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CHAPTER I
ORIENTATION TO THE STUDY
Intrbduction

Dance, an expression of emotions or ideas through
rhythmic movemént, has been a means of communication through-
out this vast universé. For this reason, the origin of
dance is found in the natural tendency of humanity to employ
gestures either to supplement or to replace speech.] Also,
strong emotfons-which excite the organs of the body to a
pitch of exaltation reveal themselves spontaneously through

2

bodily movements. Ultimately, these bddi1y movements

developed into the art of dance in the same manner in which
speech developed into the arts of poetry and of song.3 In
this connection, Curt Sachs states that:

Before man used substance, stone and word to give

expression to his inner emotions, he created in

his own body through dance, rhythmical patterns of

movement, the plastic sense of space and the vivid
representation of a world seen and imagined.4

: 1Joost A. M. Meerloo, The Dance (New York: Chilton Co.
1960), p. 42.

21bid. 31bid.

dourt Sachs, World H1story of the Dance (New York: M.
W. Norton Co., 1937), p. 3. :



Dance has servéd man- also as én outlet for surp1ﬁs
energy, as a medium of self-assertion, and as}a means of
supreme enjoyment.] According to Meerloo, a man wno cannot
dance is imprisoned in his own ego and does not live well
with other men.' He lives, instead, in cold thinking and

2 In many instances, this

with deeply repressed feelings.
same man tends to attach himself to the earth and may never
know the ecstasy which may be experienced through the move-
ments of dance.3 Individuals who have the capacity to make
use of the dance agree, however, that'it is é primary source
of fulfillment and that, because it is an art product, it
may afford a complete emotional satisfaction which could
never be obtained thfough lTess meaningful activities.? .
Dancé is an art form which, in thé opinion of the
investigator, surpasseé all of fhe other related arts exist-
ing within the world of man. . Accordin§ to E11is, there are
only two primary art forms--the art of dance and the art of

5 He explains furthervthat dance,Athe first

architecture.
primary art form, is the source of all arts which are expressed

within the human person. Other expressive arts within the

: TWalter Sorell, The Dance (New York: Grossett and
Dunlap, 1967), p. 7.

2Meerloo, op. cit.5 P. 42.,.

e

31bid.

4Ted Shawn, Dance We Must (London'. Dennis Dobson
Limited, 1946), p. 10.

5Have10ck E11is, Dance of Life (New York: Houghton
Mifflin Co., 1929), p. 34.




human person include those of‘mﬁsic,‘poetry, and dfama--.'
sister afts to the dance. The second primary art, archifec-
ture, or the art of building, is the soﬁrce df all arts which
lie outside of the humah person, Arts of design--sculpture
and painting--lie within the art of bui]ding.]‘ Saché elab-
orates upon the importance of dance as sufpassing all other
related arts by stating that:

The dance is the mothér of all fhe arts., Musié

and poetry exist in time; painting and archi-.

tecture in space. _But the dance lives at once

in time and space.2 A

Because of her interest and background in the area of
'modern dance and her deep experience as a member of the Roman
Catholic Faith, the investigator became interested in the
relationship between dance and religion and in the use of
dance movement in the Roman Catholic Chﬁrch. A discussion of
these topics follows in order to orieht the reader to the

background of the thesis undertaken by the investigator.

~The Relationship Between Dance and Religion
The close associatfon of the words "dance" and "religion"
may seem strange to the contemporary reader despite the fact
tﬁat a harmonious relationship has exisfed between the two
words since prehistoric times. According to Ted Shawn, the

origin of dance lies in religion; at first they were one and

T1pid.

2sachs, op. cit., p. 3
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the same activity, with religion Comprising the .content and
dance the form.] The very éssence of primitive man's reli-
gion was expressed through movement in that he used‘the
persuasive rhythms of dance to attain common ecstatic éXperi-
ences with his gods. To pfimitive.man, all of the forces of
the universe--the cyclone, the thunder, the Tightning, the
flood, and the ava]anche—-wére manifestations of malevolent
deities.? Throdgh dance, he attempted to reach a state of
God-consciousness and thus cope with these angry gods. The
dance was also an expression of primitive man's religious

3 In clarification of this statement, Meer]do states

desires.
that, "The combination of rhythmic chant and movement became
a religious rite directed toward the Tiberation of man from

4 Since dance

the fear and burden of separateness and death."
is an art in which the physical, emotional, and intellectual
aspects of self are integrated cqmp]eté]y and simu]taneoﬁs]y,
it is only fitting that man's religious consciousness be
expressed in the art of rhythmic mbverﬁent.5

Re]igious dance is an art which must be expressed by

each individual in accordance with his beliefs and Qith his

TShawn, op. cit., p. 31. ~ 2Ibid., p. 14.

3Doctor Anhe Schley Duggan, Class notes from‘History
and Philosophy of the Dance, HPER, 531W.

4Meerloo, gg; cit., p. 42,

5Margaret Palmer Fisk, "Reiigidus'Dancing," Dance
Observer (May, 1951), p. 68.
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specific forms of worship. It is, therefore, each individua]'s
right to interpret fhe words of any hymn,‘psalm; religious
prose, or poetry with the symbolic movement which he chooses.]
America, founded upon the princip1é of religious freedom,
entitles each fndividua] to an opportunity to express his
ideas of God without.iﬁterference or 1nt01erance;. In this
connection, Ruth St. Denis states that:

Religion means to me, an abiding faith in God and

manj a reverence for the Creator and the created,

and a special dedication to holding high the

dignity, the beauty, and the immortality of man,

of which I hold the dance as his greatest symbol.2
In the opinion of the investigafor,'there is no reason why an
individual should not dance his religion if he feels so in-
clined. Fisk states that, "it is only right that we 'Praise
the Lord with the}dance' in the same manner as our vocaT
choirs 'Praise the Lord with songé.'"3

The dance, with its ﬁotentia]ity for>embracing all of
the experiences of man, .and religion, with its concern for
the individual's complete awareness, have discovered a stim-
ulating bartnership in religious danceQ Although this form

of dance was once considered a primitive expression, it is

now being accepted as a contemporary religious art.% The

T1bid.

2Ruth St. Denis, "What Is the Religious Dance?" Dance
Observer (May, 1950), p. 51.

3Fisk, op. cit., p. 68.

.

41bid.



use of religious subject mattér by dancers is quité.common,
and the use of dance as a means of religious expression in
programs and in churches as part of the'worship service has
become a regular occurrencé today in many parts of the United
States. Dances based upon religious themes have beeh chore-
ographed by many concert dance artists. According.to Smith,
"The Bible was the literary source used more frequent]j than
any other one [literary] source as inspiration for chore-
ographers during the pefiod of 1929 through 1959."]' In the
opinion of the‘investigator, religious daﬁce can contribute
.appreciably to religious worship today. ,

A discussion of dance'movemeﬁt in the Roman Catholic
Church wi]] follow in order to acqﬁaint the reader further

with the thesis as a whole.

Dance Movement In The Roman Catho]fc Church
The Roman Catho]ic'Church is the largest church fn
Christendom with approximately 575,000,000 members throughout
the nations of the world.2 The Holy Catholic Apésto]ic Roman
Church recognizes the Bishop of Rome, the Pope, as thé Vicar
of Christ on this éarth and as the Head of the Church. It

traces its origin from the naming of the Apostles. The

1Nancy Warren Smith, "Modern Dances Based Upon Literary
Themes" (unpublished Doctorial dissertation, College of
Health, Physical Education, and Recreat1on, Texas WOman s
Un1vers1ty, 1960). :

2uThe National Catho11c Almanac" (Paterson, New Jersey,
1964), p. 7.
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authority of Petér as Head of the Church is exércised by his
successors as the Bishops of Rome.]

The doctrines of the Roman Catho]ft Church are derived
from the faith given by Christ to His Apostles. This faith
is sustained by the Holy Scriptures and also by the traditions
of the Church. The doctrines are both definéd and safeguérded
by the Pope when he speaks "ex-cathedra," or as the Head bf.

the Church, stating that he ié speaking as such on matters of

faith and mora]s.2 | '

The Mass is the principal form of worship in the Roman
Catholic Church and is ce]ebréted dai]y.- The three primary
parfs of the Mass are "The Offertory," "The Consecration;"
and "The Communion." The ]iturgy is conducted primarily in
Latin although the sermong, the instructions, and the
Scriptures are in theulanguage spbken by those comprising

3 The Church commands

the congregation in various countries.
its members to heak Mass dn Sundays.and on Holy Days of
Obligation. |

The Roman Catholic Church is encouraging the -apprecia-
tjon of the religious imp1ications of the arts in the United

States, in Europe, and in the mission field. The presentation

TBenson V. Landis, World Religions (New York: E. E.
Dutton and Co., 1965), p. 89.

21bid.

) 3Reverend John 0'Brien, History of the Mass (New York:
Benziger Brothers, 1964), p. 3.




of religious dance-dfemas is definitely a result of this
encouragement. Hugh Benson, a layman in the'church who later
became a Roman Catholic priest, has written, "We have no more
right to condemn the language of the hands and arms than the
language of the tongue."'l ‘The Roman Catholic Chdrch We]comes
the native'art forms and the artists of the countries into
which it goes to conduct its missionary program. For example,
in the mission field of Sudan, Africa, seminarists have
organized dances to celebrate the varjous festivals of the
ChurCh.2 The same-approach has been used 15 the more sophis-
ticated cultures of London and Ber]in. Roman Catholic
"seminarists in these two cities have supervised youthful
~rhythmic groups in performing "Everymanf and in a symbolic
choral Tnterpretation of "Rorate" and "Adeste."3

Although the art of the religious dance hay not be
accepted in the sanctuary of all churcﬁes,its spiritual
attributes can be recognized fhroegh the dance productions
of various schoo]s, co11eges, and un1vers1t1es as well as
through pub11c performances |

Renee Foatelli, who has created liturgical dances in

France, urges the use of the dance in pageants which interpret

1Hugh Benson, "Papers of a- Par1ah" (New York: Longmans,
‘Green and Company, 1907),. p. 8.

2Josette Foatelli, Methode de danse religieuse
Chretienne (Bruges: Desclee De Brouwer, 19471), p. 19.

3Margaret Palmer Fisk, The Art of the Rhythmic Choir
(New York: Harper Pub]1shers, 195 5- Pp. 142,




the Mass and suggests ihat this be done.through the art of
rhythmic interpretation such as that performéd in the Rbman
Catholic Schools and Universities of the United States.]_
Students in the Oakdale Country Day School in Philadelphia

have utilized the art of rhythmic interpretation in their

study of the Roman Catholic, Protestant, Quakér; and Jewish
faiths.2 Grailville, a School of the Apostolate for Catholic
Young Women in Loveland, Ohio, at one time offered not only

a one to two-year course which included creative and devo-
tional study, but also a courﬁe in the "interpretative dance."3

At this same school, the late Dom Ermin Virty, 0. S. B. of

St.'Louis, then editor of Caecelia Music Magazine, taught

courses based upon the chants of the church and encouraged the M
symbolic interpretation of religious music through movement.4 |
In 1948, the studénts qf Grai1v111e created a dance-drama'
entitled "The Rhythmic Festival."d The next year, they pfeF-
sented "Everyman“.in which there was a rhythmic choir which
“interpreted in movement selected Psalms set to the music of

6

Gregorian Chants. Xavier University in New.Or]eans; Louisiana,

has presented interpretative dance-dramas on many occasions

Teoatelli, op, cit., p. 21.
2Fisk, op, cit., p. 170.

; 3Marie Sutter, Instructor at Grailville, School of the
Apostolate for Catholic Young Women, Loveland, Ohio.

1bid.- SFisk, op, cit., p. 170
61bid. |
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in conjunction with the celebratfon of special Feast Days and
Holy Days.] | |

In the ce]ebratipn of the Roman Catndlic Mass, there
are definite, stylized movements and postures which lend them-
se1ves to interpretation through dance. The actfon of the
Roman Catho11c Mass creates the effect of symbolic movement
wh1ch c]oseiy resemb]es d1sc1p]1ned, sacred dance. In this
connection, Father Benécn states that, "It [the Roman Catholic
Massj is no less than a sacred dance;"z' In a‘recent drama,
Father Malachy; a.Roman Catholic priest, nemarked, fBut, after
'a11, Holy Mass is . really a dance, isn't 1tf A beautiful dance

upon the altar to Gregorian Music,"3

The priest and altar

bdys perform symba]ic movements in the tcansferring of cand1es,
books, and censers and in fhe execution of fbrma] pattenns'of
walking and knee]ing.' Jacques Maritain, sensitive to the
beautonf the disciplined movement within the Mass, has written,
"There is nothing more beautifu] than a Hﬁgh Mass,.a aance
before the Afk 1n_s1ow motion. "%

Mary Grice;s dance enthusiast, with the assistance of a

priest and the Wichita Dance Guild of Wichita, Kansas,

]Jan1ce Howard, Former Student at Xav1er Un1vers1ty,
New Orleans, Lou1s1ana, 1965.

2Fisk, op, cit., p. 171, 3Ibid.

| 4Jacques Mar1ta1n, Art and Scholasticism (New York:
Char]es Scribner's Sons, 1939), p. 32.

5Mary Grice, "The Drama of the Mass in Dance," Dance
Magazine (August, 1953), p. 59.
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produced and presehted "The Drama of thé Mass in Danée“.in
1951. The dance-drama was based upon the idea of a communi-
cant's recalling his first Mass. Singefs and dancers partif
cipating in this presentation came from various Wichita
churches, bofh Protestant and Catholic., Father Celeétine
Baumann, 0. F. M., Assistant Pastor of the St. Anthony's'
Church in Wichita, Kansas, constructed and arrahged the stage
level to be used with the altar and enacted the role of fhe
ce]ebfant in the'dance production. Principal parts'of thé
Mass which were danced were the "Kyrie," "Credo," "Offertory,"
"Sanctus," "Consecration," "Eievation," and "Communion."
Gregorian and polyphonic musiéa] scores,.fn addition to the
traditioha] music for the Mass, were used as accompaniment
for the dance-drama. The performance was presented befofe'a
capacity audience in the Wichita University Auditorium and-
received local and national radio and newspaper pub]icity.]
Later, a film was made of the performance for'presentation
on te1evisi6n and for rental services through The Sacred
Dance Guild, supported by the Department of Worship and Arts
of the National Council of Chﬁrches.2 |
| According to Fisk, all religious art stems from man's
desire'to reveal his awareness of God; the Roman Catholic

Church reshects the revelation of this awareness manifested

through sacred music, painting, sculpture, poetry,'and drama

Tibid. 21bid.

——— —



12

as well as through syﬁbolfé movement.j A true Chfiétiah art,
however, knows no barriers of creed.or dogma ; it‘is neither
exclusively Roman Catholic nor Protéstant.2 Although dance
is one of the neglected arts 6f the church.vit may be used
effectively to reveal spiritua] tfuths'and to deepen the

participaht's own devotional 1living.

Statement of tHe Problem '

Because of the investigator's particular interest in
choreography based upon religious themes, the present Study
was undertaken. It entai]ed.the development of AGNUS DEI:

A Suite of Three Original Modern Dance COmpositions Based
Upon Selected Parts of the Roman Catholic Mass; the writing
of the narration which was ufi]iiéd as a transitioné] device
for unifying the suite of three original modern dance compo-
sitions, and the production and the presentation of the .
suite entitled AGNUS DEI in three public performances.
Finally, the investigator developed a written report of the
study as a whole, including a descfiption of the three origi-
nal modern dance compositions entitled "The Offertofy," de-
picting the offering-of one's se)f fo God in the form of bread
and winej; "The Consecration,",depicting Transubstantiation in

which the substance of the bread-becomes'the substance of the

Trisk, op, cit., p. 172.

21pid.
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Body of Christ and the substance-of the wine becomes the
substance of His Blood; and "The Comnun1on" dep1ct1ng the

receiving of Our Lord in the form of Bread and W1ne.

Definitions And/Or Exp]anatioﬁs of Terms .

The fo]]owing definitiéns and/or explanatibns of terms
were established to clarify basic terhino]ogy utilized |
throughout the study: o | | |

A. Modern Dance: The investigator accepts the expla-
nation of Tufner, who states that: |

Modern, or contemporary dance, is an art form that
uses movement as a medium of expression., It is the
result of intentional ordering of movement by a
choreographer. The movement is created in response
to the re-experiencing of emotional values, which
are thus given a new existence. The expressive
movement is highly selected, spatially designed and
organized through rhythmic structure; the result is
the communication of an jdea, mood, feeling, state
or situation.] :

B. Dance Composition: Margaret H'Doubler adeptly
defines dancé composition as: | |

The way in which inner experience is brought into
existence by technique not only as skillfully executed
movement but as artful relating and integrating of
these movements so that their organization results in
a dance symbo]1z1ng unity between content and the form
of its expression. . :

]MarJery J. Turner, Modern Dance for High School and
College (Eng]ewood P11ffs, New Jersey: Prent1ce-Hali Inc.,
1957), p. 1.

2Margaret H'Doubler, Dance A Creative Art Experience
(New York: F. S. Crofts and Company, . 1940), p. 146.

~a le
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C. The investigator accepts thg'definition of "suite"
established by Isaac K. Funk as "a succession of things form-

ing a series; a set of things having a certain dependence

upon each other and ihtended to be used together.“]

D. The investigator accepts the definition of "chore-
ography" by Turner as "the art and craft of composing a dance;

the. construction and ordering of movement phrasing, rhythm,

design, and dy_namics."2

E. The investigator accepts the following definitions
and explanations of "Roman Catholic Mass" by Bishop Fulton J.
Sheen and Henri Daniel-Rops who state that:

" The Mass is the application and the projection through
space gnd time of the redemptive love of Christ on the
Cross.

L] . . . e . . ® . ) . . . LI . . : . »

- The Mass is the summatioH and complement of all man's
hopes and good purposes.

L] . . . . . . . . . . . . 0 . ® S . . . » . .

The Mass is Egg'exce11ence a drama in which is cease-
lessly enagted before us a tragedy ever-lastingly
prolonged,

F. Religious Dance: The investigator uses the term
religious dance interchangeably with such terms as sacred
dance and dance and religion to denote all dances based upon

religious themes.

]Isaac K.'Funk (ed.), New Standard Dictionary of the

'Eng1lsh Language (New York: Funk and Wagnalls Co., 1951),
p. 2418. :

2Marjery J. Turner, Dance Handbook (Englewood Cliffs,
New Jersey: Prentice Hall, Inc., 1959), p. 128,

3Fu1ton J. Sheen and Henri Daniel-Rops, This Is the
Mass (New York: Doubleday and Co., 1959), p. T16.

Ibid. S1bid.,



15

.PUrposes.of fhé Study

The general purpose of the presenf study was to
choreograph‘a suite of three original modern dahce composi-—
tions based upon selected parts of the Roman Catholic Mass,
to produce and present thé'original suite of dances in one
or more public performéncés, ﬁnd to prepare a written report
df the thesis.as a whole. Specific purposes underiying the
study {ncluded: choreographing a suite of three modern.
dance compositions based upon seiected pafts of the Roman
Catholic Mass--"The Offertory," "The fonsecfation," and "The
Communion 3" wrifing the narration which was utilized as a
~transitional device for unifying the three original modern
dance compositioné comprising the suite entitled AGNUS DEI;
producing and presenting the suite of tﬁree modern dance
compositions in oné or more public performances during the
academic year of 1966-1967; and_preparfng a written repoff
of the thesis as a who]e, inc]udihg a description of the
suite of three modern dance composifidns with respect to the
choreography, the acéompaniment, the narration, the costumes,

the stage properties, and the Tighting.

Lind fations of Hhe Study
The choreography for AGNUSADEI was limited to three
modern dance compositions based upon sé]ected parts of the
Roman Catholic Mass--"The Offértofy,"~"The Consecration,"

and "The Communion." A further limitation of the study was
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that all of thé dancéﬁ‘were bhoreographed by tﬁe'investigator
in.accordance with her technical proficieﬁcies and those of
the subjects-participating in the study.. A minimal time Tlimit
of twenty minutes was esta51ished for the presentation of the
suite of. three original modern dance qompositions. A further
11m1tation'was the selection of nine perfdrmers choéen from

among the private dance students taught by the investigator.

Survey of PreVious Studies
AA]though a survey of completed research studies dis-‘
closed that the present investigatof did'not duplicate that
of any other investigator, the following related studies were
vexamined closely since théy were concerned with.the develop-
ment of original dance compoéitioné.. |

1 choreographed, produced, and presented in a

Osborne
series of public performances a suite of five modern dance
compositions based upon a pr{sm of emotions és seen through
'selected symbolic assocfations with identifiable objects

utilized as stage properties. The suite, which was entitled

Through a Glass Darkly, was compriéed of five dances in the

sequences in which they were listed: "The Vacuum," "The
Point Center," “The‘Téhdrils'qf Restriction," "The Knife-

Edge," and "The Common Bond." The suite of five original

1Kay Osborne, "Through a Glass Darkly: A Suite of Five
Original Dance Compositions Based Upon A Prism of Emotions as
Seen Through Selected Symbolic Associations with Identifiable
Objects Utilized as Stage Properties" (unpublished Master's
thesis, College of Health, Physical Education, and Recreation,
Texas Woman's University, 1965). _ . '
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mddern dance compositions wés structured asAa group of parts
indicated by the Tetters ABCDE. The unifying theme was a
prism of emotions ranging from the toﬁa1'1ack of communica-
tion between human beings, illustrated in "Thé Vaéuum." to
the mutually enriching relationships between human beings,
depicted in “fhe Commoh Bond." " Musical accompaniment for the
suite of dances was composed by an assistant professor of
Music at the Agnes Scott College in Decatur, Georgia. Narra-
" tion was utilized as a transitional device for unifying the
five separate dance composifions into the suite as a whole,
Participants for the study wefe selected from among the
students comprising the Agnes Scott Contemporéry Dance Group.
In the written report of the study, Osborne included é
description of the.suite of original modern dance composi-
tions with respect to the choreogféphy, the accompanying
narratioh, the costumes, the hake-up, the Tighting, and the
stage decor. She included, also, illustrative bhotographs

of the various dances comprising Through A Glass Darkly.

- The purpose of the present studyAis similar to Osbofne's
in that the investigator choreographed, produced, and pre-
sénted a suite of modern dance compositions in a series of
public perform;nces. The two studies differ with respect to
their thematic sourcés; the subjects participating in the
studies, and-the'compositidn of the accompaniment . Thé
present investigator used a religious thematic source based

upon selected parts of the Roman Catholic Mass whereas Osborne
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used thematic material based.upon a prism of.emotionsvas seen
through selected symbolic associations with identifiable
objects utilized as stage properties. Participants in the
present study were selected from among private dance students
taught by the investigafor in Dallas, Texas, whereas Osborne
;elected students from dmong those compriéiné the Agnes Scott
Contemporary Dance Group in Decatur, Georgia. A further dif-
- ference between the fwo studies obtains in that Osborne worked
closely with a member of the faculty 1h the Department of Music
at the Agnes Scott College in the composition of thg accompani-
ment for her suite of dances whereas the present investigator
worked closely with'the Director of Muéic at Christ The King
vCatho]ic Church in Dallas, Texas, who composed the musical
accompaniment for the suite of dances deve]opeq in conjunction
with the present study.

Nicoll] choreographéd a suite of dances based upon'
‘se1ected phases of Mexican ]1fé. Her suite of oriéina] dances,

entitled Pinturas Mexicanas: A Suite of Original Dance Com-

positions Based Upon Selected Phases of.Mexican Life depicted
the growth and synthesis of two religions ih Mexico and
selected aspects of the 1fves of Mexican women--the‘monotony
BT Corn—grinding, the capricidusness of young girls, the

-abandonment of the women during the Mexican revolutions, the

TMarion Nicoll, "Pinturas Mexicanas: A Suite of
Original Dance Compositions Based Upon Selected Phases of
Mexican Life" (unpuslibhsed Master's thesis, Department of
Health, Physical Education, and Recreation, Texas State -
College for Women, 1951). : '
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mourning of the women fdr their men lost in the reVo1utions,
and the subsequent confusion evidencéd in the transitionél:
~state of 1ife ih Mexico. Subjects participating in the

study were selected from among the students comprising the
Modern Dance Group of the Texas Woman's Univefsity (formerly
the Texas State College for Women). The accompaniment for
the suite of modérn dance compositions was composed by the
accompanist-composer of the Modern Dance Group of the Texas
Woman's University.‘ In the written report of her study,
Nicoll included a description of the suite of dances produced
with respect to the choreography, the accompaﬁiment, the
costumes, the make-up, the 1ightfng, and the stage decor,
Further clarification of the_overa]] stage production was
effected by the 1nc1usion'of illustrative photographs. The
suite was presented ih a series-of public performances on

the campus of the Texas Woman's University and in a number of
other cities during the 1951 Spring‘Tour of the Modern Dance
Group of the Texas Woman's University.

The purpose of the present study is similar to Nicoll's
in that the investigator deVe]oped, produced, and presented
iﬁ a series of public performances a suite of original modern
dance composftionsf A further similarity between the two
~studies obtains with respect to the use.of a}religious theme,
The present study and fhat of Nicoll differ, however, with
respect to the subjecté particfpating in the studies, the

thematic development, and the composition of the accompaniment,
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Nicoll selected the participants for her study from among
the members of the Modern Dance Group of the Texas Woman's
University whereas the participants for the present study
were selected from among private dance students taught by
the investigator-in Dallas, Téxas. The two studies differ
also in that fhe investigator worked closely with the Direc-
tor of Music at Christ The'King Cathelic Church in Dallas,
Texas, in the development of the accompaniment for the present
study whereas Nicoll worked closely with the accompanist-
composer of the Modern Dance Group of the Texas Woman's Uni-
versity in the composition of the accompaniment for her suite
of original modern dance compositions.

Smith] choreograohed. produced, and presented a dance-
drama, entitled Te Deum, at the St. Barnabas Episcopal Church
in Denton, Texas. Thé dance-dramo was based upon part of

the Episcopal Liturgy, Te Deum Laudamus. Smith also composed

the musical accompaniment for her dénce-drama, music which
- was scored for two'voices--soprano and baritone--and a
soprano recorder, | .
Smith selected barticipants for her study from among
: tﬁe members of the parish of the St. Barnabas Episcopal Church,
the School of Music at North Texas State University (formerly

: the North Texas State Teachers Co]]ege); the Denton Dance-Art

: TE1oise Hanna Smith, "A Dance-Drama with Original Music
and Choreography of the Te Deum" (unpublished Master's thesis,
Department of Health, Physical Education, and Recreation,
Texas State College for Women, 1956),
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Studio, the College of Fine Arts énd thé College of Health,
Physical Education, and Rgcreation of the fexas Woman's
University.(formerly the TexasvState College fok WOmen);v‘

In a written repdrt of the study, Smith included a
description of the dance-drama produced wfth respect to thé
choreography, thé accompanimént, the costumes,}the make-up,
the 1ighting,.and the stage decor,

The purpose of the‘present study is similar to Smith's
. in that the investigator produced and presented, in a‘series
of public performaﬁces, original modern dance compositions
based upon a religious theme. The present investigator
structured her suite of dances in the form of a group of.
parts whereas Smith choreographed Te Deum in the form of a
dance-drama. The present study differs further from Smith's
in that the participants were selected from émong private
dance students taught by thé investigator in Dallas, Texas,
whereas Smith selected participants from the périsﬁ of St.
Barnabas Ebiscopai.Church, the School of Music at the North
Texas State University, the Denton Dance-Art Studio, and the
College of Fine Arts and the Co]]egé of Health, Physical
Education,'and Recreation of the Texas Woman's University.
.The composition of the éécompaniment for the dance-drama was
déve]oped by Smith whereas the present fnvestigator worked
"¢1ose1y with the Director of Music at Christ The King Catholic
- Church in Dallas, Texas, in the development of the accompani-

ment for AGNUS DEI.
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Moss] conducted a study in which she:traced the rela-
tionship between religion and dance and described the use of
religious motifs in dance in contemporary church rituals
through the media of poetry, prose, song, and organ music,
Moss made a cursory surVey ofAreligious dance as thematic
material among concert artists. In the final chapter of
her study, she offered suggestions for the use of religious
motifs in modern dance in education. Moss' sources of data
“were limited to books, periodicals, newspapers, and unpublished
materials.

The present study is similar to that of Moss in that
both are concerned with re]igious dance, It differs, however,
in that the present 1nQestigator-was éoncerned with the chore-
ography of a suite of modern dance compositions based upon a
re]igious theme whereas the.study‘by Moss was a historical
study in which she traced religious dance from pfimitive to
contemporary times, utilizing bibliographical sources of
data.on]y; The present study differs further from that of -
Moss 1in fhat the investigator was concerned with pre-
senting, in a series of public performances, a suite of
ofigina] modern dance compositions based upon selected parts
of the Roman Catholic Mass whereas Moss was concerned pri-

marily with deVe]oping implications for the use of religious

TMattie Moss, "An Historical Study of Religion and Dance
with Implications for the Use of Religious Motives in Modern
Dance Education" (unpublished Master's thesis, Department of
Health, Physical Education, and Recreation, Texas State
College for Women, 1943). '
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motifs as bases for choreographing modern dance compositions
in education. The present investigator relied in part upon
human sources of data whereas Moss utilized documentary
sources of data only.

L made a study of modern dance as a means of

Lewis
worship in the United States with emphasis upon the history,
the development, and the contributions of Rhythmic Choirs and
the Sacred Dance Guild. She surveyed'the role of modern dance
" as a means of worship in the United States from 1900 to 1963.
She identified outstanding individuals associéted with reli-
gious dance in the United States and described their contri-
butions to contemporary religious dance and to the development
of the Sacred Dance Guild and of Rhythmic Choirs.

The present study is similar to Lewis' in that both are
concerned with religious dance, It differs from that 6f Lewis
in that the investigator was concerned with the choreography
of re]igiods dances whereas Lewis was concerned with the
history and development of re]igidus dance. The two studies
differ further in that Lewis' study of religious dance em-
phasized the history and development of the Sacred Dance Guild
and of Rhythmic Choirs whereas the present study included the
choreographing of a suité of modern dance compositions based

upon selected parts of the Roman Catholic Mass.

]Marilyn Lewis, "A Study of Modern Dance as a Means of
Worship in the United States with Emphasis Upon the History,
Development, and Contributions of the Sacred Dance Guild and
of Rhythmic Choirs" (unpublished Master's thesis, College of
Health, Physical Education, and Recreation, Texas Woman's
University, 1965). :
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Sources and Methods of Cof]ecting Data
The data utilized in the development of this thesis were
collected, studied, and assimilated from both documentary and
human sources. Books, periodicals, newspapers, fi]ms, and
other published materials related to methods of research and
to all aspects of the study were empioyed. Theses, disserta-

tions, films, research studies,-and other unpublished materials

related to all aspects of the study were utilized also., Human
sources of data included members of the investigator's Thesis
Committee; selected Roman Catho]ic_priésts from thg St. James
and Holy Cross parishes in Dallas, Texas, members of the Fine
Arts Department at the University of Dallas; private dance
students from among those taught by the investigator; and
selected authorities in the field of dance, music, costume
design, and construction of stage properties who gave helpful
assistance, guidance, and information to the investigator in

the development of the study.

Summary
Because of the investigator's particular interest in
the area‘of choreogfaphy in modern dance énd her background
in the Roman Catholic Faith, she became intrigued with the
existing relationship between dance and re]igion.and in the
use of dance movement in the Roman Catholic Church, This
interest cu]mihated in the undertaking of a creative thesis

entitled, AGNUS DEI: A Suite of Original Modern Dance
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Compositions Baséd Upon Selected Parts of the Romaﬁ Catholic
Mass in partial fulfillment of the requirements for a Master
of Arts degree to be conferred by the Texas Woman's Univer-
sity in Denton, Texas. In order to orient the reader to the
background of the study, a brief explanation concerning dance,
the relationship between dance and religion, and dance move-
ment in the Roman Catholic Church was included in the intro-
duction to the study.

| Dance, an expression of emotions or ideas through rhythmic_
movement, has been a means of communication throughout the uni-
verse. The origin of dance is found in the natural tendency
of humanity to employ gestures either to supplement or to
replace épeech.] In the same manner in which speech developed
into poetry and song, the bodily movements of man developed
into dance., According to Sachs, man created within his own
body through dance, rhythmical patterns of movement long before
he used substance, stone, and word to give expressions to his
inner emotions.?

Throughout the ages, man has been aware of the tremen-

dous catharsis and creative inspiration dance brings to those
lost in boredom, despair and frustration.3 Men who cannot

dance are imprisoned in their own egos and cannot live well

with others whereas men who can dance agree that the dance is

Meerloo, op.

£16.s Ps A2,
Sachs, op. cit.,

e

Pe 3

Meerloo, op. cit., p. 24
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a primary source of fulfillment, an art activity wﬁich pro-
vides a éomp]ete emotional satisfaction which could never be
obtained through less meaningful activifies,1 The dance 1is
a prime satisfier--similar to food when one is hungry, water
when one is thirsty, and sleep when one is tired, |

A harmonious relationship has existed between dance
and religion since prehistoric times. }Strange as this may
sound to the twentieth century reader, the origin of the two
words--dance and religion--are closely associated. According
to Shawn, thé érigin of dance lies in religion; at first they-
‘'were one and the same activity, with religion comprising the
content and dance thé form.2 Primitive.man's religion was
expressed through his dances. " He used many persuasive rhythms
of dance to attain cdmmon ecstatic experiences. with his gods,
thereby trying to control the universal forces--the thunder
and floods, lightning and avalanches--which he did not under-
stand. Through dance, primitive man attempted to attain the
God-consciousness and thus cope with these angry gods.3

Dance is an art form in which the physical, emotional,
and intellectual aspects-of self are integrated completely
and simultaneously. For this reason, it is only fitting that
man's re]igious consciousness be expressed in the art of

rhythmic movement.4 Religious dance is an art which must be

1

Shawn, op, cit., p. 14,
21pid. | o 31bid.

—

-4Fisk, op. cit., p. 68,
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expreseed by each indi?idua] in accordance with his specific
beliefs and with his forms of worship., America, founded upon
the principle of religious freedom, entitles each individual
to an opportunity to express his ideas of God without inter-
ference or intolerance. E1aborac1ng upon -this statement,
Ruth St. Denis states that:

Religion means to me, an abiding faith in God

and Manj; a reverence for the Creator and the

created, and a special dedication to ho]ding

high the dignity, the beauty, and the immor-

tality of man, of which I hold the dance as his

greatest symbol.

The Roman Catholic Church is encduraging the application
of the religious implications of the Christian arts in the
United States, in Europe, and in the mission field. . Whether
the art of the religious dance is accepted in the sanctuary
or not, its spiritual values can be experienced in schools,
universities, and thrqugh public performances. Dance-dramas
depicting sections of the Mass and choral interpretations
have been performed in many parts of the world. Many of
these performancee have been accepted meaningfuily as religious
implications of dance by members of the Roman Catholic Faith.

Renee Foatelli, who has created liturgical dances in
France, urges the use of-the dance in pageants which interpret

the Mass and suggests that this be done through the art of

rhythmic interpretation such as that performed in the Roman

1St. Denis, op. cit.s p. 51,
2Fisk, op. cit., p. 142,
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Catholic Schools and Universities of the United States.' The
students in the Oakdale Country Day School in Philadelphia
have utilized the art of rhythmic fnterpretation in their
study of the Roman Catholic, Protestant, Quaker, and Jewish
faiths.z Qrai]vi]]e, a School of the Apostolate for Catholic
Young Women at one time offered not only a one to two-year
course which included creative and devotional study, but

also a course in the "interpretative dance."3 At this same
school, the late Dom Ermin Virty, 0. S. B. of St. Louis,

then editor of Caecelia Music Magazine, taught courses based

- upon the chénts of the church and encouraged the svmbolic
.interpretation of religious music through movement.4

In the celebration of the.Roman Catholic Mass, there are
definite stylized movements and postures which lend themselves
to 1ntérpfetation through dance. The action of the Roman
Catholic Mass creates the effect.of symbolic movement whfch
closely reﬁemb]es a disciplined, sacred dance. In this con-
nection, Hugh Benson, who became a»Roman Catholic priest,
states, "It [the Roman Catholic Mass] is no less than a sacred

5

dance." The priest and altar boys perform symbolic movements

in the transferring of candles, books; and censers, and in the

TFoatelli, op. cit., p. 21.

2Fisk, op. cit., p. 170.
Ssutter, op. cit. o _"41 id,
SFisk, op. cit., p. 171.
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execution of formal patterns of walking and kneeling. Jacques
Maritain, sensitive to the beauty of the discip]ined movement
within the Mass, has written, "There is nothing more beautiful
than a High Mass, a dance.before the Ark in slow motion."]

Because all re]igious art stems from man's desire to
reveal his awareness of God, fhe Roman Catholic Church respects
fhe revelations of this awareness manifested through sacred
music, painting, sculpture, poetry and drama, as well as
through symbolic movement.2 A true Christian art, however,
knows no barriers of creed or dogmaj ft is neither exclusively
Roman Catholic nor Protestant . + Although dance is one of the
neglected arts of the church, Fisk feels that it may be used
effectively to reveal spiritual truths and to deepen the
participanf‘s own devotional 11‘v1‘ng.4 |

Because of the.investigator's particular interest in
choreography based upon religious themes, the present study,
AGNUS DEI: A Suite of Three Ofigﬁna1 Modern Dance Composi-
tions Bésed Upon Selected Parts of the Roman Catholic Mass
was undertaken. It entailed thé developing of the choreography
for the suite of dances, the writing of the narration, and the
~production and presehtatibn of AGNUS DET in three public per-

” forhances. The study also entailed the developing of a

written report of the study as a whole, including a description

]Maritain, gg.ncit., p. 32.

2Fisk, op. cit., p. 172.

d1h4d. | > = &
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of the three original modern dance compositions entitled
"The Offeftory," "The Consecfation,“ and "The Communion,"

Definitions and explanations of modern dance, dance
composition, suite, choreography, and the Roman Catholic
Mass were established to clarify basic terminology utilized
throughout the study. Specific purposes underlying the
study included choreographing a suite of three modern dance
compositions based upon selected parts of the Roman Catholic
" Mass--"The Offertory," "The Consecration," and "The Communion;"
developing the narration to be used as a tranﬁitiona] device'
for unifying the three original modern dance compositions com-
prising the suite; producing and presenting AGNUS DEI in.one
or more public performances during the spring semester of the
academic year of 1966-1967 3 and preparing a written report of
the thesis as a whole including a description of the suite of
modern dance compositions with respect to the choreography,
the accompaniment, the narration, the costumes, the lighting,
and the stage decor.

THe choréography for AGNUS DEI was limited to three
modern dance compositions bgsed upon selected parts of the
Roman Catholic Mass--"The Offertorv," "The Consecratfon," ahd
"The Communion." A further limitation of the study was that
all of the danées were choreographed by the investigator in
accordance with her teéhnica] proficiencies and those of the
subjects participating in the study. A minimal time limit of

twenty minutes was established for the presentation of the
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suite of three original modern dance compositions. Nine
'participanfs wefé selected from among private dance students
taught by the investigator in Dallas, Texas.

The following selected studies related to the present
one were surveyed: (1) Kay Osborne's creative thesis

entitled "Through A Glass Darkly: A Suite of Five Original

Dance Compositions Based Upon A Prism of Emotions As Seen
Through Selected Symbolic Associations with Identifiable Ob-
jects Utilized as Stage Properties"; (2) Marion Nicoll's

. creative thesis entitled "Pinturas Mexicanas: A Suite of

Original Dance Compositions Based Upon Selected Phases of
"Mexjcan Life"; (3) Eloise Hanna Smith's creative thesis -
entitled "A Dance-Drama with Original Music and Choréography
of the Te Deum"; (4) Mattie Moss' historical thesis entitled
"An Historical Study of Religion and Dance with Implications
for the Use of Religious Motives in Modern Dance Education";
and (5) Marilyn Lewis' historical thesis entitled "A Study
of Modern Dance as a Means of Worship in the United States
with Embhasis Upon the History, Development, and Contribu-
tions of the Sacred Dance Guild and of Rhythmic Choirs."
In discussing each of the foregoing studies, similarities
and differences with resbect to the present study were
pointed out by the fnvestigator.

" The data utilized in the development of this thesis
were collected, studied, and assimilated from both documentary
and human sources. The documentary sources comprised books,

periodicals, newspapers, films, and other published materials
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related to methbds of research and to all aspécts‘of the
study: Theses, dissertations, research studiés, and other
unpublished materials fe]ated to all phases of fhe study
were uti]izéd also. Human sources for data included members
of the investigator's Thesis Committee; selected Roman |
Catholic priests from the St. Jahes and Holy Cross parishes
in Dallas, Texas; members of the Fine Arts Department af the
University of Dallas; private dancé students from among
those taught by the investigator; and selected éuthorities
in the fields of dance, music, costume design, and construc-
tion of stage properties who gave He]pfu] assistance,
'guidance, and information to the investigator in the de-
velopment of the study.

In Chapter II of fhis report, the fnvestigator will
present the heritage of religious dance from the time of
primitive man through the contemporary period with emphasis
upon religious dance as a part of worship in Christian

Churches,



CHAPTER II

THE HERITAGE OF RELIGIOUS DANCE FROM THE TIME OF
PRIMITIVE MAN THROUGH THE CONTEMPORARY PERIOD
WITH EMPHASIS UPON RELIGIOUS DANCE AS A PART

OF WORSHIP IN CHRISTIAN CHURCHES

Re]igious Dance in Primitive Societies
Religious dance has a rich heritage, stemming from the
time of primitive man and recurring as an integral part of
the lives of all peoples in all periods of civilization.
Shawn corroborates the idea that the dancing of primitive
man.was largely of a religious character when he states
that: .

The first ecstasy of the first self-
conscious man probably lasted a very short time;
then the pressure of his environment and his own
lesser nature closed in upon him. He probably
heard his child cry out in fear, or he became
hungry, or tired and desired sleep; so the first
spell was broken but eventually he again had.
leisure, remembered his joy and desiring it
again, danced. Once more he became aware of the
God-within, who could only be known through this
rhythmic movement, apd so was born man's reli-
gious consciousness.

Dancing, to primitive man, was of primary importance
~in the 1ife of a group; it was neither a diversion nor a
form of entertainment. Having no verbal language through-

"vwhich to communicate with others, primitive man danced about

]Shawn, op. gig., pp. 14-15,
33
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every activity of any.importahce in his 1ife.1 Déhce to him
was both an expression of man's re]at{onship to man, and of
man's relationship with the unknown.2

Among primitive peoples, dance magic was the first
means of dealing with the unknown.3 Through dance magic,
primitive man soughtlto identify himself with the forces of
the universe, to become one with the.cosmic powers and,
thereby, to control these forces for the benefit of himself
and his fellow men. There were many inexplicable forces |
which permeated the life of pfimitive man and he expressed
his reaction to each of these forces by dancing.4 As Martin
points out, "Lacking the verbal means of expressing these
feelings, he turned to movement, the moét elemental expres-
sion of 1ife, and also the basic substance of the dance,"?
Thus, being propelled to movement by the elements of magic
and religion, primitive man deQe]oped rhythmic patterns of
bodily expression through which he attempted to communicate
his inchoate feelings, his desires, and his responses to |
his environment. In this connection, Sachs writes:

In the ecstasy of the dance man bridges the chasm

between this and the other world, to the realm of

demons, spirits, and God. Captivated and entranced
he bursts his earthly chains and trembling feels

]Sachs, QR; €1t.s P« B,
ZShawn, op. ci .» P. 31,
31bid. 41bid.

SJohn Martin, The Modern Dance (New York: A. S.
Barnes and Co., 1936), p. 8. ' .
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himself in tune with all the world...The dance, in--

herited from savage ancestors as an ordered expres=-

sion in motion of the exhilaration of the soul,
develops and broadens into the search for God, into

a conscious effort to become a part of those powers

beyond the might of man which control our destinies,

The dance becomes a sacrificial rite, a charm, a

prayer, and a prophetic vision., It summons and dis-

pels the forces of nature, heals the sick, links

the dead to the chain of their descendants; it

assures sustenance, luck in the chase, victory in

battle; it blesses the fields and the tribe. ]It

is creator, preserver, steward, and guardian.

As the structure of primitive society developed from
the individual and his family unit to tribes, primitive man
faced new prdb1ems and emotions. In trying to So]ve these
.new problems and to understand these emotions, he continued
to dance. Certain individuals in the tribes demonstrated
superior'powers in their dance and were recognized with
respect and authority; such an individual was called "the
Shaman" or the "medicine man."? These premier dancers were
singled out because it was felt that they could attain a
greater degree of ecstasy or more nearly perfect union with
the God-within than that experienced by other dancers.3 They
acted as high priests and served as instruments of interces-
sion between the material world and the spiritual world of

4 According to Sachs, "His [Shaman's] duties

~primitive man,
are to banish evil sbirits, to ward off misfortune, to heal

the sick; and his principal medium is the ecstatic dance."5

]Sachs, op. vy P s

cit
g1 8. 18-

2Shawn, op.
31bid.

——n

p.
Ibid, Ssachs, op. cit., p. 141,



36

As man emerged frdm pre—histdry into a pefiod of re-
corded history, he continued to dance the themes inherent>
in the dance of primifive man. ‘In thié connection, E11is
states that, "Among certain Bantu tribes, instead of inquir-
ing as a man wou]d today with respect to another's business,
~the question one stranger would pose to aﬁother was: 'What
do you dance?'"I "When a man danced, he communicated his |
tribal 1ife, his social éustoms, and his religion, Elaborating
" further upon this statement, El11lis qﬁotes an anthropologist
as saying "a savage does not preach his re]igion, he dances
it,n2 ' &

Primitive man danced for every occasion. According to
Sachs, he danced for "birth, circumcision, the consecration
of maidens, marriage, sickness and death, the celebration
of chieftains, hunting, war, victory, the conclusion of

peace, spring, harvest and pork festiva]s."3

It is obvious,
too, that these universal themes, with appropriate variations
in style, rhythm, and purpose, have been utilized by every
subsequént generation, thds making dahce, rootedAin the
religious consciousness of primitive man, the universal art

which is so satisfying to the soul.

TE114s, op. cit., pp. 35-36.
21bid.

3sachs, op. cit., pp. 55-56.
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| Religious Dancé Durfng fhe Age of
Egyptian Civilization : _
Egypt, Tand of the Pharaoh and of the Nile, was the
first country to produce a great civf]iiation, and here we
find evidence of the dance as the chief medium of religious
expression. Kirstein points out that "as far back aé the
First Dynasty [ca. 3000 B.C.] a wooden relief of the King
Semti shows dancing as plastic p}ayer,"] and thé Kinneysv
state that, "Egyptian carvings bf $1% thouéand years ago
record the use of dance in religious rituals.“z_ Traces of
majestic chofebgraphic poses on the columns of a temple
‘have been found by scu]ptors,'indicating that the religious
dances of Egypt reflected a feeling equivalent to the
spirit o% the Pharoahs' monumental architecture,3 The
Kinneys cite further evidence of Egyptian dancing when fhey
state that, "A carving in the Metropolitan Museum of New
York shows Anubis and Horus knee]ing, their arms completing
a pose that is seen to this day in the dances of Spain."4
In the earliest period of Egyptian civilization, dance
was an important adjunct to the temples where the members of

the priesthood were aH-powerfu].5 They conducted the

rituals and guarded the temples in which dance was performed

1Kirstein, QR. Eitsq Pu 11,

2Tr‘oy and Margaret West Kinney, The Dance (New York:
- Frederick A. Stokes Company, 1924), p. 4.

S1bid. 41bid. SIbid, .

e
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by special dancers or by the members of the priesihood them-

1

selves. Plato re]ates that:

The priests danced in def1n1te, especially de-

signed movements around the temple altars and’

the dance formations which they executed were

intended to represent the movements of the

p]anets, the constellations, and the f1xed

stars in the heavens,
Lucian agrees entirely with this symbolism, He states that,
"The march cadence revealed by the stars, the harmony and
the euphony of the movements of the heavenly bodies are the
models in which the art of dancing had its origin.“3 These
astral dances appear to have been the most outstanding form
in the rituals of religious dance among the ancient Egyptians.4

As the Egyptian towns grew, each settlement built its
own temple and worshippéd its own special god. The chief
god, worshipped by all Egyptians, however, was Osiris.>
Through the worship of 0Osiris, the Egyptians explained the
forces of nature about them, pakticu]ar]y the annual over-
flow and the recession of the waters of the river Nile.
Osiris, son of Zeus, ruler of heaven and earth, and Niobe,
who was cursed for having so many children, was designated

by the Egyptians as both the brother and the husband, of

]Kirstein, op. cit., p. 14,

B

2E. Louis Blackman, Religious Dances (London: George
Allen and Unwin, Ltd., 1952), p. 2.

31bid. firstein, op. cit., p. 7
Ibid.
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the goddess Isis.] The Egyptians believed that the tears of
Isis, falling in reaction to the death of her husband-
brother who had been killed by Typhon, fhe god of evil,
resulted in the annual overflow of the Nﬂe.2 In the temp]es,
this legend became the central story of the Egyptian reli-
gion and was re-enacted constantly in dramatic dance for'm.3
The Egyptians produced numerous dance-dramas both within
and outside of the temples in honor of their many gods and
goddesses. In a discussion of the dance-drama Qf Hathor,
Oesterley states:

Hathor, for example, was the goddess of music

and dancing, and is often depicted with a small

boy rattling a sistrum in front of her...,The

King, in the capacity of Hathor's son, similarly

rattles a sistrum in front of her and is called

'goodly Ihy' (the goddess's child) of the golden .

one of the gods.4 . e

Each temple maintained its own group of religious
dancers who were prepared for the special roles which they
danced before the Egyptian Kings and Queens during religious
festivals.® The Egyptians also recognized and appreciated
the artistic dancing giffs of the African dwarfs and imported
them to Egypt to participate in the ceremonies in honor of

their various gods and goddesses. Sachs points out that,

1bid. | - 21bid.

3Shawn, op. cit., p. 17,

: 4w. 0. E. Oesterley, The Sacred Dance (Cambridge: The
University Press, 1923), p. 60,

sKirstein, op. €1t B 11.
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"It was the hjghest‘mark of eétéemvfor an Egyptianugubjeét
to bring the King a dancing dwarf from thé south, from the
land of Punt."! These dwarfs were méstéré in the perfor-
mance of all forms of dance which prevailed at this time,
but they excelled in acrobatic dances, religious in purpose,
which were performed before the Kings and Queehs.2 '
The Egyptian tribes conducted many ritualistic pro-
cessions in which they honored their dead.3 It was custom-
ary among the peasants of Upper Egypt for the female relative
and friends of ‘a deceased person to meet fogethér outside
.0f his home on_each of the first three days after the
funeral to perform a lamentation and'a-strange kind of
dance.4 Some of these dances continued for an hour or more
and were performed two or three times each day, The peoplé
of Egypt exercised great care and concern in their prepara-
tion for life after death.® They believed that this pre-
paration was essential since their religion denied that
death ended the existence of a person who had led a good-
1ife.® Blackman points out that, "The King of Egypt,. who

was also the High Priest of the cult of the gods, was

oblTiged to perform in a.procession in honor of the dead."’
]Sachs, 0. E1L.y D= 15,
2Kirste1n, op. cit., pp. 11-12,
3Oester1ey, op. cites Pa 210,
“bid. e Grhagds . 61bid,

7B]ackman, Op. Eitey po 2,
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He states further that, I}'A representation of the déad person,
sculptured or painted, was carried or had béen erected at
the entrance of the tomb,"! |

The Egyptians observed many important religious festi-
vals which often required the performance of danﬁers who had

2

at least a degree of preparatory training. Again, the

goddess Hathor, frequently represented with the attributes

3 1n this connection,

of Isis, presided over these dances,
Kirstein states that:
At Thebes and in other p1aces,4on Hathor's

annual festival, her priestesses, after the

conclusion of the temple services and parades,

marched in the streets, and accompanied by male

priests of the cults, stopped at the houses of

the people and bestowed Hathor's blessing by

singing and dancing, holding out the necklace-

emblems of the godgess to be touched for the

sake of fertility.

Among the most important of all Egyptian festivals--
one which shows the survival of ancient fertility rituals--
was the ceremony in honor of the consecration of the sacred
bull, Apis.5 Priests exercised considerable care in choosing
the sacrificial animal; they adhered to the belief that the
animal selected could be fertilized only by a shaft of
moonlight and that, at its birth, certain unmistakeable
‘signs revealed its devine selection. The bull must be black
wWith a triangular white patch on his forehead and another

on his right flank, representing the crescent moon in the

Tbid. . 21bid- . 31bid,
| 5 .

“Ibid. - S1bid.
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black night.] There were many other requisites wﬁfch had to
be met, all of which were approved onTy by the briests.
After the official announcements Were méde,‘the bull, Apis,
was placed in an especially designated and prebared sacred
place. For four months he lived in this sacred place,

being fed on milk and attended to by forty nude vfrgins "who

n2 Later, the priest transferred Apis, or

pleased his eyes.
the sacred bull, to Memphis where he Was greeted with music,
dances, and the shouts of the people. He was conducted in
pomp to the sacred Apeum where his .domestic serVant; per-
formed secret dances in his honor, enacting the adventures
of the god of whom the bull, Apis, was thought to be the
living image.3 -

| There can scarcely be any doubt that Egypt, the first
country to produce a.great civilization, was also a great
dancing center.4 In this connection, E11is states that,
"Egypt is the mother country of all civilized danci‘ng."5
Elaborating upon this statemént, Kirstein states that,
"Egypt, in relation to dance, is interesting as the first

great culture which used the practice of the magic of tribal

~civilization in the davelopment of a great homogenous

-nation."6
]K‘ . . ' 2., .
irstein, op. cit., p. 11. Ibid,
31bid. %E114s, op. cit., p. 50.

Sbid. | ®kirstein, op. cit., p. 11.
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Religious Dance Dur1ng the
Biblical Period
Dance was an integral part of the.ceremony of worship

! and, 1in ihe opin{on of the in-

among the ancienthebrews
vestigator, pre-determined, to a large extent, the custom of
dancing in the Christian Church today. The dances of the
Hebrews were influenced directly by those of the Egypt1ans.
The Biblical description of the dance around the Golden

Calf has 1ts prototype in the worship of the Egyptian bull,

2

Apis. Vuillier states that, "As early.as the year 2543

B.C., we find traces of the choreographic art. Dances be-
'queathed by the priests of ancient Egypt were held h1gh in
honor among the Hebr‘ews."3
According to the Old Testament, the offering of
sacrifices in the worship of Jehovah, were deffnite occa-
sions for dancing among the Hebrew people, In this connec-
tion, Oesterley has listed eleven ancient Hebrew root words
which coﬁnote attributes of dance as it is referred to in
the King James Version of the Bib]e.4
Sihag - - - - m "to laugh," "p]ay;" "mefry
making," "dancing," I Samuel
.."and the dancing women

answered one another and
said..."

1Blackman, pp. Cit.y P %,

—

2 .
Gaston Vuillier, A History of Dancing From the Ear-
liest Ages to Our Own Times Z[ongon: WiTTiam Heinemann,
18987, .

A SIbid. 4Oesteﬂey, op, cit., pp. 44-51.

——
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Tzahag - = = = = = - - - "plaything," "sporting,"
' "dancing" Exod. 6: "The
people sat down to eat and
drink, and rose up to dance."

Hul = = = =« = = « - - -"whirl," "twisting,"whrithing,“
Isa, 17: "writhing" or "twist-
ing" of a woman in travail.

PHZEZ = = = = o w0 5 = = "leaping" II Sam. 14-16:
- Idea of agile leaping as part
of the dance,

Karar - - = = = - - - -"whirl about," "rotate,"
IT Sam, 14-16: David dancing
before Jahwe,

Ragad - - - - - - - - - "to skip about" Isa, 21:
o expresses the idea of agile
leaping as part of the dance.

Sabgh «o = = = = - - - -"going around" I Chron. 29:
going around the altar,

Dalag - = = = = = = - - "leaping" and "dancing,"
IT Sam., ‘"skipping" leaping
as a part of the dance,

Tzala - = = = = = = - = "Timping dance" Gen., 31, 32:
A ritual dance--"Timped upon
his thigh,"

Pasah - -.= = = = = = -"to denote a religious per-
formance" Exod. 13: ",,.and

when I see the blood I will
pass over you,"

Hagag - - = = - = = = -"to make dancing movements"
Ps. 27: ."to go around in a
circle,"!

Further proof of the dances of the Hebrews'is to be
- found in numerous descriptions of dances in the 01d Testament
of the King James Version of the Bible. For example, the

before mentioned dancing around the Golden Calf was a

]Oester1ey, op. cit., pp. 44-51.
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“circular of ring-dance-and was symbolic of the God of Israel
who led -the Jews out of bondage.] References to processional
dances can be found in II Samue],.6:14-}6; the story of
David's dancing before the Ark is told, "And David danced
before the Lord with all his might...Michal Saul's daughter
lTooked through the window, and saw King David leaping and
dancing before the Lord.“2 Among the Jews of the Talmudic

3 The

period, the dance was a part of the burial rites.
funeral dances took the form of a stamping dance which thg
Sephardic Jews of Spain and Portucal have retained damong
their funeral rites of today.4 According to Blackman, "They
[Sephardic Jews] marched in processions round the dead."®
During the first century following the birth of Christ, a
Jewish sect known as the Therapeutae possessed a nhighly devel-
oped form of dance.6 This‘sect, whose origin and fate alike are

unknown, is believed to have settled during the first century

in the vicinity of Alexandria, Egypt;7 The members, both men

Ibid.

211 SamueT, 6:14-16, King James Version of the Bible.
3Oester1ey, op. cit., p. 49,
4B]ackman, QR.lcit., p. 10.

SIbid.- 6E114s, op. cit., p. 40.

7"Jewish Sects," Encyclopedia Britannica, 14th ed.,
Vol. XIII, p. 1052. '
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- and women, devoted their time to prayer and to study. In
this connection, Philo states:

They prayed twice every day, at dawn and at
eventide, the interval between being spent
entirely on spiritual exercise. They read
the Holy Scriptures, from which they sought
wisdom...For six days a week members lived
apart seeking wisdom in solitude. On the
sabbath they met in the common sanctuary,
where they Tistened to a discourse by the
members most skilled in their doctrines.!

In noting the extent to which the Therapeutae employed
movement in their worship, Sorell quotes the fo]]oWing obser=
vation by Eusebius,Awho is known as "the fatﬁer of Church
history." Eusebius, in turn, based his description upon

that of the philosopher, Philo: |

After the banquet they keep the sacred
festival. And this is how they keep it.
They all stand up in a body, and in the
middle of the banqueting-place, they first
form two cheroi, one of men and the other
of women, and a leader and conductor is
chosen for each, for one whose reputation 1is
greatest for a knowledge of musicj; they then
chant hymns composed in God's honor in many
metres and melodies, sometimes singing
together, sometimes one choros beating the
measure with their hands for the antiphonal
chanting of the other, now dancing to the
measure and now inspiring it, at times
dancing in procession, at times set-dances,
and then circle-dances right and left,

It appears that there was some connection between
dance and the Church in the very early period of its organi-

zation.3 Kirstein tells of the Gnostic "Hymn of Jesus" as

11bid. | f 2sorell, op. cit., p. 20.

.

3K1rstein, op. cit., p. 61.

———
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early as the yeaf 160 A.D., dealing with the Lord's Supper,
and states that, "In it, inétead of the traditional breaking
and sipping of wine, they [the disciples] danced."! It is
obvious, therefore, that dance was accebted as a part of

Christian ritual as early as the first century.

Damce During thé Hél]enic Age
Dancing during thé He]]enic_Period 6f civf]ization has
_been associated always with the WOrship of gods and goddesses.2
The grgatest of all Greek gods was Zeus, who originated in
Crete, a Grecian island in the southern Aegean Sea approxi- .
mately eighty-one miles from fhe main]and of Greece.3 It is
interesting to note what a tremendods influence Zeus and this
Cretan island had upon dance among the ancient Greeks. Be-
cause he was the most powérfu] of.a11 of the Greek gods,
Zeus was the supreme ruler of heaven and earth, of all gods

and men.4

He was married seven times, and it is small wonder
that Hera, his seventh wife, is said to have been the most
jealous wife in mythology because the extra-marital affairs
and children of Zeus were thought to be numer‘ous.5 Zeus is
said to have changed himself into many forms.in order to

gratify his passions.6 Apparently, the Greeks were aware of

l1bid, | 21pid,

3J. E. Zimmerman, Dictionary of Classical Mythology
(New York: Bontam Book, 1964), pp. 292-293.

41bid. g l 5Ibid. 61bid,

————
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his lasciviousness but they also respected his powéf and his
sense of justice.] The Cretans were extolled by the Greeks

as exceptional artists and acknowledged as their superiors

2 According to Sachs; the best Greek dancers

in the dance.
in modern times still come from among'the descendants of the
Cretans.3 |

Greeks in all stations of 1life are known to have
participated in the dance on all occaéions.4 The militant
Spartans insisted that dancing was essential to the develop-
ment of a good soldier; the Athenian lovers of beauty deemed
it essential for the sound development of body, mind, and
soul; physicians prescribed dancing for its therapeutic
values; philosophers encouraged their studénts to practice
dancing as the best medium for total development; and great
men were not uncommonly known to dance in pub]ic.5 It is
obvious, therefore, that the attitude of the early Greeks
toward dance was one of respect and enthusiasm. As a re-
sult, it is not sufprising to find that choreography during
this pefiod reached a very high state bf exceHence.6
A greaﬁ deé] of light is shed upon the nature of the

Greek dance through its representation upon ancient Greek

pottery.7 OeSterley stétes that, "On a vase-painting in the

Ibid. ~ 2sachs, op. cit., p. 238,
31bid. " *irstein, op. cit., p. 33
Ipid. ®1bid;

70ester1ey, pp. cit.; p. 66,
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British Museum, a tfiumphai dance procession fs portrayed; if
is in all probabi]ity intended to be taking place in honor
of Dionysus."] Dionysus was the god of wine and revelry,
and the youngest of the twelve great Olympians.2 The Greeks
danced in ecstatic rituals in hono} of Dionysus and often
enacted primitive sacrificia] rites concerned with thé deafh
and rebirth of various Dionysian gods.3

0f all Greek dancing, the re]igious‘ritua1s were the
“most impressi?e.. These religious dances may be classified
in four main groups: the Emmeleia, the Hyporéhemia, the
Gymnopedia, and the Endymatia.4 The Emmeleia and the
Hyporchemia were deeply religious in nature and are among

the most ancient of the Greek dances.5

.The origin of the
Emmeleia is attributed to-Orpheus, the mytho]oQica] musician
and poet. The movements characteristic of this group of
dances were slow and stately and were performed without
choral accompam’ment.6 The Hyporchemia comprised some of
the oldest Greek dances performed by both men and women and
are noted for their use of choral a;companiment, the most

characteristic accompanying feature of Greek dancing. Ex-

amples of these choral dances may be seen today in Megara

Tbid. . i 27immerman, op. cit., p. 88,

3Radir, op. cit., p. 48.
4Kinneys, 0f. E1L., P. 12.
SIbid. Eah 6kirstein, op. cit., p. 33.
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near Athens whére they are performed on Easter.Monday.] The
dances comprising thé Gymnopedia and Endymatia were less
religious in nature than those comprising the Emmeleia and
the Hyporchemia. According to the Kinﬁeys, the Gymhopedia,
depicting athletic feats,~were usually danced in honor of
Apollo by nude youths.z_ The Endymatic dances were cos-
tumed brightly and were used‘for'general éntertainment pur-
poses. The Kinneys staté that, "In connection with‘this
group [Endymatia] we find the first aT1usion'to the highly
modern institution of dancers, private engagements, and pro-
fessionals aiding in the entertainment."3 | |
The dances comprising these four main grbups of ancient
Greek dances were common to different localities and usually
celebrated the worship of a god, a victory, or some act of
heroism.* For example, the Dionysian dances were sacred to
Bacchus, the god of wine, the Iambic dances were dedicated
to Mars, the god of war, and the Caryotis dance'was dedi-
cated tolDiana, goddess of hunt, as was the Harmos of .
Sparta.s
It is obvious that the Greeks gave to the world greater

cultural momentum than any other country during the early

periods of civilizations. The Greeks were outstanding in

i AP
]Kinneys, op. ity ps 12. Ibid.,

31bid. o 4yuillier, op. cit., pp. 14-15.

S1bid.
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the development of dance, ref]écting the Greek ideal of
beauty which permeated not only danping but a]sd all of the
related arts--]iteréture, drama, paintihg, sculpture, and
architecture. In this connection, Vuillier states, "Thus we
see Greece, with her fine simplicity of thought, set'patterns

from which was cut the civilization of Rdme.]

Dance During the.Period of |
Roman Supremacy

The dance suffered various stages of degradation at the
hands of the Roman people and, because of'the ultimate deca-
dence of Rome, the development of religious dance was retarded

for at least a thousand years.2 The early Romans were not

3

a very dance-conscious people, They seized upon the dance

4

and all of the other arts developed by the Greeks. 0f the

sacred dances borrowed from Greece, VYuillier states:

...The Romans borrowed from the Greeks, the
Bacchanalia, whose origin in Hellas, was
religious. These were at first reserved for
the priests and priestesses of Bacchus, but
later on they became the accompaniment to
nuptial feasts, every citizen took part in
them and having lent a Tustre to worship and
a grace to love, thgy degenerated into lasci-
vious performances. -

Perhaps the most sacred of the Roman religious dances
were the dances of the Salii--or the Priests of Mars, There

were numerous orders of such dancing priests appointed by

2 )
]Ibid. < ae Rz Kinneys, op. cit., p. 28.

3Vu1111er, 0p. €il.s P 30,

4Ib1‘d. | 5Ilﬂid-
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Numa Pompilius, the'sécond King of Rdme, to honor the gods
through dance and to care for the Ancilia--the sacred

shields of Mars.)

Elaborating further upon this statement, Kirstein
statess -

The Salii, the priests of Mars, twelve in
number, were instituted by Numa. Their

dress was an embroidered tunic, bound with

a girdle ornamented with brass, They wore

on their head a conical cap, of a considerable
height; carried a sword by their sidej; in
their right hand a spear or rod, and in their2
left, one of the Ancilia, or shields of Mars.

Holy processions of the Salii were held during the
months of March and October with ritualistic ceremonies

lTasting as long as three weeks.3

The most solemn procession
was held during the month of March commemorating the time
when the sacred shield was believed to have fallen from

heaven during the re%gn of Numa.4

On other sd]emn occa-
sions, the Salian priests pafaded through the Capitol and
other public parts of the city while dancihg and singing
sacred songs said to have been éomposed by Numa.5

Othef sa;red dances became at best a display of agility
to amuse rustics. In thié connection the Kinneys state

that, "They [Sacred dahces] fell into the services of sex

allurement, not the suggestive, nor the provocative, but

, - . ' ' S
]Kirstein, op. cit., p. 46, _ , . Ibid,

Sbid, S LA N °Ibid.

. P
e
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unbridled depiction df what should not be revea]ed; andvof
things that should not exist."! As the relfgious life of
Rome gradually decayed and became o}giastic, so the re]igfous
dances became occasions for unbridled 1icentidu§ness and

g Ultimately, the Church nurtured the little

sensuality.
religious dancing which survived. The Kinneys state further
that: |

...in the hour of humiliation, the dance

gained the respect of the only earthly power

that might reasonably hope, in such an ex-

tremity, to save it from a miserable end, .

It was taken under the protection of the

Christian Church,

The Romans were great organizers, conquerors, lawmakers,
and governors,but, in the field of the arts, they cheapened
what they borrowed.* With the final capitulation of Greecg
to her more tarbaric conquerors, the Romans proceeded to
help themselves to those aspects of Greek culture which

5

p]easéd them. Dancing never played as important a part in

the national 1ife of the Romans as it did in that of the

6 Dance to the Romans was primarily a past time

Greeks.
which respectable Romans regarded as inconsistent with their
dignity.7 Although this'viewpoint is not reflected by the
opinions of all writers, it is thoroughly consonant with

that of Cicero in his reference to the Romans in which he

]Kinneys, op. 61t.y P« 28, . 2Ibid.
31bid. © 1bid, S1bid.

61bid. "1bid,

—
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states that, "No man who is in a sober state and not demented

would dance either briVate]y or in decent bompany."]

Religious Dance During the.
Middle Ages ,

During the Middle Ages, the Church became rigi&]y
authoritarian and attempted to requlate é]] forms of déhcing
and religious activities.2 The early Christians were op- |
posed to the Rcman practice of using religious dance as a
form of entertainment and, therefore, ordered the Church to |
pass rigid 1égfs]ation against a]l'ribald'or indecent danfes.3
In this connection, a decree was issued by Pope Zacharias
in 744, forbidding the performance of such dances as those‘
performed in honor of Bacchué, the fab]ed god of wine.4 But
even with the Church regulating all re1igious activities; :
there was still a great deal of opposition to the use of
any type of dance as a part of the ritual of worship.5

Two men connected with the early Church who compiled
valuable material on the dance during the Middle Ages were
Father Menestrier and Jehan Tabourot.6 About 1682, Father

Menestrier, a Jesuit Priest, wrote an important book on

dancing with reference to the fact that men, "sang and

l1bid. 20esterley, op. cit., p. 73.
3Fisk, op. cit., p. 103.

4vuitltlier, op. cit., p. 56. SIbid.
6yuillier, op. cit., p. 56.
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danced the praises of God, using the choir as a stage.”]

Tabourot, the Canon of Langres, also known as Thoinot

Arbeau, wrote an authoritative work entitled Orchesography.2

In this invaluable book, he refers to the opposition of the
Church toward dance and expressés the opinion that, "those
who object to the use of dance...deserve to be treated Tike
some hind-quarter of goat and put into dough without 1ard.“3
In spite of all protests, however, religious dance con-
tinued to spread during the Middle Ages. An fnteresting
example of the perpetuation of ritualistic dance are the
Cathedral dances of Spain, some of which are continued to
the present day.4 In Toledo, the Council suggested that the
Archbishop of Seville present a "ritual rich in sacred

choreography."5

This ritual Tater became a part of the Holy
Mass known as "Mozarabe" and is still celebrated in the
Catnhedral in Seville today.6 It is known to contain slow
and stately dance movements similar to those of the Pavane
and the Sarabande.’ Still danced in the Cathedrals of

Spain is the famous "Dance of the Seises" performed by the

]Kinneys, op. €it.s pp.-29=31.

23ehan Tabourot, Orchesography (Brooklyn: Dance
Horizons, 1965).

31bid., p. 26 “¢inneys, op. cit., p. 31.

5Vu1111er, op.. p. 50.

——

E1%tss
6., - . 7
Kinneys, op. cit., p. 33. ) Ibid.



56

choir boys. At one time the Pope ordered if to be discon-
tinued but, after the dance was_performed in his presehcé,
he revoked his decision in this regard.] Since that time it
is danced three times each year--in March, on Shrove Tuesday
preceding the penitential season of Lent; in June, as é part
of the Feast of Corpus Christi; and on December 8, as a part
of the Feast of the Immaculate Conception.2 Like the dances
in the Mozarabic Mass, the "Dance of the Seises" is per-
formed in a slow and stately sty]e.3

Religious dance continued to spread throughout the
eleventh, twelfth, and thirteenth centuries in Italy, in
Germany, and in Eng]and.4 Fisk points out that:

The Flagellants appeared in northern Italy in

the eleventh century and spread across to

Germany and later to Spain and England. People

of all classes and ages formed long processions

which were headed by priests carrying crosses

_and banners.®
These exhibitions were symbolic of repentance and havé reap-
peared in Mexico and in the United States on various occa-
sions., Martha Gréham's dance entitled "E1 Penitente"--
which is concerned with the problems of sin, penance, and

salvation--has a close relationship to the F]agel]ants.6

Ibid.

2Anonymous, "Church Dances at Seville," Living Age,
Vol. CXCIII (May 28, 1892), pp. 575-76.

31bid. Fisk, op. cit., p. 108.
Sbid, - .. - 61bid.
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In the latter part of the twelfth century, the Church

decided to permit dramatic portraya]s.]

The purpose of this
decision was to evoke public interest in the services of the
church through the introduction of choral songs and cere-
monial dances performed by the choir., A religious p]ay‘
entitled "Planctus" was introduced as a part of the Mass.2
This religious play was concerned with the sorrows of the
three Marys and was accompanied by a musical score. Mystery
~and Miracle Plays based upon religious themes soon became a

3 ~The plays were first

part of these dramatic portrayals.
presented inside the Church before tHe altar, and later
transferred outside the Church to tHé ba]]atorié—-a dancing
area in front of the Church--or at the west door of the
Church where awnings wer'e‘hung.4 According to Matthew Paris,

n5 It was

the first Miracle Play was entitled "St. Catherine,
written by Gregory; a Norman, who later became an Abbot of
3k A]bous.6 The Mystery Plays grew out of the Miracle
Plays,and, when the former ceased to be presented, the
Mora]ity Plays were substituted.7 | |

It was customary to celebrate special religious occa-
sions such as festivals and Saints' Days with some form.of

dancing.8 During the'viéil of a Saint's Day--or a day of

Tibid, ~ 2yuillier, op. cit., p. 51.
31bid. | 41bid, 1bid
61bid _ ’1bid. -

81bid., p. 49.
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prayer, of si]ence,.and of penance--sohe form of dancing‘waS :
included.! Some of these dances continued until as late as
the sixteenth and seventeenth centuries; According to |
Vui]]ier, the dances in Langvedor, Spain, which included
dancing in the churches and cemetéries on feast days, existed
until the end of the sixteenth century.2 In the séventeenth
centdry on the feast of St. Martial the people and the clergy
danced and sang in the Church of St. Leonard.3 Vuiller, in
describing a dance called the "Pela" which was performed in
Gallacia on the Feast of Corpus Christi, states that, "A
very tall man, carrying a magnificently dressed boy on his
shoulders, danced at the head of the procession."4 According
to E11is, in Paris, Limoges, and elsewhere in France, the
priests danced in the choir in the celebration of Easter up
to the seventeenth cgntury, and iﬁ Rovissillon, France, up
to the eighteenth centur_y.5

Many pagan dances appeared during the Middle Ages, some
of which became a part of the traditional church festivals.
One called the Tripettes originated in France in 1350 and is

6 It is

still danced today at Barjols in Provence, France,
performed at the patronal feast of St. Marcel.” The Chris-
tian and the pagan merged originally when the people of

Barjols, in France, bringing the body of St. Marcel to their

Tbid, - " 21bid. ~ 31bid.

“1bid. » SE11ds, op. cit., p. 42

6Fisk, op. cit., p. 116. - | 71bid.
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church, met a group of fellow townsmen taking part in a
traditional festival associated with the sacrificing of a
buH..l In France today, the Tripettes combine both the
roasting of a bull and several days of dancing in the chur‘ch.2
An ecstatic dancing sect known as the "Chorizantes™ origf-:
nated in Germany with a thousand members, comprised of per-
sons of both sexes.S They first éppeared during the festival

4 The

of St. John the Baptist during the midsummer of 1374,
most ancient of the pagan danqes were the fire dances per-
formed on the eve of St; John's Day, June 24, in Brittany,
Provence, and Eng]and.s The "Brandons," a torch dance
accompanied by chants and prayers, was performed.in England
on the first of May an& at Pentecost.®

Also developing during the Middle Ages were dances of
an orgiastic nature which were characteristic of an epidemic
which seemed to spread throughout Germany, Italy, and other

7

parts of Europe. These frenzied dances, usually performed in

the churchyards, have been referred to as the danseomanie or

dancing mania, and the danse macabre, or the Dance of Death or
8

Totentanz, Authorities were never and are not now in agree-

ment in explaining these dancesj; some feel that they are one

Tkinneys, op. cit., p. 34. 21bid.
31bid. ‘ 41bid. ‘ 5Ibid.
61bid, 71bid.

———

8irstein, op. cit., p. 88,
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and the same while others speak of them as two different ele-
ments of Medieval culture. Whether theée forms of dance are
spoken of as dancing mania br as Dance of Death or as
Totentanz, they typify the emotional state which prevailed
among the peoples of the Medieval Period., These peoples had
been harrassed by plagues, long wars, and many misfortunes

1

which, perhaps, provoked this dance madness. Priests stood

by helplessly as the hysteria spread among the people. In
this connection, Sachs states: | |

...there are increasingly numerous reports
that on days when somebody dies or at
Christian festivals men and women begin sud-
denly and irresistibly to sing and dance in
the churchyard, disturb divine service, re-
fuse to stop at the priest's bidding, and as
a result are finally cursed to dance the whole
year through unté] a sympathetic archbishop
removes the ban. _

A form of dance mania called tarantism broke out in
Italy during the last two centuries of the Dark Ages and

existed until the eighteenth century.3

Tarantism was thought
to be caused by the bite of the Apulian spider and only wild
jumping about after the_bite was thought to bring temporary
relief for the victims.%® In Germany, about the middle of

the fourteenth century, another uncontrollable dance madness

which is known to physicians as Chorea Major and to laymen

as "St. Vitus's dance," broke out.5 Elaborating upon this

Tsachs, op. cit., p. 253. | 21bid.
SFisk, op. cit., p. 178. |
gits s

4sachs, op. p. 253. S1hid,
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type of dance, Sachsvsfates, "Singly or hand in hand they
circle and jump in hideously distorted choral dénces for
hours at a time, until they collapse foaming at the mouth."!
This evil lasted for months, resisting all attempts at cure
by physicians.

Although, in some instances, the purely re]igious
dances were overshadowed by the frenzied and grotesque
dances preva]ent during this period, balance and beauty in
 the dance were to be restored with the advent of the Renais-
sance, | |

Religious Dance from the Renaissance
Through the Contemporary Period

Religious dancing, like all of the other arts, was

revived during the Renaissance which originated in Italy

2 The fur-

during the fourteenth and fifteenth centuries.
thering of the arts by the Church and by the patronage of
royalty can be seen throughout these two centuries. The
period of rebirth of the dance is said to have started with

Dante wHo, in his Divine Comedy, refers to dancing as the

activity engaged in by those in Paradise.3 The Renaissance
is also the period of Shakespeare, Boccaccio, Michelangelo,
and many other great éreétive artists whose works reflect
the character of the Renaissance as a period of cultural

awakening and expansion.

Ibid. | Shawn, op. cit., p. 18,

3sorel1, op. cit., p. 120.
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The Renaissance also marked the beginning of dissen-
sion between church and state.] This schism deve]opéd
ultimately into overt rebellion which culminated with the
Reformation in 1517.2 The nations unaffected by this move-
ment included Spain, Portugal, and Italy because these
three countries remained Roman Catholic nations., The result
of the Reformation is felt by some churches today, however,
in that they are opposed to dancing of any sort.3 These
'churches represent many of the varied Protestant sects
which grew out of the Reformation.4

At the same time, persons of royal and aristocratic
lineage were evolving a choreo—dfamatic dance form which-
gave rise to the development of the ballet. Kirstein pro-
vides the following information with respect to the origin
of the word "ballet:"

The word 'Balletti,' diminutive for 'Ballo,'

a dance, is used to refer to dances performed in

a ballroom. In the beginning, 'balletti,' as a

term, had no special theatrical meaning, but

meant merely performance of danced figures, not

unlike a developed English Morris, which was

greatly in vogue among high 1ife of Milan, Not

until de Medici had established the Italians in

France did it _acquire specifically dramatic

significance,

In the Italian courts, dukes and princes devised elab-

orate pageants in which the courtiers danced in fancy dress,

TKirstein, op. cit., p. 135, 21pid.

31bid. ' Y1bid. .

—

5K1rstein, 0P Bites Ps 135,
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often symbolic, or enacted the characters of men, beasts, or

1 These extravagant entertainments reéched

mythical gods.
their height when Catherine de Medici married Louis XIII and .
becéme the Queen of Fraﬁce.2

From the choreo-dramatic form,'the ballet evo]véd into
the ballet-opera form in which a theme or plot was developed
dramaticai]y and interspersed with dancing.3 In Italy,
these forms of entertainment were presented in conjunction
“with the many luxurious court banquets.4 At one such ban-
quet given by CardinaT Pietro Riaro, Kirstein states that
"After the food, there was a 'worthy morisco' or a mimed and
dance action."® |

Many of these ballet forms were used to celebrate the
canonization of Catholic Cardinals, thUs stressing the Roman
Catholic Church's interest in daﬁk:e.6 Because of such an
active interest in its development, in 1609, a great ballet
spectacle was organized by the Church of Portugal for the
beatification of Saint Ignatius Loyo]a.7 This ballet was
widely danced in churches of both Porthga] and France.8

The ballet continued to flourish in both religious

and theatrical forms during the remaining part of the

IShawn, op. cit., p. 18. 21bid.

3Kirstein, op. cit., p. 135 41bid.

SIbid. - 6Sorell, op. cit.,

p
TVuiller, op. cit., p. 82. 81bid,
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eighteenth century. .Catherine de Medici and Louis XIV are
said to have been respdnsib]e for the deve]opment‘of the
high]y stylized ballet form which became more and more a
part of the theatre.]
Early America was not entirely without its form of
religious and secular dancing.despite the fact that the early
Puritans frowned upon all expressions of worldly joy or |
pleasure., That the peoples coming to America found freedom
of religious expression is}attested to by the variety of
religious faiths developing within and outside of the

2 0f these many sects, the Puritans and

various colonies.
~the Quakers in New England were the most adamant against
dancing; despite the fact that it was not encouraged, how-

3

ever, dancing was not forbidden.” Many isolated groups

and cults used symbolic movements in their religious ritua]s.4
One of these new cults was a sacred order called "The

Free and Accepted Masons" which o?iginated in England in

1717 from a meeting of a guild of MésOns who were building

English Cathedr‘a]s.5 They came‘to America in 1767 and are

considered today one of the largest and oldest fraternal

organizations in the world.® The Masons base their moral

Tsorell, op. cit., p. 123.

2Charles M, Andrews, Pilgrims and Puritans (New York:
Yale University Press, 1919), p. 122,

31bid. | 41bid. .

SFisk, op. cit., p. 136 61hid,
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code upon the symbo]s of the bu11d1ng profess1ons and describe
God as the "Great Arch1tect of the Un1verse."] They hold
secret meetings and use elaborate rituals in connection with
initiation ceremonies and the conferring of degrees.2 During
these ceremonies, the membérs.sit around the edge of the
hall, 1eav%ng the center space for.special marches and the
execution of floor patterns of special designs.3 The "Eastern
Stars," an active sister group to the Masons, also perform
various movements in their rituals.4 Some of the designs
which the sister gfoup performs include thoge of a cross, a
circle, or more complicated symbolic representationé of the
"sun, the moon, or the P]eiades.5 With respect to these
organizations, Fisk states: -
.The members find a psychoTogicé] value in

taking part in the marches and formations, for

it provides them with a bond of common action,

Each 8ne feels that he.has a special p]ace to

fill. .

Another group which has a1wéy; employed creative,
symbolic dance movement in their form of worshib is the
| Shakers.7 This group originated in England in ébout the
year of 1706.8 They came to American in 1774 and settled

throughout the east énd middle west, about six thousand in

T1bid 21bid. 31bid,
41bid 51bid. 61bid
71bid. 81bid., p. 141,
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number, of which on]y’a few active communities Comprised-
chiefly of elderly members now survive.] ‘The Shakers wel-
comed all who were tired Qf "futile creeds, formal worship,
and the evils of a corrupt society."2 Their beliefs are
dérived from ceftain HuguehotAsects which emp]dyed dancing
as an active part of the adoration of God.3 Théir movements

included walking the fioor while singing and passing each
. . .

other with staccato movements, They used rapid up and down
movements with the hands, Qith é staccato wrist action, As
the groups of Shakers continued to spfead tHroughout the east
and middle west, their original movements developed into
"shuffle steps forward and backward in a series of parallel
lTines, weaving in imaginative designs, a fabric of union and

1ove.5

.Thére is always a high degree‘of creativity present
in the movements of thé Shakers, reflecting the individual
use of the hands, the feet, the_tongue; and the whole body.®
The Negroes, brought to the.United States during the
eighteenth and nineteenth centuries; welcomed Christianity
and, as it became their adoptedvreligion, they interpreted
it creatively through the_singing of spirituals and in
rhythmic motion because they felt "moved by the spirit.“7

Characteristic movements of the Negro included a swaying

motion backward and forward as hé lTistened to his minister

Tinneys, op. cit. e . . . 21bid,

(63]
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SFisk, op. cit., p. 137.
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and responded to him with the periodic reiteration of the
words "Amen" and "Hallelujah" and with the c]abping of his
hands.] Fisk describes the "ring shout," another typical
form of movement, in this manner, "The prayer of one man
becomes a chant,.the chant becomes a shout, and the shout
becomes a movement."? Meerloo gives perhaps the best ex-
planation of the origin of the movement of the Negro whén
he writes that, "The enslaved Negro could only bear his
'captivity by dreaming of the rhythms of his old fatherland."3
Many churches today are encouraging religious dance in
the United Stétes, in Europe, and in the mission fie]ds of
various denominations. Credit is given to Ruth St. Denis
and to Ted Shawn as the orfginators of dance inspired by
religious themes in the United States.? Other confemporary
personalities and organizations have followed these two
great artists in the performance of religious dances.s-
Ruth St. Denis has been the leading contemporary pioQ

6

neer in the art of the religious dance, She has interpreted

many religious truths and has made a Tifetime study of

l1pid- 21bids, pp: 141-142;- -

—————

3Meer1oo, op. cit.; p. 42,
tl’

4Shawn, op. ci B 32

SFisk, op. cit., p. 153,
6Shawn, gp. cit., p. 32.
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symbolic religious movements. In-describing the religious
dance, she stateé:

I mean a dimension of the free moving of our

devine selfhood in any direction, in any pos-

ture, in any gesture or rhythm that releases

our highest and most harmonious existence.

The rhythms and sacred cultural forms may be

Catholic_or Protestant, symbolical or alle-

gorica].]
Miss St., Denis has studied to discover the spiritual truths
in many religions of the world, and she has interpreted
them, through her religious dances, to American audiences.2
In 1934, she founded fhe Society of Spiritué] Arts in the
City of New York.3 This organization later developed into
the "Church of the Divine Dance" which was established in

Hollywood, California, in 1947.°

~ The membership comprises
individua]é who are interested in dahciﬁg as an expression
of religion. In 1940,vat one of the largest churches in

New York, the Riverside Church, she pfesented her "Masque of
Mary" which is the story bf the Nativity.5 Two of the
clergyman read the Scriptures, Miss.St. Denis and her group

6 Since that time, she has

danced, and the choir sang,
given several similar performances and, in every instance,

the congregation has filled the entire church.’

——

1Fisks ppe Eites e 185, 21bid.

3Shawn, op. cit., p. 33. 41bid,

—_—

SIbid. - b1bid. 71bid.
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Among Miss St. Denis! other»fe1igious dances are "Hymn
of Joy," "Psalms 142 and 150," and "Doxology."! 1In 1904, her
interest in Oriental religion led her to present her Hindu
Temple Dance, "Rahda" which teaches that spiritual power

and peace are attained on]y through renunciation.2

This was
the first-éttempt by Miss St. Denis to present the religious
aépect of the dance to modern audiences but, perhaps, because
she choreographed it in Hindu idiom, the religious cbntent
of the work was over]ooked.3

Ted Shawn, studying for the minfstry in his early
youth, can indeed be called a minister in body,lmind, and
'soul. Throughout his professional career, he has promoted
the idea of religious dancfng. ITlustrative of this idea
are references to religious dance in hi§ many books and
articles, his speeches.delivered at colleges and universities,
before civic and religious groups and,'above‘a11, in his long
career as a teacher.? .

The art of dance in the church had its origin in this
country when Ted Shawn decided fo present a Protestant wor-

5 In 1917, he presented such a

ship service in dance form.
program at the First'Interdenominationa] Church in San

Francisco, California, with the Reverend Doctor Henry Frank
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lecturing on the rg]atiqnship bétween dance and re]igion.]
The performance was so well received that Shawn went on tour
with his Dance Church Service in some thirty American cities.2
The performance included the dancing of "The Doxology," "The
Gloria," and "The Benediction,"S
| in,]931, Shawn established his dance education center

at Jacob‘s Pillow near Lee, Massachusetts, where'guests,’ |
dance artists, and students today share a deep experience
not only of movement techniques but also of the basic phi-
losophies of the nature of man expressed through the dance.4
Among the notable works taught to his students is a dance '
entitled "The Evolution of Prayer" depicting the development
of prayer from primitive fear, through the stages of cove-
nants, mystical awareness,.and fﬁna]]y, vital, outgoing
dedication.5

Shawn organizéd the first company of men dancers and,
with them, gave many programs.6 - Among his religious dances
presented fn concert are: "Nobody Knows De Trouble I've
Seen," "Invocation to the Thunderbird," "Jesu, Joy of Man's
Desiring," "Job," and "St. Francis." "The Dreams of Jacob"

was presented by Shawn in 1949 at Jacob's Pillow, and will

be long remembered not only as the familiar Bible story of

1bid. . 21bid.

3Fisk, op. cit., p. 156,
*shawn, op. cit., p. 95.
Slbid. 61pid,
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Jacob, but, accordingfto Shawn, "as‘a testament to any indi-
vidual who aspires to rise above mediocrity."]

Martha Graham, making her debut as an independent
artist in New York in 1926, became one of the most success-

2

ful exponents of modern dance, One of her most important

works of a religious nature is entitled, "Primitive Mys -

teries."3

This dance is in three parts, "Hymn to the Virgin,"
"Crucifixus," and "Hosannah." Although "Primitive Mysteries™
resembles a Miracle Play in structure, it depicts the feelings

*In this connection, Sorell states

of the early Christians,
that, "It is a tryptich of pagan origin executed with a
~fascinating simplicity and earthy strength in its movement, ">

Doris Humphrey contributed to the development of dance
not only as a dancer and choreographer but also as a theo-
rist.6 Arthritis forced her to retire as a dancer in 1945,
but she continued to teach and to choréograph for other -
concert dancers until her death in ]958,7 Among her dances
based upon religious themes are, "The'Shakers,“ and
"Passacaglia in C Minor," in "The Shakers," Humphrey made
use of the ritual of "dancing one's sins away" and used

this dance for theatrical presentation_accompanied by speech,

~song, and the accordibn.9 According to Sorell, in

TIbid.  Zsgrell, op. cit., p. 190.
3bid. - 1pid. 51bid,
®1bid. "Ibid, Blbid.
g Y




‘ 12,
"Pgssacagi]a'in C Minqr," Humphrey "translated the archi-
tectﬁfa] beauty and the sp%rit of fe]igious ecstésy into
movement as pure and simple as Bach's music.“]

Working closely with Doris Humphrey in the 1930's was
Charles weidmén who also choreogfaphed dances in religious
idioﬁ.z 'Before discovering that'his creative forte lay in
humor and fn pantomine, Weidman.choreographed "The Happy
Hypocrite," "David and Goliath," and "Pilgrims," 611 of

3

which were based upon religious themes. Representing the

modern dance world in church ritual, Weidman, in 1937,

appeared in two solos at St. Marks in-the-Bowerie Church

4

in the City of New York. The first of these solos was a

dance based upon an American Indian Ritual, and the second

was entitled, "A Cult Ballad" dealing with Rome's foundation

of our Chr‘istmas.5

Credit should Be given also to Lil Leandre and Erika
Thimey for their contributions to. religious dance. Lil
Leandre created dances to the accompaniment of the words of

the Scriptures, and danced at the "Camps Farthest Out" in

6

Redlands, California. Among her many religious works are

"Trampin," "Be Still and Know That I am God," and "The

7

Twenty-Third Psalm"’ Erika Thimey stems from the Wigman

Tbid. - SR |57

3

Fisk, op. cit., p. 156,

(8]
—
o
—do
oo

4New York Times,»January 24,‘1937,jp. 22,

SFisk, op. cit., p. 158. ‘ 71bid,
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School of Dance in Géfmany and has worked with.chUrch groups
in Chicago, in New York, in Boston, and in Washington.] |
Thimey has specialized in religious solo dances which in-
clude "Who Art Thou?," Invocation," "Pieta," and "O Spirit
of Man,"?2

Many'organizations have made contributions to the

field of religious dance. These include the Modern Dance
Group of the Texas Woman's University in Denton, Texas, which,
over a period of years, has presented many programs of ré]i-

3 Contrib-

gious dance in churches of various denominafions.
uting also are various youth organizations, such as, the
Y-Teens of the Young Women's Christian Association and Girl
Scout groups which have found new and wider horizons of
spiritual Qnderstanding through the medium of modern dance.4
A national organizatfon recognized in the field of
religious dance is the Sacred Dance Guﬂd.5 This organiza-
‘tion is dedicated to thé art of ré]igious dance activities

6

of the Rhythmic Choirs. Its growth and importance reached

such a point that, in October of 1956, a convention of Sacred
Dance Choir Directors was held at the Arlington Street Church

7

in Boston, Massachusétts. This convention was attended by

choir directors, ministers, dancers, musicians, religious

l1bid. 21hid
3 ewis, op. cit., p. 48. *Ibid
51bid. 61bid.

T1bid.
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education directofs, socid] wérkers, ahd eight rhyfhmic

choirs from the Boston area.] } . .
The Protestant Churches in the United,Statés foday

are sponsoring a revival of religious dance througﬁ Rhythmic

- Many churches throughout the United States have

Choirs.
rhythmic choirs taking part in the regular church services,
There are five such churches in St. Louis using rhythmic
choirs in processionals which is one of the most ancient
forms of dance; in pageantry on special occasions where
there is freedom to use more dance .movement thaﬁ in the pro-
cessionals; in parts ofvthe worship services--the call to
worship, hymns, prayers, reading of the scriptures, offer-
ings, and benediction; and in the presentation of dramgtic
dances based upon Biblical and suitable non-Bib]ica]
material.3 |

Church Teaders who have contributed to the fje]d of
religious dance and'who are closely associated with the
Sacred Dance Guild and Rhythmic Choirs, includes the Rev-
erend Robert A..Storer,»Mfs. Margaret Palmer Fisk, the
late Reverend Doctor William Norman Guthrie and daughter,

Phoebe Ann.4 The Reverend Storer has worked with Motion

Choirs in Dorchester, Maésachusetts, since 1937, and Fisk,

T1bid.

: 2Claudia Chapline, "Dance and Religion," Journal of
Health, Physical Education, and Recreation (March, 1957), p. 39.

31bid.

*isk, op. cit., p. 156.
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a minister's wife has worked with the rhythmic choirs since

1934 1in Chicago, Hanover, Washington and various other

cities.] Fisk has added to the scant literature on the

subject of religious dance with her books entitled The Art

of the Rhythmic Choir and Look Up and Live.® In The Art of

the Rhythmic Choir, the chapter on the history of dance in

the Christian Church is especially noteworthy.3' Look Up
and Live is a db-it-yourse]f type of book which offers
simple movement patterns to religious music for persons
with no knowledge of dance.?

The late Doctor Guthrie, Rector of St. Marks in-the
Bowerie, in the City of New York; was a well known exponent
of the use of dance in religious ritual and, despite a great
deal of criticism and rebuke from some church officials, he
continued this practice in his Chﬂrch until he retired.®
His daughter, Phoebe Ann, author of "The Dynamic Motivation
of the Dance;" a thesis written in partial fulfillment of
the requirements for a Master of Arts Degree, Teachers Col-
lege, Coiumbia University, in the City of New York, in 1926,
worked closely with her father in the sponsoring of dance in

~church ritua]s.6 She directed a group of young dancers who

| performed regularly in conjunction with special church ser-

vices at St. Marks in-the Bowerie.7-
Tbid, 21bid. 31bid,
4Chaph‘ne, 0p. €ites P 39, ' 51bid
®Moss, op. cit., p. 42-43, "1bid.
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Summary-

The investigator has reported in Chapter IIlfhe herit-
age of religious dance from the time of primitive man through
the contemporary beriod wifh emphasis upon religious dance
as a part of worship in Christian Churches. Because 6f such
a rich herifage, careful cons{dération was given to each
period of civilization in tracing the history of religious
dance. Emphasis was placed upoﬁ specific contributions to
religious dance during each period of civilization as well
as the important peksona]ities, and féstivaTé. In discussing
the rich heritage of religious dance, the following periods
in history were surveyed: Primitive, Egyptian, Biblical,
Hellenic, Roman, Middle Ages, and_Renaissance through the
Contemporary. | |

The dancing of.pfimitive man was largely of a religious
character, Dancing,td primitive man, was of primary impor-
tance in the 1ife of a group; it was nefther a diversion
nor a form of entertainment. - Having no verbal language
through which to communfcate wifh others, he danced about
every activity of any importance in his-life.1 Dance to him

was both an expressidn of man's relationship to man, and of

man's relationship with the unknown.?
Isachs, op. titsy P« 8¢
s_iio’ p. 310 '

2Shawn, op.



id

Among primitive peoples, dance magic was the first
means of dealing with the unknown., | Through dance magic,
primitive man sought to identify himself. with the forces‘of
the universe, to become dne with the cosmic bowers and,
thereby, to control these forces for the benefit of himself
and his fellow men, There‘were many inexplicable forces
which permeated the 1ife of primitive man and he expreésed
his reaction toward each of these forces by dancing.2 Thus,
in time, he came to worship not the manifestations of these
forces--the lightning, the trees, the waters; and other
natural phenomena--but, instead, the powerfﬂ] spirits which

3 His religion required that he attempt to

inhabited them.
control, through magic and mysteries, these forces over
which he had no control.® Dancing was his way of communi-
cating with the spirits with which he peopled the super-
natural world in which he Tlived.

As the structuré of prihitive‘society developed from
the individual and his family unit to tribes, primitive man
faced néw problems and emotions, In trying to solve these
new prbb]ems and to understand his emotions, he éontinued
to dance. Certain individuals in the tribes demonstrated

superior powers in their dance and were recognized with

respect and authority; such an individual was called "the

T1pid. . 21bid. 31bid,

e

4Kirstein, op. cit., p. 6.



78

Shaman" or the "medicine man."]

These dancers acféd as high
priests and served as instruments of intercéssion between
the material world and the.spiritua] world of prfmitive man, 2

As man emerged from pre-history into a period of re-_‘
corded history, he continued to dance tﬁe themesiinhérent in_'
the dances of.primitiveAmah. It is obvious, tob, that these
universal themes with appropriate.vafiations in sty]e,.
rhythm, and purpose have been utilized by every.subsequent
generation, thus making dance, rooted in the religious con-
sciousness of primitive man, fhe universal art Which is so
‘satisfying to the soul,. |

In Egypt, dance again was the chief medium of religious
expression. Kirstein points out that, "As far back as the
First Dynasty [ca. 3000 B.C.] a wooden relief of the King
Semti shows dancing as plastic prayer.3 and the Kinneys state
that, "Egyptian carvings of six thousand years égo record
the use of dance in religious ritua]s."4 Traces of majestic
choreographic poses on the columns of a temple have been
found by sculptors, indicating that the religious dancés of
Egypt reflected a feeling equivalent to thevspirit of the

Pharoahs' monumental architectur‘e.5

TMartin, op. cit., p. 8

ZShawn, op. cit.

3kirstein, op. cit., p. 11.

*Kinneys, ggg cit,s p. 4. . S1bid.
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In the earliest period of Egyptian civilization, dance
was an important adjunct to the temples where thé members of
the priesthood were a]]-powerfu].] They conducted rituals
and guarded the temples in which dance was performed by
special dancers or by the members of the priesthood them-
selves.” Plato relates that:

The priests danced in definite, especially designed

movements around the temple altars and the dance

formations they executed were intended to represent
the movements of the planets, the cgnste]]ations,

and the fixed stars in the heavens,

These astral dances appeared to have been the most outstand-
ing form of dance in the rituals of religious dance among
the ancient Egyptians.3 |

As the Egyptian towns grew, each settlement built its
own temple and worshipped its own god. The chief god, wor-

4 Through the

shipped by all Egyptians, however, was 0Osiris.
worship of Osiris, the Egyptians exp]éined the forces of
nature about them, particularly the annual overflow and the
recession of the waters of the river Nile. Osiris, son of
Zeus and'Niobe, was designated by the Egyptians as the
brother and husband of the goddess Isis.5 The Egyptians be-

lieved that the tears of Isis, falling in grief because of

the death of her husband-brother who had been killed by
6

Typhon, resu]ted in the annual overflow of the Nile. In
1., . i . |
Ibid. SR Blackman, op. cit., p. 2.
TR ' 4. .
3Kirstein, 6f. €lEen Pu I _ Ibid. .
5 ‘ 6

1bid. shawn, 89, £1t., B 17,

——rett.
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the temples, this legend became the central stofy.of the
Egyptian religion and was re-enacted constantly in dramatic

1 The Egyptians produced many dance-dramas

dance form,
both within and outside of the temples in honor of their
numerous gods and goddesses.

The~£gyptian tribes conducted many ritualistic pro-
cessions in which they honored their dead.2 It was customary
among the peasants of Upper Egypt for the female relatives |
and friends of a deceased person to meet together outside of
his home on each of the first three days affer the funeral
to lament and to perform a strange dance of lamentation.>
- Some of these dances continued for an hour or more and were
performed two or.three times each day.: The people of Egypt
exercised Qreat care and concern in thefr preparation for
life after death.4 They believed that this preparation was
essential since their religion denied-that death ended the
existence of a person who had led a good 1ife.5

The Egyptians observed many 1hp0rtant religious festi-
vals which often required the ﬁerfofmance of dancers who had
at least a degree of preparatory training.6 One of these

festivals, wnich illustrates the survival of ancient fertil-

ity rituals, was the ceremony in honor of the consecration

Yoesteriey, op. cit., p. 210. Ibid.

3Ibid. | Lo “Ibid.

5B]ackman, 0p: Cif.s Ps 2. - - Ibid,
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of the sacred bull, Aﬁis.I Priests exercised considerable
care in choosihg the éacrificia] animal and adhered to the
belief that the animal selected could be fertilized only by
a shaft of moonlight and that, at its birth, certain unmis-.
takeable signs showed its divine selection. The bull must
be black with a triangular whfte patch on his forehead and
another on his right flank, representing the crescent moon

in the black night.2

| There'were numerous other requisites
which had to be met, all of which were approved only by the
priests. The bull, Apis, was placed fn a désignated sacred
place for four months after which he was transferred to
- Memphis and‘was conducted in pomp to the sacred Apeum where
his domestic servants performed secretvdances in his honor.3»
These dances enacted the adventures of ihe god of whom the
bull, Apis, was thought to be the Tiving image.4

There can scarcely be a doubt thét Egypt, the first
country to broduce a great civi]iiation, was also a great
dancing center. In this connection; E11is states, "Egypt
is the mother country of all ci?i1ized dancing."5 According
to Kirstein:

Egypt, in relation to}the dance, is interesting

as the first great culture which used the prac-

tice of the magic of tribal civilization in the
development of a great homogeneous nation,

Tibid. (irstein, op. cit., p. 11.

S1bid. - ‘Ibid.  Ssachs, op. cit., p. 230.

6Kirstein, op. Eites Do 1.
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'Dahce was an integral part of the ceremony of worship
among the ancient Hebrews, and in the opinion of the investi-
gator, bre-détermined to a Targe ektent the custom of dancing
in the Christian Church today. The dances of the Hebrews were
_inf1uehced directly by those of the Egyptians, Vuillier
states that, "As early as the year 2543 B,C., we find traces
of the choreographic art. Dances bequeathed by the priests
of ancient Egypt were held high in honor.among the Hebrews."!
According to the 01d Testament, the offering"of sacriffces
in the worship of Jehovah were definite dccasions for
dancing among the Hebrew people. In this connection, there
aré eleven ancient Hebrew root words describing dance 1in
reference to its use in the 01d Testameﬁt.2

~During the first century following the birth of Christ, a
Jewish sect, known as the Therapeutae, possessed a highly devel-

3 This sect, whose origin and fate a]iké are

oped form of dance.
unknown, is believed to have sett]ed‘dﬁring fhe first century in
the vicinity of Alexandria, Egypt.4. The members, both meh and
women, devoted their time to prayer and study. They prayed
twice a day, at dawn and at the ciose of the day, and spent

~the remaining hours dUring each day on spiritual devotional

————

lyuitllier, op. cit., p. x. . 21bid.
3E11is, op. cit., p. 140. |
4Enqyc1opedia Britannica, op. cit., p.‘435.‘
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Accordiné to -Sorell, at special banquets, the -

Therapeutae performed hymn chants, and process1ona1 dances,

1n choroi of men and women.
It appears that there
dance and.the Church 1in thé

-Kirstein tells of

was some connection between

very early period of its organi-

zation,3 the Gnostic "Hymn of Jesus" as

early as the year 160 A.D., dealing with the Lord's Supper,

and states that, "In it, instead of the traditional breaking

and sipping of wine, they [the disciples] danced."% 1t is
obvious, therefore;‘that dance was acﬁepted'as a part of
Christian ritual as early as the first century.

Dancing during the Hellenic Period of civilization has
been associated always with the worship of gods and goddesses.
The greateét of all Greék gods was Zéus; who originated in
Crete, a Grecian island in the southern Agean Sea, and about

5 It is

eighty-one miles from the mainland of Greece. inter-
esting to note what a tremendous 1nf1uence Zeus and this |
Cretan 1s]and had upon dance among the ancient Greeks. The
Cretans were extolled by the Greeks as except1ona1 artists

and acknowledged as the1r superiors in the dance. According

to Sachs, the best Greek dancers in modern times still come

from among the descendants of"thé Cretan$.6‘
bid. Z5orally op, glE.s Po 20,
3Kirstein; QE.‘CI p.'61{- 41919
Ssorell, op. cit., p. 20. -
Bsachs, op. , p. 238-239,
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Greeks in all Sfations of Tife are known to have par-
ticipated in the dance on all occasions. The militant
Spartans insisted that dancing was esséntia] to the develop-
ment of a good soldier; the Athenian lovers of beauty deemed
it essential for the sound development of body, mind, and
soul; physicians prescribed déncing for its therapeutic
Vahms; philosophers encouraged their students to practice
dancing as the best medium for total development; and great .

1

men were not uncommonly known to dance in public. It is

obvious, then, that the attitude of the early Greeks toward
dancing was one of respect and enthusiasm. It is not sur-

prising to find that choreography during this period reached
a very high state of exce11enCe.?

0f all Greek dancing, the re1igiods rituals were the
most impressive. These religious dances may be classified

into four main groups: the Emmeleia, the Hyporchemia, the

3

Gymnopedia, and the Endymatia. The Emmeleia and the

Hyporchemia were deeply religious in nature and are among

4

the most ancient of the Greek dances,. The origin of the

Emmeleia is attributed to Orpheus, the mythological musician
and poet. The movements characteristic of this group of dances
were slow and stately and were pérformedlwithout choral

5

accompaniment, The Hyporchemia_comprised some of the oldest

]Kirstein; gg.icit., B, .33, -
2Kenneys, op. €1k b. 12. »
31bid. | 41bid. SIbid.

e e
——————
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types of Greek dances performed by both men and women and

are noted for their choral accompaniment, the most charac-
1

teristic accompanying feature of Greek dancing. The dancés
comprising the Gymnopedia and Endymatia were less religious
in nature than those included within the first two gnoups

of dances. The Gymnopedfa, depicting athletic feats, were
usually danced in honor of Apollo by nude youths.2 The
Endymatic dances were costumed brightly and were used for

general entertainment purposes.3

The dances comprisﬁng
these four maﬁn groups of ancient Greek danceé werelcommon
to different localities, and usually celebrated the worship
of a god, or a victory, or some special act of heroism,

It is obvious that the Greek§ gave to the world greater
cultural momentum than any other country during the ear1y |
periods of civilizations. In the development of dance, the
Greeks were outstanding, reflecting the Greek ideal of
beauty which permeated not only dancing but also all of the
related arts--literature, drama, painting, sculpture, and
architecture., In this conneétion, Vuillier states, "Thus we
see that Greece, with her fine simplicity of thought, set
patterns from which was cut the civilization of Rome, "4
The dance suffered various stages of degradétion at

the hands of the Roman people and, because of the ultimate

decadence of Rome, the development of religious dance was

————— B

]Kirstein, op. £it.; P« 32, 2Ib'id. 3Ibid..
“Vuillier, op. cit., p. 14. |
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retarded for at least a thousénd years., The early Romans
were not a very dance-conscious peop]e.] They seized upbn'
the dance and all of the other arts developed by the Greeks.

Little can be said about the re]igioﬁs dance performed
by the Romans. The Romans were great organiiers, conquerors,
lawmakers, and governors but, in the arts, they cheapened
what they borrowed.2 As the religious 1life of Rome gradually
decayed and became orgiastic, so the religious dances became
" occasions for unbridled 1icenfiousness and sensua]ity.3
Ultimately, the Church took over what little fe]igious
dancing remainded. .

Perhaps the most sacred of the Roman religious dances
were the dances of the Salii or the Priests of Mars. There
were numerous orders of such dancing priests appointed by
Numa Pompilius, the second Kiné of Rome, to honor the gods
through dance and to care for the Ancilia--the sacred shield

4 Holy processions of the Salii Priests were held

of Mars.
during the months. of March and October with ritualistic cere-
monies fasting as 1on§ as three weeks{5 The most solemn
procession was held during the month of March, commemorating
the time when the sacred shield was believed to have fallen

from heaven during the réign of Numa.6

]Ibid. : ZShawn, op, cit.s p- 17,

——

3Kinneys, op. cit., p. 28.
4Kirstein, op. cit., p. 46,
S1hid, | ®1bid.

—————
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Dancing never played as imbortant a part in the na-
tional Tife of the Romans as it did in that of the Greeks,
According to the Kinneys, with the final capitulation of
Greece to her more barbaric conquerors, the Romans.pro-
ceeded to help themselves to whatever of the Greek culture

pleased them.2

Dance to the Romqns was primarily a past
time which respectable Romans regarded as inconsistent with
their dignity. |

During the Middle Ages, the Chufch became rigidly
authoritarian and attempted to regulate all forms of reli-
gious activity, including the dance.3 This aspect of the
ritual was attacked severely by the Christians who opposed
the Roman practice of using religious dance as a form of
entertainment, and, therefore, ordered the Church to pass
rigid legislation against all ribald or indecent dances.4
Two men connected with the Church, Father Menestrier and
Jehan Tabourot, compiled valuable material on the dance
during the Midd]é-Ages. About 1682, Father Menestrier, a
Jesuit ﬁriest, wrote an important book on dancing with em-
phasis upon the fact that men "sang and danced the praises

- of God, using the choir as a stage."5 Tabourot, the Canon

of Langres, also known as Thoinot Arbeau, wrote an

Ibid. 2Kinneys, op. €1%.; Ps 248,

30ester1ey, 0p. €1t., p. 73,

4Fisk, op. cit., p.. 103,

5Kirstein, op. €1t., P. 53,
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authoritative work entitled Orchesbgraphy.] In this 1mpor-,

tant book, Tabourot refers to the opposition of the Church
toward dancing.2 |

In spite of all protests, hdwever, feTigious dance
~continued to spread during the Midd1¢ Ages. An interesting
example of the perpetuation of ritualistic dance are the

Cathedral dances of Spain, some of which are continued to

3

the present day. In Toledo, the Council suggested that the

Archbishop of Seville present a "ritual rich in sacred

né This ritual Tater became a part of the Holy

choreography.
Mass known as "Mozarabe," and it is still celebrated in' the
Cathedral in Seville today. Still danced in the Cathedrals
of Spain 1is the famous "Dance of the Seises" performed by the
choir boys. It was once ordefed by the Pope to be discon-
tinued, but the order was réscinded and it is now dénced_
three times during each year--on Shrove Tuesday, The Feast
of Cokpus Christi, and the Feast of the Immaculate Conception,
respective]y.5 |
In the latter part of the twelfth century, the Church
decided to permit dramatic portraya]s.6 The pdrpose of this

- decision was to evoke public interest in the services of the

church through the introduction of choral songs and ceremonial

TTabourat, op. cit. 21bid., p. 26.
3Kinneys, op. cit.s ps 31, f1bid
SAnonymous , op. eit.y p. 576, ®1bid
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dances'performed by the choir.]‘ Mystery and Miracle Plays
based upon religious themes were a part of these dramatic
portrayals. These plays were présented at first inside the
church before the altar, and, later transférred to the |
ballatoria--a dan;ing area in the front of the church--or
at the west door of the.church where awnings were hung.
According to Matthew Paris, the first Miracle Play was
entitled "St. Catherine."? It was written by Gregory, a
“norman, who 1éter became the Abbot of St. A]bous.3 The
Mystery Plays grew out of the Miracle Plays aﬁd when the
former ceased to be presented, the Morality Plays were sub-
stituted.?

Many pagan dances appeared during the Middle Ages,
some of which became a part of the traditional church fes-
tivals. One--called the Tripettes--originated in France in
1350 and is still danced today at Barjols in Provence,

France.5

It is performed at the patronal feast of St,.
Marcel, The Christian and the pagan merged originally when
the people of Barjols, bringing the body of St. Marcel to
their church, met a group of fellow townsmen taking part in
a tréditiona] festival associated with the sacrificing of a

bu11.6 Today in France the Tripettes combines both the

roasting of a bull and several days of dancing in the church.7

"bia. 2yuillier, op. cit., p. 51.
' 5., .
SIbid. o “Ibid. Ibid
7

6Kinneys, op. cit., p. 34. Ibid,




The most ancient of tHe
performed on the eve of
Provence, and Eng]and;]
companied by chants and
on the first of May and

Dances similar to

90

pagan dances were the fire dances
St. John's Day--June 24--in Brittany,
The "Brandons," a torch dance ac-
prayers, was performed in England

5 ,

at Pentecost,

the frenzied dances of the savages

and that of the "cult of Dionysus" in Greece developed also
during thé Middle Ages.3 Some have described these dances
as "orgiastic" and characteristic of an epidemic which
seemed to spread throughout Germany, Italy, and other parts
of Europe. These dances Were'said to have been religious in

origin during the fifteenth, sixteenth, and seventeenth
g .

centuries, Priests stood by helplessly as the hysteria

spread among the people., These dance manias were called
different names in different parts of Europe. In Germany,

about the middle of the fourteenth century an uncontrollable

dance madness which is known to physicians as Chorea Major

& In Italy,

and to laymen as St. Vitus's dance; broke out.
at the same time (fourteenth century) and on intb the
eighteenth century another dance mania, Tarantism, evolved.
This dance was thought to be caused byithe bite of the

Apulian spider--Lycosa TarentuTaf-and only wild jumping

about after the bite of'thevsﬁider was thought to bring

Mbid. 21hid.

5Sachs, op.
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temporafy re11ef.] The Dénce of Death, also known as Danse
Macabre and as Totentanz, originated in the churchyard on days
when someone had died or at a Christian festival.® Men and
women began suddeh]y and irresistibly to dance and sinQ;3

Although in some instances, the purely religious dances
were overshadowed by the frenzfed and grotesque dances of
the Middle Ages, their balance and beauty were restored with
the advent of the Renaissance. Religious dancing, like all of
the other arts, came to life again with the Renaissance which
originated in Italy during the fourteenth and fifteenth ceﬁ-
turies.% The furthering of the arts by the Church and by the
patronage of royalty can be seen throughout these two cen-
turies. The Renaissance is the period of Dante, Shakespeare,
Boccacio, Michelangelo, and many other great creative artists
whose works reflect the character of the Renaissance as a
period of cultural awakening and expansion.

The Renaissance also marked the beginning of diséension
between church and sfate.5 This schism developed ultimately
into overt rebe]]ion"which culminated with the Reformation
in 1517.6 The nationé unaffected by this movement included
Spain, Portugal, and Italy because these three countries re-

mained Roman Catholic nations. The Fesu1t of the Reformation

T1pig. 21bid. 31bid.

—

4Shawn, op. cit., p. 18.
SKirstein, op. cit., p. 135. S1bid.




.

is felt by some churches today, however, in that they are
opposed to dancing of any sort. These churches represeht'
many of the varied Protestant sects which grew out of'the
Reformation.] |

At the same time, persons of royal and aristocratic
lineage were evb]ving a choreo-dramatic dance form which
gave rise to the deve]opment‘of the ballet., In the Italian
courts, dukes and princes devised elaborate pageants in
" which the courtiers danced in fancy dress, often symbolic,
or enacted the characters of men, beasts or mythical gods.2
These extravagant entertainments reached their height when
Catherine de Medici married Louis XIII and became the Queen
of France.?3

From the choreo-dramatic form, the ba]]ét evolved into
the ballet-opera form in which a'theme or plot was developed
dramatically and interspersed with dancing;4 In Italy,
these forms of entertainment were presented in conjunction
with the many luxurious court banquets.5 At one such banquet,

given by Cardinal Pietro Riaro, Kirstein states that "After

the food, there was a 'worthy morisco' or a mimed and dance
6
i

action, Many of the ballet forms were used to celebrate

the canonization of Catholic Cardinals, thus stressing the

11bid. 2Shawn, op. cit., p. 18.
31bid. *kirstein, op. cit., p. 136.
5

——

Ibid. | 61bid,
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L In 1609, a great

Catholic Chhrch's interest in dance,
ballet spectacle was organized by the Church of Portugal for
the beatification of Saint Ignatius Loyd]a.? The ballet was
widely danced in churches of both Portugal and France.3

The bé]]et continued to flourish in both re]igfous and
theatrical forms during the remaining part of the eighteenth
century. Catherine de Medici and Louis XIV are said to have
been responsible for the development of the highly stylized
ballet form which became more and more a part of the
theétre.4

Early America was not entirely without its forms of
religious and secular dancing despite the fact that the
early Pufitans frowned upon all expressions of worldly joy
or pleasure. That the people coming to America found freedom
of’religious expression is attested by the variety of reli-
gious faiths developing within and outside of the yarious
colonies. Many isolated groups, sects and cults used sym-
'bo11c movements in their religious ritua}s. One of these
new cults was a sacred order called "The Free and Accepted
Mason" which was organized in 1717.5 This group originated

~from a meeting of a guild of Masons who were building English

Cathedrals and is still active in many parts of the world.

‘]Sorell, op. c¢it., p. 122,
2yuillier, op.

————

cit., p. 82. 31bid.
4sorell, op. cit., p. 123.

5Fisk, op. cit., p. 136.
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They base their code upon the symbols of the level, the comQ
pass, and the plumb, and describe God as the "Great Archi-

ll-l

tect of the Universe, They hold secret meetings and use

elaborate rituals in connection with initiation ceremonies

and the conferring of degrees.2

During these ceremonies,
the members sit around the edge of the hall, leaving the
center space for special marches and the execution of floor

3

patterns of special designs. The "Eastern Stars," an active

sister group to the Masons, also perform variohs mdvements
in their ritdais.4 Some of the designs the sister group
performs are those of a cross, a circle, or more complicated
symbolic representations of the sun, the moon, or the
P]eiades;5

Two other groups emp]oying creative, symbolic movemeﬁt
in the form of dance are the Shakers and the Negroes. The
Shakers, originating in Eng]and about the year of 1706, came
to America in 1774 and settled throughout the east and

middle west. They welcomed all who were tired of "futile
6
1]

creeds, formal worship, and the evils of a corrupt society.
Their movements included walking the floor while singing,
and4passing each other with staccato movements. Their beliefs
were derijved from certain Huguenot sects which_employed

dancing as an active part of the adoration of God.” The

T1pid. | 21bid. 31bid.

———
——

41bid. S1bid,

6Kinneys, 0 Clt.s Ps”. | | 7Ibid.

———
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Négroes, brought to fﬁe United States during the eighteenth
and nineteenth cénturies, welcomed Christianity and, as it
became their'adopted religion, they interpreted it crea-
tively through the singing of spirituals and in rhythmic
motion because they felt "hoved by the spirit."] Charac-
teristic movements of the Negro included a swaying motion
backward and forward as he listened tb his minister}and
responded to him with the periodic reiteration of the words
"Amen" and "Hallelujah" and with the clapping of his hands.2
Fisk describes the "ring shout," anotﬁer tyﬁica] form of
movement, in this manner: "The prayér of one man becomes a
chant, the chant becomes a shouf, énd the shout becomes a
movement."3

Many.chukches today are encouraging religious dance in
the United States, in Europe, and in the mission fields of
various denominations. Credit is giveﬁ to Ruth St. Denis
and to Ted Shawn as the originatofs of dance inspired by

4 Other contemporary

religious themes in the United States.
persona]ities and organizations'have followed these two great
artists in the performancg of religious dances., The estab-
Tishment of the Deniéhawn‘School of Dancé in Los Angeles,

California, in 1915 by Ruth St. Denis énd Ted Shawn is one

“of the great landmarks in. the histOry of American Dance.5
Tes e = Brpa
Fisk, op. cit. Ibid.
31bid. . ’Shawn, op. cit., p. 32.
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From its ranks have come three of the greatest of Contemporary
American Dancers, namely, Martha Graham, Dokis Humphrey, and
Charles Weidman. Each of these dancers has contributed
richly to the field of religious dance. Notable organizations
which have added to the interest in religious dance includes:
The Modern Dance Group of the Texas Woman's University in
Denton, Texas, which over a period of years has. presented
programs of religious dances in churches of various denomina-
~tions ; Youth Organizations such as the Y-Teens and Girl
Scouts; and the Sacred Dance Guild, a nationa1 organization
engaged in the modern religious dance and in the activities
of the Rhythmic Choirs.!

Church leaders who have contributed to the field of
religious dance includes: the Reverend Robert A. Storer
who has worked with Motion Choirs since 1937; Margdret Palmer
Fisk, a minister's wife and author of two books on re]igious'

movement entitled The Art of the Rhythmic Choir and Look Up

and Lives; and the,]ateAReverend Doctor William Norman
Guthrie; rector of St. Marks in-the Bowerie Church in the
City of New York and daughter Phoebe Ann.2
Because of the many contributions of such outstanding
personalities and ré]igiéus organizations, dance as a part

of worship is being accepted in many churches today. 1In the

opinion of the investigator, religious dance, because of

]Lewis, op. cit.y D« 48,
2Moss, op. cit.,, p. 42-43,
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such a rich heritage, has much to offer today as well as in
the future, in church ritual of all denominations.
In Chapter III of this thesis, the investigator will

present the procedures used in the development of the study.



CHAPTER II1I
PROCEDURES FOLLOWED IN THE DEVELOPMENT OF THE STUDY

Because of-her particular interest in choreography in
modern dance, the investigator chose to develop a creative
thesis which would entail a study of the relationship be-

. tweeen dance and religion and the use of dance movement in
the ritual of the Roman Catholic Church. The choreography
and production of AGNUS DEI: A Suite of Three Original
Modern Dance Compositions Based Upon Selected Parts of the
Roman Catholic Mass, was the result of her research, The
investigator developed the creative thesis during the
academic year of 1966-1967 and 1967-1968 while she was
employed as a teacher in Dallas, Texas. Her development
and presentation of the suite of original modern composi-
tions, entitled AGNUS DEI, entailed frequent conferences
with the Director'and other members of her Thesis Committee
as well as the periodic transportation of her group of nine
dancers to the campus of the Texas Woman's University in
Denton for presentqtion of, and guidance in, the development

of the choreography in progress.

Approval_of the Study

Permission for the development of a creative thesis in

partial fulfillment of the requiréments for a Master of Arts

98
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degree at the Texas Woman's University in Denton, Texas, Waé
obtained from the investigator's Director, Doctor Anne Schley
Duggan, Dean of the College of Health, Physical EdUcation,
and Recreation at the Texas Woman's Univérsity. Bedausé the
investigator selected the subjects who would participate as
dancers in the study from among private dance students taught
by her in Dallas, Texas, permission was obtained also from
the parents of these participants to travel to and from the

- campus of the Texas Woman's University periodically dufiﬁg
the spring semester of the academic year of 1966—1967 for

the evaluation and criticism of the choreography and for the
presentation of AGNUS DEI in a concert in the Redbud Audi-
torium on the campus of the Texas Woman's Univefsity on

May 22, 1967. A copy of this program may be found on page
210 in the Appendix of this thesis. .

Survey of Background Information

In order to choreograph and broduce a creative thesis,
the investigator Cé]lected, studied, and assimilated infor-
mation from all available documentary sources of data pertinent
to all phases of the project--the relationship between re]fgion
and dance, dance movement in the Roman Catholic Churéh, and
the heritage of re]fgious dance from the time of primitive man
through the contemporary period with emphasis upon religious
dance as a part of worship in Christian‘churches. These

sources of data were supplemented by visits to dance programs
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and religious concerts, lectures, and workshops Qherevthé'
investigator g]e&ned imporfant information concerning the
composition of the thehatic material in an abstract rather
than in a representational form. The fnvestigator compiled
the information pertinent to the‘various phases of the study
to be developed, and outlined the thematic content for AGNUS
DEI: A Suite of Modern Dance Compositions Based Upon Selected
Parts of the Roman Catholic Mass. |

Presentation of a Tentative Outline and the
Development of a Topical OQutline

The investigator developed a tentative outline 6f the
proposed study and presented it in a Graduate Seminar in-the
College of Health, Physical Education, and Recreation of the
Texas Woman's University on February 22, 1967. With the
approval of the members of her Thesis Committee, the investi-
gator revised the outline in accordance with their recommenda-
tions and those made by others participatihg in the Graduate
Seminar, and filed the prospectus of the study in the office
of the Dean of Graduate Studies of the Texas Woman's Univer-
sity. A topical outline, encompassing all aspects of the
study to be included in the written report, was developed as
a guide to the investigafor in her writing of the following
~five chapters into whiéh the written report was divided: (1)
"Orientation to the Study," (2) "The Heritage of Religious
Dance from the Time bf Primitive Man Through the Contemborary

Period with Emphasis upon Re]igioué Dance as a Part of Worship
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in Christian Churcheéj“ (3) "Procedures Followed in the
Development of the Study," (4) "A Description of the Three
Modern Dance Compositions Comprising the Suite Entitled

AGNUS DEI," and (5) "Summary of the Study and Recommendations

for Further Studies."

Choreography of the Compositions

The choreographer created the movement mofifs for each
of the three modern dance compositions based upon the outlined
ana]yéis of its thematic content, developed .the movement
motifs into phrases, arranged the phrases into a specific

form selected for each composition, and assembled the compo-
sitions into a unified suite of dances. AGNUS DEI was
structured .as a group of parts, ihdicafed by the letters

ABC, with narration serving as a transitional, unifying
device, The various.movement motifs developed for each of
the three modern dance compoéitions were shoWn to the members
of the investigator's Thesis Committee for their evaluation
and criticisms. The investigator revised the movement motifs
for the three dance compositions in accordance with their
suggestions. .

In compliance with the:requireméhts for creative
.theses comp]eted through the Co]]ege of Health, Physical
"Education, and Recreation at the Texaﬁ'WOman's University,
~the investigator scheduled thé~pfesentation of her creative

study for May 22, 1967, in the Redbud Auditorium on the
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campus.of that 1nstftution. With.this definite commitment

in view, the choreographer established the following criteria
for the selection of subjects to participate in the stddyﬁ

(]) interest in the project, (2) adequate level of}sk111, (3)
willingness to expend the necessary amount.of tiﬁe requisite
to rehearsals and performanceé in conjunction with the |
déve]opment of the study, and (4) willingness to travel to

the campus of the Texas Woman's University for the members of
the Thesis Committee to see the dance compositions in progress
and to present the;completed suite of dances. entitled AGNUS
DEI in a public performance on the campus of the Texas Woman's
University. Twe]ve dance students of senior high school age--
who were private dance students of the .investigator in Dallas,
Texas--were taught the movement motifs fbr each of the three
original dance compositions. Nine girls from among these
twelve students were selected in accordance with the criteria
established. Rehearsal schedules were developed and given to

each of the participants in the study.

The Teachihg of the Original Dance Compositions

In orienting'the subjects td»the significance of the
study, the choreographer presented a]i‘pertinent information
in regard to the pufposes andvbackgrounds of the three original
modern dance compositions, She di;cussed with the participants
the theme, form, rhythmic pattérns, and designs established for
each of the dance compositions_tb facilitate their under-

standihg of the concept of the suite as a whole, As the
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choreographer téught and dﬁrected'the}dance Eomposftions.com-
prising AGNUS DEI, special attention was giVén to the nuances
and shading 6f the hovements in re]atfon't§'the content and
form 'of each dance and to thé time-iimitationé esfab]ished
for the presentatfoh‘of thé suite of dancés'a§ a whole,
Constant revision of the elements bécu]fér to the medium of
modern dance were made in order to heiéhten the action, to
clarify the meaning of the compositions, and to modify move-
ments in accordance with the levels of skill of the dancers. .

When the subjects participating in thé study showed

. sufficient understanding of the choreographer's intentions
“and attained adequate proficiency in performing each dance
composition, the choreogrépher arraﬁged»for fhe dancers to
travel to fhe,campus of the Texas.WOmaﬁ's University periodi-
calling during the months of March, April, and May of 1967
for the purpose of presenting the orjgfna1 dance composifions
in progress to the members of the'investigator's Thesis Com-
mittee. The evaluation inéluded numerous questfons concern-
ing the movémeht, design, rhythm, form, and communicativeness
of each of the three modern dance compositions, and of the
suite as a whole, Tﬁe constructive criticisms and helpful
suggestions offered by the membefs 6f the Thesis Committee
were accepted by the chOreographér; and each dance was revised

in accordance with their recommendations.
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Development of the Accompaniment

A11 three of the dance composition§ comprising AGNUS
DEI were completed before the musicé] acéompaniment was com-
posed. Mr. Arthur Smith, Director of Church Music at Christ
The King Catholic Church in Dallas, Texas, agreed to compose
the accompaniment for the dances choreogfaphed. A skeletal
framework--which included the meter, tempo, form, theme, and
dynamics of each of the three modern dance compositions--
was given to Mr., Smith by the investigator.

The choreographer worked in close alliance with Mr.
Smith as he composed the musical accompaniment for AGNUS DEI.
She established a schedule of viéits to his home and to
Christ The King Catholic Church with participants in the
study for the purpose of his observing a performance of the
three dance compositions in-re]atfon to the music~which he
was composing to afford an opportunity to the investigator
as well as to the dancers to fami]iérize themselves with the
musical.accompanimént and its many variations. Because AGNUS
DEI was based upon seiected pakts of the Roman Catholic Mass,
the musical accompaniment was played upon the organ and was
based upon Gregorian Chants and appropriate melodies in
religious idiom. Two special sessions were scheduled for
the purpose of rehearsing and of recording on tape the

musical accompanimeht for AGNUS DEI 1in its final form.
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Development of the Narration

The investigator developed the narration for AGNUS DEI
as a means of unifying the three separate dance compositions
into a suite ahd bf illuminating further the'thematic content
of each composition. Consideration‘was giveh to the poetic
images which would complement and high]ight the ideas pre-
sénted in dance form as well as provide a suitable introduc-
tion to AGNUS DEI as a whole and an appropriate transitional
device between the three dances comprising the suite. The
form of writing for the narration choﬁen by-the investigator
was that of a series of prose poems. The completed four |
original prose-poems served, in turn, as the introduction to
AGNUS DEI and as a prologue to each of -the three modern dance
compositioﬁs comprising it. A copy of fhe narration may be
found in the Appendix 6n page 192 in this thesis,

The Design and Construction of
Costumes and Stage Decor

Costumes for AGNUS DEI were désfgned to allow freedom
of movement and, at the same time, to enhance the effective-
ness of the ﬁhoreography. The colors of the costumes were
chosen to suggest specific elements of the thematic content
for each of the three originé1‘modern dance compositions.
After a discussion of sketches'of costumes dréwn by the
investigator with several adthorities in costume design in
the Dallas-Fort WOrth area, thé-COstumesﬂdecided upon were a

white leotard and a basic ank]é-]éngth white dress. The
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dress was designed in an A-line pattern with 1ong, full
sleeves suggestive of those of a surplice and with the side
seams opened'beloW'the hips. The dress and leotard were |
supplemented by hooded, hip-]ength capes of three different
co]ofs--grgen; red, and white--one for ea;h of thevthfee
respectivé modern dance compositioﬁs comprising AGNUS DEI.
The investigator chose frém the materfa]s available those of
texture and color which would suggest most effectively the
content of thé'compositions. A white cotton fabric was
chosen for the A-line dress pattern, and green, red, and
white rayon were chosen for the three hooded capes, respec-
.tive1y. After purchasing the material, the investigator
gave the fabric and the sketches of the costumes to a profes-
sional seamstress who completed the construction of the
costumes.’ Sketches of the costumes for each of the three
compositions are ihc]udgd in'the’Appendix on'page 195 iﬁ
this thesis. | T

The stage decor for the prodhctfon of AGNUS DEI was
very simp]é and consisted of a white panel, attached to the
backdrbp of the center stage, upon which was outlined in
shadeé of brown, a‘large cross and an altar., The Servicesv
of an art student in Dallas, fexas, were secured in con-
structing the backdrop in accdrdahce with the sketch which
the investigator had developed, ‘A picture of the backdrop

| may be found in the AppendiXx on page -~ in this thesis.
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Development of the Liéhting

Lighting effects for AGNUS DEI were created by Miss
Janice Davis; a student in the Department of Speech at the
Texas Woman's University. Miss Davis observed two rehearsals,
originated, and executed ai] of the stage lighting under the
supervisioﬁ ofAthe investigator. The Tighting for AGNUS DEI.
was designed to heighten the movements of the dancers, the
coiors of their costumes and, in certain instances, to pro-
vide a special dramatic effect in emphasizing the thematic

content of each of.the three original dance compositions,

Presentation in Public Performances

The suite of three original modern dance compositions
entitled AGNUS DEI waslpresehted in three public performances.
The parficipants and the investigdtor trave]eq to Denton,
Texas, to present AGNUS DEI on May 22, 1967, in a formal.
concert in the Redbud Auditorium before an audience comprised
of members of the investigator's Thesis Committee, instructors
and students from the College of Héa]th, Physical Education,
and Recreation and from other compdnents of the Texas Woman's
University, and visiting patrons. On May 23, 1967, an
informal concert was presented to the members of the faculty
and student body of the Hami]ton-Park;High School in Dallas,
Texas. AGNUS DEI was also included in-an informal concert
at the Hamilton Park.Methodisf‘ChUrch ohAJune 26, 1967, in

conjunction with the Annual Confenence‘of Youth for the State
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of Texas. Programs of two of these three pubTic presenta-
tions of. AGNUS DEI may be found on page 210 in the Appendix

in this thesis.

Final Prbcedufes

Among the final procedures fo]iowed by the investigator
of the present study were the prepafatfon of a written report
of the thesis and the.devé1opment of the Appendix which in-
cludes pictures illustrative of the choreography of AGNUS DEI
and other materials related to the thesis as a whole. |

Final procedures also included revisions of the written
material, chapter by chapter, with a,fina]zapproval by all
members of the investigator's_Thésis Committee during the
academic year of 1967-1968, ending with a final oral eXamina-.
tion and submission of four copies of the thesis to the Deani
of Graduate Studies in time to be.read énd approved by him,
prior to the conferring of the degree of Master of Arts with:
a Major Sequence in Dance and Related Arts durﬁng the Com-
mencement Exercises of the Texas Woman's University on

August 23, 1968.

Summary
The investigator has reported in Chapter III the se-
quence of procedures foT]owed in the development of her
creative thesis entitled AGNUS DEf: A Suite of Three Origiha1

Modern Dance Compositions Based Upon Selected Parts of the

1
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Roman Catholic Mass. The investigator developed the thesis
while out of residence in the fulfillment of her professional
duties as a teacher in Dallas, Texas, du}ing the academic
years of 1966-1967 and 1967-1968. The procedures followed in
the deve]opmeht of the study included: collecting, studying,
and assimilating information from all available documentary
sources of data pertinent to various phases of the project--the
relationship between religion and dance, dance movement in
the Roman Catholic Church, and the heritage of religious
dance from the time of primitive man through the.contemporary
period with emphasis upon re]igious dance as a part of wor-
shiﬁ in Christian Churches; outlining the thematic sources
for each of the three modern dance compositions which were
based upon the three prinéipa] parts of the Roman Catholic
Mass ; developing a tentative outline; presenting the tenta-
tive outline in a Graduate Seminar in the College of Health,
Physical Education, and Recreation of the Texas Woman's
University on Febtuéry 22, 1967; revising the outline in
accordance with the recommendations of the members of the
Thesis Committee and others participating in the Graduate
Seminar; filing the approved prospectus of the study in the
office of the Dean of Graduate Studies of the Texas Woman's
University; creating the movement motifs for each of the
three mddern dance compositions based upon the 0ut1ined:.

analysis of its thematic content; dgve]oping the movement
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motifs into phraseé, arranging the phrases into a gpecific
form selected for each dance composition, and assémb]ing”the
compositions into a unified suite of dénce compositions; pre-
senting the movement motifs to the members of the 1nvest1ga-
tor's Thesis Committee for the1r eva]uat1ons and criticismsg
and revising the movement motifs in accordance with their
evaluations.

The procedures also included establishing critéria for
the selection of the subjects; teaching twelve privéte dance
students of the investigator specific, progressive .technique
.sequences to facilitate their performance of the actual
rhythmic patterns, phrasing, and movements developed fbr the
study, ée]ecting nine of the twelve students to participate
in the study in accordance with the criteria established fér
their selection; orienting the students with respect to the
significance of AGNUS DEI; teaching the students the compo-
sitions comprising the suite as a whole, arranging for the
dancers to travel to the campus of the Texas Woman's Univer-
sity during the months of March, April, and May of 1967 to
permit the members of the Thesis Committee to view, evaluate,
and criticize the choréography as adapted to the selected
dancers ; revising the choreography in accordance with their
evaluations, outlining a skeletal framework of the musical
accompaniment to be composed by Mr. Arthur Smith, Director
of Church Music at Christ The King Catholic Church in Dallas,

Texas, for each of the three original dance compositionss
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arranging periodic visits with Mr. Smith for his observation
of the compositions as performed by the dancers and for
familiarizing the investigator and the dénceré with the
musical accompaniment of AGNUS DEI which was played by Mr.
Smith upon an organ; arranging é session for recording the
music on tape to be used for the public presentétion of
AGNUS DET; developing the narration to be utilized as a
unifying device for the suite of original modern dance com-
'positions; designing and constructing the cosﬁumes and stage
decor; supervising the Tighting effects to be used for the
performance of AGNUS DEI; and presenting the suite of three
modern dance compositions in a formal concert on May 22, 1967,
in the Redbud Auditorium on the campus of the Texas Woman's
University; in an informal concert on May 23, 1967, at the
Hamilton Park High Schools and at the Hami]toﬁ Park Methodist
Church on June 26, 1967, in conjunction with the Annual Con-
ference of Youth for the State of Texas.

Final procedures followed in developing the present
study enfif]ed AGNUS DEI were the prepération of a written
report of the thesis and the development of the Appendix
~which included a classified Bibliography and pictures
illustrative of the'choréography of AGNUS DEI and other
materials related to the thesis as a Whole. Final procedures
also 1nc1uded revision of the written material chapter by
chapter with final approval by the investigator's Thes1s

Committee during the academic year of 1967- 1968 end1ng w1th
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a finé] oral examination and éubmissioh of four cobies of
the thesis to the Dean of Graduate Stﬁdies for approval by
him prior to the conferring of the degrée of Master of Arts
in Dance and Related Arts during the Commencement Exercises
of the Texas Woman's University on August 23, 1968, |
In Chapterllv, the investigator presents a description
of the three original modern dahce compositions comprising
the suite entitled AGNUS DEI: A_Suite of Three Original
Modern Dance Compositions Based Upon Selected Parts of the

Roman Catholic ‘Mass.



 CHAPTER IV-

A DESCRIPTION OF THE THREE ORIGINAL MODERN
DANCE COMPOSITIONS COMPRISING THE
SUITE ENTITLED AGNUS DEI

In choosing the thematic tontent for the development of
the choreography for AGNUS DEI: A Suite of Three Original
Modern Dance Compositions Based Upon Selected Parts of the
Roman Catholic Mass, the investigator surveyed, studfed, and
assimilated reéource materials pertaining to the relation-
ship between dance and religion, the heritage of religious
Idance from the time of primitive man through the contemporary
period with emphasis upon religious dance as a part of wor-
ship in Christian Churches, and the use of dance movement in
the Roman Catholic Church. AGNUS DEI was selected as a
title for the suite of original modern dance compositions
because it is symbolic of the drama which is enacted in the
three principal parts of the Roman Catholic Mass.] AGNUS
DEI, meaning LAMB OF GOD, is a three-fold prayer tradition-
ally established for the children of 01d Israel by Moses
when he required that the posts of their doors be marked

with the blood of a‘1amb on that Paschal night while they

Tsheen and Daniel-Rops, op. cit., p. 147,

113
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were still in Egypt.]" It was by this sign that the children
of Israel were spared from the plague put upon Egypt by the
Lord's Ange].2 The Last Supper was the observance of the
Paschal ceremony in which the Paschal Lamb was eaten in
remembrance of the freeing of the Israelites from Egypt.
According to Hoever, the Paschal Lamb has since represented
the Divine Redeemer whose Bbdy is one's Food in the church
rite designated as Holy Communion.4

The three modern dance compositions comprising the
suite entitled AGNUS DEI were choreographed by the investi-
gator, and entit]ed,respectivé]y, "The Offertory," "The
Consecration," and "The Communion." The suite was based upon
the premise that the Mass commemorates the Supreme Sacrifice
of Christ Who died to give man freedom from the tyranny of
sin.5 In the opinion of the investigator, it is justifiable
that memorial days be designated for those who have died.to
preserve human freedom and to relieve the oppress{on of men,
For example, almost every country instftutes a Memorial Day
in memory of the supreme sacrifice which its patriots have

6

made in defense of country and civilization. There are

lox

'Ibid., pp. 147-149.

e s

21h4d., | - 31pid.

——

4Rev. Hugo Hoever (ed;); Saint Joseph Sunday Missal
(New York: Catholic Publishing Co., 1957), P 18,

e

5Sheen and Daniel-Rops, op. cit., p. 16,
b1pid,
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many differences, however, between such patriots and Christ.J
In this connection, Sheen and Daniel-Rops state:
Not one of them [patriots] was born to die, but to
live, and for each death was a brutal interruption, _
But Christ came to die; it was the goal of His 1life
and that which He was seeking, For no other pur-
pose came_He into the world than to redeem sinful
humanity.2

In the Roman Catholic Church, the memorial for this Supreme

3 The

Sacrifice.Christ made for man is éa11ed the Mass,
significance of this memoria] is shown clearly in the three
principal parts of the Roman Catholic Mass--"The Offertory,"
"The.ConSecration," and "The Communion," Ih determining the
sequential order of the three original dan;es comprising the
suite entitled AGNUS DEI, the investigator relied entirely
upon the order in which these three parts are performed in
the traditional Roman Catholic Mass.

The fo]]owing description of the three modern dance
compositions comprisﬁng the suite as a whole is not analyti-
cally detaijed with respect to.every'movement deve]oped.by
the choreographer; the choreograbhy, however, is described
with reépecf to the narration qtiTized as a transitional
unifying device within the suite; the thematic content, the
basic movement motifs, and the structural form selected for
each composition; thé lighting, the costumes, and the ac-
companiment for each dancej and fhestage decor used through-

out the suite.

———

Tbid, 2Ibid.. . 31bid.
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Narration

The narration utilized as a transitional unifying de-
vice in the choreography was comprised of four brief prose-
poems which served as an introduction to the suite as a
who]é and as a proiogue to each of the three respective
modern dance compositions., Each composition in}the suite
was preceded by a blackout which provided an opportunity
for the dancers to move on and off the stage. The narrator
sat on a wooden stqo] at stage left in front of the pro-
scenium using a hand microphohe in order to project her
voice effectively. A pool of blue light was focused upon
her as she read the prose-poems which introduced the suite
as a whole and each of the thfee modern dance compositions
in turn. At the conclusion of each prose-poem, the Tight
upon the narrator was broughtAdown, and thellighting design
déveloped for each compositidn was transferred to the stage
area. The prose-poem related to each of the three modern
dance compositions is included in fhe description of the
respective dances. The following is the introductibn tb the
suite as a whole: . _

Sheep led away to be slaughtered, Lamb

That stands dumb while it is shorn,

No word Trom Him,

It is but one sign by which you shall know me,
Seated on the clouds of Heaven and surrounded
By the blinding light of Thy glory in which all
Hidden things will lie revealed,

It is the sign of the Lamb, the sign by which
Thy Blood will blot out forever all the hatred
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And spiritual unrest seated in my heart;

And grant that in the strength of Thy sign, the mark
Of the Lamb, I may gain for you the whole world,
That which Thou has promised to those who are gentle
and forebearing, - ’

"The Offertory"

"The Offertory" is the first of the three most important
parts of the Mass. As the title suggests, "The Offertory"
portrays the offering of one's self to God in the form of
! The dance was developed for and danced by
all nine of the dancers. In the prose-poem which served as
a prologue to the composition, the thematic content was fur-
theﬁ illuminated by the following poetic images in ‘the
narration:

I desire that this Bread and this Wine, I now

Bring before Thy altar, to be in Thy sight as

Truly Bread of mine, as truly Wine of mine.

It is I myself who now unite in offering

Bread and Wine to you.

For I wish to join in this unbroken offering,

It is my wish to be among my followers, to

Be a sharer in the society that finds

Its link of union in you,

To be among Thy flock, so that in seeking

My- own salvation I may also be of

Avail in effecting the salvation of all mankind.

Underlying the central theme--offering of one's self
to God in the form of Bread and Wine--were three ideas: (1)
the bringing of the'gifts of Bread and Wine to the altar,
(2) the offering and blessing of these gifts, and (3) the

offering of one's self. The investigator organized these

T1bid.

e
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three jdeas into a three-part form indicated byvthé letters
ABC. The firsf.and second ideas iormed sections A and B of
the composition, respectively, and the third idea compriéed
section C of the composition. | |

- The dancers' costumes fori"ihe Offértory" consisted of
a basic white 1eotafd under a white, ankle-length, A-line
dress, accented with a hio—iength green, hooded cape.
Radiant green lights were focused upon the dancersAat the
" conclusion of the prose-poem'infroducing the composition.
The color of the dancers' costumes and the oreen lighting
which flooded the stage were chosen for "The Offertory" in
“ordér to intensify the underiying ideas of humiiity,'peni-

tence, and forgiveness,
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The above diagram indicates the floor pattern
which the dancers followed for the proceSSionai
part of "The Offertory."
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"The.Offertory“’opened with the dancers‘entering in
processional design, moving with slow walking steps from the
downstage right and left wings, respectively. As they met
at the center downstage, they proceeded in twos ubstage
toward the panel upon which were pictured the Cross and the
altar. . The contour of the arms and hands of the dancers
suggested the bearing of gifts. Each dancer genuflected as
she approached the center downstage area and focused upon
the Cross which was used as a focal point throughout the
composition. At‘the conclusion of thé proceésiona], the
dancers moved to form a semi-circular design in front of the
“altar.

As the music changed to a soft 3/4 melody, the dancers
knelt to bégin section B of the cohpoéifion which portrayeq
the offering and blessing of the gifts--Bread and Wine--to
be used in the Sacrifice. In-carkying'qut this idea, the
dancers executed horizonta] penduiar swings of the arms and
upper tdrso. Then, still knee]ing;'and with hands folded in
‘a prayerfu]“position,thé danceré executed deep backward and
forward.sways of the upper part of the torso., The music-
accelerated as the dancers rose from their knee]ing'posifion
and lunged forward toward thé'alfar a§ if to place on it
the gifts which were to be used_for the Sacrifice, Executing
gliding steps away from theva1tar,'the dancers traveled to
the downstage area. | As they ﬁombleted.their'last gliding

step, they executed a Tow jackanife,turh to face the audience.
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in a triangU]gr design, three of the'dancers, located
downstage center, sank'tﬁ the fToor on their kneesj; the other
Csix danéers in groups of threes, and 1dcated upstage right
and left, respectively, lunged forward on their right feet
toward the audience. Remaining in this triangular design,
| all nine-dancers in unison performed arm swings to the right
~and left sides of the body and ended section B witH an arm.
gesture indicative of a Roman Catholic celebrant bestowing
the sacred blessing--"the sign of the Cross."

At the beginning of section C of "The Offertory,"
based upon the offering of one's self, the character of the
music changed to a light, ethereal quality as the dancers
executed a sharp turn to face the altar. Standing in
"second position" with hands c1asped-over their heads, they
execufed a series of deep knee bends.. As they touched the
floor on the last'knee bend, the 1ights changed from the
radiant green to a soft 1fght green to enhance the desired
effect ofvthe humbTing of one's_entire self, Following this
expression of humility, the dancers climaxed their floor
movements with a series of rapid lunging steps upstage
toward the‘$1tar.. Focusing upon the Cross again, the dancers,
now in a semi-circle facing the a]far, lowered fhemse]ves to
the floor with a sustained.knee bend. Repeating movements
from section B, the hdrizdntal‘pendU1ar swings of the arms

and torso and the extended fokward and backward sways, the
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dancers ended section C of the composition with the‘hand
gesture based upon the "sign of the Cross" which was intfo-
duced in section B. The lights dimmed to a complete black-
out as the dancers completed this last gesture.

The movements choreographed for section A of "The
Offertory," were based upon the rhythmic patterns of a Roman
Catholic chant entitled "Lord Have Mercy." 1In ‘the Roman
Catholic Mass, this chant is referred to as the "Kyrie."
This chant is written in 2/4 meter and served as the musical
background throughout "The Offertory." Accompaniment for
sections B and C of the composition was based upon original
'me1ddies written in 3/4 meter. The only variations in the
dynamics of the music were crescendoes from soft to moder-
ately Toud, followed by diminuendoes to the originial quiet

quality.

"The Consecration"

The seéond composition in AGNUS DEI--"The Consecra-
tion"--was deve]obed for all nine of the.dancers. It was
based upon the idea of the Transubstantiation in which the
substance of the Bread beéomes the substance of The Body

of Christ, and the substance of the Wine becomes the sub-
.stance of His B]ood.] In the following prose-poem which
served as a prologue to the composition, the thematic content

was illuminated by pertinent poetic images.

T1bid.
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If you have naught else to lay before the Lord,

- Deliver unto Him at least your labors ‘and your painsg
Many are the men who have striven mightily that
Fragments of Bread might rest here upon the paten,

If your hands are empty and your voice stricken dumb,
Offer at least your wounded heart and all that it has

‘Borne, That this Chalice might hold this wine,

Was it not needful that the grapes be crushed and
yield its all? '

If you have nothing but sin and bitterness, A life
that is : ;

Tedious and full of sharp distress, hold before
Heaven your hands ,

So pitiably laden, manifesting to the Divine Mercy
your needs to be '

Received at His table, '

If you Tack the mere strength to pray and entreat,
If there . 2

Is naught in your heart but emptiness and disorder,
then . -

Silently yield into the hands of another all your
beings and

You shall find in Him both gift and giver,

Underlying the central theme of Transubstantiation were
three ideas: (1) the mystery of Transubstantiation, (2) the
changing of the Bread into the Body of Christ, and (3) the
changing of the Wine into the Blood of Christ. The investi-
gator organized these three ideas into a Rondo forh indicated
by the letters ABACA. The first idea formed the A section
which recurred throughout the composition; the second.and
thira ideas fofmed the contrasting B and C sections of the
composition, respectively.

The dancers' costumes for "The Consecration" consisted
of the basic white leotard and A-line dress accented with a
.hip—length red hooded cape. At the conclusion of the prose-

~poem introducing the composition, brilliant red lights were
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focused upon the dancers. - The colors of the dancers' capes
and the red Tighting which flooded the stage were chosen for
"The Consecrétion“ in order to intensify the dramatic
symbolism inherent in the mystery of Transubstantiation,

The hine-dancérs were arraﬁged on the stage in three triangu-
lar designé with three dancers neaf the center doWnstage and
three dancers upstage to the right and left, respectively.
The dancers performed their movements primarily in this
design throughout the composition. For purposes of clarifi-
cation, the 1nvestigator, when feasible, wif] refer to the
center stage group as group one.and to the upstage fight and

“left groups as groups two and three, respectively.

Group III . | Group II
X X - X X

The above design indicates the position of the
dancers at the opening of "The Consecration.,"

As the composition entitled "The Consecration" opened,
the nine dancers, standing 1n'thfee triéngu]ar designs facing

the audience, executed arm movements symbolic of the central
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theme--the mystery of’changing the Bread and Wine into the
Body and Blood of Christ, The dancers' arms moved slowly
from behind fhe body to the front of the body and above the
head. As the arms were lowered from this position, they
crossed in front of the dan'cers;l faces, Then, while executing
a step-]unée to the side, the dancérs moved their arms from
the crossed position to the right and left sides of the body,
respectively. The entire movement sequence was repeated
twice after which, the dancers turned and knelt facing the
altar. The high]ight of section A,whfch sidnified the mystery
of Transubstantiation,was a flowing movement with the arms
and the body from a standing to a kneeling position, ending
with a hand and arm gesture indicative of "the sign of the
Cross." . THe dancers' costumes became an aséet to the move-
ment choreographed for the A section of "The Consecration"
since the fuilness of the s]eevés enhahced the patterns of
the arms as they moved slowly to } high level in "V" position,
In section B of "Thé Consecratidn," the mbvement motifs
were baséd upon the changing of the Bread into the Body of
Christ. Al11 three groups of dancers traveled downstage,‘
executing gliding stéps, 1uﬁges, and arm‘movements illustra-
tive of scooping and mou]dinguthé Bread, After completing
this idea, the dancers, now faCinQ the ‘altar, executed broad
circular steps from side to‘side with both arms raised high
above the head. Finally, as if placing the Bread upon the

altar, the dancers knelt on one knee. and made a circling
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motion with their arms and hands,.signifyihg the finé] con-
secratioh of thé Bread. Rising, they‘repeated the chdrac-'
teristic gliding steps as they returned to their original
triangular designs for the repetition of section A.

Section C of "The Consecreation" was based upon the
changing of the Wine into the Blood of Our Lord., The nine
dancers, in three triangular designs, executed reaching and
clinging gestures with the arms and hands., Group one per-
formed these movements for the first four counts while groups
two and three executed eight counts of the same movements--
clinging and reaching with the hands and arms. Turning and
- stepping s]bw]y toward the altar, group one performed a
circling movement with the ﬁight arm, .The left arm was ex-
tended toward the altar and, as fhe right arm completed its
circling movement, it crossed the left arm, Stressfng the
idea of changing the Wine into the Blood of Our Lord, groups
two and three traveled the same floor battern previously
describéd by group onevtoward the altar énd repeated the
same arm and hand movements. Group one moved away from the
altar and downstage as groups two and three moved upstage
toward the altar. When 511 of the dancers had returned to
théir original triangular dengns, they repeated section A
of the composition, Theilights'dimmed_tb a complete black-
out at thevend of section'A,_thus'ending "The Consecration."

The movements choreographed'for gection A of fThe

Consecration" were based upon the'rhythmic pattern of a chant
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entitled "Lamb of God" (Agnus Dei) whfch‘is Sung in many
Roman Catholic Church Services by the participants éhd of fi-
ciants instead of being spoken at a specific time within

the Mass. This chant is written in 2/4 meter and served as
the musical background for section A. Accompaniment for
section B of the composition was based chiefly upon a chant
used also in the regular services of the Roman .Catholic Mass
and entitled "Holy, Holy, Holy" (Sanctus). The reméinfng
~portion of section B and a]] of section C were based upon

original melodies written in 6/4 meter.

"The Cbmmunion"

"The Communion," the third of the three origina]
modern dance compositions comprising the suite entitled
AGNUS DEI, was based upon.the idea of receiving the Lord in
the form of Bread énd Wine.1 The dance was performed by all
nine of the dancers. In the following prose-poem which

served as a prologue to the composition, the thematic con-

tent was. clarified.

You are mine, and I am yours, wholly made one in
this Sacrament,

My soul worships You in stillness..

No merely human sense of gratitude even begins to
take account .

0f this gift so far above the feebleness of human
insight.

No lTove can ever equal the Tove which has caused
Thee to make

This sacrifice. I ask that I may share in Thy
sacrifice, and that

T1bid.

——
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Thy will be with me as I carry my Cross. As I go-

from sorrrow to joy,

From hope to fear, .

There is neither speech nor language, not even the

language by which

Heart speaks to heart, fit to express all that I

would now say,

My Jjoy is beyond speech.

Underlying the central theme--receiving the Lord in the
form of Bread and wineQ-were three ideas: (1) preparation of
one's self, (2) receiving'Communidn, and (3) rejoicing for
having received Communion, The'investigator organized these
three ideas into a Rondo form indicated by the letters ABACA.
The first idea formed section A which recurred after each
contrasting part throughout the‘composition; the second and
third ideas formed sections B and C of the composition,
respectively.

The dancers' costumes worn for "The Communion" were
entirely white and cons1sted of a basic ]eotard under an.
ankle-length, A-Tine, dress accented with a h1p-1ength,hooded,
cape. Soft blue lights were focused upon the dancers at the
conclusion of the prose-poem introducing the composition,

The unrelieved white costumes and the soft blue lighting-

which flooded the stage were chosen for "The Communion" in

order to intensify the underlying idea of purity.
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The above diagram indicates the position of
the dancers at the opening of "The Communion.,"

"The Communion" opened with the dancers in the design
of a Cross, with their upper torsos prone on the floor. At
'the.openiﬁg of the A section, the dancers remained in this
design as they executed arm and upper torso movements in-
cluding the raising of the right arm slowly over the head
and returning to the floor three times. Then, rising to a
kneeling position on one knee, the dancers executed upper
torso sways to the right and left sides, respectively. Still
kneeling on one knée, they paused, focusing upstage toward
the alt&r with hands folded in a prayeffu] position, The
dancers then rose and turned to follow two girls, one on.
the left and one on the right side of the Cross as the moved
toward the altar, stepping lightly on their toes. Section A
ended by the dancers sinking slowly to their knees in three

Qroups, each in a triangular design, This last phase of
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section A was executed in sucéession, using nine cdunts of
music.» On the first three counts, the group nearest to the
altar knelt; groups two and three kneltIOn the second and
third groups of three counts, respectively,

The movements for section.B of this compositioh were
based upon the idea of receiving Communion. Having prepared
themselves for receiving the Lord, the dancers rose from a
kneeling position and moved around the stage executing lunging
steps and 1ow turns, Pausing'in’a sémi-circu]ar design,
each dancer moved her head up and back as if receiving Com-
munion, follewed by the hand and arm gesture indicative of
the "sign of the Cross." The dancers.then‘returned to the
center of the stage and formed thevoriginal design of the
Cross to repeat section A of the composition. The idea'
carried out in section C of the composition was that of re-
joicing after having received Communion, With an expression
~of this exultation upon their faces, the dancers executed
a series of joyful skips, leaps, and turns counterclockwise
which gradually took them into a complete circle around the
stage. Moving in clockwise design, each dancer executed
free swinging steps and ecstatic circular leaps. Still
rejoicing, they repeated a series of 1ungihg'steps and turns
introduced previously in section B of "The Communion.,"

These lunging steps and turns were executed downstage in
twos, and ended with thé dancers standing aéross stage front

in a "W" design. Still facing the audience, the dancers
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agafn eXecuted the hand and.afm gesture indicative‘of the -
"sign of the Cross" and ended section C with ecstétic.turhs
back to the original formation of the Cfoss.for the final
repetition of section A. At the completion of section A,
the lights dimmed to a comp]ete‘blackout and the curéain
was lowered with the dancers still on stage.

'A11 of the accompaniment for "The Communioh" was based
upon an original melodic pattern written in 4/4 meter. -The
only variation in the quality was a change in dynamics from

loud to soft and back to the strong, exultant climax.

Summary

A descripiiqn of the three original modern dance com-
positions comprising AGNUS DEI: A Suite of Original Modern
Dance Compositions Based Upon Selected Parts of the Roman
Catholic Mass, was included in this chapter, The three
original modern dance composftions were entitled, "The
Offertory," “The Consecration," and "The Communion," respec-
tively, The description of the three réspective compositions
was not detailed analytically in regard to every movement
developed for each composition but the dances were described
with respect to the narration utilized as a transitional
unifying dévice within the sUite; the basic movement motifs;
- the thematic content; the structura] form selected for each
-composition; the lighting, the costumes, and the accompaniment,
for each dance; and the only piece of stage decor used through-

out the suite.
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AGNUS DEI, meahing LAMB OF GOD, was se]ected as the
tif]e for this creative thesis betaﬁse‘it is symbolic of the
drama which is enacted in.the three principal parts of the
Roman Catholic MaSs.] Thé suite of three original modern
dance compositions was based upbn the premise that the Mass
is a memorial of the Supreme Sacrifice of Christ Who died
fo givé man freedom from the tyranny of s1‘n.2 In deter-
miniﬁg the sequéntia] order of the three original modern
dances, the investigator relied entirely upon the order in
which the three parts are performed ih the traditional Roman
Cathofic Mass,

A narfator, who sat on a stool upon the stage, in
front of the proscenium, stagg 1eft, read four prose-poems
which served, respectiVe]y, as a prologde to the sufte as
a Who]e and as an introduction to each of the three modern
dance compositions comprising the suite. The stage area was
unlighted as she read. A blue light was focused upon the
narrator while she read each prosefboem and, as the .Tight
was brought down at the conc]usion of each prose-poem, the
lTighting design developed for each of the three dances was
focused upon the stage,aréaQ |

The first composition fn'thé suite‘was entitled "The
Offertory" and was based ypon_thé of fering of - one's self to
~1Gdd in the form of Bread and !Ah'Ane.._'3 The composition was

structured as a three-part form'indicated by'the letters ABC,

TIbid. 2Ibid. =  31bid.
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Underlying the central theme were three ideqs: (1) the
bringing of the gifts of Bread and Wine to the altar, (2).
the offering and blessing of these gifté, and (3) the of -
fering of one's self.

The dancers' costumes fof *The Offertory" consisted
of a basic white leotard under an ank]e-]ength, white, A-Tline
dress, accented with a hip-length green, hooded cape. Ra-
diant green 1lights were focused upon the dancers at the con-
clusion of the prose-pbem introducing "The Offertory." The
color of the dancers' costumes and- the gréen lighting which
-flooded the stage were chqsen for "The Offertory" in order
to intensify the underlying ideas of humility, penitence,
and forgfveness..'"The Offertory" opened with the dancers
entering fn a processional design, moving with slow wa]king
steps from the downstage right and left wings, respectively.
As they met at the center downstage, they proceeded in twos
upstage toward the panel upon which were pictured the Cross
and altar. The arm and hand movements of the dancers in-
cluded geétures indicative of carrying gifts. Each dancer
genuflected as she approached the center downstage area'and
~ focused upon the Cross which was used as a focal point
throughout the composition. At the conclusion of the pro-
cessional, the dancérs moved to form a semi-circular design
around the altar. In a kneeling position, they began sec-

tion B of the composition which portrayed the offering and
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blessing of the gifts. In cafrying out thi; idea,Athe dancers
executed horizohta] pendular swings of the arms and upper
torso. Still kneeling and with hands f61ded in a prayerful
position, they executed deep backward and forward sways of
the upper torso. Rising from their kneeling positioh, the
dancers Tlunged forward as if to place their gifts on the
altar, and thenvtraveled downstage. ‘Executing a low jack-
knife turn to face the audience, three of the dancers sank
to their knees as the other six dancers, in groups of threes
located upstage right and left, respectivé]y, Tunged forward '
.to face the audience, Remaining in a triangular design, they
executed isolated arm swings to the right and Teft side of
the body'and ended section'B with an arm gesture indicative
of a Roman Catholic celebrant bestowing the sacred b]essing—-
"the sign of the Cross." At the beginning of section C based
upon the offering of one's self, the dancers executed a
sharp‘turn to féce the a]tar; Standing in "second position"
with hands clasped above the head, they executed a series of
deep knee bends indicative of the humbling of one's entire
self. Following this expression of humility, the dancers
“executed a series of rapid movements upstage toward the altar
and again formed a semi-circle, focusing upon the Cross.
Repeating movements from section B, fhe horizontal pendu]ar
swings of the arms and torso and the extended forward and

backward sways, the dancers ended section C of the composition
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with the hahd and arm gesture based upon the "sign of the
Cross" which appeared previously in section B. The 1lights
dimmed to a complete blackout as the dancers completed the
last gesture.

The movements choreographed for section A of "The
Offertbry" were based upon the rhythmic patterns of a Roman
Catholic chant entitled "Lord Have Mercy." This chant is
written in 2/4 meter and served as the musical background
" throughout "The Offertory." Accompaniment for sections B
and C of the composition was based upon me]odfes written in
3/4 meter. The only variation in the dynamics of the music
" were crescendoes from soft to moderately loud, followed by
diminuendoes to the original quiet quality.

"The Consecration,“~the second composition in AGNUS
DEI was based upon Transubstantiation or the changing of the
substance of the Bread to the substance of the Body of Christ,
and the substance of the Wine to the substance of His B]ood.]
Underlying the central theme were three ideas: (1) the
mystery of Transubstantfation; (2) the'changing of the Bread
into the Body of Christ; and (3) the changing of the Wine
into the Blood of Christ. The organization of these three
ideas tobk the form of Rdndo indicated by the Tetters ABACA.

The dancers' costumes for "The Consecration"” consisted
of a white leotard under a white, ankle-length, A-line dress

accented with a hip-1ength, red, hooded cape. At the

T1bid,

e
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conclusion of the prose-poem introducing the composition,
brilliant red 1ight$ were focused upon the dancers. The
color of the capes and the red 1ighting.which flooded the
stage were chosen in order to intensify the dramatic
symbolism inherent in the myster of Transubstantiation.

The nine dancers were arranged on the stage in three tri-
angu]ak designs--three dancers centered downstage and three
dancers upstage right and left, respectively. For the pur-
pose of clarification, when feasible, the investigafor will
refer to thelcénter stage group as group one and to. the
upstage right and left groups'as groups two and three,
respectively.

As.the composition began, the nine.dancers, standing
in three triangular designs facing the audience, executed
arm movements symbolic of the central theme--the mystery
of changing the Bread and Wine into the Body and Blood
of Christ, The dancers'.arms rose slowly from behind
the body to the front above the head., As the arms were
lowered from this position, they crossed in front of the
dancers' faces. The dancers executed a step lunge to the
side, moving the arms from the upraised position to the
right and left sidés, respectively. The entire movement
was repeated twice, after which the group turned and knelt,
facing the altar. The highlight of the composition entitled

""The Consecration" was a sustained movemenﬁ flowing through



]36 

_the arms and body as the dahcers moved froh.a standing posi-
tion to a kneeling pbsition, end{ng.with the hand and arm
gesture indicating "the sign of the Cross."

In section B of "The Consecration," the movement motifs
were based upon changing the Bréad into the Body of Christ.
A11 three groups of dancers trave]ed_from the downstage to
the a]far, executing gliding steps, iunges, and hand move-
ments illustrative of scooping and molding the bread. Com-
pleting this idea, the dancers now facing the altar, executed
broad circular ‘'steps from side to side Wwith both arms raised
high above the head. Finally, as if placing the bread upon
~the altar, the dancers,kne]t on one knee and made circling
motions with their arms -and hands, signifying the final con-
secration of the Bread. Rising, they repeated the charac-
teristic gliding steps as they returned to their'original
triangular designs for the repetition of section A,

Section C of the composition was based upon the chang-
ing of the Wine into the Blood of Our Lord. The nine dancers,
in three triangular designs, executed reaching and clinging
gestures with the arms and hands. Group one performed these
movements for the first four counts while groups two and
three executed eight counts of the same movements--clinging
and reaching with the hands and arms. Turning and walking
slowly toward the altar, group one performed a circling

movement with the rightlarm.' The left arm was extended
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tbwafd the altar and, as the right arm completed %ts circling
movement, it'crbssed the 1ef£ arm, Stressiﬁg the idea of
changing the Wine into the Blood of Our'Lord, groups two and
three traveled the same path as group one toward the altar
and repeated the same circ]ing‘arm}and hand movehents. Group
one moved away from the altar, traveling to downstage center
as groups twoc and thrée traveled upstage toward the altar.
When all of the dancers had returned to their original tri-
angular designs, they repeated section A of "The Consecration"
and the lights dimmed to a complete b]ackbut, thus gnding

the composition; -

The movements choreographed for section A of "The Con-
secration" were based upon the rhythmic pattern of a chant
entitled "Lamb of God" which is sung in many quan Catholic
Church services by the participants and officiants instead of
being spoken at a specific time within the Mass. The chant
is written in 2/4 meter and served as the musical éccompani-
ment throughout "The Consecration.," Accompaniment for sec-
tion B of the composition was based chiefly upon a chant used
also in the regular services of Roman Catholic Mass, entitled
"Holy, Holy, Holy." The remaining portion of section B and
all of section C were based upon original melodies written
in 6/4 meter.

"The Communion," the third of the original modern

dance compositions comprising the suite entitled AGNUS DEI
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was based upon receiving the Lord in the form of Bfead and

w1ne.]

Underlying the central theme were three ideas: (1)
preparation of one's self, (2) receivihg Communion, and (3)
rejoicing for having received Communion. The investigator
organized these ideas into a Rondo form indicated by'the
letters ABACA. The first idea formed section A which
recurred throughout the composition; the second and third
ideas formed sections B and C of the composition, respec-
tively.

The danceérs' costumes worn for "The Communion" were
entirely white and consisted of the basic leotard under an
ankle-length, A-1ine,dress, accented with a hip-Tength,
hooded cdpe. Soft blue -1lights were focused on the dancers
at the conclusion of the prose-poem introducing the compb-'
sition. The unrelieved white costumes and the soft blue |
1ights were chosen for "The Communion" in order to.intensify
the underlying idea of purity.

"The Communion" opened with the dancers in the design
of a Cross, with their upper torsos prone on the floor. At
the opening of the A section, the dancers remained in this
position as they executed arm and upper torso movements in-
cluding the raising of the right arm slowly over the head
and returning to the floor three times. Then, rising to a
kneeling position on one knee, the dancers executed upper

torso sways to the right and left sides, respectively,
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&till kneeiing on one knee the dancers pausgd, focdsing ub-
stage toward the altar with their hands folded in a prayerful
position., The dancers then rose and tufned,to follow two
girls, one on the left and one on the right side of the
Cross as they moved toward the‘altar, stepping 1ight1y on
their toes. Section A ended as the dancers sank slowly to
their knees in three groups, each group of three in triangular
design. This last phrase of section A was executed in suc-
cession, using hine counts of music., On the first three
counts, the group nearest to the altar kné]t; groups two and
.three knelt on the secohd and third groups of three counts,
respectively.

The movements for -section B of "The Communion® depicted
the idea of receiving Communion, Haviﬁg prepared themselves
for receiving the Lord, the dancers rose from a kneeling
position and moved around the stage executing lunge steps
and low turns. Pausing in a semi-circular design, each
dancer moved her head up.and back as if receiving Communion,
followed by the hand and arm gesture indicative of the "sign
of the Cross." The dancers then returned to the center of
the stage and formed the original design of the Cross to re-
peat section A of the composition, The idea portrayed in
section C of "The Communion"™ was that of rejoicing after
having received Communion. With an expression of this

exultation upon their faces, the dancers executed a series
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of joyful skips, leaps, and turns with which they grad-
ually fprmed a.comp]ete circle around the stage. Moving
in this circular design, each dancer executed free swing-
ing steps and ecstatic-]eaps. Still rejoicing, they
repedted a'series of Tunging steps_and turns introduced
previous]j in section B of the composition, These lunging
steps and tdrns were executed downstage in twos and ended
with the déncers standing across stage front in the design
of a "V." Still facing the audience, the dancers again
executed the hand and arm gesture indicative of "the sign
of the Cross" and ended sectibn'C with ecstatic turns back
to the original formation of the Cross for the final repe-
titibn of section A. At the'comp]etiohlof section A, the
lights dimmed to a complete blackout and the curtain was
Towered wifh the dancers still on stage.

A11 of the accompaniment for "The Communion" was
based upon an original me]odic pattern written in 4/4 meter,
The only variétion in the quality bf the music was a change
in dynamicé from loud to soft and back to the strong,
exultant climax. _ '

In the following chapter, the investigator will in-
clude a summary of'the thesis-as_a Who]e, and recommendations

for further studies.



CHAPTER V

SUMMARY AND RECOMMENDATIONS FOR
FURTHER STUDIES
Summary
- Because of the investigator's particular interest in

the area of choreography in modern dance.and her background
in the Roman Catholic Faith, she became intrigured with the
existing relationship between dance and ré]igion and the
use of dance movement in the Roman Catholic Church. This
interest culminated in the undertaking of a creative thesis
entit]ed; AGNUS DEI: A Suite of Original Modern Dance Com-
positions Based Upon Selected Parts of the Roman Cathb]ib |
Mass in paftia] fulfiliment of the requirements for a Master
of Arts degree to be conferred by the Texas Woman's Univer-
sity in Denton, Texas. In order to orient the reader to
the background of the study, a brief explanation concerning
dance, the relationship between dance and religion, and
dance movement in the Roman Catholic Church was included in
the introduction to the study.

Dance, an expression of emotions or ideas through
rhythmic movement, has been a means of communication through-
out the universe, The origin of dance is found in the

natural tendency of humanity to employ gestures to supplement

141
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or to rép]ace speech.] I'n the same manner in which speech
developed into poetry and song the,bodily movements of man
developed into dance, According to Sachs, man created
within his own bpdy through dance, rhythmical pattefns of
movement long before he used sdbstance, stone and word to
give expressions to his 1nner'emotions.2" |

Throughout the ages, man has been aware of the tre-
mendous catharsis and creative inspiration dance brings to
those lost in boredom, despair and frustration.3 Men who
cannot dance are imprisoned in their own}égos and cannot
live well with others whereas'ﬁen who can dance'agree that
the dance is a primary source of fulfillment, a art activity
which prdvides a complete emotional satisfaction which
could never be obtained through less meaningful activities.?
The dance‘is a prime-satisfier--simi1ar to food when one is‘
hungry, watér when one is thirsty, and sleep when one is
tired.

AAhafmonious relationship has existed between dance
and religion since brehistoric times. Strange as this may
sound to the twentieth century reader, the origin of the two
words--dance and religion--are é]ose1y associated., Accord-

ing to Shawn, ‘the origin of the dance lies in religion; at

1

Meerloo, op. cit., p. 42.
2Sachs, op. cit., p. 3.
pn 24. “

p. 14,

3Meerioo, op. cit.,
gty

_4Strawn, op.
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first they Were one and the séme activity, with reiigion
comprising the content and dance the form.! Primitive man's
religion was expressed through his dancé. He used many
persuasive rhyihms of dance to attain common.ecstatic ex=
periences with his gods, théréﬁy trying to control the uni-
versal forces--the thunder and floods, lighting and avalanches--
which he did not understand.. Through dance, primitive man |
attempted to attaih the God-consciousness and thus cope with
these angry gods.2

Dnace is an art form in which the physical, emotional,
and intellectual aspects of self are integrated completely
and simultaneously, For this reason, it is only fitting
that man's religious consciousness be expressed in the art

3 Religious dance is an art which mus t

of rhythmic movement.
be expressed by.each individual in accordance with his spe-
cific beliefs and with his forms of worship. America,
founded upon the principle of religious freedom, entitles
each individual to an opportunity to express his ideas of
God without interference or intoiérance. Elaborating-upon
this statement, Ruth St. Denis states that:

Religion means to me, an abiding faith in God

and Man; a reverence for the Creator and the

created, and a special dedication to holding
high the dignity, the beauty, and the

Vibid. 21bid.

'3Fisk, op., cit., p. 68.
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immortality of'ﬁan, of Yhich I hold the dance
as his greatest symbol,

The Roman Catholic Church is encouraging the applica-
tion of the religious implication of the Christian arts in
the United States, in Europe, and in the'mission fié]d.2
Whethernihe art of the religious dance is accepted in the
sanctuary or not, its spiritual values can be experien;ed
in schools, universities, and through public performances.
Dance-dramas depicting sections of the Mass and choral
interpretations have been performed in many -parts of the
world, ~Many of these performances have been accepted
meaningfully as religious implitations of dance by members
of the Roman Catholic Faith. ‘

Renee Foatelli, who haé created liturgical dances in
France,.urges fhe use of dance in'pageants which interpret
the Mass and suggest§ that this be done through the art of
rhythmic interpretation such as that performéd in the Roman
Catholic Schools and Universities in the United States,>
The students in the Oakdale Country Day School in Philadel-
phia have utilized the art of rhythmic interpretation in
théir study of the Roman Catholic, Protestant, Quaker, and

Jewish faiths.? Grailville, ‘a School of the Apostolate for

Ist. penis, op. gig.,_p;‘si.
2Fisk, op. gig;, p. 142;\ :
3ante111, gg,lgig,, p. 21.
4Fisk, op. cit., p. 170, .
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Catholic Young Women, at one time offered not only a one to
two-year course Which included creative and devotioné] study,
but also a cdurse in the “1nterpr‘etat1’ve‘dance."1 At this
same school, the late Dom Ermin Virty, 0. S. B. of St.

Louis, then editor Caecelia Music Magazine, taught courses

based upon the chants of the church and encouraged the
symbolic interpretation of religious music through movement.2
In the celebration of the Roman Catholic Mass, there
afe definite stylized movements and postures which lend
tHemse]ves to interpretation through dance, The action of
the Roman Catholic Mass creates the effect of symbolic move-
ment which closely resembles a dfscip]ined, sacred dance;
In this connection, Hugh Benson, who became a Roman Catholic
priest, states, "It [the Roman Catholic Mass] is no less

than a sacred dance.“3

The.priesf and altar boys perform
symbolic movements in the transferring of candles, books,
and censers, and in the execution of formal patterns of
walking and kneelihg. Jacques Maritain, sensitive to the
beauty of the disciplined movement.wifhin the Mass, has
written, "There is nothing more beautiful than a High Mass,
a dance before the Ark in slow motion."4

Because all religious art stems from man's desire to

reveal his awareness of God, the Roman Catholic Church

Tsutte, op. cit.. - 21bid,

3Fisk, op. 171.

eiE.s Ps
4Maritain, 0P« €1%.,:ps 32,
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respects the revelations of this awareness manifested
through sacred music, painting, sculpture, poetry and drama,
as well as through symbolic movement.] A true Christian

art, however, knows no barriers of creed or dogmas; it is
2

neither exc]ﬁsive]y Roman Cathb]ic or Protestant, Although
dance is one of the neglected arts of the church, Fisk feels
that it may be used effectively to reveal spiritual truths
and to deepen_the participant's own devotional 11’ving.3

Because of the investigator's particular interest in
choreography based upon religious themes, the'present study,
AGNUS DEI: A Suite of Three Original Modern Dance Composi-
tions Based upon Selected Parts of the Roman Catholic Mass
was undertaken. It entailed the developing of the chore-
ography for a suite of dances, the writing of the narration,
and the production and presentation of AGNUS DEI in three
public performances. The study also entailed the developing
of a written report of the study as whole, including a de-
scription of the three origina]'mddern dance compositions
entitled "The Offertory," "The Consgcration," and "The
Communion."

Definitions and éxp]anations of modern dance, dance

composition, suite, choreography, and the Roman Catholic

Mass were established to clarify basic terminology utilized

TFisk, op. cit., p. 172.
21pid. '
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throughout the study. Specific purposes underlying the
study included choreographing a suite of three modern dance
compositions based upoh selected parts of the Roman Catholic
Mass--"The Offertory," "The Consecration," and "The Com-
munion ;" developing the narration to be used as a transi-
tional device for unifying the three original modern dance
compositions comprising the suite; producing and presenting
AGNUS DEI 1in one or more public performances during the
spring semester of the academic year of 1966-1967; and bre-
paring a written report of the thesis as a whb]e including

a description of the suite of modern dance compositions with
respect to the choreography, the'accompanimgnt, the narration,
the costumes, the 1ighting, and the stage decor.

The choreography for AGNUS DEI was limited to three
modern dance compositions based upon selected parts of the
Roman Catholic Mass--"The Offertory," "The Consecration,"
and "The Communion.," A further Tlimitation of the study was
that all of the dances were choreographed by the investigator
in accofdance with her technical proficiencies and those of
the subjects participating in the study. A minimal time
limit of twenty minutes was established for the presentation
of the suite of three orfgina] modern dance compositions,
Nine participants were selected from among private dance
students taught by the 1nvéstigator in Dallas, Texas.

The following selected studies related to the present

one were surveyed: (1) Kay Osborne's creative thesis
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entitled "Through A Glass Darkly: A Suite of Five Original

Dance Compositions Based Upon A Prism of Emotions As Seen
Through Selected Symbolic Associations with Identifiable
Objects Utilized as Stage Properties"; (2) Marion Nicoll's

creative thesis entitled "Pinturas Mexitanas: ‘A Suite of

Original Dance Compositions Based Upon Selected Phases of
Mexican Life"; (3) Eloise Hanna Smith's creative thesis
entitled "A Dance-Drama with Original Music and Choreography

of the Te Deum"; (4) Mattie Moss' historical thesis entitled

"An Historical Study of Religion and Dance With Implications
for the Use of Religious Motives in Modern Dance Education";
and (5) Marilyn Lewis' historical thesis entitled "A Study
of Modern Dance as a Means of Worship in the United States
with Emphasis Upon the History, Development, and Contribu-
tions of the Sacred Dance Guild and of‘Rhythmic Choirs.,™"

In discussing each of the foregoing studies, similarities
and differences with respect to the present study were
pointed out by the investigator.

THe data utilized in the deve]opment of this thesis
were collected, stuaied, and assimilated from both docu-
méntary and human sources. The documentary sources comprised
books, periodicals, newséapers, films, and other published
materials related to methods of research and tc all aspects
of the study. Theses, dissertations, research studies, and

other unpublished materials related to all phases of the
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study were utilized aiso. " Human sources for data inc]uded
members of the investigator's Thesis Committee; selected
Roman Catholic priests from the St. James and Holy Cross
parishes 1in Dallas, Texas; members of the Fine Arts Depart-
ment at the University of ﬁa]]as; private dance students
from among‘those taught by the invéstigator; and selected
authorities in the field of dance, music, costume design,
and construction of stage properties who gave heTpfu]
assistance, guidance and information to the investigator in
the development of.the study. .

In discussing the rich heritage of religious dance,
the following periods in history were surveyed: Pfimitive,
Egyptian, éib]ica], Hellenic, Roman, Midd1e Ages, and
Renaissancé Through the Contemporary.

The dancing of-primitive'man was largely of a reli-
gious character, Dancing, to primitivé man, was of priméry
importance in the 1ife of a groupg it was neither a diver-
sion nor a form of entertainment,. fHaVing no vefba] language
through Which to communicate with ofhers, he danced.about
every activity of any importance in his 11fe.] Dance to

him was both an expréssion of man's relationship to man,
‘and of man's relationship GiEh e unknown , 2
- Among primitive péop]es,_dénte magic was first means

of dealing with the unknown.3' Through dance magic, primitive

1

2Shawn, op.

Sachs, op. . 8.

cit., p
cit., p. 31. . 3Ibid,
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man sought to identify himself with the forqes of fhe uni-
verse, to become one with'the cosmic powers and, thereby,
to contro} these forces for the benefit of himself and his
fellow men. There were many inexplicable forces which
permeated the 1ife of primitive man and he expressed'his

reaction toward each of these forces by dancing.]'

Thus, in
time, he came to worship not the manifestations of these
forces--the lightning, the trees, the waters, and other
natural phenomenas--but, instead, the powerful spirits which

2 His religion required that he attempt to

inhabited them.
.contro],'through'magic and mysteries, these forces over
which he héd no actual contro1.3 Dancing was his way of
communicéting with the spirits with which he peop]ed the
supernatural world in which he Tived.

As  the structure of primitive society developed from
the individual and his family unit to tribes, primjtive man
faced new problems and emotions. In trying to solve these
new problems and to understand his emotions, he continued to
dance. Certain individuals in the tribes demonstrated
superior.powers in theif dances and were recognized with
fespect and authority; such an individual was called "the

4

Shaman" or the "medicine man.," These dancers acted as

Ibid. Ibid,

3Kirstein, op..cit., p. 6.
tes

4Martin, op. ci
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high priests and served és fnstruments of 1nterces$ion be-
tween the material world and thevspiritual world of primitive
man.]

As man emerged from pre-history into a period of re-
corded history, he continued fo dance the themes inherent
in the dances of primitivé man, It is obvious, too, that
these universal themes with appropriéte variations in style,
rhythmn, and purpose have been utilized by every subsequent
generation, thus making dance, rooted in the religious
consciousness of primitive man, the universal art which is
so satisfying to the soul. |

In Egypt, dance again was the chief medium of reli-
gious expression, kirstein points out that, "As far back
as the.First Dynasty [ca. 3000 B.C.] a wooden're1ief of the

n2

King Semti shows dancing as plastic prayer, and the Kinneys

state that, "Egyptian carvings of six thousand years ago

3 Traces of

record the use of dance in religious rituals.,"
majestic choreographic poses on the columns of a temple have
been found by sculptors, indicating that the religious dances
of Egypt reflected a feeling equivalent to the spirit of the
Pﬁaroahs' monumental architecture.?

In the earliest period of Egyptian civilization, dance

was an important adjunct to the temples where the members of

1Shawn, op. cit.

2Kirstein, cit.s pPs 11,

op.
3Kinneys, op. cit., p. 4. | 41bid.
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the priesthood were a11-powerfu1.] They conducted rituals
and guarded the temples in which dance was performed by
special dancers or by the members of the priesthood them-

selves., Plato relates that:

The priests danced in definite, especially
designed movements around the temple altars
and the dance formations which they executed
were intended to represent the movments of

the planets, the cons%ellations, and the fixed
stars in the heavens,

~These astral dances appeared to have been the most cutstand-
ing form of dance in the rituals of religious- dances among
the ancient Egyptians.3
As the Egyptian towns gfew,»each settlement built its
own temple and'worshippéd it own god. The chief god, wof~

4 Through

shipped by all Egyptians, however, was Osiris.
the worship of Osiris, thé Egyptians explained the forces
of natureAabout thém,.particuTarly the annu§1 overflow and
the recession of the waters of the river Nile., Osiris, son
of Zeus and Niobe, was designated by the Egyptians as the

5

brother and husband of the goddess Isis.”> The Egyptians

believed that the tears of Isis, falling in grief because
of the death of her husband-brother who had been killed by

6

Typhon, resulted in the annual overflow of the Nile, In

the temples, this Tegend became the central story of the

]Ibid. 2B]ackman, op. cit., P.

2

i e 4., .,
Kirstein,.op. cit., p. 7. Ibid,
1hid. | SShawn, op. cit., p. 17.
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Egyptian religion and was re-enacted constantly in dramatic

dance form.]

The Egyptians produced many dance-dramas both
within and outside of the temples in honor of their numerous
gods and goddesses.

The Egyptian tribes condﬁcted many ritualistic pro-
cessions in which they honored their dead.2 It was custom-
ary among the peasants of Upper Egypt for the female rela-
tives and friends of a deceased person to meet together
" outside of his home on each of the first three days after
the funeral to lament and to perform a strange dance of

3 Some of these dances continued for an hour

1amentation.
or more and were performed two or three times each day.

The people of Egypt exercised great care and concern in their
preparation for life after death.4 They believed that this

préparation was essential since their religion denied that

death ended the existence of a person who had led a good

life.s

The Egyptians observed many important religious
festivals which often required the performance of dancers

6 One

who had at least é degree of preparatdry training,
of these festivals, which illustrates the survival of

ancient fertiljty rituals, was the ceremony in honor of

]Oesterley, op. cit., p. 210,
21bid. - - 31bid, “1bid,

——— ———

5B]ackman, ope C€1tus Ps &u = 61pid,
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the consecration of fﬁe sacred bull, Apis.] Priests exer-
cised considerable care in choosingvthe sagrificia] animal
and adhered to the belief that the animal selected could be
fertilized only by a shaft of moonlight and that, at its
birth, certain unmistakeable signs showed its devine
selection. The bull husf be black with a triangular white
patch on h%s forehead and another on his right flank, repre-

2 There were

senting the crescent moon in the black night.
numerous other requisites which had to be met, all of which
were approved only by the priests, Tﬁe bul{, Apis, was.
placed in a designated sacred place for four months after
which he was transferred to Memphis and was conducted in
pohp to the sacred Apeum where his domestic servants per-
formed secfet dances in his honor.3 .These dances enacted
thé adventurés of the god of whom the bull, Apis, was
thought to be the 1living image.4

There can scarcely be a doubt that Egypt, the first
country to produce a great civilization, was also a great
dancing center. In this connecfion, E11is states, "Egypt,
is the mother country of g]] civilized dancing."5 According
to Kirstein: : |

Egypt in relation to the dance is interesting
as the first great culture-which used the

1Ib1'd. . 2Kir‘.ste1'n,__B‘ cit., p. 11,

3

—
o
Q.

id.

41b3d.. -

5Sachs, op., cit., p.~.230.
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ggactice»of:the magic of tribal civilization i?
e development of a great homogeneous nation.
| Dance was an integral part of thevceremony of worship

among the ancient Hebrews, and, in the opfnion of the
invest%gator, to a large extent the custom of dancing in
the Christian Church today. The dances of the Hebrews were.
1nf1uenced directly by those of thF Egyptians.. Vui]]iér,
states that, "As early as the year 2543 B.C., we find traces
of the choreographic art, Dances bequeathed by the priests
of ancient Egypt were held high in honor among the Hebrews ;"2
According to the 01d Testament, the offering of sacrifices.
in the worship of Jehovah, were definite occasions for dancing
among the Hebrew people, in this connection, there are eleven
ancient Hebrew réot words desCribing dance in reference to its
use in the 01d Testament.3

During the first century fo]]pwing the birth of Christ, a-
Jewish sect, known as the Therapeutae posseséed a high}y devel=-
oped form of dance.4 This sect, whose'origin and fate alike are
unknown is beljeved to have settled during the first century in

the vicinity of A]exandria,,Egypt.5 The members, both- men and

women, devoted their time to prayer'and to study. They

11,
X o 31bid.

e o,

IKirstein, op. cit., p

2yyillier, op. cit., p.
4%E114s, op. cit., p. 140.
5Encyc1bpedia Britannica, gg.lcit.,vp.-435.'




156
prayed twice a day, at dawn and at the close of the day, and
spent the remaining hours during each day on spiritual
devotional exercises.] According to Sorell, at special
baanets, the Therapeutae performed hymn chants, and pro-

2

cessional dances, in choroi of men and of women.

It appears that there was some connection between
dance and the Church in the very early period of its organi-

3 Kirstéin tells of the Gnostic "Hymn of Jesus" as

zation,
early as the year 160 A.D., dealing with the Lord's Supper,
and states thaf, "Inlit, instead of the traditional breaking
‘and sipping of wine, they [thé disciples] danced.4 It is
obvious,'therefore, that dance was accepted as a part of
Christian ritual as early as the first céntury;

Dancing during the Hellenic Period of civilization
has been associated always with the worship of gods and
goddesses. The greatest of all Greek gods was Zeus, who
originated in Crete, a Grecian island in the southern Agean
Sea, and about eighty-one miles froh the mainland of
Greece.® It is interesting to note what a tremendous’
influence Zeus and.this Cretan is]and had upon dance among
the ancient Greeks. The Cretans were extolled by the

Greeks as exceptioha] artists and acknowledged as their

superiors in the dance. According to Sachs, the best

1Ib1'd. 2SoreH, op. ¢lt.; p. 20,

———

3Kirstein, op. cit., p. 61. ‘ 41bid.
Ssorell, op, Bit. §s. 20, ¢
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Greek dancers in modéfn times still come from among the
descendanﬁs of the Cretans.|

Greeks'in all stations of life are known to have par-
ticipated in the dance on all occasions. The militant
Spartans insisted that danéing was essential to the develop-
ment of a éood so]dier;'the Athenian lovers of beauty deemed
if essential for the sound development of body, mind, and |
soul; physicians prescribed dancing for its therdpeutic
values; philosophers encouraged their students to practice
dancing as their best medium for tota1 deve]bpment; and
great men were not uncommonly known to dance in pub1ic.2
It is obvious, then, that the attitude of the early Greeks
toward dancing was one of respect and enthusiasm, It is
not surpriQing-to find that choreography during this period
reached a very high state of exceHence.3

Of all Greek dancing, the religibus rituals were the
most impressive. These re]igious'dances may be classified
into foﬁr main groups: the Emme]eié,'the Hyporchemia, the
Gymnopedia, and the Endymatia.4. The Emmeleia and the
Hyporchemia were deeply religious in nature and are among

the most ancient of the Greek'dances.5, The origin of the

Ysachs, op. cit., pp. 238-239.
'ZKirstein, op. cit., p. 33.
3Kinneys, op. cit., p. 12,

B

41bid. ~ Srpid.
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Emmeleia is attribufed to Orpheus, the mythological musician
and poet. The movements éharactefistic of this group of
dances were slow and stately and were performed without

choral accompaniment.]

The Hyporchemia comprised some of
the oldest types of Greek dances performed by both men and
women, éhd_are noted for their choral accompaniment, the

mostvcharécteristié accompanying feature of Greek dancing.2

The dances comprising the Gymnopedia and Endymatia were less
Ee]igious in nature than those included within the first two
groups of dances. _The Gymhopedia, depicting athletic feats,
were usually danced in Honor of Appollo by nude youths.3
The Endymatic dances were costumed brightly and were used

for general entertainment pur_poses.4

The dances comprising
these four main groups of antient‘Greek-dances were common
to different Tocalities, and usually celebrated the worship
of a god, or a victofy, dr some special act of heroism.

It is obvious that the Greeks gave to the world greater
cultural momentum than any other cpuntry during the early
periods of civilizations. In the development of dance, the
Greeks were outstanding, ref]ecting the Greek ideal of
beauty which permeated not only dancing but also a]) of the
related arts--]iterature,'dréma,,painfing, sculpture and

architecture. In this connection, Vuillier states, "Thus we

libid.

irstein, op. cit., p. 32.
31b1d, | A pid.
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see that Greece, wifh'her-fine simplicity of thought, set
patterns from which was cut the civilization of Rome.“]

The dance suffered various stages of degradation at
the hands of the Romdn people and, because of the ultimate
decadence of Rome, the devé]opment of religious dance was
retarded for at least a thousénd years, The early Romans
were not a very dance-conscious peop]e.2 They seized upon
the dance and all of the other arts deve]oped by the Greeks.

‘Little can be said about the religious dance performed
by the Romans,. The Romans were greaf organ%zers, conquerors,

lawmakers, and governors but, in the arts, they cheapened

A what they bor‘rowed.3 As the religious life of Rome gradually

decayed and became orgiastic, so the religious dances became
occasions for unbridled licentiousness énd'sensuath.4
U]timate]y, the Church tgok over what 1ittle religious
dancing remained.

Perhaps the most sacred of the Roman religious dances
were the dances of the Salii or the'Priests of Mars. There
were numerous orders of such-déncing priests appointed by
Numa Pompilius, the second King'of‘Romé, to honor the gods
through dance and to care for the Ancilia--the sacred shield

of Mars.5 Holy processions of the SaTii Priests were held

,]Vui11ier, op. cit., p. 14. | Ibid,
3

Shawn, op. cit., p. 17.. °

S

.

Kinneys, op. cit., p. 28..

*Kirstein, op. cit., p. 46.
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during the months of March and October with ritualistic
ceremonies lasting as long as three weeks.‘h The most solemn
procession was held during the montﬁ of'Maréh, commemorating
the time when the sacred shield was believed to have fallen
from heaven during the reign of Numa.z' On otherAsolemn
occasions, the Salii would parade through the‘capital and.
other public pérts of the city while dancing and singing
sacred songs said to have been composed by Nuha.3 |

Dancing never.played as important.a part in the na-
tional 1ife of -the Romans as it did in that of the Greeks.,
According to the Kinneys, with the final capitu]atibn of
Greece to Her more barbaric conquerors, the Romans proceeded
to help themselves to whatever of the Greek culture pleased
tiﬁem.4 Dance to the Romans was primarily a past time which.
respectable Romans regarded a§ inconsistent wifh their
dignity.

During the Middle Ages, the Church became rigidly
authoritarian and attempted to regulate all forms of reli-
gious activity, including the‘dance.5 This aspect of the
ritual was attacked severely by the Christians who opposed
- the Roman practice of using religious dance as a form of

entertainment, and, therefore, ordered the Church to pass

e

11bid, 21bid. 31bid,

4Kinneys, op. cit., p. 28,
50ester1ey, @pi- €1ty Pe 73,
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rigid legislation against all riba]d or indecent dances.]
Two men.cbnnected with the Church, Father Menestrier and
Jehan Tabourot, compiled valuable materié] on thé dance
during: the Midd]e Ages. About 1682}.Father Menestrier, a
Jésuit‘Priest, wrote an important book on dancing with
emphésis upon the‘fact that men "sang and danced the praises
of God, using the Chqir as a stage."2 Tabdufot, the Canon

of -Langres, also known as Thoinot Arbeau, wrote an authori-

tative work entitled Orchesography.3 In this important book,
Tabourot refers to the‘opposition of the Church toward “
dancing.4

In spite of all protests, however, ré1igious dance-~
continued to spread during the Middle Ages.  An interesting
‘example of the perpetuation of ritua1jstic dance are the
Cathedral dances of Spain, sbme_of which are continued to
the pfesent day.5 Ih Toledo, the Council suggested that
the Archbiship of Seville present a fritua] rich in sacred
chor‘eogr‘aphy."6 This ritual Tlater became part of the Holy
Mass known as "Mozarabe,"‘and'it is stﬁ]] celebrated in
~the Cathedral in Seville today. Still danced in the
Cathedrals of Spain is the famous "Dance of the Seises"

performed by the choir boys. It was once ordered by the

"Fisk, op. cit., p. 103,

2Kirstein, op., cit., -p. 63.
>Tabourot, op. cit.. ~ “1bid. .
5 6

Kinneys, op. cit., p. 31. - 1bid.
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Pope to be discoﬁtinﬁéd but the order was rescinded and it
is now danced three times during each year--on Shrove
Tuesday, ThevFeast of Corpus Christi, and the Feast of the
Immaculate Conception, respective]y.] .

In the latter part of the twelfth century, the Church
decided to'permit dramatic portrayé]s.2 The purpose of this
decision was to evoke public interest in the services of the
church through the introduction of choral songs and cere- |
monial dances performed by the choir.3 Mystery and Miracle
Plays based upon_ré]igious themes weré part'of these dramatic
portrayals. These plays were presented at first inside the
church before the altar, and, later transferred to the
ballatoria--a dancing area in the front of the church--or
at the wesf door of the church where'awﬁings were hung,
According to Matthew .Paris, the first Miracle Play was en-

II4

titled "St. Catherine, It was written by Gregory, a

5 The

norman, who later became the Abbof of St. Albous.
Mystery Plays grew out of the Miracfe"P1ays and when the
former céased to be presented, fhe Mora}ity Plays were
substituted,® '

Many pagan dances appéared during fhe Middle Ages,

some of which became a part of the traditional church

1Anbnymous, op. cit., p. 575.

21bid.

LW e

S

Vuillier, gg{ gites Do "85
61bid,

Ibid. - 1bid

5
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festivals. One-—ca]Téd'the Tripettes--originated in France
in‘1350 and is still danced todéy ét Barjols in Provence,
France.j It is performed at the patronal feast of St.
Marcel. The Christian and the pagan merged originally
when the people of Barjo]s; bringing the body of St. Marcel
to tﬁeir CHurch, met a group of fei]ow townsmen taking part
in a traditional festival associated with the sacrificing
of a buH.2 Today in France the Tripettes combines both
the'roasting of a buil and several days of dancing in the
church.3 The most4ancient of the pagan'danees were the
fire dances performed on the eve of St. John's Day--Jdune
" 24,--in Brittany, Provence, and Eng]and.4 The "Brandons,"

a torch dance accompanied by-thants and prayers, was per-

formed in éng]and on the first day of May and at Pentecost.5
Dances similar -to the frenzied dances of the savages

and that of the "cult of Dionysus" in Greece’deve1oped also

6 Some have described these dances

during the Middle Ages,
as "orgiastic" and characteristjc of an epidemic which seemed
to spread throughout Germény, Italy, and other parts of
Europe. These dances wer¢ said to have been religious in

drigin during the fifteenth, sixteenth, and seventeeth

centuries.7 Priests stood by'he1p1essly,as the hysteria

e e

]Ibid. ; S 2Kinneys, QE. g1t.s p. 34s
31bid. ‘rpid. . “Ibid,
61pid. 7T1bid., p. 32.
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spread among the people.  These dance manias were called dif-
ferent names in different parts of Europe.. In Germany, about
the middle of the fourteenth century an uncontrollable dance

madness which is known to physiciahs.as Chorea Major and to

1aymeh as St, Vitus's dance, broke out.? In Italy, at the
same time (fourteenth century) and on into the eighteenth
.century another dance mania, Tarantism, evo]ved.2 This dance
was thought to be_cadsed by the bite of the Apulian spider=--

Lycosa Tarentula--and only wi]d jumping about after the bite

of the spider was!thought to bring temporary relief.3 The

Dance of Death, also known as Danse Macabre and as Totentaz,
originated in the churchyardron’days when someone had died
or at a Christian festiva1.4 Mén and women began suddenly
and irresistibly to dance and sing.5

Although in some instances, the pﬁre]y religious
dances were overshadowed by the frenzied and grotesque
dances of the Middle Ages, their balance and beauty were
restored with the advent of the Renaissance.- Religious
dancing, 1ike all of the other- arts, came to T1ife again with
the Renaissance which originated in Italy during the four-
teenth and fifteenth_centuries,6 The furthering of the arts
by the Chufch and by the_patronage of royalty can be seen

throughout these two centuries. The Renaissance is the

lsachs, op. cit., p. 253, - 21bid.
31bid. | 41bid. S1bid,

GShaWn, QE'oc.itu’po 18;
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period Qf Dante, Shakéspeare, Boccaccio, Michelangelo, and
many other great creative artists whose wbrks reflect the
character of the Renaissance as a period of cultural
awakening and expansion,

The Renaissance a]sotmarked the beginning of dissen-
sion betweén church and state.] This schism developed
ultimately into overt rebellion which culminated with the
Reformation in ]517.2 The nations unaffected by this move-
ment included Spain, Portugal, and Italy because these three
countries remained Roman Catholic natfons. fhe result of
the Reformatibn is felt by some churches today, however, in
that they are opposed to dancing of any sort. These churches
represent many of the varied-Protestant’sects which'grew
out of the-Reformation.3

At the same time, persons of royal and éristocratic
1ineage»were evolving a choreo-dramatiﬁ dance form which
gave riSe to the development of tﬁe»ba]]et. In the Italian
courts, dukes and princes devised elaborate pageants in
which thé courtiers danced.in fancy dress, often symbolic,
or enacted the characterslof men, beasts, or mythical gods.4

These extravagant enfertainments reached their height when

Catherine de Medici married Louis XIII and became the Queen

of France.5
Kirstein, op. cit., p. 135.
21bid. - 31pid.

4shawn, op. cit., p. 18. - S1bid.



166

From the choreo-dfamatic form, the ballet evolved into
the ballet-opera fofm in4which a theme or plot was developed
dramatically and interspersed with dancing.] In Italy
thesé forms of entertainment Were presented in conjunction
with the many luxurious court Banquets.z At one such ban-
quet, given by Cardinal Pietro Riaro, Kirstein states that
"After the_food, there was a 'worthy morisco' or a mimed
and dance action."3 Many of the ballet forms were used to
celebrate the canonization of Catholic Cardinals, thus
stressing the Catholic Church's interest in dance.4 In
1609, a great ballet spectacle was organized by the Church
of Portugal for the beatification of Saint Ignatius Loyola.
This ballet was widely danced in churches of both Portugal
and France.®

The ballet continued to flourish in both religious
and theatrical forms during the remaining part of the
eighteenth century. Catherine de Medici and Louis XIV are
said to have been responsible for the development of the
highly gty]ized ballet form which becdme more and more a

part of the theatre.7

Early American was not entirely without its forms of

religious and secular dancing despite the fact that the

Tkirstein, op. cit., p. 136. 21bid.,
31bid. “sore11, op. cit., p. 122,
5yuillier, op. cit., p. 82.. | 61bid.

7Sore11, gg.hcit., p.123.
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early Puritans frowned upon}all expressions of woer]y joy

or pleasure. That the people coming to America found freedom
of religious expression is attested to by the variety of
religious faiths developing within and outside of the

various colonies. Many isolated groups, sects and cults

used symbolic movements in their religious rituals. One of
these new cults was a sacred order called "The Free and
Accepted Mason" which was organized in 1717;1 This group
originated from a meeting of a guf]d of Masons who were build-
ing English Cathedrals and is sti]i activé in many part of
.the world. They base their code upon -the symbols of the level,
the compass, and the plumb, and describe God as the "Great

2

Architect of the Universe." They hold secret meetings and

use elaborate rituals in connection with initiation cere-

3 During these cere-

monies and the conferring of degrees.,
monies, the members sit around the edge of the ha]j, leaving
the center space for special marches and the execution of
floor patterns of special designs.4 The "Eastern Stars," an
active sister group to the Masons, also performs various
movements in their ritua]s.5 Some of the designs the sister

group performs -are those of a cross, a circle, or more com-

plicated symbolic representations of the sun, the moon, or

the Pleiades.®

"Fisk, op. cit., p. 136.
2 1bid. | 31bid. . 4Ibid.
6

SIbid.

P
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Two other groubé employing creative, symbolic move-
ment in the form of dance are the Shakers and the Negroes.
The Shakers, originating in England about the year of 1706,
came fo America in 1774 and settled throughout the east and
middle west. They welcomed aj] who were tired of "futile
;reeds, fo%ma] worship, and the evﬁ]s of a corrupt society."]
Their movements included walking the floor while singing,
and passing each other with staccato movements. Their be-
liefs were derived from certain Huguénot sects which employed
dancing as an active part of the adofation 6f God.2 The
Negroes, brpught to the United States during the eighteenth
and nineteenth centuries, welcomed Christianity and, as it
became their adopted religion, they interpreted it creatively
through‘tﬁé singing of spiritua]s_and iﬁ rhythmic motion

3 Characteristic

because they felt "moved by the spirit."
movements of the Negro included a swayfng motion backward

and forward as he listened to hi§ minister and responded to
him witﬁ the periodic reiteration_of the words "Amen" and
"Hallelujah" and with the c]appfng‘of hjs hands.? Fisk
describes the "ring_shout," gnother typical form of movement,

in this manner: "The prayer of one man becomes a chant, the

chant becomes a shout, and the shout becomes a movement.“5

YWinneys, op. cit., -~ 21bid.
3Fisk, op. cit., p. 137.

——

b1bid. . Srpid.
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Many churches fdday are»enCOUraging,re]igious dance in
the United States, in Europe, and in the mission fields of
various denominations. Credit is given to Ruth St. Denis
and to Ted Shawn as the originators of dance inspired by

religious themes in the United States.]

Other contemporary
persona]itfes and organizations haVe followed these two
great abtists in the performance of religious dances. The
establishment of the Denishawn School of Dance in Los
Angeles, California, in 1915 by Ruth St. Denis and Ted

Shawn is one of the great Tandmarks iﬁ the History of
American Dance.? From its ranks have come three of the
“greatest of Contemporary American Dancers, namely, Martha
Graham, Doris Humphrey, and Charles Weidman., Each of these
dancers ha§ contributed richly to,thé field of religious
dance. Notable organizations which have added to the inter-
est in religious dance includes: The MpdernvDance Group of
the Texas Woman's University in Dénton, Texas, which over a
period 6f years has presented programs of religious dances
in churches of various denominafions; Youth Organizations
such as the Y-Teens and Gir]s Scouts; and the Sacred Dance
Guild, a national oréanizatfon engaged. ih the modern reli-
g1ous dance and in the act1v1t1es of the Rhythm1c Choirs. 3

Church leaders who have contr1buted to the field of

religious dance includes: the Reverend Robert A. Storer who

TShawn, op. cit., p. 32.. - 21bid.
3Lewis, op. cit., p. 48, |

e
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has worked with Motibﬁ Choirs sinée 1937; Margaret Palmer
Fisk, a minister's wife and author of two books on religious
movement entitled The Art of the Rhythmic Choir and Look Up
and Live; and the late Revérend Doctor William Norman
Guthrie, rector of St,. Marks jn-the Bowerie Church in the
City of NeQ York and his daughter Phoebe Ann.]

Because of the many contributions of such outstanding
personalities and religious organizations, dance as a part
of worship is being accepted in many churches today. In
the opinion of thehinvestigator, re]iéioqs dance, because

of such a rich heritage, has much to offer today as well as

) ~in the future,'in church ritual of all denominations.

The investigator developed the thesis while out of
residence {n the fulfillment of her professiona] duties as
a teachér in Dallas, -Texas, during the academic years of
1966-1967 and 1967-1968. The procedurés followed in the
development of the study 1nc1uded} collecting, studying,
ahd assfmi]ating information from aT]uavailable documentary
sourées bf‘data pertinent to vafious phases of the project--
the relationship between re]igion and dance, dance movement
in the Roman Catholié_Church,_and the-heritage of religious
dance from the time of primiffve man through the contemporary
period with emphasis upon, re]igibus dance as a part of wor-
ship in Christian Churches;}out]ining the thematic sources

for each of the three modern dance compoSitibns which were

ThMoss, op. cit.,pp. 42-43,
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based upon thfee prfdéipaT parts of the Roman Catholic Massgy
developing a tentative outline; presenting the tentative
outline in a Graduate Seminér in the College of Health,
Physical Education, and Recreation of the Texas Woman's
University on February 22,.1967; revising the outline in
accordance.with the recommendationé of the members of the
Thesis Committee and others participating in the Graduate
Seminar; filing the approved prospectus of the study iﬁ the
office of the Dean of Graduafe Studie; of the Texas Woman's
University; creatiﬁg the movement motifs fo; each of the
three modern dance compositions based upon the outlined
“analysis of its thematic content; developing the movement
motifs into phrases, arranging the phrases into a specific
form selecfed for each dance composition, and assembling the
compositiohs into a unified suite of dance compositionsg;
presenting the movement motifs to the hembers of the investi-
gator's Thesis Committee for thei} evaluations and criticisms;
and revising the movement motifs in accordance with their
evaluations.

~ The procedures a1solinc1uded establishing criteria for
the selection of the.subjects; teaching twelve private dance
students of the ihvestigatof §pe§ific, progressive technique
sequences to faci]itate'theirfpeffbrmance of the actual
rhythmic patterné, phrasing, and.movements developed for the
study; se]ectihg niné of the tWeive-stUdénts to participate

in the study in accordance with the criteria established for
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thefr selection; orienting the students with respect to the
significance of AGNUS DEIj; teaching the students the composi-
tions comprising the suite as a wholej arranging for the
dancers to travel to the campus of the Texas Woman's Univer-
sity during the months of March, April, and May of 1967 to
permit the members of the Thesis Committee to view, evaluate,
and criticize the choreography as adapted to the selected
dancers and; revising the choreography in accordance with
~their evaluations; outlining a skeletal framework of musical
accompanfment to be composed by Mr., Arthur Smfth, Director
of Church Music at Christ The King Catholic Church in Dallas,
Texas; for each of the three original modern dance composi-
tions; arranging pefiodic visits with Mr. Smith for his
observation of the compositions as performed by the dancers
and fbr faﬁi]iarizing the investigator and the dancers with
the musical accompaniment of AGNUS DEI which was played by
Mr. Smith upon an organj; arranging a session for recording
the music on tape to be used for the public presentation of
AGNUS DEI; developing the narfationvto‘be utilized as a
unifying device for the suite of original modern dance com-
positions ; designing and constructing the costumes and stage
~decor; supervising- the 1fghting effects to be used for the
performance of AGNUS DEI; and presenting the suite of three
modern dance compositions fn a formal concert on May 22, 1967,
in the Redbud Auditorium on the campus of the Texas Woman's

University, in an informal concert on May 23, 1967, at the
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Hamilton Park High School, and at the Hami]ton Park Methodist
Church on June 26, 1967 in conjunction with the Annual Con-
ference of Youth for the State of Texas.

Final procedures followed 1in developing~the present
study entit]ed AGNUS DEI were ihe preparation of a written
réport of the thesis and the development of the Appendix
which included pictures illustrative of the‘choreography
of AGNUS DEI and other materials related to the thesis as a
whole, Final procedures also included revisions of the
written material chapter by éhapter wjth finé] approval by
.the investigator's Thesis Committee during thé academic year
of 1967-1968, ending with a final oral examination and
submission of four copies of the thesis to the Dean of Grad-
uate Studies for approval by him prior to the gonferring‘of
the degree of Master of Arts in Dance and Related Arts
during the Commencement Exercises of the Texas woman's
University on August 23, 1968. |

A descriptioﬁ of the three original modern dance com-
positions comprising AGNUS DEI: A Suite of Three Original
Modern Dance Compositions Based Upon Selected Parts of the
-~ Roman Catholic Mass, was included in the report of this
thesis. The three original modern dance compositions were
“entitled, "The Offertory," "The Consecration," and "The
- Communion," respectively. The description of the three

respective compositions'was not detailed analytically in
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regard to every movement developed for each compoéition but
the dances were described with respect to tﬁe narration
utilized as a transitional unifying device within the suite;
the basic movement motifs; the thematic content; the struc-
tural form selected for each éomposition; and the suite as
a whole, the 1ightihg, the costumes, and the accompaniment
for each dance; and the only piece of stage decor used
throughout the suite.

AGNUS DEI, meaning LAMB OF GOD, was selected as the
title for this creative thesis because it'is symbo]jc of the
drama which is enacted in the three principal parts of the
Roman Catholic Mass.] The suite of three original modern
dance qompositions was based upon the premise that the Mass
is aAmemorial of the Supreme Sacrifice of Christ Who died

2

to give man freedom from the tyranny of sin, In deter-

mining the sequential order of the three original modern
dances, the investigator relied entirely upon the order in
which the three parts are performed in the traditional Roman
Catholic Mass. |

A narrator, who sat on a stool upon the stage, in front
of the proscenium, stage left, read four prose-poems which
served, respectively, as a prologue to the suite ‘as a whole
and as an introduction to each of the three modern dance com-

positions comprising the suite. The stage area was unlighted

1Sheen and Daniel-Rops, op. cit., p. 147.
21bid.
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as she read. A blueuiight'was focused upon the narrator
while she read each prose-poem and, as the light was brought
down at the conclusion of each prose-poem, fhe lighting
design developed for each of the three dances was focused
upon the stage area. |

The’%irst composition in the-suite was entitled "The
Offertory" and was based upon the offering of one's self to
God iﬁ the form of Bread and Wine.] The composition was
structured as a three-part fdrm indicated by the Tletters
ABC. Underlying tﬁe central theme were thrée ideas: (1)
the bringing of the gifts of Bread and Wine to the altar,
(2) the offering and blessing of these gifts,‘and (3) the
offeking of one's self.

The dancers' costumes for "The Offertory" consisted of
a basic white leotard under an ankle-length, white, A-line
vdress, accented with a hip-length greeﬁ, hooded cape.
Radiant green lights were focused.upon the dancers at the
conclusion of the prose-poem introducfng "The Offertory."
The color of the dancers' costumes and the green lighting
which flooded the stage wére chosen for "The Offertory" in
~order tb intensify tHe underlying ideas of humility, peni-
tence, and forgiveness, o |

"The Offertory" opened With the dancers entering in
a processional design, moving‘with slow walking steps from
the downstage right and left wings, respéctive]y. As they

met at the center downstage, they proceeded in twos upstage

T1bid,

J
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- toward the panel upon which wefe pictured the_Crosé and
‘altar. The hand movements of the dancers included gestures
indicative of carrying gifts, Each dancer genuflected as
she approached the center downstage area and focused upon
the Cross which was used as a foca] point throughout}the
composition,. Af the conclusion of the processional, the
dancers moved to form a semi-circular design around the
altar. In a kneeling position, they began section B of the
composition which portrayed the offering and blessing of the
gifts. In carrfying out this idea, -the dancers executed
horizontal pendﬁ]ar swings of the arms and upper torso.
Still kneeling and with hands folded in a prayerful posi-
tion, théy executed deep backward énd forward sways of the
upper torso. Rising from their kneé]ing position, the dénéers
lunged forward as if to place their gifts on the altar, and
then traveled downstage. Executing a low jack-knife turn to
face the audience, three of the dancers sank to their knees
as the other six dancers, in groups of threes located up-
stage right and left, reSpective]y, lunged forward to-face
the audience. Remaining in a triangular design, they executed
iSo]ated arm swings to the right and left side of the body
and ended section B with an arm gesture indicative of a Roman
Catholic celebrant bestowing the sacred .blessing--"the sign
of the Cross." At the beginning of section C based upon the

offering of one's self, the dancers executed a sharp turn to
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face the altar. Standing in "second position" with hands
clasped above the head, they executed a series of deep knee
bends indicative of the humbling of one's entire self, Fol-
lowing this expression of humility, the dancers executed a
series of rapid movements upstage toward the altar and again
formed a semi-circle, focusing upon the Cross. Repeating
movements from section B, the horizontal pendular swings of
the arms and torso and the extended forward and backward

. sways, the dancers ended section C of the composition with
the hand and arm gesture based upon the "sign of the Cross"
which appeared previously in section B, The 1ights dimmed
to a complete blackout as the daﬁcers completed the last-
gesture,

! The movements choreographed for section A of "The
Offertory" were based upon the rhythmic patterns of a Roman
Catholic chant entitled "Lord Have Mercy." This chant is
written in 2/4 times and served as the musical background
throughout "The Offertory." Accompaniment for sections B
and C of-the composition were based_upbn melodies written
in 3/4 meter, The‘only variation in the dynamics of the
music were crescendoes from soft to moderately loud, followed
by diminuendoes to'the original quiet quality.

"The Consecration," the second composition.in AGNUS
DEI was based upon Transubstantiation or the changing of the

substance of the Bread to the substance of the Body of Christ,
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‘and the substance of the Wine to the substance of His Blood.!
Underlying thevcentral theme were three jdeas=z (1) they
mystery of Transubstantiation; (2) the changing of the Bread
into the Body of Christ; and (3) the changing of the Wine
into the Blood of Christ. The organization of these three
jdeas took the form of Rondo indicated by the letters ABACA.

The dahcers' costumes for "The Consecration" consisted
of a white Teotard under a white, ankle-length, A-Tine dress
' atcented with a hip-length, red, hooded cape. At the con-
clusion of the prose-poem infroducing the composition,
brilliant red lights were focused upon the dancers. The
cd]dr of the capes and the red lighting which flooded the
stage were chosen in order to intensify the dramatic symbolism 4
inherent in the mystery of Transubstantiation. The nine
dancers were arfanged on the stagé in three triangular designs--
three dancers in each group.

For the purpose of clarification when feasible, the
investigator will refer to the center stage group as group
one and.to'the upstage right and left groups as groups two
and.three,respective]y. |

As the composition began, the nine dancers, standing in
three triangular designs; facing the audience, executed arm
movements symbolic of the central theme--the mystery of
changing the Bread and‘w1né into the Body and Blood of Christ,

The dancers' arms rose slowly from behind the body to the

Ibid.
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front above the head., As the arms were lowered from this
position, they crossed in front of the dancers' faces., The
dancers executed a step lunge to the side, moving the arms
from the upraised position to the rﬁght and left sides,
respectively. The entire movement was repeated twice, after
which the group turned and knelt, facing the altar. The
highlight of the composition entitled "The Consecration" was
a sustained movement flowing through the arms and body as

" the dahcers moved from a standing position to a kneeling
positién, ending with the hand and arm gesturé indicating
"the sign of the Cross."

In section B of "The Cbnseération,“ the movement motifs
were based upon changing the Bread into the Body of Christ,
A1l three groups of dancers traveled from the downstage to
the altar, executing gTiding steps, lunges, and hand move-
ments illustrative of scooping and molding the bread, Com-
pleting this idea, the dancers now facing the altar, executed
broad circu]ar steps from side to side with both arms raised
high aboVe the head. Finally, aé if piacing the bread upon
the altar, the dancers knelt on one knee and made circling
motions with their arms and hands, signifying the final
consecration of thé Bread. Rising, they repeated the charac-
teristic gliding steps'as they returned to their original
triangular designs for the‘répetition of section A.

Section C of the'composition was based upon the changing

of the Wine into the Blood of Our Lord. The nine dancers, in
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three triangular desiéns, ‘executed reaching and clinging
gestures with the arms and handé. Group one performed these
movements for the first four counts while groups two and
three executed eight counts of the same movements--clinging
and reaching with the handé and arms. Turning and walking
sJow]y,towérd the altar, group oneAperformed a circling
movement with the right arm., The left arm was eXtended to-
ward the altar and, as the right arm completed its circling
movement, it crossed the left arm, Stressing the idea of
changing the Wine into the Blood of The Lord, groups two and
three traveled the same path as group one toward the altar
“and repeated the same circ]iﬁg arm and hand movements.
Group one moved away from the altar trayeling to downstage
center as éroups two and three traveled upstage toward the
altar, When all of the dancers had returned to their
.origina1 triangular designs,‘they repeéted section A of "The
Consecration" and the 1ights<dimméd_to a complete blackout,
thus ending the composition, |

The movements choreographed for section A of "The Con-
secration" were baéed upon the rhythmic pattern of a chant
entitled "Lamb of God" which-is sung in hany Roman Catholic
services by participants and officfahts instead of being
spoken at a specific time.W1thin.the Mass; The chant is
.writtén in 2/4 méter-and served as»the musical accompaniment

“throughout "The Offertory." Accbmpanimeht for section B of
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the composition was based chiefly upon a chant used also in
the regular services of Roman Catholic Mass, entitled "Holy,
Holy, Holy." The remaining portion of section B and all of
section C were based upon original melodies written in 6/4
meter,

"The Communion," the third of the original modern dance
compositions comprising thé suite entitled AGNUS.DEI, was
based upon receiving the Lord in the form of Bread and Wine.!
-Underlying the central theme were three ideas; (1) prepara-
tion of one's self, (2) receiving Communion, and (3) rejoicing
for having received Communion, The investigator organized
these ideas into a Rondo form 1ndﬁcated by the letters ABACA.
The first idea.formed section A which recurred throughout the
composition; the second and third ideas formed sections B
and C of the composition, respective]y.

The dancers' costumes worn for "The Communion" were
entirely white and consisted of the basic leotards under an
ankle-length, A-line dress, accented with a hip-length,
hooded cépe. Soft blue Tights were,fotused on the dancers
at the conclusion of the prose-poem introducing the composi-
tion. The unrelieved white costumes and the soft blue lights
were chosen for "The. Communion" in order to intensify the
underlying idea of purity.

"The Communion" opéned with the dancers in the design

of a Cross, with their'upper torsos prone on the floor. At

T1pid,

—.
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the opening of the A section, the dancers remained'in this
position as they executed arm and uppef torso movements
including the raising of the right arm é]owlyrover the head
and returning to the floor three times. Then, rising to a
kneeling position on one knee, the dancers executed upper
torso sways to the right and left sides, respectively.

Still kneeling on one knee, the dancers paused, focusing
upstage toward the altar with their hands folded in a prayer-
ful position. The dancersvthen rose and turned to follow
two girls, one ‘on the left and one -on thelright side of the
Lross, as they moved toward the altar, stepping lightly on
their toes. Section A ended as the dancers sank slowly to
their knées in three groups, each Qroup of three in triangu-
lar design. This last phrase of section A was executed in
succession, using nine counts of music, On the first three
counts, the group nearest to the altar knelt; groups two and
three knelt bn the second and third groups of three counts,
respectively.

The movements for section B of "The Communion" depicted
"the idea of receiving Communion., Having prepared themselves
for receiving the Lord, the dancers rose from a kneeling
position and moved around the stage executing lunge steps
and low turns. Pausing in a semi-circular design, each
dancer moved her head up and back as if receiving Communion,

followed by the hand and arm gesture indicative of the "sign
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of the Cross." The dancers then returned to the cénter of
the stage and formed the original design of the Cross to re-
peat section A of the composition, 'Theiidea portrayed in
sect}on C of "The Communion," was that of rejoicing after
having received Communion, Wifh an expression of this
exu]tation upon their faces, the dancers executed a series
of joyful skips, leaps, and turns with Which they.gradually
formed a complete circle around the stage, Moviﬁg in this
circular design, each dancer executed free swinging steps
and ecstatic leaps. 'Still rejoicing, they repeated a series
of Tunging steps and turns 1ntroduced previously in section B
of the composition. These lunging steps and turns were
executed downstage in twos, and ended with the dancers stand-
ing across stage front in the design of a "V." Sfi]l fabihg
the audience, the dancers again executed the hand and arm
gesture indicative of "the sign of the Cross" and ended
section C with ecstatic turns back to the original formation
of the Cross for the final repetition of section A, At the
completion of section'A, the 1ights dimmed to a complete

blackout and the curtain was Tlowered with the dancers still

on stage.

Recommendations for Further Studies
In developing AGNUS DEI: A Suite of Modern Dance
Compositions Based Upon Selected Parts of the Roman Catholic

Mass, the investigator discovered .numerous-possibilities for
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those interested ih'representihg, through Modern dance,

other creative studies of a religious nature. The following

are specific recommendations for such studies:

1s

The development of a suite of original modern
dance compositions based upon the complete
worship services of the Roman Catholic Mass.

The development of a suite of original modern
dance compositions based upon selected parts
of the Roman Catholic Liturgical year such as .
the three chief feast days--Christmas, Easter,
and Pentecost.

The development of a suite of original modern
dance compositions based upon selected
Doxologies, such as the "Gloria in Exce]s1s,
and the "Gloria Patr1."

The development of a suite of original modern
dance compositions based upon religious

-poetry.

The development of an'origina1 dance-drama
illustrative of the content and form of the
Mystery Play of the Middle Ages.

The development of an original dance-drama
illustrative of the content and form of the
Morality Play of the Middle Ages.

The development of an original dance-drama
j1lustrative of the content and form of the
Miracle Play of the Middle Ages.
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APPENDIX



The following is a copy of the narratibn which was.
utilized as a transitional, unifying device-in tﬁe éreative
thesis entit]ed'AGNUS DEI: A Suite of Three Original Modern
Dance Compositions Based Upon Se]ected'Pérts of the Roman |

Catholic Mass,



NARRATION -

Introduction

Sheep led away to be slaughtered, Lamb

That stands dumb while it is shorn,

No word from Him.

It is but one sign by which you should know me,
Seated on the clouds of Heaven and surrounded

By the blinding light of Thy glory in which all
Hidden things will lie revealed,

It is the sign of the Lamb, the sign by which

Thy Blood will blot out forever all the hatred

And spirital unrest seated in my heart; ’
And grant that in the strength of Thy sign, the mark
Of the Lamb, I may gain for you the whole world,
That which Thou has promised to those who are gentle
And forbearing.

Prologue to "The Offertory"

I desire that this Bread and this Wine, I now

Bring before Thy -altar, be in Thy sight as truly Bread
Of mine, as truly Wine of mine.

It is I myself who now unite in offeri
Bread and Wine to you.

For I wish to join in this unbroken offering.-
It is my wish to be among my followers, to

Be a sharer in the society that finds

Its link of union in You.

To be among Thy flock, so that in seeking

My own salvation I may also be of

Avail in effecting the salvation of all mankind.

ng

Prologue to "The Consecration"

If you have naught else to Tlay before the Lord,

Deliver unto Him at least your labors and your pains;

Many are the men who have striven mightly that

Fragments of Bread might rest here upon the paten,

If your hands are empty and your voice stricken dumb,

Offer at least your wounded heart and all that it has borne,
That this Chalice might hold this Wine,

Was it not needful that the grapes be crushed and yield

its all?



If you have nothing but sin and bitterness, a 1ife that is
- Tedious and full of sharp distress, hold before Heaven
your hands
So pititable Taden, manifesting to the Devine Mercy your
needs to be ,
Received at His table, _
If you Tack the mere strength to pray and entreat, if there
Is naught in your heart but emptiness and disorder, then
Silently yield into the hands of another all your being, and
You shall find in Him gift and giver.

Prologue to "The Communion™"

You are mine, and I am yours, wholly made one in this
Sacrament,

My soul worsh1ps You in stillness.

No merely human sense of gratitude even begins to take account

Of this gift so far above the feebleness of human insight.

No love can ever equal the love which had caused Thee to make

This Sacrifice, I ask that I may share in Thy Sacrifice, and
that _ :

Thy will be with me as I carry my Cross. As I go from sorrow
to joy,

From hope to fear.

There is neither speech nor language, not even the language
by which

Heart speaks to heart, fit to express all that I would now

say,
My joy is beyond speech.



The following color sketch illustrates the costume

designed for the composition‘ent1t1ed "The Offertory;"'
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The following color sketch illustrates the costume

designed for the composition entitled "The Consecration."
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The following color sketch illustrates the costume

désigned for the composition entitled "The Communion."
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The following is a color sketch of the only stage

decor used 1in the suite of dances entitled AGNUS DEI.
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The following photographs depict scenes illustrative

of the composition entitled "The Consecration."









The f011owing‘programs are illustrative of those used
in the presentation of AGNUS DEI: A Suite of Three Original
Modern Dance Compositions Based Upon Selected Parts of the

Roman Catholic Mass.
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Agnus Dei

A suite of dances choreographed by Ann M. Williams, in
partial fulfillment of the thesis requirement for a Masters
of Arts Degree in Dance and Related Arts.

“The Offertory” . _____._ based upon the offering of our-
selves to God in the form of

bread and wine.

“The Consecration” ... ... based upon Transubstantiation
. . . the substance of the bread
becomes the substance of the
Body of Christ, and the sub-
stance of the wine becomes th2

substance of His Blood.

“The Communion” _________ based upon receiving Our Lord

in the form of bread and wine.
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