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Purpose 

Willi s.m Faulkner as Basi s f or an Orig ina l Dance 
Produc t i on. !-!aster of Arts"lPhysical Educa t ion) May, 
1968 , Sam Houston State College, Huntsv ille, Texas. 

It was the purpose of this study to explore the 

choreographic possibilities found in the literary work s of 

William Faulkner. The investigator selected works which 

dealt with emotional interplay a mong the characters. The 

findings of the investigator are evidenced in the present 

written foTffi and were projected into an extended da nce pro­

duction choreos raphed, desi gned and staged in conc ert. The 

dance prod.uct:i.o:r. was based upon a character, Rosa Coldfi e ld, 

in William Faull:ner' s novel Absa. lom, Absa lo!Il !. 

Methods 

The investi gator r eviewed novels written by t wen t ieth 

century novelist, William Faulkner . From the themes found 

in Faulkner's novels, six themes were selected becaus e of 

thei1· r-ecm:r ence throughout the 11 tera ture and the ir i mpac t 

upon the inves ti ga tor. 

The fi nd i ngs were orga niz ed into the prescribed thes is 

fo:r-m a nd includE: the following relevant informe.tion concer n ­

ing t he pr esent a tion of the da nce: (1) sel ection of the 

the '.Il es (2.) selection of pe rsonnel (J) selection of music (4 ) 

deve l o pment of chor eogr aphy (5) s election of co s tume and se t 

des i gn (G) sta g i ng and lighting of the da nce work. 
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Summary and Evaluation 

This study is concerned with the use of themes recur­

rent in William Faulkner's works as basis 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 (J) the credibility of the use of flashback for 

the dance production. 

The investigation resulted in an extended dance produc­

tion choreogr aphed by the investigator. The description of 

the dance was limited to: (1) selection of themes (2) selec­

tion of personnel (J) selection of music (4) development of 

choreogr aphy (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 commu­

nicate ideas and feelings which cannot be stated in factual 

terms . These ideas and fe ellng s are a pa rt of the intuitive 

sense . The da nce production, The Past Is Never Done. It Is . -- ---- -- --- -- --
Not Fa? t . is i n t ts elf a representa tion of the views of th e 

pre sent inves tigator and the approa ch r eflects these ·views . 

It i s the fulfillment of the i mpulse to create. 
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CHAPTER I 

INTRODUCTION 

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

of expression. 1 It began with primitive man 's search for 

ways to communica te to his peers those experiences which de­

fied verbal description; and through his dance, he found he 

could "express feelings that transcended understanding . 112 

In his effort to share emotional experiences, man 

utilizes another basic drive, the desire to crea te. The act 

of creation ls a "drive to know, to relate, and to become .•. ," 

and the desire to create seems to . be stronger than the need 

for preserva tion and ma terlal satisfaction . 3 

The psychologist, Gardner Murphy , explains the crea tive 

instinct as: 

dee p forces that strive fundamentally for the 
gratifica tio~ of the need to understand; forces 
resistan t to standardization and t he molding 
process; forces that nervously and restlessly 
cut through the chrysallis of culture.4 

For mod ern ma.n as it. was for primitive man, dance is 

a means of express ing human thought and feeling and of ful-

---- --·--~-----
1 Alma M. Hm·1k ins. Crea tin~ Throu &1; h Dance, (Eng l.e wood 

Cliffs: Prentice-Hall, Inc., 1964 ), p. J. 
2John Mart in, The roaern Dance, (New York: Dance 

Horizons, Inc., 1933)~. 9. 

)Ibid., p ,8. 

~Ga:cd.ner Murphy, Human Potentia ltti es (New York: Bas ic 
Books , Inc., 1958 ), p. 18 .- -- ---
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filling the creative instinct. Man has found that in the 

medium of danc e he has a means of expressing "his feeling 

responses to the universe. 11 5 John Martin views this intrinsic 

ability as the prime purpose of modern dance. Dance is: 

communication of emotional experiences--1ntu1tive 
perceptions, illusive truths --which cannot be 
communicated in re~s oned terms or reduced to mere 
statement of fact.6 

A fundamental ingredien t in dance is the impulse to 

create. 7 To perform the act of creation (to know, to relate , 

to become), the choreographer mus t draw from hls experiences 

those things which are felt, heard, or sensed, but elude 

rea soning . He crystalizes all of his rea ctions until he 

reaches the very core of their me~ning for him. He draws 

from the old whi ch enables him to make a new statement, and 

with the presentation of a new statement, the choreogr apher 

makes t he transit ion from technicia n to artist. No ma tter 

what the medium , the art object expresses the concepts of t he 

arti st . John Dewey state s that: 

Th e ex pr es siveness of the object is the report and 
celebra t io!l of the compl e te fus ion of what we under­
go and wha t our activity of attentive perce pti on 
brings ~nto wha t we receive by the means of the 
senses. 

The choreogra pher selects from his lived experience s 

some i dea tha t will be woven into his art obj ec t. The 

5Haw~in s , p. J. 

6Ibid ., p. 6. 

7Jbid .: p . 7. 

8John Dewey , ~rt As Exper i ence , (New York: Ca pri c orn 
Books, 1958), p. 103-. -
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sources of ins piration are innumerable, but litera t ure has 

provided the stimula tion for many choreographers. Themes 

and cha racters from William Faulkner's novel, As 1 Lay Dy i n~ , 

were used by Valerie Bettis for a group composition. Martha 

Graham has made use of the mythological characters from 

Sophocles' dramas in dance coopos itions such as Cave of the 

Heart and Erra nd into the Maze . Jose Limon was ins pired by 

Shakespear 's d.rama Othello for his dance, The Moor' s Pavane . 

Somet i mes it is a phrase , sent ence, or cha r acterizat ion 

within the literary work tha t sends the chore ographer to the 

studio seeking expression. At othe r time s it is the mood or 

emotiona l state that ha s be en elicited by the work . The chore­

ographer ~ay choose to make his dance a visual na r ra tive of 

literature , or to simply use the wor k as the under1ying ba sis 

for his dance . In thi s way he is free to cull or ex pa nd the 

original i dea until the dance, his work of aTt, "expresses 

a e;on cept of life, emotion, or rea lity" fo r him. 9 

The inves t i ga tor attempted to elicit through dance, 

moods and enotiona l reaction s inherent in the work s of William 

Faulkne~ . The moods and emotiona l rea ctions were rela ted to 

the life cf the charac t er , Rosa Coldfield. 

STA'l'EMEN T OF PROBLEI"' 

The :r;urpose of this study wa s to explor e the choreographic 

possibilities f o·und in the lite r a ry work s of Will i am Faulkne r . 

9susanne K. Langer , Problems of ~I..! , U~ew York : Charl es 
Scr ibner ' s Sc n s , 1 9 5 7 ) , p • 2 o • 
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The investiga tor 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!. 

LIMITATIO~S OF THE STUDY 

This study deals with the use of themes which were 

derived from 11.terature and utilized in choreography structured 

within a fl&shback form. 

The inves tiga tion leading to the written document and 

the dance was lim1. ted to: ( 1) novels "l'rri tten 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 presenta tion of an 

extended danc e product ion choreographed by the investigator. 

Th e de i.wription of the dance was limited to: (1) s e lection 

of themes (2) selection of personnel (3) selection of music 

(4) deve lopmcmt of choreography (5) selection of costume and 

set d es i gn (6) sta g ing and lighting of the dan c e work. 

METHODS OF I NVESTIGATION 

The investiga tor reviewed novel s written by t wentieth 

centu:ry novelist, William F'aullmE: r. From the themes found 



in Faulkner's novels, six themes were selected because of 

their recurrence throughout the literature and their i mpact 

upon the investigator. 

5 

The findings were organized into the prescribed thesis 

form and include the following relevant information concern­

ing the presentation of the dance: (1) selection of the 

themes (2) selection of personnel (jJ selection of music 

(4) development of choreography (5) selection of costume and 

set design (6) staging and lighting of the dance w0rk. 

RELATED STUDIES 

The review of related literature was directed to 

critica l reviews, theses, and disserations which included 

description of dances in the flashba ck form which used 

emotiona l themes _as sources of choreography. The results 

of thi s review are presented in the second chapter of this 

thesi s . 



CHAPT&-q II 

LITERARY THEMES USED AS BAS I S FOR CHOREO~RAPHY 

Sourc e of Themes 

Litera ture has oft en been th e source of choreographic 

stimulati on for many choreographers in the area of contem­

porary dance. A choreographer may choose to structure h i s 

danc e i nt o a vi sual narrative of the literature , a crystal ­

iza tion of ev ents, or a character study of th e pers onaliti es . 

He may also elec t t o use literature as the stimulus for a 

to tally new app)~oach to conclusions simi l a r to those drawn 

by th e writer , or he may draw compl etel y new conclusions . 

In thi s way l iter a ture ha s served as t he ini t i a l spa r k t hat 

sets i nto mot i on t he c reative process . 

Use of t hemes i nherent in literature is another fo rm 

t hat literary st i mul ati on may t ake . Val erie Bettis chore ­

or; r apherl a dance i n fl ashback form using themes from As I Lay 

Dying , a novel by William Faulkner . The c entral character i s 

the pas sive cr,aracter in th.e novel , but Val erie Bett i s shifts 

th e emphas i s from the chi ldren , who are of principle importance 

in th e novel , to the moth er . l 

F'R.ce.s pf ~ro~e.n by Jandl ey is a solo composition using 

t hemss f r o1n. the po em "Out of t he Cradle Endlessly Rocking " 

by Walt \.'hi t rr.an . The emphas i _s of the poem on t he periodicity 

1 Jo',,.,r.., M t i , , , 11::i.r n , "The Dance : Dravo , 11 Ncvr York Times , 
(January 16 , 1948 ) . 
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of human life is used as "a starting point for the cycle-of­

iife dance which this dance work seems intended to be. 112 

Using a theme of protest a ga inst traditional attitudes 

of the law in reference to dispossessed persons , Bill ~a ton 

choreographed Letter to~ Policeman in Kansas City .3 The 

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

Martha Graham choreographed Punch and the Judy satiri­

cally representing the theme of connubial combat . 4 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 choreogra phed a series of ~ptsodes , each a separate 

folk-scene taken from the poem.5 

The classlcal drama by Aeschylus, Eumen i des , 1s the 

thema tic basis of Ores tes and the Furies by Hanya Holm. 

Both deal with "the mental torment of a man who has killed 

his mothcr. 116 

Marth~ Graham used Euripides ' drama , redea , as the 

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

-----·----· 
21;1k Krevl tsky , "Reviews of the Month,'' Da nce Observer 

XVII (Via:-ch, 1950 ), p. 44. 

3r1a rjorie Church, "Dance Reviews ," Dance Observer, IV 
(.Jun e--.July , 1937 ), p. 66 . 

4 John Martin, "Dance ," New York Ti mes , January 11, 1942. 

5Nancy Srui th. "Modern Dances Based Upon Lit erary 'l'hemes , 
192t-~959 ." (unpublished Ph . D • . dissertation, the Texas Women 's 
Unlversity, Denton , 'I'exas, 1960 , p. 64 . 

6P. s. , "Re views of the Month," Dance Okrnrver, X 
(October , 1943 ), p. 92. 
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composition is based on the drama, but transc end s tha t story 

and develops into a "dance of possessive and destroying love." 7 

"Lament for Ignacio Sanchez Mejias," a poem by Federico 

Garcia Lorca inspired Doris Humphrey's compos ition of the 

same name. The dance is in fiv e sections. Four sections are 

the same as the four sections of the poem, and the fifth is 
8 

a Prolog ue add ed by Humphrey. 

Peter He.mi 1 ton based his composition Silent Snow, 

Secret Snow on the short story of the s ame name by Conrad 

Aiken. The composition is a literal representa tion of the 
9 

story's theme . 

The ExJ.L~~ by Josi Limon is based upon a passage from 

Milton's epic poem Par ad i se Lost. The compos ition s uggests 
10 

an allegory to the awakening of two human being s to maturity . 

'J;'he cha racter, Cas sandra, in Ae schrylus ' Ao.:a n: emnon_ 

inspired Pauline Koner's solo entitled Cassa ndra . The under­

lying i dea of the characterization 1s described in the pro­

gram note : 11 Cass 19.ndra , pr ophetess of Troy, doomed by the 

gods never to be believed, stands amid the des truction she 

foret old . 1111 The c o~pos1tion is the psycholog ical interpre-

? Robert Sa bin, " !1evi ew of the JV;onth," Dance Obs e r ve r , 
XIII (June-July , 1946), p. 73, quoting Martha -Gra ham . 

8Nancy Smith, p. 76. 

9Nik Krevitsky , "Rev i ews of the Month," Danc e Observer, 
XIV (Aug us t - Se ~tember , 191~7 ), p. 79. 

10 Anon ., 11 Reviews, 11 Da~~ Maga z ine, XXIV (Octobe!" , 
1950), p. JL~. 

11 Robert Sa bin r "Rev i ews of the Month ," Dance Obs e rver, 
XXI (Ma rch , 1954 ), p. 41. 



tation by the choreographer of the character of the doomed 

12 seer. 

9 

"The Fates" by Stephen Spender inspired Doris Humphrey's 

composition Ruins and Visions. The poem and the danc e state 

the theme of condemnation of the unrealistic attitudes in 

society, but Humphrey's choreography is a philosophical pre­

mise of the necessity of avoiding wishful think ing and 
1J accepting reality courageously. 

Thoughts and Remembrances, a group composition by Erny 

St. Just was inspired by Shakespear's drama, Hamlet. The 

choreography is a psychological interpretation of the literary 

14 theme as seen through the eyes of Ophelia. 

Choreographers have also made use of the time structure 

of the literary piece that has been the source of in spi r ation . 

Martha Graham chose to use the flashback form for her group 

compos itio~s , Clytemne stra, based upon the Aeschylean drama , 

Orestes , and r:ight Journey, based upon Sophocles' drama , 

Oedipus ~ex . Both composit ions deal with psycholog ical i mpli­

cati ons innate within the dramas, and John Kart in's comments 

on Clytemne stra are particularly revealing : 

To cons id er Clytemnes tra as merely an ada p­
tation or a retelling of the Greek epic, however, 

12vancy Smith, intervi ew with Louis Horst , p. 120. 

13selma J ean Cchene "Doris Humphrey 's Ruins and Visions-­
a Transla tion from Poetry to Dance," Dance Observer, XXI 
(Dec ember, 1953), p. 148. 

14L. G., "Revi ews of the Month ," Danc e Obser7er , XXi 
(Augus t-Septembe r , 1954 ), p. 105 . 



would be a grave mistake; it 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 ••• -wha t 
happens on stage is concerned not with intellec­
tual articulateness but with emotional revelation, 
as f3Y good ritual and any good work of art must 
be. 

The action in Night Journey begins at the moment of 

recognition of the truth that Jocasta has married her sen 

16 and relives the events leading to the realization. In 

10 

Clytemnestra the action takes place both in the present and 

the past as Clytemnestra attempts to understand her fate by 

reviewing the events of her past. 17 

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

poem 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 flashback form, the 

action proceeds from the woman's nostalgi c res ponse to memories 

awakened while watching children. 19 

Hanya Holm used Eumenides by Ae~chylus as the themat ic 

oo.sis for Orestes and the Furies. The compos ition was a re-

(June , 

1511 Da.nce: Graham ," New York Times 1 April 6, 1958 
16Reed Severin, "RevieNers ' Stand , 11 Dance Magaz ine XXI 
1947 ) , p. 3 8 . 

17Rob.ert Sabin, " Reviews of the Month, 11 Dance Observer , 
XXV (May , 1958), p. 70. 

18wa l ter 'l'e rry, "The Dance Worlcl, 11 New York Herald Tribune , 
April 19, 1953. 

l 9Ibiq_. 
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pl'esentation of the literature and utilized the flashback 

technique as did the text. 20 

As I Lay Dying by Valarie Bettis and Lament for I ~acio 

Sanchez Mej ias, both previously mentioned, make use of the 

flashba ck t echnique. Doris Humphrey follows the form of the 

Lorca poem for her time sequence, but Valarie Bettis chose 

to alter the eBphasis and time structure for her composition 
21 

based on the William Faulkner novel of the same name. 

Selection of Themes 

The use of themes as basis for choreography has been 

extensive. The themes that have been used cover a wide span, 

and the treatments of these t heme s in dance have been numer­

ous. Some choreographers chos e to structure a literal re­

presentat i on of the text as did Hanya Holm i n Orestes and 
22 

the Furies_. . 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 -

go:ica.l approach to John Milton's Parad is e Lost. 23 Hartha 

Grah;;m and Pauline Koner presen ted the psycholog ical i mplies.-

20 P. S. , "Reviews of the Month ," Danc e Observer , X 
(October , 1943) , p. 92. 

2111 :rtevi e\,~er 's Stand," D3.nce, XXII (February , 1948 ), p. 41. 

22 P. s., p. 42. 

23Annon. "Reviews ," Danc e Ma.C!;e.z ine, XXIV (October, 
19 50) I P • 34 • 



tion of the tex t of Aeschylus·' Orestia24 and Agamemnon , 25 

respectively. 

12 

William Faulkner was selected as the literary source 

for themes to be used in the dance ~reduction. The author 

was chos en because of his numerous novels and his acclaim 

by critics. 

Having selected William Faulkner, the invest i ga tor 

read and evaluated the novels for their innate choreographic 

potentialit ies fo r movement and thematic d evelopment . From 

the sixteen novels eva luated, six themes were selected because 

of their recurrence thr oughout Faulkner's works and because 

of thei r a ppropr i ateness to the unity of the dance form. 

Dori s Humphrey points out the n e cess ity for themes to "contain 

action possibilities , 112 6 and the inves tiga tor t ook t h i s into 

cons ideration bef ore the fina l sele c t ion of the themes. 

The themes selected as basis for choreography are: (1) 

youth (2) fli rtat ion (3) romantic love (4 ) evil (5 ) grief 

(6) c ornm uni ty . A section depicting age beg ins the dance 

production, ar.d by using flashba ck, the princ i ple character, 

Rosa Coldfiel d , 1·eli ves her exper- i ences in rela tion to the 

previous ly I!lent i on ed themes . The dance returns t o rea lity in 

a f in~l section that is a return to t he opening section i n 

th eme and movement qua lity . 

2¼runce : Graham ," Kew York Times , Apri l 6, 1 958 . 

2 5L. G. , "Reviews of the Month , 11 Dance Observe1~, XX I 
(August-September , 1954 ), p . 105 . · 

26Dori s Humphrey , The Art of Vakj_n u; Danc es , (New York : 
Holt, Rinehart and Wl n s ton:-1 959 )~-p. 39. 
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These themes were s e lected because of the i r recurrence 

in Faulkner's novels, their action poten tial, and their appro­

priateness to the unity of the dance form. They were struc­

tl.U'ed into flashback form because the novel, Absalom , Absalom l, 

from which the character is taken is in flashback form. The 

action beg ins 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 

tha t of youth and his struggle for identificati on with and the 

acceptance of his environment. Constantly the figure of youth 

is forc ed to admit the past into his existence, the same pas t 

that formed the destiny of the successive genera tions. Faulkner 

make s use of t his inner struggle for maturity in an early 

novel, Sa rtoris . _Bayard Sartoris is seen as the young man 

who must r econcile himself to his f ami ly's past . Re is descend­

ed from military men who through time have become l egends of 

heroic proportions . Havlng experienced the traged y of war 

himself, he finds the two, past and present, irreconcilable . 

He s ecs the two sides as : one of "young men like fflllen angels, 

and of a meteoric violence like that of fallen ange l s , beyond 

hea ven and hell e.nd partaking of both, 1127 the other of scream­

ing ne rves ar..cl lL.'1oeara ble fea r. 

He be comes preoccupi ed with dange r e.nd with pEirtici pa ­

tion in the appropr i a te ac tiv itj es of hi s sta tus wh ich should 

27William Faullmer , Sartoris , (.,.·ew York : Rand om 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 port1_on of Go, Down, Moses. It is an account of his 1ni t-

ia tion 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 iden tity can be ga ined, 

and with the spilling of the blood of his first kill, he 

approaches the steps to manhood. 

Intrud~r in the Dust is for Chick Mallison the same 

initiation device. He attempts to understand his position 

as a Southerner and temporari ly 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 workJ_ngs of his dual society. In evalua ting the differ­

ence in the two worlds, he notes that the food is different: 

"Nigger food.,. accepted and then dismissed also because it 

was exactly what he had expected, it was wha t Negroes ate, 

obv iously because it was what t hey liked . 1128 Through his 

efforts, both physical and emotional, he provides justice 

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 

if i t didn't. 1129 

28w111tam Faulkner , Intruder in the Dust , (New York: 
Random House , 19l~8 ), p. 13. 

29Ib~-1• , p . 23. 
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Gowan Stevens is fac ed with th e nec e ssity of the ful­

fillment of his role as prot ector in Sanctuar y . Because of 

his unconcern with the saf ety of Temple , h e a llows himself 
JO 

to be denied this role and commits "the unforg iveable sin." 

Redemption is obtained in a later novel, The Requiem for~ 

~run . As protector , he marries Temple and in so doi ng restores 

her to respecta ble society. 

Henry Sutpen is the youth in Absalorn , Absa l o~ I. He 

has th e duty of preventing inces t . By trying to f1:lfill his 

father's dream of a pure Ca ucasian bloodline , Henry is faced 

with th e t a sk of killing his half broth e r who is pa rt ~:eg ro , 

and by commiting the fatal act of murder , he totally destroys 

the l ast possibility of the dream . Yet , he h a s obeyed his 

father's 1·1ish . "He must not marry her , Henry ••• his mother 

31 was pa rt Neg ro ." 

This section of the danc e is d es i g na t ed in the prog r am 

as : 11 ••• I'm young , young ••. 11 32 Each of th e young men , 

Sa rtori s , Edmonds , Mallison, Stevens , and Sutpen are cha r a c ­

teriz ed by their vitality a nd mas culinity . Each i s a partic ­

ipa nt in a time ivh en physica l prm•rnss a nd proper masculine 

behavior are an i ngr edient for exist enc e . Each is an e:nbod--

JOwilli am Faulkner , Sanc tuar y , ( New York : Modern 
LibrRry , 1931) , P• 35. 

31willi am Faulkner , Absal om , AbsB.lom 1 , ( Ne1·: York : 
Th e Modern Li b r a ry, 1951), p . 355. 

32Ibid., P• 321. 
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irnent of manhood and all it represents. 

The choreographer attempted to portray the vitality 

and strength of these young men. The movement selected for 

this section has a vibrant, zestful, bouncey quality. The 

movements stretch and rebound into acti on. 

The section on flirtation .. ~s derived from six novels. 

The characterization of the women in the section is an em­

bodiment of four characters: Temple, Eula , Caddy, and Judith. 

Temple Drake in the novel, Sanctua ry, is a :,roung, r:.,"'.lconcerned 

college girl. She represents the new freedom found by women 

in the twenties. Because of the changing social codes, 

Temple deli ghts in testing her appeal to young men and uses 

her Southern womanhood as her protection from the consequences 

of her actions. ijer favors are bestowed on the college and 

to;,rn boys , but she rema ins unmoved, "her eyes blank ly right 

and left looking , cool, predatory and discre et. 11 33 Follo;,, in g 

her rape, Horace Benbow observes tha t she is "recounting the 

experience with actual pride, a sort of naive and i mpersonal 

vanity. 1134 

Eula Sn opes i s the center of masculine attention in 

three of Faulkner 's novels. They are The Hamlet , The Town , 

and The Eans io12. The Hamle t r e l a tes her lif e before she 

married Flem Snopes ; The Towl'_l is concerned with her young 

33w1lliam Faulkner, Sanctuary , p. 32. 
34 Ibid., p. 259. 
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married life; and The Mansion deals with her middle a ge. In 

ea ch of these three stages , she is the reci pient of the roman­

tic attention of numerous men i n the communi ty of Jefferson . 

Flem Snopes marries her for her f ather's money and seems 

oblivious of her physical b8auty. On the other hand , Col. De 

Spain is well aware of her beauty and engages in an i ndiscreet 

affair with her. To Gavin Stevens , she represents the embod­

i ment of Southern womanhood. For each man , a different worr~ n, 

but all three are r eady to admit to 11a k ind of shock of grat­

itude j ust being a live and being rua l e at the same instant 

with her in space and time . 1135 

Caddy Compson in the Sound and Fury en joyed flirta•­

tions . She like Eula and Temple disregar ded the codes es­

tablished fo r Southern women , and a ll sought protect ion i n 

their position in the community as women . 

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

three . She obeys the codes ca refully. Her flirtati ons are 

coy and i nr1ocent and are di r ected to one man , Charles Bon . 

The garden of her home with its westeria and s win g is the 

site of her flirtation. She i s the perfection of Southern 

womanhood, and for this she r eceives t he protect ion of a ll 

thos e around her . She i s the 11 youne; c ountrybred g irl who 

s ees a man for an average of one hour a day for twelve days 

35w1lliam Faul kner , The To~m , (New Yo:rk: Random 
House, 1957), p . 6 . 
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during his life a nd ••• is bent on marrying him •.• 11 36 

The words, " ••• young still, and ripe for I!la rrying ••• 11 37 

identify the choreography of the section on flirtation. By 

combining each of these kinds of flirtation, the section 

bees.me a blend of the a ggressive and the passive women. The 

range of movement is from light and giddy to more serious 

mature levels. The movements flow at times, and at time s, 

there are bursts of activity and energy. 

The men in the section are foils for the women . They 

repres ent masculinity and rea ct to the women . They move 

with the full, strenuous movemen t s of youthful men. 

The following section dea ls with the idea l of love 

rather than a fulfilled union. Gavin Stevens loves Eul a 

Snopes , but does not allow himself to infringe on her life. 

His first attraction is identified i n The Tm~ when he 

recognizes the threat she re presents as a "woman who shapes , 

fits herself to no environment , scorns the fixitude of envi r ­

onment and all the behavi or patterns whi ch had been mutually 
38 

a greed on as being bes t for the greatest n umber." He 

protects her fr om her husband and defends her reputa tion , but 

he does not a llow their relationship to advanc e beyond this. 

J6w1111am Faul lrner , Absa lom, Absalom!, p. 99 . 

37 6 J b i d ., p. 1 9. 

J8w1 111 am Faulkner , 'l'he Jown, p. 281.J. . 



He later transfers this same chivalrous attention to Eula's 

daughter, Linda in The_ Ifansions . 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 outrage ous morality of 

adultery, a kind of flaunted uxoriousness in paramours 

bas8d on unimpug:nable fidelity."39 

19 

The same idealist 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 s he feels 

she can help him by allowing herself to be the vent of his 

an ger a~1d because it contributes to her self i mage as the 
40 

"bride of quietness." 

Tl'}e love of Temple for Gowan in Requiem for~ :un is 

rea lly a search for the acceptance of a way of li fe . By 

marrying Gowan she thinks she can obta in the security of a 

home and f amily and social respectability. There is safety 

in the name Mrs. Gowan Stevens, and she can deny past exper­

iences happened because they happened to Templ e Drake . 

The Be ivers has another approach to love. Everbe 

Corinthia is the object of t wo men 's love . For Ned she is a 

fall en wolJ18.n "in the paid bus i ness of be longing to ffii~7 ex-

39Ibid . , p. 70. 

l.J.o\.Jilliam Faulkner, Sartori s, p. 270. 
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elusive the minute she se ts her foot where lfie'§.7 at." 

20 

This is his way of obtaining her affection. Lucius Priest 

sees h e r as a person to be saved from sin with love and 

understanding . He feels that his love will lift her from her 

lowly ways a nd she "will be reformed from the temptation 

42 business." 

Judith in Absalom, Absaloml loves Cha rles Bon beca use 

of three meeting s in two years. After the first mee ting , 

she directs all of her ho pe s toward him. She plans for their 

future which will be the fulfillment of all of her dreams . 

"I love, I will accept no substitute; something ha s happened 

between him and my father; if my father wa s ri ght, I wi ll 

never see him a gain, if wrong he will come or send for me ; 

4J 
if happy I ca n be I will, if suffer I must I ca n." 

Rosa Cold.field, Jud ith's aunt, also loves Charles Bon 

even thou gh she has never seen him. He is a person to re p­

r esent al l of those thin g s tha t she s ee s no cha nce of ha ving . 

For her, love is t he perfect state where all thin g s are ri ght 

a nd. b eautiful. 

The s e ction on love is identified in the prog ram by 
44 

t he w01~ds , "she asks noth i n g ••• wh ich is the s um of loving . 11 

41 Willi am r'aullmer , The Re i vers , (New York : Random 
House , 1962 ), p. 197. 

l} 2 Ibi_g_. , p. 280. 

/.J,Jwilliam Faul kner , Absalom , Absa.l ~ I, p. 121. 

44 I bid . , p. 11.J,7. 



The choreographer blends the numerous kinds of ideal love 

found. in Faulkner 's works and structured a section of the 

dance production that portrays the idea of romantic love . 

21 

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 is a combina tion 

of five men who are included in one or more of Faulkner's 

novels. Joe Christmas, a Negro i n Light in August, does 

not know his place in a dual society and trespasses into the 

white community when he commits adultry with a white woman. 

She is decapita ted when she attempts to force him back into 

his role as a servant. All of the anger and hate of the 

community is d irected at the murderer not so much for the 

murder, but for his r e l at ion with a Southern white 1':0man. 

He is the obj ect of hate from the community. "' He never 

acted like ei ther a nigger or a white man . That was it. 

That was wha t made the folks so mad.' 1145 

Ja.son Comps on in The Sound and the Fury is evil in an­

other wa y. His crime is a gains t his family who he renounc es 

"sinGe to him a l l of the rest of the town and t he world and 

t 11e hlmi:;.n r a c l:! too except himse lf were Comps ons , inexplicable 

ye t quite pret'lJ cta ble in that they were i n no sense whatever 

to b ,; 1~6 
t rust3d . '' Greed di re cts his v ery existence. 

--------·-·----- . 

The 

45 v:i 1 11 arn Fau]Jmer , Li P.:h t in Au r.i;u~~, (New York: The 
ifod.crn Li brary , 1950) , p. 30b . 

lt,f . 
...,Willi Ecm Faulkner , The Sound and t he E1 urv_, (lTew York ; 

Yiode rn Librar;:; , 1S146 ) 1 :p. 17:-
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same is true of Flem Snopes in The Tmm , The Hamlet, and The 

Mansion . His g-re ed for money and his lust for position make s 

him a target for the communities distaste . "' He don 't want 

no more and no less than his lega l interest according to what 

the banking and civil laws states in black and white is hisn. 11147 

He represents the outside infringing on the old and the estab­

lished. He makes use of all the means that he can to devise 

a way of becoming an a ccepted part of the community. 

Popeye, the maniac in Sanctua ry and Requiem for a ~.un 

is a criminal who kills to obtain sexual gratifica tion. Re 

is cruel and inhumanly deta ched from the world in which he 

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

lived . Re too is an object of the community's hate be cause 

of his violat ion of Temple Drake. 

Thomas Sutpen in Absalom , Absa lom! is obsessed with 

the desire for a pure Caucas ian bloodline which is to 

i nherit the estate tha t he cut from the wi l de rness. He 

divorced one wi fe because of her mixed blood . He s elected 

his s econd wife from the upstanding people of the community , 

and she bore him t wo children who were destroyed by his 

obsession for a pure Caucasian bloodline. He had no consider­

ation fo r anyone i nc luding his children . Rosa Coldf ield i s 

als o the ob j ec t of his evil a.mbi tions . "Hence the proposa l, 

the ou'cr2..ge and unbelief ; the tide , the blast of indi gna tion 

47w1llia m Faulkner , 'I'he Hamlet, p. 172. 
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d 1148 a11 anger ••• 

"That d.emon ••• " is t he desi gnation of this sec tion in 

the program . The evil in each of the men was included in 

the choreography . The choreog raphy is the characteri zat ion 

of the evil hated by the community. The movements are strong 

and aggressive. There ls a grea t deal of conta ined energ y 

that when released , strikes out with great force. 

"Lose him, weep him, caught a man but couldn 't keep 

hlm, 1149 are the words tha t introduce the section on g rief. 

This ls not grief from one partlcular thing , or person. It 

ls the grief of all thing s. The c h oreog r aphy ls based upon 

the combinat ion of many personal trag ed ies in several novels 

by Faulkner. In the novel, A~ 1 Lay Dying , the trag edy of 

the death of a mothe r and the reactions of her children and 

hus band a_re revealed . Each rea cts differently . Cash grieves 

fo r the mother who shaped him into the quiet man he i s . In 

contrast , the father pe rforms the ritua ls tha t g o with rever­

ence fo r the dea d , but f eels none of the tragedy that his 

ctildren share . He fulfills his promis e of returning his 

wife to h e r family, but l aments the inconvenience it ca uses 

him: "'I ain 1 t asking you to risk your mule . It ain't 

50 
you r dead : I am not blaming you . 111 The youn ge s t son feels 

Li-8 William Faulkner, Absalom, Absalom !, p. 279. 
49 Ibicl. , p. 168 . 

50william Faul1mer, As I J..av Dyin o: , (New York: Rand om 
House , 19 j7 ), p. 436 , 
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a r ea l sincere loss a t the death of his mother , and h is 

grief borders on hesteria . He ca nnot recon cile hin self to 

the real ity of her death. "' My mothe r i s not in th e box . My 

mothe r d oes not s mell like t hat. My mothe r is a fish. 111 51 

Temple Stevens experiences grief for t he loss of a 

child in Reguie!.n for ~ Nun. ·She a lso experiences the gri ef 

that accompanies the recognition of the faili n g s of oneself. 

She says, " ••• that a little child shall not suffer i n order 
52 

to come unto Me. So g ood can come out of evil." Temple 

had hidden from the reality tha t she en joyed her promiscuity. 

The los s of t he child is necessa ry so t ha t Templ e wi ll recog ­

ni ze the i mposs ibility of r unn ing cn·ray from her past and the 

necessity of acknowledg ing her past . There is als o the grief 

that accompani e s the reali zation tha t t wo people died because 

of h er . 

In Sa rt oris , Narci ssa exper i ences the loss of her 

husba nd not only to dea th, but also to his past . She attempts 

to save him f rom the pa tt e rn of his family wh ich is a n early 

violent death. With h is dea th and t he birth of her child , 

s he r eali z es tha t she has perpetua ted th e pa tter n r a ther t han 

br oken it. 

For Sam Fathe r s i n Go Do~m , Moses , gri e f comes wi t h the 

los s of t he iores t tha t has b een his r e fug e from th e present . 

5l--- 1.:i 413 ~ - ' p. . 

52willin.m Fe.ullm e r , Req ui em for a Nun , (New York: 
Ra ndo~ House , 1 951), p . 2 08 . 



25 

As the treeline retreats from civilization, Sam Fathe~s moves 

with it and continues to perform the rituals of the hunt, but 

he realizes that the life of the forest is limited a n d rather 

than see it die, he gives up his life first in a final dra­

matic hunt. 

For Horce Benbow in Sanctuary, g rief 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 ultimate ly realizes 

that the commlmity as a unit is prejudlce aga inst the woman 

because of her disregard of the moral codes of the people. 

"'I cannot have my brother mi xed up with a woman peo pl e are 

talking about.' ,:53 

Judith in AbsaloM, Absa loml, e xperiences the los s of 

her future husband and the loss of her future with him. Rosa 

Coldfi e ld los e s not a reality, but the illusion of h er hopes . 

Rosa Coldfi eld has a special sense of grief because in the 

end she realizes that she has not r eally lived , but has ex­

isted only in the actions of others. 

The movements sele c ted fo r this section beg in in c enter 

and move out and u pward. The profj_l e of t he body plays an 

important pa.rt in the characterizati on of gri ef. The back is 

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

5\alliam Faulkner , Sanctuary , p . 220. 
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forehead. The movements are ~tructured on the fall and re­

covery principle where energy is released anu rebounds into 

the next movement. 

This section deals with the identification of individ­

uals with their community. The program note is " ••• no harm 
54 

to hope •.• so let it be hope.I! The choreographer chose to 

illustrate this quality of serenity tha t comes with the 

identification of one individual with others of his kind. 

This desire for group id entification is evidenced in 

Faulkner's novels. Because Faulkner structured the majority 

of his novels around the commm1ity of Jefferson, the people 

previous ly ment ioned are all in their own way seeking ident i­

fication with Jefferson at different times in history. Flem 

Snopes traded his personal happiness for an external accept­

ance into Jeffers on 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 tha t was 
55 

what he wanted because that Kas the only thing worth hav i ng ." 

Gavin Stevens, one of the old accepted famili es, has 

his pla ce and strives to keep the community hea lthy by prevent­

ing the lynching of Lucas Beauchar1p in Intrude r i n the Dust . 

Temple and. Gowa n Stevens t!'y to retain the i r place in 

the commlmi ty by hid ing their failures to each other. In Requi em 

54w1lliam Faulkner , Absa lom, Absa loml, p. 377. 

55w1111am Faulkner , The Mans ion , (New Yoik: Random 
Hous e, 1959 ), p . 240. 
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f or~ Nun , the public rec ognition of their failures is their 

salvat ion . 

Thomas Sutpen is look ing for this ident ificat ion 

with the community when he selects his first wife . He s ees 

in his acc eptance a means to his en~ , the pure bloodli ne . 

The movemen ts of this section are bi g and full with 

curved floor -patterns and movements . The rhythm has a rounded 

phrasing of r epe titious rises and falls . 

The beg inning and ending sections of the dance produc­

ti on establishes the rea li ty of the present which for Rosa 

Coldfield is old a g e . The program notes are 11I , the dreamer 

cling ing yet to the dream •.• waking i nt o the reality , 11 56 for 

section one and "death and ho pe and love, t he death of pride 

and principle, and then the death of everything •.. 1157 for t he 

eighth and final · sect ion. 

The character of Rosa Coldfield was selected for cha r­

acteri zation because of the i mpact on the i nvesti gator of the 

novel Absalom, Absalorn !, particularly the plight of Rosa 

Coldfi eld . The fina l form of t he choreography is a suite 

of danc es in fl a shba c k fo rm . It was felt that the us e of 

flashback was appropriate because of Faul kner 1 s use . 

Ea ch of the themes selected were in some wa y charac­

teri stic of an i nporta nt event in the life of Rosa Coldfie l d , 

- ----·---
56willtam Faulkner , .Absalom , Absalom !, p . 141. 

57Ibid ., p . 168 . 
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and each section contributes to the final characterizat ion of 

her . The final script to the dance production entitled 

The Past Is Never Done . It 1§_ Not Even Past 58 is: 

I . "I, the dreamer c l ing ing ~9t to the drea.m ••• 
waking i nto the reality . ") 

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

II I. 

I V. 

v. 

VI. 

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

62 
"I asked nothing • •• which is the s um of loving . " 

11 th t d 1
•
63 

a emon ..• · 

"lose him ,
6

weep him , caught a man but c ouldn ' t 
keep h i m. " 4 

VII. 
65 

"no harm to hope .•• So let it be ho pe . " 

VIII . "death of hope and love , the death of pride and66 prlnciple , and then the death of everything .• • " 

58 · Faulkner , Requiem for~ r~ , p. 92 . 

59-Faulkner , Absalom, Absa loml, p . 141. 

60ibid . , p . 321. 

61 Ibid ., p. 169 . 

62Ibid . 
-- t 

p. 147 . 

63 Ibid . , p . 178 . 

6L~Ibld . , p . 168 . 

65rbid . -- ' p . 377 . 

66 Ibid. , p . 168 . 



CHAPTE~ III 

DEVELOPING THE CHOREOGRAPHY 

The study was concluded by the presentation of an 

extended dance production choreogra phed by the investiga tor. 

The written description is limited to: (1) selection of 

themes (2) selection of personnel (J) selection of mus ic 

(4) development of the choreogr aphy (5) selection of costume 

and set design (6) stag ing 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 inna te choreographic po tentiality for movement 

and th emat ic development. Faulkner's novel, Absa lom, Absaloml, 

was selected for extensive study because of its i mpa ct on 

the invest i ga to r and because of the i nclusion of themes pres­

ent in nume rous other novels by the author. 

Themes which recurred persistently within Faulkner 's 

novels and were present in Absalom, Absa lom! were isolated 

and co~'1sidc1·ed for their appropri ateness to the t:ni ty of the 

fin a.l daYJce fo:r·m. Those themes which involv-ed Rosa Coldfield, 

one narrator of the novel, were sel ected because of the ir i nnate 

potential i ty for a strong da nce 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 

a ge \ the second is youthful 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, 

res pect ively, are evil and the grief that it causes. The 

seventh theme deals with the individual's identifica tion 

with the community , e.nd the eighth with the realization and 

acceptance of the self. The dance is in flashback form and 

moves from reality into reflections and back to reality. 

Flashback form was used because in Faulkner 's writing s it 

is an i mportant part of the organization . It was felt that 

it would streng then the final dance form if it reflected 

the same time structure as that of the novel, Absalorn , Abs a lom!. 

From each theme , words and phrases were selecte d tha t 

were descriptive -of the theme or of its relation to Rosa 

Coldfield. To aid the audience in their comprehension of the 

dance, Humphrey sugges ts the selection of "wor ds that are clue s 

to chara cters and situations in a drama •.• ,:1 The phrases 

selected are included in Chapter II. 

Selection of Personn el 

The dancers selected for performance in the dance 

production were memb e rs of the pe rforming da nce g roup at Sam 

Houston State Colleg e , Huntsville , Te xas . F ive danc e rs we r e 

us ed in various parts of the prod uction . The criteria es-

1 Doris Rwnphrey, The AT t o f Makin ,q- Danc e s , ( t-:ew York: 
Holt , Rineha rt and '.vinston , 1959T:- p.39.° 



tablished for t he selection of personnel are : 

J1 

(1) prev ious 

dance experience (2) technical profi cien c y (J) ability to 

project to a large aud l enc e (4) sex of the dancer. Physi cal 

structure and size were also cons idered because of t he desire 

for visual harmony , but were not of predominen t i mportanc e 

in the final selection. 

Develo pment of the Choreo~raphy 

The movements for the danc e were achieved throug h 

intellectua l vis~a lization and mov emen t i mprovi sat ion . The 

novel, Absa l om , Absa lom!, established the emotiona l t one de ­

sired by t he chore og r aphe r, and the i mprovisat ion attempts 

were directed to the externalization of t h is mood . Alma 

Hawkins observes that: "From an inner i mpuls e come s the first 

movemen t o f the dance. From this i mpulse and susta i ned emo­

tiona l powe ~ evolves a continuati on of movement , which pro-

2 
j ec ts t he i!nage of the creator . 11 

The i mpulse to create was d ire c ted to the movement 

chara cteriza tion of ~osa Coldfield and other persona lities 

who were i nvolved with her. The c horeog r apher attempted to 

esta blish these personaliti es as forc es which stimul ate re­

actions r athe r tha n r eac t thems elves . I t i s the choreo­

grapner 1s task to vary movements until the y are in a form 

that presents " the d esired illus ion and c onveys the essence 

2 
Alrr:a M. Hawkins, Crea tin~ Throus;,;h Dance , (Eng lc·-rnod 

Cliff s : Prentlce -iia l1~ L1e., 1964 ), p. J . 
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of human experiences."3 

Section I. The first s ection of the danc e i s dire c ted 

at the introduction and explanation of the characte r , Rosa 

Coldfield. The body is distorted a nd the movements a re ang­

ular with an erratic rhythmic structure. The stage c ontains 

a set symbolizing a house, and the da nc er is s ea ted on the 

platform. As she beg ins to move with contra ctions in center, 

the ebb and flow of the movement in the torso initiate s the 

dancer's t ransition from ina ctivity into the exploration of 

the spa ce aro1md the set and of the set. The dancer moves 

with wide, stretching motions, first cautiously and then as 

she moves farthe r a way from her place of orig in with assurance . 

The assura nce i s replaced with the a ggre s siveness of a woman 

determined to cha n ge her de s tiny . Her movements rea ch out, 

jab, and r e j ect the s pace in which she moves . 

Although she wishe s to, s he can n ot rej ect t he r eali ty 

of a ge and is drawn ba ck to this r e&li za tion . As t he dance r 

r etur n s to t he se t , he r a rms stretch out into th e s pac e be fo re 

her as if she we re r eaching for t he cons ola tion of memori es . 

Secti on ll• A young man u p stage l ef t begins t o move 

in l a r ge bold movemen t s that s t r etch into s pace . He j umps 

into the a ir a nd r eboun ds fr om th e floor in the long s t ri des 

punc tuated "1-'il th more j umps in t o th e spa ce a bove him. A 

moment of ba l anee o~ on e leg is followed by a s pi r aling l eap 

Jibid., p , 6 . 
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that sends him to g reet anoth_er dar..cer . Acknowl edgements 

made with s we eping arm gestures, the first dancer exi ts as 

the second fi g ure takes long strides sta g e ri ght . He lea ps 

forward, j umps up and spins as if deligh ting i n movi n g . The 

first fi gure r eappears wi t h bouncing leaps and is joined by 

the second for a moment of unity. As the fi gures beg in mov­

ing in unison, their patterns t ake them into the a r ea b eh ind , 

beside and in front of them. Slow preci se walks l ead them 

off in o ppos ite directions. There follows a short sequence 

of contra punta l movements with one dancer moving and th en the 

other . Long s usta ined stretches are followed by sharp recoils 

that g o back to center. 

The first fi gure moves to the set, touches it, and 

leaps into the a i r with a s ense of c omplete control. He is 

overcome _by g r avity , rebound s from the floor and move s forwa rd 

with s weeping arm mot ions which cut the spa c e a r ound him. He 

r ea ches out and draws th e s pa c e to him . There is evident 

pleasure as h e moves . His movement s are r ef l ected in the 

m0vements of the second dancer who has t a ken his place on the 

s et , There is a second moment of uni ty as the dan c e rs rejoin 

and move d i agona lJ.y s tage r i ght .with l eaps foll owed by a 

fall and r ecovery which sends them stage l eft with slow back 

walks . Both· dancers s p in and the first is sent rus hin ~ into 

s pa c e whil e the second with broad arm ges tures fe e ls the space 

above h i m and i nd icate s a comradeship between them, The 

fi r s t dancer i s drawn back to the second , and i n a fi na1 mo-



J4 

ment of unity, their arms rea.ch up into spa ce and are slowly 

lowered to their sides. There is a fe e ling of arrogance 

which is often ass ociated with youth. 

Section III. A third figure, a fe male, enters, gestures 

first with an arm and then a leg lift, and is acknowledged 

by both men. She moves to the first fi gure with low rush-

ing walks; they join hands, and as she moves around the first 

figure with sustained l eg swing s, the second fi g ure reflects 

their mood of flirtation in his movements . 

A second and third fema le dancer enters with rapid 

triplets , arms lifted and open. They join the first female 

and acknowledge the men with a stylization of a curtsy . One 

dancer l eaves h e r companions and rushes into the arms of one 

of the men . He lifts her high i nto the air , re t urns her to 

the floor and after a moment of equal re s ista nc e allows her 

to ret urn to the g roup. The women rush s tag e left where they 

a.re me t by the second man. The man and women join hands and 

turn around one a nother while the oth e r woman returns to 

C8nter sta g e . The third woman joins them in a circle whi ch 

shows the ir unity. After a leg lift turn, they face, join 

hands , circle, and l eave in three directi ons . 

In g roups of tuo and three, leg circles in low plies 

move them back to c ente r where they pass and form one line . 

A soar ing skip i s followed by a balance and fall wh ich send s 

th e dancers into three are~s of the sta g e . The dancers are 

grouped in t wo couples with one alone . The sing le dance~ 



ges tures to the women, a nd t hey l eav e the ir compan ions and 

mov e u p stage . Th e men ba l anc e , f all, a nd l eap in un i son . 
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The women r e t ur n to the men, a n d one couple in the stage ri ght 

area move.s s lowly around. ea c h othe r complete ly a b s orbed in 

their r e la t ion and unawar e of t h e g rou p of thr ee wh o circ le 

with tri plets. The g roup r ushe s f orwa r d a n d t hen away fr om 

the cou pl e . As they l eave s tage , t he man follows them , a nd 

the woman is alon e on s tage . 

Se c t ion IV. As the fourth section b eg i ns , th e s ing l e 

fi g ure lifts he r a r m slowly u p and ove r head . A l eg i s ex ­

tended a nd lifted acro s s t he body causin g a loss of ba l anc e 

and s end i ng t h e danc e r into q ui c k ba c k wal ks . The movements 

are slow, s oft , and gen t l e , r ef l e ctin g t he love theme . The 

arms are t hen exten ded to ei t h er s i de , and a l eg is lif t e d 

to refle ct the line of th e arms . A turn and wa l ks i n a 

ci r cula r pa t tern r e turns t h e danc er to c enter s tage . Th e 

chest i s lif ted and t h e bac k arches sl owl y , and the dance r 

wa l ks 1:-ack and turns . Th e arms ci rc l e the body and are 

li f ted one a t a t i me overhead . 

It is t he i dea l of love that is repre sented i n the 

movements . The arm l ifts are l arge a n d c urved and often 

s ymme t r ica l to demonstrate t he harmony present i n the i dea . 

As t he da ncer moves f orwa r d s l owl y and t h en turns quick l y , 

it i s t r,e fra g ileness that she seeks t o portray . An arm 

stretche s bac k and draws the dancer i nto a curved f loor 

pat t e rn . The t ors o s uggests the same c urve , and as the dancer 
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faces doYm stage , she steps into a hig h relev~, then do~m 

into a low spi ral i ng turn . A leg i s lifted from what seems 

to be the force of the turn and as it reaches forward, the 

torso stretches back for a momen t of balance . Ba.lance is 

lost and the dancer drops i nto a low turn which ends with the 

lifting of curved arms upwa r d . The elbows bend and the hands 

drop down a n d r e bound up i n a g esture of hope . As on e arm 

is stretched away from center, a l eg is sent in the o pposite 

direction . 

A turn is followed by a suspension, an other t urn , and 

walks tha t lead the dancer i nto a hi gh releve with outstretched 

arms and o pen c hest as if long ing for the ful f illment of her 

id eal, the dancer o pens herse l f t o the experi ence of love . 

She rushes forward , reaches out, and draws the i deal into 

her . Again she re l eves , turns, and rushes with li fted arms 

as if to her illusion she i s draim . The space i s caressed 

with lif ting arms and curved torso as she moves slowly throu~h 

the spac e , t urns , and ba cks from the stag e . 

Section~. A ma le fi g ure enters ; he i s the personi ­

fica ti on of evil. The a r ms a re lifted and cove r the face . 

A leg ges tures bac k , a n d the dancer is sent fo :::-ward in to 

spa ce , t urns , and is stationa ry in a wid e stan c e . He dominates 

the area in ~is movements and personality . 

An arm i s thrus t u pward , j abs in to space and circles 

ba c k to the bod y slowly. The body seems to vibrate from in­

ner t ens ion . Th i s tens ion 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 danc e r moves fo rward in 

jumps, backs up, and jumps hig h into the air as the arms are 

thrust upward. The return from the fli ght bring s hi ill to his 

knees where each time he tries to sit, the floor seems to 

push him away. There is a sens e of cruelty in his aggressive 

movements. A spiral turn on his knees followe d by the arms 

lifting overhead sends him throug h space a ga in. He turns, 

reaches out, and g ras ps the space before him. As he spins 

to the floor, a group enters. They represent the feelings 

of society in regard to this violent ind ividua l. They point 

at him first with arm gestures, then leg , then torso. One 

dancer rushes to him, strikes out at hi m. , and returns to the 

group where she finds renewed strength. Their hands snap up 

to the ir rib cages and as if wi ping them clean , they slowly 

lower the hands down the body. The dancers r ush together, 

form a sing le des i gn with the ir b cd ies, and point a ~a in a t 

the rejected dancer with extended ankle and leg . 

One fi gure from the g roup rus h es at th e first dancer 

who has rema ined on the floor apparently unawa re of the 

condemnation . Although hi s actions compl ement the desi gn 

of the group, h e shows no r ecogn ition of t h em . The group 

lunges f orwarrJ , L~ontra cts Hnd moves away from him i n small 

runs climaxed by a side leap . They g e s ture onc. e more with 

their arn s a n d slowly back off stage . 

The fir s t fi gure g e s tures back to the group ; he t akes 
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a sweeping turn and seems to strut as he wa l ks slowly in a 

circula r pattern . There i s an a ir of defianc e 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. Aga in he rushes forwa rd, ltmges and stretches the arms 

forward. As he brings the arms slowly back to the body, he 

turns and extends them to either s i de . He lifts a leg to 

the side, and the positioning of the body se ems to portray a 

person in the act of l a ughter. He turns back down sta~e , 

assumes a crouched pos ition with extended l egs . Slowly the 

hands circle into the body, join and slowly ex tend outward. 

He seems now to control the area . 

Section VI . A femal e figure is seen up stage. Her 

ba ck 1s arched and chest lifted . The hea d is dropped back 

and her hands rest on her fo rehead with the elbows pointing 

upward ; there i s feeling of tension. An arm reaches back , 

circles down and is returned to i ts orig inal position. The 

movement ha s a vibratory qua lity, and as a contraction is 

taken in center , it is as if a sob has escaped the fi gure . 

She moves forwa rd , stops and slowly lowers the hands . They 

pass ov~r the f ace , down the chest and as they do the body 

c urve s fo rward with a boKed hea d in a fe el ing of resigna tion . 

A t entat i ve step is taken backward as i f to move away from 

th e sor r ow . The arms ext.end forward with joined hands which 

seem to plead with an unseen forc e . A l eg lifts and circles , 

turr1ing the fi gure arovr id. . She move s to th e s e t and lu~ ge s 
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to it with extended arms as i f to feel the texture of the 

wood. She draws away , turns and rushes down stag e . A sus ­

pension on on e leg takes her to the floor . The body arche s 

upwar d , and the hands return to the forehead . P.er b ody s eems 

to collapse , and she lies on the floor . 

Two fi gures enter up stage with the same arched bodies . 

They progress slowly to the first fi gure. They reach out to 

her and seem to r eflec t he r sorrow. The movements twist the 

torso as i f in agony . They move to her, and with enci rcling 

arms seem to lift her to g o wi th then . They rush forward , 

reach up to the s~ac e above them and fall to their knees . 

Their bodies c urve forward, and the hands extend forwa rd 

pleadingly; suddenly the head snaps down and the body is 

t wisted for~ard . Again focus is dire cted upward; the arms 

open wide and then clos e back to the body . Sea ted , the fi gure s 

are curved fon!a rd , and as they rise they rea ch upward . 

The first fi gure leaves the others who move up stage 

in slow dipping steps and reach upwa rd . She slowly lowers 

h erself to the floor , and while the body has a forward appear­

ance, th e focus ls up. With a sudden turn , she r each es u p and 

then falls ix1ck to the floor . The chest a r ches up and draws 

t he body with i t . The arms r each out and she steps up into 

a hi gh re l evc , turns and rush es to the g roup , Th e three 

t ake unison movements and rus h around one another . The first 

fi gure rea ches out to the others , finds no r esponse , and then 

leav e s , but return s to them. Pleading ly sh e r eaches out . 

They turn a nd l eeve the stage . 
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Section ,YII. The firs.t fi g~r e beg ins to move a ga in. 

The section is to depi ct a fe e ling of community , a r.d identi ­

fication with others. Her arms are curved as they reach out 

into space. The g esture is no longer tense . Now it is soft 

and fluid. She moves forward softly and the arms curv e with 

the body. As the first fi gure moves to the floor , s second 

fi gure enters. She too makes curved patterns as s he mov es 

flui dly throug h space. The two fi g ures reflect the movement 

of each o ther . They circle, move together , the n a way . There 

is a contentment and unity i n their r e lation s h ip. Two a dd i­

tional fi gures enter up stag e first one, the n the othe r . 

Their arms J.ift u p·ward in curves which e xtend down thr ough 

t he body. There is a quiet sens e of union . 

One dan c er moves forward and is joined b y the fir s t 

fi gure who turns to t he floor . The second dancer then move s 

slowly to s tage lef t, a nd as h e g oe s , his body arche s first 

forwa rd a nd t h en ba ck a s the a r ms lift and fall . A fifth 

danc e r j oins him, and the y r e tra ce the first •s floor pattern . 

All five da ncers r each out tog e ther a n d move of f i n d i ffe r ent 

directions in two ' s and three ' s . Ev en as th e dance r s move 

away from ea ch o t her , the r e is still a fe e ling of b e long ing . 

From the g roup of thre e , one da nc e r joins the t wo , and 

they rea ch o~t with l eg lifts a n d curved tors o , Two dan c e r s 

then move to t he others , ci rcle eac h othe r a nd move of f . 

Sudd en ly from fl oor patte rns i n many di re c t ions , a ci r cle 

evolves , a nd the re i~ a f e e ling of un ity as the y stretch u p-
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ward together . Two dancers l eave the g roup , turn and are 

j oined by a third . The remaining two dancers move through 

t he g roup ; a third dancer joins them . There i s a mom ent of 

quietness . They t urn and rejoin the two . Slowly th e dancer s 

l owe r their arms . 

Sec t i on VIII . The f i nal sec tion beg ins as the fi gure 

s een i n the very f i rst section moves a way from the g roup . 

The section dea ls with the a c c eptance of reality . The group 

slowly lower themse lves to the floor as the first fi gure moves 

farther away from t h em . Contractions in center are taken as 

t h e vita lity of the previous section is replaced with a dream 

like sustained quality . The torso beg ins to have a distorted 

a ppearanc e , and the fi gure a g e s . It is a re turn to the the ­

matic material of the first dance . 

The danc e r moves away from the group and then back to 

them . Each · time she returns , she reaches out to them, but 

they do not respond . Aga in she rushes i nt o the group, and 

slowly t wo fi gures b egin t o r is e . The three wove with re ­

lated movements , but the t wo show no r ecogn iti on . They move 

pa st h er with movement sequences tha t are r eminiscent of 

ea rl i e r sections . There is a trance like qua lity to movements 

tha t were or i g i na lly vi g orous with explos ive energy . One fi g ­

ure moves off as the other moves to th e t wo r ema ining on the 

floor . There is recogn iti on amon g the g roup , but ea ch time 

th e first fi gure moves to bhe g roup, they exclude her a ga in . 



The thre e move off stage lea ving the sing l e fi gure . 

She pursues them a nd then turns a n d r eac hes out tov:a r d the 

s e t. Her mov emen t s are slow, f a ltering a n d cha r a c teri sti c 

of a g e . She moves out away from the s e t , but se ems to b e 

d r awn back to it. Sl owly she mo unts the se t and res ume s 

her s ea t . Sh e r eaches out i nto the s pace be fore her . The 

cur t ains c lose . 

Select i on of t h e Mus ic 
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The ~ u s i ca l a cc ompan i men t for a dance pr oduc t ion i s 

an i mpor tan t pa r t of the tota l f orm. Wh en mak ing h i s s e l e c ­

tion , the choreographer s hou l d c h oose mu s ic t ha t i s s imi l ar 

4 
i n style , mood , a n d rhythmi c s t ruc t ure with hi s danc e i dea . 

The idea for the danc e pr oduc t ion was c onc e ived b y t he 

i nves t i ga tor and mu s ic wa s s e l e c ted bef ore t he c hor eog raphy 

was str uctured . The c riter i a t hat were establi shed for the 

selec tion ·or t he mus i c i n cluded the followi ng c ons i derat i ons : 

(1 ) t he mu s i c s hould b e l yr ic i n s t yl e and t onal q uali ty ( 2 ) 

t h e mus ic s hould b e recorded and divided i nt o s e c ti ons (3 ) t he 

mus ic s h ould b e vari ed i n mo od and rhythm . 

Th e E1us ic s e l e cted wa s c omposed by El mer Berstein as 

the mus ica l backg r ound fo r t he movi e To 1:111 A f(ockin r-:bird . 

Th e movle sett i n g was a s mall southern commun i ty s i mi l ar to 

th e t mm of J efferson i n h' illiam Faulkner ' s nove l, Absalom, 

4n:umphre y , The Ar t of MakinQ; Dance , p . 146 . 
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Absalom !, It was felt that b e cause of the similarities in 

ge og raphical locations and i deas , the mus ic would be appro ­

pria te for the danc e production. 

From the LP which is divided i nto twelve sections , 

eight s ec tions we r e c h os en to be used with the eight sect ions 

of choreography, The section "Lynch Y.ob" was se l ected for the 

dance section entitled "I, the dreamer cling ing yet to the 

dream .,, waking into the r eality , 11 5 This selection was made 

beca us e changes in mood and i ntensity were desired , and be ­

c a u se of the sparseness of the o penin g phrases in the mus ic. 

From the sinple beg inning , the music builds i nto a tense , 

rhythmica lly i rreg ular section and then recedes i n to a 

simpl e ending . It was also fe l t by the investigator that the 

musi c could be interpreted as a g e . 

" I ' m young , young •.. 11 6 i s the second s e ction and i s 

accompanied- by the select ion from the LP entitled "A Roll in 

the 'l' ire." The music has the s ame bouncey qua lity as desired 

i n the choreog raphy , and there are mus ica l phrases tha t seem 

t0 soar . The lliUsi c has a crisp, sharp sound tha t s eemed to 

go with the characteriza tion of young men at play . 

'l'he third select ion "Footsteps in th e Dark" was chosen 

for the section "young still and ripe for marrying .•• 117 The 

music is verj lyri c and i n triple meter . It wa s sel e cted as 

5Faulkner , Absa lom, Absal om ! , p. 1L~1 . 

6 Ibi d ., p . 321 . 

7I big,_., p . 169 . 
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a direct contras t to the movements wh ich are fast and crisp . 

The music has a serious tone in contrast to th e li F:hte r i dea 

of f li rtation . 

Th e f ourth section, "I asked nothing • .. which i s the 

8 
s um of l oving , " i s accompan ied by "Scout and Boo , " The 

music i s i n long phrases . It sounds full and rounded and 

has a romant ic quality which is the s ame as the i dea for 

the danc e . The idea of ideal love seems to ca ll for a full 

l ush tone that is i n the music . 

The fifth s e c tion is entitled, "tha t demon ••. 11 9 The 

i dea f or the s e ction is the personification of all evil men , 

and the music selected is "Children Attacked . " The i dea has 

with in it the conce pt of a ggr ession and t ension , and the 

musi c also has these qualiti es . There are distinct internal 

divisions which lend it to the i dea of a second group entra nce . 

Th e music is loud and has the sound of dang er . 

''Lose him, weep him , caught a man but c ouldn ' t keep 

him, 11 1 0 is the fifth s e ction , and the music s e lected i s 

"The Search for Boo . " The tonal qua lity of t h e selection is 

widely varied with several distinc t divisions with i n it . There 

are passage s of dissona nce linked by more harmonious phras e s . 

Di ssonance l ends i tself to the idea of g rief . The musi c a lso 

has a deep , ~eriou s tone with numerous l evels of i ntensity 

8 Ibid . , p . 147 . 

9rh1d . , p . 178 . 

lO ibi~_. , p. 168 . 



which was desirable for the idea . 

~he seventh section called for a harmonious feeling 

of g roup unity . "Swnmer ' s End" is a full, lush, rounded 

s election that flows from beg inning to end , and it carries 

the g roup with it. The fullness of orches tration fit well 

with the use of a g roup. Single themes merge and then appear 

a gain . 

The final section, "death hope and love, the death 

of pride and principle , and then the death of everything .,. 111 1 

was accompanied by "Tree Treasure ~' This selection is a re ­

counting of numerous themes used in the other s e lections . 

The movement also makes use of themes wh ich have been used 

earlier . The mus ic moves from sections of repose to those 

with an a g itating quality . Farts of previous themes e merge 

from the mus ic and then disappear . The idea of the dance 

was similar -in n a ture to the ~usic . The statements which 

have b e en made before are resta ted a nd a fina l conclusion 

is drav,m . 

Selection of the Costume and Set Desi~n 

In selecting the costumes , i t was neces sary to c o~sicer 

the nwncrous q ua lities of movement i nheren t in the c horeo­

graph y becau~e of the wide scope of the emot iona l themes . 

Eliza beth Hayes states that " the desi gn of the costume must 

be such that j_t s lines are in keeping with the style of the 

11 I bid ., p . 168 . 
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12 detract from the movement ." 
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The qualities of movement we r e both lyric wi th i ts 

curves and flowing lin e s and server with its ang les a nd 

straight lines. I t was therefore nec e ssa ry to d e si gn a 

costume that was "adaptable to the contrasting que.li ties of 

the various s e ctions of the suite ••• 111 3 

Aside from the qualiti es of movements , it wa s also 

nec es sary to consider the abstra ct na ture of dance itself . 

The c ostume s were to su gge s t a n abstr a ction of r eali ty rather 

tha n rea lity its e lf. For this r e ason it wa s d ecided t hat t he 

costumes should b e as s i mple and unor namen t ed a s po s si b le . 

The basic costume to be worn by the women i s t o foc us 

attention on t he ir feminine g ender . The skirt is fla r ed and 

slightly b e low the lrnee in len g t h so as to allow t he l e g action 

to b e seen . . Th e bodic e i s clos e fitting a n d s l eev e l ess t o 

allow observati on of mov ements in the torso . The flared 

skirt would b e complimentry to l y ric movemen t s where 

as the fit ted and sleeve l ess bod ice would b e a dvantag eous 

to the more sever e move ments . For th e s e ction of t he produc tion 

entitled "lose h irn , weep him, ca u g h t a man but c oul dn ' t 1-'.:eep 

14 
him, " wh jch po:rtrays the gri e f of the three wonen , a black 

12Eli zR beth Ha y es , Dance Comnos i t i on ?,nd_ Produc t ion , 
(New York : The Rom=-.ld Pr ess Company , 1955 ) , p . 1 21. 

13 Ibid ., p, 1 22 . 

14Faul kner , Absa lo~ , Absa lom !, p . 168 . 
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china silk overb lous e wa s d es i gn ed to be worn over the d r es s 

as a n indication of the mood of this section. 

The costume selecte d for the men is also simple in 

its desi gn . Close fit t ing shirts of cotton and dance sla c k s 

suggest the rea lity of masculine at t ire and were chos en for 

this reason. 

The basic costume for the women is the sleeveless 

dress with a flared skirt in pale blue jerse y shown in F i gur e 

I. The overblouse is shown is F i g ure II. The men wear the 

bla ck dance sla c k s and pale blue turtlene ck shirt s shown 

in Figure III. 

Se t Desi .cm . The use of a set is to aid in the es t ab­

lishment a s pecific place for the action of the da nc e to 

unfold. Th e set seen in F i gure I V was design ed by the 

investi gator to repres ent the structure of a house . It 

repre sents no particula r hou s e , but simply t he i dea of home 

which was i mpor t an t in the cha r a cte ri za tion of Rosa Coldf i e l d . 

The use of a set als o ha s chore og r aph ic v a lue s b e caus e 

it provi de s a b o t her area to be utiliz e d in chore og raphy . 

Doris Humphrey s ee s the main va lue in th e r a isin g of t he fi g ­

ure and in the cha n g es of t he choreog r a ph ic d e si gn in rela tion 

to floor da ncing ; she also s ees a streng th enin g of dra matic 

15 
value s b y the use of vertica l s pac e . 

Sta ~ i n e: 2n d Li p:htin p; . Th e danc e prod uction dea l s with 

Rcsa Coldfi e l d a s s een through r eactions to othe r pers onali t i es . 

15Humphrey. The Art of i•:aki n ,ci: Dane. es , p . 144. 
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Figure I . Costume Worn by Women 



Figure II. Overblouse Worn fo r Section Six 
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Figure III . Costume Worn by Men 
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F i gure I V. Set for Dance Production 
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Be ca use t he dance i nvolves chara cteriza tions and ha s no 

focu s on time and pl a c e , the specific se tting i s simple and 

unobtusive . This a l so a llows min i mum distraction from the 

c horeog raphy . The use of a neutra l background a lso adds to 

the simplicity of th e s e tting . In this dance product i on , the 

up stag e wall is used as a backdrop . Its n eutrality is pleas­

ing to t he eye and readily adaptable to the d e si gn of the 

lighting . It als o a llows the audience t o provide a specific 

setting for i tself throug h the u se of its i mag ination . 

The use of lighting helps to transfer the da nce pro­

duction f rom the stud io where i t was c reated to th e theater 

where it i s vie-wed by t he audience . · Aside from the aesthetic 

need , li ghting mus t be considerate of the aud i ence ' s need to 

see the movement . All area s to be used by t he da ncers mu s t 

b e we ll ligh t ed so tha t no a cti on is lost i n a dimly li ghted 

area . 

After aud i ence cons i derat ion , i t i s t h en n e c e ssa ry 

to desi gn li ght ing wh ich contributes to the tota l da nce form. 

Mr. Lynn Murra y of the Sam Houston Sta te College Dr ama Depart ­

ment was c onsul ted , and h e ass i sted in the fina l li ghting 

d es i gn . 

Generally the lighting des i gn of th e da nce production 

c onsisted of a t mospheric lighting for eac h section to estab-

l ish a :nood . 

The cur t a i ns o pen on a · aark stag e . A spotli ght on the 

s e t dire cts the aud i en c e to t he u p l eft s tag e a r ea where a 

dancer i s s ea t ed on the s e t . As the move~ent carri es the 
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dancer from the set , the areas which are explored are then 

lighted. The effect of contrast ing lighted and da r k ened 

areas contributes to the sombe r mood of the section. As the 

dancer returns to the set, she is a gain lighted by the single 

spot, and as the section closes , the spot g oes out and the 

stage is dark . 

The li ghting is done in lavende rs and blues, which 

give the appearance of bla ck and white . The use of Special 

Lavender and Dayli ght Blue in the up and down stag e areas 

provides a contras t of warm and cold lighting that is dom­

ina t ed by the cold. The low intensity of the lights (BO% 

in the sta g e ri ght area ) creates a somber , isolated appearance. 

A sing le amber spot is focused on the male dancer in 

the up left area . The stag e is covered in a s mooth even 

spread with no definable area other than the spot . By using 

a combina tion of Wa rm Amber and Surprise Lavender , the stage 

is light ed in warm pink and g ives a h ealthy appear a nce to the 

dancers . 

As t he woman enters in the fourth section , the lights 

chang e to Bold Pink and Medium Lavende r . The domi nat i n g 

pink g ive s a strong color connotation of youth , energy , and 

vigor . There a.re three overlapping ha lf circles on the back 

wall g iving t he section a spe cific li ght desi gn . 

As four da nc e r s exit , the fifth dan c e r b egins the s e c­

tion on love. The pink is tak en out of th e lights and the 

col c,r is t,;ed i UI!l Lavender . The three ha lf circle s r ema ir on 

the wall. The li ghting is one directiona l in source and 



gives a s oft , k i nd appearanc e . It i s a c omb i n a t i on of the 

s·e rious s i d e of f l i r t a t ion a n d a l ate r s ect i on . _ s the danc e r 

e x i ts , there i s a black out . 

The li ghts come up full as the danc er en ters . A Me ­

d i um Red c r oss l i ght f r om sta g e left g ives a n appearanc e of 

streaks . A ha r sh a mber ad d s illum i nat ion . Ma g enta ligh ts 

provid e hi ghlights to the danc e rs . As t he danc e r e x i ts i n 

a ma g enta spot , t he othe r li ghts g o out, a nd t h e stag e i s 

t h e n dark . 

A blue spo t pi cks up a danc er in t he u p l ef t area as 

the s e ction of g r ief b e g i ns . The s of t blue g i ves a n extremely 

c old eff e ct . Th e low leve l s moot h wa s h i n b l u e i s a direc t 

c ontrast t o t he emo t i ona l idea . By us ing a magenta back 

l i ght, the danc e r s a r e outlin ed in a s oft red f o r h i ghli ghts . 

The section e nd s i n a bla c kout . 

A lig h t lavender s p~t i n the down area p i c k s up the 

danc er to b e g i n t h e s e c ti on on c oL'lillu.ni ty . As t h e other danc ­

e rs ente r , t h e light s g o t o a c on b i na tion of b l u es a nd laven ­

ders . There i s a blue g enera l i llwnina ti on wi t h thr ee l a ven ­

der spo t s c omi n g out of the midd l e of t h e hous e . Th e e ff e ct 

i s a s oft , peac e ful , r estful a t mosphere . The li gh t s _a r e a 

mi x t ure of t h ose used i n love and g rief . 

The l a s t sect ion i s a return t o t h e li ghting of the 

f i r st se c t i on . Th e r e are t wo d i st i n ct lighted a r eas . Th e 

r i gh t a rea i s strongly li ghte d whi l P- the l eft i s d i ~ . A mag en ta 

s po t f rom th e l e ft sends s t r eak s of r ed acros s t h e stag e and 

l i nk s th e t wo area s toge ther. The l i ght c r ea tes a non r ea -
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listic st r uc ture . As t he grQup ex i ts , the l eft area goes 

da rk , and t he dan c er returns t o the set . The sect ion c loses 

wi th th e da ncer in a s i n g l e spo t as t h e c urta i ns c losa . 



CHAPTER IV 

SUMMARY AND EVALUATIOH 

The purpose of this study was to explore the inherent 

possibilities in the use of litera ry themes as basis for 

choreography and to se l ect one author for the use of his 

t heri.e s . The works of William Faul kner were selected as the 

sour ce of themes to be used as bas is fo r choreographJr . The 

fi ndings of this invest i gat i on were evi denced in wr i tten 

fo rm and were projected into an extended dance production 

choreographed , des i gned , sta ged and presented i n concert by 

the invest i gator . This culm i nat ing product ion was based 

u por;. the novel Absalom, Absalom l by Hi lliam Faulkner . 

The written substantiation concern i ng the use of 

literary themes as the basis of choreography was limited to 

the following areas : ( 1) use of 11 terary theme s as bas is 

for choreogra phy ( 2 ) the appropria teness for choreog raphy 

of rec 11rri ng the;rres us ed by Faulkner (3) the credibility of 

the use of fla shback for the dance product l on . 

It was discovered t ha t nwnerous dance productions 

have been structur ed using literary the• es as their bas i s . 

Some of the choreographers structured dances as li tera l re­

p1·esenta tions of the part icular drama , poem , novel or short 

st(-ry . 

Other choreographers selected passages from a 

pa.rticula r t ext and developed their danc e around the idea of 
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the passag e . The use of individual c harac ters from the text 

ha s als o served as a basis . The dances then become a char ­

acteri zat ion of the personality . 

Choreog raphers also made use of literature as inspira ­

tion for a dance tha t portrays the psycholog ical i mplicat ion 

of the work as seen by the choreographer . The dance takes 

on a n ew idea , but still r eta ins some of the orig i na l tex t 

and is loosely based on t he text . 

The mood of a particular text has been the stimulation 

for many choreographers , and their dance creat ions are in a 

sense reflections of the work itself . There i s no necessity 

to retain any of the ori g i nal text , and the dance b ecomes a 

tota lly new entity . 

Investi gat ion showed t hat many choreographers chose to 

reta i n the time structure of the tex t . It was found that 

flas hback has been the basis of many dances wh ich utilized 

the t hemes of the text or were li teral representat ions of 

the t ext . 

The investigator found that Faul kner ' s novels were 

fill ed with t he mes whi c h were suitable for choreog r a phy , and 

t hat o ther c ho~eographers had made use of his novels for 

c horeog raphy . The novels conta i ned i deas which lend them­

s elves to i nterpretation in an abstract medium such as dance 

a nd c ontain potential f or a ct ion . 

The d&nc e production was described i n detail and 

i ncluded the follow i ng points : ( 1) selecti on of th emes (2 ) 

selection of personnel (3 ) selection of music (4 ) development 
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of the chore og r aphy (5 ) select ion of c ostume and set desi gn 

(6) stagi ng and li ghting of the dan c e work . 

An extended dan c e production was choreographed and 

presented as part i al evi dence of the findin gs of t he present 

study . The danc e prod uction was based upon a chara c ter f rom 

the novel Absalom, Absa loml by William Faulkn e r . This par­

ticula r nov el wa s s e l e cted b e cause of its i m:p3. c t on the 

investiga tor and because of its inna te movemen t potentials . 

It also included numerous themes which 8.re r e c urrent in Faulk­

ner's novels . 

Th e time structure of the nove l , which is flashbac k , 

as well as the c haracter Rosa Coldfield were used in the dance 

produc ti on . The suite of dances portrayed the moods of c er­

tain persona l encounters of Rosa Coldfield , and words from 

the t ex t -were selected to help the a ud i ence i dent i fy with 

t he mood of each da nce . 

Th e personne l used i n the da nce production were sele c ted 

from the perf orming d a nce group at Sam Houston State Colleg e , 

Hun tsville , Texas . F i ve dancers were selec ted for the pro­

duc tion . The c r iteria established as a basis for the selec­

tion of t he personne l were : (1) previous dance experi ence 

(2) t echn ica l proficiency ( J ) ability to pro j ect to a l a r ge 

aud i enc e (4 ) sex of t he dancer . 

The choreography was structured after i ntellec tua l vis­

ualizati on and movemen t i mprov i sation . These were followed 

by exper i mentation with n ~~erous sequences on d i fferent body 

t ypes . The choreog r aphy in cluded c haracteri zat ions of per -
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s0nalities taken from the no~el . 

The choreographer desi gned and created eve r y a spect 

of t he dance produc tion which i nc l uded the selectio~ of the 

music. It was desired that the music be recorded and reflect 

the moods of the i nd ividua l sect i ons of the dance as well 

as contribute t o the final continuity of the form . The 

indiv i dua l selections f or each section of the dance production 

were taken from the LP To Kill~ Mockin~bird composed by 

El mer Bers te i n as the mus ica l backg round of the movie by the 

s ame name . Because the movie and the novel were similar in 

setting , and because the LP c ontained the desired quality , 

it was felt that the musi c would be appropriate for the 

dan c e product i on . 

The movements of the dancers in the dance production 

may be described as lyric, curved , and flowin g . Individua l 

s ections con tained distortions and severe lines , but gener­

ally the movements were lyric in nature , 

A s et wa s used to prov i de a sense of c ontinuity of 

place setting and indicated the idea of home . The dance 

action evolved a round the ever present set ,~hich added con­

tinuity to the production . 

Aestheti c reasoning was the ba sis for the ligh ting which 

ws s d es is;ned · to create a mood or atmosphere for individua l 

sections . ne cause the dance productior. i s an abstraction of 

rea lity , the lightin g contains the s ame qua lity . 

Dance i s the structur ing of movements in time and spa ce . 

The fLnal strur;ture is a dynamic desi~n which cont 3. i ns an ah-
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strac t ion of an idea to. be perceived by the vi ewer . The 

i dea i n c ludes the c oncl usions of the artist which are dra vm 

from h i s lived experiences and represent his values and 

b eli ef s . 

The a rti st c reates to fu l fi l l that innate impulse t o 

communicate with those a round him , those i deas and feeling s 

which cannot b e s t ated i n f actual terms and are part of th e 

intuitive sense . The danc e production , The Past 1.§_ ever 

Done . It Is ot Even Past , 1 i s i n i tself a repres 0ntation 

of t he vi ews of the present i nvestigator and the approach 

r ef l ects t hese views . I t i s t he fulfi l lment of the i mpulse 
.. 

to creat e . 

1 Faul lmer , . Reauiem for g_ Nun , p . 92 . 



BI BLIOGRAPHY 

Books 

Dewey , John . Art As Exnerience . New York : Capricorn Books, 
1958 . 

Faulkner , Wi l liam . Absalom , Absalom ! . New York: The 
Modern Library , 1951 . 

As l Lay Dyin R: , Kew York : Rand om House, 
1957 . 

1942 . 
Go Down , oses . !Jew York: Random House , 

The Hamlet . New York : Random House , 1940 , 

Intruder in the Dust . t{ew York : The 
Modern Library , 1950 . 

Light in August . New York : The Modern 
Library , 1950 . 

The Nansion • . 7ew York : Rand.om House , 1959 . 

The Re ivers . Tew York : Random House , 1962 . 

rtegu i e~ for a :un . New York : ~andom House , 
1951. 

Sanctuary . rew York : The i1odern Libra ry , 
1931. 

;Sartoris . i~ew York : Rand om House , 1956 . 

The Sound ~ d the ? ury . Nevr Yorlc : 1'he 
r-'.odern L:i. brary";°· 1946 . 

The Town . New York: Random House , 1957 . 

Ha1.;kins , Eli.zabcth . Danec Comnos i t ion and Producti on . rcw 
York: The Ronald Press Com pany ,1955 , 

Hawkins , Alma !1: , Crea tin .Q; Throu Q:h Dan c e . Englewood Cli ffs : 
Pren t ice-Hall, Inc . ,-1 964 . 

HayE;s , F.lizabeth R. Dance Comnos i tion a nd Production . .ew 
York : 'i'he 3.ona ld Press Cornpany ,1955 , 



Humphrey , Dor i s . The Art of i-:ak inv. Dances . 1!ew York : 
Hol t , Rinehart and Winston , 1959 . 

Langer , Susanne K. Problems of Art . New York : Charles 
Scribner ' s Sons , 1957.- - -

62 

Martin , John . The i·1odern Dance . 1rew York : Dance Hor i zons , 
Inc., 1933. 

Murphy , Gardner . Human Potential i ties . ew York : Bas i c 
Books , Inc., 1958 . 

Peri od i ca ls 

"Revi ewer ' s Stand ," Danc e , XXI I (February , 1948), p . 41 . 

Anon ., "Reviews ," Dance Masxazine , XXIV (October , 1950) , 32 - 34 . 

Church , Marjorie . "Dance Reviews ," Dance Observer , IV (June -
July , 1937 , 62- 68. 

Cohen , Selam Jean . "Dori s Humphrey ' s Ruins and Visions - -a 
Trans l ation from Poetl'.'y to Dance ," Dance Observer XX 
(De cember , 1953 ), 145- 150 . 

G., L. " Reviews of the Month ," Dance Observer , XXI (August­
September , 1954 ), 103-1 09 . 

Kr evi tsky , rak . "Tiev i ews of the Month , 11 Dance Observer , XIV 
(August - September , 1947 ), 75- 81. 

Kr evitsky , .Tile. " 3.eviews of the 1':onth ," Danc e Observer , 
XVIII (March , 1950 ), 39- 45 . 

S., P . "Reviews of the Month , " Dan ce Obser ve r , X (October , 
1943) , 40 - 45 and 92 - 94 . 

Sabin , RobE.rt . 1' Rev1ews of the 1(onth , 11 D9.nc~ Observer , XIII 
(June- July , 1946 ), 71-74 . 

" ~1eview of t he .•Ion th , 11 Dance Obs e r\'er , XXV 
( Hay , 1958) , 70-71. 

"Reviews of the l'.onth , 11 Dance Obs erver , XXI 
(March ~ 1954 ), 40- 42 

Severin , °'.ieed . " Reviewers I s ·tand ," Danc e ~:ar;azlne XXI (June , 
1 94 7 ) , 3 5- 3 8 . 



63 

ewspauers 

~ York Ti me s , April 6 , 1958 . 

Martin , John . "Dance , " ~ York Times , January 1942. 

Mart i n , John . "The Dance : Bravo , " ew Yorlc Times , January 
16 , 1948. 

Terry , Wa l ter . "The Dance World , " ew York Herald Tri bune , 
April 19 , 1953 . 

Unpubli shed aterials 

Smith , ·ancy . "Modern Dances Based Upon Literary Themes , 
1926- 1959 . 11 Unpublished Ph . D. d i ssertat i on , The 
Texas Women ' s University , Denton , Texas , 1960 . 



Vita was removed during scanning


	Blank Page



