REQUIEM IN A CLOSED ROOM: AN ORIGINAL DANCE-DRAMA

IN MODERN DANCE IDIOM BASED UPON THE PLAY

ENTITLED THE HOUSE OF BERNARDA ALBA BY

FEDERICO GARCIA LORCA

A THESIS
SUBMITTED IN PARTIAL FULFILLMENT OF THE REQUIREMENTS FOR
THE DEGREE OF MASTER OF ARTS IN DANCE AND RELATED ARTS
IN THE GRADUATE SCHOOL OF THE

TEXAS WOMAN'S UNIVERSITY

COLLEGE OF

HEALTH, PHYSICAL EDUCATION, AND RECREATION

BY

CAROLE YVONNE MASILUNIS, B. S.

DENTON, TEXAS

AUGUST, 1965




Texas Woman’s University

Denton, Texas

Augqust, 19 65

We hereby recommend that the thesis prepared under

oursupervisionby Carole Yvonne Masilunis

entitleq _Begquiem In A Closed Room: An Original

Dance-Drama in Modern Dance Idiom Based Upon the

Play Entitled The House of Bernarda Alba by

Federico Garcia Lorca.

be accepted as fulfilling this part of the requirements for the Degree of

Master of Arts.

Committee:

Chair:

e ——

() frerey, (o
%/ﬁm

Accepted:

Dean of Graduate Studies




To My Hother
with all the thoughts

@ dedication implies



“The theatre is the poetry which
rises from the book and becomes
human.® '

Federico Garcim Loreca



ACKNO YL EDGMERTS

The writer wishes to express her deepest apprecia-
tion and gratitude to Doctor Anne Schley Duggan, director of
this creative thesis, for her encouragement, gufdance and
invaluable assistance. To Miss Mary Campbell, sccompanist-
composer for the presentation of the dence~drams, the writer
offers sincere thanks for her understanding, fnspirstion and
infinite patience. |

Grateful acknowledgment is extended alse to Dr, Joel
Rosentswieg and to Dy, Josh Roach, members of the Thesis
Committee, for their interest and helpful suggestions, and
to the members of the Modern Dance Group of the Texas Woman's

University whe so enthusiastically performed their roles in

Beguiem In A Closed Rogm,



TABLE OF CONTENTS

ACKNU‘QI‘ EDGMENTS . L] - L ] L] L] L » [ * » . » » - L ] L L

Chapter
I,

ORIENTATION TO THE STUDY. . v « o o o o o

Introduction :

Brief Historical Survey of Dance~Drama

Btatement of the Probleam

Definitions and/or Explanations of Terms

Purposes of the Study

Limitations of the Study

Sources of Dats

Survey of Previous Studies

The House of Bernards Albs by Federico
Garc%a Lorca as the Thematic Source
for the Origingl Dance~Drama
Entitled Bequiem In A Closed Room

Brief Survey of the Life of Federico
Garcia Lorca

Adagptation of the Three~Act Vlayxﬂntitled

Ihe House of Bern Alba by

Federico Garcfa Lorcs to the Eight

Episodes of the Originml Dance~Drama

Entitled Hegquiem In A Closed Room
Summary

1I. PROCEDURES FOLLOWED IN THE DEVELOPMENT OF

THE STHDY L I L] -* . * . L ] [ ] . L ] * * . LJ . »

Approvael of the Study

Survey of Background Haterials

Development of the Choreogrephy

Teaching of the Choreography

Selection of the Accompaniment

Selection of Costumes and Hair Styles

Selection of the Stage Properties aud
Stage Set

iresentstion of Requiem In A Closed Room
in » Series of Public Performances

Preparstion of the Written Report

Summary

vi

57



Chapter P age
IIT. DESCRIPTION OF THE ORIGINAL DANCE-DRAMA
 ENTITLED REQUIEM IN A CLOSED ROOM . . . . . . . 67

‘Introduction

Influence of Selected Cheracteristics
of Spunish Dance Upon the Choreography
of the Dance~Drama Entitled Reguiem
in A Cloged Room

Episode Onet *The Newly Widowed Bernarda
&1bg Leads Her Five Daughters Home to
Enter s Period of Mourning."

Episode Two: "Bernarda Angrily Dismisses
the Mourning Women as They Appear to
be Gossiping About Her Housechold.,"

Episode Threes "Each of the Five Dgughters
Dances in Charscteristic Style,
Demonstrating Her Particular Reaction
to the ¥Window as A Symbol of Escape
from Her Confined Life." .

Episode Fours "Maria Josefa, the Senile
Grandmother, Enters, Stealing from her
Own 'Closed Room' and Gleefully
Mimics the Personalities of Bernarda
and Her Daughters.”

Episode Fives "Angustias Flirts with Her
Betrothed at the Window and is Dis-
covered by the Grandmother Who Flees
from the Alba Household Forever.,"

Episode Six: "™Adela Prepares for g
Rendezvous with Angustias® Fiance Who

~v.1s Her Secret Lover; She is Discovered
by the Jeslous Mertirio., They Quarrel
but Adela Eludes ler Sister and Runs
to Her Tryst. Martirio Fromptly
Reports This Meeting to Bernasrdal”.

Episode Seven: “Adela Returns and Openly

" Defies Her HMother but Ultimately
Commits Suicide Belleving That Her
Lover Has Been Shot by Bernarda."

Episode Eight: "The Tyranny in the *Closed
Room' Continues.”™

Accompaeniment

Costumes

Hoir Styles

5tage Properties

Stage Set

Summary

vii



Chapter P age
IV, SUMMARY AND RECOMMENDATIONS FOR FURTHER
STUBiES ® e # s 8 @ e a5 + e e » 8. » . » LI 126

Summﬁry }
Recommendations for Further Studies

APPENDIX, + o o ¢ 4 o ¢ o o ¢ 4 o s s o s s « o o « o o« 138
Sketches of the coétumas. e v b e e e b s s e s e s 189
Photographs Iilustrative.of the ﬂancéaurama o

_Entitled Reguiem In A Closed Boow . . . . . . . 148
Programs on Which Reguiem In A Closed Room
ADPEBES ¢ + o o v o o o o o o s oo e o e s .. IT1

BIBLIOGRAPHY. + v + v o v o o o v o on a s o e o w o 176

viii



CHAPTER I
ORIENTATION TO THE STUDY

Introduction

Dance and dromas are thaAtwb art formp most closely
related among ell of the arts. John Martin, the outstanding
dunce critic and author, substantiates this statement ag he
affirms that the dancer and the actor sre in truth the seme
being; the difference exists only in the purpose of this
being.l The dancer seeks to interpret the individual respond-
ing to the universe at s given moment in time and space while
the actor is concerned with a specifiic charaseter in e partice-
ular situation or plot.a

Both dance and drama employ movement as their medium
of expression and both share s quality of sound with their
action, Sound for the dancer possesses the same symbolic
quslities as the dancer's movement while the sctor's comparable
sound quality is more exsct in thet it comprises all forms of

speech and oral exprassion.3

Yyonn Martin, Introduction to the Dance (New York:
W, W, Norton and Company, Inc., 1939), p. 83,

°1bid., p. 84,

Sipid.



The dividing line between dence and drama is very
thin. When a dancer ceases to experience an emotion himself
but, rather, uses his body as an instrument for the interpre~
tation of en emotion, feeling or ides, he assumes another
personality:; Thus the dancer becomes an gctoxr but not in
the sense of dramptic form. If, however, the dancer inter-
prets e series of resl or imaginery events, he enters upon g

1 Many dance

Sequenca 0of getions relevant to drasmatic form,
compositions ere nerrative in type aend, therefore, imply both
distinet charactgrizatinus and discernible plots. Whether
these elements are prasentedvin;a detailed or skeletal fornm,
they contribute to the unified structure which shapes the
sequence of movements comprising the dance composition,
Dance in dramatic form exists when it is coﬁcerned with &
sequence of occurrences from which the total experiencing of
an idesa, emotion or mood emerges,a The more realistic the
movements used to portray these events, the more they belong
to the realm of drama rather than to that of dance.

The besic formula for dramatic form is comprised of
a central theme, the introduction of a counter-theme in direct
opppsition to the first theme, and a crisis between the two

opposing forces from which one emerges vietoriouslyga This

Yipia.

s i ottt

b

Ibid.

2

Ihidt, p. 850



formula is also gpplicable to dance, Dances based upon
intense emotionnl quelities utilize only the emotional experi-
ence of the clash and the climactic outcomes characteristic,
of drama whereas dances of @ purely lyrical ngture are
removed altogether from the conflicts of the drematic furm.1
The dance<drama, iﬂcorpnruting-within'nne structure both the
intensity of conflict and the lyricism.of harmony, may be
said to fllustrate the dramatic form in its entirety.
Martin points out that dance snd drams are, in reality,
different levels of the same art.® At times dance and drama
are separated by & nerrow margin only; st times the two forms
are interwoven; and, at times, both dance and drama are
antuéliy one art., The materials or basic elements are the
same for both ahd it is only the approach’té combining these
elements which reveals the difference between the two arts.
The approach to composition for dance is through rhythmic
movement abstracted from the literel representation of the
subject whereas the approach to dramp is through action beased
upon nstural physical‘responses.s Both the dancer and the
sctor rely upon their personal emoiional associations with
1ife for translation of thematic content lht§ movement oy
action--~dance or dreama.? Movement will always be essential

to the actor and dramatic interpretation will remain necessary

1piq. | | 21pid.
ngﬂ}i{i. 4Ihid-' p. 860



to the dancer. In the opinlon of the investigator, dance~
drama, universsl in its eppeal snd in its employment of the
human being es its medium, is the closest to life itself and,

therefore, the most communicative of sll of the arts.

Brief Historicel Survey of Dgnce~Drama

9auce~dréma begen with primitive men., Magn wes sur-
rounded by movemeﬁt and sound when he came intd being for
both existed in the natural world of wind, waves, storms and
shifting clouds, Priwitive man was a part of nature and
nature was synonymous with rhythm. The primitive at first
felt only his immediate emotions. As time péssed, he felt
a desire to communicate to others his memories of these emo-
tions and to describe his reactions to the world sbout him.}
Since words did not exigt, man could relate ﬁis adventures
only through movements and sounds; thus, & sponteneous, rudi-
nentary form of dancé~drama came into being as the earliest
form of communication between human beings. The rhythm of
movement and souhd releted a story; the movements were dr a=-
matic rather than realistic; and en sudience was present as
the receiver of the remembered experienca.2 Primitive man's
rhythmic expressive movement was the beginning of all art

expressions in the human race.3

lporis Humphrey, “Dance Drama," The Dance Hag Mgny
Faces, ed. Yalter Sorell {(Cleveland and New Yorks The World
Publishing Company, 1951), p. 20,

°Ibid., p.21.

STed Shawn, Dance Me Must (Pittsfield, Massachusetts:
The Eagle bFrinting and Binding Company, 1950), pp. 9-10.
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As man in primitivé society developed from the indi-
vidual and femily fnto a clan and tribe, new emotions and
events arose which he expressed and communicated through dance
gnd drama. Primitive man developed dances for preperation
of and victory over battle, dances of courtship, dances for
merriage, dances for birth and dances for death.lw‘ﬁsvprimi-
tive man began to settle in one ares and cease romming the
land as a nomad, he developed dences for tilling the soil,
planting the seed, praying for rain snd hervesting his crobs.g
Emotion, rhythm gnd desire for communication were ever present
to infuse these dance movements with dramatic feeling for
without these three alements inherent in man, there would be
no mémories, no adventures, no feelings of hope and despair,
joy and sorrow, either to appreciate or to share. The oldest
and most direct approsch to dramg was through dance} there-
foré. since every potential axperience and expressive move-
ment of which men is cepable is inherent in the human bpdy.3

48 civilization advanced, movement and sound continued
to play their dual role in daily 1iving., In Egyptian culture,
for example, dance and drema became a part of the elsborate

ritugl of daily life.4 Through dance~dramg, the people were

educated in their religious doctrines and observed their

111)1{2" p. 100
21bid., pp. 10-11,

SHUmphrey, op. cit., p. 21,
41nig.



1 At the same time, a secular form of

prescribed rituals.
dance and drama existed through the sctivities of professional
performersi2

The height of the development of dance-«drama was
reached in the period of Grecian culture and, specifically,
in the Greek trsgedy.a-'ln Greece, dnhaa gnd drams were not
only inseparsble fronm religious'rituéls but they were an
important adjunct to military training snd a populsr aspect
of recreation in which the Greek theater played an integral -
part.4 Gradually the drams became the dominant element in
the development of the Greek tragedy and overshadowed in
importance the complementary element of dence.® But the
innate impulse to dance persisted among the’paople and con=
tinned in their private lives, taking the form of pantoumimic
dances. These sotiricel performances opened the way for

drama removed from dance as an essential complemant.e

2Lincoln Kirstein, Dance (New York: G, P. Putnams'
Sons, 1935), p. 11. '

3Humphrey, op. eit., p. 21,

' 4Curt‘3achs, World History of the Dence (New York:
Bonanza Books, 1937), p. 8.

Sﬂumphrey,‘gg. cit., p. 22,

6Reginald St.~Johnson, A History of Dancing (London:
Simpkin, Marshell, Hamilton, Kent asnd Company, 1906), p. 34.



mhén the Romang came into power, they adopted the
Greek arts including dance and drama but gradually degraded
their purity of form and their ritualistia_purposes.‘ The
Greeks had maintained s perfect balance between song, verse,
dance and expression whereas the Komans,yiaﬁking in taste and
obsessed with worldliness and power, éxagger@ateﬂ;and distorted
the subtle aspects of mime and spectacle whi&h were charscter-
istic of the lyrie danca—drama.zi The pantomimic dance-drema
was developed as an independent expression of art in Rome and
flourished under the rule of the Cuesars.d

After the fell of the Romsn Empire, thestrical dance
and drama céased to exist openly for almost a thousand years.4
It was tﬁe prectice of the early Christian Church which saved
dance~drama, continuing ft as a part of the rituel of worship.5
These religious rituals known as "Hysteries," "Morelities" and
"Hiracle Flays," were dramatic treatments of religious themes
inierspersed with dancing.® When these pantomimic dance~dramas

became too seculer for performance in the church, they were

relegated ultimately to the market place and, &8s the practice

IShawn, ep. git., p. 13.
2Kirstein, op. cit., p. 40.
?;g;g., p. 49.

4LQLQ., p. 57.

5Troy and Mergsret West Kinney, The Dance (New York:
Frederick A. Stokes Company, 1914), p. 29, '

6Shawn, op. cit., p. 16.
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of ssceticism became dominent in the doctrines of the churches,
dance~drama and other secular forms of art were removed .
entirely from any official récognition by the church.! Dance-
dramg still survived at this time, however, through the efforts
of smgll, insecure bands of strolling performers who traveled
about the country performing the remaiuing‘frggments of
thestricsl art.? The “commedia dell' arte" was another type
of thoatey which combined the elements of dance and drama; in
this type of dramatic presentation, actors improvised comedies
upon a “subject,” or a plot., After a company presented the
same improvised comedy many times, it was no longer impruvised.av
"Lazzi"” or jokes were ingerted into the story and were pri-
marily pentomimic and often had very little to do with the
stage action,? o

Dance-drama, in common with all of the'arts. came
to life ageain during the Renalssance in the fourteenth and
fifteenth centuries. The folk dances of the peasants were.
refined, polished and performed in the courts of the nobility.
Elaborate pageants were held in the courts in which the

courtiers danced in lavish costumes, often symbolic, and

1bid.

Wt

2Kirstein, op. cit., p. 96.

“f.enneth Mecgowan and Willism Melnitz, The Living
?gage (Znglewood Cliffs, New Jersey: Prentice~Hell, Inc,,
55), . 1\45. .

X

“Ibid., p. 106.



enacted characterizations of men, beasts and mythological
gods.l In France, these extravagant entertainments were
called "masques"” because of the masks worn by the performers
and were the natural percursors of the ballet since they
attasined such importancé thet individusls trained and recelived
psyment, for perfﬁrmiug‘in them,2 1In 1661, th¢ technique of
the classicsl ballet was crystallized into & set system of
disciplines and movements.sl The elegant but stilted court
ballets still existed until the eighteenth century when
Noverre, called "the Shekespeare of the Dance,” broke with
the established forms and fashioned his ballets into vivid
dance-dramas.?

After the French Revolution, ballet began to decline
and reached a somewhat sterile and steréutyped state.% 1In
the nineteenth century, the progress of dance-drams was
eclipsed by the phenomenal development of nusic, poetry and
drama as other distinct ért forms. The dance-~drama, however,

lost its qualities of art and served the public as a means of

amusement only.6 Noverre was one of the few who had anticipated

IShawn, op, cit., p. 14,
2Wa1deen, "The Dance Has Kany Faces,” The Dance Hass

Hany Faces, ed. Walter Sorell (Clevelsnd and New York: The
World Publishing Compeny, 1951), p. 239.

Sﬁinney, op. cit., p. 49.
éShawn;'Qﬂ' cit., p. 18,

YIbid.

GNumphrey, op. eit., pp. 25-26.
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this disaster and hpd attempted to rescue dance-drams in his
approach to ballet choreography.! Im the twentieth century,
dance~drama was again forgotten until the Russian Ballet,
with Michueel Fokine as the choreogrepher and reformer of the
ballet, revitalized tha form and'raéeﬁled to the world:
srtistic spectacles wﬁich fused dance and draga once more.2

A new wave of dauce‘inhuvﬁtors followed the mdvent

of the Russian Ballet.s

Through their influence, dance
experienced a rebirth in America and its vital progress msde
the United States the dance center of the world, Although
dance-drema sppeared sporadically in the new form of dance
and was restored gradually to an important place in modern
dance choreography, it has not yet attained the high dagrée
‘of development in which it once gleried.4

The essence of dance includes all forms of movement
through which the dunearyaxprasses his being by using the
body as his medium.® The essence of drama is the expression
of emotions and idems in relation to life in specific situations

and to all interasctions of particular human beings in these

libhid., p. 26.
21bid.

31 bid .

4Shawu, op. git., p. 21.

Siiumphrey, op. cit., p, 27,
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situntions.l There will always exist moments in drame when
words become‘inndequate as & medium of expression for these
emotions, Primitive man instinctively expressed his being
through movement snd rhythm, When words become unnaturel
and artificial, movement still retains the truth. When emo~
tions hecome too ovefpowering to sllow true expression
through a selected languasge, the movement of iha body becomes
the only medium left for total expresﬁion.z According to
Terence Gray, "In art it should be as it is in life; . . .
the use of the human body rather than the intellectualised
spoken work is the medium that is most essential for drametic
art.®3 In the opinton of tﬁa investigator, dance and drama
are inextricably lnierrelated to such a degree that the two
arts merge naturally and become one form, that of dance~drama.

The following 1listing of dance-~drames produced during
the period of 1935-1965 was compiled to represent the progress
made in restoring dance-~drama to its ﬁrﬂper place in the arts
in America today., The dance-dromas répresanned in the listing
were selected from among @ larger number of those produced
during the past thirty yesrs. The ones chosen by'the fnvesti~-

gator exemplify only those dance-dramas crested by artist

Irerence Gray, Dance-Dramg (Csmbridges W, Heffer and
Sons Limited, 1926), p. 27.

21pid.

e
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choreographers or those compositions based upon literature
of recognized merit,

Although the dance~dramas listed date through the
years of 1935-1965, it would be remiss to present an accurate
account of the progress of dance-drams without mentioning
the great contributions of Ruth St. Denis and Ted Shawn to
this art prior to these dates. The following selections were
taken from a much larger group éf unique and elpborate dance-
dramas performed by the Denisghawn Dencers around the world
from the early 1900"s through the early 1930°'s.

zgg,gmggig,ggggg gg,S1iA y performed in 1926 during
an Oriental Tour, depicted the legend of the Hindu Trinity--
Brohma, Vishnu and Shiva. Moniii Gari, presented in the seme
year, portrayed s Japsnese Legend and was nlso & part‘of the
progrem for the Oriental Tour.l Two dance-drsmas of American
Indian dérivatlon were The Feather of the Dawn, based upon
‘legends of Hopi Indian tribnl\dancea, and Xochitl, based upon

8 Toltec legend. The Sipmese Ballet, The Egyptian Ballet and
The Death of » Bull-God were three dance-dramaes produced in
the period of 1915 through 1930.2 The Sismese Ballet told
the story of the Hindu epiec poem entitled Rgmayan., The
Egyptign Ballet related the legend of Isis and Osiris. The
Desth of a Bull-God re-enacted the legend of the Cretan

Minotpur and the downfall of the Cretan civilization.

Y gtherine S. Dreier,’ghghg IThe Dancer (New York:
Societe fnonymec, Museum of Modern Art, 1933), p. 80,

2Ibid., p. 81,
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A selected list of outstending dance~dramas created

and produced during,the period of 1935-1965 follows.

Period from 1985-1945

“_ggig Eroce ggggggl, crepted by Jacques Cartier in
1935, was @& dance~drama bused upon Bihlical litarature.l
Another Biﬂ!icai thema was yrasanted in ,&_ Eternsl g;gg;ﬁgl
1937, choreographed by Gluck~$nndor.2 Eleanor King was
inspired by the poetic drama Ycuro to shoreograph < 6ance~
drana of the seme neme in 1937.3 Trojen I id nt, 1939 by
Helen Tamiris depicted the Trojan War as rauouutad by Homer
and Euripiﬂes.ﬁ Martha Grahem's danﬁeudrama §xg£g,§Q§L‘L§Q£
Circus, 193?, was baaéd upon Vachel Lindsey's poem of the same
titie, S gggggggdggg,gag‘Fv ieg, 1944, choreographed by Hanysa
Holm, interpreted Aeschylus' uléssiaﬁl dremazxﬁgiggggglggg,ﬁ
Doris Humphrey based ;gggegt,'1944, upon John Ruskin's Sesame
and the Lilies which concernsd an Englishman's death in the

lgervaise Butler, “bDance Eeviews,“ Dance Shserver, IX
(March, 1935), p. 26,

2%pance,” New York Times, December 6, 1936.

3p1vertina Vitak, "Dance Events Reviewed," The
American Dancer, II (March, 1938), pp. 18-19,

ve1 4*pance Reviews," Dance Observer, VI (November, 1939),
p. .

Ivrhe Dancing in Bance,“ ﬁgug ggerver, XI (April,
1944), p.di.

| ﬁr. ﬂ., "Ravicws of the Month,"” 2&&3&..&£~w1££s X
(October, 43), p. 92.
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~ yemr of 1865, The Biblical story of David and Gol was
the thematic source for Chuarles Weldman's dance~drama of the

same title produced in 1945,2

erg g frum 9§6~19§

Hartha Grahem chorsographed four outstanding dance—
dromas baséd upon the psynholagical aspects of the churscters
involved rather than 1£teral interpretatiuns of the person-
alities portrayed, Her gggg of the Heart, 1948, was a repre~
sentation bf Euripides’ ﬁgggg.ﬁ In 194?, two dance«dramas
.weré offered to tﬁé}publiu; Egggnd,igﬁg ggg Haze tranglated
aspects of the Greek legend of Eggggng‘g“giwgw Hinotaur by
Sophocla3°4 High& Jdourney was based upon Sophocles® Qedfipus
Bex.9 Hartha Grahsm in 1950 creasted Judith, wotivated by
the Apocryphal story of Jugjtgjggg_QD;oggxg‘glﬁ |

Choreographers of dance~dramas during this period

were often inspired by the poetic dramas of Federico Garc{s

lGervaise Butler, “Review of the ﬂonth, Dance
Observer, XI (Apriti, 1944), P 39

: 2poris Hering, "The Hoderns in Concert," Dance, XX
(Februsry, 1946), p. 27.

‘ SRobert Sgbin, “"Reviews of the Month," Dance Observer,
XII11 (June-Jduly, 1946), p. 73.

- 4nGrahem, Hawkins, Bettis, New York Hersld Tribune,
March 9, 1947.

SReed Severzn, "Reviewers' Stand," Dance Maggzine,
XXI (June, 1947), pp. 7 and 38.

®soris Hering, "Sesson in Review," Dgnce Meqazine,
- XXV (February, 1951), p. 12.
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Lorca. Valerie Bettis produced Yermg! in 1946 and Doris
Humphrey created Lument for Ignpcio Sgnchez Meiias® during
that same year. The House of Bernsrda Alby was choreographed
by Dale Edwa?d Fern for his dance group in 1953.3

Other proﬁinent dance-d ramas produced during the same
interval izcluded such compositions as Qﬁ,ﬁg&ﬂ&x;ﬁigmgﬁ, 194&;
based upon Ghaucér's paetic tnles‘anﬂ chureugrabhéﬂ byrﬂiaa
Foneroff.4 Jesse Jumes, 1946, a dance<drema by Peter Homilton
was on interpretaiiun of the legend of Jesse Jumes .3 The‘:
novel Green Mangions was the thematia source for Patricia
Newnsn's dance-drama of the identical title in 1948.5% Merle
Marchowsky was iﬁs?iréﬂ by Sophocles® Autigone to create her
veréian of the play ih dence furm‘in 1948.7 cggmgggg, 1948,
nhoiedgraphad by Sophie Maslow, wes an interpretatibn of aing

Lardner's short story of the same title.® José Limén, in

1Dav1d Zellner, "Reviews of the Month," Dance
Observer, VI (June-Jduly, 1946), p. 76.

N 2Ann Hart, "College Correspondence,” Dance Ohserver,
VII (August-September, 1946), p. 83.

3. 6., "Reviews of the Month,” Dance Observer, XX
(March, 1953), p. 42.

4Robart Sabin, "Reviews of the Month," Dance
Observer, XIII (December, 1946), p. 122,

~ Sjohn Martin, "The Dance: Majority," New York Times,
December 15, 1946,

bNik-Krevitsky, "Rev " ‘ * Dan
- y, "Reviews of the Honth," Dgnce
Observer, XV (Hay, 1946}, P. 57 Ik '

?hary Anne Phelps, "Reviews of the Month," Dance
Observer, iV {(June-July, 1948), p. 74. ‘

4 OtNew Dance Group Festival Series,” Dance Maaazine,
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1949, created The Moor's Paysne based upon Shaekespeare's
drama Otﬁgllg.l Valerie Bettis' As I Lay Dying, 1948, wes
a dance~drama based upon Willigm Faulkner's novel of the
same~uame,2 The Dybbuk, the title of both the dance-drama
and the play by 8. Ansky, was presented in 1951 by Anng
Sokolow,? In 1952, Hina Fonaroff produced the dance-drems
Lazsrug based upon‘Launid Andreyev's short story b%’the éame
title.? .John Steinbeck's uévelAgi,&ng‘ggg,ﬁgg inspired
Linde Hargolies to choreogreph a dance-dreme entitled Curley's
Hife in 1952.% Lot's Wife, 1953, created by Natsnya Newmann,
was based upon tﬁe raiated ﬁiblicallaeaouut.é Doris Humphrey
choreographed Ruinsg ggg £L§gggg; 1958, es a definition of the
poen "The Fates* by’ﬁtephen Syendér in the form of s dance-
drema,’ Sundered Mgiesty, 1955, was the title of the work‘by

Hyre Kinch based upon Shskespesre's drame King Lear.®

IN{k Krevitsky, “"American Dance Festival,” Dance
Observer, XVI (august~September, 1949), p., 96,

2john Hlartin, “"The Dence: Bravo,” New York Times,
January 16, 1948, ‘

3ﬂnris Hering, "seviews," Dence Magazine, XXV (May,
1951}, P. 8. ' ’ .

4Rnbert Sabin, "Reviews of the Month," Dance
Observer, XIX (Kay, 1952), p. 72. .

‘ SRobert Sabin, "Reviews of the Honth," Dance

Observer, XIX (June-July, 1952), p. 89.

6Nik Krevitsky, “"Reviews of the Month," Dgnce
Gbserver, XX (april, 1953), p. 56. '

‘ TLouis Horst, "Reviews of the Month," Dance Observer,
- XX (August-September, 1953), p.102, '

8Louis Guthmen, "Reviews of the Month," Dance
Observer, XXIII (Februery, 1956), p. 26, :
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José Limdn is credited with four excellent dance~dramas
during this period. Blue Roses based upon Tennessee Williams®
Glass Menggerie, and The Emperor Jones derived from Eugene
0'Neill's play of the same title, were both denced in 1957.1
Barren Sceptrae, 1960, ofiginated frbm Shakespeare's !ﬁg&g&h.z
José Limon's lest dance-drams was produced in 1962 and was
entitled I, Odyssesus as it related the legend of Homer's Odygsey.d

During the same time, Martha Grgham undertook three
stupendous dance~dramas presented again in her personsl style
of péychologicnl-interpretatinq; ’Clzggﬁmgggga;4 1960,
ﬂlgegtgg,s 1966, and Phae ra,é'lﬂbz, were all psychologicsl
translatiané of the corresponding Greek trhgedies.

Other important dance~dramas during this period
include The zggugigggggg 1957, choreographed by Kary Anthony
and based upon Tennessee Williams' pley of the same title

which depicted primitive people of New Nextcn.7 Draculs,

louis Horst, "Connecticut Cailege, Dance Qgggaggg,
XXIV {August-September, 1957), P. 162.

2poris Hering, "Concert Reviews, Qgﬁgg gggzing,
XXXIv (Juneg 1960)' P‘ 2?4

Sporis Hering, "Reviews,” Dagnce ﬂggggﬂgg XXXVI
(October, 1962), p.44.

- “poris Hering, "Yatsuhashl of the Western ¥ild,"
Dance Magazine, XXIV {July, 1960}, p. 39.

su——i-g-" p’ 40'

6Dorls Hering, "Eeviews, “ggug ﬂgggﬁigg XXXVI {May,
1962), p. 30,

Tyalier Terry, "4 Drama in Dance,” New York Hergld
Iribune, November 24, 1957. e : —
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1959, based upon Bram Stoker's novel of the seme name wes
choreographed by Katherine Litz.} The Attic, 1959, crenteﬁ

by Adam Darius related the story of The Diarv of Anne Fran .2

John Butler produced for television a Biblicel dance~drams
entitled Saul and the Hitch of Endor in 1960.°% 1In 1965,
Opheligp waq‘interprated by Jean Erdman sccording to the
Shokespearean drama of that title. 4 Sophie ﬁasinw; elgo in
1965, choreographed her'interprétation of the Dybbuk trange
lated from the novel of the same title,”

Foetic dramass by Federico Garefa Lorca were the
inspiration for ihrea dance-dramas durfng thege some years of
1958-1965, In 1958, Deborsh Eaii‘prnduceﬁrsggduy of Her
Sister wnich was based upbn The louse gi,&g;ggggg‘élgg.ﬁ

Blood Wedding was created by Mary Anthony'in‘the same year.7

lue1ia K. Telberg, “Review of the Month," Dance
Observer, XXVI (March, 1959), p. 39.

25elma Jeanne Cohen, “Reviews," Dance Maguzine,
XXXIV (February, 1960), p. 72. ,

3Dgna1d Duncan, "One Dancer Many Faces," Qggﬁ,
Hagazine, XXXIV (October, 1960), p. 30.

dpgnce News, XLVI (May, 1965), p. 13.

Sanatole Chujoy, Dance News, XLVI (February, 1965),
p. 10,

5Smith, op. ¢it., p. 136.

7 ' ‘ ‘
I, B., “"Reviews of the Month," Dance Observer
- XXIv (3anuary,’l959), p. 8. ! '
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Joan Kerr produced Barren Song in 1965 as a choreographic trens-
lation of The House of Bernerds Albn.!

In summation of this selected listing of outstanding
dence~dramas spanning the yeors from 1935 through 1965 and
inclusive of the Denishawn dance~drsmas produced prior to
thot peiiod? prevalent themes utilized by choreographers con=
prize Orie;;al mythology, Biblical legends, Greek irage&ies,
Shakespearean plays, ciéasical and contemporary literature,
modern American dramas and the Spanish poetic-plays of
Federico Garcis Lorca. |

Whether the dance-drams exists as a literal transla-
tion in narrative form, s pantomimic interpretation, sn
abstractiah.or & psychological elaboration of a chéracter's
emotions for whieh’wede'are inadequate, the choreographic
form of the dance~drame remains an important art form exem-
plifing the inter-relationship of the two arts of dsnce and
drama. Dance-drama stands as‘gn inexhaustable challenge to

the modern dance chorcographer today.

Statement of the Problem
The investigator's background and experience in modern
dance, her fomiliarity with ell forms of Spanish dance and
her interest in the drema contributed to her desire to under~
take @ creative thesis 13 partisl fulfillment of the require-
ments for & Master of &;ts‘degrée to be conferred by the Texas

Woman's University in Denton, Texas.

lngnce Newg, XLVI (March, 1965), p. 5,
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In order to combine these three areas of interest and
experience, the investigator undertook to develop and to
produce an originasl dance~drama in modérn dence idiom based
upon the play entitled The House of Bernardas Albg by Federico
Garcis Lorca. Thig choreographic problenm enablad her to.
engage in gfeative research in the fields of modern dance,
Spanish danée, and érama, '

The original dance-drama developed by the infestigator
was entitled Requiem Lé,ﬁ,tlngeg ﬁggﬁ and d§pietad~the tiggedy
resulting from the desire of a dpminérring mother for complete
possession of the lives of her five daughters when the youngest

determines to escepe from the tyfauny of "the closed room.”

Definitions and/or Explanations of Terms

The following definitioné and/or explanations of terns
are presented in ofdeisto insure common understanding of iheir
use throughout the proposed study:

1., Dance~-Drama: The investigator accepts the defini-
tion of dance-drama by Webster as "drama conveyed by dance
movements, ™1

2. HModern Dance: The investigator accepts the
explanation of modern dance by Margery J. Turner who States
that |

Hodern, or contemporary, dence is sn art form that uses
movement as a medium of expression. It is the result

lphilip Babeock Gove (ed.), Webster's Third New Inter-
Bgtional Dictionary (Springfield, Massachusetts: G, and C,
- Merriem Company, Publishers, 1961), p. 573.
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of intentional ardering of movement by e choreographer.
The movement is ereated in response to the re-experi-
encing of emotionasl values, which ere thus given a
new existence. The expressive movement is highly
selected, spatislly designed, and organized through
rhythmic structure; the result is the. communioftion
of an idea, mood, feeling state, or situation.
3. ﬁance'Composition: The investigator asccepts the
definition of dance composition by Margaret H'Doubler as
oo . the way in which inﬁer,experience'is brought
into existence by technique, not only as skillfully
executed movements, but as artful relating and
integrating of these movements, so that their orgeni-
zation results in a dance symbolizing unity between
content and the form of its expression.2
4., Choréography: The investigator sccepts the
definition of choreography by ﬁargery J. Turner as "The art
and craft of composing au dance; the construction and ordering

of movement, phrasing, rhythm, design, and d?aamica."a

?uiposes of the Study
The primary purpose of this study was to choreoygraph
a dance~drgma in modern dance idiom based upon the play
entitled The House of Bernardas Albs by Federico Garcia Lorca

which, in turn, was entitled Reguiem In A Closed Room.
Further purposes included teaching the completed choreography

4argery J. Turner, Hodern Dan e:ggr High School gnd
Q%L;ggg (Englewood Cliffs, ﬂew Jerseys Prenticaaaall, Inc.,,
1 57), pi 1'

Margeret H'Doubler, Dance A Creative Art “ggguggggg
(New York: F. S. Crofts and Company, 1940), p. 147.

SMargery J. Turner, Dance Hpndbook (Englewood 611f£s,
) New Jersey: FPrentice-Hall, Inc., 19%9), p. 128, :
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to ten students selected from those comprising the Modern
Dance Group of the Texas Woman's University, Denton, Texas;
during the scademic year of 1964-1965; presenting the originél
dance-~drama in g series of public performances; and preparing
a written report of the study as a whole includinﬁ a8 degcrip~
tion of thﬁieriginal dance-drsma with respect to the choreog-
graphy, the‘accompanimént, the costumes, the hair étyles, the

stage properties and the stage set,

Limitations of the Study

The nhoreegr%phy fér the original &ance«drama entitled
Requiem lﬁdg ﬁ;ﬁgeg Room developed in conjunction with this
study was 1imited in themsatic source to“episodas selected
from the plot of the play entitled Ihe House of Bernsrds Alba
by Federico Garcia Lores which,'in the opinfon of the investi-
gator, were most adéptable to presentation through the medium
of modern dance, The study was limited further by the crea-
tive ability of the investigator in the development of choreog-
raphy within the scope of the dance skills and dramatic
capabilities of the students barticipating in the study. A
limitation of iwenty minutes was estpblished for the presenta-
tion of the original dance~drema. The number of participants
comprised ten students selected from those compriéing the
Hodern Dance Group of the Texas Women's University, ﬁenton,i

Texas, during the academic year of 1964-1965.
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Sources of Data
Both documentery and human sources of data were

utilized in the development of the present study. Documen-
tary sources of data included theses, dissertntiuns; research
studies, books, periodicasls, newspaper articles and other
available qftarials peftinent to gll phases of the study..
Human sourc;s of data included members of the inveétigatcr's
Thesis Committee in the College of Health, Phygical Education
and Recreation and 1n the Department of Speech at the Texas
Woman's University, selaéted authorities in the fields of
dance, music, costume degign and stage production st the Texas
Woman®s Univereity, and ten members of the Hodern Dance Gtoup
of the Texas ﬁoman's UniVérsity wﬁa participated in the public

presentation of Requiem In A Closed Room.

Sutvey of Previous Studies

A survey of completed research disclosed that the
study, Regggém In A Glgéed‘gggg, did not duplicate that of
any other investigator., The following summaries are illug-
tretive of previous studies relsted to this study in that
they are creative theses in the field of modern deance:

P‘rimm,1 in 1954, developed and produced in a series
of public performances an originsl dance-drams based'npdn

selected episodes which teke place in e city perk. Various

lcarolyn Primm, "An Originsl Modern Dance Drama Based
Upon Selected Lpisodes in a City Park Entitled: Cross-Town
Promenade” (unpublished Master's thesig, College of Health,
“ Physical Educestion end Recreation, Texaes State College for
Romen, now kunown as the Texas Woman's University, 1954),
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moods and activities of groups pessing through the park were
depicted in the dance-drame, unified by the underlying theme
of reading a newspaper, Thé written report of the study
comprised background materiasl and s description of the dante-
drema with respect to choreography, accompaniment, costumes
andlighting. An Appendix included photographs of stage.
properties,'lighting-and switchboard charts and dance concert
programs upon which the dance-drama appears.

The present study is similaor to Primm's in thset the
investigator was concerned with ;hé development and production
of a ﬂanceudrama;‘salectad students from the Hodern Dance Gfonp
of the Texas Woman's University és pariici?aﬂts, worked closely
with the accompanist-composer of iha‘ﬁodern Dance Group with
respect to the deveiopment of the sccompgniment for the dance-
drama choreographed and prepared a written report of the study
as a whole, The ;nvegtigation differs from Primm's in that the
present investigator was conéerned with the creation of a
dancé-dréma haéed upon Federico Goreia Lorca's play entitled
xgg,ggggg of Bernards Albg whereas Primm's dance-drams depicted
episodes and perspnaiities’within the séxting éf 8 city park.

In 1956, Smithl developed and produceﬁ in a,siqgle

R
performance & dance~drama, the Te Deum, at the St, Barnabas

| 1Eloise lannn Smith, "A Dance Dramas with Original
Music and Choreography of the "Te Deum” (unpublished Master's
thesis, College of Health, Physical Education and Recreation,
Texas Staote College for Women, now knowr as the Texas Woman's
University, 1956},
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Episcopal Church in Denton, Texss. The written report of the
study includes a description of the dance-drema developed
with respect to the choreography, eccompaniment, costumss,
lighting end stage decor. Smith composed the musical sccompani=-
ment which was scored for two voices~~sopransy and baritoneg~-
with a soprpno recerder accompanying the voices. The chorcoge
raphy followed clogely the words of the textuand4tﬁe meagures
of the music of the Ie Deum. | |

The purpose of the present study is similar to Smith's
in that the present investigator developed and produced in s
series of public ﬁerformances 8 daﬁce~dtama composed in modern
dence idiom and prepared a writtén report of the study as @
whole, The two studies diffar, however, with respect to :he
thematic sources utilized in the development of the modern
dance presentations, the subjects participating in the dances
and the composition of the accompaniment. The participaﬁts
in Smith's study included children and asdults of both sexes
who were relatively inexperienced in danceymévement whereus
the participants in the present study were selected members of
the Modern Dance Group of the Texas Woman's University., The
composition of the accompaniment for the dance-drema, Ie Deum,
was developed by Smith whereas the present inveStigator’worked
c;osely with thé accampanist-sgmposar of the Modern Dunce Group
of the Texas Woman's University in the development of the |
sccompaniment for the &aneéudrama choreographed, Choreography

- ip the present study was based upon episodes taken from
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Federico Garc{a Lorca's play entitled The House of Bernarda
Albs whereas Smith's choreography was based upon a‘paft of
the Episcopal Liturgy, Ie Deum Lgudamusg, as its thematic soufce.

In 1961, Reed! choreographed and produced in a series
of public performances & suite of five modern dance conposi-
tions based upon selectedIStages of wonan's life. The dence
sequences depicted tha'stagat of infanecy, childhooé, adolescgnce,,
sdulthood and old age, respectivaly. Reed's written report of
her study is comprised of sociological and psychological back=~
ground material pertaining to the study, and descriptions of
the original modérn dance compositions with respect to the
choreography, accompaniment, ¢o§£umes and lighting; An
Appendix of the thesis includes pﬁntographs illustrative of
selected movements chorecgraphed in the suite of modern dance
compogitions, a sketch of the basic costumes wora throughont
the productfion of the suite, g composite lighting chart and
dance concert programs which 115t the original modern dance
compositions wﬁich were developed in conjuhction with the
study. |

The present study is similar to Beed's in that the
investigator was concerned with the choreography and produce
tion of an ofiginal work in modern dance idiouw, selected parti-

cipants from smong the members of the Modern Dance Group of

~ lann I, Reed, "Profile of Woman: A Suite of Five
Origingl Modern Dance Compositions Baged Upon Selected Stages
in Woman's Life" (unpublished Master's thesis, College of
Heglth, Physical Education and Recreation, Texas Woman's
~ University, 1961),
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the Texas Woman's University, worked closely with the acconm-
panist—compaser of the Mnﬁern Dance Group in the development
of the accompaninment for the choreography of the dance-drams
and prepared a written report of the study as a whole, The
present study differs from Reed's in that Reed was concerned
with stages in the life of woman as the thematic material for
her suite w;ereas the present investigator used Fe&erioo Garcia
Lorca's play entitled ggg ggggg.ngBe;gggdg.aégg as the thematic
source for the choreography of her original dsnce=drama.

Wall,l in 1957, deve;opeﬂ snd produced in a public
performance an original grouﬁ*of'mudarn dances based upon the
themes implied in her titlewfggxg.ﬁg,ﬁggﬁg. The choreography
was concerned with the relationxhip of men to women and
wonens® new freedom obtained after a iransitiqnal period in
society. The written report of the thesis includes a descrip-
tion of the modern dance composgitions with respeect to the
choreography, accompaniment, costumes, stage set, lighting
chart and curtain plet. To the foxegainu‘fepsrt, Wall attached,
in booklet form, a‘record of her choreography in Labanotation.

This research study is similar to Wall'’s in that the
present investigator wuas concerned with the'davelopment and
production of original works in modern dance idiom, selected

women students as participants end prepared a written report

, Lule Hergaret Wall, "Ways of Women™ (unpublished
Msster's thesls, The Women's College of the University of
North Carolina, Greensboro, 1957). -
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of the study as a whole. The present study differs from
Hall's in that the investigator was concerned with the crea-
tion of a dance-dramas bssed upon Federico Garc{a Lorca's play
entitled, 2&3 §9§§§,9§ Bernarda Albg wheress Wall's originasl
modern dance compositions were based upon the theme Hays of
Homen. Accgmpaniment for the dance-drama developed by the
investigato£ was especially composed by the accompénistw
composer for the Modern Dance Group of the Texas Woman's
University whereas Wall's sccompaniment for Ways of MWomen was
Concerto Grasso for String Orchestre with Fiano Gbbliagto by
Ernest Block. ‘

In 1951, Falluonl-develdhed and produced in & public
performance a dance~drama hased uﬁan the conflict of three
sisters over their father's will, The will was contested in
court and a final decision was reached. Falloon's written
report of the study includes a description of her dance-drama,
entitled The Covetous Sigggx, w1tk respect to the accompaniment,
costumes, lighting and stage decor. Her cﬁoraagraphy was
recorded on film only.

The present‘study is gimilar to Falloon's in that the
investigator developed and produced a dsnce-drama in modern
dance idium,rprepared a written repori of the study as a whole

and selected women students as participants in the original

larian Falloon, “The Choreography, Production, and
Notation of 'The Covetous Sister'" (unpublished Master's thesis,
The Women's College of the University of North Carolina,
Greensboro, 1951),
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dance-drama. The present study differs from Falloon's fn that
the investigator was concerned with a dance~drema based upon
Federico Garcia Lorca's play entitled zgg‘ﬂgggg,gg_ggggggggr
Albg whereas Falloon's dance-dreme was inspired by a newspaper
story which she developed as the plot for her choreography:
Accompnnimegt for the preéent dance~drame was especiglly
composed by the acuompanist«composer for the ﬁoderﬁinunce
Gtoup of the Texas Womuu;s Univéisity wheress the acuompaniu
ment for Faslloon's dance-drams was selected from music pre-
viously composed. Falloon's choreogrephy was recorded only
on film whereas tﬁe choreography for the present study was
recorded in descriptive terms wiia fllustrstive photographs
of sﬁecifin movements and/or scenes in the original dance-
drams developed, -

The House of Bernarda Alba by Federice Garcfa
Lorca as the Thematic Source for the Original

Dance~Drsma Entitled Regquiem In A Closed Room
The investigator®s thoughts on choreography during

the period in which Reguiem In A Cloged Boom was develeoped
were identical with the following statement by Josn J. Woodbury:

Choreography, for the most part is an arduous,
time~demanding endeavor, but the projection of a
dance ifdes into @ completed form enriches the indi-
vidual and provides sccompanying setisfaction which
more than compensates for the inner turmoil experienced
in its creation, '

1Joan J. Woodbury, "Drama as s Source for Chorsography,”

Jdourngsl of Heslth, Physical Education, Recrestion, XXVI
(April, 1955), p. 44. ' '
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In the initisl stage of trenslating the Lorca play
into dance movement, the investigator found that she had to
cope with dromaptic ideas rather than with words. The emotional
conflicts between characters provided these dramatic ideas.
The investigator nnalyzed these conflicts within the written
drama and cﬁrefully selected only the charscters and episodes
which she félt wore most important for the inteiprétation of
the play in modern dance -idiom, The essence of the drama had
to be portrayed within @ twenty-minute limitation; much of
the originel play, therefore, had to be omitted., Basic per-
sonality traits of the characters and their movement proto-
types illustrative of these traits were anglyzad and, on the
basis of these analyses, the inveétigator felt it necessary
to take artistic license in order to tighten the structure of
the choreography to be developed. Seven basic characters
were decided upon to interpret the plot; three additionsl
dancers were chosen to establish a desired mood at the opening
of the dance-drama, The‘sequance of the scenes for the
devaiopment of the‘plot had to be combined narefully in order’
that a smooth flow bf movement and trangition of idess might
be achieved. Decisions had to be made as to where and when
each of the characters should be introduced, what the main
climax 6: the cbmpositian should be and where it should take
piace in the progregs of the dénce»drama, After all of the
preliminary plans were outlined, the movements, themselves,

in the experimental stage crested new influences upon the
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intention of the choreographer and demanded slteration of her
originnl plans,

Important primary concerns for any choreographer of
& dance-=dramg involve the setting of the first scene s0 that
it invites further development of the ideas presented. The
choreographer must decide how many themes are to be intro-
duced gnd w;en esch theme should be projected; how much time
and spece each episode should be given according to its rela-
tive importance to the plot and how the climactic point of
the dance~drama might be achieve@ most effectively. The
choreographer of a dence-drams may take the liberty of elnb=
orating an idea only suggested in the original source in order
to enhance the movement pbssihilities as néarly as possible to
conform to the logical structuring of the work.

The performers selected to interpret the choreographer's
idens are very important with respect to the total success of
the nndertaking. Since the dancers must portray definite
personalities w!thin‘the limits of movement and emotion, the
rules depicted must be thoroughly understood and felt by the
performers. The choreographer must define and explain clearly
the total personality of each character to the prospective
interpretervbf her role. The personality and emotion portrayed
in the #horeography force the dancer to probe into her own
mind_and into that of the charé#tar she will play in order
to fulfill the demands of the role, A creative thesis in the

form of & duance-drame, theréfare, is en inveluable learning
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experience both for the choreographer snd for the partici-
pating dancers.

The preceding discussion has outlined the essential
framework for choreographing any dance~drama. The foilnwing
pages will comprise a description of ihe thematic source
utillzed-by'thé investigator us the plot of the original
dancewdram;’entitled Requiem In A Closed Room,

Briaf Survey 9f the Life of Feuericn
Garcfa Lorcs

In order to anaiyza Federico Garcia Leorca's drams
entitled The House of Bernards gggg, the investigator recog=-
nized the importance of understanding the antﬁo:'% background
as it influenced his writing. A brief resﬁmafaf Lorca's life
follows.

The date of Lorca's bhirth is uncertaih but several
authorities have agreed that Lorca was born on June 5, 1898,
in Fuente~¥aqueros, a8 small village near Granada, Spain. His
parents were well-to-do and were hoth cultured individuals;
consequently, Lorca was exposed at an early age to all of the
major art forms of music, painting, poetry and recitation.}
His interest in the arts was further nurtured by ussociation

snd friendship with many gifted artists end stimulating intel-

lectuals of the time whom he met while attending the

lﬁobert Lima, The Thegtge _L Ggrgfg arcg (New York:
Las Ameriuas Publishing Co., 1963), p. 299,
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Universities of Granada and of Madrid.! Lorca absorbed e
wide and deep knowledge of the erts and demdnstrated his
sensitive awareness of every phase of wrt in the plays which
he wrote snd prad&cad.a In these plays which he both wrote
and directed, he showed u keen insight into the use of
lighting, the designing of the stage set, ccstuming and the

nusical aspects of producticn.a

Hle directed his ftrst play
in 1921 end, in the same year, cbmpleieé~his iirSt book of
poems,d

Lorca's knowledge and appreciétion qf'music derived
from his being'a student of the bigun and a close friend of
¥anuel de Falla, the dis&inguishbd'cumposer.7 Falla was inter~
ested in the antecedents of modern Spanishrmusic and, with
Lorca under his patinnage, they engaged in research into the
V”Cante Jondo® or.“deep song™ of Spaing5 Lorca was aexongly
influenced also by his painter friend, Salvador Dali, who

introduced him to the wrrealist‘wéﬂq.6 In 1927, Lorca

- lEleanmor L. Turabull (trans.), Contemporary $
Poetry (Baltimore: The John Hopkiuns Press, 1945), p. 179.

QLima’ “‘an gi;o’ pq 3GQ-

41-1!3&, ._.EQ Gi.tl, ~po 3‘60'
S1bid., p. 6.

3. B, Tresnd, “Lorce," Lorca, ed. Manuel Duran

(Engéewood Cliffs, New Jersey: Prentice-ﬂail, Inc., 1962),
P .
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exhibited his own paintings ond sketches in Barcelons.!

Along with his other activities, Lorca continued to
write poetry and to recite it to his friends. Through the
recitation of his poetry, both by himself asnd by his friends.'
his poems became known andvloved in hisinative~ﬂndu1usia as
well as outqide'of Spaim2 When his poetry appeared in printed
form, it wa; an immedinte success. In spite of hié succnss,
Lorca was restless and desirous of a chonge-~g desire which
resulted in his living for a year in New York where he was
inspired to write his well-known work entitled Poet in New
York.% Sti1l restless and dissatisfied, Lorca traveled next
to Cuba where he delivered his famous lecture entitled "The
Theory and Function of.the Buegdg;"4 On his return to his
ﬁative Spain, he organized and directed a’tragaling theater
group called "La aarraca.”s’ The return to Spain and renewed
contact with the theater revitalized Lorca's writing energy
and he initiated his famouéltfilogy of plays with the premiere

of Blood Wedding in 1933,6 In the same year, he traveled to

rurabull, op. cit., p. 180,

Eﬂoy Compbell, Lorca: An Apprecistion of His Poetry
(Combridge: Bowes and Bowes, 1952), p. 8.

3Trend; sp. eit., p. 33.
41bid., p. 46,
STurnbull, op. cit., p. 180.
6&ngel del Rio, "Lorca's Theatar,"‘ggggg, ed, Manuel

Duran (Englewood Cliffs, New Jersey: Prentice~ﬁall;‘Ing,;
1962), p. 148, "
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Buenoy Alres to assume the duties of play director there but,
sgain restless and discontented, he returned shortly to
Spaiu.l» |

‘The last years of Lorce's short life were spent in
writing his plays and the grest poem which revealed all of
his gifts of poetic expression.? "Lament for the Denth of s
Bullfightar: was composed upon the death of hisyfrfand,
Ignacio Sanchez,ﬂajias.a His greatest feme, however, remains
in the famous Spanish trilogy of tragedy--Blood Wedding, Yerma,
and The ﬂggggRgg‘gggggggglﬁlgg.4 The third play in thaltrilogy
was completed only & short time before his untimely death.,
Unfortunately, Lorca himself never produced the play for the
public but had, ss was his custam; re«creaied it as herrend‘
it to his friends.”

In July, 1936, the Spanish Civil VWar broke out. Loxeca,
ingpired and seized with enthusiasm for his work and his
future went to Grenada just before the expected military up~
rising. Since he had never participated in politics or in the
Civii War, he felt no fear of traveling freely in his native

country.6 Un August 19, 1@36, howeéer, he was dragged through

lpurnbull, op. eit., p. 180,

 2Trend, op. ggt;, p. 48;
3Edwin Honig, “Triumph of Sensual Reality--Hature

Verse,” Lorca, ed. Manuel Duran (Englewcod Cliffs, New Jersey:
Prentice-~-Hall, 1962), P 95

dima, op, cit., p. 263. Sipid.
®Turnbull, gp. ecit., p. 181.
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the streets of Gransda to face a Fascist firing squad., The
reasons for Lorca’s death are somewhat obscure since he was
not a member of the leftist circles; he was, however, a puwaré
ful personality and en adored hero of the Spanish people. All
of his books were burned but the memory of their beauty can
never be degtroyed;l‘ Like many men of his talent and qeuius,
Lorca'remai;ed relatively uhnoticed during his 1ifetime but
he hes left the world the rare richuess of}hls poetic and
drematic gifts. In the words. of Eleanor L. Turnbull, "Federico
GurcfﬁvLatca is the great interpreter of the collective soul
of the [Spanish] people."?2 |

Federico Garcia Lorca's dramas and poems have been
utilized extensively ag thematic ﬁateiial for dance composi-
tions during the yesrs since 1940. From the period of 1940
te 1950, three well-known dance compositions were basgd upen
thenatic sources taken'from Lorca's writings‘a These included
Doris Hﬁmphrey's Lament For Ignacio Sanchez Hejiss, Vealerie
Bettis' Yerms, and Merle Marsicano's Doloroso.4d

lWilliam Carlos Williems, "Federico Garcfa Lorca,"
Lores, ed, Manuel Durén (Englewood Cliffs, New Jersey:
Prentice~Hgll, 1962), p. 18.

2furnbull, op. cit., p. 180,
‘3Nancy Warren Smith, "Modern Dances Based Upon'
Literary Themes, 1926~1959" (unpublished Ph, D, dissertation,

College of Health, Physicel Education and Recreation, Texas
Woman's University, 1960}, p. 98.

41bid., p. 142.
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Lorca provided choreographers with possibilities for
creative compositions in the latter 1950's, Alec Rubin,
Dale Edward Fern and Deborah Zgll presented dances based
upon the verse-drema entitled The House of Bernards Alba.
Rubin entitled his work Ihe Damghters. Fern named his dance-
drama nfterfthe origingl title of the play. Shadow of Her
Sister was £he title given by 2Zall,l | T

Blood Wedding was choreographed by Mary Anthony.
Harriet Ann Gray oremted a dance to Bgllad of the Little
Square, one of Lorcs's puems.2 ?oris Humphrey choreogrsphed
Dawn in New York and José Limon was inspired to create
Serenats, both works based upon poems by Lorca.® Lorca's
The House of Berunsrds Alba inspire& ﬁgg;gglﬁg&ﬂ choreographed
by Joan Kerr and presented Mgrch 20 and uarcﬁvgx, 1965, in
New York City, New York.4 | ‘

Lorca presenzed}the finele of his trilogy in tragic
love in the play entitled The House of Bernarda ﬂl*ﬂéﬁ
Thematiceally, all of his dramas revolved around a single

axis--"the preservation of honor leads to the frustrétion of

lpiq,
2£QL§.

| 31bid., p. 143.
4pance News, XLVI (Merch, 1965), p. 5.

.
“Lima, op. cit., p. 263.
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love, hence, of 1ife itself; this frustrastion, in turn,
becomes a despaixr which leuads to death."!

Lorce steted that he intended the three acts of the
play to be a photographic documentary.2 This'photogrnphic
documentation of Spanish life in the middle class society of
Andplusia was based upon actual events which Lorcas had
assimileted from experienpes as a youth, The folldﬁing is
an asccount of the origin of the play as told by Lorca to
Carlos Morla Lynch in June of 19361

There's & small village, not far from Gransda, where
my paerents owned a smsll property-~Valderrubio., In
the house which was neighbor and adjacent to ours,
lived "dona Bernarda,” s very old widow who exerted

an inexorable and tyrannicasl vigilance over her un-’
merried daughters. As they were prisoners deprived of
811 free will, I never spoke with them; but I could see
them pass like shadows, always silent and dressed in
black. . . . there was a joint dry well in the confines
of their patio and I would descend onto it to spy on
that strange family whose enigmatic attitude intrigued
me. And I was able to observe them., It was a mute

and cold hell under thet African sun, the sepulchre

of live people under the inflexible rule of the gloomy
incercerator. And that is how Lg casa De Bernards

Albe was born,3 \

It iq also known thét the character of Pepe el Romeno was
based upon Pepe de 1a Romille, the real life lover of one of
the unfortunate daughters in the family. Lorca used his

thematic source only as a point of departure, however, and

11pid., p. 291.
2ihid., p. 2064.

Sthia.
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the plot and cheracters are more creations of his imsgination

than copies from real life.l

ndaptation of the Three-act Play Entitled The
House of Bernsrds Alba by Federico Garofs

Lorca tothe Eight Episodes of the Original
' Dance~Drama Entitled Requiem In A
Lloged Room
The <investigator, in‘iransferring the writtgh text of

the play into movement, attempted to interpret and portray the
dremn as Lorca intended it to be. In this transference, the
investigator found it necessary to interchange ideas within
the play and to take occasional liberties with the cheracters,
episodes and plot of the original drams in order to 1mprove
the choreography in terms of the mnvameﬂts, the emotions
portrayed, the structure and the commuaieatiyaness of the
‘original dance-drama entitled Bequiem In A ciageg4§ggg. |

. The story of the written play entails the intense
struggle of five daughters held under the control of 2 tyran-
nical mother by whom even the thought of love is forbidden.
Bernarde Albsz as the proud authoritarian and supreme ruler of
the Alba femily reflects little emotion. She guards her
household in all of its susterity from anyone who might
attempt to interrupt the stifling atmospheie which she has
created for herself, for her daughters and for the servants,
28 3 result, all live in gloom and depression which ulti-

mately leads to mass sterility of emotions and to suicide,?

lipic., p. 265. 21bid,, p. 263.
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The following discussion is a compafison of Lorca's
play entitled The House of Berngrds Albp with the investi-
gator's original dance-drama entitled Bequiem In 4 Closed
Room:

Lorca intended the setting for the action of the play
to be a white interior with srched doorways and wicker chairs.l
The atmasphére designated is that of a brooding silence us
bells are heard tolling outside. & completely white stage
setting comprised of six Stoﬂis; one elsborate chair and one
arched window resembling Spénish grille work was designed by
the investigator to imply the'cbid and gustore atmosphere
which Lorca intended. An imitation of the bell sound was
produced by the piano necémpaniment at the 6pening of the
composition., The time is snmmer.? The invastiqatnr implied
warm weather by introducing the mime of fanning in th;iopening
scene of the dance-drama. The costumes worn by the dancers
indicated the early 1900's. The investigator selected this
period because it was contemporary with Lorca's life as a k
youth when he ohsetved the fémily'whieh ingpired him to write
Ihe House of Bernarda Alba.

| Lorca's play is cast for ten main chsracters and
asdditionsl "anonymous" women in mourning-a The main char-

ncters éary widely in age and in thefr attitudes towsrd 1ife.

1jomes Grahaanugén and Richnrd L, 0'Connell (tremns.),

Ihree Tregedies of Federico Garcis Lore g (New York: New
Directions Books, 1955), p. 157.

21pid. 31bid., p. 156,



41

Bernarda, the matriasrch, is sixty end considers her mother,
Mgria Josefa, eighty, completely mad. La Poncis, the meid,
is of low lineage, has 2 sense of humor, and is a contemporary
of Berngrda in age.1 The five daughters"raspective ages
ragnge from Adele, twenty; Hartirio, twenty-four; Amelis,
twenty-seveq; &agda!ena,'thirty; to Angustias, who iIs thirty-
nine.2 'Thetiemaining characters comprised of servents and
mourners enter the play only briefly;a

In her version of the drama, the investigator chose
to portray only the personalities of the mother, the grand-
mother, the five daughters and three mourners. The choreoge
rapher took some “poetic license” in,depiating:tha person~
alities of the characters portrayed in herroriginal dance~
drema, The mother ﬁas, as nearly as possible, @& duplicate
of Lorca's characterization of the same figure(in his play.
The choreographer took ihe greatest liberty with the character
of the grandmother. Although the dance interpretation
resembled the character of Maeria Josefa, the personality was
a combination of the grandmother and of the servant, La Poncis,
portrayed in Lorca's play. The senile and psthetic aspects of
the grandmother's personality were supplemented with the wit
end open defiance shown by the servant. The reason for this

interchénge of character was the investigator's desire for

1 ima, op. cit., p. 265.
2Grgham-Lujén snd 0°'Connell, op. git., p. 156.
3Ling, op. git., p. 265.
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humorous relief from the heaviness of the solemn mood of the
tragedy as a whole, The choreographer wished also to use as
few characters as possible in her interpretation of the dramg
in order to tighten the adtion. The personglities of the five
daughters closely resembled Lorca's porirayal of them; the
choraogfaphg? altered snd interchanged some aspects of the
peisnnalitié% in order to define each character morb dig~
tinotly. The three mourning womén served only in establishing
a mood in the opening scene of the originsl dance-drama,

Act one of Lorca's play entitled Lhe House of
Berngrds Alba was epitomized in episodes one through four in
the dance-droms choreographed by the investigator. The first
scene of Requiem in A Closed Room set the Atmosphere for the
entire composition as the three mourners stered into space
with only the monotonous motiuh of their fans to inte:rupt,
the starkness of the fuibidding.white interior. The atmos~-
phere of the opening scene in episode one agreed with the
Lorca version as the Alba family at this time is attending
the funeral of Bernerda's late husband. As the bells were
tolling, Bernards éntered with her deughters.. A cane in her
hand symbolized her supremacy; no sorrow was reflected upon
her sustere and impassive countensnce.. She instructéd the
daughteis with respect to their obligation to observe the
formal period of mourning for ihe next éight years,. The
daughters heard the words hut sﬁowed no emotion for all of

their feelings were locked within the déep places of their
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hearts; their spirituul cells were far more imprisoning than
the white cell-~the closed room~-which prevented any physical
relesse of thelr emotions. All of Lorca's characters are glven
moral and spiritusl baudn from which there was no ascapebl
Bernardafis-conce:ned:only with honor and respect for her
decreased hgsband‘at the éxpensa of her daughters, and she
is slso a~s;1£ish and tyrennicasl matriarch who, in the 6nd,
forces her children to despair. As each daughter losesfhope
for any release from the closed‘home,né7mural‘death'anuulfs
baéh one with the exception of the-ycungesttdaughter who
ultimately chosas~phyéical deéth et her own hends, Berngrda
drains the spirits of her brood until theyrbecamé~ns cold and
sterila as the white walls of theii eaptivity‘z

In the second episode of the dmnce-drama Bernsrde
condemned the mourners' conversation, ﬁé in the play,f@nd
demanded that they leave her home. After their departure,
Bernarda displayed her true personality snd dominant rule
over her daughters.

The third episode of the dence-drams depicted the
intimate feelings of the daughters within their seculsion.
Each daughter of the Albs household is a prisoner of her own

virginity according to Lorca's play.® All of the daughters

lLima, p_no giln; p" 263’
°Ibid., p. 266.

3Ibid., p. 263.
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are resigned to their fate except the youngest, fAdela, who
demonstrates openly her strong will and her zest for life.
Amelia end Martirio are personalities indicated by their
ngmes. Amelia in Argbic means "a district governed by .
chieftain™ whercas Martirio stands for “suffeting."1 The
gentle, ylelding nature of Amelia prompts her to gssume the
role of arbi;rator between her sisters. Martirio is also
the ieast attractive dauqhier and assumes the roie of a
mertyr in Lorca's play. Another sister, Magdalena, shows
complete resignstion by grest indifference to 1ife.? The
eldest sister, Anéustiaa, prepares for her wedding but is
aware that her betrothed, Pepe el Romano, :s marrying her
only because of the fortune newly ﬁnharited from her foster
father, the late husband of Bernsrda.® The secret kept from
Bernarda is thet Adela' is the true love of‘ﬁngustias’ifiance,
Peye.4 Both Lorca and,ihe investigstor implied the character
of Pepe only through the stage sction since he was never seen.
By assimilating all of the events in Lorca's play which might
contribute to the cﬁaracterizations of the respective roles,
the investigator molded the material into one composite pictnie
of each daughter. The distinct personalities of the five

daughters were revealed in five solo dances., Maria Josefa,

'1big., p. 271
2Ibid., p. 272.
31bid., pp. 272-273.
4;&1&., p. 277.
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the grandmother, made her sppesarance in the fourth eplsode of
the dance composition, She symbolized the tyrsnny of the.
mother and the decay into which each daughter was: destined to
fall.! She is alse a symbol of the future for she voices all
of the desires ana fears of her granddeughters. Her mad
ravings rav?gl the deepest secrets of the younger girls.z.
The fourth e%isode was olimaxed with'a‘weddlng»danﬁé in
expectation of Angustiass' forthocoming marrisge when the
sistoers are momentsrily bolstered with hope of ¢scapo for
themselves, also, In view of their sister's good fortune.

The play script does not diétate a wedding danée but the
choreographer took the liberty of elaberating upon the ides
of such an spproaching feétivity.»‘nt‘this>pnint in the
originel dance-dramg, the first resl evidence of galety was
revealed in the choreography. Upon the re-entrance of
Bernarda, however, the ﬁood changed abruptly to one of stern
Spanish pride and filisl obedience.

Act two of Lorca's play reveals the change in the
sisters® personalities toward Rngustias, Their earlier
laughter and galety turns to sadness and jealousy.3 Lorca's
act two was epitomized in episodes five and six in the dance-

drams choreographed by the investigator., The inter-conflicts

;Igid;, p. 274.
21pid.

3ibid., p. 275,
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portrayed by Lorca in this asct were condensed by the choreog~
rapher into one dissension--that between Adela and HMartirio
which was climaxed in episode gix by a viovlent quarrel
between the two sisters.

Episode five of the dance~drama portrayed Angustiss
in her céurt;hlp with Pepe., The letter half of the scene intro-
duced the gééndmother for @ second time and here the choreog~
grapher took the liberty of chaunging the story by removing
the-grandmather from the closed room, In Lorca's plot, the
grandmother is constantly searching for escepe but is
deterred from her final sttempt io flee from the house by
Hartirio who locks her in @ rnom;l' The invegtiqatur agllowed
Maria Josefa to escape in nrder,ta“ellminafe completely any
further “comic relief” as the tragedy in the originel dance-
drama built toward its denouement. ‘\ ‘

In eplsgode six,vﬁdela prepared for a rendezvoﬁs with
Pepe, displaying in her movements the helght of her passion
for him. Martirio, extremely jealous of Adela, recognfzed
in adela's behavior a betrayal of her intentions. Adela,
unshle to lessen Martirio's hatred, became the image Martirio
crested for her and openly disclosed her willingness to desert
her family for an iilicit affalir with Fepa.2 During thé
quarrel; Martirio struggled to keep Adela from the tryst and,

during the conflict, Bernerda ﬁypeared. The tension crested

l1pid., p. 285.

21bid.
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by this triangle produced a semi-climax at the end of episode
six.

Act three of Lorca's play was epitomized in episodes
seven and eight choreographed by the investigetor. 1In
‘episode seven, Adels, when confronted by the mother, fought
hopelessly fyr her desires and, in open defiance, broke
Bernarda's ééne. Thus, Adela revealed her true self to sll
of her frightened sisters. On heéaring her confession,
Bernarda, acconpanied by the éneering Martirio, left abruptly
to kill Pepe with a gun which was ghot off-stage. When
Adela heard the shot ring out, sﬁe became completely drained
of 1ife. As Bernards and Martirio ra»entered,’their smug
and self-righteous attitudes indfcated thntrPepe was dead,
Unaware that actually Pepe had escaped death and fled 6n his
horse, Adelsa rushed madly off to sscrifice héréeif for love
by hanging herself in the barn.!

At the discovoiy of Adela's suicide off~stage, Amelia
returned from the wings to show the rope to Bernarda and to
her sisters as a symbol of Adela's death by hanging.
Bernards wes momentarily shocked but gquickly recovered her
stoic composure and ordered appropriate mourning for Adels
8s the sisters wept and paid thelr last respects to Adela's
stool covered by her bright shawl as a symbol of their

deceased sister. Both the play and the dance-drama

llbido’ p' 286.
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éhoreographed by the investigator ended with Bernarda's
command for silence.‘r | 4

Lorca's play delineated & plot built sround the
elemaht of fate and its manipulation attempted by. human
beings. Lorca intended that fate should dominete his char~
seters until they could no longer control their lives.
According toﬂLorca’s beliefs, fate orders life along tradi-
tional lines but, when an, individusl attempts to destroy or
to legve the rightful path intended by fate, he chooses the

path to eventual destruction.?

Sunmary

‘Dance and drama are the two art forms most closely
relpgted among all‘of the arts., Both dence and ﬁramé,empiéy
movement as thelr medium of expression and baih share a quﬁiity
of sound with their action. The dividlng line between dance
and drema is very thin. When é dgncer ceases to experience
an emotion himsalfybut, rather, uses his body ss an instru-
ment for the interpretation of an enotion, feeling ar‘idea,
he becomes an actor but not in the sense of dramatié form,
Dance in drametic form exists when it i5 concerned with a
sequence of occurrences from which the total experiencing of
an iden, emotion or mood emerges., The more realistic the

movements uscd to portray these events, the more they belong

1ipid.

21bid., p. 287.
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to the realm of drama rathér than to that of dance. The
basic formula for draﬁatic form is comprised of a central
theme, the introduction of a counter-theme in direct opposi-
tion to the first theme and g crisis between the two opposing
forces from which one emerges victoriously. This formulas is
also applicable ta.dance.

Joh51Martin'points out that dance end dramas are, in
reality, different levels of the some art. The materials
or basic elements are the same for both sand it is only the
approach to combining these elements which reveals the dif=-
ference between the two arts, Moﬁement will alwaYS be
essential to the actor and dramatic'interpretaiiun will
vemain necessary to the dancer, In the apihian of the
investigator, daneeédrama, universal in its appeal and in
its employment of the human being‘as its.mediuﬁ, is thé
closest to life and, therefore, the most cammunicativ§ of
8ll of the arts. |

A brief historical survey of dance-drema reveals
that the fusion of dance and drsma began with primitive man.
As civilizestion advanced, movement and sound continued to
play their dual role in daily living., In Egyptien culture,
dance and drame became s part of the elaborate ritusl of
deily life. The height of the déveIOpment of dance~drams
was reached\in the period of Grééian culture and, specificslly,
in the Greek tragedy. When the Romans csme into power, they

adopted the Greek arts including dence and drema but gradually
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degraded their purity of form and their ritualistic purposes.
After the fall of thejnoman Empire, theatricsl dence and drams
ceased to exist openly for almost s thousand yeers. It was
the practice of the early Christian Church whinh saved the
dancemdrﬁma in its continuence ag an integral part of the
ritual of worship. When.dance-drama becsme too secular for
performance ;n the church proper and when ssceticism bocame
dominant in the doctrines of the church, dance-dramy was
removed from any official recognition by the church. It
still survived, however, through the efforts of strolling
performers. Dance-dramsa, in;eommbn with sll of the arts,
came to life again during the Renaissance in the fourteenth
and fifteenth centuries. In 1661, the technique of the
classical ballet was crystallized into a set system of
disciplines and movements. In the elghteenth éenturg,
Noverre broke with the established forms of ballet and
fashioned his ballets into vivid dance~dramas. After the
French Revolution, hallet began to decline and reached a
somewhat sterile and stereatypaﬁ state. In the nineteenth
century, the progress of dance-drama was eclipsed bé the
phenomenal development of nmusic, poetry and drama as other
distinct art forms and lost its qualities of art, serving
the pubiic.primarily as a means of amusement. In the
twentieth century, dance~drams Qés again forgotten until the
Russien Ballet fused.dance and drama once more, A new wave

of dance innovators followed the advent of the Russian Beallet.
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Through their influence, dsnce experienced a rebirth in Americe.
Dance-drama appesred sporadically in the new form of dance and
was restored ultimately to an important place in modern dance
choreography.

The essence of dunce includes asll forms of movement
through which the dancer expresses hig being by using his body
as the madium of expression. The essence of drama is the
expression of emotions and ldeas in relation to life in specifiec
situstions and to interactions of particular human beings in
these situations, There will always exist movements in drema
when words become inndequate as nvmedium of expression for
these emotions. UDance and drama are inextricably interrelated
to such a degree that the two arts merge naiurally and become
one form--dance~drama.

In order to document the progress made in restoring
dance-drama to its proper place ia the arts in Americe, the
investigator compiled é listing of dance~dramas preduced
during the period from 1935 to 1965.

. As a crestive thesis invpartial fulfilliment of the
requirements for a Master of Arts degree, the investigator
undertook to choreograph, teach and present in g series of
buhlic performences & dance~drama baséd upon the play entitled
th House _g Bernsrda Albg by Federico Garcia Loreca.

The purposes of the study were to create ] dance~

drama in modern dance idiom based upon The Houge of Bernsrda
Albs, which, in turn, was entitled Beguiem In A Closed Roomg
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to tesch the dance~drama ic ten students; to present the
dance~dramg in a seriés of public performances; and to prepare
a written report of the study as a whole including a descrip-
tion of the dance-drama with respect to the choreogrsphy,
the sccompagniment, the costumes, the hair styles, the'stage
properties and the stage set..

The gtudy was limited to eight episodes selected from
the plot of the play entitled The House of Bernards Alba snd
which, in the opinion of the investigator, were most adéptable
to presentation through the medium of modern dance. The
study wes limited further by the éreativa ability of the
investigator in the development of choreography within the
scope of the dance skills and dramatic capaﬁilities of the
students participating fn the study. A limitation of twenty
minutes was established forvthe presentation afvthevﬁanceu
drema. A fingl limitation was the numbar of participants;
they were ten students selected from the Modern Dance Group
of the Texas Woman's University, Denton, Texas, during the
academic year of 1964-1965.

Both documentary and human‘souéces of data were
utilized in the development of the.stndy. The documentary.
sources included theses, dissertatibns, research studies,
books, periodicals and newspaper articles rélated to all
aspectskof the study. The humaﬁ‘snurces of data included
members of the investigator's Thesis Committee in the College

of Health, Physical Education, and Recreation and in the
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Department of Speech at the Texas Womsn's University,
Selected authorities in the fields of dance, music, costume
design and stsage production gt the Texas.Woman'a-University
and the ten members of the Modern Dance Group served-hiso as
humgn sources of data.

- A survey of completed research studies disclosed that
the study, R;ggggg In A Closed Room, did not duplicate that
of any other investigatur“ The selection of five previously
completed\rasearﬁh:studies ﬁas mada'hy the investigator to
which she related her own study, pointing out similarities
and differences between the presaﬁt-fnvas&igation and those
included in the survey. The specific studies included in
this report were: Carolyn Primm, "An Grigiﬁal HModern Dance
Dramag Based Upon Selected Episodes in a City Park Entitled:
Gross-town Promenadé“; Eloise Hanna Smith, "2 Héncg Dy ama
with Original Music and Choreography of the Ie Doun”; |
Ann I, Reed, “Profile of Woman: A Sujte of Five Original
Hodern Dance Compositions Easéd Upon Seleétéd Stages in
Woman's Life"; Lula Margaret Wall; "Ways of Women"; and
Karion Falloon, "The Choreography, Production and Notation
of The Covetous Sister." |

Because the fnvestigator selected a creative problem
which would culminate in an original dance~drema, she out-
lined the essentinl framework utilized in the choreographing
of Requiem In /4 Closed Room. 1In the initisl stage of trans~

lating the Lorca play into dance movement, the investigstor
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found that she hsd to cope with dramatic ideas rather than
with words. The emotional conflicts between charscters
provided these dramstic ideas. The investigator analjzed
the conflicts carefully in order to make her selection of
characters end episodes in accordance with the: twenty-minute
limitation sot for the presentation of the original dance~
drama, Basi; personality traits of the characters and their
movement prototypes were analyzed. Seven basic characters
wére'deaidad upon to interpret Lorca's plot and three addi-
tional dancers were chosen to esteblish the desired mood at
'tha opening of the dance-drama. ﬁecisions were made ag to
where and when each character should be introduced. Other
primary concerns of the investigator invnlvéd the setting of
the first scene, the selection of themes and the point of
introduction for each theme, the length of aach\episode and
the placement of the climactic point in the choreography. In
order that they ﬁight fulfill the demands of their rﬂSpectiva
roles, the &ancérs selected to interpret the choreography
were bfiented to the thematic content of the play and informed
with respect to the personaiities of the characters whom they
were to interpret through movement,

The ihvestigator presented a description of the
thematic’source utilized as the plot for the original dance-
drama, & brief resume of Federf&o Garcie Lorca's life was
included to reveal the aspects of the author's background which

influenced his writing, These aspects were comprised of his 1ife
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as a youth in Fuente-Vaqueros, a small villege near Granada,
Spain;,his.expcsura»tﬁvthe major art fofms of music, painting,
poetry and recitation et sn early ege; his association and
friendship with many gifted artists and stimulating intel-
lectuals of the time whom he met while attendiug the Univer
gsities of Granads and Madrid; his experience in writing end
direnting<plé}57£or his traveling theater group "La Barraca”;
his writing, reciting and publishing his poetry; ﬁis~vislts
to the United States, Cuba and Buenos Alres; the last years
of his left spent in the creation of his famous Spanish
trilogy--Blood Hedding, Yerma and Ihe House of Bernarda Albaj
and his untimely death during the Spanish Civil War by a
Fascist firing squad. | B

Federico Ggrcia Lorca's dramas and poems were
utilized extensively as thematic material for danca composi-
tions during the years 1940-1965, The fnvestigator was one
of several who selectedAggg,ggggg:gg Bernards Albg as a
thematic source for choreography. Lorca intended for the
play to be s phptogrephia documantary;_ii was based upon
actual events which Lorca had agsimilated frém experiences
a8 a youth.

The investigator, in traensferring the written text
of the piay.into movement, attempted to interpret and portray
the drams as Lorca intended it’%o'beg Iin this transference,
the iﬁvestigator found it necessary‘ta interchange some ldeas

within the play and to take iiberties with the characters,
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episodes and plot of the originel drema in order to improve
the choreography in térms of the movements, the emotions
portrayed, the structure and the communicativeness of the
originel dance~drama, |

A comperison of Lorca's play with the investigator's
dance~drama revealed the following oﬁservations; ~the set,
etmosphere, ékason and period of the play snd of the*dance«
‘drama are similer; ten of the originsl characters in the play
were portrayed in the dance~drama; the choreographer took |
the greatest liberties with the personalities of her char-
acters; and the eight episodes of the original dance-drama
corresponded with the three acts of the play upon which it
was‘bnsedw

.~ The procedures followed in the development of this

study are presented in Chapter II,



CHAPTER II

PROCEDURES FOLLOWED IN THE DEVELOPMENT
OF THE STUDY

Approval of the Study

Because of the investigator's major sequence in Dance
and Related Arts, snd becsuse of her primary interest in dance-
drama, she chose to develop and produce a crestive thesis in
partial fulfillment of the requireﬁents for a Baster of Afts
degree in the College of Health, Physical Bducation and
Recreation at the Texas Woman's University, Denton, Texas.
The Dean of the College of Health, Physical Education end
Recreation, who is also the director of the Kodérn Danpe'Gronp
of the Texas Woman's University, granted permission to,zhe
- investigator to undertake a creative thesis and to use selected
members of the Modern Dance Group as participants in its
production. A tentative outline of the study was developed
and presented on April 6, 1965, in a Graduate Seminar conducted
by the Dean and other staff members in the College of Health,
Physical Education and Recrestion. The outline was revised in
accordance with recommendations made by those participating in
‘the'Graduate Seminar. The approved outline was filed in the
form of a prospectus in the office of the Dean of Graduate

Studies @t the Texas Woman's University.

57
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Survey of Background Information
In order to prepare herself for the creative study,
the investigator surveyed, studied and assimilated resource
materials pertaining to the content and production of dance-
dromes, to the history and chsracteristics of Spanish dance
snd to the i?}erpretation of Federico Garc{a Lorca's play
entitled The ﬁgﬂgg_gg Bernarda Albe. Notes were comﬁiled
from both real snd vicarious experiences pertinent to the
present study. These notes served as référenne'materlnls for
choreographing the dance-drama in modern dance idiom and for

preparing the written repoft of the study undertaken,

| Development of the Choreography
Before various episodes from the plot of Federice
Garc{a Lorca's play entitled The ﬂgggglgg Berng:ﬂa Alba could
be selected as a ﬁasis for the choreogrephy, it was nécessary
to establish criteria for their selection. Because the
investigator was unable to find any criteris previously stated
by authorities with respect to the use of the written play as
a basis for choreography, she established empirically the~£91-
lowing criteria for the selection of episodes to be used in
conjunction with the 8evelopment pf the creative study:
1. The play selected should be in the acknowledged
realm of good literature, |
2. The episodesvselected from the play should be
adaptseble to dance movement and clearly communica-

tive through such movement.
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3. The episodes selected as a besis for the dance-
drans shoﬁld be illustrative of the play's major
gscenes and dramatic climax,

4. The episodes selected to be translated into
modern dance idiom should lend themselves to
smooth ﬁnd logical transitions and combina;ions
;} movements in order to establish a unifﬁed
whole for the choreograsphy developed,

On the basis of the criteria established for the selece

~tion of dremmtic episodes to be used as the thematic basis for

the choreography, the investigatoi selected eight episodes
from the plot of the play entitled The House of Bernards Alba
by Federico Gerc{a Lorca which, in her opinibn, could be
translated into movement and communiéated effectively through
the medium of modern dance. Selected episodes éomprising the
thematic sources for the choreography were'analyzed in’térms
of sppropriate movement‘motifa ‘to be developed by the investi-
géter. These movement motifs ﬁere developed into phrases,

the phreses into movement sequences and the movement seqﬁences

into a unified dance-drams.entitled Requiem in s Closed Room.

The choreography was developed through a process of continual

experimentatidn; revisions ﬁere'made constantly in order to

improve the form, content, quality and degree of communica-

tiveness of the dence-drama.
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Teaching of the Choreography

The investigator estab;ished the foll#wing criteria
for the selection of dancers to interpret the choreography
of the dance~drama: (1) expressed interest, (2) level of
skill and (8) willingness to devote the necessary amount of
tine required'for the development, rehesrsal and presentation
of the dancenzrama. In accordance with the criterie estab-
1ished, ten members from those comprising the modain Dance
Group of the Texas Woman's University during the Spring
Semester of 19641965 were selected to phrticﬁpate in the
production of the original danceudiama entitled Reguiem In A

Background materials related to the ihema, conteht
and quality of the dance~drema were presented by the investi-
gator to the selected students in order to instill in. the
performing dancers an awareness and an understanding réquisite
to the successful interﬁretation of their respective roles
in the production of the original dance-drama. A&ll of the
participants were required to read the plhy entitled The
House of Bernsrds Albs by Fedérico Garci{a Lorca as part of
their drientation to the study.

In the early stages of the development of the choreog-
raphy, the investigator worked with each participating dancer
individually in the development of her respective solo dance

or dances. A schedule of rehearsals was discussed with and
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established for euch dancer. The same procedure obtained
with respect to the rehearseal schadules'for movement sequences
developed for s duo or a trio of dancers. Alternate rehearsals
were scheduled when a student was unable to sttend en announced
rehearsal on the dates originelly specified. Later in the
development gnd reheersal of the dance~drama when all movement
sequences wer; combined into & unified whole, group rehesrsel
periods were scheduled and participated in by all of the
dancers serving as subjects in the study.

When the dancers had acquired sufficient fomiliarity
with the choreography and the dancé~drama hed achieved a
degree of unity and continuity, it wes presented for critical
appraisal to members of the investigatar‘s Tﬁesis Commi ttee.
Constructive criticisms and suggestions for improvement were
given with respect to the form, the content aadjthe quality
of the choreography develbped. The investigator revised the
choreography in accordance with the suggestions made by the

members of her committee,.

Selection of the Accompaniment
The accompanist-composer for the Modern Dance Group
in the College of Health, Physical Educstion, snd Becreation
of the Texas Woman's University developed the piano accompani-
ment for the originsl dance~drama entitled Requiem In A Closed
Room. She observed the choreography'in its formative stages

in order to absorb the qualities of the movements desired and
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the content of the work to be projected. All of the choreog-
raphy was completed, tuaught and rehearsed before the musicsl
accompaniment was added so that the investigator was not
limited by the accompaniment in choreographing the dance~
drama, The piano sccompaniment will be described in greater

detail in Chapter IIXI of this thesis.
[ ]

Se1ectibn ef_ﬁostumgs ahd Hair styles

The cnsiumés»were designed by the invesiigator in
accordance wi:h the f0110w1ng ér;ger!aa ‘(1),¢nhaneemeut of
dance movements, (2) maximum fieadom of movement, (3)'cou-
songnce with the thematic materisl, (4) facility of changing
apparel, and (5) feflection of a deﬁipite period and sociel
status, | - -

The investigator designed and supervised the construc- -
tion of the costumes in sccordance with the criteria eétabliahed.
The choreography portrayed 1dénti£1able,characters in the
danée-drsma and costumes were designed in accordance with the
roles portrayed. Bketchés of the costumes were drawn and sub-
mitted to @ professionsl seamgtress elong with selected fabrics
and trimming. Color, texture, suitability and expense were
considered by the investigator in her selection of the fabrics
and trimmings of the costumes. A special dress rehearsal was
held to evaluate the correctness of the design and the construc-
tion of the costumes. _Adjusgmenté and changes were made in

accordance with the criteria established by the investigator.
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The investigator designed suiteble hair styles to

enhance the charscterization of each dancer's role. A special
rehearsal was held to try out the respective hair styles
arranged for the dancers in order to avaluate:their suitability
to thg characters portrayed and their ability to withstand the
,must vigoruus movemantlsequehces,periormed in the dance~drama,
The costumes gnd hair styles will be described in graater
detail in Chapter III of this thesis. |
Selection of the Stnge Properties
and Stage Set

‘The investigetor selected the stage propertiegs to be
- utilized ﬁy,the dancers in the production of ihevdanceadrama.
A céne, a rope and @ "starter® gun with blanﬁ na:ttidgasbwete
used in canjuﬁetian with the pre#en;atiqn of the dancaudrama;
The investigator also designed the stage set and.supervisad
its construction., 'It’coéprisad five}atunls, a chair and a
window suggestive of Spa‘nishi srchitecture. The stage prop-
erties anaigtage set will be described in greater detail in
Chaptef III of this thesis.

Presentation of _gm In A‘&_l;p_g,g;d_ Roon
'in a Series of Public Performences

The orfginal dance~drsma entitled zgnnigg.Ln.A.ﬁlgsgi
Boom was first presented on March 22,‘1965, for the Research
Division of the National Section on Dance at the National
Convention of the American Assozistién for Health, Physica}

Education and Recrcation held in Dallas, Texas. ﬁgggisg.la.ﬂ
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Closed Room was nlso included in two of the three evening
eonceri progrums which the Modern Dance Group of the Texas
Woman's University pfesented in conjunction with its 1965
Spring Tour in Houston and in Pgsadens, Texas. The finnl
presentation of ggggggghgg‘g Closed Room took place on May 8,
1965, in the Hain Auditorium of the Taxés Woman's University,.
Denton, Texas: as & part of the annual concert progréﬁ of the
Modern Dance Group which is an attraction on the COncert‘énd
Drama Seriés of this institution, The foilpw;ngals a digest
of the periorma&ces in which Regquiem In A G;gg@éhgggg,we&

presented:

Dgte Location
March 22; 1965 " Dallss, Texasr
April 2?,'19&5‘ : ) Hougton, Texas
April 29, 1965 } Pussadena, Texas
HMay 8, 1965 | Denton, Texas

Copies of the programs which were provided for the foregoing
public presentations of Regquiem In A Closed Room may be found
in the Appendix of this thesis.

Pxeparatlnn‘of,tha Written Report
& topicai outline was developéd to.sérve as a working
outline for the preparation bf the written report of this
stuﬁy. The final procadure\in the development of the ﬁthdy
was the preparation of & krit@en report ﬁhich included the

presentation of the background materisls utilized as themstic
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sources for the dance-drama choreographed; the procddures
followed in developing ﬁhe study; @ description of the move~
ment séquences‘comprising“thﬁ'unified dance-~drama in terms
of movement; floor pattern and qua}ity; the numher of dancers
utilized in each movement sequence; the accnmpanimént; the
costunes; the hair styless the stage propertieg; the stage
sets; and phntZgraphslillustrativa of the characters portrayed

in the dance-drama.

Summary

In Chapter II the invesgtigator presentad/the procedures'
followed in the development of ﬁhisAstndy, Thege procednres
included obtaining permission for the development of a crea=
tive thesis entitled Requiem In A Closed Room; prepsring a
tentative outline of the study for pteSQntatinn‘in a Greaduste
Seminar and fevising the outline in asecordance with the sug-
gestions made by members of the Thesis Gommittae; filing the
prospectus of the proposed study in the officgzof the Dean
of Graduate Studies; surveying, studying and assimilating
resource matarials‘pertaining to dance, dance~drama, Spenish
dance and the play entitled The Houge of Bernards Alba by
Federico Garefa Lorca;‘selecting»eigh& episodés from The House
8% Bernards Alba to be used as a basis for choreography in
accordance with criteria established by the investigator;
developing the movemeﬁt metifs into movement phrases and

developing the movement phrases into movement sequences;
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selecting ten members of the Modern Dance Group to participate
in the study; orienting students with respect to the thematic
background and purposes of the study; establishing s schedule
of rehearsals;‘teaching'teahniques‘and movement sequences to
the participants; developing the movement sequences into the
unified dance~drama and teaching the completed choreography
to the daﬂcaré} presenting the dance-drama to members of the
in&estigator*s Thesis Committee for appreaisal and iecommenda-
tions; revising the dance-~drama according to the recommenda~
tions of t?e Thesis Committee; designing the costumes and
supervising thelr construction; saiécting suitable hair styles;
selecting stage properties; designing thé stage set and supere
vising its construction; presenting the nnified dance~dranmg
in a series of public parfbrmances;jand preparing a written
report of the study. .

In Chapter IIX, & description of the original dance-
drama entitled Heguiem In A Closed Room will be presented.
The choreography for the dance-drama will be described in
terms of its mood and style; the ﬁumber of dancers performing
in the eight episodes; the form for all of the dance composi-
tions; the floor patterns; and the characteristic steps, ‘In
Chepter III also the piano accompaniment, costumes, hair
styles, stage properties and stage set developed and utilized

in doujunction with the dance-drema will be discussed.



CHAPTER III

- DESCRIPTION OF THE ORIGINAL DANCE-DRAMA

ENTITLED REQUIEM IN A CLOSED ROOM

Introduction

Requiem In A Closed Room was selected as the title

of the original dahce-drama developed in conjunction with this
study because it suggested to the investigator a continual
lamentation within the confinement of a walled enelosure which
is the idea the inveétigator desired to communicate thfough

the moods, movements and emotions interpreted by the dancers

in the presentation of the dance-drama. Prior to choreographing
the dance-drama, the investigator'surve&ed, studied and assim-

- ilated many resource materials pertaining to dance, dance-drama,

Spanish dance and the play entitled The House of Bernarda Alba.
by Federico Garcia Lorca. Thematically, Requiem In A Closed
‘Room was based upon selected episodes from the plot of Federico

Garcia Lorca's play entitled The House of Bernarda Alba which,

in the opinion of the investigator, lent themselves to inter-
pretation and communication through the medium of modern dance.

Reguiem In A Closed Room depicted the tragedy resulting

from the desire of a domineering mother for complete possession

of the lives of her five daughters when the youngest determines

67
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to escape from the tyranny of the “closed room.* :Following
is a synopsis of the action which dictated the choreographic’

form of the dance~drama based upon the play entitled'Thé

House of Bernarda Alba by Federico Garcfa Lorca:

The cast of éharacters was comprised of theAfélldwing
individuals: Bernarda Alba, the mbthér and domineering one;
Angustias, thé® smug one; Magdalena, the resigned one} Amelié;
the gentle one; Maftirio, the jealous one; Adela, the willful
one; Maria Josefa, the gréndmother and senile one; and three
mourning women. |

The newly widowed Bernarda Alba leadsiher five
daughters home to enter upon a period of‘mourning. She
angrily dismisées the moufning women- as they'appear to be
goésipiné about hgr household. Each of.the five daughters
dances in:characteristicxstyle, dembnstratihg he}‘particular
reaction to the window>as'a Symboi of escape from her don?
.fingd life, Maria Josefa, the senile grandmother enters,
steaiing from her own “closed room"™ and gleefully mimics thel
personalities of Bernarda and of her daughters. Angustias
flirts with her betrothed at the window and is discovered by
. the grandmother who flees from the Alba household forever;
AQela'prepa:es’for a fendezvqus with Augustias' fiancé'whq
is her secret lover; she is discovered by the jealbus Martirio.,
They quarrel but Adela e1ﬁdQs her sister and runs to her tryst.

Martirio promptly réports this meeting to Bernarda. Adela
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returns and openly defies her mother but ultimately commits
suicide, believing that her lover has been shot by Bernardav
The tyranny in "™the closed room"™ continues.

Influence of Selected Characteristics of Spanish

Dance Upon the Choreography of the Dance-
Drama Entitled Requiem In A Closed Room

The inyvestigator attempted to depict moods, emotions,
L4 » " )
stylizations and movements suggestive of the Spanish dance

in the production of Reguiem In A Closed Room.

Dance was always a part of the Spanisﬂ religious and
spiritual lifel in that dances were performed. in commemora-
tion of birth, death marrlage and all other occasions of any
significance in the lives of the Sbahish péople.z' The‘;nitiél
setting for the dancefdramA»choreographed by tﬂe investigator'
anticipa£ed a return from a funeral and,seriouéﬁdance was
appropriafe atithis,time.‘ Thé ovérall mood established in
the dance-drama was set in the opening processional of the
Alba. family. Sinée pride wéskaiways deeply seated within the
hearts of the Spanish race, the erectness of>the body and the
highly held head of Bernarda,.along with the controlled and
précise movements of the daughters, were intended, as indica-.

tive of their pride and arrogance.S

1.2 Meri (R. M. Hughes), Dance As An Art-Form (New-:
York: A. S. Barnes and Company, Inc., 1933), p. 1ll2.

2Ibid., p. 113.

3V1ncent J-R Kehoe, Wlne, Women and Toros (New York
Hastings House, Publishers, 1961) - preface.
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The tyranny of the "closed. room"™. was: deep:within the
souls of the daughters but carefully concealed emotions were
" hidden uﬁaer~thei; impaSSive'faces-—a famililar characteristic
in Spanish ‘dance..” The expressionless countenances of the five
daughters 'appeared: periodically throughout the dance—aramauf
Emotional outbursts projected in the bhoredgraphy,for\indi-
vidual charact%rs,usimirarﬁtOwthe Flamenco outbursts of fufy,
and' returning: suddenly: to thewMoorish;célm, recalled. the
violent"contnasts~characteristiczofrSpanishfdance. i

‘The: semi-circle design of the Cuadro Flamenco was

copied in the stage-set of the “closed room"™ and.in . the posi-
tion of the dancers. ‘Each character took her turn to perform
and used the :opportunity to-impress her individual personality
upon the audience thrOugh the dance'while the other partici-
~pants, awaiting their‘tufns,'foéused updn her.

Spanish rhythms were prevalent in the dance-drama to.
add to the overall Spanish atmosphere of the production. The

. .

rhythms.of:classical dance and Flamenco dance and chara9tenf
istic melodic patterns of folk dance were interwoven in the

accompaniment for the dance-drama. Particular movement

sequences called for somber, even rhythms varied bvaugges—

Ill

tions of the Spanish "Cante Hondo. Other movement sequences

requlred the flery counter- rhythms of the Span1sh dance.  The

Slapp1ng of the thlghs, stamping of the feet, clapp1ng of the
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hands,.and‘the_tappingydf_Bernarda‘s cane all added to:the
intricate auditory rhythms of the -dance-drama.

‘CostumeSsand)ﬁair-sty1ES were-also indicative of
Spanish styliiations. Sleek‘bléck_mourhing costumes,
reminiscent of the fashions of the early l9dO‘s,~set'off;the,
arrogant~figures of the dancers. Tight collars and wrist-
bands were edged with black lace, a familiar édjunt'uo“
~Spanish dress. Skirts rippled'gracefully as the dancers
perfofmed spins ‘and turns in Spanish stylization. Fringed
shawls common. to all districts of Spain revealed both a
black and: a. brightly hued side as the shawls were reversed..
- The shawls were érranged in various pogitions upon the body
which were in\éharacteristic style of the Spanish‘womenQ-
over the head, over one or both shoulders or around the hips.

Hairdressing_was«an importaﬁt part of the woman's

1 In some areas, the hair was made to stand

costume. in Spain.
straight up. in a-knot,to'portray a particular silhouette.
Other areas fashioned the hair over the ears.. In the south,
a flat plait of héir‘went from the tob of the head to the
nape of the neck.2 These coiffures were reflected in the

individual hair style of each character in the original dance-

drama. The red rose used to adorn Adela's hair symbolized

1Lu011e Armstrong, Dances of Spaln (New York:
Chanticleer Press, 1950), p. 16.

21pid.
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the passion inherent in the Flamenco type dance which she
performed.

The'choreography fquthe dance-drama borrowed greatly
from the Spanish dance both in mo?ement and in style. in
general, Spanish dancé may be considered in three principal
categories: (1) dancing in which the use of the legs pre-
dominates, a f&rm which was m&st prevalent‘in Europe and
~strongest in the ballet; (2) dancing in which the arms and
" hands are utilized primarily, a form which attained its
greatest perfection in the Orient; (3) danding-in which the
muscles of the body were employed'pfiﬁarily, a form which was
most pronounced in Africé and West‘Asia.1 |

In the choreography developed for the dance-drama

entitled Requiem In A Closed Room, movements involving the
three areas of the body discussed above were botﬂ isolated
and inferwoven in order to interpret definite ideas, moéds
and emotions. In depictiﬁg‘anger, jealousy and frustration,
the investiéator felt that the choreography called for
dramatic use 6f the legs while the arms and torso remained
strong but unmoved. Movement sequences portraying a desire
to escape capitalized upon sharply thrusted extensions.
Movements involving flourishing arms and hands were utilized
&n the choreographic sequences signifying pride, solitude or

resentment. Group movements of the dancers seated in the

lEthel L. Urlin, Dancing Ancient and Modern (New
York': D. Applcton and Company, 1914), p. 60,
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semi-circle served as examples of this particular char-
acteristic of Spanish dahcé. Isolated muscular contractions
in the torso were indicafivevof sadnéss, grief and withdrawal--
a type of movement which was prevalent in Magdalena's solo.
Combined movements~of‘1egs, arms and torso were integrated as
a harmouious whole in the chdfeography of‘group dances depict-
ing gaiety, spitit and hopefulness. A

The Spanish‘dance comprises .movements which incorporate
all parts of the body but the feet are the least conspicuous
except when they are made the focal point deliberately.l 1In
this regard, the Spanish dancer utilizes isolations of portions
of the bbdy to a éreat degree also. - The movements of thé dance=-
drama were moti&ated from all sections of the body and per-
formed as an entity except when a dramatic idea necessitated
concentration upon one special area of the body as a desired
center of interest.

Requiem In A Closed Room was choreographed in the

modern dance idiom; all of the movements, however, either
suggested or reproduced the steps and/or stylizations of the
Spanish dance. The investigator's knowledges, observations
and experiences with Spanish dance forms made possible the
adaptation of Spanish forms to modern dance movemehts...The
movements inspired by Spanish style and technique were derived

from the variety of forms comprising Spanish dancing. Swinging
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steps and entrechats were suggestive of the Northern folk

dances while the Southern folk dance, the Fandango, supplied
light, daihty and quick steps to the choreography. The
dances of the Basques, noted for their bounding leaps, high‘
kicks and beating feet»suggesﬁed still other éreative pos~
sibilities. In contrast, the Bolero and Sarabande inspired
slow, dignified®and gliding movements in the compositions.,
~The Seguidillas, again with a Southern origin, motivated the
dramatic use of fury interchanged with sudden»stops. The
spontaneous movement and aloof joy typicai of the gypsy
Flamenco dancing gave. essence to emotional aspects of the
dance-drama. Stamping, slapping, 1egs,reboundingvfrom'the
floor and deeply arching backs also reflected the influence
of the Flamenco dance style. Whirling and furning, a part
of the Moorish heritage in Spanish dance, were evidenced in
occasional movement séquences.‘ Circling arms and wrists;
un@ulating shoulders, the bending of a supple spine and the
purpbseful use of the eyes--all characteristic of Oriental
origins--also contributed to the choreography. A conscious~-
néss of the innate Spanish pride and dignity was a constant
‘reminder to the choredgrapher in the development of movements
illustrative of the essential emotions of the characters in
the daﬁce-dfama. From the foregoing discussion of typical
characteristics of Spanish movement and racial temperament,

and from improvised movements in both Spanish and modern
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dance idiom, the investigator developed her original dance-

drama entitled Requiem In A Closed Room based upon Federico

Garcia Lorca's play entitled The House of Bernarda Alba.

The overall form for Requiem In A Closed Room was a

Group of Parts, indicated by the letters A, B, C, D, E, F,
G, H, with periédic recurring themes. It was structured in
eight continuous episodes. Each episode was comprised of one
or more movement sequences and transjtions. A description of
the dance-drama with respect to each episode includes the
theme, the number of movement sequences and transitions, the
grouping of the dancers, the mood, the characteristic move-
ments and qualities, the floor pattern ;nd an indication of
the dramatic action. |

- Diagrams‘of the stage are included for the purpose of
clarifying ‘the floor patterns and the group formations of a
particular movement sequence within each episode. The éhar—
actfrs are designated according to the following plan. Each
Adaughter is»repreéented by a number: A@ela by "1,"™ Martirio
by "2," Amelia by "3,™ Magdalena by *“4" and Angustias by "5."
Bernarda and Maria Josefa are represented by letters; the
mother is designated by the letter "M" and the grandmother
by the letEer “G."™ Each of the three mourners is designated
by the letter “X."™ The path that the dancers described in
thei¥ movements is indigated by a solid line. When more than
one path is involved in the same diagrém, the path introduced

first is indicated by a solid line and the subsequent path
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introduced}is indicated by a broken line. An arrow indicates
the direction of the path described by each danéer.

The following diagram shows the nine divisions of the
stage in order to clarify the descriptions of‘the movement

sequences with respect to stage directions:

Down G‘faje Pown 8+Q3 e Downs‘t’aqc

Left Center | pight °

Cgﬁ&msbj Cenfer Ceriforsioge
Left | Stage | Pright
Upsfaje. UPS'F?ﬁe UF 5’6“a3e /

Left |Cenfer Pight

Diagram 1.--The nine divisions of the stage.

Episode One

“"The newly widowed Bernarda Alba léads her five
daughters home to enter upon a period of mourning."™

This episodé was comprised of one movement sequence
involving nine dancers: the three mourners, the mother and
the five daughters. A solemn and austere mood was established
through the impassive countenances of the performers as they
moved in a processional formation to a slow, even rhythm.
The racial~pride of the Spanish people was reflected in the
carriage and posture of the dancers' bodies. The character-
istic movement motifs were comprised of a stylized walk,

sharp and thrusting leg lifts, and the gesture motifs included

flourishing hands and a fanning movement,
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The following diagram traces the floor pattern
deécribed by the six dancers comprising_the proéessional
from their entrance, downstage right, to their final posi-

tion, center stage, and shows the formation of the three

mourners, center stage left:-

Diagram 2.--The floor pattern followed
by the dancers in Episode One.

The curtain opened on the dance-drama entitled'Reguiem

In A Closed Room as chords suggesting the tolling of bells

sounded in the piano accompaniment. Three mourners were

~
~.

standing center stage left, facing the entrance of the “closed
room,"™ downstage right, staring into space with their heads
tilted to the left. Each mourner held an opened fan in her
right hand and maintained a motionless position for eight
counts. In the following eight counts, the mourners fanned
from left to right four times. Their focus shifted to
Bernarda, the dominating one, who was standing in the entrance-
way to the room, downsfage right. Only her cane held in her

right hand was visible to the audience. At the first sound
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of her cane, the mourners' eyes lowered to the floor} they
remained motionless in this'pose until the end of the move=-
ment sequence, |

The stylized walk that followed in a processional
formation, executed bbeernarda and her five.daughters, was
a recurring theme tWrOughout the dance-drama. A mood of
lamentation was®depicted by the walk. Bernarda, sternly
proud, her head held high, led the processionai followed by
her daughters in single file arranged from>the eldest to the
youngest. The beating of her cane on the floor accented the
even rhythm that accompanied the walk. The daughters, evenly
spaced, moved with their shawled heads bowed and hands
clasped in frdnt.of their bodies at waist level. As they
walked, the dancers inclined their weight forward as they
bent the supporting leg slightly; on each step the free leg
was extended backward shérply from the hip joint. Eéch}of
thq\first ten steps was accented by the vigorous tap of
Bern;rda's cane against the floor. A variation of the walk
increased the dynamics of the steps as they were taken in
relevé with sharp changes of direction in the body, followed}
by a return to the forward line of direction. The phrase
was climaxed by a sudden pause followed by a high, sideward
exteﬁsion of the leg and a sharp turn of the head toward the
audience. The entire processional phrase was repeated,
completing the circular floor path and/bringing the group

downstage in a straight line facing the audience. With four
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long walking steps, each dancer traveled to her respective
seat. Staccato steps taken on the right foot in relevé while
‘the left leg extended backward at a low level moved the
daughters around their respective stools and Bernarda around
her chair. On the peremptory tap of the mothér's cane, the
five daughters sat down upon their respéctiveistools. With
her left hand, Beérnarda executed a flourishing hand gesture
-suggestive of Spanish stylization holding>the cane in her
right'hand‘so that it restedtqn the floor a foot away from
the right sidé of her body. The daughters, in unison, copied
the hand gesture with -their right hahds and repéated it with
their left hands, ending with their hands folded on their
laps. Motivated by another béat of the cane, the daughters

bowed their heads.

Episode‘Two

“Bernarda angrily dismisses the mourning women as they
appear to be gossiping about her Household."

This episode was comprised of one moveﬁent sequence
divided into two parts. Part A involved nine dancers; Part
"B comprised five solo dancers. The mood remained somber and
forbidding except for sudden outbursts of anger on the part
;f Bérnarda. The daughters reflected their filial obedience
in their movements and expressions. Indignant attitudes were

dramatized by the mourners. The characteristic movement

motifs were composed of stylized walks, body contractions,
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attitudes followed by a turn, leg extensions, leg lifts with
a bent knee, turns and deep back bends. Characteristic
gesture motifs were comprised.of flourishing hands, whisper-
ing and fanning.

The following diagram shows the group formation of
the dancers at the beginning of Episode‘Two and traces the
floor pattern dgscribed by the mother from her starting posi-
tion, center stage left, to her exit, downstage left, and
from the starting position of the three mourners, center

stage left, to their exit, downstage right:

Diagram 3.--The group formation énd the{floor‘
pattern followed by the dancers in Episode Two.

Part A of the movement sequence began with the
mourners' re-entrance into the action.‘ They shifted their
focus to Bérnarda and performed gossiping gestures while
hiding part‘of their faces with their fans. Nervous fanning
vgesturés were alternated with the gos§iping gesture motif.
Bernarda listened intently as she removed her shawl from her

head. As her pride inflamed her anger to the point of rage,
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she jumped from her chair and pounded vigorously on the floor
with her cane. Her left hand gestureﬁ with a harsh circling
motion of disapproval. In tﬁe phrases that’followed, the
mourners took one step forward, downstage right, each time
Bernarda performed a high, staccato kick. After the hyster- .
ical outburst,'the matriarch's movements resumed a more con-
tained quality :f pride and arrogance as she ﬁade a flour-

- ishing gesture with the left hand and resumed her stylized
walk. While moving downstage right she performed a deep
body contractidn; én attitude followed by a turn; a leg lift
with a bent knee; two high leg extensions executed with a
thrusting quality--all of which built up in dynami@s as the
movement continued up to the climactic point of a highR

"~ spiral leap which depicted the height of her rage. Facingv
the mourners, she supborted herself by leaning on the cane
held in both hands and kicked her'left leg high into an
expsﬁsion as she turned oﬁ her right foot. Assuming a posi-
tion of strong tension with her left arm bent in front of
her body and thé fingers of her left hand spread wide apart,
. she executed vibratory movemeﬁts indicative of her fury.
Bernarda walked toward the mourners and skipped with a high,
leg 1lift fofward, bending the knee with her body in an
arched posiiion, both suggestive of Spanish stylization.
With arm gestures, she ordered the mourners to leave the
room, pointing peremptorily toward the door. Indignantly, the

trio of mourners departed in a frenzy of quick walking steps,
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closing their fans sharply and turning their heads abruptly
away from Bernarda. The mourners' exit constituted a tran-
sition into Part B of the mojement sequence. In the second
part of this sequence, Bernarda displayed her authority over:
her brood of five daughters. The movement was based upony
slow walking steps as she moved in a semi-cirqle in back of
the daughters' §%ools, gesturing alternately to each one as
she passed. Upon reaching the last daughter, Adela, she
struck the stool with her cane to regain her daughter's
attention which was fixed upon the window. Bernarda, standing
stage right of the greup, executed a high, ronde de jambe
with the left leg in a bent-knee positién. Moving in the
direction of ceﬁter stage left, she twisted her body with a
percussive quali£y, holding the cane at either end in a
vertical position in front‘of,her body and swinging it to a
horizontal position high above her head. Two forwa;d and

" backward vigorous . leg brushes in croisé position, a deep back
AN ' ' *

~

~arch, chainé turns downstage left while holding the cane
above her head, an arabesgue follpwed by a turn with her cane
held forward horizontally in her right hand, and an attitude
foilowed by a turn ending in an erect standing/position in
releve as,hér cane struck the floor completed Berna?da's solo
sequence. She sounded her cane and left the stage with her

characteristic stylized walk.
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Episode Three

“Each of the five daughters dances in characteristic
style, demonstrating her particular reaction to the window
as a symbol of escape from her confined life."

This episode was comprised of six moyément sequences
and one transition. The first five movementvsequences were
solo dances with?the exception of the second which included
-a short duet. This was followed by a transitional movement
sequeﬁce for the group. The five daughters were the dancers
in this episode, each one performing a solo dance. The duet
was danced by Magdalenma and Adela. 'Angustias waé of f-stage
"making a costume ;ddition during the "transition.- The group
movementvsequence for all five dancers was referred to as
"The Wedding Dance." The mood of the episode changed with
each movement sequence and corresponded with the respective
personalities of the charactgrs which the daughters portrayed.
‘The transition showed anticipation and excitement culmin-
ating in the lively "Wedding Dance." The characteristic
movement motifs and qualiiies comprised the entire range of
movement developed for the original dance-dramg. The gentle
hand gesture of touching or unfolding the wedding veil in
admiration Was a predominant gesture motif of "The Wedding
Dance."

The following diagram shows the group formation of
the first movement sequence and traces the floor pattern
described by Adela from her starting position, center Etage

right, to her final position, down stage right:
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Diagram 4% --The group formation and the floor
pattern followed by Adela in the first
movement sequence of Episode Three.

The first movement sequence was choreographed as a
solo for Adela, the willful one, in order to portfay her
characteristiC'personélity. She was the youngest daughter
and refused to extingqish’hope of eécépe from the "closed
room™; she introduced her perébnality, prior to her dance,
by removing the shawl from'her head to her hand févealing
its red lining. After rising from her stool, a quick rush
of steps took her to center stage where she executed two
slow_turns in a contracted body poéitipﬁ. These were
climaxed by a violent fling of the éhaﬁl toward‘the floor
as she executed a quick leg lift in a bent-knee position
suggestive of Spanish stylization. Adela hooked the shawl,
with its red side’out, over one shoulder, as.she moved in

a wide circle with an energetic walk. The next phrase was

84

comprised of alternating mazurka steps and entrechats moving

in a diagonal path from downstage right to upstage left.
She exhibited her great zest for life in the next phrase

comprising four running steps, two small hops on each leg
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as the free leg lifted ih a sent-knee position while, simul-
taneously, slapping the thighs, several little‘running steps
culminating in an energeticAjump as her handé tossed the
skirt of her costume saucily. . This phrase was repeated' and
was followed by two slow turns towafd the wiﬁdow with her
body deeply arched in Spanish stylization. In front of the
window, she mad® a long, sighing gesture‘with the arms' and
torso turning toward her sistersbwho were indifferent to her
actioh. In reaction to their indifference, Adela clasped her
hands in front of her body and flung ﬁhem over her head as
she swung the left leg backward and fbrward ending in a
deep body arch. In a movement of hopeless resignation, she
graéped at the Window as she slowly sank to the floor,
assuming an attitude of grief as her head dfopped forward.

The following diagram shows the formation of the
second movement sequence and traces the floor pattern
described by Magdalena from her starting‘position, center
stage, to the beginning of her duet with Adela, downstage
right, and to its finish, center stagé; then to the finish

of Magdalena's solo and her final position, downstage left:

Diagram 5.--The group formation and the floor
pattern followed by Magdalena and Adela
in the second movement sequence
of Episode Three.
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In the second movement sequence, Magdalena, the
resiéned one, rejected Adela's motif of despair in the duet
which precéded Magdalena's solo. Magdalena dropped her shawl
to the floor, exposing its violet side, and rose from her
stool to a standing poéition with her arms outstretched to
Adela. She took a step and slowly lifted the free leg in an
arabesque, while her left arm swung back and forth from the
elbow, as the arm was held close to the body. This mogif
of the swinging arm was charaéteristic of Magdalena's move-
ment throughout the solo. It signified her monotonous
existence and her weak, resigned spirit. Slow wélking steps
in a deeply contracted body position”brought her ‘to Adela.
She touched her sister's shoulder as a gesture of consola-
tion and gently turned her body away from the window. The
next phrase became a duet; the sequence was combffsed of
slow walking steps, suspehsions, arm gestures directedltbward

the window, and four final hesitating steps ending center
N : .

"~

stage left. At this point, Magdaleqa moved inpo a contracted
pose as Adela slowly turned. The -two, in unison, performed

a high, sustained leg lift to the left. Their left arms
swung freely from the elbow as tHe elbow touchéd the hip-

_bone of the raised leg. A six-count paddle turn, in unison,

followed as the right arms slowly spiraled upward and over
the head, ending high with the palms facing downward and
with the hands dropping at the wrists weakly. Magdalena

repeated this movement as Adela slowly stole to her stool
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and seated herself in a forlorn pose. Magdalena's solo
followed and depicted again the sustained and shspended
qualities of the opening moyemént in the second movement
sequence, The solo‘sequence began with a Suspended pose at
the window in which hef‘body remained motionless except for
the swinging movement of the arms. As Magdalena turned away
from the windowj she pushed her right hand back to it in a
gesture of rejection., Each time she moved forward with a
hesitant wélking step, she led with her shoulders and -
partially dropped the torso in a contraction only to recover
to an upright bosition again., This movement motif dramatizedv
her weak state of body and spirit. A walk took her to.center
stage where she assumed a position in which her cupped -hands
alternately framed her face and extended forward into space.
After a compulsive body contraétion with the body in a deep
. back arch she fell to her knees and remained quiet excepf
fop\the characteristic arm‘swing.‘ She pulled hersélf up and,
in a; obvious effort, moved back to her stool where she had
dropbed her shawl.’ She picked it up and slowly moved with
the back of the body facing the audience to another stool
placéd'at far dowhstagé left; this movement‘wa{ interrupted
with the characteristic arm swings and a deep arching of the
back. The solo finisﬁed as she sat on the stool at stage .
left in a contracted position, wrapped the shawl tightly
around her shoulders énd, finally, dropped her head to her

chest.
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The following diagram shows the group formation of
the third movement sequence and traces the floor pattern
" described by Martirio from her starting position,‘center

stage, to her final position, center stage:

Diagram 6.--The group formation and the floor
pattern followed by Martirio in the third
movement sequence in Episode Three,

Martirio, the jealous one, began the,action immedi-
ately in the third ﬁovement sequence by stamping her feet in
an uneven rhythm. Her solo was characterized by an unevén
and™~broken rhyfhmié patterh, slashing arm movements and
kicking leg movements. Martirio stood ﬁp.briskly from her
stool, drbpping her shawl to the floor with its green side
revealed. She rushed to conffont Magdalena and shook her
hand toward Magdalena's face in a menacing manner. Turning
away, she gfasped her own arm and pushed it down furiously.
She walked With panther-like steps back to her stool where
Amelia, the gentle one, had picked up hgr sister's fallen
shawl and was holding'it-out to Martirio who snatched the

shawl out of Amelia's hands and fastened it around her neck



89
as she moved quickly in a semi-circle back to her sisters'
stools. When she reached Adela, she made a hand gesture
over Adela's head and showedijealousy over her:sistef's
beautiful hair. She quickly ran downstage and clutched her
own head with her hands. She kicked her right leg toward
the window in contempt and moved in a diagonal path to up-
stage left whilé& executing loﬁ lunges climaxed with a violent
‘leg lift which ended in a tense position with her arms held
high over her heaa and hands clenched together. With a
sudden change of direction, she ran to center stage and took
a hop high into the air with the left'leg bent, climaxing the
movement. She landed in a kneeling position and, as her
body contracted; her extended arms were contracted to cover
her head. A change of weight to one knee was the preparation
for a knee spin ending in a side fall to the left hip; the
right leg kicked out intb a long extension with the body
supported by the hand on the floor. Martirio recovered and
ros:\to a standing position and briskly swung her right arm
in two circles to the side énd in front of her'body. A
series of sharp kicks toward the window comprised the last
movements in her solo. She dropped her'éhawl on hervstool
and sat down in a position of defiance.

The'follbwing'diégram shows the group formation in
the fourth movement sequence and traces the floor pattern
described by Amelia from her starting bosition, center stage,

to her final position, center stage:
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Diagram 7.--The group formation and the floor
pattern followed by Amelia in the fourth
movement sequence of Episode Three.

In the fourth movement sequence of Episode Three,
Amelia, the gentlerné, followed the harsh movement of the
previous action with light, gracefui‘and flowing movements.
During Martirio's closing seéfion, shé had tied her shawl,
with its blue side out, around her waist. Her solo began
with two triplets in waltz rhythm moving downstage right;
she repeated the triplets downstage 1¢ft. Two waltz turns
were_ taken to center stage, ending wifh a right hip lead of
the torso while the arms formed a circle and pﬁlled in
opposition from the hip toward the left side of the body.
This movement of the arms was repeated to the left. She
turned with her back to the apdience while the arms moved
into high fifth position. Two step develogéés moved her in
the direction of the mother's chair. In this area, she
turned to face the window and perched on her right toe with

her arms pulled straight back and her body in a deep backward
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arch. Moving across in front of her ;isters to the window,
Amelia paused and executed a sweeping circle with her right
arm, took three steps and ended in a deep back arch with her
focus directly toward the window. Standing there with her
right foot in front of the left, she rocked back and forth
toward the window with her arms outstretched forward. With
a new burst of &nergy, Amelia reached out to Adela from this
‘position, twfsting her body toward her sister. The next
movement phrase was comprised of small triplet steps taken
around Adela's stool in an effort to entice her to join into
the‘gaiety of the movement. Adela ignored her‘sister but
Amelia méde a last effort to cheer her ;ister with a small
tour jeté in ceﬁter stage followed by tiny hops on the right
foot with the lef; leg in croisé€ position and the arms out-
stretdhed to Adela. Rejected, Amelia faced the audience and
circled her right arm in front of her body while the body
: pu{ied to the left with a left hip lead. She took one step
. on tﬁe left foot hnd'dragged her right toe around to the front
'to a lunge position; she ended this movement with an attitude,
both arms held in high fifth. As the tempo of the music
quickened, she executed two low jetés back to her stool where
she turned continuously in place while removing her shawl
and placing it on the stool before sitting down upon it. She
made one last sweeping movement with the right arm across the

torso as she sat on the stool.
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The following diagram shows the group formation in
the fifth movement sequence and traces the floor pattern
described by Angustias from her starting poéition, center

stage, to her final pdsition, center stage:

l_’ 2
@\ 3

Diagram 8.--The group formation and the floor
pattern followed by Angustias in the fifth
movement sequence of Episode Three.

This movement sequence completed the éyéle of solo
dances. Angustias, the smug one, had fastened her shawl |
around her shoulders, with the.white side showing, before
Amelia returned to her stool. Angustias rose from her stool
and walked briskly forward to the down stage area and stopped
suddenly, her haﬁds clasped together at her right side. From
this position, she stepped to the right with the right arm
extended diagonally up and pointing upward in the direction
of the window. Shé executed a high leg lift with the right
leg, sugge;tive of Spanish stylization, while facing the

window followed by a series of developpés as she walked to

the window with a stately carriage. At the window, Angustias

(
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made .a large circiing arm gesture and twisted toward the
stools to meet the curious gazes of her sisters. She turned
back to the window and took small steps in a circle tov
prepare for a wide stride leap, down stage 1ef£.4 She twisted
again to face her sisters and executed an exaggerated gesture
with her left hand suggestive of a whispered secret. The
next phrhse consistéd.of long steps moving backward with the
arms and legs swinging in opposition; as she reached her
stool, she performed chainé turns in place while unhooking
the shawl and dropping it on her stool, white side up; She
moved with running steps around the stool and ended down-
stage with the execution of a high leg lift suggestive of
Spanish étylization. The solo finished with a high left leg
extensionrthat circled to the left while her right foot made
a half turn in relévé followed by‘a quick running exit.

A transifion took place before the re-entrance of

Angustias to allow time for her to fasten her white wedding
~ :

~

veil securely upon her head. An interplay of looks among
the daughters and toward'the door through which Angustias
left, comprised an unaccompanied fourteen-count transition,.
The fransition was interspersed with exaggerated movements
of crossing and uncrossing of the legs while the sisters
remained seated.

The following diagram shows the group formation in

the sixth movement sequence and traces the floor pattern of
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that described by the five dancers from the starting position‘

to the final position, center stage:

Diagram 9.--The group formation and the floor
pattern followed by the dancers in “The
Wedding Dance™ in the sixth movement
sequence of Episode Three.

Angustias' return to the stage was initiated by quick
steps to center stage where she perchedyqn her right foot to
display her wedding veil with the train picked up and held
forward in her outétfetched arms. The scene revéaled her
apprdaching marriage to Pepe el Romaﬁo. She turned slowly

N ‘ .
witﬁ\the veil still draped over her arms as the sisters rose
excitedly from their seats and touched the veil, stroking it
enviously but gently. A waltz rhythm was established by the
entire group as they anticipated “The Weéding Dance.™ The
dance began with tripiets danced in unison toward the down-
stage area. A large, circling hand gesture toward Angustias
accompanied the triplets. Angustias remained as the center

of attention inside the circle formed by her. sisters. There

she allowcd the veil to «drop from her arms and executed
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several turns with arm and hand gestures suggestive of
Spanish stylization. The sisters moved in and out of the
circle as they fleetingly touched Angustias' veil. They
ended in a deep back . bend with.their arms held high over
their heads. The movement that followed incorporated motifs
from all of the sisters' solo dances in the lively step
combinat}ons and locomotor movements ‘as they circled around
the stools and Bernarda's chair.» Theltempo inéfeased as the
dance built to a climax. Thé’movements in this dance,
included triplets, waltz turns and backward walks with the
hands and arms suggestive of Spanish stylization. When all
of the sisteré had reached their starting positions in the
circle again, they took tripie;s to their respeétive‘stools
except for Angustias Who was left alone in the center of the

stage.

Episode Four

“Maria Joséfa, the senile grandmother, enters,
stealing from her own }closed room' and gleefully mimics the
personalities of Bernarda and her daughters."

This episode was comprised of three movement sequences
involving seven dancers: the gréndmother, thé mother and the
five daughters. The first sequence utilized all of the
dancers except the mother; the second sequence utilized all
seven of the dancers; and the third sequence utilized all of

the dancers except the grandmother. The moods of the first
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two movement sequences were depictive of pathos with ihterQals
of comic}religf; the third sequence, referred to as the
“*Spanish Dance for Six,“ exemplified arrogance and pride in
the erect body positions and typical Spanish postures of the
dancers. The characteristic movement motiEs for Maria Josefa
comprised stylized walks, shﬁffling runs, leg swings and
extensiotis, and high leg lifts with the knee bent suggestive -
of Spanish stylization. The characteristic gesture motifs
comprised gently touching the wedding veil, rocking a child
and the trembling hand movements associated w1th old age.

The following diagram shows the group formatlon in
Jthe’first movement sequence of Episode Four and traces the
floor paftern described by Maria Josefé froﬁ her entrance,

downstage left, to her final position, center stage left:

“Diagram 10.--The group formation and the
floor pattern followed by Maria Josefa
in the first movement sequence
of Episode Four.

Maria Josefa, the gran&mother, tightly clutching the

shawl over her head, crept quietly onto the stage from stage
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left while the granddaughters were taking their final posi-
tions at the end of Episode Three.. All of her movements were
based upon six-count phrases;'her toddling walks and shuffling
runs were performed rn a frightened manner and her hands
trembled periodically. The first three phrasea comprised her
entrancé which included her dbservation of Angustias,followed
by hand fhovements of circling and touching the wedding veii.
The‘next three phrases portrayed Maria Josefa wrapping the
end of the veil around her head and jumping happily in place
until Martirio suddenly tbre the veil from her head. The
grandmother followed Angustias as she traveled back to her
particular stool. As the grandmother reached out to touch
the veilya second time, she was frightened again by Martirio's
sudden movement with her right arm which stopped the grand-
mother's intended action. Maria Josefa ran with tiny,
frightened steps to the safety of Amelia's arms, downstage
right, and, as she watched Martirio move back, downstage left,
she\felt reassured for her safety. The ensuing phrases were
comprised of an interplay between Amelia and the grandmother
in which the old womaﬁ imagined she was holding a baby.
Amelia gently Huméred her grandmother andvjoined her in a
rocking movement with the arms ia a cradled posifion. Maria
Josefa turned to show Adela the imaginary baby and then faced
Martirio, downstage left. At this point, Martirio rushed.
toward the grandmother and broﬁe the cradle position with a

harsh thrust of her own arms. The startled grandmother made
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a hysterical gesture upward and slowly sank to thé floor to
rescue the fallen child of her imagination. Amelia moved
quickly to her aid and comforted her as they resumed the
rocking movement. Mafia Josefa gave the imaginary child’to
Amelia, then toddled off to downstage left, giancing back
toward Amelia intermittently to be assured that she was caring
for theﬂimaginary child. Amelia gestured once more with the
‘rocking motion andvsat down on her sibol. The grandmother
turnedisuddenly and took thrée long steps towaid Martirio
who had resumed her seated position on her stool. Gesturing
toward Martirio with clenched fists,,the’grandmother moved
to the center.éf the semi-circle formed by the sisters’
stools. - She made a low turn in a contracted position,
pointing her finger téward each of the sisters as she faced
them one at a time. Her two hands were brought together as
she raised herself to her full height and, with a small kick
baqk, she shuffled off toward Bernarda's towering chair.
She circled the chair and with her 1ef;'hand imitated Bernarda's
characteristic motifs of the tapping cane and the exaggerated.
hand gestures. She assumed Bernarda's sitting position in
the chair and nonchalantly swung her feet until, startled by
the soﬁnd of Bernarda's tapping cane,.she remained tense and
motionless, her eyes opened wide with fright.

The following diagram shows the group formation in

the second movement sequence of Episode Four and traces the
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floor pattern described by Maria Josefa and Bernarda from

center stage left to their final position downstage left:

Diagram 11.--The group formation and the floor
pattern followed by Maria Josefa and Bernarda
in the second movement sequence
) of Episode Four.
Bernarda re-entered the stage with her characteristic
walk accompanied by the constant beating of her cane upon the
floor. As she discovered Maria Josefa in her chair, 'she

~stared angrily at the intruder who jumped from the chair and

ran with tiny steps in and out among the sisters, followed

N\
N

by the angry Bernarda. Changing direction abruptly, she
collided with Bernarda at center stage right. The grand-
mother retraced her steps and sought refuge behind the chair.
Bernarda shifted focus from side to side searching for Magia
Josgfa, while her  body remained in a low lunge toward the
chair as she held her cane upright. Unsuccessful in finding
the old woman, Bernarda rose, leaning far forward from the
waist as the tofso balanced updn‘the cane, and glanced about

the room to locate the grandmother. Maria Josefa, hiding
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behind Bernarda, alternately peered around .either side of the
matriarch. Bernarda grasped.her cane tightly and moved with
long strides around the. room while the grandmother followed
close behind. -Suddenly, Eernarda whirled and caught the
grandmother completely defenseless. Béfnarda raised hef cane’
high over her héad——as the daughters jumped up from their |
‘éeats in“fear—-and struck Maria Jqsefa'ac?oss hér back as
she brought the cane down. The old woman fiéd in terror’
from the stageAwith her characteristibfshuffling run, exiting
downstage left. | |

‘ The following diagram‘shows the group formation ;ﬁ
the third movement sequence of Episode Four and traces tHe
floor pattern described by the‘dancers'in the “Spahish Dance.

for Six"™:

Diagram 12.--The group formation and the floor
pattern followed by the dancers in the "Spanish
Dance for Six"™ in the third movement '
sequence in Episode Four.

Bernarda,.over confident in her power, walked

haughtily toward downstage left where she executed a leg
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lift circling high in the air while her body was suphorted by -
the cane.  The daughters moved‘downstagé together and assumed
a positioh with their hands placed on the left hip and the
right leg crossed in back of the left. The “Spanish Dance
for Six,*™ performéd in unison, began at this point. The
sequence began with walking steps to stage righf, while the
bodies faced diagonally toward the downstage right corner.

In a diagonal line facing downstage right, the group executed -
a series of leg swings with their left leg comprised of a
forward, backWard, forward movement. Remaining in a diagdnal
line, the gfoup faced downstage left and repeated the leg
swings with their right leg. Again facing stage right in a
diagonai line, the phrase continued with two high leg lifts
with the left leg; the arms were extended slightly above
shoulder level. with the weight on the left foot, the right
leg extended high and returned to a bent-knee poéition with
the half-toe restihg on the floor, as the arms came dowﬁ in
back of the waist. The dancers reversed direction toward
upstage left in a diagonal and paused in the same position
described above with their backs to the audience. They
reversed direction sharply to face the audience and toqk a
catch step with the weight taken on the right foot and lifted
the left leg high, keeping it close to the body, then twisted
away from the body as the lift built in d&namics‘ The dance
ended in an exaggerated postur; characteristic of Spanish

dance, with the left leg bent and balanced on the ball of the
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foot, the weight on the right foot, one arm‘extended forward
and one to fhe side, the back deeply arched and the head
erect. A variation of the processional movement sequence
introduced in Episode One followed as all of the dancers
left the stage led by the mother. Thé original tempo of the

processional was accelerated in the variation.

Episode Five

“Angustias flirts wifh her betrothed at the window
and is discovered by the grandmother who flees'from the Alba
household forever.™ |

This épisode was comprised of two movement sequences,
each performed as a solo, thé first by Angustias and the
second by Maria Josefa. The mood of Angustias' solo was
flirtatious and gay; Maria Josefa's dancé showed traces of
subtle humor intermingled with pathos. The characteristic
movement motifs included stylized walks, turns and leg lifts
in\hngustias' dance, shuffiing runs, trembling hands and
body contractions in Maria Josefa's solo. Many hand gestures
were used in the first movement sequence as Angustias flirted
with Pepe, moving toward and away from the window executing
her exaggerated fanning movements accompanied by fluttering
eyes.

The following diagram traces the floor pattern
described by Angustias in her entrance from upstage left to

her exit downstage left:
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Diag;am.IS.—-The floor pattern followed by Angustia’s
in the first movement of Episode Five,

;As Adéla, the last dancer in the procession, exited,
Angustias appeared, holding a fan. She abproached the‘stool
which held both her shawl and the wedding veil apd,rperchihg
on the right foot, reached down to touch the veil tenderly.
Siie looked slowly toward the window and moved in its direc—
tion with three steps in developpé, four chainé turns, and a
high. leg 1lift with(the arms held high above her head. She |
saucily opened her fah and performéd several coyly flirta-
tioys movements and gesfures. Focﬁsing upon the window, she
plaééd her hand through the Openiné in the window aﬁd with-
drew it. She turned away from the window and moved to the
center of the stage and executed anothef coquettish movement
sequence. After a series of leg lifts and extensions, she
glanced once more in the diredtion of Pepe outside of the
window and quickly left the stage.

The following diagram praces'the floor pattern
described by Maria Josefa from her éntrance, ﬁpstage left, to

her exit, downstage right:
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'Dhaéram 14.--The floor pattérn followed by Maria
Josefa in the second movement
sequence of Episode Five.

The grandmother entered the stage simultaneously with
Angustias' exit. Delighted to find no one present, she ran
over to Angusiias"stool and gleefully admired the wedding
veil lying upon it. Suddenly she snatched it up and fastened
it upon her head as she sat iﬁ Eernarda's massive chair.
Happily she raised her feet alternately one fbot at a time
from the floorAwith knees bent. Rising, she caricatured
Spanish leg lifts as she moved dpwnSfage and stopbed to
assume a humorous pose, pretending to be a bride. Holding
the veil out to each side the width of‘her.arms, she ran
quickly in a circle and, pausing only long enough to make a
gesture of departure from the Alba househcld, she raced joy-

fully away from the "“closed room™ forever.

Episode Six
“Adela prepares for a rendezvous with Angustias'
fiancé who is her secret lover; she is discovered by the

jealous Martirio. They quarrel but Adela eludes her sister
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and runs to her tryst. Martirio promptly reports.this
meetihg to Bernarda."

This episode was comprised of three movement sequéncés:
‘the first, a solo by Adela; the second, a duet by Adela and
Martirio; and thé'third, a duet by Mértirio and Bernarda.,
The mood of Adela's dance waslpassionate. The duet for
Martirios and Adela depicted a heatéd quarrel which produced'
a tense and violent atmosphere. Bernarda and Martirio in
the final duét projected a mounting tension and anger. The
characteristic motifs of the three movement sequences were
multiple turns, vigorous swings, heel stamps and deep back
bends in Adela's solo; turns, lunges, sharp bontractiops
and pushing and pulling movementé in the duet between
Martirio and Adela; and a whispering gesture in the duet
performed by Bernarda and Martirio. '

The‘following diagram traces the floor pattern
described by Adela from her entrance upstage left to her

final position downstage right:

Diagram 15.--The floor pattern followed by Adela
in the first movement of Episode Six.



106

Adela, édorned with é red rose’in her hair and a red
sash around'her‘waist, rushed quickly‘onto the stage after
the grandmother's exit and plimaxed her entrance, center
stage, with a high leq lift followed by fast spinning turns.
Her arms and hands were held in typical Spanish attitudes.
She executed two slow, highly stylized turns in place,
finishi%g in an arrogant pose. Moving to stage left, she
performed two spirited brushing movements with the right leg
kicking high in front of her body. She reversed direction
and traveled‘furiously to the window with two spiral leaps
and a series of chaine turns‘performed‘at a frantic speed.
Stopping moméntarily, she tossed her skirt held in her right -
hand, from front to back, and'gathered it up in front of her
with both hands as she performed zapateado foot movements,
suggestive of the Flamenco, toward'center stage. Continuing
her fiery gypsy mood, Adela tossed hef skirt from side’to
siqS in_oppositioﬂ to the direction of the deep knee bends
executed in characteristic Spanish style. Adela fully
extended the free leg back in a lunging position. She movéd
around the mother's chair and back‘fo the center stage area
with long dragging steps leading with the hip. Her passion-
ate‘and Vigorous dance concluded with triple turns and a deep
back bend, facing upstage, with her head dropped far back to
face the audience.

The following diagram‘traces the floor pattern of
Adela and Martirio during their duet in the second movement

sequence of Episode Six:
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Diagram 16.--The floor pattern followed by Adela and
Martirio in the second movement
sequence of "‘Episode Six.

At the beginning of this movement sequence, Adgla
focused her attention upon the window and moved toward it
with a long low jeté. She gestured to Pepe outside the
window buﬁ, while doing. so, she‘was discovered by the
jealous Martirio. Adela paused to blow her lover a kiss,
then spun around to face Martirio. ‘Martirio's movements
- were comprised of Sharp kicks, high leg lifts, harsh,
pushing downward motions with the hands and sinuous movements
of‘}he hips. As Martirio moved toward Adela, Adela attempted
to pass by her sister unnoticed but Martirio grasped her
arm and spun.her‘around until they met face to face. The
two sisters pressed shoulders against each other, turned,
presﬁed arms againét each other and held a momentary pose
with armé crossed in defiance of each other.. Adela sought
to escape her sisfer and moved toward the window but Martirio

again blocked her way. Martirio's movements resembled

cutting the air with her arms while Adela bent beneath the
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arms of her sister or reached'overlthgm to seek her éscape.
Finally, Adela freed herself from her sister for a moment,
turned, and extended hef arms toward the window as she
'bleaded for understanding from her sister. Martirio remained
-steadfast in hef refusal to yie1d £o her sister's pleading
as she held Adela by the hands and forced her down in a low
back bend. Each still locked in their struggle, Adela
recovered from the back bend and faced Martirio defiantly
once more. The sisters pulléd each other back and forth,
neither allowing the other to eSdape. At this moment,
Amelia entered-and, seeing her §isters' quarrel, ran to
them and forced their hands free from each ‘other, then
' sought the aid of her other sisters to prevent further
violence. This momentary release was sufficient to allow
Adela to flee from the room, leaving Martirio sfanding alone.

The following diagram traces the flodr pattern
deSgribed by Martirio and Bernarda during their duet in the

third movement sequence of Episode Six:

Diagraem 17.--The floor pattern followed by Martirio
and Bernarda in the third movement of Episode
Six.
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Bernarda entered after the thrée other daughters made
their entrancé from stage left. She-merd backward to the
upstage area wWith perchs and long backward steps. Martirio
ran to inform her mother of Adela's rebellion, gesturing
with the whisperiﬁg motif, alternately embracing her mother
and holding firmly to her shohlder. Bernarda's anger mQunted
as Martf}io's whispering increased.in'excitement. The climax
occurred as Martirio stepped around Bernarda and‘pointed

dramatically to the direction of Adela's exit.

Episode Seveﬁ

"“Adela returns and openly defies her mother but
ultimately commits suicide believing that her lover has been
shot by Bernarda."™

This episode was domprised of three movement sequences
involving six dancers. The first and second sequences were
danced by Bernarda and her‘five daughters while the third
se&uence excluded Adela from the groupa The mood of the
first dance, which was a duef betWeen Bernarda and Adela, was
frenzied and defiant. Desolation and grief were depicted in
the second sequence. The third sequence reflected a drained
and sorrowful atmosphere on the part of Adela. The char-
acteristic movement motifs in the first sequence were sharp
ieg extensions, frantic leg lifts and pleading hand gestures.
Iﬁ the second sequence, thrusting leg extensions and forceful
leg 1lifts were characteristic motifsﬂ The third sequence was

characterized by slow, heavy walks and sways of the torso.
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ne following diagram sihows tie ¢roup formation in

the first movement secuence of Episode Seven and iraces the

floor pattern of Bernarda and Adela during their duet:

W
r.

Diagram -18.--The group formation and the floor
pattern followed by Bernarda and Adela in the
first movement sequence of Episode Seven.

Adela re-entered with a jeté-ending in a sudden stop
in half-toe position facing Bernardé. Befnarda rose to her
toes and with her cane fof balance peered down at Adela.

The remaining sisters, motionless, stared at their mother,
fearful of what was about t§ occur. Adela lowered her head
and attempted to pass quietly around Bernarda. The mother
grasped Adela's shouldef and spun her around to face her.
With Bernarda's left hand on Adela's shoulder, the two
executed in succession a series of alternating kicks, exten-
sions, and leg swings; they ended the series by taking one
leg swing in a figure-eight pattern in unison. As both
ended in a back aftitude, Adela-‘ran from her mother only to

be caught us Bernarda hooked Adela's upper arm with the crook
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of her cane. The two circled-around each other separated by
the 1eng£h of the cane, reversed directions and repeated the
movements of extended leg lifts. A second reversal of direc-
tion and repetition bf the same movements ended as Bernarda
caught Adela with her cane across her‘upper torso. Adela
arched her body back and with her shoulders pushed the eane
away. She was caught again by the crook of the cane and
pulled close to Bernarda. Adela plead but her mother forced
her to move backward by beating her cane upon‘the floor in
front of Adela's feet. Shétching the cane from the startled
Bernarda's hands, Adela spun frantically, the cane fell from
her hands; and she fell to the floor, her body in a contracted
position;

The following diagram shows the group formation in
the second movement sequence Ef‘Episode Seven and traces the
floor pattern deécribed by Bernarda and Martirio during

their duet:
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Diagram 19.--The group formation and the floor

pattern followed by Bernarda and Adela in the
second movement sequence of Episode Seven.
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Martirio walked over to the fallen cane, picked it
up, caressed it with her hand and presented it with a smiling,
' smug exprgssion to Bernarda. Bernarda turned sharply in the
direction of the entrancéway and thrust her cane in front of
her body with é strong gesture. Marﬁirio moved to Bernarda.
and placed her hand upon her shoulder. Bernarda‘kicked her
foot back as though manipulating the train of a dress;
Martirio imitated the movement. Both exited downstage left
while executing percussive leg extensions forward. Meanwhile,
the frightened sisters weie watching Adela. As Adela rose
to her knees she reached out in the direction of the window .
-but collapsed again to the floor. A terrifying shot was
heard; ail were transfixed momentarily. Adela sat upright
and saw Bernarda and Martirio re-enter from the door, smug,
self—righieous expfessions upon their faces. As they moved
toward Adela, she jumped to her feet and ran frantically
frog the room. Bernarda, appearing confident and Martirio
Awith\é faint smile upon her lips, continued to move down-
stage left. A11>of the remaining sisters joined the recurring
motif of the processional movement led by Bernarda and moved
to their respective stools. Steps with the right fobt'in
relevé and with the left leg gxtended to the side moved each
‘character around her respective stdol. The daughters assumed
their original sitting positions as Bernarda tapped her cane

/

and remained standing
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The following diagram shows the gfoup formation in

the third movement sequence of Episode Seven and traces the
floor pattern described by Amelia from her starting position,
downstage right, and by Bernarda from her starting.positi§n,

center stage, to their final.positions center stage:
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Diagram 20.--The group formation and the floor
‘pattern followed by Amelia and Bernarda in
the third movement sequence of
Episode Seven,

3

Amelia, who had élipped away from the group, returned
wiyy a rope held close dgainst her contracted bbdy. She
slow}y revealed the fatal rope as she formed it into a noose
in her outstretched hands. Upon seeing the rope, Bernarda
jumped from her chair and stared down at the newly cut rope.
Amelia, extended her leg in a slow developpé as she thrust
the rope in front of Bernarda's face, theh dropped it to the
ground at Bernarda's feet. DBernarda moved back into an
arabesque position from which she returned to her original
standing position, in’ a high‘relevé, staring down at the

rope. Ameclia, with a swaying movement from side to side,
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depicted the sadness she felt for her sister's suicide. This
movement was brought Suddenly to a halt with the drop of her

head and arms in complete resignation,

Episode Eight

"The tyranny in the 'closed room' continues.@

This final episode was comprised of one movement
sequence in which‘all of the remaining daughteré of Bernarda
paid their last respects to their dead sister. Movements
executed by Bernarda were superimposed fhroughout the sequence.
The mood of the movement sequence was one of the deepest grief
. and total resiénation on the part of the four remaining
sisters.- The characteristic hovement'motifs were recurrences
of movements associa;ea with aﬁd performed by each of the
remaining five dancers. | |

The following diégram shows tﬁe group formation and
traces the floor pattern described by the dancers in Episode

Eight:
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Diagram 21.--The group formation and the floor
pattern followed by the dancers in
Episode Eight.



115

The concluding episode began as Amelia moved Slowly.
back to her stool upstage executing two sustained arm lifts
‘forward followed by a relaxed back bend as she faced her
stool. When she reached the stool she sat, hanging‘hef head
and right arm toward the window stage ieft. Befnarda, in
place, moved with an attitude'followed by an arabesque ending
in her cH%rapteristic standing pose as she stared at the rope
on the floor. Magdalena joined in the slow,"grieying move-
ment és‘she ioweredbherself to the floor from her stool and
rolled toward the rope lying in the center of the stage.
Upon reaching the rope, Magdaiena with ﬁer legs presged
together, turned away-from the rope and then back to it.
Gently, she picked up the rope and crawled backward on'her
knees until she reached Adela's stool. There she placed the
rope on the red side of Adela's shawl which covered the stool
and executed a side roll to her own stool where shé remained
mopionless. Bernarda balanced upon her cane, lifted her
left\leg high to the side and very slowly extended it, then
broﬂght it back ﬁo a bent-knee position, her hand resting on
the knee-cap of the moving leg. She lowered her leg with her
body turned in profile and held this position while Angustias
moved. Angustias moved with three steps in developpé and
four chainé turns to the window. There she crossed her arms
in a large sweepihg motion and let them'follpw a circular
path until they dropped with her contractedvbodyva shory

distance downward in front of the window. She slowly turned
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away from the window, took one more step in developpé and
walked slowly back to her stool where she sat staring at the
rope. Magdalena rose to her feet upon Angustias' return-to
her stool and assumed a dejected posture of grief. Maftirio
moved toward Bernarda with a series ofvuneven and stamping
movements of the feet. She pushéd away from Bernarda and
faced the audience, turned with an uneven rhythmic pattern
of the feet and returned to her stool after once more pushing
" her arms toward the window. All of her movements showed a
feeling of bewilderment and anxiety. Martirio stood at the
right side of her stool gazing at the rope. Bernarda
repeated the movement motifs of her first dance--leg kicks,
attitude, leg extensions, two twisting jeté leaps, a fan
kick over the cane ending in a stern position facing her
daughters. She tapped her cane fifmly upon the floor com-
manding all of the daughters to sit upright, their faces
straight forward. Bernarda lifted her left arm in a fiour—
ishing Spanish gesture which the daughters repeated and
terminated byvfolding their hands in their laps. As Bernarda
stared with defiance at her daughters, they simultaneously
looked down at the rope, looked up at the window, again
looked back down at the rope, made a deep bend forward from
the waist and returned their‘fearful faces up to meet
Bernafda's relentless gaze. All remained motionless and

expressionless as though suspended in time. The final chords
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of the musical accompaniment, suggestive of the tolling of
the bells, resounded as the curtains‘016Sed on Requiem In A

Closed Room,

Accompaniment
The accompanist-composer for the Modern Dance Group
of the Texas Woman's University composed the piano accompani-
a4 ’ ] .

ment for the dance-drama entitled Requiem In A Closed Room

after.the choreography had been taught to the participating
dancers and could be observed in its éntirety! In keeping
with the general quality of the movements'developed by the
invesiigator,‘characteristics of tﬁe unmistakable Spanish
rhythmic and melodic style wére incofporated in the musical
accompaniment. »

A theme was composed for each of.the main characters
portrayed in the ‘dance-drama. Bernarda, the domineering
mother, was represented by a motif expressive of her austerity
and>~cruelty and was written in mixed meters--2/4, 3/4, 4/4
and 5/4. Adela, the.willful one, was accompanied by themes
suggesting gaiety, passion and abandon and again the meters
varied from 2/4 to 5/4. Amelia, the gentle one, was char-
acterizedvby'a wistful theme in 6/8 meter, accented variously
in dyple or triple combinations. Angustias, the smugvone{
was accompanied by a rather insinuatinghmotif in 2/4 tangqﬂ
rhythm, marked‘oécasionally by free cadenza-like passages.

Martirio, the jealous one, was introduced by a strident theme
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in 5/4 meter which subsequently changed to 2/4 meter and a

rhythm reminiscent of the paso doble. Magdalena, the resigﬁedi
‘one, was accompanied'by a melancholy theme, not stronglyr
accented but phrased variously in 6/8, 9/8 and 12/8 meters.
Maria Josefa, the senile one, was suggested by a continuous.
dissonan} trill in the upper reglster of the plano, augmented
periodically in the bass by fragments of the motifs related

to the other characters in the dance-drama.

The basic theme established for each dancer was
developed and varied in accordance with the action of the
character represented. The two group dances choreographed
for the dance-drama--"The Wedding Dance™ and the “Spanish
Dance for Six"--were eccompanied by a gay theme in the 3/8
meter and the folk style of the jota and.by a dramatic,
declamatory theme based upon the 3/4 rhythm of the bolero.
The obeniﬁg and closing scenes of the dance-~drama were
accompanied by a solemn, processional theme in 4/4 meter
interrupted by a “waiiing“ motif and the tolling of funeral
bells.

Throughout the piano accompaniment sound and rhythms
suggestive of Flamenco guitar accompaniﬁent and cadence

typical of the Spanish style were emphasized.

Costumes

The investigator designed the costumes to represent

identifiable characters in Requiem In A Closed Room. Since
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the entire dance-drama was choreographed. as one continuous”
work, :there was no curtain until the end of the performance:
All of the costumes were designed to enhance the contouré
and qualities of the movements choreographed. In order to
allow maximum freedom of movement and suggest Spanish desigﬁ
and dress, in addition to depicting the atmosphere of
mourning, the investigator chose black as the cblor of all
of the costumes except the gr;ndmothers which was constructed
of white and two shades of gray. |

Bernarda Alba's costume was of black taffeta, black
lace and braid. The skirt was fully gathered and reached
the ankle bones in length and wés attached to a tightly
fitted bodice_shaped tb a point at the waistline. Details
of the bodice included a wide taffeta band fastened to the
neckline of the bodice, several alternating vertical rows of
black braid énd black lace sewed to the entire front of the
bodice and leg-of-mutton sleeves which were decorated at
the wrists with the braid. A large black triangular shawl
~constructed of a double layer of rayon crepe and edged with
three-inch black rayon fringe on the two sides forming the
point of the‘triangle,‘completed her costume. |

The five daughters wefe costumed identically except
for their shawls. The basic costume was comprised of a
black, long sleeved, furtle-heck, helanca leotard and black
tights. TheAneck.and wrists of the leotards were trimmed

with black, one inch wide cotton lace attached to a black
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cotton cdllar and wrist bands which were hidden beneath the
leotard., Two circular skirts made of heavy nylon tricot in-
a length two inches above the ankle bone were attached'tdra
stiff waistband and worn over the tights. A reversible
triangular shawl fringed and lined with a color symbolizing
the respective persdnality of the wearer compleped the
costume. The hues selected to indicate the distinct per-
sonalities of the five daughters were, respectively: Adela,
red for willfulness; Martirio, green for jealousy; Amelia,
blue for gentlenéss; Magdalena, violet fbr’resignation; and
Angustias, white for smugnéssf To facilitatebeasy manipu-
lation of the shawls agcording to‘the demands of the
chore§graphy, two large hooks and one eye were placed on
each shawl which ensured accuracy and sfébility. The grand-
mother wore a costdme identical to those of the daughters
except for the color, Thevleotard, tights and shawl were
of\s drak gray whi}e‘the skirt was of a‘light‘grayf The
. fringe and lace were white. The three mourners wore black
leotards and tights but without decofation of any kind.
Black circular, cotton skirts reaching the middle of the
~calf and small triangular black scarves tied under the chin
were the only additions to the basic costume of the mourners.

The continuity oflthe dance-drama precluded elab- |
orate costume changes but slight variations in costume were

feasible., Adela, at one point, tied a long, red, polished
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cotton collar and wrist bands which were hidden beneath the
leotard. Two circular skirts made of heavy nylon tricot in
a length two inches above the ankle bone were attached to a
stiff waistband and worn over the tights. A reversible |
triangular shawl fringed and lined with a color symbolizing'
the respeotive persdnality of the wéarer completed the |
costume. The hues selected to’indibate the distinct per-
sonalities of the five daughters were, respectively: Adela,
red for willfulness; Maftirio, green for jealousy; Amelia,
blue for gentlepéss; Magdalena, violet for resignation; and
Angustias, white for smugness. To facilitate easy manipu-
‘lation of‘the‘shawls according to the demands of the
choreégraphy, two large hooks and one eye were placed on
each shawl which ensured accuracy and stability. The grand-
mother wore a costhﬁe identical to those of the daughters
except for the color. The leotard, tights and shawl were
of\s drak gray whi}e"the skirt was of a light gray. The
. fringe and lace were white. The three mourners wore black
leotards and tights but without decofation of any kind.
Black circular, cotton skirts reaching the middle of the
‘ Qalf and small triangular black scarves ﬁied under fhe‘chin
were the iny additions to the basic costume of the mourners.

" The continuity ofvthe dance-drama precluded elab-
orate costume changes but slight/variations in costume were

feasible. Adela, at one point, tied a long, red, polished
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cottonlsash around her waist with the. two fringed ends
handing in the back; and added‘a red rose to her hair.
Aungustias donned a wedding\veil, made of voluminous lengths
of white nylon tricot gathered into a stiff, &ide headband.
The veil was designed in two lengths; the underneath laier
of the veil was fioor length with tapered sides, and the top
layer was waisf 1ehg£h with tapered sides and was edged wiﬁh
white, scalloped lacep This shorter»veil stood out from the
head and from the underveil by the insertion of panels of
stiff nylon net. A white grograin ribbon fastened onto the
headband hooked undér the chin to hold the veil securel&‘ip-
place. |

Sketches of the costuﬁes worn in the dance-drama

may be found in the Appendix of this thesis.

Hair Styles

The investigator designed an appropriate hair style
for~each dancer in the dance-drama. The only criteria for
the hair arrangements were that they enhance the characterif
zations of the individuals portrayed in the dance-drama,i
and that they be Suggestive'of Spanish coiffures. All of
the hair styles showed the hair drawn back or up with a
false hair piece incorporated into the arrangement except
for Adela's. Adela's short wavy hair hung loosely and
naturally sugégsting her youthful, romantic personality; a

red rose was added in one sequence of the dance—drama.' The
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grandmother's hair was sprayed white for the first presenta-.
tion of the dance-drama. For the'subsquent performances
which were incorpofated in a full concern program presented
by the»Modern Dance Group t;me necessitated that a gray

hairpiece be styied,into a wig for Maria Josefa.

Stage Properties

The production of the original dance-drama entitled

Requiem In A Closed Room required the use of three stage
properties in order to represent, as authentically as

possible, the action of the play entitled The House of

Bernarda Alba by Federico Garc{a Larca upon which the:
'choreographyrwas based. |

Bernarda's cane was an integral part of her char—
acterization in that it symboiized her dominant and authorif‘
tative power over the entire Alba family. The cane was an .
actual walking cane with a curved handle and rubber tipped
bottom., It was made of a light coloréduwood covered by
clear shellac.

Four fans Were important adjuncts of the choreography
of the dance-drama. Three were constructed of black papgr
and were utilized by the three mourners. The fourth fén,
made of black cloth with painted decorations of many cologs
. on one side, was manipulated by Angustias.

A “staf;er“ pistol with blank cartridges was q;ed

-

off-stage when the action of the dance-drama reqqired‘the
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sound of a gun shot. A flexible white cord .tied in a hang-
man's noose and knot with the two short ends raveled to give
the impression of a newly cﬁt rope, was used in the hanging‘

sequence within the dance-drama.

Stage Set

The production of the original dance-drama entitled

Requiem In A Closed Room required the use of a stage set,
designed by the inve;tigator, which was comprised of six
wooden rectangular stolls painted white. Thethere embelf
llisheq by a séalloped design which suggested é Spanish motif,
- The stools ranged in height from foufteen“to‘sixteen inches
and varied frpm each other in height by'one;half inch. The
height of the stool and the age of the character were related
in that the youngést sister recé;ved the shortest stool while
the eldest sister received the tallest stool. One extra
fifteen inch stool was placed at stage left of the set.

An over-sized, white, wooden straight-backed chair
was designed for Bernarda. It was eighteen inches off the
floor at the sitting level. The ladder-back designed back
of the chair extended above Bernarda's head when she sat in
the chair. “The same‘desfgn of scallops around the bottom of
the chair seat was incorporated into the only decorgtive motif
of the chair,

A whité“wooden“construction composéd of three f¥§t§

on hinges represented a Spanish window. The height of tﬁe
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center flat composing the window was eight feet whiie the
two side extensions were six and one-half feét in height.
One and one-half inch wide boards:were placed six inchéé
apart in order to make it possible to pass a hand between

them and through the window,

Summary

‘Chapter III included a descri;tion of the original
dance-drama entitled Requiem In A Closed Room based upon
Federico'Garcfa‘Lorca's play entitled Igg‘ﬂggﬁg of Bérnarda
Alba. The title of the dance-drama was selected becéuge it
suggested a continual lamentation within the confinement 9f
a walled enclosure whidh is ﬂhe idea fherinvéstigator desired
to communicgte through the moods, emotions and movements

interpreted by the dancers in the presentation of the original

dance-drama. Thematically, Requiem In A Closed Room was based
'upon eightlselected episodes from the plot of Federico Garcfa
Lorca®s play entitled The House of Bernarda Alba, which, in
the opinion of the investigator, lent themselves to interpre-
tation and communicatioﬁ through ihg medium of modern dance. |
The investigator presented and discussed selected character-
istics of Spanish dance as they influenced the choreography
of the dance-drama,

The overall form for Requiem In A Closed Room was a
Group éf Parts indicated by the }etters A, B, C, ﬁ,AE, F,

G, H, with periodic recurring themes, It was structured in
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eight continuous episodes. Each epi;ode was comprised of
one or more movement sequences and transitions., A descrip-
tion of the dance-drama with respect to each episode included
the theme, the numbér of movement sequences and transitions,
the grouping of dancers, the‘mood, characteristic‘movements
and qualities, the floor pattern and an indication of the
dramatic action, | |

Di agr ams of~the«§tage were included for the purposet
of clarifying the floor patterns or the group formations of a

particular movement sequence within each episode, The piano

accompaﬁiment for Requiem In A Closed Room composed by the
accompanist-composer for the Modern Daﬁce Group greatly
enhanced the efféctiveness of the dance-drama as a total
production, Thé dance—drama{ﬁas'choreographed before the
accompaniment was added fo preclude any limitation of the
movemeﬁts by the struéture of previously composed music.
Thus, the accompaniment was designed to enhance the atmosphere
created by the choreography. The costumes, hair styles,
‘stage properties and stage set were described in terms of
contributions to the t6t31 affect of the dance-drama.

The following chapter will include a summary of the

thesis as a whole with recommendations for~further studies.



CHAPTER IV

SUMMARY AND RECOMMENDAT IONS FOR
FURTHER STUDIES

Summary

Dance and drams are the two art forms most closely
related smong all of the arts. Both dance and drama employ
movement as their medium of expression and both share a
quality of sound with their asction. The dividing line between
dance and drama is‘iery thin.r When a dangat ceases to experi- |
ence an emotion himsélf'but, rather, uses his body as an
instruhent for the interpretation of an emotion, feeling or
idea, he becnmés an actor but not in the sense of scting in
dramatic form. Dance in dramatic form exists when it is con-
cerned with a sequence of occurrences from which the total |
experiencing of en idea, emotion or mood emerges., The more
realistic the movements used to portray these events, the more
they belong to the reslm of drame rather than to that of dance.
The basic formula for dramatic form is comprised of‘a central
theme, the introducﬁlon of & counter~theme in direct opposi«
tion to the first theme, and the crisis between the two
opposing forces from which one emerges victoriogsly: This

formula is also applicable to dance,

126
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John Martin points out that dance and dremas are, in
reality, different levels of the same art, The materials
or basic elements are the same for both and it is only the
approach to combining these elements which reveals the dif-
ference between ;be two arts., Movement will always be essen-
tial to the actor and diamatic interpretastion will]remain
necessary to the desncer, In the opinion of the investigstor,
dance~dramp, universal in its appeal and in its employment of
the human being as {ts medium, is the}closeet to life and,
therefore, the most communicative of all of the arts.

A brief'histbrical survey of dance-drama revenls“thpt
~the fusion of dsnce and drema began with primitive man. As'
civillzatiun“advanced; movement and sound continued to play
their dual role in daily living.. In Egyptian culture, dance
and drama‘became a part of the elaborate ritual of daily
life. The height of the development of danceudrama was reached
in the pafibé of Grecian culture and, specif!ca!ly, in the
Greek tragedy. When the Romans came into power, they adopted
the Greek arts including dance and draema but gtadually degraded
their purity of form end their rituslistic purposes. Afterthe‘
fall of the Roman Empire, theatricsl dance and drama ceased to
exist openly for almost 8 thousand years, It was the early
practice of the Christian Church which saved the dance-drama
in its continuance as an integral part of the rituel nf,woréhip.

When dance-drams became too secular for performance in the
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church proper and when asceticism became dominant in the
doctrines of the church, dence-drams was removed from any
officlal recognition by the church, It still survived, how-
ever, through the efforts of strolling performers. Dance-
drama; in common with allvuf.ihe arts, came to 1life again
during the Reneissance in the fourteenth and fifteenth
centuries. In 1661, the technique of the classical ballet
was orystsllized into a set system of disciplines and move-
ments. In the eighteenth century, Noverre broke with the.
established forms of ballet and fashioned his bsllets into
vivid dance-drames. After the French Revolution, ballet

began to decline and reeched s somewhat sterile and stereo-
‘typed‘state.\ In the nineteenth cehtury, the progress of
dance~drama was eclipsed by the‘phqnomenal‘davelopﬁant'of_
music, poetry and dreama as other distinct art formes and lost
its qualities of art, serviag the pnblic'primarily as a means
of smusement. In the iwentieth century, dance-drama was
again forgotten until the Russian Ballet fused dance and
drama once more, A new wave of dance innovators followed

the advent of the Russian Ballet. Through thelr influence,
dance experienced a rebirth in America. Dance-drema appeared
sporadically in the new form of dance and was restored
ultimately ic,an jmportant place in MQdefnvdance choreographg.

The essence of dance includes all forms of movement

through which the dancer expresses his being by using his
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body as the medium of eﬁpression. The essence of drums is

the expression of emotions and fdeas in relation to 1ife in
specific situations and to interactions of particular human
beings in these situations, There will always exist move-
ments in drams when words become inadequate as & medium of
expression fur these eﬁotions; bance and drama are inextricabiy
'interralated to such g degree that the two arts merge
naturally and becomé one form-~dance~drama,

In order to document the progress made in restoring
dancendramavte its proper place in the arts in America, the
investigator compiled & listing of dance-dramak proﬁuced7

during the period from 1935 to 1965, |
| As a cregtive’ thesis in partial fulfillment of the
requirements for a Master of Arts degree, the investiggtor
undertook to choreograph, teach and present in.a~series of
‘public performances a dance~drema based ﬁpbn the play entitled
The House of Bernards Albs by Federico Gercia Lorca.

The purposes of the study were to create a dance-
drama in modern dance idiom based upon IThe House of Bernards
Alba, which, in turn, was entitled Reguiem In A Closed Room;
to teach the dance-drama to ten students; to present the
dance-drama in a series of public performances; and to prepare
a written report of the study as a whole including a descrip-.
tion of the danceeréma with respect to the choreography; the
accompanimeut;ﬁthe coétnmes, the halr styles, the stage

properties and the stage set.
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The study waé.limited to elght episodes selected

from the plot of the play entitled The House of Bernards Alba
and which, in the opinion of the investigator, were most
adaptable to presentation through the medium of modern dance.
The study was limited further by the creative ability of the
investigator in the development of choreogrephy within the
scope of the dance skills and dramatic capabilities of the
students participeating in the‘study; A iimitntion of twenty
minutes was established for the presentation of the dance=-
drama. A finpl linitation wag the number.of participnuts;
they were ten students selecte@ from the Modern Dance Group
of the Texas wamnn's:Uniyersity, Denton, Téxas, duriné the '
academfc year of 1964~1965,

" Both documentary and human sources of data were
utilized in»thecﬁevelopmeht'of the study., The documentary
sourcas‘inclnded theses, dissertations, tesearch studies,
books, periodicals and newspapef articles reiateﬁ to gll
aspects of the study. The humen sources of date included
membersvnf the investigator's Thesis Committee in the College
of Health, Physicael Education, and Recreation and in the
Department of Speech at the Texas Woman's University.
Selected authorities in the fields of dance, music, costume
design and stage production atAthe Texas Woman's University
and the ten memhers*ofithe Hodern Dance Group served also as

human sources of data,
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A suriey of completed research studies disclosed that
the study, Requiem In A Closed Room, did not duplicmte that
of any other investigator, The selection of five previously
completed research studies was made by the investigator to
which she related her own study, pointing out almilufitles
and differences between the present investigation and those
included in the survey. The specific studies included in
this report were: Carolyn Primm, "An Originel Modern Dance
Drema Besed upon Selecteéd Episodes {n a City Park Entitled:
Cross-Town Promenade”; Eloise Hanns Smith, "4 Dance Drams
With Original Music and Choreography of the Ig Deum"; Ann I,
‘Reed, "Profile of Woman: A4 Suite of Five Originel Modern
Dance Compositions Based upon Selected Stages in Woman's
Life"; and Marion Falloon, ”TheléhoreOgraphy, Production and
Notation of *The Covetous Sister.'”

Because the investigator selected a creative problem
which would culminate in an or;ginal dance-drama; she outlined
the essential framework utilized in the choreographing of
Reguiem In A Cloged Room, In the initial stage of translating
" the Lorqavplay into dance movement, the investigator found
that she had to cope with drama;ic fdeas rather than with
words. The emotional conflicts between charmcters provided
these drematic ideas. The investigstor analyzed the conflicts
carefully in order to make her selection of charactgrs and
episodes.in acénrdanca with the twénty—minute limitation‘set

for the presentation of the originml_dance-drama¢ Basic
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personality traits of the characters and their movement
protot}pes were enalyzed,  Seven basic chaiacters were
decided ﬁpon'to interpret Lorea's plot and threerédditlonal
dancers were chosen to establish the desired mood at the
opeﬁlnguof the dance~druma., Decisions were made as to where
- and when‘eachvcharacter should be introduced, Other primary
concerns of the investigétor involved tﬁe\setting:of the
first<sceﬁe, the seléqtian of themes end the point,of intro-
duction for ench theme, the length of each episode and the
placapent of the climgetic point in the choreogrephy. In
order that they mighzvfulfillrthe demands of their respectiya
‘roles, the dancers selected td,intarpret the choreography were
oriented to the thematic content of the play and informed with
respect to the personalities”df/ihe'characters whom they were
to interpret through mavement.‘ o
The investigator presented a description of the

thematic source u£ilized as the plot for the original dance-
drama. A brief resumé of Fede?ico Garcia Lorca's life was
included to reveal the sspects of the author's background
which influenced his writing. These aspects were comprised

of his life as a youth in Fuente-Vaqueros, a small village
near Granada, Spainj his exposure to the msjor art forms of
music, painting, poetry and recitation at an early age; his
associaiion and friendship with many gifted artists and
stimulaiing iniellectuals of the time whom he met while

attending the Universities of Greneda and Madrid; his
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experience in writing and directing plays for his traveling
theater group "La Barrace™; his writing, reciting, and
publishing hisqpoetry; his visits to the United States,
cuhﬁfand Buenos Aires; the last years of his life spenf‘in
the creation of his famous Spanish trilogy--Blood Wedding,

«+ Yerms, end The House of Bgfnargg-glgg;rand his untimely death
during the Spanish-civll War by a Fascist firing squad.

Federico Garc{a‘horc&'h~dramas and poems Qere utilized
extensively as thematic material for dance compositions during
the years 1940-19635.. The invaktfgator was one of several
who selected The House of Bernarda ﬂl&g as 8 thematic source

for choreography. Lorce intended for the play to be a photo-
graphic documentaryj it was h&sed upon actusl events which
Lorca had assimilated from experiences ag a youth.

The investigator, in transferring the written text of
the play into movement, sttempted to interpret and portray
the drama as Lorca intended it to be. In this transfarénce,
the investigator found it necessary to interchange some ideas
within the play and to teke liberties with the characters,
episodes and plot of the original drama in order to improve
the choreography in terms of the movements, the emotions
portrayed, the struciure and the communicativeness of the
original dance~drama.

A comparison of Lorce's play with the invéstigatot?k
dance-ﬁfema reQealed the following obsgervations: the se;,

atmosphere, season and period of the play and of the dance-



134
drame ‘are similar; ten of the original cheracters in the play
were portrayed im the danceudfama;ithe choreographer took the
greatest liberties with‘the personelities of her charactersy
and the elght episodes of the original dance~drama cor;
responded with the three acts of the play upon which it was
based, | 7 | |

In the development of this study, the investigator
followed certain definite procedures. These procedures
included obtaining permission for the development of & crea-
'tive‘thesis entitled Requien Lgié Closed Roomy preparing a
tentative outline of the study for presentstion in & Gradwate
- Seminer and revising the outline in accordance with the sug-
gestions made by members of the Thesis Committee; filing the
approved prospectus of the proposed study in the office of
the Dean of Graduate Studies; surveying,-studying and assimi-
l1ating rasource’materials;pertalning to dance, dance-~drema,
Spenish dance and the play entitled The House of Berngrds
Alba by Federico Gurcia Lorcs; selecting eight episodes from
The House of Bernards g;gg;xo be used as @& basis for choreog-
grephy in sccordance with criteria estsblished by the inves-
tigator; developing ihe-movément motifs into movement phrases
and developing the movement ph:ase& into movementisequences;
selecting ten members of the Modern Dance Group to participate
in the study; briauting studerts with respect to the thematic
background and purpose of the stndy; esteblishing a schedule

of rehearsslsy teaching techniques and movement sequences to
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the participants; developing the movement sequences into the
unified dence~drama and tesching the completed choreography
to the dancers; presenting the dance<drams to members of the
investigator's Thesis Committee for mppralsal end recommends-
tions; revising the dance~drama according to the recommenda-
tions. of the Thesis Committee; designing the costumes and
supervising their gonstruction; solecting suftable hesir
styles; selecting stage properties; designing the stage set
and supervising its congtruction; presénting the unified
dance~drasma in a series of public performances; end preparing
s written report of the study, |

Therinvestigetdr presented a detailed description of
the original dance-drama entitled Requiem In A Closed Room
based upon Federico Garcia Lérca‘s play entitled The House of
gggggggg‘glgg, The title of the dance~drama was selected
becaﬁae it suggested a continual lementation within the con-
finement of @ wailad enclosure which is the idea the investi-
gator wished to communicate through the moods, em tions and
movements interpreted by the dancers in the presentation of
the original dance-drama. Thematically, Requiem In A Cloged
Eoom was based upon eight selected episodes from the plot of
Federico Garciam Lorca's play entitled The House of Bernards
Alba, which, 4n the opinion of the investigator, lent them=
selves to interpreiation and communication tﬁrough the mediunm

of modern dance, The investigator presented and discussed
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selected charecteristics of Spanish dance as they influenced
the choreogrephy of the dance~ﬂrama.

The overall form for Requiem In A Closed Room wes &
Group of Parts, indicated by the letters A, B, C, D, E;‘F, G,
H, with periodic recurring themes. It was structured in
eight continuous episodes.l Each episode was comprised of
one oy mofe movement sequences and transitions. A description
of the dance-dremn with respect to emch episode included the
theme, the nhmhar of movement sequences hnd trengitions, the
grohping of dancers, the mood, characteristic movements and

qualities, the floor pattern and an indication of the dramatic

gction,

'Diag#ams of the stage were included for‘the purpose
of clarifying the flbor-patﬁefné'ﬁr the group formations of
a particular movement sequence within each episode. The
piano aoénmpanimeﬁt for Reguiem In A gigggg,gggg composed by
the accompanist-composer for tye Modern Dance Group greatly
enhanced the effectiveuess of the dance-drame s a total
preduction, The dance~drama was choreographed before the
accpmpan@ment was added to preciude any limitation of the
movements by the 3truciure of previously composed music.
Thus, the accompaniment was designed to enhance the ﬁtmosphere
created by the choreography. The costumes, hair styles,
stage pioperties and étage set were described in terms of

contributions to the total affect of the dance-drama,.
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Recommendetions for Further Studies |

Several related studies which might serve as bases for
‘theses or dissertations occurred to the present investigator
s an outcome of the development of this study. Illu#trative
are the following recommendations. for further studies:

1. A dance~drama. in modern dance idiom bésed upon
one of Federiqa:ﬁarcfu Lorca's remaining two plays comprising
the trilogy based upon love: Blood Wedding and Yerma.

2. 4 suite of modern dance compositions based upon
Fedqrica Garcia Lorca's poetry iﬁ which women are used as
the central theme. |

3. 4 suite of modern dance compositions based upon
selected Spanish musical rhythms,

| 4. A ﬂanceadramn‘injmgéern dence idiom based upon
the 1ife of the Spanish gypsie#,r» '

5. A suite of modern dance compositions depicting
selected elements of Spanish gultu:e.sudh as bullfighting,
fiestas, religious afeﬁts and the folk erts.

6. A suite of folk dances or folk dances in modern
dance idiom utilizing the folk dances and folk music of Spain,

7. A biogrephical study of the life and contribu-

tions of Federico Gercia Lorca.
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The following,illustratibns depict the costumes

selected for the original dance~drsma entitled Requiem In
A Closed Room. |
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The following illustration depicts the costume

selected for the three mourners.
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The following illustration depicts the costume

selected for the mother.
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The following fllustretion depicts the costume

selected for the five daughters.
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The following fllustratfon depicts the costume

selected for the grandmnthar{
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The following photographs depict dance movements
which sre {llustrative of the exght episodes comprising
the original danoe7drama,ant1tlad Requiem In A Closed Room,
The selected dance movements are demonstrated in costume

by the participeting dancers.
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The following photographs dépiot dance movements
which sre illustrative of Episoda‘One: "Tha'ﬁewly widowed
Bernarda Alba leads her five dahghters home to enter upon

a period of mourning."

149






The following pﬁotogrnphs depiot dence movements
which are illustrative of Episode Two: "“Bernerds angrily
dismisses the mourning women as they sppear to be gossiping

sbout her household.”
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The following photographs depict dance movements
which are ilingtrailve of Episode Thrée: "Each of the five
daughters dancas\ih,gharécteriﬁtiu atyle, demonstrating her
particular‘réactioﬁ‘tb the wiﬁdow as a simbol of escape

from her confined life."

153









JuL




The following photographs depict dance movements
which are illustrative of Episode Fourt "Neria Josefa; the
senile grandmother, enters, stealing from her own ‘closed
room' and gleefully mimics the personalities of Bernarde

and her daughters."” —
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The following photographs depict dance movements
which are illustrative of Episode Five:r "Angustias flirts
with her betrothed at the window and is discovered by the

grandmother who flees from the Alba household forever."
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The foilawinQ:photograpks‘depict dence movements
which sre illastrative of Episode Six: “Adela prepares for a
rendezvous with~Anqh#tia§”fiancé who is her secret lovers
she is discovered by the jealous Martirfo. They quarrel
but Adela eludes her sister and runs to her tryst. Martirio

promptly reports this meeting to Bernarda,”
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The following photogruphs depict dance movements
which sre §llustretive of Episode Seven: "Adela returns and
openly ﬂefiés her mother but ultimately commits suicide

believing that her lover has been shot by Bernarda."
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The following photographs depict dance movementé
which are illustrative of Episode Eight: "The tyranny in

the *closed room' cnh&inuesér
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The following four programs are illustrative of
those distributed for the public presentations of the

originsl da}me-»dramu' entitled Roguiem In A Closed Room.
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- and runs to her tryst. Martirio promptly reports tnis meeting o
Bernarda. Adela returns and openly defies her mother but ultimately
~commits suicide believing that her lover has been shot by Bernarde..

xtThe tyranny in "the closed room" contlnues.

Music -~ composed by Mary Ca.mpbell, Accompan:.st—Composer for the
: Modern Dance Group, Texas Woman's University, Denton, Texas

Costumes and Decor -- designed by Carole Masilunis

Dancers -- Members of the Texas Woman'»s‘Un:Vi.versvity Mocdern Dance Groxip

N

‘Elizabeth Ashford = Colleen Flyr
Madeline Brown Laura de la Garza
Mimi Corl B - Mery Gonzalez
Beth Cunningham Rebecca Guerra

Philomena Diehl Diana Moss ,
‘ : ’ ~ Patricia Parker
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