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CHAPTER I
INTRODUCTION T0 THE STUDY

Drill teams, pep squads, half-~timers, precision dance groups,
call thewm what you will, exist in large numbers throughout the United
States and Hawaii., Nermally, the faculty members in the Departivonts
of Physical Egucativn in public achodls and in colleges or unjversitios fall
heir to the divectiun <f these groups. The persoanel and facilities of the
physical educaticn departizent best lond thomselves to the diroctar ship

of these groups intho eyes of the school and college administratore. i

it
must be said that this is a point of view which is controversial, however,
since the administratore’ viewpolint has not bean accepted wholly by the
otaff mewmbers of physical educaticn departmonis.

The fact that these groups incroase in number overy yeas inust
be indicativo of the enjoyment of the gonoral public in watching the groups
porformm, of tho students' enjoyment in their moembership within the groups,
and of the phyaical oducation instructors’ enjoyment in the directorohip

of such groups.

lpess michucos, ‘rpaniraticn, Adsoinistration, and Conduct of
Cidris' Pep Squads ox Drill Deams in the Public Sccondary Schools of Tox-
ast (unpublished Mastor's Thesis, Cullopge of Health, Physical Education,
aoa Aecrestion, Tonns U ousnn's Uudvweroily, 1952}, p. 4.




Fraquently physical cducaticn instructers, when requested by
their administrators to organise a half-time perforiming group, have
maintained that they had no courses in theiy professional education pro«
grams in collegos and univerasities diractly associated with deill teams,
pep squads, or procision dance groups. }

Tho author attended 2 Workshep in Twirling, Drill Teams, and
Cheerleading during the firss term of the 1955 summer session at Texasn
Woman's University, in Uenton, Texaes, of the request and expense of the
administration of the cdlege in which she teaches. The purpese of the
administrative officors of Cdessa College, Gdessa, Teuss, in sending hey
to participate in the workshop was to afford her an opportunity to scquire
certain skille and knowledges requisite to the direction of & group of
Gidessa College students for the productivn of dance compositions in sta-
divms. It was desired, alsu, that the group of young wumen bo propared
to perform dancos in gympasiums and in other large areas in which indi-
viduals gathrey on special vceasiongs. Dasically, the administration of
Gdeasa Colloge desired that the group ropresent the college in the realm
of public relations by presenting programs within the city and surrounding
arvas of Toxas.

The workohop ol Texne Woraan'y Univeraity had resulfed fram

ey requests on the pert of physical educstion instructors throughout

.y,

Yota., p. g



the Southwest. Doctor Anne Schley Duggan, Dean of the College of Health,
Physical Education, and Recreation at Texas Woman's University, in
Denton, Texas, angwared the appeal prosented to her by the teachers in
public schools and colleges. A Workshop in Twirling, Drill Teams, and
Cheerleading wan conducted by the College of Health, Physical Educa-
tion, and Recrestion at Toxas Woman's University under the direct lead~
exship of Bertic Hammond, Assiotant Profssaor in the College «f Health,
Physical Education, and Recreation, augmented by outstanding congult-
ants and, in mony instances, by members of their respoctive pep squads
and drill teams. These consultants included auch well-known leaders in
the field ao Bess Richards, Directow of the Lassos, Thoumas Jeiforaon
High School, San Antondo, Texas; and Guasie Nell Davis, Director of

the Rangerettes, Rilgore College, Hilgore, Texas.

As the workshop progressed, a number of problems wore rae
vealed by the instructors in attendance. The most portinent problems
posed and attacked follow:

1. The lack of sufficient cxperience and background in dance to
enable the inexperionced teacher to agswne with confidence the drection
of such activities in the public schouls and celleges.

2. The mecescity of developing nul tenching & minimum of five
donces of over thyes minutes in lengeh for half-time performances in cone

Jucction with athletic cosioste.



3. The rapidity with which the group involved must leavi the
dance compositions though having an avorage o only five wne~hour prace
tice pericds pricr to their performance.

4, ‘The neaed {or new ldeas for dance compositions inasmuch as
at least holf o the inotructors earcliled in the workshop had been in the
capacity of directors of their own groups for over four yeavs.

Thoso problems have been solved by various means. In the case
of the first problem, the teacher usually requested asaistance from for~
mer students in the group or from experienced students within the group.
{Quite frequently the teacher was placed in a secondary role of leadorship
and was unable to regain her rightful rolo for some time. Theo fact that
these groups usually bave a mmembarahip of cver forty young women
could possibly influonce her status thyoughout the schodd. Uthers solved
the above problem by the employment of & choreographer £2orm a local
dance studio., Nelthor solution seemeod to be wholly salutary,

In the case of the second problem, where a minimumn of five
dance compoaitions must be taught for five successive week~end pes -
formances, some of the instructors ware forced to spend twe or three
weeks in larger cities during the swnaer months studying danco in pri-
vete studies. They volated that the aigponse of such an arrangement was
cxunbitant and that they ware finencially voablo to continue the practice.

Furtharmore, they stetod that they forgot mnany of the dance compuositions



which they hed learned during the summer by the time achool was in
progress in the fall.

The problem most common to all «f the participants in the work -
shop was the constant pressure of meoting a Friday evening performance
deadline. This wae quite taxing both tu the group and to the instructor.
Usually two days were speat in developing a dance composition, and the
remaining thvee days of the school week ware spent in leaming thoe
dance composition. Obviously, becaunse of the tiwe slement, moat
groups were unable to present o truly polished performaunce. It was e~
sontial that the dance steps remained excoedingly simple in crder that
they might be learnad in the allotted time.

The moeet wsual problem was the one of being timely. Dance
cumpositions and there s for programs planned in the swnmer could be
readered virtunlly useless by sume current event on the local, state, o
national sceane. This rometimes nevessitated a performance being ree
peated which had beon presented previvusly, or caancelling a performance
altougether.

In the opinlon of the invesiigatur, the best solution for these probe
ioxns appeaved to bo an andio-visual teaching program which might be
uzad by the instructor and by the members of her group in teaching and
leapning dance compusiteons.  The auther proposed, therefore, to develop

fenr wrigloal dence curposidons which would be suitable for presentation



in stadiums, and to film these dance compositions ae audiowvisual teaching
aida.

This study i a direct outgrowth of the Workshop ia Twirling,
Drill Teams, and Cheerleading cunducted pt Texas Woman's Univeraity
during the gummer of 1955 and o« the probleoms which arose in conjunction
with the workshop,. Since that time, the author has discussed thege prob-
lems with drectors of similar groups cthor than those directors in ate
tendance at the workshop, and has found them to be problems «f a fairly
universal nature. It io the author's sincere desive that the present study
gerve the varicus directors involved in prosenting dance compositions
in stadiwms, Anditie becawse of their ecxpreased needs and the noeds
of the investigator that this study was undertaken.

Much of this study will be trested emplrically because of the
author'y baclgrimd in the areas of music, marching, dance, and drama.
Ghe was formerly o member of the Pepbudy College Symphonic Band,
the Word-Belmont Qellege Captivatoxs, the Vanderbilt Univereity March-
ing Band, the Jay DuBose QGuartet, and the Naghville Junior Syrophony.
She otudied doance with the following dance educators and aztisty: Clara
tladdox, Leaster Horton, Jeanotte Schiditonana, Harriette Aunn Gray,

Peguy Lawler, John Degy, and Anne Schley Duggan. In drama she has
played many principel rdau in both collgge and community theater produce
themog in eddition, obe bas served estenpively in the capacity of a diroctor

ons o producer. At the precent tme, sho is director of Las Sedoritas, a




young woman's dance group at Odessa Gollege which bas performed exe-

tensively throughoit the Southwest and Moxico.

Definition and Explanation of Terms

The following definitions have boen established for this study:

Dance compositions are charscter dances . . . . which aze not
traditional in nature, but which someone hug created by fitting charactere
istic stepa and designe to the folk maolodies of a particular country. nl

A stadium fo ". . . . an anciont Greck course for fout races,
typically semicircular, with tiers of ceats for spectators, or a similar
modern stvucture for athletic games. né

Audivevigupl teaching alds ave mdotivating devices which can be
heard and ascon; they are effective as media for facilitating the learving

Procassed.

Purposes of the Study

The suthcr proposed to develop four original dance compugitions
suitable for prosentation in stadiwms, Shs further proposed to produce

awdio~visual teaching zids in the form of sound motion pictures of the four

Lanne Sckdeoy ©oaggan, Jeanstte pehicttinann, and Abbie Rutledge,
iheo deaching of Poli nnce, The Foll Dence Library (New York: A. 5.
Darros AnA G, 4544, P. B

dClaveuce L m.:rmmt {ed.), The sunerican College Dictionary
{Mow Veorks Rendors biouse, 1957}, p. 1174,




dance compositions, to make the filrng availoble to film libraries and
film centers, and thus to preserve for future use the chorevgraphy of

dance compositions suitable for presentation in stadiums.

Limitations of the Study

Thig atudy was limited to four dance compositions suitable for
presentation in stadiume.

This gstudy was lmited, also, to sound, sixteen millimoter
filrns, with one reel of approximately three bundred feet <f film for gach
of the four dance compositions choreographed.

Thips study was lmited, further, to twenty subjoects who were
students enrciled in dance at Odessa Colloge, Odessa, Texas, during the

academic sossion «f 19571958,

Sources 0f Data

The authow read selected publications relating to dance and to
audio=visuad aldde. Dooks, pericdicals, bulletine, and pamphiots pertsin-
ing to mdtion picturos were studied. Numercus films applicable to the
ctudy were praoviewed. An extensive survey of unpublished theses, Ge-
sertations, and rescavcs papere rolatod to the study was comploted,

Tho primoxy cources of dota for thio study, bowever, were hue-
avia ond ned decnuacmary.  Humar guurces o date included faculty

mesnbers fo the Gulleoge of Health, Physicol Education, and Recreation



and the College of Education at Texss Woman's Univerasity, awthoritics
in the areac of cinematography and andic-vigual aide, and twenty women
students enrolled in Odessa Cullege, (dessa, Texas, during the acae-

demic year, 1967-1958.

Survey of Preovious Studies

Although thare are copious veferences with respect to motion
plctures filmod gpocifically for the purposos of entertainment, the ine
vestigatoy £ound that little aducational research had been undertaken in
regard to the techuoiques «f filming for instructional purposes pricr to
World War II. During World War II, the value «f mass medis and audic-
visual education bocane vital in the work and training of our armed
forves; and because the wartime cumrgency domanded mass prodoetion
and conservation of human resources, oducational films mado groat
advancement. The investigator alge found that nc studies or projects
hove beon roported portaining to the construction of moticn pictures
for the purpose of instruction of danco compositions suitable for prosco~
tation in stadiuma. There are films which are available in a few cole
leges and high schools with groups which perform dance coampositions
in otadiwmes these fluc, however, wore not developed as sudio=visual
tenching aids. Studios were found, aloo, which pertained to the cone
struction of laptructionad motion pictures iu physical education in areas

winor than dance, Such stadies are shdlar and related to the prasont
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study in thet they were concerned with the snalysis of movoment as 2
visuzrl aid for instructional purposes.

Lockhart completed a study fo determine the value «f the motion
picture as an aid to learning in an instructional situation in the ficld o
physical education.? Because of the availability of subjects and bacause
of the objectivity involved in measuring the degree of successful pere
formance, bowling was selected as the activity to be observed, Tiw study
wag concerned with determining the valus of the motion picture as an ine
structional device in teaching the approuch and delivery in buawling,
The proposed study is elmilar to the Lockbart study in that filme were
made as an instrugtional device. The two studies differ in that the Lock-
hart study was agsociated with movements pertaining te the sport of
bowling, whereas the present study was cuacerned with the movenents
of dance and the chorevgraphing of donce compositions sultable fop
presentations in stadivms.

Huslster conducted a study to determine the value of the motion
picture as an aid in showing the details of the fundamental pidlle of the

3
sport activity of catching and throwing,” Filming emphasis wan on action

B'M‘ﬁmzw veaacihart, YThe Volue of the Motion Picture as an Ine
steuctional Device in Loorning a Mior SHL, M Reseadch Guartorly,
Wy g‘h‘gﬂy, i@‘%‘é}, .},;r}, . i T

&1 awen Honlste z, MAmateuwr Motlon Picture Projects, ' Journal
wi feoalth and Phyeiced Dducation, COctober, 1938, pp. 494-495.
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at beth normal and slowe-motion apoeds. The study apecifically wan con~
cerned with determining the value of the filin an a definite teaching de-
vice which afforded an epportunity for analysing the mechanics of the
smoverment aod the olject asasociated with the activity. The prosont

study is simdlas to thet of Huelater o that both were concerned with mo-
tion pictures as instructional visual aido. The tweo studies differ in

that the Husloter study was associoted with establishing valuos for andio-
visual teaching alds and the activity and objects associated with sports,
while the prosont study was concerned with the movements « dance and
the choreographing and filming «f dance compositions suitable for prosen-

tation in atadiang.

Survey of Historical Factors Related to the
Lipvelopment of Dance Compositions
in Stadiumea

Who knows when primitive maon first noticed his own heartbeat
and was cornpallod by the recurrent raythm of his pulse to broak . . . . the
uninterzrupted flow of Gme into purtions™? } Who knows when ho broke the
flow of time by #fting his foct in what was called an Arsis® ond then

» . . - s 3 N a 4 - “’
lowering bl oot o o geound with o energy called the "Thesis"?® Caa

Raymonl be oo, The Srts an: Moo (HNew York: Molrawe
LRV ERT 4 gﬂm{ﬁ&m’j’ » 3;33-23 P 16}"%@). pn E?So

“gpad.
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this, then, be called the beginning of the art form of dance? It was the
beginning o«f mure than savrthly euﬁivai, the begiuning of more thon
"Calibane~like" grunto and actions with sunvise. It was the beginning of
man angd of hig faith, man and his communication, man and his quest for
& bright grail, cleud~niisted and yet but a finger tip beyond an oute
stretched hand., It wae the beginning «f man as a race «f people, for now
he could tell others who he was, He could tell them that he was full of
the entrails of an animal he had chased and stoned to death. He could
tell them that he was born two streams away in a cave on a hillside. He
woudd tell them that he saw wmany happenings from his hilleide vantage
peint. He could tell themn that he wanted & mate and male children to sit
by his fire. He could tell themn so much., He could tell them evorything
he knew, liked, and was unafraid of, and all that he did not know, hated,
and feared. L
‘The elements of moevemont are a powerful vocabulary, When
the bageball uwwopire gestures that a player is "out, ' five thousand indi-
viduala know whet happened. A simple shrug of the ghoulders bas mweane
ingo for us all. And so dd ", . . . stepping, swaying, twisting, jumping,

guickening of activity, loosening of activity, tension, relamation, hopping,

“ ahy - y e cangh W
T, ERlict Siith, ine Deginning of Tnings {New Yorks William
Verrow and Company, 1928), pe 14,
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stamping, and tumiﬁg"l have meaning for those whoe lived their lives in
gray antiquity. Part of the ecstasy they must bave known came (0 them
through thelr oxbllavation in thedr dances. "Sumetimes this state was
rosched through mortification «f the flogh, through torture, anguish,
and torment. Sometimes, it was reached through exaltation of the flaeh,
through an frrepressible delight in rhythmical expression. né

Writing about this man that Hved 500, 060 B. G. to 4,000 B. C.
in terms of saga or legend, cannot be duns, nor can we describe his
dances, It is koown, however, that he danced aboug his 18fe, birth, and
entrance into the tribe. He daunced about the coming of age, and circum«-
cisian. He danced shout consecration «f maidens, love, courtsbdp, and
merriage. He danced about death, fertility, initlation, vegotation, ssa-
sons, wars, victories, miracies, ancestors, and the sky above him, 3

Man today iz civilized and, although he has picked the bouees of
higtory, he is yot ingrained with inhibiticne and culiivated vesorves.
Time and fortuns have not taken away his gloricus inestinct tu oxprogs

. o . emotionad joy by action, w Why olse do children £21 in bohind

iMwy Fethorine Joone, "4n Honors Gourase in History and Phie
luscophy of Dance in tho Vostern Hemisphare” (unpublished Master's thoe
sis, College of foalth, hyolcal Bducation, and Recreaticn, Texas Wome
an'n University, 1959y, 0. a8

&IME‘L. L:?. Gelde 31&(311 {3. l?a?a
$3hotdon Gheney. The Thestre, Thvoe Thousand Years of

Lrnma, Acting, sud Stape Craft {(London: Lengmsans, Green, end Co.,
1749% p. 15,
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the stirring pace of 2 marching band? Why else dees Grandpa top his
foot to a folkey fHddBag tune? And why doos a givl run to the gate when
her lover has come home? Just as carth's first boran were compelled by
the treches rhytlun of their own pulso, so are we compelled by the emo-
tional joy to action.
What parent or teacher has not gald a thousand times, “"Here,
let me show you''? Primitive man danced to teach,as Harrison related:
fnotruction among savage peoplos io slways imparted io more
or lese mimetic dances. At initiativas you learn certain dances
which conder i you definite socinl status. When 2 man is too
old to dance, he hands over his dance to ancther and & younger,
and be then among some tribes ceases to exiat sodally. e
funeral whon hoe dies is celebrated with scanty and perfunctory
rites; baving lust his dence, he io o negligible social uait. 1
On July 2, 1798, Napoleou placed his feet in the sand of Egypt. ©
He marched his soldicrs acrosse o bitter desert to battle the srimy of the
Marneluke sultans. Ten thousand horssmen on prancing, noble gtock
stood between tho lftle man and his pyremids. "Napcoleon poiuted to the
pPyramide. Zie eshorted his men, as a general, a master of mass peychole

ogy, and ag o BEuropoan face to face with world history. 'Soldiers,? he

lyane EXen forricon, Thewds, & m‘i{’ of the Seciod Griplos of
‘3’( ks b@ﬁiﬁi@m {fw”\,“" F;va! o At thy Uﬁi“;’m“m&y ¥ &'@ﬁﬁ' 193?», P 24,

@. e Gorai, uds, Graves, wawl scholazs, The Story of
«ﬁ‘ 2&}’ (:’qﬂ'ﬁv YW..JL lf:&‘ﬂd B g*mn‘ﬁmig /Ji»p pn ?éu
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! No older culture

asaid, 'Yorty centurims ave locking down upon yoult"
was known at the time. Egypt was cld when the buds of the future Roman
Empire were bursting on Capitoline Hill, Worn cut with the vage o
yoars was Egypt, for she had many masters. Her masters possessed
her from 40006 B. . to 550 B, €. The Libyans, the Ethioplans, the Age
syrians, the Persiane, the Greeks, the Romans, all had used her long
befure the atar shone over the stable at Bethlehem. 4

Great Egypt was gone. All that ghe left behind was her god o
all gods, the source of life and goodness, the sun god Re, and her phie
losophy. For "Thoe life of the Egyptian, ' it has been said, ''was & juur-

nd And the tombs of the Fharaohs, built with the lives

ney toward death,
uf generativng, stand today in mocking tribute for all that Xgypt was and
all that Egypt hoped to be.

Great Egypt's dance was sepulchral in that the priests caused
it to be paraded choral fashion through the vast hollows «f the temba. 4
The motives of the dances were refined. Rapecially trained performers
moved through ballet-like processions, buth religious and spectacular in
nature, in homage to the gods of the day. "COften a leader or firgt Goncer

wag used 23 a fucw aad the daneing group served as his background.

pia, “04d 4 p. 79,

SGaston Masper:., ihe Dawn uf Givilizaticn (London: Scciety
for © pumcting Chelotian [ auwledge, 194¢), p. B6,

o . ;
“Ge DRAG Lamdth, ope cite, pe 24
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Hgain a group of two or three dancera would serve as the focal poimt,
but always a choral group formed the background, nl
Who would ever have hmmagined that the vivaciocus, intellectual,
and handsune Athenians derived their origin from the glocmy, pricst~
ridden, dark-faced people of Egypt? Yet, it remained that a colony from
Egypt went to Attica about the time of Mosea. ¢ A great physical mota~
morphosis transformed the descendants «f the Egyptian colony into the
most graceful and finely -formed nation history has ever known, 3 hild
seacons, beasutiful coumtry, simple living by an cut«of-doour poople gave
to the world betwoen 550 B. C. to 201 B. C., ite first greot thinkers
and its first great fabuliste. o
"Religion was a vital part of the lives of the Greeks. Altars
ware found in every home and prayors wore offered before every ime

purtant occasion and before any difficult task was begun. n?

Vaguostion-
ably, the ctéong religious element én the life «f the Greoks resulted in the

dominant role that peligion played in the ancient Athenian theatre.

liviwrazie Srolth, Festivals, Gam«m 8, and Amusements {(New Yorlks:
J. J. Harper, 1833}, p. 31,

&IMG. $ {kn 36\5 %;ﬁd‘

b ]

1&‘ e P 1, : Gomy 4 -
L B. Sodners, b, Adams, ams V. Derown, Stopy "*ﬁ Nationa

Ao

o Yorks Henry Holt ana Do, 1934), p. 106,

3

: 3y
{ E

sﬁm}m, e wite, p. 4k
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Conpequently the theatres, when they are erocted, muat provide
a considerabla acting aspace, o, po Lo speak more curractly, a
considerable apace in which the chorus would make those elabe
orate terpsichorean movements which always were assoclated
with the verses of the lyric chants. The sclution for both of these
necessary requirements wus fownd in the selection of a hill
sloupe st the bottom of which was marked out a circle or an o«
chestra. . . » « The upper siope of the hill provided natural op»
portunitios for the witnessing of the action. The bare hillside,
then, with the round orchestra and the altar, was the first
theatre. 3

Begiuning with this simple arrvangement in which a circular
dancing place wae sll that converted natwal ground into an arvtificiad
theatre, the Greek stadium developed easily and lugically. &

The iarge dancing churus no doubt presented difficultics o the
play. The original dithyrambic chorus cunsisted of over fifty dancers, 3
Over the years, however, the number of dancers in the chorus was de-
creased. Scphocles vaed fifteen dancers in the chorus for his plays. s
His chorus was prosant in the view of the aundience throughout the entive

acticn of the play. Sophocles constandy felt thet Lic needed tu euplaia

m.lm'dym Wiccll, The Devslopment of the Theatre (London:
George €, Bayrap and Co., Ltd., 1949}, p. 20,

“Jesue Feiring “illiams sad Willlam Leconard Hughes, Athe
i tie £ .j;'L} Ldu"'glﬂﬂn E Wu‘ ,Htai‘niﬂa' V. B. *&ﬂn@arﬁ Gﬁn ¥ 1‘330’,
p. 3.
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their presence, while cther ancient dramsatists were spared this dialogue

problem by simply making the chorus the point of focal attraction, i

The dancing must have been clear to the audience from their
elevated view on the hillside. One could distinctly see the dancers exe-
cuting thelr expanded movements such os leaping and whirling or develop-
ing elaborats patterns of design through labyrinthine processions. The
music of the lyre, the pealtery, the harp, the dulcimer, the cithira, the
sigtrum, Pan's pipes, and the flute onhanced the delight «f the audience. @

It wag understood, at the timae, that the chorus represented
the pecple. Ia mmany of the interludes, . . . . they sang in parts,
marching and countermarching, and porforming different evoluticns to

ﬂS

the sound of tho flute."” In scime of the gigantic theatre bowls, the

audience failed t¢ hear the actors:

To be universaliy heard, it becamo necossary to have re~
courge to the language of nature wiich influences the pag-
afons by appealing to the eye. The {reeks, therefore, neg-
lected nothing which might contvibute to the perfection of
theatrical denclng, or might giv‘? cifoct to the poetry and the
music by correspondent action.

ta, “Rig.

‘5ﬁaymcm¢. Gaotites, The fots and Man (New Yeork: MceGrawe

,,,,,
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19

No lose bright was the role of athletice or games in Grooce.
“From earlicst timas, games of all kinds had centered avound religicus
fostivals, and it was natural that o stadiwm be built at Clympia, where
stood the greatest «f all temples to Zous and Hera. vl phe stadtum in
Athens is still a tribute tu the glory of athletice in the life of the Athen~
ians. The wourd "stadium, " as we use it today, refers to places in which
athletic meste are held. The word, however, comes from a Graek word
meaning the approximately lineal measure of 607 feet in Jength, the diew~
tance «f the first race course. > Al other race course areas in Hellas
derived the name of "Stadium” from thw firet one erected in Olympia. 3
Many of our stadinms which are comsfructed today have sought for their
location terrain sitnilar to the site in Athens. For the stadium should
be situated . . . . i; a natural hollow of ground, the sloping hilisides
affording buth seats and boautiful landscape. ot

Had o wreath of wild olive branches been forged of gold, it
would have been no more precicus to the Groek. Herodotus, the histori-

an, chroaicles an oxpression of wonderment by the officers «f Xerxes

Lvtarian Muorsy, From Reme to Ringlinge-Circus {Now ¥orks:
Lppletun~Century-Lrofte, Ine,, 1957}, p. 56.

2Mfarian Winyg, Lao Story ﬁ{ sthletics (Now York: [Harper and
druwthers, Publishers, 1431), p. 138,

3 Tid., p. 139, ﬁm,
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who fought against the Greeks at Thermopylae. Whan told that all that
the winners receivad for their feats in the Olympic Games was the
prize of a wroath of wild olive, "Tigrancs espressed the surprise «f all
concerned with the remark: *What manner of men are these we ave
fighting? It s not for money they contend, but for the glory «f achieve~
ment. "1 Thig apirit {s kept alive in the Clympic Games of tuday.
Henry mentions the fact that dance was also performed in the
stadiums when he tolls of Dionysius the Blder, Tyrant of Syracuse, and
a sacial climber f the day, who was doterrmined to impress the Greeks
with his learning and talente by sending » large chorus to the ninetyw
eight games to recite his pocemas, to dance, and to sing songs of hiy
compusition. ¢ The focling of the Grechks toward Dionyeiua did not in-
sure an unbiased hearing of his works. The audience hissed his per«
formers; thelr opinion wae confirmed by Dicdorus, who repoated evie
dence to the efiect that the boat transporting the poems, songs, and
performera back ¢0 Syracuse sank on route, This disaster was attributed
in no small meagurs to the poor qguality «f the compositiong, 3
The practice of building stadiums begun by the Grooks, has

curme down to s bwdey, wmore than twenty ~three centuries Intor; and

lﬂm FHengy, 2u spproved iistiry of the Clympic Games {New
Tork: Qe Fo Pumam’s Suas, 1948} p. 19.
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stadivms may be found on every continent in the world, These include
not only sxpansive modern structures which seat over one hundrad thoue
sand spectatars, bt also ancient structures analogous to the Staddwm of
Athens. Monte Alban in Mexdco is illustrative of the latter type, In
speaking of Monte Alban, the German journalist, Egon Erwin Kisch,

ankss

io there any ofher sput on earth, so completely shrouded in
darkness and sw mute in the face of all our guestions ? Is it
the spatial complex, the cutlines of which suggest a prospect
of infinity? Cr ia it tho pyramids, which look like stately
stairways leading on and up into the inner reaches of hoaven?
Cr io i the temple court which--thanks to cur powors of
imaginations-is filled with many thuusands of Indisns ia fme
petucus prayert Or is it the oboorvatury, with peepholes lot
into the masenry walls which provide a ling of sight along the
azimuth «f the meridian? Or fo it the spectacle of & stadium
auch as BEurope has nover built from the ancient Roman dayp
to the twentioth contury, one hundrod and twenty stecply
rislog tiers of stone seats? !

The mogt Sagrant debaucbory in history came to paso botwoon
201 B. C. and 476 &. D.° Gentle beauty withered and cowoered before
the cancerous legions of Rome, Athlotes, actors, dancers, artiots, and

engineers hopefully joined a victory parede, only to find that they wore

the mocked ard not the honored., Far the average Roman was auwt oo

lﬂmrmm, Gre ©ile, ppe 398=397.

o
R
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for fondness of anything except for “byoad® and bis "Circus, od Certainly,
the Roman had no talent for the magnificent artistic achievements of the
Grooks. So Romw englaved a mistress to give bin: his "Circus.

Roman drama closely resembled the Rorman cizcus for, at ine

tervals, it was intorrupted by pagoantry
. o« » ounstimes frank unvelated gpactacle, gergecus or sen-
sational, other times filling out the dramatist's intention.
Realistic battles, floxis, processions of exotic animals, ine
terzupt the flow of action. There is a charus which singe
appropriate songs and dances appropriate gestures. The
whale entarvtalinnent 8 3 medley of dialogue, sketch, balietf,
and song, strung on a farce ldea. For the firet time wamon
have come on the regular stage as sctars and dancers, and
their porformance is like as not a shamoeful dieplay and an
invitation,

Tho chiof fermale dancers wor e Spaniards o the provinca «f Hne
dalugia, and tholr mode of exhibition was romarkable, thon as now, for
its voluptuousness, 3 Although subject to conjecture, the fandanpo and
the bolero, so pupular in Spain today, ne doubt delighted the spoctators
of ancient Rmm.@ The flashing caastanets, an integral part of Roman

chorus accompaniment, were played in unison with the music, s

Yta. , p. oo *bid., p. 94.
“pbia. “yaa,
5,

Horatio samith, ops citss P a9,
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Suraly no more horrendous transgressgions could ever be come-
mitted than those committed against the spectators and perticipants,
either man or boast, inthe Roman Colvsaeum, ! Although Caesar Ane
gustus set vut to dignify Rome with monuments woerthy of the capital of a
world empire, hs could not dignify the memories that the world teday has
of his State. No cclored marble, no creamy travertine, no colored
stucco, no bronge statuea, no rich mosaics, no gilt, no arches of tri-
wrph, no fountaineg, no pouls nor parke can erase the emblagoned de-
pravity which wae nuztured in the Colossewn, the hippodrome, the ame-
phitheatrs, the drous, the gyrmnasium, the stadium, and the aaumachia, é

Prior tothe time of Trajan's accession to the throns o the
Roman Empire, there had beon a mussive withdrawal o support of
dance by the govermnent. 3 With the cossation of guvernmental profocs
ticn, the art of donce became shrouded, ao did all of the arte. "Tho die-
repute suffered by dancing during w decay of the Roman Ewmpire can
be compared to the ingluricusnens and disfaver dance suffered during

%

the early period «f the Darlk Ages.”” From 476 to 1600, tho church

avoae all-powesful, and treated dance as an illegitimate child, hidden

lﬁhm@y, e wit.» po 89,
“Horstde Sirdth, op. clb, po S0
3bid, , p. 5i.
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and badgered by ignominious relatives. 1 Secular dance was chastised
and dispossessed. Only a few ritualistic dunces were condoned. In
short, there was ne place for movement in the concept of art during the
sarly Middle Ages,” The architecturc of the day discloses the status of
the dance. Yoars before, in the temples of Alexandria, a stage was
erected for the raligivus dance and siaging which accompanied the mase.
In the great Gothlce cathedrals, howaver, the choir and the nave in which
the wor shipers had danced lost their prominence. Forgotten were the
facts that a Christian danced for joy, that Josus Christ had risen from
the dead, or that David danced before the Ark of the Covenant when it
was returaed to m after a long absence. 3
The Dagk Ages spanned a seven~hundred-year pariod of mazch-
ing, seafaring, and migrations by the Gaths, Huns, Mongdls, Crusaders,
Saracens, Longobards, Neraemen, AnglosSaxcns, Scots, and Iedsh. 4
Thiz was a pericd of interpolation of cultures which opened the massive
doors of Chartres, fuviens, Relmes, and Bouwrges-an interpolation
which created wnparalleled stained glass windows and the music of the

minstrels and troubadours. Equally as fmportant was the story of

L. iid. , p. 59.

3 PN I
Horatio Seoith, op. clbe, pe 50.
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Tristan and Iscide, making strong the mortar for our monogumic society
of today. !

Awesome things vccurred in the Middle Ages: prestidigitators
made gold disappear, minstrels sang of oncoming doom, sculpices pro-
duced dragons, the devil became a member of the househald, and dance

&

manias spread throughout Europe.
Groups of peuple started dancing and singing in the church yards.
Even whon they were commanded o stop by the priests, they
refuged. They danced as if possessed by some evil spirit that
forcod them to dance., The black plague that swopt over Eurcpe
during the Hundred Years' Ware threw poople intu a dance hya«
teria,

These maddened dancers dancod for the expression of idoao,
feolings, emctions, and experifences. They danced their cxufis, thoedr
ploughing, their wooving, and their epioning. The dances were pors
formed in graveyards which, no doubt, coatributed to the mase dance
hyateria of the pericd of the thirtesn-hundrade, 4

RDance during the fourteenth contury moved into the Groat Hatle

in jtaly and in France. 5 Dance ceasad 0 bo an cut-cf-door activity for

ltmﬂ. Ecmn@y. op. cit., p. 94

380%@. pe cite. P 59.

Curt Sache, Workd History o the Donce (Mew York: Soves

e rublishers, 1952), p. &60.
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the rich. It moved into the halls of the wenlthy merchants, which cone
tainod a raised platform for the family and honored guests in crder that
they might view the dancing with groater ease. And eqgually important
was the fact that thoy might be removad from the general company at
their own volitton. Dances became processional in type because of the
long, narrew halls in which they were performed, and becauvas «f the
elaborate costumnes and headdresses which prohibited the vigorous move~
rmonts «f the folk danves from which thoy were adapted. i

With the invention of gun~powder and the cannon, a naw contury
began, marked by extreme artificlality, The movernents of the dancars
were no less artificiel than the formality and fixed zales of atiguoite
which governed the society of the day,

The & Medici family, with its lavich court festivals and supesb
emertainments, hold the first ballata for the upper classes. 5 Thin ferm
f dance appearsd in conjunction with claburate banquets. In roulily,
the ballets were a form of costumed pantornime which included music,
verae, and dancg. & Thin form of prosontation was first established at
the courts of Italy, feom which it ppread throughout the courts of

westorn Buropo. The ballet masters of the day did not domand

Ynid, , p. 106
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aspressivensag, vitality, or imagination, g technique, clarity, and

balance, 1

According to written records, the first woman to danco at the
Paris Opera was the Princese de Conti on Jaunary Z1, 1661. “ Her
appearance bhegan an era of dance which lasted from 166} to 1800,

Noverre, a celebrated baliet-master and performer of the day,

gaid that

A ballet, pesrfect in all its parts, is a picture drawn from life,
of the mannvers, dvess, ceremonics, and customs of all na-
ticns. It must, therefore, be a cumplote pantomime, and
through the eyes speak, ae it were, to the very soul of the
spoectatar,. I 4t want exprescion, if it be deficient in point of
gituation and ac-waryi it degenczates into a spectacle egually
flat and monctonous.

The description of a baliet proscounted on tho stage of the Farde
Cpera House and ite accumpanying eritique by Horatlo Smith are in-

cludod to Lllustrate the ballet of the sevonteen<hundreds:

At the sudden and unexpected apponrance «f sone young fzuag,
a troop of nymphs take themuselves to Sight with egual tezror
and precipitation, The former are in purauit of the lattor,
with that eogesness which the very hope «f pleasure can inw
spire. Now they stop to cbacrve what impression they have
made on the nymphs; these, at the same time, and for a
similar reacon, chech their careors with foar they survey

11?95.@., p. Lo, ﬁl*ia:@%ti@ Grnith, op. ﬁ.. . 58,
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their pursuers, and endeavour £o guess at their intentions and
provide for a prétroat to gmne spot where they may rest gsoouro
from the dangors that threaten them. Both troopes now join,
the nymphs resist, defend themselves, and at last effect their
escape with no less swiftness than destority, This X calla
buay active scgene, in which the dance, as it were, should
spoak with energy. Here etudied and symmetrical figwres
cannot be introduced without a manifest viclation of the truth,
without weakening the action and lagsening the effect, This
scene should ba conspicucus for its beautiful disorder, and
the art of the composer must here be the handmaid of nature. X

Surprisingly encugh, dance at thia time was not locked upon with
disfavor, provided, of course, that it waa nt associated with fecots o
public demonairations, 2 The Puritans proclaimed in detail their stand
on dancing ingofar us the Old Testament referred to couple danciag fa-
vorably on two cccaglons, 3 This religicus tolerance of dancing carried
across the Atlantic to the Pilgrim colunies of the New World with a few
pronounced peatricticns. 4

Although oot held in great favar with the church powers «f the
day, festivals bhave contivued to be held from 1628 until the prosent

period, 5 Dancing was an integral part of the festivals held on many

bsa,, p. 202,

dMemssﬁ,m Weood, some Historical Uances (London: €. W, Beaus
L, 3?53}; [ 1i.

33 oseph Morks, America Learns to Dence (New Work: Esposi-
tion FPrese, 1957, p. 15.
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cecasions, cornmomorating such special events ae thoss in conjunction
with the celobration of the New England Thanksgiving, May Day, itllitia
Training, Election Doy, The Battle of Bunker Hill, Husking Fyolica,

New Year's Day, Saint Patrick's Doy, Dvacuation Day, Bavbeguesg, and

Shooting the paud-gaud. 1

The Maypole Dance was to the Puritan father a pagan dance,
with the Maypole symbolizing the role of an idcl.© Even without the ap-
proval of the church, however, the Maypole Dance hag continued to be
performed cut-uf«dours on the green in koeping with its origin in conjunce
tlon with anciens ritoe when primitive peoples identified themselves with
plant as well as andinal life and regarded tha tree, the progenitor of cur
contemporary Maypole, as the supreme and most acble example of ole«
monts in the realm of plants.

Contemporagy with the Maypule Dance was the dance of the
Southern planters, 5 Their sccial life, patternod after the English cuse
toms from which thoy stemmed, included dancing. This scemed to be
their major diversion. Becsuse o tho problers of distances and cone
temporaxry means of transportation, their vigite with their neigbboro ofton

lasted for several days., During these visits, parties and dances lasted

1i,. e aas
Horatio Smith, up. ¢ite, P 3.
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Marks, gp. cit., p. 15. 33?35.@:‘%.
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over long pericds of time., The music usunlly was supplied by femule

members of the household, but sometimes by "servants who played the

fiddle or called the dances. wd
The dances which were most popular in the homes «f the

Southern planters were the pavanne, couranpte, galliard, allemsnde,

sarabande, msemgieﬁ, and minust, Theae were the dances which the

itinerant dancing magter hrought with him ap he followed the frontior,
teaching bith donces and manners when and whore he could. .

The marksd contrast between the Southern and Northern viewa
on the role of dance in the community continued to permeate the academic
scene.

Where northera colleges tended to pess laws against dencing
and forbid their students to frequent dancing scheole, the
southern colioges encouraged it. it is not surprising to find
that dance was supported and encouraged by the College of
Willlam and Mary, since dance played such an important
part in the life and education of the Scuth. 3
With the progression of the eighteenth century, a change in attie

tudes took place with regard to religion. Private schools emerged with

no religious affiliation. "I a parent felt that dance should play o part

‘oid., . 2. “Hpia,
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in the education of his child, he sent him to schocls that included dance
in their program, or the child was instructed in the art in a private
dancing schocd or by a tutor. nd
Particular groups of individualg during the ainetoenth century

were rather austare in their attitudes toward dance. The disfavor of
must of the churches was a strong force in almost stifling the "wicked"
pellka and the waltz, Still, there wore church groups that folt that dancing
wag a form of worship, as did the Shakers. . 5t. John's Bpiacopal Church
in Jersey City, Now Jersey, :aaintained that dances should be held in
the church gymassium. 3 Educationad inotitutions fostoring the tradi-
tivnal May Doy pageant retained dence as an integral part of education,
Jeanette Garpentor Lincoln describes the boginaing of o typlcal May Day
pageant at a schodd for young ladiso:

At pix o'clixk in the evening, just chowt sundown, the procos -

sional pageant «f all the players, two and two, carrying tholy

ornamoental accessories, procoed in tholr march to the mays

pole, herakled by the foreater's bugle horn, There variows

groups of national dancers in charocteristic costume f

their countrios including the littlo milmadde with cap, apron,

and pail; the Scotch Highlanders with plaid cap and foatinr;

the English chepherdesses with their crocks, looking liko a

band of veritable Bepeeps; the graceful Rorman maldens with

their musicol pipes and gerlands; some Japanese girls with
their paraoclo, waddling and tiptooing. Rollicking and wild

‘Ti‘:i)ﬁdnp Ean 3‘%- %mdo
SRR i
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with glee come Robin Hood and bis merry men, for the Moreis
dances, not forgetting the hobby horse with spirited faloo tyots,
smooth ambles, and Canterbury paces. The inimitable jester
with his pranks, and the little black-~faced chimney~awaeps,
The pageant procession approachos the Maye-pole, §

In addition to receiving rocogonition from the awdience and from
the May Guson, the pageant procession exocuted a most slaborate and in-
tricate type of march. The various groups formed pattorns of circles,
triangles, figure eights, and diagonals, as well as many other decigns
and formationa through the medium of marching, 2

In 1804 the firat bock on gympastics wae published in Amevica. 3
It was the translation of a book written by Guterauths, The author rece
vimmended dancing an ovne of the exercices necossary for the youth in
that it tended to "unito gracefulness of motion and agility, “? He Surther
recommended dancing which was gymnastic in nature and sultable for
dancing in the opon adx. 5

Frofescional leaders in the area of health and physical oduca~
tion began to write books and articles and to wake speeches portinent to

the values which could be derived from dancing, The widening intorest

liammt‘.te Carpenter Lincddn, The Festival Beols {New York:
£ Ge Barnes and Co., 19593, pp. 10«11,

, i
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in phygical education aided the cause for dsuce, as did the cause for bet-
ter education for women led by Emma Willerd, Catherine Beocher, and
Mary Lyon. 1

Gymnastice and dancing, on mony cccasions, were blanded
in musgical drills and marching. Simple dance steps like the chassexn
wero uged in the musical drills. Theso drills were performed with a
large number of participants for mass demanstration purposes, aud
weore added to the May Day program in girla! schouls and in woamen's
colleges. é

The Chautauvqua Institute played a vital role in adult education
with respect to the varicus arts. This Inotitute, alung with gymnastics,
aided and tufluonced the muvement of modern dance at the twra of the
century. 3

The dancing of the twentioth contury in the United Statun bas
proved a panoramic potepourri of the hiotory of dance. We have had cur
dance manias with the "Chazleston, " the "Shimmy, ' "Black SBedtorn and
the like. We have had our return to the Hellenic apirit with Isaodera Dun-

can, We have returned to the choral dances in stadiums in conjunction

with athletic contests by groups such ag the Rangerottes of Hilgure Col-

lopge.  We have the early primitive touch in the simple rhytihucdc patitern

Iibid. , p. Bi. “1uid.

Sibid, , p. 106G,
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of the 'rockeand-rall. " We find our dances of the people depicting their
lives in the various othnic groups. The ballet is still with us, and con-
temporary modern dance representé man's innate desire to expross him-
self through his own movement. The May Day spectacular continues

at educational institutions as well as in private dancing studlos.

Qut of this image of confusion & few names have arisen which
should be remembered for their worthy cuntributions to the dance in this
country. Recognition must be given to such ocutstanding personalities ae
Ruth §t. Dennis, Ted Shawn, Margaret H'Doubler, Elizabeth Burchonal,
Martha Graham, and Ame Schley Duggen, if cnly for thelr sensible influ-

ence in an era of "Tango, T.V., and Teenagers."

Survey of Historical Factors Related toc the
Development ¢f Audic-~Visual
Teaching Aids

It scoeras that the go-called multi~gensury aide in teaching and
learning have at tho root of their principlos an ancient Chincae adage to
the effect that "One picture ia worth ten thousand worda, nl The early
pictographs wero fororunners of the moving picture which wo asoociate
a0 fregquently with reference to audiow=vicual alde today. An exnmple of

carly praphic movernont is identified thus by cne authority:

l-fﬁhn Re Miles anu Charles &, Spain, Audic-visual Aids in
the trined Sevvices (W ashington, D C.¢ American Council on Educa~

ﬁUﬂ, 1947,1 po .
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« + «» « the cave drawing of a running boar may be considered

the comumon ancestor of all motion pictures——the movie o ba«

gin movien. If was drawn by an ancaymous artist about twanty~

five thousand years ago on the wall of a cave in Altamnire, Spain.

Whoever he was, this antediluvian Disney was capable of analys-

ing motion and rmaking a brave attempt to convey it in terms of

two dimensions, 1

The drawing of crude pictures was an initial step in the repre-
sentation of reality by primitive man, although some time was to clapse
before such drawings wore to supplement cr to supplant the drama of
atory-telling and dancing. The pictures were, of course, easy to under-
stand and, in the bogioning, they must have baen highly satisfactory.
But they had cne major difficulty: thoy did not move and, thercfore,
'3

they could only suggest motion,

Gage, in gpeaking of the Natural Camers Obscura, relutes:

The foromation of images in a davk place, the lMght from the
brilliantly fluminated objects or scenes being adsnitted
through a small opening is a perfectly natural phenomenca
and entirely independent of man's invention or contrel., This
iz representsd by imngea of the sky with ite clouds and the
bailliant scenes of nature picturaed on the walls of caves fac-
ing the ascenos, and the Images of the sun admitted through
chinks betweon the leaves.

In rooms of man's construction guch Liages ave diten
seon if Hght enters through a hicle in the right position.
General Waterhouse, from his own ohgorvation, saye itis a

lpeems Tayler, o Pictorisl Bistery of the Movies {(New York:
SArmen and Schustor, 1943), p. ix.

‘aEdgar Dale, Livw to Appreciate Motion Pictures (New Yerk:
Macioillan Company, 1938}, p. &7,
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common occurrence in the bungalows of India, and the writers
have often seocn the same in America. 3

No authority has attempted to substantiate who first deliberately
arranged a darkened voorn with a white wall or screen on one gide and,
on the other, a srmall opening facing swne object or scene that could be
illuminated brightly. All that the earlicet accounts relate in terms of
pictures occurring in a darkened place are in connection with the explana -
tion of some cther phenomenon rather than to demonstrate that such
pictures were possible, It was recogniged, however,

« « o o that oo Mght raye extend iu s straight line, that thepo
from an object must cross in pasoing through a small hole,
and hence the images beyond the hole in the dark place moust
be inverted, the top belng below and the right being left. We
have the illustrated manuscripts of Lemardo da Vinei, which
not only describe the phenomena of the Artificial Camera Cb~
scura, but give the pictures which are unmistakable, Ao

Leomardo died in 1519, these manuscripts are of an earliey
date, probably before 1500 4. .2

Diverss names were attached o the Artificial Camora Qbsnura

by every writer-inventor o the day, including such as Cubleulum, Cone

clave Obscurum:, Toenebricosumn, op Camera Clausa. 3

lsimr.m Gage and Henry Gage, Uptic Projection (New York:
Gumsteck Publishdng Compony, 1914), p. 673,

] ‘
Toid, , p. 674 *1bid., p. 671,
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In 1568, Dsniel Barbaro placed a convex spectacie glass in the

aperture in an effort to produce a more brilliant picture than that which

i

formerly was cbtained. ® The mirror had been used earlier in the

Camera Obscurs, changing the image pogition or causing the images to

appear in an erect position. é Wwalgensten, a Danish mathematician, in
1674 atated that, “In the year 1665 there came to Lyons a learned Dane,
well vereed in dioptrics. Amnong other things be exhibited a magic lan~
tern. "> Thus began a new era in the realm of visual aids.

Aristotle developed the theuretical basis of the science of wp-
tics; Archimedes made the firat systematic use of lenses and miryors;
and Alhagan, the Arsb, pioneered in the study of the buman eye.”

The Chinese Shadow Plays and Roger Bacon, Lewmnardo du Viaci, Gio-
vanui Porta, and Athanasius Kircher contributed to the inventicn of the
“magic lantern, " the progenitor of all cinematographic projectors. 5

A serios of modified inventions o projection folluwed the ine

novation of the megic lantern from the phantasmagoria which followed

the French Revolution to the developmoent of the kaleidoscope in 1819, 6

Ybid., p. 680. “Ibid,

3ibid. , p. GEL.

*Martin Dulgley, Jr., Magic Shadows (Washington, L. C.:
Georgetown Unlveruity Pross, 1948), p, 13,

slm., B &b, 61_!_::_.5.2.. p. 84,
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But it tock & man, blind half of hie life, to develop a device as a medium
of recording motion. "Plateau, a Pelgion scientist who became blind in
work that resulted in making it possible for millions all over the world
to see motion pictures, deserves more than anyone else the title,

'Father of the Motion Plcture. wl

His picture wheel was o real instru-
ment which recordad the picture of a pesxfectly regular image from a
deformed image. .

Following this invention, a natural sequence of events occurred,
4 German naroed Baron General Frane von Uchatiue combined the magic
lantern of Kircher and the magic disc designed by Plateau, theraby creat-
ing a device for pryjecting moving bmages ¢n a screen which was wisible
to an audience.

The Langenbeims of Philadelphia are crodited with the devel-
opment of slide films. The projectors which they used werse mado by
ancther Philadelphian, Henery Remno myﬁt.'ﬁ The interest of o Poria
physiclogiot in movement aped the research in moving pictures congid-
erably. Jules Marey developed a "phote gun" with which be photographed
his main interests in movement. His subjects included men, birds, and

animale. His camers, incidentally, was also the first portabie camers. s

Yivid., p. G5, qpid., p. 90.
did. , p. 6. “big., p. 106,

5195;};, Pe L5,
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The genius of Thomas Alve Edison created the firet motion pie~
ture camera aud the viewing apparatus of any real practicability, i Cddly
encugh, his mdtion picture experiments were develcped as a light i«
vorsion. The serious inventor merely cipanded on the principle of his

recontly develuped Talking Phonograph, The Talking Phonograph was

developed as a substitute device for a court reporter. Edigun's “poaps
show' took the world by surprise and brought back to America the lead-
ership in the motdon picture industry which it has not lost since that

time. 4

The motion picture made its commorcial debut in 1895
and 1896, morve or less simultanoously, in Paris, Loudon,
New York, snd elsewhere. That dobut is duplicated occasion~
ally at the present time when important Hall%wuo& filme have &
pumber of simultaneous “world promieres,

A few of the early world premiore filins were, Le Repas de Bebe, or "The
Daby's Meal, ™ YA Rough Sea at Dover, ! "Bootblack at Work in a Londen
Street, ' and scensos showing the Prince of Walos' horpe, Fersimmon,
winning the Dorby. 4
Bdison made another exceptional contribution to motion pictures

with his perfection «f the HKinotoscope. The Kinetoscope was a device

Insia., p. 136 1bid.

3‘%'9 P- 349- %Mt, Fn 153*
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for projecting moving figures and scenes upon a canvas or scraen before
an audience. The Kinetoscopse, capable of projecting only a small pice
ture, preceded the Edlaon Vitascope. Thus, "Magic shadowgeliving
reproductions of people and the world--at last have reached the acreen. al
Thirty vears passed before motion picture history was rmade

again. According to Quigley, it occurred

» o » « this time at the Winter Gurden Theatre in New York

City on Cetober 6, 1927, The ovent was the premiere of

"Tha Jase Singer, " starring Al Jolgon and preseanting the

Vitaphone system: of talking motion pictures. This rounding

out of the faculties of magic shadows cerne through the entors

prise of the Warner brothers—kHarry, Sam, Albert, and Jack

~=2nd the techuclogical achiovements «f Ty, Laee DeForest,

Theodore Csse, Charles A. Hoxie, and others who gave the
screen its voice, %

As early as 1931, the sound molion picture was made available

to sghools and cclleges. 3

At this timre the ancient Chinerc adage,

"Cme picture iz worth ten thousand words, ' was questicnable. The use
of the andic-visual instructional methed was Hmited, Seme of the lack
of use might be attributed to the exaggevatod prophecies concerning the
role of the motion picture. It was sald by many that the motion picture

4
would, in time, replace the teacher in the classroom, thus reducing

libid., p. 160. “bid. , p. 165,

3&3&5&.& Bruce Gecley, Teaching the Bocial Studies (Bogtoa:
i3 G. Hoath and Company, 1942), p. 343,

Yda., p. 345
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appraciably the pericd of formal education. Anocther cause for lack of
use was certainly the poor quality of films produced for educational pur«
poses. A further oxplanation for the failuwre of schools to take advantage
of available audicevisual aids was o gensral lack of projectivn equipment
~ on the part of mmny schools. A final obotacle to be surmounted was the
raligicus feeling against moticn pictures. A1l of these factors have been
overcome to a great axtent. Churchinen and cducators no longor cone
sider the motion picture as a device for light or libidinous antertaine
ment, but 48 an inptrument for sound and worthy lnstructicn.

An aghority bas eatimated that siwut forty per ceat of 21l buman
concepts aro baged upon visual exporicaces, tweaty-five per cont upen
auditory, soventeen por cant upon the sense of touch, fifteen por cont
upun miscellanecys crganic sensativns, and three per cont vpon taste
and smell. b It 4 logical, therefore, to conclude that the sound motion
picture can be o poworful ald to the Iearning processea.

Today the value of the sound motion picture s intonsifiod

¢ » o » in gituations in which o close approach to reality in tho
learning process is nocessary to the attainment of educationnl
cbjectives, in which sound ls s indisponsable olement in u-
structicn, in which pupils esperionce difficulty in mastoring
akills and setivities desired, in which toachers are inada«
quately treined in oubject mattor, and in which teachors lach

vr fail to use dyaamic directive ability in the classroom ine
stractional procedures, ©

Mndd., p. 339,

aﬁharlau F. Heban and Charviles F. Hoban, Je., and Samuol B,

“isinsn, Visualiming the Curpiculum {(MNew ¥ork: Copdon Co., 1937},
PR HO’:!IJ-. - ’
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The motion picture has many advantages in the classpooum situse-
tion. The motion picture compels attonticn,and certain meanings involv-
ing motion can be presented most graplically. The motion picture helps
the viewesr to understand the time factor in any cperation oy series «f
events. Tho :notion picture can bring the past and the dstant into the
classroom as woll as enlarge amd reduce the actual size of chjects.
Mation picturen ¢an be used to present 4 process that cannot be seen by
the hwman eye, evan with the help of a microscope or telescupoe lens at-
tachment, The motlon picture can provide an sasily reproduced record
of an event and ¢ob reach a mass audicnce ot a relatively low cout per
perscn. The motion picture bullds & common denmminater of puporience
snd offere o satioflying aesthetic expeorience to vieweras. Tha mation
pleture can afford on understanding of the rolationabips of thingo, ideaas,
and events.}

The advantages of the molicn pleture are applicable, aleo; in
the analyaie of movernent and in the tosching of movement, because the
motion pleture is the moot detefled and accurate procedure for gatharing
data for the analysis of movement. In addition, the motion picture rop-
rosents o record of the uvement which hos been performed and a teche

mioue for conmmundacating (o toacher and to stwients. Motion ploturan can

‘l;ﬁ:dgm: Dale, fudic-visual Methods in Teaching (New ¥ork:
Dryden Pross, 1946}, pp. 183-190, '




43

focua attonticn at any point or motion in u peocedwre or operation, They
help Ysell" fmproved methods, partly by pointing oot inefficiencies of
the original msethod. Motica pictures can be run forward and backward
to obtain the exact relationships amonyg individusle; they can bo épwaw&
at varicus speeds to vbtain the propor amount of detail for a given situa~
tion, Mgotion pictures dan be used £o frain viewers in a given methoed in
a locale othor than the one in which the pictures were taken, Thﬂy'may
ba slowed down or speeded op in order ¢ emphasize a point in training,
The filme permit o roview of details in quiet murrmmﬁiuga, and they
provide an accurate purtrayal of almultancity. 1

The valae of the sound film has been demonstrated amply in tho
training of ouwr ormed forces. 2 The fmpact of the sound metion pleture
on the general public is boyond conjecturc. Industry utilizes every facet
of the sound and silont motion picture, oven to extensive tioe and motien
studies. 3 The classreom teacher utilizes the sound motion picture as an
instructional ate, # Tho physical edupation instructor and the athletic

5

coach use the motion picture in teaching vorious sporte. ” With this wide

lgerald Nadler, Motion and ‘Tirs Study (New York: McoGrawe
Bill Dock Company, Inc., 1955), pp. S0-51.

“Milos and Spain, op. cibe, Peowe *Nadler, op. cit., pe 51,
‘ngley, P Cibe o P 340,

5&4&5&5@1& Workmman, "A Stuly of the Use of Motion Plotures and
Film teips in the Couching of Athletics in o Selected Group of Toxnog High
Sehoole! (unpublishod Master's thesio, Horth Texss State CQollege, 1951),
p. To.
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don, Mation pictures can be used £o frain viewers ia a given method in
a localo other than the one in which the pictures were taken., They may
ba slowed down or gpeeded up in order to emphasize a point in training,
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coach use the motion picture in teaching varicus sports. 5 With this wide

igorald Nudler, Motion and Tims Study (New Yorls: MclGrawe
Bill Pook Company, Inc., 1955), pp. 50«51,

amkm and Bpuin, Cp. oty Do W Nadler, op. citey Po 51,
@Wﬁﬂlﬂm Ope cit. . p. 340,

shwyﬁem Warkian, "A Study of the Use of Motion Plotures and
Film Ztelps in the Coaching of Athlotics dn o Solected Group of Toxas High
Gehodds' (unpublisbed Master's thesio, North Texss State Golloge, 1951),
88 The
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and general usage of the motion picture, it is by no means far«fetchad to
conclude the efficlency of the motion ploture as the instractional ald to be
used in this study for the purpouse of teaching dance compositions for

presentation in stadiumn,

Summury

Drill teame, pep squads, halftimers, or precision dance groups
exiat in large numbers in the United States. Very often thoy are under
the direction <f a staff member in the phyasical education department of
the high school or college in guestion. The lack of sufficient euperionce
and background in dance is often a2 problem with tho inexpozicnced
teacher in asswning the direction of thege groups., The investigator boe
lieved that the development of four obiginal dence compositiony for ata-
diume, filmed ns sudivevisual teaching m@a. would be of asslstance to the
inexperienced teacher confronted with the divection of asuch grovps.

In the survey of the histerical factirs related to the dovelop-
ment of dancae conpositions in stadiums, the investigator teaced dance
from the early primitive era up to the prosent time. It is koown that
man who Hved 500,000 B, 4. daocod about his Mie and times and used
dance as a basic moans of communicative. In the agoe of the Egypiians,
tho dnuces becarne choral -l in structuro. In theme, the dnces ware
witen casoclated with eithor religion or death. The Greek ora, from 550

e C. to 203 B, €., gave dance an fapartarg role in all pbases of the life
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of the Groek. The choral form of dance reached a pinnacle in the huge
amphitheatres comparable to the athletic stadiwms of today.

The Romsn era wae decadernt with respect to the furtheyr davelop~
ment of the arts which the Romans borrowed fram the Greeks after their
conguest of the Greciun astion, The flagrant displays for purposes of
entertainment degraded dance to a level unheard of.

From 476 to 1600, the chuvch suppressed dancing as much ae
puasible., In some inctances, however, the church was responsible for
saving rempants of the dance. In the brilliant courts of Ewrope the dance
became clasaic in e snd moved to the stages of the opers houses,
where it occupied a position of great prestige for many years.

Dunce in early Armrica was in a rather precarions position.
The Pilgrim fathars tolerated dance under cortain circumstances, Ale
though dance, when associated with festivals, was locked upon with dis«
favor as an sapect o paganiem, it #till remsined a part of the culture of
the New World after having achieved #his role in England and in cihee
countries from which the early settlors in America migrated.

Schools brought dancing into the curriculun with their May Doy
fotes and, in thne, physical educators made dance an integral part of
their programs. Dance in e twentieth contury bas plnpunged the history
of danco in that forms of dunce have been analegous to thoso in tho past.

In e purvey of kisturical factors related to the development of

sudic-visual toaching sido, the investigator traced the motion pleture
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from the early primitive era up tothe prasent time. The molion picture
wae traced from the early cave drawings which depicted movement to the

Natural Camers Obscura and the Artificial Camera Cbscura, as illuse

trated by Leonardo da Vined.

The magic lantern, the firet truly great achiovement with respect
to the development of visual alds, was evolved from the experiments of
many men. Plotesn, a blind inventor, is called the father of the modern
motion pictuge because of his initied tnvention, the so-called magic disc,

America bos been foremont in the field of motion pictures since
Thomas Alva Edison created the first motivn pickure camera. HHis other
exceptional contribution, the Kinetoscape, enabled motion pietures to
acteally recch the screen and to ba seen by people throughuut the world,

SBound wasg added to the motion pletare in 1927; and in 1931,
sound movies wero first made available to achools and colleges., Although
not utilized until recently by educaiional lustituwtions, motion pictures were
usad e:ctansiwiy‘ by the armed forces during World Waz 3. During this
thme, great advancements were made in the development of instructional
films. The sound motion picture {s recognized today as such an adoquato
audio~visual teaching aic that few, if any, individuale belittle tho signifi-
eance of its wusage.

In Chapter @I, tic investigator prosonts procedures followed in

the development of thic dinsertation.



CHAPTER i1

A DESCRIFTION OF PROCRBDURES FOR THE

DEVELOPMENT OF THE S5TUDY

In this chapter are presented standards which ware egtablished by
the investigator to perve in the development o the four vriginal dance com-
positions for presentaticn in stadivma and their filming as audlo~visual
aids. These standprds, in tura, served as apecific criteria fur the selec~
tion of dancers, the dancers' costumes, and dance movemems in genersl,
as well as criteris for the basic elemsants of dance for the stadimn, in-
cluding dimensivn, simplicity, focus, lovel, comtour, slevativn, dizec-
tion, properties, depign, and style,

Also included in this chapter are the themres for the fouwr vriginal
dance compositions choreographed for this study, and an explanation o
their approprivtencss for the occasions and areas fur which they were
choreographed. The approaches to composition followed in chorsugraphe
ing the four dance compositicns and the methods for teaching these dance
compositions gre reviowed, Finally, the producton procedures waed in
filming the four original sance compositivay as audice-visual teaching aids

are vutlined,

47
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Stendards for the Development of Dance
Compogitions for Presentation
in Stadiuma

In apsuming the leadership of a group of young girls o women,
certain standards must be establishad. These standards may be called
practicea to be followed in presenting dancers and dance compogitions in
stadiums.

The field of education is asgocisted with a commodity which is
public property. Young girle ard wosnen presented through dance in a
atadiuwm nct only ropeesent themeelves us individuals, but sloc they vep~
raesent their families, their neighburhoods, their iricods, their churches,
their schoul, and their community. In the final analyasis, such o group of
dancers toprewm;!s the pecple just as the choral dancers did conturies
ago in the age «f ancient Greece. The director of such a group is ro-
sponsible for the presentaticn of thess young girle and women in a por -
formance which {o viewed by the genoral public.

The following standarde are noither new nor usiguo. Anyone in
a position of Jeadership has subscribed to them. They exiat morely be-

cause of their vsefulness.

Selection of the dancers, - The twenty girls whe partici-

pates so subjects in this study were chosen on the basis of the standards

whicih follow. The dancers should represont the finest young womsn the
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schodls and/or colleges have to offer. They should be supeorior physically,
meuntally, and morally, Qualities of height, weight, propowticned phy«
sique, personal attractivéness, skill in rhythmic movement, and good

posture are paramount in importanca,

Belection of dancezs' costumes. ~The costumes in

which the daucers appear necessitate coasiderable thought and judgment.
The costumen of the dancers presented on film for this study reflected

the standards which follow. ‘The costume will be worn, for the most part,
out~of ~duors in the fall season of the year. It is necvessary, therefore,
that the costums ufford adequate protection for the wearer against celd
weather. A sequined, short-sleeved lsctard, so citon seen today, cannot
afford this protection and in inappropriate. Suggestive accesories placed
about the hips and chest should be avoided; the more modest the costume,
the more lasting the pride of the group.

Whenever shorts are worn as part of a costume, the inside
seam of the ghorts should be two inches in length. Thic length is mere
becoming to the majority of young wormen, regardless of their rospoctive
heights and weiglte, and it is easential for the maintenance of a good ap-
psarance in the perfcvrinonce of specific movements.

The costwne should cover the uppoer part of the torso, The
vliuse should have sleeves which are long encugh, at least, to cover the

it of the arm, and the Livuse should oot be decolletage, both for the sake
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of warmth and of modesty. Because there are occasions when the young
waomen of thege groups appear in social situations removed from the
flood lights or spot lights, the costurss should be guitable for such ov-

capionsg.

The seloction of movement. — The standards for the

development of movements for dances presented in athletic atadivins are
relatively few in number. Movements should be avoided which inveolve
the shaking of the shoulders and of the hips, or exaggerated tilting of the
pelvis, An empbasis upon good pusture iu the lower zregions of the

spine naturally tightons the buttocks and prociudes unnecessary hdp
moverneats, The investigator does not intend to imply that dances o
coguetry shuuld be excluded altogethor from the repertoire. With dig-
creet treatiment, 2 dunce composition of coguetry is pussibly one of the
most pleasing to dance and to cbgerve, and dances of cuguetey rightfully
belung to young women. They should, however, be ia good tasto and,

therefore, avoid the exploitation and subsequent cheapening of ses,

Basic Facters of Dance for the Stadium

In developing dance compusitiong for prosentation in athletic
stacdiving, & numbpr of factors must be censidered. Certein factury are
pacticularly effective in the stadivm sotting and need uniquo emphasis for

thin type of performance srean. Some of the facturs are nct now; in reality,
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most of the elements eshibited in this modern form of dance actually
date back to the Hellenic Age and, pospibly, pre-date that particular
period of civilisation.

It must be romembered that in an athletic stadium, the audience
is soated, as were the ancient Greekas, in amphitheatres wall elevated
above the performesrs. The viewing of the dancers in the performance
area below is similur to that of reviewing choral groups of the ancient
Greeks, Tweo factors, therefoure, which were necessary for obgervance
by the Greck perforsners are alse requisites for the pruper presentation
of dance compositions in modern athietic stadtums. These requireinents
pertain to the factors of dirnension and simplicity; and standards for
these two factors, together with standards for thuse of focue, lovel,
contour, elevaticn, direction, propertics, design, and style are dige

cussed in the paragraphs which follow,

Dimenaion, - The factor of dimensicn is o vieal ono for

dance compositicas choreographed for presontation in stadivme boecause
of the distance separating the spectators and the dencers. Largo and
expanpive muovaments are essential for the proper projoctivn «f such
dances. I mavvemonis are to be seon well by the spectaturs, they must
oo large, extonded, ool flen esmaggerated. For cxample, if it is dne
tended in the danco G0 L the elbow alipghtly, it chould be liftod to shoul-

der level so that the wovernent s not last becawse £ the distance
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aeparatiug gpactators from performers. I it is desired to turn the head,
the head must be turned a forty-five degree angle or, possibly, a ninety
degree angle, if the movement ia to be projected pruperly.

Small movements have moaning in an intimate theatlre sefting.
in an athletic stadium, however, small movements not only have Kitle
meaning, but they are lost in the distance between dancer and audience.
it does not follow that small movement in dance compositions may not
be a part «f a dance designed for presentation in athletic stadiume.
They are often utilized to insure smooth transiticns, or to provide con-
trasts and varictions in style. & choreographer should remcinber to
refrain from using o small movement, huwever, i a larger mwemment

is essential for adequate projection.

Simplicity. - Ancther rule which the Greeks whsorved and

which pertains to the presenmtation of dange compositions in today'e
stadium is reflocted in the axiom defending the principle that the simpler
the movemont, the botter it s, Intricate wouvvements cannot be compres
hended from the heights and distances which separate gpoctators from
performers in modern athletic etadimmy. Moareover, simple movements
which are charactorized by precigion and perfection in perfurmance are
mure effoctive when danced oy a eelativoly lavge group than complicated

movensents characterizoc oy difficuit anc invelved co=ordinations.

Focup., = the lancer's focus is a very imoportant factor in
AN RSy
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presenting dance cumpositions in gtadiums, Usually the dancey tilts the
chin up toward the first tier of seats in the stadiwm,and her ayes are fo-
cused halfway up the stadiwm tiers. The dancer's chin must indicate the
focus inasmuch as her eyes cannct ba geen from the stadium tiers. Di-
rection fur focus should be graphic; the dancers should be inatructed to
turn their hesds so that their chins are directly over the left shoulder,
or halfway batween the end «f the shoulder and the sternum. These
examples illustrate that direction toward a part «f the dancer's cwn
body is a satisfactory guidepost in working for uniformity « movement
within a group of performers. Ons admonition useful to attain focus for
dancers in stadiums is "Heads hight, " and this position is most sssontial
for the development of style which will be dscussed later in the prosent

chapter of this digvertation,

Level, == Changes in lovel add interest to the movement se-
quences throughout 2 dance composition. Cne of the most effective meth-
ods of changing level in dances for stadiums iswhat ie varicusly called
the ripple, chain reaction, follow<step, or succession, This is & movo=
ment which beglns at ¢no end of a line of duncers and continues in so«
quence as one dancer ofter the other performs to the other ond of the
line. The movement inay be a bow forward from the walgt, O the
dancers may, uvae ofier the other, lower the body to the extent of taking

the weight e one knce.
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Dancers in stadiumag should not be required te sit down upon the
performing area. Normally, white lime or chalk linea travarse the arvea,
and the lime or chall: would, meost likely, soil the dancers' costumes.

In addition to this hazard, the turf is likely to be so thick that the dancer

might slip &n attemnpting to rogain & stonding position.

Contour. - Most often, dancers in stadiums face the side of
the stadium containing the largest number of spectaturs. Viewers' per-
ception of the contour of the dancers' builes, therefare, cccurs primarily
when the dancers turn to the side, whon rmowvenwnte of the arme and legs
are emphasized, snd when variations in level are introduced. “bvicus
changes in contour are achieved best by having the dancers porfuvrm cach

movement sequence in two counts and sueteln it far six counta,

Elevaticn. - Movements reguizing elevation off the ground

should be avoldoed, both because of the tlme eloment involved in training
the dancers for jumping and leaping, and becawse of the uneven and rough

surfaces which offon obtain vn the perfueming areas.

Divection, - The importance of the factor of direction cannct

be overwemphasigod. Duncing in gtadiums lends itself to moving in an
unlinited varioty of Jdircciione. Repetifion awi symmetry have universal
appaal,and repeated anc balonced moveraente should be utilized for
dances presentad in stoobins, The view from il sides of the stadiom

munst be conoidored nvsmuch as andlences are always seated on two sides
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and sometimes on foor sides of the stadium, This is true, especially, in

reference to divections of movements.

Propertics.--Propertics utilized in the movements by the

dancers enhance the effectiveness of the dance. They add colop to the
costumes of the dancers. They mey be used to emphasise slorments in
movement such ag focus, level, desipn, and contour. Beachballs, chsirs,
canes, ladders, stuuls, pom-poms, and other properties may be used
algo to add interest and variety to dance compositicaa chorecgraphod for

presentation in stadiumes,

Degign,.w The designs suiteble fur dance compopiticns are un-
limited, The most successful designs for dance in stadiums are the pat-
torns of simple goumetrical figures, Squares, parsliel lines, triangles,
diamonds, and circles, as well as the formation of half~meons, otars,
numbers, and many cther figures may o featured tu create intriguing de~
signa. Figures which are pleasing to chserve froum the stadiven form,
in part, pattorns which are familiae to the spectators. Pooasibly tho dia-
mund &3 the most difficult figure to forwm in dance compositions for ota-
diwno. Diamond formaticns ohould be sttemmptod by only the most highly

philizd dancers.

Bty o, e Dacellont dance compositions, spirited music, colore

ful costumnes, and atiractive young wemen dencing every phrase in the
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accompaniment in proper sequence contribute to but do not insure the best
of dancing in stadiume. Style, which often is lacking, is ezsontial and
can be acquired. Various approaches may be used in attempting to de-
velop this gsomewhat intangible guality. The author has found the best ap~
proach to be theough the medium of striving for good posture.

The dancer with axceptionally gé‘m posture ahould possess pride
in her perfornmmnce and in her posture} she should "lower* her shouldera,
iift heor head high from her spinal cclumn, flatten excessive curves in
her back, and move in such a fashion that she maintains a constant state
of readiness in ber feet. Good posture with a smiling, poised manner ie

conducive to genuine gualities of charm and vivacity in any group.

The Seloction of Themop fur the Original Dancae
Compositions Choreugraphed in Conjunction
with the Prosent Study

A trend in recent years with regazd to perfurmances given in
conjunction with half«time activities at athletic cuntests hos boen ono
doveloping a basic and/or unifying theme, The awther has found that
some of the most pepular themes ave those concorned with good huek
wishes, those «f welcorse, these of recognition, those which are an exe
progsicn of £aith, and these which pelato ovents of widely accoptad intereat.

The thome of the four danee compunitions developed fur the
precsent study was chusen {ur versatility in that the compopitions could

reedily be adapted to ure than one of the furegoing thematic ¢ategories.
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The dance compesition entitled "My, Touchdown U. 3. A.% can be
adapted as a welcome to the football season, to affording recognition to
the competing teams or coaches, and to wishing the home team good luck
in the ensuing competitive activity. By the sume token, this particular
dance compesition may be categorised as a phase of events of widely ac-
cepted interest. The dance compositicn entitled "Salty Dog Rag" may be
used with respect to the recognition of progress, or as a theme relating
to events of widely accepted interest iu the Western sectivns of the United
States. The theme for the dance entitled "I'tn Looking Cver a Foureleaf
Clover" was built arcund the idea of wishing good luck and is, thorefore,
less versatile for purposes of adaptaticn than the two themes previously
discussed, Tho dance cumposition esgitled "Are Yo from Ddxde T voes
a theme based upon welcome, recoguiticn, and ovents of widely accopted

intaraat.

The Selection of Music for the Criginal Dance
Componitivns Chorecographed in Conjunction
with the Present Study

The musical compositions utilized as means of accompanitment
for the four originel donce compositivns chorecgraphed for tho prosont
stuty were selected oo wuusic which ds roudily attainable theough ostab-
Lished musie publishing busoes and avalloble, therefore, to anyonhe intore
ested in securing score. copecially srrengoes for bands. The selection

of the accompaniments for the original dunce compuositions choreogeaphen
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in conjunction with the present study was based, alse, upon the following
critaria;

1. Musical arrangements should be compatible with the abilities
and range of skill of the band providing such accorapani~
meot.

4. Musical arrangements should be familiar to the viewers.

3. Musical arrangements should contribute to the theme of a
particular dance composition.

4. Musical arrangements shouid be Hvely and epirited, znd
rhythmic qualities should be cbvicus,

5. Musicel arrangements, including introductions and repeats,

should not exceed three minutes in deraticn.

The Chorevgraphy for the Original Dance
Compousitions Developed in Conjunction
with This Study

The four original dance composgitivns were choreographed in
keeping with the standards for dance compositions previously established,
The approaches tv canposition were consonant with the selected themwes
for each of the four vripinzl dance compositions,

Al four of the uvriginal dance compusitions were chovreographed
in keepiog with the rejulsz length of choruoes in the pupular music idiom.,
Tho stendard forrn fur the choruses of so-called popular musgic 48 three-

part, deaignated by the letiors A, B, A« 48 o reosult, the production of
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the dance compositions is not limnited o the use of any particular popular
melody.

In the dance compositon entitled “My. Touchdown U, 5. A.,Y
the movernents were based upon these associated with cheerloaders at
athletic contests., The designs formed by the dancers are dosigns used
often by chearleadors in their varicus {ormationg for leading cheers.
In the dance composition entitled "Salty Dog Rag,* the movements were
baged upon those aspociated with & Western swing coupls dance by the
same name. In the dance compogition entitled "I're Louking Over 2 Four«
leaf Clover, " the movements were relatad to the types of movement aeso-
ciated with the Rockettes, a precision danece group at Radio City Music
Hall in New York City. In the dance compogsition entitled “Are ¥Tou from
Dixie ?," the movemonie were based upiun those asscciated with Southern

minstrels of an earlier decade,

The Teaching of the Four Original Dance
Compesitions Choreographed
for This Study

in teaching dance compositions for presentation in stadiwme, a
wealth of background inaterial muet be associated with each dance come-
position to dnsure ity adoguate projocticn.  An irnage smust be established
in the miad of each duncer, thus enabling the dincer to actually “be' the
rele she is dancing, whether cheerloader, cowgiri, Rockette, opr "Mr.

Bones. ™ New apprucches for recroating this hmage which i 80 necessary
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for the development ¢f the style sought must be included in the instruc-
tional pericds time and time again. The necessity stemns from the large
nurnber of varied personalities with whom the teacher of such groups is
associated., In any event, the same figure of speech does not affect all
of the individus! dancers alike, and constant reference to the image de-
sired must bo alluded to in order to stiznulate the imagination and thus in-
spire all of the dancers in the group.

The teaching of the dance compoyitions choreographed in cons
Junction with the present study followed an orderly progressicn. The
style was established through an oriemtation report about sach particular
dance composition. The musical composition was then played by the ace-
companiat, This procedure was followed by the investigatur's presemta-
tion of each dance composition in its entirety and with descriptions of the
steps and the designs to be learned. The dance cornposition was thon
taught to the groop in phrases of sixteon counts and, after each succes-
sive sixteen~count phrase was learped, the cumpusition was danced fram
the beginning, thus insuring smooth transitions framn one phrase to an-
other through the sequence of phrases, and progressing until the dence
composition wes Isnraed in its entlvety. Corrections were made in
srnail practice groeps with the investigator dirocting cne group at a time
and rotating from group to group. Vhenever a series of planned moves
ments proved toe uifficull sv perfest within ¢ prescribed length of time,
the movements wero discarded for a seguonce of movements which were

exzsior $O mpmaler.
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When the dancers were rolatively sure of the progression of the
phrases in the dance composition, the dance was then perfected as cor-

rections leading to complete uniforrity of movemsnt were made.

Filming the Dance Compoesitions as Audion
Visual Teaching Aidds

The investigator, prior to assuming the duties of a moticn pice
ture producer for the present stwdy, proviowed a number of oducational
films, These filme spanned variow subject areas in content. All «f the
filme, however, wore quite helpful o the investigator in that they were
previewed with rospect to problems pertaining to production, Cumparis
sons were naturally drawn between tho genuinely professicnally produced
instructicnal filmos and these produced by amateurs. The predominaat
wepkneas in tho smateur producticns was not io their content, but i the
use of unskilled technicians for filming and of non-professiconals for the
construction of layouts.

The inveotigator decided, therefuwa, to employ a professicnal
moticn picture phutographer for the filming process and for doveloping,
cutting, scund rocording, owod assistanee in editing, as well as a profes«
sionad artist to ingure the salunce, conforsvity, and craftemanship
necessary fop @ profesnionat and meaningful layout.  although this one
tadles soditional expensce, (e investipatur felt thot such professionad age

gistance was essentinl fur the avddance «f amatosr orrors such as
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jinsufficient lighting, background colur too similsr to subject coler, too
rapid panning, puor camera angles, improper distances, wrong focus,

and poor sound,

Cbtadining Permission for the Production
of the Films for This Study

The first step in any educational study is to cbtain the permiesion
of the adminjatrativn of the institutions involved to undertake the study,
Not only is this a matter of common courtosy and educational protocol,
but, in a croative study such as the prosent one, the securing of permis-
sion had many helpful ramificaticns which contributed immeasurably in
obtaining the best rosults possible in the production of the motion pice
tures undertaken for this atudy. Permission to produce tihe films at
Odessa College rosulted in an anncuncerient by the vice-president
through all collego channels. A1l personnel involved, therefore, were
officially informed with respect to the production and had an opportunity
tu ask copious quostions. Answers $o those questions were helpful in
laying the groundwork for the mest offective co-operation and results,
This first step in tho study further enabled the investigator to gain in-
valuable assigtance frcin members of the student body and faculty of the

college during the long ord aruucus sessivns o preparation and filming,
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Eatablishing the Format for the Filmasg
of This Study

A general plan was formulated with the assistance of an audlo~
visual resource person. It was concluded that problems pertaining ¢o
production could best be solved by the actual filming process being done
in the gymuasium on the callege campue at aight, thus enabling the ine
vestigator and the professional cinematographer to control space, sound,
light, and cameora angles more readily. It was further concluded that
the cuntent of the filins should afford masimum learning cpportunities.

Consldoration was given to the problem of shipping the filme,
This problem naturally was associatod with the length of the four films.

It was concludod that the most convenient length far manimmurn usage
was the sixteen ralilimctor, vne-reel film of approxirnately tiree hundred
feet of film £for cach «f the four films produced,

The matter of securing roleases for the copyrighted musical
compoaitions which accompany the dance compositions was undertaken,
The cost for an American Society of Composors, Authors, and FPublishers
Ucense proved probibitive. Furthermore, such a license should cover
the duraticn of the life of the filme. Inasmuch as a five-year license, at

the standagd rate, weuld cuot three bundred and fifty dellars for the use

of cccumpanirnent £op tho four dance cormpositions choreographed became

evident. The sauticn ovolved inte the production of partially scund and



64

partially silont films. The musical accompaniment selected to be used

in the second phase of the filins produced was a rhythmical accamp#niment
enabling the vieweor to receive an impresoion of the rhythmic pattemn of

the steps and movemant seguences to be loarned.

In view of dlacussions with an andic-visual research persoca,

a cinornatographor, and an artist, togethar with the previcus expariences
of the investigator, it was further concluded to establieh the fullowing
format for the production of the four ilme undertaken in conjunction
with this dissertation:

1. The film lcaders were to suggest that the films bo pro-
jectad on analyist projectors for the best instructional
reoults,

&, The film layouts were tw illustrate the titles, credits, and
introductory information regarding the contont of the
fileng,

3. The first cections of the films were to be filmed without
sound,

4. The dance compesitions were to be filmed in thely entirety,
using all dancing porsonnel, with the camera angle for
tho filming simulating stodium level,

5. The secons seciivng of the filims were to be filrned with

aound.
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6. The dance compositions wore to be filmed in phrases, using
Hmited dancing personnel simulating alow motion,

7. The dlalogue accompanying the sound sections of the films
was to express teaching hints and suggeations for style.

8. The instrumental rhythmical accompaniments in the socund
sections of the films simulating musical compesitions
were to be such as will onable the viewer to receive an
irnpression of the rhythmic patterns of the phrases and
of the eteps to be learned.

9. The additional film layocuts were to illustrate information
rogarding the selection of musical compositions for ace

congpaniment, availaldlity of films, and filsn termination.

Preparing the Persocunel for the Filme
Daveloped fin This Study

With the dance compesiticns choreographed, taught to the meme«
bers of the dance group, and presented in o stadiuwn situation, the vext
phage of the study entalled preparing the porsonacl for the filming of
the four origiosl dunce compositions choraographed.

The dancing perscanel was cinprised of twenty dancers selected
on the basie of the stanuers previeusly eotablished by the author. All
of tho dencers wore fubiior with the purpove of (e study, and ens-
cesvered to eoe-oporats fuily with respoect tu thelr participetion in the pro-

duction of the four fiirmo,
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The accompeniment was provided by the regular Las Seforitas

practice and staff cccompanist at the plsso. The narration for the filme
wag provided by the investigator. The cinematography wag exocutad by
the film director of a local television studio. The laycuts wera cone-
structed by an art divecter at a local telovision studio. The entire

production of the filme was supervised by the investigator.

The ¥roduction of the Four Filwms
for Thisg Study

in a conference with the cinematographer it was agreed to filin
four original dance compusitions in their entirety from an overhoad
angle in order to simulate the perception lovel of a stadiwmn, The main
gymnasium was resorved for an evening convenient to all personnel in-
velved, The invastigetor and the cinometograpber arrived at the shoot-
ing locale an howr prior ¢ the time dosignated for the arrjval of the other
participants. Luring this hour, the investigator and the cinomatographer
prepared tho set. Light boxes and tripod lights were arranged to illu-
minate the shodting area. ILight meter readings were taken in the shoot-
ing area at various iutervals to detormine candle~power intonsity. The
camera was thon meves up inte the gymunasium stands, and tho avea
panncd for deeired camern angle coverage.

Upon the arrivel of the entire poerosonnel, additional Ugit moter

reacinges were talen, Jheso veadings werce taken with the costumnos in
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the background, thus ensbling the cinematographer to make a final read-
ing setting on his motion picture camera.

The dance personnel aggumed the shooting position on the gyme
nasiuro floor and danced the first composition to be Almed for a practice
run, At this time, a final timing of the dance composition was meagured
by means of a atop watch. The floor Mocking was adjusted and the %émpu

-set. Then, the actusl filiming prucess began. Each of the four ariginal
dance compogiticng was filmed in ito entivety from the over-heed angle,
using the procedure just described. A doviatlion f2om this procedure oc-
curred when an chvicus mistake was made by a dancer; to cwrect tho
exror, the particular part of the dance in which the mistake eccurred
was repeated and re~filmed. Anothar deviation from the described pro-
cedure occurred whonever the camera ran out of film. In those in-
stances, the necessary phrases of o dance composition were re~filined,
nocessitating subsequent sditing of tho film.

When the filming of the four donce compuositions in their emtirety

had been cumpleted, and the additional film feotage had been edlicd be-
cause of errorg, the first half of the production of the films was over.

In anothor conference with the cinematographer, it was agreed
to filso the four original dance compositions in phrases and from angles
achioved from ranges of (ive feet te vus fout in height. The aviliary
gyirmasivm on the colleps campus was reserved for an evening convonient

te all personnel. Tho susiliary gymnasivm was chosen because its
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physical facilitiss permitted the exclusion of all extranecus scunds. This
wap an easemial precaution since the second phase of the production of
the films entailed the use of sound.

The investigator and the cinematographer arrived at the shooting
locale an hour prior to the time designated for the arrival of tho other
participants. During this bour, the iuvestigator and the cinemategrapher
prepared the set, Light boxes and tripod lights were arranged to illumi-
nate the shooting area. Light meter readings were taken in the shouting
area at various intervals for candle«~power intensity. Then the motion
picture camera was set up on its tripad and the ares panned for desived
camera~anglo coverage. The sound attachments were aet up and the
narrator's speaking level kayed.

Upun arrival of the entire peracnnel, additicnal light meter read-
ings were taken., These readings were taken with the costumes in the
background, thus enabling the cinomatographer to make a final sotting vn
the motion picture camera.

The volume of the piano was keyed in the sound. The invostiga«
tox decided to sliminate the use of a microphone on the planoc in order to
maintain pians accumpaniments for the dance compositions at background
lovel,

The dance perscanct for the gocond phase of production was re-
duced from the twenty yeung women comprising the group to ten dancers

who were in their secind yoar of membership in Las Sefioritas. This
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measure was taken bocause the dance compositicns were to be filmed in
phrases with Hmited numbers in the group,

The phrases were danced, aslmulating slow meotion, while the
cinematographer did a proactice run with the motion picture catnara and
the investigator delivered the narration for each phrase. The narration
was delivered without a prepared script to simulate an actual teaching
gtuation. At this thme, a final timing «f each phrase in the dance com-
positions way meapured by means of a stop watch, Floor blocking was
adjusted, and the tempi of the various compositions established, Than,
the actual {ilming proceas began., Each of the four dance compositions
wae filmed in two shooting periods. Various camera levels and angles
were used to affcrd the best possible learning sitvation for the proposed
viewer.

Whenever cbvious mistakes were made by & member of the per-
sunnel, that pheage of the dance composition in which the error cscurred
was repeated and filmed againg and in the event the mction picture camera
ran out of film, cevtain phrases of the dance compositions wore re~filmed
in order to be edited in later.

With the completion of the filming of the four original dance com=
positivns, supervision of the layouts for the four filims began. A Uasting
of crodits, titles, suggestoc drawings, and information regarding the cone
tent of the filmas was given tu the artist by the investigator. Tho artist

used iis own discretion with regard to form, balance, and other factors of
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layout construction and composition. Whes the layouts woere completed
by the artist, they were filmed at the television studio by the cinematog-
raphar. Upon complotion of the filming process, the flms weres sent off
for developing., The sditing of the fowr filme began when the developed

filins wers receivad.

The Editorial Treatment of the
Four Films for The Study

The actual editing of the four films was doene in the filin office
at the television studic, A rdll of filno wad put un the editer to soe if it
was accaptable for the purpoges o the study. There were a few instances
for which aecond shootings became necessary. These second shootings
were accumplished nader the supervision of the author.

After all of the footage which would be used in the study wae
edited, the cutting and splicing of sections of the filins tock place, Fole
lowing the format established, the cinematographer edited the additional
films with the aid «f the investigator,

The final editding tock place in the College of Health, Physical
Education, and Recreoation at Texas Woman's University in Denton, Texas,
as members of the investigator's dissortation committes reviewed the
filig. At thie editing session, correctivns, additions, and delotions were
sugpeoted with respect to thwe Jayout construction, The investigator come
plicd with oI} suggosticns made by the members « her dissertation come

rodttee at this time.
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Summary

A set of standards was established for the developmment «f dance
compoaitions for pregentation in stadivms. This was s necessary phase
of the study, sinco the dancers and their costumes were seloctod for the
study and the campusitions were choreogrophed and presented in accord-
ance with the standagds establisbed.

The standards for the selection of the dancers were thopo of su-
periority frora a physical, mental, and moral point of view., @Qualities
of woight, hoight, proportioned physiguo, personal attractivencss, skill
in rhythroic moveinont, and good pusture were also considerad.

Standards were established fur the costumes which the dancesrs
wore in the atudy, aad the costumes wore designed and conatructed in acw
curdance with the standards established. I was establishoed that o ver-
satile and modest cogtume is the nioot aui&a’ialé for the prooeatation of
dance compaositions in atadiuma.

Standards for movements comprising the four original dance
compositions were egtabliched with regard tv movements which would not
be objectionable and mwementa which would proclude the explaitation of
soex on the part of the dencers. Standards were further establiched for
the cevelopment of the wriginal dance compositions with rospact to their
offcctive presentaticn in o stadivm. These atandards stressed the dmpore

tance of projection with rospoct to dlnension, focun, direction, level, and
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contour of dance movements when viewed from buth the height and the
distance which separate spectators from peorformers in a modern gtadium,
as well as the arana~like setting with spectators seated on four sides «f
the dancers. Because of uncontroliable conditions regarding the surface,
movements of elevation should be eliininated from dance compositions
presented in stadiums. The use of properties was advocated to enhance
the effectiveness of a cumposition. It was recomraended that design,
though virtually unlimited, should be kept simple and diatinet in farm. A
dance compogitica can ooly be prajected at its best if the dancors posscss
style,

& trond io recent years with rogard to perfw mances given in cun=
Junction with half~time activities at athletic conteuts has been one of de-
veloping a basic themne. Fredominsatly, tho thermes centered arcund the
building of good wille The theme £or the dance cunposition entitied “Mr.
Touchdown U. 5. 4." was based ypon the themwo «f wealcome. The thome
for the dance composition entitled "Salty Dog Rag" was baged upin the
theme of recognition. The theme for the dance composition entitled *'m
Locking Cver a Fuoureleaf Clover® was coucorned with wishing good luck.
And the theme for the dance composition entitled "Are You from Dixie?!
was based upon wolcoine, recaguition, and events «f widely accepted
interest.

Cartain stonuara, were established for the selection of mwusic

for the accompanimens £ aoonce comgositivns suitable for presentaticn in
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stadiuma, The music should be familiar to the viewers as well as to the
peraonnel of the dance group. The music should be compatible with the
abilities of the group providing the accompaniment. The music should
be in keeping with the thome of the dance composition in question. The
arrangement «f the mnusic selected should be lvely and spirited in
rhythunic quality. And the musical gumpesition should not exceed a play-
ing time «f threo minutes.

The choreography for the original dance compositions was de-
veloped in koeping with the standards previcusly established in this chap-
ter. The form of the four dance comnpooitions fulowa the three~part or
AeBep fomn atandardised for the chorases of musical compositicns in
popular idiom, "Mg. Touchdown U. 3. A." was chorecgraphed in keep-
ing with the forn «f the music and the muvements and designe were pat«
terned after those which are assoclated with cheerlenders. The dance
composition entitled YSalty Dog Rag' was based on the form «f the music
from a couple dance by the game name. Two distinct aéylw of folls dance
weres illustrated in the movement«-the reserved style of the cldetime
dancer and the less roserved style of the younger set of today. The dance
cumposition entitled "' Looking Gver o Four«leaf Cluver® was based
on the form of the rmusical composition, The movements wore patterned
after o style of donco made popular by the Reckettes of Radie City Music
Hall in ew York City., 1he dance compousition entitled "Are You from

Lidie 7" wap bagod o the meovements of carly American minstrel dancers,
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and was developed in accordance with the form «f the music.

In teaching the four original dance compositions chovesgraphed
for thie atudy, cestain background meterials were presented to the
dancers. Imagery was a vital part of the instruction if the necessary
style was to be acquired. The whele-partewhole method of instruction
was usod with movements of extreme Jdifficuity discarded pericdically
for simpler movements. Correctivng were made in amall practice
groups,and the final atage of instruction entailed the time and effort ex-
pended in attaining uniformity of moverment,

in producing the filme of the four uriginal dance compositions
a8 audio-visusl teaching aids, the investigator decided to eliminate an
amateurish guality which prevailed in many of the educational films pre-
viewed in conjunction with the study. Congeguently, the services of a
professiunal cinematugrapher and of a professionsl artist were secured.

After obtaining permisgion for the production of the four films,
lengthy discussion poricds were held with an audio-visual resuurce per~
son, the cinemstographer, and the artiot. On the basis of these discus~
sions, the format for the four films undertaken in conjunction with this
dissertation was develuped. The projection of the filme on an analyist
projector was suggestod. The film layouts were devised. The films
were first filmed pardally in scund. The non-scund film sections were

filmod later from a camers shgle pixnulating stadium level., The second
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section of the films included sound, and the camera angles were achieved
from ground level. The dance compositions were filmed in selected
phrases in the second section of the filima, using limited dancing porsone
nel and simulating slow motion. The instramental rhythmical accompani-
ment siznulated mugical compositions. Additional film layouts concluded
the format.

In praparing the personnel for the films devoloped, the dencers
were fully vriented with respect to their participation in the stwly. The
professional personnel cornprised «f the cinematographer, the artist,
and the accompanist, needed limited orientation ouly,

In the actusl production of the four films, the equipment and the
areas for filming were prepared in advance by the investigator and the
cinematographer, Upon the arrival «f the entire personnel, the silent
portions of the astudy were filmed. At lator dates, the sound portions
of the study were filmed. Following the filming of the four original
dance componsitions, the editorial treatment of the filins was undertaken.
This procedure entailed the eplicing «f film fouvtage necessitated by obe
vicus mistakes made by dancing personnel and the splicing of the laycuts
intc the film. Dircoctions for the final editing of the films were matle by
the members of the investigator's dissertation committee., At this edit-
ing, corrections were suggested with respect to layout construction. The
suggestions were complicd with by the investigator, the cinemategraphor,

and the artist.
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Chaptey III pertaing to the descriptions of the four criginal dance

compogitions which were choreographed for this atudy.



CHAPTER III

A BRIEF DESCRIPTION OF THE FOUR DANCE
COMPUSITIONS COMPRISING 725

FOQUR F1l.MS

The folluwing descriptions of the four dance compositions choreo-
graphed in conjunctivn with the present study are not detailed analyses of
the dances. The actual films of the four dance cumpositions cuffice as
dvcurnentary evidence of the dance cosnpusitions choersographed, They
are filed as an adjunct of the present study in the Film Library of the
Cullege of Health, Physical Educetion, and Recreativn at Texas Wornan's
University, and are svailible for rontal purpuses,

In interproting the descripticns of the dance compositions ene
titled "Mr., Touchduwn U. S, A.," "Salty Dog Rag, " "Are You fram
Dixe 7" and "i*'m Looking Over a Four~leaf Clover, " respectively, cer-
tain factors conducive to the effective presentatiun of the dances in nta-
diums should be observed to iasure the prevailing quality and style ia-
tended in their dovelupment. These factors ores

1. Movements «f the danco compesition should be large, ex-

tended, or cxaggeratod,

77
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3.
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7.
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Small movements are not cormprehended by the viewer in
the stadium because «f the great height and diastance
which separate the spectator fram the performer.

Movements which cecur directly in front of the dancers’
bodies are not eagily acen.

The dancers’ focun is projected best by the use of the entive
hoad and not by the eyes alune,

Little cr no slevation should be used in movements for dance
compositions in stadiume, The surface for the dancing
arew is seldom suitable.

The dance compousitions phould be perfermed for two ox
raore sides of the stadium as a matter of courtesy.
Therefure, frequent chonges in direction should be uti-
liged in choreographing dance compositivng for stadiums,

Simple designe are appealinyg. The development of patterns
through varying designs is perticalarly interesting
from the spectators® elevated viewing area.

The style of the dancers shogld be enhanced by poise and

good pousture.
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A Brief Descripticn of the Dance Compuosition,
e, Touchdown UW. 5. &.7

The movement for this dance composition begins with the dancers
in a straight line, arm's length apart, wn the sideline of the visiting
team's side of the ficld and facing the houe stands. Each dancer carries
a red pomspomn in oach band. The pome-poms are kaoe leagth whon the
dancers' handie are on their hips.

The movernoms executed by the dancers roveal those which are
associated with cheerleaders at athletic confests. From the straight
line pattern on tha sideline of the field, the dancers move into a "V for-
mation with the center dancers in the line moving forward and tebking longer
steps than tho dancers who form the wingo « the "V, " Ia the "V" forma-~
ticn, the dancors emecute pendulum swinging movements from the shoul-
der, thus adding & design with the pum-puns to the design made by ¢eir
budies,

The "¥" degign is clused as each dancer in tho left wing of the
"V moves bobind the cerresponding dancer in the right wing, thus forim«
ing & straight line overlapping the fifty-yard line of the field,

In the straight line perpendicular to the sideline «f the ficld, the
dancers expcude characteristic cheerleading movernents whilo changing
the design from the stroaighi line o that of two parallel lines.

The dancerc in the two parallol linss exccute cheerloading

mauveinents which intorchonge the level between the two lines of dancers.



80

‘The two lines of dancers close in at the baad and the foot while the asides
of the lines move cut in order to create & circular formation. In this
circular formation, the direction is changed by the dancers as they move
in unison clockwise and then countercluckwise. The circle on the enst
side of the field party and a criss~orogs pattern begins., This fupmation
evolves into a "V with the point of the VY toward the opposite aide o
the ficld. The criss~c¢ross pattern cpons the "V" intu a styaight line as
the dancers move forward toward the west side «f the ficld., With the
dancers in the straight lne formation, more cheerleading movemente
are executed and the dance compugition ends with a bow from the

wales.

A Brief Deascription of the ance Composition,
N"Saity Doug Ragh

The characteristic movenments in this dance composifion were
designed to depict two contrasting styleo of folk dancing: the reserved
style obgserved by "uld time'’ dancers and the less reserved style of the
younger dancers «f the present day. These two contrasting styles ave
used throughout the dance composition.

The movermant for this dance cumposition begins with a civcular
pattern which is bizectes by the fifty-yord line., The dancers are avranged
in couples holding hands in the skaters! grasp positicn and facing counter-

cluckhwige arocund tho circle. From the double circle, the couples part
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to form two circles with one incroasing and the other decreasing in cir-
camference. The two circles corne together again to furm one double
circle.

In the doublo circle, a variation of the theme is exscuted and
the dancers move inte two parallel lines with the heads of the two lines
facing the west stands in the stadium. Those two parallel loes of dancers
expand to the sido and then diminieh to the oxiginal pusiticn of the
dancers in two parallel Mives. The noxt pattorn evalves as the dancers
form a straight line facing the west otands as tho final movemont of the

dance ends in o gesture of saluta,

A Brief Description of the Dance Cummposition,
Bhre Yoa from Dixiet®

The choracteristic movements in this dance composgition depict
a style of the character dances porforined by the dancers noyocloted with
carly minstrel shows. The style de extremoly jaunty and gay throughout
the dance compogition.

The movemens fur this dance composition begino with the dancors
in a straight lne jo the center of the field facing the west side of tho
stadium. Thoe doncore ave an arm'o longth apart from each vther. In
the siagle Hne, thoe otraight Mane is moved backward with the dancers
5till facing the wost side «£ the stadiura. o the next phrage, the dancers
meve into a sinple file toward the gouth end of the stadivm and back o

Place.
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The dancors having previcusly been designated ag odd and even
numbers, by the numbering~off procoss, the odd numbered dencers
move forward cut of the line while the even sumbered dancers move
backward out of the line, thus creating two lines parallel with the gidee
lines of the field. The two lines converge to form one line of dancera;
then the even numbered dancers moves forward and the odd numbered
dancers move backward. The design is completed with the two lines
converging intc one line.

The noxt movements ars ewaculted in the straight«line formaticn
with the dancors walting four changos of direction within their own area,
executing a bux mapeuver. This phrase o followed by the entive Hae
moving backwazd for a change of level, which is achioved through howing
from the walst in unison.

The line of dancers moves o the gouth, then to the north, be-
fore moving forward in line formation taward the west side of the stadium
to finish the danco cornposition with a bow from the knee to the spactators,

which is characteristic of a moverment wsed by the late AL Jolson.
A Bricf Descripticn of the Dance Composnitivn,
"I*m Locking Uver o Four-leaf Clover"
The chavectovistic movementy in this dance composition reflect
a style made popular by the famed Rockottos of Radio City Music Hall in

New Work City. The ctyle is extremely poised. Although the execution
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of the dance movements is quite strenvous, a flowing smoothness is aought
and {8 maintained in the movements throughout the dance.

In the first movements, the dancers are in a straight Hne in the
center of the field facing the west side of the stadium, The dencers
stand close togother and the arma of each dancer are around the waist
of the dancer on either side of ber. The first movements establish the
theme.

In the noxt phrase of the dance coumposition, the line of dencers
is broken into four ranks and into a now line of direction so that the
center ranks are back to back and face the cutside ranke. Tho moves
ments in this payrt of the composition are a variation of the origined theme,
with transitions achieved by stylised marching. The mowwemonts are
then performed in the design of cavalry whosle, evolving from foue
wheels into one large wheel. The formaticn changaes from the large
wheel into a balf-clrcle.

The half«circle is expanded inte o full circle; pattorng within
the circle areo changod by dminiahing and increasing the circle 2o well
ag by changing tho lavel «f the dancors., The dancers move vut of the
circle {atv a corpentine ling, and the dance composition cada with a bow

in succession,
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In the descyriptions of the fouwr original dance compositiong devel-
aped in conjunction with this study, certain factors were puinted out by
the investigator, The movements are lurge, and simple, with little use
of elevation. The direction should ba more or less equal for both sides
of the stadium, BSimple designs or furmaticns are an asset resulting
from the elgvated position of the viewer., And the atyle of the dancers is
one of puise.

The dance camposition entitied My, Touchdown U. 8. A.M ds
based upots the movements of choerloading. The colorful addition of
large red pum~poms adde pleasure for the spectator and enables the
dancers to achicve added effects in contour and design. Variations «f
the cheerleading movement theme and simple warching movemonts are
used to create the formationa or designo for the dance compopition,

The dance compositicn entitled "Salty Dog Rag" is baged upoen
the mouvenwnte of two dstinct stylas of folis dance. Cne stylo io the ree
served style of the cld-time dancer, and tho other is the less reserved
style of the youngor set of today, Thoe various movements, furmaticns,
and designs in the dance composition were developed in koeping with the
form of the mupdc and the thome upoen which it was based.

The dance cornposition entitied "Are You from Rixie?" 4s based

upon movements which wers charagtoristic of the dancers asscciated
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with early minstrel shows., The dance in one following the form of the
music, and the deeigns wore based upon maight and parallel lines.

The dance composition entitiod "I'm Looking ﬁ#a:- a Four-loaf
Clover* is based upon movements which are characteristic in style «f
the Rockettes of Radio City Music Hall in New York City. Tha dance
composition follows the form of the musie, and a nwmber of formations
or designs were developed, ranging from circles to squares.

Chapter IV pertaine to the summary, conclusions, and recome
mendations for further atudy.



CHAPTER IV

SUMMARY, CONCLUSBIONS, AND RECOMMENDATIONS

FOR FURTHER 8TUDY

Summary and Conclusions

Drill teames, pep squads, half-tisners, or precision dance groups
exiot in large nuwbers in the United Statea. Very often they are under
the direction of a staff member in the physical education depurtmant of
the high schodl <« college in question. The lack of sufficiowt experience
and background in danca is often a problem with the inexperionced toacher
in asewmning the divection «f these groups.

The investigator sftended a Workshop on Twirling, Drill Teams,
and Cheerloading during the first torim of the 1955 summer sessicn at
Texas Wormnan's Undversity in Denton, Toxas, at the request and ex-
pense of the adminlotration of the colloge in which she te aches, The
purpose of the admirdotrative officers « Odessa College, Cilosas, Texas,
in gending her to participate in the workshop was to afford ber an oppore
tunity to acquire certain skilla and knowledges requisite to the direction
of o group of Cdessa College students for the production of dance come

pusitions in stadiving.
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The workshop resulted from many requasts on the part of phys-
fcal education inptructors throughowt the Southwent, Doctor Anne Schley
Duggan, Dean of the College of Heslth, Physical Education, asd Recrea~
tion at Texns Woman's University, snswored the appeal presented o her
by the teachesrsin public achools and colleges. The consultants included
such well-known leaders in the field as Dess Richards, director of the
Lassos, Thomas Joffersom High Schoul, 5an Antonie, Texas, and Gussie

Nell Davis, director of the Ranperettes, Kilgore College, Kilgore, Texas.

Asg the workshop progreassed, a number of problems were ree
vealed by the instructors in attendance. In the opinion of the invastie
gator, the best sclution for many of the problems discussed was the dee
velopment of films as sadio~visual teaching aids which might be used by
the instructor and hey group in teaching and learning dance compositions
chorecographed for presentation in stadiums. The investigator, thore-
fore, undertock as the basis of her dissertation the chorevgropldng of
four dance compogiticos suitable for presentation in stadiums, and the
filming of thase dances as audio-visual alds, The study was Henited to
the four original dance compositions suitable for presentation {n gtadinmes.
The study was limited, further, to sound, sixteen millimeter film with
uwne reel of approdnately three hundeed foct of film for each of tha four
dance compoesitions chorougraphed. The otudy was limited, furthor, to
twonty young women whc wore euroliod in Gdessa College, Cdessa,

Texns, during the ccademic session of 1957-1958,



In the devolopment of this dissertation, the favostigater was
guided by the rending of pelected publications relating to dance and to
audio~visual adds. Numerous filma applicable to the study were pra«
viewed, and an axfensive survey of unpublished theses, dissextations,
and research papers related to the digsertation was completed. The
primary scurces of data for this dssertaticn, however, were humaa in
nature, including the faculty members in the College of Health, Physical
Education, snd Recreaticn and in the Collcge «f Education at Texan
Woman's University, authoritios in the areas of cinematography and in
audic-visual aids, and twenty women students enrolied in Odegoa Col~
lege, Cdessa, Tosas, during the academic year, 1957-1958.

Much of this study was treated smpirically because «f the ine
vestigater's extensive background in the areas «f musie, morching,
dance, and drarmi. In addition, she i&‘t. ot the pregent time the diroctur

of Las Senoritas, a young women's dance group at Gdessa College,

Gdense, Texas, which has performed extengively throughout the South-
weot and Mexice.

A purvey of the historical fuctors rolated to the developmant
of dance compositions for presentation in stadiums, and & survey of
the historfcal facturs ralatod to the development of audiv-visual teaching
alds were traced by the investigator £2um the early primitive oxa up

tv the presewt time.
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In the sutrvey of dance it was known that mman who Hyed 560,000
B. C. danced about his life and times, and used dance as a basic meang
of communication. In the age of the Egyptisns, the dances became
choral«like in stracture. In theme, the dances wers often aspociated
with either religion or death. The Hellonic period, from 550 8. €. to
201 B, C., gove dance an important vole in all phases of the life «f the
anciont Greal. Tho choral form of dance reached a pinnacle in the huge
amphitheatres which ave comparabla to the athletic stadiume of today.

The Roman ora was decadent with rospoct to the furthesr devel-
opment of tha arts which the Romang borpowed from the Gracks aftex
their conquest of the Grecian nation, The flagrant displays for the
purposes of entortainment degraded dange te a very low lovel.

From 476 0 1600, the church suppressed dancing as rouch as
poasible. In some instances, howegver, the church was responsible for
saving remnante of the dance. In brilliant courts of Eurcpe, tha dance
became classic in me and moved to the atoges of the cpera houses,
where i¢ occupled a position of great prestige for many years,

Dance in cazly America was in rather a precarious position,
The Filgrim fathors tolerated dance wdor certain circumstances., Al-
though dance, whan associated with fostivels, was leoked upon with
disfavor or ap an aspect £ paganissn, it atill remained a part of the
culture of the Now ¥ orld after having achioved this role in England and

in other countrios froin which the early settlers in America migrated,



Sehools brought dancing into the cursienium with thelr May Day
fotes and, in time, physical educators made dence an imtegral pavt of
their programs. Dance in the twontieth awni:ursr nins pinpointed the big~
tory of dance in that the forms of dance in .ﬁzia era have been nimilar to
those in the pant.

In tho survey of historical factors related to the developrmeont
of audio-vigual teaching aids, the investigator traced the motion picture
from the aaxly primitive era up to the prasent time. The dovelcpment
of the rmotica picture was traced from the early cave drawings which de-

picted reprasentations of movement to the Natural Camera Obscura and

the Artificinl Cumera Obscura as fllustested by Leonardo da Vincl,

The "magic lantern, " the first truly great achievement with respect

to the development s:i visual aids, was evolved fron the experimoms o
many men. Flateas, 2 blind favontor, is called the fathor of the medern
motion picture bocnuse of his initial invention of the so«called magie
disc.

Arnorica has been foremost in the field of motivn plictures
since Thomas Alva Edison invented the first motion picture camera.
His other exceptionsl cuntribution, the Kinetoscope, snabled motion
pictures to actually xeach the screen and o be seen by pecple throughe
cut the workd.

Sound was ndded to the motion picture in 12271 and in 1921,

sound movies wore made availeble te schodls and colleges, Although
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not utilized until rocently by educational institndions, motion pictures
weare used sxtensively by the armed forcos during World War @, During
this timme grent advancements were made in the dovelopment of instruce
tional films, The sound mution picture is recognized today ag such an
adequate audio-visual teaching aid that fow, if any, individuals bolitile
the significance of its usage.

in Chaptor Il, the investigotor proconted procodures followed
in the developmant of the study. A pot of nbundards was established
for the developinent of dance compositions for prasentation in stadiums.
This was degrnod o noceasary phase of this study, since the dancers and
thoir costumos were selected for the sty and the compusiticns woere
choreographad and presonted in accordante with tho standards cotabe
lished.

The otanderds for the seloction of the dancers wape thode of sue
pericrity from a phynical, mental, and moral point of view, Qualities
of weight, height, proportioned physique, personal attractivencss, shkill
in rhythmic movomont, and goovd pesture were also conajdered,

Standards were established for the costumoes which the dencers
wore in the study, and the coptumes were doesigned and conotructed in
accordance with the otaniords establishod. & versatile and modest
coustwne wap pecemmonded ns the type which ls most suitable for the

prosomtation of dapco conpusithions fn atadiwme.



Stondards for moverments comprising the four original dance
compositions were eatablished with zegard fo movemsants which would not
he cbjectionablo and movements which would praeciude the asploitation of
sex on the part of the dancers. Standavds were further cstablished for
the development of the original dance compositione with respoct to their
effective prosentativn in a stadiwn, Theae standards stressed the im-
pertance of projection with respect w dimension, focua, diroction, level,
and contour of dance movements whan viewed from both the height and
the distance wikch separate spectalura froen performers in & modern
stadium, a8 woll ao the arena-like mmg with spoctaturs soated often
on four sides of the dencers. Because of uncontroliable conditivos ro-
garding the surfaco, movements of elevation should be elimiuated from
dance compopitions presented in stadiume. The use of proporties was
advocated to enhance the effectivencss of a camposition, Dosipn, ale
thwgh virtuslly unlimited, ahould be kopt elple, and it should have
distinct formn. A dance compositicn can only be projected at its baot if
the dancers possass style.

A trend o recent years with rogard to performances given in
conjunction with balf-time activities at athletic contests has boon ous of
developing a basic tho:no, The fowm opiginal dance compositicns develuped
in this study woere base. upon four thomes. The dance cempusition,
"Mr., Touchdown U. o ... was bagod upon the thome of wolconso. The

dence composition, "Ualty Uog Rag, " was based upon the themo of
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recognition, The thome far the danco composition entitled “I'mn Locking
Cver a Foursleaf Clover” was concerned with good luck, And the thens
for the dance composition eatitled "Are You from Dixde 7" was based upon
welcome, recoguition, and events of widely accepted interast,

Certain standards were established for the selection of music
for the accompaniment o dance compogitions suitable for presontagtion
in stadiuma. The music should be farniliar to the viewers as well as to
the personnel of tho dance group. The music should be compatible with
the abjlities of tho band providing the accompaniment. The musie ghould
be in keeping with the theme of the dance composition in quosticn. The
arrangement of tho musgic selected should be lively and spirited in
rhythmic quality. And the rnusic composition should not exceed a ployiog
time of throe minutos.

The choreography for the original dance compesitions was do-
veloped in keeping with the standards previously established in thiu
chapter, The form of the four dence compositions followed the A«D~A
form standagdised for choruses of musical cornponitions in the popular
idiom. “Mr. Touchdown U, 5. A." was choreographed in keoping with
the form of the mugic, and the movemonto and designs were patternad
aftor those which were ansociated with chesrleaders. The dase come
position entitled Ysalty Dop Sag' was based uvpon the movements of two
distinet styles of £o3i; dusce. One style s the reserved style of the cld

tiine dancer, and tho othor the leas rescrved style of the youngoer oot today.
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The dance composition entitled “I'm Looking Over a Four-leaf Clover
was based upen the form o the musical composition. The movements
were patterned after a style of dance mude popular by the Rochottes o
Radio City Music Hall in New York City. The dance cumpusition entitled
“Are You from Dixie?" was based upon the movements o«f minstrel
dancera of an earlier decade, and wasz developed in accordance with the
form of the music,

In teaching the four dance compusitions choreographed fur the
study, cortain background materials were presented to the dancers,
Imagery was a vital part of the instruction if the necessary style was to
be acquired. The whole~part-whole method of instruction wag used,
with movemsnts of extreme difficulty belng discarded perivdically for
simpler movements. Corrections wers made in small practice groups,
and the final stage of instruction entalled the Hme and offort ewem&wd
in attaining perfoection and uniformity of movement,

In producing the films of the four original dance compogitivas
as sudicevigual teeching aids, the lovestigator decided to elizngaato an
amatourish guality which prevailed in many of the educations] fikmo pro-
viewed in conjunction with this etudy. Cunsequently, the sorvices «fa
profeassional cinematugrapher and of o professional artist were secured.

After ciitaining pericission for the production of the four films,
lengthy discussion poricis were hold with en audic-visual resource

person, the cnomatoyrephor, and the artist, Un the basis of these
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discusaiong, the format for the four films undertaken in conjunction with
this dissertation was developed. The projection of the flms on on ane
alyist projector wag suggested. The 'Eﬂm lay cuts were devised, The
films were firot filimed partially in scund., The non-gound film soctions
were filmed later from a camera agle simulating stadium level. The
second sectivn of the {ilms included sound, and the camera sagles were
achieved from ground level. The dance ¢ompositions were filined in
gslected phrases in the second section of the films, using limited danc-
ing peraonnel simulating slow motivn., Thoe instrumentel rhythinical
accompaniment simulated mougical compositicns, Additicnal filn tay-
outs concluded tho furmat.

In proparing the personnel for the films develupad, the dancers
woere fully orientod with respect to tholr participaticn in the gtudy. The
profeasional peresonnel, comprised «f thoe cinematographer, the artist,
and the accompanist, needed unly linited crientation.

In the actual producticn of thw fowr filime, tho egquipment and
the area for filming were prepared in advance by the investigator aund
the cinematographer. Upon the arrival of the entire personnel, the
silent portions of the study were filmed. /£ loter dates, the sound pore
tions of the stwly wore filmed, Following the filining of the four opiginal
dunce compositions, the oditorial treatinent of the films was undestaken.
This procedure antailoo tha splickag of filo fuctage necessitated by obe

vicus refetakes made by wancing porsuvanel, and the splicing «f the layouts
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into the film, suggestions for the final editing of the filme were made by
the members of the juvestigator's dissertation committee, At thig odit-
ing, corrections were suggosted with respect to layout construction.

The suggestions were complied with by the investigator, the cinoma-
tographer, and the artist.

Chapter III portains to the descriptions of the four opiginel dance
compusitiong which were chorecgraphed fo the study. In the descrip~
tions of the four original dance compusitions develupod in conjunction
with this study, certain factors were pointod out by the investigator.

The muvements were large, and simple, with little use of elovaticn.
Simple designs wr formations were an aaset resulting frons the elovated
position <f the viewer. And the atyle of the dencerc was one of poisa.

The dance composition entitled "Mr, Touchdown U, 3. &."
was based upon the movements of choerlending. The colorful adddton
of large red pom«poms added pleasure for the spectator and onubled the
dancera to achiove added effects in contour and design. Vardations of the
cheerleading moverment theme and simple snarching moevemments wore used
to create the formationa or designs for this dance cumpeusition,

The dance composition entitled "Salty Dog Rag! wae baged upon
the movements of two distinct styles «f fuilk dance. COne style is the re-
served otyle of the ola-tiioe doncer, and the other the less resorved
style of the younger set o tuday. The varicus movements, furmationo,

ane designs in the dence cumaposition woere developed inkeeping with the
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form of the music. The dance composition entitled "Ave You from Disie?®
was based upont movements which were chavacteristic of the dancers as~
sociated with Southern minstrels of an earlier decade. The dance was
one which followed the form of the mugic and the designs created were
attained from straight and parallel lines,

The dance composition entitled "I'm Looking Cver a Four-leaf
Clover" was based upon movements which were characteristic in style
of the Rockettes of Radio Gity Music Hall ia Now York City. The dance
compasgition followad the form of the music, and a number of forma«
ticns and dosigne were developed ranging from circles to squares.

Io conclusion, the investigator believes that the four filmeo
for study are valuable as records of dance cumpositions suitable for
precentation in zthietic stadiums, as o evurce for referenceo for stonde
ards for dancers and dance compositions guitable for presentation in
athletic staddume, and as a source for reforence for those ongogoed in the

presentation of dancoas in athletic stadiums.

Rocommendations fer Further Studies

In the devolupment of the present study, a number of probloms
pertinent to danco in education intrigusd the interest of the luveotigator.
Decause of the waiquo trectinent of this otwldy from the standpudng of
arigdaal choreogwaphy «nu film producticn as an audio-visual teaching

aid, any e of those peosloms might constitute o challenge. The following
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are recommendations for further studies in historical research, dance
choreography, and film production:

1. Studios in the field of sociel or ballroom dancing which
may be filmed as audic~visual teaching aida,

2. A study of pre-classic dance ferms filmed ag avdiowvisual
toaching alds.

3. & study of art depicting movement froam primitive man to
Glotto and filmed on sHdes for use as audic-visual alds
in a course in history and philesophy of dance.

4. A study developing a hanibook for directers of groups
which present dances in stadiums.

5 A study of the types of dence prasented by the Chautanqua
Ingtitute.

6. A atudy of the itinerant dancing masters on tho ecarly
American froutiers.

7. A study of the dances of the eavly American Shakers.

8. A study of the dances perfoymed in conjunction with the in-
augural balls for a selected grow of governors of Touas.

9. A dotailed study of the organization, adminfetration, and rale
of drill teams and xeavching bands in high schools andfor

celloges wodl universities in the United Statua.
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The following instructional filmse «f dance compositions for
presentation in athlotic stadiums are available for rental: "My, Touche
down U, 3. A,," "Are You from Dixie?" "Salty Dog Rag, " and "I'm
Locking Over a Four«leaf Cluover.” The filins may be cbtained for a
two-week period for a fee of $15. 00 each, The filrne are available for

rental from the fullowlng sources:

The Film Librarcy
College of Health, Physical Education, and Recreation
Texan Waman's University

Lenten, Toxas

and

The Audicevigual Department

Cdessa College

Odessa, Teusg





