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Purpos e 

It was the purpose of this investi gation to study 

contemporary American ghettoes and to present the findings 

in an extended dance work which treats selected aspects of 

ghetto life. The researcher did extensive research on the 

subject of contemporary American ghettoes, choreographed 

the dance, arrang ed for or designed costumes, lights, music, 

and setting, and recorded a history of the dance production 

which is contained in this thesis. 

Methods 

The investigator researched literature pertaining to 

contemporary American ghettoes and limited the subject to 

four major areasi (1) the economic and social structure 

of ghetto life, (2) the educational patterns--primary and 

secondary schools in the ghetto, (J) the relationships of 

ghetto dwellers to authority, and (4) the recreational 

patterns and the importance of peer groups. 

The researcher studied reviews and articles on similar 

works done by recognized artists in the field and investi

gated source materials on the craft of choreog raphy. 

The investi gator then produced the dance, which included 

the following s (1) selection of the themes, (2) selection 

of the personnel, (J) arra ng ing for composition of the music, 



(4) development of the chor eogr aphy, (5) selection of the 

costumes and set des ign, (6) arranging for lighting , and (7) 

stag ing the dance work, 

The investigator then recorded a history of the dance 

from its inception to its performance, which included , (1) 

a review of the literature pertinent to the themes used 

in the dance work, (2) a review of the related studies and 

works, (J) procedure for choreography, (4) a qualitative 

description of the movement and dramatic content of the 

dance, (5) Labanotation of the dance in its entirety, (6) 

a copy of the musical score, (?) color plates of the costumes 

and set piece, and (8) recommendations for restaging , recon

struction, and further research. These findings are recorded 

in the present thesis. 

Su.!IlL".ary and Evaluation 

This study is concerned with choreography on contem

porary American ghettoes. The researcher investigated 

literature pertinent to contemporary American ghettoes, and 

source materials on the craft of choreography, He then 

developed selected areas of the subject into an extended 

dance work, which included selection of the personnel, arran

ge~ent for composition of the music, development of the 

choreography, selection of the costumes and lighting , staging 

the dance work, and recording a history of the work from 

its commencement to its performance. 



It is believed by this investigat or from the finding s 

of the study that contemporary American g he ttoes provide 

a very rich source for chore ographic themes. For as broad 

as the subject is, the possibility of exhausting all possi

ble themes is remote. Contemporary American g hettoes are 

chancres that could eventua lly touch all Americans in their 

consequence. This investigator is additionally conv inced , 

by virtue of research, of not only the possibility, but of 

the importance of contempor ary American ghet toes as a theme 

for choreog raphy. 

The limi tations of this study did not permit the inves

tigator to choreograph the educational patterns of the slums 

in depth. The investigator found this area to be a rich 

source for choreog raphic themes. An additional limitation 

was the numbe r of men available for performing "Ghetto." It 

would be interesting to have more men available. 

Especially educational for this investigator was the 

Laba.notation of "Ghetto" in its entirety. The investigator 

suggests that anyone wanting to learn more about the analysis 

of huma n movement should notate an extended work. Another 

aspect that was educational for the researcher was that the 

theme of ghettoes innately suggests the use of props, panto

mime, and general realistic treatment. For someone wanting 

ex perience in "total theatre," the theme of ghettoes is 

excellent. 

The inves tigator found that the score used for "Ghetto" 



might have been developed more , so that at va rious points 

in the danc e the taped sounds would be more pertinent to 

the dramatic idea of the movement being pe r f ormed . Perha ps 

experimentation with new approaches to the accompaniment 

would be interesting . 

Inasmuch as this choreographic project was successful-

judging from audience response--this investigator feels tha t 

all contemporary experience is gris t for the artist's mill, 

as long as the artist feels sufficiently passionate about the 

significance of the experience to be rendered artistically. 

The relationship of the artist's persona l bias in the larg er 

contemporary context should be considered. To be successful, 

perhaps the artist's personal bias should be placed on a 

more universal level, so as to be less dated. By virtue 

of this study, the investigator feels that contemporary ex

perience can be an important--indeed a vital--source from 

which to dip raw material, wherewith art can focus aesthetically 

on society's problems. 
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CHAPTER I 

INTRODUCTION 

In cities throug hout the United States today , there 

a re l arg e ma ss e s of people living very clos e tog ether in 

poverty and deprivation, Many o f these people do not have 

adequate plumbing facilities, living space, or da ily diet. 

These are the slums, the ghettoes, the sections of the 

city in the "gray areas ," the indu stri al areas , and the 

"transitional areas," These people do not share in the 

affluency of the middle-class American, but strugg le 

daily for physical and spiritual sustenance, These are 

the people who are seen from the turnpikes, in the newspaper 

photos of riots, and in the welfare offices, They often 

are the forg otten residue of the melting pot of Americana, 

but nevertheles s Americans in the land of plenty. "There 

are those of simple faith who believe that if you s ay it 

often enoug h, loud enough and in the rig ht places, poverty 

will disappear •• . . The facts of poverty are old and 

grim but they can and must be changed , by people and ideas. 111 

Any subject that one may feel strong ly about is the 

proper province for e xpression. Philosopher John Dewey 

1. Pat Kennedy , "Editorial," VISTA, V (January, 1969), 
p. 3. 

1 
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states , "Experience occurs continuous ly, because the inter

action of live creature and environing conditions is invol

ved in the very process of living . Under conditions of 

resistance and conflict, aspects and elements of the self 

and the 1rnrld that are implicated in this interact ion qual

ify experience with emotions and ideas so that conscious 

intent emere;es. 112 

"The impulse to expres sion is common to all, the 

difference is one of degree . And the message of art is 

for all, according as they are attuned to the response. 

Art is creation. For the artist it is creation by expres

sion; for the appreciator it is creation by evoca tion. 11 3 

And thus, if the thing created provides that proper channel 

for response, then the expression becomes communication. 

The co~munication is commensurate with the degree of response 

to the form. 

Dance expresses a'1. idea, "an idea of the way feelings , 

emotions, and all other subjective experiences come and g o-

their rise and growth, their intricate synthesis that gives 

our inner life unity and persona l identity. 114 It was the 

2. John Dewey, Art As Experience (New Yorks Capricorn 
Books, 1958), p. 35. 

3. Margaret H'Doubler, Dance s A Creative Art Exper
i ence (Madison, Wisconsin1 TheUniversity of Wisconsin Press, 
19bbT, P. 53. 

4. Susanne K. Langer, Problems of Art (New Yorks Char
les Scribner's Sons, 1957), p. 7. 
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conscious intent of thi s chore og r apher to expres s ideas and 

feeling s about the millions of people who are caught in the 

dead-end rut of poverty in American cities. The experience 

of this investigator includes living in and around slum areas; 

driving a taxicab in a slum area in the early hours of the 

morning (2 a.m.); student tea ching in a slum high school; 

living with and relating to people from slums traveling with 

a large midway; and working for the Salvation Army . Throug h 

research of the literature on ghettoes, coupled with the 

investigator's own strong feeling s, a major choreographic 

work was developed which attempted to express these feeling s 

and ideas. The work is recorded in this study. 

I. STATEMENT OF THE PROBLEl\1 

The problem of this thesis \'TBS to study conte mporary 

American ghettoes, and present the findings in an extended 

·choreographic work. This included researching source materials 

on the craft of choreography, selecting the themes for the 

work, selecting the persom1el, arrangin g for composition of 

the score , development of the choreog raphy , selecting the 

costume and set designs, arranging for lighting, staging 

the work, and recording the findings. The findings are 

included in thi3 study. 

II. LIMITATIONS OF THE STUDY 

The investigation wes limited to ghettoes of the past 

decade, inasmuch as current concepts of poverty, ghettoes, 
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and slum conditions are seemingly derived from contemporary 

experience. 

After preliminary research, the study was limited to 

four ma jor areas of contemporary American ghettoes. They 

were1 (1) the economic and social structure of ghetto life, 

(2) the educat iona l patterns--pri mary and secondary schools 

in th0 ghetto, (J) the relationships of ghetto dwellers to 

autho~ity, and (4) the recreational patterns and the impor

tance of peer groups. It was felt that these four areas 

were adequa tely representational of the ghetto circumstance, 

and most readily lent themselves to expression in the chor

eographic medium. 

III. DEFINITION OF TERMS 

Although the investigator tried to respect popular 

connotations of various words, some are innately a.mbiguous 

and need clarification. 

Slum. Slum is defined in this study as the circumstance 

that in some degree is characterized by all of the followi ng 

aspects1 

1, Crowded ltving quarters, usually in the central part of 

an urban center. 

2. Poverty. 

J. Dilapidated housing. 

4. Concentration of ethnic groups and subcultures. 

5 • Concentration of people of low educational achievement 

and limited marketable skills. 
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6. Welfa r e aid. 

7. Inter na l mobility. 

8. Crime , health probl ems , and f ire hazards. 

9. Broken f ami li es . 

10. Inadequate community s ervic es . 

11. La nguage pr oblems. 

Ghetto. Ghetto and slum are syn onymous in this stu.dy . 

Although traditionally the word ghetto had the connotation 

of e t hnic groups living in a slum condition, the term has 

recently been us ed in a more g eneral sens e to mean the s ame 

as slum. 

Poverty . Many attempts hav e been made to define po-c: e r t y . 

In this study poverty ls defined as conditions lead i ng to, 

(1) dilapidated housing , (2) overcrowded quarters, (J) lack 

of sanita ry facilities, (4) inadequacies of light and venti

lation, (5) an income of under $4,000 for a multiple-person 

family,5 and (6) inadequate nutrition. 

IV. METHODS OF I NVES TIGATION 

The investigator did extensive resea rch into the nature 

of contempora ry Americ~n g he ttoes. This research wa s 

5. Conferenc e on Economic Progress, Poverty and 
De privc1. ti on in _ihe Uni t ed Sta t es (Washing , D. c., Conference 
on Economic Progres s, 1962), p. 14. 



limited to four ma jor areas 1 (1) the economic and social 

structure of ghetto life, (2) the educational patterns-

primary and secondary schools in the ghetto, (J) the rela

tionships of ghetto dwellers to authority, (4) the recrea

tional patterns and the i mportance of peer groups. The 

investigator then researched source materials on the craft 

of choreography , revievrn and articles on similar works by 

major artists in the field in an effort to gain insight 

into techniques for handling such a theme . 

6 

The findings of the research were then synthesized 

into fo~r major ideas for expressio~1 (1) the overall 

emotiona l aura pervading the ghetto, (2) the emotional 

atmosphere in the ghetto classroom, (J) the anxiety of 

wanting to break ai-;ay from the slum circumstance, but lack

ing the practical and spiritual ability to do so, and (4) 

the attitudes towards people in authority, and the recrea 

tional patterns. 

Development of the choreography included (1) arranging 

for composition of the music, (2) selecting the persor~~el, 

(J) developing the movement expressive of the four ma jor 

ideas cited above, (4) selecting the cos tumes, set pieces, 

lighting·, and (5) performing the dance in a concert situation. 

The recording of the study, which is contained in this 

document , included (1) Labanotation of the work in its 

entirety, (2) arranging Zora copy of the music, (J) giving 

a qualitative description of the movement aua lities, (4 ) 
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providing color plates of the costumes and set pieces, and 

(5) discussing ma jor problems encountered and making recom

mendati ons for further study. 

V • RELATED STUDIES 

The investigator reviewed literature relevant to the 

present study . Unpublished theses such as Prim's6 "An 

Original Modern Dance Drama Based Upon Selected Episodes 

in a City Park Entitled: Cross-Tm·m Promenade," Trigg •s7 

"The Use of NeHs Events of 1965 as a Basis for Choreographic 

Themes Illustrated in an Orig ina l Dance Production," Barril

leaux's8 "The Use of Satiric Literature as a Basis for 

Choreographic Themes Illustrated in an Orig ina l Dance 

Production," Levin's9 "Interpretation: Times Square at Ni ght," 

and Gwynn•s 10 "Disintegration," were examined for t heir 

use of various choreographic techniques in handling subject 

6. Carolyn Prim, "An Original Modern Dance Drama Based 
Upon Selected Epis odes in a City Park Entitled I Cross-Tm-m 
Promenade" (unpubli s hed Mas ter's thesis, Texas St9.te Colleg e 
for Women, 1954). 

7. Marilyn Tricm , "The Use of News Events of 1965 as 
a Basis for Choreographic Themes Illus trated in an Original 
Da.'11.ce Producti on" (unpublished Master's thes is, Sam Houston 
State College , 1968). 

8. Wilson Barrilleaux, "The Use of Satiric Literature 
as a Basis for Choreo~r aphic Themes Illustrated in an Original 
Dance Production" (unpublished Master's thesis, Sam Houston 
State College , 1965). 

9. Helen Mamber Levin, "Interpretation: Times Square 
at Night" (unpublished Mas ter's thesis, University of North 
Carolina, Women's College , 1955). 

10. Eleanor Gwynn, "Disintegration" (unpubli s hed Ma s
ter's thesis, Univers ity of North Carolina at Greensboro, 
1966) • 
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matter . Study of the works of leading persona lities in 

t he field of dance recorded by the different dance publi

cations was also made and the find ing s recorded in the sec

ond c hapter of thi s study. 



CHAPTER II 

SELECTION OF RAW MATERIAL AND 

REVIEW OF LITERATURE 

I. THE LITERATURE OF GHETTOES 

The investigator did extensive research in four major 

areas related to the theme of contemporary American ghettoes. 

They were (1) the economic and social structure of the ghet

to, (2) the educational patterns--primary and seconda ry 

schools in the ghetto, (J) the relationship of ghetto dwel

lers to authority, and (4) the recreational patterns and 

the importance of peer groups. 

The raw material, from which the dance was choreographed, 

was synthesized into four major ideas. They were (1) the 

emotional aura pervading the slum atmosphere, (2) the atti

tudes of the teacher and pupil in the classroom, (J) the 

individual's desire to leave the ghetto circumstance, and (4) 

the conflict of the policeman with ghetto adolescents engaged 

in recreation. Each of these ideas will be discussed briefly. 

The emotiona l aura pervadlng the slum. The one prevail

ing fact of the slum dwellers is that they are impoverished 

in body and spirit. The fact of their poverty pe~me~tes every 

aspect of their life, and colors their attitudes with pessi

mism, apathy, belligerence, desperation, dissatisfaction, and 

9 



10 

a feeling of being "left behind." Arthur Simon, in speaking 

of the slum enviror.ment , s ays 1 

In this situation a whole pathology of poverty 
develops which is sicker than anything like it a gener
ation ago. The sense of failure and uselessness it 
produces may have a whole host of repercussi ons. It 
may drive a man to seek an escape in alcohol or to 
abandon his family. His children are more apt to 
grow up disturbed, restless , and unable to get along in 
school. They are more likely to be disillusioned about 
the future--frustrated when they see the growth of the 
nation but realize that they are not being equipped to 
have a productive share in it. They may turn to drink, 
dope, sex, crime , or any combinat ion of these. A girl 
may crave affection and want desperately to escape 
prison-like conditions--and become the vtctem of the very 
thing that perpetuates her imprisonment. 

Poor housing and crowded living conditions not only 

hamper an adequate and comfortable home life, but result in 

other phenomena peculiar to those conditions. Dilapidated 

housing is more difficult to keep clean, thus contributing 

to poor health. Poor housing resulting in overcrowdeQ living 

quarters, contributes to sexual over-stimulation, a distorted 

sen·se of individuality, and distorted illusions of how the 

"other half" lives. 2 

The slum condition contributes to isolation and alien

ation. The poor living in the slums are continually blighted 

by the thought of being passed by a.l'ld forgotten. Leo Srole 

1. Arthur Simon, Fa ces of Povert~ (St. Louis, Missouri: 
Concordia Publishing House, 1%6), p. 8. 

2. Alvin Schorr, Slums and Social Ins ecurity (Washing
ton, D. C.1 u. s. Depa rtment of Health, Education, and 
Welfare, 1963), p. 18. 
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says the ghetto circums t ance may manifest itself in the 

follo c-ring attitudes, contributing to isolation and alienation, 

1, The indi vidual's feeling that community leaders 
are detached from and indifferent to his needs. 

2. The feeling t ha t the social order is essentially 
fickle and unpredictable. 

3. The individual's belief that he and people like 
him are g oing d01,mhill 1 "In spite of what some people 
say, the lot of the averag e man is getting worse, not 
better." 

4. The belief tha t life is meaningless: "It's hardly 
fair to bring children into the world with the way things 
look for the future," 

5, The individual's feeling s that his immediate 
circle of relationships is not comfortable and supportive: 
"These day s a person doesn't really know whom he can 
count on." 3 

Broken families are frequent in the slum, with many 

families being matriarchal or characterized by "serial mono

gamy" (one man after another but one at a time). David 

Hunter states in The Slums, Challeng e ~nd Response that 

one of the things that might help a child of the slums to 

overcome the tremendous handicaps that are his from birth 

is a strong family base, ", •• a family in which there is 

love and respect, ambition and aspirations on the part of 

the parents for the children, support and encouragement for 

them in their school work, or getting a job, or withstanding 

the neighborhood temptations ,114 But then in the same breath 

J. David R. Hunter, The Slums, Cha llen~e an~ Response 
(New York, The Free Press, 1964), p. 89, citing Leo Srole, 
"Social Ir.tegration and Certain Corolaries," American Socio
loPjical B.evi ew, Vol. XXI, pp. 712-713, 

4. Ib+d,, p. 78, 



he says that families in the s lu~s do not provide this 

matrixe 
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Additionally, the slums are charac terized by r acial 

concentration , which gives way to prejudice. Many Negro 

familie s in the slums are there because they simply cannot 

get employment , even though they may be qua lified. Racial 

prejudice manifests its e lf in countless small ways, such as 

refusal of l and lord s to l e t minority groups in the ir 

buildings .5 

Some of the "manifold horrors" of the slum are related 

by Stern and. de Vincent in The Shame of g_ Nation1 

A mother walks into a bedroom to find her baby being 
bitten by a rat; when the mother approaches, the rats 
atta ck her, •• a housewife looks up to find a rat 
wedged in a hole in t he kitchen ceiling ; she ca lls in a 
cop; he refuses to touch it, •• a grandmother's orphaned 
grand-daughter is confined in a state institution because 
1n the atmosphere of her rat-plagued apart ment, the 
child's attacks of asthma quickly return ••• during a 
TV newscast on slum cond ition s, a daughter turns to her 
mother and asks, "Mama , we don't live 1n a house like 
that, do we?"; at precisely that moment, there is a 
crash from behind a door; the bathroom ceiling has just 
fallen in. , • a family is driven out of its apartment 
1n the middle of winter when water from a broken upstairs 
pipe floods the kitchen •• , a woman's leg is scarred 
by bites from "them big blac k water bugs " ••• in dea d 
of winter, with no heat in t he house, dangerous electric 
heaters share the children's sleeping room ••• trash 
and garbage lie uncollected in the halls ••• agd there 
1s the omni present, penetrating stench of urine, 

5, Ibid,, p, 57, 

6~ Philip M, Stern and George de Vincent, The Shame of 
~ Nation (New York, Ivan 0bolensky, Inc,, 1965)~. 100, 
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The Houston Chronicle cltes this case 1 

Curly Momon, 12, lives with 14 other people in a four 
room shack less than one mile from downt01m Houston. Rats 
roam Curly 's backyard. There is no hot water heater--
the water heater bro ke more than four years a go. The roof 
leaks in Curly's bedroom, whi ch he shares with five other 
youngs t ers. The singl e toilet doesn 't flush . Windo\'rs, 
broken years ago, are covered with cardboard . Pipes 
in the kitchen have rusted out , and waste water mus t 
be collected in a tub and th.ro,,.m into the yard. There 
is no pa.int on the outside -v~a lls of the house. Fo7 this 
home , the Momons pay their landlord $12.50 a week . 

Attitudes of the teacher and pupil. Many factors 

strain education in the slums. They include value conflicts 

between the teacher and the pupi 1 ; inadequa.te parental support; 

language problems; lack of effec t ive counseling ; poor health; 

lack of preparation by parents for their children to enter 

kindergarten; 8 curriculum planning ; lack of good facilities; 

lack of money: the misconstruing of "ability-grouping " as 

racial prejudice; hunger: conflicting peer attitudes; and 

lack of marketable skills when the pupil finally graduates 

from high school. These are only a portion of the problems 

that haunt the slum school--others are more intang ible, as 

the lack of effective teaching, privacy in which to do home

work, lack of aspiration, and lack of the lmowledge of the 

values of educationa 

The school teacher in the slums is usually either dedi-

7~ News item in The Houston Chr onicle, March 2, 1969. 

8. Robert D. Strom 1 Tea chinz in the Slum School (Colum
bus, Ohior Charles E. Merrill Books'; Inc.~65), pp. 1.3-15. 



14 

cated to t eaching the poor, or a n ew teacher, freshly out of 

college. The slum school is generally a greed to be the 

"toughest" in which to teach, and as soon as teachers get 

enough tenure , they transfer out. The dean of teacher 

education for the City University of New York has pointed 

out, "Teaching differs from every other profession in that 

it is the only one in which the most complex and most diffi

cult problems are assigned to the least expert and least 

experienced practitioners."9 

Discipl1.ne in the schools of the ghetto is para.flaunt, 

and a prerequisite to continuing the process of education. 

Fights on school property , throwing things at teachers, hit

ting a teacher , and destroying school property are examples 

of the behavior that hamper classroom activities, not to 

mention noise, dropping of pencils, and general class dis

order.10•11 

The values of the poor in the slum are often in direct 

contradiction to the values being taught in the schools. 

Often parents feel the school is a threat to "their way of 

life." Havighu.rst comments1 

This is partly because the values which the pupil should 
lean1 are not so clearly understood and stated in the 
school curriculum as are the kn.01..,ledge and skills he 

9. Ibid., p. 31. 

10. Ibid., p. 36. 

11. Elizabeth M. Eddy, Walk the White Line (Garden City, 
New York1 Doubleday and Compan;r°; Inc., 1967"f":p. 153. 
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s hould learn , and partly because t here a r e subtle or 
no t-s o-subtle value d i fferences between th e pa rents a nd 
the schools •••• The poorl y educated parent r ec og
niz es t ha t the t eacher i s a b etter read er , speller, and 
mas ter of a ri thmetic and hi s tory , and expec t s t he teacher 
to help his chi ld bec ome superi or to hi m.12 

Many times in the shun school there are critica l l ang-• 

uage pr oblems . There are many pupils t hat can only speak 

Spani s h--their mother tongue--and not a word of English. 

There a re other pupils whose Englis h is so poor tha t coramun i

cation on even the most pr imitive l evel is an accompli shment. 13 

Conant cites an example of a school where pupils who were 

havlng difficulty reading and speaking English we r e taking 

a cours e in Lati n.14 

Strom quotes a young Negro woman high school teacher 

who ha d the following to says 

These students have so many problems--home pr oblems, 
personal pr oblems, school problems. In many instanc es, 
there is no authority that they respect. And here at 
the school, this car ries out e:::ca ctly what's· been happen
ing in t heir home. In the past two Yf'rs, I've had two 
students who tried to commit suicide. 

Another teacher said in confidences "I'm not a teacher; I'm 

12. Robert D. Strom (ed.), The Inner-City Cla ssroo~ 1 
Teache r Behaviors (Columbus, Ohios Charles E. Merrill Books, 
Inc • , 1966 ) , p. 47 • 

1J. David R. Hunter, The Slums s Cr~llenge and Res ponse 
(New Yorks The Free Press ,19641"-:-p. 24. 

14. James Bryant Conant, Slums and Subu~bs1 A Commen-
~ on School in Metronoli t a n Areas ( New-York a McGraw-Hill 
Book Company , Inc., 1961), p. 6J. 

15. Strom, .Q.P• cit., p. 48. 
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a jailer. Maybe I c a n do something of v a lue by ke eping these 

kids off the streets and under s ome kind of surveillance 

for five hours a day, but tha t's about the only contribu t ion 

I make. 1116 

The desire to leave th e g hetto, Every poverty-stricken 

person wishes that he could escape his environment. 17 But 

poverty breeds poverty, and mos t poor people cannot leave the 

slume Lack of education and marketable skills haunt families 

with inadequate income. Inadequa te income forces a family to 

live in a dilapidated, low-rent building . This cuts costs 

on _rent, but increases potential for disease, and physical 

hazards. When illness strikes, there is very little money 

for medical help. The mother must go to work. The children 

are often left unattended, and do not have proper encourag e

ment to do well in school. They drop out, and find them

selves jobless. Every factor tha t describes a slum cir

cumstance is a factor for perpetuating the slum. It is a 

18 self-feeding cycle. And the desire to leave increases. 

A Neg ro woman--the mother of six, by six different fathers-

expressed it in a letters 

As far back as I can remember I were taught sex were 

16. Ibid., p. 2, 

17. Robert C. Weaver, D:l..l emmas of Urba n America ( Cam
bridg e, Mass.: Harvard University Press, 1965), p. 60. 

18. Schorr, QE• cit., p. 2, 



something bad But yet as I g rew up am ong the poor class 
of my r a ce I could s ee an hear of women having ( sex ) 
rela tion f or surv ival what I mean as far ba ck as my 
grandmothe r mother and also out of my f a mily women had 
to have sex relation with men for shose, clothing , more 
food with most of us not just for ki c ks . We come from 
bad backg rounds . Most of us now days were born into 
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this world in this fashi on our parents weren 't really 
married f&,ther or mother had lover's on the side we 
weren 't t aught respect and about s ex our father or mother 
were low rated in our presents we saw our parents having 
sexua l r e l at ion \•Ti th her lovers. But we have no real 
future no t the poor cla ss--i f I could I would ge t able 
and get out of this fo r I k:novr my children hasn't and 
won't ever see me doing such, but yes I have failed in 
just g i ving life to them .19 

Another man put it this way1 "I'd ruther miss a couple days' 

eatin' and have all the learnin' in the world than to have 

none 'tall. 1120 Yet another man put it this way 1 "You try 

to move a little faster, so the world won't leave you behind 

with your head in your hands. 11 21 

The police and recreation of adolescents. Slum dwellers 

typically hate the police. For the middle-class person, the 

policeman symbolizes protection of property, helping of old 

ladies, the giving of directions. In the slum the policeman 

is viewed as just another "authority" that will in some way 

intimida te people, make arres ts. 22 Stern and de Vinc ent cite 

this example, 

19. Stern, .2.12• cit., p. 83. 

20. Ibid ., p. 136. 

21. Ibid., p. 141. 

22. Michael Harrington, The Other America (Baltimore1 
Penguin Books , 1962 ), p. 23. 



Three A. M. A lmock on t he door . In some countries, 
a probable political arres t. In an American city slum, 
an equally fea rful threat: a member of the "special 
investigati on unit" of the vrnlfare department pay ing a 
surprise nocturnal visit, invad i ng the home of a n um'l'e d 
welfare mother in search of a man in the house - ~grounds, 
under the regula tions, for cutting h e r off the welfare 
roles.23 
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Slums are characterized by inadequa te recrea tiona l 

facilitie s . As a result, youthful energ ies b e come delinquen t 

energies . 24 One of the characteristics of the delinquent is 

aggression towards authority.25 This may or may not manifest 

itself toward policemen, but the policeman is generally 

thoug ht to be the epitome of authority. 

The policeman, on the other hand, althoug h well inten

tioned, often fails to understand adolescent problems. 

Thrasher points outs 

As a rule policemen assume that the gang must be sup
pressed--must be broken up. They fail to understa nd the 
boyish energies , like ticks, suppressed at one pla ce 
are sure to break out at some other. And when the break
ing up of the gang has been accomplished, there is usually 
no attempt to provide substitute activities for the boys. 

· Under ordinary circumsta'Ylces, then, the "cop" becomes 
the natural enemy of the gang , a role which he usually 
assumes with equanimity, but one which may involve 
considera ble discomfort and peril to his person. There 
is, of course , a considerable a mount of toleranc e of 
juvenile disorder by policemen in gang areas. This merges 

23. Stern, .2.£• cit., p. 73. 

24. Ea rl Raab and Gertrude Jaeg er Selznick, Ma jor 
Soc1 a l Problems (second edition; New Yorks Harper and Row 
Publishers, 1 959 ), pp. 59-61. 

25. Ibid., p. 48. 



in some cases into offi cia l -connivance at or even pro
tection of gang delinquenci es and criminality , 26 
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The investi gator found tha t a ll the above categories 

were de eply inter-related , and t hat considerat ion of one 

aspect of the ghetto necessarily concerned itself with 

another aspect. A summary, synth es is, and expression of the 

findings of the research wi ll be found in the choreographic 

work contained in the appendices of this document. 

II. RELATED CHOREOGRAPHY 

Choreogr aphy by artists in the field of dance today 

includes works on the specific theme of ghetto, as \·Tell as 

on more general sociological themes . Probably the most 

famous work done on ghettoes, and now practically a classic, 

is Donald McKayle's "Games" (premeired 1950) which "was about 

slum children and the games they play to street songs." P. 

W. Manchester, critic for Dancing Times, comments, 

It is incredibly simple but the entire world of child
ren is there. It is also wildly funny until the r e comes 
a marvellous, heart-catching moment when McKayle stops 
the laughter and suddenly we a re in the midst of a slum 
child's terror, and it is so dreadful, and so real and 
done so quietly t hat, no ma tter how many times we have 
seen it before ••• we sit wh;te-faced and shattered by 
its piteousness and its trQth. 7 

26. Frederic M. Thrasher, The Gang (Chicag o1 The 
University of Chicago Press , 1963 ), p. J4J. 

27, P. W. Manchester, "Meet Donald McKayle, 11 Dancing 
Times, LVII (January , 1967), 186-187. 
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Anna Sokolow's "Rooms " dealt with the alo!1eness of the 

individual in the modern world. Manchester s ays tha t "Rooms" 

is about a desperate creature se eking solace from his fellows 

and meeting only with indifferenc e until he is reduced to a 

cowering heap of despa ir. 28 

"A View from the Ghetto" (1966) was the title for a 

work by Louis Johnson. It was a series of vignettes along 

a Negro slum street, that "emerged with sharpness and a. 

punch tha t was almost painful," according to Doris Hering, 

critic for Dance Magazine. Hering further comments1 

Particularly touching were the Innocent destroyed by 
an u..~feeling group; the Opportunist in black boots ready 
to leave with the best male prospect; and the drug addict 
writhing on the floor, getting his "fix, 29and then stag
gering about in a strangely rubbery way. 

Early 1969 saw Johnson choreograph "No Outlet," which 

was described as a "piercing evocation of the frustrations 

of ghetto life," which included two "black vignettes" of 

"uptown" and "downtown. 11 3° 

Sokolow choreographed "Opus '65," Hering comments, 

Frenetic, almost spastic body movements taken from the 
folklore of urban youth laid bare their operative forces-
the compelling pull of conformity and the equally com-

28. Ibid. 

29. Doris Hering, "Reviews," Dance Magazine, XL (October, 
1966), p. 85. 

JO. News item in The Ne~ York Times, February 18, 1969. 



pelling tug toward ind ividual recognition; intens e con
cern and i nvolvement alternating with supreme ly a ffec
tive nonchal ance; the sensitive, expos ed n e ed for love 
and the viol ent, destructive trea t ment g iven its decep
tive counterfeit.Ji 

Edith Stephen presented a choreog r a phic work entitled, 

"The Squa re Ci r cle'' (1964), of which Marcia Marks, critic 
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for Da ne ~ Ma~az ine said was one hilarious flash after anothe r 

of life in this America 1964.32 

"City S qua.re, 11 by Midi Garth ( 196 5) , portrayed the 

quiet dr1veness of the city, of a relentless journeying to

ward a non-existent goal. Doris Hering commented, "And as 

the dancers went on their mechanical way, flanked by piled 

up cubes for decor, they seemed to extend throug h a whole 

day, a city day that finally led to quiet. 11 33 

Eleo Pomare's "Blues for the Jung le" (1966) was concern

ed with the evolution of the Negro from the "auction block" 

in slave days to living in the dilapidated sections of the 

city today. Hering comments, "What tumbled out after that was 

a blistering exposition and commentary of the elements which 

have shaped Negro life--the physical fall off the block, the 

31. Doris Hering , "Reviews," Dance Magazine, XXXIX (Octo
ber, 1965), p. 66. 

32. Marcia Marks, "Reviews," Dance Magazine, XXXIII (De
cember, 1964), p. 70. 

33. Doris Hering , "Season in Review," Dance !':agazine, 
XXXIX (July, 1965), p. 9, 
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prison, the ghetto : the spiritual fact of r e ligious faith."34 

"Collage ' 66," choreographed by Sophie Maslow (1 966 ), 

was an indictment against a society that reveled in the glories 

of hair spray and Mercury cars while saturated with the 

gores of- lynchings , rape, and civil rights battles. The 

dance reflected contemporary commercials and scenes of 

brutality .35 

"This Days Madness ," chore ographed by Midi Garth (1966) , 

commented on the frenetic routines of contemporary society. 

"Blues fo r George and Henry," was choreographed by 

Barbara Greer (1966). Hering explains: 

What happened to George and Henry was the inspiration 
for Miss Greer's work and is what it is all about . The 
choreography took the overal l thematic direction of a 
protest pi ece. Drug addiction, draft-card burning, eveugs 
prevailing in the sixties are the target of commentary.J 

As early as 1929 a sociolog ical work appeared, choreo

graphed by Helen Tamiris, entitled "Dance of the City.'' It 

dealt with social repression.37 Subsequently, Valerie Bettis 

34. Doris Hering, "Reviews," Dance Magazine , XL (Decem-
ber, 1966), p. 74. 

35. Doris Hering, "Reviews," Dance Magazine , XL (Janaury, 
1966), p. 82. 

36. Doris Hering, "Reviews, •• Dance Magazine, XL (July, 
1966), p. 63. 

37. Margaret Lloyd, The Borzoi Book of Mod ern Da nce 
(New York, Alfred A. KnopG1949), p:-1]6:-



23 

choreographed "City Streets " (1 941) whic h interpreted "Broad

way," "Avenue A, " and "Park Av enue . 1138 In 1944 , Doris 

Humphrey choreographed "Inquest ," which explored injustice 

of howe and family life in the modern world .39 

JS. Ibid., p. 255. 

39. ~-, p. 11 9-121. 



CHAPTER III 

PRODUCI NG THE DANCE 

This investigation resulted in an extended danc e ·wor k. 

The written des cription of the pr oduc t i on of the work itse lf 

was limited to the following items: (1) selection of the 

personnel, (2) selection of the score, (J) choreogr a phing 

the dance, (4) designing of the costumes, (5) designing 

of the set pieces, and (6) staging and lighting the work . 

I. SELECTION OF PERSONNEL 

The investigator us ed the performing dance group of 

Sam Houston Sta te College for the execution of this dance. 

They wer e selected accord ing to the following criteria: (1) 

technical ability commensura te with the role to be performed, 

(2) dependability, (J) body structure, (4) ability to under

stand the emotiona l projection of various roles, (5) creative 

ability, and (6) acting ability. 1 

The dancer s number ed fifteen, including the investiga

tor. The specific requirements for the various roles as 

well as the or i gina l cast list are enumerated in the notated 

score of the dance. 

II. SELECTION OF THE SCORE 

1. Do:r·is Humphrey , The Ar t of MakinP) Dances (New York, 
The Grove Pres s, Inc., 1959),~ 21. 

24 
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Selection of the score included (1) arranging for mus

ical composition of the score for the first, third, and fifth 

sections of the work, (2) creating the dialogue for the sec

ond, third, and fourth sections. 

The Musical Composition 

The folk round "Hi Ho, Nobody Home," was chosen as a 

musical motif and developed into two complementary composi

tions. The round was chos en for its uncanny application to 

the theme of slumss 

Hi, ho, nobody home, 
Meat, nor drink, nor money have I none, 
Still I will be merr~ 
Hi, ho, nobody home. 

An additional reason for this choice is that the words are 

familiar to many as a camp and youth group song . 

First section. Mr. James Lamb , graduate student at 

Sam Houston State College, was asked to take this round and 

develop it into a melancholy, lonesome piece, approximately 

ninety-eight measures long . The instrument chosen was a 

flute, for its single, lonely quality--complementary to 

the theme of ghettoes. 

Third section. Using the dialogue, and four other 

helpers, Mr. Lamb composed the score for the third section. 

This piece attempted to present an impression of the chaos 

2. Traditional 
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of the ghetto, through sounds similar to a slum atmos phere. 

The sounds used were (1) two people swearing at each other 

in Spanish to g i ve the idea of ethnic background3 (this was 

improvis ed by two Spanish-speakin g students at Sam Houston 

State Colleg e ), (2) two people arguing with each other in 

English (the dialogue is explained below), (J) sounds of 

trash can lids, rustling paper, sticks, cans, clearing of 

the throa t, spitting ~ scuffing of the feet , and sounds of 

automobiles , (4) a police siren, (5) short phrases from the 

music of the first section, but at a slmrnr tempo, to pro

vide some sense of unity and relationship throughout the 

entire work . 

!:)fth sec tion. Mr. Lamb, a gain using the round of 

"Hi, Ho, Nobody Home,·11 developed a three-part vocal fugue, 

using t1rn female voices ( soprano and al to) , and one male 

voice (bar itone). The first half of the fugue was done with 

vowel sounds, the second part being done with the use of 

the words. Since a fugal form has more potential for variety 

than a round, it was felt that the fugal form would be more 

appropriate to the recapitulation of thematic movement of 

the fifth section. 

Crea ting the Dia logue 

Creating the dialogue involved the second, third, and 

fourth sections. In the second and fourth sections, -the dia-

J. David R. Hunter, The Slurns 1 Cha llenge and Resnonse 
(New York 1 The Free Press-;-i964), p. 22. 
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logue was spoken by the dancers themselves while performing 

the dance. The dialogue for the thtrd section was prerecorded. 

Second s ection. Since the structure of the second section 

was primarily na rrative and pantomimic in qua lity, the dia

logue was created wlth this idea in mind. Doris Humphrey 

discusses the use of words with da nce, e mphasizing several 

points, (1) they efficiently co mmunicate the where, who, 

what, and how of a realistic circums tanc e , (2) they must be 

brief and succinct, (J) the sound quality of the words them

selves ca..'1 be affective as well as informative, especially 

in chanting . 4 

The dialogue itself was created with special considera 

tion of significant problems in the slum classroom1 

TEACHER ( B) : And now kiddies • • • and now kiddies 
and now kiddies • • • and now • • • 
PUPILS (A, M): Kiddies! 
TEACHER , It's time for our lesson! 

. . . 

PUPIL (M)1 Hey Tea ch! Ya gotta pigeon on yur head! 
TEACHER , Today we're going to learn about the butterflies! 
And the rhyme scheme of a Shakespearea n sonnet! And how 

· each little leaf manufactures its own chlorophyll! Ooooh! 
Isn't education exciting ? 
PUPIL (N) I Burp! 
PUPIL (C) 1 Excuse him! 
TEACHERs And now it's time for our AB C's. "A" is for 
Aaaaaaaaaaah (she forms the vowel in the back of her throat). 
PUPIL ( M): Aaah! 
PUPIL (A) 1 Ass! 
TEACHER 1 (a 11 ttle more frantic) "B" is for • • • 
PUPIL (C) 1 Boo! 
PUPIL (N)s Bitch! 
PUPIL (M): Basta rd! 
TEACHER : (upset) 11 C11 is fo ••• 

4. Humphrey, .2..E• cit., pp. 125-131. 



PUPIL (M), Cop! 
PUPILS (C, N): Co p?! 
PUPIL (A), Cop?! 

(INTERVENING MOVEMENT ) 

TEAC HER : Butterflies ! Sonnets! Chlor ophyll! Learn! 
Learn! Learn! 

(INTERVENING MOVEMENT) 

PUPILS (ALL ), (chanting ) A-B- B-A, A-B-B-A! 
PUPIL (N): C-D-E, C-D- E! 
PUPILS (ALL ): A-B-B- A, A-B- B-A! 
PUPIL (M): Butterfli es ! 
PUPILS (ALL ) 1 A-B- B-A , A-B-B-A! 
PUPIL (C): Chlor ophyll! 
PUPILS (ALL ) 1 A-B-B-A , A-B- B-A, C-D-E, C-D-E! 
PUPIL (A): (screaming ) No ••• I 
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Third Section. The dia logue for the third section was 

an amalgamation of five elements : (1) t wo people swear ing at 

each other in Spanish , which was i mprovised by t wo Spanish

speaking students at Sam Houston State College, ( 2 ) two people 

arguing ~nth each other in English, (J) sounds of trash can 

lids, rustling paper, sticks, cans, clearing of the throat, 

spitting , scuffing of the feet, and traffic sounds, (4) a 

police siren, a nd (5) short phrases of "Hi, Ho, Nobody Home" 

from the development of the first section. 

It was felt, by virtue of the research, that the above 

sounds accounted for a representat ion of sounds of the slum. 

Follm·ring is a copy of the dialogue for the two people arguing 

with each other in English. The syntax was complete ly strained 

and run together to give the i mpress ion of "spolrnn language" 

in the ghett o. 'I'he t wo people arguing used argumentative 

intonati ons wi th all of the dialogue , although at times the 



29 

s.r g,7 .. unentati ve spirit wa s in direct contradiction to the con

tent. Since all the above sounds were superimposed and arranged 

according to sound gua l:LtY_, the major things coming through 

were the idea of human cha os; argumenta tion; and short des

cript ive phrases of the slum periodically intelligible. 

Last night in the alley of the ga rbage and moldy grape
fruit 1-ms the tangled baby carriage and trash can by 
those kids who just simply delight in making trouble ••• 
as opposed to the Mennen Skin Brace r in his beer drinking 
friends are all just lushes and bums on the bowery in that 
little corner snap joint with the Listerine in his 
schna ppes ••• and the mailman is such a freak with all 
the bills on the dilapidated building every corner of 
the dirty toilets and mildewed mops and gutted mattresses 
and would you please get your coffee grounds outta my 
hallway for the prices of cabbag e have skyrocketed and 
I really don 't care too much about what's in the news~ 
papers cause my right front tire was slit last night 
part of the government's plan to wipe out moldy grape
fruit at ten cents a shot right in the head ••• didn't 
have a c hance of that cop coming around the corner just 
then and · the old lady scrounging for cigar butts under 
his feet yesterday and tomorro~ is the hopelessness 
of our one can of sardines left in the cupboarded up 
windoH for the res t of the summer and no bas ketball 
or cards in the street ••• pity ••• she was such 
a nice old batalack is the only bunks on the YMCA queer 
quarters is all it takes for one throw a baseball right 
through the janitor's union window ••• is sometimes 
confus ed with the oily skylight which doesn't let in 
light the old man 's nose with a bit of Ungentine so he'll 
really smell just like the lady doim the hall who fixes 
that garlic stuff like that is absolutely not sanctioned 
by the ADC for do you think it is elegant for men to 
wear lace unmentionables and the ladies to wear vegetables 
are up to eight cents a pickle-bump ••• imagine ••• 
eight cents a pickle-bump him off for a measly tree 
hunnard dollas for that crappy heap he calls a car or 
suhway ran over him just like that he bent d01m to pick 
up his Time~ and it just ran over him ••• pity ••• 
they say it fouled up the g ears on the steering stuff 
next to the wheels which I always seem to lose ••• that 
dog dies and one million brats from n eighboring neighbor
hoods came running like a sieve the laws in this place 
are there ought to be a l aw against rips like one half 



of the purchase price
5

of butts i s going up up and away 
although mostly away . 

Fourth section. The dialogue for the fourth section 
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was the sequence of "tornado." The idea behind this sequence 

was that some one yelled "Tornado !", as a foolish prank to 

cause alar-m. It started out to be a joke , but built into 

a complete l y irrational mob panic, similar to the elements 

that might kindle a riot in the slums - -someone misunders tand

ing a jocular quip, and interpreting it as an insult. The 

reason the word "tornado" .was chosen i-ra.s that the very ab

straction and transposition of such an idea into "tornado" 

lends more universal applicability. It might not only in

clude rio ts , but arguments over the price of a head of 

cabba be, gang fights, mass rush to the welfare office if 

an indescrete "more money" leaked out. The order of the 

dialogue folloHs t 

Tornado •• ~ (said sarcastically, tauntingly, jokingly) 
Tornado?! • • • ( confusion) 
Tornado? (kidding ly) 
Tornado ? (sarcasti c) 
Tornado? (alarm) 
Hey I (disbelief) 
No ••• (disbelief) 
Tornado? (alarmed confusion) 
What? (inquiring ) 
Tornado! (panic) 
Yes! (ala.rm) 
No! (alarm, disbelief) 

(From here on, all dancers ad lib similar to the above, 
until the vocality of the sequence climaxes, simultaneously 
with the ad lib movement.) 

,5. Ideas for the dialogue were g leaned from various 
readings too numerous to cite, and personal impressions. 



III. CHOREOGRAPHING THE DANC E 

The approach to choreographing the selected themes 

took three forms: (1) abstracted, (2) pantomi mic, and 

(J) na rrative. After dividing the raw material into 
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roughly four ideas , the researcher experimented, discovered , 

and formulated movement express ive of each section. Sources 

for the movement Here gesture, emotional rhythms, invention, 

movement suggested by various chara cters, movement suggested 

by a narrative idea , and des i gn requirements. 

The fo rm of the first section was a mixture of theme 

and variation and nar rative . In addition there were s mall 

vignettes dipicting more specific individual circums t ances 

in the slum. 

The fo rm of the second section was narrative, with 

generous use of highly stylized pantomime, and the spoken 

word. 

The fo rm of the third section was essentially narra

tive, though slightly more abstracted than the second sec

tion. 

The form of the fourth section was again na rrative, 

with generous use of pantomi me , but less stylized in pa rts 

than the second section. Again the spoken word was used. 

The fifth section a gain was like the first in that 

there was a mixture of themes and variations, narration 

(but less than t he first section), and more generous use of 

vignettes to make the final statement and recapitulation 

of individua ls caught in the slum. 



The results of the choreography are recorded in 

Labanotati on in t he Appendices of the study. 

IV. DESIGNING THE COSTUMES 

The poor people of the United States are proba bly the 

best-dress ed poor in the world. 6 In spite of this fact, 
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the researcher felt that an adequate expression of desolation 

would not be enhanced if the dance r s were costumed in busi

ness suits and stylish dresses. The resear cher therefore 

took the liberty to contrive costume designs that would 

look like the clothes a disheveled person might wear and at 

the same time be practical to move in. 

Generally, the costume for everyone 1·ras black tights, 

and a sweatshirt--any color or style. The sweatshirts were 

turned inside out, for textural variation, and each one was 

in some way marlced with crayons, paint, and bleaching. 

The school teacher, who also later doubled as one of 

the dancers in the third section trio, wore black tights, 

a red, long-sleeved, scoopneck leotard, and a half-length 

Chinese-silk ca pe. The cape was white, and seemed most to 

emphasize the jitters of her movement, and the gossamer 

quality of her character. 

In the third section, the two dancers who entered in 

the middle of the section wore scarlet red leotards and 

tights. The male wore a tank top leotard, and the female 

Michae l Harr ington, The Other Ame rica (Ba ltimore1 Penguin 
Books , 196.3 ), p. 12. 



wore the s ame a s she did fo r the s econd s ection. 

The policeman ,rnre a dark blue turtlene ck shirt and 

black tights f or the fourth section. All of the above cos

tumes described are illustrated in Fi gures 1-3. 

V. DESIGNI NG THE SET PIECES 

Since ghettoes are characterized by extreme dilapida

tion, dirt , and rubbish, the researcher felt an appropriate 

setting would be simply that. The s e t pi ec es consisted of 

the foll01,ring : 
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1. One nine by nine foot flat, with cardboa rd cutouts tacked 

on · the top and the stag e right side. The flat was painted 

an off-white, and bricks Here put on the top and side. Cracks 

were painted on the white, so as to appear as plaster chipping 

off and shovdng brick underneath. 

2. One seven by seven foot flat, i·Tith a cardboard cutout 

on the stag e right side . This flat was painted a dingy , 

muddy brovm , and a boarded-up window was painted on it. Also 

included on this flat were grafi tti. 

3. Two trash cans --one overflowi ng with rubbish, the other 

on its side with rubble around it .• 

4. A twisted baby carriage. 

5. A bicycle rim with one old shoe caught in the spokes . 

6. A rusty r efrigerator gri ll. 

A trip to the city dump solved the availability of all 

but the flats. The set pi eces were set as far up stage as 

was possible to allovr maximum r oom for t he dancers . An 

illustration of the set pi eces may be seen in Figure 4. 
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VI. STAGING AND LIGHTING THE WORK 

Staging the work consisted of adjusting the studio-chor

eogr a phed movement to the stage space and making slight spatial 

adjustments in the choreography ; deciding specifically the 

wings to be used for entrances and exits; and pre-arrang ing 

a curtain call. 

The ideas for lighting of the work were written dovm in 

laymen terms , including points whe re bla ckouts had been 

choreographed. This was with the advice of the thesis 

committee . All technical responsibility for the lighting 

was then tu.med over to Linda Jackson, technical theatre 

student at Sam Hous ton State College . After the lights had 

been designed, slight adjustments were made according to 

the researcher's suggestions, and the thesis committee's 

advice. A description of the lights is included in the 

next chapter . 

The dance itself culminated in a synthesis of all the 

elements heretofore discussed . A qualitative description 

of the work is included in the n ext chapter . The researcher 

took liberties to use any literary device needed to describe 

the dance effectively. The description includes movement 

qualities , dramatic ideas, and lighting changes. 



CHAPTER IV 

QUALITATIVE DESCRI PTION OF THE DANCE 

The following d es criptions will g ive the reader a qua li

tative i dea of the da n ce in its entire ty. Additiona lly , 

this qua lita tive descript i on may fu r t he r a u gment reconstruc

tion of the dan c e, and enhan c e the specific and objective 

notation of the movement conta ined in the Appendic e s. The 

below descriptions include mov ement qua lities, lig hting 

cha n ges, and dramatic id eas . 

I. LIVES OF DES PERATION 

The house lig hts f a de to bla ck, and simulta n e ous ly 

a sing le, lonely trill of the flute is heard when the curtain 

opens slowly. The stage is dim. There is trash scattered 

about--an old misshape n ba by ca rriag e, a bicycle rim with 

a twisted shoe caug ht in the spokes, a rusty refrig erator 

grill, an ove rtur ned tras h can. There are images of brick 

walls with yea rs of overlaid plaster crumbling off--there is 

a boa r d ed-up wind. ow. The background is lavenda r, but dimly 

so. In the up left corner, amidst the shadows of dilapida tion 

is the first huddle of p e ople, cramme d tog ether, with their 

heads thrown back and hugging the ir waists with their arms. 

Their clothes are tattered . The trills of the flute stop. 

A melancholy rendition of the folk round, "Hi, Ho, Nobody 

Home," ls heard. 

39 



40 

Three dancers enter from stage l eft and move with a 

frenetic turn and smal l skittering steps sideways across the 

stage . The ir h eads are a lso throvm back, and their arms are 

helpless ly hugging their waists. This motiva tes the l a r ge 

huddle of people in the up left corner to do the s ame . The 

group of thre e stops , and there is a stamp of the ir feet. And 

as thoug h they are mourning, they start sway ing back and 

forth, eventua lly taking them into a drop. 

Two men enter from stage rig ht with a distorted, stret

ched side step . The stretch is one of reaching for just the 

extra inch that might make their lives more bearable. They 

are the men of the ghetto--their energ ies are continually 

frustrated. 

There is more activity in the two groups of girls as 

the larg er group throw their heads back once more and fling 

their ha nds in a desperation that is at once supplicatory, 

surrendering , and demanding . The second group steps side

ways, and a vomitting g esture is seen for an instant, and 

then disappears. The larg er group lets their arms flop 

down in despair. The second group now addresses the two 

men with cha lleng e, demand. They first appear to caress, 

but then a scratching , ripping motion is seen, and the men 

dive into the air--they dive into themse lves, into the secur

ity of a g lass of beer, into any one of the inescapa ble ruts 

of the slum. The second group now grovels on the floor, 

dragging a knee, stepptng with the other foot--the labored 
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run of a dream . 

The first and second groups now f ocus on the t1-To men , 

start a slm·r, definite stal k towards the men. Their hands 

are lmeading their thighs with hate, Suddenly one of the 

men, (M), spr int s towards the dovm stage area , takes a high 

leap in the air, and comes dovm facing the other man, (N), 

who is chasing him, (N) appears to kic k (M) in the chin, 

and (N) runs back to cent er stage . (M) is i mmediately upon 

him, This ls the frust rated energy of joblessness, no 

redeeming va lues, the oppression of living close together, 

The rest of the dancers are looking on with a percus sive 

rhythm in their feet--a direct rhythm, (M) overpowers (N) 

with a lmee in the viscera, and (N) crumples to the floor-

vengence and revenge, 

(A), a girl, now emerges from the group running toward 

(M). She leaps on his back with a death grip in her thighs 

and slams him to the floor. (A) and (N) roll the curled-up 

(M)' dovm stage, as though they irnre rolling a condemned 

tire. This is caustic. (G) emerges from the crowd, looks 

on with curiosity, but avoids involvement. The rest of 

the dancers again throw their heads back and their hands open 

and forward, and skitter to the up stage area. (C) and (L) 

start a susta ined, labored, walk across the stage. It is 

a reaching walk, embued with pathos, and disease. Shortly 

all the dancers downstage have picked up this painstaking 

walkv This entire sequence gives the impression of toil and 
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wearines s . 

The tempo is starting to build again, as the dancers 

are now separated into t wo opposing groups . These are the 

clashing peer groups . These are the clashing values , the 

conflict of t he people with the landlords, the welfare 

a gents, the grocery man who 1mnts to charge the extra dollar 

for the head of lettuce, the faiilily dOi·m the hall who con

tinually dumps coffee grounds in the hallway, the street 

gangs, 

Two people lash out at each othe r from opposing groups, 

but one gets a slashing gesture down her spine and she 

crawls ba ck to her group. (A), singlehandedly, attacks the 

opposing group, and they 're u.pon her, rolling her dovm right 

as she had helped to roll (M) dotm left. The entire stage 

right group mauls her, pushes her, shoves and hits. The 

stage left group has a pulse, backing up aghast. When the 

stag e right group gets (A) dovm right, they leave her crump

led. The stage left group now attacks with a hi gh leap; the 

dmm right group retaliates . Again the tempo of group con

flict emer[ies. 

Now the groups are again up stage, flailing each other 

with caustic, malicious rhythms. Then slovlly out of the two 

groups (B), (C), and (N) emerge . They have a keen, alert 

stare at each other~ It is the look of distrust with the 

imperceptible nuance of readiness for an unexpected attack. 

They mill around each other, And then just as suddenly as 
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they emer ged, they start a fast, frantic gallop towa rd the 

down stage area, at which point (A) joins them . (A) has 

been sl01dy reviving all this time . The two larger groups 

remain inta ct, each still aware of the opposing group. The 

galloping group goes in the up stage area, then starts sha rp, 

spiteful turns directly toward the audience. Everyone free-

zes. 

(D), perhaps a little girl, perhaps an old lady, has 

found a baubble that is shiny and glittery. It catches her 

fascination. Her spirit skips, giggles, relishes the curiously 

enrapturing object~ She goes d01·m right and sits do1>m in 

a pool of yellow light, marveling at this newfound whatever. 

The rest of the group reaches out for (D). She has something 

they don't ria,ve--perhaps an optimism, perhaps a value, per

haps a bright skein of yarn. The rest of the dancers slowly 

exit, depressed, deprived, melancholy. (D), with her fas

cinating baubble, is the last to exit. (D) exits slightly 

before the end of the music. The melancholy, lonely sound 

of "Hi Ho, Nobody Home" hangs drowsily, damply on the bare 

stage, and then ends. 

II; AB c•s SHOT TO HELL 

Still in the dim light of the first section, a school 

teacher, (B), enters ,-11th a blackboard. on a stand. (B) is 

a jittery, ingenue school teacher, continually on edge. 

As she comes on she twitters, "And now kiddies • • • t" as 



though she were about to bestow the enlight enment of the 

universe on eager, panting pupils . She looks a s though 

she is perpe t ually tickled by a feather, always and barely 

just an inch beyond a ne edle pursuing her posterior. The 

lights brighten, the background goes to blue. 

Twitterpated , jumpsy , and a ga in thrilled beyond an 

aunt's wet kiss, she flutters , "A.nd now kiddie s • • • " 
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while she ad justs the bla c kboa rd. Seeing that the black

board isn't quite ri ght yet, she picks it up off the stand, 

and turns it over, while issuing from her bubbling esophagus: 

"And now kiddies • II 

• • • Again (will she ever stop?), (B), 

completely beside herself with the prospect of education, 

really hits it1 "And now II . . . . But she doesn't finish. 

(M) and (A), who have en tered down left, cut her off, 

with a baritone, very belligeren t, "Kiddies!" They storm 

and huff over to center stage--they couldn't care less about 

school. The reas on they are there could be many things-

they may not have anywhere else to go during the day ; they 

may be trying to elude the police; they may just want to 

take advantage of the free, hot lunch. (A) is a neurotic, 

frustrated adolescent girl; (M) is a punchy, caustic adoles

cent boy, continually sparring with an imaginary enemy. 

Completely insensitive to the pupil's apathy, (B), caught 

in her own childish delight, tickles the sta le air with, "It's 

time for our lesson!", just knowing tha t that is exactly what 

the pupils want--a lesson . (M), good na tured chap that he is, 
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spits out, "Hey tea ch, you gotta pigeon on yur head. 11 

Teacher, little fuzzy bundle of tolerance, coos, 11 0hooooooo." 

In every cla ssroom there must be adequate motivation. 

(B)'s approa ch is the if-you-can-act-excited-yourself-it

will-rub-off-on-the-pupils approa ch. This is (B) 's forte-

she more than acts excited. It is a turbine-engine vibrator 

with her. (B), totally involved with every vowel, and in 

a falsetto, overdone intonation, motivates: "Today we're 

going to learn about the butterflies!" (She pantomimes a 

butterfly.) "And the rhyme scheme of a Shakespearean sonnet!" 

(The thrill of it!) "And how each little leaf manufactures 

it's own chlorophyll!" To (B), this truly ls wisdom. This 

truly is the practical, marketable knowledge that will get 

them a job, Unable to control herself any longer, her inner 

feelings must show themselves, "Ohooooo! Isn't education 

exciting?" (M) pinches (A) on the derriera. 

(A) turns around to slap (M), but he ducks. This 

takes (A) into a full two turns, at the end of which (M) 

picks her up on his shoulder, and drops her behind him on 

the floor. To (B), this is at the very least pupil partici

patlon--another cause for excitement. (A) scrambles over 

to center stage, which we presume is her desk in the school 

room. She is sitting on the floor. (M) follows suit, 

and sits behind her, still sparring with an imaginary foe. 

At this point, (N), and his hero-worshipping, zaney 

and goofy admirer (C), enter. (N) enters with the apathetic 



attitude of "If it's not in, then I don't like it," (N) 

has a strong identification with peers . He would always 

be up on the latest rock-and-roll song ; up on the l ates t 

fetish in slang , nuances, and activities, As he comes in, 

(C), palsied and extremely scatterbrained , simply kisses 

the very air tha t surrounds (N). (C) is only half there, 

or so it would appear , for her eyes are as big as plates 
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and there is always a smile on her face whether it is warranted 

or not. She jitters , shakes, t1·1i tches, slobbers, and when 

she smiles at (N), it is not enough to smile across the room, 

she must be two inches from his face, (N) just tolerates 

this. (C) is just another fan, another one of his many 

admirers. 

(N) walks directly up to the teacher and says,"Burp." 

He says it with the confidence that he knows it will just 

set the class howling--it doesn't. (C) skitters up and 

says, "Excuse him," Both go back to their "desks" on the 

floor. The order now is (A), (M), (N), and (C), in a dia

gonal line center stage, 

All this time (B), purveyor of valuable information, 

has been getting even more excited, The time for the first 

lesson has arrived, (B) blurts, "And now ••• it's time 

for our AB C's. 'A' is for Aaaaaaaaaahhhhh •• ," (M), 

the young tough, spits a vapid and caustic "Aahhh!" at the 

teacher. (A) turns around to (M) and says, "Ass!" 

It wasn't that enthusias tic spark, but it was a res-



ponse. ( B ) tri es agai n with t he letter "B." " wB • is 

fo r ••• " She doesn 't quite ma ke it, because (C), all 
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this time enraptured by (N)' s demeanor , decides t ha t she will 

surprise (N). She shouts "Boo!" in (N) 's ea r a nd at the same 

time cutting ( B) 's line short . 

(N) loses pa tience. Without even turning around he 

calls her a "Bitch!" 

No one invited (M) to say a thing , but he says of (N), 

"Bastard!" All this ha ppens very fast: "Boo-Bitch-Bastard !" 

Finally the idea has come home to (B) that maybe her 

clas s is a bit out of control. She i mmediate ly cuts in 

with, '"C' is fo ••• " But alas. (M) cuts her off. ( M) 

shouts, "Cop!" The others echo. 

"Cop?! 11 

"Cop I " 

This is the signal for alarm. The flatfoot is coming 

to get them, or so they think. They all i mmediately rush 

up to the blackboard, take it off its stand, and all of them 

try to hide behind it, a measure of crisis in their nuances. 

The blackboard has been set on the floor, and (A), (C), (M), 

and (N) are huddled behind it. 

From here , still hiding behind the bla ckboard , they 

all run up stage , and set the bla ckboard down again. (M) 

pops his head up, looking for the cop. There is no cop. They 

all run staee right, stop, stoop to the floor, and (N) pops 

his head up- - no cop. They all run to the dovm stage area. 
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(A) pops her h ead up and looks up stag e--sti ll no co p . They 

now all run toward the s tand a gain , where (B) is standing. 

(B) all this time has been getting sore, frustrated , 

impat ient. She is gnashing her t eeth now. If I can't 

motivate them by getting excited, I'll j am the wisdom down 

their throats , she mi ght be thinking . They let the black

boa rd drop to the floor. With percuss ive, energized movement , 

(B) commence s to s mas h the informat ion into their heads . She 

screams , "Butterfli es ! Sonnets ! Chlorophyll! Learn! 

Learn! Lea1n !" (A), (C), ( M), and (N) are crawling and 

groveling on the floor, trying to ba ck away from the enraged 

(B) • .Magenta light is on (B) 's face- - to enha nce and empha

size her madness--while she crashes forth with her wisdom. 

After (B) ha s pressed the class into a little pile of 

bodies center stage , she gets the blackboa rd, and as though 

the next approach were osmosis, she sets the bla ckboard on 

top of the pupils, and presses it firmly with her foot. She 

walks over to the stag e right side of the blackboard and 

smiles naively. 

Suddenly a hand snaps out and grabs her foot. This 

sets (B) into slow motion. It is (N) 's hand that has her foot, 

and he crawls out fro m underneath the blackboa rd. He throws 

the foot dovm as though it were a moldy orange. The rest 

of the pupils crawl out from underneath the blackboard. 

They have the look of revenge on their faces, as thoug h to 

say, "No one can make us learn and get awa y with it." They 



enci r cle (B). Ea ch puts a hand close to (B) 's body as though 

it were a cares s, but it turns int o a rip, down and out, a s 

though scra tching a ll t he t witches and t witters out of (B) 

that is pos sible. (B) continu es her slow- motion, ingenue 

teaching--a smile here, a slow t witch there. 

(A), (C), (M), and (N) start direct and rebellious 

movement do1m stage . This take s them towa rd the upstage 

area with the feeling of "I don't want any part of school." 

A s mall spa t betwe en (M) and (N) occurs. (A) and (C) walk 

up to (B), and gesture belligerently with their heads toward 

her. They all start hitting and pushing (B), while (B) flops 

and steps with each blow as a r ag doll. 

Now the pupils pick her up, carry her up stage of the 

b~ackboard and set her dovm. They get the blackboa rd and 

put it on top of (B) this time, and press he r into the floor. 

They walk up stage of (B), and in a semicircle, start mock

ing (B) with a series of body ripples. The audience can 

see (B) 's face from under the blackboard. 

The pupils no,1 break into a chant with claps. They 

are regurgitating the ghastly knowledge (the rhyme scheme 

of an Italian sonnet) that was at some time jammed do,m their 

throats. They chant, "A-B-B-A," (clap); "A-B-B-A,"(clap), 

and (N) walks forward with, "C-D-E--C-D-E!" 

They all break into the chant a gain, but this next time 

after the chant, (M) shouts, "Butterflies!" He achieves an 

ugliness that the word butterfly has never known. They 
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repeat the chant. This ti me (C) shouts, "Chl orophyll!" She 

is a crowd follower. 

They repeat the chant , but the next time they all 

shout, "C-D-E--C-D-E ! 11 At the finish of this, (A), over

whelmed with the frustration of school, screams as shrilling

ly as possible, "NO ! • • • • " It is earsplitting. 

Everyone freezes except (B), who picks up the blackboard, 

and runs over to the stand , puts it on, runs ba ck to sta rt 

another feather-tickling , bubbly lesson. She opens her 

mouth to say something, and there is a bla ckout. There is 

the feeling that it was about to start all over again. 

During the blackout, all exit except (A), who has contrac ted 

into a tense stoop during her scream . 

III. I WANT OUT 

A light shade of blue fades up on (A), who is in a con

tracted stoop in the up right area. This is a special pool 

of light for (A), emphas izing her loneliness. She is the 

only one who can be seen. Very faintly at first, but then 

getting louder as the section progresses, sounds of the ghetto 

can be heard. People are arguing in Spanish and English. 

'I'here are sounds of trashcan lids being slammed, people 

spitting. E-very now and then a phl.'ase slips through of 

"Get your coffee grounds out of my hallway;" or "My right 

front tire was slit last night." For the most pa rt it is a 

jumble of sound, slowly increas ing in volume until at the 
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end of the section it is very loud , 

A residue of (A) 's character from t he previous s ection 

remains. The s ection s t arts with (A) slowly rising to a 

standing position , relaxed, exhausted , hopeless and depres

sed. She walks forward , and a t winge of frust ration starts, 

which cu lmina t es in a distorted wiping of one hand dovm the 

other arm, and throwing it off as though it were mud. Through

out this section (A) will have spasms of depression, each 

getting slightly more frantic than the last one . 

She turns, and collapses into a fitful spa s m of tension 

on the floor. Lights come up to a generally dim illumination. 

She rises, the heels of her hands pressing together with 

bitterness-~causing her fingers to shake. She takes a 

step t01iards stage left, but a contraction pulls her back. 

She focuses toward stage right with a startled look, then to 

stage left, back to stage right. She wants out. She runs 

toward stag e left, desperately; toward the up stage area, 

to the dovm right area. She slaps her thighs, claps her 

hands, slaps her neck--the grinding in the pit of her sto

mach won't stop. As a fly might make a frantic buzzing 

while caught in a spider's web, so (A) starts a labored, 

vibratory rhythm sideways left. And, as someone caught 

1n the confines of bereavement, (A) twists and wrenches her 

hands and arms in despair. 

Again she collapses on the floor, percussive rasps of 

her torso attacking space. After a labored, weary rise, 
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she suddenly f ocuses toward stage right--as though sensing 

danger . It's almost as though (A) were in the terror of 

a fri ght fu l dream. Again she wrenches her hands and steps 

sideways toward left, stretching her body out, almost t o 

the point of dismemberment, it would appea r. She collaps es 

onto the floor, body tense, and her feet and one hand have 

a subt l e twitch in them, similar to the way a cow's hooves 

twitch just after its throat ha s been slit in a meat-pa ck

ing plant . She rolls ov er, stands up, continua lly shaking 

her head as though to s ay "no" to herself, a twitch remain

ing in her ha nd. 

About this point two figures in scarlet red enter in 

the up right area-- (B) and (K). They are t angled together 

and maintain a steady, hard focus of hate on (A). They 

focus on (A) simila r to the way a cat focuses on its prey 

just before the kill. When the t wo figures enter, that 

subtle increa se in tension sweeps over (A)--as though she 

intuitively senses danger. (B) and (K) are the deprivation, 

the dirt, the vice and corruption of the slum. (B) and (K) 

are everything that will keep (A) trapped in the dilapidated 

ghetto. Up until the time that (B) and (K) eviscerate (A), 

they maintain a slow, confident, crucifying progress towards 

(A) • 

Just after (B) and (K) ha ve entered, (A) starts a 

frantic torso rhythm towa rd stage right, as though tr-.1ing to 

fling a huge spider tha t has its prickly claws in her scalp. 
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She jumps up into the air , comes do1m in to an abandoned 

body vibra tion , similar to the stretta qua lity that primitive 

tribes are said to have rea ched in their dance . She a gain 

collapses to the floor , still vibrat ing Hildly . Her knees 

are whipping her body--almost in a c ruel or gasm . {B) and 

(K) c ontinue to oil their way dmm stag e , with sustained 

body distortions- - ever progressing . 

(A) starts a distorted wrenching of her arms and hands 

and stepping toward stage rig ht on her knees . (B) and (K) 

malce a quick move toward (A) with a slapping motion of their 

hands . (A) looks u p , startled . (B) and (K) remain behind 

(A), the prey . (A) stands up, starts a tense tiptoe, edging 

t01·1ard ri ght . This builds to a suspension , and she takes 

three frantic running · steps to,mrd do;m right . Simultaneous

ly, (B) and (K) t ake a leap sideward, alert, tu...'1ed to the 

fri ghtened , vibrating spirit of (A). (A) lifts, as though 

an adrenal gush were cours i ng up her spine--she runs. (B) 

and (K) leap, and (B) gets on (K) 's ba ck, ready f or attack, 

(A) falls onto her knees , lis tening , wai ting . (B) strikes 

(A)'s rig ht shoulder . Then {K) , fingernails bristling , starts 

at (A) 's pubis, and rips up the front of (A) 's torso to her 

chin--scratching , eviscerating (A). (A) falls onto her 

front, and (B) and (K) start a frantic vibrati on with the 

feet up stage, gloating . 

While (A) slowly rises, her fingers, one notices, 

have been wrenched in upon themselves , as though they had 



b'een put in a vise and made to b end against the joints . 

(A) 's head is dovm and her fi ngers are moving slowly. (B) 

and (K) edge tm·ra rds (A), a gain determined to crush the very 

soul of (A). (K) pauses behind (A) for a hairbreath, with 

fingers spread , arms high. And unmercifully (K)'s fingers 

thrust into (A) 's solar plexus, pause in the pain of it, 

and swish out. (A) 's head is th1·o~m back, and she starts 

slowly to t he floor, still tense, still very much alive, 

although spiritually spayed. 

Determined and patient, (B) helps (K) sling (A) 's 

lmrnr legs over his shoulder. (K) stands up, and (A) 

flops full length, upside dovm , eyes open, facing the 

audience, (A) is completely relaxed, as though stricken 

with a paralysis, (B) and (K) exit , painfully, solemnly, 

slowly. The lights fade to a very low reading as (B) and 

(K) (carrying (A)) leave the stage , The sounds of the 

ghetto, having intensified to a pounding , screaching 

crash, stop abruptly when (B) and (K) exit, The stage is 

left dim. 

IV. RING AROUND THE COP 

The stage is dim, clammy , cold. (M), who was so bel

ligerent during the second section, is now fitfully depres

sed, alone, scared, pitiful. (M) meanders on stage, rubbing 
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a chill in his arms, and glancing around at the rubbish and 

dirt--disgusted , sickened~ The hardness of the second section 



has crumbled to a pathos . He stands center stage , sta rts 

shaking his head as if to say "no" to himself. This rot-

ation of the head builds to a vibration, then decreases 

to a "no" gesture once more. He l ets his arms drop with 
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hopeles sness, spiritual exhaustion . The light s start fad

ing up slowl y , eventually to rea ch a generally bright 

illumination. 

At this point (G), (I), (C), and (N) enter. They 

are imps of the slum. Piteous, palsied (C) jitters over 

to (N) and starts looking for fleas in (N) 's hair. (G) 

starts wiping her finger on a tomato juice can, and alter

nately licking tomato juice off her finger, and wiping 

tomato juice in her armpit. ( I) scrounges through the 

trash up stage, enraptured, it would appea r, with the 

garbage stench. These are the activities of the slum 

children--this is the recrea tion, overstated. After (C) has 

apparently found a flea in (N) 's hair, (N) starts franti

cally running a Hay from ( C) , Hho runs with jitters and 

twitches after him. (I) starts looking for flea s in (G) 's 

hair. (M), although temporarily out of focus, continues 

to look around the area, periodically scuffing a foot, 

cracking his knuckles. Four shrill blasts of a police 

whistle are heard. Everyone scatters off stage. 

(R), the policeman , enters. There is an element of 

heroism in (R) 's movement. He is sincere. He is dedicated 

to his job. He sees himse lf as protector of the people--



the people's ca retaker. He stops center stage , is s ickened 

at the rubble and the deprivation. He continues a slow, 

determined beat toward the dovm right area , 
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(C) re-enters, ji tter ing , twitterpated , (C) is so 

variab l e , so superficial in her f e elings , that a hero-wor

ship r eadily transfers to {R). She vibrates up to {R), and 

smiles rapturously three inches from (R) 's elbow. Her hands 

are ever t witching and spastic. (R) turns around, loolrn 

with sympa thy and pity at (C), and holds her hands still 

for an instant. It is with the fe eling tha t just for tha t 

moment he might help her pa lsy. A wave of hopelessnes s 

sweeps over {R). He turns and continues to walk toward 

stage left. At this point (M) re-enters. 
-

(M) has slightly changed, once again, from his pitiable 

appea rance at the beginning of this section, He now has 

a mocking edge of capricious ness, He enters with his head 

in a rota ry vibration. He walks directly toward the cop, 

and vibrates ri gh t in (R) 's face, It is with the attitude 

that he doesn't like cops, he could care less about them, 

and will do everything in his power to taunt them. (R) steps 

back with slight confusion. (M) faces toward the audience, 

puts his thumb on the top of his head, This stops the vib

ration. He lifts his thumb, and the vibration sta1·ts a gain. 

(M) repeats this. The third time when he lifts his thumb, 

he notices his hea d has not started to vibrate. He looks 

around, as though looking for the vibra tion. (R) 's head is 



vibrating ferociously. (M) 1-ralks over to (R) with the 

attitude of "this-is-the-solution-I 've-found," and puts 

(R)'s thumb on t he top of (R) 's head. 

About this time , (G) and (I) re-enter up stage right. 

They whistle for (M) to join them , and (M) do es . (C), 

ever pa lsied, ever piteous, ever jittery , admires (R), in 

spite of the preventive thumb on (R)'s head. 
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At this point (N) re-enters from down left, sprinting , 

as though he were running from another policeman . He notices 

(R) just before he would have run into (R), and comes to 

a screeching halt. He looks at (R) with his thumb on his 

head, i·rho is still trying to look very heroic and protective. 

(N) glances around in confusion. He gets a whistle from the 

up right group. Slowly (N) places his ovm thumb on his hea d, 

obviously trying to appease the policeman, and meanders past 

the cop. When he gets behind the sight of the cop, he 

sprints to the group, with the idea of "lemrneouttahere." 

(C) continues to admire (R). 

The .up right group, which is now comprised of (G), (I), 

(M), and (N), start a tiptoe sneak up behind {R), who still 

maintains a courageous thumb on his head. They are about 

to play a pranlc on (R) • Quietly, with whispered movement, 

they pause behind (R). Then (G), who is slightly shorter than 

(R), stands on her tiptoes and taps (R)'s left shoulder, 

quickly and abruptly. They all run up right again, including 

(C). Although (I) also runs to the up right area, she goes 



by a different route; c ompletely ti ckled and with a hug e , 

zaney grin on her face, she sta rts tm·:-ard down left. She 

discovers she 's going the wrong way , and makes a direct 

pa th touard the up right area , almost running over (R) in 

the process. It i s as though she forgot t ha t it wa s (R) 
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she was running from, and just nurtured the idea of "runni ng 

from." Her hand flaps in front of (R) 's nose as she pass es 

him. They a ll get in a position up right similar to the way 

primary pupils might have to fold their hands on their desks 

to be quie t and g ood at the s ame time. They are in t wo lines , 

and looking straight ahead, 

After (R) is tapped on the should er by (G), he look3 

to his left, but naturally he only sees (I), who is running 

in the wrong direction. After (I)'s hand flaps across his 

nose, (R) begins to figure out what is happening . He walks 

up r-ight to inspect, gives a movement as though to say, 

"Allright, this is a warning, but there had better not be 

a:n:y more of this hanky-panky," (R) returns to his down 

center position. 

Still in the hands-folded position, the group starts 

edging toward (R) a gain. They whisper up behind (R), but 

this time (G) s kitters in front of (R), hips wiggling, making 

funny faces and generally trying to catch the attention of (R) 

again. (R) 's attention is caught . He turns around, and 

they all jump up on their toes with big smiles and hands 

spread , as though to say, "Surpri se! II Here we are again. 
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(R), trying to give them a thi r d chance, i gnores them, 

turns, and goes do-wn on one kne e . He starts a t apping and 

slapping motion , ind icating forced patience. This only 

makes the imps bolder. (G) and (C) walk over to the stage 

right side of (R) and stare at him--simply sta re. It is an 

obvious stare. Mearn•;hile, (I), wi th the help of (M) and 

(N), leans fo rward very close to (R) 's head, and makes a 

distorted, smiling, crazy face. (R), feeling the intense 

stare on him from (G) and (C), looks over at them. (G) 

and (C) look at (I). This directs (R) 's attention to (I). 

When (R) turns hi.s head, he practically bumps nos es with 

(I). This starts his head vibrating ferociously. (I) 

reaches dovm and puts (R)'s thumb on his head , which doesn't 

help, During this, (R) 's lower right arm has risen- so that 

it is vertical, (G) grabs (R) 's elbow. (C) rushes forward 

and grabs above (G) 's hand . Then (G) grabs with the other 

hand, This continues until (C) is the last one to find 

room to grab. This is similar to the way sandlot baseball 

players choose who gets to bat first, The last one to find 

a place to grab, gets first bat. 

(C) wins, This ticlcles her so much that her palsy 

erupts into a totally involving gallop. She starts around 

(R), whose head is still vibrating , Everyone else picks up 

this ga llop, with the idea of fun and games. (R) 's head 

continues. They all stop. (N) and (I) look at (R), and start 

shaking their heads "no," as thoug h agreeing with (R). Then 



(N) starts nodding his head "yes ," which everyone does 

shortly thereafte r . Of course (R) 's vibrating head is 

hardly clos e to connotations of "yes" or "no." 

{N) ponders the violent v ibrating of (R) 's head . He 

puts his hand on the top of it in an effort to stop it. It 

doesn't stop. (G), the s avior, spits on her hands, makes 

a big gesture of prepa ration, and slaps her hands on (R) 's 

forehead , and his l eft ear :with an audible di rec tness . 
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This stops (R) 's head , and additionally succeeds in infuria

ting (R). 

He stand up, rage creepi ng over his fac e , does a per

cussive step towards (N). (N), now thinking that he is being 

arrested, thrmis his hands up, and starts a gallop, alter

nately putting his hands straight up, and on the top of his 

head. The rest of the group follow suit, until all are stand

ing in a line, with hands on heaa_s. (R) frisks {M). (!1) 

frisks (I). (I) tries to slap (H), but he ducks. (R} is 

serious. (M) is not. (M) walks up behind (R) and shouts 

capriciously, "Tornado • ~ • " This confuses (R). (N) steps 

out of line and says, "Tornado!?" Then (G), (C), and (I) say 

wonder ir1gly, "Tornado!? • ~ • " (R) is still confused. 

(L) enters up left, and with a sarcastic, unbelieving 

tone crackles, "Tornado?" (D) enters dovm ri ght with real 

alarm in her voice, "Tornado?" And thus, it snowballs--(R) 

being confus ed all the time. As more and more people enter, 

asking what i s going on, getting scared, offering frantic 
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disbelief--what sta rted out to b e a prank actually has turned 

into a mob pani c~ All the people who enter g o directly 

to the group forming a round (R), who i s in the center , con

fused. 

After all dancers hav e entered a general cha os happens 

around (R). People are pushing , shouting to each other , 

frantic. Ea ch pers on, as the panic mounts, tries to g o in 

the exa ct direction in wh ich some one else is standing . They 

switch and try to go the other way , but someone else is there, 

The picture is one of a blender full of people turned up to 

its hi g hest speed, Fina lly, everyone scatters, panic-stricken, 

(R) is confused, He is vibrating horrendously now that his 

entire body is involved, He is still doing the heroic 

movement with which he entered the section, but it is all 

in a vibratory quality now, He ex its, There is a bare 

stag e, and the lights slowly fade to dim. 

V. DESPERATION CONT I NU ED 

This last section is a reca pitulation of all the ma ter

ial that has g one before. It is synthesized , and slig htly 

intensified, 'rhe stage is at the same illumination level 

that opened the dance. The first thing that is heard are 

simply vowel sounds of three s1ngers--soprano, alto, and 

baritone--sing ing the notes of "Hi Ho, Nobody Home," in the 

form of a vocal fugue. 

Three dancers enter from the dovm ri g ht area with a 

stretching led by the a rm , and then a relaxa tion of the arm. 



It is the stre tching for somethi ng hi gher , and giving up. 

It i s the aspiring to something better, but ending i n 

hopelessness . It is effort , and exhaustion . 
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A second gr oup (larger ) enters from up left with the same 

movement , but off the rhythm of the first group. As the 

first group t akes a fall ont o the floor, (A), (B), and (C) 

enter from up right (the prev ious charac ter of (C) has be en 

dropped ). They have a tens e, asymmetrical spatial and 

rhythmic movement~ The movement is dissonant and distorted . 

Their heads are thrown back, their legs are spread, they bea t 

forward with fo r ced arches in their feet. The large r group 

starts slowly cr ouching to the floor with a consistent, direct 

beating accent in their feet, while (A), (B), and (C) 

direct a cruel gestu1~e towards the first group, who- is nov1 

on the f l oor. (A), (B), and (C) start a wrenching , labored 

side step toward stage left, the s maller group following 

them with a ser ies of jumps. The stage is now divided into 

two large groups& a large group up stage, practically on 

their lmees now, and a large group dovm stage on their knees. 

At this point (A) assumes the neurotic character she had in 

the third sec ti on by running across to the stage right s.rea. 

Simultaneous ly, three men enter, (K) leadlng, and in the 

character of the third section. (K) leads the two men across 

stage, over to (A), who is nm-r reaching high and vibrating 

thunderously. She collapses to the floor. (K) hits her on 

the side of the neck--she winces. (N) attacks (N). (N) 
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contrac t s . (C) s t a r ts a frant i c , f r i g ht en ed j itter t oward 

the d own sta g e area . (J) hi ts (C) in the s mall of the ba c k . 

(G), fri g htened , tri es to e scape by r u nn ing d own s t a g e 

ri g h t , but ( K) c a tc hes her a nd whi rl s he r around . (G) 's 

mout h is open , her eye s a r e clenched. 

This sta rts a s e quen c e t hat eventua lly involves eve r y one , 

and end s the dance. ( K) slowl y l owe r s (G) to the floor. She 

sta rts squirmi ng to a spo t d01m c enter. The r es t o f the 

dance rs . heads thrown ba c k , vibra t e the f e et, t rave ling u p 

stage, Ther e is a me l a ncholy s waying motion. The g roup 

moves toward s tage left and two da ncers fall and s t a rt 

squirming towards (G) down center . When they a r r ive, the y 

will be forming a pile of bodies. The up stage g rou p move s 

back towards rig ht, more dancers f a ll to the floor. The 

group g oe s b~ck and forth across t he stage, gradually dimin

ishing , until the stag e is a ma ss of wr ithing , wriggling , 

squirming bodi e s, all squirming toward the d01m cent er area. 

(B) is left on the stage left area , slowly prog re s sing towa rds 

the pile, and ( K) is left in the d ovm rig ht area , crumpled 

on the floor. 

The lights are slowly fading now as (B), in slow motion, 

ssumes her movemen t as school t eache r. Althoug h he r cos

u me is not one of the school teac h e r, but similar to the 

est, her movement is reminiscent o f her role as school 

ea cher. 

When s he r eaches the down c en te r pi l e, a ha nd from the 



pile snaps up, grabs her foot, and y a nks her down into the 

pile. There is a fast fade to black , and the dance is 

fin ished, with the pile down center , and (K) stag e right . 
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CHAPTER V 

SU MMARY AND EVALUATION 

It was the purpos e of this investigation to study 

contemporary America n ghettoes and to present the fincU.ngs 

in an extended dance work Hhich trea t ed selected aspects 

of ghetto life. The res earcher did extens ive res earch on 

the subject of contemporary American ghettoes, and then 

limited the subject to four bro8d categ ories: (1) the 

economic and social structure of g hetto lifej (2) the edu

cational patterns--primary and secondary schools in the 

ghetto, (J) the relationships of ghetto dwellers to auth

ority, a.n.d (4) the recreational patterns and the importance 

of peer groups. 

The inv2stigator then synthesized the research into 

four ruajor ideas from which the dance was choreographed. 

They were: (1) the emotional aura pervading the slum atmos

phere, (2) the attitudes of the teacher and pupil in the 

classroom, (J) the individual's desire to leave the ghetto 

circumstance, and (4) the conflict of the policema n with 

ghetto adolescents enga ged in "recreation." 

The researcher reviewed studies and works by major 

artists ln the field that related to the study. A discussion 

of the selected major ideas and related works is contained 
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in the s e cond cha pter of t hi s s tudy . 

The inves tiga tor th en undertcok to produc e a ma j or 

chor-eogra phi c wor k bas ed on the rr.a jor i deas synthesized from 

the research. This includ ed : (1) select i on of t he pers onnel 

to execute t he work , ( 2) selec t ion of the score for a ccorn -

panying t he work, ( 3) chore o~r aphing the da nce, (4) d esign-

ing the costumes, ( 5) designing t he set pieces, a nd (6) 

staging a nd lighting t he worko A discussion of the produc-

tion of the ·work is contair.ed in the third cha pter of this 

study. 

The investigator then recorded a history of the work 

from its inception to the final performa.'1ce, which included, 

(1) a review of the literature pertinent to the selected 

themes used in the work , (2) a rev iew of related works by 

artists in the field, (3) a description of the production 

of the dance, including illustra tions of costumes and set 

pieces, (4) a qualita tive description of the lighting and 

movement of the work in its entirety, (5) Labanotatlon of 

the work in its entirety, (6) a copy of the musical score 

used for the work , (7) recommendations for restag ing the 

work, and (8 ) miscellaneous mate r ials relevant to the 

work, such as the program used and newspa per articles. 

All of the above are contained in the study. 

Poverty is a vicious cycle--s lums breed more slums. 

By virtue of res ea r0h a nd persona l experience, it is believed 

by the res earcher tha t t he chore ographic medium is an effec-
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tive one for g i v ing obj ec tive form to the uglier fe elings of 

the human spirit. Michael Harrington said in The Other 

America that the poor are invisible. Even more invisible 

are the feelings that gnaw at the spirit of the slum dwellers 

daily. Thes e fe elings are the product of a depravity that 

the affluent America too often i gnores . 

The inv8stigator feels that the subject of contemporary 

American ghettoes is unlimited in its possibilities for 

choreographi c expression. An especially rich subject for 

future exploration is the effect of crowded living and dilap

idated housing .on the inhabitants of the slum. The literature 

in this area suge;ests many choreographic possibilities. 

Another area that has barely been scra tched is the 

educational patterns throughout the slum, embracing not only 

the teachers and pupils, but the administrators, parents, 

and community . It was beyond the scope of this study to 

include exploration of these areas. Although the study attemp-

ted ·to summarize the emotional aspect of the selected areas, 

each area beg s to be explored in depth. There is remote chance 

that the choreographic poss ibi lities of contemporary Ameri-

can ghettoes will ever be exhausted. Poverty nourishes 

poverty. 

Whereas some choreographic themes do not innately sug

gest the use of props, pantomime, dialogue and general real

istic treatment, the theme of contemporary American ghettoes 

readily suggests all of thes e things. The subject is broad 



enoug h to include i nnumerable themesp and yet has the depth 

to warrant ma jor c horeographic considera tion . Especially 

educati onal for the investigator was the tinke ring with the 

various aspects of "tota l theatre ," with the primary empha

si s on human movement , 
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One of the necessa ry limitations in choreog raphing the 

danc e was th e number of men available. Only four were avail

able, inc lud ing the choreographer . It would have been interes

ting to have had an entire male cas t. Perhaps the approach 

mig ht have been a ltered slightly. Yet, inasmuch as slums of 

today conta in both men and women , ce r tainly the use of both 

contributes to a more r ealistic r endering of the theme . Dif

ferent portions of the theme sugges t one sex or the other, 

however, 

In r esta6 ing this work, it would be interesting to t ake 

different a pproa ches to the score than the one used, Per-

haps accompaniment for the second and fourth sections might 

be ·worth consideration, For instance in the second section , 

music might simply be a conversation of two people speaking 

in Spa nish, at a low volume , and have the dialogue of the 

dancers rise above the taped sound , In the third section, 

accompaniment mi ght be more formed in its cons t ruction, in that 

phrases more pertinent to the drama of that section could be 

heard. The choreographer envisions for the fourth section 

either an i mprovisation of snare drums as accompaniment; a 

simulated police r adio; or sounds of "bonaf ide" recreat ion 



such a s a ba s ke t b a l l b ou ncing , or perha ps a supervised 

boxing match wi t h t he y ells of a n adolescen t a u d i ence b ein g 

heard in the ba c kg r ound . At any r a t e d evelo pmen t of exis ten t 

accompaniment or e xperimentation with n ew accompa niment for 

all sections mi g ht b e interesting . 

For all chore og r a phers who wou ld like to learn more 

about the ana l ys is of human movement, the investigator 

suggests they nota te an e x tended work . Not only do e s it 

contri bu te to an in-depth understand i ng of the mov ement for 

the pa rticular dance, but it ha s a consequent value of 

teaching about human move~ent in g ene ral. In this inves t i

gator's opinion, not all terminolog ies are equipped to analyze 

and describe a ll the complexities of human movemen t , in time 

or space. This r e sea rcher ha d not the slig htest conception 

of the comple x ity of the movement chore og raphed until he 

started notating it. The moveillent for this dance is by no 

means as complex a s the potentia l of huma n • overnent. 

Inasmuch as this choreog raphic project was successful-

judging from the audience response--this investigator feels 

that all contempo:rary experience is g rist for the artist's 

mill as long as the artist feels sufficiently passiona te 

about the significanc e of the experienc e to be rendered. 

Ho~vever, confus ing bia s for an experience, and nassion for 

an expe ri en c e in a la~g er con t em pora r y contex t mi g ht be dis

astrous to the rendering of the experience into an artistic 

form. For insta nce if one felt strong ly about the distribu-



tion of birth control pills in the slums , and endeavored to 

express it in an artistic form , the endeavor mig ht b ecome 

so overpowered with the idea- - i gnoring the needs of t he 

form itself--that the res ult would be merely a vehicle for 
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the artist's bias. Then if contemporary bias confl icts with 

the particular artist's, this might even make the form more 

remote from an audience. Althoug h in "Ghetto" the choreo

grapher's o,m bias signi ficantly influenced his attitude toward 

the work created, this was in keeping with the larger contem~ 

porary bias revealed throug h extensive research, so that the 

effort was not merely a whim of the choreog rapher. The dance 

thus has the possibility of stimulating an audience not only 

aesthetically, but of stimula ting an audience to g ive more 

than lip-s ervice to g oa ls that it already acknowledg es as 

worthwhile. 

It is i nterest ing to speculate on the need for perspec

tive in rendering contemporary experience--especially contro

versy and conflict--into an artistic form. Contemporary bias-

perha ps temporary, but nonetheless intense--will color our 

judgment about what will become significant experience. This 

bias may be an integral part of the form, and the form may 

be successful as a form in contemporary context. But then 

what will happen when the bias dissipates? Will the form of 

"Ghetto" be proportiona tely weakened? The answer to this 

may partially lie in this1 if bias is sufficiently humanized-

put on a more universal level--then the "bias" will not be 
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spec ifica lly limited , but wi ll be applicable to other things 

as well . F o r instance in "Ghetto ," the movement of the first 

secticn is abstracted enoug h to include the desperation of 

humanity in any d eprived circumstance. On the other hand, 

the spec ific v erba l references in the second section of "Ghett o" 

might weaken the total form in the future , for those ref erences 

mig ht not always be a pplicable to a classroom situation (i.e., 

implying that the rhyme scheme of a Shakespearean son.~et is 

not marketable knowledge). 

Merely waiting f or time to elapse between experi e nce and 

expression does not necessarily mean perspective will result, 

if one defines perspective as the ability to see the signifi

cance of events in a large contemporary context . FoT instance, 

how long has it taken the significance of the Emancipation 

Proclamat ion to take hold? Waiting for time to develop 

perspective mi ght dull an initial passion, Perhaps if the 

investigator had waited long er, the strong feelings of !191! 

might not be so strong in years to come . Additionally, waiting 

fer time to elaps e--which may or may not give perspect ive-

might have meant letting the crucial situation of contemporary 

American ghe ttoes pass . It is now that the horrors of the 

slums n eed to be rectified, for they have the poten tial of 

becoming worse. By virtue of this study, the investigator 

feels that contemporary experience can be an important--indeed 

a vital--sourc e from which to dip raw material, wherewith art 

can fo cus aesthetically on society's problems . 
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by 

Daniel A. Phillips 

A LABANOTATED SCORE 

Approved 1 

Certified Profess ional Notator 



APPENDIX A 

GENERAL GLOSSARY FOR THE 

DANCE SCORE 

The following appendi ces contain scores for the recon

struction of the five sections of "Ghetto." Each section 

has its ovm appendix and includes the following information: 

(1) glossary pertinent to that section, (2) Labanotation of 

the movement contained in that section, (J) musical notati on 

for the first and fifth sections, (4) floor plans pertinent 

to the particular section, and (5) notes explaining various 

passages in tha Labanotaticn. 

Appendix G conta ins miscellaneous material connected 

with the premeire. 

For des~riptions on style and dramatic content, the 

reader is ref erred to Chapter IV of this study in 1-1hich a 

qualitative description of the dance in its entirety is 

given, 

I. CAST LIST FOR THE PREMEI RE 

The Sam Houston State College Performing Dance Group 

performed the premeire of "Ghetto." This group included, 

A. Miss Tess Roberts. 

B. Miss Marsha Jones , graduate fellow. 

C. Mrs. Jean Spinks. 

D. Mrs. Lockie Roberts. 
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E, Mi ss Cindy Wi lson . 

F . Niss Chri s Roberts . 

G, Mrs . Gretchen Hueske , graduate fell ow. 

H. Miss Cindy Solar . 

I . Mrs . Nancy GallOi· ay , graduate fell ow. 

J. Miss Carol Young . 

K. M:c . Danie l Phillips , graduate fellm·r. 

L. Miss Libby Kehoe, 

M. Mr . J Sydow . 

N. Mr . Bill Henry . 

R. Mr . Wilson Barri l l eaux , ins tructor . 

I I . RUNNING TIME 

The runn ing time of "Ghetto" was approximately t1venty 

one minutes . The dance was t i med from t he mi nute the curtain 

opened to the final blaclcout . 

I I I. OBTAINING TAPED MUSIC 

A t ape of the musi c used for "Ghetto" may b e borrowed 

f r ee of charge by writing , Director, Department of Health 

and Physical Educat ion f or Women , Sam Houston State College , 

Huntsvi l le , Texas , 77341 . It is suggested that the borrowe r 

make a copy of the tape a nd send the origina l baclc as s oon 

a s possible . 

IV. SET PIECES 

The set pieces i ncluded s (1) one n ine- by- nine f oot 

f l a t , (2 ) one seven- by-seven f oot flat , (J) two tras h ba r r els , 
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(4) one bicyc l e rim with a n old shoe wrenched in the spokes , 

a twisted baby carriag e , a rusty refrig er ator grill, and sun

dry pieces of trash . An illustration of this may be seen in 

Figure 4 , pa ge 37 . 

The order of the piec es from stage l eft to ri ght were 

the l arg e flat , a tras h barrel, the s mall flat , and a trash 

ba rrel. All pieces were as f ar up stage as possible. Since 

the stage on which the premeire was performed was abnormally 

wide, it 1-rnuld be i mprac tical to s ay d efinitely where the 

set piec es should be placed across the stage , In the pre

mei r e the pieces were more to stage left than r i ght , They 

remained on stage during the entire dance. 

In the Labanotation the floor plans do not include 

illustration of the set pieces. However, the fl oor plans 

allow for the space the set pieces occupy . 

V, RESTAGING 

As was s tated above, the origina l stage was abnormally 

wide, and slightly shallov:rer than the average proportions 

of a stage . It is suggested tha t the movement be staged 

proportionately to t he floor plans as much as possible, per

haps making the diag onals deeper , and the cross-stage patterns 

shor ter, There will be no substitute for resourcefulness 

on the part of the reconstructor, It 1s suggested that the 

reconstructcr use his mm artistic integ:ri ty in maintaining 

fidelity to the a rt, 

VI. AD LIB 
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There is a larg e a moun t of ad lib conta ined in the 

Labanota tion. In the first , third , and fifth sections the 

ad lib is slig htly more specific t han in the second and 

fourth sections. Where possible s pecial notes explain 

specific ad lib at the end of each section. If there is 

ever a question as to just whB.t is supposed to be happening, 

the dramati c idea of the section as a whole should take 

precedence over the notation. If for some reas on the notation 

seems insuffi ciently clear, dramatic ad lib is in order. 

VII. PROPS 

The props ne eded for "Ghet to" are (1) a shiny "baubble," 

(2) one two-and-one-half by four foot piece of one-half inch 

plywood 9 pa inted flat black, and serving as a blackboard , 

(J) a por t a ble stand on which to set the bla ckboard , and 

(4) one tomato juice can. 

The "baubble" can be anything, as long as it is shiny 

and g littery, and non-descript. The baubble used in the 

premeire was a plastic, spray-cologne bottle, covered with 

blue sequins . 

VIII. TECHN ICAL REQUIREMENTS 

The tec hnical requirements for each dance role is as 

follows : 

A. Female; highly skilled; g ood balance, flexibility, 

rhythmi c facility; acting ability. 

B. Female; highly skilled; g ood balance, flexibility, 

rhythmic facility; acting ability. 



c·, Female ; hie hl y skilled ; good balance , f l exibility, 

rhythmj_c facility ; a cting ability. 

D, Femal e ; moderatel y skilled ; should ha ve a sense for 

"little-girl-ness ." 

E, Female ; moderately skilled . 

F. Female; moderately skilled . 

G. Female: moderately skilled ; acting ability; should ha v e 

a s ense for c a pr iciousness. 

H, Female; moderately skillen. 

I, Female ; illodera tely slcilled; acting ablli ty; should have 

a sense for caprici ousness . 

J. Female; moderate ly skilled, 
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K, Male; highly skilled; g ood balance , flex i bility, rhythmic 

facility; strong . 

L, Female; moderately skilled. 

M. Male; moderately skilled; fair rhythmi c facility ; strong ; 

so~e acting a bility. 

N. Male; moderate ly skilled; fair rhythmic facility; strong ; 

some acting ability. 

R. Male; moderately s k illed; i mprovisation and acting ability. 

The only r.oen appearing in the premeire were ( M), · (N), (K), 

and (R)--all of which should be man. If more men are avail

able, dancers (J) , (L), (H), and (E) could be men, with pre

ference g iven to the above order. 

IX. AUDITION MATER IAL 

If the dance is r ec onstructed in its entirety and any 



aud i tlon materi al l s ne cded, the f olloHin0 I£lD,tc:rj_al could 

be u sed : 

1. Rhythmic: fi ft h section , ~ea3ures nine a nd t en of 

staff (A) • 

2g Balance and fl exibili ty : third section , page 165, 

the movement of ( B ) a."r'ld ( K ) after they have entered , in

cludi1~ the rib-cag e shif t, and the forward middle legs . 

3. Crn1trol and balance : fifth section measure ninet een 

of stc,ff (A). 

X. -KEY SIGi•JATURES 

The follm ring key s i gnatures are applicable to the 

danc e as a Hhole. Speclfic key signatures for each section 

will be em1.,11erated in the particular glos sary . 

K si ,n-:s . In t he notation of this dance so~e questions 

arose as to the use of K signs, To avoid any mi sinterpre

tations , the not.a t or set these rules : (1) K signs must 

be used with a direction syIJ.bolr (2) th3 amount of bending 

will b ·3 determined by the direction symbol end the K sign 

combined . In this score K signs arc used on ly in connec ti on 

with the to:cso. When a K sign is used it means t hat the 

torso bends until the h ~?,d r eac hes that direction, 

Hand r:g__'i:if . If the followi ng key s10nature appears 

on the right side of the staff , it applies only to the right 

hand and hip~ and vice v ersa . It is assumed that the speed 

of this is moderate. Any differences 0 1· additions will be 

included in the score . 

I I ~-
~~;_ • ~.~ .,.,."B:-l I'~ 
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Step-hop , baclarard fall . The example here nota t ed is 

1n a r bi t:ra :;.1 y ti JJJ ing--in each situation tne timine; will be 

i ndi cated· in the score. Thi s lrny si gnature may b e perfor:ned 

ei ther 2.s notatedf or symmetrica lly . 

l 

OR 

1'urn_:- out. Normal turn-out :ts assumed to be one eig th 

outward rotati on . 

Order of St:.:.ves e At the bo ttom of ea ch staf f will be 

a list of the da nc e r s to which ea ch staff appli es . A letter 

t hat is enc losed in parenthes is \.'Iarns of a departure of tha t 

dancer on that pa ge . Tha t dancer 1·Iill be on another staff 

for part of t he remaining page. 

Whenever there i s a change in the order of the staves 

across the page from one pag e to the nex t , the nota tion, 

"Staff Chang e" 1·1ill b e w:ri t ten at the top of the sta ff tha t 

1s affected o This notation is warranted under the following 

circumstances 1 (1) when the positioning of the staves _ 



across the page is affected , or (2 ) when one or more 

dancers de pa rt or join t hat staff from one page to the 

next. 

When one or more dancers have their 01,m staff, and. 

they pick up the movement of another sta ff, a t the point 
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of termina tion of that staff to another , the notation, 

"Join (first letter of the staff to be joined )," will 

appear at that termina tion. For ins tance if dancers (ABC ) 

were going to join the sta ff of (FGJL), the notation, "Join 

F" would appear at the end of (ABC)'s staff. 



APPENDIX B 

LIVES OF DESPERATION 

Da ncers inv olved , The dancers involved in this s ection 

are (A, B ,C,D, E , F ,G, H,I,J, L , M, N) . 

Dramat ic idea . The idea of this firs t section is the 

genera l e motional aura of slum life. These are the slum 

people, a first and g enera l statement. The general body 

attitude is one o f tension and lethargy at the same time , 

Props. The only prop need ed for this section is a 

"baubble, .. explained in Appendix A, It is a mong the trash 

in the up stag e area, and as far right as possible and still 

be a pa rt of the rubbish there, 

Order of sta ves. Preference in the order of staves was 

given to, from left to right, large groups to small. New 

staves may be found to the far right, 

Opening cues. There is a simultaneous cue for the 

curtain and music, There should be a slow curtain. The 

dance rs ' opening positions may be seen in the first floor 

plan of the Labanota tion. 

The sc ores. The scores for the mus ic and movement 

follow. 
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NOTES 

h 

Measure..11+: (MN ); the ha nds knead the top of the 

thigh diagonally forward and diagonally backward, in a 

slow t empo, Ad lib ti ming . 

Measure 27+1 (FGHIJDE ); the hands knead the top of 

the thigh diagonally forward and diagonally backward , 

in a moderate tempo. Ad lib timing , 

2, Measures 27-33 2 (MN) . 

The idea involved with (M) and (N) is that they are 

attacking ea ch other. (N) kicks (M) in the chin first, 

{M) takes a backward somersault. Then i mmediately (M) 

runs to kick (N) in the chin, (N) does a ba ckward somer

sault. Then the rhythmic steps occur in measure 32. (N) 

starts to atta ck (M) aga in, but (M) gives (N) a knee in the 

stomach, which overcomes (N). (N) falls to the floor as 

though hurt--temporarily maimed.. (M) gloa ts over (N). 

The basic structure of the fight is given--it is 

strongly recommended that the performers ad lib during this 

sequence. As many belligerent nuances that the performers 

can bring to the sequence, the better , 

J. Measures 34-36, (G). 
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After the rhythmic pattern of measures 31-33, (G) walks 

forward, slightly curious--much like a person might watch 



a street fi ght in apa thetic cur ios ity . (G) walks toward 

cent er stage and stops . She stands the re a gha st, a nd then 

a wisp of sympathy sweeps over her ; and she disa ppears 

into the dancers' maze . 

4. Measures 33-36, (N ). 

(N) has jus t been attacked by ( M). (N) is crumpled 
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on the floor. However, he still can look u p at (A) a t tack

ing ( M) from behind. (N) 's attitude tovmrd this is plea

surable revenge. This inspires him to forget his hurts, 

and parti cipa te in the belligerent rolli11g of ( M) down 

stage starting measure 36. 

5. Measures 34-37, (A) • 

(A) , during the rhyt.r..mi c pattern of measures Jl-JJ, 

sees the attack upon (N). This motivates he r to attack 

(M) from behind, belligerently. (A) also participates 

in pushing and rolling (M) down stage in a malicious 

manner . 

6. Measures 4}-46, All Dancers . 

These measure s involve getting into, and forming two 

opposing groups on stage. The stage left group eventually 

contains (AEGJMNC). The stage right group eventua lly 

contalns (BDHFIL). The idea here is that two gangs--pos

sibly adolescent street gangs--are getting ready to brawl. 

Both formati ons should be in as rea listic a grouping as 



possible . This also means that each group should main

tain a constant focus on the other group , as though very 

alert, ready for action at a moment's notice. 

Z• Mea sures 53-67, (A). 
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(A), in a frenzy and temporary l aps e of rationa le, 

attacks alone the stage right group. She kicks, twists, 

and the entire group is upon her . They lower her to the 

floor, while she does a back arch, helping to catch her

self with her a rms over he r head. The group then starts 

rolling her down right in as burtal a manner as possible. 

(A) is curled up in a little ball. The group rolls her as 

many times as is practical, (A) lies very still on the 

floor for approxima tely three measures, Then she ~lowly 

starts to revive, but inccnspicuously, When she has re

vived enough to be able to focus on the conflicting groups, 

she does so, She gra.dually gets more involved. 

Just after (B), (C), and (N) gallop dovm right, (A) 

joins them in the gallop around to the up stage area. (A) 

will join them on measure 68, falling in on the end of 

the line. 

8. Measures 61-65, (BCN ). 

The idea involved here is that (B) is challen~ing (C) 

and (N), but it is all done with focus, and kinesthetic 

subtleties. Each is poised for action during the sequence, 

which is ad lib. (B) is eyeing (C) and (N) as though they 



were going to hit her with something. 

Thi s sequence is crucia l because it is dramatica lly 

transitional from the realism of the group conflicts, to 
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a group separateness and desperation. So as the ad lib 

sequence evolves betwe en (B), (C) and (N), just slightly 

toward the end there should be that subtle feeling evident 

in all three t hat they have a common enemy . At least 

they are tempora rily willing to postpone mutua l enmity. 

9. Measures 72+, (D). 

On measure 72 (D) walks up stage to the trash located 

there. Among the trash will be a baubble, explained in 

Appendix A. From the time she gets the baubble to the 

time she exits, (D) 1s enraptured with the baubble 9 similar 

to the way ·a little girl reacts to something fascinating . 

She skips and turns; tosses it in the air: looks at it 

in the light. (D) becomes completely preoccupied with 

herself and the baubble. (D) should always try to I!lain

tain a down stage body focus, except for quick or slight 

variations, so that she is completely unaware of what 

the rest of the dancers are doing. 



APPENDIX C 

AB C'S SHOT TO HELL 

Dancers Involved 

The dancers involved in this section are~ in order 

of appearance, (B,A,M,N,C). 

Drama tic Idea 

The idea of this section is that this is a classroom 

of the slums. The general body attitude should be one of 

tension, mistrust, and alertness. See the qualitative 

description of this section in Chapter IV. 

' Props 

The only props needed for this section are a simulated 

blackboard and its portable stand. Refer to description 

of these props in Appendix A. 

Characters 

(B), a school teacher. The school teacher, through 

the course of the section actually represents several images 

of ghetto school teachers. At first she is ingenue, com

pletely . insensitive to the more basic values of pupils, and 

very naive. She tends to make the futile attempt at moti

vating students by showing exci.tement over things which 

she has learned to value--and which are a total bore to the 
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pupils . 

The second type of ghetto school teac her is one who 

t akes the approach of "spare the whip , spoil the child ." 

Thi s type of tea cher tries to force the curriculum down 
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the pupils ' throats at any cost, no matter how big th e 

materi a l, or how small the throats . The fo rced motivation-

instilling mortal fea r in pupils and making them l earn the 

rote-by-fea r method--is the opposite approa ch. 

(A), a PUPil. She is paranoic, adolescent, anxious 

·and a frust rat ed young gi rl. She i s caught in a ghetto 

circumstance, and extremely defensive. She is the person 

who shys away ln a corner in a social situa tion- - completely 

introverted, pathologically so. She hates school. But 

this is not saying that she cou l d not like it if perha ps 

the right ci r cumstanc e were present. But the pressure of 

school is upon her. She should have the attitude of being 

pressed from all sides--until finally it must escape or 

she·• 11 go mad . 

(M), 2. pupi l. He is a belligerent , young tough. He 

repres ents the adolescent pupil who always wants to pick 

fi ght , pinch a gi rl, or cut up in class . He has compl ete 

ontempt for educati on. Yet, underneath this rough ext er

or there is a loneliness. He feels the ne ed to constantly 

rove himself as leader--the bigges t, best, and toughes t. 

(N), a pupil. He is an adolescent, flngersnapping , 



ps eudo-hip t eenager. He is the type who is en r a ptured wi th 

the lates t feti s h that permeates pee r groups . He ha s a 

shallow awar eness of human feelings, and an artificia l 

attitude toward life. He would be the type who would be 

apathetic towards a r eal crisis whether it was emotional, 

physical, or spiritua l. He simply would dismiss a crisis 

with the shrug of the shoulders. He identifies strongly 

with peer groups. 

(C), a pupil. She is~ palsied, weak, hero-worshipping , 

adolescent girl. She worships the ground that (N) walks 

on. As a mattel' of fact, she would worship the ground that 

anyone she ad.mires walks on. She is introverted, but it 

isn't a neurotic thing with her. She is pleasantly, absent

mindedly preoccupied with herself in moments when she has 

no one to worship. Her hands are palsied and when she gets 

excited, her entire body reflects this palsy. She indeed 

is shallow, has a superficial view of life. There is a 

note of pathos in (C), for the audience should see her as 

the victem of a slum circumstance, who neither lmows why 

she is there, or if better circumstances even exist. 

Opening Cues 

The stag e has dimmed at the ending of the first section. 

After (D) exits from the first section, there is a five-sec

ond pause, and (B) enters, pulling the blackboard and stand. 

As (B) enters the lights are going to a higher illumination. 



Spe c ial Symb ols 

The following s ymbol s refer to p r ops u sed in this 

section. 

++-

D or 

I I 

The Score 

= simula ted bla c kboard resting on its por

table stand . 

= simulat ed bla c kb oard in a vertical plane . 

simula t ed b l ad~b oa rd in a horizonta l pla ne. 

= the portable sta nd without the blackboa rd. 

The Labanotation of the second section follows . 
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AB C9S SHOT TO HELL 

1. (B) enters f rom stage left (SL ) with her notated move
ment . She i s pulling a. portable stand which holds a simu
l ated bla ckboard . She is backing on. While she enters , 
she intones in a v ery excited voice, "A_r1d noH kiddies • • • ! " 

This i s (B) 's theme movement . It t~s 
an ingenue quality, and she maintains it throug h
out the section, c ommensurate with each 
dramati.c idea . 

X--

2. (B) • a gain says , "And now kiddies • • • ! 11 At the s ame 
t ime she picks the blackboa rd off the stand , turns it over 
(as though things were not quite right ) , and sets it ba cJc 
on the stand . She then moves center stage . 

J. ( B) again says , 11 And now kiddies • • • . ! 11 and at the 
same time going ba ck over to the blackboard and adjusting 
t he stand so that it is facing do\•m right . 

3 



4 , (B) faces front, ancl starts to say, "And now •• • " 
but (A) and (M) cut her off . (A) and (i,1) enter slightly 
before (B) starts to say her line. They enter from do~m 
l eft, and cut (B)' s line short with a very baritone , "Kidd ies !" 

5, (A) and (M) wa l k c enter stage e~c h doing ad lib move
ment in their character . (M) is continually sparring with 
an i maginary enemy . (A) appear s to be emot ionally d istraught 
and continual ly on edge . While (A) and (N) walk c enter stage , 
(B) t witters , "And n01·I it 0 s t ime for ou r le sson !", as though·-: 
knowin2; tha t (A) and (N) will be thrilled to death , 

5 
6, I n respor1se to (B) ' s line , (M) says mockingly , "Hey , teach , 
ya gotta pigeon on yur head ," He still spars with an i magi
na ry enemy ( he does this throughout t he section whenever it 
i s dramatically convenien t ) . (B) i s complete l y ins ens itive 
to (M) ' s s mart r emark , She f lits over t o them with , '"J.1 oday 
we' r e going to learn about the butterf l ies! " 

fl She c ontinues t o try t o excite them , by saying , ". • .And 
he rhyme scheme of a Shakesp2arean sonnet • •• " She moves 
r ound behind them . · 

7 



8 . (B) s a id her line right between the two pupils. They 
didn't budge . Now she tries the front a ga jn , with, " •• • 
and how eac h li ttle lea f manufactures its oHn chlorophyll !" 
The pupils sti ll don't budge . (M) continues to spar with 
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an i maginary enemy . (A) is sti l l defensive , staring off int o 
anot her di re ction. (B) t akes another stab wi th, "Ooooh ! 
I sn ' t educat ion exciting? " Still no response . 

I 

---------------' 

9. After (B) s ays her line, t here is absolutely no response 
fr om the pupils . ( M) shows t hat he was no t listening by 
casually r ea ching down and pinching (A) on t he buttocks . 
(A) j umps and turns around to slap (M) . (M) ducks , and (A ) vs 
slap takes her into two full turns at the end of which (M) 
pi cks her up over his shoulder and dumps her on t he floor 
behind hi m. She crawls over to center stage and sits i n 
what mi ght b e the f ront row seat in the classroom. (M) sits 
down .behind her . Both have their legs cros sed . (A) c on
tinues to stare into spa ce--para.'1oi c. ( M) resumes his 
s parr ing . 

10. · J ust b efore (A) and (M) get into their pl a ces on the 
floo r , (N) a nd (C) enter fro m down ri ght . (N) enters with 
his notated movement , and (C) follows wi th her notat ed move
ment . (C) simply worships the ground tha t (N) wa lks on . (N) 
is c ompl etely apathetic toward (C). (N) walks directly over 
to (B) and sa ys, "Burp !", with the air of c onfidenc e that it 
will get a t remendous l aug h from the class . I t doesn 't. 
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(C) maintains pa lsied nuances of this movement through
out the section . (N) maintains just the a rm mov ements , 
in a slightly s maller r ange , throughout the s ection (when
ever i t is convenient). 

11. After (N) has said his line to the teac her , he ambles 
back to hi s "desk " a nd sits on the floor behind (H). He 
keeps as much of the arm movefilent of hi s entrance as i s prac
tical . (C) titters u p t o the teacher ri g ht after (N) has 
spoken hi s line and s ays , "Excuse him!" (C) g ives the i m
press ion of having a s cre1·r loose . She s mi l es 1-1idely-~eyes 
big- -as she speaks her line . 

11 

12. (C) pa l s i es her way. ba ck to her 'tles k " and sits on the 
floor behind (N)e (N) i s sitt ing cross -legged b ehind (N). 
{C) sits i n a second-pos ition straddle on the floor, f ac ing 
front. She s its as close to (N) as possible , and continues 
s mili ng . Periodically her pa l s y causes her to bump into (N), 
which irritates him. 



' 

12 

13. All this time (B) ha s b een reacting wi th excitement . 
She gets excited whether or not there i s a reason . She s miles , 
she j itters , she floats and flits about wi th complete naivity . 
Afte r every one i s a t the i r "deslc" (B) i s rea dy to b egin the 
classroom activity . 

13 

5 
0-

14. (B) starts with, "N01v it's time fo r our A B C's! 'A' 
is for ' Aaaaaah . e" 

(M) v ery caustica lly spits out, "Aaaah !" 
(A), i mmediate l y after (N) • s comment , calls ( M) : "Ass !" 
This happens ve r y qui c kly . 
(B) tries a gain Hith , "'B' i s for ••• " But s he do esn ' t 

finish~ (C), in all her hero-Horship, ha s been trying to flirt 
with (N). She ha s coagulated a way to ca tch hls attention 
jus t about t he t i me (B) s ays her l ast l ine . (C) decides she 
will t ry to sca re (N). She l eans over to (N) 's ea r and shouts , 
"Boo!" Anathet i c (N) d oesn ' t even flinch--instead he calls her 
a "Bi t ch!'' ( H), not t o be outdone , turns around and s a ys in 
his usual belligerent manner , "Bas t a rd !" All thi s happens 
very quickly : "' B' is fo r ••• ","Boo!","Bitch","Bastard !" 

15. By° t h i s time { B) i s rather distraught , wondering 1·1hy 
she can ' t get a response f rom her pupi l s . She tries a gain1 
"

1 C' is fo ••• " but (M) cuts her off, by shouting , "Cop !" 
(A) i mmediate ly shouts , "Cop ?!" And then (N) and (C) i nuned 
iately shout , "Cop?" At t his , they all j ump u p , run over to 
to the b lac kb oard and t ake i t of f i ts stand . They set :\.ton 
the floor in a vertica l plane , and a ll of them try to hide 
behind it, as though the_ r emaining stand were the c op . 
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16. Then ~ as i f running from an imaginary cop, (A),(I,!) , (C), 
and (N) run in a crouched. pos ition to the upstage area . During 
thi s run and subs equent runs they all try to hide behind the 
blackboard o When they ge t in the upsta~e area they set th e 
blackboard dmm , c rouch behind it 9 and then (M) pops his 
head u p , looks both di rections fo:c the c op and pol<:es ba c k 
do1m . 

They all run to the stage right area and set the black
boa rd dorm . This time (N) pops his head up, looks fo r 
t he i maginary cop, 8.nd bobs bacl{: dovm behind the blactboard . 

They continue to run toward the dovm stage area . They 
set the blackboard dm,m , and this time (A) pokes up and looks 
to the up stag e area for the cop. She bobs back do~·m , and 
they all run back to t he stage l eft area-~slightly more to
war d center stage than from where they s tarted . 

All this time (B) has been makj_ng a transition to a 
gruff , bellig erent, forceful teacher . She has moved over by 
t he stand . 

When (A), (M), (C ), and (N) ge t to the stage lbft area , 
they set the blackboa:r-d dm·m and all commenc e to crowd behind 
it to hid e from the t eacher . There is a moment 9 s pause. 

'1 

16-A 16-B 

", 

'/Iffi, 
0-, , 

17 ~ In the slight pause the audience has a c hance to s ee 
t hat (B) ' s demeanor has changed to r age . She no loneer has 
t he i ng enue movement mot i f , but a controlled , deliberate 
look . The pupils let the bla ckboard drop to the floor . 
They sheepi shly look up at (B). 

At this (B) s t arts her no ta t ed movement , shouting , "BUT-
TERFLI ES ! SONNETS ! CHLOROPHYLL ! LEA.RN ! LEARN ! L EARN !" 
Wi th this movement she presses the pupils to the floor , and 
they wince a nd crawl away from her toward c enter sta13e . 
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18 , At the end of the above movement (A), (M), (C), and (N) 
have crawle~ c enter stag e and are in a little pile . They 
have arrang ed thems elves so that the top of the pile is 
fla t- - much like a t a ble top. 

It is now t ha t (B), s till in her r age , runs back to 
the blackboa r d , pic ks it up , carries it over to the pile , 
a nsJ- pres ses it firmly dmm upon the pile of pupils . (B) 
even puts her heel on top to pres s it tha t extra inch. 
(B) pauses, then there is a slm·1 tra ns ition ba ck to her 
ine enue qua lity as a tea cher , and she r esumes her theme 
motif, but in a. much slm•re r t empo . 

M 

' , ~ rl 

, , 

19, (B) pa us es at the si de of the bla ckboard wi t h he r 
motiva ting smile , a nd close enough to the edge of the 
Pile so tha t (N) ca n r ea.ch he r ankle , (During the pupils' 
c r a wl. (N) ha~ managed to get on the stage right side of 
the PL le. ) dhen {B) stops , and a fter the pa use , (N) snaps 
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his hand out and gr a bs (B)' s foot (ankl e ). It should be sudden 
and onl y (N)' s hand should be seen coming out fr om under the 
blackboard . (N) ~s hand will be seen if everything else is 
sti ll. (N) pauses , and then maintaining his hold on (B) 's 
ankle , crawls out from undernea th the blackboard . This 
signals the other pupils to c r s. Tl out . Only when (N) has 
stood up does he throw (B)'s foot to the floor as though 
it 1,ms a rotten ca bbage . The pupils form a semicircle 
around (B). 

(B) sta rts he r theme motif aga in , but in slow motion-
it almost appea rs ethereal. 

, , 

20. It i s at this point tha t t he pupils start their notated 
movement. The opening sequence i s i ntended to be a v ery caus tic 
rip do'.m and out a,my from (B) ' s body--as though each pupil 
were trying to scra tch the li fe out of (B). 
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21. All during this no tat ed movement (B) has continued to 
wal1c in slm·r mot ion in her characte r moti f . Af ter this mov e
ment i s through (M) a nd (N) break th e ir posi ti ons and 1-1alk 
over io (B), ~eliber a t e l y , malicious ly . Wh en (M) and (N) 
have rea ched (B), all four pu pils lm oclc a nd pus h (B) about; 
(B) gives with ea ch s imu l a t ed blo~·r, f lopping like a. rag doll. 

22. After they have pushed (B) about for a few moments, al l 
four pupils pick (B) up~ one pupil to a limb , and carry (B) 
int o the up sta ge area . (B) is in a fo r1·rard contr a ction . 
When the pupils rea c h the up stag e area , they set (B) on the 
floo r in a pus h- up posit ion . 

,, 

23. (C) and (M) then go back to the blackboard , pick it up, 
carry it over to (B), wh o i s still in a push-up posi tion, and 
set it on top of (B). Then al l four pupils press the black
board dmm on top of (B). (B) lets herself b e pushed to the 
floor und er the bla ckboard . 

, , f I 

24. When (B) is be ing pus hed t o the floor she turns her f a ce 
toward the aud i ence, express ionless . When she has b een 
completel y pus hed to the floor (B), a ga in in slow motion, 
starts c raHling out from under it. 

Meamvhile the pupils ba ck up in a semicircle around (B), 
and start thei r no t a ted movement. During the movement t hey 
are chant ing the rhyme scheme of an Ita lian sonnet. The 
chanting is v ery moc king and sar~a stic, as though the pupils 
were s ay ing ,('Jus t t r y to teach us something .'). 
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25. At t he end of the notated movement , (A) screams as 
l oudly as possible . Her one 1-rnra. i s s "NO !" The scream is 
susta ined fo r a short time . When (A) screams , everyone 
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els e fr eezes, exc ept (B). The minute (A) s creams (B) runs 
over to the blackboard f picks it up and carri es it bacl,;: over 
to the s t and . After she has replaced i t on the stand , (B) 
resumes her ppening character ~otif and t raveling ba ck to
ward cente1' stage. Hhe:1 she r eaches center stage s he pauses, 
and t hen s tarts t o say somethlne , At tha t point there is 
a blackout . The idea i nvolved here is that t he whole process 
was al-out to be6in a 3ain . 

13 

' , ~ 

25-A 25-B 

26, During the blackout al l exit exc ept (A), uho holds her 
position for the thir~ section of the danc eQ (B) and (M) 
take the bla ckboard and stand off stage l eft . 



APPENDIX D 

I WANT OUT 

Dancers j_nvolved. The dancers involved in this section, 

in order of appearance, are (A, B, and K). (A) has remained 

on stage from the previous section. 

Dramati c idea. The idea of this section is that (A), 

a frustrated, defensive adolescent girl, wants out of the 

slum. All the circumstances tha t keep h er in are symbolized 

by (B) and (K) when they enter about halfway through the 

section. The general body attitude should be one of tension 

and. alertness. 

Opening cues. There was a blackout at the end of the 

second section, and (A) rema ined on stag e. (A) is in the 

same position as when that previous section ended. There is 

a simultaneous cue for light and music. The lig ht is a slow 

fade up from black to dim. 

The score. Labanotation of the section follows . The 

Labanotation is in arbitrary timing . It should take approxi

mately three minutes to complete the section. The beats marked 

off in this section only indicate relative timing . The natural 

dynamics of the movement should determine timing . It was 

not the intention of the beats to be counted. The p e rformers 

should bring their own timing--their mm emotional rhythms-·-

to the movement. 
157 



158 

\;( 
A 

1 



~ 0 

~ 

8 

L ,, 

( • I 

.l 
!1 

~ Ir ') ... 
C,.-

VI 

~ 

A 

159 

~l1iW ~t 
~ 
~ 
f'1" 
·.} 

~ 
~(h~ ,:;] t 
p;;::; 
m u-

2 



16 0 

% 
I 



A) 

"'"" 
'j 

~ 

n~ '· 1 0 i:: 

_)'@\ _ _ 
0 C1l 
rl rl 

0 ~t. 

0 · 1j ✓, ~~•"D~ ~n~~~ ~ Fl ~~~ ··~t© ~ ~ , 
t ~ ~ 

x----.__ 1
1 
er i l 

,- \ ~r·· 

\ x'-. ) ~ ,,I 
i. I ) .'.)-

.. ~H ~ HI t 
t t :;: t t 

K B 

3 



- 1 

' 
..d 0 ' T I 

H ~~~ .l ~t~ ~ ~'~[bj_ 0 s::: fa 0 cu 
rl rl § R8 L ~ ~ F1 ~ ~ µ., p... 

1

1

~ 
~~ \( 

~ b 

% 

"' \ ~ 
), \, 

;I, 

k 8 ~ 
' I 

[f ~~ \ ' 

I 
C, 

~) 

QJ lj ~ I i ~~ ~ ft' X u <13 X c-
g 
~ 
i/ 

· ~~ . 't, 

I ~ ) 

-x.. 
\ v,~ x \ 
(1~) 

X. \ 
( ~1 0) 

I 1 
I 

).( " <111 ) 

I / 
~~ ).( (_ 

[El 
~~ ~ u 
i'.h© 

A 



K 

~l 
~1 
i' 
I' 
1 

! 

163 

B 



164 

6 
A 

5 





166 

' 

0 

I .., 

I 
t-

i 
--i 

l 

t 
j 

Fl -': j l.J , 

. g 

V 

kl ,, 

----. 
, __ 

~'-1 
1·1 ,_ 

0 

l . 
k 

0 

... 

B 



/ 

0 

() 

[8 



168 

8 

' 
~ ~~ 

B 

7 

0--
A 

,I ~, 
6 

6 

,cJ 
le 

co 
rl 
p., 

H 
0 o 
rl 
I=--, 

C 
cu 
rl 
p., 

1--< 
/ 

0 ~~ / 0 . i:l -
rl ~ • .J r1· 1=--,[8 ~ ;,X e 

. 
'° i:: 

co 
rl 
p., 

H 
0 
0 
rl 

o. fJJ ( T 

0 

l ~ 
;di~ ~ . 

.,,.) ~[g 
X . 

( 
I 

(~, 
I\~ 
) 



El 

· c 

~ 
'1 

~ 
II rll 
P( 

-l}l 

1 

.f 
! 

I 

---

K 

__ __, J 

X 

\ ~ 
) 

: ] ~ 2-, A ' 
TJ ~ ~ 
I LfJ 

0 

I 
X 

k 

¾ 

0 

I 
X 

X 
II t 

1 1 t 
1 ·~+ 
~ _J T 

,-,t 



170 

1/. 

1/. 

f. 

;I. 

;I. 

j. 

;I. 

1/. 

I . 

7 

~-t---r··- CJ 2--0_; 

© 
KB 



171 

---~---------~~---

f:3 

i i 

I • u 
vii 
1 0 

~ 

lo j. nl ~ 
I( ~ 

n 
,1 

l 
i l 
! 1 
i' t . , I 

I 
I j 

) I [ ~ t-

[] 
0 <~, 

\ 

I 

~ 
KB 



172 

\ i.! 1~ \1 
l,! 
I<. B ,-; 

ii. 

r.. 
0 

9 0 
,-; 
µ, 

rn 'v ,J 

j ~[t] 



--
---- ........ 

---- ...__ 

' [ ..... 
' ' ' t ' n ,; 

\ ' i@ 
' h d 

'-] o . ~~ 

[tl 

C 

B 

173 

~ 
[J 

~ ~) 
J. I 

f 

. 
' t . 
f, j 
; ·1 
r 
I 

,.. ~ 



174 

r... 
0 
0 
rl 
ri.. 

:I. 

C!JV 

~ 

IT.I 

---- - ~ij 
( LJ ~ 

11----~ii 
t 1:1\ ~) 

-- -1 -,\!~ 
• X . 1:-

+ 
~ ----~ . 

A 

(l) ~ 1 t 
+> ~ bt. 
0 z 
(l) 
(l) 

en 



T
- --) 

\ ~l 

10 

175 



176 

l'illJ) I 

~ ) f 
;•1 .. ' .. 
t, 
.l 
~! 

d 
l ,,. 

(] 
\, 

I ,, 1 
I 1 ! ,"> 
i i 
I i f' 
l .. 
I 

1 ft 
I -.. ) 

' I 
I I 
l I f 
t ,' l 
I f 

·I 

I -~ 
j 

I 

Gl 

1 -El G] 

-J) \ 
j 

T B 



NOTES 

1. (A). If (A) ha ppens to have double-jointed 

fingers, or at least a few, those fingers should be 

wrenched in upon themselves. Although this is a small 

point it can add tremendous texture to the movement. 

177 

(A)'s finger movement here is similar to a five-finger 

exercise on the piano, except that all fingers are extended, 

or abnormally hyper-extended, as the case may be . 

2. (KA). It makes little difference here how (A) 

gets upon (K) 's shoulders except tha t (K) mus t be the 

active one. (K) should be very deliberate here. (B) 

may help (K) get (A) on his shoulders if necessary. 



APPENDIX E 

RI NG AROUND THE COP 

Danc ers Involved 

In order of appearance the dancers involved in this 

section are (M,G,I,C, N, R,L,D,F, H,A ,J,E, and B). 

Dramatic Idea 

The idea involved in this s ec tion is that these dancers 

are adolescent slum kids 1.nvolved in "recreation." The 

r ecreation is taunting and frustra ting the noble policeman . 

This section is intended to be comic relief from the drama 

of the previous section. 

The general body attitude is one of relaxation, cap

riciousness , and adventure. 

Characters 

(M), an adolescent bo~. (M) has basically the same 

character as in the second section (see Appendix C). This 

belligerent attitude has mellowed. to loneliness, however, 

and then subsequently extreme capriciousness , 

(G), an adolescent girl, (G) is a little ghetto imp, 

mischievous, full of pep, and very ingenue, She loves to 

play tricks and identifies strongly with peer groups, In 

a sense, she is the leader of the little group of tricksters& 

178 



(I) , an ado l escent g ir~. ( I ) is slig htly zancy . She 

gets tick led at the slightest little joke . As a matter of 

f act , she ge t s so tickled at the excitement of just small 

thing s tha t it becomes a frenzy when anything big rea lly 

r.a.ppens • 
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(C), a pa lsied adolescent g irl. (C) has exactly the 

same c haracter as she did in the sec ond section (s ee Appen

dix C), Only in this section her pa ls ied admiration has 

been transferred to (R), the policeman. 

(N), an adolescen t boy , (N) has exactly the s am e 

character as he did in the second section , but it has been 

transferred to a mischievous situation. (See Appendix c.) 

JB.L a policeman . ( R) is a policema n who has been 

assigned a beat in the slums . He should enter as a sensi

tive, a.ware , caring , and passiona te individua l. She should 

have an element of nobility and pride at being the protector 

of the people. 

Yet, during the course of the section his charac ter 

becomes prog ressively more frustrated by the pranks of the 

slum kids. Here is a policeman who cares and wants to do 

a good job, but the tricks played upon him simply frustrate 

his good intentions. In a sense ( R) is to be piti ed . 

Onening Cues 

The lig hts have dimmed slightly at the end of the 

previous section. After (K), (A) and (B) have exited, there 

is a five-s e cond pause, and (M) enters fr om the up l eft wing . 
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Props 

The only prop n eeded for this section i s an off stage 

prop. This prop i s a whi s tle. It is to be bloim at the 

i ndicated point in the score. 

The Score 

Laba notation of the section follo1is i mmedi ately. 
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RING AROUND THE COP 

1. (M) enters fro m up l eft . He appears to be ambling . Rub
bing his arms a s though he had a chi l l , ( .M ) c ont i nues to
war d c enter stage. All t he time he g l ances around at t he 
rubb l e 9 pens i ve , lo~ely, and apparently depressed . Thi s 
initial sequence by ( M) is i mportant in that i t is trans 
itiona l from the hi g h dramatic pitch of the thi rd s ec t ion 
to the more comi c f ourth section . 

When ( frl ) r eaches center stage he pauses , and t hen 
start s shakine his head a s thoug h s aying "no " to himse l f . 
The speed of this slmple hea d gesture g r a dually increa ses 
unt il it is a v ibratory rota tion of t he head . It gra dua l l y 
decrea ses . Anothe r pause , and then (M) l ets his a r ms 
drop at his sides , complete l y relaxed , with t he at t i t ude 
of he l plessness . (M) kicks t he f l oor with his hee l s i mi l ar 
to the ua y a litt l e boy might pout , and a gain star ts to amble 
abou t t h~ stage t mwrd the u p l eft area . 

\ 
l 
M 

2. At this point · (G), (I), (C), and (N) enter. (G) and (I) 
, e·nter f r oru u p ri ght. ( C) en ters from dovm ri ght, ( N) f ~om 

dm-m l ef t . 
For thls initia l s equenc e (C) resumes the worshi p of 

(N) for a moment . (N) is slightly mor e a pa thetic toward 
(C) than he Has in the second s ection . 

(G) and ( I ) a r e buddies - ~"kick- a :rounds." _They a re 
real pa l s when it comes t o ruaking mischt ef. (G) i s shor t; 
(I) is t a ll. The combination is one of the f amous con
tradictory comb i nati ons l ike "i·iutt and Jeff," or t he pr o
verbia l "ski nny and f a tty o" TheJ' are almos t g oofy with 
mischiefe 

J. Af ter (C) ha s enter ed 1•iith her typi cal pa lsi ed mov ement, 
she worshi ps (N) on e or t wo t imes . Then (C) l ooks in (N) 's 
hair and fi nds a fl ea (pantomimed ). Thi s so tickl es he r t hat 
she ge t s even more palsi ed . Of cours e thi s hor ri f i es (N), 
and he f lees a ghast , as (C), gett i ng more pa l s i ed and tlck
led ever y second , ~hases him around t he down stag e area . 
Jus t after this ~equen~e , the focus shoul d be al lowed t o 
go to (G) and (1) i n the u p s t age area . 
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4 . Throughout the entire section ( I) does a d li_b varia 
tions of the following notated movement. 

5. After the focus is allowed to go to the up stage area , 
the nudience shou ld see t ha t (G) is squatt ing next to the 
rubble in the up stage area . She has a tomato juice can 
and is aiubling slightly down stage with it. She squats 
up center and studies it. · Period ica lly s he scoops some 
congealed tcmato juice of f the top of the cari with her 
finger (pantomi med ) and wipes i t in her armpit. The next 
time she li c1~s her finger--s o t ha t alter nately, she is 
putting tomato juice i n her armpit, and licking her finger, 
( I) has been scrounging through the t ras h a ll this time , 
enamoured with the s tench . After (G)'s little bit of 
business (I) starts lool(ing in (G) 's hair f or fl eas . 

J 'o 
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6 , All this time ( M) has been rema ining ver y non-descript, 
as muc h ou t of focus as poss i ble . 

Up to this point complete "ham " is in order . This 
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whole fi r st sequence is impr ovised . (G) , ( I) , (C), and (N) 
are maki ng e ssentially private t h i ngs public. This c a n in
clude any thing from picking toes and nosesp scratching 
groins, b e i ng enamoured 1 ri th garbage 9 or s n iffing t h e old 
shoe c a u ght in the bicy cle spokes. The mor e tha t the dan~ers 
can bring to this sequ ence , the better. 

At this point a police whistle i s heard from off stag e 
left. Everyone on stage exits t fri ghtened, as thoug h 
someone ha d yelled, '1Scat t e r ! The c op is coming •

11 

7. After t he whistles are heard , and the stag e is clear , 
(R), the policema n, enters from the up left area . His 
notated movement should have a feeling of heroism to it, 
and yet at the s ame time he should feel a bit sad that 
people should live in such depriva tion . ( R) 8 s movement is 
notated to the point that he reaches the down cente::c area . 
From there onp and throug hout the entire section, ( R) should 
ad lib . motifs from this movement whenever it is convenient . 
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8. After (R) ha s r eached the c.01m right area , and is start
ing his movement across stage , (C) r e -enters with her pa lsied 
nua.nces , It is at this noint t ha t (C) transfers her affinity 
for hero-worship to (R) . - (C) follows (R) to the do~m center 
areae (R) do es not notic e (C) until th ey reach trat area. 
Then he just ha ooens to g l ance around a t (C), jittering and 
t wittering . He is overcome with pity . He looks at her--
her hands ga i n.~ 60 miles pe r hour --and reaches down and 
holds her h~nd s still fo r a moment . It is as thoug h just 
for that momen t (R) mi ght help her pa lsy. A look of help
lessness creep3 over (R). and he turns and con t inues hls 
movement . 

C, 
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9o (B) ad libs portions of his above no tated mov ement 
all through the section--Nhenever it is convenient and seems 
right . 

( R ) continues toward the down left area with (C) foll ow
ing . ( M) enters , with his head in a f eroci ous , vibratory 
rot a tion. He walks directly toward (R), bol dly , contemptu
ously . This startles (R), making him ba ck up a step or 
t wo. (H ) t hen t urns t m-mrd the audience , takes a step or 
t wo 9 his head still vibrating . He put s his right thumb 
on t he top of his head and the vibrat ion stops . He lif ts 
the thumb, and it starts again . (R) is curious. (C) is 
curious ~ 

Again ( M) puts hi s thumb on his vibrating head , and 
aga i n the vibration stops . (M) repeats this once more. Th P
next time ( H) iifts his hand, the v ibration does not con
tinu e in his head , but has started in (R)as head . After 
(M) has l ooked a bout fo r the lost vibration (in his hands , 
feet p knees, etc. ) , he g l anc es behind him and noti ces that 
(R) ~s head i s going a mile a minute . 

-->--~ - -c 
f\ C 

10. Af ter (N) has noticed tha t (R) ' s head is vibrati ng , 
he walks over to (R) and puts (R)' s left thumb on (R) ' s 
head . (R) ' s vibrati on stops 1 so (R) l eaves his thumb on 
t he top of his head . 

Just about this time (G) and ( I) re-enter up right . 
They are in a crouched pos ition . There is a whistle through 
the mouth from (G), and ( M) ta1ces his nota,t ed movement up 
to (G) and ( I ). The up r ight group is comprised of (G), 
(I), and ( M), notT. (C) remains close to (B), ever palsied , 
ever pa theti~ . 

' & 
~ 
1 
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11 ~ (N ) re-~enters from t he dmm left area. at a dead sprint. 
J ust before he would have run ove r (R) , he co:::nes to a 
screeching ha lt 9 un-nerved both tha t he practically ran 
i nto a polic eman, s.nd ths.t the polic eman has his thumb on 
h j_s head o (N ) looks at (R) . ( R) looks at ( N). Then ( N ) 
looks around i n confusion, and pla ces hi s ovm thumb on his 
head . He then starts doing t he same movement (N) j ust did 
(notated above ), t oward the up right areas Whan ( N) gets 
out of t he glanc e of (R) he sprints t he rest of the way up 
to t he u p r ight group . The up r i ght gr oup now compri s es 
( G ) , ( I ) , ( H ) , and ( N ) • 

(R) r emai ns dovm c enter, '!'Ti t h (C) looki ng a t a ll the 
activ i ty with a moron ' s glare t s t ill jitteri ng peri odica lly. 
(R) s t i ll surveys the ci ty , protecting the popul ace , wi t h 
his thumb on his head . 

12. The first pran1r is about to happen . The up right 
group, wi th sni c kers and t itters , s tart s neaking u p behind 
(R). During t heir sneaking , a ll are try i ng to hide behind 
the other . (C) notices t he grou p sneaking u p b ehind (R), 
and get s excited . (R) just i gnor es (C). Hhen the group 

' gets b ehi nd (R) t hey pm1s e 5 crouchin3 v ery low. 

13. (G) slowl y ri ses , ever alert, ever cautious to avoid 
(R)'s g l ance o She stands on he r ti ptoes and t a ps (R) 's l ef t 
shoulder . At thi s, (G), (M), (N), and (C) f lee directly 
up right. (I) t a lrns a diff erent r ou t e , (I) sta r ts flee
ing , but in the 1·Trong di rec t ion t 01•1ard stage left . She is 
only c oncerned a bout fl eei ng , When s he r eali zes tha t 
she i s runni r1.s m-ray from (R) in f u l l v ie~·I of (R), she tur ns 
ba ck a r ound_, and pas stng in front of ( Fl ), g oes to t he up 
right area . \lhen she ru:ns pas t (R) her r i g ht .ria.nd flaps 
across {R)~s f ac e, All get in their notat ed pos ition . 
The notated position i s similar to the way an elementary 
school t eac her mi ght have her pupils sit so t hey will b eha ve: 
hands fold ed , sitt i ng very strai ght. The pos it i on is a 
standi ng one , however , -



14. After he ha s been t a pped on the left shoulder , (R) 
naturally l oo1rn to his left. All he see s is ( I ) , t rying 
to run aim y in a half-balced escape attempt . He then 
whips hi s head ba clc around j ust in time t o c a tch the 
kids g etting into the ir pos i t ions . 

1b7 

(R) then do es his nota ted novement tmrard the u p right 
group 1·1i th the attitud e of a "first warni n g ." He returns 
to c enter stag e . 

Simult8lleously 1·1i t h his r eturn, t he u p r i ght g r oup 
start their notated move~ent , look ing straight ahead as 
thoug h nothi~g had ever ha ppened . 
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15. i-/ h en they have fini shed thei r not a ted movement, the kids 
l e t their eyes r o l l over t m-rard (R ) to s ee wha t he is doing . 
'I'hey see tha t (R ) i s looking at the c i t y , pr otec t i ng it • 
. When t hey s ee t hat he i s not lool(ing , t hey start a second 
creep , a t ipt oe u p b ehi nd ( R ) once mor e . (C) doesn 't exa ctly 
know hoir to t i pt oe . When they ge t b ehind ( R), (G) s k i tt er s 
around in f r ont of (R), wigg l i ng her hips and ba tting her 
eyelashes , as if to say , "Yoohoo! Betcha can't ca t ch me !" 
She r e joi ns the group . 

( R) 's eyes f oll ow ( G) a r ound to 1-rhere s he joins the 
group. When t hey a ll get in the g roup , they come out of a 
crouch int o their notat ed posi ti on . They have l arg e , exag 
gerated gri ns , as if to s ay , "Surprise! It's us again!" 

~ri['.1 3w ,. 
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16. (R) t hen doe s his no tat ed movement with the f ee ling of, 
"Maybe if I · i gnor e them they'll go away." 

-4+ 
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17. Their· spi rit is da mpened now. They gesture as though 
to say, "We l l , t ha t didn't vrork . Le t 0 s try s ome thing els e ." 
( R) is now on his l ef t lme e and right foo t . 

At thi s po i nt {G) and (C) g o to t he rig ht of (R), who 1s 
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now f a cing dom1 right, and politely sta r e at him , while (I), 
(M), and (N) ge t into t hei r notated pos it i on. ( I ), (M), and 
(N) are j us t behind and slightly to the l eft of (R), pe1·haps 
thre e feet a way from (R). 
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18. After (G) and (C) have stared t o th e point of making 
(R) nervous, (R) l ooks at (G ) and (C). -'rhey in turn look 
a t ( I ). This directs (R)'s focu s around behind hi m. When 
(R) turns his head he pra ctically bumps noses with ( I) . This 
so un~nerves hi m that his head again starts a ferocious 
v ibratory rotation. ( I ) then reaches down, takes (R) ' s l eft 
t humb , a nd puts it on his head . This stops the vibration . 

19 . During (R) 9 s head rotation , (R ) ' s right arm has moved 
to side middle-pla ce high . After (R) 's thumb goe s to his head , 
(G) and (C ) start alternately grabbing (R) ' slower a rm , 
starting at t he elbowe There i s a n e l ement of c ompetiti on 
i n this , simila r to the wa y baseba ll players choose who 
i s t o bat first . (C) is the l as t one to find a pl ace t o 
grab. (C) makes a face at (G) as though t o s ay , "Ha , ha . 
I got you l ast ." (C) t hen starts the notated movement , which 
everyone joins in when (C) lea ds the line past t hem. 
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20. During this c ircling gallop (R)'s head s tarts rota ting , 
gradually i ncreasing tempo until, by the time the group has 
stopped, it has rea ched a crescendo once again, The group 

,circles once and a half, stopping in the order in the floor 
plan foll owing . 

When the group stops, (N) looks very closely a t (R), 
and then sta rts to s hake his head "no," as though in agree
ment with (R) . (I) picks t his up, and then t he rest of 
the grou p--all s haking their heads "no." But then (I) pauses , 
looks again , and starts shaking her head "yes," as though 
to disagree with (R). Of course (R)'s hea d. is in a vibra tory 
rotati on, ha rdly close to connotat ions of "yes" or "no." 
Shortly all plck up the "yes " head gesture of (I). 

Soon after, (N) studies the vibrat ion of (R) 's head . He 
places a hand on it in an attempt to stop it. It still 
vibrat es . Then the savi or of the day, (G), spits on her 
hands , rubs them t ogether , and slaps her hands on (R) 's left 
ear and his forehead with an audible cla rity. 1'his stops 
the vibration. (G) looks very plea sed with herself , 



191 

21. (R) is at the end of his pa tience . Le tting the 
r age g r a dually build , (R) slowly rises, and do c s his notated 
movement tm•mrd (N). This move ment is very understated . 
The attitude is this i "Ok. Now you kids are g oi ng to get 
it . I' m going to arrest you ." 

[E 

22. (N) then starts the no tated mo"'rement following , in 
whi c h the rest of . the g roup join, in this order : ( N) , ( C) , 
(G), (I), and (M). ( N) leads the group int.:) a l ino . (R) 
foll m·ts the group around . All end Hi t.h hands on hee,d . 
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23. When the group is i n pla c e , (R) moves to the end of the 
line and do es his notated movement . This movement is similar 
to the way policemen "frisk" suspects. (R) · frisks (M) . 

f\) 
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----------



24 . After (R) fris ks (M), (M) repeats the same frisking 
movement with ( I ). ( I ) turns around and tries to slap 
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( 1'1 ), but ( i1 ) ducts , 1·rhich al lows ( I ) to go into a f ull tu r n . 

25. (R) n ow starts t o survey the l ine of j uveniles . He 
slowly walks dotm s t age of th e line , looking a t each one . 

~ ..,__~~o--,-..,-. 
R. f'\ t ~ C ~ 

26. Before ( R) has gotten half wa y along the line of juve
niles , (M) s t eps out of his place in the line , c reeps up 
behind ( R)i and v e r y sarcastica lly , v ery sar doni ca lly , 
shouts, "Tornado! ••• " It is a t aunt. 

(N) then turns around f r om h is pla c e in t he l i ne and 
s ays, "Tor nado ••• ?" Ther e is confus ion i n hi s -voic e . 

After t his (I), (G), and (C) simu l taneous ly s ay , "Tor
nado! • , • ? " 

Of course the mos t c onfus ed of a ll i s (R), From this 
point on it starts to s nm·rball, The i dea invoh•ed is tha t 
a sar casti c r emar k is b ei ng mi sin ter preted and di s torted 
until it s tar ts a mob panic. The polic eman i s the victem 
of this one. 

27. Right a ft e r (I). (G)p a nd (C) have spoken their line, 
(L) enters f r om up l eft and s ays , "Tornado!?" She s peaks 
it half lightly , hal f b eli eving l y . 

(D) en t ers i mmedia t e l y af ter (L), a nd says, "Tor na do?" 
There is r eal a l a r m in (D) 's voice. All the entra nc es from 
here on s hou l d b e one ri ght aft er another. All go directly 
toward the increasing number of people down c ent er. (R) 
remains i n the middle. 

{ F) en ters , a nd s a ys, "No! • • , ? " 
{H) enters, and says , "Wha t?" 

28. (A) en t ers with "Tor na d o! ! 11 

{J) ent e r s wi t h "NO!" · 
(E) enters wi t h "Hey ••• 11 

(B) enters wi t h "No," a l arm in her voic e . (B) i s n ot 
in the role of the school tea cher of t he second sec t i on , 
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29. Obviously the i dea of a tornado is somm·1hat out of 
context. Therefore, the dancers should be l ieve all the more 
that such a thing is i mm i nent. 

All t he danc ers are milling about in a very small area 
now. The t e".TI. po of the s equence should build until everyone 
is fr&nt i ca lly · looking around , i•Ti th ad lib expressions of 
f righte Mob cha os starts . Thi s a gain shou ld build until 
everyone, pa cked around the policeman , starts to run . They 
fi r s t a ll decide they want to run t hrouP;h the group to the 
opposite side of the stage, then t hey switch . All four teen 
danc e r s are running into ea ch other , gasps of horror esca ping . 
The stag e pic.ture should look like a blend er full of people , 
each trying to run a different direction , and each time 
running into someone els e . The cop is in the center of all 
thi s~ 

After this has built t o a logical climax , everyone 
finds a way clear, and all but the cop scatter off stage . 

\ I / 
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30, (R) i s left on s t age 9 completely disheveled. He i s 
doing as much of his opening movement as i s possible at 
one time with t he additional fea tures of hi s head in an 
astounding vibratory rotation, and his body ref lecting 
thi s head rotation as intense ly as possible. (R) gradually 
exits down right . During the premeire , the end of this 
sec t i on consistently received applause . 

The lights slm'Tly start f ading t o dim on a bare stag e . 
There i s a short pause , and as soon as a pplaus e stops , the 
music for the fif th section b egins. 



APPENDIX F 

DESPERATION CO NTINUED 

Dancers i nvolved , The dancers involved in this final 

section are (A, B ,C,D,E,F,G, H,I,J,K,L, M,N). 

Dramati c idea . The idea of this final section is that 

it is a recapitulatio~ of all preceding material. There 

are vignettes from each of the previous sections involved. 

It is very similar in dramatic idea to the first section. 

The general body attitude is one of tension and lethargy 

at the same time, 

Opening cues. The ligh ts have dimmed to the s ame 

1lluminatj_on as the opening of the first section. If there 

is applause for the fourth section the music waits until 

the appla use is finished. If there is no applause a five

second interval should elapse before the music starts. 

The score3 . The scores for the music and movement 

follow. 
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NOTES 

1. Squirm, all dancers . When the word "squirm" 

appears on the staff , tha t means tha t the pa rticula r 

226 

dancer or dancers should sink to the floor and sta rt 

wri ggling e.nd squi:ru1ing to the do-...m stag e area . They should 

squi rm the best way t hey knoN how. Unless a way i s nota

ted fo r them t o get to t he floo r , they should jus t sink 

to t he floor--again the best way they know how to sink. 

The a mount of time g iven to each of the staves to ·reach 

the down stag e area is arbitrary--the dancers will simply 

get there when they get the re. 

When they do arrive at the d01m stag e area, one by 

one they should form a pile of bodies. Each dancer should 

slither slig htly after they have fo rmed. the pile , simila r 

to a can of live fishing worms . It is important to chor

eogr~q:~h the pile so that the dancers on the bottom of 

the pile don't ge t hurt. 

2. Measures 45-47 1 (K). At this point (K) should 

simply sink to the floor as inconspicuously a s poss ible. 

When he has reached the floor, he s imply holds tha t position 

until the bla c kout. 

3. Measures 49+, (B). At this point (B) shou ld r esume 

her character motif fro m the second section (school teacher), 

only in slow mot ion. The time it will t ake is arbit rary , 

she may have to sta rt slightly earlier. When s he reaches 
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the pile of bodies at th e end a hand from th e pile--anyone 's - 

shou ld r each up in full view of the audi enc e (only t he hand 

should be seen), grab her foot, and yank her into the 

pile . This should b e choreographed , needles s to s a y , s o 

t ha t (B) and the rest of th e dancers do not get hurt . As 

soon as she hits the pile there is a blackout, and the 

danc e i s finished. 



APPENDIX G 

MISCELLANEOUS NATcRIAL 

Thi s appendix contains materi a l related to the pre

meire of "Ghetto. " Included are (1) three articles from 

The Houstonian , the student newspaper at Sam Houston State 

College, and (2 ) a copy o f the program tha t was used at the 

premeire . 
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Scenes from the big city ghetto 
and a bachelor's look at matri
mony will hi ghlight the twenty 
third annual modern dance con
cert to be hdd at d P::\I !\larch 
19-21 in the Old J\fain auditorium . 

"The Ghetto," choreographed by 
Dan Phill;ps of Denver, Colo, a 
gradti ate fellow in dance, will in
clude scenes enti tl ed "L ives of 
Desperation," "ABCs All Shot to 
H ell ," " I Want Out," "Ring AJ·ound 
the Cop" and "Desperation Con
tin ued." 

"FACADE," a bachelor's look 
at matrimony created by Wilso r.. 
Barrilleaux, assistan t concert direc
tor and a member of the dance 
faculty , will be anotncr hi ghli ght. 

Dr Mary Ella ::\Iontague of the 
women's physical education dept, 
director of the concert , described 
Barrill ca ux's work a~ "a satire on 
institutionalized matrimony, say
ing that behind the romantic glow 
often exists a shrew-like domina
tion of th e husband by th e wife 
and moth er-in -Jaw." 

Classical balle t will be includ ed 
in the concert for th e first t ime 
th is yea r. Allan l\fi les of th e dance 
faculty has choreographed t he bal
let entitled " Di,·ertimcnto." 

A suite of modern d;rnc~ by th e 
stud ents, er.titled " Potpourri," wi ll 
includ e "Dance In Silence" by 
Marsha J o n cs of El P aso, a 
graduate fellow in d anr.e ; "Dance 
With Sound" by Nar.cy Gallo\\'a:; 
of Huntsvi lle, a g, adu;i te fell ow ; 
an<l "D~ncc With i\lu s ic" by 
Grck!:cn llucskc of Huntsvill e, a 
gr:iduatc fell ow in da nce. 

AS COJi l' ,\RED to previous 
dance co11certs, Dr l\Tor,t:i gue de
scribes thb year's concert as "bet
ter than t h-~ others in terms of 
vari ety and qu ality of chore
ography." 

Other members c,i the Sam Hous
ton Performing D:,1, · • C ~C !t r, who 1 

will appe .. r in t he :,,vt ~1clion in
clude l\Iina Akins of f'vrtland, 
Freddie Armstrong of E agle Lake, 
Barry Ball of San Antonio. 

Gwe n DiGuardi of Lake J ackson, 
Bill Henry of Bay City, Libby 
Kehoe of Baytown, Candie Rich
ards of Huffma n, Lanie Roberts of 
Hu mble, Cindy Solar of P asadena, 
Jean Spinks of Fort Worth. 

Belinda Willi ams of San An
tonio, Carol Young of l\IcAllen, 

Al etha Odom of Winnie; Cindy 
Wilson and Lynn Work man of Gal
veston ; Don Clifton , Sharon Dillrn, 
Jill Duke, J acquelyn Glickma n, 
D:ane Hesse, Anne La rcnzo, Chris 
Rob erts, Tess Roberts, Shielda 
Trotter a nd Kris Wri ght, all of 
Houston, and J . Sydow, Lockie 
Roberts and Lea Geeslin, all of 

Huntsville. 

J ,\:IIES L:\:lrn of Waco is accom
panist-composer. Li ghting will be 
by Linda J ackso n of Huntsville 
and Henry l\Iurphy of Corsicana. 

Dr Charles Schm idt, d irector of 
speech and drama, will be in 
charge of sound and m ake-up. 

Admiss ion is $1 for acults and 
50 cen ts for students. 

Some 200 dance stud ents from 
15 Housto n high schools are ex
pected to attend the 1\larch 21 per
form ance and a dance class to be 
held l\Iarch 22 in th e women's 
gym. 
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FRIDAY, MARCH 21, 1969 

Ton ight, the last night of th e 
m odern dance concert, students 
from nine high schools in th e 
Houston area will be prrsc-nt to 
watch the performances. 

\ 

The schools ' are Bellaire, Jesse 
Jones, Lama r, l\1ilby, Reagan, Ross 
Sterling. S:im Housto n, Waltrip 
and West;)ury. 

Sat u rd a y morning the high 
school students will joi n l!lc per
form ing dance g roup from SJISC 
in th e women 's gymn as ium for a 
symposium. 

From 9 - 10:30 Al\I _an exercise 
period will be conducted by Dan 
Phillips, a gr:id uate fc low whose 
mas ters thesis is " The Ghetto," a 
dance fea tured in the concerl 
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At 10:30 A~l students from Bell 
aire, !\!ilby, Sa m Houston , Reaga n 
and Westbury will prese nt dances. 
These dJ nces wil) be cri tiqu ed by 
m embers of the dance faculty at 
SHSC. 

Chris Roberts, Gretche n Hueske and Dan P hil!ips stri 
a fig urative pose in a sce ne from "The Ghe!to,' a clanc 
choreocrraphed l.Jy Philli ps as his mas ter:a; th esis . The danc 
will ue° one of se \·era l perfo r med t onight a t t he . las t p~rfo.rn 
ance of the l\Iodern Da nce Concert in the _Old l\fa111 Aud1ton u 
at 8 PM. 
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