facing to the vertical line. The
arms are always lowered along the spoke on the Position Symbol. They are lowered
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along the direction in space in which the arm is projecting. If the spokes on the
Position Symbols say the arms are to the side, on the Frontal Plane of the room,
then the arms must be lowered, without changing any rotation in the joints,to the
side of the torso to find the palm facing. If the arms are projecting to the front
of the body, with the Position Symbol spokes to the front, then the arms are
lowered to the front of the torso to find the palm facing. The spokes on the
Position Symbol determine the side of the torso used to find the Rotation Number.
They also determine the direction in space in which the limb is lowered.

If the arms are bent, then the arms are opened first to shoulder height in the
direction of the spokes on the Position Symbol. They are then lowered as always
along the spoke's direction and the number for the palm facing is analyzed at

the torso. Again, the number is analyzed on the side of the torso that corresponds
with the spoke on the Position Symbol.

When the body bends in any direction, the vertical line runs through the shoulders
of the figure. The palm facing will continue to be analyzed in relationship to
this vertical line. But now the vertical line does not necessarily run through

the torso of the figure. The vertical line is vertical with the room, and the
torso is going in another direction. The vertical line and the torso are no longer
one and the same.

Think of the vertical line like an imaginary tube going from the ceiling to the
floor. To analyze the Rotation Number,again, open the arms along the spokes of

the Position Symbol, and always lower them to the vertical line (not to the torso).
If the spokes on the Position Symbol state that both arms are to one side, for
example, then both arms will be lowered to that one side to the vertical line.

The palm facing is analyzed to that side of the vertical line. The spokes on the
Position Symbol determine the side of the vertical line used to find the Rotation
Number.

When the upper body lies on the ground (lying on the ground defined as "the
shoulders touching the ground"), the vertical line still runs through the shoulders.
Again, the palm facing is going to relate to the vertical line for the shoulders.

To analyze the Rotation Numbers, the two arms must be lowered at all times. But

how can the arms lower with the floor in the way? Do not stand the figure up.
Instead, visualize a trap door through the floor and lower the arms along the
spokes on the Position Symbol to the vertical line. The vertical line extends

below the floor, through the trav door of the stage. Find the Rotation Number

with the vertical line under the stage and place the number beside the Position
Symbol for the upper body. Be certain to lower along the direction spokes.

Notice that 0 and 4 are complete copposites to each other. Both have the back of the
hand touching the vertical line but 0 accomplishes this by turning the arm out

and 4 accomplishes this by turning the arm in. The most accurate method of telling
the difference between 0 and 4 is the elbow direction, while the back of the hand
faces the vertical line. The number 0 always has the elbow bone pointing in the
direction of the back of the hand. The number 4 always has the elbow bone pointing
in the direction of the palm of the hand. This rule helps greatly when analyzing
numbers while lying on the ground.

When the number 0 is used, the number 0 can be written beside the Position Symbol,
or nothing can be written. When no number appears beside a Position Symbol the axm
is considered to be in number O.

If a Rotation Number is between one of the five numbers, then fractions can be used
at will. For example, if the palm facing is between the baby finger facing the
vertical line and the palm facing the vertical line, then the number would be 1 and
1/2, and so on.
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The Rare Minus Numbers

The arm can, at times, rotate beyond a full circle. In these rare cases, minus
numbers occur. The full spectrum of numbers is as follows:
-3.....Thumb To Vertical Line, Beyond Turn-Out, Beyond 0
TURN-OUT 0.....Back Of Hand To Vertical Line, Complete Turn-Out
l1.....Baby Finger To Vertical Line, Partial Turn-Out

NEUTRAL ~ 2.....Palm To Vertical Line, Natural

3.....Thumb To Vertical Line, Partial Turn-In
4.....Back 0Of Hand To Vertical Line, Complete Turn-In
TURN-IN -l.....Baby Finger To Vertical Line, Beyond Turn-In, Beyond 4
-2.....Palm Tc Vertical Line, Beyond Turn-In, Beyond -1

Minus numbers are always beyond the normal rotation circle of five numbers

(numbers 0-4) . The thumb to the vertical line will always be a number three,

with or without a minus before it. The number 1 is always baby finger to vertical
line, with or without the minus before it. And the number 2 is always palm to
vertical line, with or without the minus sign. The minus sign simply states that the
palm facing has twisted or turned beyond the normal circle.

To determine the difference between a 1 and a -1, or a 2 and a -2, the following
rule may be of help. All numbers describing turn-in (numbers 3, 4, -1 and -2
listed above) have the elbow bone of the arm projecting towards the palm of the
hand. All numbers describing turn-out (numbers -3, 0, and 1 listed above), have
the elbow bone of the arm projecting towards the back of the hand.

Number 2 is the neutral position. There are times when it's elbow will project

to the back of the hand, like a turned-out arm, and times when it does not. But-
the number two never has its elbow projecting to the palm of the hand, like a
turned-in arm. It is therefore closer to the turned-out numbers than the turned-in
numbers.

If, at any time, it is hard to determine the number of the arm, rotate the arm to
number 0 or number 4 and then rotate the arm around in the direction desired. Use
-number 0 and number 4 as a base to determine the other numbers. The elbows on
number 0 and number 4 project wery definitely to the back of the hand or the palm
of the hand.

When Standing On Hands

Rotation Numbers for standing hands are analyzed exactly the same as Rotation
Numbers for standing feet. They are analyzed to the side of the vertical line
running through the shoulders into the ground. (See explanation for Rotation
Numbers For Legs). If the spokes on the Position Symbol for the upper body are
already to the side of the body, then leave the hands where they are, unflex

the wrists, and the side of the hand facing the vertical line will be the Rotation
Number for that arm. If the spokes on the Position Symbol are in another direction
other shan side to the body, then the arm is opened on the spcke of the Position
Symbol and brought down under the body so that the hands are to the side of the
vertical line (just like standing feet), directly under the shoulders. Unflex the
wrists, and the side of the hand facing the vertical line will be the Rotation
Number for that arm.
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The Legs

When standing erect, the legs relate to the vertical line running through the
center of the hips into the floor. Rotation Numbers for standing legs are
always analyzed to the side of the vertical line, with the legs standing on
the Frontal Plane of the body, the center dot between the two feet. Standing
squarely on two feet, to the side of the center dot, the heels to the vertical
line, as turned-out as possible, will be number 0. The rest of the numbers are
as follows: Heels To Vertical Line,

In Complete TUrN=OUL.cccacescreaessss Number O

Heel-Ankle To Vertical Line,

Partial Turn-Out,

Partial Heel And Partial Ankle.......Number 1

Ankle To Vertical Line,

Natural Position......vceeececccsse. .Number 2

Toe-Ankle To Vertical Line,

Partial Turn-In,

Partial Ankle And Partial ToeS.......Number 3

Toes To Vertical Line,

Complete TUrN=IN.ccceesscsasessscss..Number 4

When the legs are raised away from the vertical line. while erect, the legs are
simply lowered to the ground, placed on the Frontal Plane of the body, to the
side of the vertical center line to find the number. How the foot faces the
vertical center line determines the Rotation Number for the leq.

The legs are always lowered along the spoke on the Position Svmbol. They are
lowered along the direction in space in which the leg is projecting.

If the legs are bent, then open the legs to hip height in the direction of the
spokes on the Position Symbol and lower the leg along that direction. Place

the leg directly under the body, with feet on the Frontal Plane and analyze the
Rotation number.

When the lower body begins to tilt, the vertical line runs through the hips of
the figure. The foot facing will continue to be analyzed in relationship to this
vertical line. But now the body is no longer in line with the vertical line, but
is at an angle to it. To analyze the Rotation Numbers, the two legs must be
lowered at all times so that the right foot is on the right side of the vertical
line and the left foot is on the left side of the vertical line, both feet placed
on the Frontal Plane of the body. To do this, do not stand the figure up. Instead,
visualize a trap door through the floor and lower the legs to the vertical line,
even though the feet may go through the floor. Find the Rotation Number, and place
the number beside the Position Symbols for the lower body. Be certain to place

the right foot to the fiqure's right side of the vertical line.

When the lower body lies on the ground (lying on the ground defined as "the

hips touching the ground"), the vertical line still runs through the hips. Again,
the foot facing is going to relate to the vertical line for the hips. Again,
imagine a trap door through the floor. Do not stand the fiqure up. Instead, lower
the legs along the spokes of the Position Symbol, through the floor, placing the
right leg on the right side of the vertical line, and the left leg on the left
side of the vertical line. Analyze the numbers in relation to the wertical line,
and place the number beside the Position Symbol.
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When the number 0 is used, the number O can be written beside the Position Symbol.
Nothing can also be written. When no number appears beside a Position Symbol the
leg is considered to be in number 0.

Again, as with the arms, if a Rotation Number is between one of the five numbers,
then fractions can be used at will. '

The Rare Minus Numbers

The leg can, at times, rotate beyond a full circle. In these rare cases, minus
numbers occur. The full spectrum of numbers is as follows:

-2....Ankle To Vertical Line, Beyond Turn-Out, Beyond -1
TURN-OUT -l....Heel-Ankle To Vertical Line, Beyond Turn-Out, Beyond 0
0....Heel To Vertical Line, Complete Turn-Out
1l....Heel~Ankle To Vertical Line, Partial Turn-Out
NEUTRAL 2....Ankle To Vertical Line, Natural, Parallel

3....Toe-Ankle To Vertical Line, Partial Turn-In

TURN-IN 4....Toes To Vertical Line, Complete Turn-In

-3....Toe-Ankle To Vertical Line, Beyond Turn-In, Beyond 4

Minus numbers are always beyond the normal rotation circle of five numbers
(numbers 0-4) . The ankle to the vertical line will always be a number 2, with

or without a minus before it. The number 1 is always Heel-Ankle to the vertical
line, with or without the minus before it. And the number 3 is always Toe-Ankle

to the vertical line, with or without the minus sign. The minus sign simply states
that the foot facing has twisted or turned beyond the normal circle.

To determine the difference between a. 1l and a -1, or a 2 and a -2, the following
rule may be of help. All numbers without minus signs deal with the inside of the
foot. Numbers without minus signs relate the heel, toes and insides of the feet
to the vertical line. Numbers with minus signs are relating the outsides of the
feet to the vertical line. -2, for example, is the outside ankle, where number

2 is the inside ankle.

If, at any time, it is hard to determine the number for the leg, rotate the leg to
number. 0 or number 4 and then rotate the leg around in the direction desired.

When Upside-Down

An upside-down position is defined as the following: When the hips are placed
directly over the shoulders, so that the hip's center dot and the shoulder'’s
center dot are in line with each other. As soon as the figure has the same
vertical line running through the hips and shoulders it is considered to be an
upside-down figure.

The arms are always lowered to the vertical line, and in upside-down positions
they are either lowered or treated as standing on the hands (see previous
explanation) . The legs, however, are in this case the exception to the rule. The
legs will not be lowered to the vertical line when upside-down, but will be
raised to the vertical line. If the legs are already raised and on the Frontal
Plane of the body, then keep the legs where they are and analyze the number in
relation to the vertical line. If the legs are not already raised, then simply
raise them along the Position Symbol spokes to the vertical line to analyze

the number. In all other cases, the legs are lowered to the vertical line.
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ALWAYS LLOWER TO CENTER

BOTH ARMS LOWER TO
VERTICAL CENTER LINE

154

o

ANALYZING ROTATION NUMBERS

Always lower the limb, along the spokes on the Position Symbol, to the
Vertical Center Line.

When both arms are to one side of the center line, then both spokes on the
Position Symbol are to one side. Both limbs will be lowered to that side,

to the Vertical Center Line.

Be certain, when lowering the arm, to place the arm to the correct side of
the Vertical Center Line. The arms will always be lowered to the side of the
Vertical Line that corresponds with the spokes on the Position Symbol. When
both arms are to one side, then both arms will be lowered to that one side of

the Vertical Center Line.
Find the palm facing with the Vertical Center Line, and write the number below

the staff beside the Position Symbol.
Copyright © 1978 By Valerie J. Sutton
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ROTATION NUMBERS FOR ARNS
WHILE LYING ON THE GROUND

Do not stand the person up to find the
Rotation Number. Instead keep the figure
lying on the ground. Pretend there is an
Imaginary Trap Door under the limb.

Lower the arm through the Imaginary Trap Door. As you lower the arm,

be certain to keep the arm to the proper side of the Center Line. The
proper side of the Center Line is stated on the Position Symbol for

the figure. If the spoke on the Position Symbol states the arm is front,
then the arm is lowered to the front of the Centzr Line. If the spoke
on the Position Symbol states the arm is side, .then the arm is lowered
to the side of the Center Line, and so on. Once the arm is lowered,

what part of the hand faces the Center Line? In this diagram, it is the
back of the hand, which is number O.
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ROTATION NUNBERS FOR LEGS
WHI LE LYING ON THE GROUND

6

Do not stand the person up to find the
Rotation Number. Instead keep the figure
lying on the ground. Pretend there is an
Imaginary Trap Door under the limb.

N
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Lower the leg through the Imaginary Trap Door. Remember that
legs are different than arms. The leg is lowered to the side
of the Vertical Center Line at all times. What part of the
foot faces the Center Line? In this diagram it is ths anklie
of the foot, which is number 2.
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LYING ON THE GROUND
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FOUR KINDS OF ROTATION
Ih/ OU‘|' P\o+o-+ion

TURN=-IN OR TURN-OUT FROM THE
HIP OR SHOULDER JOINTS

0 = Complete Turn-Out 3 = Partial Turn-In
1l = Partial Turn-Out Eq)‘i 4 = Complete Turn-In
2 = Natural : _@_

ANAA

Axia| Rotation
WHOLE BODY TURNS AROUND ONE CENTRAL
AXIS (TURNS IN PLACE)
Slow-Inching Turns Fast-Spinning Turns Twisting of the Torso

Joint = Circvlar Rotation
. Hip and/or Shoulder (solid-lined symbol) : G C‘
CIRCLES ARE PAINTED IN THE AIR

BY THE EXTREMITIES-FOUR DIFFERENT Knee and/or Elbow (dotted-lined symbol): «rZ%73> 1“,:
CIRCLES ORIGINATING FROM FOUR N
DIFFERENT JOINTS : Ankle and/or Wrist (solid-lined symbol) : éiD 6‘

Toe and/or Finger (dotted-lined symbol); S o

Isolation-Circular Rotation

AR
Shoulders: v A Neck (Head): |)"'L'*|
- R mtd
CIRCLES ARE PAINTED IN THE AIR
BY DIFFERENT PARTS OF THE BODY- ~AA
THE CIRCLES DO NOT NECESSARILY . .
ORIGINATE FROM ANY JOINT fips: <v<\:,%> Ribcage Iselations
< >
/ N
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J'OINT- CIRCULAR ROTATION
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THE TRANSVERSE PLANE
OF THE ROOM

1. The Transverse Plane cuts the room through the middle. The Transverse Plane is
parallel with the floor and cuts the room from all sides. The Transverse Plane
disects the room into a lower and upper portion.

2. The best view of the Transverse Plane cutting the room is from overhead. The
overhead view gives the complete picture of the Transverse Plane extending in
all directions.

3. Many Movement Symbols are seen from the overhead view. They are viewed along the .

Transverse Plane of the room. All Movement Symbols that show movement parallel
with the floor are viewed from the Transverse Plane.

4. The majority of Movement Symbols viewed from the Transverse Plane use the
Body's Sagittal Line as their center line. Some examples of these symbols are:
Circular Motion Symbols (Rond De Jambe Symbols)
Fast-Spinning Turning Symbols (Pirouette Symbols)
Traveling Symbols

[92]

Some Movement Symbols viewed from the Transverse Plane do not employ the Body's
Sagittal Plane as a center line. Some examples of these symbols are: '
Slow-Inching Turning Symbols (Promenade Symbols)
Walking and Running Dots

TRANSVERSE
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Circles that

do not travel

but remain on

top of the
figure's CENTER
DOT are the Slow-
Inching Turn and
the Fast-Spinning
Turn.

CIRCLES IN PLACE

®)(® =@

SLOW TURN

FAST TURN

<

10 le

@ 10 @ O e O |®

UNIT CONNECTING LTINE
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TRAVELING CIRCLES

{1t

Circles that travel
around an imaginary
center dot (center of
circle is in the
middle of the circle,
the person stands on

the outside rim of the-

circle) , employ the
Slow-Inching Turn
Symbol with Traveling
Symbols attached.

le6
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-

L

o
L

UNIT CONNECTING LINE
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CIRCULAR MOTION ON THE
ROOM’S FRONTAL PLANE
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CIRCULAR MOTION ON THE

~ ROOM’S DIAGONAL PLANE
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CfRCULAR MOTION ON THE
ROOM’S SAGITTAL PLANE
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PLACEMENT OF ROTATION SYMBOLS

A
-)
In/Out Rotation: Numbers placed underneath the Movement Staff beside f‘z'
Position Symbols: 05
:.(Dz.
2 et
Axial Rotation: Slow-Inching Turn Symbol placed between two figures: %
A >
Fast-Spinning Turn Symbol placed between two figures: e l i
< <
Twisting Arrows placed as a unit with one figure: ?“ ZZ
I
A
Joint-Circular Rotation: Hip/Shoulder Circular Rotation Symbol placed —ﬁ—.}H
between two figures: J v “;“'./“‘
i % ‘
Knee/Elbow Circular Rotation Symbol placed as a unit =
wWith one figure: yetiss 7’)__
2¢ “"‘>

o g

Ankle/Wrist Circular Rotation Symbol placed as a unit

with one figure: 7""“3}3

Toe/Finger Circular Rotation placed as a unit with one

flgure : 54_;21 b}:;‘.'g

Isolation circutar Rotation: All symbels in this category are placed
between two figures:

J i = » TE ) G X VAL 4
Y AT AN ‘7,/2 _,' = e Tﬁ%ﬁ
; "v V v ‘—-2 T \ I l\\l ’T‘\"
= e = e =A,_. MBS B
CIRCULAR ROTATTON - RIGHT/LEFT/BOTH CIRCULAR ROTATION - SHALL/MEDIUWLARGE
é\ A_A A
4\ - L ATAR <©>
/ ’\o"> <©> [ N}
_/ <V\l Vv v ~ v Vv
Right Left Both Small Medium Large
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Rule 1:

Rule 2:

SPINAL UNDULATIONS

Spinal Undulation Symbols consist of:

A. The Spine Line B. Marking of the Area C. The Direction In Which

of the Spine Starting the Undulation Begins
the Undulation

The Spine Line is always drawn vertically. Whether the spinal undulation is
executed with the spine in a vertical position, in a horizontal position, or
in a position between vertical and horizontal, the Spine Line wikl remain
vertical on the Movement Staff. The Spine Line represents the spine in general,
and the actual vertical or horizontal positioning of the spine is notated in
the stick figures directly before and after the Spinal Undulation Symbol:

12

Rule 3:

Rule 4:

[V
[

¢F§%
é%L%#
i
b
fits
¢
fiLe

&

D o D -

A. Vertical Undulation 8. Horizontal Undulation C. In-Between Angle of Spine

Every spinal undulation begins at a specific part of the spine. This section of
the spine is marked with a small line perpendicular to the Spine Line:
A. Upper Spine Begins 8. Lower Spine Begins C. Middle spine Begins

Undulation Arrows are then placed on the Spine Line showing the direction in which
the undulation begins. These Undulation Arrows are governed by the chart of arraws
on page of this book, entitled Movement While Remaining On Center Dot. The
chart's arrows and the Undulation Arrows are exactly the same except that the
Undulation Arrows have undulating stems instead of straight stems:

]

A. Sagittal Plane Front B. Sagittal Plane Back C. Frontal Plane Straight Up

$ Vo R

D. Frontal Plane Straight Down E. Frontal Plane Side F. Diagonal Planes
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TRAVELING ALONG BODY PLANES ™

Body's Sagittal Plane

/ —Feet Before Step

Body's Frontal Plane

Body's Center Dot
Before Step

Body's Frontal Plane

Body's Sagittal Plane

AR )

Body's Sagittal Plane

I'eet Before Step

& L

Body's I'rontal Plane

Body's Center Dot
Before Step

Body's Frontal Plane

Footprint After Traveling

The Facing Spoke on the end
Body's Sagittal Plane of the stem of the Traveling

Symbol is always parallel

with the lower body's Sagittal

Copyright © 1978 By Valerie J. Sutton Plane (shows where thc.a hips
ALL RIGHTS RESERVED and lower body is facing) .
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Following the same
principles as In-
Out Position Symbols,
Traveling Symbols
can show whether a
traveling movement
is close to the
CENTER DOT or far
from the CENTER DOT
of the previous
position.

Light Traveling
Symbols represent

a traveling movement
that is close to
where the movement
started. They
notate short, or
small steps. Light
Traveling Symbols
represent traveling
movement within the
knee~range of the
original CENTER DOT.

\‘/

VvV VN

174

Dark Traveling Symbols
represent a traveling
movement that is far
from where the travel
started. They notate
long, or large steps.
The dark Traveling
Symbols represent
traveling movement
outside the knee-range
of the original CENTER
DOT. The same "cylinder”
principle used for In-
Out Position Symbols
is also used for
Traveling 5ymbols.

*Note: The Close and Far
Traveling Symbols are
exactly the same size
although they represent
di fferent lengths of
travel. They are always
two spaces high, placed
between the Knee Line
and Shoulder Line of

the Movement Staff.

One symbol is shown
larger in these
diagrams for visual
purposes only.
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MOVEMENT AWAY FROM
CENTER DOT
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' MOVEMENT AWAY FRONM
CENTER DOT

UNIT TILTS
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I TILT
FORWARD

i

UNIT TILTS

FACING ALL DIRECTIONS
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MOVEMENT AWAY FROM

CENTER DOT

. Falling In Place, On Top Of The Center Dot: ,\ \Z
\_/
nn 2 |
<
S 7 A
. Falling Out, Forward On The Sagittal Plane Of The Room:
an
)
WAl
%,
77X r
. . * 7*
. Falling Out, On The Diagonal Plane Of The Room:
5
AVA / X

. Falling Out, On The Frontal Plane Of The Room:

- - P
JAR| /
np [ .

. Falling Out, On The Diagonal Plane Of The Room:

A -
A yd
WA / <<
N Ll
VAN
. Falling Out, Back On The Sagittal Plane Of The Rcam: *
Y
A -
* A
7 = . 0—‘*
¥*
. Falling Out, On An In-Between Plane Of The Room:
| | // 4
/ 2
[ / ,
Copyright © 1979 by Valerie J. Sutton 7J L\ badeesi 7 - / - X—-=—-
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WEIGHT ARROWS

When the stick figure is drawn with feet, hands, or the whole
body on the Foot Line (the ground), we assume that even welght is
on all parts of the body contacting the Foot Line., No special notation
is placed on or under the figure when notating evenly-distributed

weight:
3 F Eﬂ%
When weight shifts to one part of the body while another part

of the body is still touching the ground, the welght is no longer
evenly distributed. When uneven weight occurs in Sutton Movement

" Writing, two little Weight Arrows are placed under the Foot Line

under the parts of the body shifting weight, These Weight Arrows
act as a pulley. The Weight Arrow pointing down pulls the weight
down into the ground. The Weight Arrow pointing up loosens the
weight from the part of the body to which 1t points.

¥ h L4 RN
MO @ %
Notice that the dark Weight Arrow corresponds to the right
leg or right side of the body. The Weight Arrow that is light

corresponds to the left leg or left side of the body.
Even with the Weight Arrows the stick figure must still be

drawn so that the figure looks as if the weight 1is unevenly distributed,

In some Transitory Positions, as in glissade and jumps, there
may be figures with both feet on the groun ut with absolutely no
welght on either of them., In these cases, both Weight Arrows point up.

- e "

[2] &

o S

A r K C ) o ™
B A ° tgb

0 °D O
I )

There are cases in modern ballet and modern dance where the
weight is on one leg but the dancer is rposely off balance., The
Weight Arrows are also used for certain ofs-BaIance positions, Again,
the Weight Arrow is like a pulley, pulling the weight in the proper
direction. In off-balance positions, the Weight Arrow points down,
but at an angle, so that it is in line with the standing leg's angle,

X R
& <
2 GQ
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WEIGHT SHIFTS
REMAINING ON CENTER DOT

{
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 WEIGHT SHIFTS
- MOVEMENT AWAY FROM CENTER DOT
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THE TRANSITORY~ELIMINATION LINE

When a movement is executed over many counts or beats, there
are twn ways to notate the movement, The movement can be broken
down into many positions and a position is written under each
count or a Transitory-Elimination Line can be used in rlace of
the many positions, showing only the first and last figures'

Through Positions With Transitornylimination Liqe
1 2 3 & 4 1 2 3 & 4
A s o —
< [ </ N 1
) A N N N . 4 ~— ~

Q: @ e O o
© © © © O ©

Breaking the movement down into positions is preferred when
the positions are easily drawn, But there are times when a movement
is almost impossible to draw through many positions. It is in

these cases that the Transitory-Elimination Lines are used (see below):

1 2 3 4 5 6

YA ‘ NN
\F\ L X‘g
703 50z

b ®

The Transitory-Elimination Line for the lower body is always
placed between the Foot Line and Hip Line of the Staff. The Tran-
sitory-Elimination Line for the upper body is always placed between
the Hip Line and Top Line of the Staff,

It is therefore possible to just use the Tran51tory-Elimination
Line for the upper body, or just use the Transitory-Elimination
Line for the lower body when necessary:

Upper Body Only: Lower Body Only:
- oI=N '
-L/O ~ O . )

i D N - TTZ:T%
N /[ ~ /[ Y ' RN s
A LN E A= — N

Oz @ -O- O ;0; Q0L

O© o © D 0 o

*Note: The Transitory-Elimination Line is commonly called the Gradual-Position Line

or just "The Gradual Line”. Although the Transitory-Elimination Line notates gradual
movement, it can only be used for eliminating Transitory Positions. It only eliminates
stick figures, not Movement Symbols. It does not notate Smooth Movement (see next

page for Smooth Line). It connects figures with a steady, evenly paced flow.

Copyright ®1976 by Valerie J. Sutton
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Smooth Line (Curve Under Staff): \\ J/

Unit Connecting Line (Bracket Under Staff):l I

Gradual Position Line (Curve Inside Staff): ./ \

(Between Figures) \ /
T
Holding A Position (If half body holds, write again)

(If whole body holds, leave space after)

Continuing A Movement (Space After Movement Symbol)

Simultaneous Movement Line (Inside Staff):
(Between Movement Symbols)

Staccato Movement (Dot Over Staff): @

Accented Movement (Accent Over Staff): >

(o)

Unevenly Accented Movement (Grace Note Over Staff): ib’———

Sustained Movement (Fermata Over Staff):

Forceful Movement ( "F" Over Staff): //f

ppp

Increasing Forcefulness (Cresendo Over Staff):

Peaceful Movement ( "P" Over Staff):
Increasing Peacefulness (Decresendo Over Staff): _——
Moderately Forceful ("MF" Over Staff): n?f
Moderately Peaceful ("MP" Over Staff): ﬂ@b

Dynamic Words (Descriptive Words Over Staff): dgitdtO

1. When two movements
happen simultaneously
they are either A. Placed
on top of each other so
that the first symbol

is over the beginning of
the second symbol, both
connected by the Unit
Connecting Line below the
Staff or B. The symbols
are placed side by side

with the Simultaneous

Line connecting them.

T O

|OI.|O|.IOI.JIN\N\/\/W\ I

i b5

2. When two movements
happen at different
times the first movement
to occur is placed first
on the Staff, the second
directly to its right.
No line connects them.
The movements are read
sequentially.

P/

3. Smooth Lines and Unit Connecting Lines are always placed under the Staff.
If the Smooth or Unit Lines are placed under the Position Symbols for the
upper body only, then only the upper body is moving smoothly or in a unit.

If the Smooth or Unit Lines are placed under the Position Symbols for the
lower body only, then only the lower body is moving smoothly or in a unit.

To notate both the upper body and the lower body moving smoothly or in a unit
two Smooth or Unit Lines must appear under the Staff, one under the first

row of Position Symbols and one under the second row of Position Symbols:

N e I N )

[ @)

1’?1 1)1

oG 8w

®ou@o%@p@®om®o|®cp
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PATTERNS

1. The triangle in the Pattern Stage represents the placement on stage of the
first sti<k figure on the Movement Staff.

2. The triangle points in the direction the first stick figqure on the Staff faces.
3. The triangle is light for female, dark for male, and two-sided for either.

4. The dot in the Pattern Stage represents the placement on stage of the last
stick figure on the Movement Staff.

A ) @%

v | | @@
A A

-\ /-
- vV -

1D -

- 1% . C '

=,

=

> -y
A
= Z 1k
fine

B8

5

Lo . 1 .
\\A . fine \

<

5. The pattern line between the triangle and the dot represents the pattern of
movement on the stage between the first and last stick figures on the Staff. There
can be no traveling pattern without Traveling Symbols in the notation to the right.

Copyrightel976 by Valerie J. Sutton
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SPECIAL INFORMATION BOXES

1, Touching:

»

2. Nolding: +
. 3. Striking: 8
™ 4. Brushing: @

| 5. Rubbing: @

CONTACT STARS d1. Slide: . © , 13, ullked.' + I*l

P
12. Glide: R 14. Grabbing: #+
6. Pushing: aw

7. Pulling: ev @
8. Pinching: #+ ] 1:‘:— m
#

9. Pounding: #m 1@—
JE

10. Snapping: #6

" Right Side: <
n

Lo
Left Side: |-

ﬁ

l,,l Under: o
N over: L.
Ui o
Outside Right: (
pOutside Left: p
»
Inside Right: b ‘
M
|
[uiInside Left:
,,WIn Front Of: ‘

Utn Back of:
[ |To The Side 0f: @— —=
L

Tension: -PoIX

L "Relaxation: %

. 7310‘0’ Alr: ?
I
. Male: ¥

| | Female: §
L
From: 2.
N

A Neck : -@-

_ Shoulders:

;! Upper Arm: /e-'-

SPECIAL INFORMATION BOXES Heel Of Hand: ©

Tip of Hand: L)

Elbow: /e/-"' Fingernails: 8 &
Lower Arm: 6/+ Palm of The Hand: ev
Wrist: -9/+ Top of The Hand: é/"‘"

Hand:@/-‘- Contact Stars: Same As Always
Relaxed Hand: %/-*_ Facial Expressions: Same As Always

Other Hand Shapes: Same As Whole Arm: e-*—

I Always
Fingers: ML
i £1 ] : 1,2,3.4,5 4+e 4 e 4t e 1D A
Specific Fingers: 1,2,3.4 o o f Tag e
Joints of Fingers: AB.CD.,EF,G
L ] 3
Upper Torso: , I | ~~ ! | 5
Middle Torso: P
= :@: 3@2 :QD1
Lower Torso:
R
The Heart: ™o
] 7
The Naval: _O Hoa 49 H W
I © ol io
The Ribs: g o
Concave Stomach: ) ‘ )
A
Bloating Stomach: ( ) |
——— m ’@a 3@2-
Hips:
Thigh: g
Copyright © 1976 By Valerie J. Sutton
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" REPEAT SIGNS

MEASURE REPEATS

! J [ o

MEASURE REPEATS

MEASURE REPEATS

REGULAR REPEATS
. REGULAR OPPQOSITE :
: xzs

Copyright © 1978 By Valeric J. Sutton
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BACK TO AUDIENCE

O l. : (2\ AN 1\
. . . (2) )

REPEATS INSIDE A MEASURE

R e A

E FACING ANY OTHER WALL
FROM THE SIGN To THE END

,
L. J
)

I

| X
L)

1 _
B <) ]
“““ .A d ° ol Palls
I. PY | & s
£ ; A

_FROM THE SIGN TO THE SIGN

Nn_c?® °
= [ ]

(-

L4

—
Repeated As A CL :
Ii-iany Times Copyright © 1978 By Valerie J. Sutton Repeated an o0 '
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FROM THE BEGINNING TO FINE

Finé
AN I
£ : o D.C.al Finé
Z I

THE ETC. ETC. REPEAT

1 2 , 1 2 12 1 . 2

T

FROM THE STGN OPPOSTTE,REVERSE,MANY TIMES

Y n.c
Sz NS D=5

. N D).
> x LA

c X
[ )
”

TO FINE OPPOSITE,REVERSE,MANY TINES

- D.Cal Finé X ——D.Cal Finé y ——D.C.al Finé12-

REPEATS WITH SPECIAL INFORMATION BOXES
';(}é ilcHiceSH ) @

/ - — 2 Xi%l
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f DIFFERENT BEGINNINGS
; =

DIFFERENT MIDDLES

2.
M
]
L
—

DIFFERENT ENDINGS

Iz.

P | |

1.1.1.1.2,
5

[
7

:

- BEGINNINGS, MIDDLES, ENDINGS TOGETHER

&

"ONE ENDING USED BY TWO DIFFERENT REPEATS

li.'j

Tzf—' .
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SILENT COUNTS

When a rest occurs in music in both the treble and base clefs there is silence.
For those who dance without reading or knowing the music, these silent counts
can be confusing. They should not be skipped over even though they are not heard.
A dotted-lined circle is written around counts. placed above the Movement Staff
‘that are silent. When reading the notation, the reader knows that the encircled
count is in the music but is not heard. Counts without anything around them are
assumed to be music counts that are heard. "i\ ,f?i\
2 /

MOVER'S COUNTS

Movement is not always coordinated to music. It can be executed in silence,
coordinated with an inner rhythm inside the mover. The mover may move to music
and not follow the music at all, but move to an inner rhythm. The mover can
also move to music and follow the music's counts exactly; then suddenly the
music stops and the mover continues to move on his own, to his own rhythm.

All of these employ the notation of Mover's Counts in Sutton Dance Writing,

Mover's Counts are notated by writing a dotted-lined triangle around the counts
placed above the Staff that are Mover's Counts. Triangles always represent
the "mover" in Sutton Dance Writing. puay -
\l' \2‘
‘\l' hwd
. "2

M

MEMOS

When the notator wishes to tell the reader something extra about the notation
having to do with costumes, lighting, decor or any other message other than
the movement itself , a number is placed above the staff encased in an oval.
This is the Memo Sign. The reader refers to the end of the manuscript, finds
the number of the memo, and reads the message. It is a footnote to the reader:

O 0

NUMBERING OF MEASURES

For lengthy manuscripts tﬁe notator may want to number each measure for easy 1

reference. The number of the measure is placed above the staff, directly over

the first measure line of the measure (it precedes the measure) . The number

is encased inside a box or square: [:] {:]

IN SUMMARY

Music Counts that are heard: Number placed above staff without anything around it.
Music Counts that are silent: Number placed above the staff with a dotted circle.
Mover's Counts ({(rythym without music): Number above staff with dotted triangle.
Memos: Number placed above the staff encased in an oval.

Numbering of Measures: Number placed above the staff encased in a square.

Copyright(>]977 by Valerie J. Sutton
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SUTTON DANCE WRITING™
MODERN & JAZZ DANCE WRITING

Reading Lesson One

2

S

1 2 3 4 1 3 4
M + Ay, N PN =<
v Y v A VAN M B SANEA - AN
1 i s % 4 %1 § & & —§
3
1 2. 1 4 1 2 3 + 4 +
B ; — 7
5 7.3 I M TN W S S
o 1 /,z\' 1 I2 1 2
)
_ N4 s n
% PG e A e I -
7 I ¥ S\ D SR G e
2
1 2 1 2 1 o 1 2
e A s L e LR
P e i B L
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SUTTON DANCE WRITING™
MODERN & JAZZ DANCE WRITING

Reading Lesson Two

3 3

]

T~
N

r

)

]

i

]

i
PRt

P

o

3

.

)
1 2 3 ] 2 3
' yd ]
YA VA 7 7 N4
" - N— + <
X I =TT =

~N

. 3 \ 2 }, 1 2 3

7 =S VA

;‘( N + ~ \)i/\ 4 .

S e e e e
- g -~ . e . _)_ -
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+ SUTTON DANCE WRITING™
MODERN & JAZZ DANCE WRITING

.Reading Lesson Three

| 1 2 3 4 1 2 :
O%l ¥ —- W E3 \(K\ = f
— s & [4Y] b —— |
,ng & AN et L % : : . r
|
b 1T R~ __.,_~ |
————4—¢f~.---£--:-~ — = N 444-—-}~--«~- 3 ===
|
o 2 1 2 2
| i r) [ l l ll ". —
e — e e
: RS N EE S\ B |
. , P :
!l/ 4:- il 4 ll/ I/ i 2 c’-*
Y —4 v va i X Ty R . i
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SUTTON DANCE WRITING™
MODERN & JAZZ DANCE WRITING

Reading Lesson Four

. Copyright © 1978 By Valerie J. Sutton
ALL RIGHTS RESERVED
Pan American And Universal Copyrights Secured



/em\ 7~ @\

e\ [}

N\

SUTTON DANCE WRITING™
MODERN & JAZZ DANCE WRITING

Reading Lesson Five
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SUTTON DANCE WRITING™ ]
MODERN & JAZZ DANCE WRITING
Reading Lesson Six _‘
1 2 3 4 1 2 3
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Drawings on page 1, page 17 (top), and page 21 (top) by Deborah Talbot

Drawings on pages 2, 3, 12 (bottom), 17 (bottom), 20 (top), 21 (bottom),
23, 24, 25, and 26 by Jayne Gunderson

A11 other drawings by Jennifer and Johan van Papendorp
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Copy each stick figure many times in a row for drawing practice:
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Copy each stick ﬁ'gure many times in a row for drawing practice:
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Copy each stick figure many times in a row for drawing practice:
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Copy each stick figure many times in a row for drawing practice:
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) Notate the following figures facing all directions '(1'nc1ud‘ing an
[ In-Between Direction):
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O Notate the following modern dance and jazz dance steps:

T 1. Notate a spinal stretch and a sbina] undulation

31

{7 2. Notate a Contraction - Release (Martha Graham)

[@ 3. Notate a Fall-Recovery Movement (Doris Humphrey)

L 4. Notate an isolation movement and/or a jazz walk




Choreograph a movement sequence and notate it below, freehand.
Try to incorporate many different kinds of movement found in
modern dance and jazz dance styles.

32
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Pg. 6

SUPPLEMENT TO QUICK WRITING BOOKLET
MODERN AND JAZZ KEY

Hesls are together; legs parallel; arms are relaxed to the

sides of the body, relaxed hands,

Figure 1: Highest raise of the heels before full pointe.
Figure 2: Intermediate raise of the heels,
Figure 3: Slight raise of the heels,

All arms are relaxed to the sides of the body, relaxed hands.

Figure 1: Full pointe, parallel,
Figure 2: Large jump, parallel,

All arms are relaxed , relaxed hands,

Top: Demi-plié; both arme are to the sides of the body,
right wrist is flexed down, relaxed hands.
Bottom: Full plié: arms straight to the side, heels raised;

relaxed hands,

Tops Figure sits on its knees; arms are projecting straight
in front of the body; palms face each other, flat hand.
Bottom: Figure is kneeling; lower legs project straight
to the back walls; arms are straight up; palms face each

other, relaxed hands,

Top: Left upper leg projects to the floor, lower leg bent
to the back wall; left arm projects straight in front of the
body, palm to the floor, flat hands right arm is straight

33
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Pg., 7

Pg, 8

Pg., 9

and up, relaxed hand,

Bottom: Figure faces the front wall; 1eff leg is slightly
turned-out; right leg is turned-in, bent at the knee, the
thigh projects towards the back wall and the lower leg
projects on the diagonal; hands are touching, relaxed,
overhead and reach to the left side of the body; head is

turned side and up,

34

Top: left leg is bent at hip level to the front, pointed foot;

relaxed hands.

Bottom: Figure on half toe, parallel, left leg is bent and
turned-in, thigh projects down to the floor, lower leg
projects to the back diagonal; the arms come straight down
by the sides of the body and the forearms are bent to the

front corner,.

Top: Figure faces the front, sitting .on floor; right leg

is bent in front of the body; left lsg bent to the back
corner; head looks to the side; relaxed hands,

Bottom: Figure sits on the floor with legs directly to the
front of the body; arms directly to the back of the body

just below the level of the shoulders; palms face each

-other, flat hands,.

Top: Figure is sitting on fhe floor in a split; right leg
directly behind, left leg directly in front; both feet

are pointed; arms bent to the front corners; hands are flat,
palms face the dbody, |

Bottom: Only the hips are on the floor, upper body is
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slightly raised; legs are straight behind with pointed
feety arms are slightly curved to the side with a classical

ballet hand, palm faces the audience.

Top: Figure faces the audience and rests on its hands, figure
on demi-pointe; legs are straight, both parallel; the

left foot is pointed; head looks side.

Bottoms Figure faces the audience, right leg is slightly
turned-outs left leg is straight to the side, foot flexed up;
upper body is bent forwards; head is down; arms are curved

the sides, relaxed hands,

Top: left leg straight to the side turned-out, foot flexed up;
relaxed hands,
Bottom: Figure is standing on its heels, legs turned out to the

corners; hands are flexed up at the wrists.

Top: Feet project on the sagittal plane, legs parallel,

toes are flexed up. Arms project straight forward with

flat hands, flexed up at the wrists,

Bottom: Left leg projects straight forward on the sagittal plane
foot is flexed up; left arm to the side, hand flexed to the

back wall, palm faces the side wall, flat hand; right arm

relaxed to the side with relaxed hands,

Figure 1: Feet parallel; wrists to the side of the body,
Figure 2: Feet parallel; arms to the side of the body
Figure 3: Right arm to the front of the body, left arm up
to the side of the body; left ankle behind the body.
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Pg, 15
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Note: palms should now be hollow triangles,

Figure 4: Right ankle to the front of the body, left ankle

to the back of the body; right arm to the side of the body;
left arm to the front diagonal,

Figure 5: Left ankle to the back diagonal of the body; shoulders
twisted to face the front corner towards the rings;

right arm is projecting to the back and left arm to the front

on the sagittal plane of the room, palms facing down,

Top Figure faces the front corner towards the tabs;

figure is sitting on the floor and the feet are also touching
the floor; arms rounded in front of the body, palms hold the
ankles; back is straight,

Bottom: Same as figure above but'the spine is rounded

forward, head down,

Top: Figure sits on the floor, facing front corner towards
the tabs; both feet pointed straight in front of the body;*
left arm goes to the back wall; right arm projects to the
back corner towards the rings with flexed wrist, relaxed
hands,

Bottom: Figure faces the front corner towards the tabs in
a tilt; top of left foot can be seen and is pointed; head
looks to the right side; arms are straight to the sides

of the body, relaxed hands,

Top: Figure is sitting on the floor facing the front corner
towards the rings; head is back; arms are rounded up to

the sidesof the body, palms to the ceiling, relaxed hands,



T Ty Ty T

e

-
b

S

2

O

(.

o
{
e

Pg. 17

Pg, 18

37

Bottom: Figure sitting on the floor facing the front corner
towards the tabs; knees and feet are flexed up; head looks
up and to the side; left arm is rounded up to the side of
the body, palm to the ceiling; right arm is bent and crosses
in front of the body, palm to the ceiling, classical ballet
hands.

Top: Figure faces the front corner towards the tabs on
demi-pointe; right leg is bent in front of the body, both
legs are parallel, feot flexed ups head looks to the side;
armgare straight to the sides of the body, palms facing

the audience,fingers spread, flat hand,

Bottom:Figure faces the front corner towards the rings in
demi-point in demi-plié; left leg is peinted straight in
front of the body; the torso contracts; left arm hangs down
by the slide of the body, palm to the body, relaxed hand,
shoulder pressed forward; right arm bent in front of the body, palm
to the floor, relaxed hand,

Tops Figure 1l: Figure faces the front corner towards the tabs
in parallel position, arms by the sides of the body, palms
face the body,.

Figure 2: Figure kneels facing the front corner towards the
rings; right leg in front of the body: left leg is behind the
body, foot pointed; right arm in front of the body, palm
down; left arm to the side of the body, palm down,

Note: Palms should be hollow triangles.

Figure 3: Figure faces the front corner towards the tabs;

both legs are in front of the body; right arm projects on
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the sagittal plane of the room, palm down; left arm is

bent up to the side of the body, palm facing the top of

the head,

Figure 4:; Faces the front corner towards the rings; both
arms are straight in front of the body, palms facing each
other,

Figure 5: Faces the front corner towards the tabs; both legs
are behind the body the left knee is on the floor; arms

are bent te the sides of the body, palms touching the floor.

Tops Figure faces the gide towards the rings in a parallel
position; torso is contracted; head looks up; arms are high
to the front of the body, wrists are flexed with right angle
hands, palms facing the side wall, (Hand is the Martha
Graham style),

Bottom: Pigure faces the side towards the tabs; knees
project on the sagittal plane of the room; arms are rounded

in front of the body, palms hold the ankles; back straight

Top: Lower body kneels facing the side towards the tabs
while the upper body twists to face the front corner towards
the tabs; head is ups right leg is closer to the audience,
left leg is in front of the right; right arm rounded to the
side of the body, classical ballet hand, palm faces the body;
left arm rounded in front of the body, classical ballet hand,
palm faces the body; right foot is pointed. _

Bottom: Figure kneels facing side towards the rings;

left foot is pointed; torso tilts forward; head center and

downs right arm low %0 the back of the body, thumb faces the
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legs together in front of the body, right over left; knees

to chest, parallel; arms crossed in front, palms to cheSt.

Figure 1: Feet flat, parallel, heels on ground.

Figure 2: Heels raised slightly off ground.

Figure 3 Highest raise-of heels possible before full pcinte,
All legs are parallel; arms relaxed to the sides of the body,
palms facing the body, relaxed hands,

Figure 1: Full pointe,
Figure 2: Large jump,

All arms relaxed with relaxed hands,

Top: Demi-pliéﬂ parallel; both arms are to the sides of the
body, palms facing the body,

Bottom: Figure sits on its heels; arms to the side of the body,
palms facing the body, hands relaxed; knees touch the ground,

Top: Figure sits on pointed feet; arms are rounded to the
sides of the body, palms face the body,

Bottom: Both arms and legs project straight to the back wall
at the level of the shoulders and hips respectively; palms
face the floors legs parallel,

Top: Figure faces the back wall; left leg bent, knee to back
wall, foot to the back corner; right ankle crosses behind
left leg on the diagonal partially turned-out; both arms are
far to the left side of the body,wrists flexed, palms to the
floor, relaxed hands; hips and shoulders tilted.
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Bottom: Figure faces the back wall; both legs are turned-out
sole of the left foot can be seen; left arm is close to the
body, flexed at wrist, palm on the floor; right arm to the

side of the body, palm toe the floor; hips tilted, relaxed hands,

Top: Figure faces the back wall; both legs turned-out,

right leg is in front of the body, left leg is in back of the
bodys both arms are far to the sides of the body, open

palms face the back wall, fingers stretched,

Bottom: Lower body faces the back corner towards the tabs while
the upper body twists and bends to face the side wall; right
leg in front of the body, left pointed behind, sole of foot

can be seens right arm bent far to the back corner of the

body, back of hand rests on the floor; left arm bent close

and to the back of the head,

Figure 1: Parallel position; arms to the sides of the body,

palms face the body-

Figure 2: parallel plié; palms face the floor.

Figure 3: Both legs partially turned-in; right leg on demi-
pointe projecting to the front corner towards the tabs; arms

far to the sides of the body, palms to the floor,

Note: Hollow half ovals should replace dark half ovals,

Figure 5: Legs turned-out o the sides of the body; arms

above the head to the sides of the body, palms facing each other,

Figure 3: Note; Hollow triangles should replaece dark triangles.
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