
THE LABAN 

ART OF MOVEMENT 

GUILD 

MAGAZINE 

H-t 

TWENTY-FJRST NUMBER 

NOVEMBER, 1958 

Price to Non-Members 3s. 6d. 

(Copyright: Laban Art of Movement Guild) 



Officers of the Guild 

Editorial 

Rudolf Labu 

Guild Membership 

CONTENTS 

Modem Dance Holiday Course, August 1958 

ARTICLES 

Movement as an Integrator 

1. Movement concerns the Whole Man

Sylvia Bodmer 

E.T. 

Rudolf Laban 

2. Scientific Penetration Gives Basis for Guidance
and Treatment Marion North 

3. Rhythm and Harmony in Movement as a

Page 

1 

2 

2 

5 

7 

9 

9 

13 

Recreative Activity Lisa Ullmann 18 

Movement and Personality Difficulties 

The Role of Modem Dance in Camping 

The Com Dance 

Labanotation for Ethnomusicologists 

Audrey Wethered 

Frank Levine 

Ena Curry 

Nadia Chilkovsky 

A Scientific Approach to the Study of Movement Walter Bodmer 

Movement Training in Education 

Forthcoming Activities 

Annual Conference, 1959 

Special Announcements 

Invocation 

Sheila Stanley 

Sylvia Bodmer 

20 

25 

32 

34 

39 

41 

43 

44 

OFFICERS OF THE GUILD 

Vice-President: 

F. C. LAWRENCE

Chairman: Vice-Chairman: 

LISA ULl.JMANN SYLVIA BOOMER 

COUNCIL MEMBERS 

Professional Members: 

Marjorie Bergin 
Frank Culver 
Marion North 
Elsie Palmer 
Joan Russell 

Non-Professional Members: 

Jane Bacon 
Walter B<xlmer 
Chloe Gardner 
Joy Howard 
Christine Mercer 

Hon. Secretaries: 

DOROTHY HORNBY and JOAN HEATH 

25, Montague Road, 

Hounslow, Middlesex. 

Phone: HOU. 0863. 

Hon. Treasurer: 

C. D. ELLIS

19, East Sheen Avenue, 

London, S.W.14. 

Membership Committee: 

S. Bodmer
E. Palmer
L. Primrose
J. Russell
L. Ullmann

Publications Committee: 

M. Bergin (Editor)
W. Bodrner
D. G. Hubbard
J. Leedham-Green



EDITORIAL 

To all members of the Guild, and to his pupils, friends and 
admirers all over the world tbe news of Rudolf Laban's death on I st 
July this year came as a great shock and a profound grief. 

Although we knew that he had been intermittently ill for some 
years, he always recovered; indeed it was not so long ago that he was 
conducting practical classes with his incomparable vitality and per
ception. It is not surprising, therefore, that to many of us he seemed 
indestructible. And who, shall say that we were wrong? Although he 
is no longer with us in the flesh, his inspiration lives on. As members 
of the Guild that bears his name, we are entrusted with the task of 
carrying on his work: a task at once responsible and exhilarating. 

RUDOLF LABAN 

Rudolf Laban's death at the age of 78 robs the world of one of 
its great creative leaders. 

He was born at Bratislava on tbe 15th December, 1879, the son of 
a general. But he showed little desire or inclination to follow his father's 
footsteps. Already at an early age his outstanding artistic disposition 
became apparent when as a child he would draw and visualise the 
most unusual designs and patterns i.n space. As a young man this led him 
to experiment in many fields, painting, sculpture; stage design, theatrical 
productions. Ultimately these activities brought him closer to the study 
and observation of movement and dance. 

From arranging group scenes on the stage, it became apparent to 
him that the moving pattern of human figures carries the most fasci
nating possibilities. From then on he began to study and observe any 
form of movement, specialising in particular in human movement. He 
evolved a new kind of body training and expressive dance movement 
based on his theories of harmonious relationships in spatial patterns. 
He realised that the structures of the five regular crystals represent a 
framework for interrelated sequences of movement, the crystal most 
suitable for the representation of human movement being the 
icosahedron. Laban devised movement scales and sequences which, 
performed by the body, develop harmonious and expressive movements. 
During all his life be perfected and enriched this theory of the harmony 
of movement and found new means for his teachfog. 

By his great personality he gathered around him an enthusiastic 
group of followers whom he inspired by the originality of his ideas 
and thoughts. He founded his first dance group and school in Munich 
in I 9 I 0. He performed there his first movement choirs, not as a stage 
presentation but for the sheer enjoyment and inner exaltation of those 
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wbo took part. It' was a festive recreative activity, which now is well 
known all over the world. 

During the first world war he lived in Switzerland, where he con
solidated and clarified •this new expressive dance form. In l 919 he 
formed in Germany his stage dance group " Tanzbiihne Laban " and 
gave many performances with great success. This new expressive dance 
had an immediate appeal and all over Europe dance schools and groups 
sprang up. 

Laban himself created many full-length dance compositions: to 
mention only a few: "The Swinging Cathedral," "Die Geblendeten," 
"Gaukelei," "Don Juan," "Die Nacht," etc. These dance dramas 
established an entirely new art form on the stage, often combining 
dance, music and verse. In a performance, for instance, at Hamburg, 
where he stayed with his group for many years, he produced "Faust 
II" by Goethe. The words were spoken by a speech choir behind 
stage and the dancers performed on a large apron stage. 

Laban realised then that the ideal stage for dance performances 
should be quite different from tbe usual picture-frame stage of our 
time. He worked out on these lines a dance theatre with an entirely 
new shape for the stage and was awarded a gold medal for thfa design. 

In 1926 he founded in Wiirzburg the "Choreographic Institute," 
which later on moved to Berlin. This establishment was mainly con
cerned with another aspect of Laban's work. He found that, besides 
the study of the harmony of movement, there was a need to create a 
movement notation in order to write down every possible dance move
ment. After years of research he' devised a notation that can record 
accurately any form of movement as in dance, human action, sport 
and industry. Laban notation is now known and used all over the 
world and most of all for notating modern and classical dance com
positions. Laban and one of his former pupils, A Knust, have wriMen 
extensively on notation and also a book on the same subject has been 
published in the United States by A. Hutchinson. In addition Laban 
has published many other books on dance, choreography, education, 
industry and the stage. 

In 1930 he was appointed balletmaster at the state theatres of 
Berlin. Another one of his great discoveries was to observe three 
different types of dancers-high, medium, deep---comparable to types 
of singers-soprano, contralto, alto. This characterisation adds to any 
dance composition greater variety and especially in danc�drama brings 
out the dramatic tension. 

Laban himself trained many dancers and dance producers including 
Mary Wigman and Kurt J ooss. His gift as a teacher was incomparable. 
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He knew how to elicit latent dispositions and to help each person 
individually to develop his potential qualities. He was able to instil 
tha understanding of harmonious development of personality and the 
importance of body and mind as a unity. I myself shall never forget 
the time when I joined his dance group and through his tuition realised 
my own type, experienced the power of expressive dance movement 
and the revelation of spiritual unity in dancing together. Through all 
the years that followed my association with Laban continued and I 
received great inspiration and guidance from him. 

Because of Nazism Laban left Germany and came over to this 
country. He elaborated the educational side of his work, introducing 
modern educational dance into schools as a new creative subject. In 
Manchester, where he lived from 1942 to 1953, he helped Lisa Ullmann 
to build up the Art of Movement Studio. In Industry he invented new 
forms of movement assessment and, in collaboration with F. C. Law
rence worked out tests to assist industrial management and selection 
-tests for vocational training. He also worked with many drama groups
devising movements for actors and producing plays for children.

In 1946 The Laban Art of Movement Guild was formed. It unites 
a large and enthusiastic group of followers. During his last years he 
established under trust ·the Laban Art of Movement Centre in Addle
stone, where together with Lisa Ullmann he consolidated and integrated 
all his various activities. 

Rudolf Laban has been one of the great geniuses of our time. 
Ever more people will realise how wide his influence has been and still 
will be on our whole outlook on life and on the development of our 
society. He was in essence a great explorer, never content with what 
he had already achieved, always embarking on a new field of interest, 
finding wider and wider possibilities for the application of his theories 
on movement. His principle was to study life itself and thus to eluci
date new knowledge of immeasurable value to all of us. 

His one and fundamental theme was movement, not movement 
seen alone as a physical activity, nor as a clever device for achievement 
or improvement of speed and technical skill, but movement as the basis 
of all life: human movement above all as expressive of personality 
and character, human movement in its expressive force and infinite 
variety. 

Rudo.If Laban's death has come as a profound shock to his many 
pupils, friends and admirers But all of us know that his work will 
live on. 

-Sylvia Bodmer.
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GUILD MEMBERSHIP 

Welcome to the following new Associate Members: -

Miss M. P. AbboH (Scotland) 
Miss J. Alexander (Surrey) 
Miss J. Almond (Lanes.) 
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Miss L. Anderson (U.S.A.) 
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Miss J. Archer (Lancashire) 
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Miss E. Binks (Yorkshire) 
Miss K. Boyle (Lancashire) 
Miss J. Bradley (Oxfordshire) 
Miss M. Bramley (Yorkshire) 
Miss V. Brewer (Guernsey) 
Miss J. Brook (Yorkshire) 
Miss K. Brooker (Warwickshire) 
Miss H. J. Brookes (Worcs.) 
Miss R. Brown (Bristol) 
Miss D. Bussey (London) 
Miss P. Butler (Cambridgeshire) 
Miss 0. Carnall (Staffordshire) 
Miss M. Chadwick (Hampshire) 
Mrs. A. Chappelhow (Notts) 
Miss H. Cheers (Warwickshire) 
Miss V. Chester (Hampshire) 
Miss T. Chong (London) 
Miss J. Chorlton (Cheshire) 
Miss P. K. Clark (Lancashire) 
Miss B. Clarke (Essex) 
Miss W. Clowes (Herefordshire) 
Miss J. Coates (Bucks.) 
Miss P. M. Cole (Gloucestershire) 
Miss W. Collins (Lancashire) 
Miss M. J. Cooper (Yorkshire) 
Miss M. Cox (Hunts.) 
Miss A. H. Creegan (Lancashire) 
Miss N. Crosby (Wales 
Mrs. T. Crossley (Surrey) 
Miss P. Crowther (Yorkshire) 
Mr. G. Curl (Yorkshire) 
Miss P. Dacombe (Middlesex) 

Miss V. Davie (Kent) 
Miss A. De Little (Yorkshire) 
Miss Dickenson (Yorkshire) 
Miss B. Dodd (Kent) 
Miss E. Dove (Lincolnshire) 
Miss A. Eastwood (Cheshire) 
Miss A. Fassnidge (Kent) 
Miss H. Fletcher (Kent) 
Mrs. S. Ford (Essex) 
Miss E. Foster (Derbyshire) 
Miss D. Fox (Yorkshire) 
Miss J. Gardner (Sussex) 
Miss J. Gibson (Lancashire) 
Miss J. Godley (Notts.) 
Miss M. Goldsmith (Surrey) 
Miss B. C. Grant (Jamaica) 
Miss C. Green (Warwickshire) 
Miss H. Guttery (Worcestershire) 
Miss E. Haley (Lancashire) 
Miss V. Hancock (Lancashire) 
Miss B. Hardwicke (Leics.) 
Miss B. Hare (Warwickshire) 
Miss M. Harness (Lincolnshire) 
Miss S. Harper (Cheshire) 
Miss E. Harris (Berkshire) 
Miss Hayward (Kent) 
Miss M. Hayward (Staffordshire) 
Miss S. Hemingsley (Staffs) 
Miss S. Hewes (London) 
Miss E. L. Hewitt (Surrey) 
Miss A. Hicklin (Wares.) 
MiSSI A. Hill (Yorkshire) 
Miss J. Hill (Derbyshire) 
Miss M. Horton (Warwickshire) 
Mrs. R. Howcroft (Lancashire) 
Miss W. Hulbert (Bristol) 
Miss S. Hughes ('Del'byshire) 
Miss S. A. Hughes (Herts.) 
Miss P. Hutchinson (Yorkshire) 
Mrs. P. Ja mes (Sussex) 
Miss J. Jeffries (Worcestershire) 
Miss A John (Wales) 
Miss L. Johnson (Cambs.) 
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GUILD MEMBERSHIP - Continued 

Miss B. Jones (Berkshire) 
Miss E. Jones (Lancashjre) 
Miss E. Marshall-Jones (Dorset) 
Miss S. Jones (Herts.) 
Miss V. A. Jones (Durham) 
Miss A Jude (Durham) 
Miss G. Killick (Bucks) 
Miss M. Last (Surrey) 
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Miss P. M. Lees (Derbyshire) 
Miss J. Levine (Warwickshire) 
Miss J. Lippincott (U .S.A.) 
Miss E. Lucas (Kent) 
Mjss P. Lunn (Sussex) 
Miss K. Macdonald (U.S.A.) 
Miss M. Mackenzie (S. Africa) 
Miss A. Marriott (Derbyshire) 
Miss A. Marshall (Worcs.) 
Miss C. Martin (Essex) 
Miss Matthews (Herts.) 
Miss J. McGuff (Warwickshire) 
Miss S. M. McMaster (Cheshire) 
Miss M. McNamee (Staffs) 
Miss P. McWilliam {Lanes.) 
Mrs. E. Mellor (Cheshire) 
Miss J. Crichton-Miller (Bucks.) 
Miss N. Millington (Bristol) 
Miss M. Mitchell (Warwickshire) 
Miss S. B. Mole (Kent) 
Miss P. Montgomery (Canada) 
Miss S. Moon (Staffordshire) 
Miss M. Moore (Cambs.) 
Miss D. Morgan (Warwickshire) 
Miss B. Morris (Sussex) 
Miss D. Mortimer (Kent) 
Miss J. Mott (Hertfordshire) 
Miss J. Mulford (Middlesex) 
Miss E. Neville (Bucks.) 
Miss Newton (Kent) 
Miss M. North (Warwickshire) 
Miss J. Norton (Norfolk) 
Mrs. J. Nottage (London) 
Miss J. Nunn (Suffolk) 

Miss M. Nunn (Essex) 
Miss D. Park (Lancashire) 
Miss M. Parkin (Surrey 
Miss M. Payne (Lancashire) 
Miss J. Peddle (Kent) 
Miss J. Petteford (Bristol) 
Miss R. Poole (Statfordshfre) 
Miss J. Powell (Cambridge) 
Miss J. Powell (London) 
Miss Preston (Yorkshire) 
Miss J. Proctor (Yorkshire 
Miss M. Purdie (Middlesex) 
Miss R. Pyman (Somerset) 
Miss A Ralph (Lancashire) 
Miss F. Ratliff (Lancashire) 
Miss P. Read (Hampshire) 
Miss M. Ridings (Lancashire) 
Miss F. Ridley (Nothumberland) 
Miss S. Ridley (Notts.) 
Miss C. Roberts (Lancashire) 
Miss J. Roberts (Somerset) 
Miss E. Robey (Kent) 
Miss J. Rogerson (Lancashire) 
Miss E. Rossall (Lancashire) 
Miss L. Sands (Somerset) 
Miss L. Sedgwick (Northumberland) 
Miss M. Shepherd (Sussex) 
Miss J. Short CMonmouthshire) 
Miss R. Shreeves (Surrey) 
Miss M. Skinner (Yorkshire) 
Mrs. M. Spenser (Yorkshire) 
Miss B. Stead (Bristol) 
Miss J. Stobbs (Northumberland) 
Miss B. Taylor (Surrey) 
Miss H. Temple (Yorkshire) 
Miss D. Thomas (London) 
Miss P. Thorburn (Yorkshire) 
Miss M. Tombling (Shropshire) 
Miss G. Tooth (Middlesex) 
Miss E. Torrance (Dorset) 
Miss S. Tuczek (Cheshire) 
Miss M. Vosper (Gloucestershire) 
Miss B. Watchorn (Canada) 
Miss M. Watson (Yorkshire) 
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GUILD MEMBERSHIP - Continued 

Miss M. Weavers (Suffolk) 
Mrs. T. Wild (Lancashire) 
Miss Y. Wilkins (Hampshire) 
Miss K. Woldmo (Norway) 
Miss D. W

o

od (Warwickshire) 

Graduate Members -

Miss B. McLean (Lancashire) 
Mr. W. Sharpe (Yorkshire) 

Mrs. M. Woodcock (Lancashire) 
Miss C. Wright (Cambridgeshire) 
Miss S. Wykes (Kent) 
Miss Young (Hampshire) 
Mrs. M. Zaremba (Lancashire) 

Miss P. Bowen-West (Lancashire) 
Miss J. Whalley (Lancashire) 

MODERN DANCE HOLIDAY COURSE 

August 1958, at Eastbourne 

There was some special quality about this year's Dance Course 
and many things may ·have contributed. FirstJy, it was as though all 
who had known and worked with Mr. Laban in the past, were deter
mined to give their utmost in memory of him. Throughout the course 
we felt his inspiration to be very strongly with us, and many of us left 
Eastbourne with a firmer resolve than ever to spread the knowledge 
of his work. Then the geographjcaJ setting, the very pleasant accom
modation, perhaps even the contmual rajn, played its part. Certainly 
its inconveruences could not invade the places of work and outside the 
buildings it had a certain uniting effect as with people meeting a 
common ordeal. It was a record August rainfall and looking back, one 
feels a record course. 

To Course I came what was probably the most varied group jn 
that all were not directly concerned in the educational field. They had 
come to dance together and that they did with a growing sense of 
unity in the shared experience. The trainmg sessions each mornjng 
set the pace for the day's work. This included some study of com
position, the starting point for which was provided by six previously 
prepared solo compositions, and consideration of the Basic Actions 
and primarily akin Efforts. Lyrical dance and percussion sessions 
brought satisfaction in movement and further understanding of its con
tent. An interesting experience was the use of words as a stimulus to 
movement and the interpretation of a poem in movement terms. As 
the days passed rumour of a grand production arose. It was presented 
at the final social evening as "A Night in Granada." The Guild Group 
joined with Group I for this and the final fiesta scene brought everyone 
into the dance and gave a good start to the evening. 

Group II was primarily concerned with the educational aspect of 
dance and those in the group were all actively engaged in teaching 
children or students or in workfog with teachers. It was a challenging 
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course, rich in movement experience and presented at elementary and 
advanced levels. To the advanced group this question was put on the 
first day:-" Why is it that, taking the country as a whole, dance is still 
far from being the force in education that it might •be?" Of several 
reasons given one of the chief seemed to be the lack of continuity in 
teaching in schools on account of ,the constant changes in staffs. Never
theless it was felt rhat there might well be reason to look within the 
work itself. Many in the group confirmed that difficulties centre round 
composition and the opportunity to discuss and examine the whole 
question of composition, its themes and stimuli, was welcomed. The 
ensuing sessions provoked much discussion, providing opportunity for 
sharing in a creative effort and inducing a good deal of honest thinking. 
This course was completed by participation in productions and in 
dance studies and compositions, themselves differing widely in content. 

The parallel elementary group were given opportunity to exper
ience and discuss the fundamental principles of ,teaching dance and 
joined with the advanced group for some of the productions. 

One other course was offered and some twelve graduates of the 
Guild took advantage of it. Here were studied the expressive use of 
Space Harmony, Effort and Movement Observation. The stimulus to 
creative work came from the observation of natural objects and led to 
a group of dance studies. 

A most interesting feature of the course was the excellent lecture 
by Mr. Schiller, who is on the staff of the London Institute of Education. 
His subject was the contribution of the expressive arts to education 
and against this background the value and place of the work in Dance 
could be seen more clearly. 

The whole course had got off to a good start, nevertheless the 
tempo was increased and the climax reached through a whirl of rehearsals 
and preparation of props and costumes. The final day gave some 
indication of the tremendous amount of work covered by the various 
groups. The standard was very high and the work was vital and sen
sitive. One wanted to have been in every group, was sorry to have 
missed this or that experience. 

With such a big course living in different buildings and working 
in different groups it was especially good to have opportunity to do 
some work together. The " Dancing Together" sessions in the evenings 
provided this and to be one of 90 sharing and enjoying a common dance 
experience was most satisfying. The two social evenings gave further 
opportunity for coming together and both occasions were pleasant and 
entertaining. It was perhaps there that one got most clearly the impres
sion of the Ornrse as a community of people with a common purpose 
who learned to share and give so easily and to laugh so readily. 

E.T. 
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MOVEMENT AS AN IN11EGRATOR 

(The following three talks were given, on behalf of the Laban Art of 
Movement Guild, at the Whitsun Conference, 1958, held at the National 
Film Theatre by the Joint Council for Education through Art.) 

"MOVEMEN
T 

CONCERNS THE WHOLE MAN" 

There is a vast research literature concerning the body motions 
of verte,brates and especially of man. Anatomy and physiology have 
enumerated and classified all the bones, muscles and nerve fibres active 
in body motion. As might have been exp;!cted it turned out that there 
is a common pattern as all healthy bodies consist of the same skeleton 
and neuro-muscular apparatus to set the articulations of the skeleton 
in motion. 

Valuable as this i.nformation is, it does not contribute much to 
the study of movement if one understands the latter as a unitary func
tion of body and mind. 

Here the observation of the artist is essential and it was natural 
that the practice of dance where typical and individual differences in 
,the use of body motion are so evident, should lead to a closer scrutiny 
of the form and content of movement. 

lt occurred to the composers and producers of dances at a very 
early stage of their activities, that not everybody is able and suitable 
to do all kinds of dancing with the same efficiency and effectiveness. 
There were high and light dances suitable fol.' slender and elongated 
bodies, while other dances required a certain heaviness and deep car
riage of the body. 

This is, of course, a very over-simplified division of types, but it 
is one which is easily; understandable by all who distinguish at first 
sight between slender and sturdily built people. It would be wrong to fall 
into the trap of analogous differences, say of male and female bodies. 
Boeh can be slender or sturdy. Nor is it admissible to ascribe the fun
damental difference between high and deep dancers to racial or national 
differences. It is true that the movements of primitive tribes frequently 
show deep dance motives, while the so-called civilised communities 
aspire to a more erect, high dance form. Such rough analogies have, 
however, no relevance to the prevailing movement character of indi
viduals, who can belong to either sex or to any race. 

The difference-of which we can consider here only the two ex
tremes, high and deep dance-has its deeper roots in the inherited 
body-mind structure of each individual. This is true also of all finer 
nuances between high and deep, the latter being if exactly described, 
more broad than deep. 

It is very probable that the organic carriers of our sense of balance 
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located in the ear have differentiated functions which account for the 
different responses of motion, with the two basic contrasts, i.e., either 
preponderantly erect and slender, or prevailingly sturdy and broad 
movement habits. The analogy with the sense of seeing, and especially 
seeing colour-distinction, will help us ·to understand this. Individuals 
differ in seeing the colours of the surroundings and the two extremes 
are that their colour-sensation is either warm, having a hue of yellow
red admixture, or it is cold with a tendency towards blue-green. The 
cause is, without doubt, that the sensitivity of the little nerve-ends in 
the retina is stronger or weaker in one of these general directions. 

It seems to be the same, or at least in some way similar, if the 
sensitivity in the nerve-ends of the balance organs in <the ear is stronger 
either in a vertical or in a horizontal extension. People show then in 
the beginnings and ends of movement either a vertical slender or hori
zontal broad attitude of the whole body. Another analogy can be found 
in music where we distinguish between high-pitched and low-pitched in
dividual voices. Here also there is a hint of the possible intermediary 
shades because we distinguish not only a soprano from a bass, but have 
established a whole gamut of mezzo-soprano, alto, tenor and baritone 
between the -two extremes. The shades of the movement types have not 
names so generally accepted, but they are clearly discerned in artistic 
practice. 

I would like to stress that up •to now I have not spoken either of 
movement or even of the function of motion, but only of structural 
p:!culiarities particularly characteristic of balanced rest. Motion arises 
in, the moment when this balanced rest is abandoned, and the body 
is brought into a series of positions of disequilibrium between the 
starting point and the end or stop of the motion. The high dancer will 
start and stop rather in the vertical, while the deep or broad dancer 
will start and stop rather in a horizontal extension. How far each of 
the two deviates during motion towards the other extreme is part of 
the nature of the dance. We find it aesthetically displeasing and even 
ridiculous if the deep dancer attempts to be too vertical, and the same 
is the case if the high dancer tries to persist in all too broad motions. 
Both will be awkward in such a performance, which can in practice 
be used to create non-harmonious, bizarre or humorous dances. 

Motion engenders shapes and rhythms which are, on the whole, 
appropriate to and characteristic of the basic individual range of ex
tension. 

As there are in colours contrasts, transitions and! relations, so in 
motion there is a difference between abrupt or smooth changes of 
directions, shapes and rhythms. The knowledge and experience of the 
inter-relations of different motion characteristics gives rise to a theory 
of movement harmony into which we cannot enter further here. 

It is rather my intention to speak now about the content of motion, 
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which is linked to another complex of innate or acquired tendencies 
and impulses of man. I suppose that this complex can be most easily 
made clear if we refer to the different forms of recreational use of 
motion. 

Let us try to investigate the natural impulses of man which lead 
to different forms of recreation. We will see later how these recreational 
impulses are reflected in the every-day use of motion in work and 
practica•l life. 

Everybody wants somehow to be competent in certain achieve
ments. This desire for competence has in the first place nothing· to do 
with competition, A person may enjoy running fast without wanting 
to take part in a race. There exist a host of achievements after which 
a man might strive, simply because he enjoys his speed, hiSI strength 
or his versatility. Competition is rather a measuring rod in which the 
competence of one individual is compared with that of another. One 
can also measure degrees of competence by abstract means, such as 
measuring time and distance. 

Sports of every imaginable kind are devoted to the development 
of competence and achievement. 

This cannot be said of play. Here a quite different form of impulse, 
innate in aH men, comes into action, An incredible amount of specula
tion has centred around man's tendency to play. One has mostly, and 
rightly, stressed the spiritual value of the play function, which is not 
so easily expressed in one word as competence in sport. Nevertheless 
there is in this " hovering over reality " a fundamental characteristic 
which we can perhaps best call "fairness." Fairness often sets back 
personal competence or puts it into the service of a group function. 
People playing together adapt themselves to a partner or partners and 
obey and enjoy the rules of the play or games, which they do not 
want to disturb through an undue stress of their personal ambition 
and the aim of subjective, often perhaps ruthless, victory. 

A third form of recreation can be seen in the performance of artistic 
creations. The keyword here is probably "creativeness" or service 
to a creation, An example in which motion and movement stand in 
the foreground is without doubt thei performance of dances. Even if 
dances have a more play-like character, their order and rules are much 
more formally fixed than in a game or in free play. What does this mean? 
The love and interest in the harmonious connections between motions 
come here into the foreground. The impulse to create manifests itself 
in the conviction of an ideal significance of this order, which cannot 
always be expressed or explained in words, 

I have said before that the three basic impulses towards heightened 
competence, true fairness and a demonstration of the spirit of crea.tive
ne,c;s, are reflected in practical life. This is clearest in respect of com-
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petence which is bound to be present in any work man bas ,to do in the 
struggle of his everyday .Jife. The difference between sport and work 
is that on the recreational side tasks are self-imposed, while in work 
the task is given by the necessity of outer circumstances. 

It should be mentioned tha.t one can discern as a human impulse 
the mental recreation of exact thinking, which in practice becomes 
perhaps proficiency in engineel'ing activities. 

Playlike working seems -to us a contradiction in itself, but the 
concept when analysed, illustrates usefully the in'teraction of fundamen
tal spiritual aims. The carry-over of organised group play into prac
tical life, including its highly desirable quality of fairness, can be clearly 
seen in the social organisation of groups of people. 

It is more difficult, however, to observe the influence of artistic 
creativeness in practical life. But there is so much evidence of the 
desire of men and women to fill their lives with a certain beautv, and 
to avoid squalor, that it is clear that behind these desires there· is the 
element of creativeness. More than elsewhere these desires become 
visible in such manifestations as rituals and ceremonials in the service 
of the loftiest aspirations of mankind. Here again the mental forms 
of creativeness appear unconsciously as in dreams and not in effective, 
competent speculation. 

Looking at the whole range of the ,jnnate and acquired impulses of 
man, one is tempted to search for a common denominator. In my 
opinion this denominator is not mere motion, but movement with all 
its spiritual implication. Jn movement none of the spiritual or physical 
values can be left aside. The good man is he who exemplifies in his 
movement physical, mental and spiritual values as a unified whole. 
The practice of body-mind movement in all its variations has to be 
supplemented by a thorough research into the nature and the ramifica
tions of movement. Historically seen, this has been done for many 
thousands of years. But from time to time men have been blind in 
practical matters to 'the low standard of efficiency of body motions, as 
well as to the lack of balance between feeling and intellect in their 
thinking. They have also over-indulged in play-like enjoyment of certain 
branches of bodily or mental motion. They have finally given in to 
sheer dreaming, abusing rhus their creativity in more or less futile 
illusions. 

What has to be done today-and our time seems to srand on the 
threshold of a new awareness of movement-is to acknowledge move
ment as the great integrator. This involves, of course, the conviction 
that movement is the vehicle which concerns the whole man with all 
his physical and spiritual faculties. 

To be able to see this great unity, is not the privilege of the artist 
alone. Everybody, every single human individual, has this unity at 
the basis of his natural tendencies and impulses, which can be lifted 
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out of the treasure of forgotten truth and cultivated in all the various 
ramifications of life. 

RUDOLF LABAN. 

SCIENTIFIC PENETRATION GIVES BASIS FOR 

GUIDANCE AND TREATMENT 

A few weeks ago, I visited someone in a convalescent home of a 
mental 'hospital. Not finding her, I wandered through the extensive 
grounds, and in meeting many patients sitting, walking and lying about 
in the sun, I was overcome with the human tragedy which was obvious. 
If anyone needed convincing how much of human personality is re
vealed in the simple movements of our everyday life, to see ,these people 
would be sufficient. It is always easier to seq- in extremes, and these 
patients were only the extremes, sometimes very little removed, from 
those of us who are not receiving treatment. In the twisted grotesque 
bodies, the gnarled hands and tense wrists, the tilt of the head, the 
' bentness' of carriage, the tightness, tension, and strain of some, and 
the floppy lack of control of others the divergence from so-called nor
mality is clear for us to see. One could not move freely because of inner 
gripping revealed in the gripping of muscular action. The movement of 
another was restricted by an inability to balance and control and there
fore co-ordinate movements, even simple movements like walking from 
one place to another, without falling about like a drunkard. 

These extremes of tension illustrate a well-known fact that exces
sive and continuous exaggeration •takes one further and further out of 
the range of ' normal harmony.' It would be too simple to believe that 
a tense mind, revealed in a tense body, or the placid, energyless, heavy 
mental-emotional apathy revealed in a floppy body action is anything 
more than a superficial indication, but it illustrates theJ principle that 
a human, living being is a whole being, and what is inside, mentally, 
emotionally, spiritually, is observable through his or her bodily move
ment, because of the wholeness. 

This brings us to the question I hope to answer by this talk: is 
scientific penetration of movement 

(a) possible, and if so
(b) helpful

in giving a diagnosis for guiding and treating people? 
Even the popular press frequently prints articles which give the 

outlook of psychologists, psychiatrists and doctors towards their patients, 
and how they use their general ability in observing movements in order 
to help their diagnosis. I quote extracts from one such report, from a 
medical correspondent of one newspaper: 

"The fascinating thing about general practice is the chance 
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it gives the doctor to learn and look for those )jttle clues by which 
people give away so much more of the story than they tell. 

" By this I do not mean the medically obvious physica'1 clues 
like blue lips ... and breathlessness. I am thinking of the more 
subtle pointers to the character of an illness which in the long 
run are so important for the doctor to appreciate if he is to help a 
patient. 

"In my surgery I keep the patient's chair well away from my 
desk, across the room so that I can have a full view of the patients 
and can see how they sit and move." 

He goes on to describe the different patients: some who pull the 
chair nearer, others who accept the situation as it is, and leave the 
chair .... l quote a few extracts: 

"Of the people who do not move the chair, a, person with 
an early depression will tend to sit crooked and yet give the im
pression that once in that position it is an effort to move." 

"Depressives rarely complain that they feel depressed ... The 
vital clue with these people is that a leaden feeling hangs over the 
interview. You feel that unless you press on and go more than 
half way to meet them they will let the conversation lapse into 
silence." (This is a similar reference to the heavy apathetic body 
mentioned earlier). 

"In the hysterical type of illness ... what matters in these 
cases is the disparity between the dreadful pains described and the 
patient's facial expression while telling you about them." The 
impassive expression is obvious even to an inexperienced observer, 
let alone an experienced doctor. 

" It goes almost without saying that in an 'emotional' illness 
no matter how physical the complaints may be ... there is always 
an increase in nervous tension." 

Now it is a fact of course that we are all observers of movement, 
and that we all draw conclusions from our observations. Some are 
more accurate conclusions, some less accurate, for many reasons
experience, or simply a gift for intuitive assessment. The doctor who 
wrote this article is already a person more professionally interested in 
knowing about people, but the general conclusions we reach: "He is 
in a bad temper to-day," "She is upset-excited-depressed-bubbling 
over-lively-resilient-light-hearted-alert-absorbed--etc." can be 
comments made before the person says a word (and any of you who 
are teachers will recognise how quickly children make such an assess
ment of you as you walk in the door-and act accordingly!) How do 
we know these moods, temporary or habitual? Because we see the 
movement the person makes. 
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(The fact that the casual observer may make a wrong assessment 
of attitude, does not detract from the legitimacy of the statement, only 
of the use to which the observations are put.) 

Let us go a little deeper into what the movement is that we all 
observe. 

Already I have referred to the body carriage- the heavy sagging
the resilient bounce-airyfairiness-the narrow nearness (self contained 
and restrained, or timid)-the broad expansiveness of communicative 
benevolence-the twisted avoidance or embarrassment-and so on. 

But there is more-the action we make (as the doctor was aware 
when he put out his chair to see action of those patients who moved its 
position)-precise and careful-rough and haphazard-fumbling and 
awkwardly nonchalant, etc. and probably the most significant of all, and 
less obvious, the subtle unconscious gestures and seemingly meaningless 
movements of the body. We call these shadow movements. They can 
be of any part of the body; eyes searching, mouth twitching; shoulder 
shrugging, toes tapping. etc. 

The relationship between our actions, our body positions and our 
shadow movements is both subtle and significant. 

Let us take the effect on a person of a repetitive mechanical action 
over a long period. This is a problem which industry has faced and 
has to face in this mechanical age. Not only does the effect on the 
worker (seen incidentally in his body attitude and shadow movements) 
influence; production, but the more human industrialists have realised 
what havoc the wrong job action can cause the worker, revealed in 
absenteeism and illness and depression. Research has shown that it is 
not necessarily equally disturbing for every person doing a routine or 
repetitive job; that in fact, some people have a "positive gift" for 
repetitive work and are therefore not only not upset, but are satisfied 
by the simple routine, and happy in it. Take them off this kind of 
movement and ask them to make momentary adjustments and decisions 
varying according to a changing situation, and they may become strained 
and anxious and unhappy. To someone with a nature gifted in adap
tability and decisiveness, who lacks the routine mechanicalness, it would 
be equally causing strain and tension to expect routine action over a 
continuous period of time. He would become slow, inefficient and cer
tainly unhappy. 

Jn all actions or job situations, there is a certain range of move
ment requirements, some extremely restricted, and for which there are 
probably fewer people who could continue over a long period without 
frequent breaks; some richer in movement requirements; and some con
tinuously changing. The real problem is to find which of these kinds 
of job the particular worker can best undertake. 

This is comparatively sin1ple in considering manual jobs, but it is 
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