






iii 





' ' 

• • 

., 

' 













Da~cer i~ ~ Rdse DYess 



a 

V 

l. 

a l 

l. 

I T 









V 



1 





l ' 

, . . 





----------· ----



1 s 

s a 

s 



C 



• 1• 

J\ 









u: 

i 

in 



f 

f 

r s [ 

a i 1 

a l 

C C 

Fo ur Dance r s > 

1.g t t sa 

a '{ tr 

,a h i C 

ti i t w C 1 

C d V 

V a s tr u s 

d t 

a n i 

a l t w 



}_ 

si 

C 

J 

t 

1 



e 

.L 

d 

b t 

C 

1 

w l 

h 

f 

V 

w . l 1. C 

1 



e 

k 

]. 

g 

d t 1 

b 11 t 1 

l 

1 d 

H r d 

k 



in a 

W l 

1 

0 W 

es.1. 

a 

h a u 

d. 



s 

a 

f 

r 

r 

s 

us 



A 

A Romant i c C l assic al Ba 11·e·t : · · In Memory of De~~ 

J\ 

g 

1 a 

C 3 

au 

C 1 

''1 I 

.; 1 

t 1 

p d i 

r cl 



d 

r a 

f a a 

l t 

e l 

la 

1 r a 

t 1 

l l 

pu 1 

t id t t 



A 

ta i 

\ l 

1n 

i bl 

t 1 

]. 



l 

pcning 

ad us h 

tl1 a 

p a 

r 1 

r cd 1 

ligh 

positioned 

1 p st C f 

V t u w 



33 

to include a pas de deux which was typical of Romantic 

Ballet. His immediate appearance at the beginning of the 

ballet was for the sole ~urpose of receiving the uplifted 

hand gesture of one of th~ four dancers in the painting. 

Also the gesture made from his female partner was a fore

shadowing of the pas de de~x. 

The dancer gesturing proceeded in the same diagonal 

patte rn upstage left as the male dancer. The others 

followed in a courtly manner using a curved floor pattern, 

to form a di agona l line. From this pattern they formed an 

inverted "V" shapge , again acknowledged each other in their 

interlacing of 1 ov ements, and each exited at the four cor

ners of the stage with a light, proud, magestic walk. 

Pas de Trois 

This secti on was choreographed as a divertissement 1 

a display of the individual talents of each dancer and also 

different qualities of movement in style and structure, 

Eac h entered separa tely and formed a triangle up center 

stage with the point downstage. While each danced her solo, 

the other to dance rs were in pose upstage and behind form

ing a backdrop<lcsign . The firs t soloist's choreography 
/ 1 

cons·stcd of variat ions of pas de bourree , double 

lThe writer wishes to make note to the reader who 
15 not familiar with ballet terminology, to please make 
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pirouette en de dans turns, saut/ arabesque, sissonnes, 

. t b · ,,,,. pique urns, rises, conriecting steps and reverent walks. 

All displaye d her exactness and overall synchionization of 

movement. In the second pas, there were echapp { changer, 

r e l eve' p ass e', cha sse' pas de bourr~e·, _ grand fouette en 

/ 
t ournan t , cont re t e mps saute arabesque, and connecting steps 

disp l aying li ghtness and strength. The third s6lo executed 

temps leve' cha s s 6 pas de bourr~e glissade, grande jete 

developp t effac /, contr e t e mps saut/ arabesque, _ grand jete 

landing crois~ attitud e , seties of leaps, and connecting 

steps . This pas dis pl a y ed the b a llon, · elevation, and ~Ian 

of the dancer . As t he t hird s oloist was about to finish, 

. / b the other two dancers pic k e d up on her last pique ara esque 

and they exited wit h the same music, two to the right wings 

and one to the left. 

l tz 

Choreograp h y f or this section was to portray mood, 

co or , form , structu r~ , an d l i ne. The intricate interlacing 

of bodies in floor p l a n was to s how this same element por

trayed in Degas painting , " Fo ur Dancers". 

This section began with two d ancers walking out 

towards each other on the d iagon a l fro m opposing sides in 

reference to the· Technica l Manu~ l a nd Di~tiona~ y "6f ·c~~ssi
cal Ballet by Gail Grant , c opyright 1967 by Dover Publica-
tions Inc . 
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silence, On the second measure of .the music, the other 

two dancers ente~ed with ·the same itep from opposing sides~ 

The· music began as they" executed balance', developp6 waltz 

turns into a circle~ Another pattern alternated with the 

first, using sweeping arm mov~merits with a back cambr/, 

projected a sense of spaciousness, The circular pattern 

of dancers in the pool of light center stage created a warm 

rythm1c atmosphere~ From the circle the dynamics of move

ment and music change as .they come into a diagonal line 

towards downstage right. Here, adagio port de bras move

ments a re performed in succession with directional changes, 

ye t ithout sharp images~ 

" " 
a r 

n allegro section began as they formed an inverted 

shape , ith a series of leaps, attitudes, pas couru to

each other and turning around each other in relev{ 

att · L<le . Then the dancers travel into two opposing lines 

e t ·ca ly to the audience, Traveling with pas de basque, 

the moved to form a line with pose in attitude for a mo

ment then proc e ded in the initial line of direction. These 

momentary poses were . choreographed throughout to carry 
/ 

OU the theme of the ballet which was based on pose~ 

epeat of the music in the opening of this section 

brings the <lancers back to their circular pattern with a 

a · on of the i nitial movements to restablish the same 
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mood a nd structure. They exist with a series pf chaint 

tu r ns ~ff t he four corne~s of th~ ·stage,· 

Mare Va r iation and -P-a·s · ·de·· De·ux 

As t he male dancer eritered the stage with a brisk 

gallant wa l k acknowledging the audience, he paused in fifth 

pos l t · on and ges t ures with his hands 11. I am about the dance•·.'. 

He ex ecuted a serie s of runs, leaps, and turns which dis-

1 d h 
/ 1 ,, . . / 

p a ye muc e evatLon, e lan, and gallant power, During his 

solo h e made gesture s t o the e ffect of looking for his 

partn e . t the momen t he _ g i v es up looking for her and 

regresses ups tag e cente r and pauses to r eminise, his part

ner en t e rs . He mee ts her, ki sses he r hand, and t hey walk 

cen e r s t ge . The adage unfolds a s they move together, in 

lifts t urn , p r omenades , and p a s couru~ The f eeling they 

portrayed to ea h other p ortrayed an almost reaqua intance. 

Sh , rese r ved a nd a l most ind ependent at first As the 

a age p ocee<led , s he dance d for his support he of fered her 

and the movemen t · ncreased in fu llne ss, int ensity, and color. 

Just as she seems to realize t he po s sibili t y tha t the dance 

w s a rem , s he b eg ins a series of cha ines on pointe away 

rom h"m, He steps in fron t o f her, looks into her eyes 

nd resents here with a rose fr om his lapel~ She takes 

he rose , br · ngs the dancers b a ck to the ir circula r pa ttern 
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with a variation of thi initial move~ents to reestablish 

the s.ame mood and structure ·. Th · · ·· t d. · th .. f . . ey exi e wi . . a serJ,es o 

chaine turns off ihe four coiners of the stage. 

Male Var"ia·tion 

As th~ male dancer erite~ed the stage with a brisk 

proud wa lk acknowledging the audience, he paused in fifth 

position and gestured with his hands "I am about to dancen .. 

(Gesutres such as these were _typical of classical ballet .. ) 

He ex ecuted a serie s of runs, leaps, and turns which dis

played elevation , _elan? and elegant power. During his solo 

h made mime gesture s· which indicated he was l ooking for 

h1 s partne r . At the mom ent that he _ gave up looking for her, 

" a l ed upstage center, and paused to remini.se, his partner 

en e ed as · in his d re a·m . I-I e met her , kiss e d .her hand, 

a n the y walked center stage. The adage unfolded as they 

mo e t oge ther , in lifts, turns, promenades, and pas couru, 

(The fee lin the y portrayed to each other was that of a re

aq ua ·nta nc e .) She ~as reserved and almost independ ent at 

i r s t. s the a dage proceeded, she danced as if needing 

assurance , which in turn he of fe red to her, Then as their 

oneness became more apparent , the movement increased in full

ness , intcns ·ty, and color, As the dream faded, she began 

a ser · es of c ha ·nes on pointe away from him .. He stepped 

J.Il 
on t of h e r , looked into her eyes and presented her with 

a osc from hi s lapel , She took the rose, gently touched 
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her lips, and pressed the kiss lightly on his. She 

turned away leaving hir arm extended from his lips and with 

much hesitation walked .away, . The lights faded as he exited. 

Finale 

The roma ntic mood abruptly changed to a lively 

a ll e gro as a r esult of the dynamic change in lights and music. 

Th e d anc e rs ent e red downstage left with very strong move

ments a c r oss the s tag e. The dancers subsided with the 

1n s ic in to a ci r cle center stage. The theme and variation 

from the waltz section was repeated here for continuity. 

The c limax starte d to build as the performers danced to

gether i n a stro ng hori zontal line, using a series of turns, 

they dispersed i n all d i rections with turns and leaps. 

The ballet c l imaxed on the closing notes of the music with 

the dancers i n t h e ir original tableaua The lights faded 

to a blackout and the curtain closed. 



t 

t A 

l 



1 

1 

0 

s 

l 

l 



AN A RA 
N 

. 

J r 

' 

-

' 

' 

NA 
A 

\ 
- ~ 

I 



42 

Add i tional comments were included in the space 

provided for comments. One continittei membe~ stated that 

the choreographer "had a lovely dance work--dancers were 

we ll rehearsed- - costumes are lovely--spatial and floor 

patterns are interes ting. Congratulations! You have a 

beaut · ful beginning of your ·o·wn dance concert!" A 

second member said that the production elements (costumes, 

set d e sign, proper ties a nd accompaniment) effectively en-

hanc e d the chor e o g raphic work. S t ill another committee 

membe r s t ted that "there was development of movement and 

good mo emen t relationship , a very nice commendable 

j o b . The cho r e o g raphy was interesting, set and costumes 

trac t ive li ghts mostly very good, your dancers were 

love y Jnd yo u h a ve demonstrated excellent poise and 

ma ur · ty t hro u ghout the whole process~ We are proud of 

yo u . Y ou d i d splendidly!!" 

Weakne sses 

The weakes t point as e valuated by the committee was: 

mp oys light i n g design whi ch creates an appropriate 
a mo sphere a n d enha nces the dancer's movement ·crated 
3 . 6 ) 

1 ny hou 5 \ 'ere spent working on the lighting design, color s , 

al ffects . Howe ver , lights do not always give the spec 

cf ect on stage as on paper . Thus, it is always same 

to have a d e quate time in the theatre to work out 
nee s ry 
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technicalities and adapt to thi ·facilities available~ In 

the case ~f this pres·entation·, thi investigator lost one 

night and two afternoons of scheduled rehearsal time in 

the theatre because of an unforseen scheduling of a univer

sity wide event. All the lights that were already gelled 

and focused had to be taken down and refocused by memory 

the day of the performance~ This affected not only the 

even coverage of light on the entire stage, but also the 

accuracy of the "sp e cials 'l .. 

Students new to running a light board and calling 

cues were the onl y persons available to the choreographer. 

Desp · te the pressures of inadequate time in the theatre and 

the ack of an expe rienced crew, the choreographer feels 

th t they <li an adequate job .. The technical advisor sug

gcstc th t fewer 1· ghting cues might have helped the crew 

in re c·ng the mistakes made on the cues in reuuing the 

igh board . Yet the choreographer felt a need to work 

i h many changes in lighting to achieve certain effects 

in dep · citng a clange of time. Because she had no access 

to mesh scr·m or fog machine wh ich would have produced 

the d re ef ect , she fel t a definite need to work through 

hcse problems using many lighting effects. 

There \ere addi tional suggest ions on the evaluation 

see . The irst as that the choreographer might have used 

more i n ns·ty of light of the feig n e d "g et ting ready" at 
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the beg inni!}g of the section on the· 'Fo·u·r n a·n·c·e:-rs .. · Q.ne 

committ ee member stated t hat it · loo.ked as tho'~gh_ they 

real ly were try i ng to get ready. Unfortunately the fo~t ~ 

l ights we r e the only source of lighting to _ give that 

drama t ic effec t a nd they were at their highest intensity. 

more complete ly e quipp e d theatre, or the use of more 

wattage pe r l amp in the footlights would be a possible 

solution to this p roblem, 

Also mentioned wa s the fact that the male dancer 

was ob · ously a weake r and less technically proficient dancer 

than the other dancer s. The choreographer most definitely 

a rees with this fac t and r e cogn ized this problem in the 

initial tages of choreography. Yet the thesis production 

as an attempt to so l ve p roblems and this the choreographer 

s h· lcnge to do . The the sis was also the first 

o por n ·ty for the choreographer to work with a male 

d ncer ·n choreographing a p a s de deux~ This experience 

S 0 ·mport nt to f u ture chor e ogr aphic ventures of the 

cho ogr pher . However , if the chor eographer did restage 

the ballet , · hou t art availab l e male, she would rechoreo -

gr ph the male v riation into a stro~g variation for a 

fem c dancer . The adage section would be left ou t because 

he cho cographer can not visualize any t hi~g possible with 

ny O her grou of dancers other than a male and f emale 

as a comp . emen to such warm and romantic music, 
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Aesthe tically, nothing else ~otild c~mplement thi logical 

prog r ession of the ballet as a whole, 

Alt h ough the dance~s we~e well - rehearsed and per

f ormed t o the best of their ability, it was felt by one of 

the c ommitt e e me mbers that the choreography would have 

shown t o be tter advantage had the choreographer been able 

t o use mo r e t e chnic a lly proficient dancers. 

Since the musician who played the harp interludes 

was not avai l a ble for the final p e rfbrmance, the music was 

recorded . In an a tt e mpt to add to the aesthetics of the 

performance, the ~ri ter had planned to use a harpist imi

tator on stage positi one d correctly with the harp , However, 

afte r rehearsing with the i mitator, the choreographer felt 

that it would be mor e di stracting to the audience than 

pleas·ng to see thi s i mit a tion because, in this circumstance, 

the audience migh t p ay mor e a ttention to the ina dequate 

pre en~e than to the music and the intent of the inter-

lu es 1ould be serious ly weakened. 

question was rai s e d concerning the title: that 

possib something else might have been appropriate such 

as l i th pp rec ia t ion to Degas '_', "Dega sque 0
' or UTribute to 

De as •. Th choreographer c ho s e the word, memory, over 

o her poss1 · 1·t · es she consid e red bec a use gain_ g back in 

time s n essentia l pa r t o f creati~g this ballet. 
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There was a comment concerning the waltz section 

for the Four Dancers; even though it was liked very much 

"there was a little too much arms" . The choreographer feels 

that the arm movements complemented the steps using clas

sical positioning and that if the total body movement among 

all f our girls had been precisely together, this comment 

might not have been made. 

A question was raised as to why there was no cur

tain call . The first dancer did not take a bow because 

there ias never a break in music or mood from her piece 

through the interlude and into the Four Dancers. Due to 

the fact that the dancer in the first section was also the 

ance n he second section, the choreographer felt that 

there i ould be ques tions from the audience. Also the 

cho co rap er fl t tha t bows would have broken the mood. 

In retrospect , the choreographe r would probably set bows 

to come o t o . the tableau into a curtsey and return slowly 

in o the tab e u again. 

A so one membe r suggested shortening the interlude 

o hap music between the first and second section of the 

ballet 50 a not to br eak the mood. The choreographer 

r 1 ·zc his prob lem, but the dancer in the first section 

needed t·me or a costume change for the following section. 
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After the choreographer had recorded the live harp music, 

it was impossible for thi prof~s-sional harpist to rerecord, 

omitting some repetitions in the ~usic~ 

The largest problem and most time consuming element 

other tha n that of the acttial choreography was the pro~ 

c e ss of locating and recording the selected music . The 

c h oreo g r a pher selected the music, "Clair de Lune" by Debussy 
/ 

and "Isoline" by Andre Messager, whi ch dynamically suited 

the time p er iod as well as the mood intended, However, the 

t wo p · eces o f music strongly differ from one another in 

qua l i ty and c ou l d not be used back to back, Since nc1air 

de Lune ' u t . liz cs th e harp throughout, the choreographer 

in onsultat i o n with the composer of the remaini~g music, 

Ron Hubb rd , fel t that a "Prologue" and "Interluden should 

be\ ritten to cohe sively join the two selections of mus ic~ 

The t · mc onsuming and monumental task involved splicing 

r 1 to reel tapes so that the last note (written in the 

same kc as the fi r s t note of "Clair de Lune") of the 

po oguc " faded p r e ci se ly beneath the first not of "Clair 

de L ne ; so tha t t h e l a st note of "Clair de Lune" was still 

hear as the " Inter lude" h a rp music gradually faded into 

0 £ " Cl a1· r de Lune"·, and so that the first th cosing note 

no of Isoline " began on the fading of the last chord 

of t c 'In erlu e " 
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The technical difficulties in recording and fading 

of one musical selection into the 6ther was the most frus

t rating part in the process of recording. Although the 

choreograp her feels that the experience and opportunity 

of working wit h such professionals in this area were in

valuab l e , she wo uld choose in the future to use either a 

completed work of music or have the entire piece written, 

th · s would simplify recording tremendously . 

In retrospec t, the choreographer feels quite sat

is ied wit h her fi rst complete ballet and total work 

ex erience , eve n though the r e were many difficulties en

countered throughoLt t he pioduction. The music, costumes, 

stag de · gn , and choreography worked cohesively together 

to creat an atmos phere in a ccord with the choreographer's 

per cptions and allo, ed the figures of the two paintings 

o come to life out of the time period they represented. 

(See appcn ix or lighting p lot, copy of the evaluation 

r t · n sc le , p1og ram , copy of the score of harp music, 

photog ph , and cover of Facets). 



CHAPTER vr 

SUMMARY , FINDINGS, AND CONCLUSION 

su·mma·ry 

The choreographer ts love for both dance and paint

ing se rved as i nspiration for this choreographi c thesis and 

it was her intent to combine these two art forms into one 

aesthetic statement . Resulting from this inspiration, the 

choreographer ' s purp ose was to choreograph a Romantic 

Classical Ballet utilizing the choreographer~s perceptions 

of the aesthetic similari ties betwe en the danse dtecole of 

the Romantic Period and Degas t paintings,- Dance·r · ·in ·a Ro"se 

Dress and Four Dancers . The problem was to show, through 

choreography, the similarity between Degas' use of purity 

of ·ne, c olor , and form , as perceived by the chor e ographer, 

and the technique of the danse dlecole which also utilizes 

puri y of line , color , and form . Then the chor eographer 

e tablished the limitations and d e limitations of the work, 

selected and recorded appropria te Impressionistic music, de

signed the Romantic tu-tus , designe d the se t design (ornate 

frame) and arrange d for printing the program, while 

simultaneously choreographing the Romantic Cl assical Ballet 

of the late 1800 ' s. Also included in the choreographic 

49 
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process was .the need ta research background litera~ure 

of the artist (Degas) and thi billet (Romantic and 

Classical)• After the performance was completed on April 

16, 1977, the choreographe~ analyz~d the performance 

utilizing a Final Choreographic · Evaluation Rating Scale. 1 

Fi.nd"·in·g s 

Based on the total choreographic experience, the 

review of related l i terature and critical analysis, the 

following major findings ~ere rec~gnized: 

1. Complications i n recording a good quality tape can be 
greatly reduce d if one uses a complete score, and/or 
reduce s the necessity to sp lice the tape 

2 . 1 hen a t e chnically proficient male dancer is not 
available , it might be best to use a f ema le dancer 
with strong proj ection quality 

3 . The design of the frame and attached platform was 
successful in s u ggesti ng that the dance came from one 
time period into another existence 

s . 

6 . 

Adequate time in the theatre and a more experienced 
lighting crew are requir ements for a graduate produc
tion 

The design of the costumes was successful in repre
senting the Romantic Peri od of the late 1800 1 s 

The choreographic process i n creating_a Ro~anti~ 
Classical Ba llet combines facts, reality, 1deal1sm , 
and theatricaliza tion aestheti c a lly to create one 
moment of essence (that of movement, music, scenery, 
and quality , simultaneously) , 

lworthy , Terry , "Final Choreographic Eyalua ~~on_ . 
Ra ing Scale '' (Ph.D . disser tation , Texas Womans Un1vers1ty, 
1977) . 
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Co:n-cltls-ion· · 

Based on major findings and thi results of the 

evaluation scale, the investigator accepts the stated 

hypothesis that the problem o f showing, through choreog

raphy , the similari ty between Degas~ use of purity of line, · 

color , and form , as perceived by the choreo'grapher, and the 

technique of the danse d'ecole which also utilizes purity 

of line, color , and form, was solved, 
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Chor ogr pher 

* F NAL Q-IOREOGRAPHIC EVALUTIO 
RATI TG SCALE 

Composition Title 

S - Excellent 
4 - Good 
3 - Average 
2 - Acceptable 
1 - Poor 

----- -----------
The Choreographic Work : 

1. Demonstrates an effective solution to the choreographer's stated problems 

2. Demonstrates theselected theme was suitable for development through dance 
medium 

3. Communicates the dance intent with clarity and i s . free of extraneous movement 1 

elements, and development 

4. Employs movements and dance style appropriate to the choreographic intent 

S. Demonstrates thorough development of movement themes and inventive movement 
relationships 

6. Demonstrates an inventive approach which creates images and alludes to ideas 7 
thus avoiding a literal reproduction 

7. Demonstrates sufficient and effective variety· to maintain interest 

8 . Develops from the initial phase to conclusion with effective and subtle 
transition 

9. Demonstrates effective use of space patterns and relationships in order 
to further t he intent and create visual or psychological interest 

10. Demonstrates effective rhythmic pattern and rhythmic organization 1.n 

accorda~1-:. - with the dance idea 

Encir~le Response 
Essential Criteria 

1 2 3 4 5 

1 2 3 4 5 

1 2 3 4 5 

1 2 3 4 5 

1 2 3 4 S 

1 2 3 4 S 

1 2 3 4 S 

1 2 3 4 5 

1 2 3 4 5 

1 2 3 4 5 



2. n oy (.; 

13 . wploy l:i gh in._ 
nhanc the da 

ostum s se d sign , prop rties and 
c th chor o aph · wo k 

ins op nd h ract r to the dance 

i gn \ 1 · h c at an appropri te a tJnosphere and 
' s mo em nt 

1 . Employ o tun1es pprop i te in style and color to the dance idea without 
re~trictin or rohibi tng ffective ex cution of the dance movement 

15 . Employs et se ·gns and propert i s which are both visually and 
functionally e fective · 

16 . Is performed with vitality and sufficient technical proficiency 

17. Is of sufficient interest to capture and maintain audience attention 

18. Demonstrates effective use of repetition in order to explicate dominant or 
significant passages 

19. Demonstrates effective manipulation of movement qualities to convey intent 
and avoid monotony in dynamics 

20. Progresses toward a11d reaches a high point of interest 

*Developed by Terry ·Worthy, Ph.D. graduate at Texas Woman's University, 1977 

Comments: 

1 2 3 4 5 

1 2 3 4 S 

1 2 3 4 5 

1 2 3 4 5 

1 2 3 4 5 

1 2 3 4 5 

1 2 3 4 5 

1 2 3 4 5 

1 2 3 4 S 

1 2 3 4 5 
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