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ABSTRACT 

 

 Over the last four decades of contemporary percussion literature, the inclusion of somatic 

gesture in solo and chamber percussion compositions has experienced significant growth. The 

addition of these deliberate physical movements often challenges the performer(s) in the 

interpretation of the gestural-based notation. The variety of schemes and notation systems 

employed by composers to document the precise instruction for these visual elements are 

numerous and growing. In this research, the compositions of Wayne Siegel, Mark Applebaum, 

and Casey Cangelosi will be studied, and when decidedly specific instructions for performer’s 

physical movements are required, it will be demonstrated that Labanotation can facilitate the 

notation, interpretation, and performance of these specific gestural-based compositions.  

Labanotation was created to document the movement of dancers and its principal 

function is to archive the entirety of a choreographer’s choreography: from the movement of 

each individual dancer, the relationship of one dancer to another on stage, to the somatic 

movements connection to the scored music. In its most basic form, a Labanotation score is the 

written record of artistic human movement.  

The use of Labanotation in these three compositions demonstrate its great potential to 

serve as a clarifying notation in the body of highly specific gestural-based literature. In addition 

to creating an archival platform for somatic performance, Labanotation allows scholars to 

approach gestural-based compositions in objective and quantitative ways. It has the ability to 

illuminate composer’s themes, aids in pattern recognition, and highlights the intention behind 

physical movement. Through the notation of Wayne Siegel’s Two Hands (not clapping) (2009), 
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the re-notating of Mark Applebaum’s Aphasia (2010) and Casey Cangelosi’s Bad Touch (2013), 

Labanotation has the potential to encourage creative and innovative new works through the use 

of interdisciplinary collaboration and shared artistic language. 
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CHAPTER 1: 

INTRODUCTION OF SUBJECT 

 

Introduction 

 

Throughout the history of notated percussion compositions, composers have continually 

explored the “possibilities of unusual devices and novel instruments.”1 From Gershwin’s tuned 

taxi horns to the American Gamelan of Lou Harrison, percussion literature has and continues to 

develop in unique and unforeseen means. The second half of “the 20th century also saw the 

development of another element, more closely associated with the composition and performance 

of percussion works than with the instruments themselves – theatre.”2 Due to these concurrent 

developments “we are enabling percussion performance to become theatre by activating the 

multisensory experience.”3 

Over the last four decades of contemporary percussion literature, the inclusion of somatic 

movement in both solo and chamber theater percussion compositions have experienced 

significant growth. The addition of these corporeal gestures often challenges the performer(s) in 

                                                
1 James Blades, Percussion Instruments and Their History (London: The Bold Strummer, 

Ltd. 2005), 458. 
 

2 Natalie Grant, “Text, Movement and Music: An Annotated Catalogue of (Selected) 
Percussion Works 1950 – 2006” (Bachelor of Music thesis, Victorian College of the Arts, 2006), 
4. 
 

3 Aiyun Huang, “Percussion Theater: The Drama of Performance,” in The Cambridge 
Companion of Percussion, ed. Russell Hartenberger (Cambridge, UK: Cambridge University 
Press, 2016), 128. 
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areas that established conventional percussion curricula has yet to address4: specifically, the 

interpretation of gestural-based notation. The variety of schemes and systems employed by 

composers to document the precise instructions for these visual elements are numerous and 

growing. In this research, the compositions of Wayne Siegel, Mark Applebaum, and Casey 

Cangelosi will be studied, and when decidedly specific instructions for performers’ physical 

movements are required, it will be demonstrated that Labanotation can facilitate the composition, 

interpretation, and performance of gestural-based compositions.  

Labanotation was created to document the movement of dancers and its principal 

function is to archive the entirety of a choreographer’s choreography: from the movement of 

each individual dancer, the relationship of one dancer to another on stage, to the somatic 

movements connection to the scored music. In its most basic form, a Laban score is the written 

record of artistic human movement.  

In thinking specifically about Labanotation’s use in the body of gestural-based musical 

compositions, the research of Rolf Inge Godøy and Marc Leman provides unique insight. 

“Western musical thinking often tends to ignore the fact that any sonic event is actually included 

in a sound-producing gesture; a gesture that starts before, and often ends after, the sonic event of 

any single tone or groups of tones.”5 In order to showcase Labanotation’s potential in this body 

of literature, three compositions will serve as the research material of this study: Wayne Siegel’s 

                                                
4 Francis Vincent Kumor, “Interpreting the Relationship Between Movement and Music 

in Selected Twentieth-Century Percussion Music” (DMA diss., University of Kentucky, 2002), 
1. 
 

5 Rolf Inge Godøy and Marc Leman, Musical Gestures: Sound, Movement, and Meaning 
(New York: Routledge, 2010), 110. 
 



 16 

Two Hands (not clapping) (2009), Mark Applebuam’s Aphasia (2010), and Casey Cangelosi’s 

Bad Touch (2013). These compositions feature gesture in varying ways, thus showcasing the 

diverse systems of current notation available to the composer and performer. 

The use of Labanotation in these three compositions display its great potential to serve as 

a clarifying notation in this body of highly specific gestural-based literature. In addition to 

creating an archival platform for somatic performance, Labanotation allows scholars to approach 

gestural-based compositions in objective and quantitative ways. It has the ability to illuminate 

composer’s themes, aids in pattern recognition, and highlights the intention behind physical 

movement. Lastly, Labanotation has the potential to encourage creative and innovative new 

works through the use of interdisciplinary collaboration and shared artistic language.  

 

Limits of Study 

 

For this study, the analyzed music consisted of solo and ensemble literature that required 

the somatic movement of the performer(s). The compositions included those with and without 

instruments, both acoustic or with fixed media accompaniment, and live-electronics. The 

compositions excluded from this study are those where the choreography of dancers created 

musical sounds and rhythms, as these pieces are first and foremost staged concert dances not 

musical performances. Currently there are over fifty musical compositions with the 

aforementioned parameters that have been published or available through correspondence with 

the composer. Please see Appendix B for the full list of compositions incorporating intended 
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human movement. The selection of literature specifically highlighted for this research will be 

based on those compositions that require precise somatic movement. 

 

Defining Gesture 

 

In current western musical thinking, gestures often relate to both the physical or 

perceptual movement of the performers and their audiences. Godøy and Leman believe that 

“musical experience is inseparable from the sensations of movement.”6 In thinking about the 

movements of the percussionist, Frank Kumor separates gesture into two categories, incidental 

motions and intentional designed movements.7 Aiyun Huang distinguishes the performer’s 

movements in a similar fashion to Kumor, as both instrumental and ancillary.8 In both dance and 

Labanotation, gesture is typically defined by a physically moving limb which has no weight 

bearing responsibility.9 With many different definitions existing in similar artistic endeavors it is 

necessary to define gesture in this study of highly elaborate gestural-based compositions. For this 

research, gesture will be defined as the highly specific somatic movement required of the 

performer during a realization of a composition. 

 

                                                
6 Godøy and Leman, 3. 

 
7 Kumor, 1. 

 
8 Huang, 128. 

 
9 Ann Hutchinson Guest, Labanotation: The System of Analyzing and Recording 

Movement (New York: Routledge, 2011), 19. 
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Gesture-Based Percussion Literature 

 

 The popularity of gesture in percussion literature is well known and growing. Cort 

McLaren began investigating the audience’s perception of the percussionist’s movements in his 

1985 thesis from the University of Oklahoma.10 Beginning in 2002 however, researchers and 

conference directors began focusing on the percussionist’s movements as crucial 

artists/theatrical/visual components to the compositional process11, not gesture as ancillary 

movement. At that time, fifteen compositions which required the physical movement of the 

performer were published with one of the earliest examples being George Crumb’s Echoes of the 

Time and River in 1967. Since 2002, the compositional output has grown considerably and the 

total list of works (publisher or available directly from the composer) requiring physical 

movement is minimally fifty compositions.  

 With such a growth in this literature, the conference organizers for the Percussive Arts 

Society (PAS) spent two concurrent festivals on gesture and the vast notation systems available 

to its performers. In 2015, the Percussive Art’s Society International Convention’s (PASIC) 

Focus Day was titled ‘Time and Motion: The Art of the Percussive Gesture’. Percussionist 

Michael Bump describes the theme in the following way, “A myriad of questions are at once 

answered through both ancillary and performative gesture; Visualization of sound. It is intention, 

with or without a conclusion. It is manipulation of the performance experience. It is perception 

                                                
10 Cort Alan McClaren, “The Influence of Visual Attributes of Solo Marimbists on 

Perceived Qualitative Response of Listeners” (PhD, The University of Oklahoma, 1985).   
 
11 Kumor, 1. 
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and deception. It is sound without sound.”12 The lines between percussive solo, musical 

composition, performance art, visual media, and theater have blurred. No longer is there a 

distinction between what we see and what we hear. The physical movements of the marimbist’s 

mallets, found in the music of Nathaniel Bartlett, create a real-time synthesis with the integration 

of motion capture technology Bartlett employs. In Roger Reynolds’ Watershed IV, the physical 

gestures were/are intended to “unite the eye and the ear by creating a strongly visual piece where 

the gestures of performance both support the acoustical music and serve to cue the movements of 

sound in space . . .”13  

 In 2014, PASIC’s Focus Day was titled ‘Images of Sound: Innovations in Notation’. 

Percussionists John Lane and Terry Longshore remarked that “notation is a filter through which 

musicians’ dialogue with composers. Notation is the result of a divergent projection from the 

mind of the composer. Notation is communication.”14 Additionally in 2015, Sō 

Percussion dedicated their summer institute on coaching both new and old chamber percussion 

compositions that highlight the deliberate physical movement of the performers throughout the 

composition. They gathered percussionists, theater coaches and other movement professionals to 

assist in the learning process. 

                                                
12 Michael Bump, “Call for Proposals Focus Day 2015 ‘Time and Motion: The Art of the 

Percussive Gesture’,” Percussive Arts Society. http://www.pas.org/pasic/artist-application/focus-
day-2015 (accessed January 13, 2016). 
 

13 Steven Schick, A Percussionist’s Art: Same Bed, Different Dreams (Rochester, NY: 
University of Rochester Press, 2006), 220. 

14 John Lane and Terry Longshore, “Focus Day 2014 – Images of Sound: Innovations in 
Notation,” Percussive Arts Society. http://publications.pas.org/archive/September2014/1409.08-
15.pdf#search="focus day 2014" (accessed January 13, 2016). 
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History and Development of Percussion Notation 

 

The creation of novel notation systems and symbols to document specific, unique bodies 

of literature is not a new concept. Outside of percussion, and perhaps most notably, exists the 

Bartok pizzicato. While pizz is frequently employed above the relevant passage, the Bartok 

pizzicato uses a unique symbol, now commonplace in standard notation but once innovative, for 

use of this highly specific direction. One of the most well-known examples in the use of a new 

notation system in percussion literature is Karlheinz Stockhausen’s Zyklus für einen 

Schlagzeuger No. 9. (1959). The unique way in which Stockhausen used pictographic notation 

for the first time allows multiple starting points and directions in which the piece can be 

performed, a feat not possible when utilizing more traditional, or other available, forms of 

notation. 

 

Musical Example 1.1. Excerpt of Karlheinz Stockhausen’s Zyklus für einen Schlagzeuger No. 9. 

 
© Copyright 1960 by Universal Edition (London) Ltd., London/UE 13186 

 

Currently, there are no fewer than seven standard systems available for percussion: 

“conventional staff notation, expanded staff notation, line score notation, graphic notation, 
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hybrid notation, and timbre staff notation.”15 Furthermore, “other methods that may or may not 

occur in conjunction with staves, such as shaped note heads and pictographs” 16 continue to 

develop by both composers and percussionists. Sylvia Smith and Stuart Gerber even include 

inventive notation systems such as task notation or geographic notation where the sounds 

produced are notated based on moving through physical locations in space. In Iannis Xenakis’ 

Psappha (1975), graph notation was applied to highlight the concept of time “as a continuous 

horizontal line, on which you place dots that correspond to the attacks of percussion.”17 In the 

score, each horizontal line represents a selected instrument within an instrumental family (i.e. 

woods, metals, etc.) arranged by register. From the vertical perspective, the lines indicate “the 

passage of time.”18 The dots, or note heads, are stemless, which result in individualized sounds 

rather than beamed rhythms. 

 

 

 

                                                
15 Rachel Julian-Jones, “A Survey of Multiple Percussion Notation with an Emphasis on 

Timbre Staff Notation and Setup” (DMA diss., University of Nevada, Las Vegas, 2005), iv. 
 

16 Darin Kamstra, “Multiple-percussion notation: The Effectiveness of Three Types of 
Staff Notation on Sign-Reading Ability” (DMA diss., University of Illinois at Urbana-
Champaign, 2006), abstract. 
 

17 Simon Emmerson, “Xenakis Talks to Simon Emmerson,” Music and Musicians 25 
(1976), 25. 
 

18 Ibid, 72.  
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Musical Example 1.2. Excerpt of Iannis Xenakis’ Psappha. 

 

 

 

 

 

 

© With kind authorization of Editions Salabert. 
 

First introduced in 1980, timbre staff notation, developed by percussionist Michael Udow 

and used extensively by composer Dave Hollinden, also solved a unique dilemma in notating the 

instrumental arrangement of multiple-percussion compositions. In this adapted staff notation, the 

composer informs the performer’s physical arrangement of the instruments based upon the 

tessitura of the instruments themselves.19 This notation allows the performer to overcome the 

challenge of elucidating the optimal arrangement of instruments while simultaneously learning 

the score. 

 

                                                
19 Michael Udow, “Visual Correspondence Between Notation Systems and Instrument 

Configurations,” Percussionist [Percussive Notes Research Edition] 18/2 (Winter 1981), 15. 
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Musical Example 1.3. Dave Hollinden’s Cold Pressed measures 1 through 6. 

© C. Alan Publications used with Permission. 
 

 

In some cases, available notations fail to provide composers the freedom to remove 

themselves from the compositional process and allow elements of chance and indeterminacy to 

exist within the work. John Cage and Alvin Lucier chose to utilize text-based instructions 

outlining the duration, instrumentation, dynamic, density, and speed with which the performer 

should approach the piece. For example, John Cage’s Composed Improvisation for Snare Drum 

Alone represents a text-based event score, according to Fluxus member Dick Higgins, essentially 

a type of graphic notation that allows for the use of reduction, repetition, improvisation, and 

chance.20 

 

                                                
20 Simon Shaw-Miller, “A Chorus of Voices: Seeing Music in Cage and Fluxus, the Birth 

of Postmodern,” Visible Deeds of Music, ed. Simon Shaw-Miller (New Haven: Yale University 
Press, 2002), 208. 
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Musical Example 1.4. Excerpt of John Cage’s Composed Improvisation for Snare Drum Alone. 

© (1987) by Henmar Press, Inc. Used by permission of C.F. Peters Corporation. All Rights Reserved. 

 

Unsurprisingly, percussion notation has seen continued development from its very 

inception. From the direction of note-heads indicating sticking in the rudimental drumming of 

early America to many of the aforementioned examples, percussion notation is ever changing. 

 

History and Development of Human Movement Notation 

 

Beginning in 1588, Thoinot Arbeau’s Orchesographie includes written descriptions of 

“well-known positions and steps” accompanied by figure illustrations to notate the movement of 

the dancers.21 The first full system of notation appeared in Choregraphie, ou L‘Art de decrire la 

Danse in 1700 published by Raoul Fueillet. Arbeau, Feuillet and others realized the need to 

document the movement and choreography of the dancers. This need remains crucial today. For 

                                                
21 Guest, 1. 
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just as musicians continue to perform Gregorian Chants from the year 600AD, late Renaissance 

or early Baroque music from the 16th and 17th Centuries, dance and the need to recreate or teach 

choreography requires codified documentation in the form of notation. 

In 1852 choreographer Arthur Saint-Léon began using stick figure representations with 

music values assigned for durations in his notation. Following this initial use of musical symbols 

as dance notation, Vladimir Stepanov expanded the system in his Alphabet des Mouvements du 

Corps Humain of 1892. Later in 1928, two different systems of dance choreography notation 

were presented to the public at large. Margaret Morris’s Notation of Movement and Rudolf 

Laban’s Kinetography in the book Schrifttanz. Both of these systems took an anatomical 

approach to the notating of human movement, which ultimately lead to the development and 

creation of both Banesh Notation in 1956 and Eshkol-Wachmann Notation in 1958.  

In 1969, Ethnomusicologist Doris Green began teaching African dance and music at 

Brooklyn College in New York. She quickly discovered that the lack of a system for notating 

African rhythms was crippling for both herself and her student musicians. As an instructor for 

both the dance and musical components of the ensemble, she recognized the necessity to 

document both aspects of the performance simultaneously not as two separate scores, but as one. 

Turning to Labanotation proved instrumental as Green quickly adapted the Laban system of 

notation to the percussion instruments found in traditional African dances. In an effort to 

distinguish this system from Labanotation, Green titled this new percussion notation 

‘Greenotation’.  

While many methods for documenting dance now exist, none are as specific and detailed 

as Labanotation. The success of Labanotation as a system for notating movement is due to its 
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austerity and complexity. “At its most basic level, the system is simple and economical.”22 

However, “because it has been developed by people with diverse movement interests and points 

of view, the system has grown to incorporate a number of descriptive amplifications and 

alternatives.”23 With the duality of simplicity and diversity, Labanotation can be implemented 

immediately into the musical realm: allowing composers with divergent interests and 

experiences to incorporate the same descriptive symbols and terminology into an already 

codified vocabulary. Its ability to meet Guest’s three fundamental requirements of notation 

(“recording complicated movement accurately, recording it in an economical and legible form, 

and keeping up with continual innovations”24) justifies its use in this body of highly intricate 

gestural-based compositions. 

 

                                                
22 Sheila Marion, “Notation Systems and Dance Style: Three Systems Recording and 

Reflecting One Hundred Years of Western Theatrical Dance” (PhD diss., New York University, 
1997), 152. 
 

23 Ibid, 152. 
 

24 Guest, 1. 
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CHAPTER 2: 

LABANOTATION 

 

History and Development 

 

“Labanotation, or Kinetography Laban, is a system of recording movement originated by 

Rudolf Laban in the 1920s.”25 Laban’s system offered two critical innovations in comparison to 

the other available systems of the day, a vertical staff to represent the body and elongated 

movement systems that by their length indicate the exact duration of each action.26 Throughout 

the 20th century the system continued to develop and expand through the work of many of 

Laban’s students most notably Irmgard Bartenieff, Sigurd Leeder, Albrecht Knust, and Ann 

Hutchinson Guest. 

Ann Hutchinson Guest has perhaps continued the legacy of Rudolf Laban most 

extensively. Beginning in 1940 she brought Labanotation to the United States by founding the 

Dance Notation Bureau (DNB) with Helen Priest Rogers, Even Gentry and Janey Price. Still 

today, the DNB continues to archive and document some of the most prestigious and artistically 

relevant choreographers in dance history. Housing a collection of over eight hundred scores from 

many choreographers including George Balanchine, Martha Graham, Merce Cunningham and 

Paul Taylor, this resource continues to expand. Aside from the DNB, Guest was also 

                                                
25 Guest, 1. 

26 Ibid, 3. 
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instrumental in the founding of the Language of Dance Center. With offices in both the United 

Kingdom and the United States, the Language of Dance Center continues to teach young 

children the fundamentals of dance and movement through Labanotation. 

Whereas Rudolf Laban sought to record all forms of human movement, Guest to archive 

concert dance and as a tool to educate young children, and Green to unify African drumming and 

dance in one codified system, Labanotation ultimately became a tool for both scholarly research 

and artistic innovation. The benefits of the Labanotation system align with Ethnomusicologist 

David Locke’s three-fold model for documentation:  

 

1) Archival – to document a portion of humankind’s heritage; 
2) Educational – to teach about culture and musical meanings; 
3) Artistic – to encourage creative engagement with is forceful surfaces, including 

sensitive appreciation, composition, and re-creation through performance.27 
 

Outside of dance, Labanotation has been used for scholarly endeavors in many fields “as 

a systemic and objective means of describing human…movement.”28 Medical doctors have 

utilized Labanotation to study the gaits of patients with previously diagnosed movement 

disorders and central nervous system dysfunction. When multiple systems of notation were 

compared, only the Laban Score was able to discriminate between diagnoses.29 At the 1975 

                                                
27 David Locke, Kpegisu: A War Drum of the Ewe (Reno: White Cliffs Media Company, 

1992), 9. 

28 Elin Elizabeth Lobel, “A Comparison of Quantitative and Qualitative Motion Analysis 
Techniques as Tools to Identity Movement Disorders” (PhD diss., University of Illinois at 
Urbana-Champaign, 2002), 4. 
 

29 Ibid, iv. 
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International Council of Kinetography Laban (ICKL) Conference, the research of zoologist John 

Davis was presented featuring the use of Labanotation “in providing a clearer way of describing 

behaviour and movement for comparison and analysis” 30 as it related to the Zygoballus or 

Jumping Spider. Anthropologist Brenda Farnell has utilized Labanotation for her research of the 

Plains Indian’s Sign Talk. She noted that “the inclusion of movement writing alongside the 

words of the stories mean that the reader can actually read all of the actions that the storytellers 

made rather than read about them.”31 More recently, the inaugural workshop of the 

Anthropomorphic Motion Factory in 2014 gathered “roboticists, computer scientists, 

neuroscientists, dance notation system researchers...and choreographers, in order to promote a 

multidisciplinary research of human motion analysis.”32  

Labanotation has also found a home in the field of Architecture. In 2001 the architecture 

firm Gould Evans Associates L.C. incorporated the Labanotation floorplans from George 

Balanchine’s Serenade in the design and structure for the Stevie Eller Dance Theater at the 

University of Arizona. Associate designer Donna Barry remarks that  

we have utilized the floor plans, particularly the beginning and ending positions of each 
dance section as a matrix to determine column locations beneath the dance studio of the 
project…this matrix also helped locate positions for lighting both in the ceiling and the 

                                                
30 Ray Cook, “Report on Lectures and Special Sessions at the 1975 I.C.K.L. Conference,” 

Action! Recording! (January 1976), 5. 
 

31 Brenda M. Farnell, Do You see What I Mean?: Plains Indian Sign Talk and the 
Embodiment of Action (Lincoln: University of Nebraska Press, 2009), 6. 
 

32 “Dance Notations and Robot Motion,” Science Conference, last modified November 1, 
2014, accessed January 25, 2016, http://notation-motion.sciencesconf.org/. 
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ground plane. We are intrigued by the notation and continue to incorporate the ideas of 
graphically depicting movement in the project.33 
 
While Labanotation has seen use outside of the sciences, it also has seen application 

within the study of music, percussion specifically. Seeking to interpret and investigate the bodily 

expressions of the performing marimbist, Mary Broughton and Catherine Stevens applied key 

aspects of the Laban system as the principal method of analysis. Their research found that Laban 

Movement Analysis (LMA) was a reliable and accurate comparative system for analysis in 

describing the marimbists’ expressive somatic movement.34 Overall, Labanotation’s success is 

due, in part, to its versatile and comprehensive nature, which lends itself to wide applicability in 

both the sciences and the arts.35  

 

Labanotation Attributes 

 

The Laban system, while likely foreign to many, is an open yet codified system. Its 

structure is set, but many elements can be removed or added freely determining on the physical 

movement it is documenting. As an introduction to the essential and necessary vocabulary for 

understanding Labanotation as it will be used throughout this research, the following examples in 

this chapter will showcase key elements of the system which were frequently employed in 

                                                
33 Gould Evans Associates L.C. to Dance Notation Bureau.  
34 Mary C. Broughton and Catherine J. Stevens, “Analyzing Expressive Qualities in 

Movement and Stillness: Effort-Shape Analyses of Solo Marimbists’ Bodily Expression,” Music 
Perception: An Interdisciplinary Journal 29.4 (2012), 346. 
 

35 Guest, 8. 
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notating the musical compositions of Siegel, Applebaum, and Cangelosi. Throughout this 

document the terms Labanotation and Laban system will be used interchangeably. For a 

comprehensive glossary of all fundamental Labanotation symbols, see Appendix A. 

 

The Staff 

 

Where common percussion staffs can include 1, 2, 3, 5 or more horizontal lines, 

Labanotation typically uses a three-line staff which is laid vertically thus delineating the center 

line and sides of the body anatomically. Inside the three-line staff are two columns for the 

“written movements for the legs and feet.”36 Outside the staff exists the columns for the 

documented movements for the body, arms and the head. However, when a greater level of 

specificity is required for individual body parts, more columns can be added both inside and 

outside the three-line staff. While the staff relates anatomically to the body, the notated physical 

movement in time, both metronomic or otherwise, is read from the bottom of the page to the top. 

When the movement is choreographed alongside or with a specific composition, the staff 

includes bar lines and sub-divisions to indicate the passage of musical time.  

 

 

 

 

 

                                                
36 Ibid, 18. 



 32 

 

Labanotation Example 2.1. Standard and Expanded Labanotation Staff. 

 

 

 

 

 

 

 

 

 

 

 

 

 
                         Standard Staff                               Expanded Staff 

 

In Labanotation Example 2.2 of Totem Ancestor (1942), the opening seven measures 

feature both John Cage’s Prepared Piano solo as well as Merce Cunningham’s choreography for 

solo dancer. The material prior to the double bar-line at the beginning of the Laban score 

represents the starting position of the solo dancer. After the double bar-line we find only the 

movement of the right arm for one measure followed by the movement of the head for two 

measures. This short three-bar choreographic phrase continues in measures 4 through 6, and 
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seven through nine as well. We also find that this three-bar choreographic phrase coincides with 

Cage’s phrasing. This is no notational accident. If a choreographer’s intention is to create and 

instruct/introduce movement which follows the structure of the composed music, the notation 

must highlight this relationship. Conversely, if no relationship is explicitly mentioned in the 

instruction of the choreography, it must be left out of the final Laban score. Note that 

Labanotation Example 2.2 is presented in a landscape orientation to highlight the choreo-musical 

relationship from a musician’s perspective. 

 

Labanotation Example 2.2. Totem Ancestor, measures 1-7, page 1. Choreography by Merce 
Cunningham, music by John Cage, notation by Lena Belloc with edits by Ann Hutchinson Guest.  

 

@ 1942 Courtesy of the Dance Notation Bureau 
 
 

The Directions 

Directions are of the utmost importance in Labanotation and inform all aspects of the 

notated movement. The directions are always created in a multi-step process. First, the general 
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indication of a direction followed by notating one of three ‘levels’. The three levels are High, 

Middle, and Low. The icons of the directions are always unfilled until a specific level is 

assigned. Labanotation Example 2.3 defines the nine general direction locations, while 

Labanotation Example 2.4 indicates the three level types. With nine general direction indications 

followed by three possible level types for each direction there are a possible twenty-seven 

direction indications. Typically, these twenty-seven primary directions, otherwise known as the 

cardinal directions, suffice (see Labanotation Example 2.5). Directions always relate to the body 

part of the column they are located in and when increased specificity is required, the direction 

symbols always occur following body signs. 

 

Labanotation Example 2.3. Nine General Directions. From Labanotation: The System of 
Analyzing and Recording Movement. 

 

 

 

 

 

© 2011 Taylor and Francis used with Permission 
 

 

Labanotation Example 2.4. The Three Levels. 

 

 

 High Middle Low
(up,0Straight) (Place,0Center) (Down,0Straight)
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Labanotation Example 2.5. Cardinal Directions in Labanotation. 

 

 

 

 

 

 

 

© 2011 Taylor and Francis used with Permission 
 
 

 In the first few measures of the closing section of Haiku (1979) with choreography by 

Martha Clarke, Robert Barnett, and Felix Blaska set to George Crumb’s Dream Sequence 

(Images II) (1976), the dancers labeled ‘N’ and ‘K’ are found moving their arms and hands 

exclusively. This is seen through the direction symbols appearing in only the arm and hands 

columns. Dancer ‘K’ has their left arm moving between right diagonal forward high and place 

high while the hand is moving between place low and right side low. Dancer ‘N’ is moving their 

right arm from place low, to forward low and back to place low throughout ‘WAVE 3’. During 

‘WAVE 4’ the right arm is moving from forward left to place low.  
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Labanotation Example 2.6. Haiku, Wave 3 and Wave 4 of Section 7 titled ‘Closing’. 
Choreography by Martha Clarke, Robert Barnett, Felix Blaska, notation by Sandra Aberkalns.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

© 1985 Courtesy of the Dance Notation Bureau 
 

 

The Body Signs (designations). 

As movement can relate to any specific part of the human body, the need to indicate 

specific parts of the body is crucial in Labanotation. Each limb, hip, knee, finger, toe, and many 
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other areas of the body are assigned with a specific icon, sign, or symbol. These can be as 

general as the aforementioned body parts or as specific as the top the head, the left cheek, or the 

right eyeball. These signs can then be further defined as the choreography requires. In 

Labanotation Example 2.7 we find body signs for the Face, Wrist, Hands, and Thumbs 

specifically of the solo female dancer, ‘W’, while the cast of men, ‘A’, ‘B’, ‘C’, ‘D’, ‘E’, ‘F’, G’, 

are immobile on stage in Donald McKayle’s Rainbow ‘Round My Shoulder (1959) set to 

Traditional songs sung by chain-gangs of the American South, arranged by Robert de Cormier 

and Milton Okun, and recorded in the field by John and Alan Lomax. The Face of the solo 

female dancer is indicated by the ‘C’ inside the box in the farthest right column on the right side 

of the staff. Moving toward the center of the staff we find the wrists, as indicated by the angled E 

symbols and lastly the right and left thumb symbols. Inside the staff, only direction symbols are 

utilized meaning there is no specific need to further address the legs beyond their gesturing or 

weight bearing responsibilities. 
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Labanotation Example 2.7.  Rainbow ‘Round My Shoulder, measure 131. Choreography by 
Donald McKayle, notation by Mary Corey. 

 

 

 

 

 

 

 

 

 

 

 

 

© 1993 Courtesy of the Dance Notation Bureau 

 

The Props (Handling of Objects) 

In dance, as in drama or theater, the handling of an object on stage is considered 

‘property’ otherwise known as a prop. Because each prop is unique to the production or 

choreography, and not codified in Labanotation, it is necessary to add each new prop symbol to a 

glossary at the beginning of the Laban Score. In reality, this is no different than the composer 

who includes a performance notes section and defines the unique icons to the composition. Props 
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are typically represented by an icon but occasionally a dance notator chooses to use a letter 

identifying the object. However, it should be stated that “in the interest of international 

understanding a pictorial representation is preferable.”37 In the glossary of the Laban Score of 

Gerald Arpino’s Valentine (1971), with music by Jacob Druckman, all of the props are labeled 

and how they are to be used throughout the notation being that these items are not commonly 

part of the Laban system. 

 

Labanotation Example 2.8. Valentine, glossary. Choreography by Gerald Arpino, glossary. 
notation by Muriel Topaz. 

 

 

 

 

 

 

 

 

 

 

 

© 1981 Courtesy of the Dance Notation Bureau 

                                                
37 Ann Hutchinson Guest and Joujke Kolff, Advanced Labanotation: The Handling of 

Objects, Props (Hampshire: Dance Book Ltd, 2002), 2. 
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Props not only exist in the floor plan as in Valentine but can exist on the exterior of the 

staff or in their own designated staff. In Chair/Pillow (1969) with choreography by Yvonne 

Rainer, music by Ike and Tine Turner, the dancers interact with chairs and pillows as props 

throughout the choreography. In measures 95 and 96 the dancers labeled ‘F’, ‘A’, ‘W’, ‘L’, ‘E’ 

are supporting the pillows as indicated with the capital ‘P’ inside a square box shape. However, 

in measure 97 on beat 2, the dancers change from supporting to grasping the pillows specifically. 

This is indicated by the hand symbol with its relationship bow connected to the ‘P’ pillow, 

highlighted by the rectangle box superimposed on the notation between the two groups of 

dancers. In measure 98 the dancers move into a sitting position as indicated by the pelvis being 

supported and in contact with the chair.  
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Labanotation Example 2.9. Chair/Pillow, measures 95-98. Choreography by Yvonne Rainer, 
notation by Barbara Katz (1970) with revisions by Valarie Williams (2003).  

 

 

 

 

 

 

 

 

 

 

 

 

 

© 2003 Courtesy of the Dance Notation Bureau 
 

Relationships 

Relationships are unique in Labanotation in that now two, or more, areas of the body 

connect with one another in some respect. We have already briefly introduced relationships when 

discussing the use of the pillows and chairs throughout Chair/Pillow. However, further 

explanation is necessary. Where a Plié, or bending of the knees, is indicated by symbols for both 

legs independent of each other, clasped hands have an inherent relationship to one another. Is a 
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dancer resting their hand at the waist? Are two people holding hands? These are all 

choreographic relationships that must be specifically notated.  

Relationships frequently begin with a horizontal line extending from the body sign of the 

active individual, or initiation point. The relationship sign concludes with a cup indicating the 

person, body part, prop, or another object being addressed. The system currently incorporates 

eight specific relationship bows: Addressing, General Description, Specific Indication, Nearness 

and Closeness, Contact and Touch, Support and Carry, and Enclosing and Surrounding. In 

Labanotation Example 10, both hands are seen mutually addressing each other. Both hands 

include the cup sign representing that both the right-hand and left -hand are indicating. 

 

Labanotation Example 2.10. Two Hands Addressing Each Other. 

 

 
 

In the second movement of Doris Humphrey’s Day on Earth (1947), with music by 

Aaron Copland, the trio of dancers represent a family with dancer ‘J’ as the head of the family 

and dancer’s ‘L’ and ‘C’ representing the family members. In measure 265, dancer ‘J’ initiates a 

grasping relationship with his fellow family members. It is important to note that while all three 

dancers are holding hands, the relationship is not mutual, hence the need for precise relationship 

indications. ‘J’ is specifically grasping the hands of his family members as seen by the small ‘x’ 

and ‘o’ closest to his right-hand and left-hand signs. If these symbols were attached to the other 

dancers, they would be grasping ‘J’ and not the other way around. This relationship is 

highlighted in Example 11 by the rectangle box superimposed on the notation. 

'(
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Labanotation Example 2.11. Day on Earth, second movement, measure 255-256. Choreography 
by Doris Humphrey, notation by Muriel Topaz (1959), with revisions in 1978 and 1981. 

 

© 1981 Courtesy of the Dance Notation Bureau 
 

 

Hands and Fingers 

As Labanotation is used in this study of the performing percussionist, the hands are of the 

utmost importance. They not only articulate and change the sonic landscape in Two Hands (not 

clapping), gesticulate the unique ‘alien language’ in Aphasia, and hold a drumstick or flashlights 

in Bad Touch, but the hands themselves incorporate so many different working elements 

simultaneously that detailing their own specificity is necessary. The hand can move as a whole, 

or with each finger can moving as a single entity, or each knuckle, the tips of fingers. All areas of 

the hand, even the edges/sides of the fingers, can be represented in notation when critical.  
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Guest and Kolff have dedicated an entire edition of Advanced Labanotation highlighting 

the diverse use of the hands in Labanotation38. In Labanotation Example 2.12, we find the 

‘thumbs up’ gesture common throughout most of the world. As simple as this gesture may seem, 

there are five crucial notational elements at play in this single shape: thumb place high, palm 

facing backward, fingers fully folding, fingers facing place left, and right hand contracted at a 

right angle specifically.  

 

Labanotation Example 2.12. Thumbs Up.  

 

 

 

 

 

© 2002 Dance Books Ltd. used with Permission 

 

The Stage (floor plans) 

The Stage has critical representation in a Labanotation score because it alone documents 

the movement of the dancer or dancers throughout the space on stage. True, the direction 

symbols indicate which direction a given performer is moving, but perhaps not necessarily how 

far they move in that direction in space. The floor plans are always indicated by an open 

                                                
38 Ann Hutchinson Guest and Joujke Kolff, Advanced Labanotation: Hands, Fingers 

(Hampshire: Dance Book Ltd, 2002). 
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rectangle with the open side of the rectangle representing the boundary of the stage to the 

audience. Symbols exist differentiating the performers on stage, and also their facings. The floor 

plan diagram includes information such as positions, props, curtains, and other non-dance 

specific aspects. The benefit of the floor plan is that, similar to the body movement and direction 

symbols, the representation of the performer’s position in space changes to further inform the 

reader. Floor plans can be used once at the beginning of the score or throughout the 

choreography as needed.  

 

Labanotation Example 2.13. The Stage / Floor Plan. 

 

 

 

 

Similar to the movement instructions in George Crumb’s Echoes of the Time and River 

(1967) or Karlheinz Stockhausen’s Musik im Bauch (1975), the floor plan exists to clarify the 

physical orientation of the performer or performers to each other throughout the choreography. 

In a Labanotation score the floor plan always exists to the right of the staff. In Anna Sokolow’s 

Deserts (1967), with music by Edgar Varèse of the same title in 1954, as with all other Laban 

scores, the floor plan represents the beginning of the notation. It includes the information of the 

performer’s facing with alterations including alternative facings and positions due to potential 

lighting restrictions in different performance venues. As Deserts is an ensemble piece, each of 

the sixteen performers is assigned a specific letter throughout the duration of the piece, and each 

Front

Left Right

Back
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staff of the Laban score is assigned accordingly as we have seen previously in both Chair/Pillow, 

Day on Earth, and Rainbow ‘Round My Shoulder.  

 

Labanotation Example 2.14. Deserts, starting Floor Plan. Choreography by Anna Sokolow. 
notation by Ray Cook (1979). 
 
 
 
 
 
 
 
 
 
 
 
 

 

© 1979 Courtesy of the Dance Notation Bureau 

 

Repeat Signs. 

 The indication to repeat a measure or section in Labanotation is very similar to that of a 

musical score. In fact, a dance notator can utilize the western musical notation repeat symbol in 

their scores for repeated dance material. However, dancers typically repeat material in different 

ways. The identical repetition of material (of the same side) indicated with a diagonal or 

horizontal line between two dots, or as laterally symmetrical repeated material (to the other side) 

indicated with two diagonal or horizontal lines between two dots. Additionally, entire measures 

in the score can include repeats of any duration or of any specific dancer in the score. For 

example, dancer ‘A’ can repeat what dancer ‘B’ was doing in measure 4 and so forth. 
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Furthermore, Labanotation even incorporates traditional first and second endings as found in 

music by bracketing groups of measures and indicating the ending with the numbers 1, 2, and so 

on.  

 

Labanotation Example 2.15. Repeats. 

 
 

 
 
 

 
 

  
[SIC] 

 
© 2011 Taylor and Francis used with Permission. 

 
 

Tempo 

In Labanotation, tempo is indicated at the farthest left side of the staff. Each measure is 

divided by the accompanying musical timelines with beats and subdivisions or with general 

durational indications. Because each measure is separated by the subdivisions of the musical 

meter, the duration of each shape or movement can directly be related to the tempo and beat. For 

just as a musician understands the relationships between sixteenth-notes and quarter-notes, the 

dancer understands the relationship between one movement and another. The visual delineation 
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of musical subdivisions is very helpful when viewing the relationships between not only one 

tempo and another, but from one section of the work to another and can be seen in many of the 

previous examples. 

 
Dynamics and Accents 

Yet another commonality between the Laban score and the musical score is the sharing of 

dynamics and accents. While dynamics and accents are levels and indications of volume and/or 

intensity in music, in dance they are representations of the amount of effort needed of displayed 

by the dancer. There are eight basic efforts in Labanotation and they are follows:  

1) Strong, direct, slow = press 
2) Strong, direct, fast = punch 
3) Strong, indirect, slow = wring 
4) Strong, indirect, fast = slash 
5) Light, direct, slow = glide 
6) Light, direct, fast = dab 
7) Light, indirect, slow = float 
8) Light, indirect, fast = flick 

 

In Mark Morris’ All Fours (2003), the efforts are indicated on the right side of the staff 

and the use of brackets informs the reader of the relative duration of each effort. Throughout 

measures 47 through 51 there are two styles of efforts notated by Sandra Aberkalns: slight accent 

and strong accent. The slight accents feature an open outlined comma, where the strong accents 

feature a filled in artistic comma.  
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Labanotation Example 2.16. All Fours, measures 47-51. Choreography by Mark Morris, notation 
by Sandra Aberkalns (2003).  

 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

© 2003 Courtesy of the Dance Notation Bureau 
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Design Drawing 

Design Drawing is a relatively new component of Labanotation. Officially adopted in 

1975 by the International Council of Kinetography Laban (ICKL),39 Design Drawing was 

incorporated due to advancements in the choreography and the need to notate these new 

choreographic elements. As many modern dance choreographers began to integrate intricate 

gestural elements of the hands into their dancers, the development and use of design drawing 

came into effect. “Many gestures, particularly in mime, trace recognizable designs or patterns in 

the air”40 remarks Guest. These types of human movements as created or demonstrated by the 

choreographer are then notated as path symbols being that they have understood direction and 

meaning. Labanotator’s use the terms design and trace patterns interchangeably, but throughout 

this research only the term design drawing will be used.  

In Labanotation Example 2.17, the first image is of the Right Index Finger is drawing a 

circular, coil or spring shape from position low to position high. When a specific body part is 

drawing the shape, the use of the pre-sign or body sign is utilized. When specific durations of 

signs are required the pre-sign is present, followed by the path sign, and then the intended 

design.  Following the design, the remainder of the path sign is finished, and then the entire 

gesture has concluded. The path sign serves not only to inform the reader of the design being 

drawn or traced, but also the duration of the gesture as indicated by the length of the path and 

pre-sign. In the second image of Labanotation Example 2.17, we find that the pseudo bass clef 

                                                
39 Ann Hutchinson Guest and Rob Van Haarst, Advanced Labanotation: Shape, Design, 

Trace Patterns, 2nd ed. (Hampshire: Dance Book Ltd, 2011), xvii. 
 
40 Ibid, 2. 
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design is gesticulated by the right hand for a duration of nine counts, or three measures with 

three beats. 

 

Labanotation Example 2.17. Design Drawing  

 

 

 

 

 

 

© 2011 Dance Books Ltd. used with Permission. 

 

Comparative Analysis 

 

Armed with the basic knowledge of the Labanotation system, one can begin to 

understand how Labanotation has the ability to function as musical notation in this existing body 

of percussion literature. As previously mentioned, Labanotation and western musical notation 

share many symbols and functional attributes. And as such, this section will highlight existing 

works and how they would be understood in Labanotation. In each composition the original 

notation will be presented side by side with the transcribed Labanotation focusing on one of the 

specific Labanotation attributes described earlier in the chapter. 
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 In Thierry De Mey’s Musique de Tables (1984), the composer assigns the hand positions 

as specific notes on the musical staff. By including the hand positions in the glossary at the 

beginning of the score, as seen in Musical Example 2.1, the score can be read as rhythms and 

hand movements across the performance table. However, what is missing is the relation of one 

hand position to another. When does one position of the hand change to the next position? Does 

this occur upon indication of the following note-head or is it a gradual transition between one 

and the other? For example, in moving between ‘Le Plat’ and ‘Le Poing’ or from an open-faced 

palm to a closed fist, does the fist occur only upon the symbol in the score, or does the performer 

make the first prior to the action required by the first symbol? By notating the precise hand 

positions in Labanotation, the movement between each hand position can be viewed offering the 

trio of performers a clarified movement journey for increased choreographic cohesion.  

In a Labanotation representation of the Glossary of Musique de Tables, the 8 hand 

positions become a single symbol or small group of symbols and eliminate the need to explain 

the hand positions through text. ‘Le Plat’ becomes a hand presign with the indication of a neither 

flexed nor stretched state, rather a neutral position while the palm is in contact with the table or 

performance surface. ‘Le Revers’ utilizes the same hand symbols as ‘Le Plat’ but with the back 

of the palm in contact with the table or performance surface. ‘Le Poing’ or fist is a very simple 

symbol indicated by the fist contraction symbol with the little finger side of the hand in contact 

with the table. These examples highlight the ways in which Labanotation renderings of existing 

gestures clarify the gesture and showcase the level of precision possible. 
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Musical Example 2.1. Thierry De Mey’s Musique de Tables Glossary. 

 

 

 

 

 

 

 

 

 
© 1987 Percussion Music Europe 

 

 

Labanotation Example 2.18. Thierry De Mey’s Musique de Tables Labanotation transcription. 

 Le Plat          Le Revers           Le Poing 

 

 

 

In ?Corporel (1985), Vinko Globokar uses a hybrid notation system filled with graphic, 

icons, texts and symbols and the staff. The staff can be as simple as a 1-line staff and at other 

moments expands to a 10-line staff. Throughout the work “the performer’s hands are used to 
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make both caressing and percussive sounds and gestures on various parts of the body. Each of 

the performer’s movements is carefully laid out in the score.”41 

During Event 3, pictured below in Musical Example 2.2, the performers two hands hide 

the face and expand outward revealing the face while vocalizing. Globokar’s notation accurately 

depicts the duration of the hand movement, indicates the relationship of the hands to the face, 

and the hands general expansion movement, but the specific movement of the hands from the 

starting position to the ending position does not exist. A rendering in Labanotation could 

illuminate the specific directions and overall path the hands take during the expansion process. In 

Labanotation Example 2.19, the hands begin, facing place high, in the center of the face, and 

expand place high to the forehead, place low to the chin, respectively, while moving from a high 

facing to a side facing all while the palm remains in contact with the face. 

 

Musical Example 2.2. Vinko Globokar’s ?Corporel Event 3. 

 

 

 

 

 

© 1985 by C.F. Peters Corporation. Used by permission. All Rights Reserved 

 

 

                                                
41 Lee Hinkle, “Theatrical Music for Solo Percussion” (DMA diss., University of 

Maryland, College Park, 2010), 20. 
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Labanotation Example 2.19. Vinko Globokar’s ?Corporel  Labanotation transcription of Event 3. 

 

 

 

 

 

 

 

Mary Ellen Childs has a singular voice in combining percussion instruments and 

movement. She remarks, “I enjoyed watching percussionists play as much as I enjoyed listening 

to them. It seemed to be choreography that was perfectly suited to the music.”42 She started to 

wonder, “isn’t it possible to create a new work in which movement and sound are completely 

integrated.”43 As she began to compose for this new medium, she quickly found that there was 

simply no way to notate the physical movements of the performers in the existing musical 

timeline or staff.  

“There is no good notation for what we do. My “score” often looks like a list of silly 

names (wawa; hit-dampen-dampen; pattycake on the floor, silly crosses), along with a few notes 

about details. The rest of the “score” exists in the players’ heads.”44 Her solution uses a short 

                                                
42 Mary Ellen Childs. “Click, Crash, Move: Writing Visual Percussion Music,” 
Percussive Notes 33.5 (1995), 65. 

 
43 Ibid, 65. 

 
44 Mary Ellen Childs, interview by Fracis Kumor, March 8, 2000. 
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hand movement code that identifies the movement vocabulary in the score to the performers. 

While the movement and music are theatrically notated simultaneously in her scores, much of 

the precise detail is lost. To this end, a Labanotation score of measures 6 through 13, known as 

‘Pivots’ in the score for Drumroll (1998), accurately informs the performers of the duration of 

the intended pivots. In Labanotation Example 2.20, you will see that the symbols are stretched 

for the duration of the pivot, instead of simply informing the reader of a pivot with no durational 

specificity in the original notation in Musical Example 2.3. 

 

Musical Example 2.3. Excerpt of Mary Ellen Childs’ Drumroll. 

 

© 1998 Mary Ellen Childs used with Permission. 
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DRUMROLL
(for four drummers on wheels)

Mary Ellen Childs

Mary Ellen Childs © 1998

[Pivots = 1st turn is clockwise, then alternate direction of spin every 2 measures.
Except player #3 whose 1st turn is counterclockwise, then alternate every 2 measures.]
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Labanotation Example 2.20. Mary Ellen Childs’ Drumroll Labanotation transcription. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Charles Zoll’s 3rd Street (2013), needed a solution to inform the performers of their 

physical movement between stations of percussion instruments physically located on stage. This 

is very similar to the staging indications of Mauricio Kagel, George Crumb, Bruce Hamilton and 

others. In measure 35 of 3rd Street, all ten performers walk from one of six stations to another. In 

the score, the two percussionists starting at station-1 proceed to station-2. The two percussionists 

at station 2 proceed to station 3 and so on and so on for each station of performers. To indicate 
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the positions of one station to another, Zoll used the score as a physical representation of the 

stage and connected stations to one other with arrows and labels. 

In actuality, his diagram very closely resembles the Labanotation Floor Plan. The staging 

highlights the spatial movements of each group of performers as well as the overall duration of 

their physical movement on stage. The difference between a Laban staging diagram of measure 

35 of 3rd Street and the existing notation is that each of the indicated musical elements occurring 

during the performer’s movement from station to station would be found as a part of the Staff 

and not the staging diagram. In this way, the musical order of events can be viewed separately 

from the physical movement allowing for each element to exist independent of each other.  

 

Musical Example 2.4. Excerpt of Charles Zoll’s 3rd Street. 

 

 

 

 

 

 

 

 

 

© 2013 Charles Zoll used with Permission 
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Labanotation Example 2.21. Charles Zoll’s 3rd Street measure 35 Labanotation transcription. 

  

 

 

 

 

 

 

 

 

 

 

 

Application as Music Notation 

 

 Labanotation is a succinct and accurate way to record human movement both in and 

outside the performing arena. It has a comprehensive set of symbols, icons, and signs that allow 

the full documentation and archiving of the choreography. Yet, because performers are 

constantly evolving and creating new movement, the system is accommodating and has the 

ability to grow with each new addition and creation. Labanotation’s ability to function 

successfully outside of dance in the sciences lends itself well as a notation system for other 

artistic and scientific endeavors. Until recently, the system existed through paper and pencil. 
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However, Reed College in cooperation with Ohio State University has been instrumental in 

creating iPad software which allows the notator to archive their work digitally in the dance 

studio. Dr. Hannah Kosstrin modeled Kinescribe after the LabanWriter program developed by 

Ohio State University in the early 2000s.  

With Labanotation’s flexibility and success in fields outside its original parameters, its 

universality, and its continued historical use, it can immediately be implemented into the musical 

realm. The documenting of physical movement in musical elements and symbols is no longer 

necessary. Labanotation can work in this body of compositions for the theatrical stage. 
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CHAPTER 3: 

TWO HANDS (NOT CLAPPING), WAYNE SIEGEL 

 

Prior to this research, no score existed for Two Hands (not clapping). Wayne Siegel 

writes, “‘Two Hands’ might be said to be a musical instrument, a computer interface, a 

performance, and a composition. In this piece, as with other interactive works that I have 

composed, the roles of the performer and the composer are blurred.”45 Since 1996, Siegel has 

spent a considerable amount of time collaborating with dancers wearing or using interactive 

computer systems. In some compositions, the dancer creates the sonic environment through their 

movements and in others the dancer is responding to visual stimuli as if they were following a 

score. In order to test these interactive systems in preparation for performances or rehearsals, “I 

often found myself waving my hands in front of my own computer” writes Siegel on his website. 

These preparations evolved over time and beginning in 2009, Siegel created his first standalone 

composition for solo performer/composer/magician utilizing his customized motion-tracking 

technology titled Two Hands (not clapping). Since the first performance of Two Hands (not 

clapping), Siegel has continued in this endeavor and composed three additional compositions 

utilizing these technologies: both No Water, No Moon (2013) and Ritual (2016) for solo 

performers, and Trio for percussion, motion-tracking performance system and robot-controlled 

pipe organ (2015).  

 

                                                
45 Wayne Siegel, e-mail message to author, June 4, 2013. 
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Creating a Score 

 

Due to the fact that scores for Siegel’s solo motion-tracking performance pieces are non-

existent, the need to document the gestures not only for archival purposes but also for future 

performances is necessary. Creating a score for Two Hands (not clapping) could theoretically go 

in a variety of different ways. One possibility could be notating a score based on the order the 

sounds as they are presented in a timeline fashioned score. Another possibility could simply be to 

capture the movement of the performer and recreate these movements in the score. Upon the 

suggestion of the composer, “one way to go about [notating] this would be for you [author] to 

watch several complete performances of the piece and compare them before working out how the 

piece might be passed on to others.”46 “What the Labanotation score should contain” according 

to Guest (In a comment posted to the Dance Notation Theory Blog on December 1, 2012), “ is 

what the choreographer believes is important - what is strictly part of the composition.”47 In an 

effort to follow the guidance provided by Guest and Siegel, the Laban Score for Two Hands (not 

clapping) was created by following the recommendation of Siegel in watching previous 

performances and experimenting with the choreographic/somatic elements utilized in a 

performance of the composition.  

 Of chief importance when contemplating a Laban Score for Two Hands (not clapping), is 

the immediate need to accurately document the performer’s movements inside the 3-by-4 matrix 

                                                
46 Wayne Siegel, e-mail message to author, June 3, 2013. 
 
47 Ann Hutchinson Guest, “A Reply to Zach Brown’s Letter.” The Dance Notation 

Theory Blog, December 1, 2012, accessed June 22, 2014, http://dnbtheorybb.blogspot.com/2013/ 
04/zack-browns-work.html 
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of the motion-capture viewing window created by Siegel (Musical Example 3.1). Of all the 

technology employed by Siegel in this work, and his other solo motion-capture works, the 

viewing window sets the literal sonic and spatial parameters of the work for the performer(s). If a 

performer is standing close to the motion-capture device, the physical movements spread across 

too many points on the viewing window thus triggering many sound files simultaneously. The 

converse is also true. If the performer stands to far away from the motion-capture device, the 

physical movements are simply too small to accurately control the triggering of sound files. The 

proximity of the performer to the computer is unique to each performer, each body, each 

interpretation of the composition. Finding this balance is crucial in the preparatory stages of 

performing the composition and ultimately determines the precise distance between the 

performer and the computer. Therefore, notating the position and relationship of the performer to 

the computer in the Labanotation Floor Plan and through the use of addressing bows will allow 

the opportunity for a full performance of the work; providing the performer the flexibility to 

trigger individual sounds within the 3-by-4 matrix and a smattering of sounds throughout the 

viewing window through full arm or torso movements.  
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Musical Example 3.1. Viewing Window in the Max/MSP patch for Two Hands (not clapping). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

© 2009 Wayne Siegel used with Permission 
 

Applying Labanotation to an Existing Score 

 

Because Labanotation has the ability to document both fixed spatial distances and more 

generalized proximal interactions, a relationship bow, as explained in Chapter 2, moving from 

the performer to the assigned grid of the viewing window be will used. For the purposes of Two 

Hands (not clapping), the Specific Indication relationship bow shall be used because it highlights 

the unambiguous relationship of the performer’s hands to the grid of the viewing window. As 

seen in Music Example 3.2, the performer positions themselves centered in the viewing window 

and performs the ‘silence’ gesticulation necessary to activate and control the sonic material 

generated by the computer program (in this case – literal silence). In this section of the work, the 

performers hands are touching and held in a static position in-between boxes 6 and 7. 

Labanotation Example 3.1. shows Section 600 – Silence. 
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Music Example 3.2. Screenshot of Section 600 ‘silence’ in Two Hands (not clapping).  
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 

© 2009 Wayne Siegel used with Permission 
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Labanotation Example 3.1. Laban Score of Section 600 – Silence in Two Hands (not clapping). 

 

 

 

 

 

 

 

 

 

 

 

 

 

It should be mentioned that the entire Labanotation staff was not necessary for a complete 

rendering of Two Hands (not clapping). The weight-bearing portion of the Laban staff, reserved 

for the gestures of the legs, as well as the arm columns has been removed because they are not 

crucial elements in this composition, nor is it ever addressed by the composer throughout the 

work. Therefore, its use is unnecessary. In relation to music notation, this is no different than the 

composer who removes the five-line staff when composing for a single snare drum and chooses 

to incorporate a single-line staff.  
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In keeping critical elements of the composition recommended by Guest, the created 

Laban Score follows the structure indicated on the main Max/MSP screen. Section 600 – Silence 

begins the composition and lasts for thirty seconds as denoted by the timing count down icon. 

Followed by Section 601 – Prayer 1 and so on. Because these titles are revealing and assistive as 

memory aid devices from the composer, they must remain in the Laban Score at the beginning of 

each section. Additionally, because this work doesn’t include precise metered timing, but instead 

each section of the work includes different durations, the length, or duration, of each symbol is 

reflected by the change of actual time in place of the measure numbers on the Laban Score. In 

this way there are times when space, both in notation and in time, exists between symbols. With 

no measures, each section is concluded through the use of a double solid line. The Laban Score 

for Two Hands (not clapping) can be found in its entirety in Appendix C. 

 Throughout the notating of Two Hands (not clapping), I kept coming back to a comment 

Siegel made during one of our early email exchanges. His apprehension in notating the work was 

that “notating the movements in “Two Hands” would be similar to notating the movements of a 

conductor to allow another conductor to perform the same piece…The Conductor’s gestures are 

a means of expressing the music in his or her head, not a gestural performance intended to be 

repeated.”48 Interestingly, I believe that these expressive choreographic or gestural decisions 

made by Siegel in a performance highlight much of the recent research into music cognition and 

perception and that notating these choices merits value. 

                                                
48 Wayne Siegel, e-mail message to author, June 3, 2013. 

 



 68 

Michael Schutz has spent the past years researching how the physical movement of the 

performing marimbists strokes affect the sound heard by the audience/listeners. The purpose of 

one study was “not to examine whether gestures look different, but rather whether they cause 

notes to sound different.”49 In this research, both ‘legato’ and ‘short’ notes were performed on 

the marimba by Michael Burritt (a well-respected marimba performer and pedagogue) and 

recorded with audio and video technology. The audio was then removed from the video and 

exchanged at random between the two different stroke types. Meaning, a visual ‘legato’ stroke 

was paired with the ‘short’ stroke audio file and visa-versa at times throughout playback. 

Research participants then viewed and listened to the recordings and were asked to determine 

which durations were longer based on the audio files alone. As Schutz anticipated, a majority of 

the research participants experienced a longer decay of the short stroke type audio when paired 

with the legato stroke video, when in reality the audio was no different.  

As a performance of Two Hands (not clapping) involves triggering sound where the 

system detects motion alone, not specific gestures, the gestures Siegel and others create are 

critical (and individualized) in the creative process of learning and performing the work. “As 

musicians we care not about the sounds, but rather the way the sound sounds. Therefore, factors 

affecting our conscious experience of sound are as much a part of the music as the sound 

itself.”50 It is the belief of this author and for that very reason that, yes, Two Hands (not 

clapping) is a gestural piece intended to be repeated. The creative choices of each performer 

                                                
49 Michael Schutz, “The Mind of the Listener: Acoustics, Perception, and the Musical 

Experience. Do Longer Gestures Make Longer Notes?,” Percussive Notes 47.6 (2009): 23. 
 
50 Ibid, 23. 
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when exploring the sonic landscape of each box in Siegel’s 3-by-4 matrix during the learning 

stages help shape the highly specific gestures created by a performer during a performance of the 

work, which ultimately change and enrich the aural experience for the audience. 
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CHAPTER 4: 

APHASIA, MARK APPLEBAUM 

 

Mark Applebaum’s Aphasia, is yet another work that was not originally composed for 

percussion, but that percussionists have adopted into their repertoire similar to Two Hands (not 

clapping). “It is only natural for us to gravitate toward physical gestures as a form of musical 

communication. Think about how Burritt’s legato notes were understood through the gestures,”51 

says percussionist Aiyun Huang.  It is in this way that reading and interpreting the score of 

Aphasia is both familiar and unfamiliar to the percussionist.  

 

Graphic/Icon Based Score 

 

In the case of Aphasia, the existing score presents the performer(s) with a wealth of 

familiar information about the intended gestures; when they occur both in real time, tempo, 

meter, and subdivision (see Musical Example 4.1). The unfamiliar component of the composition 

is the use of highly specific icons representing the movement of the performer. While 

Applebaum’s gestures are unique, the use of the icon to indicate a specific musical element in 

percussion is not new. Think of the icon’s employed by Stockhausen throughout Zyklus, or the 

piano pictograph in John Cage’s Waterwalk (1959). However, one of Applebaum’s most brilliant 

aspects in the existing notation of Aphasia is the simplicity of the icons describing each gesture. 

Each icon is given a full explanation in the appendix, and once the performer masters the icons 

                                                
51 Huang, 136. 
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they can correctly interpret the score. The only shortcoming to these icons is that the 

explanations provided are a representation of the gesticulated actions. The explanations do not 

inform the performer with the required motions to and from each gesture; in effect, the gestures 

are the destination not the journey or transition. In an effort to capture the total movement 

required by the performer in a performance of Aphasia, Labanotation can be implemented in a 

manner inspired by Doris Green. 

 

Musical Example 4.1. Measures 1-5 of Mark Applebaum’s Aphasia. 

© 2010 Mark Applebaum used with Permission 

 

Applying the Principles of Greenotation to Aphasia 

 

While Doris Green’s scores are notated in Greenotation, they very closely resemble a 

Laban Score with the addition of the accompanying drumming above the score. Green 
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understood the need to document the hand-drumming component while simultaneously 

documenting the dance. In the percussion notation for Gahu, Green presents the sonic event in 

the TUBS (Time Unit Box System) timeline, while the provided Laban symbols indicate the 

representative performance surface or area for each instrument.  In Musical Example 4.2 the 

Gankoqui’s overall rhythm is presented while also informing the performer/reader which of the 

two bells to strike. The solid black box for the lower bell, and the box with diagonal lines and the 

dot for the higher bell. The rhythm and two bells combine to form the repeating bell pattern 

throughout the entirely of Gahu. Note that the timing of each bell is relative to the overall size 

and duration of each shape. This is how Green adapted the Laban system of recording movement 

to fit her needs. By combining the TUBS system with aspects of the Laban system, the performer 

is presented with the rhythm and playing surfaces of each instrument while simultaneously 

linking the timing language to the language of the dancers. Now, one language is read and 

interpreted by both musicians and dancers. By including all of the metric/timing and movement 

information on a single page, both Green and Applebaum are providing the performer(s) with a 

plethora of detailed performance information. It is in this very way that Applebaum’s score for 

Aphasia was equipped for the application of Labanotation. The timing information is present, 

and the movement information is available to performers with either a music or movement 

background. Musical Example 4.3 indicates the representative rhythm and Gankoqui content. 
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Musical Example 4.2. Excerpt of Doris Green’s Greenotation for Gahu. 

 

 

 
 

 
 

 
 
 
 
 
 

© 1983 Courtesy of the Dance Notation Bureau 
 

Musical Example 4.3. Rhythmic Bell Pattern extracted from Doris Green’s Greenotation for 
Gahu. 
 

 

 

 

Re-notating Aphasia 

 

In notating, or perhaps transcribing, Aphasia, the original score was referenced for the 

timing indications, formal structure, durations of the somatic movement, and the assignment of 

which hand(s) performs the required gestures. Where video documentation was necessary in 

creating a score for Two Hands (not clapping), the kinetic information in the icon explanations of 

Aphasia was utilized exclusively for the re-notation in this research without the aid of archival 

video footage. Each gesture icon explanation was turned into Labanotation as if the 

choreographer was explaining the movement to the dancer in the rehearsing process, which was 
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then appended to Applebaum’s original musical timing notation. This is similar to how the 

Laban Score is joined by the music staff presented previously in Labanotation Example 2.2 

Totem Ancestor by Merce Cunningham. 

 

Labanotation Example 4.1. Labanotation score of Aphasia attached to pre-existing musical time 
measures 1-4. 

 

 

 

 

 

 

 

 

 

 

 

 

 

The only element which remains from the original notation relating to the physical 

movement of the performer was/is the gesture title Applebaum attached to each icon. The gesture 

icon titles give additional information to the performer and often have understood meanings in 

the same manner that a choreographer would connect titles to specific choreography. This is 
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similar to the titles Siegel uses throughout the various sections in Two Hands (not clapping). 

Examples of these titles include ‘Lemon Squeeze’, ‘Peace Sign’, and ‘Superman’, which help to 

further inform the performance of the required gesture. The attached musical timing is largely 

similar to Applebaum’s original, but alterations were made to highlight specific choreo-musical 

relationships. The full Laban score for Mark Applebaum’s Aphasia can be found in Appendix C. 

 

Musical Example 4.4. “Lemon Squeeze” icon from Mark Applebaum’s Aphasia. 

© 2010 Mark Applebaum used with Permission 
 

It should be mentioned that Aphasia is not the only gestural-based composition in 

Applebaum’s catalogue of works. Similar works such as Straitjacket (2009) Gone, Dog. Gone! 

(2012) Rabbit Hole (2012), 30 (2012), Clicktrack (2015), Darmstadt Kindergarten (2015), and a 

newly commissioned piece titled Administocracy (2018) all feature performers articulating 

Applebaum’s unique gestures in both solo, ensemble, and chamber settings. The iconography 

featured in Aphasia is identical to that in Straitjacket and extraordinarily similar to that of the 

later compositions.  Therefore, it is the author’s assertion that Labanotation could also be 

successfully applied to all other gestural-based compositions by Applebaum in his catalogue.  
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CHAPTER 5: 

BAD TOUCH, CASEY CANGELOSI 

 

Casey Cangelosi’s Bad Touch (2013) features a solo percussionist, sitting on a chair on 

stage articulating a drumstick and flashlights through their hands, along with a fixed-media 

accompaniment. Throughout the composition three distinct notation systems are employed: 

standard western notation, pictograph notation, and a text-based system with each notation style 

selected for specific section of the work.  

 

A Score with Multiple Notation Systems 

 

During Section A of Bad Touch, the percussionist sits in the dark while the fixed-media 

accompaniment plays for approximately one minute and forty-four seconds. Throughout sections 

B through C of Bad Touch, the percussionist performs highly intricate choreographed 

movements through the use of a single drumstick. The musical timeline exists in traditional 

western staff notation while the movement of the drumstick is notated in pictograph notation 

with the assistance of directional arrows or text. When the percussionist exchanges the drumstick 

for the two flashlights in Section D of the work, the performer is asked to recreate celestial 

formations by moving his/her limbs through space. When speaking about sections B, C, and D of 

the work, Cangelosi remarks that “one of the most challenging aspects of Bad Touch was 

figuring out how to notate what I wanted to create. Nothing available would work.”52 This is 

                                                
52 Casey Cangelosi, interview by author, Indianapolis, IN, November 9, 2014. 
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perhaps why different notations were used or created throughout the composition and while 

Labanotation could be applied throughout the entirety of the work, Section D is best suited to the 

application of Labanotation. 

 

Re-notating Bad Touch 

 

In an effort to clarify the precise movement of each individual limb (flashlight) in Section 

D of the composition, a portion of Labanotation called Design Drawing was applied. Design 

Drawing is frequently employed when the performer is literally or figuratively drawing during 

the choreography. Being that the performer, in the case of Bad Touch, is literally drawing shapes 

with light, Design Drawing is the ideal resource to use. Furthermore, because Cangelosi does not 

implicitly request specific distances between the limbs or from the limbs to the performer’s 

body, these distances cannot be included in the Labanotation transcription. Therefore, and 

because the movement of the performer’s limbs would likely be specific to each performer, 

design drawing allows the reader to recreate the intended movements without requiring notated 

distances. The true benefit of applying Design Drawing to Cangelosi’s pictograph notation is that 

the performers limbs are separated on the staff, thus allowing the reader/performer the ability to 

create these celestial formations through a defined order and through determined limbs. Where 

Applebaum created three rows for the gestures, right hand exclusively, left hand exclusively, and 

both hands together, Cangelosi does not include any such information in the existing score. 

In the explanation of Section D, Cangelosi does not specific precisely how to create the 

constellations. In actuality, there could be any number of ways to perform any of the twelve 
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constellations. In the first constellation ‘Aquarius,’ one route the perform could take would be 

for the right-hand to begin in the bottom right corner of the image and move toward the center 

while the left-hand begins in the bottom middle of the image and moves up. When the two hands 

meet, they moth move across and then downward ending in the bottom left of the image. Another 

route could be to move from top to bottom with one or either hand picking up the middle line 

along the journey to the bottom of the image. Without any prescribed path, the variety of 

movements is numerous and daunting for each of the twelve images. The geographic notation of 

the first celestial formation in Section D, ‘Aquarius’, can be found in Musical Example 5.1. 

 

Musical Example 5.1. Casey Cangelosi’s Bad Touch, ‘Aquarius’ from Section D. 

 

 

 

 

 

 

 

 
© 2013 Casey Cangelosi used with Permission 

 

When applying Design Drawing to ‘Aquarius’, the movement of each limb is 

immediately understood. In Labanotation Example 5.1 we find the right-hand and left-hand 
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moving independently of each other through space in their own sides of the Laban Staff. One can 

notice that the weight bearing columns of the middle of the staff have been removed, similar to 

Two Hands (not clapping) and Aphasia as it is not a crucial element throughout the duration of 

the composition. Being that the flashlight is the most important aspect moving through space 

during this section of the work, we find additional columns on the Laban Staff that are used 

throughout the score for these two props. This is similar to the use of the prop column found in 

the dance Chair/Pillow by Yvonne Rainer. Furthermore, the need to clarify the flashlight icon at 

the beginning of the score is also required for understood meaning. 
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Labanotation Example 5.1. Labanotation transcription of ‘Aquarius’. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

In the end, the Laban score to Section D of Bad Touch is really a score for the flashlights 

or props. One aspect of Labanotation which is most impressive is its ability to accurate notate the 

motivation or initiation of movement. As the flashlights represent the most important component 

of the movement, the flashlights are given the movement information instead of the limbs. On 

the outside of each prop column, timing duration exists in the form of the broken solid lines 

inside each bracket. Each bracket refers to the actual length in ‘real’ time while the lines 

represent the duration from point to point or star to star. When a gap in the line exists, the 
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performer turns off the flashlight and begins again as Cangelosi instructs in the preface to 

Section D. Additionally, the use of both the asterisk and the cancellation symbol reiterate the 

on/off timing. The full Laban score of Section D of Casey Cangelosi’s Bad Touch is located in 

Appendix C.
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CHAPTER 6: 

VERIFICATION OF NOTATION 

  

 In an effort to prove the viability of utilizing Labanotation as music notation in not only 

the compositions of Siegel, Applebaum, and Cangelosi, but for many gestural-based 

compositions, a two-step verification process was used to prove that these newly created Laban 

Scores are sustainable and functional both as an archive of the performer’s movement and as 

music notation. The first step of this verification process focused on the authenticity and 

accuracy of the newly created Laban Scores. Certified dance notator Sandra Aberkalns 

volunteered to evaluate the newly created scores. Additionally, Dr. Suzanne Knosp volunteered 

to serve as an outside evaluator relating to the material in this document referencing dance 

history. A copy of these verification letters can be found in Appendix E. 

 The second step of the verification process involved interviewing the composers of the 

three principle works discussed throughout this research. In each interview the author discussed 

the parameters of the research as it related to the composer’s composition, followed by a series 

of questions. Having discussed how Labanotation was applied in each individual composition, all 

three composers are in agreement that the created Laban Scores are a viable form of notation in 

archiving and informing the performer of their intended somatic, or rather choreographic, 

movement. For the full transcriptions of the composer interviews, please see Appendix D. 

 Even though Labanotation is a foreign system to many, including Siegel, he was aware of 

the notation system through his previous work with dance choreographers.53 When reviewing the 

                                                
53 Wayne Siegel, e-mail message to author, April 6th, 2018.  
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newly created score of Two Hands (not clapping) Siegel asked about how timing is conveyed 

through this notation. Specifically, “how can this type of notation allow for Improvisation in 

gestural-based compositions.”54 While this notation can precisely notate intricate movements, the 

use of the ad libitum sign highlights moments when the composer/choreographer leaves some of 

the creative content up to the performer. In those moments, the notation consists of a set of 

movement concepts/goals/ideas through the use of symbols and then those symbols are 

connected to the ad libitum sign. If no directions are given by the composer/choreographer, then 

the ad libitum sign can exist on its own in the body part column(s). In Two Hands (not clapping) 

specifically, the ad libitum sign is used when a movement or series of movements is repeated for 

an extended duration. When the sound of rhythmic drumming and other instruments can be heard 

in Section 605 – Rhythm 1, the performer’s hands fold and unfold repeatedly at their discretion 

through the use of the ad libitum sign.  

 Before this research project, Two Hands (not clapping) had been performed exclusively 

by the composer himself. “I never imagined anyone else performing the piece,”55 remarked 

Siegel. In regard to the motivations in creating the piece, Siegel hoped to “have a direct and 

intuitive path between musical idea, movement and sound within the compositional process. You 

might call this improvisation, but I think of it more as live composition, which might explain my 

reluctance in having others perform the piece.”56 However, “thanks to your perseverance, I have 

                                                
 
54 Ibid.  
 
55 Ibid. 
 
56 Ibid. 
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come to see that it might make sense for others to perform the piece and that your notation is an 

excellent way to make this possible.”57 

 When speaking with Mark Applebaum regarding the new Laban Score of Aphasia, the 

composer commented that “Laban strikes me as efficient and nuanced, at least in some 

regards.”58 While Applebaum was aware of the Laban system before composing Aphasia, he 

credits the main reason not utilizing the system due to his lack of fluency in the notation, his 

biases, and that “my performers were presumed to be musicians, not dancers.”59 Applebaum 

carefully noted in great detail some of the similarities and differences between the two scores. 

Mentioning that while the new score does contain similarities such as the same gesture titles, one 

main difference is in the description, or prescription, of these titles: one is in prose and one 

through the use of symbols. “You have an elegant symbol at your disposal to indicate things like 

“the tips of the thumb and index finger touch in order to form a loop,” whereas I’ve just used 15 

words to accomplish the same thing (and then I still have to describe the rest of the hand and the 

arm in relationship to the torso).”60 Additionally,  

the principal difference between my notation and Laban is simply that in my notation an 
event at a given moment in time refers to a description that the player has formerly read 
in the appendix and already metabolized; whereas in our notation a given moment in time 
has all of the specific information needed to render the gesture.61  

                                                
57 Ibid. 
 
58 Mark Applebaum, e-mail message to author, March 7th, 2018. 
 
59 Ibid. 
 
60 Ibid. 
 
61 Ibid. 
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 While these differences do exist, Applebaum is quick to state that players must 

understand the notational vocabulary of each score when reading from either the original or the 

newly created Laban score. Applebaum remarks that 

both systems require knowledge that is NOT contained in the event moment on the page; 
they BOTH require reference to information that is contained on other pages. In the case 
of Laban, this is a code that is comparatively universal: it is used from dance piece to 
dance piece. My code is comparatively personal, almost hermetic: as far as I know it only 
exists within the eight pieces (Aphasia being the most noteworthy) I’ve composed that 
employs my own nonsense sign language.62   

  

This similarity is one this author is acutely aware of. In order to perform from the original score 

as a musician, one must master all of the gesture icons and translate the movement into the body, 

but not concern themselves with understanding the movement’s relationship to the music. 

However, in order to perform from the Laban score as a musician, one must ‘metabolize’, as 

Applebaum frequents, the Laban system in its entirety before translating the movement into the 

body.   

 While noted differences do exist between the two scores, this newly created version in 

Labanotation “strikes me as remarkably thoughtful, thorough, and accurate. I’m stunned – and 

grateful – to see such a loving transcription.”63 Specifically, “I have another way to describe 

things that I struggle to describe in prose. I don’t see it replacing my notational orientation, but 

rather augmenting it. And second, I believe that thinking in Laban might provoke the 

                                                
62 Ibid. 
 
63 Ibid. 
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development of new gestures I hadn’t otherwise conceived.”64 In the end Applebaum comments 

that, “I see our two scores as both excellent, and both deficient. They have particular strengths 

(some overlapping) and weaknesses. I wonder if together they make a perfect notation.”65 

 Casey Cangelosi’s scores exist in traditional forms as well as inventive and creative 

notation systems. As Bad Touch employs more than one system at various points throughout the 

composition, Cangelosi remarks that “I try to use the path of least resistance.”66 Like most 

composers, their choices come from their own wealth of influences and experiences. In regard to 

selecting a notation for Bad Touch, Cangelosi specifically mentions his participating in marching 

band as a possible influence. “Marching band drill notation was introduced to me as a student, 

and beyond that, like most percussionists, I have enjoyed studying works that notate smaller and 

more detailed visuals such as: stick tricks, hand movements, dance and stage positions, stoke 

heights, shapes, and motion.”67 

 Upon reviewing the newly created Labanotation score of Bad Touch, Cangelosi 

highlights the success of the new score in being more specific regarding starting and stopping 

points of the stars while remaining analogous to the overall shape presented in the original 

                                                
64 Ibid. 
 
65 Ibid. 
 
66 Casey Cangelosi, e-mail message to author, March 8th, 2018. 
 
67 Ibid. 
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score.68 “I’m not sure I will adopt Labanotation” remarks Cangelosi, but “if someday Laban is a 

common notation for musicians to know – it would become the favored choice.”69  

 

                                                
68 Ibid. 
 
69 Ibid. 
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CHAPTER 7: 

CONCLUSION 

 

 The use of Labanotation in the gestural-based compositions of Siegel, Applebaum, and 

Cangelosi highlight the unique relationship between movement and music featured in theatrical 

percussion literature. This research hopes to inspire new and creative compositions for the 

medium, provide an analytical tool to objectively discuss gestural-based works, and encourage 

interdisciplinary collaboration through this shared artistic language. By emphasizing the use of 

designed and intended movements in percussion compositions, this resource can assist musicians 

as a platform to explore artistic physical movement. It will also provide theorists and educators 

with the opportunity to view gestural-based works as a body of literature that has the ability to be 

analyzed in the same capacity through the use of a codified and established movement 

vocabulary. Lastly, Labanotation has the ability to foster a cooperative environment between 

musicians, dancers, theater designers, and many others through the use of a shared creative 

syntax in their creative endeavors.  

 The brief history on available percussion notations emphasizes the challenges to the 

composer/performer in selecting a system to notate a piece of musical art that has been created or 

envisioned in an unconventional method. However, this breadth of available systems showcases 

the endearing spirit of the percussionist to continue to grow and expand into new artistic 

territories. The transcriptions and new Laban scores included in this document can be useful 

tools to the music theorist but can also serve and give unique movement insight to the 

performing percussionist.  
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As an avid follower of both dance and music, I hope to share this information with fellow 

colleagues throughout each field. Encouraging musicians to learn the language of dance, and 

dancers to learn the language of music will not only help artists employed in both fields but will 

hopefully lead to the development of new creations in both the movement and sonic varieties. 

With the growing body of movement based percussive theater literature, I hope that Labanotation 

will remain an active part of my life as a musician for dance, percussion performer, and educator. 
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APPENDIX A: 

GLOSSARY OF LABANOTATION SYMBOLS 

 

 

From: 

Labanotation: The System of Analyzing and Recording Movement. 4th ed. 

© 2011 Taylor and Francis used with Permission. 
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APPENDIX B: 

DATABASE OF GESTURAL-BASED COMPOSITIONS 

Composer Title Date 
Mauricio Kagel Match 1964 
George Crumb Echoes of Time and the River 1967 
Herbert Brun Touch and Go 1967 
Donald Martino Augenmusik: A mixed Mediocritique 1972 
Karlheinz 
Stockhausen 

Musik im Bauch 1975 

Mauricio Kagel Dressur 1977 
Michael Kowalski Rebus 1979 
Georges Aperghis Les Guetters de sons 1981 
Michel Waisvisz The Hands 1984 
Vinko Globokar ?Corporel 1985 
Emmanuel Sejourne Venin 1986 
Thierry De Mey Musique de table 1987 
Jennifer Stasack Six Elegies Dancing - With Deliberate 

Concentration 
1987 

Mary Ellen Childs Click 1989 
Rupert Kettle Traps 1994 
Mauricio Kagel L'art Bruit (Solo for Two) 1995 
Michael Van Der Aa Wake 1997 
Mary Ellen Childs Drumroll 1998 
David Downes Painting with Breath 2000 
Timothy Phillips Clogwork Orange 2001 
Philippe Leroux Speed 2001 
Thierry De Mey Silence must be 2002 
Erik Griswold Rope Bridge 2003 
Timothy Phillips As Quiet As… 2004 
Timothy Phillips Hand Dance 2005 
Peter O'Gorman Serif: Having Never Hit an Instrument 2007 
Thierry De Mey Piece gestures 2008 
Mark Applebaum Straightjacket 2009 
Myke Roy Pierre qui roule n’amasse pas paradiddles 

gather no moss 
2009 

Wayne Sigel  Two Hands (not clapping) 2009 
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Mark Applebaum Aphasia 2010 
Alexander Schubert Laplace Tiger 2010 
Ian Dicke Missa Materialis 2010 
Gilles Mottet Jeux de miroir (Mirror Games) 2011 
Casey Cangelosi Plato's Cave 2011 
Kate Neal What Hath II 2012 
Luigi Morleo Multiculturalita: NO LIMIT 2012 
Casey Cangelosi Bad Touch 2013 
Charles Zoll 3rd Street 2013 
Wayne Siegel No Water, No Moon 2013 
Edo Frenkel there is nothing (but they) outside: 1. Missa 

Brevis 
2013 

Ricardo Duran Kvar 2014 
Vanessa Tomlinson Static 2014 
Casey Cangelosi Tap Oratory 2015 
David Macbride Flam 2015 
Eitetsu Hayashi Michi o Yuku Hito  2015 
Stuart Saunders Smith The Such Falling Voice with Percussion 2015 
Wayne Siegel Trio for percussion, motion-tracking system 

and robot-controlled pipe organ 
2015 

Simon Aliotti Talir 2015 
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APPENDIX C: 

LABAN SCORES 
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Two Hands (not clapping) 
 

Labanotation Score 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Choreography: Wayne Siegel, 2009 
Music: Wayne Siegel, 2009 
Notation: Kyle Maxwell-Doherty, 2018 
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Notes from the Composer 
 
 

 
TWO HANDS (NOT CLAPPING) 
for solo performer and motion tracking system 
2009 
 

For the past 13 years I have worked with dancers using interactive computer systems. I 
have used motion sensors worn by the dancers and camera-based systems to “watch” the 
dancers’ movements and transform these into sound. In working with these systems, I often 
found myself waving my hands in front of my own computer in order to test software, hardware, 
interaction and musical ideas.  

I decided that the time had come for me to compose and perform a solo work. Two Hands 
(not clapping) is a piece for solo performer and computer. The camera image from the built-in 
web-cam on a laptop computer is divided into twelve fields, each controlling a sound. The 
sounds respond to my hand gestures, allowing me to perform a sort of ritual: taking on the role of 
something between a magician and a conductor.  

Two Hands (not clapping) was commissioned by the Dark Music Days (Reykjavik) 2010 
with financial support from the Danish Arts Foundation. The work has since been performed by 
Wayne Siegel at the Nordic Music Days, Stockholm (2012), Louisiana Museum of Art, Denmark 
(2013), Helsinki Concert Hall (2013), Frosinone, Italy (2013) as well as numerous other venues 
in Denmark. In 2012 Two Hands (not clapping) was awarded a prize of excellence by the Danish 
Arts Foundation. 

 

MAX/MSP Additional downloads 

Before performing Two Hands (not clapping), make sure that alongside Max/MSP 
software you have installed a Jitter Library. For OSX operating systems, download cv.jit version 
1.7.2 and follow the instructions to install correctly. Cv-jit library is freeware provided freely 
from it programmer. This library is available at the following link below: 

http://jmpelletier.com/cvjit 

 

MAX/MSP Set-up Procedure 

Click the "open" button then the on/off box on the pandora_motion_07 window. This 
activates the built-in webcam. You should see yourself in this window. 
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Make sure that the lighting and performance situation are correct. This means that if you 
change the lighting or background you will need to calibrate again. This is important for a 
performance. I usually ask for a single spot. Before I calibrate I make sure that the lighting is 
exactly as it will be for the actually performance. 

Push the calibrate button on the main screen. This opens the CalibratePandora_13 
window. Push the "jitter window" button in the CalibratePandora_13 window. Now you should 
have both window CalibratePandora_13 and pandora_motion_07 windows open. Move them on 
your screen so that you can see both of them at the same time. 

Check the calibrate on/off box. Calibration is now underway. 

Move your hands around as if performing. Make this as realistic as possible and make 
sure that you move across all the 12 squares in the pandora_motion_07 window. When you are 
finished, uncheck the calibrate on/off box. The system is now calibrated to your performance 
situation. 

It is a good idea to look at the values in the pink and the purple number boxes. They show 
the minimum and maximum input values that were created when you calibrated. I often tweak 
these before starting. You can override the calibrated values by typing new values in these boxes. 
You can also change all of the minimum and maximum values by typing values in the number 
boxes labeled "set low" and "set high". I often set all low values to the same value. For example, 
if the low values shown range from 1,500 to 5,000 I will usually set all low values to say 10,000. 
This means that when the value drops below 10,000 the "sensor" is off. This is important for 
performance. If a sensor never drops to 0 then sounds will continue even if you are not moving. 
This is a way of making things slightly less sensitive to ensure that 0 values will be sent when 
you are not moving. The high value also influences the sensitivity. If the high value is set too low 
(which would happen if you moved very slowly while calibrating) then even small movements 
will create high values and the system will be too sensitive. If the high value is set too high, then 
it will be difficult to get it to react unless you move wildly. The idea is to get it calibrated to you 
feel that you are in control. I sometimes set all the high values to the same value that feels right 
to me. You can change the calibration while rehearsing to get the right feel. 

Close the calibrate window and select the main window. 

Open the pandora_motion_07 (use the window menu to find pandora_motion_07). It is 
important that you can see where your hands are in relation to the 12 squares on the screen, so 
you know which sounds you are working with. That is why I usually look at the screen instead of 
looking out into the audience. 

Hit the "T" key to start the timer and you are ready to perform the piece 
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Notes for the reader 
 

Interaction with Computer 
 

Two Hands (not clapping) relies on the performer’s ability to coordinate somatic 
movement with specific areas on the viewing grid of the Max/MSP software the composer has 
created. As such, there is a very strong relationship between the performer and the computer. 
While this relationship is constant, the specific spacing or distance between the two is performer 
specific. In Siegel’s performances, the distance between the two is greater to allow a fuller body 
approach to the performance. In the notator’s performances, the distance is significantly closer 
which creates an intimacy in the smaller gestures. Due to this difference and likely differences 
which each individual performer will create when performing this work, no specific distance 
between the two has been included in the initial floor plan. However, both the performer and 
computer will exist on the floorplan. 
 

Following the initial floor plan, the performer’s hands will ‘address’ each grid of the 
viewing window. This will highlight and reveal the relationship between the performer and the 
computer throughout the remainder of the composition. 
 
 
 
 
 
 
 
 
 
 
 
 
 

Each grid in the viewing window has been assigned with a specific number for the 
purposes of ‘addressing’. The grid number is as follows: 
 
 
 
 
 
 

1 2 3 4

5 6 7 8
9 10 11 12
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Similar to that of a floor plan, the grid each hand is addressing will remain until the next 
grid in the viewing window is stated. And when moving from one square in the grid to another, 
path signs supplemented with direction symbols will illuminate the movement between them. 
 
 
Video 
 

As no previous score existed prior to this score, the notation comes out of archival video 
documentation from two performances. The first by the composer and the second from the 
notator at a performance in Indianapolis in 2014. An excerpt of Two Hands (not clapping) can be 
found on the composer’s personal Vimeo page, as well as the private YouTube page of the 
notator.  
 
Wayne Siegel’s performance: 
https://vimeo.com/93591774 
 
Kyle Maxwell-Doherty’s performance: 
https://www.youtube.com/watch?v=2sgAguFgTrA 
 
 
Notation Notes 
 
Time Unit:  

Because the composition does not include specific measures and tempos, each section as 
indicated by the composer will serve as the marker of time assisted by the actual or real length of 
time throughout each section and in the composition as a whole. This information will be placed 
at the far left of each staff. Therefore, the length and duration of the gestures relate to the passage 
of time throughout each section. It is understood that absolute perfection and reproduction of the 
notated gestures is thus unlikely, due to the lack of exact timing precision. The gesture’s 
relationship to the passage of time as well as their durational value with each other shall 
determine the overall pacing throughout each section and the work. 
 
The bows: 

As many Laban scores specify the bows, this is atypical for the musician or musical 
performance. As such, no specific bows will be notated or identified in this score. 
 
The Beginning: 

The performance begins when the performer presses the ‘T’ key on the computer 
keyboard. And while there is no audible sound during Section 600 – Silence, this does represent 
the start of the piece. Please note that the pressing of the ‘T’ key is not notated in the Laban score 
(just as pressing play during a fixed-media composition is not notated in a musical score), but 
that it should be understood that the upon pressing the ‘T’ key, the notation begins for reading 
purposes. 
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The Ending: 
While the movement/choreography officially ends at the conclusion of Section 616 – 

“Caressing 1”, the performer does need to perform Section 617 – “End”. The composer has 
programmed a gradual fade out on the master volume slider so that if sound is still being 
produced at the start of the section, the sound will naturally decay to signal the end of the 
performance. The performer does not necessarily need to wait for the timer to come to the 
conclusion (i.e. a full 90 seconds), however, the performer must confirm no sound is being 
produced before signaling the end of the performance. This can be done by watching the rate of 
decay and the minimizing of the volume slider on the main window of the software. 
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Choreography: Mark Applebaum, 2010 
Music: Mark Applebaum, 2010 
Notation: Kyle Maxwell-Doherty, 2018 
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Dedicated fondly to Nicholas Isherwood. 
With Thanks to Jenny Billfield 

 
.  .  .   

 
Commissioned by the GRM – Le Group de Recherches Musicales (Paris), 
Centre de Recherches et de Formation Musicales de Wallonie (Brussels), 

Music Experimento (Rome), the University of Oregon (Eugene), and 
the Stanford University Lively Arts (Palo Alto). 

 
.  .  .   

 
Duration: 9 minutes. 

 
.  .  .   

 
The piece is essentially a choreographed dance work. As such, the role of the “singer” may be 

taken by any performer of suitably enthusiastic inclination and conviction. 
 

Performed in the context of a solo voice recital (as intended in the premier but not required 
beyond), the piece is intentionally notable for its absence of live singing. 

 
.  .  .   

 
The tape is a 2-channel recording, available on CD. 

 
The tape part consists exclusively of transformed vocal samples sung by Nicholas Isherwood. 

 
263 rehearsal tracks – as a set of 16-bit, 44.1k stereo WAV audio files, 

each corresponding to various measures and groups of measures – are available on DVD. 
 

.  .  .   
 

A variant of the work – in which hand gestures are improvised to the tape – 
should be presenting under the title Aphasia – Dialect. 
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Notes from the Composer 

The Performance 
 

The soloist is seated on a chair (a simple one without arms, or a low stool) at center stage 
and well-lit (by a spotlight, if possible). The soloist makes various choreographed hand gestures 
in synchrony with the “tape” (a two-channel audio CD). The hand gestures must be precisely 
synchronized with the sound, the illusion being that the gestures cause the sound or vice versa. 
 

Most sounds will require very crisp articulations, whereas some sounds – ones that 
materialize more slowly – may invite somewhat relaxed gestures. Slight longer preparation, if 
needed, should be stolen from prior gestures so that subsequent once can occur in rhythm. 
 

In many cases the gesture should be held, frozen – throughout rests which merely denote 
the passage of time – until the subsequent gesture is articulated (a corporeal equivalent of an 
instrumental “laisez ziber”); in particularly critical moments, a horizontal dashed line appears to 
insist that the gesture is held. 
 

Other times, however, it will be natural to bring the hands down to a neutral position 
before rearticulating a gesture or articulating a subsequent one; in critical cases, a deliberate tacet 
symbol (a circle with a plus crossing it) appears to denote the precise cessation of a held gesture. 
 

Some gestures require continuous, active motions, whether regular or irregular. (These 
contrast the majority of gestures which are brief, of which constitute mere poses. Continuous, 
active gestures are denoted by a wavy line. 
 

The hand gestures represent a kind of alien, pre-verbal, and rhythmicized sign language. 
Hand (and arm) gestures are to be made definitively and with absolute confidence. They are to 
be vivid and energetic. Paradoxically, the remainder of the body remains still, seated, formal. 
The face stares blankly at a fixed point in the middle of the audience and remains unchanging, 
expressionless. 
 

The performer should not appear “searching,” or project a process of discovery or self-
realization. Rather, the audience beholds a foreign ritual with the flattest of affects – automatic, 
robotic, pre-formed, steady, practiced habitual, and silent. Histrionic or theatric comportments 
(beyond the admittedly stylized blankness) are unnecessary and unwelcome; the piece’s 
expressivity resides in the very straightforwardness of the gestures themselves. 
 

The piece may be practiced in front of a mirror, or with the assistance of video feedback 
and/or coaching. In order that it be performed effectively, the gestures should be memorized. The 
choreographic flow will be most persuasive when memorized and also allow the performer’s eye 
to remain fixed on the audience; furthermore, the very presence of a score creates a barrier – both 
psychological and one of sight lines – between the performer and the audience. 
 
 
 



 167 

The Score (Applebaum’s Original) 
 

For purposes of notation the gestures are named by corresponding “real world” physical 
actions. For example, a closed fist held with knuckles facing up and positioned approximately 
one foot in front of the navel is named Rock (as in the game rock, paper scissors) for ease of 
communication. Likewise, Left Turn refers to an open left hand with palm facing forward, 
fingers (but not thumb) together, and arm outstretched fully to the side in the horizontal plane (as 
if signaling a left turn from a bicycle), etc. 
 

However, the composer’s interest resides in the concrete physicality of each gesture, not 
its association with an action that has a meaning and utility beyond the stage. As such, the same 
rock, paper, scissors, is not meant to be invoked, nor is the idea of bicycling. In any case, the 
rapid succession of gestures, as well as their durational brevity, aids in neutralizing some of the 
real-world associations identified in the notation. 
 

Gestures, are made by the right hand (top staff – as in piano literature), by both hands 
(middle staff), or by the left hand (bottom staff). Some gestures call for both hands in their real-
world analogue but adopt only one hand in the piece. For example, Fishing Pole would normally 
call for the left hand to grasp an imagined pole handle in front of the lower chest with slightly 
underhanded rotation of the wrist, while the right hand turns the handle of an imagined reel 
clockwise (reeling in a fish), located to the right side of the left hand, a few inches in front of the 
left hand and slightly above, and on an imagined axle parallel to the plane of the body. However, 
in measure 90 of Aphasia only the right-hand portion is called for, the left hand engaged in a 
static pose of Take Ticket. 
 

As detailed description of the gestures appears in an appendix to the score. It will be 
useful for the performer to start with an examination of these. As always, the composer asks for 
fidelity, not exactitude. 
 
The Tape and Its Notation 
 

The tape should be presented in high quality stereo with adequate frequency response, 
including subwoofers, if possible. The volume level should be considerable and occasionally 
intense, but never uncomfortable or dangerous. It is suggested that technician start the playback 
in coordination with a “secret” cue made discretely by the performer. 
 

A monophonic distillation of the tape part is presented graphically in the score. 
 

The division of the tape part into measures was undertaken in order to give the performer 
a compass by which to navigate the coordination between the live sound and tape. Sensible 
meters, and the resulting tempo (rounded to the closest integer), were imposed on the tape. An 
approximate rhythmic description of the tape part also appears, along with words that describe 
the corresponding sounds. Measure numbers and beats appear just above the graphic waveform, 
as do meter and tempo changes, and a timeline given in minutes and seconds.  
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Within each system the passing of real time occurs at a static tempo. However, the rate of 
time passage changes somewhat from system to system. 
 

Because the graphic and rhythmic description of the music is approximate, the player 
may find it instructive to first become familiar with each measure by listening to the particular 
rehearsal track associated with it. 
 
 
Rehearsal Tracks 
 

The rehearsal tracks, a set of 265 16-bit 44.1k stereo WAV audio files, appears on the 
DVD-ROM. When inserted into a computer, the tracks can be transferred to a program such as 
iTunes. 
 

The rehearsal tracks serve three purposes. First, they enable the performer to most clearly 
identify which audio is associated with a given measure in the score. Second, they allow the 
performer to practice a given measure or group of measures. By selecting Controls > Repeat > 
One in iTunes, tracks can be repeated in immediate succession so that the given passage is 
looped indefinitely for repeated practice. 
 

Third, while the performer is invited to lean the piece in any manner that is useful, the 
tracks have been designed to suggest a particular rehearsal order. Clicking the iTunes playlist 
“Name” button will put the tracks in correct order, from 1 to 265. These take the player on a 
sensible and progressive course of learning individual measures, then groups of measures, then 
whole pages, and finally pairs of pages (those that appear without a page turn). A supplementary 
set of rehearsal tracks (#252-#264) are supplied in order to provide additional larger groupings, 
many of the four pages in duration. Finally, track #265 consists of the complete 9-minute audio. 
 

Note: track #265 is identical to the Aphasia audio CD to be used in concert; however, if 
track #265 were to be employed in concert, be sure that it has not been degraded to mp3 fidelity 
(common in the importation of audio into iTunes). 
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Rehearsal Track Listing 
 
The audio tracks appear below, track number first, then measure numbers: 
 
 
1 2 
2 4 
3 1-4 
4 6-8 
5 9 
6 9-10 
7 11 
8 12 
9 13 
10 11-13 
11 9-13 
12 1-13 
13 14 
14 15 
15 16 
16 17 
17 15-17 
18 18 
19 14-18 
20 19 
21 20 
22 21 
23 22 
24 20-22 
25 19-22 
26 23 
27 24 
28 23-24 
29 19-24 
30 13-25 
31 25-26 
32 27-28 
33 29 
34 27-29 
35 25-29 
36 31 
37 31-34 
38 25-34 
39 35 
40 36 
41 37 

42 35-37 
43 38 
44 39 
45 40 
46 38-40 
47 35-40 
48 25-40 
49 13-40 
50 41-42 
51 43 
52 43-47 
53 41-47 
54 48-50 
55 51-52 
56 48-52 
57 41-52 
58 53 
59 54 
60 53-54 
61 51-54 
62 55 
63 55-56 
64 55-57 
65 51-57 
66 58 
67 59 
68 60 
69 58-60 
70 51-60 
71 61 
72 62-63 
73 61-63 
74 51-63 
75 64 
76 65 
77 66-67 
78 64-67 
79 68-69 
80 64-69 
81 70 
82 64-70 

83 71 
84 72 
85 73 
86 64-73 
87 51-73 
88 41-73 
89 74 
90 75 
91 74-75 
92 76 
93 74-76 
94 77 
95 78 
96 77-78 
97 79 
98 77-79 
99 73-79 
100 80-81 
101 82 
102 83 
103 82-83 
104 84 
105 85 
106 84-85 
107 86-87 
108 84-87 
109 80-87 
110 88 
111 89 
112 88-89 
113 80-89 
114 73-89 
115 90 
116 91 
117 91-92 
118 90-92 
119 93 
120 94 
121 93-94 
122 95 
123 96 

124 97 
125 98 
126 95-98 
127 93-98 
128 99 
129 90-99 
130 100 
131 101 
132 102 
133 103 
134 104 
135 101-104 
136 99-104 
137 105-106 
138 107 
139 105-107 
140 108 
141 109 
142 108-109 
143 110 
144 111 
145 110-111 
146 108-111 
147 112 
148 113 
149 112-113 
150 105-113 
151 100-113 
152 90-113 
153 114 
154 115 
155 114-115 
156 116 
157 117 
158 116-117 
159 118 
160 116-118 
161 113-118 
162 119 
163 120 
164 121 
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165 119-121 
166 122 
167 119-122 
168 113-122 
169 123 
170 124 
171 124-126 
172 127 
173 128 
174 129 
175 127-129 
176 123-129 
177 130 
178 131 
179 130-131 
180 132 
181 133 
182 132-133 
183 134 
184 132-134 
185 130-134 
186 123-134 
187 113-134 
188 135 
189 136 
190 138 
191 136-138 
192 135-138 
193 139 
194 140 
195 141 
196 139-141 
197 135-141 
198 142-143 
199 144 
200 145 
201 142-145 
202 135-145 
203 146 
204 147 
205 148 
206 146-148 
207 149 
208 150 
209 146-150 
210 151 

211 153 
212 154 
213 153-154 
214 151-154 
215 155-156 
216 157 
217 155-157 
218 146-157 
219 135-157 
220 158 
221 159-160 
222 158-160 
223 161 
224 158-161 
225 162 
226 161-162 
227 163 
228 161-163 
229 158-163 
230 164 
231 165 
232 166 
233 167 
234 168 
235 165-168 
236 164-169 
237 158-169 
238 169-170 
239 174 
240 169-176 
241 177-178 
242 169-178 
243 179 
244 178-179 
245 178-190 
246 169-190 
247 158-190 
248 191-200 
249 201-209 
250 191-209 
251 210-235 
252 191-204 
253 205-223 
254 224-235 
255 191-233 
256 178-235 

257 1-40 
258 41-89 
259 90-134 
260 135-190 
261 1-72 
262 73-112 
263 113-157 
264 158-235 
265 1-235 
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Notes for the Reader 
 
 
Video 
 

While this Labanotation score was not created with the assistance of archival video 
documentation, many performances by a variety of performers exist online through websites 
such as YouTube or Vimeo. If the need to reference video documentation is necessary, it is 
recommended to utilize the performance on the composer’s personal Vimeo page.  
 
https://vimeo.com/34303981 
 
 
Music Notes 
 

Time Unit: The basic unit of time changes quite often with this score. It is important to 
note that the movement is intricately choreographed to the rhythm of the music.  There are exact 
relationships between the movement and the accompanying fixed media track. Therefore, the 
score is notated to make the intention and durations clearest to the reader. Because of this, the 
unit will often change but will be stated with each measure as necessary and as stated by the 
composer in the original score. 
 

Music: Due to the intricate relationship between the movement and the fixed media 
accompaniment, a music staff has been added to the left side of the Laban staff. Note that the 
rhythms presented are modified from the original notation to assist the performer with the 
durations of each gesture, not a complete depiction of the fixed-media accompaniment.  

 
Measure 229-end: 

Beginning in measure 229, a series of audio cues are provided to inform the performer 
when the composition is nearing the end. While the movement component of the notation ends in 
measure 235, the composer writes in the original score, "...Still frozen until the end." The 
performer determines the end of the composition when they break from the frozen position. 

 
The bows: 

As many Laban scores specify the bows, this is atypical for the musician or musical 
performance. As such, no specific bows will be notated or identified in this score. 
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Bad Touch 
Section D 

 
Labanotation Score 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Choreography: Casey Cangelosi, 2013 
Music: Casey Cangelosi, 2013 
Notation: Kyle Maxwell-Doherty, 2018 
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Notes from the Composer 
 
 
Performance Notes from the composer: 
 
 Bad Touch should be performed in the dark and memorized; the only light should be 
from the performer’s foot-controlled lamp. The piece is visual, the performer pantomimes the 
prescribed playback sounds. The piece has been divided into sections A B C D. There is a 
performance playback CD as well as a practice tracks CD.  
 
The performer will need: 
  

1) A light source such as an overhead lamp or a stand light pointing up at the performer. 
2) An extension cable with an on/off foot switch. This will allow the performer to turn 

the lamp on and off hands free. These cables can be found at common home 
improvement stores. Throughout the piece, the on/off foot switch should be hidden 
from the audience. 

3) Two hand held LED lights that can switch on and off. 
4) One drumstick. 

 
Video 
 
Casey Cangelosi’s performance: 
https://www.youtube.com/watch?v=LQmWg9FSz_s 
 

 
Section D 

The Constellations 
 

In the dark, draw the constellations in order from Aquarius to Capricorn with the LED 
lights. The constellations below are shown from the performer’s prospective. Begin when the 
music starts. Pause at the point of each star moving from one point to the next. Be sure to 
connect the dots as you move; the audience should see the lines between each star. Turn the 
lights on and off as needed to make the shapes. Draw the shapes clearly and carefully. Give a 
pause between each constellation to separate them from each other. The last light goes out on the 
final note of Bach’s Prelude. Wait in the dark until the playback runs out. The piece is over when 
the playback runs out. The piece playing in the background is JS Bach’s C Major Prelude, we 
sent this music into space in 1977. It was stored on a record aboard the Voyager space craft in 
case anyone might find it. 
 

Section D is rehearsal track #31 on the accompanying CD or downloadable version 
through the composer’s website. 
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Notes to the Reader 
 
 
Performance Notes: 
 
 The notated score which follows is a Laban transcription of Section D of Cangelosi’s Bad 
Touch. In section D, the performer will only utilize the two hand held LED lights. The light 
source, extension cable, and drumstick will not be needed if only performing this excerpt of the 
work. However, these items are necessary when giving a full performance of the work. 
 If an assistant is used to turn on/off the lights at the beginning and ending of the excerpt, 
they must be knowledgeable of the score and have communicated with the performer when they 
would prefer the lights on and off. 
 Additionally, if this excerpt is performed apart from the entire composition, it is the 
recommendation of the notator that approximately 15-20 seconds of silence is added to the 
beginning of the fixed-media accompaniment so that the performer has time to move into the 
performance space before the performance. This will also allow the audience’s eyes to adjust to 
the dark as well. 
 
Notation Notes 
 
 The LED flashlights are represented in both of the prop columns to the left and right side 
of the staff. The spacing between each line inside each prop bracket represents the contact 
between the thumb and the activation source on each LED flashlight throughout the duration of 
the work. Meaning, when you find a line inside the bracket, that instructs the reader to activate 
the LED flashlight, and when you encounter a gap between the lines, you shall deactivate or turn 
off the LED flashlight for that duration. This can also be seen by the two symbols relationship to 
the lines inside the bracket. The asterisk for on, and the Labanotation cancellation symbol for off. 
The movement order between each dot (star) in its constellation was determined by the notator as 
no specific order is given by the original composer. In this way, this score is a representation of 
the notator’s specific performance. Specifically, this score is from a performance on May 5th, 
2017 at the Fred Fox School of Music at the University of Arizona. 
 
The bows: 

As many Laban scores specify the bows, this is atypical for the musician or musical 
performance. As such, no specific bows will be notated or identified in this score. 
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APPENDIX D: 

COMPOSER INTERVIEWS 

 

 This appendix contains all three composer interviews. The questions which follow were 

presented to the composers through email correspondence. The questions posed to Mark 

Applebaum and Casey Cangelosi were identical. However, as no score existed for Two Hands 

(not clapping) prior to this research, the questions presented to Wayne Siegel were adapted.  

 

Questions to Siegel 

Question 1: Were you aware that a codified human movement notation system existed 

prior to composing Two Hands (not clapping)? 

Question 2: No score exists for Two Hands (not clapping), but do scores for your other 

motion-tracking pieces exist? If not, how are you passing along the information 

necessary for others to perform the works in the way you intended? 

Question 3: After reviewing the newly created Labanotation score of your work, does this 

score represent an accurate and sustainable version of your somatic movement?  

Question 4: Can you see aspects of Labanotation being viable or helpful to your future 

work? 

Question 5: Lastly, what questions might you have now that this type of notation could be 

used for notating gestural-based musical compositions.  
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Wayne Siegel’s Responses: 

Kyle Maxwell-Doherty: Were you aware that a codified human movement notation system 

existed prior to composing Two Hands (not clapping)? 

Wayne Siegel: Yes, I have previously worked with choreographers that have spoken 

about Labanotation, but I have never worked with it directly. 

KMD: No score exists for Two Hands (not clapping), but do scores for your other motion-

tracking pieces exist? If not, how are you passing along the information necessary for others to 

perform the works in the way you intended? 

WS: I was the only one performing the piece before this project. 

KMD: After reviewing the newly created Labanotation score of your work, does this score 

represent an accurate and sustainable version of your somatic movement? 

WS: I agree that this could be a precise way of notating and archiving the piece. I am still 

in doubt as to why the piece should be notated. I guess I find it hard to imagine dozens of 

different musicians performing Two Hands. This is for me an intriguing dilemma! I 

compose instrumental music that is almost always precisely notated in standard musical 

notation. Usually I try to get as many performers as possible to perform these works. The 

closer they come to realizing the score, the more satisfied I am with their performance. 

Yet, when it comes to Two Hands, my attitude is different. My motivation for 

creating the piece was to have a direct and intuitive path between musical idea, 

movement and sound within the composition process. As a composer, I often work for 

many hours, weeks, months and years in organizing and reorganizing and notating my 

musical ideas. There was something exhilarating for me in being able to express myself 
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musically in a very direct and intuitive way with the software that I created for Two 

Hands. You might call this improvisation, but I think of it more as live composition, 

which might explain my reluctance in having others perform the piece. How can others 

compose my music? I never imagined anyone else performing the piece. The framework 

defined by the computer program is an important part of the composition, but the 

freedom of movement that I feel I have within this framework when performing the piece 

is very important to me. 

Of course, most forms of notation are usually a means to an end. Ideally, when a 

work is performed, the musician has left the phase of reading notation behind and is 

playing the music, not reading the score. Two Hands was not intended to be performed 

using a fixed sequence of gestures. But after several performances a fixed pattern of 

gestures gradually emerged, perhaps due to habit but maybe because certain gestures 

worked well in certain passages while others did not. I might compare it to white-water 

kayaking. It is a good idea to practice and train various skills. It is a good idea to study a 

map of the river and its currents. But it is not a good idea to have a fixed plan of how you 

are going to move down the river or exactly when you will do what and then try to 

execute that plan within a fixed time frame. You need to be in the experience, feel where 

the river is taking you, follow that when appropriate, steer against it when needed, 

recover when you are knocked over, and so on. So, Kyle, I guess I am still 

ambivalent about the idea of a notated version of Two Hands. Gradually, thanks to your 

perseverance, I have come to see that it might make sense for others to perform the piece 
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and that your notation is an excellent way to make this possible. And maybe your 

notation is only a map of the river and its currents? 

 

KMD: Can you see aspects of Labanotation being viable or helpful to your future work? 

WS: Not at the moment. 

KMD: Lastly, what questions might you have now that this type of notation could be used for 

notating gestural-based musical compositions. 

WS: How is timing conveyed in this type of notation? How can this type of notation 

allow for improvisation in gestural-based compositions? You have first-hand experience 

of the problems of getting my home-grown software to work on your computer. Do you 

imagine that other performers would be interested in performing Two Hands based on 

your notation? 

 

 

Questions to Applebaum and Cangelosi: 

Question 1: How did you come to select the notation used in [insert composition title]? 

Question 2: Were you aware that a codified human movement notation system existed 

prior to composing [insert composition title]? 

Question 3: If so, what benefits did you see in creating the notation utilized in [insert 

composition title]? If not, how did you come to create the notation used in [insert 

composition title]? 
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Question 4: What differences do you notice between your original score and the newly 

created Laban Score? 

Question 5: What similarities do you notice between your original score and the newly 

created Laban Score? 

Question 6: After reviewing the newly created Labanotation score of your work, does this 

score represent an accurate and sustainable version of your creative content?  

Question 7: Can you see aspects of Labanotation being viable or helpful to your future 

work? 

Question 8: What questions might you have now that this type of notation can be used for 

notation gestural-based musical compositions.  

 

 

Mark Applebaum’s Responses: 

The interpreters of Aphasia are largely musicians, not dancers. So I adopted a musical 

construct, one that abides by familiar common practice musical notation conventions (e.g., X-

axis equals time, and read from left to right; from the conventional piano staff I adopted the 

default of right hand on top, left on the bottom (to which I added a middle line for gestures using 

both hands); the presence of meter and tempo indications, as well as rhythms appearing with 

beams and flags). And in contemporary music for electronics and live instrumentalists it is not 

uncommon to represent the prerecorded audio waveform, so I did that too (albeit Aphasia's 

pictorial representation is a monophonic distillation of an otherwise stereo audio track; I 

consolidated stereo to mono in the score because azimuth information is not as critical as the 
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simple amplitude representation). And elapsed time appears in minutes and seconds, simply as 

an extra way of matching the audio recording to the notation. All of these decisions make use of 

codes already familiar to the presumed (musical) interpreter. 

Thus, much of the notation is “conventional” within the world of musical praxis. That 

I’m asking a musician to perform what is ostensibly “dance" is a profound difference (the thing 

that makes this piece “radical” in a musical context), but that has nothing to do with notation. In 

terms of notation, the difference between Aphasia and conventional music is really rather slight: 

I’ve named physical “dance” gestures and added icons that represent them, both of which refer to 

descriptions in the appendix.   

The principle difference between my notation and Laban is simply that in my notation an 

event at a given moment in time refers to a description that the player has formerly read in the 

appendix and already metabolized; whereas in your notation a given moment in time has all of 

the specific information needed to render the gesture…so long as the player first “speaks” Laban: 

he or she has formerly read the definitions of the notation system and metabolized it. Both 

systems require knowledge that is NOT contained in the event moment on the page; they BOTH 

require reference to information that is contained on other pages. In the case of Laban, this is a 

code that is comparatively universal: it is used from dance piece to dance piece. My code is 

comparatively personal, almost hermetic: as far as I know, it only exists within the eight pieces 

(Aphasia being the most noteworthy) I’ve composed that employ my own nonsense sign 

language (which has grown significantly since Aphasia). (But please do understand: players who 

learn Aphasia have a very easy time learning my other pieces, just as an investment in Laban 

gives faster access to subsequent works notated accordingly.) 
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Of course, my notation not only references an appendix (in which gestures are described), 

it also references the entire tradition of common practice musical notation (those aforementioned 

things like an X-axis timeline, quarter notes, meter, etc.). So, in that regard the musical 

performer of my score must pre-metabolize both the specific appendix (MY dance gestures) and 

the entire traditional system of Western notation. That’s a lot to ask. But again, one presumes 

that any musician playing my piece will already have the latter firmly in hand. 

As for other differences, the most noteworthy is that I rely on prose to describe the 

gestures. This is comparatively unwieldy, or at least inefficient. You have an elegant symbol at 

your disposal to indicate things like “the tips of the thumb and index finger touch in order to 

form a loop,” whereas I’ve just used 15 words to accomplish the same thing (and then I still have 

to describe the rest of the hand and the arm in relationship to the torso). Laban strikes me as 

efficient and nuanced, at least in some regards. 

There are perhaps two other striking differences between our versions of the notation.   

First, I thought it efficient to name the gestures with “real world” analogues—in large 

measure to help the player first understand the gesture, and second to remember the gesture (a 

kind of mnemonic). This is paralleled by a small pictographic icon, a further mnemonic. (My 

icon is a good idea, but I concede that it is probably a bit too small to be of greatest use.) I see 

that you’ve borrowed my names. 

I think that the naming of gestures—not in an arbitrary manner, but with a real-world 

analogue—is significant and efficacious. It is also efficient. But it does lean on “culture.” Surely 

telling someone to flash a "peace sign” must be more efficient (if perhaps imprecise) than the 

Laban code that describes what the fingers must do. And, the iconic peace sign insignia that I use 
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for my pictographic icon is even more immediate and memorable than the words “peace sign." 

Whether you learn how to flash a peace sign through my appendicular prose description or your 

Laban code, surely it is much quicker to recall the gesture with the words “peace sign” or the 

icon than it is to recall it by rereading my prose description or your Laban code. 

Imagine a piece of music for piano whose harmonic information comprises only two 

chords. The chords are big ones requiring all ten fingers over a few octaves of range. To notate 

each requires a full grand staff—two five-line staves, one with a treble clef and the other with a 

bass clef—filled with ten dots, and possibly some sharp and flat symbols. But if we fully notate 

those two chords in a forward or appendix and identify them as simply chords “A” and “B,” we 

can then write the entire piece on a single line staff without clefs or sharps or flats. The ten dots 

are replaced by a single dot with “A” or “B” attached (to which the rhythmic information and 

dynamic information—which you’d need anyway—is supplied). So by remembering the 

structure of simple, static vocabulary, you can greatly simplify the amount of ink spilled. 

Of course, most piano pieces don’t have only two chords. And Aphasia's gesture index 

includes more than 100 action types. But the principle is the same: the event is defined 

OUTSIDE the description of the event flow (in the appendix) and replaced with a kind of 

distillate (the gesture names and icons) INSIDE the event flow. Whereas your Laban notation is 

burdened by the definitional code for a gesture each time it occurs within the event flow (to 

which you’ve added my gesture names as a kind of parenthetical trace of similarly which assists 

in the case of recurrences). 

Second, your score does not have much information about the tape part. In particular, I 

labored to represent the sound rhythmically and to describe it with both the pictorial waveform 
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and a phonetic description so that a very precise correspondence between sound and gesture is 

possible. This is not only about achieving an accurate correspondence between sound and 

gesture. It signals to the player that such synchrony is important. In that regard any notation 

implies hierarchies of significance. And in that manner a performer infers not only what might 

comprise exactitude but, more important, fidelity.  

In some ways I see our two scores as both excellent, and both deficient. They have 

particular strengths (some overlapping) and weaknesses. I wonder if together they make a perfect 

notation. (And let’s not forget that a film representation of a performance of the piece, although 

arguably not a notation, is among the strongest, if not best, tools to learn a piece. I say “not best” 

insofar as the ontological locus of a piece may be its notation, not necessarily a particular 

rendering of it. But that is perhaps a different conversation.)   

I was aware of Laban notation before I composed Aphasia. But I never learned it (and I 

still haven’t metabolized it in any thorough manner). Such lack of fluency—plus some biases 

against Laban (see the next paragraph)—deterred me from employing it. But the main reason I 

didn’t use it is because my performers were presumed to be musicians, not dancers. Therefore, I 

would be asking them to learn a completely new notational paradigm. The piece already makes 

great demands; asking the players to learn Laban was an unattractive prospect. 

I also think that representing time on the X-axis is more intuitive that the Y-axis. This is 

probably just a cultural bias. (By the way, have you seen Israeli music scores? The music goes 

from left to right, but the words—in Hebrew—have to be read from right to left. This seems like 

a cognitive disaster, but everyone is fine with it.) But, assuming the Y-axis is just as good, and 

you want to read up rather than down, shouldn't Laban pages have a top binding, but its pages be 
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bound in reverse order? You could print pages on only one side of a sheet of paper, but that 

seems wasteful; and, moreover, you can only view half as much information at one time if you 

don’t double-side the pages. So, we really want double-sided pages. So—assuming a notation is 

bound, and at the top of the page—you really need to order the pages in reverse so that you eye 

can continuously travel in the same direction. Just a thought. 

This is maybe made more clear by telling you that many contemporary music performers 

are now working from iPads and the like. In performance they turn pages with foot pedals, which 

has made things a lot easier. The foot tap scrolls down a .pdf document. But, if reading a Laban 

.pdf one would need to scroll up. Ordering the pages in reverse would allow continuous up-

scrolling, as opposed to scrolling up within a page but then having to scroll down to the next 

page. 

As for your representation of Aphasia, I’m amazed by it. I don’t speak Laban well 

enough to critique it. But it strikes me as remarkably thoughtful, thorough, and accurate.  I’m 

stunned—and grateful—to see such a loving transcription.  And I’m hopeful that it will be useful 

to some interpreters one day. It may give me a push toward dancers (as opposed to musicians 

turned into dancers). 

Going forward, I think that the main utility of Laban for me—or I should say, the main 

utility of your work which has prompted me to take a more serious look at Laban notation—is 

twofold. First, I have another way to describe things that I struggle to describe in prose. I don’t 

see it replacing my notational orientation, but rather augmenting it. And second, I believe that 

thinking in Laban might provoke the development of new gestures that I hadn’t otherwise 

conceived. 
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Please understand—as I’m sure you do—that my investment in my own notation is 

significant. It has been worked out over a long period of time for Aphasia, and then used in many 

other pieces. And, insofar as it is based on common practice music notation, it represents an even 

greater part of my thinking as a career musician. So, by definition, I’m attached to my own 

notation and perhaps not best suited to criticize it or see the value in alternatives. Just sayin’. 

Lastly, I wanted to mention that our scores have another commonality: despite my liberal 

(and maybe reckless) use of the words “descriptive” and “description,” I actually mean 

“prescriptive” and “prescription.”  Both types of notation exist in music, but really only the 

prescriptive notation is relevant in a choreographic score—whether my version or your version. 

I’ll explain. In music, I can ask a performer to strike a 36-inch Yamaha bass drum on beat 

3 of measure 57 with a Mike Balter brand bass drum mallet held in the left hand and at dynamic 

fortissimo. That would be prescriptive. Alternatively, I could ask a performer to make a loud, 

low bass drum sound on beat 3 of measure 57; I might also add an adjectival marking, such as 

“booming.” In this latter notation—a descriptive one—the player would choose the mallet and 

bass drum size in order to provide a low and loud sound, one that is booming. This gives the 

player latitude to infer a result and solve the problem of how to produce that result according to 

his or her own acumen, taste, and logistical agency. If he or she doesn’t own a Yamaha bass 

drum (or have a left hand), the piece can still be faithfully performed because I’ve described a 

result, not an action. Conversely, a player who doesn’t have a Yamaha bass drum—or who 

doesn’t have a left hand—cannot actually play the prescribed notation. 

It seems to me that the imagined goal of musical sound is one step removed from the 

physical action to produce it—and hence many different physical actions might be employed in 
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order to produce the same sound. Whereas a dance (at least one set on the human body) is an 

artistic expression whose result is indivisible from its mode of production. In that regard, all 

choreographic scores (unless they aspire to elicit a very indeterminate result—e.g., an instruction 

such as “dance something happy”)—are intrinsically prescriptive. 

 

Casey Cangelosi’s Responses 

KMD: How did you come to select the notation used in Bad Touch? 

Casey Cangelosi: Like all creative choices, I can only assume the ideas come from past 

experiences and influence. Marching band drill notation was introduced to me as a 

student, and beyond that, like most percussionists, I have enjoyed studying works that 

notate smaller and more detailed visuals such as: stick tricks, hand movements, dance and 

stage positions, stoke heights, shapes, and motion. 

KMD: Were you aware that a codified human movement notation system existed prior to 

composing Bad Touch? 

CC: Yes, but not to the extent of specificity described in this research. The level of detail 

available is new and welcome information. 

KMD: If so, what benefits did you see in creating the notation utilized in Bad Touch? If not, how 

did you come to create the notation used in Bad Touch? 

CC: I try to use the path of least resistance. I found a description with accompanying 

graphics was adequate and would be more familiar to percussionists’ vs learning a whole 

new system such as Laban. If someday Laban is a common notation for musicians to 

know -it would become the favored choice. 
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KMD: What differences do you notice between your original score and the newly created Laban 

Score? 

CC: The Laban score looks wonderful and is capable of being more specific regarding 

starting and stopping points. 

KMD: What similarities do you notice between your original score and the newly created Laban 

Score? 

CC: The star points and overall shape can be seen in both. 

KMD: After reviewing the newly created Labanotation score of your work, does this score 

represent an accurate and sustainable version of your somatic movement?  

CC: As far as I can understand, yes. 

KMD: Can you see aspects of Labanotation being viable or helpful to your future work? 

CC: I'm not sure that I will adopt Laban notation, but this has certainly been an inspiring 

and eye-opening experience. 

KMD: Lastly, what questions might you have now that this type of notation could be used for 

notating gestural-based musical compositions.  

CC: None. 
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APPENDIX E: 

APPROVAL FROM OUTSIDE EVALUATORS 
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Dr. Suzanne Knosp, DMA 
School of Dance 
College of Fine Arts 
University of Arizona 
PO Box 210093 
 

 I Dr. Suzanne Knosp agreed to participate as a voluntary outside evaluator for the 

research presented in this document. At the request of the author and the committee, I agreed to 

evaluate the information relating to dance history throughout this text. 

 

 Having reviewed this document, and by the affixing my signature to this page, I declare 

that the information presented in this document relating to the history of dance is accurate and 

approve this document for submission to chair of this document committee Dr. Norman 

Weinberg for review. 

 

 

Name: Dr. Suzanne Knosp  Date: 4-2-2018 

Signature:   
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Sandra Aberkalns 

Certified Professional Labanotater, Stager & Teacher 

 

 I Sandra Aberkalns agreed to participate as a voluntary outside evaluator for the research 

presented in this document. At the request of the author and the committee, I agreed to evaluate 

the information relating to Labanotation and the newly created scores throughout. 

 

 Having reviewed this document, and by the affixing my signature to this page, I declare 

that the information presented in this document relating to Labanotation and the newly created 

scores is accurate and approve this document for submission to chair of this document committee 

Dr. Norman Weinberg for review. 

 

 

Name: Sandra Aberkalns  Date: 4/14/18 

 

 

Signature: 
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APPENDIX F: 

LETTERS OF PERMISSION 

 

Permissions from Publishers 

Original message requesting permission from publishers of musical example excerpts: 

To Whom It My Concern: 

My Name is Kyle Maxwell-Doherty, and I am currently completing my final research document 
in partial fulfillment of the Doctor of Musical Arts degree at the University of Arizona. My 
research is titled “Lingua Franca: The Use of Labanotation in the Gestural-Based Compositions 
of Wayne Siegel, Mark Applebaum, and Casey Cangelosi,” and I have studied some of your 
published pieces to determine how Labanotation can be applied in this body of percussion 
literature. Within this document I wish to include examples from selected compositions that will 
include approximately 1-5 measures of an excerpt. I am contracting you to ask for permission to 
use these excerpts in my research document. The works that I plan to on highlighting (with 
musical examples) include the following from your catalog: 
 
(Title of Composition – Composer) 
 
Sincerely,  

 
 
Kyle Maxwell-Doherty 
 

 

Applebaum 
Aphasia – Mark Applebaum 

Straitjacket – Mark Applebaum 
 

from: Mark Applebaum <applemk@stanford.edu> 
to:  Kyle Maxwell-Doherty <kyle.maxwelldoherty@gmail.com> 
date: Fri, Jul 22, 2016 at 10:58 AM 
subject: Re: Request for use in Dissertation 
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Dear Kyle, 
You are welcome to use excerpts from these two scores. 
And please send me a copy when it is complete! 
Good luck. 
 
Best, 
Mark 
 
 
 

C. Alan Publications 
Cold Pressed – Dave Hollinden 

 
from: Cort McClaren <cort@c-alanpublications.com> 
to:  Kyle Maxwell-Doherty <kyle.maxwelldoherty@gmail.com> 
date: Thu, Aug 4, 2016 at 10:51 AM 
subject: Re: Permission Request to Quote Music in a document 

 
Dear Kyle: 
 
You are hereby granted permission to use excerpts, as described below, from our copyrighted 
composition COLD PRESSED by David Hollinden. Permission is granted to use the excerpts in 
your dissertation only. 
 
Good luck. Interesting topic. I studied Labanotation while working on my dissertation. Please 
share a copy of your work when finished. 
 
Respectfully, 
Cort McClaren, President 
C. Alan Publications 
 
 
 

Cangelosi 
Bad Touch – Casey Cangelosi 

 
from: Casey Cangelosi <caseyrcang@yahoo.com> 
to:  Kyle Maxwell-Doherty <kyle.maxwelldoherty@gmail.com> 
date: Wed, Sep 18, 2013 at 1:22 PM 
subject: Re: Permission Request to Quote Music in a Dissertation 

 
That sounds perfect, thanks Kyle.  You have my permission. 
:) 
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Childs 
Drumroll – Mary Ellen Childs 

 
from: Mary Ellen Childs <mechilds@mac.com> 
to:  Kyle Maxwell-Doherty <kyle.maxwelldoherty@gmail.com> 
date: Fri, Jul 29, 2016 at 8:46 PM 
subject: Re: Permission Request to Quote Music in a Document 

 
Hello Kyle,  
Congrats on finishing your document and yes, you have my permission to excerpt Drumroll. 
 
Mary Ellen 

 
 
 

Dance Book Ltd. 
Advanced Labanotation: Shape, Design, Trace Patterns – Ann Hutchinson Guest, Rob Van 

Haarst 
Advanced Labanotation: The Handling of Props – Ann Hutchinson Guest, Joujke Kolff 

 
from: David Leonard <dwi@dancebooks.co.uk> 
to:  Kyle Maxwell-Doherty <kyle.maxwelldoherty@gmail.com> 
date: Tue, Aug 9, 2016 at 6:00 AM 
subject: Re: Request for use in Document 

 
 
Thank you for your email. 
 
I am happy to give you permission to reproduce the sections you 
need. 
 
Sincerely, 
 
David Leonard 
Dance Books Ltd. 

 
 
 

Guest, Ann Hutchinson, and Rob Van Haarst, Advanced Labanotation: Shape, Design, Trace 
Patterns. 

 
Dance Notation Bureau 

Valentine – George Arpino 
Haiku – Martha Clarke, Robert Barnett, Felix Blaska 

Totem Ancestor – Merce Cunningham 
Day on Earth – Doris Humphrey 
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Rainbow ‘Round My Shoulder – Donald McKayle 
All Fours – Mark Morris 

Chair/Pillow – Yvonne Rainer 
Deserts – Anna Sokolow 

Percussion Notation – Doris Green 
 

August 8, 2016 
 
Dear Kyle, 
 
The Dance Notation Bureau is delighted that you want to include notation excerpts in your 
dissertation. As a service organization we trust that you will appreciate the importance we place 
on preserving the quality and integrity of the dance scores that we have been entrusted with by 
the many brilliant choreographers whose work we represent. 
 
We request that you include the full credit below on the designated page that the notation excerpt 
appears on. 
 
Title of dance: 
Choreographer: 
Notator: 
Courtesy of the Dance Notation Bureau 
 
Finally, we would also appreciate receiving a complimentary copy of the dissertation upon 
publication. 
 
Thank you very much. 
 
All best wishes, 
 
Tina Croll 
Director of Programs 
 

 
 

Edition Peters 
Composed Improvisation for Snare Drum Alone – John Cage 

?Corporel – Vinko Globokar 
 

22 July 2016 
 
Kyle Maxwell-Doherty 
225 West 83rd ST. 
APT 15C 
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New York, NY 
10024 
 
Dear Kyle, 
 
Thank you for your e-mail correspondence requesting permission to reproduce excerpts from the 
following works controlled by C.F. Peter Corporation in your final research document for your 
Doctor of Musical Arts Degree at the University of Arizona. 
 
Vinko Globokar: ?Corporel 
In your acknowledgements you must include the copyright dates and the following credit notice, 
© (insert date) by C.F. Peters Corporation. Used by permission. All Rights Reserved. 

 
John Cage:  c Ȼomposed Improvisation* 
In your acknowledgements you must include the copyright dates and the following credit notice, 
© (insert date) by Henmar Press, Inc. Used by permission of C.F. Peters Corporation. All Rights 
Reserved. 
 
We are pleased to grant you this permission, gratis. 
 
In your acknowledgements you must include the copyright dates and the following credit notice, 
© (insert date) by C.F. Peters Corporation. Used by permission. All Rights Reserved. 
 
Our permission extends to the University Microfilms International and the University of Arizona 
to distribute copies of your thesis upon request. 
 
  Sincerely, 
   
  C.F. Peters Corporation* 
  
  Hector Colón 
  New Music and Rights 
  *On Behalf of Henmar Press, Inc. 

 
 
 

Routledge 
Labanotation – Ann Hutchinson Guest 

 
from: no-reply@copyright.com 
to:  kyle.maxwelldoherty@gmail.com 
date: Fri, Jul 22, 2016 at 11:02 AM 
subject: Copyright.com Order Confirmation 
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Order detail ID: 69953442 
ISBN: 9780415655330 
Publication Type: Book 
Publisher: Taylor and Francis 
Author/Editor: Guest, Ann Hutchinson 
Permission Status: Granted 
Permission type: Republish or display content 
Type of use: Thesis/Dissertation 
Order License Id: 3914260427013 

 
 
 

Salabert 
Psappha – Iannis Xenakis 

 
from: Alia, Patricia <Patricia.Alia@umusic.com> 
to:  kyle.maxwelldoherty@gmail.com 
date: Mon, Aug 1, 2016 at 6:27 AM 
subject: Request for use in document 
 

Dear Kyle, 
 
We have the pleasure to grant you free non-exclusive permission to reproduce 1-5 measures of 
Xenakis’ Psappha in your dissertation “Lingua Franca: The Use of Labanotation in the Gestural-
Based Compositions of Wayne Siegel, Mark Applebaum, and Casey Cangelosi,”. In return you 
will mention our copyright under these examples: © With kind authorization of Editions 
Salabert. 
 
Best wishes, 
 
Patricia Alia 
Promotion Manager 
 
Durand Salabert Eschig – Universal Music Publishing Classical 
Visitez notre nouveau site⎥Have a look at our new website 
http://www.durand-salabert-eschig.com/fr-FR/ 
 

Siegel 
Two Hands (not clapping) – Wayne Siegel 

 
from: Wayne Siegel <ws@musikkons.dk> 
to:  Kyle Maxwell-Doherty <kyle.maxwelldoherty@gmail.com> 
date: Tue, Jun 4, 2013 at 4:19 PM 
subject: Re: Two Hands 
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In my last mail I compared performing "Two Hands" to playing an instrument. I also said it is 
similar to conducting and that it was not intended to be repeated; that is was an improvisation 
and that I have a fixed plan of execution. In fact, these statements contradict each other to a 
certain degree. After giving the matter some thought, I feel that it might be interesting to try to 
sort out these concepts. Your questions and thoughts on the subject have convinced me that 
allowing you include the piece in your dissertation and perform it would be interesting and 
valuable. 
 
 
 

Universal Edition 
Zyklus für einen Schlagzeuger No. 9 – Karlheinz Stockhausen 

 
from: Argün Lausch <Lausch@universaledition.com> 
to:  Kyle Maxwell-Doherty <kyle.maxwelldoherty@gmail.com> 
date: Thu, Aug 4, 2016 at 9:12 AM 
subject: Re: Request for Use in document 

 
Dear Kyle, 
  
Thank you for your e-mail. We are pleased to grant you permission to reprint 1-5 mm of this 
work in your research document. Our copyright-lines should read: 
  
Karlheinz Stockhausen “Zyklus|für einen Schlagzeuger|Nr. 9“ 
© Copyright 1960 by Universal Edition (London) Ltd., London/UE 13186 
  
With kind regards, 
Aygün Lausch 
Copyright 
lausch@universaledition.com  
Universal Edition AG 
Bösendorferstrasse 12 
A - 1010 Wien 
Tel.: + 43 / 1 / 337 23 - 112 
Fax: + 43 / 1 / 337 23 – 400 
 
www.universaledition.com 
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Zoll 
3rd Street – Charles Zoll 

 
from: Charles Zoll <bikesandbokens@gmail.com> 
to:  Kyle Maxwell-Doherty <kyle.maxwelldoherty@gmail.com> 
date: Thu, Jul 21, 2016 at 10:53 PM 
subject: Re: New message via your website 

 
Hey Kyle! 

I'm honored! Permission granted! Score is attached. Let me know if you need anything else! 

Thanks, 
Charles 
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