RODERYK LANGE

KINETOGRAPHY LABAN (MOVEMENT NOTATION) AND THE
FOLK DANCE RESEARCH IN POLAND

I

The most ancient items about folk dances in Poland derive
mainly from XVII and XVIII C sources. These are literary sources
in which descriptions of dances are used as ornaments or
metaphors. A separate set of sources are musical materials. New
and new discoveries of the old music in Poland reveal peasaat
dances melodies in the contents of tabulators; they are often
stylized.

The XIX C brings in Poland a whole series of excellent positions
with description of dances. “Lud” (the Folk) of Oskar Kolberg!
being the main one. In these publications dances are often
considered as an equivalent folk culture factor in a set of the
collected region materials or even in general characteristics of
regions. But only some word descriptions may give instructions
good enough to reproduce on this an approximate shape of a
dance.

In XX C till 1939 and after the war there appear many
material monographs of dances, sometimes of the ethnographical
monographs rank? However the impossibility of catching a full
movement from of dance material and in result the impossibility
of making analysis of dance forms puts in fact the dance folklore
problems on one hand on a margin of folkloristic musicology
works and on the other hand on a margin of folk customs

10.Kolberg, Lud.., 1957—80 (The Folk. ed. 1857—90).
2R. Harasymeczuk, Tadece huculskie, Lwow 1839, Towarzystwo Lu-
deznawceze (The Hucul-Dances, Lvov 1939, Folk Lore Society).
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descriptions in ethnography. Very often the described dance forms
unprovided with details and cut out of social and customary
context may be helpful at their best only as a material for school
and amateur club usage. The fact of unrevealed or wrongly carried
off adaptation of authentic dance forms of folk dances for the
amateur groups or stage usage makes worse the situation in
knowledge of dance folklore. Distinction is much more obscured
thanks to that various authorities give for example forms already
transformed as typical and authentic. Only few authors
appreciated duly the importance of exact delivery of dances
information and in commentary they gave their strictures due
to the material worked or published by themselves.

Taking films of dances undertaken in Poland from time to time
by some amateurs could not solve the problem because these
works did not obey the methodical scheme and were not carried
out systematically in the whole country and also because of the
fact that the film band may be of any help only for a choreologist
like a tape recorder for a musicologist. But these helpful means
will never stand for a full graphic notation. It is difficult to
imagine presently the work for example of a musicologist without
music notes.

From the above lapidary introduction one may conclude the
situation in the field of knowledge and works of dance folklore
in Poland was shaped in a way similar to many other countries
of Europe.

The basic change of this situation was brought up in 1937
by works carried on in Warsaw University Ethnographical
Department. Then were published some chosen facts in the field
of Polish dance folklore drawn on the map. (Vide: the annexed
map of folk dances rhytms disposition in Poland). In the same
time a set of models illustrating some chosen fragments of Polish
dances was exposed in the Polish pavilion on the world exhibition
in Paris. Below the plates there were placed melody notations
and graphic notations of dance forms by means of Laban-Knust
method made by prof. Stanistaw Glowacki. These were the first
kinetograms of Polish folk dances and in general the first
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Plate 1. Both dance movement versions of kujoewiack shown on the musi~
cal rhytmics backgroumd in various conceptions.
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kinetograms ever exposed in a world exhibition, The second world
war destroyed entirely the achievements in this field. There were
Jeft only several reproductions of these works in Polish editions
and some materials in foreign collections (e. g. Archives
Internationales de la Danse — Paris, Kinetographisches Institut
Folkwang Hochschule — Essen Werden).

Plate 2. The picture from cne of the plates in the Polish pavilion on
the World Exhibition 1937 in Paris. (From the Collection of the Kineto-
graphisches Institut-Folkwang Hochschule Essen-Werden Germany).

In 1954 there was created a section of dance folklore researches
in Torun ethographical centre. Later on basing on these enterprises
there was created The Dance Department of Ethnographical
Museum in Torun being the only one till now official section of
this type in Poland. Starting the work organisation there was
composed an ethnographical inquiry for the dance folklore
researches and there was stated the method of investigation taking
the dance phenomenon in a historical aspect on the social and
customary background*! These materials have been published and
in this way made accessible to the persons in concern.

R. LANGE, Taniec ludowy w pracach Muzeum Etnograficznego w Toruniu
(Folk Dance in the works of the Ethnographical Museum in Torun) 1860,
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Kinetography Laban was introduced as a means of movement
notation following thus the tradition of dance folklore researches
in Poland.

Further on in 1958 there was created also with the help of the
Ministry of Culture and Art section (CPARA) the five vears study
of kinetography, for future collectors of folk dance, preparing
lectures, exercises and instructive materials. 10 persons are just
finishing the study this year (some of them begin the didactic
work in this field).

Besides the own field investigations the Dance Department of
Ethnographical Museum in Torun has consulted also and
conducted since 1960 the works of a small group of people
gathering materials in the country to dance folklore. The result of
this action is a set of publications being actually prepared to print.
All of them are provided with kinetograms. These works, what is
very important, were uniformly disposed in the respect of method
and successively adjusted, thus there were obtained comparable
materials from various regions of the country.

Some armount of single kinetograms of Polish folk dances was
meanwhile prepared to print too.

Thus unexpectedly and almost on a margin of other
ethnographical works of an already established tradition of
investigation there appeared actually in Poland a germ of
seriously intended inquiring works on dance folklore faken as
an independent chapter in ethnographical works.

II.

Passing to the technical problems a fragment of works carried
out in Torun centre regarding the appointment of the form of
one of the Polish folk dances — kujewiak will be presented on a
single example. The dance kujowiek derives from Cuiavia,
a region situated between Great-Poland (Wielkopolska), Masovia
(Mazowsze) and Pomerania (Pomorze), the land of Dobrzya and
Chelmno. This originally country dance passed with the time to
a dance repertory of manors and ball-rooms, and transformated
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was spread all over the country. Later schools adapted it to their
own usage as well as Academies of Physical Training, the dance
teachers and the theatre. So far as the court and ball-room form
has had comparatively many descriptions especially in a popular
instructive literature — the country form, original in a way to this

Map, 1. The range of occurance of kujowigk in Poland. 1. regions in
which kujowick does not occur or there is no evidence of this occurance;
2. regions in which kujowiak occurs beyond dispute as a foreground dan-
ce; 3. regions in which kujawiak occurs rarely or it is supposed to occur.
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dance, has not been recorded if a few general characteristics made
in word description are not taken into consideration.

The field investigations concerning the folk dancein Cuiavia
carried out in 1954—60 in Torun centre enakled in result the
fixing of the form and specific rhytmics of this dance in its
country version.

In both forms kujawiak is a round dance performed in couples
arotind the common axis on a circle line, However at the further
cocmparision of both the forms a difference in tempo and rhytm
may be observed at once. Kujawiak performed in Cuiavia is
quicker than the dance ,ku Jawiak” known through the
country as one of the “national” dances. The rhiytmics of the
former is very changeful in comparizion to the smooth rhytmics
of the later. The country kujawiak has neither such a simple
appearance in movement construction or a pseudo-lyrie broad
character aspect as it assigned to have thanks to the knowledge of
court and ball-room kujawiak,

Passing to the analysis of movement material we shall take
into consideration the step of both forms of kujawiak performed
by a single person (not in a couple).

During one bar three steps are made (feet movement connected
with change of the weight) with a simultaneous rotation for about
180° round one’s axis regarding the entering position and a
movement along circle line. The full cycle of this pas takes
2 bars — or the full rotation of a dancer.

In a country form of this dance, admitting in these investigations
the % metrum as a base one can succeed with a great difficulty

in catching the time of the first change. Its value balances between

b-d)-)

in different individual interpretations and additionally in relation
to the different in aspect of rhytmic composition melodies making
the acoustic background of this dance.

The second change during a bar occurs in dependence on the
time of duration of the first movement unit in a measure from
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J) till j? and j?

The third change is generally easy to catch and lasts during

one ﬁ

The last value fills the deliverance of the unburdened foot
combined with a simultaneous shifting of the foot along the floor.
Particular proofs of these executive fragments conceptions' are
presented on the enclosed kinetograms (I, 1I, 111} of variants
concluded from a great amount of recorded examples. Therfa is.ne
guestion we have to do with a fact of movement improw.sat%on
adequate in relation to characteristic executive manner in cuiavian
music (mainly tempo rubato and increase or de.crease of
tempo even during a short melody section) pl."eservu_lg s1mu1tar*1e—
ously the accord of movement and melody image in the rhytm

aspect. . -
Owing to the results of an analysis precisely carried out by
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Plate 3. Kinetograms (R. Lange) showing various perforr_nances of the dan-
ce step of kujowiak in its village version.
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musicologists on the subject of musical rhytmics of this dance?
and shown in a modern transcription of the melody in further
course of deliberation we must take into consideration the fact
that % rhytm in consequence of rhytmic-agogic changes
influenced by tempo rubato passes into rhytm of %s.
The possibility of such a rhytmic conception proposed by the
authors of this transcription and made by them with regard to the
specific executive features of a cuiavian musician or singer is
fully confirmed in observations of movement scheme of cuiavian
step given by country dancers (kinetogram IV). This solution
explains convincingly the prolongation of the first movement unit
within a bar in comparison to the rest which can be observed in
performance of a dancer. It was so difficult to fix the moment cf
the second change and its time on account of a continuity and
fluidity of movement within a measure during the performance of
this dance with its whimsical rhytmical appearance at the same

P}ate 4, fig. IV.~ Kinetogram (R. Lange) of the dance step of kuwjawiak in
5/16 measure; fig. V. Kinetographic transcription of kujawiak dance step
(R. Lange) in its version of a ,national” dance.

3 Sopics;cy M. i J., Tempo rubato u Choping i w polskiej muzyce
I,udo.wey, (Tempo rubato in the Music of Chopin and in the Polish Folk
Music), Muzyka, Warszawa 1960, nr 3.
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time (Vide kinetograms I, 1I, III). Only during a confrontation
with this proposal of rhytmic conception in music course this
compound movement picture of kujawiak step grows justified
and evident. V

Further on we give a kinetographic transcription of relatively
precise word description* of kujawiak steps in its version of a
“national” dance. It is the most popular scheme (nota bene the
dance is there in % rhytm) (Kinetogram V). A special stress is not
needed to show how much this version of the dance differs from
the former one. Even a rough comparison of kinetograms though
from their graphic picture aspect shows us great differences
between these examples, even so far that strictly speaking we
should talk about two different dances.

Results of the above considerations are shown on the enclosed
table. For example there was used the transeribed melody already
mentioned analysed in musicological aspect. The first line of the
table gives the melody scheme in % rhytm. The melody presented
in such a way enables the reproduction of movement version of
“national” kujewiak. The second line of the table gives the above
spoken kinetographic step transcription of this version of the
dance. (The rhytm of %4 is consequently changed into % for
comparative analysis sake). In continuation of the table there
follows the conception of the real performance of the same melody
by means of notation introduced nowadays by the musicologists
to catch specific executive features of country musicians. Below
the table shows the possiblity of rhytmic conception proposed
after careful rhytm analysis of melody performed in this way.
At last at the bottom the table gives the kinetogram of the kuja-
wiak step scheme in its country version of Cuiavia, with
consequent change of the scale in kinetogram only. In this way
it is possible to observe both the dance movement versions on the
musical rhytmics background given in various conceptions

*Cz. Sroka, Metrum muzyczne jako czynnik normujacy rézny Krok
taneczny kujawiaka i tanga. Kultura fizyczna 1962/5, (The Musical Metrum
as the moment forming in a different way the dance steps of kujawiak
and tango), Kultura Fizyczna 1962/5.
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vertically on the table. It is not necessary to stress it extra that
so intended corresponding combination of movement and musical
motifs was enabled only due to the usage of kinetography.

In the face of these materials the earlier word descriptions of
the dance get only now clear and legible (e.g. Kolberg’'s word
comment in “Lud” to the cuiavian dances) because they are
completed with background elements in the form of exact
movement flow notation.

111,

As to the other inquiring problems for example: the range of
occurance of kujowick in Poland the enclosed map presents the
results of these investigations. However a great stress must be
put here on a hypothetics of this design. The sources being at our
actual disposal are very uneven and so different as to their proof
value that sometimes it is difficult to conclude even approximatily
does kujawiak in some region occur or not. To get some data
the materials obtained in region investigations were analyzed as
well as all the accessible printed sources which throw a light upon
the problem of musical and dance repertory of each Polish region.

Generalizing the results of analysis of gathered materials the
separate ways of hatching the map is accepted for:

a) regions in which kujawiak occurs beyond dispute as a fore-
ground dance in a traditional repertory of the village.

b) regions in which kujawiak occurs rarely or it is supposed to
ocecur.

¢) regions in which kujawiak does not occur or there is no
evidence of its occurance meanwhile.

However only the field investigations coordinated and stan-
darized will make accurate the reported here proofs of the ku-
jawiak occurance range statements and in some cases will
determine definitively contradictions existing in presently held
knowledge on this subject.

Nevertheless the map even in its present state showing the

Tolk dance rhytm disposition in Poland
Black triangles -— 2/4, 2/8 etc. rhytm. Red wheels — 3/4, 3/8 etc. rhytm.
NMap worked out at the Warsaw University 1937 under the guidance of
Prof. Dr C. Baudouin de Courtenay-Jedrzejewicz, Ed.: Arkady, 1937/5.
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kujawick occurance range is very interesting for an ethnographer
observing the occurance of other folk culture products., Very
remarkable are here coincidences with the results of other
musicologic folklore serchings too. Because kujawiak formes cover
here a part of the country in which dances of mazurka rhytms
are prevailing (kujowick — mazurek — oberek). The ranges of
occurance of the remaining dances of this group in Poland seem
to apear quite interesting. Also maps of other aspects of dance
folklore would be of a great eloquence here (e.g. dances of magic
or ritual character).

The above spoken examples represent some proofs of consider-
ing the dance folklore as a product of culture, as an equal factor
of this culture in historically taken ethnographical frames. To
obtain a full identification of particular dances their forms,
variants ete. ... an exact knowledge of particular variants move-
ment forms is needed. Neither the changeable unsteady name of
a dance, nor the accompaning it melody can be taken here into
consideration as the only criterion of identification. They may
complete only the knowledge about the dance the more so that
many investigators quote the observations showing the influence
of movement form on musical rhytmics formation of musical form
rhytmics and musical repertory choice dependence on local taste
and likings of country dancers. Therefore it would be rather
difficult to omit the movement form of a dance as a base in all
investigations concerning the folk dance in future.

Iv.

We limited the above considerations purposely to the problem
cf one Polish dance and in fact to only its essential movement
form. It must be said however there is no doubt they concern the
much wider problem namely the examination of dance folklore on
the whole.

Undoubtedly the general moment in investigations is the
problem of uniform inquiry procedure method. The comparable
materials only may provide some contribution into further and
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wide apprehended dance folklore investigations, The dance as an
object of culture cannot be torn out of cultural context during
investigation. For seriously apprehended ethnographical invest-
igations the record of even most beautiful movement form of a
dance lacking any documentation cannot represent any serious
value. However the most important thing is the knowledge of
dance form which is complete only while the course of a dance
is recorded on paper in a similar way as music by means of note
writing. Only then the particular variants may be really compared
one with the other.

Nowadays it is impossible to speak about an objectively meant,
scientific work on the folk dance subject without a possibility of
making analysis of its most egssential stuff — its movement aspect.
Only the movement aspect may be a basic moment for those
designs on condition that it will be uniformly recorded in graphic
notation considering the continuity of movement flow, ifs three
demensions and timing. Such a movement writing predisposed fo
these designs for sure is Labans Kinetography the more so that
the structure of this writing enables putting the kinetograms
under the note melody record.

P, JIAHTE

KMHETOTPADNUA JJABAHA (BAIIUCH IBUZKEHWM)
M UCCJIEAOBAHMA IO BOIIPOCY
HAPOJHOTO TAHITA B IIOJIBIIE

Kparroe cozep:ranne

B nacrodmieli ¢rathbe OIMCHLIBAIOTCHA HOBBIE NMCCAEIOBATENLCKNE CHOCOBHI,
NPUMEHAEMBIC B TPYJax IO M3YYeHMK HapojaHOro Ttauna B Ilonwimie, DTHO-
rpachuygeckuit nesTp B Topyre paspaGoran M OnySAMKOBAN BONPOCHEIR
JUCT ¥ METOZ, MCCHCZOBAaHMI 0 (hopMax TaHLOBAJILHOTO (hoasggopa. C 1960
roga paboraer Ha TeppurTopuM IlOABIINM IDYNIIA JEONENH, CHenUaTusnpyio-
IaAala B 9TOM OTpacny, MOCTOAHHO CcoBewafacs, ¢ Orgexedmem Tauua
Qruorpudgnuaeckoro Mysea B Topyxe. Pabora ObLIa KOODAMHOBAHA M Bia-
rogaps yamVUOUPOBAHHOMY MeTOHY MCCAeHOBaHMI MOMKHO CBUIO MOay-
YNTE CPaBHUTENBHBIE MaTepuaiel, Bee y4YacTHMKM 9TOM aKLUM npuMe-
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HAIOT B CBOMX TPYAax MHOOJHYH rpadudeckyio sanmce P. Jlabana, Tag
HAZLIBAEMYIO KUHETOrpachiiio, BBELEHHYI0O U TIPONAraHIMPOBAHHYIO TOMKE
TOPYHCEMM LEHTPOM. 3aTeM aBTop B KauecTse IpuMepa NPHMBOAUT OIU-
caHMe NOpouecca MCCIAENCBAHMI, CBABAHHBIX C BBIACHEHMEM TPYIHOHA 3a-
oy (hOpMBI ABVIKEHMIA M PACHPOCTRAHEHNMsT OJHOTO M3 TONBCKMX TAHUER
LKyaBaga®, VIMenHO Buarojaps INPUMEHEHVIO KMHeTOrpadiim  ymanoch
mpousgectr  (POPMATBHBIN  CPABHMTENBHBLIR AHAMM3 3TOTC TaHna. Bburo
onpeneseno, HTO KYABAK, INPOMCXOAALIMII M3 KYARCKON NEPeBHM M XYABAK,
TAHLYEMBIfl BO BCel CTPaHe B KayeCTBe ,HAPOAHOIO" TAHIA — 9TC JNIBE
COREpPIISHHO Ppa3snbie (POPMBI 3TOTO Tauua, Baarofapa TOMY MeTOoAy 3a-
MeK MOZEHO ObLIO rpaduydecKM 3JalevaTaeTh CHOXKHBIA IIPOLICCC ABUIKE-
HME B ero nepeBeHCKOM Bepcun, uabmionaemoit B Kysapum, Auanus ObLI
npou3BemeH Ha MECTHOM Marepmane, cobpanHoM B 19541860 r.r. Pesynb-
TarThl MY3LIKOJOTHYECKUX MCCHEHOBAHMI nogrsepm AT HabawieHna aBTo-
pa. AHauM3 IOCTYIHBIX IIPOM3BECHUII IIO3BOJNAECT TaKmKe YJIOEUTH TUINO~
TeTHUYeCcKMUit DayioH PAcIpOCTPaHeHMs HTOTC TaHua Ha rteppuropuu Iloab-
1M, YTO ITOKA38HO HA JIPHUJIATAeMOil KapTe.

B KOHeYHBIX BBIBOJAX KOHCTATUPYETCA, WTO IIPM IPOUIBEACHUM 9TOrO
DOJA MCCHACAOBAHMI HENL3A YMOJYaTh O (QOopMe ABVIKEHMSH, OJHOBPEMEHHO
3anMcaHHoi, <PopMa JBHMIKEHNA [OXKHA ObITE OCHOBHBIM KpHUTepMeM MIECH-
TOURAKM KaRoro-uuby/Ab TAHIOBAJNLHOTO BapbAHTA. AHAIM3 TAHUG He
MOMET HM B KOeM Cly4dae YIyCTUTh CTPYRTYPbI IBMIKEHMH, OCHOBHOIO
SNEMEHTa TaHIa.

Cucrema 3ammcu  Jlabawa, Tagk uHaswiBaeMad KUHerorpachmsa, ABIHETCH
naubolee NpeROIPeReNeHHOM Kak CPEeACTBO 32IMCHM B MCCAENOBIHMAX HAR
TAHIOBANLHEIM (DOMBKJIOPOM, 3alledaTiieBad B IIOJHOI rpadMueckoil 3a-
IMCH caMble BaXKHBIE (DAKTOPBI IBMIKEHMA: NPOAOIERUTEILHOCTL BPEMEHH,
TPM M3MEPEHWH U PEeTHCTPHDYS HEeNPEepPBIBHOCTL IIPOTEKAIOIETD IniiKe-
Husa, KuHeTOrpaMmbl, COCTABJIEHHBLIE C HOTHOM BanmMCbI0 MEJOAMi AAT
TAKIKe BO3MOKHOCTH IIPOM3BECTH CPaBHEHMS MATEpHana JABNMIKEHMd ¢ My~
SBIKAJBHLIM MaTepuanoMm, Kaxerca HeOCIOPMMBIM YTBEPIKIEHHUE, HTO Ce-
TOAHA Henb3g BoOGpasuTh cebe TPYAOB Haj TAHUEM, MMEOILMX HAYHUHBIA
XapakTep, Koropble Obl HE YUUTBHIBAIM €ro (DOPMBI B aHANM3E MaTEPUAJA
HA OCHOBAHMM IIOJIHOI rpachudecKoil 3anacK Tayk, KakK 9T0 IPaAKTUKYETCH
B TPYyZAax IO MY3BIKOJIOTWMN.



