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ATICTPAKT

Bo oBoj Tpym ke ce oGuaeMe Ja
HampaBUMe AaHAJIUTUYKA OCBPT Ha
KUHeTorpadpCcKM THMCMa KOM  Ouie
KODUCTEHM Ha TepuUTopWjaTa Ha
OUBILIATA JyTOC/IOBEHCKA /IPXKaBa Koja 't
ondakasa TEpUTOPHUHTE HA JieHelllHa
Cp6wuja, MakenoHuja, XpBaTcka, bocHa u
XepueroBuHa, CioBenyja u LipHa 'opa.
Hcro Taka Ke JjaieMe KPUTHUYKU OCBPT
Ha  JlabaHoBata  kuHeTorpadwuja,
HEj3UHOTO MpHUdaKarbe, yroTpeda U
BJIMjaHHjaTa KOM U JIEH JIEHeC Ce oceKaat
U jacHO Cce IJIe/IaaT U Ha OBUE MPOCTOPH.
Kako mrto kakaBMe 64U cakaje Jia T'd
WCTaKHEME KHUHETO-rpadCKUTe MHCMa
MpeKy HUBHUTE TPETCTaBHULIM U
HUBHUTE JieJla KOU ce Ofi OrPOMHO
3Ha4Yele U 0CTaBaaT TPajHU Gesie3u BO
€THOKOpPEOJIOIIKaTa HayKa.

KJIYYHU 360POBU
HUcropucku acnekty; Kunetorpadcku
MMCMa;  JyrocjOBEeHCKAa  KUHETO-
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ABSTRACT

In this paper, we will try to make an
analytical review of cinetographic
letters that were used in the territory
of the former Yugoslav state, which
included the territories of today's
Serbia, Macedonia, Croatia, Bosnia
and Herzegovina, Slovenia and
Montenegro. We will also give a
critical review of Laban's
cinetography, its acceptance, use and
influences that are still felt and
clearly seen in these spaces even
today. As we said, we would like to
highlight the cinetographic letters
through their representatives and
their works, which are of great
importance and leave lasting marks
in ethnochoreology science.

KEY WORDS
Historical aspects; Kinetography
letters;  Yugoslav  kinetography;
Labannotation;

181



CERCETARI $I STUDII, Vol. 5, Nr. 7/2024

BOBE/,

3a mnojaBata W ¢yHKIMjaTa Ha
pasJMYHMOT BUJ Ha KHUHeTorpadcku
IMCMa Ha NpPOCTOPOT Ha OGuBLIATA
JyrocioBeHcKa Ap:kaBa, Ke ce obujeMe
Jla HalpaBUMe aHAaJIMTUYKU OCBPT Of
reorpad)CKM M UCTOPUCKU acIeKT Ha
[10jaBaTa, Pa3BOjOT U LIUPEH-ETO Ha
KHHeTorpadujaTa U KMHeTorpadCcKkuTe
nucMa. Ke ce obugeme pga
MpUKaKeMe NMCcMaTa M HAYMHOT Ha KOU
ce samuilyBaje U  ob6jacHyBase
YeKOpUTe U UIPOOPHUTE 0Opacliy Ha
TPaJULMOH/IHUTE WIPU Of, CaMUOT
[IOYETOK Ce JI0 JieH JieHeC TJIe[jajKu Of
coBpeMeH acnekT. [IpumepoT co Cpbuja
Y OKOJIHWTE Ap>KaBH BO KOW TIpumnara u
MakenoHuyja, co [ojaBaTa  Ha
QHAJIMTUYKO - CUHTETUYKHUOT CUCTEM
Ha 3alMllyBakbe Ha TPaJAULUOHAIHUTE
WUIPU BO TPHECETUTTUTE TOAUHH H
[IOCTENEHUOT Pa3Boj U BJIMjaHUjaTa Ha
JlabaHOTalMjaTa BO HalKTe NPOCTOPU
IpeKy JIeTHU eJyKaTHMBHU ILIKOJUA U
CeMHHapH BO BTOpaTa I10JI0BHMHA Ha XX
BeK,  3alo4yHyBa IIepyoJ, BO KOHU
[JIaBHUOT QOKyC € CBpTeH KOH
JlabaHOTalMjaTa Kako KHHeTorpadpcko
MMCMO W HEj3UHO IMpoy4yBambe H
nsydyBame. lllTo ce ofgHecyBa Ha
Oyrapckata KuHeTorpaduja MpeKy
HUBHUTE MPETCTAaBHULM BO OJHOC Ha
KUHeTorpadujaTa, IMaMe jacHa CJIMKa
32 HMBHUOT Hau¥MH M MeToJZ, Ha
3amuilyBame W Oesjiexele  Ha
HapOJHWUTE WIPU IIpeKy 3HAaKOBEH
CUCTeM HaJIOIOJIHET CO JeCKpUIITHBEH
ONMUC WIXA CaMO JEeCKPUIITUBEH MeTOJ,
BO KopeJjialiMja €O TaTKTOBUTE H
TakTOBUTe BpeMuma. Ha kpaj mrro ce
OJ/IHecyBa Ha aMepHuKaHCKaTa
KuHeTorpaduja Koja Mopame Ja
KakeMe JleKa MMa roJjieMo BJldjaHue BO
CBETCKH paMKy, MOTOYHO
JlabaHOTallYjaTa, Hej3UHaTa I0jaBa,
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INTRODUCTION

For the appearance and function of
different types of Kkinetographic
letters in the territory of the former
Yugoslav state, we will try to make an
analytical review from a
geographical and historical aspect of
the appearance, development and
spread of  kinetography and
kinetographic inscriptionss. We will
try to show the letters and the way in
which the steps and playing patterns
of the traditional games were
recorded and explained from the
very beginning until today, viewed
from a modern perspective. The
example of Serbia and the
surrounding countries in which
Macedonia also belongs, with the
emergence of the analytical-
synthetic system of recording
traditional dances in the 1930s and
the gradual development and
influences of labannotation in our
areas through summer educational
schools and seminars in the second
half of the XXth century, begins a
period in which the main focus is
turned to labannotation as a
kinetographic  script and its
exploration and study. Regarding the
Bulgarian kinetography through
their representatives in terms of
kinetography, we have a clear picture
of their way and method of recording
and noting the folk dances through a
sign system supplemented with a
descriptive explanation or just a
descriptive method in correlation
with the tacts and beat times. Finally,
what concerns the American
cinetography, which we must say has
a great influence in the world,
specifically the labanotation, its
appearance, development and
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pasBOj U IIMPEHe U Ha €BPOICKUTE
NPOCTOPY, jacHO ce 3a6esieXyBaaT U ieH
JleHeC KOoW Ke OWJaT MpeaMeT Ha
06paboTka BO THpojo/pkeHue. bu
cakaJe Ja HCTakHeMe JleKa BO
€BPONCKM PaMKH IOCTOjJaT U JApYyrd
CHUCTEMH Ha 3aNMLIyBakbe Ha YeKopUTe
YW UTPOOpPHUTE OOpacly KOW HMaaT
JIOKaJIeH KapaKTep 1 He Jio1e /1o dpasa
3a IOHATaMOLITHO Pa3BHUBabE.

JYTOCIOBEHCKA KHHETOTPA®HJA

3anuiIyBakbeTo Ha TpPaAUILMOHATHUTE
Wrpd Ha TMpPOCTOPOT Ha OHBLIATA
jyTOC/IOBEHCKA penyoJiMKa, Kako IITO
KaKaBMe U TPEJXO/IHO, 3all0YHATI0 BO
CpO6uja Bo TpreceTTHUTE roAWHU 01 XX BEK
Y TOA CO NPBUOT U3MUC/IEH aHAJIUTHUUKO -
CUHTETWYKU CUCTEM, YUM aBTOPU GuJie
cecrpute Jbybulia 1 JlaHulia JaHKOBHK,
MMMOHEPU Ha CPIICKaTa eTHOKOPEOJIOrHja,
HO Y Ha OKOJIHUTE JpKaBu. Bo paMkuiTe Ha
OCyM KHUTU KOM Owie HW3[aJieHd BO
nepuof, of 1934 po 1964 roavHa U
MOC/Ie/IHATA JIEBETTA IO peJi Koja 3a cpeka
e usgaeHa Bo 2016 roavHa Bo besrpag,
OBUE aBTOpU OOpa3/ioKWIe U T0
YCOBpIIIyBaj/ie ~ CBOjOT  CUCTEM  Ha
3aMHIIYBakbe, ICTOBPEMEHO PAbOTEJKH HA
cobupare W CUCTEMATH3Upame Ha
TpaIMLIMOHA/IH-UTe ~ Urpu.  HuUBHHOT
AHA/IMTUYKO CHUHTETHYKA CHUCTEM OWJI
o6jaBeH Bo 1934 ro/1MHa BO HUBHATA IPBa
KHUra co HacioB HapodHe uegpe | v Kako
IITO KaKaBME U MPEAXOAHO Ol
TIpeLy3eH, eJHOCTaBeH U BU3YEJHO jaceH
Y JieCeH 3a ymnoTpeba, 611 0f00peH U
MOAPXKaH Of CTpaHa Ha MHOTY Halllkl U
CTPaHCKU CTPY4Hsall, HO BO TEKOT Ha
celyMJIeCETUTTe TOAVMHU Of] acreKT Ha
Hay4yHHTE UCTPaKyBarba KO 3ar04yHaJle,
0BOj CHCTeM Ce MOKaKasl KaKO HeZIOBOJIEH
32 HCTpaKyBamaTa M IOHATAMOIIHH
aHAIM3M Ha TPaJULMOHAIHUTE WIPU.
Kako urro nuiiyBa aBTopoT BecHa Kaprn
BO HEj3UHOTO JIeJI0 JieKa HUBHUOT CUCTEM

spread in the European areas, are
clearly noticeable even today, which
will be the subject of processing in
the following. We would like to point
out that in European frameworks
there are other systems of recording
the steps and playing patterns that
have a local character and have not
reached the stage for further
development.

YUGOSLAVIAN KINETOGRAPHY
The recording of traditional dances
in the space of the former Yugoslav
republic, as we said before, began in
Serbia in the thirties of the XXth
century with the first invented
analytical-synthetic system, whose
authors were the sisters Ljubica and
Danica Jankovic, pioneers of Serbian
ethnocoreology, but also the
surrounding countries. Within eight
books that were published between
1934 and 1964 and the last ninth in a
row that was fortunately published
in 2016 in Belgrade, these authors
explained and perfected their system
of notation, while working on
collecting and systematizing the
traditional dances. Their analytical-
synthetic system was published in
1934 in their first book entitled as
“Narodne igre” (Popular dances) I,
and as we said before their writing
was precise, simple and visually clear
and easy to use, it was approved and
supported by many of our and
foreign experts, but during the
seventies in terms of scientific
research that started, this system
proved to be insufficient for research
and further analysis of traditional
dances. As author Vesna Karin writes
in her work that their writing system
was specific, that is a verbal graphic
record of the movements that
183
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3a 3alMIIyBarbe OWI CrieludryeH, T.e.
MPETCTaByBa BePOATHO rpadHyKH 3aITkC
Ha JIBIDKEHATa KOj COAPMKU CUMOOJIM U
CBOja KapaKTEPHUCTHYHA TEPMHHOJIOTHja
Koja ce 0/IHeCyBasia Ha pa3/IMiHU TUIIOBU
Ha YeKop, KaKo Ha IPUMep: YeKop, 06U4eH
UeKop, UeKop CO NPUB/EKY8arLe, YeKop be3
npus/eKy8arse, YeKop Co NOMCKOK, 6e3
NOMCKOK W TH. 33 KOW THIIOBH H
TEPMHHOJIOTHHU TIOBeKe Ke 300pyBaMe BO
JIEJIOT W aHa/Ju3aTa 3a CUCTEMOT Ha
Jby6una u Jlanvia JaHkoBuUK. [1a oz Tyka
CJIOBOAHO MOXEME Ja KaKeMe JieKa
CHCTEM CO TaKBa crielipuiIHa TEPMHUHO-
JIOTHja HE MOXKE JIa Ce OYEeKYBa JieKa Ke
Ouge nprdaTeH BO CBETCKU PaMKH. 3a
vcTaTa npo6/ieMaTHKA UIYBa U aBTOPOT
BecHa Bajuk — CTOMIKOBHK BO HEjSUHUOT
JIMIUIOMCKH TPYJI, U KCTO TakKa o6jacHyBa
32 MPUYMHUTE KOM IO OrpaHUdyBaaT
CHHTETHYKO-aHAJIMTUIKHOT CHUCTEM Ha
CecTpuTe JaHKOBUK. ABTOpPOT CTaBa
aKIIEHT Ha HENOCTOAHOCTA HAa TMOCEeGHU
3HALM 32 3alHILIY-Bakbe Ha JBIDKEHA KOU
He Mopa Ja Oujar o6jaCHyBaHH |
Ge/lekaHU co 300pPOBH, MOTOYHO CO
HUBHAaTa CreludrUyHa TEPMHHOJIOTHja
NpeKy HUBHHUOT JECKPUIITUBEH METOJ
(Stojiljkovié, 2006; JankoBuh, 1934: 8-9;
JaneBcky, 2013: 19; 2017: 21-22;
Rakocevi¢, 2018: 151-152; Karin, 2018:
830). [Nokpaj cuTe MaaH! ¥ HEAOCTATOLIN
Ha 0BOj aHA/IUTHYKO- CUHTETUYKH CUCTEM
Ha CeCTpUTe JaHKOBWK, HHBHaTa
OCTaBIITMHA W 6orata HCTpaKyBayka
JIEJHOCT CO CHTe aHAJIM3U W 3alMCH Ha
noBeke o/ okosty 900 HapoJHU Urpy Ha
KOU OJ] TMPUIMKA Ha €e[lHA YEeTBPTHHA
MMaaT HampaBeHO W KOMIUIETEH
KHeTorpadpCKd 3aMiuC €O HUBHHOT
3HAKOBEH W JIECKPUITTHBEH METO/| BO
KOpeJialjfja CO TAKTOBUTE U TAKTOBUTE
BpEMUILA, BAYKAT 32 FOJIEM aBTOPHUTET U Ce
CMeTaaT 32 OCHOBOIOJIGKHHLIM  Ha
JyrocnoBeHckata ETHOKOpeosioryja.
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contains symbols and its own
characteristic ~ terminology  that
referred to different types of step,
such as: step, ordinary step, step with
attraction, step without attraction,
step with bounce, without bounce,
etc. which types and terminologies
we will talk more about in the section
and analysis about the system of
Ljubica and Danica Jankovi¢. So from
here we can freely say that a system
with such specific terminology
cannot be expected to be accepted
worldwide. Author Vesna Baji¢ -
Stoilkovic also writes about the same
problem in her thesis and also
explains the reasons that limit the
synthetic-analytical system of the
Jankovic  sisters. The author
emphasizes the impermanence of
special  signs  for  recording
movements that do not have to be
explained and noted with words, or

rather with their specific
terminology through their
descriptive method (Stojiljkovi¢,

2006; Jankosuh, 1934: 8-9;
JaneBcku, 2013: 19; 2017: 21-22;
Rakocevi¢, 2018: 151-152; Karin,
2018: 830). In addition to all the
flaws and shortcomings of this
analytical-synthetic system of the
Jankovic sisters, their legacy and rich
research activity with all the analyzes
and records of more than about 900
folk dances of which they have made
a complete kinetographic record
with their iconic and descriptive
method in correlation with tacts and
tact times, are considered a great
authority and are considered the
founders of Yugoslav Ethno-
choreology.
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Bo 1104eTOKOT Ha BTOpaTa I[10JIOBUHA Ha
XX Bek, Ha MPOCTOPOT Ha OMBILIATA
JyrocioBeHcKa pery6IrKa, IOTOYHO BO
Make/10HHja ce 1ojaByBa HOB CICTEM Ha
3alMLIYyBatbe HAa  TPaJULIMOHAIHU
urpu.  KuBko PupdoB u laH4yo
[lajronyiveB Bo 1953 rogunHa ro
M3/1aBaaT CBoeTo Jeno MakedoHcku
HAPOOHU 0pa BO KOE CO CBOj CUCTEM Ha
3aMuILyBakbe, CO CBOM Kopeorpadcku
3HALM ¥ TEPMUHO-JIOTHja 3alMIIyBaaT
JiBaeceT MaKeJOH-CKM HapOoAHU Opa
3abe/IeKaHr CO CTeLMjaTH  KOpeo-
rpadCcKu ¥ My3W4KHU 3HALY, Taka LITO
CEeKOj 3allMC MpeTCTaByBa My3U4Ka
Kopeorpadcka mapTuTypa. ABTOpUTE
HaIpBO [IaBaaT IpUKa3 Ha LIEeCT
OCHOBHM €JIEMEHTU WX 3HALY O KOU
NpeKy HMBHU KOMOWHALMM HACTaHY-
BaaT Taka HapeyeHWTe Kopeorpadcku
3HALY CO KO JIETAIHO 'Y 3alULLIYBaaT
CUTe JjBaeceT Opa BO HYBHATa 30MpKa.
ABropuTe TI'M 3anvilale opara Co
BKYITHO TakBHY 63 Kopeorpadcky 3HaL1
32 KOM HajIIPBO J{aBaaT JeC-KpUIITUBEH
onuc 3a cekoj noeguHedHo (Pupdos,
[lajronnmeB, 1953: 7). Mysuukara
Kopeorpadcka naptutypa Ha Pupdon
u [lajroHiMeB compxu Mesorpadcku
3aIKC KOj € BO pPUTMUYKA KOpeJiaLiuja co
KopeorpadckuTe 3Haiy. Bo mpogon-
JKeHHWe 3a CeKoe Opo IIof, CeKoja
NapTUTYpa aBTOPUTE IIPaBaT JEeCKpUII-
THBEH OIKC HAa OPOTO BO KOpeJialyja co
TAKTOBUTE U TAKTOBUTE BPEMHUHHA.

Bu cakase a UCcTakHeMe JieKa Ha OBHe
HpPOCTOPY MMaJIO TojaBa U HA [JPYTH
MKCMa 32 3alMIIYBakbe Ha YeKOPUTE U
TPaJUIMOHATHUTE UTPY HO HUKOTAlll He
OCTaBWJIe TpaeH Oesler BO HayKaTa.
TakoB mpumep e 3abesiexxaH Bo 1954
roguHa Bo JbyGsbaHa, C/0BeHHja Kaj

At the beginning of the second half of
the XXth century, a new system of
recording traditional dances
appeared in the area of the former
Yugoslav Republic, specifically in
Macedonia. In 1953, Zivko Firfov and
Gancho Pajtonjiev published their
work “Macedonian folk dances” in
which, with their own recording
system, with their own
choreographic signs and
terminology, they recorded twenty
Macedonian folk dances recorded
with special choreographic and
musical signs, so that each record
represents a musical choreographic
score. The authors first give an
account of six basic elements or signs
from which, through their
combinations, the so-called
choreographic signs are created with
which they write down in detail all
twenty dances in their collection. The
authors recorded the dance with a
total of 63 such choreographic signs
for which they first give a descriptive
explanation for each one individually
(Pupdos, [lajronyues, 1953: 7). The
musical choreographic score of
Firfov and Paytonjiev contains a
melographic record that is in
rhythmic correlation with the
choreographic signs. In the following,
for each dance under each score, the
authors make a  descriptive
explanation of the dance in
correlation with the beats and beat
times.

We would like to emphasize that in
these areas there were other letters
for recording steps and traditional
dances, but they never left a lasting
mark in science. Such an example
was observed in 1954 in Ljubljana,
Slovenia with the Moving Sound
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/lsudicevukama 36y4HA C/1UKA HA aBTOPOT
@pani, Mapost, BO Koja UrpuTe Ouie
3alMlIaHd UCKJIYYUBO CO CUMOOJIU U
3HalM KOj HeMaJle HUILITO 3aeJHUYKO CO
cUMOOIUTe W 3HALUTE Ha BeKe
MpeJXOJHO  CIIOMEHaTUTe  aBTOPH.
(Ravnikar, 1980: 5) BpyHo PaBHHKap Bo
HeroBoTo Jiesio Kunemoepadbuja op 1980
rojuHa HU JiaBa MOJaTooyd U 3a
KUHeTorpadpcKkoTo mMcMo Ha Mapuja
llymrrap op Jbyb/baHa Koja 3a
3aMUIIyBak-e Ha UTPUTE KOPUCTEA CBOj
MpPaKTU4eH ONHCEH CUCTEM WU
KUHETOrpagCcKo MUCMO KOe UCTO TaKa He
MpUBJIEKJIO TMoce6HO BHUMaHUe. Bo
XpBTCKa IpB aBTOP KOj 0GjaBWJI WUIpH
3aMUIaHy BO CBOja HOTalWja vyl BUHKO
’Kranery koja HoTanuMja He Owia
CJIOXKEHA, HO Celak Ce pas/IMKyBasa Of
OCTaHaTUTEe, Kako IITO HarjacyBa
aBTOpOT bpyHO PaBHHKap BO HErOBOTO
Jesno (Ravnikar, 1980: 5). [locsie Bunko
Kraney, Bo XpBaTcka ce moOjaBUI
aBTopor MBaH HMBaHuaH €O HOBO
CO3/1aZIeH0 MMCMO 3a 3alHllyBame Ha
WIpaTa, Koj MPY HETOBUTE UCTPAKyBaHa
WrpUTe TU 3allMIIyBajJ OIMUCHO CO
360pOBH CMETAjKU JIeKa TaKa MOXKe Haj
€/THOCTAaBHO /13 ja 06jacCHH CTPYKTypaTa
Ha urpata. Bo TeKOT Ha HETOBUOT *KHBOT
MBaHYaH HEYMOPHO PabOTH BO 06J1acTa
Ha HaykaTta W 33f, cebe ocraBa roJjema
eMIupyja BaxkHa 32 eTHOKOPEOJIOTHjaTa.
[lojapaTa ~ Ha  MOBEKeTO  TaKBU
HEYHUOULIMPAaH! ¢ WHJUBU/YATHU
KUHeTOrpadpCcKy MrcMa BO GHBIIATA
JyrocioBeHcka [JpkaBa, Mpeay3BUKaIa
1esiocHa KoHdy3dja Bo 06sacTa Ha
3aNMIIYBakbeTO HAa HApPOJHUTE UIPU U
KUHeTorpadujata Kako Hayka. [lopaau
THe TPUUYMHM HAa KOHIPecoT Ha
doskopucty Bo JyrocnaBdja Bo 1955
roauHa Ha Benamnuia (Rad kongresa
folklorist Jugolavije 1958) JlabaHoBaTa
KUHeTorpaduja 3BaHUYHO M JETATHO
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Picture of the author Franz Marolt, in
which the dances were recorded
exclusively with symbols and signs
that had nothing in common with the
symbols and signs of the previously
mentioned authors. (Ravnikar, 1980:
5) Bruno Ravnikar in his work
Kinetography from 1980 also gives
us data on the kinetographic script of
Marija Su$tar from Ljubljana who
used her own practical descriptive
system or kinetographic script to
record the dances, which also did not
attract special attention. In Croatia,
the first author who published games
written in his own notation was
Vinko Zganec, whose notation was
not complex, but still differed from
the others, as the author Bruno
Ravnikar emphasizes in his work
(Ravnikar, 1980: 5). After Vinko
Zganec, the author Ivan Ivancan
appeared in Croatia with a newly
created inscriptions for writing down
the dances, who during his research
wrote down the dances pattern
descriptively with words,
considering that he could explain the
structure of the dance in the simplest
way. During his life, Ivancan worked
tirelessly in the field of science and
left behind a great empiricism
important for ethnocoreology.

The appearance of most of such non-
unified and individual kinetography
inscriptions in the former Yugoslav
state caused complete confusion in
the field of recording folk dances and
kinetography as a science. For those
reasons, at the congress of folklorists
in Yugoslavia in 1955 in BelaSnica
(Rad kongresa folklorist Jugolavije
1958), Laban's kinetography was
officially and in detail presented to
the researchers and recorders of the
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OvJ1a peTCcTaBeHa Npe/] UCTPaKYBauUTe
Y 3alULIyBaYUTe HA HAPOAHUTE UTPH BO
HCTOMMEHHTE MpocTopy. Pesysnrature
0/l OBOj KOHrpec ce 3abeJieXKyBaaT BO
TrocTerneHara ynorpeba Ha JIaGaHOBHOT
CHCTeM Of, CTpaHa Ha JyrOCJIOBEHCKHUTE
aBTOpU U UCTPRKYBAYU Ha
TpasunyoHasiHuTe wrpd. Of; Torart
JlabaHoBaTta KuHeTorpaduja HajIIPBO
Haofa MpUMeHa U CBoja QyHKIMja BO
XpBarcka of, cTpaHa Ha aBTopoT VBaH
MBaHuaH BO CBojaTa MybGJMKalMja BO
1956 roavHa oz HacioB Narodni plesovi
Hrvatske I, (Ivanacan, 1956) Ilokpaj oBa
HEroBO MPBO JIeJI0, 0/1 aBTOpPOT MBaHuaH
06U cakaJie Jja UICTAKHEME U HEKOH JIPyTU
3HA4ajHH JieJ1a KOU ce 00jaBeHH O/I01HA
HO Cce Ofi ToJeMO 3Hayerwe 3a
ETHOKOpeoJiolKaTa Hayka. Bo cBoete
Jesio Narodni plesni obiCaji u Hrvata Bo
1996 rosivHa, BaHYaH nuilyBa A0CTa 3a
3aIUIIYBa-ETO HA UTPUTE U JIaBa jacHa
XpOHOJIOTHja BO pa3BojHUTe a3y Ha
WIPOOpHATa TPaJyLiMja Bo XpBaTcKa €O
jacHU pUMEpU M aHAJIM3H HA UTPOOPHHU
o6pactu. (Ivancan, 1996: 101-102) Ucro
TakKa aBTOPOT IMUIIYBAa W 3a CIIEHCKaTa
nprMeHa Ha (OJIKJIOPOT NP LITO J]aBa
CJIMKOBUT TPUKa3 Ha LPTeXd 3a
JIBIDKEHHETO U TI0JIECHA OpHeHTallyjaTa
Ha urpoopuure Bo npoctopot (Ivanacan,
1996: 263-297).

Bo CnoBeHuja JIabaHOBUOT CUCTEM 3a
NpB TaT € CTaBeH BO (yHKIHja BO
1958 roauHa ojn cTpaHa Ha Mapuja
llymtap BO Ae/0TO 3a HApOJHHUTE
WIPU U HEITO MOJIOI[HA O] aBTOPOT
BpyHo PaBHHKap, KOj HCTO Taka
3al0YHyBa Ja ja KOPUCTHU U
JlabaHoBaTa  KWHeTorpaduja  BO
CBOUTE Jieia, TIOKpaj aBCTPUCKHUOT
OIKCEH CUCTEM, CO KOU MPEXO/THO '
3alMILyBaJl UTPUTE M0 MPUHIMIIOT Ha
Maprapeta ABcTpujcka. Kora cme Kaj
CJIOBEHCKHOT aBTOp bpyHo PaBHuUKap,

folk dances in the spaces of the same
name. The results of this congress
can be seen in the gradual use of
Laban's system by Yugoslav authors
and researchers of traditional
dances. Since then, Laban's
kinetography  first found its
application and function in Croatia by
the author Ivan Ivan¢an in his
publication in 1956 under the title
“Narodni plesovi Hrvatske 1” (Folk
dances of Croatia [), (Ivanacan,
1956). Some other important works
were published later but are of great
importance for Ethnocoreological
Science. In his 1996 work published
in 1996 entiteld as “ Narodni plesni
objeci u Hrvata” (Folk dance patterns
among Croatians), Ivancan writes
extensively about the recording of
dances and provides a clear
chronology in the developmental
stages of the dance tradition in
Croatia with clear examples and
analyzes of dance patterns. (Ivancan,
1996: 101-102) The author also
writes about the stage application of
folklore, giving a pictorial
representation of drawings for the
movement and easier orientation of
the actors on the dance floor.
(Ivanacan, 1996: 263-297).

In Slovenia, Laban's system was put
into operation for the first time in
1958 by Marija Sustar in her work on
folk dances and a little later by the
author Bruno Ravnikar, who also
began to use Laban's kinetography in
his works, in addition to the Austrian
descriptive system , with which he
previously recorded the dances
based on the principle of Margaretha
of Austria. When it comes to the
Slavic author Bruno Ravnikar, we
would like to point out that he left a
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O6M cakaje Ja MUCTaKkHeMe JieKa Toj
ocTaBa roJieM 6poj Ha Jies1a BaXKHU 3a
eTHOKOpeoJIOLIKaTa HayKa OJ KoM 3a
Hac NOBAXXHU Ce JeJsaTa MOJ HAcJOB
Koreografija, ljudskega plesa vi3ganeHo
Bo 1969 roamHa Bo JbyGJbaHa,
Kinetografija Bo 1980 u Kinetogrdfija,
plesin gib Bo 2004 roayHa Bo KoU iesia
aBTOPOT IMHIIyBa IPeTeXHO 3a
3alMILYBalkeTO HA HAPOJHUTE UTPU U
JaBa  06asMyHM  NoJaTouu U
vHopMaLuu 3a WIpoOpHaTa
Tpaaunuja Bo aesnoro on 1969 roauna
Koreografija, ljudskega plesa aBTopoT
BpyHo PaBHukap HajunpBo [JaBa
o6jacHyBambe 3a ONUCHUOT CUCTEM IO
Koj paboTes Tmpexd IojaBaTa Ha
JlabaHoTanjata. [lpeky Toj omuceH
CUCTEM CO HErOBHUTE CUMOOJIN Y 3HALU
Y JIeCKpUIITUBEH OIMC BO KOpeJlyja
CO TAaKTOBUTE U TAaKTOBUTE BPEMHIbA,
aBTOpPOT NpaBU aHa/v3a Ha 21 opo
(Ravnikar, 1969: 6-30). Bo BTOpHOT
JeJl of JeJoTO aBTOpPOT Jasa
HIOr0JIEMO objacHyBame 3a
JlabaHoBaTa KuHeTorpaduja uIU
JlabaHoTalLMjaTa U CO HEro 3anyulyBa
u aHasmmsupa 30 opa o6GjaBeHU BO
rcroumeHoTo nesio (Ravnikar, 1969:
30-68). Bo 1980 roauHa BO [1€J10TO
Kinetografija mno mrTo HM KaKyBa H
CaMHMOT HaCJIOB, aBTOPOT IHUIIyBa U
N0/J1Iab0KO0 HaBJ/IeTyBa BO NpaBUJjaTa
¥ HaAuMHOT Ha 3alMIlyBame Ha
TPaJMLIMOHAJHATE UTPH CO IIOMOII HA
JlabaHoBaTa KuHeTorpadHja, Kako
IITO KakaBMe [I03HaTa U Kako
JlabaHoTanuja. PaBHuUKap HM JaBa
jacHa cJIMKa 3a 3HaLKMTe U CUMOOJINTE,
NO3ULIMHUTE HA TEJOTO, IPaBLUTe Ha
JBIKehba W KUHETOrpaMOT Kako
CUCTEM CO CUTe TpaBWJIa 3a
3amuilyBambe Ha 3HanuTe (Ravnikar,
1980: 8-79). Bo HeroBoTO JeJsi0 Of
2004 rojyvHa o/ Hac/Jo0B
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large number of works important for
ethnocoreological science, the most
important of which for us are the
works entitled as “Koreografija,
pruzenjega plesa” published in 1969
in Ljubljana, “Kinetografija” in 1980
and “Kinetografija, ples in gib”
(Kinetography of dances and
movements) published in 2004, in
which works the author writes
mostly about the recording of folk
games and provides basic data and
information about the dance
tradition. In the work from 1969,
Koreografija, pluskovsega plesa, the
author Bruno Ravnikar first gives an
explanation of the descriptive system
he worked on before the appearance
of the Labannotation. Through that
descriptive system with its symbols
and signs and descriptive
explanation in correlation with beats
and beat times, the author analyzes
21 dances (Ravnikar, 1969: 6-30). In
the second part of the work, the
author provides a greater
explanation of Laban's kinetography
or Labannotation about the records
and analyzes of 30 dances published
in the work of the same name
(Ravnikar, 1969: 30-68). In 1980, in
the work “Kinetografija”
(Kinetography), as the title itself tells
us, the author writes and goes deeper
into the rules and the way of
recording traditional dances with the
help of Laban's kinetography, as we
said, also known as Labannotation.
Ravnikar gives us a clear picture of
signs and symbols, body positions,
directions of movements and the
kinetogram as a system with all the
rules for writing down the signs
(Ravnikar, 1980: 8-79).In his work
published in 2004 entitled as
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Kinetografija, ples in gib, aBTOpPOT
MOBTOPHO Ha MOYETOKOT MHUUIYBa 3a
3HayeweTo Ha Pygoad JlabaH Bo
KuHetorpadujaTa kako Hayka U BO
HajrojeM Jen MHUIIYBa 3a
JlabaHoTanujaTa Kako CHCTEM 3a
3aMUlIyBamEe CO CUTE HETOBU NPaBUJIa
1 koM6uHainuu (Ravnikar, 2004: 15-
59). OcBeH 3a JlabaHoBaTa
kuHeTorpaduja, bpyHo PaBHuKap Ha
MOYETOKOT Ha /IeJIOTO JIaBa OMUC U Ha
ONUCHUOT M CUMOOJUYHUOT CUCTEM
CO HEroBUTE 3HAIM U CUMOOJIH, KOj
6usie BO ynoTpeba 3a 3aNnuilyBamke Ha
WUrpuUTe npe/, nojaBaTa Ha
JlabaHoTtanujara (Ravnikar, 2004: 7-
14). Bo 1985 roauna Bo C/ioBeHHja ce
MojaByBa €[HO KapaKTepHUCTUYHO
Jesio nox HacnoB Deklica Podaj Roko
(mojan u paka Ha JieBojKara) Koe
NpeTcTaByBa 30MpPKA Ha OpPOBOJHU
MecHU KOU aKTUBHO T U3BeJlyBaJ
C/IOBEHEYKUOT Hapoh, Bo MHranuja.
HeroBute aBTOopu Kocyta Mupas,
Hapa Kpucuak, bpena Ilaxop, ®panka
Cnagew, Iletap CyBogosien, [Jlparuua
Magep u bojana BartoBen, mnpaBar
aHAJIMTUYKUA OCBPT Ha CJIOBEHEUYKHU
OpOBOJAHU TMecHHU Bo  Hranuyja,
AHAIU3UPAjKU THM TPeKy OMNHCeH
CUCTEM BO KOpeJialifja Co TAKTOBUTE U
TaKTOBUTE BPEMHUIbA, IOKpaj HEro
JlaBaaT W MeJorpapCcKU 3amuc U
MpHKa3 Ha KWHETOTPAMCKH 3alucu
cnopef; JlabaHOBHUOT CUCTEM 3a CHUTe
opoBoaHu mecHH U opa (Kosuta;
Kriscak.... 1985: 32-209).

[IITo ce ogHecyBa Ha KuHeTorpadujata
KaKO HayKa U 3a HaC MHOI'Y Ba)KHO, Ha
MakegoHckuTe mpoctopu JlabaHoBarta
KuHeTorpaduja npoadpa mpeKy HaluTe
WUCTPOKYBAaYMd M 3alMIIyBa4d  Ha
TpaJULMOHAJIHU  WIPH, 3a  KOU
360pyBaBMe M MpPEAXOAHO, a Toa Ce
["anyo [lajTonyveB u Muxauno JluMocku

“Kinetografija, ples in  gib”
(Kinetograpy, dance and movement),
the author again writes at the
beginning about the significance of
Rudolf Laban work in Kinetography
as a science and mostly writes about
Labannotation as a notation system
with all its rules and combinations
(Ravnikar, 2004: 15-59). Apart from
Laban's kinetography, Bruno
Ravnikar at the beginning of the
work gives an explanation of the
descriptive and symbolic system
with its signs and symbols, which
were in use for recording the games
before the appearance of
Labannotation (Ravnikar, 2004: 7-
14). In 1985, a characteristic work
appeared in Slovenia under the title
Deklica Podaj Roko (Girl give me
your hand), which is a collection of
folk songs that were actively
performed by the Slovenian people in
[taly. Its authors Kosuta Miran, Nada
Krischak, Breda Pahor, Franka
Slavec, Petar Suvodolec, Dragica
Maver and Bojana Vatovec make an
analytical review of Slovenian folk
songs in Italy, analyzing them
through a descriptive system in
correlation with time signatures and
time signatures, in addition to
providing melographic record and
display of kinetogram records
according to Laban's system for all
dance songs and dances (Kosuta;
Kriscak ... 1985: 32-209).

Regarding Kinetography as a science
and very important for us, Laban's
Kinetography penetrates the
Macedonian territories through our
researchers and recorders of
traditional dances, which we talked
about before, namely Gancho
Pajtondziev and Mihailo Dimoski
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(Rakocevih, 2018: 153-154; Karin, 2016:
34; 2018: 828-832; Ravnikar, 1980: 5;
2004: 7). Aetopot [lajToHIIMEB MOKpPAj
CBOjOT CUCTEM Ha 3alMIIyBame, BO
CBOjaTa caMOCTOjHA 30MPKa, 3a MPB MaT
Bo 1973 roguHa, AaBa MpWJIOT M Of
KUHeTorpadCcku 3anucu criopef,
JlabaHoBaTa kuHeTorpaduja BKYIHO Ha
CTO Y LIECT OPCKU NPUMEPH O/ HETOBUTE
HUCTpaKyBaba BO MakeznoHuja. Helrro
nogouHa Bo 1977 roavHa wusJieryBa
€/ITHO CTYAMO3HO JeJI0 3a aHCaMOJIOT
Tanew, ox aBTopoT Muxawno JuMocku
KOM JieTaJHO To  pa3paboTysa
penepToapoT MOJeTyBajKu ro BO JBa
Jlesa. Bo mpBHOT JieJ1, Kako 1ITO NUIIYBa
aBTOPOT ByiaguMup JaHeBCKY BO CBOETO
Jeno, EmHokopeosowku — kapakme-
PUCMUKU Ha MaKeJOCHKUME HapOOHU 0pa
no usbpaxu npumepu Bo 2013 roavHa,
JMMOCKH ja pa3paboTHI/I METOAMKATa Ha
HapoJHUTE oOpa Koja W JeH JeHec
MpeTCTaByBa MOjI0BHA TOYKA 33 OHUE
KOM paboTaT BO OBaa 00JaCT U BO
BTOPUOT JieJl 3a Hac MHOTY BaKeH
aBTOpOT Muxauio /JMMOCKU 3a BKYITHO
YeTUPUECET U NET Opa O/ PernepToapoT
Ha TaHem, BO cBojaTa 30MpKa JaBa
MesnorpadCKu U KHHETOrpadCKu 3aruc
ciopef; JlabaHoBaTa KuHeTorpaduja
(JaneBckwy, 2013: 30; lumockw, 1977).

Bo bBocHa u XepueroBuHa efieH Of,
HajBKHUTE aBTOPU U UCTPAKYBaYu BO
ob6sacTa Ha TPAAUIMOHAJIHUTE WIPU
owta Jenena Jlomnyia, Koja UCTO Taka ja
npudarria JlabaHoBaTa KuHeTorpaduja
Y NUIIYBaJA 32 HEj3UHOTO 3HaueHe U
pa3Boj. Becha KapuH Bo He3juHOTO /g0
Nove tendencije razvoja kinetogrfije u Srbiji
I region nyiyBa JieKa BO KaTeZpaTa 3a
ETHoMmysukosiorvja Ha ®akynteToT 3a
My3U4Ka YMETHOCT Bo beirpap, , JeneHa
Jony1iia ocraBria JiBe 30UPKH CO CBOUTE
NHILIAHM JIe/1a Bo pakonwuc. Bo 36upkuTe
Cce Haofa Marepujajl CO 3alMCU Ha
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(Rakocevih, 2018: 153-154 ; Karin,
2016: 34; Ravnikar, 2004: 7). The
author Pajtonjiev, in addition to his
system of writing, in his independent
collection, for the first time in 1973,
also adds kinetographic records
according to Laban's kinetography to
a total of one hundred and six folk
dances examples from his research in
Macedonia. A little later in 1977, a
studio work for the “Tanec”
ensemble was published, by the
author Mihailo Dimoski, who
developed the repertoire in detail,
dividing it into two parts. In the first
part, as the author Vladimir Janevski
writes in his work, Ethnocoreological
characteristics of Macedonian folk
dances according to selected
examples in 2013, Dimoski worked
out the methodology of folk dances,
which is still the starting point for
those who work in this area and in
the second part, very important for
us, the author Mihailo Dimoski, for a
total of forty-five dances from the
“Tanec” repertoire, in his collection
gives a melographic and
kinetographic record according to
Laban's kinetography (JaneBcky,
2013: 30; Aumockwu, 1977).

In Bosnia and Herzegovina, one of the
most important authors and
researchers in the field of traditional
dances was Jelena Dopudza, who also
accepted Laban's kinetography and
wrote about its meaning and
development. Vesna Karin writes in
her work “Nove tendencije zavela
kinetogrfije u Srbije I region” that in
the Department of Ethnomusicology
at the Faculty of Music in Belgrade,
Jelena Dopudza left two collections of
her written works in manuscript. In
the collections there is material with
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TpaJULMOHAJIHA WIPY 3alMlIaHd CO
JlabaHoBaTa KuHeTorpaduja u
JIeCKpUNTUBeH onuc. EHaTa 36upKa Ha
Jenena Jlonynyia 6uia co HacioB Kypc 3a
KuHetorpadujata Ha Jlaban u Knycr,
HamnuiaHa Bo 1956 rofuHa HO KaKo IITO
KakaBMe He ob6jaBeHa. BropaTa 36upka
HUCTO Taka o 1956 rovHa 6uia Aes1 of,
KypCOT 3a HWCTaTa TeMa OJpKaH BO
Jby6JbaHa, IITO jaCHO HU YKaXKyBa JieKa
Jenena Jlonyiia m06po ja mMo3HaBajia
MOTOYHO y4esa JlabaHoBara
KuHeTorpadwuja. Mcro Taka Taa 6wia U
e/leH Ol YYeCHHULUTEe Ha KOHIPECOT Of
1955 ro/iuHa ¥ BO CBOUTE PaKOIKCH 1aj1a
KPUTWMYKU OCBPT 3a IMpHMeHaTa Ha
JlabanoBara Kunerorpaduja (Karin,
2018: 831). Kako Hej3suHM nOMJIaAU
HacJeHUIIM HAa  KUHETOrpadcKoTo
mucMo  criopen,  Pymiod  JlaGaH ce
Jparvna Tlanuk Kamancku u Camba
JlukuHa kKou UM JeH JieHec ja
MPUMEHYBAAT, ja IIMPAT U MPeHecyBaaT
JlabaHoTanyjara Ha MoMJIaJIUTE
TeHepalyMul  NpeKy  elyKaTHBHUTE
UeHTpH 3a  ETHOKopeosiorja U
EtHomysukosoruja (Karin, 2018: 828).

Bo peHemmHa Cp6uwja of Kaj IITO
MOTEKHyBaaT NMOHEpUTe Ha
JyrocyioBeHcKarta ETHOKOpeoJ10rHja,
CECTpPUTE JaHKOBUK, KAaKO IITO KKABME U
MPEeJIXOTHO UMaJle TOJIeM aBTOPUTET CO
HUBHHUOT CHUHTETMYKO - aHAIMTHUYKU
CHCTEM HA 3aMUIIYBathe HA HApOJHUTE
urpu. Asropot BecHa KapuH Bo cBoute
JleJla TIMIIYBa 3a FOJIEMUOT MPUJOHEC Ha
OmBepa Bacuk Bo ETHOKOpeosiomikara
Hayka. OsuBepa Bacuk koja Owia
npodecop Ha ¢akysTeToT 3a Mysuuka
yMmeTHocT BO besrpan, JlaGaHosaTta
KyHeTorpaduja rovyHasa Ja ja usydysa Ha
JIETHUTE WIKOJU 32 (OJIKIOp Aypyd BO
TEKOT Ha OCEMJIECETUTTe TOAVHHU U Kora
MoYHaJIA €O paboTa Ha Karejpara 3a
ETHOkopeosiorja Ha QakKy/ITeTOT 3a

records of traditional dances
recorded with the Laban
kinetography and a descriptive
explanation. One of  Jelena

Dopudzha's collections was titled A
Course in the Cinematography of
Laban and Knust, written in 1956
but, as we said, not published. The
second collection was also from 1956
a part of the course on the same topic
held in Ljubljana, which clearly
indicates that Jelena DopudZa knew
Laban's kinetography well, or rather
studied it. She was also one of the
participants of the 1955 congress
and in her manuscripts she gave a
critical review of the application of
Laban's Kinetography (Karin, 2018:
831). Dragica Pani¢ Kashanski and
Sanja Ligina are her younger heirs of
the kinetographic script according to
Rudlof Laban, who still apply, spread
and transmit the Labannotation to
the younger generations through the
educational centers for
Ethnochoreology and Ethno-
musicology (Karin, 2018: 828).

In nowadays Serbia, where the
pioneers of Yugoslav Ethnocoreology
came from, the Jankovic sisters, as we
said before, had great authority with
their synthetic-analytical system of
recording folk dances. The author
Vesna Karin writes in her works
about the great contribution of
Olivera Vasic to Ethnocoreological
Science. Olivera Vasi¢, who was a
professor at the Faculty of Musical
Arts in Belgrade, began to study
Laban's kinetography at folklore
summer schools only during the
eighties, and when she started
working at the Department of
Ethnocoreology at the Faculty of
Musical Arts, she immediately
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My3HU4YKa yMETHOCT BeJHALl ja BK/Iy4HJIa BO
HaCTaBHATa IporpaMa Kako IpeaMeT 3a
V3ydyBakbe IO/, HAa3UBOT JIAOGaHOMAayuja.
OmBepa Bacuk ja HameTHana Jaba-
HOTalfjaTa Kako HensbexkeH MeToJ, pH
WCTpaKyBamaTa Ha HApOJHUTE UI'PU U BO
TEKOT Ha JieBeZleCeTTUTe TOAMHHU IIpeKy
CeMHHAPH 0f, LIeHTapOT 3a IPOy4yBakbe Ha
CPIICKMTE HAPOJHHU WUI'DY, 3allOYHAIA 3 ja
NpeHecyBa JabaHOTAlWjaTa Ha WIHUTE
ETtHokopeosiosu Bo CpOuja M LIEIHOT
pervoH Ha OHWBLIATa jyTOCIOBEHCKA
JpkaBa. HarstacyBa fieka labaHoTanyjarae
CPEZICTBO BO IPOLIECOT Ha eiyKaLHjaTa Koe
TO OJIECHYBA [IPEHECYBAETO, UYBAHETO U
MEMOPHUPAETO Ha OCHOBHHUOT UIPOOpPEH
obpasel, Ha e/iHa TPaJMLIOHIHA MIpa
(Karin, 2018: 828). Kako HacieqHyIM Ha
OmBepa Bacuk Bo Cpbuja koj U JeH
JIEHECKA ja YTIOTpeOyBaaT JlabaHoTalyjaTa
KaKO CHCTeM Ha 3allMLIyBake Ce HaJIIPBOo
CeneHa PakoueBUK Koja ja KOpHUCTH
JiabaHOTal[ja BO HeEj3MHATA JIOKTOPCKA
JWicepTalyja, Taka IUTO CO IOMOLI Ha
JlabaHoTaLMjaTa MpaBy I0JIeCHA KOMIa-
palyja noMel'y UTPOOPHUTE Y My3UUKHTE
KOMIIOHEHTH Ha OllpeJie/ieH! TpajrLIMo-
HUIHM WIpy BO baHar W HuBHHUTe
byHmamenTamHu opHocy. Becna Kapuh,
3npaBko PaHucaB/beBrK U BecHa Bajuk -
CTOWBKOBUK HCTO Taka BO HHBHHUTE
JIOKTOPCKW  JICepTalM  ja KOPHUCTaT
JlabaHOTaLMjaTa Kako OCHOBHO CpEJICTBO
33 aHa/IM3a Ha TPaJULMOHA/HUTE WUIPU.
Hacnipotu OsBepa Bacuk 5
€lyKaTUBHUTE MHCTUTYLMY, aBTOPOT
MwbkoBuKk Bo enunyjata HapodHu uepu 1,
2,3 u4, koM ce 06jaByBaaT BO JIEBE/IECETUTE
rogmHy Ha XX Bek, Ha (akyJaTeTOT 3a
My3W4Ka YMETHOCT BO Dbenrpap, ce
V3/1aBaat TeMH NIOBP3aHU co
KrHeTorpadckoTo nucMo crioper, Pyiond
JlaGaH, MOTO4HO CO JiabaHoTaryjaTa. Bo
OBMe IIPWIO3W MHOTY BeIITO W
CACTEMATCKU  MperviefHO  aBTOPOT
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included it in the curriculum as a
subject for study under the name -
labannotation. Olivera Vasi¢ imposed
labannotation as an inevitable
method in the research of folk dances
and during the nineties, through
seminars from the center for the
study of Serbian folk dances, she
began to convey labannotation to
future Ethnocoreologists in Serbia
and the entire region of the former
Yugoslav state. She emphasizes that
labannotation is a tool in the
education process that facilitates the
transfer, storage and memorization
of the basic dance pattern of a
traditional dances (Karin, 2018:
828). As successors of Olivera Vasi¢
in Serbia who still use labannotation
as a writing system are first of all
Selena  RakoCevi¢c  who  uses
labannotation in her doctoral
dissertation, so with the help of
labannotation she makes an easier
comparison between the playing and
musical components of certain
traditional dances in Banat and their
fundamental relations. Vesna Karin,
Zdravko Ranisavljevic and Vesna
Bajic -  Stoiljkovic also use
labannotation as a basic tool for
analyzing traditional dances in their
doctoral  dissertations.  Against
Olivera Vasi¢ and educational
institutions, the author Miljkovic in
the edition of “Folk dances” 1, 2, 3
and 4, which were published in the
nineties of the 20th century, at the
Faculty of Music in Belgrade, topics
related to the kinetographic script
according to Rudolph Laban are
published. More precisely with the
labannotation. In these
contributions, the author Miljkovi¢
very skilfully and systematically
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MwBKOBUK ja o0GjaByBa OCHOBaTa Ha
JIAGAHOBHOT CHCTEM KOM CITY?KH KaKo 6asa
Ha CTpy4yHAaTa eMHUHEHIMja Kako W Ha
amaTtepuTe Kou Bo Cp6uja ro mpUMeHyBaaT
JIAOAHOBHOT CHCTEM HA 3alMIIYBAHE
(Miljkovi¢, 1995; 1996; 1996; 1997).

Ha pBaecer u cemmara 1o pen
KoHbepeHLIHja Ha ICKL-a BO
Byaumrenira koja Owia oJpMkaHa BO
2011 roavHa MOBEKETO 0/ OBHUE aBTOPU
Y UCTPaKYBayW TPHUCYCTBYBaJIe U TH
corJieJlyBajie ¥ aHa/M3upasie MOXXHOC-
TUTe Ha  JabaHoTauyjaTa  BO
ETHoKopeosioryjaTta Kako Hayka. Kako
wro nuuryBa BecHa KapuH Bo cBoeTo
Jlesio, KaKo 3aKJIy40K Ha KoHQepeH-
IMjaTa OWI CTaBOT Ha IMOBeKe
VCTOMUCJIEHUIIM JleKa JiabaHOoTalnujaTa
Npe/ICTaByBa CPE/ICTBO KOEe 0BO3MOXKYBa
aHa/iM3a MU MOXHOCT 33 ETHYKO
pa3buparbe Ha [TPOLIECOT HA UTPALE U CO
TOMOIII Ha JIaGaHOTaIMjaTa MoJIECHO Ce
3a6e/IeKyBaaT KapaKTEPUCTUKUTE Ha
caMara urpa 1 ro JieprHripa HaYMHOT Ha
n3BefyBambe (Karin, 2018: 833).

3AK/IYYOK

3a Kpaj BXHO e Jla HalloMeHeMe JleKa
JileHecKa 6e3 pas/MKa JaM 360pyBaMe
3a Cpbuja, MakejoHHja WIM HeKoja
Jipyra 3eMja o GUBLIATA jyTOCJI0BEHCKA
JpKaBa, UMaMe CHCTeM 3a 3alULIyBarbe
Ha TpaJWUUOHAJHUTE UIPU  KOU
mpunarfa U e npudaTreH BO CBETCKU
pamku. JlabaHoTalujaTa e KuHeTorpag-
CKO IIMCMO KOe IIpeTCTaByBa CPeJiCTBO
3a aHa/IM3a Ha UTPOOPHUOT 06paseLl,

reviews the basis of Laban's system,
which serves as a base for
professional eminence as well as for
amateurs who apply Laban's system
of recording in Serbia (Miljkovi,
1995; 1996; 1996; 1997)

At the twenty-seventh consecutive
ICKL conference in Budapest, which
was held in 2011, most of these
authors and researchers attended
and perceived and analyzed the
possibilities of labannotation in
Ethnocoreology as a science. As
Vesna Karin writes in her work, the
conclusion of the conference was the
opinion of many like-minded people
that labannotation represents a tool
that enables analysis and an
opportunity for an ethical
understanding of the dancing
process and with the help of
labannotation itis easier to notice the
characteristics of the dance itself and
defines the way of performance
(Karin, 2018: 833).

CONCLUSION

Finally, it is important to mention
that today, regardless of whether we
are talking about Serbia, Macedonia
or any other country from the former
Yugoslav state, we have a system for
recording traditional games that
belongs to and is accepted
worldwide. Labannotation is a
kinetographic script that is a means
of analyzing the dance pattern.
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