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2H}'=Ef| 0] 44(Labanotation)0] LHE5te S2HM

1. o7t g V. gtaldlo] do] ¥k sl
I. 7§ 712w AAe} o4 wiF Aokl 783
M. Aok FA4FLe] Mol A 4= = V. £34 242249 gl
&9 FA3A 54 E(constitutive Hlo]4 2 gmelo mz
properties)®} it (Laban)e] o] 2& VI W
st e 2d Ve Ee A ZianR|
Abstract

E (tangible artifact)®] FAlg= EA)|

& Fgo] 2@ AR AAATY E B-BA3 2w - &Aste]

D) mhEAel AAL st o] 715 ek “FES 9TH 289 23] EAA,
P4 F2AE 1 47 AT YOm, fFE B2 1 A% oA AlekAl e
+ 3] Apdolth(Dance exists at a perpetual vanishing point. At the moment of its
creation it is gone . . . . [It is] an event that disappears in the very act of materializing).”
Siegel, M. B.(1972), At the Vanishing Point: A Critical Looks at Dance, New York:
Saturday Review Press Book, p. 1.
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AsA oA & TR o847t AT PEFE e FEFS AR
A, Bgrs 1A 5, Fge] EASNE a7tel AAAE] 2 AFke
ZASAN Bt B Tg W) EFHS Wby T4 Folgh
BAIZ AA2GA ololA7 Heint

T T8/1%9] BRAS V1% olehs SR gtk 7150 2
AR S ALl AL NE AZNS 28 AL+ gov, n

olgld SWE AYg o 71EWo] HiEoer HAS AHEOEH
A olalE Ak B FE7150] BRI F-&o] M3 A A
3174 Wgtae Ado] vk Mg Heta Aol 7k &Ag Al
EE WFY §AH J9& STAHEA §AE B3 FHEE ded 7
& A TEAEH HAE, 2ol S0l 3t 59152171 s A HA
T8 w3 A Aot & Foprt H7] 9 ko] UL T dIOE
TE7159 ool v AxEALY d 78715 Fopd hEFAR
JdAolAE A 33 AAE(Ann Hutchinson Guest)E The3} 7o) 374
ShAL Sltk: R8-S ded FAA At -FHYL] Aot -ow, A2 I
2L B e S 71ENe B VISEoEA ] QB wE Y, dX

combined with art, . . . A science can only be developed, described, discussed,
disseminated through being recorded —in words, figures, and/or symbols—in

2%

il

o]

% I ]
5] Ry Skl Wof
o}, 2% Z(Fernau Hal)ol mE2H, "9 2 Eo], Fe 77} gA7)-F2A T T
< Ao GHE FEFOZN FHY Ao tiste] B2 AL w5 e
Fe otFrte 18 4 Ith(A young composer, for example, can learn a great deal
about orchestration by studying the scores of a composer like Rimsky-Korsakov: not so the
young choreographer).” Hall, F.(1983), Dance notation and choredlogy. In M. Cohen & R.
Copeland(Eds.), What is Dance?, New York: Oxford University Press, p. 392.

3) o] A EF TARA FAF 9 (logocentrism) Foll A F-&-o] Ao} A Jel (pre-verbal) 1
A9 HEo] HAol(non-verbal) F& A H (feminine) &2 A FHol gk A ©E
(Ann Daly) 9] Az AP Daly, A.(1995), “The future of feminist dance history.” In
M. Kim(Ed.), International Academic Conference on Dance, Seoul: KIDE 95, pp. 154-159,
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brief, through notation)

olgg &2 AAA Bast A AR wiAES wEeE 787
=9 A 2 7150 ANEE oA HALH, T A=t 9
Az £ dd Jlewde] 2 A AsS 2 e dEHd 5
ZIEHER AR FAEE ol& 71F WHECl 28 Theshl =M
ok @A G AREED Sl Mt #edolu AlEA AHQ HFE oY
meold 5 AR AAES <& F8U1F e 4 Al 8740 A
I SlE AME OE EA B2 AR St BY A7) 553 A4
(representation) 7355 7HAL 7] W2l & 7EHSHE OE 4
oA dA F& 715S A AHEHL dTkY o] 2 Ho ugeR & =
TAME A7 e & 7IENeE sy, 58] AE 7§ 71HY
o] zk= AAGt ol wigo R WHE T VEYE F AA 7P BuF
L2 AREHY 3 THALE AvFoRA HFY

4) Guest, A, H.(1984), Dance Notation: The Process of Recording Movement on Paper, New
York: Dance Horizons, p. XI.

5) EAQ £2 71HHOZ W4 52 7] 2% (Benesh Movement Notation) 3} ol 4] Z-u}
A% =7 71E (Eshkol-Wachmann Movement Notation), 12|32 vl dolA
(Labanotation) 5] 1tk

6) & £ HE Y &S o)&
1&g vhd, Jdg AXE
o Bld RS Fo 2P
AANANN F) FAFo| #e

P 71BN F8o] A dEolge e & A4l
St 7hlE (o JEe] AgolA ofd ZE2 AE
) S oTHel (hael 42 2% ARES o9
Ao] E7H9sHA dtdHThE el dF9 dAA 7S
o= 4R, Ea oA SollA 2L WENS] ZYFE AT waordol mhel
OEA AT To] mE UL HolZ dA o 7HA7t AdE § ARl FEE V)
59 u)de Holmy BF w9 S 20 B Pis
Z9] g|4o] AAE ¥ HoIZZ olsfHT}. oo e EES h YA (Ann Dis), £ 7]
W (John Giffin)3} 37 AFsted 19929 Dance Research Journaldl 2w dt gl g
(Vera Maletic) 9] =% “The Identity of Tudor’s Dark Elegies as Mediated by Two Dance
Companies and Two Technologies ©]1}, 9l 3] 3< Al 2~E(Ann Hutchinson Guest) 9] 1984
d AX Dance NotationZ 27 “Why not use existing devices to record dance?’ & %3
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II. & 7|29 AA¢} o|24 uj7H

A FEAES I AAR BHED F §I7] Wi A5 1 AA 8%
S UEd § gle 789 Z8 27 E(necessary conditions) & E23le] T
< WA S Bl B W, 7S ok ste A Al Aotk 13t
W, BEA] ZAH T 7| FE ok s T80 Q8 Zzio|g FoH of
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3} I A (an instance) 7} 2| A 2 AA7]€4 o & (autographic art)
3 o] F JHA7F AEs] ®ElFHo] Sl tiA|71+4 o< (allographic art)©]
AT B, 3|38} 7 A 7| dlEoes FAEF AL TR Ue

A S, MY 93 72 A7)+ 4 dEdAE 1 A (an instance) 7}

=)
o
Nl
Y
i
9,
3o
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2
oK
g
<
3
2,
iie2
o
=)
e
al
o)
N
ol
=
[
=
X0,
rl
AN
N
&

F wotell A AHEHE ofH. o
e B (score) o, HES| Fo7)52 FAolghs @] Za%e e
At S-S LA HrE, & Aol o| AFoR £317] 913}

7) Goodman, N.(1976), Languages of Art(2nd ed.), Indianapolis, IN: Hackett Publishing
Company.

8) & B9, sl 3 FFo] IF =
7 7K Qs A A= A, O
gEolH, o]Ro] I3tE AA7=H A&
ZIEHE ugo R ezl J|sEy
o 4347 A4 19 ohioldl 1A 2047 BAHEOIY AR AAR TS A
S0l 917 HAFE QFAs} Shel thebd /135S Lokt B LA o
b s AFE I AFELE B2 g8 AFoE AAHA e 7] HA, oA
Mg 54 A€ deZ EFEA I

399 # 9 AL 1 AF A
5 2E A BENE A -
k. W Ao Soke) 4§ o
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R T [

i)
oo
o
N
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< 71HY o
A AYAE AW 2E, 12T, o7y 5 Soks YAaE 74
% 5450 td Yol Eel A4 A ool vl gt HE B

F3 & o A AARIA I AES FASL e
= (essential properties)©] F-10A]o] thst AA A AA (practical decisions)

WeloF Fotal AAJSEAL AThl0 o] AE & AFe] 2AdH SA4E5S 24T

29 =(Horwitz) 7} SR % 782 o ZFE(the wok) 9] #4474 EAES
AARst7] sl A= 1 AFe FAsHE §F ¢l (an instance) & ZAME HF
o e Al FEAA | Aotk o] A9t At I, F&3%
e =714 of| & (ephemeral art) o] A F9lo] 7|H¥ o2 wg FAE o]
Aok stk AAsE W, ddE HH(FH)ES UA of| EX% AF
o7 # 247 54

o

9) Horwitz, D. L.(1988), “Philosophical issues related to notation and reconstruction”,
Choreography and Dance 1, pp. 37-53.
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& dolw 1A% o] ohyx, BAH EHES ZASI 1 4F9 9
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ox
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N
N
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)
riz
i
N

& AAgTE Holk w7t sle Aol 18BR, F87]15] d3e
g Abol Fdg oW AlZteR ofgA ofsfstal X wEbA I g%
o A SAES oA At et ste BASH dol datEo
Atk oA FE&71F0 Qlo] 23 =AML el I FEEd
Al g M2 BE AYEe AR FEo] FAY 5SS dE
Az R gEA EAE F o 7S U] deelt

1 Aok FAF82] WA sl A==
£ (constitutive properties)® 2}¥F(Laban)2]
< vlgo 23 7| R 5o WA

o
S MR ST Esl
Ao F4RE] ABAIN FEL LA 4uE -8 AL 9D

d&7te] kEE wEe R dto] JrAor FxE shhe] thit(an objct)

10) Goodman, N.(1976).

1) M Fof B89 wgos dutgog ZEo A&z 1 FAEFS A3 HFEA o
ol A A, F&o] A AAEolgE o] MEe &
& oS FE J|HEY vYL TE BES o] &3 747
SNAEA, L AgelA TAE Hade AZE olgret A oln gAS AFIHEY
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2)
g97t 5774747‘:‘ A A R O FEE O @ AEEY BHEolg
£ o] Y (The first area in which a real need [of dance notation] is felt is in
the preservation of ballets, of choreographic works). 12 ThA] @WajA], F-&& 2

2 |
o 1 = T 1 —_—
Qg Mo EH OE 4FS FUANA P FU 4FOE 7RI
T, olgh 2w FEI|%S 7 Aol AL B 2

IRE Fo AgHAE B4R EE BEE £TEA ol

I

>
-
pcs
o
fu

a3 F8715L o) REHIo s 4FY 2o
FEY 5 9N FUY SR (Muil Topen)d] H2W BAo] F 2
o 2EA2 qsHeE slofshe LA At

G ECERE RS o T
o

28 I Ao, EAls & o A4

Ao g thad 72 A 7t
X803 (the vocabulary) =
7

e BeA ARE)L, vhA
g FA o Aotk 1 FellM: A WA e xdold] S
2EHEE 79 23 (movement) & 7]15'7 2 31, o] A FAAs}
o] E2 )32 el Y8 A tEE 9 AAA A8 EA
FREHA Q12 Ee] gtk %7%1%1% FE7Y 55 5ol AdHE F&
o] Hulgl Al (manifestation) 0] 715 Stch. o]k wigto A g0 FAIH
529 E (constitutive properties)& F2A7F FAY S tARlstthE, 2 &
o] Bo] A7t gtelA TARIETHE AP uRo R HETANY A
B+ (compositional style) 2 o]all =4 =2, mEkA] AoF % Qellxe] X
Aol F& 7|RY AFE $AHOR T B ol EAsE 24Y

AE 2fde U E20Z A Ha gl A E W42 20000 72 2697 New
York Times®] 22+ AY¥ ©Y (Jennifer Dunning)® 7]A} “Warning: Ephemeral but
Private Property” 3%,
12) Guest, A. H.(1984), p. 1
13) Topaz, M.(1988), “Specifics of style in the works of Balanchine and Tudor’, Choreography
and Dance 1, pp. 1-36.
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applicability) ¢] 32+ A A|Ael A=A & E
A P
AAEG= FZF gtellA FZo]= Al (the moving body in

than attitudes of the body in relation to itself)™® = Ho 2L T3 F
Zbt Al g oS AR ek 549
(kinesphere) & <17+0] &2 el oJaf FxH 1,
£ B9l AzEd o) WEelAE Aol A% (ving achtectue) 2
ONHATH oleieh Shure] S WEOE ehubrlold cllAsl $29)
o Rgsel Bol A7 TUSHY WA oA el UAACR olsls)
BT, B 7N oA AHEEE 1S5S dAnel B Fi

o Fol 1k <kollA oA FHoleAE ALsA Uehlierd 23s %

o
off o
N
N
|

N o
N
S
lo,

it

O

FA HAAT AlF7E <t o] SA A BA] gk Ak Aol o= A
T Zol2 ol HW kb ol AEgE WA 24 (microstructural)
Amo 2 AEZ AR 1YL B 4 g 89 AATZ(macrostructure)
of e AZhE slgeit). 2, Z47He] Aol e Ao Bl F9 A
A ZAZ ol R, et Fo HAA Fxo] tgk E40] 7Fss Hrh
o, Y SAUE AATE FE AAA AEESol 123 FAHUE

| THES e FEAEY S THA2E T 5

1) ehEol A SRaA, JeeE P2S PO £199 FA AT T &
A BEO T A2E BAUORA ARREY ohizt SR A AR
E:" /\

15) Marlon S.(1997), “Notation systems and dance style: Three systems recording and reflecting
one hundred years of western theatrical dance”, Unpublished doctoral dissertation, New
York: New York University, p. 155,

16) Ibid.
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AF el 2o T J|B FATLZ o|Fo] Ueht: R4l E}
3 SRHAA 0|t “Phrasing and Effort"2He 2219 Aol #8 27
ArgstiA, wizk 2l g (Vera Maletic) > the2t 7Fo] o} 718l itk

WS hcHlold TS Bl Uehis aRel Al 148
YE Y BArEe dobe NS Aol 397 1FS vy
Asit YATE, A7l A AYE elid 99 Ea AL 4
9Jt}h (Although it is desirable that there be a creative tension between the
composer’s design [revealed through the Labanotation score] and its various
interpretations by directors and performers, there also may be a danger of
losing the essence of the work) 19

S A MY Es} /NES e ALY 5
2SS GehlEdE Ahel gy gz st
o7 7h B E@E0l AdE 5 U doldAs s, ehee|ol ol N A
BEAE sh} o4 Ayel Fsstthe A
2 B2 Suyth B, Bkeecld AelHe S del A A5E oE
B EE-uge Aol od AL SnE-d B S aE goz 7% e,
A€ Fol, 8471 g eER0E Q0 EdnY. 1§49 dxe WiE EelE
$99 7 Aol SR BE S e FUkE ANRE 4% o0 9% 7 st 3
L T e i N P P v
9 A4 99 $3Y0E, BEA wHo] FHAE BFOE, 52 FA9 o] glof
7 it
Zor el 4

m_ —Wr

A= 499 954 (dynamics)
& 2499 24 Zusel U &
) EhlcH oA A AAAME A Y
Aoty 7= o ye RS
2 08 9y Fxd w ojd Hije
3
AFH A ol B W Z93x G AAEZOF zhzh Ay
18) E2 7|0 o] Yept S 82 AR5l AHAGE S o
-3 A} (reconstructor) 2+ 1. E-# T},
19)

Maletlc, V.(1989), “Issues in phrasing and effort annotations of a Humphrey score’,
Proceedings of the Sixteenth Biennial Conference, International Council for Kinetography
Laban, p. 105,
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7120 AZTFOZHN Bo] I ARELS vEOoZ AHH Fo] ‘HIs I
A (correct performance)’ & )% & Uthe E3F &lo] I LA glo] F
23 AAS OA FHUAh ol WA TEE Flo] gte o XE R
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Maletic, V.(1991), “Qualitative annotations of Labanotation scores’, Proceedings of the
Seventeenth Biennial Conference, International Council for Kinetography Laban, pp. 73-103,
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87159 =oollA Yehds 7434 54dE (constitutive properties) o] 2}
= MaS 94, A& el A71E4 o & (alographic art)oll &gt 1
oA WA =oPd AAH dEeddS oldist=t ol 3 FFEFS "
o] & (the work)” 3} “5hhe] of (an instance)”Z Wre o3t ® A1zt
Zlo] #Hslo] Qe wlel] wEW, 144 E**Eolﬂ AES] WA 8
A5 98 ASE ASHA dojuhs oy FAEe] I #F9 g 9
2A FEE F UAERE 7IEPA WA ﬂ”“lﬂo%ok st AECl ol

whel, AFA] A mHF o] AEe| 4H Swel 2AlsE W)

s - =
AL 84252 ¥4 54 E(contingent properties) 02} E2]3 7| H3Ed] 7]
25 =t “dH o ZE(the wok)' S FAZ EAES B3 7|HE
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signs. . today ‘choreography refers, not to the activity of notation, but rather to the
creatlon of dance, or to ‘composition’ ).” Louppe, L.(ed.)(1994), Traces of Dance, B. Holmes
& P. Carrier(trans,), Paris: Editions Dis Voir, p. 14.
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all about and hence could not apply Labanotation theory to her own

24) Adshead, J.(ed.) (1988), Dance Analysis: Theory and Practice, London: Dance Books, p. 17.
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is relaxed. The torso is straight, but is not held rigidly—it is allowed to
breathe with the movement. The knees are held similarly. Movement is most
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16 28

Van Zile, J.(1979), “Exploring notation as a research tool: Implications of selected projects on
Asian and Pacific dance”, Proceedings of the Eleventh Biennial Conference, International
Council for Kinetography Laban, p. 26.

Van Zile, J.(1983), “How much does a score say?’, Proceedings of the Thirteenth Biennial
Conference, International Council for Kinetography Laban, pp. 104-106,
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frequently initiated by the breath and the body is relaxed so that the
movement may then flow from the center outward. This produces a
sequential Tippling which is most often seen in the upper body. It is as if
an inhalation caused the spine to lengthen upward, which in tumn led to the
shoulder rising slightly and the arms lifting outward or upward (with the
upper arm moving first) 27
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does not mean that a natural movement is not a complicated one, but that
only the essential parts of a movement are notated, the rest not notated is to
be done in a natural manner) 2

27) Venable, L.(1983), “Korean project, the OSU perspective’, Preceedings of the Thirteenth
Biennial Conference, International Council for Kinetography Laban, p. 108,

28) Thid., p. 107.

29) Marion, S.(1997), A 21-&, p. 183,

2t} = B 0] 4 (Labanotation)0] 20tz 28 M - 47



T, o)l Zel2Es o IRuE ADLE S FE T )

oEG AA2H S JHE Jrlsts AW A Sol, W AUo] 14

AFAN BAIE FF7E S99 SFOIG Bl AA9 2L B

Fol Uehbs Adzee g s 998 w43 ne 54

Aedze e A 2 FHSEE oAE 23 AT ol ¥ AU
.

[ go ™=
)
falS
2

>
s
wp =

mu rfr oofy b o ©omx by lo #)

B EAE AQLEES /12 U olrd Al

r
o o
d
I

B2 F71 913 7 £AYY AUE FEEel O B EE
o] EFTIolof sk Zlolth wek uhicrlold A2de] /) WHE
shi b Adzee $8dels M A Y 755

Q
[}
Ao, of A3 Fol QoiAel AA2HEE © BE /155 o

0
ot
2

S
-

234 AU

Ayl A=A =S e} vhel & (Shela Marion)o] W2, 57 7Ry
Azel 548 $AYol} B 2uAS s WA %] HE
of BT AGH M /AT Grky Bk gheb, ojd sl 71w
Mol et 492 e $9Y0 B A4S T 7Eo] BEol
Bakd WRe] &3 SHF SHYolt REaudst Base] Uk oA
& o) B, Zuel wAE Bl g2 Eale 32 AN 3
W olslsn g Aeske dolt RAK0E Bt 4 el
QEks Aolth MM subrElold A29e 1S BN 1 ¥4
A el 45 © HAE Lol WA ATE F Ak F FY P2
4 200 292 F 249 B4 /WHOE U B3 FE 1 47
22 BH3 Ageke dolE 2 T glol A 4+ Uk Jeu B
AL 28A 158 $HUSL Ae) s REY FEs © 15E
2 glofok s FHel vk U W AU W, F9 LR} PN

30) Adshead, J.(1988). 2} Marion, S.(1997).
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a traditional Korean dance’, Unpublished master’s thesis, Columbus: The Ohio State
University.
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Abstract

The Western Perspective of Dance Reflected in the
Labanotation System

Si-Hyun Yoo, Ph.D.
Department of Art Education
The Ohio State University

Dance has remained in the realm of ephemerality as it exists only in the
dancing moment and does not leave any tangible artifact after the moment of
realization. Based on this recognition, dance people have made various efforts and
attempts to pursue the idea of having an appropriate notation system for dance. The
idea of dance notation premises the translatability of dance into another medium.
However, at the center of the problem of dance notation there is an inescapable
question: What aspects of dance should be recorded in terms of representing the
whole phenomenon?

Concerning this problem, Nelson Goodman suggested the concept of “the
constitutive properties of the work,” introduced in his discussion of allographic art, for
the identification of the essential aspects of a dance work from its holistic presence.
According to Goodman, to determine what should be prescribed in notation for an
ephemeral art such as dance, one must classify precedent instances in a particular
work, then carefully speculate about the work to make “practical decisions” on what
the essential properties constituting “the work” are. In other words, this view suggests
that an existing dance notation system inevitably reflects and contains a particular
point of view as the practice of dance notation is deeply interrelated with the problem
of how one perceives a dance and subsequently defines the constitutive properties of
the dance work.

In this study, Labanotation, a movement notation system originally conceived
by Rudolf Laban in the early 20th century, has been examined for the investigation of
the Western perspective of dance. The result of this study shows that the Western
idea of dance generally refers dance to choreography or dance composition based on
the perception that dance is a creator’s artistic product and movement is the actual
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material of dance that a creator elaborately manipulates to explore his or her own
artistic intention. In this context, the structural dimension of dance, realized through
the creator’s manipulation of bodily movement, becomes the manifestation of dance
in the Western perspective and is considered to be the constitutive properties of
dance that should be preserved through notation.

The recognition that any notation system is a cultural product not only in
terms of representing a particular perception of dance, but also encapsulating
movement concept from a particular culture, may limit the applicability of
Labanotation in its practice, especially for the dances from foreign cultures. However,
for its use, it should be clearly understood that Labanotation is a tool for the
description of structural aspects of dance, not for the description of a whole dance
phenomenon. In sum, understanding a system’s conceptual context and perspective
must be the primary concern in its application and later in the discussion about the
appropriateness of the usage of the system since there is not such a perspective-free
system in our human life.
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