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Purpose

It was the purpose of this study to explore the
choreograprhic possibilities found in the literary works of
William FaulkXner. The investigator selected works which
dealt with emoticnal interplay among the characters., The
findings of the investigator are evidenced in the present
written form and were projected into an extended dance vro-
duction choreocraphed, designed and staged in concert. The
dance production was based upon a character, Rosa Coldfield,

in Willism Faullner's novel Absalom, Absalom!.

Methods

The irnvestigator reviewed novels written by twentieth
century novelist, Willism Faulkner, From the themes found
in Paulkner's novels, six themes were selected becavse of
thelr recurrence throughout the literature and their impact
upon the investigator,

The findings were organized into the prescribed thesis
form and inclvde the followlng relevant information concern-
ing the presentation of the dance: (1) selection of the
themes (2) selection of versonnel (3) selection of wusic (&)
development of choreography (5) selection of costume and set

design (6) staging and lighting of the dance work.



Summary and Evaluation

This study 1s concerned with the use of themes recur-
rent in Willlam Faulkner's works as baslis for choreography.
The written substantiation presented was limited to the
following areas: (1) novels written by William Faulkner (2)
the appropriateness for choreography of recurring themes used
by Faulkner (3) the credibility of the use of flashback for
the dance prcduction,

The investigation resulted in an extended dance produc-
tion choreograpvhed by the investigator., The description of
the dance was limited to: (1) selection of themes (2) selec-
tion of personnel (3) selection of music (4) development of
choreography (5) selection of costume and set design (6)
staging and lighting of the dance work,

The culminating project of the present study was a
dance production which fulfills that innate impulse to comnmu-
nicate ideas and feelings which cannot be stated in factual
terms. These 1deas end feelings are a part of the intuitive

sense., The dance production, The Past Is Never Done. It Is

Not Fast, is in itself a representation of the views of the
present investigator and the approach reflects these views,

It is the fulfillment of the impulse to create.
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CHAPTER I
INTRODUCTION

The dance 1s one of man's oldest and most basic means

! It began with primitive man's search for

of expression.
ways'to communicate to his peers those experiences which de-
fied verbal description; and throvgh his dance, he found he
could "express feelings that transcended understandlng."2

In his effort to share emotional experiences, man
utilizes another basic drive, the desire to create, The act
of creation is a "drive to know, to relate, and to become,,.,"
and the desire to create seems to be stronger than the need
for preservation and material satisfaction.3

The psychologist, Gardner Murphy, explains the creative
instinct as:

deep forces that strive fundamentally for the

gratification of the need to understand; forces

resistant to standardization and the molding

process; Torces that nervously and restlessly

cut through the chrysallis of culture.

For modern man as it was for primitive man, dance 1is

a means of expressing human thought and feeling and of ful-

lagima m, Hawkins, Creating Throush Dance, (Englewood
Cliffs: Prentice-Hall, Inc., 1964%), p. 3.

250mm Martin, The Modern Dance, (New York: Dance
Horizons, Inc., 1933), p. 9.

31bia., p.S8.

YGardner Murphy, Human Potentialities (New York: Basic
Books, Inc., 1958), p. 18.




filling the creative instinct. Man has found that in the

medium of dance he has a means of expressing '"his feeling

responses to the universe.“5 John Martin vliews this intrinsic

ability as the prime purpose of modern dance, Dance is:
comnunication of emotional experiences-=-intuitive
perceptions, illusive truths--which cannot be
communicated in regsoned terms or reduced to mere
statement of fact,

A fundamental ingredient in dance is the impulse to
create.7 To perform the act of creation (to know, to relate,
to become), the choreographer must draw from hls experiences
those things which are felt, heard, or sensed, but elude
reasoninz., Fe crystalizes all of his reactions until he
reaches the very core of their meaning for him, He draws
from the o0ld which enables him to make a new statement, and
with the presentation of a new statement, the choreographer
makes the transition from technician to artist. No matter
what the medium, the art objJect expresses the concepts of the
artist., John Dewey states that:

The expressiveness of the object is the report and

celebration of the complete fusion of what we under-

go and what our activityv of attentive perception
brings énto what we recelve by the means of the
senses,

The choreographer selects from his lived experiences

some 1dea that will be woven into his art object. The

5Hawk1ns, D Fi
61v1d., p. 6.
T1p1d., p. 7.

8Jomm Dewey, Art As Experience, (New York: Capricorn
Books, 1958), p. 103,




sources of inspiration are innumerable, but literature has
provided the stimulation for many chorecgraphers., Themes
and characters from Willlam Faulkner's novel, As I Lay Dying,
were used by Valerie Bettls for a group composition. Martha
Grahan has made use of the mythological characters fronm

Sophocles' dramas in dance conmpositions such as Cave of the

Heart and Errand into the Maze. Jos€ Limon was inspired by

Shakespeart!s drama QOthello for his dance, The Moor's Pavane,

Sometimes 1t is a phrase, sentence, or characterization
within the literary work that sends the choreographer to the
studio seeking expression. At other times it is the mood or
emotional state that has been elicited by the work, The chore-
ographer may choose to make his dance a visual narrative of
literature, or to simply use the work as the underlying bpasis
for his dance, In this way he is free to cull or expand tne
original idea until the dance, his work of art, "expresses
e concept of life, emotion, or reality" for him,

The investigator attempted to elicit through dance,
moods and emotional reactions inherent in the works of William
Faulkner, The moods and emotional reactions were related to

the life ¢f the character, Rosa Coldfield.

STATEMENT OF PROBLEM

The purpose of this study was to explore the choreogravhic

posslbilities found in the literary works of William Faulkner.

9Susanne K. Ianger, Problems of Art, (New York: Charles
Scribner's Scns, 1957), p. 206,



The investigator selected works which dealt with emotional
interplay among the characters. The findings of the investi-
gator are evidenced in the present written form and were
projected into an extended dance production choreographed,
designed and staged in concert. The dance production was
based upon a character, Rosa Coldfield, in William Faulkner's

novel Absalom, Absalom!,

LIMITATIONS OF THE STUDY

This study deals with the use of themes which were
derived from literature and utilized in choreography structured
within a flashback form,

The investligation leading to the written document and
the dance was limited to: (1) novels written by William
Faulkner (2) the appropriateness for choreography of recurring
themes used by Faulkner (3) the credibility of the use of
flashback for the dance production.

The study was concluded by the presentation of an
extended dance producticn choreographed by the investigator.
The description of the dence was limited to: (1) selection
of themes (2) selectlion of personnel (3) selection of music
(4) development of choreography (5) selection of costume and

set design (6) staging and lighting of the dance work.
METHODS OF INVESTIGATION

The investigator reviewed novels written by twentieth

century novelist, William Faulkner, From the themes found



in Faulkner's novels, s;x themes were selected because of
their recurrence throughout the literature and their impact
upon the investigator.

The findings were organlized into the prescribed thesis
form end include the following relevant information concern-
ing the presentation of the dance: (1) selection of the
themes (2) selectlon of persornel (3) selection of music
(4) development of choreography (5) selection of costume and

set design (6) staging and lighting of the dance work.

RELATED STUDIES
The review of related literature was directed to
critical reviews, theses, and disserations which included
description of dances in the flashbsck form which used
emotional themes as sources of choreography. The results
of this review are presented in the second chapter of this

thesis.



CHAPTER II
LITERARY THEMES USED AS BASIS FOR CHOREOGRAPHY

Source of Themes

Literature has often been the source of choreographic
stimulation for many choreogravhers in the area of contem-
porary dance. A choreographer may choose to structure his
dance into a visual narrative of the literature, a crystal-
1zatlon of events, or a character study of the personalities.
He may also elect to use literature as the stimulus for a
totally new approach to conclusions similar to those drawn
by the writer, or he may draw completely new conclusions.

In this way literature has served as the initial spark that
sets into motion the creative process.

Use of themes inherent in literature 1s another form
that literary stimulation may take. Valerie Bettis chore-
ographed a dance in flashback form using themes from As I Lay
Dying, a novel by William Faulkner. The central character 1is
the passive character in the novel, but Valerie Bettls shifts
the emphasis Trom the children, who are of principle importance
in the novel, to the mother.l

Faces of YWomen by Jandley is a solo composition using
themes from the poem "Out of the Cradle Endlessly Rocking"

by Walt Whitman. The emphasis of the poem on the perlodiclty

1John Martin, "The Dance: Dravo," New York Times,
(January 16, 1948).
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of human life 1s used as "a starting point for the cycle-of-
1ife dance which this dance work seems intended to be."2

Using a theme of protest against tréditional attitudes

of the law in reference to dispossessed persons, Bill Maton

choreographed Letter to a Policeman in Kansas city.? The

dance 1s a literal interpretation of the poem's content.

Martha CGraham choreographed Punch and the Judy satiri-

cally representing the theme of connubial combat.a She drew

her theme from Gordon Craig's Tom Fool.

Folksay is a literal representation of the folk scenes
in the poem "The People, Yes," by Carl Sandburg., Sophie
Maslow choreographed a series of episodes, each a separate
folk-scene teken from the poem,5

The classical drama by Aeschylus, Eumenides, 1s the

thematic basls of Orestes and the Furies by Hanya Holm,

Both deal with "the mental torment of a man who has killed
his mother."6
Martha Graham used Euripides' drama, Medea, as the

basis for her dance entitled Cave of the Heart. This group

2111k ¥revi
XV1I (lMarch, 1950

tsky, "Reviews of the Month," Dance Observer
)y P. Uh, '

Jwarjorie Church, "Dance Reviews," Dance Observer, IV
(June-July, 1937), p. 66.

n

John Martin, "Dance," New York Times, January 11, 1942,

5Nancy Smith, "Modern Dances Based Upon Literary Themes,

162€-1959,* (unpublished Fh.D. .dissertation, the Texas Women's
University, Denton, Texas, 1960, p. 64,
6

P, S., '"Reviews of the Month," Dance Observer, X
(October, 1643), p. 92,
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composition is based on the drama, but transcends that story
and develops into a "dance of possessive and destroying love."7

"TLament for Ignacio Sanchez Mejias," a poem by Federico
Garcia Lorca inspired Doris Humphrey's composition of the
same name, The dance is in five sections. Four sections are
the same as the four sections of the poem, and the fifth is

8
a Prologue added by Humphrey.

Peter Hemilton based his composition Silent Snow,

Secret Snow on the short story of the same name by Conrad

Ailken., The composition 1s a literal representation of the
story's theme,
The Exiles by Jos€ Limon is based upon a passage from

Milton's epic poem Paradise ILost, The composition suggests

an allegory to the awakening of two human beings to maturilty.
The character, Cassandra, in Aeschrylus' Acamemnon
inspired Pauline Koner's solo entitled Cassandra. The under-
lying i1dea of the characterization is described in the pro-
gram note: "Cassandra, prophetess of Troy, doomed by the
gods never to be believed, stands amid the destruction she

foretold."11 The composition is the psychological interpre-

7Robert Sabin, "Review of the Month," Dance Observer,
XI11 (June-July, 1946), p. 73, quoting Martha Graham,

8Nancy Smith, p. 76.

9N1k Krevitsky, "Reviews of the Month," Dance Observer,
XIV (August-September, 194:7), p. 79.

1OAnon., "Reviews," Dance Magazine, XXIV (October,
1950). pf 3LL0

11Robert Sabin, "Reviews of the Month," Dance Observer,
XXI (March, 1954), p. 41.




tation by the choreographer of the character of the doomed
12
seer.
"The Fates" by Stephen Spender inspired Doris Humphrey's

composition Ruins and Vislons., The poem and the dance state

the theme of condemnation of the unrealistic attitudes in
society, but Humphrey's choreography 1s a philosophical pre-
mise of the necessity of avoiding wishful thinking and

13

accepting reality courageously.

Thoughts and Remembrances, a group composition by Emy

St. Just was inspired by Shakespear's drama, Hamlet. The
choreography 1s a psychological interpretation of the literary
theme as seen through the eyes of Ophelia.14

Choreographers have also made use of the time structure
of the literary piece that has been the source of inspiration,

Martha Graham chose to use the flashback form for her group

compositions, Clytemnestra, based upon the Aeschylean drama,

Crestes, and lNlight Journey, based upon Sophocles' drama,

Oedipus Rex. Both compositions deal with psychological impli-

cations inrete within the dramas, and John Martin's comments

on Clytemnestra are particularly revealing:

To ccnsider Clytemnestra as merely an adap-
tation or a retelling of the Greek epic, however,

12Nancy Smith, interview with Louis Horst, p. 120,

13se1na Jean Cchen, "Doris Humphrey's Rulns and Vislons--
a Translation from Poetry to Dance," Dance Observer, XXI
(December, 1953), p. 148,

1”L. G., "Reviews of the Month," Dance Observer, XX1i
(August-September, 1954), p. 105,
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would be a grave mistake; 1t is far more a time-
less ritual in which the artist searches through
the archaic mind for the remote psychological
foots of human savagery and its conquest...what
happens on stage is concerned not with intellec-
tual articulateness but with emotional revelation,
%s %gy good ritual and any good work of art must
e

The action in Night Journey begins at the moment of

recognition of the truth that Jocasta has married her scn
16

and relives the events leading to the realization, In

Clytemnestra the action takes place both in the present and

the past as Clytemnestra attempts to understand her fate by
17

reviewing the events of her past.

Ballad of the Little Square is based on Garcla Lorca's

pcem of the same name, Harriet Ann Gray's composition for
four dancers is a literal interpretation of both the mood

and the action of the text.18 Using the flashbvack form, the
actlion proceeds from the woman's nostalgic response to memories
awakened while watching children.19

Hanya Holm used Eumenides by Aescchylus as the thematic

basis for Orestes and the Furles. The composition was a re-

15upance: Graham," New York Times, April 6, 1958

16Heed Severin, "Reviewers! Stand," Dance Magazlne XXI
(June, 1947), p. 38.

17RoEert Sabin, "Reviews of the Month," Dance Observer,
XXV (May, 1958), p. 70.

18Wa1ter Terry, "The Dance World," MNew York Herald Tribune,
April 19, 1953,

191p14.




e 1
presentation of the literature and utilized the flashback

technique as did the text.zo

As I lay Dying by Valarie Bettis and Lament for Isnaclo

Sanchez Mejias, both previously mentioned, make use of the

flashback technique. Doris Humphrey follows the form of the
Lorca poem for her time sequence, but Valarle Bettis chose
to alter the emphaslis and time structure for her composition

based on the Willlam Faulkner novel of the same name.21

Selectlon of Themes

The uvuse of themes as basls for choreograpny has been
extensive., The themes that have been used cover a wide span,
and the treatments of these themes in dance have been numer-
ous. Some choreographers chese to structure a literal re-

presentatiocn of the text as did Hanya Holm in Orestes and

2
the Furie;.z Harriet Ann Gray chose the representation of
the mood of "Ballad of the Little Square" in her composition
of the same name, The Exiles by Jose” Limon developed an alle-

gorical avproach to John Milton's Paradise Lost.23 Martha

Graham end Fauline Koner presented the psychological implica-

20P. S., "Reviews of the Month," Dance Observer, X
(Octorer, 1943), p. 92.

2lngeviewer's Stand," Dance, XXII (February, 1948), p. 41.
22p, S:s D. b2,

23Annon. "Reviews," Dance Magezine, XXIV (Octoder,
1950}, p. 3k.
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2h and Acamemnon.25

tion of the text of Aeschylus!' Orestia
respectively.

William Faulkner was selected as the literary source
for themes to be used in the dance production. The author
was chosen because of his numerous novels and his acclaim
by exrities.

Having selected William Faulkner, the investigator
read and evaluated the novels for their innate choreographic
potentialities for movement and thematic development., From
the sixteen novels evaluated, six themes were selected because
of thelr recurrence throughout Faulkner's works and because
of thelr appropriateness to the unity of the dance form,

Doris Humphrey points out the necessity for themes to "contain
action possibi]ities,"26 and the investigator took this into
consideration before the final selection of the themes,

The themes selected as basis for choreography are: (1)
youth (2) flirtation (3) romantic love (4) evil (5) grief
(6) comuunity. A section depicting age begins the dance
production, anrd by using flashback, the principle character,
Rosa Coldfleld, relives her experiences in relation to the
rreviously mentioned themes. The dance returns to reality in
a final cection that 1s a return to the opening section in

theme and mo#ement quality.

2L'Z'Dance: Graham," New York Times, April 6, 1958,

251,. G., "Revliews of the Month," Dance Observer, XXI
(August~September, 1954), p. 105.

26Dorls Humphrey, The Art of Making Dances, (New York:
Holt, Rinehart and Winston, 1959), p. 3%.
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These themes were selected because of their recurrence
in Faulkner's novels, their action potential, and their appro-
priateness to the unity of the dance form, They were struc-

tured into flashback form because the novel, Absalom, Absalont,

from which the character is taken is in flashback form., The
action begins in the present, moves into the past, and returns
to the present in the dance production.

A theme used extensively within Faulkner's novels is
that of youth and his struggle for identification with and the
acceptance of his environment. Constantly the figure of youth
is forced te admit the past into his existence, the same past
that formed the destiny of the successlve generations., Faulkner
makes use of this inner struggle for maturity in an early
novel, Sartoris. Bayard Sartoris is seen as the young man
who must reconcile himself to his family's past. HKe 1is descend-
ed from military men who through time have become legends of
heroic proportions. Having experienced the tragedy of war
himself, he finds the two, past and present, irreconcilable,
He sees the two sides as: one of "young men like fallen angels,
and of a meteoric violence like that of fallen angels, beyond
heaven and hell and partaking of both,"27 the other of scream-
ing nerves anrd uwnvearable fear,

He becomes preoccupled with danger end with particlpa-

tion in the apprepriate activities of his status which should

27w1111am Faulkner, Sartorls, (New York: Random House,

1956), p. 126,
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establish his identity with himself. He hunts, drinks, and

shuns feminine involvement,
The character Cass Edmonds serves as a narrator for

a portion of Go, Down, Moses. It 1s an account of his init-

jation from childhood into manhood, He performs the rituals

of the hunt. He learns the rules and to abide by them. By
following the established patterns, his identity can be gained,
and with the spllling of the blood of his first kill, he
approaches the steps to manhood,

Intruder in the Dust is for Chick Mallison the same

initiation device. He attempts to understand his position
as a Southerner and temporarily rejects the established pat-
tern of a black and white society. Through his compassion
for Lucas Beauchamp, a Negro, he is more able to understand
the workings of his dual soclety. In evaluating the differ-
ence in the two worlds, he notes that the food is different:
"Nigger food...accepted and then dismissed also because 1t
was exactly what he had expected, it was what Negroes ate,
obviously because it was what they liked."28 Through his
efforts, both physical and emotional, he provides Jjustice
for a Negro. He finally admits: '"whatever would or could
set him free was beyond not merely his reach but even his

ken; he could only wait for it if it came and do without it

17 1t didn't, "2’

28y3113am Faulkner, Intruder in the Dust, (New York:
Random House, 1948), p. 13.

291b1d., p. 23.



15

Gowan Stevens 1slfaced with the necessity of the ful-
fillment of his role as protector in Sanctuary. Because of
his unconcern with the safety of Temple, he allows himself

to be denled this role and commits "the unforgiveable sin."

Redenption 1s obtained in a later novel, The Reguiem for a

Mun. As protector, he marries Temple and in so doing restores
her to respectable society.

Henry Sutpen is the youth in Absalom, Absalomn!. He

has the duty of preventing incest. By trying to fulfill his
father's dream of a pure Caucasian bloodline, Henry 1is faced
with the task of killling his half brother who is part Negro,
and by commiting the fatal act of murder, he totally destroys
the last possibility of the dream. Yet, he has obeyed his
father's wish., "He must not marry her, Henry...hls mother
vas part Negro."31
This section of the dance 1s designated in the program
as: "...I'm young, young..."32 Each of the young men,
Sartoris, Edmonds, Mallison, Stevens, and Sutpen are charac-
terized by their vitality and masculinity. Fach is a partic-

ipant in a time when physical prowess and proper masculine

behavior are an ingredient for existence. Each is an embod-

30w1111am Faulkner, Sanctuary, (New York: Modern
Library, 1931), p. 35.

3yilliam Faulkner, Absalom, Absalom!, (New York:
The Modern Library, 1951), p. 355.

327pid., p. 321.
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iment of manhood and all it represents,

The choreographer attemnpted to portray the vitality
and strength of these young men. The movement selected for
this sectlion has a vibrant, zestful, bouncey quality. The
novementcs stretch and rebound into action.

The section on flirtation was derived from six novels,
The characterization of the women in the section 1s an em-
bodiment of four characters: Temple, Eula, Caddy, and Judith.
Temple Drake in the novel, Sanctuary, 1s a young, unconcerned
college girl. She represents the new freedom found by women
in the twenties. Because of the changing soclal codes,
Temple delights in testing her appeal to young men and uses
her Southern womanhood as her protection from the consequences
of her actions. Her favors are bestowed on the college and
town boys, but she remains unmoved, "her eyes blankly right
and left looking, cool, predatory and discreet."33 Following
her rape, Horace Benbow observes that she is '"recounting the
experience with actual pride, a sort of naive and impersonal
vanity."Bu

Eula Snopes 1s the center of masculine attention in

three of Faulkner's novels, They are The Eamlet, The Town,

and The Mansion. The Hamlet relates her life before she

married Flem Snopes; The Town is concerned with her young

33yil111an Faulkner, Sanctuary, p. 32.

H1p14a., p. 259.
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married life; and The Mansion deals with her middle age, 1In

each of these three stages, she 1s the recipient of the roman-
tic attention of numerous men in the community of Jefferson.
Flem Snopes marrles her for her father's money and seems
oblivious of her physical beauty. On the other hand, Col. De
Spain is well aware of her beauty and engages in an indiscreet
arffair with her, To Gavin Stevens, she represents the embod-
iment of Southern womanhood. For each man, a different woman,
but all three are ready to admit to "a kind of shock of grat-
itude Just being alive and being male at the same instant
with her in space and time."35

Caddy Compson in the Sound and Fury enjoyed flirta-

tions, She 1like FEula and Temple disregarded the codes es-
tablished for Southern women, and 2ll sought protection in
thelir position in the community as women.

Judith in Absalom, Absalom! is an exact opposite of the

three, She obeys the codes carefully. Her flirtations ere
coy and innocent and are directed to one man, Charles Bon.,
The garden of her home with 1ts westeria and swing is the
site of her flirtation., She i1s the perfection of Southern
womanhoecd, and for this she receives the protection of 211
those around her. She is the "young countrybred girl who

sees a man for an average of one hour a day for twelve days

35William Faulkner, The Town, (New York: Randon
House, 1957), p. 6.
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during his 1life and ... 1s bent on marrying him..."Bb

The words, "...young still, and ripe for marrying..."37
identify the choreography of the section on flirtation., By
combining each of these kinds of flirtation, the section
became a blend of the aggressive and the passive women., The
range of movement 1s from light and giddy to more serious
mature levels, The movements flow at times, and at times,
there are bursts of activity and energy.

The men in the section are folls for the women., They
represent masculinity and react to the women., They move
with the full, strenuous movements of youthful men,

The following section deals with the ideal of love
rather than a fulfilled union. Gavin Stevens loves Eula
Snopes, but does not allow himself to infringe on her life.
His first attraction is identified in The Town when he
recognizes the threat she represents as a "woman who shapes,
fits herself to no environment, scorns the fixitude of envir-
onment and 211 the behavior patterns which had been mutually
agreed on as being best for the greatest number."3 He
protects her from her husband and defends her reputation, but

he does not allow their relationship to advance beyond this,

36w1111am Feulkner, Absalom, Absalom!, p. 99.

31v14., p. 169,

38yi111am Faulkner, The Towm, p. 284,
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He later transfers this same chivalrous attention to Eula's

daughter, Linda in The lMansions. His attention is limited

to ice cream dates, books of poetry and fatherly advice.

In contrast De Spain and Eula share a physical love
that they manipulate into "a kind of outrageous morality of
adultery, a kind of flaunted uxoriousness in paramours
based on wimpugnable fidelity."39

The same i1deallist love of Stevens is found in Sartoris.
Narcissa marries Bayard Sartoris because she loves his dead
brother, John, and thinks that she can change him into the
man John was, She suffers all of his moods because she feels
she can help him by allowing herself to be the vent of his
anger and because it contributes to her self image as the
"bride of quietness."ho

The lcve of Temple for Gowan in Requiem for a Nun 1s

really a search for the acceptance of a way of life. By
marrying Gowan she thinks she can obtain the security of a
home and family and soclal respectability. There is safety
in the name Mrs. Gowan Stevens, and she can deny past exper-
lences happened because they happened to Temple Drake.

The Reivers has another approach to love., Everbe

Corinthia 1s the object of two men's love., For Ned she 1is a

fallen women "in the paid business of belonging to [Him7 ex-

’)9 s
< .1_-'.}2_1.9‘.' s po 70.

40y5111am Faulkner, Sartoris, p. 270.
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clusive the minute she sets her foot where [he's/ at."ul

This 1s his way of obtaining her affection, Lucius Priest
sees her as a person to be saved from sin ﬁith love and
understanding. He feels that his love will 1ift her from her
lowly ways and she "will be reformed from the temptation

L2

business.,"

Judith in Absalom, Absalom! loves Charles Bon because

of three meetings in two years. After the first meeting,
she directs all of her hopes toward him, She plans for their
future which will be the fulfillment of all of her dreans,
"I love, I will accept no substitute; something has happened
between him and my father; if my father was right, I will
never see him again, if wrong he wlll come or send for me;
if happy I can be I will, if suffer I must I can."43

Rosa Coldfield, Judith's aunt, also loves Charles Bon
even though she has never seen him, He is a person to rep-
resent a2ll of those things that she sees no chance of having,
For her, love is the perfect state where all things are right
and. beautiful,

The section on love is identified in the program by

the words, "she asks nothing,..which is the sum of loving."

u1William Faulkner, The Reivers, (New York: Randon
House, 1962), p. 197.

“21p14., p. 280.

uBWilllam Faulkner, Absalom, Absalom!, p. 121,

Weyvia,, p. 147.
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The choreographer blends the numerous kinds of ideal love
found in Faulimer's works and structured a section of the
dance production that portrays the idea of romantic love,
The movements are curved and soft and flow from one to another,
They are large, full movements with arms that encircle and
draw the space to the dancer.

The section of choreography on evil 1s a combination
of five men who are included in one or more of Faulkner's
novels, Joe Christmas, a Negro in Light in August, does
not know his place in a dual soclilety and tresrasses into the
white community when he commits adultry with a white woman,
She 1s decapitated when she attempts to force him back into
his role as a servant, All of the anger and hate of the
community is directed at the murderer not so much for the
nurder, but for his relation with a Southern white woman,

He is the object of hate from the community. "'He never
acted like either a nigger or a white man, That was 1it.
That was what made the folks so mad.'"45

Jason Compson in The Sound and the Fury 1is evil in an-

other way. His crime is agéinst his family who he renounces
"since to him all of the rest of the town and the world and
the numzn race teoco except himself were Compsons, inexplicable
yet quite predictable in that they were in no sense whatever

RIS

to be trustad,! Greed directs his very existence., The

B ;
45 William Faulkner, Iight in August, (New York: The
Modern Iidvrary, 19250), ». 3006,

Le ,
Willizm Faulkner, The Sound and the Fury, (New York;

Modern Library, 1946), ». 17,
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same 1s true of Flem Snopes in The Towvm, The Hamlet, and The

Mansion, His gresd for money and his lust for position makes

him & target for the communities distaste, "'He don't want

no more and no less than his legal interest according to what

the banking and civil laws states in black and white is hisn.'"u7
He represents the outside infringing on the old and the estab-
lished. BHe makes use of all the means that he can to devise

a way of becoming an accepted part of the community.

Popeye, the manlac in Sanctuary and Requiem for a MNun

is a criminal who kills to obtain sexual gratification. He
is cruel and inhumanly detached from the world in which he

lives, and by killing he tries to obtain a sense of having

lived., He too is an object of the community's hate because
of his violation of Temple Drake,

Thomas Sutpen in Absalom, Absalom! is obsessed with

the desire for a pure Caucasian bloodline which is to

inherit the estate that he cut from the wilderness., He
divorced one wife because of her mixed blood. He selected

his seccond wife from the upstanding pecople of the community,
and she bore him two children who were destroyed by his
obsession for a pure Caucasian bloodline, He had no consider-
ation for anyone including hls children. Rosa Coldfield is
also the object of his evil ambitions. "Hence the proposal,

the outrage and unbelief; the tide, the blast of indignation

— —————
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and anger..."u8

"That demon..." 1s the designation of this section in
the program, The evil in each of the men was included in
the choreography., The choreography is the characterization
of the evil hated by the community. The movements are strong
and aggressive, There i1s a great deal of contained energy
that when released, strikes out with great force.

"TLose him, weep him, caught a man but couldn't keep
him,"b’9 are the words that introduce the section on grief.
This is not grief from one particular thing, or person. It
is the grief of all things. The choreography i1s based upon
the combination of many personal tragedies in several novels
by Faulkner. In the novel, As I Lay Dying, the tragedy of
the death of a mother and the reactions of her chlldren and
hushand are revealed. Each reacts differently. Cash grieves
for the mother who shaped him into the quiet man he is, 1In
contrast, the father performs the rituvals that go with rever-
ence for the dead, but feels none of the tragedy that his
ctildren share., He fulfills his promise of returning his
wife to her family, but laments the inconvenience it causes
him: "' ain't asking you to risk your mule., It ain't

0
your dead; I am not blaming you.'"5 The youngest son feels

1.8
L9

William Faulkner, Abszalom, Absalom!, p. 279.

Ibid., p. 168,

50wi111am Faulkner, As I Iay Dyineg, (New York: Random
House, 1957}, p. L36.
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a real sincere loss at the death of his mother, and his
grief borders on hesteria, He cannot reconcile himself to
the reality of her death, "'My mother is not in the box, My
mother does not smell like that. My mother is a fish.'"s1
Temple Stevens experiences grief for the loss of a

child in Requiem for a Nun. -She also experiences the grief

that accompanies the recognition of the fallings of oneself,
She says, "...that a little child shall not suffer in order
to come unto Me., So good can come out of evil," Temple
had hidden from the reality that she enjoyed her promiscuity.
The loss of the child is necessary so that Temple will recog-
nize the impossibility of running away from her past and the
necessity of acknowledging her past. There is also the grief
that accompanies the realization that two people died because
of her,

In Sartoris, Narcissa experiences the loss of her
husband not only to death, but a2lso to his past. She attempts
to save him from the pattern of his family which 1s an early
violent death. With his death and the birth of her child,
she realizes that she has perpetuated the pattern rather than
broken 1it,

For Sam Fathers in Go Down, Moses, grief comes with the

loss of the forest that has been his refuge from the present.

51yp1a., p. B13.

52w1111am Faulkner, Requiem for a Nun, (New York:
Random Heouse, 1951), p. 208,
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As the treeline retreats from civilization, Sam Fathers moves
with i1t and continues to perform the rituals of the hunt, but
he realizes that the life of the forest 1s limited and rather
than see 1t die, he gives up his life first in a final dra-
matic hunt.

For Horce Benbow in Sanctuvary, grief comes with the
realization that the serene world that he has secluded him-
self in does not really exist and is a fantasey. By helping
the common-law-wife of an accused murder, he places himself
in a position open to public redicule., He ultimately realizes
that the community as a unit is prejudice against the woman
because of her disregard of the moral codes of the people,.

"tT cannot have my brother mixed up with a woman people are
talking about.'"53

Judith in Absalom, Absalom!, experiences the loss of

her future husband and the loss of her future with him, Rosa
Coldfield loses not a reality, but the 1llusion of her hopes.
Rosa Coldfield has a special sense of grlef because in the
end she realizes that she has not really lived, but has ex-
isted only in the actions of others,

The movements selected for thig section begin in center
and move out and upward. The profile of the body plays an
important part in the characterization of grief. The back is

arched with the chest lifted high. The hands rest on the

53w1111am Faulkner, Sanctuary, p. 220,
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forehead, The movements are structured on the fall and re-
covery princivle where energy 1s released and rebounds into
the next movement,

This section deals with the identification of individ-
vals with their community. The program note is ",..no harm
to hope...So let 1t be hope."su The choreographer chose to
illustrate this quality of serenity that comes with the
identification of one individual with others of his kind.

This desire for group ldentification is evidenced in
Faulkner's novels, Becausc Faulkner structured the majority
of his novels around the community of Jefferson, the people
previously mentioned are all in their own way seeking identi-
fication with Jefferson at different times in history. Flem
Snopes traded his personal happiness for an external accept-
ance into Jefferson society. He gained "the only prize he
knew since it was the only one he could understand since
the world itself as he understood it assured him that was
what he wanted because that was the only thing worth having.”ss

Gavin Stevens, one of the old accepted families, has
his place and strives to keep the community healthy by prevent-
ing the lynching of Lucas Beauchanp in Intruder in the Dust.

Temple and Gowan Stevens try to retain theilr place in

the community by hiding their failures to each other. In Requiem

!
5‘LWilliam Faulkner, Absalom, Absalom!, p. 377.

55w1111am Faulkner, The lMansion, (New York: Random
House, 1959), p. 2LO,
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for a Nun, the public recognition of their failures is theilr
salvation, |

Thomas Sutpen is looking for this identification
with the community when he selects his first wife. He sees
in his acceptance a means to his end, the pure bloodline.

The movements of this section are big and full with
curved floor vatterns and movements. The rhythm has a rounded
phrasing of repetitious rises and falls.

The beginning and ending sections of the dance produc-
tion establishes the reality of the present which for Rosa
Coldfield 1is o0ld age. The program notes are "I, the dreamer

56

clinging yet to the dream...waking into the reality," for

section one and "death and hope and love, the death of pride
and principle, and then the death of everything..."57 for the
eighth and final section.

The character of Rosa Coldfield was selected for char-

acterization because of the impact on the investigator of the

novel Absalom, Absalom!, particularly the plight of Rosa

Coldfield, The final form of the choreography 1s a csulte
of dances in flashback form., It was felt that the use of
flashback was appropriate because of Faulkner's use.

Bach of the themes selected were in some way charac-

teristic of an important event in the life of Rosa Coldfleld,

56w111jam Faulkner, Absalom, Absalom!, p. 141,

571v1a., p. 168,
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and each section contributes to the final characterization of

her. The final script to the dance production entitled

The Past Is Never Done. It Is Not Even Past 58 is:

I.

II,
111,
IV.
V.

VI.

"T, the dreamer clinging ggt to the dream...
waking into the reality."

"I'm young, young..."60

61
"young still and ripe for marrying..."

62
"T asked nothing...which is the sum of loving,"
63

"that demon..."

"lose him,éneep him, caught a man but couldn't
keep him,"

65
'no harm to hope...So let it be hope."

"death of hope and love, the death of pride and66
principle, and then the death of everything..."

58paulimer, Requiem for a Nunm, p. 92.

59Fau1kner, Absalom, Absalom!, p. 141,

601pia., p. 321.

611pid., p. 169.

62

Ibid., p. 147,

631p34., p. 178.

64vpid., p. 168.

651p14., p. 377.

651v13,, p. 168.

——————



CHAPTER III
DEVELOPING THE CHOREOGRAPHY

The study weas concluded by the presentation of an
extended dance production chorecographed by the investigator.
The written description is limited to: (1) selection of
themes (2) selection of personnel (3) selection of music
(4) development of the choreography (5) selection of costume

and set design (6) staging and lighting of the dance work.
Selection of the Themes

William Faulkner was selected as the author, and his
novels were read and evaluated by the investigator in rela-
tion to their innate choreographic votentiality for movemernit

and thematic development. Faulkner's novel, Absalom, Absalom!,

was selected for extensive study because of its impact on
the investligator and because of the inclusion of themes pres-
ent in rumerous other novels by the author.

Themes which recurred persistently within Faulkner's

novels and were present in Absalom, Absalom! were 1solated

and considered for their appropriateness to the unity of the
final dance form, Those themes which involved Rosa Coldfield,
one narrator of the novel, were selected because of thelr innate
~ potentiality for a strong dance form and because of their re-

currence in many of Faulkner's novels,
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The first theme is the realization and acceptance of

age; the second is &outﬁful men at play. The third theme
deals with the flirtation of young men and women, and the
fourth with the ideal of love, The fifth and sixth themes,
respectively, are evil and the grief that 1t causes. The
seventh theme deals with the individual's identification
with the community, and the eighth with the realization and
acceptance of the self. The dance 1s in flashback form and
moves from reality into reflections and back to reality.
Flashback form was used because in Faulkner's writings it
is an important part of the organization. It was felt that
it would strengthen the final dance form if 1t reflected

the same time structure as that of the novel, Absalom, Absalom!,

From each theme, words and phrases were selected that
were descriptive of the theme or of 1ts relation to Rosa
Coldfield. To aid the audience in their comprehension of the
dance, Humphrey suggests the selection of "words that are clues
to characters and situations in a drama..."1 The phrases

selected are 1ncluded in Chapter II.
Selection of Personnel

The dancers selected for performance in the dance
production were members of the performing dance group at Sam
Houston State College, Huntsville, Texas. Five dancers were

used in various parts of the production. The criteria es-

1Doris dumphrey, The Art of Making Dances, (New York:
Holt, Rinehart and Winston, 1959), p. 39.
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tablished for the selection of personnel are: (1) previous
dance experience (2) technical proficiency (3) ability to
project to a large audience (4) sex of the dancer., FPhysical
structure and size were also considered because of the desire
for visual harmony, but were not of predominent importance

in the final selection,

Development of the Choreography

The movements for the dance were achleved through
intellectual visualization and movement improvisation., The

novel, Absalom, Absalom!, established the emotional tone de-

sired by the choreogravher, and the improvisation attempts
were directed to the externalization of this mood. Alma
Hawkins observes that: "“From an irner impulse comes the first
movement of the dance. From this impulse and sustained emo-
tional power evolves a continuation of movement, which pro-
Jects the 1mage of the creator."

The impulse to create was directed to the movement
characterization of Rosa Coldfield and other personalities
who were involved with her. The choreocgrapher attempted to
establish these personalities as forces which stimulate re-
actions rather than react themselves., It 1s the choreo-
grapner'!s tésk to vary movements until they are in a form

thet presents "the desired 1lluslion and conveys the essence

2A1ma M. Hawkins, Creating Throueh Dance, (Englewood
Cliffs: Prentlce-dall, Iac., 1964), p. 3.
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of human experiences.,"

Section I. The first section of the dance 1s directed
at the Introduction and explanation of the character, Rosa
Coldfield. The body 1s distorted and the movements are ang-
ular with an erratic rhythmic structure. The stage contains
a set symbolizing a house, and the dancer is seated on the
platform. As she begins to move with contractions in center,
the ebb and flow of the movement in the torso initiates the
dancer's transition from inactivity into the exploration of
the space around the set and of the set. The dancer moves
with wide, stretching motions, first cautiously and then as
she moves farther away from her place of origin with assurance.
The assurance 1ls replaced with the aggressiveness of a woman
determined to change her destiny. Her movements reach out,
Jab, and reject the space in which she moves.

Although she wishes to, she can not reject the reality
of age and is drawn back to this realization. As the dancer
returns to the set, her arms stretch out into the space before
her as 1f she were reaching for the consolation of memories.

Section II., A young man up stage leit begins to move
in large bold movements that stretch intoc space. He Jumps
Iinto the air and rebounds from the floor in the long strides
punctuated with more jumps into the space above him, A

moment of balavrice on one leg is followed by a spiraling leap

31bid., b. 6.
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that sends him to greet another dancer. Acknowledgements
made wlth sweeping arm gestures, the first dancer exits as
the second figure takes long strides stage right. ie leaps
forward, jumps up and spins as if delighting in moving., The
first figure reappears with bouncing leaps and is joined by
the second for a moment of unity. As the figures begin mov-
ing in unison, their patterns take them into the area behind,
beside and in front of them, Slow precise walks lead them
off in opposite directions. There follows a short sequence
of contrapuntal movements with one dancer moving and then the
other., Long sustained stretches are followed by sharp recoils
that go back to center.

The first figsure moves to the set, touches 1it, and
leaps into the air wlth a sense of complete control, He is
overcome by gravity, rebounds from the floor and moves forward
with sweeping arm motions which cut the space around him, He
reaches out and draws the space to him, There is evident
pleasure as he moves, His movements are reflected in the
mcvements of the second dancer who has taken his place on the
set. There 1s a second moment of unity as the dancers rejoiln
and move diagonally stage right with leaps followed by a
fall and recovery which sends them stage left with slow back
walks., Both dancers spin and the first is sent rushing into
space while the second with broad arm gestures feels the space
above him and indicates a comradeship between them. The

first dancer 1s drawn back to the second, and in a final mo-
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ment of unity, thelr arms reach up into space and are slowly
lowered to thelr sides. There i1s a fecllng of arrogance
which is often assoclated with youth.

Section 111, A third figure, a female, enters, gestures

first with an arm and then a leg 1lift, and 1s acknowledged

by both men. She moves to the first figure with low rush-
ing walks; they joln hands, and as she moves around the first
figure with sustained leg swings, the second figure reflects
their mood of flirtation in his movements.

A second and third female dancer enters with rapid
triplets, arms lifted and ovpen. They Join the flirst female
and acknowledge the men with a stylization of a curtsy. One
dancer leaves her companions and rushes into the arms of one
of the men, EHe 1lifts her high into the air, returns her to
the floor and after a moment of equal resistance allows her
to return to the group. The women rush stage left where they
are met by the second man. The man and women Join hands and
turn around one another while the other woman returns to
center stage, The third woman Joins them in a circle which
shows their unity. After a leg lift turn, they face, join
hands, circle, and leave in three directions.

In groups of two and three, leg circles in low plies
move them back to center where they pass and form one line.
A soaring skip is followed by a balance and fall which sends
the dancers into three areas of the stage. The dancers are

grouped in two couples with one alone., The single dancer
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gestures to the women, and they lesve thelr companions and
move up stage. The men balance, fall, and leap in unison.

The women return to the men, and one couple in the stage right
area moves slowly around each cother completely absorbed in
their relation and uvnaware of the group of three who circle
with triplets. The group rushes forward and then away from
the couple. As they leave stage, the man follows them, and
the woman is alone on stage.

Section IV. As the fourth section begins, the single
figure lifts her arm slowly up and overhead, A leg is ex-
tended and lifted across the body causing a loss of balance
and sending the dancer into quick back walks., The movements
are slow, soft, and gentle, reflecting the love theme. The
arms are then extended to either side, and a leg 1s lifted
to reflect the line of the arms, A turn and walks in a
circular pattern returns the dancer to center stage. The
chest 1s lifted and the back arches slowly, and the dancer
walks back and turns, The arms circle the body and are
lirfted one at a time overhead.

It is the i1deal of love that is represented in the
movements, The arm 1lifts are large and curved and often
symmetrical to demonstrate the harmony present in the 1idea,
As the dancer moves forward slowly and then turns quickly,
it 1s the fragileness that she seeks to portray. An arm
stretches back and draws the dancer into a curved floor

pattern. The torso suggests the same curve, and as the dancer
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faces down stage, she steps into a high releve/, then down
into a low spiraling turn. A leg 1s lifted from whaet seems
to be the force of the turn and as it reaches forward, the
torso stretches back for a moment of balance. Balance is
lost and the dancer drops into a low turn which ends with the
lifting of curved arms upward. The elbows bend and the hands
drop dewn and rebound up in a gesture of hope. As one arm
is stretched away from center, a leg is sent in the opposite
direction,

A turn is followed by a suspension, another turn, and
walks that lead the dancer into a high releve with outstretched
arms and open chest as if longing for the fulfillment of her
ideal, the dancer opens herself to the experience of love.

She rushes forward, reaches out, and draws the ideal into

her. Again she relevés, turns, and rushes with lifted arms

as if to her illusion she 1s drawn., The space is caressed
with 1lifting arms and curved torso as she moves slcwly through
the space, turns, and backs from the stage.

Section V. A male figure enters; he is the perscnil-
fication of evil, The arms are lifted and cover the face.

A leg gestures back, and the dancer 1is sent forward into
space, turns, and is stationary in a wide stance. He dominates
the area in his movements and personality.

An arm is thrust upward, Jabs into space and circles
back to the body slowly. The body seems to vibrate from in-

ner tension. Tnis tension is reflected in the movements which
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seem to be stretched to that point where they snap and pro-
pel the body forward rapidly. The dancer moves forward in
Jumps, backs up, and jumps high into the alr as the arms are
thrust upward. The return from the flight brings him to his
knees where each time he tries to sit, the floor seems to
push him away. There is a sense of cruelty in his aggressive
movements, A spiral turn on his knees followed by the arms
lifting overhead sends him through space again. He turns,
reaches out, and grasps the space before him, As he spins
toe the floor, 2 group enters. They represent the feellings
of society in regard to this violent individuval, They point
at him first with arm gestures, then leg, then torso. One
dancer rushes to him, strikes out at him, and returns to the
group where she finds renewed strength., Thelr hands snap up
to their rib cages and as if wiping them clean, they slowly
lower the hands down the body. The dancers rush together,
form a single design with their bcdies, and point again at
the rejected dancer with extended ankle and leg.

One figure from the group rushes at the first dancer
who has remained on the floor aprarently uvnaware of the
ccndemnation, Although his actions complement the design
of the group, he shows no recognition of them, The group
lunges forward, contracts and moves away from him in small
runs climaxed by a side leap. They gesture once more with

thelr arms and slowly back off stage.

The first figure gestures back to the group; he takes
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a sweeping turn and seems to strut as he walks slowly in a
circular pattern. There 1s an air of defiance as he lunges
forward and jabs with his arm, The elbows bend and the hands
drop and touch the shoulders in a gesture of self congratula-
tion. Agalin he rushes forward, lunges and stretches the arms
forward., As he brings the arms slowly back to the body, he
turns and extends them to either side. He lifts a leg to
the side, and the positioning of the body seems to portray a
person in the act of laughter. He turns back down stare,
assumes a crouched position with extended legs. Slowly the
hands circle into the body, Jjoin and slowly extend outward.
He seems now to control the area,

Section VI. A female figure is seen up stage. Her
back 1s arched and chest lifted. The head 1s dropped back
and her hands 1est on her forehead with the elbows pointing
upward; there 1s feeling of tension. An arm reaches back,
circles down and is returned to its original position. The
movement has a vibratory quality, and as a contraction is
taken in center, it is as if a sob has escaped the figure,
She moves forward, stops and slowly lowers the hands. They
pass over the face, down the chest and as they do the body
curves forward with a bowed head in a feeling of resignation,
A tentativelstep is taken backward as if to move away from
the sorrow. The arms extend forward with joined hands which
seem to plead with an unseen force. A leg 1lifts and circles,

turning the figure arouvrd. She moves to the set and lurges
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to it with extended arms as i1f to feel the texture of the

wood. She draws away, turns and rushes down stage. A sus-
pension on one leg takes her to the floor. The body arches
upward, and the hands return to the forehead. Her body seems
to collapse, and she lies on the floor.

Two figures enter up stage with the same arched bodies,
They progress slowly to the first figure. They reach out to
her and seem to reflect her sorrow. The movements twist the
torso as if in agony. They move to her, and with encircling
arms seem to 1ift her to go with them., They rush forward,
reach up to the svace above them and fall to their knees,
Their bodies curve forward, and the hands extend forward
pleadingly; suddenly the head snaps down and the body is
twisted forward. Agaln focus is directed upward; the arms
open wide and then close back to the body. Seated, the figures
are curved forward, and as they rise they reach upward.

The filrst figure leaves the others who move up staze
in slow dipping steps and reach upward. She slowly lowers
herself to the floor, and while the body has a forward appear-
ance, the focus is up. With a sudden turn, she reaches up and
then falls back to the floor. The chest arches up and draws
the body with it. The arms reach out and she steps up into
a high relevg, turns and rushes to the group. The three
take unison movements and rush around one another. The first
figure reaches out to the others, finds no response, and then
leaves, but returns to them., Pleadingly she reaches ou*.

Tney turn and lecve the stage.
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Section VII. The first figure begins to move again.

The sectlon is to deplict a feeling of community, and identi-
fication with others. Her arms are curved as they reach out
into space. The gesture 1s no longer tense, Now it 1s soft
and fluid. She moves forward softly and the arms curve with
the body. As the first figure moves to the floor, a second
figure enters., She too makes curved patterns as she moves
fluidly through space., The two figures reflect the movement
of each other. They circle, move together, then away. There
is a contentiment and unity in their relationship. Two addi-
tional figures enter up stage first one, then the other.
Thelr arms 1ift upward in curves which extend down through
the body. There is a quiet sense of union.

Cne dancer moves forward and is joined by the first
figure who turns to the floor. The second dancer then moves
slowly to stage left, and as he goes, his body arches first
forward and then back as the arms 1ift and fall. A fifth
dancer joins him, and they retrace the first's floor pattern.
All five dancers reach out together and move off in different
directions in two's and three's. Even as the dancers move
away from each other, there is still a feeling of belonging.

From the group of three, one dancer Joins the two, and
they reach out with leg 1lifts and curved torso, Two dancers
then move to the others, circle each other and move off,
Suddenly from floor patterns in many directlions, a circle

evolves, and there 1t a feeling of unity as they stretch up-
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ward together. Two dancers leave the group, turn and are
jJoined by a third. The remaining two dancers move through
the group; a third dancer Jjoins them. There 1s a moment of
quietness. They turn and rejoin the two. Slowly the dancers
lower their arms,

Section VITII. The final section begins as the figure

seen 1n the very flrst section moves away from the group.

The section deals with the acceptance of reality. The group
slowly lower themselves to the floor as the first figure moves
farther away from them., Contractions in center are taken as
the vitality of the previous section is replaced with a dream
like sustained quality. The torso bezins to have a distorted
appearance, and the figure ages, It 1is a return to the the-
matic material of the first dance.

The dancer moves away from the group and then back to
them, Each time she returns, she reaches out to them, but
they do not respond. Again she rushes into the group, and
slowly two figures begin to rise. The three move with re-
lated movements, but the two show no recognition. They move
past her with movement sequences that are reminiscent of
earlier sections. There is a trance like quality to movements
that were originally vigorous with explosive energy. One filg-
ure moves off as the other moves to the two remalning on the
floor. There is recognition among the group, but each time

the first figure moves to the group, they exclude her again.
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The three move off stage leaving the single figure,
She pursues them and then turns and reaches out toward the
set. Her movements are slow, faltering and characteristic
of age. She moves out away from the set, but seems to be
drawn back to it., Slowly she mounts the set and resunmes
her seat, She reaches out into the space before her. The

curtains close.
Selection of the Music

The musical accompaniment for a dance production is
an lmportant part of the total form., When making his selec-
tion, the choreographer should choose music that is similar
in style, mood, and rhythmic structure with his dance idea.

The idea for the dance production was concelved by the
investigator and music was selected before the choreography
was structured. The criteria that were established for the
selection of the music included the following considerations:
(1) the music should be lyric in style and tonal quality (2)
trie music should be recorded and divided into sections (3) the
music should be wvaried in mood and rhythm.

The music selected was composed by Elmer Berstein as

the musical background for the movie To Kill A Mockinsgbird,

The movie setting was a small southern community similar to

the town of Jefferson in William Faulkner's novel, Absalom,

4Humphrey, The Art of Making Dance, p. 146,
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Absalom!, It was felt that because of the similaritics in
geographical locations and ideas, the music would be appro-
priate for the dance production.

From the LP which is divided into twelve sections,
elght sections were chosen to be used with the eight sections
of choreography. The section "Lynch Mob'" was selected for the
dance section entitled "I, the dreamer clinging yet to the
dream,.,.waking into the reality."5 This selection was made
because changes in mood and intensity were desired, and be-
cause of the sparseness of the opening phrases in the music.
From the sinmple beginning, the muslc bullds into a tense,
rhythmically irregular section and then recedes in to a
simple ending., It was also felt by the investigator that the
music could be interpreted as age.

6

"I'm young, young..." 1s the second section and is
accompanied . by the selection from the LP entlitled "A Roll in
the Tire." The music has the same bouncey quality as desired
in the choreography, and there are musical phrases that seem
tv soar., The muslc has a crisp, sharp sound that seemed to
go with the characterization of young men at play.

The third selection "Footsteps in the Dark" was chosen
for the section "young still and ripe for marrying..."7 The

music is very lyric and in triple meter. It was selected as

5Faulkner, Absalom, Absalom!, p. 141,
6

Ibid., p. 321.

71bid., p. 169.
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a direct contrast to the movements which are fast and crisp.
The music has a serious tone in contrast to the lighter idea
of flirtation,

The fourth section, "I asked nothing...which is the
sun of 1oving,"8 1s accompanied by "Scout and Boo.," The
music is in long phrases. It sounds full and rounded and
has a romantic quality which is the same as the idea for
the dance. The ldea of 1deal love seems to call for a full
lush tone that 1s 1in the music.

The fifth section is entitled, "that demon..."? The
i1dea for the section is the personification of all evil men,
and the muslc selected is "Children Attacked." The 1dea has
within it the concept of aggression and tenslon, and the
music also has these qualities. There are distinct internal
divisions which lend it to the idea of a second group entrance,
The music is loud and has the sound of danger.

"TI,ose him, weep him, caught a man but couldn't keep
him,"lo is the fifth section, and the music selected 1is
"[he Search for Boo." The tonal quality of the selection is
widely varied with several distinct divisions within it. There
are passages of dissonance linked by more harmonious phrases,
Dissonance lends itself to the idea of grief. The music also

has a deep, serious tone with numerous levels of intensity

81vid., p. 147.
9Tv1d., p. 178.

101v14,, p. 168.
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which was deslirable for the idea.

"he seventh section called for a harmonious feeling
of group unity. "Summer's End" is a full, lush, rounded
selection that flows from beginning to end, and it carries
the group with it. The fullness of orchestration fit well
with the use of a group. Single themes merge and then appear
egain,

The final section, '"death hope and love, the death
of pride and principrle, and then the death of everythlng..."11
was accompanied by "Tree Treasure! This selection is a re-
counting of numerous themes used in the other selections.
The movement also makes use of themes which have been used
earlier. The music moves from sections of repose to those
with an agitating quality. Parts of previous themes emerge
from the music and then disappear. The idea of the dance
was similar -in nature to the music. The statements which

have been made before are restated and a final conclusion

is drawn.

Selection of the Costume and Set Design

In selecting the costumes, it was necessary to conslder
the numerous qualities of movement inherent in the choreo-
gravhy because of the wide scope of the emotional themnes.
Elizabeth Hayes states that "the design of the costume must

be such that its lines are in keeping witn the style of the

11p1a., p. 168,
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dance: 1t should be constructed to augment rather than to
detract from the movement."12

The qualities of movement were both lyric with its
curves and flowing lines and server with its angles and
straight lines., It was therefore necessary to design a
costume that was "adaptable to the contrasting qualities of
the various sections of the suite..."13

Aside from the qualities of movements, it was also
necessary to consider the abstract nature of dance itself.

The costumes were to svggest an abstraction of reality rather
than reality itself. For this reason it was decided that the
costumes should be as simple and unornamented as possible,

The basic costume to be worn by the women is to focus
attenition on thelr feminine gender. The skirt is flared and
slightly below the knee in length so as to allow the leg action
to be seen.. The bodice is close fitting and sleeveless to
allow observation of movements 1n the torso. The flared
skirt would be complimentry to lyric movements where
2s the fitted and sleeveless bodice would be advantageous
to the more severe movements., For the section of the production
entitled "lose him, weep him, caught a man but couldn't keep

L
him,"1 which portrays the grief of the three women, a black

12Elizabeth Hayes, Dance Composition and Production,
(New York: The Ronsld Press Company, 1955), DP. 121.

131v14., p. 122,

1”Fau1kner, Absalor, Absalom!, p. 168,
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china silk overblouse was desisned to be worn over the dress
as an indication of the.mood of this section.

The costume selected for the men is also simple in
its design., Close fitting shirts of cotton and dance slacks
suggest the reality of masculine attire and were chosen for
this reason.,

The basic costume for the women 1s the sleeveless
dress with a flared skirt in pale blue jersey shown in Figure
I. The overblouse 1s shown is Figure II. The men wear the
black dance slacks and pale blue turtleneck shirts shown
in Figure III.

Set Desien. The use of a set is to aid in the estab-
lishment a specific place for the action of the dance to
unfold. The set seen in Flgure IV was designed by the
investigator to represent the structure of a house, It
represents no particular house, but simply the 1dea of homne
which was important in the characterization of Rosz Coldfield.

The use of a set also has choreographic values because
it provides ariocther area to be utilized in choreography.

Doris Humphrey sees the main value in the raising of the fig-
ure and in the changes of the choreographic design in relation
to floor dancing; she alsoc sees a strengthening of dramatic

15

values by the use of vertical space.

Staging and Lighting., The dance productlion deals with

Resa Coldfield as seen through reactions to other personalities.

15Humphrey, The Art of Makine Dances, p. 14k,




Figure T,

Costume Worn by Women



Figure IT,

Overblouse Worn for Section Six
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Figure III.
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Costume Worn by lMen

50



Figure IV. Set for Dance Production
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Because the dance involves characterizations and has no
focus on time and pléce, the specific setting is simple and
unobtusive. This also allows minimum distfaction from the
choreography. The use of a neutral background also adds to
the simplicity of the setting. In this dance production, the
up stage wall 1s used as a backdrop. Its neutrallity 1is pleas-
ing to the eye and readily adaptable to the design of the
lighting., It also allows the audience to provide a specific
setting for itself through the use of its imagination,

The use of lighting helps to transfer the dance pro-
duction from the studio where it was created to the theater
where it is viewed by the audiencg. - Aside from the aesthetlc
need, lighting must be considerate of the auvdience's need to
see the movement. All areas to be used by the dancers must
be well lighted so that no action is lost in a dimly lighted
area,

After audience consideration, it is then necessary
to design lighting which contributes to the total dance form,
Mr. Lynn Murray of the Sam Houston State College Drama Depart-
ment was consulted, and he assisted in the final lighting
desiagn. .

Generally the lighting desizn of the dance production
consisted of atmospheric lighting for each section to estab-
lish a mood.

The curtains open on a dark stage. A spotlight on the
set directs the audience to the ﬁp left stage area where a

dancer 1s seated on the set. As the movenent carries the
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dancer from the set, the areas which are explored are then
lighted. The effect of contrasting lighted and darkened
areas contributes to the somber mood of the section. As the
dancer returns to the set, she is again lighted by the single
spot, and as the section closes, the spot goes out and the
stage 1s dark.

The lighting is done in lavenders and blues, which
give the appearance of black and white. The use of Special
Lavender and Daylight Blue in the up and down stage areas
provides a contrast of warm and cold lighting that i1s dom-
inated by the cold. The low intensity of the lights (80%
in the stagze right area) creates a somber, isolated apvearance,

A single amber spot is focused on the male dancer in
the up left area. The stage 3is covered in a smooth even
spread with no definable area other than the spot. By using
a combination of Warm Amber and Surprise lLavender, the stage
is lizhted in warm pink and gives a healthy appearance to the
dancers,

As the woman enters in the fourth section, the lights
change to Bold Pink and Medium Lavender. The dominating
pink gives a strong color connotation of youth, energy, and
vigor. There are three overlapping half circles on the back
wall giving the section a specific 1light design.

As four dancers exit, the fifth dancer begins the sec-
tion on love. The pink is taken out of the lights and the
color is Medium Lavender. The three half circles remair on

the wall, The lighting 1s one directional in source and
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gives a soft, kind appearance. It 1s a combination of the
serious side of flirtation and a later section. As the dancer
exits, there 1s a blackout. |

Tne lights come up full as the dancer enters., A lMe-
dium Red cross lisght from stage left glives an appearance of
streaks., A harsh amber adds 1llumination. Magenta lichts
provide highlights to the dancers. As the dancer exits in
a magenta spot, the other lights go out, and the stage is
then dark.

A blue spot picks up a dancer in the up left area as
the section of grief begins. The soft blue glves an extremely
c0ld effect. The low level smooth wash in blue is a direct
contrast to the ecmotional idea. By using a magenta back
light, the dancers are outlined in a soft red for nighlieghts,
The section ends in a blackout.

A light lavender spot in the down area picks up the
dancer to begin the section on community. As the other danc-
ers enter, the lights go to a combination of blues and laven-
ders. There 1is a blue general illumination with three laven-
der spots coming out of the middle of the house. The effect
is a soft, peaceful, restful atmosphere, The lights are a
mixture of those used in love and grief.

The last section 1s a return to the lighting of the
first section. There are two distinct lighted areas. The
right area is strongly lichted while the left is dim. A magenta
spot from the left sends streaké of red across the stage and

links the two areas together. The light creates a non rea-
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listic structure. As the group exlts, the left area zoes
dark, and the dancer returns to the set. The section closes

with the dancer in a single spot as the curtains close,



CHAPTER IV
SUMMARY AND EVALUATION

The purpose of this study was to explore the inherent
possibilities in the use of literary themes as basis for
choreography and to select one author for the use of his
themes, The works of William Faulkner were selected as the
source of themes to be used as basils for choreography. The
findings of this investigation were evidenced in written
form and were projected into an extended dance production
choreographed, designed, staged and presented in concert Dby
the investigator. This culminating production was based

uponn the novel Absalom, Absalom! by William Faulkner,

The written substantiation concerning the use of
literary themnes as the basis of choreography was limited to
the following sreas: (1) use of literary themes as basis
for choreozravhy (2) the appropriateness for choreography
of recurring themes used by Faulkner (3) the credibility of
the use of flashback for the dance production,

It was discovered that numerous dance productions
have been structured using literary themes as thelr basis,
Some of the choreogzraphers structured dances as literal re-
presentations of the particular drama, poem, novel or short
stery,

Other choreographers selected passages from 2

particular text and developed their dance around the idea of
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the passage., The use of individual characters from the text
has also served as a baéis. The dances then become a char-
acterization of the personality.

Choreographers also made use of literature as inspira-
tion for a dance that portrays the psychological implication
of the work as seen by the choreographer. The dance takes
on a new idea, but still retains some of the original text
and 1s loosely based on the text.

The mood of a particular text has been the stimulation
for many choreographers, and their dance creations are in a
sense reflections of the work itself., There is no nececsity
to retain any of the original text, and the dance becomes a
totally new entity.

Investization showed that many choreographers chose to
retain the time structure of the text. It was found that
flashback has been the basis of many dances which utilized
the themes of the text or were literal representations of
the text.

The investigator found that Faulkner's novels were
filled with themes which were suitable for choreography, and
that other choreographers had made use of his novels for
chorecograrhy. The novels contained ideas which lend them-
seives to interpretation in an abstract medium such as dance
and contain potential for actlon,

The dences production was described in detail and
ineluded the following points: (1) selection of themes (2)

selection of personnel (3) selectlon of music (4) development
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of the choreography (5) selection of costume and set design
(6) staging and 11ghtiné of the dance work,

An extended dance production was choreographed and
presented as partial evidence of the findings of the present
study. The dance production was based upon a character from

the novel Absalom, Absalom! by William Faulkner. This par-

ticular novel was selected because of its impact on the
investigator and because of its innate movement potentials,

It also included numerous themes which are recurrent in Faulk-
ner's novels,

The time structure of the novel, which is flashback,
as well as the character Rosa Coldfield were used in the dance
production, The suite of dances portrayed the moods of cer-
tain personal encounters of Rosa Coldfield, and words from
the text were selected to help the audience identify with
the mood of each dance,

The persorinel used in the dance production were selected
from the performing dance group at Sam Houston State College,
Huntsville, Texas. Five dancers were selected for the pro-
duction., The criteria established as a basis for the selec-
tion of the personnel were: (1) previous dance experlence
(2) technical proficiency (3) ability to project to a large
audience (4) sex of the dancer,

The choreography was structured after intellectual vis-
ualization and movement improvisation. These were followed
by experimentation with numerous sequences on different body

tyves. The choreography included characterizations of per-
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sonalities taken from the novel,

The choreographer deslgned and created every aspect
of the dance production which included the selection of the
music., It was desired that the muslc be recorded and reflect
the moods of the individual sections of the dance as well
as contribute to the final continuity of the form., The
individual selections for each section of the dance production

were taken from the LP To Kill A Mockingbird composed by

Elmer Bersteln as the musical background of the movie by the
same name, Because the movlie and the novel were similar in
setting, and because the LP contained the desired quality,
it was felt that the music would be appropriate for the
dance production.

The movements of the dancers in the dance production
may be described as lyric, curved, and flowing. Individual
sections contained distortions and severe lines, but gener-
ally the movements were lyric in nature.

A set was used to provide a sense of continuity of
place setting and indicated the idea of home, The dance
action evolved around the ever present set wnich added con-
tinuity to the production.

Aesthetic reasoning was the basis for the lighting which
was desisned to create a mood or atmosphere for individual
cections., Beczause the dance production 1s an abstraction of
reality, the lighting contains the same quality.

Dance is the structuring of movements in time and space.

The final strusture is a dynamnic design which contains an ab-
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straction of an idea to be perceived by the viewer. The
ldea includes the conclusions of the artist which are drawn
from his lived experiences and represent his values and
beliefs.

The artist creates to fulfill that innate impulse to
communicate with those around him, those ideas and feelings
which cannot be stated in factual terms and are part of the

Intuitive sense. The dance production, The Past Is Never

Done. t Is Not Even Past.l is in itself a representation

of the views of the present investigator and the approach

reflects these views. It is the fulfillment of the impulse

to create.

1Fau1kner,.Requiem for a Nun, p. 92.
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