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ABSTRACT
CAROLINE SUTTON CLARK

A HISTORY OF AUSTIN BALLET THEATRE AT THE
ARMADILLO WORLD HEADQUARTERS

DECEMBER 2016

The purpose of this qualitative historical inquiry is to investigate the
performances of Austin Ballet Theatre at the Armadillo World Headquarters in Austin,
TX from 1972 to 1980. Austin Ballet Theatre was an amateur ballet company performing
classical and contemporary works at the Armadillo World Headquarters, a psychedelic
music club. In addition to allowing for the composition of a historiography of this
unusual pairing, the dissertation research results in multiple insights into an important,
although largely unknown, period of cultural history in the Austin community. It also
highlights how connections among diverse groups of people and practices not only
iterated through the situation of practice then but continue to influence historical
narratives about the ballet and how it is remembered.

The research was conducted using an oral history methodology with 19
participants representing a variety of perspectives on these ballet performances. These
interviewees included dancers, mothers of the dancers, visual artists for both the ballet
and the Armadillo, Armadillo staff, the lighting designer for the ballet, a dance critic for

the newspaper, and audience members. Some documents, mostly newspaper reviews and



articles along with playbills and broadsides, also emerged from the archives of the Austin
History Center and the dancers’ private collections.

The use of open-ended oral history methods resulted in a constellation of
analytical themes surrounding what the participants identified as the most important
aspects of this history: learning through performing, and making ballet accessible to the
community. Further investigation of these themes resulted in the questioning of socio-
cultural frames of ballet and how Austin Ballet Theatre’s practices functioned for dancers
and audiences in this time and place.

The dissertation also investigates the narrative, discursive condition of history
composition through the creation of a historiographic metafiction about Austin Ballet
Theatre at the Armadillo World Headquarters. The metafiction, included as an appendix,
provides an alternative way of experiencing the data towards fulfilling the research
purpose of representing the multi-layered processes of qualitative historical inquiry.

This research therefore supports a world-making view of dance practices and

considers how such a perspective impacts historical narratives.
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CHAPTER I
INTRODUCTION
Background: From Oral History

This dissertation arose from a chance comment made during an interview. As a
volunteer with the Austin History Center recording oral histories with local dancers, I
was interviewing Kate Warren at her home in Austin, Texas, about her extensive life
experiences in modern dance. She was talking about something else entirely when she
said, as an aside, “That was when Austin Ballet Theatre was performing at the
Armadillo.”' As a native Austinite, that statement stunned me. Ballet? At the Armadillo?

Perhaps no institution is more infamous in the public history of Austin than the
legendary, psychedelic music hall called the Armadillo World Headquarters (AWHQ), a
venue which was also the inspiration for the long-running PBS show Austin City Limits.
In business from 1972 to 1980 before being razed to the ground to become a parking lot,
the Armadillo remains a community icon for a city that builds its cultural identity in part
on the slogans “Live Music Capital of the World” and “Keep Austin Weird.” The
commemorative AWHQ website describes the club as follows:

The room held about 1,500 people, most of whom would just sit on the big floor

in front of the stage covered with sections of carpet pieced together. The place

caught on fairly quickly as the little haven where the anti-establishment types

could feel at home, and develop what was becoming their hedonistic
music/pot/beer-based lifestyle.”



Despite the AWHQ’s legendary status as a music venue, however, one aspect of
its history remains virtually unknown and uninvestigated: the ongoing presentation of
ballet. Austin Ballet Theatre (ABT, and the company enjoyed the humor in sharing that
acronym with the prestigious American Ballet Theatre) was a local, amateur company
that performed concerts of mixed classical and contemporary ballet repertory almost
every month for eight years to enthusiastic audiences of 1000 to 1200 people. The
successful pairing of the two organizations seems as unlikely as it is unexpected. What
may have been going on during these regular performances of a ballet company at a
venue infamous for drugs, “outlaw country” music, and psychedelia?

My initial reconnaissance into the history of Austin Ballet Theatre at the
Armadillo turned up very little documentation. The one article that materialized was
written in 1973 and appeared in the magazine Texas Monthly. The author of that article,
Dr. Suzanne Shelton Buckley (under her maiden name, Shelton), also intrigued me,
because her biography of dancer Ruth St. Denis sat five feet away on my bookshelf.
Buckley’s magazine article, “Armadillos in Toe Shoes,” was full of both fascinating
descriptions and informed insights into the utter uniqueness of the ABT dance
phenomenon. Her article confirmed my suspicions that this history had multiple
dimensions of interest, including the diversity of the crowds, the glamorous background
of ABT’s director Stanley Hall, and the typical run on the bar for beer and nachos before
the opening ballet. Given the disappearing nature of this history along with the lack of
textual documentation, the time seemed to be fortuitous for an oral history research

project from which details of this unique pairing of beer and ballet could reemerge.
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Statement of the Research Purpose

The purpose of this qualitative historical inquiry is to investigate the
performances of Austin Ballet Theatre at the Armadillo World Headquarters in Austin,
TX from 1972 to 1980. In addition to allowing for the composition of a historiography of
these events, the dissertation research results in multiple insights into an important—but
almost lost—period of cultural history in the Austin community. It also highlights how
connections among diverse groups of people and practices not only iterated through the
situation of practice then but continue to influence historical narratives about the ballet
and how it is remembered.

This inquiry is guided by the following research questions:

e What information can be found about the Austin Ballet Theatre and its founder
and director, Stanley Hall? How was this historical record formed and by whom?

What information can be found about the Armadillo World Headquarters with
respect to the ballet? How was this historical record formed and by whom?

e Through their oral history stories, how do research participants describe what it
was like to be involved in the performances of the Austin Ballet Theatre at the
Armadillo World Headquarters?

e How do the participants describe the contexts of the performances as they
experienced them in the past? What connections and meanings do they associate
with these events? How do participants describe their experiences in terms of
personal, social, and cultural relationships?

e How do the research participants describe what happened when the ballet began
to perform at the Armadillo? How do the participants describe the impact of these
events on themselves and the community? How do the participants describe what
happened when the Armadillo World Headquarters closed? How do the
participants describe the impact of this event on themselves and the community?

e How do these stories create a unique image of the ballet world in Austin, Texas—
a world that could only be experienced in a particular place and time? To what

3



extent might the concept of “only in Austin” have meaning related to these

events? How do these stories affect how the history of this time period is

constructed, questioned, remembered, and reimagined?

The Meaning of Meaning

Because I often refer to the concept of meaning in my research purpose and
inquiry, I will define this term within the research context. The quest for meaning—or
how people feel a sense of meaning and how that, in turn, functions in their lives—is a
key feature of qualitative research in general. Research theorist Sharan Merriam
summarizes such an approach: “Qualitative researchers are interested in understanding
how people interpret their experiences, how they construct their worlds, and what
meaning they attribute to their experiences.” Merriam further defines meaning as “how
people make sense of their world and the experiences they have in the world.””
Educational theorist Elliot Eisner agrees, adding that the “facts never speak for
themselves.” Eisner posits that opening up facts to meaning involves relationships
between people and their surroundings: other people, the environment, history, and
culture.® Thus, although Eisner concedes that a definition of the word meaning is elusive,
meaning itself “still counts” within a qualitative research approach.’

Overview of the Scope of the Study

The data for this historical research were collected mainly through oral history
methodology. The research design included interviewing selected participants and
conducting archival research in many different settings. Nineteen people who were
involved with Austin Ballet Theatre at the Armadillo World Headquarters in some

capacity were interviewed. | attempted, as much as possible, to include interviewees who
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represented a wide variety of types of participation, such as dancers, Armadillo staff, and
audience members. In addition to oral history interviewing, I scoured available archival
documentation about Austin Ballet Theatre and the Armadillo World Headquarters, and [
found new documentation in dancers’ scrapbooks. Analysis of these data sources, which
is described in Chapter II: Methodology, led to the creation of a historiography of ABT.
In addition, the themes that arose from the data developed into lines of inquiry that
connected this dissertation to the work of other scholars in history, dance, and
performance studies.
Importance of the Study

Dance historian Alexandra Carter writes that activities or periods of time that
“don’t fall neatly under prescribed labels don’t fall anywhere at all.”® Along these lines, a
gap in knowledge exists about the history of Austin Ballet Theatre at the Armadillo:
music scholars investigating the Armadillo World Headquarters do not know how to
address ballet, and ballet scholars tend not to look at “cosmic cowboy” music clubs. This
dissertation addresses the discursive problem that Carter identifies by building a
historical inquiry for one of those activities and periods of time. Through the lens of a
research purpose that focuses on how participants describe their experiences rather than
one defined by discipline, this historical inquiry creates its own connections in the spirit
of grounded theory.

The research comes at a crucial time for data gathering and generation. The events
of the study began just over 40 years ago, so while the interviewing of some of the

participants remains achievable now, some of these individuals are entering the later
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stages of their lives. Also, the documents and photographs related to Austin Ballet
Theatre have largely remained in private collections. The attention brought by historical
research has prevented these sources from eventually disappearing, the impact of which
is discussed further in Chapter II.

This dissertation makes significant contributions to several arenas. On a
community level, the research reintroduces the history of ABT to public conversations
through generating and archiving oral histories for the public record. In doing so, the
study revitalizes an awareness of the importance of dance to the public history and
cultural identity of Austin. The impact of conducting interviews has already changed how
the city’s cultural legacies are remembered. For example, as a direct result of this
research, Stanley Hall, the founder of ABT, was inducted into the Austin Arts Hall of
Fame in 2013—almost 20 years after his death.’

In addition, this study has implications beyond Austin with regard to how the
themes that emerged from the data may resonate across disciplines. In Chapter IV, when
the dancers describe learning to perform through performing, the insights and theorizing
connected with those experiences may prove helpful not only for dance and performance
studies but also because they illustrate the educational praxis of “learning by doing.” The
theme of audience behaviors, which is discussed in Chapter V, challenges sociocultural
assumptions about art and access to art in a way that has relevance for art theory as well
as for audiencing, cultural studies, and sociology.

This study foregrounds a unique iteration of dance practice to demonstrate how

such practices emerge in relation to their situations of action; in other words, all dance is
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local. Historical inquiry that focuses on experience and how dancing functions—within
an individual, a group, or a community—has implications that undermine modernist
narratives of evaluation. Such inquiry may activate the potentials inherent in multiplicity
by activating new centers for dance to iterate in the past, the present, and the future.
Structure
Chapter Organization
Following the introduction, Chapter II covers the oral history methodology,
research design, methods, analysis, representation, and ethical concerns related to this
research. Chapter III provides a succinct historiography of Austin Ballet Theatre at the
Armadillo World Headquarters as well as a historical framework for situating the data
chapters. The next chapters investigate two themes identified by participants as being
“the most important to know” about these events: Chapter IV focuses on the dancers and
the significance of performing frequently, and Chapter V focuses on audiences and how
ABT brought ballet “to the people.” Chapter VI explores why ballet at a beer hall seems
so incongruous by exploring a binary of “high culture” versus “low culture” operating in
the narratives of this history. Chapter VII identifies the connections that emerged from
the data regarding how ABT at the Armadillo relates to a specific context of time and
place: Austin, Texas, during the 1970s. Finally, Chapter VIII summarizes the questions

and considerations that this study raises with regard to dance, culture, and history.



The Appendices

Appendix A: Oral History Narrators

Because I refer to the 19 interviewees—or narrators—often, it may be difficult to
keep track of who they are. Therefore, Appendix A is a reference list of the oral history
narrators in this study which provides a little background information about each of them.
Readers can refer to this list as necessary to situate the voices of the data.
Appendix B: Photographs

This appendix provides a selection of photographs to illustrate and support the
text. These images are referred to within the text.

Appendix C is a copy of the acceptance letter from Texas Woman University’s
Institutional Review Board.
Appendix D: Historiographic Metafiction

This section presents the most experimental writing of the dissertation. Appendix
D is a work of historiographic metafiction entitled “A Typical Day for Austin Ballet
Theatre at the Armadillo World Headquarters.” An explanation of this short story, along
with its justification and the scholarship behind historiographic metafiction, is provided
in Chapter II: Methodology. The purpose of this fictional work is to provide an
alternative historiographic platform that brings forward multiple experiences of what “a
typical day” was like when Austin Ballet Theatre performed at the Armadillo.

Readers may read “A Typical Day...” at any point during their reading of the
dissertation: before, during, or after reading the more traditional chapters. In this way, the

story becomes an interactive, paratextual device through which readers can choose how
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to generate their experience of the dissertation text. When read after this introductory
chapter but before the other chapters of the dissertation, “A Typical Day...” introduces
the oral history narrators who were interviewed for this research, the AWHQ as the space
where it all happened, and many details that inform the study in narrative form.
Hopefully, this will provide readers with a sense of recognition when they encounter the
data in the dissertation chapters proper. Likewise, a similar sense of recognition may
occur when readers choose to read “A Typical Day...” after reading the other chapters. In
that situation, the story serves as a culminating textual performance in which the data is
choreographed.

Historiographic metafiction purposely reminds the reader of its fictive nature
through various devices of going “meta”: revealing itself as a construction. Through
being both “not” the way it was and “not not” the way it was, the text demonstrates a
“secondness” or doubleness that characterizes a site of performance, as proposed by
theatre scholar Richard Schechner.'® The relationships between the more conventionally
written historiography of Chapter III and the historiographic metafiction of “A Typical
Day...” demonstrate the problematic nature of historical knowledges and their

representation.

! Kate Warren, interview by author, Austin, TX, December 16, 2009. All interview
quotes in this dissertation are transcribed as said unless otherwise indicated, including
any grammatical errors.

? Rush Evans, “The Decade of the Dillo,” Armadillo World Headquarters, accessed April
12, 2011, http://www.awhq.com/info.htm.

3 Sharan B. Merriam, Qualitative Research: A Guide to Design and Implementation
(Indianapolis, IN: Jossey-Bass, 2009), 3.

* Ibid, 13.



> Elliot W. Eisner, The Enlightened Eye: Qualitative Inquiry and the Enhancement of
Educational Practice (New York: Macmillan, 1991), 39.

® Ibid.

" Tbid, 35.

¥ Alexandra Carter, Rethinking Dance History: A Reader (London; New York:
Routledge, 2004), 11.

? Robert Faires, “Austin Arts Hall of Fame: Class of 2013,” Austin Chronicle, May 3,
2013, accessed June 23, 2016, http://www.austinchronicle.com/arts/2013-05-03/austin-
arts-hall-of-fame-class-of-2013/.

' Richard Schechner, Between Theater & Anthropology (Philadelphia: University of
Pennsylvania Press, 1985), 37.
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CHAPTER 11
METHODOLOGY

History so-called is not “what happened” but what has been constructed out of

events, memories, records: all shaped by the worldview of whoever—individually

or collectively—is encoding (and performing) history. To “make history” is not to

do something but to do something with what has been done.

—Richard Schechner, theatre scholar

In this chapter, I outline and summarize the structure of the research process used
in this inquiry. I present this information in the form of an inverted triangle, from the
bigger picture to procedures specific to this dissertation. The more general philosophy of
the research approach informed the research design, which in turn shaped the data
collection, analytical strategies, and final presentation. Throughout, I consider some of
the choices I made that shape the research and its representation in writing. The second
half of this chapter continues this reflection on the interplay between historical inquiry
and its textual representation by providing a justification for the fictional story entitled
“A Typical Day for Austin Ballet Theatre at the Armadillo World Headquarters.” This
fictional account accompanies the dissertation in an appendix.

Toward a Research Approach

In her text Situational Analysis: Grounded Theory Past the Postmodern Turn,

qualitative researcher Adele Clarke identifies remnants of modernist metanarrative

influences in how research is analyzed.” To get past this persistence, Clarke reconsiders

sites of research as “situations.” Situations, as theorized by Clarke, emphasize ever-
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inclusive, generative relationships of connection that are always in the process of
becoming. Clarke’s purpose is to push grounded theory methodologies around the
“postmodern turn” to embrace differences and multiplicities or, rather, assume a
generative condition of multiplicities.” She approaches the definition of the term situation
through the intersections of many scholarly voices; however, in accordance with the
subject, she never reaches a single definition. Research into “the situation of action”
analyzes data as the process of research. The appeal of this perspective, for me, is that an
approach that investigates the research situation of Austin Ballet Theatre (ABT) at the
Armadillo World Headquarters (AWHQ) assumes ever-changing knowledges of
difference and welcomes its limitations and inadequacies, thus leaving space for new
voices and knowledge generation.

I particularly appreciate how Clarke articulates that there is no such thing as
context. To really commit to postmodernism, she asserts, one has to consider how “the
important so-called contextual elements are actually inside the situation itself. They are
constitutive of it, including structural and power elements, and we can map and analyze
them as such. [emphasis in the original]”* With respect to this philosophical stance, I
originally attempted to avoid the word context when writing the dissertation. However,
trying to impose some variant of situation became unreadable, especially for an entire
chapter devoted to what has traditionally been called context (Chapter VII). Therefore, I
have chosen to use the term context with an understanding—based on Clarke’s
theorizing—that what I discuss as context does not mean “with the text” but elements

that are and that create the situation of action.

12



Moving toward historical inquiry along similar lines, Elizabeth Ermarth (building
on the work of historical theorist Keith Jenkins) continues to influence my approach.
However, she retires the term postmodern (which she feels is too vague and contentious)
in favor of the discursive condition.” After dismissing the concepts of neutral space and
time, Ermarth advocates looking for congruencies in historical phenomena rather than
modernist continuities.’ The result, according to Ermarth, is an “anthematic recognition”
that creates spaces for detail and multiplicity without modernism’s linearity or
rationalizing agendas.” For me, the way Ermarth uses the term congruencies allows new
meanings to emerge when contemplating the past, which emphasizes possible
connections across seemingly disparate discursive realms.

Finally, in proceeding from a philosophical outlook that considers intersections
within dynamic ecologies, my research perspective is further influenced by philosopher
Michel de Certeau and community dance scholar Judith Hamera. Hamera builds upon de
Certeau’s scholarship concerning performative, repetitive, “everyday” behaviors in his
text The Practice of Everyday Life.® Hamera extends these ideas to dance:

[D]ance techniques, however codified or “elite,” are routine tactics for living, not

simply abstract grammars for moving. As practices of everyday community life,

they build connections between what dancers do onstage and off, how they feel
about their work and their lives, and ways they reflect on their relationships to
their bodies, to history, to the ineffable, and to one another.’

In other words, what is presented onstage does not exist independently from its situation.

Investigating ABT from this perspective involves a dispersing process that is open to

activating and relating new centers, such as unrepresented voices.
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Oral History Methodology

Modern oral history practice values individual experiences and involves recording
people’s memories of their lives, with an emphasis on those persons previously excluded
from traditional historical notice and documentation. Both philosophically and
pragmatically, I found oral history methodology to be most supportive of my research
purpose to create a history of the Austin Ballet Theatre at the Armadillo World
Headquarters. Oral history falls into two basic categories: /ife history interviewing
investigates the narrative of an individual’s life, and project-based oral history interviews
persons who experienced the same event or episode with the intention of gaining multiple
perspectives. The latter corresponds with the purpose of this dissertation. Oral history
methods facilitate the telling of memories by individuals; the subjects describe their life
experiences, with an emphasis on meaning-making and the intention of sharing with
others.

Pragmatically, oral history methods seemed called for at the outset of my research
because text documentation appeared scarce. As it turned out, over time, many more text
documents surfaced. Still, the majority of these emerging documents were programs and
newspaper articles embedded within their own situated agendas. Therefore, personal
interviews continued to move the process towards generating data that were in alignment
with the research questions about multiplicities of history and meaning.

As an oral historian, I am influenced by theorists including Lynn Abrams and
methodologist Valerie Yow. Abrams advises the oral historian to adopt an open,

informal, and semi-structured approach to the interview to facilitate “creative, discursive,
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and lengthy replies.”'® With this in mind, rather than creating a survey of mandatory
questions, Yow advises interviewers to compose an interview guide, which I did. The
interview guide is a flexible plan for the interview covering the topics the interviewer will
pursue while offering narrators the freedom to create their own connections of meaning
to these topics and to suggest new dimensions of inquiry.'' In this way, oral history
interviewing employs prepared questions as directional suggestions only and uses them
more like improvisational structures to keep the interview focused on the research
purpose. At the same time, oral history methodology stresses that narrators be allowed to
lead the telling of their own stories as much as possible and to emphasize what they feel
to be important rather than submitting their narrations to the form and valuing of the
researcher.

Nonetheless, oral history theorists today acknowledge that the interview is a site
of “shared authority.” This seminal term was coined by oral historian Michael Frisch in
1990."* With shared authority—defined by Frisch as “dynamics and shareability of
cultural power”—between the interviewer and the interviewee, both participants
construct the content of the interview as both authors and authorities.'® The interview is
not considered a simple transmission of historical knowledge from narrator to
interviewer. Rather, it is a unique site that facilitates knowledge creation between two
people. Yow explains Frisch’s term this way:

In the new view, power may be unequal, but both interviewer and narrator are

seen as having knowledge of the situation as well as deficits in understanding. . . .

The interviewer thus sees the work as a collaboration. . . . [T]he term used to
describe this dynamic is “shared authority.”"*
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An excellent example of how this theory plays out in practice arose when I
interviewed dancer Jone Bergquist Hallmark. She lamented, “[Laughter] God. It’s really
wild to think about it, and it was really something. I wish I could just take what’s in my
brain and hand it to you.”"® Hallmark’s remark encapsulates the challenges of trying to
communicate between people. Theoretically, the interview itself generates historical
knowledge as actions of creative interrelating. Thus, in this dissertation, the overall
theoretical framework informing the research design reveals each step as always already
a creative process.

Data Collection
Austin History Center

The formal research protocol began through my exploration of the archives at the
Austin History Center (AHC). I targeted these archives as an appropriate place to begin
data collection with the goal of gaining important available information to support the
needs of the interview process. Such an approach follows best practices in oral history
methodology advanced by researchers such as Yow. Although Yow presents the
counterpoint view that advance preparation biases the interviewer, she still generally
favors the approach of seeking out what information has already been generated about the
research subject.'® I discuss researcher bias later in this chapter.

I began working with the AHC in 2008 as a volunteer recording oral histories
with the Austin dance community. At that time, I established a working relationship with
archivist Molly Hults, who then assisted me in 2012 with the process of finding and

accessing archival documents concerning Austin Ballet Theatre director Stanley Hall.
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Because she knew of my plans for this dissertation, Hults proved to be an invaluable
intercessor between the archives and me. For example, when ABT visual artist Kate
Bergquist donated her papers to the AHC, the collection included multiple copies of ABT
programs and posters. The Austin History Center only archives one copy of these types
of documents, so Hults contacted me to let me know they would be for sale in accordance
with their standard practice for duplicates. I immediately drove to the AHC and
purchased them all, and I have been able to consult and analyze these documents
repeatedly and conveniently as a result.

When [ initially consulted the archives at the AHC, the files were in some
disarray. This is not entirely surprising given the convoluted history of ballet companies
in Austin. Equally important is that the AHC has limited staff considering the vast
number of archival duties they fulfill. Accordingly, because of my needs, Hults was able
to prioritize the procurement of student interns over the summer of 2012 to organize the
Austin Ballet Theatre archival files. When I returned to the archives after 2012, the files
contained additional documents and photographs that were much more accessible and
better organized.

These sources proved invaluable not only for their content but also for their
situated position in the archive. Some, like personal notes, were not available in any other
location and revealed both information about and meaning for the people who donated
these items. Documents arrive at the Austin History Center in various ways. Many of the
documents in the Austin Ballet Theatre files were donated from various Austinites within

boxes of unsorted estate papers. That multiple donors, who are often unidentified in the
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archival files, chose to keep these programs, reviews, board of directors documents, and
newspaper clippings suggests that the ballet had lasting significance in their lives. For
example, one ABT program in the archives had an unattributed handwritten memo on the
cover: “First performance at Armadillo of newly formed Company” (see Appendix B,
Figure 1)."” The writer clearly wanted to identify and preserve this particular program for
future notice, although whether this was for personal remembrance, community history,
or both will likely never be known.

I found the newspaper clippings, in particular, to include meaningful information
from unrelated articles and advertisements related to my targeted content on Austin Ballet
Theater. Most often, I discovered this information by turning a clipping over to see its
reverse side. I did not foresee this important source of contextual data in my original
research design, but the surprises I found while handling the original documents—rather
than reviewing the digital scans or microfilm of the articles for which I was looking—
added fresh insights to the inquiry. For example, an article about the Austin Ballet
Society in the 1960s came from a section of the newspaper titled “Mostly about Women,”
and its reverse side featured advertisements for society events, face cream, and women’s
undergarments.'® By comparison, two later articles about the Austin Ballet Theatre from
the 1970s had, on their reverse sides, articles about the Armadillo World Headquarters
and postmodern dancer Deborah Hay.'”*?° The situated nature of these texts indicates
how ballet had shifted significantly in the community discourse within a decade from
being identified as mostly a society women’s interest to that of an innovative or even

experimental artistic practice. Such examples add situated local connections to more
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general narratives of how the 1960s and 1970s were a time of changing cultures in the
United States.

Oral History Interviews
Finding Participants

Because this research involves human subjects, I first obtained approval from the
Institutional Review Board (IRB) at Texas Woman’s University. As part of this process, |
drafted a detailed research plan and a form for participants to sign explaining the project,
its potential risks, and the rights of interviewees.

The process of finding people who had experienced Austin Ballet Theatre at the
Armadillo World Headquarters was, in a variety of ways, far easier than I had
anticipated. I began with dancer Greg Easley, the inheritor of Hall’s estate; I had
interviewed him previously as a gatekeeper for recommending dancers that I should
contact. Easley knew and had contact information for several dancers in the Austin area,
and being able to refer to him as someone who could vouch for my trustworthiness
helped to establish my credibility with new contacts. This is clearly not random sampling
but rather an established technique in qualitative research known as snowball sampling or
chain referral sampling. Although referral sampling presents some challenges in terms of
overcoming bias in the data, such a process is sometimes unavoidable when dealing with
“hard-to-reach” or specialized populations.”’

To address possible bias, I did not rely solely on Easley’s contacts. I sought out
additional names that I discovered as part of my reconnaissance preparation in the AHC

archives. I particularly searched for possible interviewees who had not been dancers, such
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as Armadillo staff and audience members, to align with my research goal of featuring
multiple voices and points of view. Although the internet did not have a lot of
information about the Austin Ballet Theatre that could assist me with my data collection,
I was able to track down the addresses and telephone numbers of several possible
contacts, including dance critic Suzanne Shelton Buckley in India. I mailed, e-mailed,
and called these contacts, and all but one of those whom I succeeded in reaching readily
agreed to be interviewed.

Patience, persistence, and initiative worked in my favor, particularly when
contacting the South Austin Museum of Popular Culture. The managers of the SouthPop,
as it is also known, are Leea Mechling and Henry Gonzales, two leading figures in the
Armadillo scene. Their contacts in the AWHQ community helped me to gain access to
seminal Armadillo figures Eddie Wilson and Jim Franklin. Wilson commented that he
gets multiple requests almost every day for interviews, but he readily agreed to mine
because he had not been asked to talk about the ballet before and thought it was a great
story.”” It took several tries to meet with visual artist Franklin at the SouthPop, but his
perspective as the creator of the armadillo image for the AWHQ was particularly
insightful regarding the context of those times. Similarly, reaching out to ABT visual
artist Kate Bergquist proved fruitful. Bergquist introduced me to several of her friends
who were the mothers of dancers or who had been in the audience for the ballet at the
Armadillo.

One contact was the result of chance. I met dancer Ken Owen in a yoga class |

attended at the YMCA. While chatting with a classmate who had taken ballet classes
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from ABT director Stanley Hall at the University of Texas, we were overheard by the
yoga instructor, who interjected, “Ken, didn’t you dance with them?” A week later, | was
interviewing Owen, and his perspective proved invaluable as a counterpoint to many of
the other dancers.

Ultimately, I interviewed 10 dancers (6 women and 4 men) and 9 non-dancers (6
women and 3 men). Although I did not ask these individuals about their ages, they
seemed to range from their 50s through their 80s. The decision to stop interviewing after
19 interviews with 19 participants—while necessary—definitely made clear the infinitely
unknowable nature of multiple truths in historical inquiry. For example, all of my
participants were Caucasian, despite my best efforts to track down Austin Ballet
Theatre’s one African-American dancer, Rosemary Thomas. While the lack of racial
diversity in my data reflects the subject of study, Thomas’s perspective would have added
unique data that could have presented an even more nuanced portrait of these times.

The Interview Process
Interview Techniques

I prepared a detailed consent form for the participants in accordance with IRB
guidelines. I arranged for a separate initial in-person meeting to go over the form and to
give the participants a chance to ask any questions or voice any concerns, although some
participants asked to skip this step. Due to the voluntary nature of the project and the
assurances in writing that anything could be taken off the record at any time, no one had

any concerns (nor have any been raised since).
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In accordance with oral history methodology, I used a semi-structured approach. I
began each interview with the question, “Just to get the ball rolling, when do you first
recall hearing about [Stanley Hall, Austin Ballet Theatre, that there would be ballet at the
Armadillo]?” This question was designed to put the interviewee at ease in several ways:
first, with the reassurance that I would cue them with questions; second, with the phrase
“just to get the ball rolling” to make the recording seem less formal; and third, with the
emphasis on “recall” to introduce the idea that I welcomed the inexact processes of
remembering rather than expecting only verifiable facts. This type of initial question is a
technique I developed from my own experiences as an interviewer.

When they spoke, I let the interviewees elaborate for as long as they desired, then
I waited for several seconds of silence to pass. This technique is used widely in oral
history methods as an effective tool for giving interviewees the time to generate their own
lines of discussion. However, the interviewer has to test the use of silence to see whether
it supports the speaker or annoys him or her and then adjust the interview process
accordingly.”® As much as possible, I attempted to proceed with follow-up questions
about something mentioned by the interviewee, as long as we stayed within the subject
area.

I also used the oral history technique of asking the participant to “describe a

typical day.”**

Although no such thing exists, this technique 1s useful when discussing
repetitive experiences, such as those of an ongoing job or task. This request relieves the

anxiety of asking an interviewee to recall specific instances (after 40 years, in this study)
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in favor of assembling constellations of many memories. Such a flow of general
description often leads to very specific memories that emerge easily.

For example, the following unedited excerpt from an interview transcript with
dancer Easley demonstrates some of these oral history techniques: letting the speaker lead
the course of the conversation, discussing a “typical day” as a method of accessing very
specific memories, allowing silences, and asking follow-up questions cued by the
interviewee. We had been discussing the “typical day,” and Easley had just finished
talking about packing up the costumes after the show. After a few seconds, I mentioned
that my understanding was that some people went to cast parties, which resulted in the
following conversation:

Greg Easley: I think. I think we did. I, | honestly can’t remember back then, the

Armadillo days. I remember one day. I came out after a show, and I was driving a

1971 gold metallic Impala with a gold interior—had been my mom’s—and the

battery was gone.

Caroline S. Clark: Oh.

Greg Easley: Someone had just opened the hood—*‘cause the hoods didn’t lock
back then.

Caroline S. Clark: Mm-hmm.

Greg Easley: You just reached under it—and stole my battery.

Caroline S. Clark: Oh.

Greg Easley: [Laughs] So I was like, “Well...” And do you know, the next day
we—°cause you didn’t dare miss class the next night—they—the dancers, the
company, walked in with a envelope with $40 in it . . .

Caroline S. Clark: Aww.

Greg Easley: . . . to help me buy a new battery.
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Caroline S. Clark: Oh.
Greg Easley: Never forgotten that. Never forgot that.

Caroline S. Clark: Wow. [Pause] So you had class on the Monday after the
Sunday show.

Greg Easley: You—and you’d better be there.
Caroline S. Clark: Okay.

Greg Easley: You better be there.

Caroline S. Clark: [Laughs]

Greg Easley: It—I mean, we frowned on each other if you didn’t show up, show
26
up.

This passage opens with a rapid transition that is typical of the non-linear processes of
memory by jumping from the general to the specific: “I honestly can’t remember back
then, the Armadillo days. I remember one day.” Also, within the flow of conversation,
rather than forcing the issue of cast parties, I pick up on a cue from Easley (“you didn’t
dare miss class the next night”) to follow up with the question about having class on
Mondays. This was information that I did not have at this point in the data collection
process, despite having already interviewed several dancers. The information speaks to
me about both a sense of dedication as well as the emotional and social relationships
among the dancers as a group who would pool together to pay for one member’s new car
battery while at the same time frowning on each other for missing class. Although my
decision left lacunae in the data concerning Easley’s experiences with cast parties, |

gained different data about which I would not otherwise have known to ask.
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Toward the end of each interview, I prompted, “Is there anything we haven’t
discussed yet that you think is important or that you would like people to know?” Again,
this 1s a standard oral history technique that stems from a research philosophy of
grounded theory and listening to what the interviewee values.”’ These values, in turn,
constellated into themes that are discussed further in the data analysis section.
Transcription

I transcribed the first interviews myself, but as the scope of the project became
more clear, I realized that this was a bigger job than I could do alone. I adjusted the plan
and received IRB approval to include transcription services by Verbal Ink (Los Angeles,
CA) after the company signed a privacy agreement. Given how often I subsequently read
and rigorously coded the data, I do not feel that there was any significant loss in my
familiarity with the data as a result of not performing the transcription myself.

After receiving the transcripts from Verbal Ink, I proofread them for errors. Most
of the changes I made were in the spelling of proper nouns and French ballet steps,
although occasionally I disagreed with how the transcribers’ decisions regarding
punctuation changed the emphasis of the statements and altered those accordingly. I then
mailed or hand-delivered to each participant his or her transcript, along with an audio CD
of the interview. I reminded everyone that they were free to change or recuse any part of
the interview at any time, and I invited participants to call or meet with me again if they
felt that they had more to say or any concerns. Only two interviewees wanted to make
changes: one for the spelling of several names, the other to edit out all the “ums” and

“ahs.” I honored both sets of changes.
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Memorabilia as Emerging Documents

Memorabilia offered by the dancers provided a significant source of information
that I did not foresee when preparing my original research design. When I first conceived
my dissertation research process, I focused on orality, driven by what I thought would be
scant documentation in the archives; however, | was surprised by the extent of the
documents offered to me by the participants. Also, my training in oral history methods
(particularly that with Martha Norkunas) discouraged the use of photographs and
documents at the outset of an interview.”® Because such artifacts already have narratives
embedded in them, they can actually be a hindrance to the generation of information in
the present moment of an interview. I knew I would have limited time with each
interviewee, and [ wanted to focus first on what the interviewee had to say without the
mediating intervention of documents and photographs. However, I found a useful
compromise in promising at the outset to look at the memorabilia at the end of each
interview. In this way, I could collect the data from the discussion both without the
artifacts and then with the artifacts.

The circumstances of the interviews seem to have had some correlation with the
emergence of memorabilia. First, almost all of the items—in the forms of scrapbooks,
photos, videos, and boxes of unsorted documents—were offered by the dancers and not
from other people, with the exception of visual artist Kate Bergquist. Second, these data
sources only emerged when I interviewed participants in their own homes. I always
offered first to come to participants’ houses in accordance with oral history best practices.

Two of the dancers preferred to meet at my house instead, and they did not bring
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anything with them. Third, the interviewees who did offer memorabilia had all prepared
for my visit by finding and bringing out their materials ahead of time. There seemed to be
an assumption that, as a researcher, I would be interested in these items (as, indeed, I
was) although I never mentioned anything other than the interview process when first
contacting these individuals.

Each personal collection included at least one data source not available anywhere
else. This was usually in the form of a newspaper clipping, but other examples included
board of directors documents, personal correspondence, and programs. In particular, Greg
Easley has in his personal collection the estate papers of artistic director Stanley Hall.
These papers were the only documents that provided clarification and confirmation of
oral data surrounding Hall’s life prior to Austin Ballet Theatre as well as some of the
lesser-known machinations that resulted in the formation of ABT.

Certainly, memorabilia are important as documentary evidence, but discussing
these collections with the dancers also revealed the meaning Austin Ballet Theatre had
for them. Again, according to qualitative researcher Clarke, postmodern methodology
advocates for critical investigation into how the data exists “in gestalt,” or its own
situation.” That the dancers kept their newspaper articles, programs, posters, and “have a
good show” notecards for 40 years indicates that the ballet had some importance in their
lives. Some documents were carefully arranged in scrapbooks; others were unsorted in
boxes. The “relationality” of the dancers with their collections—to use Clarke’s word—

creates significance that opens space for reflective thought.*
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Photographs and Video

Photographs and a limited amount of video became available through archival
research and emergent memorabilia. As was the case with the documents, data from these
sources included not just the content of the images themselves but also information
derived from their situated nature. In other words, I analyzed #ow these sources existed
and came forward during the research process.

The collection of some limited video data was very unexpected. Despite my
exploratory research into Austin Ballet Theatre before beginning this dissertation, no
video seemed to be available of the Armadillo years. According to testimony, Hall had
purchased a VHS videotape camera with his own money at some point when such
technology first became widely available, but the location of any recordings he made was
unknown.’' However, during my interviews with Judy Thompson-Price and the Larsons,
VHS tapes from their personal collections were offered for me to view. In both cases,
Hall had edited together segments of footage from his camera himself to create “highlight
reels” of moments featuring Thompson-Price for the video she received and of Kenny
Larson for the video Hall gave to his parents. Again, the fact that Hall extended himself
to make these videos indicates that he felt that he created meaningful relationships with
the recipients through the ballet. With the participants’ permission, I had these VHS tapes
professionally digitized and transferred to DVDs due to the fragile nature of VHS tapes
and the lessening availability of VCR devices that can play them; I also gave copies of
the created DVDs to Thompson-Price and the Larsons. Although the quality of the

original videos was sometimes poor (being that they were second-generation copies, at
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best), they made available for analysis not only some of the dancing at the Armadillo but
also the stage space and audience reactions.
Data Analysis
Analytical Processes

Formal analysis began with coding the interview transcripts, documents, and
visual data. I employed the coding techniques outlined by Johnny Saldafa in his text
entitled The Coding Manual for Qualitative Researchers, beginning with initial coding.*?
First, I coded for historical narratives and recurring words. Thus, the first chapter I wrote
was a historiography, which became Chapter II1I. When writing that chapter, I connected
the data from oral testimony and text documentation with external sources that addressed
ballet history and Austin history to identify areas of convergence, divergence, and
silence.

The initial coding also demonstrated the overwhelming presence of the words
beer and nachos, which turned out to be memes replicated in every oral history and every
newspaper review of Austin Ballet Theatre before the arrival of new dance journalists
from out of town in 1978. The presence of these words demanded my attention and led to
several lines of analysis related to the situation of activity, including those covered in
Chapter VI regarding the binary paradigm of “high” (ballet) and “low” (beer) cultures
and those reviewed in my concluding thoughts in Chapter VIII about the construction of
an “Austin” public identity through this unique site of dance practices.

My analysis seemed to gain new life when I employed Saldafia’s processes of

coding for “values” and “emotions.” These processes clarified the data toward
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investigating the research questions related to the significance and meaning of ballet at
the Armadillo for those involved and how participants remembered those events. For
example, the repetition of the emotion codes “excitement,” “hints of danger,” “fun,” and
“humor” suggested that interviewees foregrounded these emotions, even among
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narratives of “anger,” “sadness,” and “disgust.” Although they did not exactly downplay
the difficulties they experienced, most interview participants seemed motivated to
communicate that the more important story in these events, according to their values, was
the good in what transpired.

Value coding particularly illuminated the more political, cultural, and social
dimensions of the data. It helped me to untangle the complex feelings expressed by the
interviewees, who were attempting to reconcile the merits of being an inclusive
performing company (that is, welcoming of all people wanting to dance) with the desire
to be a “good” ballet company. These value codes led to important critical theorizing
about the potential political, cultural, and social functions of ballet throughout the
dissertation, but particularly in the section about political context in Chapter VII and in
Chapter VIII when I discuss how ballet at the Armadillo was and is evaluated.

One line of inquiry from the oral history methods mentioned in the data collection
section earlier asked, “Is there anything we haven’t discussed yet that you think is
important or that you would like people to know?” The analysis of the responses to this

question, along with value-coded data throughout the interviews, led to two overarching

themes:

30



e The dancers got to perform frequently at the Armadillo, which led to the positive
benefits of fun, excitement, and the rapid progression of their dance skills.
e Performing at the Armadillo brought ballet “to the people,” especially to many
people who would not otherwise have seen ballet.
My decision to organize thematic construction in this way comes from the nature of my
research design, which is grounded in and honors the data frequency and values
expressed by the participants.
For the visual data, which included program illustrations, photographs, and video,
I utilized the praxis of a critical visual methodology outlined by Gillian Rose in her text,
Visual Methodologies: An Introduction to the Interpretation of Visual Materials.”> Rose
asserts that three tenets are essential in the critical approach to visual culture: 1) taking
images “seriously”; 2) thinking about “the social conditions and effects of visual

objects”; and 3) considering “your own way of looking at images.”*

Throughout the
analysis, I kept these admonitions in mind. My perspective regarding the photographs and
videos seemed to be influenced by my training as a choreographer and dance teacher with
regard to the discernment of technique, line, form, spacing, costuming, and aesthetics that
my background affords me. By contrast, I do not have the expertise to consider the
quality of the photographs and videos themselves and how that information affects the

data other than in general ways, such as how the video was not professionally filmed and

what that situation implies.
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Trustworthiness

The following previously published quotes from Armadillo founder Eddie Wilson
(who was also interviewed for this dissertation) explain the dilemmas inherent in trusting
historical sources in Wilson’s succinct and inimitable style. In the first quote, Wilson
points out the fallacy of privileging written documentation during an interview with
musician Michael Murphey. In this excerpt, the two are discussing Jan Reid’s 1974 book
The Improbable Rise of Redneck Rock and how the text chronicles their lives:

Eddie: He comes in talking about how I run a beer joint? He don’t know nothin’

about running a beer joint. . . . The a-hole that wrote that book is a groupie, and he

quoted a junkie about how I’m trying to operate to keep alive. And it’s in
hardback, so it’s history; there ain’t nothing we can do about it.

Michael: There is one person sitting in this room that can do something about it.

Eddie: You go to the library in ten years. And if you’re in the eighth grade and

you’re writing a paper on the Austin music scene and you pull that book out, no

matter how many reviews I write, it’s history.>
Such a realization about the need to view historical accounts critically, as human
compositions, applies to both textual and oral testimonies.

Yet, in a second quote from a different interview, Wilson addresses a different
way of viewing reliability in regard to oral testimony: “There are stories told by various
people at the Armadillo that . . . contain an incredible amount of inaccuracy, but not the
kind that changes the essence of anything.”*® Here Wilson addresses a gentle, flexible
evaluation of the truth that takes into account how storytelling functions. This type of

credibility resonates with oral historian Alessandro Portelli’s assertion that the truth of a

situation is what the narrator believes to be true, because (for him or her, functionally, in
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that moment) that is what really happened.®’ Oral history projects allow for multiplicities
that accommodate difference and change; memories may vary on the basis of subjective
experience, changing recall, and intended audiences.

Through these statements, Wilson has encapsulated years of discourse exploring
the nature of multiple truths in research. Both quotes suggest consideration of what the
telling of history does. In any given circumstances, an important critical question may not
be so much whether an account is right or wrong but rather how it is useful to the teller
and the situation of which it is a part.

Researchers must therefore rely on ethical, transparent, and responsible design
when engaging in historical inquiry and its representation. Sharan Merriam counters
quantitative researchers’ standards of “validity” and “reliability” with qualitative
“trustworthiness” and “rigor.”* She asserts that qualitative researchers must openly
reveal frameworks, methods, and theorizing through the expressive voice of the
researcher to establish credibility when investigating people’s constructions of reality.*
In the postmodern era, there is no ultimate version for the researcher to judge as “the
truth.”

Reflexivity and My Role as Researcher

Ergo, ethical research design includes reflexive processes. I practiced rigor by
writing memos of my responses to the data and developing ideas. This reflexivity proved
invaluable for the identification of analytical themes. Perhaps more importantly, Merriam
asserts that researchers also establish “external validity” by revealing their reflexive

processes.* Reflexivity provided me with the opportunity to scrutinize how I construct
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knowledge, and I challenged myself to consider other epistemological lenses. It also led
me to consider how, through the process of research, I altered the recorded history of the
Armadillo and the ballet.

My Positionality

My background as a native Austinite who grew up in the city during the 1970s
undoubtedly affects the results of this research. In some ways, I had the “insider”
advantage of sharing public knowledge in such a way that facilitated the flow of
conversation in interviews. For example, when narrators referred to places (such as when
Wilson discussed Threadgill’s), I often had enough familiarity with these names to be
able to continue the conversation without stopping to discuss what they were, where they
were located, or how to spell them. Given that my experiences of Austin were not the
same as those of my participants, however, I tried to be aware of my assumptions and to
ask clarifying questions when necessary to serve the research purpose.

It is important that I also fully disclose my preexisting relationships related to this
study. I was born in 1966, and I studied and performed ballet with the ABT’s rival
company, Austin Civic Ballet, during the Armadillo years and beyond. The rivalry
between these two companies emerges in the research as a significant factor in this
historical situation. I discussed my personal history with my interviewees, and some of
them even remembered seeing me perform. However, my situatedness did not seem to be
a detrimental factor during the interview process. [ was a child during the time of the
Armadillo and not aware of Austin Ballet Theatre’s performances there, nor did I ever go

to the Armadillo. The interviewees seemed at ease with me as a historian of their
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legacies, and this was demonstrated even more so when those who experienced feelings
of competitiveness or even bitterness described how intense the rivalry could be.
However, it is possible that some data were withheld because of my past involvement
with ballet in Austin.

Shared Authority and Changing Recorded History

According to oral historian James Fogerty, historical knowledge begins to shift
the moment the researcher conceives of the project.*' Along the same lines, oral historian
Alan Wong has pointed out that the data generation process begins with initial contact,
because the very fact of being asked to share information stimulates the narrator to think
about the past and anticipate what might be asked.*” Thus, my interviewees and I thought
about our interviews ahead of time, both actively and passively, as evidenced by the
many times participants revealed that they had been thinking more about Austin Ballet
Theatre since I contacted them and wondering what I would ask and what they would
say.

As my familiarity with ABT’s history increased over the course of this research, |
experienced an ethical dilemma in interviewing related to Frisch’s negotiation of shared
authority. I found myself increasingly in the position of having different kinds of
knowledge than my interviewees. This knowledge came mostly in the forms of having
more recent contact with dates and names and having multiple perspectives on certain
events. Although I always strove to follow the narrators’ leads and to honor their versions
of their stories as “true” for them, the dilemma arose when they asked me questions of

clarification (for example, “Did the Armadillo close in 1980 or 1981?” or “What was the
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name of that piece of music by Stevie Wonder?”). I felt no ethical issues in answering
their questions; if anything, simple answers to such questions of fact alleviated some
narrator anxiety in the process of recall and facilitated the flow of conversation.
Occasionally, however, I had to negotiate ethics in the moment. The most recurring
example of this type of experience surrounded the discussion of Hall’s parting of ways
with Austin Civic Ballet. As discussed in Chapter III, Historiography, “what actually
happened” has always been obscured by differing accounts and perspectives. When
several participants asked me whether I could elucidate those events for them, I replied
that I was not supposed to talk too much during the interview but that I would be happy
to discuss this topic when the interview was complete. In those instances, I later shared
what was “on the record” in an attempt to moderate the inherent power imbalance in an
interview situation.

Another dimension of impact is the fact that this research instigated a process of
continuing fluctuation in the archives. In the data collection section of this chapter, I
described how documentation at the Austin History Center changed as a result of my
research when the staff prioritized the organizing of the files in which I was interested. In
addition, the archives will continue to change even now that this dissertation is complete.
As part of my research design, I gave interviewees the option of donating recordings and
transcripts of their interviews to the Austin History Center to be available in perpetuity.
This step required the signing of a separate “deed of gift” to the AHC, with the
understanding that such donations were not a requirement to participate in the dissertation

research. Although all but one of the interview participants expressed to me their
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willingness to have their interviews archived, thus far only a handful have signed the
consent form and mailed it to me. I believe that this is due to the obstacle of having an
extra step to complete: reading the form, signing it, and mailing it back in the self-
addressed, stamped envelope I provided.

All of this is to say that future researchers will have access to at least some of the
interviews that were conducted, and several study participants subsequently donated their
personal collections of text documents to the Austin History Center. I did not raise the
subject of document donation myself, but when interview participants asked about the
AHC, they were relieved to discover that such a place existed and that it provided
archival services. In each case, participants felt that their documents were in some way
important enough not to throw out yet not doing any good disintegrating in their storage
closets. These donors were glad to know that the programs, clippings, and photos that had
been important to them would be professionally archived in such a way that would be
useful to others yet still accessible to themselves.

Representation
Chapter Organization

I chose not to expound on several significant lines of inquiry within this
dissertation due to length considerations. Given their relevance, however, I interwove
these themes throughout the chapters. One such was the theme of humor. I could have
readily written a lengthy chapter on the presence of humor in the story of Austin Ballet
Theatre at the Armadillo World Headquarters as well as in the evolving research process.

Ultimately, I had to make choices about which chapters to include. I decided to honor the
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methodology by organizing the chapters based on what the participants identified as the
most important things to know. Accordingly, the data chapters constellate around the
following analytical themes:

o Chapter IV: Dancers and the benefits of performing frequently

. Chapters V and VI: Audiences and bringing ballet to the people

. Chapter VII: Relating ABT to Austin and the 1970s
This organization represents my best effort to serve the research purpose and questions
by creating a history of Austin Ballet Theatre at the Armadillo World Headquarters.
Related lines of inquiry not foregrounded in this dissertation will continue to be
addressed in papers and articles submitted for future publication or presentation.

A Note on Verb Tenses

As I wrote these chapters, I faced a decision about which verbal tenses to employ,
depending on the data source. Texts are referred to in academic writing in the present
tense, as in this example: “Author Adele Clarke asserts....” However, I found that I could
not accept this convention with oral history interviews. Upon reflection, I realized that,
according to shared authority theory, even if I were to ask the same person the same
questions, [ would get different answers. Therefore, “Interviewee Greg Easley says...”
feels inconsistent with oral history methodology, because he might not say the same thing
time and time again. With further investigation, I also took into consideration the fact that
the Chicago/Turabian formatting of my dissertation cites interviews conducted by the
author without page numbers; in these instances, the citation does not refer to the

transcript but rather to the conversation itself. Given these points, I decided that, in this
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dissertation, any reference to a quote from an interview would be in the past tense: for
example, “Interviewee Greg Easley said....” This practice is debateable, but I feel
consistent in my choices.
Alternative Representation

In this section of the chapter, I discuss the creation of Appendix D: “A Typical
Day for Austin Ballet Theatre at the Armadillo World Headquarters.” This work of
fiction emerged from both reflective inspiration and scholarly theorizing. As
historiographic metafiction, the story reveals the data, the constructed nature of any
historical narrative, and my expressive voice as the researcher. As explained in Chapter I,
readers may choose to read the fiction at any time as an efficacious disruption, or they
may choose not to read it at all.
Inspiration

When analyzing the research question that collates the data surrounding how
participants experienced dancing at the Armadillo, I began to realize that [ had been
envisioning what these experiences were like based on the intersection of the data and my
imagination. Again, | had never been to the Armadillo World Headquarters, so my
imagination constructed an assemblage based on the relationships among the data
collected through photos, oral history stories, and documents. I knew that any creation of
an imaginary version of ballet at the Armadillo would certainly differ from how it played
out for someone in reality. However, I began to wonder how this imaginary construct
affected my study, for of course it did; such a “creative entanglement” (to employ Tim

Ingold’s term) is inescapable for any researcher.*’ Therefore, I wondered how I might
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reveal this dimension of my analytical process. It was with this thought of describing my
imaginative assemblage of Austin Ballet Theatre at the Armadillo World Headquarters
that a textual performance of the data emerged.

My fictional world of ABT at the Armadillo centers in the oral history prompt,
“Describe a typical day of Austin Ballet Theatre performing at the Armadillo.” This
question is, in and of itself, overtly asking the interviewees to create a fictional narration
based on their synthesis of many similar experiences. As described earlier in this chapter,
the prompt stimulates a description of their experiences and their recall of singular,
salient memories within the flow of conversation. After many interviews, I realized that
each narrator added more dimension to the fictional day that was beginning to assemble
in my imagination. After making the decision to engage in overtly fictional writing as
part of historical inquiry, I investigated scholars who have theorized such methods.
Literature Review

History scholar David Lowenthal states, “Like theme parks in the present, the
landscape of the past as we see it is, by and large, an artifice, an invention, a construct, an

29

illusion.”** Similar to Lowenthal’s concept of the past as an imaginary theme park,
theatre history scholar Bruce McConachie, in his article “Reenacting Events to Narrate
Theatre History,” writes that all historians use “imaginative reenactment” in their process
of making sense of history, whether those historians admit it or not.** Joining the
conversation is dance historian Alexandra Carter, who asserts, “[H]istory is a creative

activity.... It involves the imaginative piecing together of various accounts in order to

produce meanings; it may necessitate speculation where there are gaps and asking
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questions as to why there are gaps.”*® Along these lines, when history is a creative
activity, what are the implications for writing historiographies?
Stephen Banks: The Argument for Fiction
Historical anthropologist Stephen Banks promotes fiction in his chapter for
Handbook of the Arts in Qualitative Research, published in 2008:
This chapter advocates using literary fiction as a mode of expression in reporting
scholarly research.... [W]riting literary fiction can be a productive, even
revelatory, practice for communicating scholarship, and as such fiction writing
should be taught, used, and appreciated as a form of research reporting.*’
Banks first scrutinizes the terminology used for reporting qualitative research data,
particularly the terms findings and results. “Findings,” Banks argues, presumes the
existence of things to be found, while “results” implies that research has closed the
questions with definite answers. Yet, Banks counters, “what are counted as ‘data’ are
invariably selected and named by the investigator; in most cases the phenomena under
analysis are created by the investigator.”*® This outlook on data generation is also one of
the principle tenets of oral history methodology: shared authority. Given such a critical
turn regarding text and research, Banks proposes that researchers investigate fiction as a
platform for sharing understandings. His caveat is that scholars must “declare” their
intentions in the creation of such works due to the expectations of academic audiences

and publishing platforms; then, after the declaration, the scholar historian must write

boldly outside of normative writing structures.*
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Banks identifies four foundational premises for his position:

l.

4.

“Writing itself must be theorized as a generative research practice.” In other
words, writing up the data and their analyses co-creates the data and their
analyses.

“Theorizing writing also invites a critique of the received practice.”' Banks
here refers to critical theory that challenges scientifically minded attempts at
objectivity and objective rhetoric.

9952

“Narrative is unavoidable.””” Banks builds this foundational premise on how

narratives are the means through which humans make sense of experience.

“Literary fiction can profitably be used for scholarly writing tasks.””*

It is to this last point about the utility of fiction that I now turn.

Banks’s discussion about what fiction can do for research resonates with many of

my intentions for this dissertation research. My research questions are structured to create

a history of the ballet and to explore participants’ experiences along with the meaning

that ballet at the Armadillo had for them. One of my hopes is to reintroduce their histories

back into the community. By contrast, my fear has been that I might render their histories

flat, lifeless, and inaccessible through my data analysis and use of language. I have also

been aware throughout the process of the many voices I have not heard, the lines of

inquiry I have not followed, and how I do not want my choices to foreclose the subject.
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Therefore, my intentions for writing a fictional history align well with Banks’s reasons

for scholarly fiction®*:

. To evoke an “awareness of the subjective aspects of participants’
experiences”
. To share “the researcher’s own subjective response to the participants’

experiences and other research materials”

. To reach broader audiences than those in academic “tribes”

. To provide “immediacy”

. To provide representation without imposing theoretical categories and
language

o To remain open to new interpretations and avoid closure

Thus, Banks’s arguments for scholarly fiction explore the frontier where rigor, ethics, and
communication strategies reinvent themselves.
Linda Hutcheon: “Historiographic Metafiction”

One of the seminal scholars who is developing a postmodern perspective on the
literary construction of historical knowledge is Linda Hutcheon, author of the 1988 text
The Poetics of Postmodernism and its 1989 companion text The Politics of
Postmodernism. Hutcheon asserts that postmodern perspectives reconsider earlier,
nineteenth-century academic views in which “literature and history were considered
branches of the same tree of learning.”® Postmodern practices, she continues, remind us
that the very terms history and fiction are historically situated and ever-changing

signifiers.”” With this in mind, Hutcheon emphasizes that historical inquiry inherently
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raises the “important postmodern question: how exactly is it that we come to know the
past?”’ 8

To problematize the terms history and fiction, Hutcheon coins a phrase that has
subsequently been adopted and debated in wider literary discourse: historiographic
metafiction. This compound term begins with reference to scholarship by supporting the
use of historiography to signify writing about the past.” The use of this term instead of
history distinguishes the constructed nature of text as a written version of knowledges
gained through historical inquiry. Then, the word metafiction refers to text that purposely
reveals its constructed nature through literary devices.” By combining the two terms,
historiographic metafiction references the past through writing that reveals its own
constructed, fictive nature. Such an approach, according to Hutcheon, “open[s history] up
to the present, to prevent it from being conclusive and teleological.””
Leah McCormack: Historiographic Metafiction in Practice

Creative writer and literary scholar Leah McCormack provides strong theoretical

foundations for scholarly fiction and its inclusion in this dissertation from critical studies

in literature with her 2013 journal article, “Reclaiming Silenced & Erased Histories: The

Paratextual Devices of Historiographic Metafiction.”® Launching from Hutcheon’s

" An excellent summation of this scholarship can be found in Keith Jenkins, Re-Thinking
History (London; New York: Routledge, 1991).
" In her 2013 text Metafiction: The Theory and Practice of Self-Conscious Fiction,
Patricia Waugh establishes that “metafiction is a term given to fictional writing which
self-consciously and systematically draws attention to its status as an artefact [sic] in
order to pose questions about the relationship between fiction and reality.” See Patricia
Waugh, Metafiction (New York: Routledge, 2013), 2.
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theories on historiographic metafiction—which McCormack acronyms as “H.M.”—
McCormack considers a trend in H.M. of “fraudulent artifacts”: overtly fake
documentation with historical referents, such as fake letters, diaries, and grocery lists.®'
This type of historiographic metafiction draws attention to questioning the nature of
documents themselves as sources of information. The authors of such documents, she
asserts, reveal a type of honesty in their “rebellious,” self-aware fraudulence.®

Although my process does not include fraudulent artifacts, my work of H.M. does
circulate data sources from my research. McCormack’s theorizing reveals how, even with
non-fraudulent documents, persons known and unknown authored these sources—
including newspaper reviews, programs, and letters—as creative acts. Moreover, persons
known and unknown also created more meaning with these artifacts by choosing to
archive them in scrapbooks, boxes, or public archival files and making the decision to
share them. Therefore, sources of historical knowledge represent inherent creativities as
potential situations of action. Such potential aligns with open historical inquiry into ABT
as a lost history. Citations emphasize the presence of paratextual data sources. Such a
device also creates another dimension of “meta” by invoking another plane of existence.

In addition, the H.M. approach resonates with the spirit of ABT and its tongue-in-
cheek, self-aware practices as well as its political dimensions, which decentered ballet
performance practices socially and aesthetically; these themes are explored in Chapters
VI and VII. Although they were deeply committed to dance through their artistic and
technical labors, everyone working with the company accepted that their circumstances at

the AWHQ were strange, incongruent, and weird; however, they were also cognizant that
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there were significant possibilities and humor in this incongruity. The use of
historiographic metafiction to represent this rebellious spirit seems apt.

McCormack further postulates that the use of multiple voices in H.M. creates a
sense of community and collaboration through the text, especially for marginalized or
“ex-centric” groups.®”® Her statements on this have helped me to perceive that, in my
composition of H.M. I feel a sense of shared endeavor and community with the
characters, even with those from different years whose paths did not actually cross—
myself included. Through their participatory choices, all of the ABT narrators brought a
piece of the story forward (even as they might have been holding something back).
Through their collaborations with me, and, by assemblage, with each other, a sense of
community infusing ABT’s historical past forms in the text.

A third function of multiple voices in H.M., as identified by McCormack,
involves the relationship of the reader with the text. Conflicting perspectives, she
contends, ask readers to make their own decisions about the narrative rather than just
trusting the author.®* In this way, readers engage in a more conscious “meaning-making
process” with the text.®® Although readers are always already engaged in a meaning-
making process, McCormack’s point is that conflicting narratives activate skepticism of
any “official” version of history.®® Scholarship such as McCormack’s that analyzes the
methods and functions of H.M. provides further justification for the use of such an

approach in the representation of oral historical data.
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The Process of Writing Historiographic Metafiction
Multiple Voices and Points of View

I began the writing process by coding the oral histories and documents for “a
typical day.” Next, I created an assemblage of accounts from these different sources that
followed a roughly linear timeline throughout the course of a day. Putting these accounts
into conversation created spaces of both convergence and irreconcilable difference. Also,
I realized that the oral history prompt asking about a typical day is meant to invoke
memories of specific incidences. With this data, I needed to make a decision whether or
not singular stories had any place in a “typical” day. With the use of oral history
methodology, I decided that, yes, the knowledge-generating philosophies that underlie
this research design support the mixing of the overtly fictional, generalized descriptions
of a typical day with “real,” specific anecdotes.

The most experimental voice, which was entirely constructed from my
imagination, is that of the smelly carpet of the Armadillo. The carpet, which saturated the
data through the participants’ memories, did not have its own voice in the first draft of
the fiction. I was inspired to “drop” this voice into the text, to use McCormack’s
description of such a fictional insertion, by my 10-year-old daughter, Gwendolyn Clark.®’
For a humanities assignment, Gwendolyn put together a presentation on the moon
landing of 1969. Unbeknownst beforehand to her teacher or me, she incorporated a
section that retold the events from the moon’s point of view. Switching the narrative
frame of reference had both revelatory and humorous effects on her audience. I decided

to try a similar exercise. I kept in mind a seminar from a doctoral residency in 2011 with
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Texas Woman’s University art professor Terry Barrett, in which he discussed adopting
the points of view of different elements in a painting as part of its analysis.*® The biggest
challenge was in confronting how a carpet would not make sense of reality in the same
linguistic terms that I do. I approached its voice, therefore, as an exercise in empathetic
imagination, but this was not dissimilar from how people might imagine any historical
voice.
Verb Tenses

Another challenge that was revelatory to me as the author was the switch from
subjunctive past tense (“On a typical day, Terri Lynn would have arrived at noon.”) to
present tense (“Terri Lynn arrives at noon.”). Elizabeth D. Ermarth, in her text History in
the Discursive Condition, proposes using the present tense as one of fifteen devices in the
writing of history that “acknowledges the fictionality of the enterprise.”®® All of
Ermarth’s devices promote difference, interruption, and opening possibilities in the text
regardless of logic and time. The use of the present tense foregrounds the idea that the
narrative functions as a specific iteration in the process of constellating historical
knowledges. In my process, I found that the present tense is also powerfully effective for
repositioning the reader again and again as multiple perspectives collide in the narrative.
At first, I was faithful to bracketing all of my changes in verb tense to signal to the reader
that I had interceded as the writer (“Terri Lynn arrive[s] at noon.”) Although the
punctuation served the purpose of disruption, the constant intercessions became
unreadable. I eliminated the brackets, but, in the endnote citations, I acknowledged that

the verb tense changed from past to present.
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Creating Space for Details

One feature of qualitative studies, as defined by research scholar Elliot Eisner, “is
their attention to particulars [emphasis original].”’° Rather than abstracting a
phenomenon to numerical data for statistical treatment, qualitative studies describe the
phenomenon’s distinctive characteristics. As Eisner proposes, “qualitative studies provide

" Details aid in

a sense of the uniqueness of the case; the best make the case palpable.
making the case more tangible, yet oral history interviewing generated the recall of many
more details than I could include in my thematic analysis. The fictional writing practice
created a space where I could present data that had nowhere else to go, whether those
data had overwhelming presence in my analysis (like the smell of stale beer) or stood as
outliers (like when “that boy” came to the door and talked with Jone and then ended up
dancing on television and Broadway).
Placement in the Dissertation

The decision of where to place “A Typical Day...” meant weighing its function
for the reader. On one hand, I felt that placing it before the data chapters assisted readers
with feeling more familiar with the data, thus making those chapters more effective. On
the other hand, this piece of fiction also works nicely as a culmination to the dissertation
that simultaneously disrupts the idea that the results are fixed. By placing the fiction in an

appendix, readers can choose to encounter the fiction whenever they like or even not at

all. In this way, the historiographic metafiction enacts another dimension of meta.
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Conclusions

In the program notes for Stanley Hall’s ballet Dracula, which was performed at
the Armadillo World Headquarters as well as other theaters, a statement appears
underneath the title: “Taken from fact, fiction, and choreographer’s license.”’* This
methodology chapter presents a holistic look at the research process of creating this
dissertation, which included problematizing how historical situations are created and
represented. Throughout this chapter, I outline my process so that the integrity of my
endeavors can be evaluated. Hall’s program note also applies to the methodology I
employed in creating the work of historiographic metafiction entitled “A Typical Day for
Austin Ballet Theatre at the Armadillo World Headquarters.” I wrote this work of fiction
as a means of bringing forward the experiences of the participants while simultaneously

disrupting the narrative to create space for future voices to add to the story.
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CHAPTER III
A HISTORIOGRAPHY OF AUSTIN BALLET THEATRE
AT THE ARMADILLO WORLD HEADQUARTERS

Austin Ballet Theatre’s articles of incorporation, which were found in a stack of
Stanley Hall’s assorted estate papers, list the start date of ABT as February 25, 1972.!
This date is significant in that it occurs only a few weeks after the seismic event of Hall’s
firing from Austin Civic Ballet. That the vision for a second ballet company could come
to fruition so rapidly suggests that conditions were ripe for its assemblage. This chapter
presents a data-driven history of Austin Ballet Theatre, including its inception, its years at
the Armadillo World Headquarters, and its final years after the Armadillo closed. It will
also introduce the unique circumstances, personalities, contexts, and histories that
intersected to create these events, which will provide a referential framework for the
thematic analysis that follows in subsequent chapters.

Mid-20" Century Ballet History in Austin
Austin Ballet Society

The earliest mention of any ballet company in the archival records at the Austin
History Center is Austin Ballet Society (ABS), which was formed in 1956 by Barbara
Carson. Carson studied with George Balanchine and was a soloist with the New York
City Opera Ballet.” In 1953, Carson left New York City with her husband and opened a
ballet studio in her home in Austin. Carson’s contributions to dance history extend well

beyond Austin, however. She was a leader in the regional ballet movement during the late
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1950s and 1960s, and she co-founded the Southwest Regional Ballet Festival, a division
of the National Association for Regional Ballet (NARB). Austin Ballet Society was the
first host of this annual event in 1963.> " Carson’s involvement with NARB raised the
profile of ballet in Austin to regional and even national levels: NARB’s members
included the New York—based editors of national magazines Dance News and Dance
Magazine as well as the leaders of Capezio, the principal pointe shoe maker in the United
States.” In addition, ABS enjoyed the NARB designation of “National Honor Company”
for multiple years during the 1960s.”

Carson also implemented in Austin what has become an annual tradition for so
many cities in the United States: performances of The Nutcracker ballet. Like many of
the canonical, large-scale, classical ballets, The Nutcracker originated with the creative
team of Marius Petipa and Lev Ivanov, choreographers, and Pyotr Ilyich Tchaikovsky,
composer, who were commissioned by the Imperial Ballet in St. Petersburg, Russia.
However, beginning with its poorly received premiere in 1892, The Nutcracker never
gained widespread popularity as a ballet until Russian émigré George Balanchine

choreographed his version for the New York City Ballet in 1954. Balanchine’s

: Regional Dance America, formed from NARB, states on its website, “Scarcely two
generations ago, viewing beautiful, powerful dance performances were often limited to
urban centers across this country. However, the national dance landscape began to change
in 1956 through commitment, hard work and a vision set by the National Association for
Regional Ballet. Its prime purpose, continued by Regional Dance America since 1987,
has been to decentralize dance throughout the United States by creating standards and
fostering quality at all levels of development in order to provide pre-professional
performance opportunities for dancers and audiences throughout the United States and
Canada.”
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Nutcracker swept the United States several years later when television network CBS
broadcast a short version in 1957 and a full-length color version in 1958. These landmark
dance broadcasts generated a nationwide familiarity with The Nutcracker that provided
the opportunity for ballet companies across the country to perform their own versions to
receptive audiences during the winter holiday season.® The Nutcracker rapidly became—
and remains—a ubiquitous Christmas production in the United States. Austin Ballet
Society presented its first Nutcracker in 1960, and since there were no male ballet
dancers in Austin at the time, ABS hired guest artist George Zoritch of the Ballet Russe
de Monte Carlo. Because Zoritch would not partner with a local “amateur,” Carson came
“out of retirement” to dance the role of the Sugar Plum Fairy herself.” Thus was born
Austin’s annual Nutcracker tradition, which survives to the present day.

In addition to The Nutcracker, two newspaper clippings from the Austin History
Center archives provide some insight into the kinds of ballets that ABS performed before
Stanley Hall’s arrival. The first clipping describes a 1965 ballet by Carson called
Hornsby Bend Legend, which was staged at Austin’s Municipal Auditorium, a multi-
purpose performing arts center in the middle of town. The narrative of the ballet came
from the history of the Austin area and involved early white settlers and their skirmishes
with “very savage Apache Indians.”® The photograph that accompanied the preview
article shows four dancers at a ranch location: two men relaxing with a gun and a stick in
the foreground, and four women posing prettily in the background amid the ruins of an
old homestead (See Appendix B, Figure 2). The photograph and the description of the

ballet—a legend about “actual Texas pioneers, whose descendants still live in or near
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Austin” during “the early 1830’s [sic], when Texas was still a province of Mexico” and
“Indians a real danger”—reinforce a narrative designed to appeal to those white
descendants. With music by Aaron Copland, a composer known for ballets that celebrate
a frontier spirit in an idealized American West, Hornsby Bend Legend promotes white
cultural narratives of history, local pride, and Euro-American aesthetic techniques of
ballet.

In the second clipping, a 1966 newspaper preview article titled “A Program of
Ballet for Laity” describes an upcoming “dance-demonstration” by the Austin Ballet
Society entitled Enjoying the Ballet, which was held at the Garden Center (an enclosed
pavilion at the Zilker Botanical Gardens).” This program traced the “evolution of the
dance from its birth in Italy,” and it seemed to have an educational slant: “The program is
designed to enrich the viewer’s pleasure in seeing ballet, and to bring the layman up-to-
date on such fine points as the recent development of regional ballet in America.”'® The
use of terms like /layman to describe the audience suggests a perceived need to educate
the general public about viewing ballet as a pleasurable practice when fueled by
privileged knowledge; the tone of the unnamed author reads as slightly patronizing. Also,
the “fine point” of burgeoning regional ballet in America indicates Carson’s involvement
with NARB. The article included the honors that the company had garnered through that
organization, and NARB’s national and New York ties granted a sense of legitimacy or

even cach¢ that the Austin company was able to claim for its own endeavors.
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“Mainly About Women”

Equally meaningful is the recurring placement of these and other contemporary
articles about the ballet in a section of the Austin American-Statesman, the main daily
newspaper, titled “Mainly About Women.” Although the archived clippings are out of
context, the flipsides of these clippings consist of articles about the Daughters of the
Republic of Texas, the Colonial Dance society ball, and advertisements for Oil of Olay,
wigs, lingerie, and cosmetics of various kinds. The only named author of an article about
the ballet, Lois Hale Galvin, has the byline “Women’s Staff,” whereas most often other
articles about the ballet from this period do not list an author at all. This segregation of
the ballet into a women’s section suggests that, for Austin during the 1960s, ballet is a
women’s activity that is not important enough for men to know as well.

These articles also emphasize white society women and their participation as
patrons. In one example, a newspaper caption describes how the dancers perform to the
“delight” of the Ladies Medical Auxiliary at the Austin Women’s Club.'" In the spread
about the Hornsby Bend Legend performance, the photograph of the dancers is shown
alongside two photographs of female patrons whose names appear prominently; there is
also a photograph of Miss Exa Hornsby and her sister, Mrs. Tom Kluge, looking on with
calm pride at the ballet taking place on their land to “ponder over land where Indians

9512

once roamed free.” “~ The accompanying article states that the evening of ballet featuring

Hornsby Bend Legend will include a pre-curtain fashion show of “New York Capezio

Company’s collection of authentic copies of lavish costumes from Broadway musicals”

991

modeled by “Austin women.”'? Carson may well have used her connections with Capezio
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through NARB to arrange this show featuring women patrons of the ballet. Their use of
“authentic copies” from New York lent both glamour and a sense of connection to the
epicenter of dance culture at the time. That an evening of dance would include a women’s
fashion show is further indication of a female-centric, culturally-elite situation for the
ballet.

Important to the context of Austin ballet during the 1960s, then, is its association
with middle- and upper-class white women and their endeavors. In many cases, these
women were the college-educated wives of prominent professional men, politicians, and
University of Texas professors. After marrying, many women gave up employment to
devote themselves to home, family, and charitable work.'* A photo clipping called “Party
for Young Dancers” illustrates this scenario succinctly.'” The dancers are not in this
photo at all. Rather, the photograph presents three women who are part of the “hostess
committee” surrounding a silver tea service on a gleaming wood table. The text
underneath the photograph lists their names, along with the names of the rest of the
committee members, exclusively in the format of “Mrs. [Husband’s Name].” Although
this may have been standard practice at the time, this wording reveals a cultural code that
identifies these women in relationship to their husbands.

I was not able to look up all of these women’s husbands’ histories due to time and
research focus, but the name “Mrs. Lowell Lebermann” jumps out at the end of the list.
Mr. Lowell Lebermann was a fixture of Austin politics and business, eventually serving
as an Austin City Council member, a University of Texas regent, and a board member of

the symphony, other major arts organizations, and several banks. Lt. Gov. Ben Barnes is
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quoted in Lebermann’s obituary: . . . there were very few things that happened that were
really important to Austin in the ‘70s, ‘80s and ‘90s, [sic] that Lowell Lebermann didn’t
play a significant role in.”'® Given the context of Austin ballet suggested by all of these
data, it is no wonder that local dance critic Steve Hogner scathingly described this era of
ballet practices as “a compendium for social registers and a training ground for petite
ingénues.”17
Transition

During this period, professional ballerina Nora White Shattuck similarly moved to
Austin when her husband, Roger Shattuck, became a professor at the University of Texas.
Like Carson, Shattuck had also attended the School of American Ballet in New York
City. She then joined the Ballet Russe de Monte Carlo company. After moving to Paris in
1947 “just to be in Paris,” Shattuck joined Roland Petit’s new company Les Ballets de
Paris.'® She became engaged in 1949, which led to her retirement from the stage and her
eventual move to Austin, where she opened a ballet school called The New School.
Shattuck is essential to this narrative as the person who brought Stanley Hall to Austin.
She and her husband were planning a year-long sabbatical to France, and she needed a
replacement. Shattuck’s sister, the famous ballerina Patricia Wilde, crossed paths with
Hall by chance in Hollywood and mentioned her sister’s dilemma; Shattuck and Hall had
known each other from dancing together in Les Ballets de Paris. Hall came “as a favor to

Nora” in 1966, according a newspaper interview, and at that time he only intended to stay

for a year.'” With Hall’s arrival, Shattuck changed the name of her enterprise to the short-
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lived Texas Ballet Concerto.” Hall later secured a position teaching ballet in the Required
Physical Education department at the University of Texas through Roger Shattuck’s
colleague John Silber. Hall actually brought his personal friend, the famous ballet
director Robert Joffrey, to a meeting with Silber to discuss the importance of offering
dance classes at the University of Texas.”” " This position ensured a financial livelihood
for Hall while he remained in Austin.

The archives for the years of 1967 through 1970 are somewhat confusing. I will
summarize as much information as I can here; additional research in archives outside of
the focus of this dissertation would be necessary for the clarification of certain points. I
was able to determine that Barbara Carson left Austin in 1967 with her family when her
husband found a career opportunity in Washington state. A truncated newspaper clipping
in the Austin History Center archives dated July 15, 1967 states that Carson will be “on a
year’s leave of absence” and announces the arrival of Dariusz Hochman of the Warsaw
Ballet Company to be her temporary replacement.”' I located Hochman in New York
City, and he kindly e-mailed to let me know that, although he did not remember quite
what happened, he never came to Austin, because the arrangements never worked out.*
This seems to place Carson’s company in a bind in the middle of the summer in 1967:
Carson was leaving town, Shattuck had not yet returned from France, and Hochman was

not coming. Although I find no record of any earlier relationship between Carson’s

" The only records for the Texas Ballet Concerto, according to the Austin History Center,
are located in the Kate Bergquist collection from the personal papers of Roz Forrest.
" Hall and Joffrey had danced together in Les Ballets de Paris.
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Austin Ballet Society and Shattuck’s Texas Ballet Concerto, both women had studied
with George Balanchine and probably knew of each other as Austinites.

Regardless, ABS merged with Texas Ballet Concerto at some point during this
period, with Stanley Hall remaining as artistic director and retaining the name Austin
Ballet Society. The Carsons did not end up returning to Austin, so Hall continued to lead
the company, gaining recognition with a favorable review in Dance Magazine by
Julliard’s Martha Hill at the 1969 Southwestern Regional Ballet Festival and a $1000

National Endowment for the Arts grant for his choreography in 1970.%***

Shortly
thereafter, in 1970, ABS changed its name to Austin Civic Ballet (ACB). President of the
board Mrs. David Himmelblau described the reason for the name change in this way:
“The recognition granted us in past few weeks by the city, the state and the region has
made us reconsider our image.””* Although Mrs. Himmelblau does not say exactly what
this means, the implication is that the company has grown from an amateur ballet society
doing demonstrations at the Garden Center into a civic endeavor representative of and
beneficial to the city and performing on regional stages. A significant number of the
regional companies in NARB had adopted the “Civic Ballet” designation already (for
example, the Tulsa Civic Ballet).

Shattuck’s role at this time is uncertain, but she is not mentioned alongside Hall in
any capacity involving artistic direction. However, the Shattucks became embroiled in

very high-ranking political wars at the University of Texas when their friend John Silber

was fired by Frank Erwin, an ally of Texas Governor John Connally and U. S. President
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Lyndon Baines Johnson.?® Subsequently, Roger Shattuck resigned, and the couple moved
in order for him to teach at the University of Virginia in 1971.

A few documents from this era demonstrate the kind of interesting fit—or lack
thereof—Hall had with Austin during this time. In a local magazine article, Peggy Van
Hulsteyn opens with mentions of the Austin Civic Ballet’s designation as a NARB
National Honor Company and an awardee of a National Endowment for the Arts grant.
She asserts: “The dynamo behind this jewel of the Southwest is Stanley Hall, artistic
director.”*’” However, Van Hulsteyn continues, there were some aspects of the Austin
community that Hall just did not understand:

In the first year Stanley Hall was in Austin, a lead dancer broke his leg just before

a spring performance, and, there being few men dancing at the time to step in,

Hall rescheduled the performance for a Saturday in September. Shuddering to

think about his near fatal mistake, Mr. Hall recalls: “Several irate members of the

Ballet Board of Directors marched in one day and announced that I had done the

unforgiveable—scheduled the ballet on the same day as a Texas football game.”

The board members informed the artistic director that while they were loyal

patrons of the ballet, they were afraid they couldn’t attend a performance when it

interfered with a football game. To paraphrase Gertrude Stein: “A ballet is a ballet
is a ballet, but football after all is FOOT BALL!"®

Stanley Hall’s cultural mistakes notwithstanding, by 1971 the Austin Civic Ballet
was enjoying recognition on a regional and even national level under his leadership. In
this situation, Hall worked for a board of directors whose president was one of Austin
society’s powerful women, Betty Himmelblau. Her husband, David Himmelblau, was a
distinguished University of Texas professor; the couple had moved to Austin in 1957.

Betty Himmelblau was a member and leader of the American Association of University

Women. During the 1970s, she played key political roles in determining the course of
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Austin through her membership on the City Planning Commission from 1973 to 1975 and
the Austin City Council from 1975 to 1981.%’ Betty Himmelblau emphasizes her
appreciation of the ballet via a thank-you card addressed to Hall dated October 12, 1970:

We are most appreciative of what you do for Austin Civic Ballet—the untold

hours spent on each production not only in the studio, but at home or driving back

& forth—always thinking and choreographing, constantly striving for perfection

in all aspects and all you do . . . We have had a long road, but thanks to you it’s

smoother & getting better all the time.*"
Important to the story of ballet in Austin, however, is the fact that, as 1971 came to a
close, Betty Himmelblau and Stanley Hall could no longer work together.
Stanley Hall: A Short Biography

It was like there was a star in town that no one knew about . . . we would see him

in passing, and you could just look at him and tell he was somebody. He wasn’t

just part of the scenery like everybody. He carried himself in a way that you can
just look at him and go, “Oh, that must be him . . . You could just tell. He just had
that look about him. He didn’t look like he was from Austin, maybe is the way to
put it. —Greg Easley, dancer”’

Stanley Hall came to Austin from a life that intersected with some of the most
dramatic and harrowing challenges of the 20" century and that had been filled with many
glamorous and prestigious opportunities in dance. Like a backup singer who was always
just a few feet away from stardom, Hall worked with many of the more famous
personalities in Euro-American dance, Hollywood, and Broadway from the 1930s
through the early 1960s. He—along with many others—generated prominent

performances that became very well known, but as an individual he remained relatively

anonymous to the general public (See Appendix B, Figure 3).
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Stanley Hall was born in Birmingham, England, on June 21, 1917, but not much
1s known about his early life. According to Greg Easley, although Hall often shared
stories about himself, he rarely discussed his childhood: “That, he did keep close to the

VeSt 9932

Most of the people I interviewed got the impression that Hall’s family was not
well-off financially and that his childhood was troubled. However, in an undated,
fragmentary transcript from an interview with journalist Debi Martin from sometime
during the 1980s, Hall provides a bit more information: a track and field coach
encouraged him to take up dancing as a supplement to sprinting, and Hall “grew up
around the theater” with a sister in musical comedy dance and an uncle who worked as a
stage electrician.®® What is known is that he began to study ballet at the age of 12 in
London at the Vic-Wells Ballet while living with an aunt or aunts.**~ He became an
apprentice with the company and began supporting himself at the age of 16, thus
becoming independent early in his life.”> The Vic-Wells provided Hall with a dynamic
early training ground during the 1930s. It was there that he danced under the directorship
of Dame Ninette de Valois and worked with Sir Frederick Ashton in several of Ashton’s
seminal choreographies. British ballet at this time was on the rise due in part to the
artistic partnership of de Valois and Ashton.*®

Hall joined the Royal Navy early on during World War II serving on the H.M.S.

London as a signalman.’” During the three years that he served during the war, his ship

spent 14 months in heavy North Atlantic seas escorting Russian convoys from Iceland to

" The Vic-Wells Ballet became the Sadler’s Wells Ballet (1939), then the Royal Ballet
(1956), although its history includes a few additional branches not listed here.
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Mermansk. Then, he told a reporter in 1970, he “hit the beaches in Sicily”: “I was at
Anzio. I came out alive. I was lucky.”*® Hall’s war service also included joining the
Indian Ocean Fleet where he acquired a certificate for crossing the equator,®® something
he treasured throughout his life and displayed in his home.*’

After the war, Hall returned to London and his previous employment with the
ballet company, which had in the meantime been renamed the Sadler’s Wells Ballet.*!
Much of the data about Hall’s life from WWII and through his life in Hollywood comes
from a unique document in Hall’s estate papers: undated personal notes made by reporter
Debi Martin that appear to be from an interview she conducted with Hall.** Most of the
resulting narrative that I present here up until the Austin years comes from those notes.
By 1948, Hall performed seven times a week for three months in The Sleeping Beauty as
a courtier and partner for prima ballerina assoluta Margot Fonteyn in the famous “Rose
Adagio.”” However, in Sadler’s Wells he felt he was not progressing as a dancer because
the company was focused on building repertory rather than “developing its minor

44
dancers.”

Added to this, oral testimony also recounts that he did not get along with
company director Ninette de Valois and found her personality overbearing.*’

Then, more opportunities to perform were offered to him by the newly formed
Metropolitan Ballet Company, founded by Celia Franco in London. There, Hall was able
to assume many of the roles noted ballet star Erik Bruhn had first danced for the

company, including leads in Les Sylphides and Swan Lake, Act I1.*® However, the

Metropolitan Ballet did not last more than a couple of seasons. Hall subsequently joined
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Roland Petit’s new company, Ballets de Paris. Again, the exact sequence of events is
unclear, but Martin’s notes hint at good luck and a glamorous career:

Margot Fonteyn guested first season. [Hall] Was invited into that company (series

of lucky phone calls and being in right place, right time) . . . he replace [sic] this

time another notable, Maurice Bejart. good opportunity for him. no corps, 15

dancers, all did principal and solo work . . . toured whole of europe, denmark,

norway.
Hall and Fonteyn had worked together in London, so it seems likely that this connection
helped Hall into Petit’s company, where he worked for over three years until it, too,
disbanded. Yet, Petit’s Ballets de Paris had a “smash” hit with Roland Petit’s 1949
Carmen, and Hall performed it in London every night for three months in addition to
touring this ballet extensively for a couple of years.*®

A turning point in Hall’s life came when, despite Carmen’s success, the company
became stranded in Seattle, Washington when its presenters backed out in the middle of
the company’s American tour. According to Martin, “Fate struck again. Petit’s friend,
Howard Hughes, sent a plane for the company which took them to Hollywood, CA.
Hughes wanted to film Carmen at RKO studios, which he owned.”” For a short while,
Hall and the other dancers lived a comfortable life of being shuttled to the movie studios
in limousines. But, the movie production closed down somewhere in the middle, leaving
Hall at loose ends in Hollywood during the early 1950s when an era of lavish, colorful
Hollywood movie musicals was just beginning. Hall’s lucky break into the movie

industry came when Roland Petit was hired to choreograph such a film: Hans Christian

Anderson, directed by Charles “King” Vidor and starring Danny Kaye and Petit’s wife,
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ballerina Zizi Jeanmaire. As Hall explained it to another Austin newspaper reporter, John
Shown, this was another in a series of being in the right place at the right time:

[A]n industrial show I was in sent me to San Francisco, and when that was over I

went to Los Angeles on vacation . . . [ walked into Michael Panieff’s studio where

I was going to take a class, and they said, “Oh, you’ve come to rehearse for the

movie Hans Christian Anderson.” And I said, “No, I don’t know anything about

it.” They called Roland Petit and he said, “Well, hire him!” They did, and I stayed
in Hollywood for ten years, it was sheer luck.”

Hans Christian Anderson got Hall into Central Casting and the (now defunct)
Screen Extras Guild. This launched his prolific career in motion pictures, Broadway
musicals, television specials, and nightclubs, which lasted for more than a dozen years.”'
Hall worked with and alongside many famous names during this era: Agnes de Mille,
Hanya Holm, Eugene Loring, Bella Lewitzky, Gwen Verdon, Jack Cole, Gene Kelly,
Marilyn Monroe, Mary Martin, Bob Hope, Betty Grable, Jane Russell, Liberace, Cyd
Charisse, Abbott and Costello, and many others.”> Although Hall was never the star
attraction, he nevertheless worked rigorously as shown by this quote attributed to Hall in
Martin’s notes:

It was very sad. We worked so hard. But Hollywood was Hollywood. The dancers

were regarded as nothing. And the first thing that was cut was always the dance

sequences. In Designing Women, we did some of the most difficult dance
numbers I’ve ever done, and all you see is little bits here and there, behind

Gregory Peck and Lauren Becall [sic] talking. The dance ended up all over the

cutting room floor.>*

Hall’s interviews with newspaper reporters, like Martin, Shown, and others, are peppered
with tidbits of insider knowledge like this. Later, in Austin, when socializing with the

Austin Ballet Theatre dancers at his home, Hall liked to reminisce about the behind-the-

scenes world of the glamorous companies, people, and places of his earlier days.”*
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From 1962 to 1966, Hall expanded his dance career into teaching and
choreographing in California. A list of his credits from an untitled document in his estate
papers lists his first choreography as Pirates of Penzance at the Redlands Bowl in
Redlands, CA, in 1962.>> A number of teaching, choreography, and direction credits from
this period seem to stem from Long Beach and a period as the artistic director of the
Royal Academy of Dancing Production group of Southern California.’® The Royal
Academy moniker suggests an affiliation with Hall’s heritage in the Royal Ballet
company, but I can find no further information about this group. In 1966, Hall received a
telephone call from Patricia Wilde, who was performing in the Greek Theatre in Los
Angeles.”” He subsequently learned of her sister Nora White Shattuck’s interest in
finding a director for her company in Austin, TX. Hall recounted that his initial response
was, “Where’s that?!”>® During her interview, Shattuck told me that she believes Hall
was not just helping her out as a favor. She remembers that Hall was 49 years old and
ready to retire from performing; his knees were suffering in part from jazz dance
choreographer Jack Cole’s signature knee slides.”” Employment in Austin offered Hall
the opportunity to teach and choreograph. His subsequent position at the University of
Texas provided financial stability for a future beyond the job-to-job lifestyle of a career
dance performer.

Thus, Hall’s public career transitioned neatly into a new era in Austin. The next
phase of this historiographic narrative, however, turns on Hall’s private life and his
identity as a homosexual. Dance critic Suzanne Shelton Buckley in her Texas Monthly

article attempts to give an impression of what Stanley Hall was like: “The man who
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inspires [such] devotion is enigmatic. Only heaven knows his age, and only a kamikaze
pilot would ask. He’s an isolated man with a veneer of camp humor, a curious blend of
movieland theatricality and genteel restraint.”® Whenever the dancers imitate Hall in the
oral history interviews, their performances are strikingly similar: They elongate their
postures, wave an imaginary cigarette in the air, and intone, “My dear!” with the
performative codes of camp.” ' Hall’s mannerisms suggested his homosexual identity in
an era when homosexual behaviors were illegal. Before his arrival in Austin, Hall lived in
worlds that created spaces for homosexuals within society. For example, during his
reminiscences over dinner with the dancers Hall loved to recount his friendship with
Marilyn Monroe (who “loved the gay boys and . . . would hang out with them on the
set”)®! and tours with the ostentatious Liberace, and he knew of (but did not participate
in) covert homosexual liaisons with Rock Hudson at the studio lot.®*

So, into the fold of the carefully nurtured, female-centric ballet community in
Austin arrived “a star . . . that no one knew about.” ® Hall came to Austin as a survivor

on many fronts, public and private.

" Much academic discourse surrounds the use of the term “camp,” and I use it with
respect to that discourse. See for example Moe Meyer, ed., The Politics and Poetics of
Camp, New York: Routledge, 1994.
" Hall may have been influenced in his affectations during his early years socializing with
Frederick Ashton and the Bloomsbury set. The Bloomsbury set, or Bloomsbury Group,
were a collection of upper class intellectuals in early 20" century England who devoted
themselves to art and polyamory. See Jennifer Homans, Apollo’s Angels: A History of
Ballet, New York: Random House, 2010, 416-417.
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The Split from Austin Civic Ballet

Despite the credit and appreciation Hall received from ACB, tensions were
escalating. The newspaper archival records lack information here, seemingly skipping
from Hall’s successes with Austin Civic Ballet to the formation of Hall’s new company,
Austin Ballet Theatre (ABT), and ACB’s proud announcements of the hiring of new
artistic directors. As discursive sites, these newspapers only broadcast the knowledge that
either side wished to reveal in order to promote the most positive narratives. Various oral
testimonies, however, produce accounts that describe layers of difficulties that led to
seemingly inevitable confrontations.

The incident that ostensibly caused a major fracture was that Hall canceled 7The
Nutcracker scheduled for December 1971 and replaced it with Cinderella, a ballet he
knew well from his Sadler’s Wells days as the traditional British Christmas ballet. As
mentioned previously, The Nutcracker became established during the late 1950s as an
annual Christmas tradition in the United States with the Austin version being the primary
annual production for its ballet company since 1960. As such, The Nutcracker served as
Austin Civic Ballet’s primary source of ticket revenue in addition to being an annual re-
generator of community identity, pride, and audience building. Publicly, Hall gave his
reasons for the change as being in the best interest of the dancers; Cinderella afforded
them more beneficial performance experiences.’® I speculate, however, that Hall was also
asserting his authority to direct the company by challenging the ballet’s board of
directors, specifically its president Betty Himmelblau. As Hall recounted his exasperation

years later, “You’ve hired me because of my talent and background and now you want to
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tell me what to do.”® In any event, the production of Cinderella provided public grounds
for Hall’s dismissal shortly thereafter due to “artistic differences.”*®

Although Cinderella was successful, at the next meeting of the board it was
understood that Hall would be fired.®” A “faction” of the board, led by Rich and Betty
Adams, opposed Hall’s imminent dismissal.®® To protest the loss of Hall, the Adamses
“invited the dancers to come to that board meeting, so many, many of the dancers were
there, and, also, the dancers’ mothers.”® According to oral testimony, Betty Himmelblau,
in anticipation of this uprising, attempted to have the meeting closed to the public.
However, Betty Adams “contacted the city” and affirmed that such a meeting must be
open to the public,” but an announcement was made as the meeting began that only
board members would be allowed to speak.”’ There may have even been police officers
in attendance in case things got out of hand, although the details of their presence (or lack
thereof) are unclear. Dancer mother Helen Spear remembered,

[Himmelblau’s group] were afraid because there was so much support for

Stanley; they were afraid. I don’t know what they were afraid of, but whatever it

was, it was ridiculous. Can you imagine ballet fans causing some kind of riot and

breaking furniture? > "
Although riots, in fact, did not break out, the interviewees describe how the evening did

9973, <

turn “very ugly””*: “[TThere was a very angry and antagonistic feeling at the meeting;”"*

“It was just terrible, you know.”"

" After their interviews, Spear and Kate Bergquist had been in conversation about the
board meeting trying to recall how everything had happened, and Spear called to impress
upon me that any police presence was uncertain in detail.
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The extreme nature of the tensions that existed in this situation was not entirely
the result of artistic disagreements, however. Many participants assert that, although these
differences may have existed, Hall was actually fired for the manner in which he
conducted his personal life, even though this was never overtly stated by ACB.” I cannot
determine with certainty if there was a specific indiscretion that occurred during this
period. Journalist John Bustin hinted at scandal in his “Show World” column for the
Austin American-Statesman, writing that Hall became “crossways with some outspoken
members of the ACB board of directors over matters of artistic direction (reports on the
actual dissent vary widely and wildly, depending on whom you’re talking to).”’’ Hall’s
homosexuality was the unspoken subtext, but it was clearly a factor as these testimonies
demonstrate:

I think that most of the board of directors and dancers felt that that [Hall’s

homosexuality] was probably the underlying cause and that the other causes were

somewhat trumped up . . . [ remember [board member name omitted] giving an
impassioned speech . . . “Your Stanley Hall is not lily white,” he said, and left it at
that, I believe. So you can see the kind of feeling that was going around. Nothing
specific was said except that he had gone against the wishes of the board in
staging . . . Cinderella.”

I think Stanley got fired for personal reasons . . . And I’m sure it was richly

deserved . . . But it was all kind of under the table, and . . . whatever was being

brought up as the grounds at that meeting, it felt like it was not the real story.”

They were trying to fire Stanley Hall. And I think because he was gay.”

Hall’s dismissal at this meeting was primarily a foregone conclusion. Both his
opponents and supporters knew that this was on the agenda. Bergquist paints the

procedure as “prearranged” when she describes the process, ending with Hall’s

supporters all leaving. She narrates,
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[T]hey were going to say something and he was going to say something and that
would be the end of it, in other words. He would not be following their criteria,
whatever, at which point, all the parents got up and left and all the dancers got up
and left.*
And, with this exodus, Hall’s supporters—“The Friends of Stanley Hall”—immediately
located studio space and began plans to teach classes and form another company with
Hall as artistic director.®’ In the split, Hall walked away with several board members, all
but two of the ACB dancers, at least two other ballet instructors, and many of the older
students of the academy.® Hall’s well-known popularity as a teacher was a loss to ACB,
despite the ramifications of any of his lesser-known behavior.

A month later, Austin Ballet Theatre was formed, with the Articles of
Incorporation dated February, 1972. The continuing ill will and divisiveness between
ACB and ABT contributed to a highly charged rivalry that shaped Austin Ballet Theatre
throughout its existence, as discussed in Chapter VII. Although the new company located
a studio for classes and organized quickly to perform in the Zilker Park outdoor
amphitheater in June 1972, without funding ABT could not afford to rent an indoor
theatre during its early years.

The Armadillo World Headquarters

During its 10-year run—from Aug. 7, 1970 to Dec. 31, 1980—the Armadillo was

widely recognized as Austin’s social, musical, and artistic hub. The notion of our

city as a “live music capital” was born there. Founded by an eclectic band of
hippies and artists, the Armadillo started off as a ragtag counter-culture haven and
grew into something celebrated by the mainstream. Rolling Stone wrote about it,

sure. But so did 7ime magazine. Bikers went there. Rednecks went there. Students
went there. The mayor went there. —Brad Buckholz, journalist™
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Although a small group of musicians, supporters, and visual artists seminal to the
Austin scene during the 1970s founded the Armadillo World Headquarters (AWHQ),
Eddie Wilson sometimes calls himself the “finder” of the Armadillo.** In a legendary-
sounding tale often recounted in sources such as music scholar Jason Mellard’s
Progressive Country, Wilson was attending a music show at the Cactus Club, a place that
alternated honky-tonk evenings with occasional psychedelic and folk music acts. The
plumbing was out of order, so Wilson was outside relieving himself. Mellard writes,
“Amid an auto repair lot, cafeteria, and roller rink, he spied a hulk of an abandoned
structure.”® Wilson described to me in an interview how he got curious and investigated:

That’s how I found the building, standing on the outside of it, behind the little

beer joint next door, looking up and seeing these broken windows in some cases,

but at the top of about a 20-some-odd-foot cinderblock wall. So I knew that there
had to be a large room on the other side.

[A] mechanical drawing class [I took] at McCallum [High School], I think, was

the tip that gave me reason to go around, find a door, pick a lock, get into this big

space that was completely dark except for the little light coming through from the
parking lot of the place that I’d seen it, and pulled my car through a garage door
and made a lot of racket, couldn’t be quiet. I knocked over some paint cans or
something, just definitely bad audio right off the bat, and then discovered this
huge room.

As the manager of the psychedelic music group Shiva’s Headband, Wilson was
on the lookout for hippie-friendly spaces where the band could play. Although a few
small spaces existed, larger music venues catered primarily to a “redneck” country music
scene that could be antagonistic toward the counterculture to a point of harassment and

violence.?” A shift in country music was burgeoning, however, with influences from

1960s folk and psychedelia and cultural roots throughout Texas (including Czech dance
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halls).*® Austin provided the base for its development with the Armadillo World
Headquarters.

According to Mellard, Shiva’s Headband was “perhaps the most important band
in managing the transition between this countercultural underground and the progressive
country-helmed ascent of the scene in the city’s life.”™ The band was led by Spencer
Perskin, who was involved with the University of North Texas student Folk Music Club
in Denton, TX. This club was founded in 1963 by University of North Texas English
professor Stan Alexander, who had been involved in the music scene of Austin while a
doctoral student at the University of Texas. Author Jan Reid describes the Sub—the
University of North Texas student union where the club met—as “Threadgill’s North,” in
honor of Austin’s Threadgill’s music club, where Janis Joplin and many blues legends
played.”™ " Of the students there, Reid writes the following: “It was an audacious,
musically directionless gathering of aspiring performers and hangers-on, but [they] were
bound for a musical reunion” in Austin after disbanding when Professor Alexander
moved from Denton a couple of years later.”’ Members included Eddie Wilson and other
musicians who went on to notable careers, including Steve Fromholz, Ray Wylie

Hubbard, and Michael Murphey, in addition to Perskin.”” Wilson became the manager of

" Details of this Denton period can be found in Jan Ried, The Improbable Rise of Redneck
Rock: New Edition, Austin: The University of Texas Press, 2004, 57-59. I especially
include Denton in this dissertation because my own doctoral school, Texas Woman’s
University, is located there. This section from Reid’s book opens on page 57 with: “If
someone had set out in search of a music nativity in the autumn of 1963, the campus of
North Texas State University in Denton might have seemed an unlikely place to look.”
" Eddie Wilson now owns Threadgill’s.
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Shiva’s Headband after Perskin unexpectedly showed up at Wilson’s house in Austin and
stayed for six weeks.”

In addition to having connections with Denton, Austin served as an intersection
for numerous other counterculture wayfarers from Haight-Ashbury. Willie Nelson,
country music star, attested in an interview with scholar Joshua Long: “There was a
strong Austin to San Francisco axis in those days. The towns reminded me of each other.
If San Francisco was the capital of the hippie world, then Austin was the hippie Palm

4 . . ..
9% As Mellard summarizes, “As with other college communities across the

Springs.
country, a strong Austin-San Francisco migration stream buttressed developments in both
communities,” with Janis Joplin being Austin’s most famous participant in this scene.”
(Shiva’s Headband opened for Joplin in her last concert in Austin in 1970, a few months
before her death.’®) Joplin’s biographer Alice Echols explains the appeal of Austin in the
context of folk music during this time period:

In more urban places like Cambridge, Berkeley, and Greenwich Village the

search for authenticity led folk music mavens to seek out obscure records and

songbooks. But in Austin authenticity was considerably less hard to come by.

Texas was a region still alive with ‘real” music, including country and western.””’
The populism of the 1960s thus supported investigations into cultural influences outside
of metropolitan privileging, and Texas provided a large, diverse, and storied rural
landscape to explore.

Thus, Shiva’s Headband found a place to play at AWHQ during the same year as

the band’s appearance with Joplin. As a plumber’s stepson, Wilson knew the large

structure had potential as a venue when he saw the bathroom facilities: “The fact that it
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was made as a sports center for large crowds meant that we had great auditorium-like
restrooms, men and women’s rooms. That was what made it possible.”® He also credits
his mother and stepfather for making the venture possible through their volunteer labor:
“[M]y stepfather was a plumber, and if there’s anything that is just absolutely not
affordable and you look back at what we did, it would’ve been the plumbing.”*® Wilson
and Perskin envisioned the building as a place for Shiva’s Headband to “call home,” and
the band’s contract money with a California label provided some early funding.'®

The building at 525 E. Riverside Drive was, by all accounts, a large space that
could accommodate 1500 people for a variety of uses; however, the space was never
noted for its glamor. Although Armadillo legend waxes great, Reid writes of another
perspective:

Armadillo reality was another matter. The armory was cavernous, filled with

acoustical dead spots, and was hindered by lack of comfort, atmospheric misery in

winter and summer, and managerial inexperience.'”’
In some ways, the facility was a work in progress relying on both staff and numerous
volunteers. Over the years, these workers built the “Delightful Beer Garden,” moved the
stage from one end of the hall to the other, improved the acoustics, installed heaters and
air conditioning, and expanded the bar and kitchen service (See Appendix B, Figure 4).'*

Jim Franklin, as artist-in-residence, painted murals featuring armadillos throughout the

venue. At the same time, the building always retained a casual, hand-to-mouth feel that
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became part of its identity. For example, for music performances, the stage was covered
with carpet scraps, and the musicians loved it:

Most places you play you’re standing on a hardwood stage and it’s all very

unfamiliar. It’s like the band fragments into separate entities because of the

unfamiliarity. But that carpet at the Armadillo gives a band cohesiveness. You can
dig your heels into it and make believe you’re playing at home.'*
To give another example of the facility’s eccentricity, patrons had to find the entrance by
walking around the side of the building from the street. And, the parking lot was so rough
that artist Franklin described it as the “craters of the moon.”'**

A diverse group of people all had important roles in the establishment and
running of the Armadillo World Headquarters over the years; to leave any of them out of
a historiographic account is a travesty to those who were there. Nevertheless, for the
scope of this dissertation, I have chosen to focus on Eddie Wilson, Jim Franklin, and
Mike Tolleson: Wilson, because he was the manager with whom Stanley Hall partnered
in offering the venue to the ballet; Franklin, because he brought the armadillos to the
AWHQ); and Tolleson, because his vision of a “community arts laboratory” enabled the
inclusion of the ballet at the Armadillo.

Shortly after Wilson leased the property, visual and performance artist Jim
Franklin “moved his mattress into the new attic” and took up residence as the on-site
visionary.'® Described by Reid as “a hardcore freak and eccentric,” Franklin had also
been the artist-in-residence at Shiva Headband’s former home venue, the Vulcan Gas
2106,

Company, where he generated visual art and “much of the defiant spirit

[Jim Franklin] is nearly universally described by his peers as the resident genius
of the Headquarters. His work covers the walls of the hall and outdoor garden,
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and his studio behind the stage is something to behold, filled with large murals,
armadillo shells, mannikins [sic] and interesting pieces of trash.'®’

Although Franklin was not the first artist to adopt the armadillo as a hippie
symbol,'” " his dedicated immersion into the depiction and lore of armadillos became “a
psychedelic genre all its own” in concert posters, album covers, and comics,lo9 so much
so that a New Yorker article in 1971 dubbed him “the Armadillo Man.”'"® Early on,
Franklin described the relationship of hippies and armadillos: “They dig underground.
We’re underground.”"'" But others have expanded on Franklin’s original statement.
Consider this oft-cited statement by journalist and author Bud Shrake, a seminal member
of the AWHQ founding group, for a 1971 Sports Illustrated article about the venue:

[Armadillos] love to sleep all day, then roam and eat all night. They are gentle,

keep their noses in the grass and share their homes with others. Perhaps most

significant, they are weird-looking, unfairly maligned and picked on, and have
developed a hard shell and a distinctive aroma. They do far more good than harm,
and yet the usual social reaction toward an armadillo is to attempt to destroy it.'"?

Franklin’s armadillos also reflected his political sensibilities. In his drawings,
armadillos “counterattacked riot police . . . staged raucous music festivals, copulated with
the Texas capitol building, flew over dangerous roadways . . . and ‘balled’ for Charles
Manson.”'"® The armadillo as an anti-establishment symbol gained traction with many
college students at the University of Texas, and a populist initiative to change the
school’s mascot from the iconic longhorn to an armadillo passed the student senate but

114

did not go any further. ™ As Wilson was establishing his new venue, he was taken with

" This is often attributed to Glenn Whitehead and Tony Bell at the University of Texas

humor publication the Texas Ranger.
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the idea of incorporating armadillos into the name: “The armadillo itself is a symbol that
I and Jim Franklin and other hippies liked.”''> He conceived of the name Armadillo
National Headquarters in reference to how the building was configured by the owner
with the intention of being leased as a National Guard armory, but co-founder Shrake,
who was keeping in mind the troubling contemporary context of the Vietnam War,
suggested Armadillo World Headquarters to give a more global perspective to the
name.' '

Another founder who was integral to the AWHQ—and especially to the
establishment of a mission that led to its eventual hosting of the ballet—was Mike
Tolleson. Tolleson came to Austin from a background that included a law degree,
experience in the music industry, and significant music-related counterculture
experiences in London.''” He was inspired by a late-1960s London experiment called the
Arts Lab, a cinema and live event space that featured artists such as John Lennon (whom
Tolleson met) and Yoko Ono."''® In this, Tolleson was part of an “Arts Lab movement”
that spawned similar efforts in Britain, Amsterdam, Paris, and other places.1 ' The Arts
Lab movement envisioned spaces that could present any variety or combination of arts
(film, dance, theatre, music, or happenings) and even serve as a “crash pad” for the
counterculture community.'*® Tolleson’s vision for the Armadillo World Headquarters
was that of a “community arts laboratory,” not just a music venue.'*' Although the
AWHQ was largely a place for music, the venue was interested in hosting other types of
activities, and this is evident from its inception. Events at the Armadillo included craft

fairs, fundraisers and conferences for progressive causes, a performance by the San
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Francisco Mime Troupe, and lectures by Guru Ram Dass. After ABT made the venue
their home, AWHQ accommodated a small number of performances by local modern
dancers and classical musicians as well.

The years of the AWHQ’s history in music are well documented elsewhere.” To
summarize, hundreds of music acts played there. Some were well known at the time,
some were on the road to fame, and some were (and remained) more obscure. Shiva’s
Headband opened the AWHQ and played there often, but the venue eventually hosted a
wide variety of headliners, such as the Pointer Sisters, Bette Midler, AC/DC, Bruce
Springsteen (as a virtual unknown), Count Basie, Patti Smith, the Police, Frank Zappa,
Taj Mahal, Jerry Garcia, Ted Nugent, the Clash, and others too numerous to list here.’

The Armadillo World Headquarters is also salient in music discourse as the birthplace of

29 ¢c 29 ¢¢

a musical genre known as “cosmic cowboy,” “progressive country,” “outlaw country,” or

“redneck rock.”'??

The AWHQ became known as the place where “goat-roper met
hippie,” and the two factions of conservative country music fans and liberal hippie folk
music fans met peaceably to develop “the Austin sound.”'** Texas Monthly journalist

Spong opened a retrospective with this summation:

Forty years ago, Willie, Waylon, Jerry Jeff, and a whole host of Texas misfits
grew their hair long, snubbed Nashville, and brought the hippies and rednecks

" Sources include the Briscoe Center for American History at the University of Texas at
Austin, the South Austin Museum of Popular Culture, the Austin History Center, the
scholarship of Jan Reid and Jason Mellard, archives of the Texas Monthly and the Austin-
American Statesman, and others.
" A helpful reference list based on archival documents can be found online at the Briscoe
Center for American History at the University of Texas at Austin website:
http://www.lib.utexas.edu/taro/utcah/00031/cah-00031.html.
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together. Country music has never been the same . . . the pivotal year was 1972,
and the place was Austin.'**

Music historian Mellard pins “the origins of progressive country to a single
performance, that of Willie Nelson at the Armadillo on August 12, 1972.”'*° Willie
Nelson—along with other country music artists he coerced to play at the AWHQ during
the early years, such as Waylon Jennings and Kris Kristofferson—found in Austin a new
center from which to disrupt the country music industry in Nashville, with its strict
production and distribution parameters. The experimental philosophy of the AWHQ
provided this opportunity.

Wilson recalls that, before the Armadillo World Headquarters opened, he invited
anyone to pitch ideas to him about the new venue: “I was like the Grand Pooh-Bah,
listening to everybody’s plea for space . . . . Everybody wanted to do something that they
didn’t have a place to do it in. And so—I listened to more bad ideas than you can ever
imagine.”'*® But, one of the first ideas he thought was viable was the installation of
Austin’s first organic bakery and a kitchen facility.'”” The Armadillo eventually evolved
to offer a full menu that included inexpensive vegetarian and non-vegetarian fare and an
outdoor beer garden, which made the venue a place where people could comfortably
spend many hours relaxing.

Some of those hours might have been spent stoned. The AWHQ had such a
reputation for marijuana use that the place and the practice remain nearly synonymous in

the public imagination: “If you remember the Armadillo, you weren’t there.”'*® Yet the
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staff I interviewed—Wailson, Mechling, and Franklin—all felt that the use was fairly
discrete in light of the drug’s illegal status:

Jim Franklin: And actually, there wasn’t really a free, out-in-the-open smoking of
pot happening at the Armadillo. I mean, it has the reputation of that.

Caroline Sutton Clark: Right, it does, yeah.

Jim Franklin: But it was illegal, and you could get busted. You know?

Caroline Sutton Clark: Mm-hmm.

Jim Franklin: So, no one really displayed it. The only times when rock and roll

audiences were smoking is when there was such a big show that the police

couldn’t possibly bust everyone.'*’
In addition, Wilson had to make a show of discouraging its use: “[O]f course, I had to get
on stage and act like I was the hard-ass and tell everybody, you know, not to do that.”"*°
But he freely admits that smoking marijuana was still a part of the AWHQ culture:
“Cheap pot and cold beer is what got the whole thing started.”"”!

He further recounts the following anecdote with Ann Richards, before she became
governor: “Ann Richards used to say, ‘How do you keep from getting busted?’ looking
out and seeing 1,500 people smoking pot. And I answered her, and I really meant it,

‘Ann, we’re not doing anything wrong.””'** Within the various histories of the AWHQ
runs a narrative thread that suggests that the police never raided the AWHQ for marijuana
use because the potential for complications and backlash outweighed the law among a
group that was otherwise behaving peaceably. Perhaps this recurring claim originates

from Reid’s 1973 text, The Improbable Rise of Redneck Rock, which states the following:

[Although] the sight and smell of marijuana smoke was known to stop Armadillo
newcomers in their tracks, the Austin police left the place alone, possibly because
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they knew if they raided the place riot might ensue, and some politicians and off-
duty policemen might be among the take.'*?

Other illegal drugs also had some presence at the AWHQ. In David Menconi’s master’s
thesis about the AWHQ, he quotes a staff member recalling how, when Quaaludes came
out in 1973, there were “passed-out teenybops in the parking lot stacked like
plywood.”"** However, in this research, the only drug to emerge in the data was
marijuana.

The Armadillo World Headquarters remained open for 10 years and, during that
time, began to symbolize Austin. Journalist Anthony Astrachan, writing for the New
Republic in 1976, declared the following: “The city’s best-known monuments are the
Lyndon B. Johnson [Presidential] Library and the Armadillo World Headquarters.”'*’
The AWHQ’s success was a result of many factors, including early and ongoing national
attention from Rolling Stone magazine."*® The club famously provided the inspiration—
although not the venue—for the PBS television show Austin City Limits, which remains
the longest-running show in the network’s history. When Reid’s book about “redneck
rock” was published in 1973, the director of programming at the Austin PBS affiliate was
persuaded after reading it to propose a show featuring the Austin sound."*” The pilot was
filmed with Willie Nelson in 1974, and national airing began in 1975 with sponsorship
from the Lone Star Brewery. The theme song for the show was originally Gary P. Nunn’s
1973 “London Homesick Blues,” with a chorus that begins “I wanna go home with the

armadillo,” in honor of the AWHQ. The character and support of Austin audiences

became legendary among touring acts, as Reid chronicles:
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[T]he most obvious plus was the crowd: mobile [not in chairs], shouting, native-
costumed people young people beside themselves with beer, music, and the
thought of being Texans. The dress wasn’t exotic like in San Francisco; the style
ran to boots, jeans, t-shirts, long hair, and cowboy hats. The bellowing mobs
scared the daylights out of Bette Midler, exacted a smile of karmic delight from

John McLaughlin and the Mahavishnu Orchestra, enticed Billy Joe Shaver to play

several times for free, and subjected John Prine to the stifling early-summer heat

of the Armadillo. People in the audience said Prine was too drunk to play.

Actually he was on the verge of a heat stroke, but he had nothing but kind words

for Austin and the Armadillo after his performance.'*®
These audiences reflected the lyrics of Nunn’s song about wanting to go home with the
armadillo to a Texas bar with “the friendliest people and the prettiest women you’ve ever
seen.”"?’

Despite its many successes and accolades as the birthplace of Austin’s live music
scene, the Armadillo World Headquarters struggled financially through many of its years.
Indeed, for many, the narrative of its financial woes seems to be part of its nostalgic
charm. Some discuss an idealistic philosophy of keeping ticket and beer prices low as a
sort of sacrifice for the community.'** Tolleson recounts, “A lot of people have very good
ideas and want to put those ideas in motion, but many young people have very negative

>4 The Armadillo was often on the brink of

perspectives towards money and business.
closing; its history is full of close calls, angels stepping in to help financially, volunteers
and staff generously giving of their time without pay, and a very patient landlord, M. K.
Hage. The AWHQ even declared bankruptcy in 1976 only to reorganize and keep going
for four more years. In 1976, Wilson detached himself from managing the venue, and his

feelings represent the behind-the-scenes difficulties of running such a place: “People

don’t remember this part: months and months of drudgery. People talk about the
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Armadillo like it was a huge success, but there were months where hardly anyone showed

55142

up In addition, he said, “It wasn’t as much fun for me as it was for everybody

else.”'™®
Eventually, despite operating in the black financially during its final years, the
Armadillo World Headquarters closed its doors. Hage received a large offer for the land
and gave the AWHQ a year’s notice that their lease was up. On New Year’s Eve 1980,
the Armadillo gave its farewell concert. Shortly thereafter, it was razed to the ground to
make way for a parking lot—one without the craters of the moon.
Austin Ballet Theatre at the Armadillo World Headquarters

About two years after the music hall opened and just before its big boom as the
home of progressive country music, Hall and a few dancers walked through the front
door to investigate performing ballet there. Austin Ballet Theatre was formed in
February, 1972 and had its first performance at the outdoor amphitheater at Zilker Park in
June of that year, but the company was still trying to find an indoor theatre that they
could afford with almost no budget. Sarah Wisdom, a dancer with the company, was a
regular at the Armadillo and conceived of the idea. Stanley Hall displayed his typical dry
sense of humor when recalling this origin story for a newspaper interview in 1978:
“Sarah Wisdom (a former ABT member) said, ‘I’ll call up Eddie Wilson and see if we
can use the Armadillo.” . . . I just looked at her like everybody else—you must be out of
your mind! I’ll get contaminated!”'**

A small group from Austin Ballet Theatre went to inspect the space: Hall,

Wisdom, and Wisdom’s friend and fellow dancer Ken Owen were among them. Owen
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recounted, “I was there when we first went and looked at the Armadillo to see if it was
possible. So we went down there and looked at it, and I was like, oh my God, this place is
awful.”'*® There were no wings, no proscenium, and no chairs. Despite any misgivings,
Hall saw the potential of the space for ballet when he evaluated the height of the ceiling.
As he explained for the newspaper, “[D]ancers appear to a visual advantage if the
audience has the illusion of freedom provided above the stage.”'*® Hall and Wilson struck
a deal: The ballet could perform on Sunday evenings (typically a slow night for booking
musical acts), and they would split the ticket income 50/50, which meant that ABT did
not have to outlay any money for space rental. Although the ticket prices would be low,
the Armadillo World Headquarters received some financial stability as a result of ticket
income and beer and food sales. Thus, a mutually beneficial arrangement began.

Austin Ballet Theatre’s first concert at the AWHQ was on October 1, 1972 (See
Appendix B, Figures 1, 5). The doors opened at 5 PM for dinner in the Delightful Beer
Garden, admission for adults was $1, and the show began at 7:00 M. Thereafter, the
ballet company performed on the second Sunday of the month from October through
May, skipping January due to a lack of rehearsal time over the winter holidays. In June,
ABT performed a free concert at the Zilker amphitheater, and the company did not
perform in July or August; Hall traveled during these months to New York City and
Europe. The company would reassemble in September and begin to rehearse for the
October season opener at the Armadillo. This typical schedule created a total of around
seven AWHQ shows each year. The company gradually added performances in more

traditional venues and some regional touring to its roster, which made for a busy season.
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Hall choreographed the majority of the ballets, with a prolific output that offered
new work every month. A tally of the company repertory indicates that Hall
choreographed 70 to 75 ballets during the company’s eight years at the AWHQ. Some of
these were re-stagings of classical works such as the “Bluebird pas de deux” from
Sleeping Beauty, but many were original ballets.'*’” Hall generally presented a mixed
repertory evening of three to five ballets in a variety of styles. During these years, ABT
dancers took class on weeknights, rehearsed over three weekends, and performed a full
show on the fourth weekend. Such a schedule works out to eleven rehearsals for a
company of 25 to 40 dancers before a full dance concert of three to five works every
month, with no weekends off.

Austin Ballet Theatre changed and evolved unevenly along the way as dancers
improved in their skills, with some leaving to pursue professional careers while new
dancers arrived. Toward the end of the 1970s, a sea change occurred for the ballet
company in synchrony with the closing of the AWHQ. A publicly-funded United States
Bicentennial tour during 1976 allowed the company to tour 27 small towns in Texas,
such as Fredericksburg, Fort Stockton, and Paris, TX. The dancers performed in a variety
of theaters and, for the first time, received a small amount of pay. ABT was also
gradually able to rent proscenium theaters in Austin, such as the Paramount Theatre and
the University of Texas’s Hogg Auditorium. Although the company appreciated its roots
at the Armadillo World Headquarters, as a result of these other experiences some dancers
began to yearn for more conventional ballet venues and for a more professional operation

that was able to pay its performers. Although the closing of the AWHQ was bittersweet,
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the company also hoped for new opportunities in more traditional theatrical settings. Its
last performance at the Armadillo World Headquarters was December 7, 1980. Hall
invited anyone who had ever been in the company to join in for the closing number, and
the show ended with a balloon drop and a chorus of Auld Lang Syne. One of the dancers
penned the following tribute on a dressing room wall:

once in love with ‘Dillo

always in love with ‘Dillo

once we had found her
couldn’t do without her

make her a hotel, we can’t stay!

once you’ve danced at ‘Dillo
forget the Met, it’s ‘Dillo!
dance for the bikers

and the ballet-likers

sitting next to Mom & the kids

you’re munching on a plate of ‘Dillo nachos,
and tacos, and beer . . .

then reading the graffiti in the bathroom

NO PLACE LIKE HERE!

once in love with ‘Dillo

always in love with ‘Dillo

though she’ll be leaving

we will still be grieving

‘cause we can’t deny it, you see

that ‘Dillo’s been the heart of ABT!'*®

And, without its heart, the company struggled to survive. The loss of the
Armadillo placed Austin Ballet Theatre in direct competition for theater space with its
longtime nemesis and competitor, the Austin Civic Ballet. Austin was not a big enough

city to support two ballet companies with similar agendas, including presenting a theater

season, becoming a professional organization with salaried staff and dancers, and seeking
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financial support through similar fundraising tactics. Although ABT had some successes
as the “other” ballet company, ultimately it could not compete with an organization that
had been building steadily through public and private funding,'* nor could it necessarily
contend with the company that provided Austin with The Nutcracker as an annual
Christmas tradition. Austin Civic Ballet changed its name to Ballet Austin in 1983 to
signal its upcoming shift from amateur to professional (salaried) dancers for the 1983-
1984 season. By this time, Hall was also ready to retire, and he hoped to shift ABT’s
artistic directorship to a successor.”" "~ Although an internal document exists that outlines
an ambitious plan for Austin Ballet Theatre to focus on community outreach from 1986
to 1992, the company folded in 1986.""

So, while ballet at a beer hall may at first glance seem incongruous, an
investigation into the history of the two organizations reveals how they found common
ground as socially marginalized artists: Stanley Hall as a homosexual with artistic,
cultural, and personal differences contesting the social world of Austin ballet, and the
hippies of the Armadillo as a self-identified counterculture that faced struggles of its own
against prejudice and social injustice. Along these lines, by all accounts Hall and Wilson
got along extremely well, and their acceptance of each other facilitated the long run of the

ballet. As Wilson explained in 1973, “We were as different as night and day, but we were

" Although former ABT dancer Ricardo Garcia succeeded Hall as artistic director to some
extent, Hall remained at ABT, and the shift to Garcia never fully gained traction. Also of
note is that the student author of the article referenced in this citation, Septime Webre,
danced with ABT and is now Artistic Director of the Washington Ballet.

91



perfectly suited for each other . . . One band of renegades found another,” and monthly

ballet at the Armadillo World Headquarters was born.'*>

! Articles of Incorporation, Austin Ballet Theatre, February 25, 1972. From the personal
collection of Greg Easley, Austin, TX.
? Jeanne Claire van Ryzin, “Meet the woman who brought ‘Nutcracker’ to Austin,”
American-Statesman Statesman. December 7, 2012, accessed February 25, 2015,
http://www.statesman.com/news/entertainment/arts-theater/meet-the-woman-who-
brought-nutcracker-to-austin/nTNgH/.
3 «“Our History,” Regional Dance America, accessed January 5, 2015,
?ttp://www.regionaldanceamerica.org/history.html.

Ibid.
> “Austin Ballet Society Earns High Honor,” Austin American-Statesman, November 11,
1969, Austin Ballet Society Collection, Austin History Center archives, box D0O200, file
6.
6 Jennifer Homans, Apollo’s Angels: A History of Ballet (New York: Random House,
2010), 466.
7 Jeanne Claire van Ryzin, “Meet the woman who brought ‘Nutcracker’ to Austin,”
American-Statesman Statesman, December 7, 2012, accessed February 25, 2015,
http://www.statesman.com/news/entertainment/arts-theater/meet-the-woman-who-
brought-nutcracker-to-austin/nTNgH/.
¥ Lois Hale Galvin, “Austin Ballet’s ‘Hornsby Bend Legend’,” Austin American-
Statesman, February 14, 1965, F1.
? «A Program of Ballet for Laity,” Austin American-Statesman, September 11, 1966,
%ustin Ballet Society Collection, Austin History Center archives, box D0200, file 6.

Ibid.

! Frankie Peterson, Austin American-Statesman, November 26, 1967, Austin Ballet
Society Collection, Austin History Center archives, box DO200, file 6.
12 Lois Hale Galvin, “Austin Ballet’s ‘Hornsby Bend Legend’,” Austin American-
Statesman, February 14, 1965, F1.
" Ibid.
'* Helen Spear, interview by author, Austin, January 16, 2015.
'3 “party for Young Dancers,” Austin American-Statesman, May 2, 1966, Austin Ballet
Society Collection, Austin History Center archives, box DO200, file 6.
16 <L owell H. Lebermann Jr.,” obituary, Austin American-Statesman, July 9, 2009,
accessed February 27, 2015,
http://www.legacy.com/obituaries/statesman/obituary.aspx?n=Lowell-H-
Lebermann&pid=129510714#sthash.C3cITnoB.dpuf.
'7 Steve Hogner, “City of Dance,” 4. From the personal collection of Dave and Eve
Larson, Austin, TX.
'8 Nora White Shattuck, telephone interview by author, March 13, 2012.

92



' Elizabeth Fernea, “Hall Pleased with Appreciation for Dance,” Austin American-
Statesman, November 22, 1970, 20.
2% John Shown, “Stanley Hall,” Forum, September/October 1985. From the personal
collection of Judy Thompson-Price.
* «Ballet Society Changes Name,” Austin American-Statesman, October 4, 1970, Austin
Ballet Society Collection, Austin History Center archives, box D0O200, file 6.
*2 Dariusz Hochman, e-mail message to author, February 23, 2013.
2 Doris Hering, Dance Magazine, June 1969, 71-74, Austin Ballet Society Collection,
Austin History Center archives, box DO200, file 6.
24 Margaret Eads, “The Dance and the Dancers,” Texas Times, December, 1971, 13.
23 «Ballet Society Changes Name,” Austin American-Statesman, October 4, 1970, Austin
Ballet Society Collection, Austin History Center archives, box D0O200, file 6.
% Dick Holland, “Roger Shattuck in Austin,” Texas Observer, January 27, 2006,
accessed July 17, 2014, https://www.texasobserver.org/2130-roger-shattuck-in-austin/.
* Peggy van Hulsteyn, “The Bouncing Ballet in River City,” Austin People Today,
December 1971, 16.
> Ibid, 18.
%% «Local Legitimacy: City Councilwomen,” Austin History Center, accessed June 28,
2014, http://library.austintexas.gov/ahc/local-legitimacy-city-councilwomen-54448.
3% Betty Himmelblau, letter to Stanley Hall, October 12, 1970. From the personal
collection of Greg Easley, Austin, TX.
j; Greg Easley, interview by author, Austin, TX, February 3, 2012.

Ibid.
33 Debi Martin, interview notes, 2. From the personal collection of Greg Easley, Austin,
TX.
3% Greg Easley, interview by author, Austin, March 23, 2012; Ken Owen, interview by
author, Austin, TX, March 21, 2014.
3% Debi Martin, interview notes, 2. From the personal collection of Greg Easley, Austin,
TX.
3% Jennifer Homans, Apollo’s Angels: A History of Ballet (New York: Random House,
2010), 407-424.
37 Greg Easley, interview by author, Austin, TX, March 23, 2012.
3% Elizabeth Fernea, “Hall Pleased with Appreciation for Dance,” Austin American-
Statesman, November 22, 1970, 20.
3% Equator crossing certificate. From the personal collection of Greg Easley, Austin, TX.
* Debi Martin, interview notes, 2. From the personal collection of Greg Easley, Austin,
TX; Greg Easley, personal communication, March 23, 2012.
*! Debi Martin, interview notes, 2. From the personal collection of Greg Easley, Austin,
TX.
* Ibid.
* Tbid.
* Ibid.

* Greg Easley, interview by author, Austin, TX, March 23, 2012.
93



* Debi Martin, interview notes, 2. From the personal collection of Greg Easley, Austin,
TX.

*7 Ibid.

* Ibid.

* Debi Martin, interview notes, 3. From the personal collection of Greg Easley, Austin,
TX.

3 John Shown, “Stanley Hall,” Forum, September/October 1985. From the personal
collection of Judy Thompson-Price.

> Debi Martin, interview notes, 4. From the personal collection of Greg Easley, Austin,
TX.

32 Stanley Hall, curriculum vita, [1972?]. From the personal collection of Greg Easley,
Austin, TX.

33 Stanley Hall, quoted in Debi Martin, interview notes, 4. From the personal collection of
Greg Easley, Austin, TX.

>* Greg Easley, interview by author, Austin, TX, February 3, 2012.

>> Stanley Hall, curriculum vita, [1972?]. From the personal collection of Greg Easley,
Austin, TX.

> Ibid.

>7 John Shown, “Stanley Hall,” Forum, September/October 1985. From the personal
collection of Judy Thompson-Price.

> Tbid.

> Nora White Shattuck, telephone interview by author, March 13, 2012.

59 Suzanne Shelton Buckley, “Armadillos in Toe Shoes,” Texas Monthly, October 1973,
accessed February 28, 2012, http://www.texasmonthly.com/cms/printthis.php?file=
performance.php&issue=1973-10-01.

*! Ibid.

® Ibid.

63 Greg Easley, interview by author, Austin, TX, February 3, 2012.

64 Betty Hendrix, interview by author, Austin, TX, September 22, 2014.

% John Shown, “Stanley Hall,” Forum, September/October 1985. From the personal
collection of Judy Thompson-Price.

% Tbid.

" Dave and Eve Larson, interview by author, Austin, TX, February 5, 2014.

% Tbid.

*“ Tbid.

" Kate Bergquist, interview by author, Austin, TX, January 9, 2015.

" Dave and Eve Larson, interview by author, Austin, TX, February 5, 2014.

2 Helen Spear, interview by author, Austin, TX, January 16, 2015.

” Arletta Howard-Logan, interview by author, Austin, TX, January 22, 2014.

" Dave and Eve Larson, interview by author, Austin, TX, February 5, 2014.

> Helen Spear, interview by author, Austin, TX, January 16, 2015.

" Dave and Eve Larson, interview by author, Austin, TX, February 5, 2014; Suzanne

Shelton Buckley, Skype interview by author, January 25, 2014; Kate Bergquist, interview
94



by author, Austin, TX, January 9, 2015; Helen Spear, interview by author, Austin, TX,
January 16, 2015.
" John Bustin, “Show World,” Austin American-Statesman, April 11, 1973, A13.
" Dave and Eve Larson, interview by author, Austin, TX, February 5, 2014.
7 Suzanne Shelton Buckley, Skype interview by author, January 25, 2014.
;z Kate Bergquist, interview by author, Austin, TX, January 9, 2015.

Ibid.
1 Lucia Uhl, interview by author, Austin, TX, October 16, 2014.
82 Dave and Eve Larson, interview by author, Austin, TX, February 5, 2014.
%3 Brad Buckholz, “It All Happened at the Armadillo,” Austin American-Statesman,
December 10, 2000, K1.
8 Eddie Wilson, “Views and Brews at the Cactus Café¢” panel discussion, Austin, TX,
July 15, 2014.
% Jason Mellard, Progressive Country: How the 1970s Transformed the Texan in
Popular Culture (Austin: The University of Texas Press, 2013), 65-66.
8 Eddie Wilson, interview by author, Austin, TX, August 30, 2014.
%7 Jason Mellard, Progressive Country: How the 1970s Transformed the Texan in
Popular Culture (Austin: The University of Texas Press, 2013), 67; John Spong, “That
“70s Show,” Texas Monthly, April 2012, 108-109.
% John Spong, “That <70s Show,” Texas Monthly, April 2012, 108.
% Jason Mellard, Progressive Country: How the 1970s Transformed the Texan in
Popular Culture (Austin: The University of Texas Press, 2013), 62.
% Jan Reid, The Improbable Rise of Redneck Rock: New Edition (Austin: The University
of Texas Press, 2004), 57.
’! Tbid.
92 “Folk Music Club (North Texas),” Wikipedia, accessed March 29, 2013,
http://en.wikipedia.org/wiki/Folk Music_Club_(North Texas).
%3 Jan Reid, The Improbable Rise of Redneck Rock: New Edition (Austin: The University
of Texas Press, 2004), 57.
" Quoted in Joshua Long, Weird City: Sense of Place and Creative Resistance in Austin,
Texas (Austin: The University of Texas Press, 2010), 25.
%> Jason Mellard, Progressive Country: How the 1970s Transformed the Texan in
(ﬁopular Culture (Austin: The University of Texas Press, 2013), 60

Ibid.
°7 Quoted in Jason Mellard, Progressive Country: How the 1970s Transformed the Texan
in Popular Culture (Austin: The University of Texas Press, 2013), 60.
Zz Eddie Wilson, interview by author, Austin, TX, August 30, 2014.

Ibid.
1% Jan Reid, The Improbable Rise of Redneck Rock: New Edition (Austin: The University
of Texas Press, 2004), 62.
! Ibid, 66.
"> Ibid, 67.
' Ibid, 68.

95



'%* Jim Franklin, interview by author, Austin, TX, November 21, 2014.

195 Jan Reid, The Improbable Rise of Redneck Rock: New Edition (Austin: The University
of Texas Press, 2004), 60.
1% Ibid, 59-60.
%7 Marc Chricton, “Armadillo Headquarters: C-W Mu...,” Austin History Center
archives, AR.1999.008, box 3, folder 7.
1% Jason Mellard, Progressive Country: How the 1970s Transformed the Texan in
{Dotg)pular Culture (Austin: The University of Texas Press, 2013), 67.

Ibid.
"% Hendrik Hertzberg, “Armadillo Man,” The New Yorker, December 11, 1971, 41-42.
" Quoted in Jason Mellard, Progressive Country: How the 1970s Transformed the
Texan in Popular Culture (Austin: The University of Texas Press, 2013), 67.
"> Ibid, 68.
' Ibid, 67.
"4 Ibid, 68; Jan Reid, The Improbable Rise of Redneck Rock: New Edition (Austin: The
University of Texas Press, 2004), 66.
"5 Quoted in Joshua Long, Weird City: Sense of Place and Creative Resistance in Austin,
Texas (Austin: The University of Texas Press, 2010), 27.
"1 Jason Mellard, Progressive Country: How the 1970s Transformed the Texan in
ﬁ?pular Culture (Austin: The University of Texas Press, 2013), 67.

Ibid.
"8 Ibid, 68; Jan Reid, The Improbable Rise of Redneck Rock: New Edition (Austin: The
University of Texas Press, 2004), 60.
19 “The Arts Lab Movement,” International Times, October 10, 1969, accessed June 17,
2013, http://www.internationaltimes.it/archive/index.php?year=1969&volume=IT-
Volume-1&issue=66&item=IT 1969-10-10 B-IT-Volume-1 Iss-66 016.
120 Jason Mellard, Progressive Country: How the 1970s Transformed the Texan in
Popular Culture (Austin: The University of Texas Press, 2013), 68; “The Arts Lab
Movement,” International Times, October 10, 1969, accessed June 17, 2013,
http://www.internationaltimes.it/archive/index.php?year=1969&volume=IT-Volume-
1 &issue=66&item=IT 1969-10-10_B-IT-Volume-1 Iss-66 016.
12! Jason Mellard, Progressive Country: How the 1970s Transformed the Texan in
Popular Culture (Austin: The University of Texas Press, 2013), 68; Henry Statten,
“Armadillo World Headquarters,” The Texas Observer, February 12, 1971, 18.
122 John Spong, “That 70s Show,” Texas Monthly, April 2012, 108.
' Richard Zelade, “The Armadillo’s Last Waltz,” Texas Times, Winter 1985, 46.
124 John Spong, “That 70s Show,” Texas Monthly, April 2012, 106, 108.
125 Jason Mellard, Progressive Country: How the 1970s Transformed the Texan in
Popular Culture (Austin: The University of Texas Press, 2013), 72.
E: Eddie Wilson, interview by author, Austin, TX, August 30, 2014.

Ibid.

96



128 Eventful. “Views and Brews: The Armadillo World Headquarters in Austin.”
Accessed July 15, 2014. http://austin.eventful.com/events/views-brews-armadillo-world-
headquarters-/E0-001-072492158-5.

'2 Jim Franklin, interview by author, Austin, TX, November 21, 2014.

139 Eddie Wilson, interview by author, Austin, TX, August 30, 2014.

B! Quoted in Joshua Long, Weird City: Sense of Place and Creative Resistance in Austin,
Texas (Austin: The University of Texas Press, 2010), 27.

132 Eddie Wilson, interview by author, Austin, TX, August 30, 2014.

133 Jan Reid, The Improbable Rise of Redneck Rock: New Edition (Austin: The University
of Texas Press, 2004), 68.

134 David Lawrence Menconi, “Music, Media and the Metropolis: The Case of Austin’s
Armadillo World Headquarters” (MA thesis, University of Texas at Austin, 1985), 74.

135 Anthony Astrachan, “Feelin’ Good in Austin,” The New Republic, July 17, 1976, 11.
136 John Spong, “That ‘70s Show,” Texas Monthly, April 2012, 214.

137 Jan Reid, The Improbable Rise of Redneck Rock: New Edition (Austin: The University
of Texas Press, 2004), 68.

" Ibid.

1% Wikipedia. “Gary P. Nunn.” Accessed August 2013.
http://en.wikipedia.org/wiki/Gary P. Nunn.

19 Joshua Long, Weird City: Sense of Place and Creative Resistance in Austin, Texas
(Austin: The University of Texas Press, 2010), 29.

! Quoted in Jan Reid, The Improbable Rise of Redneck Rock: New Edition (Austin: The
University of Texas Press, 2004), 67.

12 Quoted in Joshua Long, Weird City: Sense of Place and Creative Resistance in Austin,
Texas (Austin: The University of Texas Press, 2010), 29

3 Eddie Wilson, interview by author, Austin, TX, August 30, 2014.

144 Cynthia Milne, “ABT:...beer and ballet at the Armadillo,” The Daily Texan,
September 11, 1978, 7.

15 Ken Owen, interview by author, Austin, TX, March 21, 2014.

146 Cynthia Milne, “ABT:...Beer and Ballet at the Armadillo,” The Daily Texan,
September 11, 1978, 7.

147 Stanley Hall, curriculum vita, [19722]. From the personal collection of Greg Easley,
Austin, TX.

'8 Photograph, Austin History Center archives, box D0200, file 7.

' Debi Martin, interview notes, 4. From the personal collection of Greg Easley, Austin,
TX.

150 Septime Webre, “Austin Ballet Theatre Remains Youthful,” Daily Texan, May 4,
1984, Austin History Center archives, box D0200, file 7.

151 Stanley Hall, curriculum vita, [19722]. From the personal collection of Greg Easley,
Austin, TX.

97



152 Quoted in Suzanne Shelton Buckley, “Armadillos in Toe Shoes,” The Texas Monthly,

October 1973, accessed February 28, 2012,
http://www.texasmonthly.com/cms/printthis.php?file=performance. php&issue=1973-10-

01.

98



CHAPTER IV
THEMATIC ANALYSIS: DANCERS AND PERFORMING

In Chapter II: Methodology, I described my decision to organize the data chapters
on the basis of what the participants identified as the most important things to know
about Austin Ballet Theatre (ABT) at the Armadillo World Headquarters (AWHQ). This
chapter investigates a theme foregrounded by the data sources: how the dancers had the
opportunity to perform frequently and the benefits that they experienced as a result. One
of the dancers described this as follows:

When Austin Ballet Theatre started, a lot of the focus on performing was

teaching dancers to perform through performing. And [Hall] wanted to give

dancers, ah, an opportunity to perform frequently in order to get that experience

[emphasis added]. —John Logan, dancer’

Thus, while pursuing the research purpose of creating a history of ABT at the
Armadillo, I found that the excitement that dancers expressed about performing
frequently became part of the narrative. Accordingly, while analyzing the data for this
project, a recurring memo developed: “Stanley Hall knew dancers love to dance.” The
oral testimony that supports this simple statement is substantial. This chapter explores the
questions: How did ABT manage to perform so frequently? How did the dancers

experience dancing differently because of these monthly Armadillo shows? And, how can

these insights be useful to the field?
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Frequency of Performances

A striking feature of Austin Ballet Theatre concerts at the Armadillo was their
frequency, with the company performing on second Sundays except during January and
the summer months: June, July, and August.” In addition, ABT performed occasionally at
other theaters in Austin and in other Texas communities. Given that the dancers only
rehearsed on weekends, this loaded production schedule attests to how the whole
endeavor benefitted from an enthusiasm among Hall, other artistic staff, dancers,
volunteers, and families to make these ballet performances happen. By contrast, most
dance companies of any size that self-produce need to plan ahead for months or years in
advance to obtain funding, rent venues, strategize marketing, make costumes, and attend
to other areas of dance production in addition to the creative work in the studio of
choreographing and rehearsing the dances.

The Armadillo World Headquarters, however, did the business of concert
production differently. Armadillo manager Eddie Wilson presented the local, fledgling
ballet company with the same kind of opportunity he might offer to a local, fledgling rock
band: splitting the ticket income 50/50 for a Sunday night show, which would otherwise
be an off night. Thus, ABT did not have to expend rent or deposits; it just received the

income.

" January was skipped due to the winter holidays, June because the company performed a

weekend of free shows at Zilker Park that month, and July and August because the

families took summer vacations and the heat was too much for the Armadillo’s air

conditioning to ameliorate sufficiently.

" Rehearsals occurred on Friday evenings and during the day on Saturdays and Sundays.
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A “Repertory Company”

With such limited rehearsal periods and inexperienced dancers, ABT had to have
strategies for being able to perform frequently. For example, Stanley Hall introduced his
idea of a “repertory company” as the means by which the company could stage shows
monthly. Hall’s definition of a repertory ballet company was a troupe that kept several
ballets in rehearsal consistently and performed these works repeatedly each season,
occasionally adding new works to the repertory and putting others on hiatus.” Such
practice was in contrast to an amateur regional ballet company model of this era, which
presented two to three shows total per year (including The Nutcracker) with entirely
different programs. Hall’s repertory concept came from his own experiences with
companies that performed the same ballets repeatedly and often: Hall had trained with the
Vic-Wells in London, which presented repertory constantly at Sadler’s Wells Theater and
Covent Garden; Hall toured Carmen with Roland Petit’s company for months at a time;
and the original Broadway shows Hall danced in later, such as Oklahoma!, ran for weeks,
months, and years (although Hall rotated in and out of these casts). In several newspaper
features discussing the early formation of the company, Hall explains for the public how
ABT is a “repertory company,” a phrase that became a persistent code in the oral history
data as well. An article in the daily newspaper from the early days of ABT—Ballet:
Stanley Hall’s Dream Now Reality”—presents Hall’s perspective of how repertory
companies function:

According to Hall, the repertory concept is working. “You cannot build a

repertoire by doing two performances a year . . . . You have to create big ballets
for your best dancers, and when they leave, you’ve created something specially
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made for somebody and it’s difficult to replace them.” In a repertory dance

theatre, Hall continued, a built-in platoon system alleviates this problem. “If you

have a repertory company, you train people continually in these roles and you
keep several smaller ballets in constant rehearsal.” . . . Hall’s idea is to keep his
group of approximately 20 dancers performing regularly . . . providing
professional experience for his dancers.’

The repertory model, then, served the function of providing learning opportunities
for the dancers through repeated experiences. According to extensive data, Hall
privileged performances as an important part of the process of learning ballet, and Austin
Ballet Theatre primarily served as a vehicle for his dancers to learn. Newspaper articles
from the time confirm this idea:

The goal of ABT . . . is to give all company members a chance to perform.*

[Hall’s] purpose for the company and the school is to train dancers for a
professional career.’

Anecdotes from the oral history data also reflect this theme:

He really wanted to have a repertory company that had frequent performances,
gave people a chance to grow in roles.’

He had that idea of it being a very open, um, kind of training ground for young
dancers to understand stagecraft.”

We didn’t talk about things like business models then, but I think it was part of
his overall plan was to . . . educate individual dancers.®

Thus, the functions and practices of an identity as a repertory ballet company are
remembered as a core mission for Austin Ballet Theatre.

The self-identification of ABT as repertory company with a mission of learning
had a political function within the context of the Austin ballet community as well. When

Hall split from the Austin Civic Ballet, he championed the development of an identity for
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Austin Ballet Theatre as a repertory company to distinguish it from ACB’s singleton
practices, which were in line with the regional model. The article quoted above (“Ballet:
Stanley Hall’s Dream Now Reality”) appeared in the Austin American-Statesman in
1972, after ABT’s first performance at the Armadillo and before its second. In addition to
explaining the functions of a repertory company, the article establishes Hall as a teacher
first and foremost, and it presents the repertory model as ABT’s unique contribution to
the city. When Hall realized the “range of talent” in Austin, the article explains, he
dreamed of creating a company to foster such dancers and therefore initiated “repertory
ballet, an unusual concept for a city the size of Austin.” Hall also disseminated a
narrative for his firing from Austin Civic Ballet that painted him as an advocate for the
dancers at the expense of his own job.'® For those not privy to information about any of
the alleged clandestine maneuvers of the Board—which were believed to have happened
because several Board members felt that Hall needed to go as a result of his homosexual
behaviors—this narrative is generally understood to explain Hall’s leaving.'' An example
that illustrates the narrative privileging Hall’s dedication to providing the best
teaching/learning environment for the dancers comes from ABT audience regular Helen
Spear:
They wanted him to do Nutcracker every Christmas, and he said he didn’t want to
do that because he didn’t think it was enough of a challenge for his dancers, and a
lot of time and energy and money goes into Nufcracker, and he didn’t think it was
the best kind of thing for his dancers in terms of their own personal development
and growth—or professional development and growth.'

Although it may well have been true that Hall envisioned his idea of a repertory company

for the benefits that frequent performances could afford the dancers, such a beneficial
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mission also served to organize the fledgling company’s identity and to engender public
sympathy for Hall and his unique endeavors with ABT at the Armadillo.

In summation, Hall’s vision of a repertory company made the frequency of shows
at the Armadillo achievable. During every concert, some of the ballets had been
performed the month before, but new works were also rotated in. The dancers, then,
could feel their confidence building with the more familiar material while also
experiencing the excitement and challenge of the newer dances. Some ballets were even
repeated so often that the dancers became tired of them, whereas the new works might be
successes or flops."

Judy Thompson-Price and Her Role in the Frequency of Performances

Although Hall got the majority of the credit for Austin Ballet Theatre’s success, a
previously overlooked voice has emerged from the data. Dancer Judy Thompson-Price
proved to be vital to the company’s ability to execute new choreography every month.
Thompson-Price (whose name was Judy Thompson during the Armadillo years) was an
assistant director in function if not always in title, and she had a rare gift for remembering
choreography. The dancers who were participants in this research, along with Thompson-
Price herself, described her role as “Stanley’s right-hand man.” During her interview,
after humbly demurring, Thompson-Price described her ability to remember movement:

But I think it was just a God-given little talent that I had that I could remember

things pretty easy because somehow I managed to know pretty much what

everybody was supposed to do, be, and if anybody forgot, it was “Judy, what’s the
step?” And so, I, I, I don’t know. It was just something that just came natural.'

104



According to unanimous testimony from the dancers, Thompson-Price knew
everyone’s choreography and could be relied upon to cue other people through their
roles, even when she herself was onstage. Self-identifying as a regisseur, Thompson-
Price began writing the choreography on index cards in a style of memoing that she
developed for herself.” During our interview, Thompson-Price escorted me to a storage
container in her bedroom and pulled out index card boxes full of these notes, which were
made in tiny handwriting; she clearly put considerable effort into maintaining Hall’s
choreography and still felt responsible for keeping the cards after 40 years.

As Hall produced new ballets month after month, Thompson-Price was literally at
his side, recording his ideas with her gift for remembering movement. She was then able
to teach repertory to the dancers and to remind Hall of what he had done. The dancers
came to her when they needed help learning sequences of steps; they also followed her
lead and got cues backstage and onstage during performances. In this way, Hall and the
dancers truly depended on Thompson-Price. Oral history methods reveal that her “God-
given little talent” for memorizing choreography and everyone’s parts played a crucial
role in making monthly performances possible with the company’s limited rehearsal

schedule.

" A regisseur in ballet is someone who restages a ballet, re-teaches the choreography, or
directs rehearsals of a ballet but is not considered the choreographer. The term is
sometimes interchangeable with répétiteur.
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Learning Dance and Adolescence

Betty Hendrix was a participant I interviewed as someone who attended the ballet
concerts regularly but who was not otherwise connected to either Austin Ballet Theatre or
the Armadillo World Headquarters. When I asked her if any other impressions of “the
ballets, or the crowd, or the place” came back to her, Hendrix had this to say:

Well, the dancers were mostly youngsters, so I remember just thinking how

wonderful it was that these young people were able to perform and willing to

work the amount of time it takes to accomplish this dancing. . . . It was a good

outlet for these young, amateur dancers."
Hendrix’s observations bring up several points. Although a handful of the company
members were in their late 20s or 30s at the time, a decided majority of the dancers in
Austin Ballet Theatre were adolescents or young adults who were performing as
teenagers or college students.” For example, male dancers Kenny Larson, Greg Larson,
and Greg Easley performed when they were 13 years old, and female dancers Jone
Bergquist Hallmark and Terri Lynn Wright performed lead roles when they were as
young as 14 years old. While investigating their experiences towards assembling a
history of ABT and how it operated, I began to feel that scholarship in adolescent

learning might be relevant. Hendrix stressed how “wonderful” it was that these youths

found an “outlet” through which to discover focus and hard work. But how did these

" According to the American Psychological Association, there is no absolute standard for
defining adolescence. Although the age range roughly occurs between the ages of 10 and
18 years, the physical, cognitive, and behavioral characteristics can begin earlier or later
and last into the early 20s, depending on the individual. “Developing Adolescents: A
Resource for Professionals,” The American Psychological Association, accessed August
7, 2015. https://www.apa.org/pi/families/resources/develop.pdf.
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dancers relate their experiences to that stage of their lives, and how might those insights
contribute to an understanding of how adolescent dancers learn and what may motivate
them?
Motivation and Adolescence

I believe a useful point that has arisen from the data of this project reflects the
interrelationships between classes, rehearsals, and performances, particularly for
adolescents. Because the dancers in this study had the unusual opportunity to perform
ballet frequently, they are in the unique position to recognize how recurrent performing
may have affected their learning. From the first interview that I conducted, a theme arose
regarding the excitement of performances driving the dancers’ motivation to stick with
the discipline and hard work required by their ballet technique classes. These adolescents
made a hefty commitment to take a 90-minute dance class every day after school; they
also gave up every weekend during the school year for rehearsals, which means that they
often missed other activities such as school events and parties. As 17-year-old Byron
Johnson laments in a 1972 newspaper feature titled “Summer Means Ballet Practice”:
“Sometimes I want to go messin’ around with the fellows and work on cars.”'® Without
the excitement and immediacy of recurrent dance concerts, participants admitted that they
might not have made such a commitment during that time in their lives. In that first
interview, dancer Arletta Howard-Logan looked back on her experiences:

So I think it’s really helpful and, you know, from a teenager’s perspective the

performing is what kept me interested in my studies. If I had just studied and

didn’t get a chance to perform very often I think I would quit after a while. I think
I would’ve gotten bored."’
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This discussion helped to cue me in on the youth factor in the population of this
study. Although dance classes and rehearsals may have intrinsic rewards and be
experienced as enjoyable, participants also expressed how training could be repetitive and
tedious. To explain: ballet classes have a traditional series of steps that defines their
practice. Ballet dancers do their pliés, tendus, and other exercises in every level of
technique class. Dance education scholar Susan W. Stinson raises a vital point by stating
that, when dancers take classes during adolescence, they end up doing exercises that they
have done numerous times before; at this point, some children who have enjoyed dance
previously become disengaged.'® These preteens and teens may only experience
performance goals during the occasional recital.

One of the most recent resources regarding dance and pedagogical processes is
dance scholar Judith Lynne Hanna’s 2015 text Dancing to Learn: The Brain’s Cognition,
Emotion, and Movement."® She asserts the importance of learners being interested in why
they are learning: “Certainly, motivation is critical to the successful acquisition of
knowledge [emphasis original].”*° The many potential benefits of dance that Hanna
elucidates can only happen, she stresses, when learners invest in participating. While
what motivates people to dance and learn dance in general is a complex area of
investigation, this dissertation concerns ballet training during adolescence. Stinson
provides an important cautionary statement regarding adolescent dance students: “[A]ll
too often, adults set the long-term goals and then expect students to automatically be
willing to make the sacrifices” to achieve those goals.”' She explains that adolescents—

more than adults—need more immediate intrinsic motivators such as enjoyment and the
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satisfaction of personal progress as well as extrinsic motivators such as institutional
grading.*

Performances provide another type of extrinsic motivation. Assurance from older
adults that “this is important” provides little motivation to adolescent learners when they
themselves do not comprehend the relevancy of the work in which they are engaged.
Indeed, Stinson begins her section “Not Fun” about students who did not enjoy dance
classes with the sentence, “It became clear to me that learning is fun to students only

9923

when they consider that learning to be relevant.””” Her participants valued “learning

‘stuff that you use in life’.”** In other words, motivation to learn and participate more
fully in dance class involves the perception that participation will be useful in some way.
For the performers of Austin Ballet Theatre, that usefulness had immediacy and clarity in
the full, evening-length, real-life performances in which they participated every few
weeks. They were highly motivated to learn.
Functions of Dance During Adolescence

It was a little above some people’s level of performance, but it was fun, and it was

so challenging for them. I mean, like I said, I think Kenny would’ve been bored to

death probably with kind of [a] traditional dance training. I used to teach at [name

omitted], and the big problem was teenagers would just get so bored because they

weren’t allowed to perform, and they didn’t have any outlet. They—there was no

goal. They’d just go to class and keep learning these tortuous exercises.—Eve

Larson, dancer®

At the beginning of the above excerpt, Eve Larson linked “fun” with appropriate
challenges that were “a little above” what the dancers could do. The Armadillo

performances provided environments that allowed the dancers to attempt those

challenges. In other words, these teenagers could take risks.
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Risk-taking is a key factor in adolescent behavior.® Although the processes of
transitioning to adulthood are complex, adolescents engage in risk-taking as part of
healthy mental and social development. Of course, some risks are more beneficial than
others. In a 2011 workshop report on this subject from the Institute of Medicine and
National Research Council Committee on the Science of Adolescence, scholars
considered how risk-taking might help or hurt four crucial “tasks” that adolescents must
accomplish to transition into adulthood:

e To stand out—to develop an identity and pursue autonomy;

e To fit in—to find comfortable affiliations and gain acceptance from peers;

e To measure up—to develop competence and find ways to achieve; and

e To take hold—to make commitments to particular goals, activities, and

beliefs.”’

With this perspective in mind, the research reveals that performing at the Armadillo
World Headquarters afforded teenagers and young adults the opportunity to engage in
risk-taking that aided in the accomplishment of these four tasks.

The first task, to stand out, was accomplished simply by being onstage in front of
more than 1000 people per show. Dancers developed their identities as members of
Austin Ballet Theatre, even to the extent of having their names shouted from the
audience. Youth theatre scholars Jenny Hughes and Karen Wilson, in their extensive
research in England, point out that for young people transitioning to adulthood
participation in youth theatre offers a supportive place for individual identity exploration

that is neither home nor school.”® Thus, theatre groups offer a safe place for the
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development of the sense of autonomy that is essential to the task of standing out. Austin

Ballet Theatre functioned similarly by providing young dancers with an endeavor outside

of home and school structures where they could develop identities and behaviors different
from what those other structures afforded.

In addition, the dancers could engage in the first task in another way: by playing
characters onstage. Jone Bergquist Hallmark, who danced in leading roles from a young
age, apprehended that dance offered her ways of exploring her identity and practicing
autonomy. She was able to temporarily embody different ways of being:

I think it was also what—what was frustrating for me, [ was really insecure, but I

could go on stage and I could be somebody else. So even if [ didn’t like who I

was all day long, I could get on stage that night and be somebody else. [Laughter]

And I loved that. [Laughter] So—and, you know, junior high and high school,

that’s a real big deal to be able to like what you do. And even if you don’t really

like yourself very much, you could still be somebody that you—that you could—
you could be something else for a little while. And that was huge for me. That
was huge for me.”’
The meaning that such opportunities to try on other personas during this stage of life had
for Hallmark is clearly evident in her testimony. Dancers John Logan and Greg Easley
described similar sensations when learning to embody the character of a prince onstage;
they felt a sense of confidence and authority that radiated outward.” For theory on playing
characters, | turn briefly again to Hughes and Wilson’s research in theatre studies. In

youth theatre, playing roles gives participants an opportunity to try out different

characteristics of identity. By connecting this with the psychological concept of role

" Even while speaking about it during their interviews, Logan and Easley seemed to
elongate their spines and open their chests, creating a feeling of presence.
111



theory, they hypothesize, a benefit to young actors may be a greater awareness of social
relationships among different types of people that fosters “personal and social
development.”° During the literature review, I could find no research concerning how
adolescents experienced character roles in dance performance. However, Stinson’s
research on how adolescent dancers in her study associated their participation in dance
with freedom from other social roles that they played at school and elsewhere may apply.
To paraphrase one of her participants, they could transcend normal.’’

Furthermore, Hughes and Wilson concluded that youth theatre groups offer not
only support to individuals but also opportunities to share common endeavors and create
community.*” This fulfills the second task of adolescence: to fit in. Austin Ballet Theatre
was well known for its spirit of inclusiveness and for giving everyone a part, so dancers
could trust they would be folded in to the company somehow. Dancers also knew that
they were fitting in by the warm acceptance and thunderous applause they received from
over a thousand people in the audience every month.

In such a way, these performances also gave dancers the opportunity to
experience success in the third task: measuring up. From their first appearance in the
background, dancers increased their confidence in their skills and felt a sense of
achievement. Finally, by committing to goals, dancers achieved task number four: to take
hold. In their research, Hughes and Wilson agree; they identify “taking part in a work-
like, disciplined and committed process” as a fundamental benefit offered by successful
youth theatre groups.” ABT dancers devoted the majority of their time outside of work

and school to dance, and these dancers identified “working hard” and discipline as
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important traits they learned during these years. I will address how they recount working
hard later in this chapter.

Thus, for the dancers who chose to work in this risk-taking environment,
performing ballet benefitted their psychosocial development during adolescence. While
dance discourse does not typically describe dance practices as risky, I can perceive at
least two types of risk in most ballet performances: the physical risk of the steps
themselves and the social risk of dancing in front of an audience. Although dance
literature per se does not address risk-taking by adolescents, the aforementioned 2004
youth theatre study by Hughes and Wilson considers similar circumstances.** In their
fairly extensive research of youth theatre organizations in England, with populations
ranging in age from 12 to 30 years, a strong theme of risk-taking emerged as part of a
beneficial process of transitioning to adulthood. Hughes and Wilson describe risk-taking
onstage like this:

Performance involves young people placing themselves in situations of high

risk—where their ability to hold their nerve, trust themselves, communicate their

thoughts and feelings and stand out is put to the test in front of audiences of peers,
significant adults and the wider community. Young people powerfully describe
the adrenalin [sic] rush of performance in their accounts of taking part in youth
theatre. Good youth theatres ensure that this risk taking happens in a safe context,
where young people are thoroughly prepared and supported.®”
Throughout this analysis, the researchers identify and appreciate the social dimensions of
risk in performance. The heightened levels of adrenaline indicate a fight-or-flight
response to the challenges of being onstage in front of an audience. Add the physical

risks that dancers take—such as a double tour en [’air landing to a kneeling position—to

these social risks, and the performing situation demands the utmost effort and attention
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from a performer. But again, the challenges must be present yet not overwhelming to
create the best learning environment, and Hall is widely acknowledged in the data for
being able to perceive a dancer’s needs and create choreography to facilitate appropriate
challenges.

Moreover, when these young dancers had talent, Stanley Hall often featured them
so that they could keep gaining experience. Dancer Lucia Uhl describes how she saw
this:

He had some—a handful of very talented people that—talented dancers that

worked with him, and sort of—enough that he could build a performance around

just a tiny, tiny group of kids. But, um, they were sort of in the spotlight, and
everyone else was sort of doing their bit around them.*®

Although this practice demonstrates Hall’s vision of providing learning
opportunities for his dancers, it also resulted in more than a few awkward moments and
ruffled feathers. For example, Eve and Dave Larson recalled that, when their son Kenny
and other young dancers began to dance in featured roles (instead of older and more
experienced male dancers), the other company members had hard feelings that
contributed to workplace dramas.’” Sometimes the teenagers came across as too young

for their lead roles to be believable, such as when a 13- or 14-year-old boy might play a

character who was flirting with a woman twice his age.”® " However, these featured

" Dance critic Nancy Kaufman, in an undated review from one of the later Armadillo
years, wrote: “Right now this is a company where most of the male principals are teen-
agers, and many of their ballerinas much more mature. ... Watch Michie Magyar leap
across and into the arms of two of the younger men. What a gimlet eye she fixes on them
before she leaps, her smile never so much as quivering.” Nancy Kaufman, “Cortege
crowds stage,” Austin American-Statesman. From the personal collection of Mary Claire
Ziegler.
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young dancers learned through performing that they could stand out successfully. As
dancer Terri Lynn Wright avowed: “[T]he Armadillo seemed to like me okay. That must
have helped me go out into the world.”’

A unique type of association also emerged for adolescent dancers with regard to
the Austin Ballet Theatre situation at the Armadillo. The data show that the general
public perceived the Armadillo as an unconventional venue with a reputation for illicit
behaviors. Performing there connected adolescent dancers to those narratives, even
though the dancers felt safe there. For example, dancer Greg Easley, who was in high
school at the time, recalled feeling a certain “caché¢” among his peers when walking down
the halls at school because of his association with the possibly-disreputable Armadillo
World Headquarters.*® To return to the above excerpt from Hughes and Wilson, then, the
Armadillo provided the “safe context” and supportive audiences for dancers to take
physical and psychosocial risks toward “personal and social development.”*" " These

adolescent dancers had a place to experience both safe danger and respectable notoriety.

" Hughes and Wilson clarify that “personal and social development refers to the skills,
qualities, capacities and resources that help young people make successful transitions to
adulthood, that is, lead healthy, confident and independent lives wherein they can fulfill
their potential.” Jenny Hughes and Karen Wilson, “Playing a Part: The Impact of Youth
Theatre on Young People’s Personal and Social Development,” Research in Drama
Education 9, no. 1 (March 2004): 58.
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Fun and Performing

When I got to do it, I was, like, “Oh my God. I get to be in this . . . I get to be in

that ballet.” And I, I still—it lights me up just talking about it. —Greg Easley,

dancer™®

When I analyze