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e « « I heard it as a sort of musical
kaleidoscope of America--of our
vast melting pot, of our unduplicated
national pep, of our blues, of our
metropolitan madness.

--George Gershwin



CHAPTER I
INTRODUCTION

Brief Historical Survey of Rhapsody in Blue

Rhapsody in Blue, a well-known musical composition com-

posed by George Gershwin in 1924, was viewed by the investiga-
tor as a typically American piece of music. The investigator
heard characteristics of American lifestyle in the music such
as appetite for space, leisure, variety in dynamics and mood,
the hectic pace of the city, and a mixture of ethnic influ-
ences. Gershwin made a similar statement aboﬁt his composi~
tion. He said, "I heard it as a sort of musical kaleidoscope
of America--of our vast melting pot, of our unduplicated na-
tional pep, of our blues, of our metropolitan madness."l Be-
cause of this statement by Gershwin, and the characteristics
of American life that the investigator heard in the musical
composition, it was chosen as appropriate accompaniment for
this choreographic thesis which was intended to be an expres-
sion of American music and dance in recognition and celebra-
tion of the bicentennial year of the United States.

Gershwin composed the piece in 1924 in less than one

month. He created the work specifically for an experimental

lisaac Goldberg, George Gershwin (New York: Frederick
Unger Publishing Company, 1958), pp. 139-140.
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concert presented at Aeolian Hall in New York City. The con-
cert was experimental for two reasons: 1) It was one of the
first formal concerts at which Blues and jazz were performed,
aﬁd 2) It was given for concert goers, but also for a panel
of judges who were attempting to answer the question "What is

American Music?" This first performance of Rhapsody in Blue

in 1924 aroused much controversy amongst . critics of ﬁhe day.
Jazz musicians contended that the work was not jazz, that jazz
could not be notated for orchestra because in doing so a very
important component of jazz would be excluaed, that of improvi-
sation.1 Futhermore, they resented that which they called
Gershwin's attempt to "make‘a lady out of jazz." Other crit-
ics, however, praised the work and Gershwin's sﬁccess‘in com-
posing a piece for piano and orchestra which used components
of jazz such as syncopated and complex rhythmic patterns, the
slurring and bending of tones, and the use of the "biue" scale. . -
The significant‘musical components incorporated in Rhap-

sody in Blue such as the use of jazz and classical motifs, the

variety of mood and dynamics, and the use of the jazz compo-
nents mentioned in the preceding paragraph were an inspiration
for the thesis because they lent themselves to choreographic

treatmente.

Statement of the Purpose

The purpose of this choreographic thesis was to offer a

lRobert Kimball and Alfred Simon, The Gershwins (New
York: Atheneum, 1973), p. 36.
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bicentennial celebration of American music and dance by ex-
pressing characteristics of American life through the medium

of dance.

Statement of the Problem

The thesis problem was to choreograph a dance to George
Gershwin's Rhapsody in Blue combining the elements of move-
ment and sound so that the total visual and auditory experi-
ences would be mutually complementary. The investigator faced
two inherent problems in the use of Rhapsody in g;gg'as a ba-
sis for the choreography. The first was that the musical com-
position is widely familiar. The reason that this was a prob-
lem is aptly stated by Pia Gilbert and Aileene Lockhart in

Music for the Modern Dance:

« « « the well known popular variety of music should be
avoided as a general rule for these reasons: (1) The
choreographer and the dancers must compete with precon-
ceived specific or hazy dance images in the audience's
"inner eye"; (2) Since the music is so very "dancey,"
it has to a large degree fulfilled its dance purpose
already, and a specific choreographic undertaking almost
always proves disappointing; and (3) Too often a large
part of the audience feels that it would have envisioned
some other treatment of the music, thus again the chore-

ographer must compete with distinct preconceived ideas.?!

The second inherent problem was that the musical score is writ-
ten for piano and full orchestra or band. Gilbert and Lock-
hart caution against using such accompaniment for the follow-

ing reason:

Avoid the temptation of using too many instruments

1Pia Gilbert and Aileene Lockhart, Music for the Modern
Dance (Dubuque, Iowa: Wm. C. Brown Company Publishers, 1961),
p. 38. ' ‘




4

or too full sounding a score, either "live" or re-
corded . . . . The main reason for this elaboration
is again to point out_that the music must never over-
power the dance idea.

General Nature of the Work

The choreographer decided that movement choreographed
in the jazz, modern, and ballet idioms was needed in order to
express the variety of qualities of American life, and also
to emphasize the musical components choreographically, partic-
ularly the jazz and classical motifs within the musical compo-
sition.

The length of the choreographic work was limited to the
length of the music: which was eighteen minutes. The music
varied a great deal dynamically, and the choreogfapher sought
to parallel the dynamics of the music with movement. All of
the movement throughout the work was abstracted from essences
of characteristics of American lifestyle or from choreographic
ideas that had a basis in the use of musical components. Some
sections of the choreographic work aspired to bring to mind
lazy, leisurely qualities, while other sections, particularly
the large group dances, involved energetic movement sequencés
that covered the stage suggesting the American appetite for
space. At times, two different movement sequences were seen
simultaneously that accented different rhythmic patterns in
the music. In section D..1 (see graphic below) the music was
a piano solo that mixed jazz and classical motifs. The dancer

during this section was seen executing a sequence of ballet

lgilbert and Lockhart, Music for Modern Dance, p. 38.
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steps interspersed with an occasional jazz movement.

The investigator chose to use brightly colored knee-
length skirts and matching = leotards for approximately the
first half of the dénce, and long floor-length dresses of mdre
subtle color were used for the second half of the dance.

Since the thesis problem required that the'movementvand music
balance one another, the investigator sought to involve the

audience's eye in the costuming as much as possible. There-
fore, brightly colored costumes, as well as a cﬁange of cos-

tume were incorporated in the choreographic work.

T II T v v

‘Roman numerals in the first line indicate general divisions,
while the lower wavy line indicates subdivisions and the ris-

ing, falling, and climactic points in the work.
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Definition of Terms'

The following definitions of terms are included here in
order to clarify terminology used throughout this chapter and
in the remaining chapters of the thesis:

A. Abstract--to extract the essence or essential meaning of

an idea apart from the realistic or literal image.1

B. Blue scale--in music, the major scale with lowered third
and seventh tones.2 |

C. Motif--in music, a short figure of characteristic design
that recurs throughout a composition or a section as a

developmental.element.3

D. Rhapsodic form--in music and dance, when there'is an ex-
pre ssion of ecstatic feeling and intense emotion which
bursts through the regulative bounds of conventional
forms and establishes form that is definable only in
terms of itself.4

E. RhaEsody——ofiginally, a section of a Greek epic or a free
medley of such sections sung in succession. Musicians

have used the term with different meanings, chiefly for

laileene Lockhart and Esther E. Pease, Modern Dance:
Building and Teaching Lessons (Dubuque, Iowa: Wm. C. Brown
Company Publishers, 1973), p. 153.

2l,eroy Ostransky, The Anatomy of Jazz (Seattle: The
University of Washington Press, 1960), p. 119.

3Willi Apel, Harvard Dictionary of Music (Cambridge:
Belknap Press of Harvard University Press, 1962), p. 545.

4plizabeth R. Hayes, Dance Composition and Production
(New York: The Ronald Press Company, 1955), p. 81.
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free fantasies of an epic, heroic, or national character,
The ballet terminology used in Chapter IV, Description,

is from Gail Grant's Technical Manual and Dictionary of Clas-
2

sical Ballet.

Limitations and Delimitations

The thesis was subject to the following limitations:
A. The academic responsibilities of the dancers and their
availability for rehearsal.
B. The length of thé music.
C. The availability of lighting equipment.
D. The stage space of the facility in which the thesis was

presented.

The thesis was subject to the following delimitations:
A. Nine dancers were selected from the Texas Woman's Univer-

sity Dance Repertory Theatre.

B. Each dancer rehearsed a maximum average of three hours

per week for a period of two months.

outline of Remaining Content of the Thesis

The remaining sections of the thesis include chapters
on Related Literature, Procedure, Description, Critical Anal-
ysis, and Conclusion. A Bibliography and Appendices follow
the chapter. Included in the Appendices are the evaluation

forms, the concert program, the concert publicity flyer, the

~

1

Apel, Harvard Dictionary of Music, p. 728.

2Gail Grant, Technical Manual and Dictionary of Class-
ical Ballet (New York: Dover Publications, Inc., 1967).
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lighting plot, and photographs of the finished choreographic

work.



CHAPTER II
RELATED LITERATURE

Related Works

Three noted choreographers have created works that are
related to this thesis since they have used Gershwin's music
t0o accompany their choreographies. The first is George Balan-
chine who choreographed a work to Gershwin's "Who Cares" which
was performed by the New York City Ballet and premiered in
1970.1 |

Stephen Peck, a choreographer in Los Angeies created a’
work entitled "A Man Called George" which premiered in 1970 in
Los Angeles. This latter work, as the title suggests, not
only employed Gershwin's music, but was based on his biography.
Peck's work was choreographed in the modern, ballet, and jazz
idioms. It has recently been revised and is presently enti-
tled "A Tribute to George Gershwin."

A third noted dancer and choreographer, Gene Kelly, cho-
reographed a dance to Gershwin's rhapsodic ballet, American in
Paris; it was choreographed in the tap and jazz idioms. This

work is most widely known through the Hollywood film version,

An American in Paris.

lgernard Taper, Balanchine (New York: Collier Books,
1974), p. 332.
2

An American in Paris, Metro-Goldwyn-Mayer, 1951.
g




10
Walt Disney's animated film Fantasia and this thesis are
related in their purposes.1 Fantasia was an effort to visually
represent various classical pieces of music. Some of the film

sequences were animated from actual choreography.

Related Choreographic Approaches

Several choreographers work in a manner similar to the
one which the present investigator used in choreographing the
thesis; that is, using musical components as a basis for the
movement. vao particuiar examples are Twyla Tharp and George
Balanchine.

Tharp has an extensive musical background in piano, har-
. _

-

mony, theory, and composition. Her work "Deuce Coupeﬁ is
particularly related to the present thesis since in it she has
used classical dance blended with Stylized jazz and social
dance movements from the 1960's. The piece is set to music by
the Beach Boys.

Balanchine is particularly noted for his musicality. In
his work Episodes he included a movement wherein his dancers
do a ballet beating movement with their feet while they are
standing on their shoulders. Balanchine's inspiration for

this movement was that since the musical theme had been in-

3 . '
verted, he therefore inverted the dancers. Stravinsky once

lFantasia, RKO, 1941.

2Robb Baker, "'Deuce Coupe' or How Alley Oop Came to
Dance with the Joffrey, " Dance Magazine, XLVII, No. 5 (April,
©1973): 35.

3Bernard Taper, Balanchine (New York: Collier Books,
1974), p. 266,
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stated, "To see Balanchine's choreography . . . is to hear the

1

music with one's eyes." The following is an excerpt from

Walter Terry's The Dance in America:

His (Balanchine's) long association with Stra-
vinsky culminated in one of the great short ballets
of the century, Agon (1957), and many other works
by this man who has been hailed as the choreogra-
phic genius of the twentieth century were cast in
that form in which he is unequaled: the extending
of musical forms, shapes, rhythms and dynamics into
movement. 2

According to B. H. Haggin, the slow movement of Balanchine's

Concerto Barrocco clearly illustrates the relation of the mu-

sic to the movement in his ballets. "The movement doesn't ex-
press or interpret the music, but like a line of counterpoint
completes the music and gives it additional significance."3,
Balanchine's new version of Act Two of Swan Lake is another
example of his musicality. What Balanchine discusses most is
Tchaikovsky's music, and the fact that it had been put to-
gether with "a mastery of musical construction like Stravin-
sky's, that it had always been played and danced in a way
which had destroyed its subtleties of accentuation and phrase-
construction."4 Balanchine's choreography insured that these

musical components were seen as well as heard.

One of the investigator's criteria for selecting three

l1pid., p. 268.

2Walter Terry, The Dance in America (New York: Harper
and Row Publishers, 1971), p. 183.

3B. H. Haggin, Baliet Chronicle (New York: Horizon
Press, 1970), p. 14.

41bid., p. 25.
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of the four soloists for the choreographic thesis was the
musicality of the soloists. Balanchine is noted for selec-
ting soloists with well-developed musicality. The following
is from a conversation with a New York City Ballet company
member who is discussing Violette Verdy's performance of
Balanchine's choreography:

« « « and in the passé it's not just the foot and leg

moving up from the stage to the knee: She brings

them up as though they bounced right from the music.

Another example of this feeling for the music comes

near the end of the piece, where she does some turns,

then stops, but doesn't really stop: She hits that

final pose with the music, but as the music continues

and diminishes her arms and fingertips are still go-

ing with it, then the air just beyond her fingertips;

her movement goes through her body, her arms, her fin-

gertips, and pushes the air a bit just before it ends.

Balanchine has said of his beginnings as a choreographer
that he began to "move people to music."2 The pas de deux of
Patricia McBride and Edward Villella in Rubies is character-
ized by sharp, perverse, grotesque thrusting and twisting
movements, all contrived to heighten the effect of Stravin-
sky's sculptured melody.3
Kirstein has elaborated on Stravinsky's scores used for

Balanchine's choreography remarking that some of them which
were not originally intended for dance have been very effec-

tive for dance. He says it would be impossible to enumerate

all of Stravingky's orchestral innovations that Balanchine

lHaggin, Ballet Chronicle, p. 75.

2Ibid., p. 96.

- 31Ibid.
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embodied in ballet.l Kirstein explains:

Typical of these is the brief, strategically placed
silence, alternating with moments of paper-thin man-
dolin accompaniment that last only seconds in clock
time, which, in sequence with inset movement, frame
action or designed inertia in arresting and discon-
certing duration. Concentrated semisilences permit
no rest or relaxation; indeed, dancers often move

on silence, as sometimes they stay quiet on focuses
of sound. Motivation from aural discontinuity in a
metrical structure pinpoints movement, clearing our
often blurred or inattentive eyes from familiar or
eXpected combinations. Miniature shocks, like small
short circuits, clear the eye and ear, demanding clo-
ser viewing. Stravinsky's late scores are without
plot or pretext;. they are "about" music and, inci-
dentally--but not accidentally--movement.2

George Balanchine's work, "Who Cares," Stephen Peck's
work "A Tribute to George Gershwin, " and Gene Kelly's work

American in Paris are related to the investigator's choreogra-

phic thesis because Gershwin's music was used to accompany the
choreography. Gene Kelly was faced with the same inherent

problem in choreographing American in Paris that the investi-

gator faced; that is, the use of a grandiose orchestral score
to accompany the dance.

Twyla Tharp's procedure of using classicai dance blend-
ed with social dance in her work "Deﬁce Coupe" is similar to
the investigator's use of classical dance interspersed with
jazz dance in one section of the choreographic thesis.

Balanchine's works cited under Related Choreographic

Approaches concern his use of inverted musical themes, counter-

1Lincoln Kirstein, Movement and Metaphor (New York:
Praeger Publishers, 1970), p. 33.

2Ipid., p. 33.
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point, and other musical components incorpofated choreograph-
ically. The investigator sought to use the musical components

in Rhapsody in Blue as a basis for movement.



CHAPTER III

PROCEDURE

Selection of Accompaniment

After approval of the thesis project by the thesis com-
mittee, the investigator sought to determine which recording
of Rhapsody in Blue would be most Suitable for the proposed
choreography. Selection by the investigator of the specific
recording was based on the following criteria: 1) Tempos of
various sections of the music, 2) performance of piano solos
in regard to clarity of rhythm and interpretation, and 3) in-
terpretation by the conductor in regard to dynamics and tran-
sitions within the musical composition.

The investigator listenea to nine different recordings
of Rhagéody in Blue performed by various symphonies and pia—‘
nists. The recording selected was by Columbia Symphony
Orchestra with Leonard Bernstein conducting and performing as
pianist. The slower tempos of. different sections of the mu-
sic in this particular recording were closest to what the
choreographer desired, and thus fulfilled the first criterion
listed above.

Bernstein's recording was selected in order to meet the
second criterion because the investigator felt that his per-

formance at the piano was superior to that of other pianists

15
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since the intricate triplet rhythmic patterns in many of the
piano sequences were most clearly accented by Bernstein., It
was important that the dancers be able to hear this accent
while they performed the movement in order for the dancers to
perform the movements exactly together; The second criterion
also involved the pianist‘s interpretation of the piano solos.
The investigator noted that.many pianists used a strict in-
terpretation of the‘music whereas Bernstein incorporated the
‘element of "swing" which is another component of jazz music.
This was important because the choreographer wished to show a
.contrast between classical and jazz components choreographic-
ally, and the same effect was needed in the accompaniment to
reinforce the idea.

The third criterion involved the conductor's interpreta-

tion of Rhapsody in Blue in reference to dynamic treatment and

in handling of transitions within the musical composition.
Many reéordings that the choreographer heard employed a blar-.
ing repetition of the theme which was not deemed desirable for
the writer's purpose. The investigator wanted a soft, sensi-
tive treatment of the theme, which is the middle section of

Rhapsody in Blue. Dynamically, Bernstein's treatment was con-

sidered preferable to that of other conductors. Rhapsody in
Blue has many very abrupt transitions. The choreographer
needed a recording that handled the transitions as smoothly as
possible. The Bernstein recording was, again, the most desir-

able in this aspect.
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Selection of Dancers

There were many different criteria involved in the selec-
tion of the dancers. Nine dancers were chosen because the cho-
reographer wished to use an uneven number in order to avoid an
excess of symmetry. The choreographer desired a full stage at
particular points in the composition and felt that nine was
the maximum number that could appear on stage at one time and
still have room to move. An effort was made to select willing
dancers who were available for rehearsal and who were active
members of the Texas Woman's University Dance Repertory The-
atre in the fall as well as spring semester since the work
would be performed on the spring concert program if approved
for public performance in the fall. .

The strengths of individual dancers were considered in
their selection for various sections of the work. The follow-
ing graphic description given also in Chapter I may assist

the reader in understanding the general nature of the work and

its form, and the reasons for selecting dancers:

The first line with Roman numerals indicates general divisions
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in Rhapsody in Blue, while the lower wavy line indicates sub-

divisions, and also the rising and falling and climactic

points in the work. A more detailed description of the work

is given in Chapter IV, but the following outline of the

writer's choreographic work explains criteria for selection

of dancers:

Ls

o

IXL.

A.

The opening of the dance was a solo, and here a
dancer was needed who was skilled in jazz adage
movement. Gradually five more dancers entered
whose movement during this section was very free
and "breathy." Dancers who had a lyrical movement
quality were selected for this section.

This section was danced by the six dancers who had
danced in the preceding section. The music changed
abruptly and called for percussive movement and
jumps; therefore, the lyrical dancers who were
chosen for the previous section had to be able to
change their movement quality abruptly.

This section was ;ontinued by the same dancers:;
rhythmically, hbwever, the music indicated an ab-
éﬁraction of Latin movement. This section also
moved at a very fast tempo demanding still more
versatility from this group of dancers.

1a The music during this section is a piano solo
which mixes jaéz and classical motifs. A classical

ballet danéer who could also perform jazz isola-

tions was selected for this section.
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2. The piano solo éontinued in the same fashion.
Another dancer joined the soloist with a movement
that required well-developed leg exXtension. The
duet was joined by a third dancer who was selected
for her ability to move with abandon, a requirement
for her solo which followed.
3. This was a solo that began in a soft-shoe style
and increased dynamically. As mentioned in the pre-
ceding section, this dancer had to be not only tech-
nically proficient but also had to be able to move
in a very free, loose, uninhibited manner.
1. This was the first time the theme was heard.
The dance movement in thié section waé very soft and

lyrical. The choreographer desired a fldating and

‘dream-like quality in this section for five dancers.

2. The musical theme was repeated and four more
dancers entered. The movement quality did not
change. |

3. This was the third time the theme was heard
which was a piano solo. The choreographer chose a
soloist for this section who had well-developed leg
extension so as to make the most of the quarter and
half circle designs of the full, floor-length dress,
accentuating the lyricism of the musical theme.
This section marked the beginning of the finale.

It incorporated all of the dancers and some of the

movement sequences from different sections of the
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work reflecting the compositional structure of the
music.
G. This section was the climax of the finale which re-
quired the dancers to be versatile enough to be able
to perform various kinds of movement sequences which

were performed throughout the work.

Choreographing the Dance

The inspiration for the actual movément sequences used
in choreographing the work came from listening to the record-

ing of Rhapsody in Blue with partidﬁlar attention given to the

characteristics of American life that the investigator heard
in the musical composition, and to the musicai components
which lent themselves to choreographic treatment. Because the
thesis problem was to insure that the music and movement were
mutually complementary, particular attention was given £o the
especially grandoise sections of the music, and much thought.
and experimentation devoted to the choreographic possibilitiés
that would solve the thesis problem. The choreographer decided
to reflect in movement 1) the variety of mood in the music
which indicated qualities of American life-style, 2) the
rhythmic patterns in’the music, and 3) the use of jazz and

classical motifs in Rhapsody in Blue. The choreographer de-

cided that during the sections in the music for piano solo, or
when the orchestra passages were quiet, it would suffice to
use one, two, or three dancers on stage, while the louder,

more grandoise sections for full orchestra required larger
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group dances and a full stage filled wiEh color, energy, and.
well-defined, dynamic movement sequences.

The reader should remember that the structure of the
choreographic form followed the rhapsodic form of the music
which was described graphically earlier. Rhapsodic form is
basically free and loose.

The larger group dances were choreographed and taught
first because usually larger groups need more rehearsal. The
choreographer began with section A. and worked through to the
finale. Then the solos, duets, and trios were choreographed
and taught in sequence. In some instances it was necessary
for the choreographer to notate the sequences to be taught,
but usually the choreographer had wofked o) inténsively on
particular sequences that notation was not necessary. At one
of the beginning rehearsals the choreographer tried experimen-
tation in moving the dancers. This proved to be a very frus-
trating experience for the choreographer as well as the
dancers, and thereafter this method was abandoned.

After approximately one month of rehearsal, the members
of the thesis committee viewed the work in progress and of-
fered their suggestions regarding how to strengthen the work.
Their recommendations and corrections were incorporated into
the work, and at the second studio showing the work was ap-

proved for a public performance, thereby signifying that the
thesis problem had been solved.

The thesis work was then rehearsed approximatelf three

hours per week until the week before the public performance
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when more rehearsal time was scheduled, including rehearsals

on the stage where the public performance actually took place.

Costumihg

The costumes were designed by the choreographer early
in the choreographic process. It was decided by the investi-
gator that two costumes would be used in the work. The first
costume was a slee&eless leotard, tabbed at the bust, with a
matching circular tricot skirt which hung to just below the
knee. The following'colors were used for these costumes:
gold, red, orange, coral, canary yellow, green, blue, hot
pink, and lemon yellow. This costumed was not designed as an
extension of the movement. The choreographer desired a sim-
Ple costume with an emphasis on color for the first half of
the dance which was the reason for the selec£ion of the previ-
ously described costume. These costumes were worﬁ through
section D. 3. At the beginning of section E. 1. the dancers
appeared in the costume in which they completed the dance.
This was a floor-length dress with a circular skirt. These
dresées were also made of tricot and were sleeveless. One
side of the dress was made of a dark shade of color, the other
a lighter shade of the same color. This created a slimming
effect on the dancers as well as provided a quarter and half
circle design, depending on the movement. The dresses had an
empire waist which added length to the dancers and to the move-
ment. The colors ranged from light pink and rose to light

blue and dark blue. There were five different color combina-
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tions used for the nine dresses. An effort was made to in-
clude colors on either side of the color spectrum closest to
biue.
The fabric was purchased, a seamstress was selected,
and the costumes were finished'early in the choreographic pro-

cess so that the dancers were able to rehearse in them.

Lighting

Lighting effects for the choreographic work were set at
‘the technical rehearsai in Main Auditorium at TexXxas Woman's
University. The choreographer was assisted by the production
manager, the stage manager who actually called the lighting
cues, and the University lighting crew members‘who had-previ—
ously received a lighting plot from the choreographer. Light-
ing effects were limited to the equipment available in the fa-
cility. Choreographic effects were achieved by using one
"special" light, side lighting, and area lighting. (See Ap-
pendix D for Ground Plan, Hanging Plot, and Instrument Sched—'
ule).

The first lighting cue was the "special" which was a
light hung from the batten which created a small circle of
light on the soloist who began the dance while the rest of
the stage was darkened. This created a solitary feeling that
the choreographer desired for this opening jazz adage se-
quence. As the soloist moved toward the group of five dancers
the intensity of the remaining area and side lights was grad-

ually increased to light the entire stage so that all of the



24
dancers could be seen. At the first clash of the cymbals in
the music, the lighting intensity became brighter, parallel-
ing the movement and music, and then decreased as thé dancers
hit a static pose. All of the remaining lighting cueé simply
involved increasing and deéreasing the intensity of the side
and area lights, with the exception of the last cﬁe.-

The intensity was increased for the.first group dance
in unison, section B., because the movement increased dynamic-
ally and required more brightness, and increased even more
for section C. which involved a higher degree of energy. The
lights were dimmed for the next dance, the classical ballet
solo because the choreographer desired a softer lighting ef-
fect for this section. fhe intensity was increased for the
following duet, then increased again for the trio, then low-
ered for the solo that followed. The lighting again pafal-
leled the amount of activity on stage.

As the dancers entered for section E. 1. in the long
dresses, the intensity was lowered to enhance the soft, lyr-
ical, dream-like quality of this sequence. The choreographer
would have used intense side-lighting during sections E. 1.,
E. 2., and E. 3. had there been an adequate number of instru-
ments. Instead, the lights were dimmed the first time the
theme was danced, section E. 1., increased for section E. 2.,
and decreased for the solo, section E. 3.

Section F. was the beginning of the finale, and here
the intensity was increased which the choreographer felt was

appropriate for the approaching finale, and then brought to
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the fullest intensity for the finale which added to the cli-
max. As the dancers began their final movement sequence which
took them offstage, all of the area and side lights wére grad-
ually dimmed until only the upstage center area of the stage
was lit. The last dancer approached this area and executed a
leap in the center of the lit area on the last beat of the mu-
sic. The remaining lights were taken out abruptly creating a

"blackout" at the height of the leap.

Production

The first preliminary production procedure involved re-
serving thé facility in which the public performance was pre-
sented for technical rehearsal time, dress rehearsal time
which included video-taping the choreographic work, and the
actual performance. This was accomplished through the office
of the Vice President for Academic Affairs of the Texaé Wom-
an's University, and was done three months before the actual
performance.

The second procedure concerned making a rehearsal tape
recording of Rhapsody in Blue, as well as a concert tape re-
cording. The sound and tape recording equipment of the Texas
Woman's University was used for this procedure.

The third process involved publicity. A concert flyer
was duplicated at the Duplicating Office of the Texas Woman;s
University and posted throughout the campuses of Texas Womf
an's University and Nortﬁ Texas State University in Denton

as well as throughout the Denton community. When needed,
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permission was obtained to display the concert flyer. Local
radio stations KDNT and KNTU were asked to announce the event.
(See Appendix C., Concert Publicity Flyer) .

The choreographer typed the concert program which was
copied at the Duplicating Officé of the Texas Woman's Univer-
sity approximately one week before the performance. (See Ap-
pendix D, Concert Program).

Details such as the assignment of dressing rooms, order
of events at the techniéal rehearsal, dress rehearsal, and
video-taping, taping of the stage, mopping of the stage, the
blocking off the first twelve rows of seating in the facility,
and the selection of ushers were handled by the choreographer,
production manager, and stage managér. | |

The public performance was presented on Sunday, Decem-
ber 7, 1975, at 4:00 p.m. in the Main Auditorium of the Texas

Woman's University.

Evaluation

The choreographer chose to have the thesis evaluated by'
seven persons, including members of the thesis committee.
The three persons chosen to evaluate the thesis who did not
serve on the thesis committee were knowledgeable in the field
of music or dance. Each evaluation form was sealed in an en-
velope and issued to each evaluator immediately preceding the
concert. The evaluators were asked to return the completed
evaluation forms tb the thesis chairperson as soon as pos-

sible. The criteria for evaluation is discussed in Chapter
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V. (See Appendix A, Evaluation Forms).



CHAPTER IV

DESCRIPTION

Rhapsgdy in Blue begins with what has been called "a
drunken whoop of the clarinet." It is a clarinet solo that
opens with a glissando and then works up and down the "blue"
scale. The dance opened with a soloist lying on her back in
area IV, head to the audience, in a small circle of light.

The rest of the stage was dark-

vpstage ened. On the "whoop" of the
[ﬁ:r ar jﬂ;\ S%a . clarinet the soloiét executed a
ii?gf Z 314 v /eﬁf chest 1lift and gradually ascended
Vi T . \\ with a series of jazz adage move-

dbzunS%%ﬁe ments. The quality the choreog-
rapher deéired in this opening
section was sleepy, lazy, and
"bluesy." As more instrumentation was heard in the music,
five‘dancers entered from stage left walking toward areas Il
and III with a trance-like quality. These stage areas were
lit as the dancers approached them. The soloist slowly began
walking toward the group, and the dancers gathered in area III
executing a series of slow pliés and relevés with a breathing
quality, and slowly turned to face area V. The music began

to build and at a loud burst in the music the dancers ran to

28
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occupy previously assigned stage spaces which included six
different stage areas, executed a head spin which turned them,
and they immediately ran back to areas II and III, turned and
filled the stage again performing head impulse spins at each
clash of the cymbals. They hit a static pose with the right
arm thrown straight up, backs to the audience. The lights
were dimmed at this point, and the dancers slowly swayed to
the right and left, moving to areas I and II. The soloist

broke from the group and began té

move quickly across the stage and

T ﬂy<\ around and through the group of

dancers. ©She picked up one or

two dancers at a time and they

[or o] T |
N a@umsfgje,

assembled in areas V and VI in a
wedge formation. The music re-
tarded just as the dancers
grouped in this area and began swaying to the right and left .
again. On a musical cue and with a breath, the dancers step-.
ped into an off-balance oblique line which fell into aspiral
turn, and repeated this movement until it carried them off
stage right. The soloist continued with a series of lyrical
leaps and turns. The music during this section had a rising
and falling quality, and the mbvement paralleled this effect.
Two dancers arranged themselves with this movement on a diag-
onal line in areas I, V, and IX. At two accents in the music

they stepped into pique en arabesque followed by a sharp coup€’
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with a body contraction, then continued walking with a relaxed
lifting and falling movement of the torso until they reached
area I. The tempo of the music increased and the dancers be-
gan individual running patterns, broken by two jumps. As the
tempo picked up even more, the remaining three dancers en-
tered with various running patterns until they were evenly ar-
ranged on stage. Suddenly they threw the right arﬁ toward
area VIII with a lunge, and then toward area IX, and this move-

ment happened at an accent in the

~ uvpstaqe music. Then they made a large
/:E i Iﬁ?\ circle shape with the arms which
o fa. .
st cZiBZ v \8 %egf came above their heads and car-

ried them offstage. This consti-

l‘/ﬁ‘
[o | w | =
‘ cl own s?‘aﬁ c

tuted the end of section A., al-
though there was no break in the
movement or music.

Tﬁe same six dancers entered immediately with jumps that
carried them into two lines upstage. They ended in this for-
mation with the spine curled forward. On five very quick ar-
peggios in the music, the lighting intensity was increased and
the dancers uncurled their spines. Now section B. actually
began. The music during this section was drastically differ-
ent dynamically. The bass drum boomed and the trumpets
blared, and the piano sequences soﬁnded very hurried. It
brought to mind an appetite for space, so the choreographer
sought to move the dancers as a unit with large movement cover-

ing as much space as possible. The dancers performed large
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jumps and leaps aﬁd running patterns that moved from upstage
toward downstage left, across the doWnstage area, and finally
afound to center stage.

Section C., dynamically speaking, was very similar to
section B. The major difference was that a Latin influence
was evident in the music which encouraged ﬁhe choreographer
to incorporate the use of the basic rumba hip movement.
Again, the music suggested large movement, therefore large

kick sequences were executed in

unison and then performed in two

U/bsv‘&ge
Z'jf [7 1T Jﬂ;\ lines moving through one another.
fg%ﬁ] v ’ ¥ | vr \i* :: The movement, stylistically
Zi§[r I VT I \ speaking, was indiéative of thé
cybuﬂvsfgjc; 9 arrogant Spanish character dances.

The movement incorporated the use

of the arched back in many se-
gquences. Intensity of the lights was increased above that of
the previous section during section C. Suddenly the tempo of
the music slackened, and the dancers exited by twos.with three
short repetitious music patterns accompanying each exiting

movemente.

Immediately, the classical ballet dancer entered with a

| very fast run as the piano ran up a chromatic  scale. This was

the beginning of section D. 1. The music was a piano solo
which had a classical as well as a jazz quality. The dancer
executed a series of delicate ballet steps broken occasionally

by a jazz movement in the shoulders and hips. For the most
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part, this solo uéed statiohary movement in contrast to the
prgvious two sections which incorporated a great deal of loco-
motor movement. Most of this solo was performed at center -
stage with low light intensity. The soloist moved slowly to-
ward area IV where she performed a quick frappé sequence wi£h
her feet flexed, while another dancer entered from stage left
with slow sustained leg extensions to the front, side, and
back. This was the beginning of section D. 2. The second

dancer executed her entering move-

ment to the half note of a single

ups%aje
- French horn which contrasted the
L j Ir _Hfs
Sﬁ%f[&ﬂ[ Sfeiae rapid rhythm of the piano solo.
f"l\?hf A NT /efs‘/-
Ziu_k The second dancer moved toward
w | gr
]Xf\ the first dancer in area IV, and
afowns-faﬁe I
they moved in unison with another

ballet sequence of smooth glis-
sades and soutenu turns in plié'to area I. At this point, the
second dancer began the solo movement sequence while the first
dancer was seen executing the slow leg extension theme that
the second dancer entered with, picking up a third dancer out
of the.upstage right wing with this same movement sequence.
At this point, the piano musical patterns which had previously
been rhythmically even, began to incorporate a "swing" quality,
and the thfee dancers began to move to a line across center
stage with a camel walk sequence in which the torso and head
curled forward and backward. They executed a foot circle se-

quence with a relaxed, soft-shoe quality, and then moved to
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area II with the camel walk, facing the back curtain. They
turned to face the audience and began to sway to the.left and
right, each time increasing in momentum, and then jumped up
and over to the left, ran upstage into pique en arabesque,
and then back downstage throwing the torso and arms parallel
to the floor. They exited with a series of little pas de
chats with the head and torso circling, with the exception of
the third dancer who moved to area VI to begin her solo.

Basically, section D. 3. can

Liﬁ#qﬁe_ be divided into two parts. It

\

L \ is another piano solo with the

first half of the music being
Y‘\'ﬁ'\'ﬁ’ \ =

moderately slow and dramatic in

/x| =
[ | vm

x|

quality, while the second half is
downsfaj “

4

very fast and frantic. The
dancer repeated the soft-shoe
qualitf of the previous section, descending to the floor with
a series of step-ball-change steps. She lifted her arms in a
high'V while on her knees, and then rolled upstage. This lift
and roll was repeated, and then she ascended with the step-
ball-change sequence. This particular dancer had excellent
musicality and was able to move with the subtle tempo changes
in the first part of this solo. The tempo picked up slightly,‘
and the dancer moved across the front of the stage with a se-
quence of step-hops wherein the»working leg was slowly ex-
tended, then brought around to the front with a fan kick.

When she reached area IV, she beat the right leg twice
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against the left ankle and extended the right leg to the
right side with her torso leaning toward the extended leg,
then repeated the sequence, this time leaning away from the
extended leg. This movement was lifted into releved, and the
dancer fell off-balance to the upstage right area. At this
point, the music changed to a very fast, frantic tempo with
the dancer moving quickly across the back of the stage to
area III, through areas V and VII, back to area III, and up

again to area VII. The movement

(ﬁpsféﬁe during this sequence involved
j{JT ! IC hitch kicks, turning leaps;
Sta 57Ld . . / .
9 temps de poissons, chasses, demi-
righ ,_/ irg l v ﬁ\/f-;‘f pe ge P |
/ I fouettés, and sissonnes. In area
it
= VII the soloist executed a slow
C/OLJJV)S'/aﬁ‘g

windmill turn which flowed into

alternating dé&eloppé/kicks with
flexed feet facing stage right and stage left finishing facing
stage right and lifting the right leg into parallel passé with
a high release in the back. This movement carried her off
stage through the downstage left wing. She entered immediate-
ly again from centér stage left with a run which finished with
a leap, exiting at center stage right.

The end of this solo, section D. 3., more or less could

be considered the end of the first half of the entire work.
The dancers performed the second half in the floor-length

dresses. Section E. 1. was the first time the familiar theme

from Rhapsody in Blue was heard. The intensity of the light-

%
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ing was decreased, and five dancers entered from upstage right
one and two at a time with a small, smooth running step that
made them appear to "float" onto the stage, finishing with a:
turn which caused the long skirts to gently lift and then
slowly settle to the floor. The stringed instruments were
heard during this section which provided a soft quality. The
dancers were in two diagonal lines with two in the front line
and three in the back line. The movement during this soft,

lyrical section involved slow

vpStage dé&eloppéé, fan kicks, serpentine
i = .
/}F ik IE“\ running patterns, and movements
sSfage
;3;2? w A EI\/%;L that sought to emphasize the de-
' sign of the costumes as.well as
Wwo| | X X °
v the soft, flowing effect of the

oL ST a5e

skirts. These dancers descended

to the floor with a curved design
in theif arms while four more dancers entered from upstage
right for the second repetition of the theme, section E. 2.

More instrumentation in the orchestra was added, and

this section, choreographically, looked much like the previous
movement sequénces but with more dancers on stage. It in-
volved complementary movement between the front and back lines,
with one line ascending from the floor while the‘other line
descended. One line executed a running pattern to the back of
the stage, turned and ran forward while the other line turned
three revolutions aﬁd then stopped abruptly which caused the

skirt to float to the floor as the dancers descended to the
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floor. They lifted the arms to en haut while the left leg ex-
tended to the back, then curved the left arm toward the ex-
tended leg. The back line executed this same movement with
the arms while posing behind the front line. The front line
ascended and all of the dancers turned and slowly walked
through area III, exiting through the upstage right wing, with
the exception of one dancer who remained on stage moving to-'
areavVII.

Section E. 3. was the last.

vpstage time the theme was heard, and
ZEI‘ I Lﬂ?\ this time was presented as a pia-
;j?;f[ﬁﬂ[ A v ?ziii no solo. This dance required a
5 _
ZZSEI VAT T dancer with well-developed exten-

4%munsque. sion since the purpose of this

dance was to create quarter and

half circle designs with the cos-
tume. The movement involved arabesque turns, and turns with
the leg extended to the side. Like section D. 3., there were.
sudden tempo changes throughout the music and the dance. The
soloist performed a series of skips, split leaps, assembl€s,
and sissones which covered the stage and finished in area III
as the tempo of the music slowed. She stepped into érabesque
penchéc and as the tempo picked up suddenly, the dancer ex-
ecuted a pattern of step-hops, runs, and quick turns‘back and
forth on a diagonal line, exiting with a leap through the mid-
dle right wing.

Section F. was involved with getting all dancers back
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on stage for the finale. The music sounded very hurried whilé
the dancers entered from different wings at different times
with varying running patterns. This section, choreographic-
ally, attempted to express an indulgence in space, coupled
with a feeling of crowdedness, excitement, and anticipation.
It was reminiscent, perhaps, of the hectic pace of city life.
The dancers passed one another shoulder to shoulder on the run,
and then settled into their individual spaces in three diagonal
lines across the stage, evenly

spaced. They crowded into three

UPS'f’dﬁg
ZQI Ras T \ small groups of three with four
fage Sface quick bell steps, jumping to the
right | 18 A SZZW i | o
left and right, and then divided
AT VI e
~into two groups of four and five,

and while slowly circling, the
group of five descended to the
floor iﬁ areas ITI and III while the group of four arranged
themselves with the same circling movement in area I.
Section G. is the finale and musically begins with a
slower.and more grandiose version of the Latin section, sec-
tion C. The group of four repeated the strong movement se-
quence from section C. while the group on the floor threw
their arms to the right and left and to the ceiling, accent-
ing each off beat. This section sought to unify the entire
work by repeating movement patterns seen throughout the work.
The group on the floor slowly ascended, joining the other

dancers in the glissade sequence taken from section A. which
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took them into two lines across upstage. All nine dancers re-
peated the opening movement of section C. finishing facing up-
stage left with a suspended movement, arms held in a high V.
The V fell into slow spiralvturns carrying the dancers into a
closely grouped formation in area I, their backs to the audi-
ence as they swayed to the right and left. On a cue in the
music, the group turned and ran to cover the stage with a
burst of energy, lifting the front leg into an attitude and

sweeping the right arm to the

back. They stepped back into a

wpstage
front T, turned to take two steps
15 [a)
on the front right diagonal plac-
5ii<:/_ﬂr " sﬁa ;
ah /f f ing the right foot behind the
‘Sﬂl YL | & \ left in fourth position. The
downé“/dje oL :
arms curved to the right, and

then downwafd to the left, twist-

ing around to the left. Then each dancer, at her own pace and
at individual cues, began to twist back to the right, circling
in place once or twice building momentum, then ran off stage
with the arms held in a high V. They exited one at a time as
the area and side lights were gradually eliminated until only
area II was lit. Here the last dancer executed a leap on the
last beat of the music, and the sfage was darkened at the
height of her leap.

If the reader wishes a detailed record of the work, it
is suggested that he view the video-tape of the work which

is on file in the Dance Department of the Texas Woman's



University.
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CHAPTER V

RESULTS OF EVALUATION AND CRITICAL ANALYSIS

The thesis was evaluated by seven persons. In addition

to the four members of the thesis committee, three persons

were selected who were knowledgeable in the field of music or

dance.

The following criteria, taken from Dance Composition

and Production by Dr. Elizabeth Hayes, were used by members

of the jury as bases for judgment:

9.

Was the idea worthwhile and was it danceable?

Had the choreographer anything new or significant
to say about his idea? v

Was thé idea clearly, adequately, yet economically
delineated by means of dance movement?

If the movement itself was the idea, was it well
chosen to elicit aesthetic pleasure?

Did the dance have a good beginning, climax, and
ending?

Was the choreography pleasing and original in terms

- of its spatial plan, rhythmic organization, and

specific movement pattern?

Was the general dance structure satisfactory accord-
ing to aesthetic principles of form?

Were the costumes attractive and suitable to the
movement?

Were the lighting and staging adequate and suitable

lE1izabeth R. Hayes, Dance Composition and Production,

(New York:

The Ronald Press Company, 1955), pp. 130-131.
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to the dancé form?

The results of evaluation had no bearing on the approval
of the thesis. However, they were extremely valuable in aid-
ing the choreographer in her own critical analysis of the work.
The committee, after viewing the second studio showing, deter-
mined that the thesis problem had been solved and approved the
work for a public performance.

The highest possible number of points, as shown below,
from each evaluator for each criterionwas 3, or a total of 21
when multiplied by 7 evaluators. (See Appendix A, Evaluation
Forms), The following scores from each evaluator for each
criterion were as follows:

Total

1. Was the idea worthwhile and 333333321
it danceable?

2. Had the choreographer any- 3223333=19
thing new or significant
to say about his idea?z

3. Was the idea clearly, ade-~ 332333 3=320
quately, yet economically
delineated by means of
dance movement?

4, If the movement itself was 332333 3=20
the idea, was it well cho-
sen to elicit aesthetic

pleasure?

5. Did the dance have a good 3322333=19
beginning, climax, and end-
ing?

6. Was the choreography pleas- 332 332 3= 18
ing and original in terms i
of its spatial plan, rhyth-
mic organization, and spe-
cific movement pattern?
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7. Was the general dance struc- 3 3 3 2 3 2 3 158
ture satisfactory according
to aesthetic principles of
form?

A

8. Were the costumes attractive 3 3 3 3 3 3 3 = 21
and suitable to the move- :
ment?
8. vWere the lighting and stag- 3233333-=20
ing adequate and suitable to '
the dance form?
Grand Total 178.
The highest possible total number of points that could be re-
ceived from each individual evaluator was 27. When multi-
plied by 7 evaluators, the grand total of possible points
was 199. Total number of points from each individual evalu-
ator were 25, 27, 22, 25, 27, 25, and 27, for a grand total
of 178 points.

The choreographer felt that the evaluation of the thesis
was adequate, but could have been improved by using a larger
number of evaluators experienced in the areas of music, dance,
and visual arts. The choreographer believes that lay persons
may have been able to understand some of the criteria, but
are generally unfamiliar with terms such as spatial plan,
rhythmic organization, dance structure, and aesthetic princi-
ples of form; Therefore, lay persons were not selected to
evaluate the thesis.

At this point, the choreographer has attempted to evalu-
ate and analyze her own choreographic work. The dance has been

viewed on video-tape by the choreographer in order to assist

in the critical analysis process. The work will be analyzed
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in terms of 1) performance andvtechnical proficiency of the
dancers, 2) costuming and lighting, 3) choreography, includ-
ing movement, staging, and trahsitional movement, 4) communi-
cation of the choreographic idea, and 5) solving of the
thesis problem. The thesis is analyzed by sections.
Section A. |

The dancers performed most of the section successfully,
with the exception of sequences when the dancers were seen in
a closely grouped formation, slowly swaying, or lifting with
a "breath" into an obklique line. Sometimes the movement al-
most died, or the "breath" was not there. This was a problem
concerning individual dancers, and not the choreography, al-
though a change in the movement to suit the abilities of the
dancefs might have eliminated the problem. The lighting ef-
fects were varied and appropriate for the mood, and sculpted
space for the movement. The choreographer was pleased with
the effect of the costuming, particularly in terms of color,
and felt that the variety of bright colors aided in involving
the visual process, which in turn aided in solving the thesis
' problem. The first costume seen was not designed with a con-
cern for exfension of the movement, however, that was one of
the reasons for the design of the second costume. This com-
ment on costuming in section A. applies through section D. 3.
and therefore will not be repeated. The purpose of the move-
ment in this section was to express a lazy, leisurely quality.
The one exception was an explosion iﬁ the music and movement

which indicated an indulgence in energy and space. The
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choreographerAfelt that this idea was communicated.
Section B.

The choreographic idea behind this section was to show
an appetite for space, sudden explosions of énergy, and to use .
different rhythmic accents in the music. The dancers success-—
fully communicated these ideas with the movement given them.
The choreographer felt that the movements sequences would
have been even more explosive had there been more amplitude in
the jumps. Again, this was a problem with the performance of
individual dancers. The choreographer was somewhat dissatis-
fied with the staging of the movement. It could have used more
creative designs rather than using two straight lines. The
movement, however, was exXciting to view, and again involved
the eye enough so that this powerful music did not overwhelm
the dance. The lighting, which was brightened for this sec-
tion, was appropriate for the explosiveness of the movement.
Section C. |

The choreographic idea was generally the same as in the
previous section, but‘the choreographer sought to also indi-
cate in movement thé Latin influence heard in the music. On
the whole, ﬁhe dancers as well as the choreography succeeded
in communicating these ideas. The dancers may have been
slightly fatigued at this point which, to a small degree, may
have affected the energy level of this section. The lighting
intensity was increased above that of the previous section,
which added to the climactic feeling of this dance. The cho-

reographer was particularly pleased with the staging through-
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out this section where the dancers were seen moving through
and around one another in a variety of formations.
gection D. l.

This music was a piano‘solo which contrasted the gran-
diose orchestra passages bf the previous two sections. The
choreographic idea was to parallel in movement the mixtﬁre of
classical and jazz motifs heard in the music. The soloist
was highly successful in performing the contrasting balletic
and jazz movements as set by the choreographer. The choreog- .
raphy, however, could have given more emphasis to jazz move-
ments. The quality of the dancer, and of the music, was a
pleasant contrast to the previous two sectﬂ:ns,kand the cho-
reographer was pleased with the staging and transitions. The
choreographer felt that the movement was appropriate for the
music, and felt that the music did not overpower the dance.

A spotlight on this soloist would have been a nice lighting
effect, but because of technical limitations this was not pés—-
sible. The lighting intensity was lowered instead, and this
created the appropriate mood for the dance.

Section D. 2.

This duét, followed by a trio was more or less, an ex-
tension of the previous solo but with more instrumentation
added in the music. The choreographer was especially pleased
with the entrance of the second dancer on the half notes of
the French horn, and the entrance of the third dancer with
this same movement theme because it tended to aid in the

strength of the transitions. This section had more thought
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given to thematic movemént than any other sectioﬁ in the work,
and the investigator felt that this gave the whole section a
particular unity. The movement and staging were interesting
and adequately solved the theéis prbblem in this section.
Section D. 3. |

This section, musically speaking, could be described as
a "moody" solo. It began at a slow tempo with subtle tempo
changes throughout, and finished with an extremely fast mus-~
ical passage. The dancer began this solo as though she had a
disdain for controlled movement while the piano sounded as
though it were '"grinding out" each note. The movement tried
to express these kinds of ideas that the choreographer heard
in the music. This section ended with a sequencé of movements
that sought to express a joyous abandon. The soloist was ex-
cellent in portraying this feeling since she was endowed with
technical proficiency and well-developed musicality.

The choreographer felt that the solo was staged in an
interesting manner. The movement occurred atlvarious tempos
covering the stage. Appropriate lighting furthered the cho-
reographic ideas. This soloist must be given much credit for
the movement balancing the music.

Section E. 1.
This section involved five dancers and was the first

time the familiar theme from Rhapsody in Blue was heard, Be-

cause of the familiarity of the music, this section, the cho-
reographer felt, was . crucial in solving the thesis problem.

The movement was lyrical in nature which the writer felt
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would compete least with the audience's preconceived ideas.
The costumes were instrumental in involving the eye since
they were of a variety of subtle colors, each dress having
two colqrs, but more important was the design of the costume
which became an extension.of the movement. The costume
floated and fell softly to the floor, and occasionally was
whipped around the body by certain leg movements. A quarter
circle design was achieved by leg extension movements. The
lighting intensity was softened for this section, which,fof
the most part, - sought choreographically to parallel the lyr-
icism of the music. The choreographer would have desired use
of intense side lighting during this and the following sec-
tions which would have been extremely effective on the costuﬁ-
ing, however, the proper facilities were not available. The.
choreographer was pleased with the movement, staging, and
transitions, however, this section was difficult for the
dancers because of the varying degrees of musicality of the
dancers. There were many subtle tempo changes throughout
this section which were not felt by all of the dancers. The
possibility also exists that fewer dancers with well-developed
leg extensions could have achieved more design effects with
the costumes. |
Section E. 2.

Most of the above comments apply also to this section.
The music repeaﬁed the theme with more instrumentation cre-
ating a fuller sound. The choreographer, therefore, added

dancers to create a fuller stage. This section was for nine
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dancers. The lighting intensity was increased which seemed
appropriate because of the increase of sound and movement.
The choreographer was pleased with the staging and especially
with the use of complementary movement, level change, and
transitional movements. |
Section E. 3.

The theme was repeated again as a piano solo. A soloist
with controlled and well-developed leg extension was chosen
for this dance in order to create quarter and half circle de-
signs with the costume. There was no particular idea commuhi—
cated in this section. The soloist performed the dance well,
succeeding in capturing the eye with the combined effects of
the costuming, choreography, staging, lighting,nand perfor-
mance. She was able to express the subtle tempo changes in
the music which had been a problem in the two previous group
dances.

Section-g.

This section involved a returning of thé danceré to the
stage for the finale and sought to express the anticipation
and excitement of something about to climax. The lighting
was increased, but not quite to the fullest intensity. The
dancers performed the movement successfully, and the choreog-
‘raphy, staging, and transitional movements were adequate, al-
though by this time the choreographer had used an excess of
turning sequences for transitional movements. Tﬁe chorecg-
rapher was pleased that the movement seen on stage increased

in energy with the music.
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Section G.

The lighting was increased to the fullest intensity for
the finale, which was the desired effect for the end of the
dance. The movement sought to pull together the entire work
and unify it by repeating movemént sequences that were per-
formed throughout the entire ﬁork. The choreographer felt
that this choreographic tool was used successfully. The dan-
cers performed the finale successfully with a high level of
energy when the movement was large and fast, and performed
with a leisurely, lazy quality és required by the choreography.
This section sought to express again a lazy, sleepy quality,
explosions of movement and energy, an appetite for space, a
variety of rhythmic accents, and a Latin influence. These
ideas were all indicated in the music and movement. The in-
vestigator was satisfied with the movement and staging, and
especially with the last lighting effect which captured the
last dancer on stage at the height of a leap on the last beat
of the music, and then blackened while she was still in the

air.



CHAPTER VT
SUMMARY

The purpose of the thesis was to choreograph a dance to

George Gershwin's Rhapsody in Blue thereby offering a bicen-

tennial celebration of American music and dance vwhich expressed
characteristics of American life through the medium of dance.

The chdreographer and thesis committee approved the
purpose which the investigator felt was achieved through the
production of the work.

The thesis problem was to successfully combine thebele—
ments of movement and sound so‘that they were mutually com-
plementary. The thesis committee agreed that the problem was
solved. The choreographer felt very successful in solving
the thesis problem resolving that the music did not overwhelm
the dance at any point.

The thesis was presented in a public performance given
on December 7, 1975. All production aspects of the concert
went smoothlf. The choreographer concluded that this was due
to her own efficiency,.the efficiency of the production manag-
er, stage manager, lighting crew, and dancers.' General know-
ledge gained through years of involvement in the Texas Woman's
University Dance Repertory Theatre proved most valuable in the
production of the thesis cohcert.

50
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Judging from audience reaction, the results of evalua-_
tion, and the successful production procedures, the choreog-
rapher felt that on the whole, the thesis was a success. 2An
artistic growth was apparent to the choreographer during the
process, but even more growth was apparent in her own retro-
spective evaluation of strengths and weaknesses in the choreo-
graphic work. The choredgrapher recognized the following re-
occurring patterns in her choreography: 1) the bveruse of
unison sequences, or .limited use of complementary movement,

2) a tendency to shy away from floor work because of a per-
sonal preference for standing; locomotor, and aerial movement,
and 3) overuse of movement which involves the'dancer facing
the audience. These arebpatterns which the chofeographer will
be aware of in future choreographic endeavors. The choreog-
rapher recognized the following strengths in her choreography:
1) the ability to vary rhythmic patterns th:oughout a lengthy
work which is entirely in duple meter, 2) the composition of
lyrical sequenceé with interesting dynamic and design combina-
tions, 3) the ability to hear musical‘components and apply
them choreographically, and 4) the ability to move groups of
dancers as cohesive, expressive units. |

This thesis experience was the most valuable learning
experience and growing process that the investigator has had
in dance education. It taught her how to listen to and incor-
porate criticism and suggestions as well as how to write a
professional paper. It enlightened the choreographer regard-

ing her own best method of choreographing and has provided a



<
permanent record of her choreography available for public
viewing. It taught the inﬁestigator important criteria in
the selection of dancers and how to conduct rehearsals. The
single most valuable experienée, however, was the production
of a dance concert which gave the choreographer experience in
choreographing, costuming, and lighting, and in all of the

organizational aspects of dance production.
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Evaluation Forms



EVALUATION FORM FOR RHAPSODY IN DLUB: A CELESRATION OF
AMERTCAN MUSIC AND DANCE

It is recommended that this evaluation form be completed
soon after the theals production so that the evaluator can
recall the work, Upon completion, please return to the thesis
chalrperson, Mrs, Adrienne Fisk, Department of Dance,

Thank You, éfaazoga 2521;1?:1

1. Vas the idea worthwhile and was
it danceable?

2, Had the choresographer anything
new or significant to say about
his idea?

3. Was the idea clearly, adequately,
yet economically delineated by
means of dance movement?

I, If the movement itself was the
idea, was 1t well chosen to
olicit aesthetic pleasuro?

vV

/

|/

5, Did the dance have a good be- V/
v

/

/

giming, climax, and onding?

6., Was the choreography pleasing
and original in terms of its
spatial plan, rhythmic organ-~
ization, and specific movement
pattern?

Te Was the general dance structure
satisfactory sccording to aes-
thetic principles of form?

8. Were the costumes attractive
and sultable to the movement?

9. Were tho lighting and staging
adequate and suitable to the //
dance form?l

1

Definitely=3 pts., Adequately=2 pts,, Needs Improvement=1 pts,

No=0 pts,
TOTAL SCORE 7

Signature of Evaluator L:E&fﬁkp%ﬁﬂy‘323_ ;%;Eié{

1Elizabeth R. Hayes, Dance Comvogition and Production, (New
York: The Ronald Press Company, 1955), bp., 130~131,




EVALUATION FORM FOR RHAP3SODY IN BLUZ:

recall the work,.

A CELEBRATION OF

AMERICAN IMUSIC AND DANCE

It is recommended that this evaluation form be completed
soon after the thesis production so that the evaluator can

chairperson, Mrs, Adrienne Fisk, Department of Dance,

Thank You, dﬁiasocz ;f%24dzftr

9.

Was the idea worthwhile and was
it danceable?

'Had the choreograpner anything

new or significant to say about
his idea?

Was the idea clearly, adequately,

vobt economically delineated by
means of dance movement?

If the movement itself was the
idea, was 1t woll chosen to
olicit aesthetic pleasure?

Did the dance have a good be~-
gimning, climax, and ending?

Waa the choreography pleasing
and original in terms of 1its
spatial plan, rhythmic organ-
lzation, and specific movemenb .
pattern? :

Was the general dance structure
satiasfactory according to aes=
thetic principles of form?

Were the costumes attractive
and suitable to the movement?

Were tho lighting and staging
adequate and sultable to the
dance form?l

Upon completion, please return to the thosis

/

Definitely=3 pts., Adequately=2 pts., Needs Improvement—1 pts.

1

York:

No=0 pts,

Signature of Evaluator

TOTAL SCORE 7/5

oy

feadan

Elizabeth R, Hayes, Dance Comvosition qnd/Productlon, {(New
The Ronald Press Company, 1955), pp. 130-131,



EVALUATION FORM FPOR RHAPSODY IN BLUE: A CELEBRALION OF
AMERTCAN MUSIC AND DAICE

It is rocommoended that this evaluation form be completed
soon alfter the thesis production so that the evaluator can
recall thoe work, Upon completion, please return to the thosis
chairperson, Mrs, Adrienne Fisk, Department of Dance,

Thank You, éfazuwga ;fiﬂ;;ﬂe:r

1, Was tho idea worthwhile and was
1t danceable? '

2, 'Had %tho choreographer anything
new or gignificant to say about
his idea?

2z
3., Was the idea clearly, adeqﬁately,
: yot economically delinecated by QL
means of dance movement ?

I, If tho movement itself was the
idea, wag 1t well chogen to
elicit aecgthetic pleasure?

5., Did the dance have a good bhe-
gimiing, c¢limax, and ending?

6, Was tho choreography pleasing !
and original in terms of its
gpatial plan, rhythmnic organ- |
lzation, and specific movemenb -\
pattern? : , QL

T« Waz the general dance structure
satigfactory according to aes~"
thetic principles of form?

A
7

8, Wero tho coastwmes attractivo
~and sultable Lo the movement? 3

~

9. Were the iighting and staging
adequate and sultable 4o the Q
dance form?l -

b /Ll /01
Dofinitely=3 pts., Adequately=2 pts,, Needs Improvement=1 pta,
No=0 pbs,’
TOTAL SCORE 2&2/[27
Signature of REvaluator \;2%%;440/’/2, 7<1¢Zan/
: 7 4

1 ' '
- _Elizabeth R, Hayes, Dance Composition and Production,'éNow
~York: The Ronald Press Coumpany, 1955), op. 130-131,




EVALUATION FORM FOR RHAP30DY IN BLU3: A CELE3RANION OF
AMERTCAN MUSIC AND DANCEH

It is rocommondod that this evaluation Torm be complotod
goon aftor tho theslis production so that the ovaluator can
recall tho worle, Upon completion, pleaso roturn to the thesis
chalrperson, Mrs, Adrienne Fisk, Department of Danco,

Thank You, 2 e rn s Rfi24,2%:r
: A

1. Was the idea worthwhile and was
it danceable?

)
2, 'Had the clioreograpner anything
new or significant to gay aboub- j%
his idea?

3. Was the idea clearly, adequately,
7ot oconomically delineated by
meang of dance movement?

I, If the movement itself was the
idea, was it woll choson to
olicit aesthotic pleasure?

.5, Did the dance have a good be-
gimning, climax, and ending?

6, Waa thoe choreography pleasing
and original in terms of 1ts
spatial plan, rhythmic organ-
ization, and specirlfic movemend .
patteorn? :

7. Was tho goneral danco structure

savialactory according to aos= 25

thotic principleos of form?

8, ‘Vero thoe costumes attractive
and sultable to the movemnent?

9. Weore tho lightling and staging
adequate and sultalble to the j}
dance form?l

Definitely=3 pbs., Adequately=2 pts.,, Needs Improverent=1 pts.

No=0 pba.”  nomar score A7 B

Signature of Evaluatbtox .

TElizabeth R. Hayes, Dance Comnosition and Production, (New
York: The Ronald Press Company, 1955), PPe. 130=131,




EVALUATION FORM FOR RHAPSODY IN BLU&: A CELE3RATION OF
AMERTCAN IMUSIC LMD DANCE

It is recommended that this evaluation form be comploeted
goon after the thesls production so that the evaluator can
recall the work, Upon completion, please return to the thesis
chairperson, Mrs, Adrienne Iisik, Department of Dance

Thank You, észum;» Rszhué%:j

1. Was the idea worthwhile and was
it danceable?

& 'Had the choreographer anything
new or significant to say aboub ){
his idea? '

3., Was the idea clearly, adequately,
vet economically delinecated by
means of dance movementb ?

i, If the movement itasoll was the
idea, wag 1t woell chosen to X
elicit aesthetic pleasure?

5. Did the dance have a good be=- P IIN
ginning, climax, and ending? X ,Ma,,a,wﬁo

& .LWW’

6, Was the choreography pleasing J
and original in terms of its
gpatial plan, rhythmic organ- X
lzation, and specifilc movemend
pattern?

7. Was the general dance structure
satisfactory according to aes~ ){
thetic principles of form?

8, Were tho coasturies attractive
and sultable to the movomoent? - >(

S. Were the lighting and staging
adequate and suitable to the )(
dence form?i

[

Definitely=3 pts., Adequately=2 pts,, Needs Improvement=1 pts,

No=0 pts,
TOTAL SCORE 2.4~

Signature of Evaluator

Vi
Zllzabeth R, Hayes, Dance CornOSLtlon and Production, (New
York: The Ronald Press Compmany, 1955), pp. 130~137,




ALUATION FORM FOR REAPSODY IN BLU#: A CELEBRATION OF
AMERTICAN MUSIC AND DANCE

It is recommended that this evaluabtlion form be comploted
goon after tho thesis production so that the evaluator can
recall the work,. Upon'completion, please return to the thesis
chairperson, Mrs, Adrienne Figsk, Department of Dance,

Thank You, L e ;ﬁ%a;;ﬁ%:f

1. Vaa the idea worthwhile and was
1t dancesable?

éﬁ
4
Sa 'Had the choreographer anything
new oxr glgnificant to say aboub Vi
his ldea?
Vv

3, Was the idea clearly, adequately,
yot economically delineated by
means of dance movement?

I, I the movement itself was the
1dea, was it woll chosen to
elicit aesthetic pleasure? . i

.5, Did the dance have a good be- v
gimning, climax, and ending?

6, Was the choreography pleasing
and original in terms of its
spatial plan, rhythnic organ-
ization, and specific movenent
pattern?

pe—

7. Was the general dance structure
satisfactory sccording to aes-~
thetic principles of form?

< X

8, Were the costumes abtractive
and sultable to the movement?

I~ [x

9. Weore thoe lighting and staging
adequalte and sultable to the
dance Torm?t

Definitely=3 pt3., Adequately=2 pts., Needs Improvement=1 pts.
No=0 pts,

-

TOTAL SCORE o2sf

Signature of Evaluator -

1Elizabeth R, Hayes; Dance Comnosition and Production, (New
York: The Ronald Press Compeny, 1955), pp. 130-137,




SVALUATION IFORM FOR RHAPSODY IN BLUS: A CHLIBRATION OF
ALGRICAN MUSIC AND DANHCH

It is recommended that this evaluation form be comploted
soon aftor tho thesils production so that the evaluator can
recall the work, Upon completion, please return to the thesis
chairperson, Mrs, Adriemnne Fisk, Depsrtment of Dance,

Thank You, &awu kﬁ’ac—&j

1. Was the idea worthwhile and was
it danceable?

2, Had the choreograpner anything
new or gignificant to say aboub
his idea?

v
3, Was the ldea clearly, adequately,
70% economically delineated by \/

meansg of dance movement?
, I the movement itself was the

idca, was 1t well chosen to
elicit aesthetic pleasure?

5. Did the dance have a good be-
ginning, climax, and ending?

6, Wag the cnorGOﬂ“avhy pleasing
and original in torms of its

spatial plan, rhythmic organ~- V/
ization, and specific movenend
pattorn?

7. Was tho general danco structure :
savisfactory according to aes- V/

thetic principlos of lform?

8. Vere the coatunies attrachive V/
and sultable to the movement?

9. Wero the lighting and staging /
adcquate and suitable to %tho \/
dance form?1

Definitely=3 pbs., Adequately=2 pts,, Needs Improvement=1 ptas.

Jo=0 pta. ‘ro'rjm SCORE 2‘7/

Signature of Evaluatorﬂ\\\iijL, 12/5p4( =

1,
Elizabetn R, Hayes, Dance Comnosition c~nd Production, {(New
- York: The Ronald Press Company, 1955), pp. 130-131,




APPENDIX B

Concert Program



AN AFTERNOON T -

OF DANCE

Sunday, December 71, 1975

4:00 p.m.

Presented by
“Ann Hays Bailey
and

Pamela E. Fuller




AN AFTERNOON OF DANCE

BURIED ALIVE IN THE BLUES .....cccc00. Paul Butterfield
Choreographed by Ann Hays Bailey

Dancers: Intermediate Jazz Class—Bonita Baker,
Beverly Burton, Louanne Cobb, Cynthia Culver, Jackie
Fagan, Dayna Fowler, Susan Gann, Meryl Long, Lillian
Mitchell, Naomie Oliver, Marsha Pounder, Charlene
Rayford, Beccy Stem, Terry Worthy

BRIEF PAUSE

THE SIX WIVES OF HENRY VIII......... “Tk s Rick Wakeman
Choreographed by Pamelfa:E. Fuller

Hewy VITT....ocvuenen it @ veveeses...Dennis Scott
Catherine 0f AMAGON....veeeeesssennss.Cynthia Stemsley
Ane BoLeyN..veereeeencecooneaesiws.Judy-Jeffcotst

JaNe SCUMOUA. cvvvveeereereeeannnassssss Ty Worthy

Anine 0f CLeVRS.icvis viissinsinmsams «e..Jandice McCaleb

Catherine HOWaAd. .. ..ouueennesessviv.Pameta E. Fullen

Catherine PaML. . ceveeeneccennns weeeee..Louanne Cobb
This dance is based upon the choreographern's

Antenpretations of the characteristics of the wives
0f Henry VIIT in nelation Lo the accompaniment.

10 MINUTE INTERMISSION

*RHAPSODY IN BLUE: A CELEBRATION OF AMERICAN
MUSIC AND DANCE

...a sort of musical kaleidoscope of America, of our
vast melting pot, of our unduplicated national pep,

of our blues, our metropolitan madness.
—George Gershwin

Dancers:
Judy Jeffcott
Mary Lynn Kusior
Janice McCaleb
Marsha Pounder

Sharon Adams
Bonita Baker
Susan Gann
Pamela E. Fuller
Cynthia Stemsley

Soloists, in order of appearance: Cynthia Stemsley,

Music composed in 1924 by George Gershwin. Performed
by Leonard Berstein at the piano and conducting the
Columbia Symphomy Orchestra.

%A choreographic thesis choreographed by Ann Hays Bailey
in partial fulfillment of the requirements for the Master
of Arts Degree in Dance and Related Arts with Speciali-

zation in the Performing Arts.

The choreographer wishes to express special thanks to
her husband, Bill R. Bailey, her pareants, Mr. and Mrs.
Walter L. Hays, her aunt, Mrs. Myrl M. Schooley, Mrs.
Laura Kendrick of Russell-Newman, Dr. Roseann Cox, and
her committee members, Mrs. Adrienne Fisk, Dr. Aileene
Lockhart, Mrs. Gladys Keeton, and Dr. Frank Edmonson.



GRATEFUL ACKNOWLEDGMENT TO
THE FOLLOWING PERSONS:

Production Manager.......s:s......Louanne Cobb

Stage Manager..... eresesscssssass.Nellie Uptmore

Technical DIrector..esssdiss iecsena Tee Walls

Lighting. ¢u s s sas s s aws T University Lighting
Crew

Seamstresses..... seessmaniss cesaes.Mrs. Myrl M. Schooley

Gail Anderson
Susan Elliot
Kathleen Jenkins
Janet Smith

UEBOTE s v s wn w50 5w 3w ow s o s w0 sROSE Delgado
Irma Esparza
Janelle Krug
Ann Pena



THE cow&y M/\M ) AT &

MAIN  AUDITORI UM OF

N\ TEXAS WOMAN'S UNIVERSITY

COAKLAND AVE, BES/DE
THE PIONEER WOMAN )

DANCE CHOREOGRAPHED
[/ ] T THE SOUNDS o©F
I/ | RICK WAKEMAN | PAUL

BUTTERF\ELD, AND
LV GEORGE GERSHWIN

V

THE INTERMEDIATE TAZZ CLASS oF THE DANCE DEPARTMENT

OF TEXAS WOMAN'S UNIVERSIrY PRESENTS
“BURIEDL AlIVE INn THE BLUESY

PAMELA £. FULLER, DOCTORAL CANDIDATE IN DANCLE
PRESENTS HHER INTERPRETATION OF THNE Si1X WIVES OFR HENRY @

ANN HAYS BRILEY, MASTERS CANDIOATE /N DANCE  PRESENTS
A CHOREOGRAPHIC. THESIS, R#IAPSoDY ynv BLYE:' A CELESRATIN

OF AMERICAN _Mosic AND DANCA

FREE




Cround Plan for Rhapsedy in Blue: A Celebration of Ameriean Mosic and Darce

Area. T- Ups+a.3c Q.iahi'

Aread - Upstagqe Center |

Rrea I - Upstage Left

Area T - Q{gh‘\’ Center

SPG.C_'ta,\

Arca. L - Center

ﬂyc'a'zr- Leftt Center

Area VIL- De\unstage P_iﬁhf

/rea_m' Downs‘%:agc Certter

Areca IX- DownsTarjc Left

wm'.hO_‘_\.'pﬂv urep - Cl-.‘.!';da(\l;uﬂ s.u‘ewom SVer2]



INSTRUMENT SCHEDULE FOR RHAPSODY IN BLUE: A CELEBRATION
OF AMERICAN MUSIC AND DANCE TEXAS WOMAN'S UNIVERSITY!'S
MAIN AUDITORIUM

INSTRU=-
MENT FUNCTION TYPE GEL COLOR
NUMBER
1 Front diagonal-Area I fresnel |pale straw
2 Front diagonal-Area II fresnel |pale straw
3 Front diagonal-Area I fresnel |pale straw
i Front diagonal-Area III fresnel |[pale straw
5 Front diagonal-Area II fresnel |pale straw
6 Front diagonal-Area III fresnel |pale straw
g Front diagonal-Area IV fresnel |pale straw
Front diagonal=-Area V fresnel |[pale straw
9 Front diagonal-Area IV fresnel |pale straw
10 Front diagonal-Area VI fresnel |pale straw
11 Front diagonal=Area V fresnel |pale straw
12 Front diagonal-Area VI fresnel |[pale straw
13 Front diapgonal-Area VII leko pale straw
(mn Front diagonal-Area VIII leko pale straw
15 Front diagonal-Area VII leko pale straw
16 Front diagonal-Area IX leko pale gtraw
1 Front diagonal-Aresa VIII leko pale straw
1 Front diagonal-Area IX leko pale straw
19 Top upstage right side leko dark lemon
20 Top right center side leko dark lemon
21 Top downstage right side leko dark lemon
22 Top upstage left side leko dark lemon
23 Top left center side’ Leko dark lemon
2l Top downstage left side leko dark lemon
25 Bottom upstage right side leko sky blue
26 Bottom right center side leko sky blue
2 Bottom downstage right sgide | leko sky blue
2 Bottom upstage left side - leko sky blue
29 Bottom left center side leko sky blue
30 Bottom downstage right side | leko sky blue
31 Special downspot ‘ fresnel |lavender
32 Special low diagonal leko flesh
33 Straight on Area I ' fresnel |light pink
3l Straight on Area II fresnel |light pink
35 Straight on Area IIIX fresnel |light pink
36 Straight on Area IV fresnel |light pink
3 Straight on Area V | fresnel |light pink
3 Straight on Area VI fresnel |light pink
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Photographs
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