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ABSTRACT
Rudolf Laban’s (1926) Choreographie can be described as an experimental laboratory workbook exploring over fifteen types of “dance script” including body cross, dimension & diagonal signs, uni- bi- & tri-partite letter abbreviations, inclination numbers, directional vector signs, diagonal script, foot and arm pins for the five positions, path signs, gravity or weight transfer dots, bar and repeat signs, free signs, secondary-stream-signs, and intensity-signs. Script signs are reviewed according to graphic features and as they reveal conceptions or theories about body motion and space being explored during the early development of Labanotation and Laban analysis. 
BRIEF CHRONOLOGY

Much of Choreographie can be seen relative to debates and decisions leading towards Laban’s publication of the first ‘finished’ Kinetography method in 1928. Chronological lists of his activities, choreographic works and writings at that time, as well as added issues from his personal life, give a sense of the intensity of energy and abundance of influences. Only a few major events are mentioned here surrounding publications of Choreographie and Kinetography (see: Green, 1986, pp. 94-105; Hodgson & Preston-Dunlop, 1990; Knust 1979, p. 367; Laban, 1956, pp. 7-8; Preston-Dunlop, 1998).

1900. Laban’s early observations and writing movement: 
His first experiments were in Paris, soon after 1900, where as a young art student, following the advice of Noverre, he watched people’s behaviour in the streets and meeting places of the city, noting down what he saw in a crude symbol system. (Preston-Dunlop & Lauhausen, 1990, p. 24)
1910. Laban researches historical dance and music scripts : “In Munich, ten years later, he studied documents on dance notation in the city library and at St Gallen early music manuscripts.” (Preston-Dunlop & Lauhausen, 1990, p. 24).

1913-1919. Summer schools held in Ascona, Switzerland where the basic movement training in 1913 was already based on the Schwungskalen (swing scales; A- B-scales) and early “reports of the Laban School in Munich and Zurich, in 1916, refer to a dance notation from which students performed” and also recorded abstract dances (Preston-Dunlop, 1998, pp. 31, 44; Preston-Dunlop & Lauhausen, 1990, p. 24). Formulating the scripts for the notation system became a major concern and focus during this time (Green, 1986, p. 103; Laban, 1956, p. 7), though the development of graphic signs was also mingled with Laban’s own particular method of movement analysis: “At this time his search was still focused on finding a spatial harmonic system for dance which would form the basis for the written dance” (Preston-Dunlop & Lauhausen, 1990, p. 24). 

1920. Publishes his first book Die Welt des Tänzers, written during the time in Ascona and “which contained the fruit of his experiments there... What he meant by dancing was quite transcendental,... rebel against the domination of abstract ideas and fill the world with the dance of the body-soul-spirit” (Green, 1986, p. 107). Even though it had also been produced in Ascona and intended as an accompanying text on matters of dance writing and analysis, Choreographie was not yet published:
Choreographie, written by 1919 but not published until 1926, needs some explanation. Far from being a textbook on notation, as it was first intended to be, as the companion text to Die Welt des Tänzers, it was both far more and far less - less, because the problems of the notation were still not solved and because various schemes for analysing and writing movement were contained in it, none of which constituted a usable system; more, because it contained choreological concepts, showing how he came into his decisions on movement analysis, and more significantly, on the theory of dance form, a first attempt at a morphology of dance art. (Preston-Dunlop, 1998, p. 110)
1920-1926. Opening of Laban-schools & Institutes (Hamburg, Würzburg), publication of numerous articles and performances of Tanzbühne Laban given throughout Europe.

1926. Several publications:
     Gymnastik und Tanz on the topic of dance education.
     Des Kindes Gymnastik und Tanz, a corresponding text for children's dance.
     Choreographie, erstes heft, intended as the “first volume” on dance analysis and corresponding methods for a written graphic “dance-script”; this text later recounted by Laban (1956, note †, p. 7) as “the struggle for the new directional signs”. 

However, even by 1926 the dance script was not ready and rather than a unified system, the text spans across various possibilities, mixing or modifying the scripts to assess their utility. Two major issues were at stake; first was the problem writing motion:
Over the next ten years [since 1916], the problem he tried to solve was how to write motion, not only positions passed through, a task which proved to be extraordinarily difficult. All his various solutions up until 1927 - and there are many recorded in Choreographie (1926) - retain this hope. (Preston-Dunlop & Lauhausen, 1990, p. 25)
Further, as in the book’s title, ‘graphy’ at that time was not only writing or notating, but included studies of function and harmony which were embedded in the written scripts:
At that time in Germany the word ‘choreography’ did not have the meaning that it has today, nor did it mean simply the mechanical action of writing in a notation system. It comprised both those and even more - that is, the integration of the principles of movement, knowledge of possibilities and depth of detail which the understanding of a notation stimulates. (Preston-Dunlop & Lauhausen, 1990, p. 25)
1927. First Dancers’ Congress in Magdeburg (June) with performances and displays in the accompanying exhibition where “Laban exploded with spatial analysis, spatial scales, space as cosmos, spatial requirements of a dance notation, the experience of man in space”, and all revealed in dance script, drawings and models such as body figurines representing choreutic scales (Preston-Dunlop, 1998, p. 129; plate 38). 

Laban Summer School at Bad Mergentheim (July-August); discussion was generated from the dancers’ congress regarding necessities of a dance script and possible solutions for various writing issues. Several key decisions were made about crucial issues in the dance script which still form the basis of Kinetography Laban / Labanotation:

One solution was to “duplicate Feuillet’s right-left division ... to record the movements of trunk and arms in separate columns”; until then arms and legs were indicated in the “body cross” but this tended to be read as a series of positions; and it was also agreed to make signs different lengths for indicating movement duration (Laban, 1956, pp. 7-8). Both solutions encouraged continuity in the flow of motion and are at the foundation of Labanotation as stated in the 2nd, 3rd, and 4th  principles (Knust, 1979, p. 2). 
Another issue relevant to Choreographie was a “question [which] occurred again and again -- should the [script] signs ... show the movement in the direction [of motion] or the final goal, the position achieved” (Snell-Friedburg, 1979, p. 12 [italics hers]). This “heady discussion focused on whether it was practical to write all movements as progressions in space” or to represent arm and leg motion as a series of positions “by stating the places passed through”; the agreed solution in 1927 was that “gestures were best expressed as positions passed through, while ‘steps’ were best expressed as motion” (Preston-Dunlop, 1998, p. 132) and this has continued into Labanotation:
... gestures and supports of the body differ basically from one another. Two entirely separate concepts are involved. Gestures are usually described in terms of movement toward a specific point, that is, a destination; steps are described as motion away from a previous point of support. (Hutchinson, 1970, p. 27)
For Laban this solution led to a mixture of emotions where “jubilation followed painful compromise”; “jubilation” since a decision was finally reached and the notation system ready for general use, yet a “painful compromise” since “Laban wanted at all costs to defend that he was writing motion, not positions” (Preston-Dunlop, 1998, pp. 131-132). The pain of this compromise for Laban suggests more than a theoretical preference, perhaps something deeper and more personal linked to his universal view of movement and energy. When considering Laban’s dance philosophy of a “festival, a high mass of life”, it is easy to see how the development of notation “took him away from the idea of a spontaneous celebration and an expression of the unconscious toward the idea of exactitude, fixity, and system” (Green, 1986, p. 103). The decision against motion writing and towards writing positions may have been part of this same transition away from the inexpressible and intangible towards static quantities of analysis.

1928 onwards. After these solutions to fundamental issues in the dance script the new finished system was presented at the 2nd Dancers Congress in Essen, and many other publications of dance script manuals, journals, fully scripted dances, and the also establishment of societies and institutes for promoting dance script soon followed.

Beginnings of distinction between Labanotation and Laban analysis
Decisions made in 1927 reveal the beginnings of a distinction between Labanotation / kinetography and Laban analysis. The notation became focused as a purely objective description of body movement, not tied to any particular style or theories of movement, while the theories of body function and concepts of movement ‘harmony’ continued to develop as a parallel area of study, such as in early German articles by Klingenbeck (1930) and Gertrud Snell (1929abc) (see Preston-Dunlop & Lauhausen, 1990, p. 28).

This distinction echoes today in separate organisations devoted to Labanotation versus Laban analysis, while also maintaining links from shared origins and shared graphic signs. In Choreographie can be seen a stage when Laban’s theories of ‘harmony’ were still embedded in the notation system. Examining these early dance script methods can give an insight into origins and meaning of signs and also movement analysis concepts explored during the early development of Labanotation and Laban analysis.

Script methods used in Choreographie can be considered in five topics;

1) Body cross,    
2) Direction of position,

3) Direction of motion, 

4) Pathways,

5) Dynamics.
1) BODY CROSS
During 1924-1926 directional indications were written inside the “body cross” (Snell-Freidburg, 1979, p. 12). The body-part to perform an action was indicated by dividing the body into four quarters with a cross (Fig. 1) and then writing signs, letters or numbers in that quadrant. Many are shown in the Appendix (Laban, 1926, pp. 92-99) for example, shapes of paths, directions, and level of the centre of gravity (Fig. 2).
	


	Figure 1. The body cross (Laban, 1926, p. 15). 
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	a. shapes of movements (droit, ouvert) by each of the body-quarters. 
	b. leg gesture, from direction #6 to #7. 
	c. transfer of weight (standing leg not written), from right-leg direction #2 to left-leg direction #L9). 
	d. Standing leg bent 
(    = low centre of gravity). 

	Figure 2. Examples of writing with the body cross (Laban, 1926, pp. 92-95). 



Use of the body cross is often described and pictured regarding how it was discontinued after 1927 in favour of indicating body parts within columns along a staff (Laban, 1956, p. 8; Maletic, 1987a, p. 120; Preston-Dunlop, 1954, p. 43, 1998b, pp. 131-132; Preston-Dunlop & Lauhausen, 1990, p. 25) (Fig. 3).

	
Body Cross
	
Body parts in Labanotation staff

	Figure 3. Body cross and Labanotation staff. 


The body cross appears to not have played any further role in Labanotation, however, Laban (1956, p. 8) does comment that “It is perhaps interesting to mention that this cross sign became later the basic symbol of my effort notation” (Fig. 4). 
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	Figure 4. Body cross and “effort” symbol. 


Representing the body as a cross oriented in a frontal plane endures as an anthropomorphic sign giving “an obvious graphic expression of the vertical character of the human being” (Preston-Dunlop, 1954, p. 43). Interestingly, the “8” signs used to indicate “the body as a whole” (ICKL technical sessions, 2004), and body organisations (Hackney, 1998) also represent the 4–quarter structure of the body in the frontal plane and might be seen as a kind of curved, fluid variety of the body cross (Fig. 5). In addition to writing body parts, more typical for Labanotation, these give methods for writing function and connectivity, more typical for Laban analysis 
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	Body cross
	Whole-body
	Head-tail
	Upper-lower
	Homolateral
	Contralateral

	Figure 5. Body cross and signs for whole-body (ICKL, 2004) and body organisation (Hackney, 1998). 


2) DIRECTION OF POSITION
In Choreographie ideas of direction are explored both as positions (orientation of body parts) and as motions (orientation of the line of motion between two positions) (Fig. 6). This distinction is particularly relevant in light of the decision for Labanotation to notate gestural movement as a series of body positions. Perhaps contributed to by this, the position-directions may seem more familiar.
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	Figure 6. Directions of position (of the arm) linked by a direction of motion. 



Dimensions; Diagonals. One-dimensional directions are abbreviated with single letters around a human figure in an octahedron and are also given graphic signs. Likewise, three-dimensional diagonals are abbreviated with triple letters (tripartite) around a human figure in a cube and given a similar set of graphic signs (Fig. 7). These reveal the basic Cartesian system based on equidistant orientations of 90º and 45º and centred around the body, typical in later works on choreutics (Laban, 1966, p. 16) and also used in dance orientation systems such as a “space module” and “theory of design” in Ballet (Kirstein & Stuart, 1952).

Signs of the “trial script” have obvious similarities with Labanotation direction signs. Their shapes give a similar pictographic image, seemingly pointing towards a direction as if viewing space from above. In contrast to present-day Labanotation, the early “trial-script” signs for dimensions and diagonals contain no sign for ‘center’. Instead, the dark dot is used for indicating downwards or deep, rather than middle level as in Labanotation. In later writings Laban (1948, p. 93) stated explicitly “centre c is a directional aim like any other point” but in Choreographie the center is never included as a direction or a script sign. 
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	“Trial-script Pure Dimensions
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	= high
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	= deep
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	= right
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	= left
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	= forward
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	= backward”
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	= right-forward-deep
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	= right-backward-deep

	
	[image: image19.jpg]



	= right-backward-deep
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	= left-backward-deep
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	= right-high-forward
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	= left-high-forward
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	= right-high-backward
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	= left-high-backward”

	Figure 7. Pure dimensions and diagonals; tripartite codes and graphic signs (in the style of Laban, 1926, pp. 20-21).



Two-dimensional directions; Dimensional-planes. Corners of the three cardinal planes are used to show two-dimensional directions with two-letter (bipartite) codes (Fig. 8), in later works these are described as “planar diagonals” (Bodmer, 1979b, p. 14) or more commonly “diameters” (Laban, 1966, pp. 15-16). While dimensions and diagonals are both given graphic signs, the two-dimensional directions (planar diagonals) do not receive any signs but are only represented with their bipartite letter codes.

While dimensionals and diagonals correspond to 90º and 45º orientations, typical of Cartesian coordinate systems common in models of body space, a unique conception in Laban’s system is that the three cardinal planes are not seen to be equidistant in all directions, but are conceived to be larger along one dimension than the other, and hence considered to be “dimensional-planes” (Laban, 1926, p. 23).
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“Dimensional-planes”

	Figure 8. Bipartite letter codes for corners of “dimensional planes”; First letter indicates the larger dimension in that plane (view from the back) (in the style of Laban, 1926, p. 23). 


A demonstration is given, describing how planes of the body create unequal proportions between the two dimensions in each plane:

The three dimensions have a double consequence in each case: High-deep, right-left, and back-fore, reveal themselves in the following way in our movement: 


Considered spatially: High and deep each divide through our body symmetry into two high directions and two deep directions, so that at high-right (hr) and high-left (hl) we find a point, which we perceive as the direction high. Likewise, deep-right (dr) and deep-left (dl). The direction fore-back is split into a higher and a deeper forward and backward line by the division of the upper- and lower body (movement possibilities in the spinal column), so that we find the four points fore-high (fh), fore-deep (fd), back-high (bh) and back-deep (bd). The third, the right-left dimension, is deflected forwards and backwards by the most natural movement-burgeoning of our arms and legs, into the points right-fore (rf), right-back (rb), left-fore (lf) and left-back (lb). We thus have a high-deep-plane, a fore-back-plane, and a right-left-plane...

Bodily example of a spatial exercise. Twelve points:

The direction of the closed legs towards “down”. If we emphasise the two-sidedness, by spreading the legs, then we obtain two significantly diverging directions which lead downwards; one right-hand (dr), one left-hand (dl). The same is the case if we lift both hands to “up”. Shoulder blades and the head are natural obstructions to drawing an absolute vertical. Rather, the arms, if they are really stretched, cannot come beyond two clearly different right- and left-high-directions (hr and hl).

Extend the arms forwards to the left and right (at waist level): rf and lf. The same backwards: rb and lb.
Lift a leg forwards (to knee height): fd. Simultaneously direct both arms forwards (at face level): fh. Similarly backward: bd and bh. (Laban, 1926, pp. 21-23; similar descriptions by Ullmann, 1955, pp. 29-31, 1966, pp. 139-141, 1971, pp. 18–21)


The bipartite letter codes are used in five drawings in Choreographie and in every case these indicate directional orientations in the proportion of the dimensional-planes. This is affirmed since they always appear in a consistent order with the larger dimension in that plane listed first (eg. always “fd” and never “df”) (Fig. 9).
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“Twisting three-ring” (p. 70)
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“Inclinations of the B-Scale” (p. 33)
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“Four-ring 1-7” (p. 37)
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“Axis A” (p. 43)
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“Free diagonal-connections” (p. 45)
	
	

	Figure 9. Drawings using bipartite abbreviations (in the style of Laban, 1926). 


Icosahedron. Using dimensional-planes implies an icosahedron since linking corners of the planes reveals an icosahedron around the outside edges (Fig. 10). 
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	Figure 10. Joining the corners of dimensional-planes creates an icosahedron. 



While the icosahedron is well known in later works (Bartenieff & Lewis, 1980, p. 33; Laban, 1966, p. 105; Preston-Dunlop, 1984), in Choreographie it is not discussed and its identity with dimensional-planes never stated. The word “icosahedron” does appear once, in the first of twenty-two plates spread throughout the book (Figs. 11, 12, 13, 14). Later, Laban recounted discovering the icosahedron “very early”, perhaps just during this time of writing Choreographie, as it appears in photos but not in the text:


. . . crystalline structure of man’s movement possibilities. I found this out very early . . . that people, in spite of their differences of race and civilisation, had something in common in their movement patterns. This was most obvious in the expressions of emotional excitement. I observed that in these patterns certain points in space around the body were specially stressed. In joining these points, I arrived at a regular crystal form . . . an icosahedron . . . Man is inclined to follow the connecting lines of the twelve corner points of an icosahedron with his movements in travelling as it were along an invisible network of paths. (Laban, 1951, pp. 10–11)
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Plate 1 Icosahedron 
(pp. 14-15)
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Plate 2 “Diagonal right-high-back, left-deep-forward” 
(pp. 14-15)
	[image: image34.jpg]X

a‘j




Plate 3 Diagonal right-high-back, left-deep-forward 
(pp. 24-25)

	Figure 11. Icosahedron and diagonals (from the 22 photographic plates; Laban, 1926). 
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Plate 4 Inclination  right 2 A-scale 
(pp. 24-25)
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Plate 5 Inclination right 4  A-Scale 
(pp. 28-29)
	[image: image37.jpg]



Plate 6 Inclination right 5 A-Scale 
(pp. 28-29)
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Plate 7 Inclination right 6 A-Scale 
(pp. 32-33)
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Plate 8 Inclination right 8 A-Scale 
(pp. 32-33)
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Plate 9 Inclination right 10 A-Scale 
(pp. 40-41)
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Plate 10 Inclination right 11 A-Scale 
(pp. 40-41)
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Plate 11 Inclination right 12 A-Scale 
(pp. 48-49)

	Figure 12. Dancers in positions from the A-Scale (from the 22 photographic plates; Laban, 1926). 
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Plate 12 Inclination 1- (n) 

(R0) from the B-Scale (pp. 48-49)
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Plate 13 Inclination (1-) n 

(R8) from the B-Scale (pp. 68-69)
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Plate 14 Inclination 2 - (n) 
(L9) from the B-Scale (pp. 68-69)
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Plate 18 Inclination (2)-n 
(L0) from the B-Scale (pp. 74-75)
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Plate 20 Inclination (3) - n 
(L6) from the B-Scale (pp. 80-81)
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Plate 22 Inclination 4 (- n) 
(R∞) from the B-Scale (pp. 92-93)
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Plate 21 Inclination (5) - n 
(L∞) from the B-Scale (pp. 92-93)

	Figure 13. Dancers in positions from the B-Scale (from the 22 photographic plates; Laban, 1926). 
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Plate 15 Hand-tension Inclination 3 from the A-Scale (pp. 72-73)
	[image: image51.jpg]



Plate 16 Hand-tension Inclination 5 from the A-Scale (pp. 72-73)
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Plate 17 Hand-tension Inclination 1 from the A-Scale (pp. 74-75)

	Figure 14. Hand-tensions in the A-scale (from the 22 photographic plates; Laban, 1926). 



Planar diagonals in Labanotation and choreutics.  One aspect of Laban’s movement theory which did not continue into Labanotation is the use of the icosahedron and dimensional-planes. This has led to a divergence with choreutics which uses many of the same direction signs as in Labanotation, yet some of these signs are defined differently, specifically orientations of two-dimensional directions, also called diameters or planar diagonals. For example, a planar diagonal ‘side-high’ in Labanotation is performed in the orientation of 45º, but choreutics takes this same planar diagonal as oriented more steeply, inclined approximately 31º to the vertical (Fig. 15). 
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Labanotation
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Choreutics

	Figure 15. Variation in orientations of planar diagonals. 


Despite this difference, later in Choreutics, Laban (1966, pp. 13-100) describes the majority of spatial principals using a framework of three square-shaped horizontal planes (Fig. 16) which orient planar diagonals at 45º as in Labanotation rather than as usual in choreutics. Only later in the text does he introduce the change of orientation for planar diagonals, beginning by almost apologising for the sole use of square planes to that point, writing “The conception of the cube as a basis is not a compromise”, followed by the assurance “for general observation and notation of trace-forms, this variation is not vitally important” but is included as a “refined observation”. He goes on with another level of analysis considering how “In practice, harmonious movement of living beings is of a fluid and curving nature”, hence planes extended along one dimension and planar diagonals tilted, this irregular orientation considered to be “modified diameters” (pp. 101-102). 
	[image: image55.jpg]


 

	Figure 16. “Six-diametral cross” (planar diagonals) oriented at 45º to the dimensions (Laban, 1966, p. 15). 


Initially written in 1939 to a new English audience, Laban may have chosen the most regular perspective of three square horizontal planes (levels), corresponding to planar diagonals at 45º. This is in contrast to Part II of Choreutics written by Ullmann (1966) and to Laban in Choreographie (1926), where dimensional-planes with their irregularly oriented planar diagonals are presented at the outset.

This issue of dimensonal-planes highlights that while in some cases “this variation is not vitally important” (Laban, 1966, p. 101), it is intersting that they are, nevertheless crucial for Laban’s theory of space harmony, for example their elongation along one of the dimensions is essential in creating “compensation of extremes” giving the logical basis for a “natural order of succession” (Ullmann, 1966, pp. 149, 152) and thus a theoretical model for defining particular series of directions as movement ‘scales’. 

Location of center.  The differences of planar diagonals is combined with a variation in the usual location of center or ‘origin’ from which directions are judged (Fig. 17). In Labanotation directions are normally judged from the “base”, at the proximal end of the moving body parts, defining a “local system of reference” centred in each articulating joint and providing a detailed analytical scheme where orientation of each body segment can be specified individually (Hutchinson, 1970, pp. 226-229). While in contrast, the tradition of choreutics usually envisages a life-size kinesphere surrounding the dancer, with directions judged from the ‘center’ near the center of the body and creating a more global system where the orientation of the entire body is considered as a whole (Bartenieff & Lewis, 1980, pp. 25-28; Laban, 1948, p. 93, 1966, pp. 11–17; Preston-Dunlop, 1978, p. 70). 
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Labanotation
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Choreutics

	Figure 17. Variation in typical location of ‘center’. 


This difference might indicate the local analysis in Labanotation next to a more global synthesis or ‘harmony’ in Laban analysis where the body-center as center of movement is a basic principal. In Choreographie this is given as a “law” of “flowing-from-center” (Aus-der-mitte-fliessens) where movement initiated from the center of the body outward “ensures a light volatility”, though if not, likely “requires for its performance a greater rigidity... a great boundness” (Laban, 1926, p. 18). Similarly, Bodmer gives importance to an “awareness of the movement centre ... from which the movement is initiated and from which it grows and radiates” (1979a, p. 10), or “the focal point around which movement harmonics are grouped” (1979b, p. 4) which have obvious similarities with body concepts of core-distal connectivity in Bartenieff Fundamentals (Hackney, 1998).

Adaptability.  Different locations for ‘center’ together with variable orientations of planar diagonals contribute to a divergence between the ‘notation’ and the ‘analysis’ to the point sometimes where to two separate orientation systems are defined, such as “Labanotation directions” versus “true crystal directions” (Bodmer, 1979b, p. 21). However, despite differences both systems also include possibilities to incorporate the usual method of the other. 

In Labanotation a “key” can be included indicating if two-dimensional direction signs refer to the icosahedron (Maletic [with Knust], 1950). In other cases variations of two-dimensional directions can be specified with “halfway points” and “third way points” (Hutchinson, 1970, pp. 437-439). Further, Labanotation provides that direction signs can be modified with “inclusions” (Hutchinson, 1970, pp. 253-259) bringing greater parts of the body into motion, and effectively moving the base of motion closer to the centre of the body, as more usual in choreutics. 

Choreutics has also always included the possibility of placing the origin or ‘centre’ anywhere in the body. This is explicit in Choreographie where the chapter “Specialised Movements of the Limb Ends” (Laban, 1926, pp. 72-73) describes how the origin for directions can be placed in the torso or the hand or anywhere, creating smaller localised direction systems. These local kinespheres are demonstrated in photos of the hand performing movements from the A-scale (see Fig. 14) and are also described frequently by Bodmer (1974, p. 28, 1979a, 1979b, pp. 3-7, 1983, p. 11). 

Because of their overlap and interaction these variations in spatial methods usually used by Labanotation and Laban analysis (choreutics) might be seen, not as different types, but as tendencies along a continuum, spanning between local, elemental analytic approaches to more global whole-body systhesis approaches.
	local
regular analytic sub-divisions
	global
theories of organic function

	



Summary; Direction of position. Indications of directional positions are given for one-, two-, and three-dimensional orientations (Fig. 18). Two interesting features can be noted. First, graphic signs are given for one-dimensional and three-dimensional directions, yet there is a curious absence of corresponding signs for two-dimensional directions. Secondly, there is another obvious absence of any sign for ‘center’. Both of these features raise a question of whether these graphic signs are intended to represent orientations of body positions, or if they should be placed together with the similarly appearing motion signs (see below). This adds to a sense in Choreographie of ongoing experimentation of both motion and position writing, with solutions yet to be decided.
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	Figure 18. Summary of indications (signs & abbreviations) for directions of positions, in Choreographie.


3) DIRECTION OF MOTION
A large part of Choreographie explores Laban’s attempts at a script for writing motions:
Over... ten years [1917-1927], the problem he tried to solve was how to write motion, not only positions passed through, a task which proved to be extraordinarily difficult. All his various solutions up until 1927 - and there are many recorded in Choreographie (1926) - retain this hope. (Preston-Dunlop & Lauhausen, 1990, p. 25)

While the decisions in 1927 adopted the method for writing limb motions such that “movement is the transition from one point to the next” (Hutchinson, 1970, pp. 15, 29), years later in Choreutics (1966) Laban returned to the topic of motion script (without reference to positions) stating that “a notation capable of doing this is an old dream in this field of research” (p.125). In Choreographie, several motion scripts are used: deflecting diagonal abbreviations, inclination numbers, vector signs and diagonal script.
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	8 Diagonals

(mobility)

	24 Inclinations (deflecting)

	Figure 19. Laban’s scheme for inclinations (dimensional / diagonal deflections).


Deflecting diagonals; Inclinations. Surveying the various motion scripts it should first be noticed that while formats for writing are different, the same scheme for motion analysis is used in all cases. The infinite number of possible directions of motion are classified according to two fundamental contrasting tendencies of stability and mobility.  Occasionally “liability” is used and is considered synonymous with mobility (Maletic, 1987, p. 52). According to the scheme, three-dimensional diagonals are taken as prototypes of mobility, with dimensions as prototypes of stability, and actual body movement occurs as an interaction or “deflection” between these two contrasts. This deflection of 8 diagonals with 3 dimensions produces 24 deflecting directions or “inclinations” (Neigung) (Fig. 19). 
This system of deflecting directions lies behind all of the scripts for motion writing and is described in many places:
With the name “pure diagonals” we indicate the spatial-directions in which the three dimensions are equally strongly stressed; they are the most liable of all inclinations while the dimensions are the most stable ... A diagonal-movement is more active, more positive, more mobile. A dimensional-movement tends towards peace. (Laban, 1926, pp. 14)
   
The two contrasting fundamentals on which all choreutic harmony is based are the dimensional tension and the diagonal tension. (Laban, 1966, p. 44)
   
. . . dimensions, seem to have in themselves certain equilibrating qualities . . . a feeling of stability. This means that dimensions are primarily used in stabilising movement, in leading it to relative rest, to poses or pauses. . . . Movements following space diagonals give . . . a feeling of growing disequilibrium, or of losing balance. . . Real mobility is, therefore, almost always produced by the diagonal qualities . . . Since every movement is a composite of stabilising and mobilising tendencies, and since neither pure stability nor pure mobility exist, it will be the deflected or mixed inclinations which are the more apt to reflect trace-forms of living matter. (Laban, 1966, p. 90)
   
. . . the deflected directions are those directions which, in contrast to the stable dimensions and to the labile diagonals, are used by the body most naturally and therefore the most frequently. In these deflected directions stability and lability complement each other in such a way that continuation of movement is possible through the diagonal element whilst the dimensional element retains its stabilising influence. The deflected directions in the icosahedron . . . are easily felt because they correspond to the directions natural to the moving body. (Ullmann, 1966, p. 145)
   
. . . inclinations of the pathways of our gestures which have combined directional values [deflections] are very frequent. In fact they are the rule rather than the exception. (Ullmann, 1971, p. 17) 
   
Because the body limits the fulfilment of perfect three-dimensional shapes that pure diagonals would offer, most three-dimensional shapes are created through modified diagonals . . . These are available to the body. (Bartenieff and Lewis, 1980, p. 33)
Dimensional-diagonal deflections are described in many ways, for example a tendency to “oscillate” (Maletic, 1987, p. 177) or as a “harmonic mean” (Bodmer, 1979, p. 18), “variations” (Dell, 1972, p. 10), “deviation”, being “influenced by”, or “deriving”, “replacing”, “transformation” (Ullmann, 1966, pp. 145-148, 1971, pp. 17-22), and how it is “modified” (Bartenieff & Lewis, 1980, p. 43). Dimensional-diagonal deflections provide the basis for classifying movement orientations used in the script signs.

Tripartite letter codes. Each of the 24 inclinations is given a name and corresponding abbreviation (tripartite code) derived from the names of the dimensions in a particular order to indicate the largest, middle, or smallest component in that inclination (Table 1), and each inclination named according to the largest dimension, flat, steep, or suspended:

With these tripartite names the following should be noted: The specific-sequence of the dimensional-names ... is of importance inasmuch as the dimension named first is extremely outspoken the second somewhat less and the third scarcely. Thus if we say of an inclination that it lies in the situation side-high-forwards, it lies inclined very extremely sideways, somewhat high, and very little forwards. (Laban, 1926, pp. 25-26)

The diagonals will deflect:   high-deep        = steep,
                                              right-left         = flat,
                                              back-fore        = suspended. (Laban, 1926, p. 21)
	“high-fore-right,
high-fore-left, 
high-back-right,
high-back-left, 
deep-fore-right,
deep-fore-left, 
deep-back-right,
deep-back-left,
	fore-right-high,
fore-left-high, 
back-right-high,
back-left-high, 
fore-right-deep,
fore-left-deep, 
back-right-deep, 
back-left-deep,
	right-high-fore,
left-high-fore,
right-high-back,
left-high-back,
right-deep-fore,
left-deep-fore,
right-deep-back,
left-deep-back.”

	‘steep’
vertical deflections
	‘suspended’
sagittal deflections
	‘flat’
lateral deflections

	Deflecting Diagonals (Inclinations)

	Table 1. Twenty-four inclinations: First dimension listed indicates the principal deflection of that diagonal (8 diagonals x 3 dimensions = 24 deflections) (Laban, 1926, p. 13). 



Names for the inclinations are shortened, maintaining the specific order in which the dimensions are listed to indicate their relative size in that inclination (Table 2).
	Preliminary definition of abbreviations:
       hrf = high-right-fore
       fhr = fore-high-right
       rhf = right-high-fore


       hlf = high-left-fore
       fhl = fore-high-left
       lhf = left-high-fore


       hrb = high-right-back
       bhr = back-high-right etc.



	Table 2. Tripartite codes indicating primary, secondary, and tertiary dimensional component in the inclination (Laban, 1926, p. 15). 


This pattern of different sizes for each of the dimensional components in an inclination is continued as a central principal in choreutics, described as the “uneven stress on three spatial tensions” (Dell, 1972, p. 10), “three unequal spatial pulls” or “primary, secondary, [and] tertiary spatial tendencies” (Bartenieff & Lewis, 1980, pp. 38, 92-93).

There is a degree of ambivalence in Choreographie regarding whether indications refer to motions or to positions.  In the majority of cases these tripartite codes refer to motion as is demonstrated in the lists of A-scales & B-scales where every tripartite code consistently follows the letter-order for inclinations (Table 3). However in some places they explicitly represent positions (Fig. 20) and here their letter-order does not follow the consistent pattern used for inclinations (motions). 
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	Table 3. Right and left A- and B-scales, represented with: bipartite abbreviations for positions; inclination numbers; and tripartite abbreviations for inclinations (Laban, 1926, pp. 29-32). 


	
(A)                                (B)

“Movement from a position (A) into the second (B).”

	Figure 20. Tripartite codes for diagonal “positions” (Stellung) in body cross (Laban, 1926, p. 15) do not follow the order of letters used for inclinations. 


The tables of the A- and B-scales give three different representations. The directions of each position are listed in bipartite abbreviation as “points”. Inclinations (motions) are numbered in consecutive order according to the A-scale. Finally, each inclination is represented with a tripartite abbreviation, with the order of letters specifying the relative size of each dimensional component in that inclination. 

	Right A-scale
R1       [L10]
R2
R3
R4        [L7]
R5
R6
R7        [L4]
R8
R9
R10      [L1]
R11
R12
	Left A-scale
L1        [R10]
L2
L3
L4        [R7]
L5
L6
L7        [R4]
L8
L9
L10      [R1]
L11
L12
	Right B-scale
R0
R8
L9
L0
R5
L6
R∞
R2
L3
L∞
R11
L12
	Left B-scale
L0
L8
R9
R0
L5
R6
L∞
L2
R3
R∞
L11
R12

	Table 4. Order of inclination numbers in the A- and B-scales (Laban, 1926, pp. 29-32) and duplicate right/left A-scale numbers.


Inclination numbers. A set of numbers is designated based on the order of movements in the right & left A-scale (Laban, 1926, pp. 32-34). However since each inclination appears twice in the scales, this leads to an awkward system where a few movements in the A-scale have two different numbers, and numbers in the B-scale are nonsensical, especially when four new numbers (R0, L0, R∞, L∞) are arbitrarily added (Table 4).
Inclination numbers are used extensively in Choreographie, especially to represent the various movement scales and rings such as; A- & B-scales (pp. 29-32, 36), “axis scales” (p. 44), “four-rings” (pp. 37-39), 3 part series of four-rings or “ring sequences” (p. 39), “definition of the symbols” (pp. 44-45), “equator-scales” (p. 46), “volutes” (p. 49), “mixed-scale” (p. 66), and “three-rings” (pp. 40, 71). However, likely because of their awkward order in the B-scales, they rarely appear in other works. One exception is the second part of Choreutics where Ullmann (1966, pp. 152-205) defines the inclination numbers again and uses them for an abundance of sequences including large transverse inclinations in the A- & B-scales as well as small inclinations on the periphery. 

While they are not practical for obvious reasons, inclination numbers do help confirm translations of early script examples. In addition, the numbers may give an indication about Laban’s comparison of choreutic movement scales to scales and intervals in music which are also given numerical designations such as “thirds”, “fifths” etc.
An analogy with harmonic relations in music can be traced here and it seems that between the harmonic life of music and that of dance there is not only a superficial resemblance but a structural congruity. (Laban, 1966, pp. 116-117 et seq.)

	“R8 = high-forward-right
  L3 = forward-right-high
  R1 = right-high-forward”

	Table 5. Inclination numbers equivalent to deflecting diagonals (Laban, 1926, pp. 100-101).


As with the tripartite letters, there is some ambivalence as to whether inclination numbers refer to motions (inclinations) or positions (points). Clearly as listed by Laban in the A- and B-scales (Table 3) inclination numbers are identical to the tripartite letter codes for deflecting diagonals (motions). This is also made explicit in the “guidelines for writing” at the end of Choreographie (Table 5) and as defined in extensive written scripts of movement sequences by Ullmann (1966). 
In contrast, drawings of the A-scale in Choreographie show all the inclination numbers written next to points, giving the impression that the points are being numbered rather than the motions (Laban, 1926, pp. 30-31) (Fig. 21).
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	Figure 21. Numbers apparently given to points of the A-scale (in the style of Laban, 1926, pp. 30-31).



Similar drawings of the A-scale, which are apparently adapted from those in Choreographie, have appeared in other places. Ullmann (1966, p. 153) places the inclination numbers midway along each line, clarifying their indication as lines of motion (Fig. 22). On the other hand Bartenieff & Lewis (1980, p. 39) present drawings with points numbered and specifically made equivalent with two-dimensional directions (HR, HL etc.) (Fig. 23). Other numberings of points are used such as the order of the “primary scale” and applied to create new movement scales by selecting numbers (positions) at regular intervals (Bartenieff & Lewis, 1980, p. 99).
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	Figure 22. Numbers given to lines (motions) of the A-scale (in the style of Ullmann, 1966, p. 153). 
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	Figure 23. Numbers given to points of the A-scale (in the style of Bartenieff & Lewis, 1980, p. 39). 


	               “1 is parallel to               7
                 2           “                       8
                 3           “                       9
                 4           “                       10
                 5           “                       11
                 6           “                       12
   and        0           “                        ∞ ” 

	Table 6. Numbers of parallel inclinations in the 
A–scale (Laban, 1926, p. 36). 


There is ambivalence in how the numbers are used in the drawings, yet spatial analyses of inclination numbers used in Choreographie are consistent with their representation as lines of motion. For example, the numbers are used in analyses of “parallel” motions in choreutic rings such as the A-scale (Table 6) and since a point in itself cannot be parallel, the numbers must refer to lines.
Similar to this, in analyses of shorter “peripheral inclinations” the same inclination numbers are adopted and written in small size font, as are used for larger inclinations with which they are exactly parallel but might be in any place or size. Each inclination number refers to an orientation of a line; while ‘5’ is parallel to ‘5’, they will have different sizes and be in different locations (Fig. 24). For example these 
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	Figure 24. Parallel inclinations moving in the same direction have the same number. 


inclinations occur in “four-rings” which are organised in groups described as having “kinship” (Verwandtschaft) based on the parallelisms between their peripheral and transverse inclinations. Each “kindred” group of four-rings includes six different inclinations, each of these occurring twice, once as peripheral and once as transverse (Table 7).
	“we have a kinship between these... four-part rings:
               1           11            7              5 
              11           9            5              3 
               9            7            3              1

The other four-rings kindred with one another are:
                 2           L6               8          L12 
              L6           L0           L12         L∞ 
              L0            8            L∞            2

              L1          L11           L7          L5 
              L11        L9             L5          L3 
              L9          L7             L3          L1

              L2          R6             L8         R12 
              R6          R0             R12       R∞ 
              R0          L8             R∞         L2 ”



	Table 7. Kindred 4-rings based on parallelisms among inclinations; numbers in small font indicate peripheral inclinations (Laban, 1926, pp. 37-39).


Parallelism amongst inclinations with their corresponding use of the same set of inclination numbers, again reveals an emphasis in Choreographie to represent lines of motion through the space, rather than series of body positions towards points. 


Vector signs; Free space lines. The most extensively used graphic sign system in Choreographie is not given any name in the text, but the signs have been translated as indicating directional-motions and so might be considered ‘vectors’ (Longstaff, 2001). Similarly, they are likened to “free space lines” described later in Choreutics:
... a notation is needed that makes it possible to record any desired inclination which may occur at any place, either inside or outside the kinesphere, without being bound to the points of the scaffolding... [For] notating free space lines... the vertical remains the only reference and inclinations are related to themselves. (Laban, 1966, p. 125)

The signs are defined in Choreographie to be equivalent with inclination numbers, as demonstrated in the Axis-scales (Fig. 25). In the same way, the vector signs are used as transverse inclinations in the sequences titled “augmented three-rings or double-volutes with one action-swing-direction” (Fig. 26) and “volutes with volute-links” (Fig. 27). These scripts begin to reveal how vector signs use the same concept of flat, steep, or suspended inclinations (deflecting diagonals).
	“If one connects the steep, flat and suspended inclinations which lie in one diagonal, 

then one obtains scales which we term axis-scales:

	Axis A-R

Axis A-L

Axis B-R

Axis B-L


	 L11      - 
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L2       -
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R3       -
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L3       -
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	R0       - 
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R8      -
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	L6      - 
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R6      -
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R9      -
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L9       -
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	Figure 25. Well-known “Axis scales” demonstrate equivalence of inclination numbers and vector signs (Laban, 1926, p. 43-44).
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	Figure 26. Series of “augmented three-rings” (Laban, 1926, p. 50).
	
	Figure 27. Vector signs used as transverse inclinations in “Volutes with volute-links” (Laban, 1926, p. 50). 


	
	                       deflecting inclinations

	pure

diagonals
	vertical
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	sagittal

‘suspended’
	lateral

‘flat’
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	Figure 28. Key to vector signs, showing signs for ‘pure diagonals’ modified in three ways to produce signs for flat, steep and suspending inclinations.


The sign system looks more complete when the diagonal signs (see Fig. 18) are placed next to the vector signs exhibiting their similar shapes. Each inclination sign can be seen in the same graphic structure as a diagonal sign, modified to indicate its deflection as either flat (lateral), steep (vertical) or suspended (sagittal) (Fig. 28).   

The similarity of diagonal signs to vector-like signs raises again a question of whether the diagonal signs always indicate positional-directions as considered earlier (Fig. 18). While the diagonal signs are not used in any of the notated sequences in Choreographie, they obviously share their graphic and conceptual structure with the vector signs.


	[image: image140.jpg]NV YBFL>XTAA7%O0 £<X7
AJXBLY>XaVaxoLw<y d
AL ABI7<XEVLEXOdT >XL
VEXETACKEAYXOTa >N





	Figure 29. “Scales assembled from short peripheral directions” (Laban, 1926, p. 47).


Just as with the inclination numbers, the same vector signs are also used for peripheral inclinations which are parallel to the longer transverse ones, particularly demonstrated in the “scales assembled from short peripheral directions” (Fig. 29).
Considering the sequences of vector signs, translations into Labanotation direction symbols (Longstaff, 2001) demonstrate that each vector sign, or ‘free space line’ can be translated in at least four possible ways; as either two possible transverse lines, or two possible peripheral ones, all of these being exactly parallel (Fig. 30). This is an example of theories of harmony embedded the notation, as parallelism between transverse and peripheral lines is only true in an icosahedron (dimensional-planes) but not for 45° planar diagonals (see Fig. 15).
The identity of each vector sign is its orientation, while its size and location can change. Sequences with vector signs also include signs for dimensions together with signs for inclinations, for example in “scales combined from primary-directions with dimensions and volute-links which are traversed twice” (Fig. 31). When translated into Labanotation these dimensional signs are found not to refer to positions, but must be translated into dimensionally oriented lines of motion (Longstaff, 2001).
	
	
	Transverse
	Peripheral

	[image: image141.jpg]



	= high-forward-right
	[image: image142.jpg]


 
[image: image143.jpg]



	[image: image144.jpg]



[image: image145.jpg]



	[image: image146.jpg]



[image: image147.jpg]



	[image: image148.jpg]



[image: image149.jpg]




	
	
	
	
	
	

	[image: image150.jpg]



	= forward-right-high
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	= right-high-forward” (Laban, 1926, p. 101)
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	Figure 30. Four possible translations of each vector sign into Labanotation direction signs. The example shows flat, steep, & suspended inclinations of 1 diagonal (hrf), deflected into 6 transverse & 6 peripheral (icosahedral) inclinations.



These dimensional signs are similar to those used earlier and considered to be positions (see Fig. 18) however in the notated sequences the signs can properly be considered to be dimensional vectors (dimensionally oriented lines of motion). In the same way as inclinational vector signs, the dimensional vectors might also occur either as transverse dimensions (Fig. 31) or as dimensional lines in the periphery (Fig. 29). This reveals again theories of harmony embedded in the signs as the distinction between transverse and peripheral dimensions only occurs with dimensional-planes (icosahedron).
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	Figure 31. “Scales combined from primary-directions with dimensions and volute-links which are traversed twice” (Laban, 1926, p. 53).


Vector signs seem to be the most favoured script in Choreographie, used in the longest sequences with most variations. In addition to those already shown, vectors are used in “scales combined from primary-directions in four diagonals” which are spread either “over twelve directions” (Fig. 32) or “over all 24 directions” (Fig. 33).
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	Figure 32. “Scales combined from primary-directions in four diagonals over twelve directions” (Laban, 1926, p. 51).
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	Figure 33. “Scales combined from primary-directions in four diagonals over all 24 directions” (Laban, 1926, p. 52).



Diagonal script. Another group of signs called “diagonal script” are only used rarely in Choreographie. An initial translation is given when diagonal script signs are presented in a list showing their equivalence with inclination numbers (Fig. 34). 
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	      6
	    L0
	
L11   .
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        L8
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	L2     .


	9         .
	L7 (4)       .
	         2
	       L9
	     7 (L4)

	
       L5
	

   L12
	

    ∞
	
5         .
	

12     .
	
L∞        .

	Figure 34. “Signs for the 24 basic-directions (diagonal-script)” (Laban, 1926, p. 32) and corresponding inclination numbers.


Translating the script is further assisted in the final chapter “guidelines for writing” where a group of almost-identical diagonal signs are listed so as to show how signs are based on a pure diagonal sign,
which is then modified in three ways to indicate suspended,

	

	= “diagonal sign

	

	= the same diagonal, 

deflected [upwards] steep,

	

	= the same diagonal 

deflected forward [suspended]

	

	= the same diagonal, 

deflected right [flat]”

	Figure 35. Diagonal script as deflected diagonal sign (Laban, 1926, p. 100).


flat, or steep deflections (Fig. 35).
Apparently the diagonal script is quite similar to vector signs, each of these indicating a pure diagonal, and then modifying the signs to indicate the deflection. However, looking closer at the two types of script reveals a basic distinction in how ‘deep’ space is represented with the ‘dot’. In an example showing equivalence of motion scripts it can be seen that when adding a dark dot to show the opposite direction of motion, the ‘point’ of the diagonal script is reversed, indicating a change of direction with the horizontal (as in Labanotation), while the vector sign remains ‘pointing’ the same way, the black dot emphasizing the opposition on the same deflecting diagonal line (Fig. 36). 
	

	=
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	=
	R8
	= HIGH-right-forward

	

	=
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	=
	R2
	= DEEP-left-backward

	Figure 36.  Difference in diagonal script and vector signs when signifying ‘deep’.


Diagonal script is used rarely in Choreographie but does provide another example of a motion script following the same concept of deflecting diagonal inclinations. Further, the diagonal script may bridge a gap as a writing method perhaps mid-way between more freely drawn scripts such as path signs (see below) compared to more strictly written signs such as vectors.
Deflecting ballet positions. Much of Choreographie presents a “new dance-script” as developing from or responding to existing traditional dance methods of that time such as ballet. An entire chapter (though only 1 page) is given to explicitly summarise a contrast:

	“For I. Ballet: 
     Leg-movement 
	New dance-script:
     Unified movement 
     of the whole body. 

	For II. Ballet: 
     Separation of bodily
     kinesphere and dance-space. 
	New dance-script:
     Unified spatial-picture

	For III. Ballet: 
     Eight-part organisation of movement-
     manifestations (really two-part, into 
     movement-manner and movement-form).
     Additionally: direction-elements and rhythm. 
	New dance-script:
     Leading-back the 
     organisation towards
     spatial reasoning. 

	For IV. Ballet: 
     Statement of the
     body-parts and 
     body-side. 
	New dance-script:
     Recording the plastic complete-form
     of a movement-development from 
     which the use of particular limbs 
     occurs by themselves. 

	For V. Ballet:
     Oriented in 
     dimensional stability 
	New dance-script:
     Oriented in
     diagonal lability” (Laban, 1926, p. 64) 


Similarly, an entire chapter was devoted to the “minuet” (Laban, 1926, pp. 56-61) as an example of a traditional dance of that era and how this is typically documented (with verbal description and Feuillet notation). Interviews with Laban’s students also reveal that the minuet was used as a model to reveal spatial concepts such as the dimensional planes for use in the new dance script, and further, giving examples of spatial practices such as symmetrically rotating or reflecting a spatial pathway (Longstaff, 2004). 
Laban’s “Analysis of Movement” begins by considering the five positions in ballet, not only as foot positions but as full body postures:
The so-called five positions are handed down to us as the simplest spatial-orientation-method in the art of dance. It is now generally assumed that these positions only signify placings of the feet. This is however not so. It is much more a matter of spatial-directions, which are striven towards by the legs, and to which the upper-body makes the natural counter-movement. The leg-positions are handed down as a unity (one sometimes finds the usual five positions supplemented by a sixth). The arm-positions also show a very clear and neat spatial-organisation. (Laban, 1926, p. 6)

	1st
	position
	[image: image173.jpg]




	2nd
	“
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	3rd
	“
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	4th
	“
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	5th
	“
	[image: image177.jpg]




	Figure 37. Feuillet signs for five positions (Laban, 1926, p. 54).


Later in the text Laban (1926) uses foot pins to identify the five positions as the “most important signs of Feuillet-type script” (p. 54) (Fig. 37), however earlier in the “Analysis of Movement” (p. 6) a slightly different set of foot pins is used, and shows all possible variations of the five foot positions, including whether the dancer stands with the body weight distributed on both feet, or with weight only on one leg (Fig. 38). It can be noticed in the figure if the weight is on both legs, then two positions are written twice (in the 3rd, 4th, and 5th). However the reason for the complete methodical listing of positions is evident when the weight is on one leg, where all the variations are unique.

While traditional dance script methods such as those by Feuillet (1700), mostly give indications of leg movements and steps, Choreographie also includes arm movements as “contrapositions” (Kontraposition). The ‘pin’ signs for foot positions (Fig. 38) are used again, but with ‘c’ indicating contra-, the arms (Fig. 39).1  
	
	Weight evenly distributed between both legs
	Weight on one leg

	
	right
	left
	right
	left

	1st position
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	2nd      “      
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	3rd      “      fore
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	3rd      “      back
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	4th       “      fore
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	4th       “      back
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	5th       “      fore
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	5th       “      back
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	                 Key:  Left standing foot = [image: image210.jpg]


                            Right standing foot = [image: image211.jpg]



                          Left gesturing foot = <                               Right gesturing foot = >

	Figure 38. Five foot positions in Laban’s (1926, p. 7) “Analysis of Movement”.


	
	Weight evenly distributed between both legs
	Weight on one leg

	
	right
	left
	right suspended
	left suspended

	1st contary-position
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	2nd      “      
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	3rd      “                fore
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	3rd      “               back
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	4th       “               fore
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	4th       “              back
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	5th       “               fore
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	5th       “              back
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	       Key:     c = Indication that notation refers to arm contraposition (rather than feet).

	Figure 39. Five “contrapositions” (Kontraposition) of the arms (Laban, 1926, p. 10) (as in the original text, 3rd and 4th contrary-positions with one sided arm tension are notated exactly the same)



Each of the five ballet positions is analysed as deflecting vertical, sagittal, or lateral:
1st & 5th positions            “leading steeply downwards” and with a “pronounced verticality”;
3rd position                       “leading steeply downwards” and “towards the diagonal”;
2nd position,                     “leading more horizontally” (laterally);
4th position                       “leading more horizontally” (sagittally) (Laban, 1926, p. 6).
The same deflections are translated upwards to the five contrapositions (c1, c2, c3, etc.):
As directions leading upwards there appear: first, second, third, fourth and fifth contrapositions of the arms. These directions upwards have the same spatial-situation as the corresponding ones downwards, thus c1 and c5 stand steeply as representative of pure vertical, c3 is a steep diagonal, c4 and c2 are suspended upwards directions. (Laban, 1926, p. 10)
An entire chapter “Comparison with the Ballet-positions” (again, only 1 page) makes the deflection of ballet positions explicit in two figures giving cross-reference between the five positions and five contrapositions with corresponding inclination numbers and vector signs (Fig. 40). 
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R12
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	cIV

L12

	“Positions (I, II, III etc.)”
	
	“Contrapositions (cI, cII, cIII etc.)”

	Figure 40. Ballet foot positions (I, II, III, IV, V; downwards) and contrapositions (cI, cII, cIII, cIV, cV; upwards) 

cross-referenced with inclination numbers & vector signs (Laban, 1926, p. 35).


A discrepancy seems to occur here where 2nd position is assigned with more inclination numbers than other positions. Further, signs for lateral ‘flat’ deflections as listed here (Fig. 40) are different than in all other places in Choreographie. These discrepancies appear firstly, because in some cases two different numbers have been assigned to the same inclination and further, it may be that the signs for flat inclinations used here on page 35, later split into two when fully specifying the forward/backward component of 2nd position (Fig. 41).
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     L10, R1, R∞
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     L10  (R1)
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     R4, L7, L0
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     R4 (L7)

	Figure 41. Signs for ‘flat’ deflections of ballet 2nd position (p. 35) split into forward & back variations.



This splitting of one sign into two may occur because the five positions of ballet do not have a ‘2nd position front’ or ‘2nd position back’ (as there are for 3rd & 4th positions). Forward and backward variations of second position do not emerge until it is considered as a motion. When moving from 3rd or 4th position front, into 2nd position, it will mean that as well as a very lateral sideways movement into 2nd position, the weight will also shift somewhat backwards. Likewise, when moving from 3rd or 4th position back, into 2nd position, there will be a large movement sideways as well as motion somewhat forward. This results in each 2nd position being deflected in two different ways, forward or back.

These issues might be associated with several mistakes in the “explanation of the signs” where fourteen vector signs are not listed with the correct inclination number (perhaps a mistake by printers when inserting graphic signs into printed text). These mistakes are corrected here to show the full cross-reference amongst ballet positions (2nd, 3rd, 4th), corners of cardinal planes (rh, lf,...), vector signs, and inclination numbers (Tables 8, 9).
	“Explanation of the signs:
	
	
	
	
	

	The flat inclinations; 
	leading to Position
	2 right
	(dr)
	is
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	= L0

	
	   “        “     “
	2 right
	(dr)
	is
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	= R4 (L7)

	
	   “        “     “
	2 left
	(dl)
	is
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	= R0

	
	   “        “     “
	2 left
	(dl)
	is
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	= R7 (L4)

	The steep inclinations
	leading to Position
	3 right-fore
	(fd)
	is
	[image: image282.jpg]



	= R11

	
	   “        “     “
	3 left-fore
	(fd)
	is
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	= L11

	
	   “        “     “
	3 right-back
	(bd)
	is
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	= L2

	
	   “        “     “
	3 left-back
	(bd)
	is
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	= R2

	The suspended inclinations
	leading to Position
	4 right-fore
	(rf)
	is
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	= R6

	
	   “        “     “
	4 left-fore
	(lf)
	is
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	= L6

	
	   “        “     “
	4 right-back
	(rb)
	is
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	= R9

	
	   “        “     “
	4 left-back
	(lb)
	is
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	= L9”

	
	Ballet foot positions
	icosahedron point
	vector sign
	inclination number

	Table 8. “Explanation of the signs” for ballet 2nd, 3rd & 4th positions, two-dimensional icosahedral points, vector signs, and inclination numbers (Laban, 1926, p. 44).


	“The contradirections are:
	
	
	
	
	

	Contra to the [flat] inclination[s]; 
	leading to point
	lh
	[is]
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	= L∞     

	
	   “        “     “
	lh
	[is]
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	= L1 (R10)

	
	   “        “     “
	rh
	[is]
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	= R∞     

	
	   “        “     “
	rh
	[is]
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	= R1 (L10)

	[Contra to the steep inclinations]
	[leading to point]
	bh
	[is]
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	= R5

	
	   “        “     “
	bh
	[is]
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	= L5

	
	   “        “     “
	fh
	[is]
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	= L8

	
	   “        “     “
	fh
	[is]
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	= R8

	[Contra to the suspended inclinations]
	[leading to point]
	lb
	[is]
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	= R12

	
	   “        “     “
	rb
	[is]
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	= L12

	
	   “        “     “
	lf
	[is]
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	= R3

	
	   “        “     “
	rf
	[is]
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	= L3”

	
	icosahedron point
	vector sign
	inclination number

	Table 9. “Explanation of the signs” for “contrapositions” (upward counter movement to the downward ballet foot positions), two-dimensional icosahedral points, vector signs, and inclination numbers (Laban, 1926, p. 45).


Summary; Direction of motion. Several formats are used to write lines of motion and while the writing formats are different, these all represent space according to the same concept of deflecting diagonals and inclinations. Comparing these signs to present-day Labanotation, only “direction of the progression” signs (Fig. 42) offer a complete representation of motion, however they do not afford a ready method for representing deflecting diagonal orientations, the closest possibility might be to combine signs into a direction of progression ‘half-way’ between a dimensional and a diagonal (Fig. 43).
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	Figure 42. “Direction of the progression” signs represent lines of motion (Hutchinson Guest, 1983, p. 261). 
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	(frh)
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	=
	(hfr)
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	=
	(rhf)

	Figure 43. Half-way direction of progression as dimensionally deflecting diagonals (inclinations).


As described above, after the decisions in 1927 ‘steps’ were to be represented as motions in the support column; but as can be seen by comparing this with direction of progression, it is only sometimes true (Fig. 44). 
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	support column direction sign

agrees with direction of progression (motion)
	support column direction sign

does not agree with direction of progression (motion)

	Figure 44. Direction signs in Labanotation support column (‘steps’) versus direction of progression (motion).
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	Figure 45. Toward / away signs. 


Toward / away signs are regarded as “motion” (Hutchinson, 1970, p. 508, 1983, p. 260) however these signs are also based on destinations rather than giving orientations of motion (Fig. 45).  

Thus, it can be seen that motion writing methods in Choreographie demonstrate concepts for analysis and also theories of ‘harmony’ 
which have not continued into Labanotation today. 
4) PATHWAYS 
Straight, curved, round, twisted. Also explored in Choreographie are signs for the forms, shapes or designs of movement pathways. Foremost consideration is given to “step-forms” such as notated by Feuillet (Fig. 46). 
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	= “straight
	step
	forwards
	(droit)
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	=     “
	“
	sideways
	(   “   )
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	=  open
	“
	outwards
	(ouvert)
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	=     “
	“
	inwards
	(   “   )
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	=  round
	“
	outwards
	(rond)
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	=     “
	“
	inwards
	(   “   )
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	=  twisted
	“
	forwards
	(tortille)
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	=     “
	“
	backwards
	(   “   )
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	=     “
	“
	sideways
	(   “   )
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	= step backwards and immediately thereafter forwards
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	= step forwards and immediately thereafter backwards
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	= beaten step sideways, then forwards”

	Figure 46. Feuillet step-forms (Laban, 1926, p. 54).


These categories of pathways were used later in later works (Laban, 1966, p. 83, 1980, p. 33) with a few differences in the exact number of basic forms listed, in some cases giving three, or four, and here as in Feuillet, listing five different forms. Comparable analyses of “body carriage” as being either “pin-like”, “wall-like”, “ball-like”, or “screw-like”, similar with the five step-forms, was also presented (Laban, 1980, p. 63). This was accordingly followed by a variety of taxonomies that have evolved for designs of pathways and shapes such as by Hackney (1998, p. 221) and Preston-Dunlop (1980, pp. 87-92).

Path signs. Laban (1926) adapts Feuillet’s step-forms into four “path signs” (p. 102) representing basic designs of pathways by any part of the body (Fig. 47). Several other elaborations of path signs are explored such as more-or-less drawing the design and then placing it in a body cross or linking it to inclination numbers. While some path signs are written more fluidly such as turns and rotations, others are drawn more geometric (Fig. 48). 
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	= straight
	(droit)
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	= open
	(ouvert)
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	= round
	(rond)
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	= twisted
	(tortille)

	
	
	
	

	Figure 47. “Forms of movement”, based on Feuillet, in the body cross (Laban, 1926, p. 94).
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	“indicates the circle 8-9-L0”
	“turning jump”
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	= “cartwheel”
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	= “turning (tourne)”
	
	[image: image335.jpg]



	= “hitting (battu)”

	Figure 48. Path signs written as fluid curves or as geometric designs (Laban, 1926, pp. 95-96, 99, 101).


The practice of path signs in Choreographie has carried on to present-day practice, virtually identical with “design drawing” in Labanotation (Hutchinson, 1983, p. 173) where arrangements of paths can be drawn within a path sign (Fig. 49).
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	Figure 49. Examples of Labanotation “design drawing”.


Transferring the weight. Path signs refer to both gestural paths and also travelling paths across the floor. The basic unit of travelling, transferring the weight, is shown in the script with a dark ‘dot’. The dark dot is common in Labanotation and is also used in several ways in Choreographie for indications of downward motion or gravity. The dot occurs in directional signs (see above) and also in various ‘body’ indications such as contact with the floor, placed in the body cross indicating the centre of gravity moving downward, or in series indicating transfers of weight such as hopping or leaping or as a more general motif indicating transfers of weight (Fig. 50). 
	= 

= 

= 

= 
	“contact with the floor

(if it stands next to the striving-arm, with the arm)

with the knees (kneeling)

contact with the seat (sitting)

contact with the upper-body (lying)”
	“Standing-leg bent

(      in the [body] cross = 

       lowered center-of gravity)”
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	“in ‘hopping’ we have the same leg in contact with the floor over and over”
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	“springing from one foot to the other”
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	floor pathways and individual steps

	Figure 50. Dark ‘dot’ for deep, gravity, or as transferring the weight (Laban, 1926, pp. 67, 93, 95-97).


Path signs and transfer of weight in Choreographie are similar to script presented earlier by Klemm (1910, pp. 54-59, 103-109) in musical motifs with dance script on the lower line giving indications of level (dots, marks, increasing/decreasing), transfers of weight to right or left (‘notes’ with stems on right/left sides) and path signs (spiral) (Fig. 51).
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	Figure 51. “Minuet passing-step”; movement signs used by Klemm (1910, p. 57), showing level (dots, marks, increase/decrease signs), transfer of weight (right/left stems on notes), and paths (turning spiral) (adapted with less detail by Laban, 1926, p. 58). 


These earlier dance script signs were obviously an influence on the similar scripts used by Laban (1926, pp. 56-58) who virtually duplicates Klemm’s (1910) notations though never cites Klemm and also omits details of the earlier script (Longstaff, 2004).

Transferring the weight and travelling are elaborated in the “Floor-path: Mixed-scale” where four representations are given of the same sequence; a kind of ‘Rosetta stone’ with the same series of paths read in four types of scripting (Fig. 52). 

	In the 1st column, the transfers of weight are shown by series of dots and motions are indicated with inclination numbers. A dark triangle path sign shows a turn in low level; only R8 is stated for the turn, but as written fully in the 2nd column an entire 3–ring is implied by the triangle. A dimensional direction also follows immediately after the turn, indicating movement backwards.

The 2nd column of signs also uses dots for number of steps, though here the directions of motion are indicated with vector signs and the turn shown with a spiral path sign.

In the 3rd column the number of steps are written with numbers and motions are given in diagonal script. The turn is written in two ways; as a spiral or an open triangle. Again, an entire 3-ring is implied by the triangle so not all three inclinations are written. 

The 4th representation of the dance series is in the drawing which contains more details in addition to a floor plan. A dot defines the beginning. Directions of motion are shown in inclination numbers as well as thickness of the lines which bulge and narrow giving a sense of level (high-deep) just like a fluidly drawn diagonal script written right inside of the floor plan. The turn is shown both as a spiral and as a triangle followed by the dimensional motion also shown twice, as the long straight line backwards (upstage) or as the line with dots (detail of the four steps backward). The final inclination has a long winding path, implying the number of steps. 
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“Floor-path: Mixed-scale”
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	Figure 52. “Mixed-scale” giving comparison across four different scripts of the same dance sequence (in the style of Laban, 1926, p. 66; [‘R’ added to specify inclination numbers]). 


 
Spatial continuity. Separating supports (transfer of weight) and gestures (inclinations) in the “mixed-scale” (Fig. 52) may be a forerunner of support and gesture columns in Labanotation. However there is also a strong tendency in Choreographie to consider a continuity across gestural space and locomotor space. This is demonstrated by using the same or similar script signs in both cases which appear in floor plans, in columns of writing, and for both large and small sized pathways.

Laban (1926) distinguishes this approach of the “new dance-script” from ballet when describing how gestures and locomotion blend together continuously so that ‘directions’ can range from floor pathways, to gestures, and even to small movements of the hand:
Ballet:                           Separation of bodily kinesphere and dance-space.
New dance-script:         Unified spatial-picture. (p. 64)
What is most important for us is that dance can be described as a movement-progression along a ground-plan-path with added signs for the spatial-direction... But one can also conceive of the floor–path as a projection of a very large swinging-movement. (p. 65)

If inclinations leading downwards are correspondingly enlarged, they will lead to the floor. They thus give the lower limbs (or upper ones if inclined downwards) the opportunity to touch the floor, and thus to become supporting-points for the moving body... (p. 68)

Progress in Space... spatial-pathways can be given as ground-plan-drawings, but that will mostly not be necessary, as they are understood as projections of the bodily-strivings onto the floor (p. 102)

Both the hands and the feet can independently perform all the swing-scales which come to be expressed by specialised postures. (p. 93)
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“Floor-path: Swing-scale A”

	Figure 53. The A-scale as a floor pathway (in style of Laban, 1926, p. 65). 
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	Figure 54. The A-scale as “Hand-tension” directions (Laban, 1926, pp. 72-75).


Continuity across space is also implied in the German concepts where a floor plan, literally “ground-plan-drawing” (Grundrißzeichnung) uses Zeichnung (drawing, portrayal), coming from Zeichen, the same term used for “signs” or symbols in dance script. ‘Drawings’ and ‘signs’ might be taken as extensions of each other. The explicit example of this continuity being shown in the A-scale; commonly it is performed as body and limb movement while remaining in place, however it might also occur as a larger floor path (Fig. 53) or as a series of small “hand-tensions” (Fig. 54).
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	Figure 55. ‘Free script’ (in the style of Laban, 1926, p. 5). 


Free signs. Continuity of space for path signs and using a fluidly written style of diagonal script and dimensional pins, seem to combine into a flexible, motif-like script in Laban’s (1926) chapter about “free signs”, where no explanation is offered on how to read the signs except that “The application of free signs naturally remains left up to future convention” (p. 89). Similarities with dimensional pins, diagonal script, & path signs give indications of their meaning, but used with with a more open, less strict definition (Figs. 55, 56).
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Free series
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Free series with 
cluster-moments
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	leading inward 

(deep movement)

	
	
	
	
	leading outward 

(deep movement)

	
	
	
	
	lifting-signs 

(high movement)

	
	
	
	
	high-deep cluster outwards

	Figure 56. Free signs in clusters (body designs) and series (in the style of Laban, 1926, pp. 90-91). 


A parallel occurs between the structure of Choreographie (1926) and Choreutics (1966) where both texts have as their final chapter an account of a sign or script considered to be “free”; either “free signs” (Laban, 1926, p. 89) or “free inclinations” (Laban, 1966, p. 125) (part II was added later by Ullmann). Here “simplified symbols” are used to represent inclinations, consisting of a diagonal sign and a letter for its deflection (Fig. 57):
... an infinite number of parallel inclinations, including those of the transversals and the surface-lines of the scaffolding, do not go through the centre. To write these, we suggest the use of the simplified symbols... With these we can represent any free inclinations which are not bound to a centre, but occur anywhere in our surrounding space. (Laban, 1966, p. 128)
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d

	‘suspended’ inclinations (fore / back)
	‘flat’ inclinations (right / left)
	‘steep’ inclinations (high / deep)

	Figure 57. “Simplified symbols” for twenty-four “free inclinations” from Choreutics; shown with diagonal direction signs and single letters indicating dimensional deflections (Laban, 1966, p 128).


And again, as in Choreographie, the development of a ‘free’ script for representing an infinite number of parallel inclinations is ascribed to future researchers:
The future development of kinetography must include the possibility of recording forms in free space ... the conception of a notation capable of doing this is an old dream in this field of research. (Laban, 1966, p. 125)

Summary; Pathways. The development of path signs is drawn from Feuillet (1700) and also from other contemporaries not cited by Laban such as Bernhard Klemm (1910). Path signs in Choreographie are written similar to Labanotation “design drawing” and are applied continuously through all sizes of space from small hand gestures to full body movement, to travelling across the floor.
5) DYNAMICS; EFFORT
Primary- & secondary-streams. While Choreographie devotes the greatest attention to ‘space’, emphasis is also given to signs for dynamics, obviously forerunners of what would become Effort (Laban & Lawrence, 1947). Space is seen as “primary” (haupt-) while dynamics are seen to occur “secondary” (neben-) literally ‘next to’ the space:
Each movement has a primary-stream (basic-direction, basic-form). In addition there appear secondary-streams, which... give the movement the temporal, dynamic and spatial-metric nuance. (Laban, 1926, p. 74)

And this concept of “secondary” is continued into later English writings:
When we move... a kind of secondary tendency appears in the body, namely a dynamic quality which is not always clearly definable by the spectator but is very real to the mover... ... They create “secondary” trace-forms... indicated by using the directional signs... (Laban, 1966, pp. 30-33)

Effort factors & elements. Laban, (1926) specifies four “degrees of intensity”, each extending on a continuum between extremes, showing similarities to present-day effort factors (space, weight, time, flow) and effort elements, though stated a bit differently:
The form is characterised:
a) In the flight          (degree-of-lability)             by its kinetics             [kinetischen],
b) In the force          (degree-of-tension)             by its dynamics          [dynamischen],
c) In the time           (degree-of-speed)                by its rhythmics         [rhythmischen],
d) In space               (degree-of-size)                   by its metric content  [metrischen]. (p. 4)

There are four regulators-of-intensity...                The extreme contrasts... are:
1. the intensity-scale of force                                Force:    weak     -   strong
2.  “            “             of time                                 Time:     quick     -   slow
3.  “            “             of space                               Space:     near      -   far
4.  “            “             of flux (lability).                  Flux:       rigid      -  mobile. (p. 74)
Affinities of effort & space. Also clearly formulated at this time and later referred to as “correlations between space and expression” (Laban, 1966, p. 27) or as an “affinity” (Lamb, 1965, p. 63), are introduced by Laban (1926) as “preferences” (Bevorzugung) whereby it is purported that certain combinations of spatial directions and dynamic qualities are “more naturally performed” (Laban, 1963, pp. 38-39) and “most easily take place” together (North, 1972, p. 260). The basic correlations of spatial dimensions and effort elements are described in many places (Bartenieff & Lewis, 1980, p. 85-93; Lamb, 1965, pp. 63-70, 98) and a similar account is given in Choreographie:
taking-of-force... leads downwards (heavy). 
If the body stretches upwards... there appears a condition of non-tension, of weakness...
Wide and narrow are influenced by sideways out-turning or in-turning...
Every quick movement will be... characterised by a jerk of the body center backwards. 

Slow movements are allied with bulgings and expansions... forwards...
... dimensional directions are supporters of stability, ... while the diagonals ensure the labile flow.
(Laban, 1926, p. 74-75)

Laban (1926, pp. 75-76) describes dynamic phrasing: beginning, middle & conclusion, during which time there is a continuous process of increasing and decreasing intensity. These dynamic intensity fluctuations are highlighted as part of “harmonious liveliness” and to reveal this in the script it is asserted that “notation of intensity-nuances arising from secondary-streams can thus only be given by increasing-signs”. Accordingly, the intensity-nuances (efforts) are shown with their spatial affinities (d, h, b, f, in, out) as contrasting along a range of increasing or decreasing (Fig. 58). 
	d                                                                                                                 h

[deep]                                                                                                         [high]


strong                        half-strong                        half-weak                        weak


	b                                                                                                                 f

[back]                                                                                                         [fore]

fast                           half-fast                           half-slow                           slow

	out                                                                                                                in

(r or l)                                                                                                         (r or l)

far                              half-far                         half-narrow                      narrow

	labile                                                                                                           stable 

                                     diagonal, fleeting        half-fleeting                    half-rigid                           rigid    

	Figure 58. “Intensity-nuances” given with “increasing signs” (Laban, 1926, pp. 76-77; original text contains only one increase / decrease sign between deep and high, for illustration the increase / decrease sign is shown in all four efforts here).



This scheme of intensity-nuances (Fig. 58) has obvious similarities with present-day ‘effort’ but also shows variations. Using an increasing / decreasing sign along the continuum implies how one extreme has ‘more’ of something, while the opposite extreme has ‘less’. This seems to suggest how these opposing effort extremes were later characterised as either “fighting”, or “indulging” (Bartenieff & Lewis, 1980, p 51):
These dynamic traits have different degrees of intensity, leading to two contrasting elements within each. Rapidity is a higher degree of speed than slowness. Strength is a higher degree of force than weakness. Straightness is a higher degree of directional flux than roundaboutness. (Laban, 1966, p. 55)

These accounts particularly reveal the different ideas about ‘space’ effort which has developed considerably from early concepts of “degree-of-size” (Weitegrad); “near” or “narrow” (nah, eng) to “far” or “wide” (weit) (Laban, 1926, pp. 4, 74-79) with the fighting/indulging polarity reversed compared to later works (see Fig. 58) to later ideas of “directional flux”; “straightness” or “roundabountness” (Laban, 1966, p. 55) to recent ideas of “space effort” ranging from “flexibility” to “directness” (North, 1972, p. 233).

Secondary-stream-signs. The theory of effort / space affinities provides a rationale for representing dynamic qualities with directional signs:
In this way we have the means to establish the spatial-temporal-dynamic nuance of a movement, by the introduction of particular secondary-directions. (Laban, 1926, p. 75)

One group of “secondary-stream-signs”, similar to dimensional pins, is listed but never used in any examples (Fig. 59). Another group of signs, almost identical to signs for spatial dimensions, are used for “intensity-manifestations” to show the “preference” for dynamics in inclinations of the A-scale (Fig. 60). It may be interesting to note how the pattern here in three-dimensional inclinations is more sophisticated than the simple one-to-one correspondence between effort and dimensions as portrayed in Figure 58. 

Also notable is how secondary-streams of stable and labile (Figs. 58, 59) do not occur in preferences for the A-scale (Fig. 60). In Choreographie the effort ‘flow’ was already standing out as more of a base for the other three efforts of space, force and time, and this role of flow effort continues such that it is not included with the scheme of affinities but acts as an additional modifying factor (Laban, 1966, p. 31; North, 1972, p. 260).
	“The secondary-stream-signs are written directly in the column of writing, because they affect the direction of the movement line...

	
	= slow

= quick

= strong

= weak

= wide

= narrow

= stable

= labile

	“Then as intensity-signs we have also used:

	
	= increasing

= decreasing

	Figure 59. Secondary stream signs written with spatial direction signs (Laban, 1926, p. 102).


	Each spatial inclination has a “preference for particular intensity-manifestations. Right-leading:

	rhf ( 1) 
dbl ( 2)
flh ( 3)
rdb ( 4)
hbl ( 5)
frd ( 6)
ldb ( 7)
hfr ( 8)
brd ( 9)
lhf (10)
dfr (11)
blh (12)
	is preferably

“

“

“

“

“

“

“

“

“

“

“
	weak

strong

narrow

wide

quick

slow

strong

weak

wide

narrow

slow

quick

	The even-numbered swings have their character in their primary-dimensional, eg DBL (2) is strong; the odd-numbered [swings have their character] in their first dimensional secondary-stream, eg RHF (1) is weak.” (Laban, 1926, pp. 78-79).

	Figure 60. Secondary stream signs as affinities with the A-scale.



This same practice of using spatial signs for notation of effort dynamics was continued in Choreutics where qualities of the “dynamosphere” are considered to be “‘secondary’ trace-forms which can be indicated by using the directional signs of the kinesphere and adding the letter ‘S’” (Laban, 1966, p. 33) and notated parallel to space (Fig. 61).
	“
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	(roundabout)”
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	Figure 61. Dynamosphere (effort) notation with modified direction signs, with an example of a kinespheric (spatial) dimensional sequence written with a secondary dynamospheric (effort) sequence (Laban, 1966, p. 65).


Transferring across effort & space. The theory of preferences or affinities also provides a rationale for the method in practice of transferring a ‘form’ between its spatial and its dynamic manifestations. This is demonstrated in Plate 19 (Fig. 62) where one dancer performs an inclination as dynamics, while the other performs it purely as spatial design.
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 “with expressive-tension                                      purely formal”
Plate 19. “Inclination 7 (lbd) A-Scale”

	Figure 62. Transferring a ‘form’ across effort & space (Laban, 1926, pp. 80-81).



This possibility of transferring across effort and space leads to the idea of an “effort scale” which is so to speak, ‘parallel’ with its spatial counterpart (Bodmer 1979b, p. 12). This might also be seen as analogous to the physical transformation between matter and energy, in this case the identity of the ‘form’ remaining but as a metamorphosis.

In Choreographie the transference is sometimes portrayed within dynamic phrasing:
The contribution of the secondary-streams comes into the body-posture at the movement-beginning, thus a kind of preparatory-swing which can be visibly seen in space. The spatial visibility so to say dies away and transforms itself into intensity-degrees, while the primary-stream proceeds as victor from the split, and comes to an end as a purely spatially definable directional-aim. (Laban, 1926, p. 77)

These parallel scales are contrasted again in Choreutics, conceiving of space as external trace-forms in the kinesphere, and effort as internal shadow-forms in the dynamosphere:
The natural scales in the kinesphere showed us the struggling of the body with outside obstacles such as matter, ... The natural scales of the dynamosphere lead us to the discovery of ... the inner struggle in the world of emotions...
Sometimes these [dynamospheric forms] and the outer kinespheric form have the same shape We can speak of a transference of a shadow–form to the kinesphere or of a transference of an outer trace–form to the dynamosphere. (Laban, 1966, pp. 60-61)

SUMMARY

A review of ‘script’ methods in Laban’s (1926) Choreographie highlights four principal features of movement analysis or studies of ‘harmony’ which had been embedded in the early “trial-scripts” at that time:

1. Directional signs were used in two ways, for indicating the orientation of body positions (points) or as orientations of lines of motion (vectors); 

2. A system of motion analysis was presented based on the two contrasting tendencies of stability (3 dimensions) and mobility (8 diagonals) in interaction and yielding deflecting lines of motion in actual movement practice (24 inclinations). 

3. Path signs revealed a conception of space as a continuity ranging from small gestures of the hand, to full body movement, to travelling across the floor. Direction and path signs apply indiscriminately throughout this spatial extent.

4. A theory for the affinities or “preferences” between space and dynamics is outlined providing the rationale for representing both of these with a shared set of direction signs and for the practice of space / effort transference.


NOTE
1. No obvious explanation is given for the ‘c’, and while it translates nicely into English, none of the German concepts used to describe arm positions begin with the letter ‘c’. Laban (1926) frequently uses the prefix “gegen-” (against) usually translated here as “counter-” in concepts such as “counterdirection” (Gegenrichtung), “counterweight” (Gegengewicht), “counter-swing” (Gegenschwung), and others. The prefix “kontra-” appears less often and could be translated identically with gegen, however the difference is maintained here such as in “contradirection” (Kontrarichtung), or “contraposition” (Kontraposition). 
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