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CHAPTER I 

INTRODUCTION 

Dance is one of the last of the cultural customs 

of any specific society to be affected by changing of 

groups mig rating from one place to another and creating 

new dance expression by weaving the ol d art into the new. 

A new civilization always creates new forms in art. 1 

Since the late 1950s and the early 1960s there 

has been an increased interest in the United States among 

blacks in reviewing and participating in their cultural 

r oots . The growth of black ethnic dance has helped the 

field of ethnological dance become prominent . Although 

historical writing on ethnic dance and performances of 

e thnic dance have exi"sted for many years, there are numer ­

ou s facets that have not yet been exposed in the area of 

ethnic dance in America . 

The choreographing of an original dance suite 

bas ed on three black ethnic dances , Shango, Yon Va Lou , 

1 Pearl Primus, "Black America--Dance of the 
Spirit," Focus on Dance VI --Ethnic and Recreational Dance 
(Wa s hington , D. C.: American Association for Health , 
Phy s ical Education , and Recreation, National Section of 
Dance , 196 5 ) , p . 20 . 

1 
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and Maracatu, was cho sen by the investigator because of 

her per s onal inter est and experience in ethnic and e thno­

logical dances and her desire to contribute to a gr eater 

understanding of black ethnic dance . The investigator 

incorporated the original steps from these dances into 

movement sequ ences and developed the material to comprise 

an or ig inal concert work . 

Yon Va Lou and Shango were chosen by the inves ti­

gator becaus e they are classified as Sacred Dances and are 

an i mportant par t of her cultural heritage. The sacred or 

religious dances were probably more involved with myth and 

mysterious orgiastic ritual than any of the other black 

danca s . 1 Yon Va Lou is one of the sacred dances that 

orig inated from Dahomey and Nigeria. This sacred dance 

is of ten danced in honor of the gods Agwe or Damballah­

wedo ; the undulati ons of the Yon Va Lou are taken for an 

i mitation of waves or a serpent . 2 Shango, another i mpor ­

tant sacr ed danc e, came from the distinct Afro- Religious 

Yoruba cults from Trinidad . Shango is the Yoruban god 

of thlLDder and is found in those portions of the New 

11ynne Fauley Emery , Black Dance in the United 
States ~rom 1619 to 1970 (California : National Press 
Books , 1972 ) , p . 49. 

2Ibid . , p . 54 . 
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World where Yoruba cults have persisted. 1 The ritual is 

similar to Voodoo in that the main function is to induce 

po ssession by the gods. Skill and control mark this cult 

group as one in which excellence in dancing is valued. 2 

Maracatu is one of the dances known as danse pour 

plaisir, meaning for pleasure. The seasonal group dances 

were performed by the slaves who were imported from .Angola 

and Brazil. They were of royal heritage and danced with 

the Queen of Maracatu, the King, and the lesser royalties, 

all regally attired .3 

Dance is the universal art, the common joy of 

expression . Those who cannot dance are imprisoned in 

their own ego and canno t live well with other people and 

the world ; they have lost the tune of life . 4- Dancing , 

f or the blacks, has a l ways been a spontaneous and normal 

mode of expr ession , ra ther than an artificial and 

1Ib id ., p . 60 . 

2Ibid ., p . 61 . 

3Marie Br ooks, Ethnic Dance of Bl ack People Around 
t he World (New Jersey : Kimbo Educational Records , 1972 ) , 
p . 31 . 

4Joost A. M. Meerloo , The Dance (New Yor k : 
Chilton Co . , 1960) , p . 39 , 
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formalized one . The black dancer i mprovises not only in 

7 b t 1 f tl . d . 1 so_os , u a s o requen yin group ancing. 

The Afro - American in the American culture is n o 

l ong er the invisible man . As never before, his message is 

being spread by eloquent language of the dance. · The black 

dancer is attempting to bridge the gap between bl a ck and 

white . 2 Not every black per s on in America dances. Not 

every black person is even int erested in dance . But those 

who dance do so with ever y part of themselve s. Danc e is 

self - identity . 3 

Statement of the Purpose 

The purpose of this study was to present an ethno ­

l og ical suite of three dances which would communicate 

selected rhythmic and spiritual aspect s of black dance 

and would contribute to a broa der understanding of black 

e thnic dance . 

Statement of the Problem 

The problem of the propos ed creat i ve study was to 

choreograph and produce a suite of dance s developed from 

1 Mar garet Just Butcher , The Negro in Ameri can 
Culture (1 ew York : Alfred A. Knopf , 1956) , pp . 44-45 . 

2Emery , Black Dance , p . 328 . 

3Pr imus , "Bla ck America-- Dance of Spirit ," p . 22 . 
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the inherent spiritual and rhythmic nature of three black 

dances within the context of their cultural traditions. 

Th e suite was specifically based on three black ethnic 

dances: Shango, Yon Va Lou, and Maracatu from Marie 

Brooks' book Ethnic Dance of Black People Around the 

World . 

Statement of Delimitations 

The scope of the study was delimited as follows: 

1. The choreography for the original suite of 

dances entitled ETIINO was limited in thematic sources to 

the three s elected black ethnic dances. 

2 . The movements were based on the choreographer ' s 

interpretat ion of the dance movements from Shango, Yon Va 

Lou , and Maracatu and adapted to the technical ability of 

the dancers. 

3 . The music .for the choreography was composed by 

two music ians from Bishop College in collaboration with 

the choreographer . 

4. The performers were five black students from 

twelve to fourteen years of age and t wo adul t s from the 

perform·ng group of Bekai 's Academy of Dance , Dallas, 

Texas . 

5. The suite of dances was approximately twelve 

minu tes and two seconds in length . 



6 

Statement of Limitations 

The present study was subject to the following 

limitations: 

1. All the dances were choreographed within the 

limi t s of the investigator's technical and choreographic 

pr ofici encies . 

2 . The number of rehearsals were l imited by the 

dancer s 1 school commitments and other extra curricular 

act i vities . 

3 . The majority of rehearsals were held in 

Dall as, whi ch restricted frequent informal feedback by 

commi tt ee members who were teaching in Denton . 

4 . The choreographer performed in the suite . 

Definitions and/or Explanations 
of Terms 

For t he purpose of clarification, the following 

definiti on s and/ or explana tions of terms have been es t ab ­

li s hed fo r use in the study: 

Ethnic Dance : 

. tho se done by the people in the original 
place , i n l i ving form, t oday or yes t erday . It is 
t ransfer red or t ranspor t ed to a new place wi thout 
any chang e and is per f or med as it was orifinally . 
The music i s done wi thou t any adaptati on . 

1 Anatol J oukowsky, The Teachi n g of Ethni c Danc e 
(H ew York : J . Lowell Pr att and Co . , 1965) , p . 1. 
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Ethnological Dance : 

. the dance express i on which grows out of 
the culture or customs of a race of people and 
includes both folk and national dancing . The 
basis of these dances is of ten a communal 
ceremony or a ritual . 1 

Suite : 

. a succes s ion of things forming a series; 
a s et of things havi ng a certain dependenc e upon 
each other and intended to be used together . 2 

Shango : 

. a sacred dance, its rhythm and dances are 
dedicated to African gods, the god of thunder 
and lightning . It also has many functions, such 
as Shango wedding s, christenings and funerals, 
ba sed upon both the African and Christian reli­
gion . It is a crowd dance and there are no 
s pecific formations.3 

Yon Va Lou: 

. a sacred dance or i ginating from Dahomey and 
Nigeria . It is a dance in honor of the god Dam ­
ballah who se symbol is that of a snake . This 
sacred dance proj ects the religion and culture 
of the transplanted African people . 4 

1Regina J . Woody, Young Dancer 's Career Book 
(New York : E . P . Dutton and Co . , Inc . , 1963), p . 10 . 

2 I s aa c I: . Funk , ed . , __ lJ'-"'e'-'w.;..._;S=-t~an==d"'""a=r"""'d'----"D ___ i=-c=-t---i=· o=n=a=r...,_y---=o=f 
t he English Language (New York: Funk and Wagnalls Co ., 
1 S 51 ) , p . 241 8 . 

3Bro oks, Ethnic Dance , p. 3 . 

4I bid . , p . 22 . 
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Maracatu: 

. a seasonal group dance. This is a dance 
for pleasure and is also a crowd dance somewhat 
like the street parades . 1 

Me thods of Procedure 

In the development of the suite, the selected 

dances were contemplated both as reflec ted in the liter­

ature and as experienced by t he investigator . The es­

sences of the themes were considered in relation to 

expression in movement form . The invest igator choreo ­

graphed and produced the suite, adapting and adjus t ing 

t he dances to the personal s tyle and technical level of 

the dancers . Ac companiment was selected; the costume s 

were designed ; and t he light ing procedure s were developed 

in conjunc t ion with the dance production class at the 

Texas Woman 's Universi ty . The suite was then presented 

i n a public performance and a video tape was made of the 

perfor mance . The thesis committee was consulted t hrough­

ou t the development of the dance sui t e with relation to 

it s ar t is t ic merit . Revisions, deletions, and addit ions 

were ma de f or each dance upon the thesis committee 's 

direction . The semi -finished work was shown to the 

the s i s commi t t ee for the preliminary evaluation , 

1Ib i d . , p . 25 . 
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sugge s t ions, and approval. Final revisions were made 

prior to the public performance of the work. 

To complete the project, the thesis was evalua ted . 

Bo th the inves t iga tor and a panel of judges from t he dance 

faculty of the Texas Woman's Uni versity evaluated t he 

artistic acceptability of t he dance suite in r ela t ion t o 

criteria for evalua t i on taken from t hose established by 

Elizabeth Hayes and Terry Worthy . 1 

After t he evaluations were completed, t he wr i t ten 

po r t ion of the t hesis was pr epared, which was t he final 

procedure in the deve l opmen t of t he study . 

Organi zat i on of the Thesis 

The r emainder of t he t hesis includes four more 

chapt ers . Chapt er II contain s a r eview of r elated liter­

ature and justifi cation of t he s tudy . Chap t er III enumer­

ate s specific procedure s and a descrip t ion of t he s tudy . 

Chapter I V includes the evaluat i ve resul t s and critical 

analys is of the study . The last chapt er, Chap ter v, 
includes the summary , conclusion, and re commendat i ons fo r 

furtter study . 

1Elizabeth R. Hayes , Dance Compos ition and Produc ­
tion ( ew York : The Ronald Press Co ., 1955) , pp . 130-131 ; 
Terry E . Worthy , "The Creative Thesi s: Criteria for Pr o­
cedural Development and Evaluation" (Ph . D. dissertation , 
Texas Woman 1 s University , Denton, Texas , 1977) . 



CHAPTER II 

REVIEW OF RELATED LITERATURE 

Introduction 

The literature of related research was reviewed 

in order to provide a rationale for t~e present study. 

Literature related to black ethnic dances was examined 

for background information related to the dances used in 

the choreographic sui te and for justification for its 

use as t hematic material. 

Rationale 

A survey of existing literature and studies 

revealed a deficiency of information concerning the back­

ground of the dance Haracatu, an abundance of material 

related to the dances Shango and Yon Va Lou, a precedence 

of studies similar to the present one, and suggestions 

from related research that a study such as the present 

one be done . 

Availability of Thematic Material 

In terms of thematic material , black ethnic dance 

offers much to spark the artist 's imagination. Shango 

10 
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fr om Trinidad and Yon Va Lou from Dahomey and Nigeria, 

f or instance, contain the legend of voodoo or sacred 

myth s . These dances were probably more involved with 

my s terious orgiastic ritual than any of the other dance s 

fr om Trinidad and Nigeria . These dances were an impor ­

t an t part of the black culture because i t was believed 

tha t all life is produced and sustained by a spiritual 

forc e . This belief also affirms the doctrine that exis t ­

ence of t he soul is independent of the body . 1 Maracatu 

is one of the dances for pl easure and is definitely of 

Afr i can origin . This seasonal dance is a crowd dance 

perfor med in the streets and on a float during the carni ­

val s ea s on . 2 

The term "ethnological dance" is one which has 

s prung up within the last decade and is applied, loosely, 

to all the r acial and e t hnic dance forms of all the people 

of the world.3 It is not only a product of the mind but 

also of the emo tions . Style is its ess enc e, but tech­

nique , a s we unders t and it today, is of secondary i mpor­

tance . Technique--bodily control--must be mastered 

1.Emery , Bl ack Dance , p . 49. 
2Brooks , Ethnic Dance, p . 3 . 

]Ibid . 



12 

because the body must not stand in the way of the soul's 

expression . 1 

Primitive dancing is a misnomer . There is nothing 

primitive about it. This art, which has been the chief 

manifestation of the culture of the African Negro and 

other so - called primitive peoples, requires tremendous 

technique, i magination, agility, and speed. It embodies 

the ver y pulse of life of such ci vilizations. 2 

Each dance has a reason for existing, such as 

a birth, circumcision , the consecration of maidens, 

marriage, sickness and death, the celebration of chief­

tains , hunt ing, war, or victory .3 .Any of these and more 

might be utilized as a source for dance themes . With 

so rich a source of thematic material, there is almost 

limitl e ss potent ial for developing dance compositions 

r elated to black ethnic dances . 

Outstanding exponents of black ethnic dance agree 

that African dances have not been fully accepted nor have 

they been fully explored . 

1 Hal te r Sorrell, "La Meri - - The Ethnological Dance 
Arts ," The Dance Has Many Faces (New York: The World 
Publishing Co ., 1951 ) , p . 3 . 

2Pearl Pr i mus, "Living Dance of Africa," Dance 
l-iagaz ine, June 1 91.t-6 , P . lt-5 . 

3Ib id . 
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Gorer wrote , 

. here in America we f ace an audience 
unschooled in the art of African dancing . There 
is no jungle armosphere--no fires --no sweating 
and cheering companions --no night hanging soft 
and dark above us . We are not honestly invoking 
rain, for should it fall on our well dressed 
audience, pandemonium would result. Stagehands 
whi spering, footlights glaring, curtains which 
may or may not work, and what 's more a costume 
which at i t s mo st authentic is still designed 
to meet the approval of our audience--these 
are some of the factors with which we have to 
r e ckon . 1 

1;.Jhereas, Primus felt that the spirit which was 

responsible for the dynamic dance and the exciting art 

forms of yesterday is merely underground . She wrote, 

... sometimes it will spring forth in a 
seemingly new form. This time, let us hope, 
the world will open i ts arms to welcome it and 
will place it without reservation where it be­
long s with the greatest . Here in our country 
is a fertile f i eld for research in a littl e 
knovm subject of major dance i mportance.2 

Alex Hal ey felt the need to trace his ances tral 

back ground , and as a result, he produced the best selling 

boolc Roots . 3 He traced his background from the time that 

his great - great - great- great grandfather Kunta Kinte was 

1Geoffrey Gor er, African Dances (New York: W. W. 
· orton and Co ., Inc . , 1962 ) , p . 47 . 

2Primus, "Living Dance of Africa , " p . 1+7 . 

3Alex Haley, Roots : The Saga of an _llllerican 
Family (Garden City , I ew York : Doubleday and Co ., Inc ., 
1 976) . 
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abducted from Juffure, a village in the Gambia, West 

Africa , at the age of sixteen. 

In hi s v.rri ting, before Kun ta I s abduction, Haley 

described Juffure's annual seven-day harvest festival : 

... on the first day every adult in the vil­
lage seemed to be saying with his body something 
that was in his or her mind alone. They were 
flinging and winding themselves again and again 
like some serpent around a tree trunk. Some 
with ripping cries, reared backward, muscles 
trembling, then lunging forward, hammering at 
hi s chest , and went leaping and twisting in 
the air , landing with heavy grunts.1 

I n his book about the slaves, Haley further 

discussed dancing on the big ship to the colonies . In 

describing one particular dance on the ship, he wrote : 

... the slaves on the ship were determined to 
gain their freedom and began planning their 
escape by danc ing. They hoped that the toubob 
(white master ) would not notice how differently 
they danced in their chains on the deck, for 
now they were really dancing; they couldn I t 
help their movements from s howing what was deep 
in their minds; swift gestures of hurling off 
s hackl es and chains, then clubbing, strangling, 
s pearing , killing . While they were dancing , 
Kunta and the other men would even whoop out 
hoarsely t he ir anticipation of slaughter.2 

The majority of slaves came from high cultures -­

the agrarian and urban kingdoms of Nigeria, Dahomey, the 

1Ibid ., p . 35 . 

2Ibid ., p . 176 . 
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Gold Coast, and the cattleherders of the Sudan and East 

Coast . 1 

Primus quoted Gorer in her article "Living Dance 

of Africa" in his de scrip t ion of African dancing compared 

to court or s oc ial dances, 

. . . the t e chnique of African dancing-- the dance 
steps- - are above all a crobatic. In this they have 
a certain correspondence with the European tradi ­
tion of classical ballet . By and large, African 
dancing does not use the same vocabulary as clas ­
sical ballet but the virtuosity which can produce 
such miracles as t he f ouette, pirouette and 
battement would be thoroughly congenial to the 
Afri can dance . 2 

Kurath wrote , 

The dance featuring sinuous arm movements either 
in collective dance s in parallel lines or counter­
clockwis e cir cles are as ubiquitous as solo exhi ­
bitions . The s teps are apt to be s huffling or 
acr obatic . In general, African Negro dancing is 
acrobatically vi gorous. It involves the whole 
body in i ts full potentialities of twis t ing, 
bending and ext ending . Often the back is swayed, 
or th e t orso tilt ed forward; but in frenzy, head 
and shoulders are thrown up and back. The knees 
flex in rhythm with drums and rattlers . Men 
l eap more than women, but women have acrobati c 
dance s and in general an i mpor tant role. All 
the tribes have a t a lent for animal mime and for 
clowning, and these qualities are preserved in 
the hew World . 3 

1Gertrude P . Kurath , "Africa Influence on Amer ican 
Dance ," Fo cus on Dance II I (Washington , D. C.: American 
Associ ation for Health , Physical Education, and Recreation, 
Eational Section of Dance, 1965) , p . 35 . 

2P . rimus, 

3Kurath, 

"Living Dance of Africa," p . 45 . 

"Africa Influence," p . 36 . 
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Precedence of Choreographic 
Studies 

No t only is there pre cedence in the utilization of 

e thnic themati c mat erial bo th at the Texas Woman's Univer­

sity and other universities, but also t here is precedence 

for r elating t hem to specific geographic areas. In 1951, 

l\ icoll choreographed a suite of modern dance compositions 

based upon selected phase s of Mexican life using daily 

patterns of living of Mexican women and certain phases of 

Nexican religion as thematic mater ial. 1 She used two main 

divisions in her suite entitled 11 Pint uras Mexicanas" and 

11 1-~ujere s . 11 Included in 11 Pinturas Mexicanas" were: "Los 

Padres," based upon the Roman Catholicism, "Los Indios," 

based upon the Indian religion, and 11 Ahora, 11 based upon 

a combination of the religions prevalent in present - day 

Ifoxico . 11 Mujeres 11 included : "Trabaj o, 11 from t he corn­

grind ing in the marke t place , "La Jovenes en la Plaza ," 

fr om the Sunday afternoon strolls of young girls in the 

plaza "Guerra" from the Mexican revolutionaries, 
- ' ' 

1Lamente , 11 a mourning for thos e in war, and 11 Ahora, 11 

the inner struggle of the Mexican woman today as she 

1 1arion Nicoll , 11 A Suite of Original Dance Compo­
si vi ons Based Upon Selected Phases of Mexican Life 11 

(J/ast er 1 s thesis , Texas Woman 's University, Denton , Texas, 
1 9 51 ) . 
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decides between the old and the new way of life. Nicoll 

descr i be s background mater ial, accompaniment, and chore­

ography in completing her research project. 

Precedence for this study was found not only for 

thematic material, but als o in the use of a narration 

along with the dance presentation . Ricks for her master 's 

thes is used a commentary to convey the history of Louisi ­

ana through dance . 1 Included in her suite were dance s 

depicting the following: the primeval qualities of the 

first Indians that arrived in Loui siana; t he tragedy of 

Evageline and Gabriel , the ill-fat ed lovers of Acadia ; 

the festivity and merriment of the "Fais - do - do ," a French 

Louisiana f olk danc e ; the pomp and ceremony of the Spanish 

regime in Louisiana ; the intrigues of Jean Lafette and 

hi s Bara t eria Bay pirates ; the soulful quality of the 

iJ egro during _Antebellum Louisiana ; the beckoning nature 

of the hill s of north Louisiana ; the beguil ing nature of 

Huey P . Long, Louis iana's dictator; the melancholy parting 

of the shrimp bo a t s; the changing moods of New Orl eans, 

from seductress to grand dame, gamine to demon; the flam ­

boyance of the 1-ew Orleans s tyl e jazz ; the thrill of 

1 Dottye Ricks, "Louisiana Vignettes" (Master ' s 
thesis , Texas oman 's University , Denton, Texas , 1975) . 
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attending a Louisiana State University Tiger football 

game ; and the furor of Mardi Gras . In developing her 

twel ve dances Ricks also described accompaniment, chore­

ography , costumes, narrations, and other aspects of the 

production. 

The present study is similar to Rick s' study 

because of t he choreographic development of both suites 

and the cultural background used for both suites. The 

studies differ in respect to: the length of performance 

time ; the present investigator used younger dancers; and 

the sui te wa s limi t ed to fifteen minutes instead of the 

thirty minu t es used by Ricks . The present investigator 

s tu ck to one e t hnic group, blacks, whereas Ricks used 

all the ethnic gr oups t hat were instrumental in contrib­

uting to the history of Louisiana . 

Other s tud i es cons i dered for review and evalua t i on 

in choreography were : "Rondo Sureno" (Garcia ) , 1 "Dance 

Commentary" (Rae ) , 2 "Pl ayground" (Korb) ,3 "Agnus Dei" 

1Jos efina Margari t a Gar cia, "Rondo Sur eno" (Ph . D. 
dissertat ion , Texas Woman ' s Universi t y, Den t on, Texas , 
1 9 58) • 

2carole Rae , "Dance Commentary" (Ph . D. dis ser ta­
tion , Texas Woman's Univers i ty , Denton, Texas , 1973 ) . 

3.rl.oslyn Ko rb , "Playground : A Choreographi c Wo rk" 
( -raster 's thesi s , Florida State University , Tallahass e e , 
Fl orida , 1967) , 
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(Williams ) , 1 "Incunabula" (Chase ) , 2 "Te Deum" (Smith),3 

and "Renaissance" (Wyler/+ which wer e of great help in 

the area of the development of ethnic compositions or 

or iginal dance compositions. 

Martin studied six selected eht nologi cal danc es 

f rom the Pacific islands of Samoa and Hawaii.5 The study 

included a description of each culture and indigenous 

dances of islands studied with references to the means of 

accompani ment for each of the dances . Bruna developed a 

descript ive s tudy of ethnic dances of the Alaskan Eskimo 

1 Ann Marie Williams, "Agnus Dei: A Suite of Three 
Original Mo dern Dance Compositions Bas ed Upon Selected 
Part s of the Roman Cathol ic Mass" (Master 's thesis, Texas 
Woman's University , Denton, Texas, 1968) . 

2Lee Antonia Chase, "Incunabula: A Choreographic 
Study of Personalities and Relationships" (Master's thesis, 
Texas Woman 's Uni vers ity , Denton, Texas, 1969) . 

3Eloise Hanna Smith , "A Dance - Drama Wi th Original 
Music and Choreography of t he Te Deum 11 (Mas ter's thesi s , 
Texas Woman 's University, Denton , Texas , 1956 ) . 

4sheila O' Neal Wyl er , 11 Renais sance--Folk Danc es 
Existing from 476 A. D. to 1500 A. D. 11 (Mas ter ' s thesis, 
Long Beach State University , School of Dance , Long Beach , 
California , 1973 ) . 

5vicki Martin , 11 J\n His torical St udy of Six Selected 
Ethnological Dances from the Pa cific Islands of Samoa and 
Hawaii" (Master 's thes is , Texas Woman's Universi ty , Denton , 
Texas , 1 970) . 
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of Kotz ebue, Alaska. 1 Her study was similar to those of 

Mar tin and the investigator with references to costumes, 

occasions celebrated through dance, and the indigenous 

dances of the Alaskan Eskimos. 

Precedence of Ethnic Repertory in 
Professional Dance Companies 

Many dances have been developed using the thematic 

material of black ethnic dances, but the majority of those 

t hat were developed were not choreographic suites but 

rather were folk dances recrea t ed from African rituals . 

Pearl Primus, Katherine Dunham, Arthur Mitchell, Eleo 

Pomare, Talley Beatty, Asadata Dafora, Donald McKayle, 

and Alvin Ail ey are black professional dancers who ha ve 

incorporated dance r ituals in their dance performances . 

Primus' Ceremonial, utilizing African motifs, 

was created as a solo s equence while with the New Dance 

Group . As both perfor mer and researcher, Pearl Primu s 

also made a long tour of the West African coast and 

1June Ortiz Bruna , 11 A Descriptive Study of Four 
Selected Ethnic Dances of the Alaskan Eskimo Domiciled 
in Kotzebue , Alaska" (Master's thesis, Texas Woman's 
University, Denton , Texas, 1969) . 
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spent considerabl e time in Liberia helping the government 

organize its African Performing Arts Center . 1 

Dunham ' s Tr opica l Revue showed that there is 

nothing arch about a hot style, that its expression is 

s erious and sometimes angry. The Afro - Americans were 

n o t ashamed of t he revue, it offered no "Uncle Torning," 

vulgar cavorting , or humorous attention called to racial 

differenc es . Her dance conceptions offer color, variety , 

as well as an unusual human warmth . 2 

Mitchell's Rhythmetron used black ethnic thematic 

mater ial to create a modern ballet . In its structure, it 

shows the development of black dance from the jungles of 

Africa through classical, jazz, and perhaps disco, s trongly 

emphasizing the point that black dancers can handl e all 

the st les with e as e . And e ase is t he k ey word in this 

piece, as the styl e s flow one into the other .3 
Pomare's Blue s for the Jungle was an outspoken 

work abou t black people held in bondage . From the opening 

1 Langston Hughes and Mil ton Meltzer, Black Magic : 
A Pictorial History of the Negro in Amer i can Entertainment 
( ~~glewood Cliffs, New Jersey : Prentice- Hall , Inc ., 1966) , 
p . 266 . 

2 -b·d 1 l . , p . 267 . 

3Lorraine Haacke, " Dance Theatre Maturing," Dallas 
TiEes Herald , 26 March 1977 . 
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segment, which represents the terrified arrival of the 

slaves, through the freedman era of building railroads, 

chain gang s, gospel r evivals, jails, and slum living in 

northern cities, the piece makes a shattering statement . 1 

Beat ty's Tropicana was a collection of dances on 

Negro themes, some tracing back to Africa, others to the 

deep south . Included were suites entitled "Southern 

Landscape " and "Mourner's Bench . 112 

Dafora' s Kykunlrnr portrayed the African as a human 

being , thus amazing many white Amer i cans who had never 

considered the black as anything but savage and animal ­

istic . It dealt with a curse placed on a bridegroom 

( enacted by Dafora ) and the attempt to remove it . The 

plot s erved primarily as a vehicl e for the presentation 

of African instrumental and vocal music and dance . 3 

McKayle 's Rainbow ' Round My Shoulder , inspired by 

t he music and r hythms of Southern Negro chain gangs, was 

1 William Moore, "A Celebration of Modern Dance ," 
Tue sdav ·1agazine, March 1973 . 

2K. s . Bartlett , "Talley Beatty Company in Vivid 
Performance at John Hancock Hall," Boston Globe , 15 January 
1 95 2 . 

3Lincoln Kirstein, "The Dance 1 Kykunkor 1 : Ha tive 
African Opera , " n ation, June 13, 1934-, p. 684 . 
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full of anger; always present was the dream of freedom and 

the women wai ting on the outside . 1 

Ailey 's Revelation was based on American Negro 

spirituals which provided the work wi th both its inspira­

tion and its mus ic . Fr equently his works developed from 

pure movement , and even in his works based on "Negro 

material" the theme u sual ly served only as a base while 

the movement was quite ab stract . 2 

Recomm endations From Previ ous 
Research 

Recommendations that further studies concern them­

selves with the use of thematic material developed from 

e thnic dance s have been made by Rick s and Garcia . Rick s 

in her closing chapter suggested that a future study should 

be developed based upon Negro spirituals or worlr s ongs .3 

Garcia felt that other ethnic groups s hould be explored 

for themat ic material for a future study .4 

1 P . w. Manchester, "Meet Donald McKayle," Dancing 
Times (London) , January 1967, p . 186 . 

2c1 i ve Barnes, "Dancing the Blues, 11 Spectator 
( London ) , 16 October 1964, p . 512 . 

3Ricks , "Louisiana Vignette s," p . 157 . 

4carcia , "Rondo Sureno ," p . 1 01 • 
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Summary 

The purposes of this chapter were to justify the 

present research project with support from literature and 

to present background material on the black ethnic dances 

selected for the s tudy . A thorough search revealed an 

abundance of available thematic material, a lack of 

choreographic thesi s works based on black ethnic dances, 

a precedence of simil ar studies in dance, a precedence 

of ethnic repertory in professional dance companies, and 

recommendations from previous research and dancers. 

The proc edures used in the development of this 

study will b e presented in Chapter III . 



CHAPTER III 

METHODS OF PROCEDURE 

Introduction 

The purpose of Chapter III is to describe in 

detai l the procedures used in the development of the 

choreogra phic t h esis project based on three black ethnic 

dances. The pro c e dures will be divided into the following 

c a tegories: t hose used in preparing for the study, those 

used i n t he d evelopment of the dance suite, and those used 

to compl e te t h e written portion of the thesis. 

Pro cedur es in Pre paring the Study 

T is r e search project developed from the investi­

gato r ' s inter e s t in ethnic dances, an enjoyment of the art 

o f danc ing , and an i ntere st in choreography and production. 

Background Mater i al 

A survey o f exis t ing literature was undertaken to 

det e rmine a j u stification f o r t h e research. The resul ts 

are in Chap ter II . Af t er es tabl i s h ing a justificat ion for 

the study , l i t er a ture rela t i n g to b l ack e t hnic danc e s and 

cul ture s was inve stigated for po ssible themes for t h e 

25 
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dance. After the investigation of literature was com­

pl e ted , the investigator decided to entitle the study 

" ETHNO : .An Ethnological Dance Suite Based on Three Black 

Ethnic Danc es: Shango, Yon Va Lou, and Maracatu . 

The dances were chosen because of their suitabil­

ity for adaptation of their forms for young dancers, the 

cho r eographic possibilities, and the personal appeal to 

the choreographer . 

Tentative Outline 

A tentative outline of the proposed study was 

developed and refined with the thesis committee. After 

revision and approval, the tentative outline was filed 

in the office of the Dean of the Graduate School in the 

form of a Prospectus . 

Development of the Dance Suite 

The narration whi ch preceded the choreographic 

suite is discussed first . Then the general characteris­

tics of the three dances, dance structure, accompaniment, 

selection of dancer s, costumes, and lighting are described. 

A i deo t ape record of the production was made and 

is available through the Texas Woman 's University Library . 
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Production of the Suite 

In producing the suite the investigator choreo­

graphed movement s that she felt por trayed the mood and 

spirit of the thre e selected dances. The steps that were 

utilized were authentic steps originating from a written 

de s cription of eac h dance represented. The purpose of 

each dance was explained to the dancers prior to the 

teaching of the choreography . The movements were then 

adapted and adjus ted to fit the style and abili ti es of 

the young dancers. They were also adjusted in accordance 

with suggestions from the thesis committee who at tende d 

t e mandatory s h owings to give comment s. 

Descri p tion of the Choreographic 
Thesis 

The choreographic thesis begins with narra t ion 

and drum beat ; the dancers were positioned on the stage 

~ith backs to the audience . The dancers were motionless 

to show the absorption and concentration of African 

dancer s to whom intense stillness is as i mpor t an t as 

vibrant estatic movement . This op ening was also used 

to set the environment for the rest of the work . 

T e narration used by Ms . Johnnie Drennan was an 

i t rod tion to set the moo d so that the audience could 

rela e to he dances , offer background information about 
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eac h dance, and explain black beliefs about dancing. The 

inve s t igator developed the narration for the choreography. 

The narration may be found in the Appendix . 

There was live narration for every performance 

viewed by the committee and for the final production. 

Spac e 

General Charac teri s t ics of the 
African Dance s 

Direction : any direction is possible, al though 

the movement is primarily fo rward a.t.Ld backward or in 

pl ace . 

Level and Plane: movement is low, i.e., the torso 

is incline d about 45° or more from a standing position, 

and the knees are flexed . The knee s are slightly extended 

and flexed to give a subtle u p and do~m breathing emphasis 

within the low plane . 

Ampli tude : steps and gestures are medium or large 

per step pattern ; they al so cover small and large distanc e 

and ay cover even more space when performed as part of a 

gro p circle dance . 

Focus : body orientation and gaze are diagonally 

downward and forward , either toward a movement i mpulse , 

0 e 's par ner , o r the line of d irection of l ocomotor 

~o~emen . 
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Rhythm 

Tempo : there is usually a smooth transition from 

one movement to another in even tempi which ranges from 

fast to slow. 

Duration : each movement tends to be of relatively 

s hort duration but is variable; a double-time tempo is 

c ommonly used for variety . 

Ac cent : usually the first and third b eats of a 

four c ount measure are subtly accented. 

Me t er : the meter s are 2/4 or 4/4. 

Dynamic s 

Textur e : earthy, successional, nonresistant yet 

controll ed movement is characteri s tic . 

Flow: flow is free and loose, close and contained 

( a rm s cl o se t o t h e body, movement small). 

Pro jectional Quali t y: movement is sustained and 

breathy . 

Characteris t ic Use of Body 

Posture i s char acteriz e d by a forward inclined 

uppe r tor s o , outwar d and inwa rd curved spine, prQt r u ded 

buttocks and kn e e flex i on . Th e head mov e s gently from 

0 er movement i mpulses . Uppe r arms are held close to 

t e body while t he l ower arms a r e extended forwar d 
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(elbows flexed ) in a loose but controlled manner . The 

pelvic girdle move s in rotation or sustained hinge . 

Legs are flexed and extended . Locomotion may be a walk, 

shuffle, slide, or pivot . 

Three Selec ted Dances 

Shango 

The Shango ritual is similar to voodoo and vaudau 

in that its main function is to induce possession by the 

gods . The initiation into Shango cons ists of washing the 

head , which must be prepared to receive the god during 

possession . Each person to be initiated either chooses 

or is chos en by one particular god and then follows the 

prescribed routine set forth for his god . There are cer -

tain day s of the we ek sacred to each god and the ini ti ate 

must obs erve his sacred days and also obtain· the objects 

sacred to hi s god . 1 

A similar dance was performed on many southern 

plantations during the time of slavery in the United 

States . Many dance s of possession occurred during the 

1Melville J . Herskovit s and Frances Herskovits , 
7rinidad Vi llage (New York : Alfred A. Knopf, 1947 ) , 

3~') p . ~.) . 
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Shango ritual which was designed to lead to the ul t i mate 

experience of possess i on by a god. 1 

Shango came from the distinct Afro-Religious 

Yoruba cults from Trini dad . Shango is the Yoruban god 

of thunder and is found in those portions of the New 

World where Yoruba cul ts have persisted . 2 

Ortiz described the trance or poss ession dance: 

. the po ssessed dancer never surrenders 
h i mself to expressions that may be scandalous 
or out of place in the social atmosphere in 
which his myst ic grotesque dance is performed . 
Even the most shocking ones always corre spond 
to patterns of the god or deity, according t o 
tradi tion . 3 

The gods , the spirits, and the divine play a large 

part in the life of the Yoruba people . The divine comes 

into everything that they do . The great annual religi ous 

festival s of the Yoruba are still to be seen in many of 

the great towns . There are processions through the 

streets ; ther e is dancing , fo r the Yoruba love to dance 

out their religi on and to sing, clapping their hands and 

beating out the t ime with gongs, sticks, and drums. 

1Emery, Black Dance, p . 62 . 

2Ibid . , p . 60 . 

3Fernando Or tiz , Los Bailes y el Teatro de los 
regros en el Folklore de Cuba, trans . Dorothy Latose 
Keifer (Havana : Cardenas y cio, 1951 ) , p . 162 . 
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Off erings of yarns, palm wine, palm oil , palm and cola 

nuts, and chickens are made . 1 

Description of Shango 

Shango is a sacred dance of African orig in 

dedica ted to the god of thunder and lightning . 

The basic theme chosen in choreographing the 

origina l ethnol ogical dance entitled 11 Shango 11 for ETHNO 

wa s tha t of the spiritual aspect . The body should be 

t otally submissiv e to the gods . This dance presented 

the dancers for purification of the body and soul before 

being pr e sented to the gods . The floor patterns wer e 

chosen to repr e sent the procession to the altar, presen­

tation of t he body , and total involvement in the purifi ­

cation of t he body and soul . 

The s t eps of Shango are divided into three move­

ment s with va r ia t i ons . Movement one is the head movement , 

a movement to r epre s en t the shaking of the head as if to 

say "Yes , Yes . " 

I ovement two is t he shoulder mo vement . The 

shoulders ar e moved f orwar d and backward with arms waist 

high and palms f ac i ng dovm . 

1roel King , Reli gions of Afr ica (New Yor k : Har per 
and Row Publishers , 1970 ) , pp . 23 -24 . 
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The third and final movement is the foot movement. 

Whil e standing in place , stamp right f oot t wice, stamp 

left f oo t twice . The variations develop when all the 

movement s are combined and the movement progresses across 

the floor . 1 

The choreography is described according to the 

floor patterns located in the Appendix. 

Secti on 1 

Group spins sharply to face downstage diagonally. 

The pr ocession for purification starts with the trio : 

walk forward four s teps (RLRL) --bow head to right and 

bow t o left ( this is a mean s of acknowledging the presence 

of the unknown ) . The first duet jo i ns the procession 

after the eighth beat , and the second duet joins aft er 

the sixteenth beat . The meter is 4/4 . 

To gain the attention of the gods, t he dancers 

star t a syncopated clap with the arms moving out to side 

and clapp ing in front of wais t whil e rotating t he body 

to the ri ght for a complete turn . The shoulders are 

moving forward and backward . The facial gesture become s 

secondary as the danc ers respond to the rhythm and sound 

of the drums . 

1Br ooks, Ethnic Dance , pp . 22- 23 . 



Section 2 

The da.nce is beginning to move spatially with the 

trio sliding to upstage and the first duet sliding to 

stage right. The shoulder movements are used again with 

the body moving up and down. 

Secti on 3 

Trio slides to s tage left, first duet slides to 

center stage, and second duet slides to upstage right. 

Once p o sitions are es tablished, the shoulder movements 

and the single stamp s tep are used alternately. 

Section 4 

All groups using the single stamp step move 

b a ck to t h eir original places . The head movement with a 

ump s tep to the side is then performed while the arms 

are k ept clo se to t he body . Repeat jump st e p with head 

mo- ement to al t ernate side. 

Sec ion 5 

Trio a ssumes squa t ting position . They roll toward 

t e left . Be tween each r oll, the head lowers to the 

groun (almost touching ) in humble submission; due t s 

c ange sides wit h a f a s ter tempo contrasting with the 

rio whic i nclu d e s hops, skips, and claps . 
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Section 6 

The second duet slides to center, downstage, 

center, downstage with a clap on every fourth beat. Trio 

moves backward with an exaggerated hop-step movement with 

a pivot st ep counterclockwise for eight counts. First 

duet circles clockwise with small running steps for four 

beats and clap , reverse for four beats and clap. 

Section 7 

All groups slide four beats in directional pat­

terms , slide back two counts, forward two counts, backward 

two counts, and continue to designated positions (the 

back ard movement me ans to turn and face the backward 

direction and proceed with the slide s teps). Hands are 

chest high and pus hing in the same directions that the 

body is moving . 

Section 8 

Trio and second duet use jump step to right side 

w' ile flexing shoulders between jumps for four counts , 

for ard, backward , forward, backward . Repeat to alternate 

side and repeat for eight count s mor e. The first duet is 

perforr.iing small jump steps while lifting arms to side 

a 1.-ernatel upward until both arms are parallel to the 

ead and bad'" down . Repeat step for eight more coun ts . 
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Using t h e small s k ipping steps with the hands 

paral lel t o face and s winging back and forth from left 

to r i ght , grou ps c h ange positions from front to back 

and back to front. 

Sec tion 9 

The g r oup r e peats t h e same steps from section 8 

and reverses the c h anging position in double tempo. 

Se ct i on 10 

Prepari ng t o submit t he body for the final 

obei s anc e , the dancer s mov e with the skip step into the 

designa ted pos i t i ons t o f o rm a single line, approaching 

the climax of the po sses s i on and submission. 

Section 11 

Once the dan c er s h a ve f o rmed the line, all bow 

swiftly from t h e waist down wi th a c lap of t h e hands 

mo · ing simultane ously a s on e b eing. 

Length of time f o r Shango : thre e minutes and 

f o rty- three second s . 
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Yon Va Lou 

Yon Va Lou is a sac red dance originating from 

Dahomey and Nigeria. It is a dance in honor of the god 

Damballa who se symbol is a snake. 1 This sacred dance 

is often danced in hono r of Agwe or Damballa-wedo; the 

undulations of the Yon Va Lou are taken from an imitati on 

of wave s o r a serpent . 2 

This sacred dance projects the religion and 

culture of the transplanted African people . In order 

to know the dances of Haiti one must know the life that 

surrounds it -- voodoo . The Haitian god offered hope to 

the blacks during the darkest days of slavery.3 

The belief i s that al l life is produced by a 

spir i t ual fo r ce separate from matter; the most powerful 

of the cult s are in Hait i, Petro, and Dahomey . Among 

the peasants ther e is also a strong bel ief that natural 

phenomena or objects s uch as trees , winds, rocks, mountains, 

and rivers are alive and have souls. This type of primi ­

tive ceremonial rite is practiced in various degrees among 

the natives of the We st Indie s as well as the blacks in 

1Brooks , Ethnic Dance , p . 25 . 
2&i.ery , Black Dance , p . 54 . 

33rooks, Ethnic Dance , p . 3 . 



38 

Br azil, Puerto Rico, Cuba, and some parts of Central and 

South America . 1 

There are various kinds of religious or sacred 

dance s . According to Dunham, these may be performed to 

honor the ancestors or to call the loa (Haitian god ) in 

t he fi eld and expiate them; or they may be possessed by the 

loa , who dance s through his mount . 2 

Metraux describes the Yon Va Lou, 

. is danced with the body leaning forward, 
knees bent , and with undulation which seems to 
spr ead f r om the s houlders all down t he back . 
Mov ement is effected by sliding the feet sideways 
with a pause of the f ourth beat . The undulations 
of t he yanvalu [ sic ] are much more pronounced in 
t he yanvalu- dos - bas ; to such an extent,. indeed, 
t hat it is taken f or an imitation of waves or a 
s er pent . This is oft en danced in honor of Agwe 
or Damballa- wedo . In this dance the body is 
considerably bent and the dancer goes gradually 
l ower until he is virtually squatting with hands 
on knees . 3 

De scribing her feelings while dancing the Yon 

Va Lou , Dunham wrote : 

. during the yonvalou [ sic ] we gravitated to 
par t n ers, ou t doing ours elve s in undula~ing to l ow 
squat ting po sitions , knee s pressed against the 

1Katherine Dunham , 11 The Dance of Haiti " Acta 
4- 1. 3 . ' Anthro pological II , Novemb er 19 7, p . ~ 

2Ibid . 

3Alfred Met r aux , Voodoo in Haiti , trans. Hugo 
Charteris (London : Andr e Deutsch Lt d ., 1959) , p . 1~0 . 
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knees of someone else without even realizing the 
c l o seness, each in his own transported world. I 
would faint and realize that I had danced with 
( a man named ) 'ti Joseph •..• I would salute 
the drums, then begin again the serpent movement 
t hat had brought under its hypnosis all whom the 
peristyle would hold, as well as by-standers 
ou tside ...• I felt weightless ... but 
we i ghted; transparent but solid, belonging to 
mys elf but a part of everyone else.1 

Descr ipt i on o f Yon Va Lou 

The b a s ic theme chosen in choreographing the 

original ethnol ogical dance entitled "Yon Va Lou" was 

that of the s p iri t ual aspects of the philosophical beliefs 

that all life i s p r o du c ed and sustained by a spiritual 

f o r ce . This philo s o p hy also affirms the doctrine that 

existence of the soul is independent of the body. 

The bas i c st e ps o f the Yon Va Lou are divided into 

f our steps with variati ons added to some of the movements . 

Step one is a walk s tep wi th arms folded behind the body 

with a hold between e a ch st e p . 

Step two i s the shoulder movement . With the arms 

at side , shoulders move in c ircles, forward and backward, 

pushe s up and down and a l ternat ing shoulders forward and 

backward . 

1Katherine Dunham , Island Possessed ( Garden Ci t y, 
e-1 York : Doubleday and Co . , Inc ., 196 9 ) , p . 13 5 . 
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Step three is composed of contracting and releasing 

movements . The body is bent forward from the waist over 

the knee s, chest facing floor. When chest is contracted, 

the head drops forward , releasing in a straight back 

position rais ing head parallel to back. 

Th e final mo vement, step four, is the knee step. 

Kneel on right knee, left knee , stand up on right and then 

on left to s tand ing po sition. These steps may be combined 

to f -orm variat ions or compo sitions. 

The choreography is described according to the 

floor patterns located in the Appendix . 

Section 1 

The group slowly rises from the bowed position 

wit a backward turn , counterclockwis e, to the left and 

faces the directions for next step. 

ancers move using the walk s tep with body swaying 

for ard and backward ; the head falls back as the body sways 

forward and down to the floor when the body sways backward. 

Te tempo is very slow. This movement sequence represents 

t em thical effect of bodies being possessed by an unknown 

force . 
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Section 2 

Once the dancers are positioned on the stage, the 

bodie s s tart contracting and releasing movement, alter­

nating between facing stage right and stage left. The 

contracting and releasing movement includes the head, as 

well as the body . After the total submission of the body, 

s ymbol ized by the slow rippling movement of the body 

w ich represent s the spirit passing through the body, 

dancers proceed off stage, upstage right, with the walk 

s tep . 

Section 3 

As the dancer s proceed off stage, a solo dancer 

turns to face the sacrificial dancing ground because the 

spirit of submission has tak en over her body. The urge to 

dance starts with a slow pro cession from upstage right to 

downstage left with a s tep - hop to the right, step-hop to 

the left , and contracting and releasing the body over the 

right leg . She repeats the s ame s teps to the left side , 

dia onally , and continues thes e steps to the point assumed 

as t e god 's altar . When the dancer has reached the god's 

al ar the dancer perfor ms the kne e step and uses a jump 

for the change of direct ion to fac e backstag e to repeat 

the knee step . 
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Section 4 

Doubling the tempo, the dancer proceeds to travel 

diagonally to upstage right and back to stage center with 

a lively hop step with the palms facDLg outward and moving 

from l eft to right. This represents the inner soul's 

determination to remain separate from the body. 

Once the dance r has established her balance, she 

lifts her left leg up , knee chest high, with foot flexed, 

arms parallel t o head with fingers spread. While main­

taining balance , t h e arms are slowly lowered to the sides 

creating a sense of self-possessed control. The tempo of 

the drwns is slightly faster than the arm movements. Once 

the gods sense the loss of the solo dancer, they try to 

call two new dancer s. 

Section 5 

The two dancers enter from stage right with a 

s tep - ho p to right and to left with the body contracting 

and releasing over the lead leg. This is repeated to the 

left side . Thes e steps represent the inner fight between 

the soul and spirit . The danc e rs use this step to progress 

across the floor . 

ile the duet is entering, the solo dancer exits 

0 stage left with sharp p ercussive body contraction and 
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release, feet taking small jump steps between each set. 

The drum representing the bass changes the tempo to join 

th e thrus ting mov ement of the solo dancer, while the other 

dr mmer continues the r epetitiveness of the hypnotic 

te po . 

Once the duet reaches their position on the stage, 

each d ancer begins the kn ee s t ep with side steps between 

each s et . The dancers land on right knee, left knee, 

squa position circ le three-four ths counterclockwise 

( facing s tage right ) , lower right knee then left knee. 

Th e l ock fin g e r s and pull back hands toward body con­

tractin and pus h hand s away while it is releasing . This 

represents the d ancers ' trying to take the spirit from 

t eir b odie s and p u s h it away . During the releasing step, 

t~e pper tor s o is l if t ed away from the legs. The dancers 

sing to face front and continue the s tep, rising from the 

l oo wi th the l as t part of the knee s tep . 

e i o 6 

The spirit s h a ve r e leased the two dancers enough 

.-or the to proceed off s tag e but still try once more t o 

pos e s a dancer by bringin g forth a t aller, more demon -

strati· e dancer . The du e t proceeds to exit stage left 

• .. ·it.. t e 5 ep - hop movement while a solo dancer enters 
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stage left center with the same step-hop movement and 

substitutes the shoulder roll for the body contracting 

and r eleasing . The body pivo ts around to the left with 

s houlders rolling forward and around with shoulders 

alternating between going up, down, and around. The 

shoulder roll repr e sents a more de ter mined effort by the 

dancer to re sis t the spirits. 

Section 7 

The third solo dancer enters upstage right with 

the same st e ps as the second solo dancer. Both dancers 

are showing incr e asing determination to be released by 

t e spirits . 

Section 8 

A fourth s olo dancer enters and joins the other 

dancers to form a trio doing the step-hop, step-hop, 

houlder roll , s houlde r roll movements, thus increasing 

the r e istance three fold . 

ection 9 

So great is the determina tion that the spiri ts 

are finally cast out . The duet then enters from opposite 

ides to ·oin the group with the s tep-hop movement , 

o~i tin the s oulder roll s . The tempo begins to in-

ea e to a aster r ythmic pattern . 
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Secti on 10 

The l a st two d ancer s enter t h e stag e ½~th t he 

step- hop movemen t . While incre asing the tempo, all 

dancer s cont inu e moving around the stage to their posi­

tions for the t hi rd and final dance. The spirits have 

been cast out and the fe stival is about to start. 

Section 11 

The dan c e rs are facing upstage and start the step­

, op to the right and to t h e left with body contracting and 

rel easing over the l e ad l e g , bu t with a livelier quality 

in the performance of t h e steps indicating they want to do 

t em and are not fo rced by b e ing possessed. The head is 

bobbing up and down with t h e l e g and torso movement s. 

Length of time f or Yon Va Lou: four minu t es and 

hirt - to second s . 

~araca tu i s one of the d ances known as danse pour 

pla·sir meaning for pleasure, and is a crowd dance, some­

at 1 · e the street parade s . 

an of the slaves who were impo r ted fr om Angola 

to Brazil were of royal heri t age . Once a year the Queen 

oft e ~aracatu, ho still live s in the outsk irts of 
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Rec ife , parades through the streets with the King and 

lesser royalties , all regally attired . 1 

Maracatu is a seasonal group dance. The women 

wear wide gathered skirts and ruffled blouses . The men 

wear shirts with ruffled sleeves and wide straw hats . 2 

This crowd dance is performed in the streets and 

on floats during the carnival season . At carnival time 

the streets are crowded with many carefree dancers both 

young and old . The King o r leaders of the carnival bands 

usually compete wi th each other in dance and costume .3 

fo reau de St . - Mery described the Maraca tu as a 

dance consisting of, 

... stamping of the feet, twisting of the body, 
and a number of strange attitudes . It is a severe 
bodily exert i on - - mo re bodily indeed than you can 
well imag ine, for the limb s have little to do in 
it . The head is held erect, or occasionally, in­
clined a little f orward; thrust pelvic forward, 
loose arms , the lower extremities being held 
rigid , the whole person is moved without lifting 
the feet from the ground , keeping both knees bent . 
The dancers advanc e f orward in the dance, each 
time lowering the body until the men are doing the 
sitting walk and the steps are. brisk an~ sometimes 
large . The ladies are performing the time step 
called the trudge and b ounce- - the flat feet are 

1Brooks , Ethnic Dance , p. 31. 

2Ibid . 

3rbid . , p . 3 , 
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sliding forward and backward ·while bouncing. 
The rhythm is bounce , bounce bounce- -slide 
slide , slide , s top . 1 ' ' 

St .-Mery described, also, a dance of the slave s 

similar i n spirit to the Maracatu in this manner: 

. they ( the slaves ) danced in large groups 
and never was a happier crowd assembled. Great 
agility wa s displayed, and, compared with the 
rude motions and savage gestures of the slaves 
in the Dutch and British settlements, their 
s teps might be considered as gradeful.2 . 

Desc ription of Maracatu 

The basic theme chosen in choreographing the 

original ethnological dance entitled 11 Maracatu 11 for ETHNO 

was that of rhythmic nature . This is a very fast moving 

dance with variations of tempo expr e ssed by the dancers 

while the drummers cont inue with the repetiti ve 4/4 bea t . 

The various movement patterns repre s ent the sense of 

freedom , joy , and celebrat ion . 

There are thre e basic step s to the Marac a tu and 

with variations comprise a joyful dance . The first move ­

ment , or step one , i s the carnival trudge . This step is 

per o rmed with the feet , knees slightly bent . The pelvis 

111oreau de St .- Mery , 
Anthony Bliss (Philadelphia : 
1796) , p . 46 . 

2Ibid ., p . 47 . 

De M. L. E., Danse, trans . 
et s ' y t r oune chez l'auteur , 
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is thr ust forward, arms l oos e at the sides . The right 

f oot slides forward while keeping the feet flat on the 

fl oor wi t h both lmee s bent . 

Step t wo is the sitting walk, usually done by men . 

The feet are parallel and slightly apart . Standing on the 

ball s o f t h e feet with the heels off t he flo or, the dancers 

bend t h e knees i nto a sit t ing position . The arms are do1.m 

at th e sid es, slightly away from the body with the palms 

f acing t h e fl oor . They step briskly forward taking large 

s tep s. 

Step three is the trud ge and bounce. The dancers 

s tart standing in place with feet slightly apar t, knees 

f lexed , and bodies loose . They repea t the carnival trudge, 

sliding the ri ght and the left foot forward while keeping 

the feet fl a t on the floor . While sl i ding the foot for ­

ward the d ance rs a dd a bounce to the body . 1 

' 
The cho r eography was developed for the group and 

is de cribed according t o the f l oor patterns in the 

Appendix . 

ection 1 

Dancers make a s h arp turn to fa ce downstage with 

ands down to the sides . Eac h dancer starts the mo vement 

1Brooks , Ethnic Dance , PP • 31 - 33 . 



sequence fou r counts after the dancer(s) starts dancing 

( solo , duet , du e t , duet ) . The solo dancer clasps hands 

together in f r ont of c h est; hands are lowered slowly to 

sides and sn a pped back up. First duet lifts outside 

arm shoulder h i gh in front of the body, inside hand is 

pointed to extended arm with elbow leveled with the 

s · oulder s . Arm s ar e l owered slowly to sides and snapped 

bac~ to lifted arm p o si t ion . Second duet lifts outside 

arm d iag onally up with inside arm bent toward it with 

elbow at s houlder l evel. Arms are lowered slowly to the 

sides and snapped back t o position. Third duet reverses 

di_ec~ion with inside arms diagonally up and outside 

ar s bent . Arms a r e lowered slowly to sides and then 

are snapped back to po si tion . 

Arms are snapp ed i nt o t h e next position; the solo 

dancer e x tend s both arms diagonally up, the first due t 

extends bent arm overhead and bend the straightened arm, 

se ond and third duets rever se their directions . Through­

ou teen ire sequences , the f e e t are in parallel second 

po ition . This repres ents the indiv i dual fr e edom pro­

clai ed b each dancer , preparing themselv es f or a fun-

filled festival . 
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Using the carnival trudge, the group divides into 

trio and quartet se ts with the trio moving to stage left 

and the quartet moving t o stage right. 

Section 2 

Continuing to move with the carnival trudge, the 

groups move back to the original position. 

Section 3 

Te quartet u ses four stiff legged trudges (knees 

loc ed ) while moving to the right side, four trudges on 

the right foot a re u sed t o make a 180° turn. The trio 

begins the trudge and bounc e movement. The movement 

s tarts with erect torso for two t rudge and bounce steps, 

ends over the to rso for four trudge and bounce steps, 

and lifts the to rso for two more trudge and bounce steps. 

Then the dancer s use the bent over trudge and bounce st e p 

to · rcle compl etely around to face front. 

Sec ion 4 

Te quartet u sing the s ame s t iff legged trudge 

mo~es back to original position . The trio with s tiff 

le ed tru ge mo ves to the right . 
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Section 5 

The quar te t and the t rio repeat the steps from 

section 3 and section 4. Each group repeats the steps 

t hat the other group was doing to complete the movement 

s e quence . 

Sec t i on 6 

The groups use the trudge a..~d bounce to circle to 

the ri ght . Using a livelier trudge with a walk, dancers 

proceed eight coilllt s behind the previous dancer ( s ) . Using 

t e same o r de r as in section 1 , walk diagonally forward 

1 - 2 - 3 ball c h ange to face line of direction on 4, repeat 

with a ball c h ange to the opposite diagonal. The movement 

co tinues until the dancer reac he s the back of the stage; 

e first duet follows . 

Section 7 

econ d and t hird duet s move diagonally forward 

with the same s te p ; solo dancer i s moving through the 

roup ith the s t iff legged trudge , arms held s t iffly in 

fron for eight c ounts . The step is alternated with the 

pen uin val . 
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Section 8 

Se cond and third duets progress back to their 

original plac e s with the stiff legged trudge and the 

penguin walk . 

Section 9 

First and second duets circle-turn to upstage, 

tur ing ri ht with arms parallel to floor 1-2-3, touch 

the floor with left h and on 4; reverse with circle-turn 

o downstage to star ting po s ition and touch floor with 

rig 1t hand . 

Solo and thi rd duet do the s t iff legged trudge 

out moving out of place and add a hop-ste p in place 

or t e fourth and eighth counts . Both groups exchange 

s~eps :or the second s et of eight counts. 

ection 10 

Dancers start moving toward s tage left with a 

r· - leap step turn , run , run-leap movement . On the last 

leap all dancers end i n a s quatting position facing front. 

D cer s perform a modified version of the sitting walk in 

place I ile flexing the shoulders backward and forward . 

e ump up vith a twisting mov ement of the body , arms 

o er ead and swaying from left to right continuously . 

ir group (trio ) drops to a s qua t ting position , right 
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leg shoots quickly to the side and back in, and they jump 

up t o join twisting movement. Second group repeats the 

s am e steps . Cont inuing the twisting movement of the body, 

t he danc ers circle counterclockwise to face stage right. 

Dancers s t art bouncing in place with a sharp snap 

of t_e h e a d to look at the audience and back to the side. 

- ile boun ing , they u se a side step to form a single line 

and ten con t inue to fo r m two lines. 

Sec ion 11 

Te t rio c ir cles t o the left and face left; they 

ump back ard s with the twist ing movement of the body. 

Te quarte circles to the right to face the right; they 

p back a r d wi t h the twisting mov ement of the body. Both 

grou s re erse to go in opposite directions, keeping the 

od twis 1., ing mo vement going to form two parallel lines. 

ection 12 

Dancer s start the trudge- boun c e step. The first 

ancer of eac l i ne starts the st ep and continues moving 

o,m un il squatt i ng ; all other dancer s wait two counts 

e e previous danc e r before going down. 

T.e fir t danc ers leap to the inside with the 

1e
5 

kickin s t ra i ght out and land on the f eet 

. i v.J. L, •• e r e - bounce . The danc ers ci r cle around the 
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stage and double time the trudge-bounce back to their 

original place to repeat the beginning of the dance. 

Eac dancer is four counts behind the previous dancer. 

On the command of "hey, 11 the dancers perform an 

inside turn to right landing with the right foot in front 

with the right arm extended s t raight out in front and the 

left fist placed in the crook of the neck with the elbow 

le eled with the shoulders. This abrupt dramatic gesture 

rings the dance to a clo se. 

Length of time for Maracatu: two minutes and 

fort - seven seconds . 

Selection of Dancers 

All dancers who performed in ETHNO were students 

of t e choreographer ; therefore, it was much easier to 

deter ine t e selection of the five students. 

The choreographer utilized the following criteria 

in selecting dancers for the dance suite: 

1 . Skill : Evaluations of the level of skill were 

utilized to determine the dancers u sed for solos and duets. 

2 . Interest and Cooperation : Each dancer was 

req ired to display a true interest in dance and full 

cooperatio ms a must . 
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3 . Personality: It was important for each 

dancer to be cooperati ve and flexible enough to adapt 

to the different mood s of the dances. 

4 . Availability of Time: The dancer had to , be 

available for all rehearsals. 

5. Adaptability : Dancers had to have enough 

training to execute the transitions within each dance as 

ifell a s transitions from dance to dance within the suite 

as a hole . 

6 . Experience : The dancers had to have previous 

experience in performing. 

Accompaniment 

Recorded music was selec t ed for each dance and 

co ined on one tape . The choreographer used the music 

gide' played by the Ladzekpos Family on an album en­

titled African Dances and Games for the dance 11 Shango," 

'Ca ·un I oon" played by Herbie Mann on an album entitled 

Su prises for the dance "Yon Va Lou," and 11 Maracatu 11 from 

the al um Bla k Ethnic Dances by Marie Brooks for the 

dance Aarac a tu . '' Thes e song s were used to teach the 

dance step s to the dancer s . Later, at the suggestion of 

e he is committe e live music was us ed for the actual 

perfo ce . 
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Th e drummers used bongo and snare drums for the 

music . The snare drum was used to add a bass sound to 

the u sic , and the bongo s were used to create the rhythm 

and festive nature of African dancing. The drummers heard 

the authentic accompaniments for each of the dances and 

co posed the music for the dances in collaboration with 

the co eographe r . 

Costume s 

Te co s tume s originally designed for the dance 

suite ere patterned after the costumes worn by the 

1ai ian women whil e perfor ming the "Maraca tu," but with 

shorter sl irts . The top was a white long sleeved blouse 

vi.th multi - colored ruffle s dovm the sleeves; the skirt 

as a brig t pai s l ey print of pink, green, yellow, orange, 

and purple with a gold net tr i m to accentuate the move -

ents oft e legs . White scarve s with gold looped 

e rin s matching pai sley print ankle drape, traditional 

to an- forms of African dances, were used to complete 

Le costUI!Jes . A picture of thi s costume was made for 

e•s elea e and for publicity . A copy of the picture 

ri t ne s release may be found in the Appendix. 

Because of the nature of the movements, especially 

t ose u sed in "Yon Va Lou , " the white blouses and scarves 
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did not work . Many of the body movements were not visible 

or clear, and the collars of the blouses and the white 

scarves seemed to cut the neck ar e a in two. It was then 

s ugge st e d that col orful tube tops and matching turbans be 

used in place of the blouses and scarves. The choreog­

rap er felt that different colored tops and turbans would 

add ore to the dance sui te . The colors were picked from 

the colors in the paisley print skirts. 

Bec a u se of the distance between the dancers and 

the audience , the gold looped earrings were replaced with 

gold spangle strand earrings; each earring contained eight 

strands with ten small gold balls each. A gold foil arm-

and as used to balance the body for accessories. The 

dancers o r e the ankl e drape on the right ankle and the 

gold ar band on the l eft upp er arm. 

The fina l selection was based on the following 

criteria : 

1 . Appropriateness to theme. 

2 . Availability and cost. 

3 . Sugge stions and appro val by committee memb ers. 

It as dec i ded that because of the time element of 

e ance and swiftne ss of one dance or movement into 

ot er dance o r movemen t , there would not be sufficient 

i e O c ange costumes and thi s costume serve d the 
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pu rpose for all dances. The se costumes were designed and 

exe cuted especially for the dance suite. 

Setting 

No elaborate set was designed for the choreography 

becaus e of the numbe r of choreographed dance works to be 

presented on the same program . The choreographer planned 

to use thre e b lack-lite colored nets to simulate the over­

all simplicity o f scenery used for African dancing. This 

plan as later changed because time would not permit a 

change of s et s b etween dance works. 

Lighting 

The light ing u sed was both simple and dramatic . 

potlights were u sed on the n arrat or and drummers before 

t e dance began . Overall gene ral lighting was used for 

t e irst dance 11 Shango , 11 the us e of the bright lights 

res lted in a s unny appearance and spiritual awareness. 

For the danc e II ron Va Lou , 11 the lighting was 

anged from general lighting to a reddish hue. This 

•as desi ned to a chieve an exuberant effect fo r the 

voodoo . Te dancer s moved acro ss the stage as if pos-

e sed b the god and spirits . A special light was added 

ia O all from the d owns t age corner to upstage corner to 

·g lig t e solo dance r who entered the stage preparing 
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to be submitted as a human sacrifice to the gods or 

spirits . The same lighting was used for the duet and the 

second solo dancer . The se dancers entered from the sides 

and the l i ght ing cast their bodies into silhouettes. 

Te r e d ish hue was slowly faded out and gradually the 

general light s were brought in for the exuberant effect 

of carnival atmo sphere . The festival was started with 

t e b e ginning of the dance 11 Maracatu. 11 

Program and Publ ici t y 

The suite was shown to the thesis committee as a 

a r k - in- p r ogr e ss in January 1977 and on February 11, 1977 

at he Black History We ek performance on the Texas Woman's 

Uni ver si t y campus . A video tap e was made to aid the 

c or eograp er in revi sing and improving the dance suite. 

e r a d ·ust ents , the revised work was shown to the 

t es · s co ittee on April 7, 1977 for the final correc­

· o s and pr eli inary evaluations. Committee members 

a so a ten ded the final technical and dress rehearsals. 

he rri tten program cover design and organization 

of e pr·n t ed program were conducted by the Texas Woman's 

U e r it dance produc tion class . The chor eographer 

s plied the class with the names of the dancers, the 

narrator e drummers , and the parent s who aided in 
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transporting dancers to and from Denton. A sample of the 

program is available in the Appendix. 

For publicity, the investigator was responsible 

for printing flyers and distributing them to various high 

sc ools throughout the Metropl ex, dance studios, and 

pri ate citizens who had an interest in dance and in the 

investigator . The fl yers included an invitation to the 

perfor ance . News releases appeared in the Dallas Times 

Herald , the Dallas Mo rning News, the Post Tribune, the 

Cormnunity Bullet in Bo ard, and were broadcast on both 

Dallas and Fort Worth radio stations. A copy of the 

ne s releases and flyers can be found in the Appendix . 

Permission to rehear se and appear in the Texas 

o an's University concert was obtained from parents of 

t e dancers who performed in the dance suite. Also, 

permission as obtained for the video tape of the per­

for an e o be made . Per mi ssi on was obtained by the 

ance Department to use the Main Auditorium of the Texas 

·o an's University for techni cal and dress rehearsals 

pr · or to the performance . 

le public performance of the creative thesis was 

resented in the Iain Audito rium on the campus of the 

exas om 's University on Sunday, April 24, 1977 at 

: 00 black and white video tape was made of the 
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entire produc ti on befor e t he public performance and was 

filed at the Graduate Of f i c e , later to be housed in the 

Texas oman ' s Univers i t y Li brary. Black and white photo­

graphs were taken during the dress rehearsal to illustrate 

examples of co s tume s and movement motifs. These can be 

seen in the ppendix. 



CHAPTER IV 

EVALUATI ON AND CRI TIQUE 

The cho r eo graphic work was evaluated by three 

persons who were kno wledgeable in the field of dance and 

the investigator . An evaluation form was developed by 

the investigato r using criteria established by Elizabeth 

Hayes and Terry Wort hy . 1 Hayes' evaluative instruments 

were used becaus e s he covered the personal aspects of 

choreographi ng and audience appreciation, and Wo r thy ' s 

•ere used becaus e s h e covered the areas of desired 

c r iteria fo r e f fe ctive choreographic studies and essen­

tial c r iteria fo r a direct approach to evaluating a 

creative thesi s . 

Although the results of evaluation had no direct 

bearing on the app r oval of the thesis , they were extremely 

valuable in aiding t he c h oreographer in her own critical 

anal sis of the work . The commi ttee, af t er viewing the 

second studio s howi n g, d e termined that the thesis problem 

ad been solv e d and approv ed the work for a publi c per -

formance . 

1Hayes Dance Com position, pp . 130- 131; Wor thy, 
'The Creative Thesis . " 
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The highest possible number of points from each 

evalua or for each criterion was five, or a to tal of 

twenty when mult iplied by three evaluators and the 

i ve tigator . 

The scores from each evaluator and the investi­

gator for each criterion were as follows: 

Evaluators 
Criteria AF GK RC BP 

1 . as the idea worthwhil e and 
danceable? 

2 . Did the dance employ movements 
d dance s t yl e appropri a te to 

t e choreographic intent? 

3. 

5. 

n ·d the dance h ave a goo d 
eginning , climax, and ending? 

Did t e dance demonstrate an 
effective solution to the 

oreographer's stated problem? 

as t e general dance structure 
satisfactory according t o 
aest etic princ iples of forms? 

6 . ere the dance mov ement s 

7 -

ap ropriate for the young 
dancer and effec tively 

erformed? 

ere the accompaniment and the 
arrator appropriate in sco~e 

d c aracter to the dance idea 
and o e ent s tyle ? 

ere t e costume s attractive and 
uitable to the movements? 

5 

4 

4 

4 

4 

3 

3 

4 

4 5 5 

3 

3 4 4 

4 3 5 

4 4 

4 3 3 

3 3 

4 5 



Evaluators Criteria 
~ GK RC BP 

9. Did the dance demonstrate 
effevtive rhythmic pattern 
rh thm organization in acc~rd­
ance with the dance idea? 

10 . Did t e lighting design create 
ap ropriate atmo sphere aDd 

en ance t e dancer's movements? 

11 . as the dance of sufficient 
interest o capture and maintain 
audience attention ? 

Total 

5 

5 

3 

44 

5 

4 

39 

3 

5 

3 

34 

The highest possible total number of points that 

could be recei ed from each individual evaluator wa s 

r · t - i e . en the sum was multiplied by four, three 

evalua ors and one investigator, the grand total of pos­

. ble poi ts was 220 . The total points received during 

tee aluation was 165 . 

5 

5 

5 
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t is point , the choreographer has attempted to 

e·a a e and anal ze her own choreographic work. The 

ce a filmed on video tap e for the choreographer in 

or~er to s ist in the critical analysis process . 

1 . Tas the idea worthwhil e and danceable? 

he idea of an ethnological dance suite using 

ree lac{ dance s was indeed worthwhile and danceable. 
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All t he ·udge s and the investigator rated this criterion 

er igh . 

2 . Did the dance employ movement s and dance s tyl e 

appr opriate t o the choreographic intent? 

T e mo v emen ts employed by the dancers were appro ­

p iate or this styl e of dancing because they showed the 

piritual , r h t hmi c na t ure and the dance style of ethno ­

lo ical dance s . 

3 . Di d t he d ance have a good beginning, climax, 

d e i 

he be i nning was very good; it was dramatic 

e ou h to gain t h e au di ence's attention and maintain it 

~ rou 'out the dance sui t e . The climax was not as strong 

as t e eginning and it was difficult to determine exactly 

• ere t e climax b eg an and ended during the dance . The 

e_di ad an e xc ell ent effect on the audience and they 

e_e certainly apprec iat i ve . 

4 . Did t he d ance demonstrate an effective solution 

o e c oreographer 's s t ated problem? 

estated probl em was to choreograph an ethno -

o · cal dance suit e d eveloped from the inherent spiritual 

r thmic nature of three black ethnic dances. The 

oreograp er produ c e d the i nherent spiritual nature of 

0
, d , Yon Va Lou . " "Shango' s" spiritual nature 
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vas that of purifi c ation and presentation of the soul and 

he body to the gods . "Yon Va Lou" also presented the 

bod and soul to the go ds, because of voodoo; the solo 

and the duets represented the two forms of presentation. 

Te r th ic nature was presented in all three dances but 

, as the predominant aspect in the dance "Maracatu. 11 This 

•as a plea ure dance and presented a fun atmosphere with 

a reat deal of body movement s and rhythm. As a whole, 

e solution was effecti ve but the rhythmic nature was 

o e e fective than any of the other aspects. 

5. as the general dance structure satisfactory 

accor i g to aestheti c principles of forms? 

oi s . 

Te sc o re received for this question was unanimous 

e e aluators and the investigator awarding four 

6 . ere the dance movements appropriate for the 

o g dancers and effectively performed? 

ost of the dancer s could have been more effective 

a ed rehearsal time and more skill. Some of the 

cers iere unskilled in projecting the feeling of magic, 

IL i t e audience become part of the dance, and inter-

gt e choreographer's belief s for each dance. 

d~ ce 
5 

event ough light on their feet, projected a 

Two 

i · e ea~ appearance which did not suit the African 
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step s . They had difficulty in executing the rippling move­

e t s tha t came mo re easi l y to the other dancers. 

The r e is the possibility that a larger number of 

ancer s migh t h a ve en hanced the dramatic and compositional 

e e t s in spec i fic sections of the dance. 

7. Were the accompaniment and the narrator appro­

p ate in scop e and character to the dance idea and move­

:ne ts le . 

T ere were t wo types of drums used for the dance 

s e · one ,a s a et of bongos and the other was a snare 

ru . e bong o s wer e id e al for use in the suite; they 

re rese te the type of ins t rument s used by musicians 

• · 1e pla ing fo r the dance " Maraca tu." The snare drum 

~.a e to sub s t i tu te f or the conga drum, which would 

i 

0 

a· e een h more suitable for the dance suite. These 

or 

or e 

e :i 

0 

the p r o perty of the drummers and conga drums 

a ail ble f o r the various rehearsals and the per-

e . T e nare drum a d ded the bass and set the tempo 

es and the bongos played the melody . The 

a o 1ill mak e e very attempt to acquire the use 

s for future p r e senta t ions. 

m .e nar tor wa s e x tremely good . Her voice and 

ion et the pace fo r the danc e suite . It was 
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performed each time the suite was presented for showing, 

evaluations , and the public performance. 

8 . e re the costumes att r act ive and sui tabl e to 

t e ove ents? 

he costu mes were very colorful and covered enough 

o e od so that the local audience was not offended. 

e ere abs ractly made to represent the costumes of 

rinidad and Afri ca . The ski rt was attributed to the 

d e ' aracatu " and the tube tops were us e d to simulate 

e u ene ss of the upper body of the African dancers. 

The costumes were s hort enough and fitted in the 

a 0 a e place s so as not to hamper any of the move-

s . h e colorful fabr ic maint ained the audience's 

a eal and added a sens e of vivid color to the dance . 

9 . Did the dance demons tra te effective rhythmic 

ate h thm organi zation in accordance with the dance 

· ea? 

r 

C 

e rh thmi c patterns were very effective because 

s stress ed to the dancers and in the dances. They 

0 
e er s t rong on thi s point bec au se of the transi -

0 s of ifferent group s performing var i ous rhythmic 

peeds imultaneously . The rhythmic pattern used per-

i e slo sustained , fast , and controlled movements. 
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1 0 . Di d the lighting design create an appropriate 

at o Pere and enhance the dancer's movements? 

a 

Te lighting de sign was excellent ; not only was it 

r o ria e to establish an atmosphere, but it also en-

anced t e dancer 's movements . I n the dance "Yon Va Lou 11 

' 
t e r ed i hue was espec ially appropriate for the voodoo 

e ec . Te lighting made the dancers appear as if they 

.e e o i g rough a cloud or as though they were pos-

e e invisibl e for c e . 

11 . as the dance o f sufficient interest to 

cat re and maintain audience attention? 

e. ers of the audienc e indicated that the dance 

a ter s ere so unique and involved that they wanted to 

·oi he da~ce s . The choreo grapher felt that the dif­

q ali ies of movement and spatial movement sati s­

e a dience ' s appetite for varie t y. Even with the 

e e i ·. e ess of Af rican dancing , there were enough tempo 

d i e L · onal change s to maintain the interest of the 

ce . 

~ e c oreographer recogniz ed the following patterns 

a eak es e in he r choreography: 

endency to shy away from floor work because 

0
~ e osi io of the stage in comparison t o the audience 

ear e front . 
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2 . The omission to include in the narrative text 

t e stical effect that r epetitive movements have on both 

t e audienc e and the dancers . 

3 . The lack of time to totally familiarize the 

dancers with the nature of the black dance. 

T ese are p a tte rns which the choreographer will 

ea are o i future choreographic endeavors. 

Te ho reographer recognized the following 

re sin e choreograp hy: 

1 . The composit i on of earthy sequence with 

· tees i design and dynamic combinations. 

2 . The ability to move groups of dancers as 

o esi e express ive unit s . 

3 . The ability to vary rhythmic patterns through-

0 lent - sections with changing meter s of 2/4 or 4/4. 
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CHAPTER V 

SU 11MARY , COI CLUSI ON, .AND RECOMMENDAT I ONS 

FOR FURTHER STUDY 

Summary 

~ e purpo se o f the thesis was to present 

i te , Er-:arn , wh ich was bas ed on three black 

d c e -- go , Yon Va Lou, and Maracatu, and to convey 

o g t .e perfo r manc e the inherent rhythmi c and spir-

i 1 a p e e of bl a ck d ance manife sted in these dances 

c ont · b te to a broader understanding of black ethnic 

l, e 

e . 

I prepar i ng f o r the study, the inve stigator 

e ed Lhe liter ature , es t ablished a justification for 

u and selec t ed t h emes, which were described both 

and a s t he investigator perceived them. The 

a t en c o reographed and p roduced under the 

e c i o o he thesis c ommi ttee . 

~· e sui t e was pre sented in a public performance 

~e on .pril 24 1977 . J udging from the audience's 

e c.., · 
0 

_e result s of e val uation , and the successful 

~o ctio p r o c e dure s , the c ho r eographer felt that on 

71 
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t he\ ole t e p rodu c t i on and performance of the suite 

coul d be t e rmed a s u ccess. 

Th · s thes is experience was the most valuable 

l ea r in ex perience and growing process that the inves-

· ato ad in d anc e education. It taught the 

c oreo rap e r h o w to u se b asic dance steps to come up 

a easibl e solut i on to the dance intent. The 

ator gained k nowl edge in writing and preparing 

a po ional paper wh ic h was incorporated by using 

ri icis and s gge s t ions submitted by the thesis com­

it ee . It enlightened the choreographer regarding her 

o, et od o c oreogra phing and has provided a basis 

o ur er c o reograp hy . 

cl io 

Con c lusion 

e i e s t igator d ev elo ped the following con­

i rel a t ion to h e r purpose of expressing her 

e preta io and i mp r es s i on s of three black ethnic 

d ce iu a danc e suite i n the study: 

T.e sui te wa s s u c c e ssful in communicating the 

ic ar pir itual aspec t s of e t hnic dancing as ex-

rough the danc e s Sh ango , Yon Va Lou, and 

'.fa ac tu . 



73 

2 . The u se of a u t h entic instruments would have 

en.anced the dance suite . 

3 - he suite qualified as an art work according 

toe lua ion result s and audience reaction. 

4. T e thesis exper ience provided a valuable 

lear in experience for the c horeographer. 

i tee 

Recomm endations f or Further 
Study 

I s the hope of thi s investigator that an 

a s i ulated and r esearch will be continued 

i ea ea of ethnic dance education. It is because 

0 i 

ur he 

ope that the following recommendations for 

ud are made : 

1 . imilar study u s i n g nine and ten year old 

cer to co pare the qualit ies of you t h versus maturity 

~o .. - sical abili t- and p erfor mance projection. 

2 . similar study u s i n g male as well as female 

ce · t e asi s on partner work and qualities in 

er orig rarious steps . 

3 . ~he development of a sui t e based on the dances 

o la e on t e ships and plantations. 

r. e development of other e t hnological dance 

i e ased on the personal experi ences of o ther ethnic 

ro • s 
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5. The devel opment of the present suite into a 

le 0 t ier roduct ion invo l v ing more dances and dancers. 

6 . Te developmen t of curricular guidelines for 

e i an e in extra curricular settings. 
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APPENDIX A 

ILLUSTRATIONS OF NEWS RELEASE, 

PUBLICITY , PROGRAM AND 

NARRATION 



Tne B'!kal Dancers, a group of young ladles and two 
adults, wlll perlorrn during a m:iste r s presentation, at 
Texas ornan's Univ r s lly April 24 , 1977 at 3:00 p. m., the 
fi nal production of " ETH ·o." 

" ETHNO, " choreography hy Brenda Ptice, ts an ethnolo­
g!c.il dance sw1e tiased on t hree black ethnic dances : 
Sliango, Yon a Lou and Maracat u. 

I ~rn~ .. 
enter ainment 
ill~@ 

Continutd from P•"'1 2~ 

CALENDAR Shakespeare's magical 
oomedy "The Tempest" 

What's happening 
This cal endar appears in The Dallas Times Her­

ald Living section daily. Activities lis1ed must have 
g eneral interest. Send your items to What 's Happen­
ing: Living section. The Dallas Times Herald, P.O. 
Box 5445, Dallas, Texas 75222. 

TODAY 
Performance 

Dancers from Bekai Academy will perform in 
"Ethno," an ethnological dance suite, for Black Histo­
ry Week in the Old BaJJroom at Texas Woman's Uni­
versity, starting at 7 p .m. tomght. 

SPOTLIGHT will be presented by the 
Uruvcrs,ty of Dallas Thea ter Department 
torughl al 8:15 in the Margaret J onsson 
The.ater on campus. Admission is $1.50. 
Tht- pL>y runs through next weekend. 

"RAIN," a drama adapted · from Somerset 
Maugham's short story "Miss .Thompson," 
will be performed tonight at 8:15 and 
Sunday at 2:15 p .m. i.'! Margo Jones The­
atre on SMU campus. Tickets are $3.50. * THE BEKAI DANCERS will perform a free 
ethnological dance tomorrow at 3 p.m. at 
Texas Woman's University. 

IT PRIXG FESTIVAL time in Weather-
ford 1h11 w eekend with a tour of historic 
19th century homes. arts .and cra fts e><­
h ,btll. Oower shows. hobby shows, an .an­
t,quc car exhib11 plus Jots more today 
downtown JO a m .-5 pm and tomorrow I ­
!> om. 

THE STARVING ARTISITS will host its sale 
today 10-5 and tomorrow 11-6 at the Dal ­
las Market Center . Admission $1.25. 

Nll','TY AREA ARTISTS will show and sell 
their works today from JO a.rn '. -·9 p.m. at 
European Crossroads to benefit the First 
United Methodist Church in Dallas. 

A GIANT BAZAAR to benefit Children, Inc., 
a non-profi t training facility for retarded 
___ , ... H~11 a...- L. - 1..1 . ... ~ ... - - r.__ ,n ....... n 
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nolo,J1cal D ... nee Suite . . 

r:1,,yi:•o<]r.10 ~r: B ~nria Pric e 
j dr:'cilO : j 'Jhnn1, or,,,nrian 

79 

. Gregory White & 
Ro d ney McKenzie 

S·,uc,al 'hanlcs to. hs. Jotrnn,e Drennan an d Mrs . Dorothy 
B,.:nson 
Sc ,1,r ell B nso 1. Carnill, O,g_ s, L isa Dra ke. Ka thleen 
Or1;.r r n. L1n--J Hun E-r . La Ton 1n K£:nnedy . Brenda Price 



~ r the black people in Anerica, dance, music and 

and songs have been unfailin g companions. It has helped 

the p ople to survive. 

n in ev r y culture has danced for many reasons 

and occasions, such as childbirth, fertility of the earth, 

death sick ess, and many others. 

fl?ian o and on Va Lou are sacred dances whose gods 

ar t und rand lightening and the symbolic snake. The 

li o th dance s are surrounded by voodoo, which is 

par o h ir ancestral worship. 

~ aracatu j..s one of the dances known as Danse pour 

a s · r, eaning fo r pleasure. The seasonal group dance 

as da ced i h the Queen of Maracatu ➔ the king) and the 

lesser ro alties. 

~ e ery black person in America dances. Not 

e er 

hose 

lack er on is even interested in dance. But 

0 ace - do so with every part of themselves -

anc is self -"dentity . 



APPENDIX B 

- LU TRAT IO S OF COSTUMES AND MOVEMENTS 

ollowing pho tographs depicting costumes 
mot ifs are illustrative of the dance 

comprising ETHNO . The selected movement 
emonstrated in co stumes by participating 
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h ngo 
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n a Lou 
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aracatu 





APPEI DIX C 

FLOOR PATTERNS 
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E ALU TIOI FORM 
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E L TIO FO 
FOR ETHNO: AN ETHNOLOGICAL DANCE SUITE 

It is r connn nd d t hat this evaluation form be completed 
soon aft r he h s 1.· s d · 

call th ork. 
pro u c t ion so that the evaluator can re-

chair r on, 

e Chor o ap 

pon completion , p lease return to the thesis 

rs. Adri nne Fi s k, Department of Dance. 

Thank You, 

ic \ ork: 
Encircle Response 

he idea as or h hil and da nceable . 1 2 3 4 5 
ance mo rnents and dance s tyle a prop 0 th choreographic intent. 1 2 3 4 5 
he a a ood beginning , climax a d 

1 2 3 4 5 
he 0 s ra s an effective solu-ion 0 C oreographer 's s tated problem. 1 2 3 4 5 

The gener 1 ance structure was satisfactory according o a sthetic pr i nc iples of form. 1 2 3 4 5 

ani en and narrator were appropriate 
d character to the dance idea and 
le. 1 2 3 4 5 

attractive and suitable to 
1 2 3 4 5 

onstrates effect ive rhythmic pattern, 
ization in accordance with the dance 

idea. 1 2 3 4 5 

he lig ing as design to c r e ate an appropriate 
a OS here and enhances the dancer's movement. 1 2 3 4 5 

dance as of sufficient i nt e rest to capture 
ain ain audience attention. 1 2 3 4 5 

defi i ely response would have a value of 5 P?ints, ade­
quately ould ha ea value of 3 points and a need for improvem~n~ 
would be 1 poin . The 2 points is for those response that definitely 
do no eed uch improvement and 4 points for those that were not a 
de · i ely response . 

To t al Score ____________ _ 

Signature o f Evaluator ____________ _ 
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