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" .. PREFACE

. Dear Dagee Teat‘:her, .
. DA& in its many forms will exist as.

. imagines. Itisanexpeﬁenceﬂ#m:ghwhichmomemmnb

: given to what might otherwise remain inert. ltgivﬁsstmcmretogen—

_ © sation and invests form with feeling. Dance can be one more way of; .
Moo enabhngahumanbeingtommmandhispowmmreﬁ;Dyltisa v
dvilizing force. :

P . Danceedhcatﬁonpmvxdesachmatewhgrehstudentscanbemme
: sensitiye ta-their surroundings, ufiderstand other people, explore
ideas, angl develop’a pesitive feeling of self-worth. :
Students léarn to work both independently and with others, to .
extend themselves and their bodies as they experiment with move-
~ ment, "and to take correction without losing self-esteem. In addition
to gaining dance skill the student experiences pmblem-solvmg and
< - decision-making.
The purpose of this book is to provide teacherson thesecondary
. level with ideas and guidelines for their use with dance students as
weﬂastopmvideadnﬂnmatorsmthabmicframorkfotdevﬂ-
oping a dance curriculum
Itishoped t}mthmbookwillbesﬁmﬂlatmgtodmceeducamm
and will encourage them to ‘continue ta ¢xpand, improve, and re-

. evaluate their dance programs. ‘

- Adancecurriculumshouklprﬂnvxdeavarietyofmovementexpe:h
iencesmorderthatthestudentmaydevelop some basic dance skills
and acquire sound attitudes about dance as an art form. °

t should be able to develoe a body that has stmﬂgth ﬂex-

- . . -
\‘1 6 Pa) .




1bdxty,,¢oordimﬁo§,andbalmasweﬂasbemmmspm\siw
- articulat®, sensitive t6 space, time, and energy.
' Astudem thdameecpuiumewﬂlbecmmmo{,ﬂxefoﬂow-

. Basic movement possibilities of the body, - R
Damasiemhtestooﬂmmfom . ,

ledge of music and rhythmic structure.

ty to respond to a beat, tempo, orpnhe andtocreaﬁe‘
( mvemmtpathgms

of the creative abilities of gthers.
\n{ appreciation of the aesthetic values of dance. :
. An mdthemponmofmmwmrﬁdmh\
activitied. |
undgg&@sﬂxdmmlaﬁmmdmmdh
. history of man,

9 Properbodyalmmﬁandthepﬁndpbdeﬂidmtmove-

hWNHE

rh .

N ot

ment.
10, Anappndaﬁmgeﬁmvalneddamasqﬁxformh\sm
11. The ability.to critical judgments about dance ;
12 Aninu*easedawamgofmeexpmsivepotmﬁalofmove-
mem
* This guide does not asetpmglmdopoﬂemonphnsor
curriculum comentfor c grade levels, The ideas, activities and

guidelines.are presemed in such a way that'teachers can adapt them
to their own unique teaching sityations.- .

Chapters.l through 5 cover the broad range of dance materials
which stidents could experience throughout their secondary educa-
tion. This publication includes basic ideas, presents poséntial values,
‘offers gyidelines with suggestions for activities, and lists recom-
men Infs and records. Teachers may choose that material which
will fimprove or enhance their teaching®nd best meet the needs of
their students.

The comprehensive school cumaﬂ/um should provide 4 balance
between academic and artistic experiences. Educators on all levels,
deeply concerned with the developmeng of individual potential, are
beginning to agree that dance should bt a part of the students’ educa- *
tional experience. Many schools throlighetit the country offer dance
as an integral part of the curriculym: i.e., dance as a subject area in,

_ the fine arts degartment, dance as a part of the physical education
curriculum, and/or dance as it relates to classroom activities. The
materials in this work have been compiled by tedchers employed in.

. such situations throughoutithe country.

The National Dance Assoclatiof\affirms its dedxcahon to sound
educational theory and practice and to the belief that dance can
make significant contributions in the educational experience for
studends of all ages. .

L ! } : Jeannette H_I./pes
l ' Editor
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The dance teacher should move into composition . * . . . '
as soon as each student has had an opportunity fo ..' A g
recognize and explore the elements of movement. K T
“ " ' » . X . . 'f\‘ . . - . a
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Son\eofﬂmvﬂuestobemmedbystu-
dmtsh‘omundu'stmdingﬂnemof
movementmdude -
kxcgasedmmmofﬂhexm
gotmtialofmvemt .
. 2. Appreciation for both' own
workandtheworkofothers ' e

3. Gmatercm&fidmceasﬂ\eydevelup‘

'~awnmemdwhatﬂ1ﬁrbodiam

capable of doing.
4. Reduced inhibitions, thereby en-

’ abling a more confident approach to

creative exploration. .
5. He%:tmed ability to criticize con-

‘structively other students’ work in dance

and as a result, become more intelligent
observersofdancepelformance .
dnidelims A ) .\,'
Some instructional guidelifies which
may be helpful in developing an aware-
, fless of the elements of /'movgbmt

llow. -~ ) -

1. Start with simple tasks so the gtu-

i‘ dents do not become confused or .'dis-‘

couraged. # o
2. Va‘ry-,zﬂe activities so that the
R

i

. Chapter 1. ~ELEMEI\[TS OFmeEMEJ\’JT" :

| thmushmnau:ﬁ

’ . . a_ -
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. / .
. R .
. / ~ A}
3 A
‘ - "‘./" '
e ¥ . '
/ .
. / .
A/ T
oo
.

B1Y
. .

résukwﬂlbetheleanﬁngo&afeweb—
Ahents af a time,

- 3. Repeat activities at interv’;k
sotlmttheremhea

'retumtothefanﬂhar

4, Emom*agemdexnstobemt}mi:
ownwhmworkingiﬁamllam “a

5. Provide opportunikies for students *

to see performances of complefd dances

. to help them recognize the of -

-explore movement. Probler

movemtastheymusedinthevaﬁ-
olss styles of dance. ’

6. Organizejhedasssodmtherem

'.leamingapdenjoymt for everyone.

" 7. Remember that one of the goals is
to help students recognize and use the

:l‘ﬂnems of movement as the}explore .
. develop a wxder moveqent vocab-

ulary.’ -
8. Movemtocompomtionaswmas
«each stydent has had an to

an

Begineaﬂy.Agfeatdealde&xdsonﬂte

r's ability to -select - appropriate ;’

ang structure for expjoration.
Exploring Body Movement *

: The body is the instrument of movement
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Studmlsmnstdgvelop
famﬂlaﬂtywithitsmbﬂiﬁes'Hmsm-
de,ntsmedtowd‘lebody

~ moving as a whole and in isolated parts.

Attention must be given to individual
areas in order to develop a basic undér -
- stanfling. of body parts and their rela-
ti to one another. Students should

that their bodies are capable
of both literal and nonliteral

~ space comes the concept of shape. Shape
mtheumbileorimmobﬂedes&naf&
bodyorpmpofhodiumspm

. - ““‘

LD

e o o e, oo an e oyt it fof etod of
nt of expression., ARtivities time which can be'shoit or long, fast or.
deSlsnedtointemifybody slow'l‘imeservesasanerganimmd

mmgl ties tdgether the ofmovement .

; Students shoufd’ -
- x® 8 tion music -
M.Dym ' antlp!u-ase»Yf Smdmtsm ‘

"Energy is the ability to put fprth
It is the source of movement. The pse
. and control of energy produces various
movement qualities. Amovenmtm

be strong, sudden,

controlled; in it‘maybe

unhurried, (andfree The

. glements of interact in solving

problems in dance ar~movement. The

basic energy elements inclide:
Percussive -— ballistic, thrustins,

quickcheckhagoﬂom,‘ o

" Sustained —

Pt condu:lzgus qmooth

* Vibratory — short staccato, sporadlc
Collapsing —_sinkihg, release .of ten-
sion.
Suspended — ﬂoatmg, effortless,
défyms gravity. ;

<

Sm .. . .
Movetnent takes p in space and
bmgsmlifethe areness of ghape.

Space thus begins to include a direetion

— forward, backward, side, diagonal,
up, down, around. As one moves
through space, a pathway is created

, which begins to ifwvolve (a) density,

clgseness of parts, thickness, solidarity;
{b) design, the arrangement of space; (c)
" facus, the poy'\t of attention in space; (d)

1

expaieme in these elemmts ‘movemmt
combinatiom

r

on in adequate' warm-up for effi- - o

EPmperbodyalisxmmtmdk\- .
avoidance of

movement

injury.

2. » The movement possibili yx
single joint, e.g., elbow, wnst hip
+ {isolation). -t

3! Combining the iomt achoﬁs in an

, a leg, of the tarso.

o 4 Combmms two or /ﬂ\ree
the body in movement,! allowing one
. part a stronger rolé others.
“_ 5. Doing a series of movements using
’ fne particular ﬁrt of the body to
nitiate or lead the gesmn:
6. Moving with otherg in dxffenng
felatmns}nps to each other,
"Mbving in unison o*in opposition
by employing various body parts-in 3
umtatmn of or in contrast to another or «
ethers : e
8. Sequential mqwment so
awargness. of traf\mhon may
oped.
% szalgzd }ocomomr movemenp
10 The infinite possibilities of work-
ing the whole body in movement,

10}'0
-‘*"“-‘ A

¥
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deyel:
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For ynamics are experienced
by: [ . : _
1. Using different, body parts to-
achieve movement qualities. Using the
elbows, for example, to achieve an °
angular, ssive, suydden movement,
while using the fingers té_achigve a
staccato or vibratory. mpvement, or the -
* head to achieffe a sustained movement.
" 2. Energy (force or strength exerted)
with the combination of turning and
rlsing, sinking, and twisting. < -
. 3. The difference between tension
and, relaxation. Through this type of
experience students can see and fel the
amount of energy used in obtaining var-

s -

~ ious qhalities of movement; for ex-.

ample, they can (a) walk, or skip for-
ward, stop abruptly and hold body
shape; (b) repeat (a) and slowly extend
body fully and close quickly; (c) repeat
and on quick stop balance on one foot
or collapse quickly; (d) stand slowly and
. slowly collapse the body to the floor;
+ hold collapse shapetour counts and take
four percussive mavements to original
s ng shape. ‘
4. The force of energy with partners +
or in small groups, one group using slow .
sustained mgqvements and the othér
. group responding ,u:;xtl) a contrasting

" = {explosive or percussive) movement."*

) N L Y
¢

‘Shape is the mobile or immobile design of a
body or group of bodies within space.

* “
These contrasting energy qualities could

+ be performed in successjon or in unison,
For example, divide the class into groups -
and use identical actions with differing
force a%plications. - -

. Students should exprrience in spuce:

1. An awareness of the space in /
- which they can move, e.g., describing,
through movement circfilar spage,
square space, restricted space, or infinite
2. Locomotion as a means to explore
space. They should be familiar with the .
basic forms of the act of moving through
space with the feet as a base — walking,
running, hopping, jumping; or some
combinations _of the basic forms —
skipping, galloping, or sliding. )
. 3. Lotomotion in relation to direc-
tion, level, shape, range, and'time.
4. Changing direction as they move
from one point in space to another:
forward, backward, sideways, diagonal,

o

“z.igzag, or any combinagion of paths.

5. Moving with others and in‘relation

. to objects within space. -
, 6. Moving through space using vari-

,ous parts of thé body to lead the moye-
ment, e.g., ‘elbow, nose, small of the
‘back, shéulders, sternum., c ‘

y: oo

Students should experience shape

1




metrical. "\~ ’
3 umtheshapeofunbodymvd-
" ment to form a floor pattern. The circu-
‘ lar motion of the bddy, for example,
becomes a circular pattern through

space.
: .4, Taldngshapesmtospmebynm
. of locomotion, ﬂ:kmlshti‘::ghe
. . ingith a body shape movirg
N through space in that shape.
S. Contrastingd&@smthndnbeo—l
‘ Jnotor aid locomotor moveménts such
q as arches, circles, zigzags, figure eiglits, -
se:pentines, triansles, or squares :

Time can be experienced by:- - "

1. Changing the duration of a move-

} ment, from long.to short, short to long.
, -+ Students can also make up combingtions
‘ of these durations.

2. Working with a chosen piece of

music designed to show yariations in
- tempo.»

3. Working with a time ljmit dictated
by a stopwatch (duration) or a“Thetro-
nome (tempo) for A seriesf of move-
ments. :

4. Using a simple movement or a
series of movements as fast as possible,
then as slowly as ppssible.

-~ 5. Moving in relation to a pulse and
i moving against the same beat as in
‘ ‘ syncopation.
Theseactivitiesareiustasampleof the
~ infinite number of combinations possi
ble. Teachers and students should feel . A
free to experiment with further combi- ' ‘ -
} " nations. Experimentation” with the » Students needto experience body
. eleménts will produce -greater ynder-  movement so that the body does,
i standing and awareness, which is the indeed, become an instrument of both |
«  basis of dance. - htemlnndnonhteml expression..

2 )

&3
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Chapter 2. - IMPRdVlSATION . .
MOVEMENT EXPLORA naN

Damem\provmﬂmmvdmexpm

ing, inventing, experimenting, and dis-

covering movement within a ‘specified

. framework. Although “putting on a

'guﬂedbyspedﬁcaﬁomdd@ed

record and dancing the way the music
makes you feel” mybegmemhodof
improvising, it is by no means the only
mwenﬂwbestwaytoamductmm-

o mmwh

movement ‘preblem-solving. For ,stu-

o dmts,thmeexperknmmmostofm
* . claggroom or studio oriented. Some pro-’

fessional choreogriphers (Merce Cun-
ningham, Viola Farber, and others) use

' improvisatiod in concerts; however,

young choreographers should  realize

that improvisation on a concert level
takes much talent, knowledge, under-
and maturity on the part of

| the choreographer and the performers.

How often and howmuch improvisa- -

‘tion is used within the secondary school ~

dgxmcgrﬁctﬂumdependson

s lengthofmch.

for

2. Themakof:hedm.c\ ‘

-3 h\dividulmedsandhtmd
. 4Theexpertiseoftﬂetead\erh1cm'a-'
ducting improvisation'experiences.

the class meets, the
the duration. of

5, How

the cotirse. v .
Improvisational experiences can be de-
sigmdtenmttheneedsandgoalsof
indwidualstudmts ‘ .

" Guidelines for Condming

Improvisational Studies

- In presenting improvisationa] experi-

ences,asmallaeaching,mchmbﬁng
their own personalities into the presen-
tation. It is often best, especially with

beginning students of secondary school

‘age, to intfoduce improvisational exper-

iences after the student$é and teacher
know each other well enough to feel
comfortable with- one another., The
mutualtrustandresped the positive
rappoﬂbehvemsfudmtsandte&&er
inhermtineverypmductivemﬁom]

‘situation, is especially important here. -

because the students will probably, at



o1, Forbeginmnsstydmtsmhawhad
- . some in teacer-guided tech-  ©
T , mguestuayhelpsthemfeelmoremA
."yfortable-ang secute in movement impro-’
‘2 visation. They need a movement vpcab- -
L ulary to begin with that includes more -

than 'their own nondance or pédestrian ~

‘ © . movement. : .
. * 2. Students should be apprised of the
S . philosophy of improvisation®— it is not
: * a question of doing things comzcﬂy or
~ incorrectly, butmther:t:sa,ldndef
movement brainstorming, the lora’

tion of many movement

* of what was done, what was learned,
and what could be improved and how.

“3Aspec1hcxmﬁmvkationalstudy

" must be simple and clearly explained. It. .~

- , should be désigned-to begin with the
, known and work toward the unknown
. or'mew. ) .
4. Students should have the oppor-
tunity o ask questions. ,

. 5. Fach xmprov:satmn experience
should ifg long enoush for the students
to go beydnd the easy or ebvious; but

. not so long that they become tod frus-
trated to be productive or feél inade-
quate in sustajning the experiente. A
little frustration can be a good thing

. when improvising. In the need to ehmh
,nate the frustration, the creative

7~ problem-solving is often enhanced.

6. Students should be encouraged to

stay in character and not arbitrarily stop

¢ improvising ar break concentration be-

fore they have completed the experi- _

' ence, If they p out of character often,

: it is difﬁcu or thénr to work in depth
: or to go beyond the obvious. -

14

-
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ti!sand\
{ rﬂatiomlipsfollowedbyanevaluatim '

iy
v

Bégtm:mgdmcestudm&nwd .
amovement vocabulary that _ * ¥

includes more than their own
nondance or fe:fastrm movement.

" they are doing and of\what-is happeping
. around them. Fhis

them develop
their ability td recall‘movement and
movement relationships, hoth of which

,are valuable in choreographing’ dance

works from improvisation experiences
and In increasing _their own movement

- vocabulaﬁr,

- 8. Students shotld be alert to work
with whatever happens during the im- -
provisation experience because develop-
ment of the unexpected opens doors to
niew ideas. For example: )

a. Astudent might unmtentmnally

lose bulance, The idea of off-balance .

or evén falling can become part /QLt,he

. ) <\ '
' L)

‘1
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nmprovisahonal x_naterial being workwi&l vemtpossibilﬁtiésofﬂte
. worked with. . X head, , torsg, and legs. .
bTwostudentsm{ghtadderk ‘laﬂmdhclssiommdevaluaﬁon
tallyb\mpmtoeachod\er or per- should follow eaclt J¢sson on improvisa-
haps - someone in#the class, might: ' tion. Students should.be encmszd to
gigdle, fneeze, or ¢ough. The wind  ghare'with each other what think
might blow a door cloged of the prin--  about an improvisation, as well as to’
cnpalm:ghtcallastud&tover;he ask questions. Thi is"an ‘excellent time
pubhc Address «system. Thege situa-  for the teacher td‘ give supportive rein-
tions could intrude’on an improvisa-  forcement to students and to guide them
tionalexpenm butnfthemacher fr\masﬂ\wh:chmeyneedtoinmm
s emouragas;:dems to work with' the
unexpected ¢an be an exciting\and ‘Smted&peﬂmmfo S
préductive challenge  to students’ Moveshent. MM
powers of concentration and their
ability -to create something positivé i:tnprqﬁsahomll studies should be con-
ructed simply "at first, starting from
out of something that could otherwise knowledge and W the students
be disruptive. already have and working toward the
9. ltxssometuneshelpfultobegmmns discovery and extension of new under-

~ students if their first few experiences in  gtandings and concepts. The following is

- ing and relating to thi

improvisation are individual Yather than  ap example of improvising with ways of
group studies. A‘ll-smdents Wﬂrk on the mov“‘s_‘hm‘gh space; .
amigmnentorpmblematthesamum o ‘ U

but they wofk alene with their own Have the st;‘udents combifie three ways
ideas without the added nsibility of they can think of to move from one

relating to .other dancers. After inde- vplace in the roony’to another.” Hate - - -

pende lorati students, them repeat the action paying particu- .
the'te:cth::i:x:aé;?d‘:‘by e pond- Iar’attentmn to the direction they use. ,
trof Do they only go forward in spacel

th their ‘What other directions could they in-

others as they work

" classmates. SR ‘clude and still'arrive at their destina-

-

Q

: . tion? Do t § in a straight

10. N&t to have others watching them 1::? H:ve}:eh)e,n? r:ni)hsge ho:h curﬂ

in their first attempts at improvisation and straight paths as they ‘move

helps beginning students ta be more at through the s pa }

- ease. When students have gained some - Did they uia:e nly one kin d of 6t

_confidence and facility *and do not feel _ L~ wialki for instancel How manep.

threatened in an improwisational situa- y

ways €an they find to walk? Can they

-tion, they gaiga great *deal fmm observ- walk with the body held jn different

ing each other A shapes? Can they change the shapes'as
11 Often’ beginners are helped by .they walk (high or low)1 Is the size of
. more than one experience with the same *  the step always the same (big or small
improvisational assignmegt. - steps)? Can the students combine fast
12. When improvising, students often watks and slow walks with high walks «
_ use their arars much more than other’ and low walks? What other kinds of
parts of their bodies. If the teacher sees steps can be used? Can they include
this happening and it is not a specific hops, jumps, leaps, runs, sKips, slides,
part of the framework given for that gallops, crawling, and folling?
particular improvisational, éxperience, Do they always use the same
the students should be encouraged to " amount of energy as they move
. .
¢ 15 - . , ( ;




fthrough the space? Can they vary #7 . 1.SPACE - * -’
'Caqtluymovemooﬂtlywltham .5'Dhecﬁm o o

. ;i;d;“mﬂcxﬂwwfm % (1) Work with movement that.
vements goes {h direction, e.g.,

move .thespace'lﬂowisfomg m‘mmmy badm;s‘d,

. HowmthEammed? 0% 4 only sideward. .

above can Be done with each .
(2) Change directiond often. ",
ol me" but (3) Movg, always south, but

e * dﬂmmwm'kingatﬂ!emtime ¢ change facing -

;hnesudmtsmvefmmmphceto . St} ” rard m .
-‘ “another place in space as the rest of " to south. to- hyrming

\thedammtches. mmml ¢ (4)Wowkwithm!ysm\$!u

point out how each student's curved
r momtphmseis,howmt&esting mhmmm
T jt is"to see the differerf patterns in b, v - s
. contrast, Omstudmtmybeusinga . Density. -
’r.' hghlevel hile andtl Jent is '.’_.(I)Exp!mmommtuifit .

. ’ werebehrstzecundhtad\kkuv
o using a low level, or the energy or tensity, a th density.

" .time may ¢ontrast as well as the step

'\mmm Themmay . ‘oﬂg)comwdﬂwytomr
be times when the pa arein yni- - L
son or when thcy ‘complement each ¢. Design
osherwimou:bemmxyankemmg + [(1) Work with shapes or move-
contrast'to each other. . . ‘ment phrases that haveonlysym—
‘metrical design.
Theprecadingisanexampleofhowan (2) Choose only shapes 0"
improvisational experience can be built. - movement phrases that have asym-
// ' hincludesmomdtanwould_pmbablybe . metrical design. , :
used in one session. The teacher needsto . (3) Combinations of these’
be aware that the questions are waysof ~ d. Level _
helping students extend their movement : (1) Select movement, that can
' ideas' The example shoyld not be foly _only be done at a low level, at a
lowed exactly for any specific class or _high level. )
. group of students. Once the improvisa- (2) Change lévels as the move- -~ , ©
;honséssionhasstartedvﬂthnspeuﬁc ment is executed. .
\ framewark, the teachei dgn adjust or (3) Work with dxfferent ways
change or mold the direction the lesson to change level, soins feom high to
takes accordjng to what the students are low or low to high.
domgandthemedstheyexhibxtuﬂtey e. Range ' .« .-
in and with thé material. The’ (1) Work with movegtent that',
- r can then build the next step of hasverysmallranse verylarge
L the experience upon the feedback, range.
” verbal and nonverbal, that thestudents (2) Begin with large rangg -
‘give.q. movement and translate it into
N The rest of the chapter outlmes sug- small range qr the reverse.
gested areas from which improvisational (3) Shift quickly from one ex-
studies can be developed. Each can be treme of range to the other,
used singly or in any number of combi- f. Focus
_ nations, , . (1) Work with different focal
' R U '
&




- (2) Explore different ways of |-
mfemmwhmwkmgwith i

. | LA (1) Explore movement’ sug-
-gested by positive shapes in space:

‘e

— . (3) Work with two- different

" ifing focal potnts, a. |

singlefocaipow twio fokal points
" of equal strength, and so on.

.

exact repetxtion of a movement

phrase. 4

78 Shape

that is, the shape of space the ob- -
~ ject or body occupies.c P

(2). Work with negative
that is, with the shapes of
that are not 'éccupied by an ob}ect
or body.
h. Have groups of dancers vhrk
together within a given space, such as
_ between two chairs, withina rectangle
- or other shape outlined on the floor, ’
: under a‘taljle, and so on.
.. See Chapter 3 for other ideas.
Plane :
; (1) Combmations " involving
verticals, horimntals and diago-

l“_'

nals.

2. TIME o r
a. Tempo or speed
(1) Work with one tempo.
-(2) Change tempo.

. , tempos at the same time, such as
‘movmg the legs at one speed and
. .the arms at another.
. b Specific rhythmic phrases. ' .
yncopation against an under-
lymg beat.

positive space of figure

d. A variety of txme\sxgnatures

3 FORCE
a. Specific movement qualities
and specific energy level.

(1) Work . with quality at a
strong energy level, and the re,
verse.

+  (2) Nse quality ‘at a weak -
" energy level.
* b. Changes from one extreme
energy level to another, at a strong

energy level.
17
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Cc. Mbretl}an‘oi;éex}ergylé&d'ata

4. O‘RiERAREAStﬁatcanse;was

- sources for improvisational in
dudewdrkhagmththefoﬂ(t
head

. a. Isolated body parts:
shouldemlﬂps torsQ, Kknees
chest, elbows, l'\ands feet |\

. tion, abductmn, pronation, supma—
.¢ tien, elevation, depression, inversion,
' eversion’ -

c. Stimuli received tlt:hushape—
cific senses: sight, sound, touch, Nste,
smell, and the sense of movement.

d. Emotionalsﬁmulimchasfehr

joy, hate, anger, sorrow, ecstasy,

" When improvising within the frame-
work of emotional stimuli, it is m-

1

portant that the students do not liter- .

ally - pantomime the emotion, but *
ather that.they work with the move:

ment material suggested byit. There-j

, sult of the emotion can be a spring-
board to explore the movement possi— §\

bilities suggested by it.

e. Ideational stimuli. Here, as in
working with emotional stitmuli, it is
important that the students do not lit- -
erally pantomime the idea, but rather
that they work with the mdvement
material s ted by it. The result
may be a movement statement ‘about
the idea or an exploration of the
movement possibilities inherent in the
idea. Ideational stimuli include:

N+ (1) Children’s/ games: hop- .

scotch, tg, hide-and-seek.

(2) Caenival or circus: rides,
concessions and. games, animals,
performers, and"so on. '

(3) The different forms that
water takes: rain, river, brook,

- ocean, fountain, ice, snow._
(4¢) Others: spbrts, machines,
~ seasons, holidays, everyday activi-
ties, and so on.

‘~
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‘t

'f. Things in nature, such as
tree(s), rock(s), soil,

= =
flower(s), (s). As in wm'kins

with emotional and ideational gtimuli,

it {s important that the students donot. -
* literally pantomime, but rather that . .

they work with the movement. m—
mted by the stimuli.

8- Worksofm,md\aspahﬁngs
music, poetry, sculpture, photog-
raphy, architecture, cinema.

h. Props, such as hulg, hoops,
furniture (chairs, tables, stoels,
benchies), sticks or poles, balls, ropes,
balloom elastic materials, fans,
hoops, or wheels.

i. Costumes, such as shirts, hats
shawls, scarves, capes, skirts..

’j. EQuipment, such as lad‘dem
gymnastic .and playground “equip:
ment, pillars, stairs, boxes, platformsy

k. Lighting, such as side-lighting,

a single spotlight, areas of light and
shadow, colors of light, pattems of
light, and others.

- 1. Specific movement themes.

Thesé can be movement themes the

students have been taught by some- °

- one else or of the students’ own mak-

ing,, They can expand and invént

within the thematic frgmework.
m. Concepts of knowledge from -

- scienice,” mathematics, social studies,

and language arts units: o
{1) Use improvisstional prob- °
lems<which involve the quality of
' swinging when students study
wheightlessness and gravitational
forces in a science class.
_ .{2) Create an jmiprovisational
study. .that uses the gestores of
writing all the punctuation marks
the student is studying.
> (3) Improvise within specific
geometric shapes being studied ‘in
mathematics class.
(4) Improvise with gestures
created to communicate geo_grsph*

LR

-

ical chardcteristics of a countrg . -

being studied.

/ H‘

X



" Chapter 3. DANCE COMPOSITION——f—

Composition s the process by which
movement ideas are selected, combined,
and transformed to create a dance state-
merit. Compositional study provides the
pupil with the opportunity to solve
problems, make decisions, express views
and communicate ideas.

" Compasitional experiemes he!p tor

develop:

1. Analytical and interpretive skills.

* 2. A sense of awareness, and

heishw%fsensmvjty to the environ-
ment. °

bﬁf

ey

Guiidelines for Condncthg i

'Conpo&ioml&m .

3. .An understanding of the elements

‘ot compasition (e.g., balance, climax,

repetition) and the elements of choreo- .

graphic form (e.g.. ABA, AB,,theme

and vatiatians, rondo).
4. An nppmchtion for other art
forms.
5. An ability to express and commun-
icate ideas and emotions through dance:
_é. An ability to work well with otherd

or tndependemly
dence.

Q

7. A sense of self—esmm and conﬁ- .

19

Them!ureofstudmmco

mposihon
drmndsonthegoalsofmeeeachermd .

she stutlents, the level of dance ability,’

and the time, space, and equipment -
available. - With beginning students,

compositional a hes must be care-
fully combined with studies in dance

techniques and improvisations. For

more advanced students, ‘composition
can be studied intensively with emphasis

on mastery of various compositioiai
torms. Various methods of teaching

compomtmn are available and may
range from creation of short phrases and
theries to the development of full-length
dance pieces.

In general,
should develop from simple exegcises
and progress to more complex dance
problems. Beginners should beprovided
with structures arid limitations that de-
velop basic compositional tools and

lessons in composition

£

skills. Usually, improvisational experi-

ences (detailed in Chapter 2) precede the

-



| meformalwmpodﬁmalacgvkbh-

ocdertomvidesmdmtswlﬂ\am

.fortable creative background. Finally,
experiences must be .

compositional
cardullyp!uundmddeaﬂymmbed

'Mﬂ\ndequahmoﬁvaﬂmtocapnmﬂ&~

parﬁdpum‘mwand;nvdmm
swwmcm

. Awideyarietyofmpodﬁomlexpeﬂ-

mmbepmv&dinﬂndamum—
riculum. Each ‘teacher ,can select,
develop, and daptthesudeﬁmrd—

*iﬁgtotheneedsofthesmdems “The «

R

teacher should:
le&mﬁwmdiesnay/

" integral portion of the regular class.

Through this ‘approach, teachers can

pplywedﬁcdametedﬂﬁquthat ‘
:nhwwNpmhm space, |

and energy. Developmentofdancesldlk

- should be integrated with . creative
. -explmﬂomSmmmpksdpr?b-

lems which may be used follow.
+ a. Variations in Time — Explore
differént count sequences or meters to,
experience variations in time. For ex-
ample, given a swivel movement to
* the floor, have students perform the
movement in slow 16 counts, moder-
ate 8 counts, fast 4 counts. Combine
different counts into a definite pattern
— fast 4 counts, slow 8 counts, hold”
still 4 counts, fast 5 counts, mderate
2counrs.slow3éountstoafhﬂshed
position.
- b. Variations in Space — Explore
changes in direction, floor pattern,
and aerial design. For example, given
‘a simple ¢riplet run, explore it for-
ward, backward, and sideward, de-
scribeasqum circle, or zigzag pat-
tern in space. Combine these ideas
into a sequence. Try a similar design
" in the space above the floor, using
various parts of the body.
ariations in Energy — Explore

t in a sustained and percus-
sive m . For example: (1) stu-
denits can create a shape using the en-

20

Anexpenence

RPN \
tire body, pufmen&mh.

slow, sustained, oxin a , Percus- *.
sive manner; - (Z)ammse tgefd-

lowing movement’ ideas into a

sequence: a ttiplet pattern forward, a ¢ '

triplet pattern in a circle, make_a
‘ shapewﬂhﬂnbodyhsmdow
. descend to floor in 4’counts fast, pivqt
mmmmmmsm
slow, and finish in a shape.

zmvaﬁmexpetmh\
in;pmvisaﬁmasaprd\s&toa

definitely delineated compasitional.‘

mzdy(seeChnpu-l)

, 3. vaideﬁmplehuoductowm
iences in composition. For

mmmbejmmﬂatedhrpmm

pr@ceinaeaﬁmdamﬂm‘

Example: -

tern

.,arm

"b. Grouping: a circle.

cmmberﬁvedampuchde

d. Solution: (1) Each’ student cre-
ates a one-count arm -motion. (2}

3

T

a. Problem: createndnrmpat-‘v_.
-using sharp movements of the

«

-~ Movement-accumulates from one per-
mntothenext (3)Mevumnﬁsm ,

Ieamcdbyall of the group.
(A)Aﬂmoveancombh\edmto
aphrme (5) The group performs the
using all movements.

type can be varied
and expanded-to include different types

of movement problems such as: (1)

Compose a phrase using arm and leg
gestures that are sustained in quality. (2)
Compose a phrase for the torso in a
standing position. (3) Compose a phrase

. of movement based on Successional

action, For example, use different body
parts (hip, shonlder eibow) to-lead the
isol&tedbodyparttq*another).

4. Build improvisational studies into

short phrases based on sensory, idea-
tional, .emotional, and motiona{ ele-

. ments. . :
a. Sensory — Giveyl an object in

an \
' ‘ C



Composiﬁonal experiences must be\!refuﬂy plmmed
and clearly presented with adequate motivationto ~ _ - —-
capture the participants’ interest :md m‘aoluement '

“nature (tall slender reeds, rocks, or d. Motional Givenanaﬁitrary
leaves), compose an eight-count eight-count movement idea that hap-
.phrase to represent the shape and de- pens in place, léarn it and compose
sign of the object. T . another phrase of eight- counis, with

b. Ideational — Given‘the theme emphasis on quick changes in direc—

of conflict or struggle, compose three tion moving through space. These
static positions or shapes and combine phrases can be peq‘ormed in any
them with transitional movemerits. ' sequence.

. For example, students might create a 5. Compose extenddd phrases based .

_ lunging posture with fists clenched; an on exploration of the elements of -
angular body shape that is contorted movement — time, space, energy (see /
and twisted to represent struggle; and ~ Chapter 1). Some suggested’ activities

a pose that is mournful, with the body ~ are: . _ _ v
collapsed in contraction, focusing a. Time — Activities involving
downward. Many possibilities exist, ( . rhythm, tempo, accent, and meter.
since pupils will respond differently For example, freely respond to differ-
to.-each problem. Provide musical ac- ent tempos and rhythms. Ask pupils
companiment for these dance patterns to work with partners: (1) explore arm
.and informal performance opportuni- motions to a jazzy and syncopated

" ties, - ‘ ' - rhythm; (2) use head and shoulder”

c. Emotional — Given a selection movements to slow, sustained music;

of emotions (fear, anger, anticipation) (3) create a movement phrase '
students can select one and compose a’ different rhythms or tempos. Perform o,
movement phrase that expresses this for class. '

feeling. The teacher can limit the - b: Space — Explore activities in-
jength of the study by nsing a specific volving body shapes and de&sns For

musical background or by limiting the example, alter the design of a move-
,umber of counts in the pattem _ ment by varying the range or size.
0. \ <« WO -1 ' . '

L]
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in Various’

_ d e

.)“

. dBodyAwm Become
‘awmddiffﬂunmdthe_quy

by creating interesting shape3 and pat-

md\assharp,_q

: mmmﬂﬁmmlﬂm&ﬂandﬁmﬁ@lg

d\emm;nnmwtdwﬁmwiﬂta

. composer.”

OMMVMMM

composiﬁonal m (solo,

terns. For example, using partners or '
smallgroups create unique move-

nent patterns by a different
bodypans-—eg hiphhip head to
“knee, back to back.- rs mubt re-

_main in contact as they’ through

. space; varimmcbaﬁgesinlevel

' mgyandsiaeufmovmtcanbe

. explored.

6. Using the concepts of pompodtion, "

contrast, harmony, transition, repeti-
tion, balance, climax, and variety,
cteate short movement studies.

For example, arrange a given seriés of

| movements in a sequence which builds.

tq a climax” Use repetition of steps and
create a contradting sequence using dif-
ferent tempo and spatial levels.

7. Explore musical forms and their
role in dance composition (e.g., ABJ
ABA, theme and vafiations, round,
fugue, canon, or

c idea or movement concept. Stu-

dﬂusandteadmcmselectthemost.
.outstmdingﬂmmﬂxec
* dance phrases can ‘be com

. The
“and
learned by ‘all participants. This

composition can later be practiced and
performed in a variety of groupin@

 (See Chapler 4.)

8. Guide stuents in the selection of
appropriate accompaniment E?r }hehé

f

&

tondo). Ask students
~ to compose short . studies based on a

22

trio, quartet).

mined dance follows: (1) The teacher’
_selects a set of ts that have .
potenﬁalforvaﬁaﬂon,mdtassidp
plifrelevé in second position, and a

basic walk: As stidents become migre /*

"advanced, they ‘can create their owp
~ sets of movements to be used. (2) Stu--
dents are Bsked to vary the space,
time, and energy aspects of these
’ movements. For example, change
tempo - while pi and change
body shape in plie in second pokition.

(3) Divide dass into small groups.
Each group performs the movement in

unison. Groups decide how they will
arrange the sequence of. their dance.
(More advanced dancers can perform,
dances in solo and individually deter:
m:mthesequemeofevmts)Anex-
ample of how steps can be is
to walk backwards 8 counts, plie with
"~ body jn contraction 8 counts, relevé

A m4couq;s skip in a figuré 8, and fin-

ish backwards. (4)-Use vari-
ous f tions in .space, such as
circle, square, diagonal, double line.
. (5) Entrances and exits are determined
'by groups; however, number of
entrances and exits can be established
by teacher to determine the length™f
the ‘dance. For gxample, all groups
" must enter or exit two times. (6)

2 IR
é . D

<

«®

: ¢
]

. 10. vaideexpeﬂmcesmmmpo—
mrycompodﬂonalamrmlmgxd\m'

. chance. dance and group-determined

. dance,

am@amm’g
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'Gmupsmnseledmho&ofbegln-

" ning and ending the dance from a

series of alternatives suggested by the
or other dancers. For example,

" beginsthe dance with an empty stage,
ign, a soloist. End the

a group
dance with-

or an em

group design, a sploist,

formance of dahces should end with a
class discussion ‘and evaluation. (9)

Futum group-determined dance expef-
 jénces can involve more complicated

. movement themes.

.b. Anappmachtodnnceoompo-

. smon involves determmms designs of

adanmbyﬂippir;gacom or throwing
t dice. The purpbse of this approach i’
to bring freshness and originality to
the composition and to move beyond
predictable patterns, There are vari-
ous ways to use this compositional
approach. (1) Given two alternate
_ ideas, students can make detisions by

* flipping a coin. For example: enter

downstage or upstage; move arm or
leg, move onto floor or jump away
from floor. (2) Dancers can manipu-
late finished dance phrases and deter-
mine their position in the dance by
flipping a coin.

11.  Provide experiences in pre-classxc :
"dﬁnce forms (e.g.* pavane, galliard, of
al

emande). These forms can be ex-

plored individually or in small groups

depending on the level of student
. ) . s

ki

AL

ks

4/4 meter and qualities of grace
stahelinm
age. (7) Music can be-
. "used to accompany the dance. (8) Per-

.
ability. The fomtsmbemm—l
litegal count dances or as’
ns of theix qualities. For ex-
ample, students can create a dance based

op the quality of the pavane using

music (classical, contéemporary), -

. wocal music, spoken word, taping

techniques (lopps, editing collages in

sound), use of silence (se¢’ Ch 4). -
b, visual resources — S, films, .
 lighting dmces Once dances are

should be for individual and
group studxes in informal (classroom,
gym, or studio) and formal (stage)
- settings.- Through these experiences |
students will learn elements of theater
(costyme, lights, sets, makeup)

- through perfommance (see Chapter 5).

If possible at some time, invite guest
choreographers to perform, analyze,
and teach selections from their reper-
tory. Students can then observe how a
professmnal works. Provide as many
opportunities as possible to view films,
slides, and pictures of dance works

through community resources, such. as
library or museum, and encourage, stu-
dents to attend concerts to enlarge their
understanding of the various forms of
dance.

-

f"“ iy
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‘ Chapter 4. RHYTHM AND ACCOMPANIMENT =
. Agoodﬂmmmpaﬂmtdmuld enrphasimdtmtﬂdan&mmquim
enhance or give support to the dance. It -advanced technically. Dance students .
cdn be created from almost any Source  should have many opportunities to ex- -

. but shiould not overpower, dfﬂ-ﬂnm, or

inanymydetmctfromﬂmmovemt
Mudcisthemoatmmlymddm
amommm@mmphas how-
ever, may choose to dance in silence, use
etivironmental sounds, or create im-

Aprompmmnckwhﬂemoving :
A mdpr concern of dance teachers. -
and'student choreographers is securing

. -appropriate accompaniment for their

plore and experiment with various ways
of accompanying movement. If students
are to choose accompaniment with taste

and intelliff¥nce, they must be given

some instruction in the basic eJements of

miusic. These musjcal experiences should
begineaﬂyinthedanceedumﬁongfaﬂ
students.

ValuestobeGuhedmeExpakﬁg&s .

‘movement . Much time and effort  with Dance Accompaniment
can be when student choreog-  The values that may’ be gained from
ust search for accompaniment experiences with dance.accompaniment

' after they have choreographed danceg.

Student dancers may have difficulties

-with musical accompaniment if they
" havehadlittleexpeﬁmceintheelenmts

of music and rhythm. Many of these
problems can be avoided if dancers and
musicians work together on the accom-
paniment.

Accompaniment for dance is an im-
portant area often ignored or not

J

‘fJ

are numerous. Through well-planned
and sensitively-guided experiences, the
students will: -
® Gain knowledge of the rhythmic
materials employed in accompani- -
medt. .
* Acquire knowledge of the basic ele-
ments of music and its function in re- -
lation to dance..
- @ Understand the mood and character -

L,’ o ‘l p
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Composer and choreographer work together on the . »
accompaniment for a.dance at East ngh School , -
Salt Lake City, Utah, ' ‘ ‘

F

ofmxmcmdhowitcanbemgstéfec

tively used as accompaniment  to

movement.

¢ Learn vabput musical forms and
and how they can enhance

choreography. 4

¢ Have opportunities to work with

live music as opposed 4§ working -

sojely with recorded music.

¢ Become of the recorded and
written music that is available and ap-
propriate for dance accompaniment.

e Learn about the various sources of

sound apd€the many Instruments |

avaijlable for dance accompapiment.
Students should have opportunities to
experiment with §ynthesizer, prepared
piano, electronic sounds, and other
devices as new and unfamiliar sounds
for dance accompaniment.

e Become aware of the various instru- é

. ments that may be used to accompany

¢ Expand their own appreciation of ,

music.

¢ Have opportunities to direct
shythmic activities using voice,

and pegcussive accompaniment.
experiences will broaden student abil- ,
itytoutﬂxzeoneoranothertypeof
accompamnvmt as the need dictates.

P

25

~ technique classes: piano,

L4

percussion, recorded music, and taped
soungs.

* Devtlop ability m select appropri-
ate music or other forms of acrom-

" paniment for dante.

Guidelines for Dance Ammmhnem
Guidelines for dance and movement
.accompaniment are presented here as

‘-\ﬂ—

-)
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tlmedmhnct approaches: _ ﬁrst the
dambimctorworhngmﬁ\mem
. Tval accompenist; second, theteacher
pmpamsah&pmvidinsﬂle
dancestudentstoundemtand use, and
~ Create dance accompeniment.

The dance instructor should find the

~ best possible dance accompanist, prefer- |
ably someone with dance expérience.. If

. ‘an ‘accompanist cannot- be found, the

- 7

m:hermxistthmmbsder
druth, percussion, records and

P

othersoundsResardlessofwhat.'

~~ ~ accompaniment is used,. live or re-
v eco:ded it must be appropriate, provid-
: . . ing the rhythm, tempd, quality, and
.'-moddesindforthedamemovemem
-,  or composition, ,—4'
*The dance instructor, studen’ts
accompanist must work together contim
ually. This close communication will .

ensure continuity of the accompaniment

raphy. Dance teachers working with
accompaniment should have a number
of basic concerns in mind.

1. Aheacherworkingmthanm
pamstshould L

a. Makesurethat thepxanoxsm
tune and in good repair at all times. -
The piano shouid be tuned at least
twioe a school year, -

b, If possible, allow time for re-

: viewmg madterigls with the accom-
panist before each class. This is the
titme to didcuss special music and
movenent patterns. v

" c. Arrange a signa] with the ac-
companist for stamm’the activity to-
gether: “Ready, and” is.often the cue
or upbeat for starting the-tlass. Cues
are spoken in the same rhythm and
tempd as the

’ to be used, which should be the same
as that of the movement toheper-
formed.

d. Be concise and repeat several
times any new, rhythmic patterns and

for techniqd¥"Hass and dance choreog-

ompaniment *

J.

".mmmtmmbmﬁmphw
.::Vtm'q::anistwillum:lestmdamfre-"L T

spond accurately.

. e. Encqurage” accompanists to
underscore and support the danceidea
and to gtilize acx:ompaniment.hnﬂ\ the

mdnracmrandnmdaﬂ\edame

B

movemeht.

e
-

thscouragetheusedmm'-‘

thatistoopopularorfamﬂiar
g. Use a variety of missic from dif-

Eeimtperiods e.8.. bamcga.dm-

. cal, modemn, or jazz. Qcchsionally,
- when appropriate, a familiar melody
" may be enlivened by playing it in jazz
sﬂrletoiniect:htﬂehumororﬁm
intoatechmqweclass o

h. Askﬂ\eamompanisttoingxo-'

.viseratl'nrtlunphyfmmascofeaﬂ .
the time. This will help keep the ac-

companiment fresh and different. The

accompanist should have, or
some talént for improvisation,

i. Ask the accompanist to assist
. students with the agrompaniment For
-their choreography — the accom-
panist can be invaluable as a com-
poser. When willing; the accompanist
should help feach students the ele-
_ments of music.

2. A teacher pmvxdmgthe dance ac-
companiment should:

a. Bemvmnvewhenumrxgpercus-" |

sion instruments. When a drym is the
instryment, do not ;ust beat time. Use
the metal rim of the drum, change the

dynamics of the rhythm, alternate '

between striking the rim and the drum
. hebd, or use the hand — palm, heel,
hn&mps, or knuckles — instead of a
beater,
b. Learn to use tape recorders,
record players, and percussion instru-

ments, both purchased and ones made B

by the teacher or students.

c. Experiment with vocal and
_cusmve sounds that can be made thh

"the body — clapping, slapping, finger



snapping — as accompaniment for
cs\ovemem :

d. Sincechangmgrecordsdurinsa

. class is sometimes awkward, try to

" tapé the musi¢ that is frequently used

'as accompaniment for movement

sequences in technique class: phes

relevés, brushes; feot movements, and

_other- recurrent exercises. Iabeland (

file for easy access.

e Bealentonewmusicalcomp&
sitions that can be added to the dance

library. Listen to music on recordings,

radio, television, or at dance or music
concerts, and make notes of the music
that would be suitable for dance ac-

commmment

~ f, Have a. variety of accompam—
ment available for each dance. class.

“Utilize various combinations of drum -

and percussion rhytlimsy pianc music,
vocal sounds, and recordings. Some-
- times invite a student musician to

provide the accompaniment for the

- .dance class.

- & Use music from different per-

. iods: e.g., bamque,dé'm:cal jazz, or
folk musi¢. -

h. Arrange opportunities for stu~

dents to explore the elements of music
 as they relate to dance and its accom-
. paniment.

3. A dance'teachier has the responsi-

bility to help students be aware of the '

accompaniment to dance movément.
One approach to this problem is to teach
the elements of music as an important

area of each dance class. (Suggestmns-’

for doing this appear later in ‘this
_chapter.) Young dance students will ac-
quire jes of ‘music and under-
standing of musical literature long be-
" fore beginning to work seriously with
choreography. An awareness of music
and rhythmic concepts improves per-
formance skills. Students should be

ngen opportumnes to:
a. ahput the elements of

'8
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‘for ‘dance accompaniment,

music? rhythm, accent meter, mel-
ody,
"form.

tenq#,hmbredynammand
b. Become sensmve to musical

_ phrasing. Never cut off music in the

middle of a phrase or section; this can
be disconcerting to the audience and is
in poor artistic taste. Choo¢e music
thafcorresponds to the length of the

. dance.

¢. Work with the various devices'
and sources, otHer than traditional
music, that can be used successfully -
such- as
prepared piano, electronic sounds
nonverbal sounds, poetyy, and com-
mercials from newspapers, radm and
television. 7

- d. Recognme and explore dxfferent
tope colors of a variety of musical in=

‘S ts.

e. Leamn about the many styles :
moods, and characteristics of music
arid how they can be utilized to en-.
hance movement ideast ~ . ‘

f.. Listen to musicand move with :
it. Trytonoognmethemberand
form. .
g}Expenment thh dance move-
ment that mimics sound or rhythm,
dancing with the music; with move-

- ment that opposes the sound, dancing

against the music; or with movement

_ that uses the music only as an inci-
 dental background.

h. Explore the possxbxhtnes of
sounds with various percussion ip- -
strumerlts. The rhythmic aspects of
accompaniment should be pointed out
eprly in the study of dance.

i.” Experiment with the voice as an
instrument 4of accompaniment to
dance movement. o ’

j. Enteurage students to create
their own accompaniments, making
use of prepared piano, percussion in-
struments, their own voices and, other
self-sounds, or ang other sources of

sound they can discover. ,
L

l)-\
/




Experiences in Dance Accompaniment
Derived from the Elemgnts of Music
'Dance students should understand and
experience the many*elements of music:
_thythm, time, tempo, meter, acdent,

duration, syncopation, dynamics, mel;
ody, tone, phrase; and fofm. These

aspegts of music, many of which are

- 'equally applicable to dance movement,
will be presented separately with sug-
gested movement activities and musical
accompaniment. .

1.Rhythm is an all-inclusive term;. en-.

compassing nearly all of the other
. aspects of music, especially meter, dura-
tiop, accent, phrase, and form. Rhythm
is everywhere, Rhythm, in music, is the
addition and division of sounds and
{ﬂences jnto notes and rests of different
engths. It is a jecurrence of metrical
- units as they group themselves into reg-
ular or itregular patterns and move
along i orderly succession. sRhythm is
ﬂowmg meter, but it does more than
- measure. It generates movement, gives it
* a characteristic quality or mapner, and
controls the moyement by markmg it
into units. The term rhythm is not inter-
changeabie‘with time, tempo, or meler,

{

A prepared piano hdlps students become aware
of the accompaniment to dance movement.

but includes or relates to all three, as
well as tovmost of the other aspects of
music.
Movement Actjvities
a: Listen to a’ variety of musical .
selections. Clag) or tap the basic beat

or underlying pulse of the music. This - -

.is the primary rhythm, made up of the
regular beats or counts. Improvise
movement to-this underlying pulse.

, b. By listening to mai\y musical
"t selections, discoYer as many of the

rhythmic a as possible. Try to
name them work briefly with
them to develop a kinesthetic aware-

nebs and an aesthetic understanding of
the rhyt_hmic elements in movement.

Suggested musical accompamment:

i meter — Joplin, Scott. Rag
. o Medley No. 6
i meter — Satie, Eric. Gymino-
_ pedies. -
. / Gilbert, Pia. Music
A . for the Modern Dance.
. Miller, Freda. Albums
HandlV. .

2 meter — Prokofiev, Sergex Love

N of Three Oranges

—
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€ meter — W:ﬂiamsRalph |
_' Vaughn. Greensleeves
‘2.“'ﬂmeisanoﬁmbmad‘,indusive
“term and should be used only in a gen-

specific and less confusing ferms such as
tempo, meter, and duration.shbuld be
used when only one of them is involved.
Time has four common meanings.
‘Tempo refers to the rate of
which a series of beats fSllow each
other. Synonyms are speed, rate,
- pace. The terms time and tempo are:

-

33 Tanpommusicgmﬂ!espeed

of the measures, the phrases — their

duration' in actual expenditure of time.
. In dance and mevement, tempo means
théspeedof rmance innvarying de-

greesfromslowtofm Tempo involves
a qualitative flow of events and corres-

: pondstotheebbmdﬂmofﬂmﬁes

notmterchangeable time is too gen- °

‘eral, while tempo is specific with only
‘one meaning and is therefore the more

correct, appropriate, and accurate

term. ' !
Meter is the grouping of a definite

. number of recurring counts or beats. .
Synonyms are measure, bar, time sig-
nature, meter signature.. Common
meters ﬁre included in the suggested

‘musi accompaniment examples
listed under Rhythm above. The defi-
nition of meter is not interchangeable

" . with time, tempo, or rhythm. Each of

* these terms has its own meaning, fime

, and"rhythm being more general and-
“inclusive terms, while tempo and
meter are specific.

'Duration means length of time a
sound or a sflence lasts and is often
called note value. Rests, of course,
have the same time values as nofes.
Tempo and duration are the more

¥ comymon components of tine,

The fourth meariing sometimes
given to time is @ more general one:

flow, re ce -of pulsations, or
rhythm broad sense, time and all
four of its meanings are related tor

rh}m‘xm.
To avoid confusion then, the more
isely appropriate words — tempo,
durgtion, meter, and flow — should be
spoken in dance class instead of the
more general time.

regular but with some vm'iahon and
ﬂmdbility )

Mom&entAcﬁvities .
a. Establish an underlying or basic’
beat at a moderate tempo. Walk on
the beat. Wajk twice as fast as the beat
« two steps on each beat. Walk three
times a§fast three steps, or triplets,
on each beat. Walk four times as fast .
as the beat. Walk half as fast as the »
beat——onesteponeveryoﬂterbeat
" or twice as slow as the beat. Walk,-
_four times as slow as the beat — one

sigP on every fourth beat. Use other .

movements instead of the walk in the .
same manner. Change _from one

tempo to another on command. Make

planned sequences involving'the vari-

ous tempos experienced.
b. Create and perform a short

movement theme. Perform it twice as

fast, half as fast, three or four times as
fast, four times as slow.
.¢. Divide the class into two
groups, using percussion instruments:
goup chooses a tempo and
establishes an underlying beat, keep-
ing it steady and even. Group two
creates a novement phrase to fit this
‘ underlying beat. Once the beat,

movement, and tempo are performed
accurately, group one watches while
group two performs the movement in
silence. Observe whether the tempo
hat stayed the same, whether the beat
is still evident. Rotate the actnrmes of.
the two groups.

d. Egabhs.h an underlying beat
and tempo with a partner. One person
steps on the beat while the other takes

‘two or three steps to each beat. Per-

-

)

-
T
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form the action together
being aware of one’s partner. l(eepthe

" tempo steady and stay on the same

beat with partner. Explore four steps
to the beat, one step to every two
beats or every four beats while part-
“ner continues moving only ‘on the
underlying beat. Exchange’ activities.

e. Create rhythms on various per-

- cussion instruments. Increase and de-
crease the tempo. Create movement -
ph:mfortherhythmicphnsesmd.

; perfmmdiematvanedtempos

T, Recordscundsatoncspeedmd.
: playt}wmbacﬁatslowe;mdatfaster-
speeds. Try moving to these sounds at .

the recorded tempo and at the slower
and faster tempos.
Thebmtutheumtolmemmtin

" music. A measure is a grouping of beats
by mearis of an accent; musuresém :

separatedonthemmcalstaffbvaﬁ-
cal lines called bars, a term often used
mterchangeably with measure. The

pulse is a pattern Dfsrronsandweak_
. stresses that mark off the periods of time

in music. The underlying pulse and the
basic beat refer to the same concept. The

rhythmic pattemns of strong and weak,

sound and silence, are grouped in twos

" and threes or combinations of these.

¢ ‘ ' . “
4. Meter is a mathematical concept.

A time signature, which resembles ‘a
fraction but is not one, appears at the

beginning of a musical composition and -

indicates the quantitative construction
of each measure of the composition. The

" top numeral of the meter signature tells

the number of beats each measure con-
tains. The lower numeral specifies the
value or duration of the note selected as
the beat, or arbitrary unit of measure-
ment.

There are simple meters and com-
pound meters. Simple meters use mea-
sures with either two or three beats. Ex-
amples of two-beat meters, duple or

binary, are: i. 2 8’ of which 2 is the

P

: mcstﬁ'eqnﬂﬁandmmobeﬂs

ofquaneﬁlotevahm _ v
Theothbadcpaﬁemhdmph .
‘meter is a triple or terary meter, in
which two unaccented beats follow an -

. accented beat. Themodﬁeqlmuip!e

mh4,mmmmm
tures include 3, 3%, Triple -meters
" have a rounder, smoother quality than
do duple meters, which have a down-up
orhammtim'quaﬂtyf. , _
* Compound meters telescope two or
more duple, triple, or both measures

‘ mtomnelomermeasum ' creating a new

containing four or any
numherdbeatsm‘muntsper
measure. The most common
mgter achieves four beats, or-a quad-
mplemeter by combining two mea-
sures: of 2 mterﬁthmquadmple

’mmmtomke‘imemrAqother

mmpleis mm-whid\mfour
eighth—notebeatspermeamre T
Two measures of triple mefer will
combmtomakeasammle'mter-
umallysor4nleterC)ften meter,

combinmgtwomeasuresuf 3meterin- o

to one measure, has a smoothly ﬂowing
effect In contrast twomasuresofa

makmg g meter, if played in fast
tempo becomes an ldeal rhythm for

skipping, galloping, or sliding. Less
common, three measures of triple meter
can be telescoped to make nine counts

9

per measure, €.g., 8 or 4 _

Other compound mehers useful to-
dance combine a measure each of duple
and triple, becmmns4 drgmeter-or
combmmg twb duples and a triple for 7 P
or 8 meter.

meter.

. \
T Movgment Activities

a. Divide the class into three
greups, sitting on the floor; perform

20



Rhythm is ﬂqwiﬁg meter, but it does more than-measure. .
It geRerates movemient, gives it a characteristic quality - S
of manner, and controls the movement by marking it into units.
.. \ [ .' . ' ] L] A L . ’ .' A
the designated activities to 3 meter, *  ciftle with partners side-by-side, both -
keeping the assigned tempo steady facing counterclockwise. Perform the .
and accurate: , : down-up-up pattern of d above, ¢re-
Group 1 claps on count 1. . ating a carousel effect, Start slowly
Group 2 snaps fingers on count 2. and increase the ten.apo; later, de-
Group 3 snaps fingers on count 3. crease the speed, coming to a stop.

: g f. Combine, twio measures of
Rotate groups and beats, When . s .
the metrical beat is well estab- three, making six beats toa measure~
" lished, remain in the three groups Perform the ca;ousel‘ ag.ain‘as m e,
and move while' clapping or snap- above, now counting in six instéad of .

. ping fingers. Latex, try moving three, for a rhythm of dowmhgup
without ‘the clapping and finger up-up-up. 2 . -
snapping. g. With 3 meter, plié on 1 and
‘b. In 2 méger, all clap on 1 and relevé on 2. Perform this in a double

) circle as in ¢ and f, the outside circle
doing the plié on count 1 and the in-
) 3 side circle on count 2. Start slowly, in-

¢. Responding tQ ¢ meter, all crease the speed, grad decrease
move oh count 1 and hold counts 2 the speed toaa stop. Alternaté partners

%

move on counts 2 and 3. Move any-.
where about the room.

and 3. ) : v and repeat. '
d. All stepping on every count of .- Suggested musical accompaniment for
3 meter, pli¢ on count one, relevé on ‘ activities a-g: _ .
counts 2 and 3 — down, up, up. gm-—&emy,Carl. ' Etudes
e. Arrange the class in a ,double (ballet, waltz).
O ‘ e | ." 1‘.. 31 .? l .




Regam'less of what accompaniment
- is used, it must be appropriate,
providing the rhythm, tempo,
quality, and mood desired for the
dance movement or composition.
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Adms:m,Quiqum_

forMode’mDmce
2&gmeter—Miiler Freda. In
Albums I, II, IV
: and V.
.‘% meter — Perreyd(ingd«ey. In
4 : Sounds From Way Out,
. ‘ llGirl ﬁmvex-}qsll
gmeterﬁPerrey-WQy. In
. Sounds From Way Out,

Cwousel Music. Maim'
Records

to feel and understand the difference,

o

-

. “Cosmic Rallad.”

Wmimthavaﬁetyofmeters;‘

both in playing them and in moving ,

{o

strument; then half of the class ‘will
accompany while the other half
moves to the meters played. Change
so that everyor%\wiﬂ have opportuni-
ties to produce the accompaniment
: andtomovetoitbeingphyedbk
others. Use these and any additional

" meters desired: 3 3 3 2 2 2 6

4

7
4

8.
4
4

2 4.

9
85

8.2 4

6.
8

4 4
4 8

5
4

5
8

7
8

i. Move to some of these different
meters With musical accompaniment,
Try a specific movement to several
different meters and see what differ-
ences in_ performance, feeling, and
quality occur. Is the rhythm or the
tempo™ef the movement changed
when a different meter accompanies
it? .« o«

Suggested musical accompamment

2 meter — Badings, Henk. Euo!u«
tions, Waltz section
6 meter — Bolling, Claude. Bajo-
*  que and Biue, jazz. '
2 meter — Mancini, * Henry. Bab:

Elephant Walk, jazz.

. First establish the basic beat .
"‘"feachmeterwithapemussionin— :
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gm Mma-mdamuml-‘

o ladV. -
> Bach. J. 5. Swingle
| y Hits.

i’wL-meeck.Daw Take

Five (mg‘)is fast)

- Explore accompanying ard’
- dancing to combined meters. Com--
bining one measure each of two

meters’ will produce another meter.
Combimz and ‘2 mefer for 2
_mrorndd3md4mfwa
measuuof?’b«ts.oerem Use
: ::r metermthefoﬂowingacﬁvi—
¢ _

(1) Clap and dnm the basic
beat (1234567).

(Z)Ammmtslmds'

which represents a combination of
a 4 and a 3 meter: accent counts 1

-~ and 4, which aJand 4 meter
combination ( 23s67).

. {3) Accent counts l_, 3, and 5,
representing the combination of

. two measures of 2 meter foﬂowed :

by one measure of 3 3 meter
‘ (1234367)

, (4) Select several movement
sequences based on a: count of 7

Perform them in any order, but
keep the same order. Designate the
stage area. Students may start on
or'nff stage, may enter at any time,
or leave at any time; and they may
begin and end at any time. An
example: .
for 3 measures of 7 counts,
walk; -

for 3 measures of 7 counts,
stand still: ‘

for 1 measure of 7 counts,
move down to the floor level:

for 1 measure of 7 counts,
lie still on the floor; '

for any number of measures

Singers. Bach's Gmamf

a .

of -7 eounts dow!y-dse to
standing:
' fm‘mymmtberofm
of 7 counts, quickly and e
- peandtytoudupanonmd

- hip, andsoon.hmymo
repeatalluntildsemddehe'

music.
, Stmestedmudcalmmpam-
ment:

.Brubeck‘.bﬁve.llmqm
k. Prepare a planned sequedice of -
mixed meter using at least four dik
ferent meters with varied numbers of
measures of each, preferably not in
four-megsure segments. Clap it, play
it on instruments, and ‘move to it,
using the primaty” rhythm — basic
beat — omymdmth\acountlof

eachmeasure

1., Compose examples oP Accumu-

lative rhythm, the dzeviceof expand-

ing or contractipg a meter by definite.
planned additibns or subtractions in
the number of beats per measure.
After any particular sequence of
accufnulative rhythm is created, one
group will continue to play it while
others move to it, or use it as accom-
paniment for a short dance, study or

’) composition. Rotate expettences. For

accumulative patterns to emerge with
clarity, count 1 of edch megasure must
be accented. Examples:

(1) A simple progressive order
— 1/12/123/1234/12345, expand-

ing. . e
A simple progressive order —
12345/1234/123/12/1, contract-
ing.

Comljination — expanding from 1
to 5, and contracting back to 1; the
5 measure mdy be played either

once or twice.

‘? o?
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Amﬂarprmemivem e:;-

Y panding from 1 to 7 or any other .
namber, and contracting back to 1.
(2)»A  progressive -order in
which giich meter is played with

~ two or more measures before ex-

pandina‘mmtm:ﬁns,sudrasﬁ

IWI
(S)Aprogtessiwmdexuﬁﬁz
insbothrepeatsmdsldpsbemem
meters — this example, 11335577-
§53311, xsamﬁsfyinsm-todo
(4)Apmmderwhid\
- expands on one path and contracts
on another — 24687531.
+. (5) A definite order that is not
simpkprosrmiveme—l
5241.
* . (6) Dewise an order, thenplm
one measure of a shert meter,

umaﬂy: or-i, . each two

. measures of the pk order —a
mmantmeterbetmﬂneaécm
ulative meters. - »

(7) Plan - other ac¢cumulative
rhythm sequences as accompani-
ment for short studies; the order
must be definite and it -must he
known to all students working
with it; otherwise, anything is
possible. ° :

1,m. For more advanced students,
tant rhythm is a challenging

" ‘experience, both to create the sounds

ant to move to it. Resultant rhythm
is accomplished by combining two
unequal meters simultaneously; the

~ pattern of accents of the two meters is

the resultant rhythm. Students should
have had wotk with metrical accent
before attempting this, See the next

. section on accent.

(1) The snmplést resultant
is formed from the simul-
combination of two mea-

&,;meterandthmem
ofzmeterf‘rhesemeters

N

mbephwdmddan&dsepa—
" rately at first by all students, then
‘mmmimmm
.otherha}fdo meter at same
time, whid\‘wou}dlooklikethis
ﬁnﬂdmdommm1z 123
o 121212
Hmhghﬂﬂn&nﬂdimm
groducesthe resultant. rhy‘thm

> >
-1 ~~3485 —
{12 3456

(2) A more exciting and satisfy-

taifted by combining a 3 meter with
© a4 meter for a total sequence of 12 .
counts or beats. The basic beat can
bg any note value, but a quarter
note is probably simplest. These *

twome&erscanbetreatedasﬂmz
and 3 were in 1 above. Experithce
the meters separately; both at same

time, by dividing the class; then

* extracting the resultant chythm for
more extensive musical antl dance

. dew t. It will this:
‘523523123 2.3—four
measumofs

4\}234 ~— three

"1234123

measuresof4.
> ) > >

1--45
of 12,

5. Accent. In music, strongtbeats or(‘\

' accentsoccuratregularmte:vals

every o at, every third or fourth
beat, and so on, The metrical accent, or

_ primary accent, groups beats into mea-

sures, hence the first beat of the measure
generally receives the strongest accent.
In longer meters, there may be a secon-
dary accent, for example, on count 3 in

. a4-beat meter or onrcpunt 4 in a 6-beaf

meter. An accent may be placed arbi-

“ trarily on any beat or portion of a beat

M

to achieve an off balance effect. Another

utilization of accent will be considered

in ‘section 7, Syncopanon, of this
chapter.

P

9-10---—c_mememrg‘

ing resultant rhythm can be ob- ¢~

-

¥ .
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Eormmdmxcemustachwwnbalqncebehmunﬂymdumetyp

behneemﬁonemntmdrm mdbefmnsmmetrymdmymmry

+ L]

MovgmmAc:Mﬁs |
a, Observe where the accents

occur in a song or other musical sefec-

tion. Clap the beats, with strangest
dlap on the accent of each measure.
Clap just the accents.
b. Walk,. stamping the accented
beats, but stepping on ¢very beat.
c. Step only on the accents.
- d. Walk, leading with a definite
part of the body on each accent;
change the lead \anothﬂ body part
‘on the next accent.

e. Divide the’ class'mto three -

groups. All students in group one, at
the same time, change focus quickly
and sharply on each aécent. Similarly,
group two will change direction on
each accent, and group three will
change level on each accent, all con-
tinuing a basic walk on every beat.

nE

’ .
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f. Experiment'with placing move-
merit accents on beats not accented i
the music. The movement acrents
need not match those of the accom-

paniment. Working contrapuntally

‘with the music ‘adds variety and-

heightens interest.
Suggested musical accompaniment:
Copland, Aaron. “Moe-Down,”
from*Rodeo. >
Carlos, Walter. “Jesu, Joy - of
Man’s Desiring,” from watched
on Bach. Synthesizer,
Khachaturian, Aram. “Sabre
Dance,” from Gayne Ballet
Suite.
Tchaikovsky, Peter “Russian
Dance,” from Nutcrackey.
Bjorn, Fran.k._ “Alley Cat.” Fun
.Music — Piano, Bent Fabric.

(8. Provide numerous experiences

&
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in accompanyirg of playing different
meterdio gain skill in producing ac-
‘cented and unaccegted beats and

notes-m,ﬁttheamtedb&tsm'

‘frequemlyralatedtothe‘imgthdthm :
the various notes sound, and is called = .

note value. Musical notation is based
upon a mathematical subdivision of the
whole note: divided by two produces
two half notes (J), divided by four pro-
duces four quarter notes (), divided
by-eight produdes eight eighth( } ) notes,
divided by sixteen produces 16 sixteenth
notes ( }), and so forth. To obtain divi-
sions other than by twos, other devices
are used: triplets — dividing a note by

‘three: instead of two; tied notes —
18t possible to hold a sound for a

t length. of time by taking the
value of two notes for one sound; dotted
notes — increasing the value of the note
by its original value; and other

ore_ complicated means.

-If the basic beat is a quarter note, it
equals one count, a half note equals two
counts, a whole note equals four counts,
an eighth gote is half a count, and a
sixfeenth note is one-fourth of a count.

_There are thirty-second notes, but they
are practically impossible to delineate-

accurately in human’movement.

Movement Activities

a. Clap and move to the duration
of the notes: particularly wholes,
halves, quarters, and eighths, and
briefly, sixteenths. 4

b. Divide the cdlass into four
groups. Each group selects one note
and creates four measures af move-
ment for the chosen note. All groups
perform these mo t phrases to-
gether. Each groupSfuld be aware of

 the other groups’ note values. Change '

notes and repeat

!
* .. .
.
‘ .o

c. Eaéhmm:m

using at least three different

.nohevalues.l’exfm'mitiorthedﬁss.

As.kthewatd\ingsmdemstodeter-

formed. Dancers must be accurate for

the audience to perceive and under-

stand the different notations. . -
d. Experiment with different ac-

phrases, using prepared piano, per~
cmoninshumems voice, or other

soun&. - . —

7. Smmj,'marhyt}mmmd.

by placing accent(s) on normally weak
beat(s) or portion(s) of beat(s) in the
measure, Stated in another way, synco-

‘panonisabempomrycﬁsplmmtof

the regular metrical accent so that ac-

cents do not occur on the normally .

stressed beats of a measure, It can be felt

only when one is conscious of the

regular or basic beats of the measure.
Syncopgtionjs an accent that has been
manipulated.’ Several of the simpler
ways of achieving syfhcopation are: (1)
arbitrarily shifting the
normally unaccented beat; (2) omitting
the first beat, normally accented by

substituting a rest on that begt; (3)
. making the first note in the measure of

less value thah the beat, for example,
beginning a measure with an eighth
note or a tnplet {4) trying the last note
oftheprevmusﬁ!easnreamsalhebar
line to the fi%t note of the measure,
which would otherwise have .been ac-
cented; and (5} tying a

dnd count of a beat.

’
Movement Activities

. a, Clap the underlying beatof‘g
meter, keeping it steady and the
" tempo even.

b. Walk and clap the underlyinf
beat.

c. Standing, clap counts and say

2y

‘compmimentsfottheaemvm,

to a

.

beat to the
. next strong beat, thus emphasizing the



‘and'a&ereachbeat(ldemdS ,
omdémd)

d. Clapthefourcountsandmap

. f-mgersonmd

e. Standmg,speakthecountsand

. éccentthemdsbymmngmamof '
" the body. : g

_ ally substituted for count 1, the beat-

f. Experiment with the ‘Movement
activity in ¢ above, moving it across
the floor. '

g. Two groups perform the under-
lying beat and.the syncopation to-
gether. One group walks atd claps the

.othersoundsmmmm
other devices for achieving syncopa-
fnoninmusicandmmementrhyﬂm

8. Dymhmmuﬁcdmotesﬁmde— .
gree of loudness or softness at which it is -

played. In dance, dynamics is the degree
offomefulnemorlighmessgimtothe
performance of movement, ‘and is
doselytehtedtotimmgiesmdquah—
ties of mbvement. is forre,

intensity, emphasis, which are some- -

- whatsynmymoustenns and it includes

undachfing beat. Group two creates |

movement that accents the “and”
counts. Repeat, with grqups changing

* hs Play with percusson instru-
ments or clap a 2 meter which has

two eighth notes on count 1. Notice
how the_accent then falls on count 2.
Repeat this pattefn for several mea-
sures, then contrast it with several
measures of quarter notes inserting
only one measure of eighth notes on
count 1. When repetition of the first
pattern begins to seund normal, or at
least a bit mongtonous, the second
pattern using occasional syncopation
creates an element of surprise and is
more effective. Try the same with part,
of the group moving while the rest ac-’
company then exchange groups.

. Using percussion instruments,
devise an accompaniment in g selected
meter during which a rest is occasion-

that would normally be accented

. This accents count 2.

j. Explore with instrumenfs and

-~
YLogl

!

 activities. |
Suggested musical accompaniment:
Miller, Freda. Albums LI,
< and IV, '
Anderson, LeRoy. Syncopated
Clock.
Gemhwm, George. . . Prelude
No. 11 T

az

accent, - crescendo, diminuendo,
staccato, and legato; and many other
changes in volume and tension.\

Movement Activities a
. a. Develop an understanding of
dynamics ig music and accompani-
ment, and the meanings and moods
- which are evoked by variations in
volume and changes in its intensity.
Experiment with musical dynamics
and its relationship with the energies;
tensions, and qualities of” movement.

v 'b. Establish an accompaniment

in a longer meter, perhaps a 6-count
meter or longer, which will produce a
. legato or relaxed effect with the
sounds tied together and flowing into
each other. Movement to this accom-
paniment will b¢ smooth and ur-
broken, even sustained in ity.

c. Create a contrastms accom-
paniment of extrémely short notes
with rests between them, giving a
staocat?/effect; The resulting move-
'ment to this accompaniment will tend
" to be light, bouncy, perhaps jerky and

percussive. .
d. Experiment with musical
dynamics while increasing or decreas-

ing the number of dancers in a group.

Tension tan be created by adding .

daneérsoneby one to a performing
_group: for example, one performer

begmsadancephrmwhichhasbeen ;
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with notes of full value which move |
withqut any break into the next notes
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ﬂwwhokmmmﬂtephrm

fsrepeatedmo&m'dmmisadded:_.
\ until a large group is perfofming in-

,unison; gradually decrease the size of
‘ thegmup onelryone unﬁlonlyme

cemioh of potes definitely related to
each other and perceived by the mind as
a meaningful musical shape. A common

synonym is fune. A melody has a con-

scious arrangement, with a beginning, a
middle, and an end. It is closely related

.too&terﬁuthquahdfmm:: timbre, .

homhipwithrhyﬁunisofm@estm
cernasaccompanimelﬂfordamewiﬂle

- harmony is probably of least import-.

ance. Fbrmwillbecomidemdlam.in
thmchapter '

a. mebmisthemhtyofsound

. the tone, the pitch of the notes that

create the rise and fall of the melodic
 ling in music.

Learning Activities

(1) Learn to recc vari-

ous tohe colors-of m instru-

ments by listeningyto them on re-

cordings, mfllms and at music
& concerts.

(2) Become fanuhar w:th the

sounds of various instrumental

families: strings, woodwinds,.

brass, and percussion.
(3) Listen to and become ac-
quainted with musical instruments

that have unusual sounds not often”

heard: e.g., harp, harmonica,
autoharp, banjo, hand piano,
celesta, xylophone or marimba,
bass and soprano woodwinds
(saxophone, bassoon, and clari-
nets), harpsichord, sitar, or glack-
enspiel.

(4)Dismmkmequaﬁtyandh:-
strumentation when working with
other aspects of music: rhythm, -
~ melody, dynamics, and form.

(S)Usecﬂffermtmt&@d 5

(7) Study various smnpil@o&

ensembles, symphonies, and
- bands. Explore which are better for -
small and for large groups for
choreography.

_ {8) Discover whkh group of,
tone qualities is the most suitable
for a particular mood and char-.
acter of dame -
¢ Sumed musical accompaniment: .
Instruments of Orchestra
: Mmterp:ecés of Musu: Before
1750
For comparing compositions —
Bach, ]. S. Fuguein C Mirnor,
recorded by Swingle Sihgers (
Harpsichord
Piano~
\ Synthesizer
Bach, J. S. thﬂeFuguemG
Minor, recorded by
Orchestra
Bach, J. S. Jesu, Joy of Man's
Desiring, recorded by
Switched on Bach .
Synthesizer -
Band, “Joy” Kimbo records
Consult music director for
other comparisons. °
White, Ruth. Music for
Contemporary Dance CC-612

a3



'MohfsfarDmceConqmﬁon : rhythm mqueme to a specific

- CC611- meter. Part of the class phye's' it;
MoﬁmﬁonsfarModemDmae  while* another part of the class
’ CC-610' ' moves to it, making some new

hSecondaryrhyﬁmcanbepm-
duced without melody, tone, or

harmony, as in clapping, tapping a : . '
pencil on the table, or beating a one- 'MV‘W”‘MW“’
tone drum. A melody, however, must using both rhythms at once in
have notes of varying lengths that cre- mmﬁ"f by. ‘“ﬂ:"‘*’“
ate a pattern of natural accents; in rhythms s ﬂ“‘“."’
 other words, melody must have sec- - . Y"“"“‘."“’Yﬁ“b“‘h‘“‘ pri-
_ ondary thythm. Melody has both pri- mary rhythm with one part of the
inary and secondary rhythm. The pri- body, topping this with any Qﬂm«
mary rhythm or the metrical beat was . part(s) of the body delineating the
Qmmuomdmmd' thesecondnryrhythm orthenote‘
meter in section 4. Secondary rhythm - pattemofthemelody

derives from the combintion of note 10. Phrase. Momentum - is. a‘.'baﬁc'

L values, rests, and accents utilized to characteristic of music, an unhindered -
- create the melody. A familiar song .  hythmic flow through time. However,
ca?nberecosmzediustfmmthedap' _ a melody or a rhythm needs breathing
ping or tapping of the secondary  gngces, some musical punctuation to
Arhythmwithmdmseo“m;ewhﬂ-- . divide the flow of time into shorter seg-
mernits for clarity"@nd.ease in under-

(1) Clapthesecondaryrhythm standing. The pauses in rhythm serve a
oftheactualnotepatta'nwhich'purposesimxlartothatmvedby

v makes up the melodic line, then °  commas, semicolons, and' periods in
put this pattem into movement, . language. As words are gathered into
with a new movement, r:ep or hrases, clauses, sentences, and para-
cent coming on every note. graphs to convey a message so, too,

this with several different songs o8 must musical statements follow intelligi-
"short musical compasitions. Now ble sequences with notes grouped into
clap the primary rhythm of the\s half phrases, phrases, and sections or
same selections. Finaily, divide the parts. .
- class into four groups: one group The_phrase is the next larger segment
« plays the secondary rhythm on in musical structure after the measure. A
percussxon instruments while group phrase will contain a designated number
2 moves on the secondary rhythm; of measures, not necessarily divisible’by
group 3 plays the primary rhythm, two or four. Even-numbered phrases of
‘or basic beat of the meters used 4, 8, or 16 measures will often divide
while group 4 moves only on the into ‘half phrases — a question and
underlying rhythm which states  answer, or a statement and reply. |
" the meter of the piece being used.  Phrasés of 6 'or 12 measures, or even 10
All four groups perform simul- or 14 measures, will sometimes break

- * taneously, n the difference into recognizable half phrases too.

' between the twd rhythms and how Phrase lengths group into three most
they complement and enhance frequently used types: phrases of regular
each other. ' lengths, usually of 4 or 8 measures,

(2) Compose a short secondary which divide easily into half phrases and
. Y. 2
< 3 ‘ 3 7




have a symmetrical arrangement;
phrases of unusual length but with all
phrases within a composition being the
same length: e.g., 3, 5, 7, and others —
these are more challenging than using
compositions with phrases of usugf

length; arxd phrases of different lengths .

within the same composition, a more
asymmetrical arrangement with a con-
temporary feeling,. although a number

" of ancient and farhiliar folk tunes do

contain phrases of at least two different
lengths: e.g., “America” and “Shenan-
’ l ” ] : )

- Phrases begin either on the first beat
— a strong beginning — or an upbeat or
anacrusis — a weak beginning, either on
the “and” of the preceding measure

- beforesthe bar line or on any beat of the

preceding measure except the first beat.
The phrases which begin with an
anacms:sammoredxffmxlttorecognizz
than those which begin pomtively on

* ¢ount 1, but are more subtle.and inter-

esting to use in choreography. Skipping.
galloping, ‘and sliding, for example,

* begin on the upbeat and fit more com-

fortably to music whose phrases' alsp
begin on the “and” count.

Similarly, phrases may end on either
accented, strong ending or unaccehted,

. weak ending, beats. The strongest end-

- thus a phrase could end oncount 1, 2,3, .-

- ings will use a long note or a note fol-

lowed by a rest, placing this note on
count 1 of the last measure in the phrase.
As a point of accuracy in building
phrases which begin with an anacrusis,
the last measure of the phrase can con-
tain only the number of beats or por-
tions of beats that were not used in the
anacrusis at the béginning of the phrase;

ureven&xftheupbeatwasontythe
"and from count 4. .

~

Movement Activity

ar Listen to music and discover
where' musical or melodic phrases
begin and end.[ Create movement to

'’ .' ' ‘k

-

have phrases that are short and easy °
to recognize. For this reason, they are’
excellent musical examples for the be- -
ginning student to analyze and re-
spond to in movement. .. - '

d. Uéemmpkteéhraseétodmnge
levels. ,

e. Amign students the foﬂmving ‘
movements to perform in any order

they wish. Once ‘chosen, they must
keep the order. Designate the stage

. area. Students may enter the stage and

exit when they please, and may start

“or end their portion of the dance as .

they wish, The movements to be used
" slide for one phrase

skip for one phrase

stand still for one phrase
swing a partner for one phrase
repeat at will. ‘
On a second performance, the stu-
dents will create the movement
phrases to be used in this choreo-

Agrapl'uc experience.

f. Workmgmthapartner usmg<

| halfphrasesMaqgestionandanswer'

reldtionship, one partner improvises a
movement phrase as a statement or
question, and the other partner im-
provises a movement phrase as a re-
sponse. Repeat, change relationships
with the second partner now making

10,
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»

'
.

the. first
be of the same length.

_ g.Adiltotheactionmfeabove;
two more students, one of whom ac--
theotheracénmpaniesthestudaﬂ
who dances the response.

hOneparmergeatesamw-.

ment phrase, dancing only on the

' beat; the other partner responds with -

a movement phrase done in syncopa-

", tion. Reversetheoder with the state- )

ment in syncepation and the answer
on the beat. Do the same activity with
percussion instruments other
sounds L Qt\“

Createmovementphrmand’
d‘nngethetempo change the dynam-
, ics, the energy level or volume. Per-
form the same phrase using different
groupings: . solas, - duets, frios, or
Lgrm@eofﬁve,seven or nine. Part of
the ‘class will accomparty- this move-
. ment phrase its several ramifica-
tions. - o

Suggested muslcal accompaniment:
Smith, Arthur. Battling Banjos
P O&'ﬂ. -
Schifrin, Lao. More Mxlssian )
Impossible. '
Gershwin, George. Prtlude
No. I or II

11. Form All arts rely heahly on form
or structure — music, dance, amh!gec—
ture, painting, sculpture, and the
literary arts. Both music and dance,
whose material is ephemeral and intang-
ible, have an imperative teed for form
to mold more lasting impressions upon
the hearer or viewer. Music and dance
exist in time and differ irf this respect
‘from pajnting or sculptuse
what rekémblg the reading of a nove'
with -one’ wital differesce. When atten-

" tion wavers or a point is lost, the reader

can go back and m—reaﬁ' a convenience
which the person hea;mg music or

: These phrases do
. ofmmordame

B\l! same-

. ) o

watd\msdmcehdeﬂed Becamof‘

thlsconunuommvingfmwardintime

memory must be re
Soine repetition is

obvious or subtle. -. - T

Someplan,pammfo;muhnds
themmposerorchomgmpher While
no mandatory rules for composition

- exist, there are broad and flexible prinéi-

ples of construction. Composition of

music or of dance is progression toward -
a goal: starting from one point, moving -

to another point, andstnpph\gwhenit
has finally arrived. ’

. Form is the rational developmtof
‘ componentpartsintuatmhty-—atoir
" getherness\ of movement. Form must

The flow of musical action i based
uRon a series-of statements and counter-

- statements. A thematic statement is suc-

ceeded" by a counterstatement which
may be a repétition,- a variation, or a
contrast. Musical forms fit into several
types which must be retognized and
ungderstood - by choreographers~ who

intend to use musical selections for their

dances. Many dance forms do use

musical forms as their a‘:compamrmm .

and basic structure.
There are two bamc*ways to extend

-music and dance in time: (1) add phrases

to the aorigiral statement — the part

. structures, or (2) continue the ‘move-

ment for a long time with no clearly
designated points of arrival and depar-
ture with momentum controlling the
structure — the contrapuntal structures.

S '{héPan Structyres
a.\Period form, or one-part song

form (A), is based upon the phrase. It ~

takes its name literally from its gram-
matical counterpart, the sentence
which ends with a period to indicate

. 41
)

 completion of the thought. A-period ~

N ¥



mmmcﬁasectkm,umally’?

Radnguasi.a Cmnpmm (tanso)ul,;

S

e K

phraseslong,whid\mntaimacom-‘\andcemhwmaPmMNoH _
d; Rondo form, sometimes desig- -

plete musical idea and ends with'a
_-conclusive point ‘of arrival. Musical
+ examples i Lonesome Road,
Shertandoah, On™Yop of Old Smoky,
' George Gershwin's Prelude No. Ill
~  (very fast tempo), and Rimski-
Korsakov's Song of India {one long

< A. ~
b. Binary form, or two-pan song
form (AB), is the simplest of the thulti-
ple forms with one period, or part,
answered by another period in perfect
y. The cadence of the first
section is inconclusive, giving the im-
_ pression that further action will fol-

}owwhdethepomtofarrivalofthe .

~_second part is definite, marking the
completion of the form. The short

pmdasmcdancepiecesfmmdxeba—
roquesmtesc&thesevmtemthand

passepied, and gigue. Many of Bach 5
compositions utilized the binary form.

It is likewise common in folk and folk

o dance music.

c. Temary form, or fhme-&n
song form (ABA), brings back the/
_ first part to round off the form
pravide the melodic repetition
in many songs, dances, and marches.

The important feature is the contrast- .

Lt ing episode appearing: between the
' two statements of the principal theme
in the fimiliar statement-departure-

A return of the common song form. The
repetition of the A establishes unity

while the B supplies variety. An

" & AABA structurg is still basically a
‘three-part form based on the principle
of feturn to the initial theme after a
~ contrasting section appears. The
lengths of the three parts may vary
greatly. Musical examples include No-
body Knows the Trouble I've Seen,

nated five-part song form (ABACA),
evolves frem the idea of multiple ree

currences. A well-defined principle’

theme'recurs after the introduction of

' each contrasting episode. There must

beatleastWodigr&om(A&B)‘
EromtheAthemg but. there® may
be any riumber, cmating seven-

- part (ABACADA) or nine-part

(ABACADAEA) or longer .rondo

"forms, but there must always be at
- least a partial return of the A theme

between all added parts. A' simple .

~typeoirondoutilmtj\efolk

refrain with a new

The mndo form was favored by
classical composers Haydn,’ Mozart,

,.and Beethoven for the fast moyements
' atthecloseofsomtasandsympho-(

nies.
e. Therm:tmd pariations is an imi-

 tative structure related to the peried

form (A A1 AZ A3 A% A5, and so on)
with a much higher .development of
the expansions and variations. Each
variation recalls the A theme and pro-
vides a contrast to that theéiné at the

. - same time. Methods of varying the
_theme arsggendless, but several types of

variations are mentioned: (1) melodic
or decorative variation; (2) harmonic_

- variation; (3) rhythmic or structural

variation, with the theme becoming

" a walfz, a schottische, a march, or a

cha cha; (4) dynamic variation with

"changes in tone color, style, and emo-

tional character; (5) inst tal var-
iation, where the theme Jis passed
among different sections of the

. orchestra or the movement is passed

from group to group in a dance com-
position; and (6) additive variation,
of which The Twelve Days of Christ- }
mas is a fmﬂxar example.
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Contrapuntal Structures

»~

lnmmﬁttothepnnm

- which are essentially horizontal in their
additions and extensions, the contra-
puntal structures have a vertical dimen-
sionandcmtinuet}wmvemem with-
outdeaﬂydedsrmedartimhﬁomThe

structure of contrapuntal music.is more.

difficult to recognize than the sectional,
~ or part, structures which make up the
first category of musical form. '
Musical line, foxmedbyamccesﬁon
of tones, is mainly horizontal, although
some contour does develop from the dif-
ferences in pitch ahd duration. A chord,
however, has a vertical relationship of
notes. Counterpoint places two or more

distinctive musical lines against each.

~ .other simultamously It combines”two

' giving the impression of a

eﬁ.teswsmotdingoff
lage utilizes a two-measure
which changes slightly in the

. (AB) whereas it is essentially a contra-

ormomlevehofmumcatome,mﬁng _

eachnoteasains_tamrrespond!ngnotg
on another line of the staff or level of
pitch. Polyphony, which means music

. for miany voices, is commonly usedasa

synonym for counferpoint, and the ad-
jectives polyphonic and cortrapunsal

are interchangeable. The opposite term

monophony means music for ane voice.

" Two types ‘of contrapuntal, or

vertical, structure can e used effectively
in’ dance composition, evén by less ad-
vanced students.” The first type uses a
constantly recurring bass theme over
which centinuous melodic invention
occurs. This unchanging bass motif is
often called a ground bass, or bass
ostingto; these¢ terms derive from
ostinato, meaning obstinate, a process
of repeating the same’musical figure
over and over continua'lly, often as a
purely rhythmic device. The ground
bass becomes .a level separate from the
music above it and a contrapuntal rela-

tionship ensues with interplay between -

at least two distinguishable levels. The
ground bass motif can be as short as one
measure or as long as a complete phrase.
Its constant reiteration furnishes empha-

P

Q
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“White Coral ' Bells”;
" Tucker”; and “Frere Jacques” or “Are

puntal structure. The preclassic passa-
caglia and chaconne, in triple meter, gre
both associated with a ground bass. g

The second typé of -contrapuntal

stmctureudthpmmli&eaforquat

less than advanced levels of ability is the
canon, a literal imitation by one voice of

a preceding voice at a given interval. All -
" parts grow out.of one; the melody ac-

companies itself. In a four-part canon,
the second, third, and fourth parts

repeat the first, each starting a few beats -

or measures after the preceding part.

The most popular and familiar form -,

of canon is the round, a simple type of
imitationlnwhﬁchseveralvoicesbesin
atdiffereﬂpointsnndmﬂmm
melody over and over. Thé round is .
somewhat limiting but is easy to under-
starid and to perform, either in music or
dance movement. Examples of rounds
are legion; well-known ones include
“Row, Row, Row Your Boat;” “Three
Blind Mice”; “Down by the Station”;
“Little Tommy

You Sleeping, Brother John?"

Another contrapuntal form, the
fugue, is much more complicated, but
does have possibilifies in dance compo-

sitionfo;advanceddamersandchor& .

ographers only. Literally, fugue means
flight and refers to a composition in
which vdices f6llow or chase each other.
4t features shccessive treathents of the
theme by all voices.

Acuvim‘in Musical and Movement
Form
a. Foreachform listentomusical
selections and learn to distinguish its’
characteristics and feeling.
- b. Improvise movement to fit the

particular form, repeating as closely .

gy

L]



repeats - and devising contrasting
movement when the music inserts a

contrasting B, C, «Dmﬂ\em'

_ positim .
‘ <. Choreosrnph movement to
create dince compositions based on
. and accompanied by a selected musi-
~cal form. First experiences should be
with the easler period, binary, and
3 Wyfomsorsimpkmnds in

d.Compman mpmm
‘using & specific musical form; keep it
fairly shart and simple, but utilize. a
variety of sources of sound: instru-

tronic, environmental, and taped
. sounds — hpedespolciaﬂy for this
composition.’ '

. Usevaﬁedsmmw-
atemthemudcdfoMemployedfor
choreography: for instance, four
groups work thgither well in dancing
' a round or a canon; different groups
might be assigned to work out each
variation in a theme and ‘variations;
 and three groups could create and
dance each of the separate parts in a
rondo.

f. For working with pre-classio
dance forms and music, consult Louis
Horst's Pre-Classic Dance Forms.
Learn and perform one .or mor® of
these dances. Create your own ac-*
companiment for the dance after
briefly ‘the dance accom-
panied the plano music 4n the
book. Keep the same structuré! meter,
"and tempo, but find your own ‘melo-
dic line and different tone quality with
instruments or som other :than
piano.

Other susaestiom for musical

Ailgene. Music for Modemn
Dance. Record. «

Lodthm'tAlkmemdee,
Esther. Modemn Dance —!

K Building and -Teaching Les-

Norris, Dorothy and Shiner,
Reva. Keynotes for Modern

" Dance. Record No. 611.
Praetorius, Michael. Six

Dmvardvamdm—l-

Wllerl‘nda Album V.
chhmandmommth\ﬁnu
Dancemvesh\hoehspmmdﬁm

and form of music; and the-patﬁe'rm,
accents, and form of dance. it binds to-

- gether the parts within the whole: the

notes within the measure, ‘the measures
wﬁhm&nphmmephmwiﬂh'ﬂn
period. Through rhythm the

of music achieves a dimension
comparable to the spatial dfnmdon
achievedbythedaneer architect, and
smlptor

’QhuﬁommﬂMoﬂnﬂamh

Dance Accompaniment
Although some of the folluwlng ideas
have been mentioned earlier in othér,
contexts, they will be suggested again
here to call attention to potential sources
of sound to use in dance accompéniment

* and point out motivational possibilities

in movement and adjuncts to movement
that could otherwise be overlooked:
Each idea is treated only briefly.
1. Percussive Sounds
a. Plan many apmnunities for
dance students of all levels of ability
to experience not only moving with
percussion accompaniment but, more .
importantly, to become famsliar with
- the many instruments available ‘and
and the quality of the sourfds each can
produce. Include as many of these in-

struments as' budget will permit:

. woodblocks, xylophones or marim-

19
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ofthelnmmvaim

‘ hclqdﬁgmmubthﬂmbemn&bythethmaf mouth, mﬂﬂpse

bas, sandblocks, rhythm sticks; tri-

mgles gongs; tambourines, shakers

. and maracas; drums — single-

headed (dance

double-headed (tom-tqm),

. double-drum (bongos); and other
Latin band instruments. .

b. Experiment with the available

instruments to discover how many

ways they can be used to produce

sounds other than the usual

which other students can
a dance composition to

- form: the percussion &
positions together, using as many stu-
dents as necessary. ‘

c. Collect fo?d objects and as-

sorted junk from which to create in-
struments. Anything which will maké

, conga’ drum), '
‘and -

- a sound when rubbed, scratched,
. ‘thumpedshakmorstmckhaspo-
tentylasapemmionirmm

in various ways to make an instru-
ment. .

. With these self-constructed in-
ments, do the activities described
b above.

e. Use both self-made and pur-
chased instruments in the same. com-
position, eliciting as many different
sounds and tone qualities as possible.
Play the composition as accompani-

mmtfprdmcemovemtphnnedfor :

it
2. VocalSounﬂs '
‘a. Explomthesound—maklngpo—

tential.ef the human voice, including
sounds that can be madg by the

throat, mouth andlipa Useaplmmd .

‘a}‘ ™

Find maferials which can be combined



sgglmoﬂheum ln&fiemnt
tempos, dynamics, and duration, as
accompaniment t6 movement and af
a stimulus to dance composition.

‘bhnvhkoppmtunmesfcrmr_.

dents to direct rhythmic activities

through the use of their voices. Help

. them become aware of the range of

intonation and pitch as well as accent

" and dynamics'in the human voice. A

student could, fer-example, practice

- accompanying the class with the voice
. while the class is performing & variety-

of - locomotor movements: skips,
slides, gallops, X

mazurkas, walks, triplet runs,

prances, hops, jumps, or leaps.
c. Give opportunities for selected

' students to instruct ghe class in quali-
. ties of moveinent, such as percussive,
sustained, vibratory, swinging, col-

hpdns,andmspm&d This will in-
crease awareness of the most effective
ways to utilize the voice to accom-

'pany\movemmtsh\ a wide dynamic

range.

d. Composeamovemem ‘pattern
or short study to lgwk.Carmll'
jabberwocky.

.e. Write a poem made up of nen-
sensesoundsandsyihbles Create a
dance which. this poem can accom-
pany, then perform it for the rest of
the class with a small voice choir

3 Self-Sounds and  Environmental

Sounds
. Lplore all the possibilities of

sound-makingwithohiythe human
body, exclusive of the voice: clapping
with hands — palms, heels, fingers,
back of hand, heel ‘and fingers of
opposite hand, fists, fist into palm,
mgocha-s,clapﬁngwithﬁ}efee:—
soles, heels, ball of one foot to top of
other, inside borders, other possibili-
ties; slapping various parts of the

-body with one or both hands; punch-
‘insdifferentpartsafbodywlthﬁsts
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' finggr -snapping; hissing, whistling.
blowing, clicking, and other sourids
with the tongue, Create 2 shost com-
position from a selection of these
sounds, possibly in period (A) or
binary (AB) form. Perform it while ’
-uth(ninmvbemmmtmaor'
“make a short dance.

b, Wifhaparmwm‘kmher
wdincomnllpomib!emdsthﬂ
general suggestions in a :hove,'lmt " -

S 3 Cmabeaphrmddnmeec-

companiment, using the environ-
“mental sodnds available in the studio.
Possibilities include tapping walls,

* floors, and other objects with pencil, -
wooden block or board, broomstick,

or piece of metal; stamping with- the

-_Mmﬂoofphtiermsmpahble

chairs; dmm:nnllpimofmd
across the ribs of steam- radiators, or-
other irregular surfaces that will not
be-damaged by this; the hum of radia-
tors, ventilating system, or other

" motor which may be in the room;

radio or phonogriph static, or a stuck
record, and many other surfacks and
objects in the classroom.

* d. An experience similar to ¢
above might be located in an outdoor
area, where the environmental sound
possibilities. would be quite different.

e. Any of the forgoing accompani-

ments, once devised, altered, and ap-

. proved as suitable might be put on
tape for present and future use.

4. Electronic Sounds

The possibilities in electronic emmd are -

+ ‘endless and increase year by year 2s new

machines are invented and old ones are
refined. Both the teacher and students
should become familiar with as many of
these as feasible, if not actually used by
the class-for accompaniment, then at

+ least by listening to recordings which
* contain sounds made electronically. The

40
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'sugesﬁmswiud\foﬂowmhe

selected for use only where the necessary”

equipmer\tbavﬂhblemidm“%”v

sufficiently advanced to dse it intelli-
aenﬂymdeffetﬁveb'
. Experience the synthesizer as

mmpuﬁmtfordmimpmvisa—

- tions and choreography.

metedmphrasésm.

‘ _paniedso!elybymednnkalsounds
s c. Use three or more radios. Turn
them on and off, raise and lower the
volume, manipulate tone controls,
produce unpretﬂcmble souinds. ' Im-

provise dance movément to this

. accompaniment.
d. Prepare several tapes using
varied types of sounds: voice, per-
cussion, - music, environmental.

Make one tape, using two or more

tracks, containing all of the other
. tapes played at different tempos, for-
ward and backward, loud and soft,
"movement to these sounds and per-

taped accompaniment.

e. Using rhythm machines, turn to
any basic rhythms: march, tango,
rumba,’ cha cha, or waltz. Have stu-

: dents impravise movement phrases to
s these sounds.

f. Tape two of the basic rhythms
on rhythm 'machine; put these to-
gether on the same tape, using two of

~ more tracks. This will create unex-
pected and different accents. Impro-
vise or choreograph simple dance pat-
terns to these combined rhythms,

x-“

1 . ’
5. Other Motivations for Dance
Accompaniment

*  a. More advanced students may
experiment with chance for dance
movement, dance accompaniment, or
bath. Such devices as.a throw of the
dice, a toss of a coin, or a cut or deal
of cards, may determine how the com-
poser or the choreographer will select

hapséhoreogréphadanmtothis-

withbothtl’tedmweandthem

paniment arranged by chance (vee

~~Chapter 3).  «

memsdameﬁuasesm

*studies using props will challenge the

students to discover

suitable to the character of the props
used in the dance. The sounds, moed,
and quality will be influenced by the
different types.of props; the dynamics
of the movement choreographed with
a prop as a central motif and the
dynamics of the accompaniment for
this dance must relate to each other in

" asatisfying way. Display a number of

props from which groups of dancers
may select: balloons, long elastic rope,
tube jersey, scarves, sea shells, raffia, .

poles, nets, large ball, Swedish boxes,
large cardboard boxes, salt barrels,
ladder, . hats, and capes. Divide the
class into small groips which impro-
vise or choreograph movement: using
the selected props, then compose
appropriate accompaniment for the

‘movement. In another experience

with props, select appropriate’ elec-
tronic music for accompaniment; after
mastering the movement, perform it
with the music but without the props.
Discuss differences noticed in the per-
formance. = -

.. Qualities of movement may be
a motivation for the creation of ac-
companiment or the selection of music
with the right dynamics for the vary-

"ing qualities or dynamics of move-

ment. See Chapter 1.for additional
suggestions. o ¥
Movement Activitiesand
Musical Accompaniment
(1) Movement: Slow and sus-
‘tained, Create the shapes of the
letters D-A-N-C-E. Spell. it in.
movement at least three times,

o . o e - 4;
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Cmtmg dmce phfasesorstudwsusiugpropsw:ﬂchnﬂmge :
~ the students to discover suitgble accompaniment. The large ball and
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Music: Debussy. Claude
Claire de Lune.

C(2) Movement: Percussive, '

sharp, and fast. Change levels; use

4, 6, or 8 counts to arrive at a new

level. Repeat.
Music: Partch, Harry Cas-
‘tor and Pollux.

{3) Movement: Slow and sus-

" tained. Working with a partner,
. change levels, focus, or direction.

Music: Holét, Gustav.
"Venus”, from The Planets.

(4) Movement: Percussive and

collapsing. Eight counts sharp and ;

percussive, collapse, remain still
for eight counts,
Music: Pousseur, Henn‘
Trois Visages de Liege. Second
movement: Voix de {a ville..

(5) Movement: Short and fast
combined with vibratory or sus-
tained. Work with partner in mir-
ror image.

. Music: Blackwdod, Easley.

Chamber Symphony for 14

Instruments.

8

“(6) Movement: Vibratory.
From absolute stillness move to
vibratory movement using any
part of the body. Students choose
when to change from stiliness to
vibratory.

Music: Carlos, Walter
"Two-ﬁart Invention in F
Major.” Switched on Ba?y
Synthesizer.

0,49' 1

Conclusion

The dance educator who w?rks with
dance accompaniment will be concerned
with three distinct approaches: (1)
working mth an accompanist, (2) pre-
paring and providing thé accompani-
ment for the dance classes, and (3) teack-
ing the relationship of dance.and music
to the dance student.

Therefore, the dance educator must

» have knowledge of the .elements of

music in orgder to use music intelligently
ds an accompaniment for chorecgraphy
and technique classes. This knowledge
helps, too, in working with a musical
accompanist for the dance classes.
Musicians appreciate and improve as
accompanists when dance instructors
will work with them rather than take
them for granted. Guiding the young
dance students in discovering the rela-

" tionship of music and dance is the most

important task of the dance teacher. Of
almost equal importance is the effective
use of music -as accompaniment for
improvisations and choreography.
Dance educators must constantly

Y, expand their knowledge of music. They

must continue to study and listen to
music, being constantly aware of what is

" being used for dance accompaniment.

They must have the courage to try new
ideas in accompaniment for movement
and dance and should continually en-
courage their dance students to explore,
experiment, and dare to be innovative in
their selection and c¢reation of accom-\
paniment for their dance improvisa-
tions, studies, and choreography.



Chapter 5. ' PRODUCTION AND PERFORMANCE —

*

Dance is a performing art. Performance

and production experiences should logi- -

cally be an integral and important part
of the study of dance. The various
phases of dance production and per-
formance shotld be guided by the

teacher. However, students should be- -

encouraged to assume as much responsi-
bility as possible for the production of
their works.

Students should have the opportunity
to perform in their own choreography,
that of their peers, and in works created
and rehearsed by experienced chorgog-
raphers. They can learn from each of
these experiences. Students should be
encouraged to take their choreographic
ideas as far as they can by themselves.

sels, provides creative sstimuli when
needed, and offers constructive criti-

‘cism. Students should be guided in eval-

uating their own work and the'work of
their peers in positive and productive
ways.

Although the students may not plan
to .choose dance as a profession, the

L
.

' The teacher's responsibility is to serve as '
‘R resource person who advises, coun-

S0

& | p :

challenges and rewards available from
ences can still be meaningful. One of the
most important contributions the
teacher makes involves adapting and de-
signing performance experiences in
keeping with the ability level of the stu-
dent. Such experiences may range frgmn
performing short dance studieg in' the
classroom with = classma as the
audience to performing in a formal con-.
cert with the general public invited.

Values To Be Gained from Dance
Production and Performance
Experiences -

Students have the opportunity: .

1. To complete a creative work and
present it.for an audience. .

2. To gain poise and self-control
when performing for others. :

3. To have a theater experience and

“learn many of the aspects involved in

the production of a dance work.
4. To work in cooperation with

others to take a creative work to its

completion.
5. To experience the appreciation and

::() |
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. ing a performance experience,

_critical evaluation of their cmatnre wotk’

by an audience. .

6. To help provide an artistic and .

educational experience for others as well
as for themselves.

7. To contribute to the artistic
climate of their school and community.

. Guidelines for Conducting Dance

Production and Perfomance
Experierices

If dance production and performance
experiences are available to students as a

part of a dance course or as part of other’

courses in the curriculum, such as physi-
cal education, drama, and social studies,
a philosophy should be developed as to
who performs, in what context, under
what conditions, and for what educa-
tional purposes. Such matters must be
thought through carefully for the good
of each student involved. Performance

should not be the primary objective of
teaching dance in education, and

educatars must not allow young people

‘to be exploited to provide a showcase

for the school, department, or teacher,
or merely to provide free entertainment
for whoever desires it under the guise of
giving students an educational and
aesthetic experience. If students. can be
guarded from such exploitation, per-
formance can be fun, exciting, and bene-
ficial. This is the case' whether it be crea-
tive dance, folk dance, dances of the stu-
dents’ own making, or dances taught by
teachers who care about students.

In all aspects of production and per-
formance the age of the students per-
forming and their ability level should be
taken into consideration. When selec»
the
teacher should also consider the follow-
ing circumstances.

1. Thekind of occasion for which the
performance is being presented. .

2. The make-up of the audience likely
to attend the performance.

3. The kind of performance space to

-

lighting equipment,
* space for musicians if accompaniment is
live, acoustics, type of seating for the

beused:pmscaﬁnmst'agz,gymmﬁuﬁ.
cafetorium, playground or classroom.
4. The kind of floor to be used.

Wooden floors are the most desirable

and should be smooth and free from

splinters as well as being clean. Concrete '

ortﬂeorcameumovercmteﬂm‘
should be avoided because their unyield-
ing surfaces may injure the dancers.
-5. The production facilities available:
dressing rooms, -

audience, -and the sound system.

. 6. The length of time to prepare for
the performance.

7. The availability of rehearsal time
in the performance space. '

8. The time of dayoftheperform—
ance,

Variousd\ommllhavembemade
about the specific kind of performance

as well as the of JSokill,
‘andneedsof“ﬂpestudents rming. -
For instance, costuming or lighting may

not hecessarilybe part of an in-class or -
in-studio performance experience where

the students are presenting short com-
positional studies for their classmates,
whereas costuming and lighting. should

be considered if the perfo is a
' formal concert. These gu are
geared to the advanced t,
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but can easily be adapted for ts
with less dance experience by giving the
teacher more control over the factors in-
volved.

In preparing dances for a program the
teacheq should provide information and
guidance for students; these may include

the following:
[

i

1. SUBJECT MATTER

a. It is helpful for students to have
had experience in dhoreographing
several short dance studies of - a
problem-solving nature designed by
the teacher. These short dance studies
shc/;‘\%indude concentration on indi-

a9
2



Thmugh dance production snd perfomumm students .

: an artistic and educational experience for others .
as well as for themselves, contributing to the artistic :
climate of their schools and their communities.

vidual materials and the interrelation- ~ which they have expertence and
ships of such things as: knowledge.

(1) Space and its elements (see -

Chapters 1 and 2).

{2) Time, rhythm, syncopa-
tion, tempo (see Chapters 2, 3. and
4).

(3) Energy, qualities of move-

ment, dynamics (see Chapxers 1.

and 2).

(4) Pantomime and its abstrac-&

tion into dance movement.

{5) The useé of props.

{6) Using ideational emo-
tional, or psychologically oriented

matenal
‘ Ttéuseofammplestory-

line

(8) Using abstract subject mat--

ter, such as circles and squares,
soft and hard, heavy and light,
brittle and pliable, and so forth.
b. Students should be encouraged:
(1) To choose subject matter in

.

{2) To research the subject mat-
ter they choose.
(3) To keep their subject matter
simple. .
(4) To use different kinds of
subject matter so they do not
always choose the subject or type
of dance they have had
success with. For lngl;apﬁ
doing a com@dy or always chom-
ographing a dance that tells a story
does not give as much opportunity
for growth as having to deal with a
variety of subjects and ways of
presenting them. :
c. If students choose subiect mat-
ter that has been used often, such as
the theme of children's games or }ihe
eternal triangle, they should .be en-
couraged to figd a different, new wiy
to treat the material.

d. Students should be guided lri



ways of finding ideas for dance, sich

. as reading poetry or prose, examining
their own life , historical
events, paintinss smlpture music,

and so forth’
e. Encourage students to express

.

tura} form of the dance diffe? .from
d\atvfﬂtemm

H

4. SELECTION OF ACCOMPANLY *

MENT (see Chapter 4)

a. Students should be giided to

deasthmushcmationofmow- select accompaniment that contributes
ment themes they can perform well to the total dance idea.
technically. This does not mean that b. Accompaniment can serve as &

" the movement vocabulary of the
dance should not be challenging to

perform. It simply means that the stu- .

dents should take care to choreo-

graph movements that meet aesthetic _.

and ‘comimunicative criteria so! that
the rmance of the dance is the

it can be, and that it is not marred
by abvious inability of the performers
to execute the movements well.

2. LENGTH PF A DANCE WORK

sraphkideamdmovglmmm‘

but students should be advised not
alwayy to use music as the only stimu-

+ lus for their creative ideas. The ac-

companiment should not be a crutch
for the choreographer, but rather
should enhance the chorecgraphic

idea.

c. Credit should always be given
to the composer, arranger, author, or

whoever created the accompaniment:

a .

The length of a dance should be = as well as to the musician, reader, or
by the ‘experience of the  those who rmtheacmmp&ni—
choreographer and the subject: miatter. . ment.
being dealt with. d. Music as accompaniment (see
b. In general, inexperienced chore- Chapter 4).. '

(1) The musical accompani-
ment should not overpower the
dance unless that is helpful to the |
idea being conveyed.

ographers should be encouraged to do.

+ short compositions.
" ¢. Students should be guided in eval-
uating their ability to sustain a long

work.

3. STRUCTURAL FORM
Chapter 3)

(see

a. Although the nature of a crea-

tive work often determines its struc-
tural form, students should be famil-
iar with the classical structural forms
available to them suchas, AB, ABA,
rondo, theme and variation, canon,
and fugue. Once they_have decided
what they think they want to com-
.municate or express through their
dance, they need to decxde how best
to say it.

b. Structural Earm may be deter-
mined by the accompaniment if the
accompaniment is not specifically
created for the dance. However, it is
sometimes pleasing to have the struc-

(2) Wken'working with musical
accompaniment, the movement
need not follow the exact rhythmic

structure, phrasing or dynamics of

the music. Sometimes contrast be-
tween the dance and the accom-
paniment is desirable.

(3) Students should be encour-
aged to become familiar with many
types of masic, both instrumental
and vocal, with the different kinds
of musical instruments, both tradi-
tional and electronic, and with dif-
ferent kinds of instrumentation or
combinations of instruments, e.g.,
string quartet, woodwind quintet,
brass choir, and so forth.

(4) It is often likely that a stu-
dent will be able to communicate a
specific choreokraphic idea with
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increasecimcceésifthemusicaléc—

t, care should be

‘accompaniment,
Lompaniment selected is not very taken that the sound réproduction
familiar to the general audience. -

is of good quality.
: " (a) Records should be re-
corded on audio tape before
they become scratched.
(b) Extraneous sounds such
as pops, wows, flutters that are

Then, members of the audience -
- will be less likely to have precon-
ceived (conscious or subconscious)
ideas about -the kind of choreo-
* [ # . graphic idea the music might ac-

" company and, therefore, more not part of the accompaniment
readily accept the idea of the should be deleted from the tape.
choreographer. . ‘() Tapes are more easily

(5) If recoded music is used as . cued :han records, especially if
” . ™~

Once students have decided what they think they
. want to communicate or express through their dance,
theyneedtodmdehowbesttosayzt

»
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ideas and movement, providing a meaningful and creative
pmblem—solvhgmriemefor_themm.

- whm@u‘ﬁ?mmm .

(6) If live music is used, the

. hearsals with the musician(s). -

(7)) In cutting or otherwise
altering a musical composition for
use as dance accompaniment, care

¢ should be taken to keep the integ- -

sity of the ;
the composer's t.
(8) Sound levgls of the accom-

_ so that the accompaniment .is not

too loud or tod soft for the audi-

ence and sgrthat the dancers can
hear it j¥ell on stage. A special
er on stage may have to be

used for this purpose.

- &; Other kinds of accompaniment ' |

- (1) Words

() In using words as ac

| (&) Pogtry or other forms of
- word R
spakeén by ahariator or by the .
dancer(s) before, during ar.
after the dance..If the per-
.must be taken that they can be .

A
[

may be



A _heard and that the choreog- *

- raphy is not so strenuous as to

" impair the voice projection of

the dancers.

(Z)Voieesoundsoﬂ':ertlun,'

words may be used, such as vowel

‘sounds, consonant so

ing, W yawning," and SO
- forth,

(S)Bodysomidssmchasdap-'

ping, snapping the fingers, and
stamping may be appropriate ac-

* companiment and can be either re-
corded or performed live,

(4) Nature sounds such as bird
songs, wind sounds, cricket songs,
and the sounds of whales can pro-
vide accompaniment.

4 (5) Environmental sounds such

as faucets dripping, traffic sounds,

or creaking stairs may‘be used,
(6) Silence is sometimes the

most appropriate accompaniment.

S. TITLES AND PROGRAM NOTES

cough-

a. The title of a dance should help

the audience prepare to see the dance.
b. The dance might have the same

if the title is appropriate for the chore—
ographic intent. .
c. Brief program notes may give

added information to the audience be-’

fore the dance begins. If teo much in-
formation is given in the program

"~ notes, then there is little left to learn

from the performance of the piece.
6 NUMBER OF DANCERS IN A

DANCE -

a, With some dances the number
of performers used may not neces-
sarily affect the intent of the work.
For example, a pure movement dance
done for the fun and enjoyment in a
school assembly may'be done well by
two dancers or by twelve.

b. Other dances may need a spe-

" gific number of performers and to

have even one more or one less may

- title as the accompaniment, but only -
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-desunydtedmmphicideaor'

‘*"c Shdmﬁss*mldbegui&dto
congider the following when deciding
howmnydame:stheyneedfora

lspedﬁcpiece

(1) The chomgrach intent.
(2) The number of studems

well and bring to it the perform-
mqualitydesimd
(3) The subject matter of the
dance or the style of dance and the
choiceeof dancers. For instande,
some- students may not perform
jazz movement well or some stu-
dents may be more suited for dance
drama than for comedy.
" " {4) The kind of performance.
(5) ‘The size of the performance
space.

space. ,
(7) The rehearsal time available
and how many danters can attend
the rehearsals regularly.
(8) The expense or availability
‘of cost .
7. C INTS .

a. The costume should contrilfute
te the total darnce idea in terms of de-
sign, color, and fabric.

". b. Costumes can serve as stimuli.
.for choreographic ideas and move-
ment, thematic muaterial, and/or as re-

inforcement of the dance expression.
¢.  Unless money is no object, stu-

" dents should be encouraged to econo-

mize in the cost of costuming. This
can serve as a meaningful and creative
problem-solving experience for sty-
dents, and need not diminish the effect
of the costumes.

d. Any jewslry, hair ribbons, nail
polish and so forth that are not part
of the costume should not be worn for
the performance.

e. Hair should be dressed to.con-
tribute to the dance idea.

(6) The size of the rehearsal

N
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. Underdothes shuuld be dyed ta

match the color of the costume so that
theymnotbeseen and it may be
wise to wear perspiration shields in

some costumes; especially if the audi-

. enceisdosemtheperformancespace
" Usually'it is better to wear no panties
- since they show or make distracting
: hnes

8 Students should -select fabrics
h. Hooks and eyes are better than
snaps in closing plackets or other cos-
ible.

étructéd and well-fitted.

j. Students should rehearse “in

their costumes a few times to make
certain that the costumes do not in-

" hibit the movement of the chareog-

raphy, distract from the dance, or
present any oOther kind of problems

: Stmients should rehem'se in their castxmwsa fow times.
" to'make certain thatéhe costumes do not inhibitthe - = ,
‘movement of the choreéography, distract from the dance, -
: or«prmnt any Bthei' kind of pm&lems when perfammg

N
PRt

} accustomedtothewaytheyf&imd
to stayincharactertheentire time

" that hang and move well, and thatdo
.not cling or stick to theimselves. o

*~ mistake should be covered Ad per-
twme openings | if :ippers are not feas-

i. Costumes shcmld be well-con-

" are completely out, the curtain is

when performing, and to become -

I
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. 8. mmRMANCEmm's '

s
3

move.

a. Students should be emouraged

they ate performing no matter what
may go.wrong; e.g., if they forgetthe -~ °
dance they should improvise or follow
someone else until their part comes . .
back to them., If they fall, they should .
treat the fall as part of the choreog-. -]
- raphy unless they injured.. Any"

formed with authority as if it were a_ -
planned part of the dance.

b. Students should hold the ending
pasitions of the dance until the lights

completely down or uniil a prear.
ranged signal is given to leave the per-
formance area. .
c. While on stage, students should
not count aloud, lick their lips, adjust
their hair or costume, or make apy

-
] . ' \




How a dance is viewed often depends upon where it is placed
in the program and what kind of dance it follows. A caomedy, for
example. may be even more comical if it follows a serious dance.

5Q
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Several dances in & row with the same numiber of dancers are

less effective than a series of dances using varying numbers.
Conhnstmlwighmnthefadence’smm

-




gesture that is not part of the choreog-
raphy.
d. If students are perfdrmms on
stage, they should be careful not to
touch - the stage curtains’ (legs) or
cyclorama or back curtain unless it is
part of the choreography to do so.
e. Students should stay in char-
" acter well into the wings when exiting
and should be in character in the
wings before makmg an entrance.
§. Curtain “calls should be re-
hearsed.

9. LIGHTING DESIGN
a. Lighting should be designed to
enhante the dance; it should not be so

obvious that it calls more attention to
the lighting than to the choreography

f

or performance, unlessthatxsthe in- -

tent of the choreographer.

3

b. Effective lighting can. be

achieved in a small area with just a
few good lighting. instruments and
colored gelating (gels).

c. Lighting can be used to set-a
‘mood, define a space, or to suggest

specific scenic localities as well as gp-
‘hance and even changt the co!ors of
the costumes i

d. Students can be guided in de-
signing the lighting for their dances by
learning the primary colors of light
{blue, green, and red) and their com-
binations, and by working with

‘colored gels and various lighting in-
struments depending upon what is
available to them.

e. Gel colors should always be
tested on the costumes they are to
illuminate in order to produce the
most effective lighting design. It is not
always possible to assume what colors
will be produced when workmg with

| different fabrics.

10. MAKEUP

a. Makeup should be applied so
that it contributes to the character of
the role being danced.

%
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b. The amount of miakeup used

‘;iependsontheamountoflighthg

used on the dance, the proximity of

the iudignce, and the intent of the

dance.

c.. Students need the opportunity
to experience stage makeup ‘and its
proper application and removal” They
need to ‘experiment with character

. makeup, stylized makeup, and make-

. up of their own design.

11. PROGRAM ORDER

a. How a dance is viewed often
depends upon where it is placed on
the program and what kind of dance it

follows. Some cons:deranons include:
(1) The kind of dancé it is — -

comedy, dance drama, pure move-
_ment dance, jazz, and so forth.

(a) It can be bgring to see

* to see two or more dances of the

same kind in a row. A comedy,

for example, may be even more

comical if it follows a serious

dance rather than following an- -

other comedy. Contrast can
heighten interest and enjoy-
~ ment.
{2) Several dances with the
same number of dancers are less
effective.

A (3) The same principle as in (2)

holds true for:

(a) The color and style of !

_the costumes.
{b) The color and design of
the lighting.
{(c) The kind of accompani—
ment used.
(d) The tempo of the dance

(e) The style of the move- -

ment or choreography.
/ {f) The use of props.
- () The stage design.

(h) The way space is used.

b. The total program should have

a feeling of flow and pacing from the

opening curtam to the last bit of ap-
plause. :
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(1) Openers — the first dance
" . should have general audience ap-
*  peal with a moderate to fast tempo
and a positive feeling. It helps
everyone feel good about coming )
andpﬁtsthemmareceptwemood
(2) Intermissions — how long
an intermission or how many inter-

missions to have depends on:

. (b) If a dance takes longer
scheduled last before intermis-
monsorbet}wlastpieceonthe
program,

In preparation for the pmsentaﬁcn of a

+ concert of student works, the following
guidelines in_addition to. those listed
above are snmested

to strike than to set, it can be

‘(a) The total length of the
program. '

(b) The age of the audience.

(c) What is available for
the audience to do during they
intermission. )

{d} An unavoidable cos-
tume change of more than a

minute. -

(3) Closers — the last dam:ee

before an intermission and the last
“dance of the program should. be
two of the strongest dances in the

prograin so that the audience is

eager to return for the remainder

of the program or, if at the end of
the concert, leaves with an impres-
sive last experience.

(4) The length of time between
dances should not be too long or
the pacing of the program slows.
There should be just enough time
for the audience to consult the
printed program (with house lights
at half intensity) for the next
dance. Long set or costume

* changes s‘.&xld be rehearsed so
that they as little time as pos-
sible. If the wait is still too long,

« there are other possible solutions.

{a) If a dance takes longer
to set than to clear the stage, it
could be the first piece on the
program or fn'st after inter-
mission.

If props or unusual costumes

are to be used, dancers should
work with them or with something
similar during rehearsals.

-\
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1. CHOREOGRAPHERS'

MEETINGS :

a. These should be held far in ad-
vance of the performance date(s) so
that students can receive assistance
from.tke teacher and each other with
formulation of their choreographic
ideas.

* b. Chapter 4 provides addition
insight into concepts of working
accompanists toward the dance pro-
duction. '

2. AUDITIONS FOR DANCERS

a. Choreographers should be
guided in techniques of conducting
auditions so that they will be properly
prepared to select the/ dancers best
suited to their particylar piece. Inex-
perienced cho phers should be
cautioned to watchyall dancers audi-
tioning and® not sjust choose their
friends.

b. Dancers should be encouraged
to warm up their hodies so that they
will be prepay{éd to do whatever the
choreographgrs request during the
audition without fear of injury.

c. Eagh choreographer should
briefly explain his/her.dance idea so
that students auditioning. have a
chance to relate to it.

d. Choreographers may have
dancers learn a short movement
theme from their dance, or they may
have the students improvise within a

* specific framework suited to their

choreographic idea, or a combination
of both of these.
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'3. REHEARSAL SCHEDULING

- a. Teachers should check to .

are available and that they do not
have features that could prove dan-
gerous to the dancers. Wooden floors

preferable, even mandatory for
‘movement that goes into the air, such
as hops, jumps, or leaps. The floors
should be swept clean, especially of
anything that could cagse injury if
stepped on in bare feet, andshouldbe
free of splinters. '

b. Choice of cast members will

place restrictions on rehearsal sche-

_dulingbecausedameswiﬂ\mmeof

the same ast members must rehearse

at different times.
¢. Rehearsals should begin far
" enough in advance of the performance

date(s) to ensure that the dances will.

be ready in time, but not so early that
interest and spontaneity are lost.

. d. Rehearsals should be scheduled
at least twice weekly. ‘

e. Itis difficult for young choreog-
raphers to sustain rehearsals longer
than one hour.

f. Dances should be completed
and shown for the teacher and who-
ever else should be in attendance, at
- least three weeks prior to perform-
ance. Suggestions for improvement of
‘the dances can be made at.this time.
Choreographers will still have time to
work on the suggestions as well as
_ polish the dances for performance.

4. CONDUCTING REHEARSALS

a. Choreographers should always
be well-prepared for their rehearsals.
b. Rehearsals should begin on

time. |

c. Dancers should take the re-

- sponsibility to be well warmed-up be-
fore rehearsal time.

d. Dancers should understand that

the choreographer may have to work

with small groups of dancers for a

short time rather than éveryone all at
once, all the time. When not~directly
* involved with the choreographer, the
dancers should be instructed to work
technically on those parts

- of the piece they have already learned.
. Above all, the dancers should be quiet

whether the choreographer is working

directly with them or not, so asnotto

disturb the choreographer or other

, . Choreographers should have a
tentative schedule as to when each
. session of the work should be com- -
pleted. They should not afllow them-

to become averly involved with
one section of the piece and leave too
little time to complete the remainder
of-the work. '

f. If props or un costumes
are to be used, dancers should work
with them or something similar during
rehearsals. This does not mean that
the costumes must be finished for the
first rehearsal, but if, for instance, the

- dancers will be wearing skirts, it is

important that they rehearse in skirts
similar to those in which they will be
be performing so that they get used to
working in them and the choreog-
rapher can see what the movement
looks like' when executed in a skiyt.

g. Dancers should come in re-

hearsal clothes, preferably iffjotards.
Clothing that does not allow the

choreographer to see the gancer's

form should be avoided because the - )

choreographer needs to see the
dancer’s body-well enough to make
corrections in the movement if
wieeded. The dancers must wear cloth-
ing that does not mhxb:t full range of
movement.

h. If rehearsals cannot be con-
ducted on the stage ok the area where
the performance will\be held, the -
chareogra:gher should know the exact
dimensions of the performance space
and mark off a similar space in the

|
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The experience of performing will be a growing one for students .

if it provides them with an opportunity to gain a supportive :
-« self-concept, and if it gives them g chance to.see themselves

as sharing, giving, and mceibinginaqm;befngs of worth.

e

rehearsal area. The wings should also
be designated so that spacing may be
arranged with awareness of where
side lights will be located and where
entrances and exits will be made.

i. Cross-over time should be ac-
counted for if the dancers have to exi
from one side of the stage and reenter
from the other.’

j. It is best if young choreog-

« raphers do not dance in their own
" works. If they do, it is too difffcult for
for them to tell what their dance really
looks like from the audfence point of
view and whether their choreographic
intent is being met.

.always to watch the same dancer or
not always to observe the dance from
the same place in the audience. =

. Young choreographers should

" be aided in techiniques of correcting
their dancers in positive, supportive,
non-threatening ways.

m. Choreographers should feel free
to invite the teacher to rehearsals to
help with anything that seems to be a
problem. : v

.Stt;sestedExpex&nminDanu

k. Choreographers should be cau- -

tioned to make sure they do not
always watch their dances from the
same frame of reference mentally or
physically. Care must be taken not

Q
-
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Production and Performance
Many considerations need to be weighed
in selecting specific kinds of perform-
ance experiences for dance students:

* The ability level of the students per-
forming. .

® The type of audience for whom the
students will be ‘performing, that is,

b5 i

»i

«



- their level of dance sophistication.

* The facilities available for perform-

ance,

OThemsonfortﬁeperformme

lnsekctinsperfmmme:peﬂum'

the welfare of the students should be of
greatest importance. The experience of

pelfomﬂnswillbeagrowinsmfor'

‘them if it provides them with ag.oppor-

., tunity to gain a a supportive and positive

self-concept, and if it gives them a
. chance to see themselves as sharing,
.giving,andmdvinghumanbeinssd
worth. No stadents should be denied the
. opportunity to perform at their own
levels of ability. :
There are many situations that can
pmvideperformmexpede:m'l'hese
situations may be designed by the

—

I 0
. ’

* ‘The occasion for the performance. .

headnerormyhepm-tofthemolor

community program. They can be avail-

able for one student, a small group of N

Peﬁnmmeescanbeofmanytypes. o

lecture-demonstrations of skills being:

learned or of the use of movement con-

cepts; sharing a dance class with both

the parents and students ifvolved; in- .

forma! performances of ' works in
progress, dancestausi\ttothestudmts
and/or dances the students have choreo-
graphed: formal concert performances.

e
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TMhﬂmmtdhodmdemabachbrwforﬂm

secondary school teacher of dance. Add:mesdmmmdal

‘publishers are listed on pages 69-70.

Dance Education

Cheney, Gay and Strader, Iane Modern Dance. 20d ed. Allyn &

. Bacon, 1975.
Thisbooksivesaconceptuﬂappmachboﬂm@d:hgofdm

Cohen, Selma Jeanne, ed. The Modernt Dance: Seven Statements of
Belief. Middleton, CT: Wesleyan University Press, 1966.

Ms. Cohm}nsmﬂectedmuam which present a philo-
sophical basis for dance in the schools. :

DeMille, Agnes. Book of Dance. Racine, WI: GMPremfwestem

~ Publishing Co.), 1963.

A beautifully illustrated history of dance.

Elifelds, Lois. A Primer for Chomogmphm Palo Alto, CA: May-
field Publishing Co., 1967. ‘

_ Excellent for anyone interested in movement and composition.
The process of choreography is explained in a very practical
manner.

Hayes, Elizabeth E. An Introduction to the Teaching of Dfmce New
York; Roland Press, 1964.
Prmmduﬁmdamennhdmdlmdmmdeaﬂymdcon-
cisely. . '

Joyce, Mary. First Steps in Teaching {reative Dancing. Palo Alto,
CA: Mayfield Publishing Co., 1973, .

An excellent guide to motivating students to begin to move.

&7
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mmmmdm m«ammmm"" i
Teaching Lessons. Sth ed. Dubuque, 1A; Wi, €. Brown Co., -

1978.

AWMMMMMNWMm |

included.

Marﬁn.}d\n.Tthodan MiymNszork.Dmu

Horizons, 196S.
AMM&&MMWM
for the teacher of mbdern dance.
Murray, Ruth. Dance in Elersentary Education. &ded.NewYm‘k.
& Row, 1975. .
Mhmuﬂﬂ%@mnwhhmm

'mmmd\wmmmmmn

superior.
Pem&dter&Mm&mDmahdedDubuqmlA.WmC

Brown Co., 1966.
mwsm}mmmmfumm

. Penrod; James and Pastino, Janice G. Dancer Prepares: Modsm

DmcnforB@mm PdoAho CA:MnyﬁeldPuhﬂdmCo,
1970.

- Poll, Toni L. &m&u m:ﬂmokafSecmdmy-Sckoolem ‘

- Activities. Englewood , NJ: Prenticp-Hall, 1977.
Anamdkntmmformmﬂmdfo&m

- Sherbon, Elizabeth. On the Count of One. mded PaloARo CA:

. Mayfield Publishing Co., 1975.
ﬂ&wdkmmhedbockgﬂvudmdmﬂdtdhuﬁmufm
dance.

Shurr, GuttudemtdYocmn,Rachael ModemDamTechntqu

and Teaching, New! York: Ronald Press, 1949.
While this is an old copyright, thephotosmphsmhemﬁfulm\d
still timely for technique classes.

Turner, Margery. New Dance. Pittsburgh: UrﬁvenityofPimbm-sh
Amurmbookformn—limaldanm mm:handmmfor

contemporary choreographers. A &

*

Dance Production - 3,

Elifeldt, and Carnes, Edwin Dance Production Handbook or
Later is Late, Palo Alto, CA: Mayﬁeld Publishing Co., 1971.
Anemellentguidetosolvh\gﬂ\ehechnmlpmbknnindmm

. o
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Hayes, Elizabeth R. Darnce Composition and Productmn New York:
Ronald Press, 1955
This book was ed for high school and college dancers and
gives suggestions for creating stadies from technique, space,
rhythm sensory and idea stimuli. A chapter on music and pemus-
sion accompanitnent is included. .

Humphrey, Doris. The Art of Making Dances. New York: Grove
Press, 1962.

An historical thesis written by a superb chpreographer.

Penrod, James. Moventent for the Performing Artist. Palo Alto, CA:
Mayfield Publishing Co., 1974.

A delightful guide to all aspécts of movement tegpnique for the
stage.

~ Schlaich, Joan and Dupont, Betty. Dance: The Art of Productxon
St. Louis: C. V. Mosby¥o., 1977.

A complete guide to many aspects of production mclucl’mg press
relations, publicity and arts management.

Warhol, Andy. The Index Book. New York: Random House, 1967.
. (Available from Melvin McCosh Bookseller 26500 Edgewood
Rd., Excelsior, MN.)

A book of effects and visual tricks which might prove interesting
for preduction. -

Publishers

Addre&ses of publishers not listed below can be found in ydur public

library in Books in Print, British Books in Print or Cumylative Book

Index. You might also use the service of Dance Mart or Dance World

Books (addresses listed below) Other good sources are marked with

asterisks. -

Allyn and Bacon, 478 Atlantic Avenue, Boston, MA 02210.

~ American Alliance for Health, Physical Education, and Recreation,
1201°16¢h Street, N.W., Washington, DC 20036.

Association for Childhood Education International, 3615 Wiscon-
sin Avenue, N.W., Washington, DC 20036.

Burgess Publishing Company, 426 South 6th Street, Minneapolis, -
MN 55415.

Chalif Publications, P.O. Box 224, Chatham, NJ 17928.

Children’s Music Center, 5373 West Pico Blvd., Los Angeleq CA

90019,

Dance Horizons, Inc., 1801 East 26th Street, Brooklyn 'NY 11229.

*Dance Magazme vol. 43, no. 3, March 1969. 268 West 47th Street,
New York, NY 10036.
Bibliography of dance books.

Dance Mart, The Box 48, Homecrest Street, Brooklyn NY 11229.

a
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Dance Notation Bureau, 19 Union Square West, New York, NY
110003,
*Dance World Books; Box 101, Blawenburg, NJ 18504.
Education Activitjés, Inc., P.O. Box 392, Freeport, NY 11520,
Educatiogli Broadcasting Corporation, 304 West 58th Stneet New
York, 10019.
*Educational Record Sales, 157 CRambers Street, New York, NY
10007.
Foster Art Service, 430 West Sixth Street, Tustin, CA 92680.
Harper and Row, 49 East 33rd Street, New York, NY 10016.
John Day Company, 200 Madison Avenue, New York, NY 10016.
Macdonald and Evans, Ltd., 8 John Street, London, WC1, England.
Maytield Publishing Company, 285 Hamilton, Palo Alto, CA
94301.
Mettler Studios, 3131 North Cherry Avenue, Tucson, AZ 85719.
Monarch Press (Division Simon & Sghuster), 1 West 39th Street,
New York, NY§10018. -
* New Direction Publishing Co., 333 6th Avenue New York, NY
10014.
Orion Publishing House, 614 Davis Street, Evanston, IL 60201.
Plays, Inc., Publishing, 8 Arlington Street, Boston, MA 02116.
RCA Record-Educational Dept P.O. Box RCA 1000, Indian-
apolis, IN 46291.
Simon and Schuster, Rockefeller Center 631 Fifth Avenue, New
York, NY. 10020.
Wm. C. Brown Company Publishers, 2460 Karper Blvd., Du-
bugue, IA 52001.
*Ziegteld Book Shop, 910 Seventh Avenue, New York, NY 10019.

« PERIODICALS

After Dark. 10 Columbus Circle; New York, NY 10019.
Written for the layperson with interests in theatre, opera, dance,
TV, films, and fashion.

Arts in Society. University of Wisconsin, Rm. 728, Loweu Hall 610 -

Langdon, Madisort, WI 53706.
Magazine contains book reviews, advertising, and index and is
illustrated. -

Ballet Review. Box 639, Brooklyn, NY 12202.

This magazine features adveﬂxsmg, book reviews, charts and is
iltustrated.

Dance Magazine. 10 (_olumbus Circle, New York, NY 10019.
Written for dancers-and teachebs, this magazine carries photo-
graphs, directories of schpols and suppliers as well as feature
articles.

- ‘VQ ) -
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Dance News. 119 West 57th Street, New York, NY 10019.

A tabjoid publication with an ihternational flavor, Contains book
" and dance reviews, advertising, and is illustrated.

Dance Perspectives. 29 East 9th Street, New York, NY 10003.

“This specialty magarine featyres critical and historic monographs.
Dance Scope. 245 West 52nd Street, New York, NY 10019.

AnTHustrated magazine with advertising and book reviews.
Educatiori! Theatre Journal. 1317 F Street, N.W., Washington, DC
" A muagazine.for study and teaching. It carries book and play re-

views, charts, illustrations and statistics.

Joumal of Physical Education and Recreation. American Alliance
for Health, Physical Education and Recreation. 1201 16th Street
N.W., Washington, DC 20036. ,

This journal carries a semi-annual feature named Dance Dynamfcs'

ard a monthly column on dance education.

Theatre Survey, 1117 CL, University of Pittsburgh, Pittsburgh, PA
15260. ’

This magazine is a joint publication wWith the department of speech

and features subject matter of interest to the performing aspects of

the dance and the dancer.
FILMS

This list is by no means complete but it will serve as a beginning for

the teacher of dance at the secondary level. Because rental costs vary -

greatly, you should shop for the best price and service. Your State

Arts Council, State Department of Education, University Extension

Divisions and local libraries are all good sources of free and low cost

tilms.

New dance films and TV series are reviewec?mo_ hly in Dance
Magazine. Further listings of dance filins can be found in the fol-
lowing directories: s
Mueller, John. Films on Ballet und Modern Dance: Notes and u

Directory. American Dance Guild, June 1976. Three Addenda, #1

and 2 in 1976; #3 in 1977. 1619 Broadway, New York, NY 10019.
Catalogue of Dance Films. Dance Films Association, 250 West 57th

Street, New York, NY 10019.

Films 1977-78. University of California, Extension Media Center,
Berkley, CA 94720.

Films .

A Dancer's World 30 min., 1957, b/w, sound, MSU, NYPL, REM,

SU, WASH.  _ .

Martha Graham explains her philosophy of dance as her corpany

dances.
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Air for the G.String. 7 min., 1930, b/w, sound. TODD.
Features Doris Humphrey and her company. .

An Artist and His Work. 32 min., 1968, color, sound. HARRIS.
Paul Taylor and his company portray many aspects of the com- -
pany. ‘

Appalachiap Spring. 31 min 1956, b/w, sound. REM, NYPL
Martha Graham dances the hopes and fears of early Americans.

A Time to Dance. 29 min. each film, 1959, b/w, sound. NETC.

A series of nine programs moderated by Martha Myers. Titles are:
. Introduction to three dance forms — modern, ballet, ethnic

2 Classical Ballet

3. Invention in Dance

4. A Choreographer at Work

5.. The Language of Dance

6. Ethnic Dance

7. Dance @¥\a Reflection
8. iGreat Performances in Dance

Q Modern Ballet

Beginning Modern Dance for High School erls 22 min., 1958, b/w,
sound.

The film featums fundamental body movements, combinations
and elementaty compositmn

Clinic of Stumble. 16 min., 1960, GRV.

Experimental multi-exposure film choreographed by Matian Van
Tuyl.

Dance as an Art Form. varied times, 1972 to 19744 color, sound.
CHM. ,

A series of five filmis by the Murray Louis Dance Company. The
titles are:

1. The Body as an Instrument (27 min.)

2. Motion (32 min.} ,

3. Space (28 min.)

4. Time (26 min.}"

S. Shape (27 min.)

Dance Chromatic. 7 min., 1949, c8or, sound. FMC.

Experimental film utilizing dance, abstract painting and pgrcussive
sCore. '

Dance: Four Pioneers. 30 min., 1965, b/w, sound. IND.

Early works of Graham, Humphrey, Weidman, and Holm.

Dance: Instrument. 1974, color, sountl. Al
The titles are: ‘

1. The Dance Instrument {16.7 min.)

2. How to Move Better (19.6 min.)

3. Dance Design: Motion (18.4 min.)

4. Dance Design: Shape and Time (15.2 min.)
5. Dance Design: Space (18.1 min.) ¢
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Dance in the Sun,’7 min., 1953, b/w, sound. FMC.
Experimental film with a solo by Daniel Nagrin.

Dance: New York City Ballet. 30 min., 1968, b/w, sound. IND.
George Balanchine’s works performed.

Fusion. 15 min., 1967, color, sound. EE,

Alwin Nikolais and his company in an experimental film.

Helen Tamaris—Negro Spirituals. 17 min., 1958, b/w, sound. CON.
This film features six works by this noted dancer.

Horror Dream. 10 min., color, sound. GRV.

Marian Van Tuyl choreographed a piece depicting a dancer's
ahxiety before a performance. Music by John Cage

. Lament. 18 min., 1951, b/w, TODD.

Jose Limon and his company in a tribute to a dying hullﬂghter

Lamentation. 10 min., 1943, color, sound. DF.

Martha Graham in a film interpretation of a 1930 dance.

Limbo. 30 min., 1968, color, sound. FMC.

Alwin Nikolais’ choreography for the-electronic medium.

Making a Dance. 16 min., 1971, color, sound. INT.

This film was made specifically from a non-dance point of view to
show the human elements, the very hard work, care and the vari-
ety of elements which go into creating a dapce.

Mary Wigman: Four Solos. 10 min., 1929, b/w, silent. DFA.

A rare film of this great German dancer.

Merce Cunningham. 29 min., 1967, color, sound. CFD.
Merce discusses his theories of dance in an interview.

Modern Ballet. 29 min., 1960, color, sound. IND.

Anthony Tudor discusses the development of dramatic ballet.

Modem Dance Composition. 12 min., 1959, color, sound. NYU.
The film shows dancers preparing for dance movement and
analyzes some elements of dance composition. '

Moor’s Pavane. 1 min., 1950, color, sound. TOD
The story of Othello,

Nine Variations on a Dance Theme. 13 min., 1967, b/w, sound. RF.
This classic film works with a dance phrase exploring its parts and
possibilities. The film also explores angle, flow and texture.

Opus Op. 20 min., 1967, color, sound. BFA.

This piece makes an excellent bridge between contempggary bailet
and other new art forms. The Joffrey Ballet Company

Sound and Movement. 17 min., 1974, color, sound. BM.
Movement improvisations accompanied by sounds of hands and
feet as well as instruments.

Totem. 16 min., 1963, color, sound. FMC.

" A dance work by Alwin Nikolais Maturing Murray Louis and
Gladys Bailin.
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Film Sources'

AB Athos-Abbaccon Prod. 11608 1/2 Washington Boule-
' vard, Los Angeles, CA 90066.
AFC *  Audio Film Classics. 10 Fiske Place, Mount Vernon,
NY 10550.
Al Athletic Institute, Castiewcmd Drive North Palm
Beach, FL 38408.
BAIL Bailey Films, 6509 De Long RE, Hollywood, CA 90028.
BFA BFA Educational Media, 2211 Michigan Avenue,
o Santa Monica, CA 90404. , -
BM Barbara Mettler, Tucson Creative Dance Center, 3131
North Cherry Avenue, Tucson, AZ 85119.
BRAN Brandon Films. 221 West 57th Street, New York, NY
- 10019.
L CF Contemporary Films. 614 Davis Street, Evanston, IL
60201.
' CFD Campus Film Distributors Corporation, 20 East 4é6th
Street, New York, NY 10017.
CHM ' Chimerofilm, Cimera Foundation for Dance, Inc., 33
East 28th Street, New York, NY*10019.
COLO Colorado University, Boulder, CO 80302
CON Contemporary Films, McGraw-Hill Films, 330 West
42nd Street, New York, NY 10036.
CUN The Cunningham Foundation. 75 Fast 55th Gtreet
New York, NY 10022,
DF Dance Films, Inc. 250 West 57th St., New York, NY
= . 10019, '
DEA Dance Film Archive, University .of Rochester Roch-
ester, NY 14627,
EE Ed Emschwiller, 43 Red Maple Drive North Wantagh
NY 11793,
EFLA Educational Film lerary Association. 250 West 57th
Street, New York, NY 10019.
MC Film-Makers Corporative. 175 lLexington Avenue,
New York, NY 10016.
FSU Florida State University Audm—V:sual Centet, Talla-
~ hassee, Fl. 32306, ‘
GRV Grove Press Film Division. 80 University Place, New
York, NY 10003. :
¢ ' Thus ligt 1s adapted trom "Directory of Dance E1lms.” Dance Magaune 43, no 4 April =

1960 §6 62, and¥rom Margery Turner's book, New Dance (Pittsburgh University of
f’mqburgh Press, 1971). pp 114119
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HARRIS
‘ IND
INT
KSP

MC

MINN

MSU
NETC
NYPL
NYU
PMP
REM
RF
STEGG
sU
TODD
i
UIA

UMTV

WASH

Harris Communications. 130 East 72nd Street, New
York, NY 10021.

Indiana University Audio-Visual Center. Bloommg‘

ton, IN 47401.
Intermedia Productions, Inc., Suite 2402, 444 Madison
Avenue, New Yark, NY 10022,

. King Screen Productions, 320 Aurora Avenue, North

Seattle, WA 98109.

Media Center, Univemsity of California Extension,
Berkeley, CA 94120,

University of Minnesota Audio-Visual Exfension
Service, 115 R.5.M.A., Minneapolis, MN.

Museum of Modern Art Film Library, 11 West 53rd
Street, New York, NY 10019.

Michigan State University Audio-Visual Center, East
{ansing, MI 48823,

National Educational Televismn Center, 2320 Wash-
tenaw Avenue, Ann Arbor, Ml 48104.

New York Public Library, Donnell Branch, 20 West
S3rd Street. New York, NY 10019,

New York University Film Library, 26 Washington,

Place. New York, NY 10019.

Perry-Mansfield Motion Pictures, Steambury Springs,
CO 82477.

Rembrandt Films. 59 East 54th Street, New York, NY
10022

Random Films. 220 West 42nd Street, New York, NY .

10036.

Stegg Productions. Inc. 41 West 56th Street, New
York, NY 10019,

Syracuse liniversity Film Library, Syracuse, NY
13210 .

Todd Film Collection 25 Barrow Street, New York,
NY 10014

University of lowa Audio-Visual Center. Jowa City,
1A 52240

TV Center, 310 Maynard Street. Ann Arbor. Mi
48108. -

University of Washington Press, Film Division,
Seattle. WA 9810S.
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Most of the récords in this list may be purchased from the record
sources listed on page 77 or from your school audiovisual depart-
ment. Local music stores may be of help in finding other suitable
recordings.
Adamson, Quin. Alley Cat. ATCO, 13113.
Piano for Modem Dance. Hoctoy,' BE 102, Volume 11.
“E/ »Andemons Greatest Hits. RCA Educational

Bach ].S. dventums in Music: Little Fugue in C Minor. Grade 6,
Volume 1, RCA Victor, LFS-1009. National Symphony Orchestra.”
Bach's Greatest Hits. Philips, PHS-600-097, Swingle Singers.
Bach Organ Favorites.-Little Fugue in C Minor. Columbia, MS-
6261, E. Pewer Biggs. ~ o,

Fugue in C Minor from W;ﬂ Ttmpcred Clapier. Com

cordings, CRI-138. 4 5

Jesu, Joy of Man's Desiring, Electronic Switched on Bach. Colum-
‘bia, MS-7194.

. Blackwood, Easley. Chamber Symphony for Fourteen Wind Instru-

ments. Composers Recordings, CRI-144.

Brubeck, Dave. Unsquare Dance and Take Five: Adventures in
Time. Columbia-CC-30625.

Carlos, Walter. Switched on Bach. Columbia, MS-7'194

Copland, Aaron. Billy the Kid. Rodeo. Seraphim, S-60198.

Debussy, Claude. Clair de Lune. Columbia, MS-6214.

Gershwin, George. Rhapsody in Blue. Preludes for Piano, No. 1, 2, 3.
Concerto in F for Piano and Orchestra. RCA, 15-2367.

Holst, Gustav. Planets. London. C5-6734.

Joplin, Scott. Ragtime. Biograph Records, BLP-1010Q, Volume 3.

Khachaturian, Aram. Sabre Dance. RCA, VCS-7080.

Partch, Harry. Castor and Pollox. Wimd Song. Compmen Record-
ings, CRI-193,

Praetorius, M:chael Six Daentze. Archive Productions, 198166.
{l:oﬁev Serge. Love of Three Oranges. Columbia, MS-6545.

S Eric, Gymnopedies and Other Works, RCA, LSC-3127.

aikovsky, Peter. Russian Dance (Nutcmcker) RCA, V(S-7080.

illiams, Ralph Vaughn. Greensleeves. Columbia, MS-6934.

Albums for Dance Technique and Improvisation

Keynote to Modern Dance. Music by Cola Heiden. Educational Ac-
tivities, EALP 610, 611 and 613.

Mﬂler Freda. Accompaniment for Dance Technique. Freda Miller
Records.
A Second Album of Dance. Freda Miller Records.
Third Album for Dance. Freda Miller Records.
Music for Rhythm and Dancé. Freda Miller Records.
Fifth Album for Dance. Freda‘\MiHer Records.
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White, Ruth. Music for Contemporary Dance. Rhythm Productions,
CC-612. ‘
Motifs for Dance Comp?sition. CC-611.
Motivations for Modemn Dance. CC-610. -

Record Sources

Biograph Records, Inc., P.O. Box 109, Canaan, NY 12029.
~Children's Music Center, Dancers Shop, 53?'3 West Pico Bivd., Los
Clamcom Materials Company, 93 Myrtle Drive, Great Neck, NY
11021.
Composers Recordings, Inc., 170 West 74th Street, New York, NY
10023.
Dance Notation Bureau, 19 Union Square West, New York, NY
10003. =
Degcca Record Co. Ltd. (London Records Inc.), 534 West 25th Street,
New York, NY 10001.
Dimension 5 Records, Box 185, Kingsbridge Station, Bronx, NY
10463. \
Educational Activities, Inc., P.O. Box 392, Freeport, NY 11520.
Educational Record Sales, 157 Chambers Strcet New York, NY
10007. .
Folk Dancer, P.O. BonOl Flushing, L.I., NY.
Folkways Records, 907 Sylvania Avenue, Englewood Cliffs, NJ
07632, and 701 Seventh Avenue, New York, NY 10036.
Freda Miller Records for Dance, 131 Bayview Avenue, Northport,
. NY 11768.
Hoctor Records, Inc., Educational Records, Waldwick, NJ 07463.
Kimbo Records, Box 55, Deal, NJ 07723%/
Macdonald and Evans, Ltd., 8 John Street, London WC1, England.
Major Records, Thomas ]. Valentino, Inc., 151 West 46th Street,
New York, NY 10036. ‘
Mettler Studios, Tucson Creative Dance Center, 3131 North Cherry
Avenue, Tucson, AZ 85719.
Nonesuch Records, 51 West 51st Street, New York, NY 10019.
Paramount Records, 1507 North Vine Street, Hollywood, CA 90028.
RCA Records-Educational Dept., P.O. Box RCA 1000, Indianapolis,
IN 46291.
- Rhythms Productions. 13152 Grant Avenue, Downey, (.A 90242,
Russell Records, Inc., P.QO. Box 3318, Ventura, CA 93003.
S&R Records, 1609 Broaaway New York, NY 10017.
Statler Records, Inc. 200 Engineers Road, Smithtown, NY 11787.
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AVAILABLE FROM AAHPER

*

ANNOUNCING — DANCEIS . . .

A 12-minute slide-tape presentation
designed to supplement and illustrate
the philosophy presented in Dance as
Education. This media pa ex-
emplifies the meaning and value of

dance and should be experienced by

young and old, men and women,
schools and communities. In essence,
Dance Is . . . is an overview of what
dance is! For further information,
write to Dr. Margie Hanson, execu-
tive director, National Dance Assoc-
jation, 1201 Sixteenth Street, NW.,
Washington, DC 2002¢.

ARTS AND AESTHETICS: AN
AGENDA FOR THE FUTURE

This yearbook, a record of the pro-
ceedings of the conference held at
Aspen, Colorado, on]June 22-25, 1976,
reflects the passage of the Elementary
and Secondary Education Act of 1965
in regard to arts a@d aesthetic educa-
tion in America. Sponsored jointly by
CERMEL, Inc. and the Education Pro-
gram of the Aspen Institute for
Humanistic Studies, and supported by
the National Institute of Education,
whose recommendations include cre-
ating a national center for research in
the arts and aesthetics. Available in
hardback cover, this yearbook is
essential to all concerned with the
future of the arts. 1977

CHILDREN'S DANCE

A book designed to show how dance
can be used in the classroom in lively,
innovative ways. Appropriate far the
classroom teacher as well as the spe-
cialist in dance and physical activities.
Covers such topics as dance as an ex-
pression of feelings, folk and ethnic
contributions, dancing for boys, and (
composing dance. 1973,

COMING TO OUR SENSES: THE .
SIGNIFICANCE OF ARTS FOR
AMERICAN EDUCATION

~

“It is time to acknowledge the power
and urgency of arts education.” This
is the central theme of this manifesto .

- designed to give the arts educational

priority along with the more tradi-
tional disciplines. Chaired by David
Rockefeller, Jr. as a challenge to our
"national policy,” calling on every
level of government, teachers, school
administrators and parents -— not
merely to teach*thildren about arts
themselves, but to enrich learning in
general by greater emphasis on arts
in our educational framework. 1997, |

DANCE AS EDUCATION

~

tending dance experiences in

A new publication designed to meet
the need for credible and readily ac-
cessible information essential for cre-
ating, guiding, evaluating and de-
the

b
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schools. Emphasis.is on the value of
dance and how it can best be experi-
enced. Topics include: the what and

why of dance; dance in education and ,

the right of access to dance; curricula
in dance; and teachers and specialists
in dance. This publication is the résult

of a conference held QOctober 22-25, -

1976 at the John F. Kennedy Center
for the Performing Arts, Washington,
D.C., as part of a National Dance
Association Project on ‘Issues and
Concerns in Dance Eduéation and
partially sponsored by a grant from
the Alliance for Arts Education, a
joint project of the JFK Center and the
.Otfice of Educationz Department of
Health, Education and Welfare. Sub-
sequently, it has been endorsed by the
American College Dance Festival
Association, American Dance Guild,

. 7
’ -1

. -
Inc., Association of American Dance
" Compgades, Committee on Research
in Dance, Country Dance and Song

Society of America and Sacred Dance
Guild. ’

v

DANCE DIRECTORY: PROGRAMS
OF PROFESSIONAL PREPARATION
IN AMERICAN COLLEGES &
UNIVERSITIES
Contains information about colleges
and universities which offer dance
curriculums at the undergraduate and
‘graduate levéls. Information on each
institution includes type of program
(dance education, performing arts,
dance concentration), course offer-
ings, teaching personnel, enroilment,
and degrees offered. 10th Edition
1978.

For prices and order information, write:
. " AAHPER Promotion Unit
1201 Sixteenth Street, N.W.

< Washington, D.C. 20036
. N
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