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INTRODUCTION 
 

1. Rudolf von Laban, Schrifttanz (Wein: Universal, 1928). 
2. Martha Davis and Dean Hadiks, "The Davis Nonverbal States Scales for Psychotherapy Research: Reliability of LMA-Based 

Coding," Movement Studies: Observer Agreement 2 (1987): 29-34; Ann Hutchinson Guest, Labanotation: The System of 
Analyzing and Recording Movement, 4

th
 ed. (New York: Routledge, 2005); Judith S. Kestenberg, with the collaboration of K. Mark 

Sossin, The Role of Movement Patterns in Development, vol. 2 (New York: Dance Notation Bureau, 1979); Warren Lamb and 
Elizabeth Watson, Body Code: The Meaning in Movement (London: Routledge and K. Paul, 1979); Alan Lomax, Irmgard 
Bartenieff, and Forrestine Paulay, "The Choreometric Coding Book," in Folk Song Style and Culture, by Alan Lomax 
(Washington: American Association for the Advancement of Science, 1968), 262-273; Marion North, Personality Assessment 
Through Movement (London: Macdonald & Evans, 1972); Drid Williams and Brenda Farnell, The Laban Script: A Beginning Text 
on Movement-Writing for Non-Dancers (Canberra, ACT: Australian Institute of Aboriginal and Torres Strait Islander Studies, 
1990).  

3. For bibliographies of Labanotation documentation, see Mei-Chen Lu, A Catalogue of Notated Theatrical Dances Available at the 
Dance Notation Bureau, 9

th
 ed. (Dance Notation Bureau, 2009), <http://dancenotation.org/DNB/library/pdf/NTD_2009.pdf>  

(accessed Dec. 28, 2009); Mary Jane Warner, Laban Notation Scores: An International Bibliography, vol. 1 by Mary Jane 
Warner with Frederick E. Warner, vol. 2-3 by Mary Jane Warner, vol. 4 by Mary Jane Warner with P. Megan Andrews (New York: 
ICKL, 1984-1999).  

  The development and standardization of Labanotation is overseen by the International Council of Kinetography Laban/ 
Labanotation (I.C.K.L.). See International Council of Kinetography Laban/Labanotation, home page, <http://www.ickl.org> 
(accessed Dec. 28, 2009). 

4. Labanotation and Motif Notation are so closely related they can be used in the same score.  For example, see Sandra Aberkalns 
and Mary Corey, notators, "Nocturne," in Dances at a Gathering, choreographed by Jerome Robbins (1969), staged by Victor 
Castelli and Susan Hendl for San Francisco Ballet (2001), Labanotation score ([Dance Notation Bureau], 2001-2003); Sheila 
Marion, "Notating Susan Van Pelt‟s Warmup Sequence With Yoga: Recording the Dancer‟s Outer Shape and Inner Movement," 
in International Council of Kinetography Laban, Proceedings of the Twenty-first Biennial Conference, July 25-30, 1999, Held at 
Institut del Teatre, Diputació de Barcelona, Barcelona, Spain, 103-116. For a discussion of the relationship between Laban 
scripts, see Fox et al., "Names for What We Do," March 1, 2002, DNB Theory Bulletin Board, <http://dnbtheorybb. 
blogspot.com/2010/01/names-for-what-we-do.html> (accessed Jan. 30, 2010). 

5. Valerie Preston-Dunlop, An Introduction to Kinetography Laban, 2nd ed. (London: Macdonald and Evans, 1966, original edition, 
1963); Valerie Preston-Dunlop, Practical Kinetography Laban (London: Macdonald and Evans, 1969); Valerie Preston-Dunlop, 
Readers in Kinetography Laban, Series B: Motif Writing for Dance, 4 vol. (London: Macdonald and Evans, 1967); Ann 
Hutchinson Guest, Your Move: A New Approach to the Study of Movement and Dance (New York: Gordon and Breach, 1983,  
reprint with corrections, 1995); Ann Hutchinson Guest and Tina Curran, Your Move, 2

nd
 ed. (New York: Routledge, 2008). 

  This book uses Guest and Curran, Your Move, 2
nd

 ed. as a standard. However, some of the symbols and rules of usage 
presented in this book differ from those in Your Move. Such deviations are cited throughout these notes.  

  Preston-Dunlop calls the system "Motif Writing." In Guest and Curran, Your Move, the names “Motif Description” and 
“Motif Notation” are used. 

6. Calaban, computer software, available at Welcome to the Calaban Homepage, <http://web.bham.ac.uk/calaban/frame.htm> 
(accessed Dec. 28, 2009); LabanWriter, computer software, available at “LabanWriter”, The Ohio State University, 
<http://www.dance.ohio-state.edu/labanwriter/> (accessed Dec. 28, 2009). 

 

CHAPTER I – TIMING AND STRUCTURE 
 

1. In this book a plain action stroke, as in 221a, represents movement that is totally open to 
interpretation. In Guest and Curran, Your Move (2-3), that symbol indicates unspecified 
movement that is "appropriate to the context in which it occurs," while "total freedom of choice 
of movement" is indicated by adding an ad lib. sign, as in 221b. For further discussion of this 
issue, see Charlotte Wile, “Minutes for the Open Theory Meeting, June 28, 2009“, DNB Theory 
Bulletin Board, <http://dnbtheorybb.blogspot.com/2010/01/minutes-for-open-theory-meeting-
june-28.html> (accessed Jan. 30, 2010). 

 2. Calaban; LabanWriter. 
 

CHAPTER II – BODY PORTION INVOLVEMENT  
 

1. The whole body can also be viewed according the way it is organized. Such "Patterns of Total 
Body Connectivity" are indicated with the signs in 222a-f. For further information, see Peggy 
Hackney, Making Connections: Total Body Integration Through Bartenieff Fundamentals 
(Amsterdam: Gordon and Breach, 1998). 

2. To be more precise, a body part movement (a gesture) is a movement of a discrete body portion 
that does not carry the weight of the body-as-a-whole. For instance, touching a foot to the 
ground without putting weight on it would be a gesture. In contrast, a weight bearing movement, 
such as a step on a foot, would be a whole body movement. 

3. As the chart shows, circles have various meanings, such as "body aspect," or "light-point" (see 
also page 345). 
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229a) b) 

4. In Guest and Curran, Your Move (527-533), there are specific guidelines for the placement of certain 
indications. 

5. A parallel idea is "initiation," which is the impulse for a movement (e.g., a breath), or the place in the 
body where the movement begins in time. In contrast, the body part that "leads" is the one that goes 
first in space. The body part that leads can be the same or different from the one that initiates. For 
example, when the arm reaches for something, the hand might both lead and initiate; or the hand 
could lead, and the shoulder or other body part could initiate. Similarly, in a jump in which the head 
leads, the initiation could be in the head, the feet, or another location. An indication for initiation has 
not been standardized, but some notators use a bow that is thick at the bottom, as in 223a.  

  

CHAPTER III – DIRECTION 
 

1. The crosswise directions in 38d are also called "diagonal" directions, for example, right-forward diagonal.  
2. This rule applies to the movements depicted in this chapter. However, direction signs used with certain 

other movements have a different meaning. For instance, the direction of stepping is determined in relation 
to the location of the body at the beginning of the movement (see page 122). Therefore, 224a depicts 
stepping forward from the point of departure.   

3. In Guest and Curran, Your Move (149-152), the boundaries of zones depicted by direction signs are 
different from this book. 

4. In Guest and Curan, Your Move (123), center for the whole body is usually a neutral standing position. 
5. In this book an unmodified direction sign, as in 225a, can be interpreted using any body portion 

involvement (whole body or bodfy part). In Guest and Curran, Your Move (117-118), such direction signs 
represent body part movement.   

6. It has been suggested that the stillness sign can also be used to specify expressiveness in a starting 
position, as in 226a.  

 

CHAPTER IV – EFFORT 
 

1. Some movement analysts include "Limp Effort," "Heavy Effort," and "Weight Sensing" in the Effort paradigm. In Limp Effort there 
is minimal force; the mover appears flaccid and vigorless. In Heavy Effort the mover gives in to gravity or passively collapses (in 
contrast to Strong Effort, where the weight is actively asserted). Weight Sensing means having a sensate experience or 
awareness of the body's relation to gravity. See Hackney, Making Connections, 220, 244-245. 

  Ann Hutchinson Guest and some other notation experts think the Effort material, particularly the concept of weight, needs 
revision. For instance, Guest feels the Effort paradigm as it now stands does not adequately distinguish between the pull of 
gravity, the weight of the body in terms of pounds, and muscular action (force). See Ann Hutchinson Guest et al., "Eukinetics 
and Effort, Weighty Subject, Small Zeros," Feb. 20, 2001, DNB Theory Bulletin Board, <http://dnbtheorybb.blogspot.com/ 
2010/01/eukinetics-and-effort-weighty-subject.html> (accessed Jan. 30, 2010); Ann Hutchinson Guest, “Effort: Concerns to 
Discuss,” DNB Theory Bulletin Board, <http://sites.google.com/site/effortconcerns/> (accessed Feb. 14, 2010). 

2. Signs for other weight variables (see note 1 above) are shown in 227a-c.  See Hackney, Making Connections, 220. 
  A method of showing Effort intensity has not been standardized. One proposal, which incorporates “plus” and “minus” 

signs, is exemplified in 228a-l.  
 
 

  
   

 
 
 
 
 
 

 
 

 For other methods of indicating Effort and dynamics, see Guest and Curran, Your Move, 514-521; Preston-Dunlop, 
Practical Kinetography Laban, 185-193; Alan Salter, Perspectives on Notation, vol. 3, Notation and Application (London: Laban 
Centre for Movement and Dance, 1978), 15-25. 

 

CHAPTER V – SHAPE MODES 
 

1. Some movement analysts use the term "Shaping" instead of "Carving." 
2. In some publications Carving is indicated with the sign in 229a, and Shape Flow is indicated with 

the sign in 229b.  
A generic sign for the overall category of "Shape" is shown in 230a. Many movement analysts feel the Shape category 

includes a range of movement aspects, such as Shape Modes (Ex. 230b); Shape Forms (Ex. 230c), which will be discussed in 
Chapter IX; scattering and gathering (Ex. 230d), which will be discussed in Chapter XVIII; and other shape distinctions not 
discussed in this book.   

 
 
 
 
 
 
  

j) 

   Various methods have been devised for depicting shape distinctions. For instance, a traditional method is given in Janis 
Pforsich, Handbook for Laban Movement Analysis (N.p.: by the author, 1977). Peggy Hackney has developed another method, 
which she describes in Making Connections (221-223, 228-229). For comparisons of these two systems, see Ellen Goldman, 
"Response to: „Shape‟: Clarifications Within the System of Laban Movement Analysis," unpublished paper for the Laban 
Research Conference, cosponsored by the Laban/Bartenieff Institute for Movement Studies and Rutgers University, June 1984; 
Peggy Hackney, "Shape: What's Shaping Up?," unpublished paper for the Eurolab Conference, Berlin, 1993.  
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CHAPTER VI – RELATIONSHIPS 
 
1. Support relationships can also be indicated with the support bow drawn as in 231a-d. The relater that moves to establish the 

relationship (often the one that is supported) is depicted at the top end of the bow. The other relater (often the one that is 
supporting) is depicted at the bottom end of the bow.  

 
 
 
 

 

 
CHAPTER VII – WEIGHT TRANSFERENCE  
 

1.  Ex. 232a-d show alternate ways to indicate weight transference, with the support bow drawn             or             . 
  In Guest and Curran, Your Move (203), weight transference to a particular body part is indicated as exemplified here in 

233a. 
 
 
 
 

 
2.  For 88f keep in mind that unmodified body part indications, such as the one shown here in 234a, are body part movements. As 

such they depict non-weight bearing gestures. This means they do not end in a weight transference (see note 2 for Chapter II on 
page 369). Thus, in 234a the left leg might, for example, gesture forward in the air, or move forward and end with the left foot 
touching the floor (without a weight transference to the left foot). In contrast, 234b-e specify whole body movements that end 
with weight on the left foot, i.e., weight transference.  

 

 
  
 
 
 
 

 
CHAPTER VIII – TRAVELING  
 

1. Various terms have been used for path designs. For instance, in some publications 
235a is called a vertical path (on the "door plane"), 235b is called a sagittal path 
(on the "wheel plane"), and 235c is called a horizontal path (on the "table plane"). 
In Guest and Curran, Your Move (320), 235a is sometimes called a "lateral path."  

  In Guest and Curran, Your Move (319), all gestural path signs contain a hold 
sign at the base of the indication, as shown here in 236a,b. Also, in Your Move 
(320), a cartwheel path in either direction is indicated as shown here in 236b. 

  Indications for circular paths encompassing diagonal directions, such as the 
path depicted in 237a,b, have not been standardized. It has been suggested they 
could be indicated with 237c (circling forward over the right-forward and left-
backward diagonals), 237d (circling backward over the right-forward and left-
backward diagonals), 237e (circling forward or backward over the right-forward and 
left-backward diagonals), 237f (circling forward over the left-forward and right-
backward diagonals), 237g (circling backward over the left-forward and right-
backward diagonals), and 237h (circling forward or backward  over the left-forward 
and right-backward diagonals). See Ann Hutchinson Guest and Joukje Kolff, 
Advanced Labanotation: Spatial Variations, Issue 9 (Hampshire: Dance Books, 
2002), 256. 

  Another way to categorize paths is in relation to the kinesphere (the space 
around a person within his or her reach). This "Approach to Kinesphere" has two 
components: "Spatial Tensions” and "Spatial Pathways."  There are three Spatial 
Tension variables: 1) "Central Tension," in which the movement expresses a kinetic 
chain traveling out from or into the center of the kinesphere; 2) "Peripheral 
Tension," in which there is there is a sense of maintaining a distance between a 
body portion and the center of the kinesphere; and 3) "Transverse Tension," in 
which there is a constantly changing, mutually supportive relationship between a 
body portion and the center of the kinesphere. Spatial Tension signs are shown in 
238a-c.  

  Spatial Pathways are also divided into three groups: 1) "Central Pathways, which go away from, toward, or through the 
center of the kinesphere; 2) "Peripheral Pathways," which trace the periphery of the kinesphere; and 3) "Transverse Pathways," 
which go between the center and the periphery. Although Spatial Pathways are sometimes inferred from direction indications, 
signs that specifically denote Spatial Pathways have not been established. 

  For other perceptions of these concepts, see Richard Haisma, "The Case for Spatial Tension," October 17, 2005, DNB 
Theory Bulletin Board, <http://dnbtheorybb.blogspot.com/2010/01/case-for-spatial-tension.html> (accessed Jan. 30, 2010); 
Jeffrey Longstaff et al., “What Is Spatial Tension?” August 21, 2007, DNB Theory Bulletin Board, <http://dnbtheorybb. 
blogspot.com/2010/01/what-is-spatial-tension.html> (accessed Jan. 30, 2010). 
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2. For further information concerning the location of design drawings, see Guest and Rob 

Van Haarst, Advanced Labanotation: Shape Design, Trace Patterns, vol. 1, part 2 (Chur, 
Switz Harwood Academic, 1991), 22-38.   

3. In Guest and Curran, Your Move (27-74), the term “traveling” just refers to locomotor 
paths, and locomotor paths are indicated without a whole body pre-sign, as shown here in 
239a-c. Also, in Your Move (42), 239c indicates a path that contains curves that are not 
seen or experienced as portions of a circle. In this book 239c indicates any curved path, 
including a circle. 

4. The analysis of orientation begins by establishing the location of "front" in the movement site (such as a particular wall in a room, 
the audience side of a stage, or north in an outdoors area). A cross of directions is visualized in the middle of the site, with the 
front line in the cross pointing toward the designated front, as in 240a. Then a similar cross of directions is visualized in the 
center of each mover. The lines in the mover's cross are parallel to the lines in the movement site cross. Thus, just as north, 
south, east, and west are constant on a map, notated orientation is uniform for all movers, regardless of their location or the 
shape and size of the site (Ex. 240b,c). 

 
 
 
 
 
 
 
 

5. In other publications "any orientation" is indicated with the sign in 241a.  
6. The shading of an unmodified direction sign inside a locomotor path sign indicates the pitch or slope of the surface on 

which the mover travels. Blank shading shows the pitch is unspecified or irrelevant (Ex. 242a). Striped shading shows 
the pitch is upward, as when going up a hill (Ex. 242b). Dotted shading shows the pitch is horizontal, as when walking 
on flat ground (Ex. 242c). Dark shading shows the pitch goes downward, as when going down a hill (Ex. 242d). 

  Thus, the direction signs in 242a-d show the pitch of the path and the direction of the movement used to travel on that 
path. However, they do not show the level of the traveling movement. The movement‟s level may be indicated as in 242e. It has 
been suggested that the level of traveling steps can also be indicted as in 242f-i. 

  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

7.  In other publications the size of a circular path is indicated with a plain measurement sign (without 
a diamond), as in 243a. See Motif at a Glance!: A Quick Guide to Motif Description, The Method of 
Recording Movement Concepts, compiled by The Language of Dance Centre (London: Gordon 
and Breach, 2000).  

  Keep in mind that "path size" and the "amount (degree) of the path that is traveled" are 
different concepts. For instance, one could travel a 3/4 amount of a small size path (Ex. 243b), or a 
3/4 amount of a large size path (Ex. 243c). See Cook and Charlotte Wile, "Indicating the Amount 
and/or the Size of a Path," November 9, 2001, DNB Theory Bulletin Board, 
<http://dnbtheorybb.blogspot.com/2010/01/indicating-amount-andor-size-of-path.html> (accessed 
Jan. 30, 2010). 

  Traveling a specific amount of a circle can be indicated as exemplified on page 172. For 
further information, see Guest and Curran, Your Move (58-60).  

8. As with many other aspects of the notation, standard floor plans are drawn from the mover's point of view, with the open "front" 
side of the movement site toward the top of the page, as in 244a. Sometimes it is preferable for the floor plans to be drawn from 
the viewer's point of view, as in 244b. For example, a dance director might find such plans useful when he looks at a dance 
while sitting in the audience. 
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CHAPTER IX – BODY CONFIGURATIONS 
  
1. In some publications the term "Still Forms" is used instead of "Shape Forms." 
2. As with design drawings, the location of a body configuration can vary. For instance, there are several ways to interpret 245a, as 

is exemplified in 245b and 245c. The location of a shape can be specified with details about the situation of body parts, as in the 
notation for 245b,c.  

 
 
 
 
 
  
3. In Guest and Curran, Your Move, linking bows are always short. 
4. Throughout this book the terms "quick" and "fast" may refer to indications that are fast in 

relation to other indications, but not necessarily fast in clock time. For instance, in 246a, 
since the basic unit is unstated, the "fast" Ball-like movement could actually have any 
clock time value. To specify clock time, a statement of the basic unit needs to be included 
in the notation, as in 246b (see page 14). 

 
CHAPTER X – FLEXION AND EXTENSION 
 
1. For further information on specific forms of flexion and extension, see Guest and Curran, 

Your Move (377-413).  
 
CHAPTER XI – FALLS 
 
1. In Guest and Curran, Your Move (226-236), a distinction is made between momentary "slight falling," as in the ballet step 

"tombé," and "true falling," in which balance is completely lost because the center of gravity moves far beyond the supporting 
base. Slight falling is indicated as shown below in 247a, and true falling is indicated as in 247b. 

  It has been suggested that falling in an unspecified direction can also be indicated with the sign for the center of gravity 
and the sign for tilting, as in 248a (i.e., the center of gravity is on a line that is tilted away from the vertical line of gravity). The 
difference between 248a and 248b is intent. In 248a the focus is on falling into space; 248b says fall away from a balanced state.  

  In Motif Notation the term "fall" is used for a movement in which there is a loss of balance. However, in modern dance and 
other disciplines the term might mean the body descends, usually quickly, without a loss of balance, as exemplified in 249a. 
Such "central falls" are indicated with a center of gravity sign and a direction sign that contains a downward arrow, as in 249b. A 
central fall in any direction is indicated as in 249c. For further information, see Guest and Curran, Your Move (237-239). 

 
 
 
 
 
 
 
 
 
  
  The shading of the direction sign in a fall indication shows the level of the fall. The level is determined by the relationship 

of the center of gravity to the body's supporting base at the end of the fall. In 250a the fall finishes with the center of gravity 
higher than the body's base. In 250b the fall finishes with the center of gravity on the same level as the body's base. A blank 
direction sign, which is used throughout this book, indicates the level of the fall is open to interpretation (Ex. 250c).  

 
 
 
 
 
 
 
CHAPTER XII – TURNS 
 
1. For further information on turning an exact amount, see Guest and Curran, Your Move (58-60). 
 
CHAPTER XIII – AERIAL MOVEMENT 
 
1. For further information on specifying the direction and other aspects of aerial movement, see Bullet-In-Stead!: Teaching Ideas 

From the Language of Dance Association 2 (June 1994).  
 
CHAPTER XIV – ALTITUDES 
 

1. In other publications the term "level" is usually used instead of "altitude," and there are often only three variables: low, middle, 
and high (see page 244). 
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b) 

2. A rondo is a compositional form with one principal theme, repeated at intervals, with contrasting themes between the repetitions 
(e.g., ABACAD). In a canon form the same movement is performed by individuals or groups at different times, (e.g., like a round 
in music). For other ways to indicate canons, see Bullet-In-Stead 18 (June 2002), 3-4. For further information on forms, see 
Lynne Anne Blom, and L. Tarin Chaplin, The Intimate Act of Choreography (Pittsburgh: University of Pittsburgh Press, 1982), 83-
123.  

 

CHAPTER XV – EFFORT COMBINATIONS 
 

1. An Effort quality comprised of four Elements, as in 251a-c, is called a "Full Effort," or a "Complete Effort." Such qualities are 
exceptionally dynamic, and therefore relatively uncommon.  

  To show either Element in a Factor is expressed, both Elements are written, as in 252a,b.  Such indications depict Effort 
in one body portion (see the "Note on Writing" on page 252).   

  A method of showing the intensity of Effort combinations has not been standardized.  One idea is exemplified in 253a-e 
(see note 2 for Chapter IV on page 370). 

 
 
 
  
 
 
 
 
 
 
 
 
 
 

 
 
CHAPTER XVI – PATTERNS OF EFFORT INTENSITY 
 
1. It has been suggested that modified Intensity Pattern signs could be used to indicate other aspects of movement that increase, 

decrease, or remain constant, such as the size of the movement or the number of body parts involved. For a discussion of this 
idea, see Charlotte Wile, “Minutes for the Open Theory Meeting, September 10, 2007,” Sept 10, 2007, DNB Theory Bulletin 
Board  <http://dnbtheorybb.blogspot.com/2010/01/minutes-for-open-theory-meeting.html> (accessed Jan. 30, 2010).  

  For other methods of indicating Intensity Patterns or related ideas, see Odette Blum, "An Initial Investigation Into Ghanaian 
Dance in Order to Ascertain Aspects of Style by the Analysts and Notation of the Dynamic Phrase," in A Spectrum of World Dance, 
Dance Research Annual 16, (New York: CORD, 1987), 52-67; Guest and Curran, Your Move, 514-521; Vera Maletic, Dance 
Dynamics: Effort and Phrasing, workbook and DVD (Columbus Ohio: Grade A Notes, 2005); North, Personality Assessment 
Through Movement (22-36); Valerie Preston-Dunlop, A Handbook for Modern Educational Dance, rev. ed. (Boston: Plays, 1980), 
103-105.    

 

CHAPTER XVII – THEMES 
 

1. To show the unspecified component is always the same variable (e.g., the same direction), it has 
been suggested that an equal sign inside a parentheses could be placed before the generic sign, as 
in 254a. A slash (i.e., not equal) is added to state that different variables of the component should be 
used, e.g., different directions, as in 254b.  

2. Effort intensity can be specified or unspecified in thematic as well as literal notation, as in 255a,b.  
 

CHAPTER XVIII – AWAY, TOWARD, ARRIVE 
 
1. This chapter gives an introduction to "away, toward, and arrive" 

perspectives. A complete discussion of the topic is more complex than 
the purview of this book allows. For instance, the perspective depicted 
by direction signs can vary depending upon the context or intent of the 
movement (see page 58; note 2 for Chapter III on page 370; and note 2 
for Chapter XIX on page 375). Similarly, the assumed perspective for 
some actions, such as falling, is "away." However, for other actions, 
such as altitude, it is "arrive." For further information, see Bullet-In-
Stead 4 (June 1995); Guest and Curran, Your Move (459-486). 

2. Movement analysts do not agree on the definition of scattering and 
gathering. Some feel such movements can be done on straight as well 
as curved paths. Some feel they are always imbued with a Carving 
Shape Mode.  Some feel only the limbs can scatter and gather, while 
others feel other body portions, such as a body quadrant or the torso, 
can scatter and gather. 

  
 
 

254a) b) 

Sudden-
Light-Direct 
(all have any 
intensity) 253a) 

Sudden-Light-
Direct (all 
slightly 
intense) b) 

Sudden-
Light-Direct 
(all 
moderately 
intense) 

Sudden-
Light-Direct 
(all 
markedly 
intense) 

any intensity 
Sudden, slightly 
Light, markedly 
Direct c) d) e) 

Strong-
Free-
Direct-
Sudden 

either 
Light-Free, 
or Light- 
Bound  

either 
Light or 
Strong 

Light-Free- 
Sustained-
Indirect 

c) 

any 
combination of 
either Light or 
Strong, and 
either Bound 
or Free 

c) 251a) 

Light-
Direct-
Bound-
Sustained  252a) b) b) 
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CHAPTER XIX – SYSTEMS OF REFERENCE  
 
1. For further information on systems of reference, see Guest, Labanotation: The System of Analyzing and Recording Movement, 

368-385; Guest and Curran, Your Move (487-503).  
2. Directions can be also be analyzed and depicted in other ways. For instance, in this book the cross of axes is placed at the 

proximal end of the limb. It is also possible to place it at the distal end (extremity) of a body part. This is illustrated below. If the 
Standard Cross system is used, and the cross of axes is at the proximal end of the arm (the shoulder), as in 256a, then the arm 
movement depicted by the arrow ends right low. However, if the cross of axes is placed at the distal end (the hand), as in 256b, 
then the direction of the movement is downward. The proximal analysis is depicted with a “regular” direction sign, as in 256a,c. A 
distal analysis is shown with a modified direction sign, as in 256b,d.  

  These two methods of indicating direction convey different perceptions of movement. In the proximal analysis (Ex. 256a,c) 
the emphasis is on where the movement arrives. In the distal analysis (Ex. 256b,d) the emphasis is on the progression of 
movement through space in relation to the point of departure. See Bullet-In-Stead 4 (June 1995). 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
   

Directions can also be determined in relation to body parts. For instance, in 257a the extremity of 
the arm is forward of the upper leg. This is indicated as in 257b. For further information see Ann 
Hutchinson Guest, "D. B. P. for Gestures,” technical paper 17 for the 1987 International Council of 
Kinetography Laban Conference. 

  For other ways to analyze directions, see Bullet-In-Stead 16 (June 2001); Jeffrey Scott 
Longstaff, "Translating Vector Symbols from Laban‟s Choreographie," in International Council of 
Kinetography Laban, Proceedings of the Twenty-second Biennial Conference, July 26-August 2, 
2001, Held at Department of Dance, The Ohio State University, 70-86; Claude Perrottet, "Learning 
Dance Studies in the Context of Choreutics: A Journey of Discovery into the Harmony of Space," 
Action Recording 83/84 (Dec. 1998): 4-7. 

 
APPENDIX B - CANCELATION AND RETENTION 
 
1. In Guest and Curran, Your Move (290), Release signs are placed above the relationship bow or the 

body part sign. However, the hold sign is just placed above the relationship bow.  
 
APPENDIX F – GRAMMATICAL SUMMARIES 
 
1. As shown in the chart, weight transference, falling, aerial movement, and moving to an altitude are 

always whole body actions (with pre-signs unnecessary). This is because of the way they are 
defined in Motif Notation. Weight transference is concerned with transferring the overall weight of the 
whole body to a new support. Falling means taking the whole body's center of weight off balance. In 
an aerial movement, the whole body leaves the supporting surface. Moving to an altitude means the 
whole body goes to that location. For a theoretical discussion of how the concepts of weight 
transference and falling might be applied to body parts, see Bullet-in-Stead 3 (Jan. 1995): 7-8.   

   The indications in the chart that depict "whole body design drawing" (shown here in 258a) and 
"design drawing by anybody portion" (shown here in 258b) are new ideas that have not been standardized. The sign for whole 
body design drawing could be used, for example, to depict a complicated locomotor path, as in 258a. Example 258b would be 
used when the body portion (whole body or body part) used to draw the design is irrelevant or unspecified. In Guest and Curran, 
Your Move (327), design drawings are always gestural movements.  

257a) 

256a) 

the arm 
moves to 
right low b) c) d) 

the arm 
moves 
left middle 

the arm 
moves to 
left high 

the arm 
moves 
downward 

b) 258a) 

 

b) 


