
INTRODUCTION

Hello and welcome to Dance Through The Ages. This is a dance history course that will take you on a journey through numerous forms of dance. This course will include five modules ranging from Dance and Religion, Court Dance, Ballet, Modern Dance, Jazz, Tap, and Social dance. Throughout the text you will find several blue highlighted words. It is important to remember to click on them because they are directly linked to a short video clip that you are REQUIRED to see. These videos will not only give you an opportunity to see the dance form but you will also hear experts in the field describe the movement style, the music used, scenery and the artistic visions of the choreographers.

Some might ask, what is dance? When did humans first start to dance? Some say that we begin dancing in the womb and the rhythm of that dance is determined by the HEARTBEAT.

Dance generally refers to human movement used as a form of expression, social interaction or presented in a spiritual or performance setting. It is the making of rhythmical steps and movements for their own sake and has been present in just about every society known to man.

Dance is also an artistic form used to describe methods of non-verbal communication between humans or animals, motion in inanimate objects, and certain musical forms or genres.

Definitions of what constitutes dance are dependent on social, cultural, aesthetic, artistic and moral constraints and range from functional movement (such as Folk dance) to virtuoso techniques such as ballet. In sports, gymnastics, figure skating and synchronized swimming are dance disciplines while Martial arts 'kata' are often compared to dances.

Dance can be directly participatory, social or performed for an audience. It can also be ceremonial, competitive or erotic. Some dances use a series of rhythmical steps sometimes to musical accompaniment often times in a particular pattern. Some consider dance to be an expression of the soul through lines of the body and pure movement.

Part 1- Dance and Religion

BACKGROUND

DANCE AS RITUAL:

What types of dance ritual have you participated in?

Have you ever danced at a wedding, celebrations, a quinceanera, Bar Mitzvah, or even at a funeral?

In most ancient civilizations, dancing before the God was an important element in temple ritual. There are different types of FOLK DANCES the dances of ancient Greece who during the harvesting of the grapes celebrate the occasion with a drunken orgy in honor of the god of wine who is? Dionysus! You may have seen those images on Greek vases where they are stomping and dancing.

Your book talks about many different rituals such as fertility rituals, initiation rituals, rituals for hunting, healing funerals, war and weapons. Many of those rituals include dances that use drum- beats, chanting, sounds and even singing. Dance and music began as partners in the service of ritual. Many of the dancers have body decorations wear headdresses, colorful costumes with feathers or stones. The dancers faces may be painted, or they may even wear a mask that allows them to attain a supernatural identity.

If and when you dressed up for Halloween, did you feel like yourself or did you become that person or character? That is exactly the point. That mask changes takes you out of yourself as an every day person and meshes your identity with the spirit that the mask creates.

Dance and Religion are also discussed in your text. Although we will not cover each and every religious background, I will focus on several dances within RELIGION.

Your book talks about Christianity and how westerners moved dance into a direction that is opposite to the arts of the East.

Dance in Christianity began as ritual movement in their services. In Christianity, the body is the source of all impurities. The religion arose to protect Christians from the seductive, dissolute practices of pagans. It took a long time before ecclesiastical banishment of ritual dance prevailed. In England dancing went on until 14th century. In France, 17th century. In Spain it survives to present. Western religious authorities caused the art of dance to move in a direction opposite to the arts of the East. The origin of the dance Los Seises goes back to the 16th century, as choirboys assisted at Mass and sang and danced to religious songs. Today, the children that form part of this liturgical tradition are part of Our Lady of the Kings Choir School, performing in The Dance of the Seises throughout the year particularly during HOLY WEEK: during the Triduo of Carnival (February), Corpus Christi (June), and the Immaculate Conception Feast (December). The traditional outfits are of special note, as is the use of the traditional castanets and, of course, the dance itself where the young boys rise to their toes as if reaching for the heavens.

Part 2- Cultural Dances at Court

Hindu dance was originally developed before 5000BC and is one of the oldest forms of developed dance. Unlike Western religious teachings that set limits and boundaries surrounding sexual pleasure the Hindu dance form does not. The Hindu dance is an expression of both sexual love and religious devotion to Lord Krishna. Through consecration of this sacred dance, the body is rid of human weakness and purified into a medium of spiritual beauty.

Hinduism is the dominant religion of India with a caste system and belief in reincarnation. It includes many gods such as Brahma the Creator, Vishnu the preserver, & Shiva the destroyer

The two important realms are dance is to affirm the underlying unity of creation and the second is that the body is treated as a tool for achieving greater insight & understanding.

In Indian dance lyrics from Bharata Nhatyam are tied to the religion for Krishna and are danced accordingly.

BHARATA NATYAM (or Nhatyam)

BACKGROUND

Bharata Natyam is a descendant of devadasi temple dances. It always uses music and lyrics about Lord Krishna with devotional poetry. Unlike Kathakali that is for a man, this dance is a solo for a highly trained female dancer that expresses longing for union with the deity. The young girls often study with a dance master in a PRIVATE LESSON to learn how to perform Bharata Nhatyam.

Is uses a technique that uses Breath in order to avoid fatigue for the mind & the intellect.

The Nhate Shasta is a book that codifies movement from foot to head. In India there are four goals in life- Dharma, Artha, Khama, Moksha. None are taboo or sinful. This includes the idea of sex and intimacy. Sexual union and love are used as spiritual union with the divine. The final code in Bharata Nhatyam is bliss.

Abhinaya is a goal for the dancer and her intention is to bring closer the audience to the dancer. Her movements develop a language to go through the physical layer.

CHARACTERISTICS

MUDRAS

In Bharata Nhatyam there is an elaborate form of literal sign language or hand gestures that is used. The thumb represents fire, the 2 nd finger represents air, the 3rd or middle finger is space, the 4th finger is the earth and lastly the pinky finger represents water. There are 67 gestures of the hands, 13 gestures of the head and 36 different glances of the eyes!

The female uses mudras to express her longing for the deity and to portray the lyrics in the song.

Rasas are the set of eight emotions that the dancer uses in her dance. They are: Love, humor, pathos, anger, heroism, terror, disgust & wonder.

The living part of the dancer’s body is her head, eyes, eyebrows, neck, upper & lower lip. She uses each of these elements in her dance to express her love for Lord Krishna.

KEY ELEMENTS

Shiva the God or Lord of dance.

Bharata Natyam is considered to be a fire dance . It is the mystic manifestation of the metaphysical element of fire in the human body. The leg lifted in front, called an attitude, which is called “Ananda Tandavam”, represents the symbolism of the dance of Shiva.

Shiva has four arms: one right hand holds the "damaru", symbol of creation through the primordial sound; in one of the left hands, the purifying fire, symbol of transformation; the other right hand makes the reassuring gesture; the other left hand, the protecting gesture; his left foot, lifted up, evokes liberation and salvation; his right foot crushes the demon of ignorance and evil. Indian dance is above all religious and, in the past, was performed strictly in the temples by the " devadasis", female dancers (temple dancers) who were attached to the temple hereditarily and dedicated to the service of a particular God since childhood. It is a dance for a soloist and its very difficult technique requires many years of practice. It brings every muscle in the body into use, those of the face included: the "abhinaya", expression of the emotions and feelings, by means of facial expressions is essential in every Indian dance style for the rasikas or audience.

PERFORMANCE VENUE

Bharata Natyam was originally performed in ancient times in Hindu Temples or Devadasis for the deities. Many of the ancient sculptures in Hindu temples are based on Bharata Natyam dance postures karanas. In fact, it is the celestial dancers, apsara's, who are depicted in many scriptures dancing the heavenly version of what is known on earth as Bharata Natyam. In the most essential sense, a Hindu deity is a revered royal guest in his temple/abode, to be offered the "sixteen hospitalities" - among which are music and dance, pleasing to the senses. Thus, many Hindu temples traditionally maintained complements of trained musicians and dancers, as did Indian rulers.

KABUKI

BACKGROUND

Kabuki is considered a classical dance form of Japan that can be traced back to primitive ritual. It is a form of traditional Japanese theater with its origins in the Edo period dating back to 1603. The history of Kabuki, in contrast to the older surviving Japanese art forms such as No, was the popular culture of the townspeople and not of the higher social classes. Similar to what we know as classical ballet today, Kabuki has its own historical roots and class system. Kabuki K-B can be compared to ballet in many ways .

Kabuki plays are about historical events, moral conflicts in love relationships and the like. The actors use an old fashioned language, which is difficult to understand even for some Japanese people. They speak in a monotonous voice and are accompanied by traditional Japanese instruments.

CHARACTERISTICS

Characteristics of the Kabuki movement are stamping and it is traced to primitive ritual. The dance began in 1603 and was started by a woman name O-Kuni. Originally the performers were female prostitutes but authorities for corrupting the public morals stopped them. It turned into a men’s theatre art with men performing women’s roles. The noticeable feature to this dance is the traditional make-up style. They use a thick, liquid made of white rice powder for a base. They outline their eyebrows in black and make thick straight lines. Kumadori enhances or exaggerates facial lines to produce dramatic animal or supernatural masks for the actors. Their lips are rounded and shaped like rosebuds but the demeanor of the dance does not allow the performers to smile. The only area that can be expressive are the eyes.

SOCIAL CONTEXT

In 1629, women were banned from the stage for the stated purpose of protecting public morals. Kabuki theater is known for its drama and for the elaborate make up worn by its performers. Kabuki is translated as the art of singing and dancing. Paul Jonas from the text Dancing describes classical as being one that is not only old but is endorsed by powerful sources in that society. It is performed on a stage or in a theater with a seating arrangement and uses costumes, sets and props. The Kabuki stage is a rotating stage and is further equipped with several gadgets like trapdoors through which the actors can appear and disappear. Another specialty of the kabuki stage is a footbridge (hanamaichi) that leads through the audience.

In the early years, both men and women acted in Kabuki plays. Later during the Edo period the Tokugawa shogunate forbade the acting to women, a restriction that survives to the present day. Kabuki went from the bottom to the top as opposed to ballet being for the aristocracy. In contrast to Bugaku, which is all male, in Kabuki the performers are men, or onnagata as they represent Icons of femininity. Several male kabuki actors are, therefore, specialized in playing female roles (onnagata).

KEY ELEMENTS

Three key elements to their performance are in gesture, voice and bearing of the performer. They must move and think like a woman. Although there are women who perform Kabuki on a modern Japanese stage. The elders of the stage family train kabuki artists and they are responsible for passing on the style of dancing and acting. Training is one on one and mastery of every movement, expression and line is important. Performances last from morning and end at dusk. The goal is heighten a feeling of intimacy between the audience and the performers. Topics include revenge, passion, supernatural events and misunderstandings.

Narrative element is less important than the pure dance. The use of MIE dramatizes this by having a performer freeze in a pose for 10-12 seconds throughout a play. The Shoguns, or court nobility established a social order or rigid caste system that was inspired by the military. This would prevent the collapse of social order. Family and feudal loyalty and obedience are important in Japanese culture and it is socially acceptable for a person to kill himself rather than not be loyal. The most famous piece is the Dance Maiden at Dojo Temple.

PERFORMANCE VENUE

The theater is intimate and there are major entrances (roppos-runways) ma de from the back of the theater in a billowing costume. The audience turns their heads and this is active and participatory. Tickets were very expensive. During Kabuki plays, it is common for fans in the audience to shout the name of their favorite actor just in the right moment during short pauses. Mie is an element in Kabuki theater where an actor holds a picturesque pose to establish his character. At this point is when an expert audience member may loudly yell his name (kakegoe) both express and enhance the audience’s appreciation of the actor’s achievements.

NOW

The best place for tourists to see a Kabuki play is in the Kabukiza Theater in the Ginza district in Tokyo, where it is possible to rent English headphones and see just one act of a play instead of sitting through a whole performance which not seldom lasts more than three hours.

BUGAKU

BACKGROUND

Bugaku ensures the (Shinto) continuity of the cosmos and harmony in the universe. Preservation is fundamental to the culture, courtly decorum; train every day, sacred trust, family responsibility. Precision, clarity & control, erect torso. Masks so that faces don’t contort and violate rules of etiquette.

Bugaku is a Japanese court dance for four (4) men. It was originally for the emperors and courtiers of the court. It is the oldest continuing tradition of court dance in the world. It was always performed in the court before WWII. After WWII it was opened to the public. The movement is done at a slow steady pace and there is a lot of repetition used. Movements occur in all directions North, East, South and West because repetition affects time. Preservation is a key element in this culture and there is a family responsibility for this dance. Those who studied Bugaku trained every day to maintain precision control.

CHARACTERISTICS

Based on this video interview Bugaku membership is hereditary. The dance is passed down from generation to generation and is preserved within the family. The dance style is stately and in trying to imitate Chinese court life, the Japanese rulers encouraged Bugaku, an entertainment introduced from China. Bugaku dances were about simple situations, not long or complicated stories. The performers wore beautiful robes. The dancers are paired and their movements are symmetrical with the music. The music became very ritualized and each movement was to be repeated exactly for every performance.

SOCIAL CONTEXT

Bugaku is actually a descendant of Greek dances from thousands of years ago, with influences from the Middle East, India, China and Korea. When you watch the video, you take a good look at the instruments and costumes and listen closely to the music. You should be able to appreciate Bugaku's non-Japanese roots. This dance insures the (Shinto) continuity of the cosmos and harmony in the universe. The movement is deliberately slow in tempo. Masks are worn because a contorted face would violate the rules of etiquette.

ASANTE

BACKGROUND

The Asante people of Ghana were at the height of their power in the early part of the 19th century. The Asantehene (the King) combined in his person the powers of head of state, head priest and commander in chief, but he was never an absolute monarch. He was appointed to be the King or Asantehene based on the fact that he was an excellent dancer.

The Big Adae is a ritual day where the hierarchy of chiefs, sub chiefs, elders and courtiers gather to reaffirm unity as a people and show homage to the Asantehene.

CHARACTERISTICS

Characteristics and style of the dance are to be refined, dignified and cool. The courtiers pass the dances from generation to generation but anyone can do the dances. It is important however to develop skill in order to avoid drum censorship and the consequent humiliation.

The Asante use beautiful umbrellas on Big Adae that are symbolic to the ritual dance. The umbrellas are used to shade the Asantehene and senior chiefs and signal their appearance in public. The important characteristic is that the movement style is unhurried, relaxed, flexible and cool.

SOCIAL CONTEXT

Each chief has his own umbrella. The closer a courtier is to the Asantehene the more status in society he has. The purpose of the umbrella is not only to keep the Asantehene physically cool from the heat in Africa but to signify his spiritual coolness as well. The person carrying the umbrella bounces the stick of the umbrella to make the umbrella dance to the music of the drums and horns in the chief’s entourage during the Big Adae procession. The order of arrival is symbolic of relative power of each chief. Those of least rank are first with less ornate umbrellas and those of greatest rank are last.

Every courtier has a responsibility to pass along the traditional songs and dances to the next generation. Even before they learn the dances of their people, children are told stories that make plain the central role that dancing plays in their world.

KEY ELEMENTS

The display of material wealth is a big part of the Big Adae ceremony. Typically the chief wears his most ornate robes and gold jewelry. In the video you will notice his fingers are covered in gold rings and his arms are filled with gold bangles and bracelets along with a richly gold fabric for his attire.

NOW

The dances of the Asante are still done today but their future is in peril. There has been an invasion of Western culture and the focus of the attention of young people does not lie in the traditional dance forms of their culture.

BACKGROUND & CHARACTERISTICS

Ballet was born in Europe during the Renaissance period from 1300-1600 at the courts of the Italian and French ruling nobility. Particularly in the 15th century the use of dance as an instrument of political power in Europe had roots in the court spectacles of Renaissance Italy. King Louis XIV found a way to control obstreperous or unruly nobility of France by structuring his court around the dance floor. Whenever you hear the reference of “court” know that the reference comes from the dance forms that were executed by the nobility in their palace settings that were considered their courts. These court dance forms originate from a mix of folk dancing and court processions which combines the Basse Danse steps which were low to the ground and the Haute Danse steps which used hops and jumps. There was a wealth in this society from capitalistic business enterprises & gold and silver from mines of the New World (N. & S. America) The leaders of the Renaissance society were the (Catherine de) Medicis and (Costanzo) Sforzas (similar to the Capulets and the Montagues of Shakespeare's Romeo & Juliet). Catherine de' Medici came from a royal Italian family, and married King Henry of France of French nobility at the age of 14. King Henry was a cold, hard schemer responsible for bloody massacres. Marriage was considered a way to form political alliances among stages. She had a love for dance and started the long reign of court ballet. For the first ten years of their political marriage she was busy with the arts and then had a child. King Henry was open with his display of affection towards his mistress and Queen Catherine surrounded herself with Italian artists.
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She encouraged dance teachers, musicians, scenic designers and poets to teach and entertain the French leaders. Talented artists from Italy followed her to France and created a luxurious, Italian-style court. She encouraged musicians, dance teachers, set designers and poets with financial support.

She allocated thousands of francs to mount shows and brought dancing masters to do "court ballet" and one of the most famous and well known as the first real Ballet Comique de la Reine.

At least 900 important dignitaries saw Ballet Comique de la Reine in 1581. It was considered to be the first court ballet and was choreographed by Balthasar de Beaujoyeulx, an Italian violinist, composer and choreographer and personal servant to Catherine de Medici. Balthasar de Beaujoyeux in 1555 was in charge of entertainment for the court of Catherine de Medici. Ballet Comique de la Reine, created in 1581was an elaborate production that lasted five hours and used several dance sequences, a palace, gar dens, elaborate chariot floats, water fountains and a total of sixteen courtiers. The libretto, choreography notes, musical notation was sent to every court in Europe. It was widely copied throughout European courts. The grand ballet finale contained 40 passages or geometric figures which were exact in their shape The art of choreography consisted of designing floor plans similar to line drawings. Never had anything on such a grand scale been attempted. It is considered the first real ballet.

SOCIAL CONTEXT

Ballet Dancers were primarily aristocrats, concerned with displaying their close relationships with prominent people. Professional Dance Masters guided the amateurs. Professional kept the most difficult parts for themselves and assigned roles according to ability not rank. Men who wore masks generally took women’s roles.

Less talented courtiers appeared as drunken peasants, students and tramps. Different from what we see as ballet today they used simple floor patterns and poses but wore elaborate and voluminous costumes that were very restricting to the performer’s movements. These ballets had simple footwork with variations and combinations to make them complicated in their final form mostly hid den by clothing. These ballets lasted several hours. Politeness, tact and delicacy at all times were the order of the day. Specific etiquette for situations were set in writing, taught and followed. Proper behavior was considered an art but also a requirement to be invited out and accepted into high society. People were welcomed into high society according to their accomplishments and skills. To succeed at court, one had to be as accomplished in dancing as he was in fencing, riding or fine speech.

These pre-classic court dances - pre classic meaning they were the steps that led up to the classic ballet that we study today. Court because they were the forms executed by the nobility in their palace setting- their courts. There were two types of ballets: Dramatic ballets versus Ballet a Entrees or divertissements. The dramatic ballets involved action that centered on an actual plot or story line. The Dance divertissements, which were also called, figured dancing or ballet masquerades actually focused on the dancing abilities and specialties of the artist where novelty and entertainment were the primary objectives.
They followed a form that offered an entrance for the musicians, a set of dances by masked performers, the grand ballet and social dancing by all of the guests. It used geometrical patterns, gimmicks and acrobatics.

KEY LEADERS

King Louis XIV, better known as the (Roi Soleil) or Sun King, became the king of France at the age of four, and reigned from 1643-1715 and performed in ballets himself. With his reign came the beginnings of a professional ballet tradition. He granted the permission of several dancing masters to create an academy of dance that later became the Paris Opera. One dancing master that you read about in your book was Guglielmo Ebero who taught social dances for court festivities. He said that there were 6 qualities necessary for a good dancer: rhythm (keep time with music), memory (remember the sequence of steps), space (regulate the space & proportions of movement), lightness (airy quality-ballon), coordination (linking steps of the feet), and inclination (body movement & expression). Academies were founded to fix objective standards for the perfection of technique and artistry. King Louis XIV’s new order was that the spirit of the age was that everything in the universe works according to logical principles that can be understood with the use of systematic, intellectual reasoning. This resulted in etiquette for every situation being strictly prescribed. Language and art was codified.
In February of 1653 during Carnival season, at the age of 14 he presented himself in Ballet de la Nuit as the Sun King and this ballet stated that the royal ruler was the sun around whom the kingdom revolved, and on whom it depended for its life. In this ballet he also danced in six (6) other parts in court ballets as a gypsy fortune-teller, a village maid and a monkey but is most famous for the sun which he took on as his personal symbol. King Louis became the human embodiment of the brilliance and splendor of France. The ballet included personified characters such as mythological figures like the Goddess Venus, witches, werewolves, gypsies, thieves, lamplighters, beggars and cripples. Masked courtiers circled like planets revolving around the sun, and that is just how he lived his life, as if it revolved around him. He wanted to be treated as if he were a god and is responsible for increasing his royal household from hundreds (600) to thousands! (Ten thousand) King Louis maintained his elegance and performance style though a daily routine of dance lessons, weaponry and fencing. Performers in court entertainment were careful never to turn their backs on royal presence. Therefore, turnout ensured maximal opening of the body toward the front, giving ballet a strong frontal orientation of ballet staging, directing the performance toward the sovereign in attendance. The dance techniques did not use a lot of body movement but mainly focused on simple footwork. The footwork was fairly basic but they did vary it and combine steps (which we as dancers call a series of steps a combination-you will see many combinations of movement when you go to observe a technique class for your observation paper) which can become complicated when it is completed. Footwork was emphasized because they wore extremely tight corsets and voluminous costumes. When executing the steps of the pavane, the minuet the gavotte or the galliard the emphasis at this time was not placed on what we work on today with the ideas of straightening the knees and legs and pointed toes. This was obviously not a focus because the costumes were so heavy and decorated all of the movement would not be seen. Therefore, there is more of an emphasis on style of the steps and of course the demeanor of the dancer. Similar to a silent movie, the dancer was able to convince the audience through the movement source that he was deserving of being admired.

The dancers in the earliest ballets were not the highly skilled professionals that we see today. They were noble amateurs, led by the king or queen. The steps were very earthbound, and were derived from the social dances of the time. There was an extreme emphasis on decorum, grace and elegance rather than feats of strength or agility. Even though the performers were aristocrats, their concern was to show their relationships with prominent people. Keeping in mind, the courtiers or lower ranked performed as peasants, tramps or drunkards while the higher ranked in status portrayed the more complicated and complex figures of the ballets.

King Louis danced in public until he was 41 years old.
King Louis established the Royal Academy of Dance in 1661 and this is where we start to see the differentiation between the amateur and the professional.

Jean Baptiste Lully (1632-1687) was an Italian composer, dancer, producer & the director of the Royal Academy of Music and because he had dance experience he was able to have a special awareness for dance when composing his score. King Louis also worked closely with Pierre Beauchamps (1636-1705) a teacher, choreographer & top performer & director of the Royal Academy of Dance is noted for developing the five positions of the feet, head & arms and the rules for executing them with the emphasis on turn out of the legs (rotating the legs out at the hip joint).
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Although another man named Raoul Feuillet wrote an actual book that devised a system of notation called Choregraphie which at that time meant dance notation rather than choreography or the art of making dances,

This method of turn out Beauchamps stressed a geometrical design in ballet where the dancer established rows and lines that always faced the front toward the audience to be most harmonious. Turn out helped this positioning by creating ease of the body when moving side to side or downstage or upstage. Technique or technical skill rather than expression of ideas and emotion was encouraged by Beauchamps and we will talk more about this when we get to two famous Marie’s in Dance History and I will discuss the ongoing debate of which is better, expression or technical proficiency.

It was in the late 1600’s that we begin to see two things. One, in 1681 professional female dancers (and keep in mind, at this time most female roles were being played by young boys, men or courtiers) ma de their debut at the Paris Opera in Le Triomphe de l’Amour and these four dancers were led by Ma demoiselle de La Fontaine who later became the Opera’s first principal ballerina. Secondly, in both England and Italy platform structures in both the outdoor and indoor ballrooms. The stage was raised and the audience sat opposite the performers watching a series of images or pictures from the dance by what we call a proscenium arch. This gave a three dimensional illusion of depth and allowed the eye to perceive something as if it were very far away.

At this time there were schools of thought in dance. Choreographers and ballet masters who either stressed technical excellence or there were those who valued communication or expressing thoughts or feelings.  
One Spanish/Italian ballerina known for her technical proficiency, speed and musicality was Marie Camargo (1710-1770) from Brussels, who studied with Francoise Prevost an outstanding female dancer of the earl who was noted for her speed, drive and execution of jumps or sauté with ease. She was the first to execute the entrechat quatre, which was amazing for the 1700's.
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Camargo was clearly a technician who excelled in beaten steps such as entrechats and cabrioles. She also was known for shortening her voluminous skirt and exposed the ankles to do difficult and flashy jumps, & beats, which at that time was a bold move. She danced in the corps de ballet until one day when she stepped into the place of a missing male dancer and improvised a solo! After that she became a principal ballerina.

In the 18th century the emphasis changed from technique to the meaning or message that the movements depicted. The point was to have the audience feel something and receive a message from the performance. Marie Salle' from Paris, devoted her career to exploring the dramatic potential of dance.

As a child she watched the pantomimes at the fairground theaters in Paris and London. She was more interested in dance as a form to express feelings and portraying situations and characters as opposed to Camargo and exhibiting technical skill. She is most noted for her performance inPygmalion in 1734 in London at the Covent Gar den theater, her dramatic ability and for being the first female choreographer. In Pygmalion she appeared without a wig, and was draped in a Greek like simple muslin tunic with her hair falling to her shoulders. She also had a preference for women over men.

Camargo shortened her skirt to bring technical virtuosity to a high point and Salle' did the same for expressive emotions and feelings.

Jean Georges Noverre was a passionate and temperamental taskmaster. In 1760 he published a book called Letters on Dancing and Ballet that stated four things:

Ballet movement should not only be technically brilliant, but should move the audience emotionally through its dramatic expressiveness.
The plots of ballets should be unified in design, with logical and understandable stories that contribute to the central theme, and with all solos or other dance sequences that do not relate to the plot eliminated.
The scenery, the music, and the plot should all be unified: a reform of costumes was necessary, making them appropriate to the theme of the dance; and music should be especially written so as to be suitable for the dance as well.
Pantomime, which had become increasingly conventionalized and meaningless, needed to be ma de simpler and more understandable.
He also stated “Take off those enormous wigs and those gigantic headdresses which destroy the true proportions of the head with the body; discard the use of those stiff and cumbersome hoops which detract from the beauties of execution, which disfigure the elegance of your attitudes and mar the beauties of contour which the bus should exhibit in its different positions!”

These suggestions of making reforms to add greater authenticity and expressiveness to ballet made him so unpopular that his tenure as ballet master at the Paris Opera was cut short.

The ballet La Fille Mal Gardee by Jean Dauberval, which premiered in Bordeaux in 1789, is considered the oldest ballet and was one of the first ballets about 'real' people, rather than gods or kings and queens. Its hero and heroine is an ordinary young couple, and its plot is a very simple variation on 'boy meets girl/problems arise and are overcome/boy gets girl'. This ballet is still in the repertoire of companies that perform today. The story told of a farmer’s daughter whose love for a poor but honest peasant is almost thwarted by a greedy mother who wants her to marry a wealthier suitor. The movement style had lively country-dances with arms akimbo and stamping feet, which intentionally violated the conventions of the academy. This had a lighthearted freshness and it is remembered for its chickens, blend of steps and gestures from folk dancing into the movement vocabulary of classical ballet, and to build entire scenes around the danced rituals and ceremonies of country life. You will also notice that the Pointe shoe is being introduced and continues to be used today in Ballet. The next two video segments will demonstrate how real people get punished for bad behavior which goes into a pas de deux or duet / dance for two.

PERFORMANCE VENUE

The performances were held in a space where the audience surrounded the performers. The performances were lengthy and carried on at a leisurely pace. It was common for these early court ballets to begin late at night and continue for up to five hours. They had a processional character with large pieces of movable scenery or floats that carried dancers, singers and musicians. These court ballets existed primarily for the ruling class as were many of the performers and the audience members.

The components of court ballet are dance, poetry, music and design - had the goal of glorifying the State, or the reigning monarch. They used symmetrical geometric forms as a choreographic device in court ballets. Most ballet themes derived from literary sources and the recits- verses were spoken or sung. Symbolism and allegory were important elements of the ballet as they were in the art and literature of the period.

The “grand ballet” is how the evening typically ended which celebrated the harmony within the context of the ballet. After this was established there was a ball in which everyone joined in which symbolized the bringing together the spectators and performers into accord with the ideas expressed by the performance.

PART 1 - ROMANTIC BALLET

BACKGROUND

The French Revolution caused a revolution in ballet as well. There was a shift in the audience that became a new general public audience, and rather than glorifying the royalty, plots glorified the ordinary citizen and qualities of innocence, playfulness, loyalty and courage.

The comedy ballet La Fille Mal Gardee (The Badly Guarded Daughter) of 1789 became very popular. During the 1820’s ballerinas were being cast as supernatural beings and we begin to see them rise onto the tips of their toes. The purpose of this work (sur les pointes) was to give the illusion of skimming weightlessly as wilis, ghosts or sylphs. In the 1860’s the shoes helped to facilitate this skill that allowed for movements en pointe. Also, the costume changed and the heavy fabrics of the previous century’s court dresses were replaced by lightweight fabrics known as the Romantic ballet skirt.

The "Romantic Movement" dominated the arts of Europe during the first half of the 19th century. The "Romantic Movement" dominated the arts of Europe during the first half of the 19th century. Before that flashy virtuoso male dancing ruled the late eighteenth century ballet, with the increasing number of turns and athleticism of the male dancer ushering in the early nineteenth century. The ballets were usually transcriptions of existing stories (usually Greek or Roman myths) Staging was elaborate and full of conventions, and the dressed wigs, full-skirted coats, heavy dresses, and high-heeled shoes did not make for easy dancing. This would all change on July 23, 1827 when Marie Taglioni danced for the first time at the Paris Opéra. The 19th century produced ballets that were characterized by mythical characters and places and created atmospheres of great wonder and excitement. The scenery depicted a setting that was moonlit and offered a sense of romanticism and escape. Ballets like GISELLE (which is a piece about a woman who dies of a broken heart and comes back as a wili (a mythical spirit figure) not to seek revenge on her lover, but to protect him from the evil wilis. Romanticism was fantasy that stemmed from a sense of dissatisfaction with the here and now; a longing for distance in either time or space; a wish to escape from present reality. It was a reaction against the excesses of war and politics; and a desire to get away from the grim truth. The romantic ballerina was an unattainable figure of pure love. The role of the ballerina took dominance and ballet was clearly a matriarchy. This was time when dancing on toes or en pointe became famous for the female dancer. No wires or partners were used, simply their own muscle power. This was before the heavily blocked and steel shank toe shoe came about. Tights were introduced in 1810. The first to dance 'en pointe' was Madame Amalia Brugnoli in 1822.

Giselle is the only ballet of the Romantic period that premiered in 1836 or 1841 that has survived in continuous performance to this day. Jules Perrot and Jean Corralli created Giselle for Carlotta Grisi. Jules Perrot not only became Grisi’s partner but he fell in love with her. Although they never married they did have a child named Marie-Julie in 1837. The story embodies a peasant girl who is in love with the nobleman Albrecht, who is actually disguised as a peasant. When his true identity is revealed and leads us into the infamous mad scene. Giselle offered audiences an escape to a world of mystery, beauty, danger, and death, a vision that stirred the blood of poetic, as well as prosaic, imaginations. What secures its place, as the apex of romantic ballet is that in place of the usual happy ending, in which virtue is rewarded, a tragic death followed by a ghostly resurrection is substituted.

At that time ballerinas danced in heelless slippers with a bit of protective wadding stuffed inside and some extra stitching on the outside to improve traction called darning the shoes.

During this period the ballerina became the central figure of most plots and audiences of course had their favorites. The ballerina became the star of the ballet stage. Marie Taglioni and Fannie Elssler had two contrasting dance styles. Taglioni demonstrated qualities of lightness and delicacy. It was she who first wore the long lightweight skirt that would become known as a Romantic tutu, and she established the hairstyle of the center part with the rest kept tight and close to the head.

La Sylphide was a ballet that was created for her in 1832 by her father Filippo Taglioni and La Sylphi de brought her as the visual symbol of the mysterious, elusive, feminine i deal. The bell shaped skirt was adapted from the ball dresses of this period and was ma de of many layers of muslin which later became known by the French slang name, ‘tutu’.

The popularity of this costume gave the name of ‘ballet blanc’ or ‘white ballet’ to the new genre. Taglioni combined this technical strength with a poetic understanding and expressive language. Fanny Elssler the other ballerina who was known for her elevation and passionate dancing in Spanish character dances such as the famous Cacucha and theTarantella. She was proficient at small, quick steps.

Men remained in charge, choreographing, casting, choosing music and instructing dancers. The male figure was demoted from this masculine dashing figure spinning with strong muscular legs to a servant to the ballerina. His main job was to lift her and extend the image of her weightlessness by carrying her through space as if she were suspended. Earlier in the 1820's the Russians for high jumps noted for multiple pirouettes and men later. August Bournonville was the director of the Royal Danish Ballet in Denmark where he served for 47 years and he is noted for creating the male dancer as more of an equal than just a support designed to lift the ballerina. His protégé was Lucile Grahn who one day stepped in when Fanny Elssler was ill in La Sylphide. She reminded critics of the modest and reserved qualities of Taglioni.

PART 2 - CLASSICAL BALLET

BACKGROUND

Classical ballet developed in the early 1900's in Russia with Marius Petipa.

Dance took place on a proscenium stage, with spectacular scenery, elaborate costumes and the story lines were usually a fairy tale or fable.
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Sleeping Beauty is a story of a young princess named Aurora who is put under a spell by the evil fairy Carabosse. She falls asleep never to wake again. A prince kisses her to revive her and they live happily ever after.

CHARACTERISTICS

The music of classical ballet is important because the steps are created to move along with the music. Choreographers follow the rhythm (waltz in 3/4time) and pay close attention to the counts, phrasing, accents & crescendos. Typically classical ballets use large orchestral pieces. Two prominent composers are Igor Stravinsky and Peter Tchaikovsky. (Firebird, Rite of Spring & Les Noces. & Nutcracker, Swan Lake Sleeping Beauty)

The Sleeping Beauty was Tchaikovsky’s first famous ballet. The story of The Sleeping Beauty is a perfect match for ballet - royal celebrations in a magnificent castle, the battle of good and evil and the triumphant victory of everlasting love. What more could you ask for? The choreography was created by world renowned Marius Pepita who also choreographed The Nutcracker and Swan Lake. This classic ballet will be performed as long as the world turns. It is important to notice that there is a particular order for the Grand Pas de deux. It first starts with pas de deux that you just watched and then you will see the Male Variation, the Female Variation and the Coda. This is a traditional format for Classical ballet that is still being used today.

Tchaikovsky composed the Nutcracker in 1891 , and this timeless classic is the most performed ballet of the modern era. The main character in this ballet is CLARA who receives the magical Nutcracker. It wasn’t until 1944 when the San Francisco Ballet performed the first production of The Nutcracker in America. Since then it has become a tradition to perform during the holiday season. This great ballet not only has some of the most recognizable music, but its story brings joy to children and adults alike.

Dancers were divided into 3 categories- Principals (those with leading roles in ballets), the soloists, (who have solo and character roles) and the remaining members of the company the corps de ballet.

The principals are the main focus and move the story from beginning to end. The climax is the grand pas de deux of step for two beginning with a slow duet (adagio), a variation (solo) for each dancer, and finally coming together for final coda (final movements) to complete the grand pas de deux. Once again, the female is the focus of the duet parts and the male dancer is to support her in the difficult turns and lifts. The corps serves as elaborate scenery, costumed to look exactly alike, executing the same movements at the same time & sometimes posing for minutes at a time.

CORPS DE BALLET of Swan Lake.

Swan Lake is one of the most technically and emotionally challenging classical ballets. Its music far exceeded its time, noting that many of its early performers claimed it was too difficult and complex to dance to. Much is unknown of its original production, but its revised production by the famous choreographers Petipa and Ivanov is the base of the many versions we see today. Swan Lake will always be held as the standard of classical ballets and will be performed throughout the centuries to come. It has several famous sections that I would like for you to watch. Enjoy!

MOONLIT, SOLOISTS and the 4SWANS

KEY LEADERS

Carlo Blasis was one of the most famous ballet teachers of the 19th century and wrote a manual on ballet technique that is still valid today. He opened the Royal Academy of Dance in Milan.

Contemporary ballet evolved in Russia in the early to mid 1900's. Michael Fokine believed strongly in technique but he fused dance, music, drama, scenery and costumes and broke many of ballets rules to fit his aesthetic. He brought about what we call modern or contemporary ballet. He used the i dea of facing one another on stage as opposed to facing downstage or towards the audience and walking backwards or si de-stepping. (His ballets inclu deThe Dying Swan, Les Sylphi des, Spectre de la Rose, Sheheraza de, Firebird and Petrouchka)

Coppélia was composed by Delibes and was choreographed by Arthur Saint-Leon. It is a light hearted tale portraying man’s conflict between i dealism and realism, art and life. The comic ballet features bright music and lively dancing. Its world premier with the Paris Opera was successful in 1871 and remains successful today.

When we talk about the influences of the Russians in ballet the first names that should come to mind are the Ballet Russes and Sergei Diaghilev. It was in the early 1900’s that we see ballet stars and choreographers of modern ballet. Diaghilev brought world attention to the innovative works of Michel Fokine. Diaghilev was a young member of the Russian nobility with a strong interest in the arts. He had a background in music, painting and poetry and sometimes these aspects shined brighter than the actual dance movements. He presented a season of Russian ballet in Paris in 1909 that featured Russian composers, visual artists, leading dancers and choreographers (particularly Fokine) who were all well received. In 1911 he moved the Ballet Russes to the West and signed a contract in Monaco where the company was based. It was with the Ballet Russes that the male dancer came back to the forefront and the Romantic Ballet ballerina had to take a back seat.

Fokine set many ballets for Diaghilev and was the first choreographer of the Ballet Russes. Some of the more famous works were Firebird, Scheheraza de, Carnaval, Petrouchka, The Dying Swan (originally done for Anna Pavlova), Les Sylphides, and Spectre de la Rose most of which are still being performed. Fokine was a student of the Imperial School and a former dancer with the Maryinsky Ballet in St. Petersburg and he developed some principles to reform ballet similar to the ideas of Noverre 150 years or two centuries earlier! He supported the ballet technique with turned out legs and erect spine because he felt that it would equip a dancer with the necessary strength and versatility. But, the choreographer should be able to dispense of it if the theme of the ballet requires it. He considered tutus and pointe work inappropriate to many themes and began to use period and national dance forms. At that time the Imperial Theatres were not allowed to dance barefoot so he costumed his dancers in tights painted with toes. Fokine felt that ballet’s purpose was to reveal emotions rather than show of physical prowess, and that the movements should reflect the period and location of the action. He believed that the work of the corps and all the elements of the ballet should create a complete theatrical event. He felt that mime which he considered to be artificial and highly stylized, was no longer necessary and that the movement itself revealed the drama of the ballet. All of these ideas brought a fresh look to ballet choreography. One other element that was introduced by Fokine was the idea of changing the facing and use of stage space. He did not feel that he needed all of his dancers to face the audience. He had his dancers face one another to address their movements because he thought it was ugly to walk backwards and sideways. One of his famous ballets was Petrouchka. Also composed by Igor Stravinsky for Diaghilev of the Ballet Russe, the story takes place at the Russian Shroveti de Fair. There are three main puppets which include Petrouchka, the Moor and the ballerina which all appear in a puppet show presented by the Magician. Take a quick look at the DOLLS. The Magician gives each of the puppets human emotions and a love triangle unfolds. Petrouchka is downtrodden and angry with the Magician because the Ballerina is enamored with the Moor. Tensions arise and the Moor strikes at Petrouchka and the Petrouchka doll falls to the ground and dies from his own loneliness. The Magician scurries away to the haunting cries of Petrouchka’s spirit, rising from the limp puppet body.

Igor Stravinsky was the huge twentieth century composer that Diaghilev discovered whose first ballet was the Firebird. Despite the success of Fokine’s work Diaghilev began to look elsewhere for a new choreographer. He found Vaslav Nijinsky who was a star male dancer with the Ballet Russes. He is most famous for L’Apres-midi d’un faune or Afternoon of a Faun. It used movements similar to those of ancient Egypt than Greece and used a twisted position of the body that showed the lateral side of the torso, head legs and feet in profile. This ballet uses a half animal half human who is awakened by a group of seven passing nymphs. They run from him except for one who is a little bit more bold than her other sisters. At one point, the faun links arms with her and she too runs away but she drops her veil, which the faun retrieves. He spreads it on the ground and sensuously lowers himself upon it to demonstrate an ORGASM. This obviously had never been done before and it received a great deal of notoriety because of the alleged obscenity of his closing movements on the veil. This ballet survives but the end has been slightly modified.

He is also famous for the Rite of Spring (Le Sacre du Printemps) whose movement style and music composition caused a huge uproar in the theater. The piece depicted a primitive world ruled by superstition and fear. The piece takes place in prehistoric times among a hypothetical Russian tribe which celebrates the coming of spring by compelling a chosen maiden to sacrifice herself by dancing until she dies of exhaustion. Once again, Nijinsky abandoned the lightness and effortless qualities of classical ballet and used a sense of heaviness. He removed symmetry and infused repetitive patterns of walking, stamping, and very heavy jumps. The score is extremely difficult to count and very dissonant in nature.

Listen to these three sound clips and notice the contrast in the music style. #3 is from Rite of Spring.

Sound Clip #1

Sound Clip #2

Sound Clip #3

The audience reacted violently to the premier of The Rite of Spring by rioting, shouting, hissing, and catcalling that drowned out the orchestra. This eventually turned into fighting between the members of the audience, meanwhile Diaghilev was pleased by the publicity he received because of the scandal. The shock this time was not so much because of the subject matter, although it too was new to the audience, but there was the audience was more shocked by the style of the composition. The movements moved away from turn out of the legs and the dancers were completely turned in from their knees to their toes. Their heads were tilted sideways, the bodies were rigid or bent sideways which was awkward, and they seemed strange and spastic. The dancers were grouped together in clumps rather than in the geometrical patterns of classical ballet.

After the fame of Vaslav Nijinsky, another wonderful male dancer rose to the occasion.

Rudolf Nureyev can be seen dancing in numerous videos with some of the best ballerinas in the world. Nijinsky, Nureyev and the famous Mikhail Baryshnikov are all noted for their high leaps, multiple turns and magnificent BEATS & TOURS.

Bronislava NIJINSKA and Leoni de Massine were two other choreographers that worked for the Ballet Russes that ma de masterpieces such as Les Noces (WEDDING SCENE) andLes Biches and La Boutique Fantasque.

One famous choreographer that we attribute a lot of contemporary ballet to today was George Balanchine. Balanchine was one of Diaghilev’s last famous choreographers. In 1924, as a young choreographer, George Balanchine left the Soviet Union and was invited to audition for the Ballet Russes in Paris. He was hired as a ballet master, replacing Nijinsky’s sister (Bronislava Nijinska) and he created 10 new works for Diaghilev. Two of his famous works among many are The Prodigal Son and Apollo which were later produced in America. Balanchine worked closely with Igor Stravinsky for over 40 years and he attributes his neoclassic style to Stravinsky’s score pointing him in that direction. Because of Stravinsky’s music Balanchine was stimulated and inspired to combine the relationship between music and dance. Balanchine felt that he could now not only use the traditions of Petipa which used the sharp, brilliant steps in an academic sense, but also fuse the use of parallel legs rather than turned out limbs, flexed wrists and feet, and restrained or sculptured lines.

Part 3 - Neo-Classical Ballet / Dancers of Color

There are some important people that I would like to discuss with you that helped to pave the way for dancers of color, particularly African-American dancers in Classical and Neo-classical ballet. Here are a few names that you should take note of: George Balanchine, Lincoln Kirstein, Arthur Mitchell, Janet Collins, and Raven Wilkinson.

The first two that I mentioned, Balanchine and Kirstein were the founders of the New York City Ballet. George Balanchine was originally born in St. Petersburg, Russia and was invited by the young American patron and support of the formation of a new American dance academy of ballet was Lincoln Kirstein. Mr. Balanchine was one of the last great choreographers under Sergei Diaghilev in the Ballet Russes. He suffered a knee injury In 1934 at the age of 29. Lincoln Kirstein sent for him and he came to America and they opened a school called the School of American Ballet in New York City. This school still exists today and I actually went to that school myself when I was fifteen years old at Julliard. During his term at NYCB which was from 1948-1983. Balanchine revolutionized the look of classical ballet. George Balanchine is known for the ballets called Apollo, Serena de, Prodigal Son and AGON for particularly the Neo-classical style. Other ballets that Balanchine choreographed used tutus and gowns like UNION JACK and VIENNA WALTZES.
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Using classicism as his base he ma de movement faster, implemented the used of flexed feet, turned in legs, walking on the heels, flexing the wrists, used more intricate footwork and was known for having what I call “Gumby” dancers with extreme flexibility. Take a look at the Apollo Female Solo to see just how flexible they really are! Balanchine de-emphasized the idea of a plot in his ballets, preferring to let the dance be the star of the show. He often times removed the tutu and stripped the dancers down to tights a leotard, a short skirt and pointe shoes. Another famous solo from Apollo is the Male Solo. Similar to the traits of Vaslav Nijinsky and Rudolph Nureyev(http://www.danzadance.com/special/nureyev/nureyev04B.jpg) his male dancers had high jumps, multiple pirouettes and extreme extensions similar to the women.

SOCIAL CONTEXT

Now let’s fast-forward a bit to the mid-1950’s in the US? What was happening in this country in the early 1950’s politically and socially? These are a few events that occurred during the CIVIL RIGHTS MOVEMENT to set the tone and mindset for that time period.
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May 17, 1954- The Supreme Court rules on the landmark case Brown v. Board of Education of Topeka, Kans., unanimously agreeing that segregation in public schools is unconstitutional.

August 1955- Fourteen-year-old Chicagoan Emmett Till is visiting family in Mississippi when he is kidnapped, brutally beaten, shot, and dumped in the Tallahatchie River for allegedly whistling at a white woman.

December 1, 1955- (Montgomery, Ala.) NAACP member Rosa Parks refuses to give up her seat at the front of the "colored section" of a bus to a white passenger, defying a southern custom of the time.

People of lighter skin were given special treatment by slave masters and were allowed to stay inside (although they were often forced to sleep with the slave masters and create Mulatto children in order to keep the slaves from uprising against the slave owners) while the darker slaves were expected to work in the sun. There has always been an issue of preferential treatment, separation and hatred within the African-American race even through the worst times of slavery, segregation and believe it or not… in Ballet! So in that time segregation was not only still seen in schools but also in Ballet schools. Aspiring young dancers of color had no choice but to study either in segregated settings or as private students of prominent white teachers willing to take them. By 1937 a black ballet company, the American Negro Ballet, debuted at the Lafayette Theatre in Harlem. Although its premier was a critical and popular success, the American Negro Ballet survived for barely a year before its demise in 1938.

KEY LEADERS

George Balanchine and Lincoln Kirstein were different. One of Balanchine’s favorite dancers that he spotted in the School of American Ballet where the student had received a scholarship and was later invited into his company became the first African-American dancer to dance in the New York City Ballet.

Arthur Mitchell is still living and is known around the world as an accomplished artistic director, educator, choreographer and dancer. He has been a pivotal figure in the dance world for more than five decades. Mr. Mitchell grew up in a Harlem neighborhood in New York and began his dance training at New York City's High School for the Performing Arts, where he was the first male student to win the coveted annual dance award. Upon graduation, he was offered two scholarships, one to Bennington College, and one to the School of American Ballet. He accepted the latter, and history was ma de in 1955 when Arthur Mitchell became the first African-American male dancer to become a permanent member of a major ballet company.

In 1955 a miracle happened. Arthur Mitchell, an African-American ballet dancer selected by George Balanchine joined the New York City Ballet. This historic occurrence in a pre-civil rights America, set the stage for many firsts by Mitchell, which changed the face and future of dance forever. He joined the New York City Ballet, debuting in the fourth movement of George Balanchine's Western Symphony.

He quickly rose to the position of principal dancer with New York City Ballet. During his 15 years with the company & Mitchell's talent was evident in the neoclassical style of Agon, as well as in the lighthearted role of Puck in A Midsummer Night's Dream, roles choreographed especially for him by the late George Balanchine.

So that right there was a big deal. Arthur Mitchell had a wonderful relationship with both Kirstein and Balanchine and had their eternal support whether they were on the road in segregated hotels, restaurants or whatever the case. Balanchine stated “ If Mitchell can’t go we’re not going.”

In 1968, upon learning of the death of Dr. Martin Luther King, Jr., Mitchell was determined to do something to provide children in Harlem with the kinds of opportunities that had been given to him. Because you have to remember that dancing is not a cheap hobby. It’s like golf, have you ever paid for a private club membership or found out how much it costs for clubs, balls and a round of golf? Ballet shoes, tights, leotards, sweats, and pointe shoes can cost a fortune which African American, Chicano, Latino, Puerto Rican, Dominican Republican teenagers simply couldn’t afford. So, that summer, he began giving ballet classes to local children in a Harlem church basement. In 1969, with financial assistance from the Ford Foundation, he and Karel Shook, his teacher and mentor, founded and formally incorporated the Dance Theatre of Harlem as a school and professional ballet company. Now thirty-seven years old, Dance Theatre of Harlem has grown into a multicultural institution of world renown, comprised of students and dancers from the United States and abroad.

Holberg Suite Classical ballet choreographed by Arthur Mitchell on Pointe but notice that the ballerinas are no longer wearing pink tights and shoes!

In the Ballet The Beloved choreographer Lester Horton, depicts a dramatic work that is about a woman who is trying to convince her husband that she was NOT unfaithful but is not successful and he kills her by CHOKING her to death! Lastly, Dougla is based on a Haitian wedding ceremony with drums, bells and African movement. The beautiful thing about this company is that you not only are able to see classical ballet at the theater but Dance Theatre of Harlem brings a diverse repertoire to the stage and a variety of works that offer something for everyone.

Do you have family members that look absolutely nothing like you? Do you have family that are slightly or a lot darker than you? How have they been treated? Any differently than others?

Two important Ballerinas that opened the doors for audiences to see and dancers of color to perform are Janet Collins and Raven Wilkinson. Due to the color of their skin, they both experienced different struggles within racism but persevered and became recognized ballerinas in our history. In many textbooks these dancers are rarely mentioned or there is a very short paragraph about them so I feel it is very important for you to know who they were and what they did so that today we can all take dance classes and dance history classes in the same room regardless of our ethnicities and skin tones.

JANET COLLINS was an African-American ballet dancer and painter, born in 1917 in New Orleans, Louisiana. She moved with her family to Los Angeles as a young girl, attending Los Angeles City College and the Los Angeles Art Center School. As an accomplished painter, she was able to finance her relocation to New York to pursue a career in dance. In 1941, she performed with the new, but world-renowned Black dance troupe formed and directed by Katherine Dunham who was the mother of African-American modern dance, an anthropologist and focused on Afro-Caribbean movement who died in May of this year at the age of 97.

At the age of fifteen, Collins successfully auditioned for the Ballet Russe de Monte Carlo at the Philharmonic, but here’s the kicker, they thought she was a beautiful dancer and when you see a photograph of her she was a beautiful woman as well, but what they asked of her was to paint her face white in order to perform on the stage! She declined the offer. She turned down the offer to dance with the Ballet Russes.

In 1949, Collins ma de her New York debut in a solo concert and had rave reviews as an artist but was still written in the New York Times as a “dusky ballerina.” As a prima ballerina in 1951, she became the first African American artist to perform on the stage of the Metropolitan Opera House in New York. Starring in the 1951 production of Cole Porter’s Out of This World, Collins won the Donaldson Award, signifying the best dancer on Broadway.

She remained with the Met until 1954, dancing in Carmen, Aida, La Gioconda, and Samson and Delilah, after which she toured the United States and Canada in solo dance concerts. She taught dance in New York and California, she resided in Seattle when she retired.

Janet Collins died at the age of 86 in June 2003 in Forth Worth, Texas and is the cousin of another prominent African-American female named Carmen De Lavalla de.

Raven Wilkinson The Ballet Russe de Monte Carlo in 1954 also broke racial and ethnic barriers at a time when discrimination was commonplace. They hired Raven Wilkinson, who was passer blanc, and the first black woman to become a permanent member of a major ballet company, and five American Indian ballerinas, including Maria Tallchief, who later married George Balanchine. (He definitely took a liking to many ballerinas and had several love affairs and marriages with ballerinas)

The time their tour bus pulled into Montgomery, Alabama, during a Ku Klux Klan rally, the dancers of Serge Diaghilev’s Ballet Russe de Monte Carlo had good reason to fear that this wouldn't be an ordinary one-night stand.
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It was the mid-'50s, and Jim Crow segregation was in effect throughout the South. After a Klansman boarded the bus and began throwing around the dancers' bags, the company decided that Raven Wilkinson shouldn't perform that night. Wilkinson had been warned by her parents about racism long before, but nothing quite prepared her for that evening's dinner in the hotel, where the dancers shared the dining room with a group of white men and their families. Wilkinson came to the startling realization that the men were Klansmen and the formless white sheets piled onto nearby chairs were their gowns and hoods. "The company told me, 'Stay here, lock the door and don't come out' while they went to perform," she said. "I did, and from my window, I saw a cross burning outside."

Still in Montgomery, Alabama the KKK heard there was a person of color performing in the theater. During rehearsal they marched down the aisle in their white robes and onto the stage. They asked each group of girls if they knew which one was a negress; no one would answer, even in her group. That night Raven danced in performance fearfully I’m sure. When the season was over they didn't fire her but suggested that she had gone as far as she could in the company. Raven was tired after six years of one-night stands, the cultural climate of that time was not in her favor and she took this as a sign that it was time to leave.

Dancers already deal with the usual stresses of a touring dancer's life--the injuries, not feeling rooted and homeless going from hotel to hotel, the professional competition and financial uncertainty--much of Wilkinson's work, and life, was disrupted by racism.

In conclusion to Contemporary ballet, many choreographers have taken popular music and culture and fused it with Ballet. One company that did this with the world-renowned singer “Prince” was the Joffrey Ballet Company in a production called Billboards. PRINCE1 & PRINCE 2. This production not only inspired audience that frequented the theater, but also brought in a new audience that loved the singer and musician Prince! This was a boost in ticket sales, brought media attention to the company at a time when funding for the arts was down.

The British were also successful in ballet and your textbook talks about the work of Marie Rambert and Antony Tudor featuring has ballet LILAC GARDEN . . GREEN TABLE is a wonderful ballet that was choreographed by Kurt Joos. The main character is called DEATH and is still being performed today!

Another company that was founded in 1974 that has toured the globe is Ballet Trockadero. Take a peek at this video that features the all male ballet company wearing POINTE SHOES dancing in the famous Swan Lake. They partner one another doing LIFTS and do the famous dance of the FOUR SWANS but with men!

Part 1 – MODERN DANCE PIONEERS

BACKGROUND

Developed in the 20th century primarily in the United States and Germany, modern dance resembles modern art and music in being experimental and iconoclastic. modern dance began at the turn of the century. Very early in the 20 th century a new movement in dance started to take place. There was a desire to return to the expressive motivations for dance. So this dance form was both old and new in that it was a return to one of the oldest and most basic impulses for dancing that used movement to reveal the personal vision of the dancer. This was also a time where dancers revolted against prominent dance form of ballet which as you have learned showed emphasis on a formal design and patterned movement rather than focusing primarily on content.

There is a healthy list of modern dance pioneers and each of them had a very unique perception of the world and expressed that perception through very individual movement styles with their own personal flavors. Events and social issues that affected the world around them often influenced the movement styles.

The intention of these revolutionary dancers was to create a new free form of dance and step away from the old ballet regime. This was a time when they focused not only on how to move but how are should be ma de and by whom.

As we previously learned in dance was predominantly a group endeavor that required the contributions of dancers, musicians, carpenters, stagehands etc. and of course a substantial amount of money. So essentially there was no real way to practice the art of dance outside of the large ballet companies. Ballet was typically and still is to some degree dependent on wealth and power for support and was typically run by men even though many of the stars of ballet were female. And those ballerinas were rewarded, idolized and recognized through money and fame. Therefore, they had no reason to want to break away from the traditions and leaders and institutions that supported them. The women who ma de a change did not come from ballet, but were self-proclaimed artists. They were again focused on self expression through body movement. They followed their personal inspirations rather than depending on patrons.

 

KEY LEADERS

The first of the pioneers was Isadora Duncan.

She was born in San Francisco in 1878-1927. We are always proud of Duncan because she was American and many of the modern dance pioneers come from Germany and other countries in Europe. San Francisco was noted as a “mad” city, and after Gold Rush of ’49 there was a heritage of wealth, cultural aspirations and a sense of adventure in that city. Duncan’s mother divorced her husband with 4 children and gave piano lessons and sewed to support her family. She was an advocate for self-improvement through self-education and art. By the age of 15 Duncan was an avid reader and taught ballroom dancing. She toured California with her siblings in a variety of their own shows and then moved to NYC to do theater productions that varied from musicals to Shakespeare. She was not a fan of theatrical dance nor did she care for ballet. She considered ballet to be unnatural that used sterile movements and it required a deformed skeleton. She felt that the “purpose is to create the delusion that the law of gravitation does not exist for them.” So to further her discovery in dance she traveled to three places. The first, nature, the second was to explore the art of classical Greece and finally she dug deep inside herself.

In her researching the Greeks she found that people responded naturally to every experience with spontaneous movements of the body. She disagreed with the ballet masters that had earlier stated that the center of all movement was at the center of the back at the base of the spine. She considered the center of all movement to be from the solar plexus. Keep in mind she was 19 at the time without credentials, no money and to make such statements about the artistic establishment was simply unheard of. Because as a solo artist she really didn’t have access to an opera house or a Broadway theater, she went into the salons of society women. In these salons women would practice the Delsarte system started by Francois Delsarte, which consisted of reciting poems with gestures and physical movements that demonstrated mental and emotional states. Delsarte was French and had a fascination with Classical Greece. He developed a system of categorizing movement and a series of exercises that were meant to develop freedom and relaxation. Duncan’s mother ma de a Greek style tunic out of old lace curtains (sort of like a loose toga) (pg. 194). Keep in mind that there was at that time opposition from hygienists and feminists about wearing the constricting corsets, petticoats, dress skirt, overskirt etc. These women wore up to 16 layers of garments that were belted, buttoned and folded around her midriff. So in comparison, Duncan’s ideas were not just a symbol of Art and Beauty but a notion of Freedom! Her costume included several colored scarves that she draped around her shoulders and was often made of a light silk that was gathered at the breasts and hips so that the audience could see her powerful legs and her movements were unencumbered. Duncan was also the first dancer to appear on stage barefoot before an audience and this became her trademark and basically the defining characteristic of all modern dance. She brought her family to London and Paris to dig deeper into the roots of her art. A very important figure in dance named Loie Fuller saw her dance and invited her to join her on a tour through Germany. Although many of her movements were choreographed she liked to give the impression that she was improvising on stage. Unfortunately none of her dances were notated (remember the form of Dance notation called Labanotation from Rudolf Laban) and the photos that we have are basically staged poses. Her movement style is something that I particularly want you to take note of. They were based on natural rhythms of walking, skipping, jumping and running and she matched those movements to the dynamics of the music that she chose. She was famous for using concert pieces such as composers like Bach, Chopin, Schubert, Beethoven and Wagner. Note that she took a risk using these composers because this music was often times was not written to be danced, those works of the major classical composers were considered too “serious” to be used to accompany dance. We don’t have documentation of her fluid movement style that she is most famous for. What she did leave behind was students carried her legacy called the Isadorables and handed down approximately original dances. She had little success in the United States when she first created dances based on Greek classical art. But in Budapest (1903), Berlin (1904), and later in London and New York City (1908), she triumphed. On a personal note, she felt that marriage was a form of slavery. She had two children for two different lovers but unfortunately both of her children drowned in a freak automobile accident in 1913. When she did deci de to marry, her husband committed suicide and her work began to take on a more somber tone that expressed her grief and sorrow. She began to eat and drink excessively and in 1927 she gave her last concert in Paris. After such a traumatic life with the death of her two children, she too died tragically where in an open convertible car near her home on the French Riviera, a long scarf she was wearing caught in a rear wheel and snapped her neck, killing her instantly. A small group of dancers continue the Duncan legacy my reconstructing her work. Here is a short clip showing the Duncan Repertoire.

Loie Fuller, (1862-1928), American dancer and theatrical innovator, b. Fullersburg, Ill., as Mary Louise Fuller. She began her career as a child, performing in burlesque, vaudeville, the circus, plays, and other popular entertainments. She used dance to imitate and illustrate natural phenomena such as a flame, a flower, or even a butterfly. Experimenting with stage lighting and costume, she created illusionist effects that remained unique in the history of dance theater.

Fuller began experimenting with the effect the gas lighting had on her silk skirt and received special notice in the press. She created magnificent illusions by manipulating cloth, usually an oversized skirt, with hid den wands.

By projecting colored and patterned light onto the morphing cloth, which swelled and spiraled into different shapes. Her next road tour, in a show called "Uncle Celestine," featured this new version of the skirt dance. Fuller explored the use of voluminous silken skirts, which, illuminated by the multicolored lighting and this emphasized the body that was being transformed by the moving silk. Although Fuller became famous in America through works such as 'Serpentine Dance' (1891) she felt that the other free dance practitioners did not take her seriously. By 1892, Fuller had moved to Paris and was performing with the Folies Bergeres. She was an immediate sensation with audiences and critics. Fuller remained in Europe for the rest of her career, continuing to develop her theories of movement using material and lighting effects. In France French scientists honored her for her theories of artistic lighting. She returned to the United States to perform, but was never fully appreciated by her own countrymen. She introduced Isadora Duncan to Parisian audiences and developing the acceptance of modern dance as a serious art form. Her famous "Fire Dance" will be presented on September 29, 2006 at the Baltimore Museum of Art. Loie Fuller died in 1928.

Loie Fuller Innovations:

1. Fuller was an inventor and stagecraft innovator who held many patents for stage lighting, including the first chemical mixes for gels and slides and the first use of luminescent salts to create lighting effects. She was also an early innovator in lighting design, and was the first to mix colors and explore new angles. Fuller was well respected in the French scientific community, where she was a close personal friend of Marie Curie and a member of the French Astronomical Society.

2. Fuller had a school and a company beginning in 1908, where she taught natural movement and improvisational techniques. She did not, however, teach them her lighting and costuming "tricks."

3. Fuller was the first expatriot American dancer, and introduced Isadora Duncan to Parisian audiences.

Self-taught as a dancer, Fuller explored the use of voluminous silken skirts, which, illuminated by the multicolored lighting she created, floated, flowed, and swirled in her famous “Serpentine Dance,” first performed in New York in 1892. Later that year she traveled to Paris, where she and her dance productions became wildly successful.

To Doris Humphrey, gravity was the source of the dynamic instability of movement; the arc between balance and imbalance of the moving human body, fall and recovery, represented one's conflicts with the surrounding world. Humphrey's greatest contribution came from her thought of dance as existing in an arc between two deaths: the body lying prone or standing firmly erect--both stable, both lacking in theatrical excitement. Kinetic interest was stirred when the body, venturing from its position of stability, encountered the pull of gravity, defied it, and triumphantly reclaimed its equilibrium. She is most noted for discovering the “fall and recovery” technique in modern dance.

Doris Humphrey Falls demonstration

Forsaking lyrical and imitative movement and all but the most austere costumes and simplest stage effects, Weidman and Humphrey and later Martha Graham composed dances so stark, intellectual, and harshly dramatic as to shock and anger audiences accustomed to being pleased by graceful dancers. Humphrey experimented more with sound; in a 1924 work she discarded music altogether and performed in silence, and later she used nonmusical sound effects, including spoken texts and bursts of hysterical laughter. Her themes were social and often heroic in scale, e.g., the trilogy New Dance (1935), which treats human relationships. Humphrey experimented more with sound; in a 1924 work she discarded music altogether and performed in silence, and later she used nonmusical sound effects, including spoken texts and bursts of hysterical laughter. Her themes were social and often heroic in scale, e.g., the trilogy New Dance (1935), which treats human relationships . Doris Humphrey (1895-1958, American modern dancer and choreographer, b. Oak Park, Ill. Humphrey was a featured soloist with the Denishawn Company until 1927. She then formed her own company with Charles Weidman, which performed for 16 years, producing such dancers as José Limón.

One of the foremost figures of modern dance, she developed experimental concepts in form and content in such works as Water Study (1928) and Theater Piece No. 2 (1956). In 1955 she was instrumental in founding the Juilliard Dance Theater in New York City. Another famous piece that I would like you to watch is called AIR FOR G.

Charles Weidman (1901-75, American modern dancer and choreographer, b. Lincoln, Neb. Weidman performed with the troupe formed by Ruth St. Denis and Ted Shawn from 1920 to 1927, when he and Doris Humphrey left to form their own company and school. He created many dances that combined abstract movement with gestures based on his own brilliant mime technique and COMEDY. After starting his own company and school in 1945, Weidman continued to teach and perform. In 1960 he established the Expression of the Two Arts Theater in New York City with the graphic artist Mikhail Santaro. Weidman's most renowned pupil was perhaps José Limón.

Here is a short clip of one of his dramatic works where a devastated man hangs himself.

A former faculty member of the CSULB Dance Department dances this piece! Now take a look at another piece and notice the movement vocabulary of NEW DANCE.

German Contributions     Although often considered an American phenomenon, the evolution of modern dance can also be traced to central Europe and Germany, where the most influential was probably Rudolf von Laban. Although there is almost no documentation to describe his choreography, he founded (1910) a school in Munich at which Mary Wigman was one of his students. Exiled in the 1930s, he immigrated to England, where he established (1946) the Art of Movement Studio in Manchester and worked until his death on his system of notation. After studying with Laban, Wigman performed in Germany and opened her own school in Dresden (1920). She became the most influential German exponent of expressive movement and toured extensively.

Charles Weidman's gestural mime of movements abstracted from everyday situations provided a different kind of social commentary—comic satire. Winning ardent devotees, the Graham and Humphrey-Weidman companies dominated modern dance for 20 years; the former continues as a major company today.

Ruth St. Denis ( 1877-1968, American dancer, In 1906 she began her recitals of highly imaginative and spectacular dances inspired by the arts and religions of Egypt, India, and East Asia. She performed in Europe (1906-8) and in the United States (after 1909), exerting a widespread influence on modern dance. With Ted Shawn, whom she married in 1914, she founded the Denishawn Schools in Los Angeles and in New York City (1920). A divergence in their views after 1931 led her to found (1940) a separate school. Her dances include Radha, Incense, Cobras, and Nautch.

INCENSE  This next clip is an interview with an actress speaking in an interview as if she were St. Denis. Enjoy it! Lastly, are two clips that give more information about Ruth St. Denis and rare footage from a segment from the famous choreographer Alwin Nikolais.

Ted Shawn her husband for many years developed his own company of Men Dancers that toured all over the country with only the male dancers doing modern dance. Jacob’s Pillow is a very famous theater where they performed and I have performed too! It is tucked away in the forest of Lee, Massachusetts and appears like a large barn! Take a look at Jacob’s Pillow and the THEATER.

In the United States, Rudolf von Laban,(1879-1958, Slovakian dancer, choreographer, and dance theorist. In 1938, he migrated to England, where he established (1946) the Art of Movement Studio in Manchester. There, he worked until his death on his system of notation, known as Kinetographic Laban or Labanotation, which evolved from a system of dance notation to a method of recording all body movement. It is so accurate that the system is now used to copyright dance scripts and to analyze movements in sports and industry.

Mary Wigman (1886-1973, was a student of Laban, a German dancer, choreographer, and teacher. After studying with Rudolf von Laban, Wigman performed in Germany is noted for her dramatic solo works and ensemble dances. She often dealt with the struggle between conflicting powers, used masks. Some of her dances were performed in silence or to music that was created after the choreography was made.

She opened her own school in Dresden (1920). She became the most influential German exponent of expressive movement and toured extensively. The Nazis closed her school, which had branches throughout the world. She reopened it in Berlin in 1948, where it was the center of European modern dance for 20 years. Although her early choreography employed spontaneous movements, much of her later work was in the form of group dances that employed repetitive patterns. in Germany. Each rebelled against the rigid formalism, artifice, and superficiality of classical academic ballet and against the banality of show dancing. Each sought to inspire audiences to a new awareness of inner or outer realities, a goal shared by all subsequent modern dancers.

Early Dancers in the United States     Isadora Duncan shocked or delighted audiences by baring her body and soul in what she called “free dance.” Wearing only a simple tunic like the Greek vase figures that inspired many of her dances, she weaved and whirled in flowing natural movements that emanated, she said, from the solar plexus. She aimed to idealize abstractly the emotions induced by the music that was her motivating force, daringly chosen from the works of serious composers including Beethoven, Wagner, and Gluck. Although Duncan established schools and had many imitators, her improvisational technique was too personalized to be carried on by direct successors.

The work of the two other American pioneers was far less abstract although no less free. Loie Fuller used dance to imitate and illustrate natural phenomena: the flame, the flower, and the butterfly. Experimenting with stage lighting and costume, she created illusionist effects that remained unique in the history of dance theater until the works of Alwin Nikolais in the 1960s.

The pictorial effects achieved by Ruth St. Denis had a different source: the ritualistic dance of Asian religion. She relied on elaborate costumes and sinuous improvised movements to suggest the dances of India and Egypt and to evoke mystical feelings. With Ted Shawn, who became her partner and husband in 1914 and who advocated and embodied the vigor of the virile male on the dance stage, St. Denis enlarged her repertoire to include dances of Native Americans and other ethnic groups. In 1915 St. Denis and Shawn formed the Denishawn company, which increased the popularity of modern dance throughout the United States and abroad and nurtured the leaders of the second generation of modern dance:

At the end of the 1920s those who rebelled against the art nouveau exoticism and commercialism of Denishawn devised their own choreography and launched their own companies. Their dances were based on new techniques developed as vehicles for the expression of human passions and universal social themes. Martha Graham found the breath pulse the primary source of dance; exaggerating the contractions and expansions of the torso and flexing of the spine caused by breathing, she devised a basis for movement that for her represented the human being's inner conflicts.

Martha Graham (1894-1991), American dancer, choreographer, and teacher, b. Pittsburgh. After 1916, Graham attended the Denishawn School, Los Angeles; in 1920 she made her debut in Ted Shawn's Xochitl, which was created for her. She left the Denishawn company in 1923 to dance in musical revues and to make her in dependent debut (1926). Graham first appeared with her own group of dancers in 1929, began her tours after 1939, and became, according to many critics, the seminal figure in modern dance. Her choreography, which requires great discipline and flexibility to perform, is highly individual, stark, and angular.
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Her dances became more explosive and less abstract in the late 1930s and early 1940s, as she achieved her mature style. Graham's dances often draw upon historical and mythological subjects. Graham explored themes from Americana, Greek mythology, and the Old Testament; she viewed music merely as a frame for the dance. Humphrey experimented more with sound; in a 1924 work she discarded music altogether and performed in silence, and later she used nonmusical sound effects, including spoken texts and bursts of hysterical laughter. She is most noted for her technique that uses “contraction and release.” Her themes were social and often heroic in scale, e.g., the trilogy New Dance(1935), which treats human relationships. Charles Weidman's gestural mime of movements abstracted from everyday situations provided a different kind of social commentary—comic satire. Winning ardent devotees, the Graham and Humphrey-Weidman companies dominated modern dance for 20 years; the former continues as a major company today. Although the Nazis closed her school, she reopened it in Berlin in 1948. Other important and more recent German dancer-choreographers include Kurt Joos and his student Pina Bausch.

Martha Graham's impact on dance was staggering and often compared to that of Picasso's on painting, Stravinsky's on music, and Frank Lloyd Wright's on architecture. Born in 1894 in Allegheny County, Pennsylvania, Graham spent most of her formative years on the West coast. In 1911, the ballet dancer Ruth St. Denis performed at the Mason Opera House in Los Angeles. Inspired by St. Denis' performance, Graham enrolled in an arts-oriented junior college, and later to the newly opened Denishawn School . Ruth St. Denis and her husband Ted Shawn to teach techniques of American and world dance founded Denishawn. Over eight years, as both a student and an instructor, Graham made Denishawn her home. Graham left Denishawn in 1923 with her mentor and accompanist Louis Horst and gave her first in dependent performance in 1926. A year later she opened her own school, where she developed a technique supportive of her powerful performing style. She devised a system of muscular tensions and relaxation for the torso known as “contraction and release” Martha Graham found the breath pulse the primary source of dance; exaggerating the contractions and expansions of the torso and flexing of the spine caused by breathing, she devised a basis for movement that for her represented the human being's inner conflicts. Her technique also included seated exercises to develop flexibility in the hips and spine, standing exercises to strengthen the legs and many series of controlled falls to the ground.

For Graham, ballet's concern with flow and grace left behind more violent traditional passions. Graham believed that through spastic movements, tremblings, and falls she could express emotional and spiritual themes ignored by other dance. She desired to evoke strong emotions, and achieved these visceral responses through the repetition of explicitly sexual and violently disjunctive movements. She created works that dealt with struggles of both great and ordinary women.

Graham explored themes from Americana, Greek mythology and tragedies, and the Old Testament; she viewed music merely as a frame for the dance. 1904

Graham worked with Isamu Noguchi, the Japanese-American sculptor, created a sparse and beautiful design that replaced flat backdrops with three-dimensional objects. Together Graham and Noguchi revolutionized set design through this inclusion of sculpture. "Frontier" also included the sound design of Louis Horst, a close friend and strong influence throughout Graham's life. In 1938 Graham hired a vibrant young Ballet dancer named Erick Hawkins into the company and he danced with the Graham company for 10 years. In 1948 they were married and even performed together one of her most famous works "American Document."

Isamu Noguchi born November 17, 1904 in Los Angeles to an American writer and a Japanese poet. In 1924 Noguchi dropped out of his studies of medicine at Columbia University to pursue sculpture full-time. In the ensuing years he gained in prominence and acclaim, leaving his large-scale works in many of the world's major cities. His most well known works for the stage are the dance sets created for Martha Graham, first in 1935 with Frontier, and most actively in the 1940s. Noguchi designed over twenty sets for Graham, and he also worked with other choreographers, including Erick Hawkins, Merce Cunningham and George Balanchine.

He is quoted as stating: Frontier was my first set. It was for me the genesis of an idea -- to wed the total void of theater space to form and action. A rope, running from the two top corners of the proscenium to the floor rear center of the stage, bisected the three-dimensional void of stage space. This seemed to throw the entire volume of air straight over the heads of the audience.

At the rear convergence was a small section of log fence, to start from and to return to. The white ropes created a curious ennobling -- of an outburst into space and, at the same time, of the public's inrush toward infinity.

This set was the point of departure for all my subsequent theater work: space became a volume to be dealt with sculpturally.

Graham was 76 when she gave her last performance and choreographed over 181 works over 60 years. She died in 1991.

Key highlights:

1. She was the first choreographer to regularly employ both Asian- and African-American Dancers.

2. She performed at the White House for Franklin Roosevelt, and received the Presi dential Medal of Freedom and the French Legion of Honor.

3. Her contributions to the art of stage design and dance production are countless. Martha Graham's continued experimentation and her constant attention to human emotion, frailty, and perseverance, is one of the greatest individual achievements in American cultural history.

The Martha Graham company continues to perform and was recently here at the Orange County Center of Performing Arts! Her TEACHING method is continued and dances will remain in dance history as important works of dance history. Please be sure to view all three of the videos listed below to get a better understanding of Graham’s contraction and release as well as the diversity of her works.

Lamentation, Cave of the heart & Appalachian spring

Part 2 - DANCERS OF COLOR IN MODERN DANCE

BACKGROUND & KEY LEADERS

Jose Limon born in 1908 was originally from Culiacan, Mexico was another crucial figure in the development of modern dance: his powerful dancing shifted perceptions of the male dancer, while his choreography continues to bring a dramatic vision of dance to audiences around the world. Limón was the oldest of 12, and came to the US at the age of 7. He moved to New York City in 1928 after a year at UCLA as an art major. He started studying and performed with Doris Humphrey and Charles Weidman in 1929 and he eventually formed the Limon Dance Company in 1946. Humphrey taught him to dance, tailored roles to his strengths, mol ded his personality, guided his earliest efforts as a choreographer, and edited his later ones. His technique has been codified like Graham’s technique his approach to dance is based on the technique and philosophy of movement developed by Humphrey. Jose Limon and his mentors, Doris Humphrey and Charles Weidman, base the technique taught at the Jose Limon Institute in NY, which is the official school of the Limon Dance Company, on principles of weight, fall and recovery as established. He is noted for a famous piece that I personally have performed and love, The Moor’s Pavane (1949) which was inspired by Shakespeare's Othello and set to music by Henry Purcell.
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The Limón Institute Archives are a one-of-a-kind collection, encompassing photographs, vi deos, printed materials, and music and Labanotation scores. The collection is open to the public by appointment only, and all materials must be used on-site. The New York Public Library for the Performing Arts also has a large collection of Limón materials. He died in 1972.

Black Dance or dance with African-Americans was recognized in the 1930’s and 40’s as an art form worthy of serious consideration. Katherine Dunham and Pearl Primus were two African American women who brought the excitement of African and Afro-Caribbean dance to the American public in the 1940’s. Both of these women were outstanding performers and researched folk dance forms. Dunham studied in Haiti and Primus studied in Africa. They took the dance forms that they studied and theatricalized them. Dunham was born in 1909 and has been called the "Matriarch of black dance." Her unprecedented blend of cultural anthropology with the artistic genre of dance in the early 1930's, produced groundbreaking forms of movement, and in the United States, established black dance as an art form in its own right Her professional troupe, formed in the early 1940's, was a first for African Americans, and led the way for future notables of dance the likes of the Alvin Ailey American Dance Theatre, and Arthur Mitchell's Dance Theatre of Harlem. 

She was born June 22, 1909, in Glen Ellyn, Illinois, near Chicago. She was raised in a middle-class suburb. Her father was a tailor and her mother, who was twenty years older than her husband, was an assistant principal at a city school. When she was 5 her mother became seriously ill and died. She and her brother Albert Jr. stayed with their aunt and lived in an apartment that was also used as a rehearsal space for a black vaudeville show, which they were producing. Another cousin, who took Katherine to shows at the local theaters, introduced her to singers and dancers and it was with those experiences gave Katherine a taste of the entertainment world that she would come to love.  Go to YouTube and type in Katherine Dunham on “Shango” to hear her speak about dance in her day.

In 1928 Dunham moved to Chicago and began classes at the university and performed in several productions at the Cube Theatre, a local playhouse, which her brother had helped to establish. Have any of you taken any classes in Anthropology? Anthropology is the study of humanity - our physical characteristics as animals, and our unique non-biological characteristics we call culture. The subject is generally broken down into three sub-disciplines: biological (physical) anthropology, cultural (social) anthropology, and archaeology.

Dunham attended a lecture on cultural anthropology where she was introduced to the concept of dance as a cultural symbol. The lecturer also mentioned that many present day dances had their origins in Africa. So Dunham was fascinated by this and began to study the anthropological roots of dance. She even went to the Caribbean in 1935 to study native dance.

The Caribbean nations of Haiti and Jamaica provided Dunham with new insights, as the villagers who began to trust Dunham invited her to join some of their most sacred dance rituals. She would ultimately claim Haiti as her second home and even adopt their Voodoo religion. 

When she returned to the United States in 1936, she became the dance director for the Negro Federal Theatre Project in 1938, and the New York Labor Stage in 1939. She brought back with her a set of new ideas for choreography and movements. Like Graham, she was particularly interested in ritual as a them in her dances. Her marriage in 1939 to Canadian-born, John Pratt, a painter and costume and set designer who was also white, raised some initial controversy but it did not interfere with her first appearance on Broadway in 1940 Le Jazz Hot, established Dunham as one of the most celebrated dynamic choreographers for African American dancers, and led to her production of Cabin in the Sky, her first Broadway musical. Similar to many other choreographers, Dunham was very successful in Europe and London in particular. She toured the US and Mexico with her own company

In 1945 Dunham's School of Dance and Theater, which was located in New York’s theater district, was a unique academy that offered courses in dance including tap, ballet, folk, primitive dance and of course the Dunham technique but also anthropology, philosophy, sociology and island dialects. Within the Dunham technique there is a focus on isolation of body parts meaning the movement of different parts of the body in dependently of the others, which is also a characteristic of African dance forms. In addition to touring with her troupe throughout the mid 1960's, Dunham answered numerous commissions to choreograph stage, television, opera and cinema dance performances. Her dance company can be seen in the film Stormy Weather starring the infamous Bill BoJangles. She is still alive today and continues to receive numerous awards for her accomplishments.

Briefly, Pearl Primus was born in Trinidad and raised in New York City, where she atten ded Hunter College. After graduating in 1940 with a degree in biology. Her image was far less glamorous than that of Dunham. Primus, who founded her own dance company in 1946, was best known for her "primitive" dances. She was famed for her energy and her physical daring, which were characterized by leaps up to five feet in the air.

Her original dance company eventually grew into the Pearl Primus Dance Language Institute, where her method of blending African-American, Caribbean, and African influences with modern dance and ballet techniques is taught. In 1991, President George Bush honored Primus with the National Medal of Arts. Both of these women earned doctoral degrees in anthropology and did field work in Africa and the Caribbean.

Donald McKayle is my personal mentor and was the chair of my thesis when I got my Masters of Fine Art at UC Irvine. He is still alive today and I regularly perform and set his choreographic works.

Mr. McKayle was originally inspired by a Pearl Primus performance and was born in 1930 in New York. Donald McKayle began choreographing before he started his dance training. He began his dance training in his senior year in high school, winning a scholarship to the New Dance Group. The New Dance Group was a place where dancers in the 1940’s could take classes in all kinds of modern dance techniques, as well as in ethnic dance forms. At that time in America, racial tension and prejudice was very prevalent. The New Dance Group was a place where dancers of all ethnicities could escape PREJUDICE. And it had a real social agenda: it was racially mixed, and classes cost 10 cents, so that no one was excluded." The New Dance Group was the first truly integrated arts organization in New York City. It provided a creative home for dancers, musicians, and visual artists of all colors, religions, and nationalities.(The individuals and the dance works to be represented in the Anthology reflect this rich diversity. It included such artists as Pearl Primus, Sophie Maslow, Jane Dudley, William Bales, Daniel Nagrin, Eve Gentry, Mary Anthony, Hadassah, Talley Beatty, Jean Erdman, Joyce Trisler, Donald McKayle, Jean-Leon Destine, Muriel Manning, Billie Kirpich and Anna Sokolow)

In the next video interview he discusses how he made his professional debut in 1948, and choreographed his first pieces with the New Dance Group when he was 18 years old. Interview with McKayle In 1951, he, along with Daniel Nagrin and others, founded the Contemporary Dance Group, which premiered McKayle's "Games" in 1951. Perhaps his best-known piece, "Games" juxtaposes the innocent imaginings of urban children with the real dangers they face. McKayle received a scholarship to the Martha Graham School and then joined her company from 1955-1956. In addition to his work with Graham, he danced with Merce Cunningham, Anna Sokolow, and Charles Weidman, as well as in Broadway musicals such as Sophisticated Ladies and TV programs such as the Bill Cosby Special, the Oscars and singers like Tina Turner.

But McKayle's central focus was always choreography, and though he was a well-known choreographer, he never maintained a permanent company. He choreographed for other companies or assembled dancers as he nee ded them for specific concert seasons; two popular examples are "Rainbow 'Round My Shoulder" (1959) and "District Storyville" (1962), both in the repertory of the Alvin Ailey company.

McKayle's sensibilities were formed by the theatrical dance of the 1950s. A humanistic choreographer, he uses narratives and deals with potent emotion conveyed through dramatic characters. At times his stories are specific to the African-American experience, as in his protest dance "Rainbow 'Round My Shoulder," but his choreography is universal in its implications. McKayle is my personal mentor and is a professor at UC Irvine.

Rainbow Round My Shoulder

One of my favorite dances of Mr. McKayle’s is from his work Songs of the Disinherited called Angelitos Negros. Take a look at a short clip of one of the dances that I frequently perform for him. ANGELITOS NEGROS

Alvin Ailey was born in Rogers, Texas, the only child of working-class parents who separated when he was two, Ailey moved to Los Angeles with his mother in 1942. Shy from his itinerant Texas life, Ailey reluctantly turned to dance when a high-school classmate introduced him to Lester Horton's Hollywood studio in 1949. He poured himself into study and developed a weighty, smoldering performance style that suited his athletic body. Ailey moved to New York in 1954 to dance with partner Carmen DeLavallade in the Broadway production of "House of Flowers." Performing success and study with leading modern dance and ballet teachers Martha Graham, Doris Humphrey, Charles Weidman, and Karel Shook led Ailey to found his own dance theater company in 1958. The Alvin Ailey American Dance Theater (AAADT) began as a repertory company of seven dancers devoted to both modern dance classics and new works created by Ailey and other young artists. The critically successful first concerts in 1958 and 1960 marked the beginning of a new era of dance performance devoted to African-American theme. "Blues Suite" (1958), set in and around a barrelhouse, depicts the desperation and joys of life on the edge of poverty in the South. Highly theatrical and immediately accessible, the dance contains sections of early 20th-century social dances, Horton dance technique, Jack Cole-inspired jazz dance, and ballet partnering.

One of my favorite dances to perform while I was in this company was the piece called Revelations. Early performances of Revelations (1960) established Ailey's company as the foremost dance interpreter of African-American experience. 

ALVIN AILEY INTERVIEW 

The dance quickly became the company's signature ballet, eclipsing previous concert attempts at dancing to sacred black music. Set to a series of spirituals and gospel selections arranged by Brother John Sellers, "Revelations" depicts a spectrum of black religious worship, including richly sculpted group prayer. Please watch each section of this dance in its entirety and look at the jpg images to get a better understanding of how very special this piece truly is. ("I've Been Buked")

http://www.criticaldance.com/images/ailey-revelations2.jpg

A ceremony of ritual baptism ("Wade in the Water"), depicts a baptism in a river and a moment of introverted, private communion ("I Wanna Be Ready"), a duet of trust and support for a minister and devotee ("Fix Me, Jesus"), is a piece where a woman’s religious yearnings are expressed with the literal and figurative support of a sympathetic man perhaps a preacher, and a final, celebratory gospel exclamation in the YELLOW section of, "Rocka My Soul in the Bosom of Abraham." Which is always a crowd pleaser that brings the audience to their feet.

http://www.exploredance.com/pressphotos/cr_revelations4_mag.jpeg

Major distinctions and honors followed Ailey throughout his choreographic career, which spanned the creation of more than 50 dances for his own company, American Ballet Theater, the Joffrey Ballet, the Paris Opera Ballet, the London Festival Ballet, and the Royal Danish Ballet. Among his many awards were honorary doctorates in fine arts from Princeton University, Bard College, A delphi University, and Cedar Crest College; a United Nations Peace Medal, and an NAACP Spingarn Medal, in 1976. In 1988, the presi dent of the United States celebrated him for a lifetime of achievement in the arts at the Kennedy Center Honors.

In 1970 the AAADT became the first American modern dance company to perform in the postwar Soviet Union. The company has retained peerless stature as a touring ambassador of goodwill since the 1970s and by 1989, the AAADT had been seen by some 15 million people worldwide.

Active in the pursuit of dance history, the varied repertory of the AAADT has, in Ailey's words, sustained an "impulse to preserve modern dance to know where it's been in or der to know where it's going, and to encourage the participation of the audience" in that process. The eclectic repertory has been provided by choreographers who are working in a variety of dance modes such as ballet, jazz dance, Graham modern, Horton, and Dunham technique.

Ailey encouraged his dancers to present individualized and highly emotional performances, a strategy that created the first series of star personalities in American modern dance. Judith Jamison's electrifying performance of "Cry" presented a coherent relationship between the dancing body and the experience of living as a black woman in America. Created in 1971 as a birthday present for Ailey's mother, Lula Cooper, "Cry" has been successfully assumed by several dancers,

Ailey created the AAADT to feature the talents of his African-American colleagues, though the company was never exclusively black. Ailey integrated his company to counter the "reverse chauvinism in being an all-black anything." He told the NEW YORK TIMES, "I am trying to show the world that we are all human beings and that color is not important. What is important is the quality of our work." In the last interview conducted before his death, he commented that the essence of the Ailey enterprise was that "the dancers be fed, kept alive, and interested" in the work. "We're trying to create a whole spectrum of experience for the dancer as well as the audience," he said, dramatically un derstating the realities of his achievements. When Mr. Ailey died Judith Jamison was appointed artistic director of the company, to work closely with rehearsal director and longtime company member Masazumi Chaya. Ailey's legacy to the dance world was to foster a freedom of choice--from ballet; modern, and social dance performance -- to best express humanity in movement terms suited to the theatrical moment.

Lastly, CRY is a piece that was choreographed by Ailey for the current Artistic Director Judith Jamison. It is a solo that he created for his mother.

Garth Fagan was born in Jamaica, West Indies in 1940. The son of an educator, his father had once been Jamaica's chief education officer. Fagan came to the United States at age 20 to attend college after training and performing with Ivy Baxter and the Jamaica National Dance Theater in his teens.

In the United States, he first settled in Detroit, where he directed the All-City Dance Company and danced with the Detroit Contemporary Dance Company and the Dance Theater of Detroit. He studied with Martha Graham, Jose Limon, Mary Hinkson (1 st black dancer to dance for the Graham co.), and Alvin Ailey before accepting a professorship at the State University of New York at Brockport in 1969. He also taught at the SUNY-affiliated Educational Opportunity Center in Rochester (preparing mostly minority, disadvantaged youth for college).

In 1970 Fagan started his own dance company, based in Rochester, N.Y. Because the dancers consisted of inner-city youth and students who came late to dance, the company was originally called The Bottom of the Bucket, Bucket Dance Theatre. As the dancers improved and the company gained stature, the name was changed to The Bucket Dance Theatre in 1981, and by the company's 20th year they had become simply Garth Fagan Dance.

Over time, Fagan developed a unique, signature movement style and vocabulary, combining elements of modern dance and ballet with African and Caribbean rhythms and postures. After extensive training with him, Fagan's dancers, like those of George Balanchine, achieve a certain look, regardless of the body they started with: long, lean, leggy, muscular, yet retaining their individuality onstage, his dancers move quickly with precision and energy from stork-like balances to fluid leaps and spiraling jumps that spring from no apparent preparation.

Fagan has been acclaimed for his dances for couples, where couples wrap around one another creating sensuous and electric dynamics. Music for a Fagan work is often live and has included collaborations with jazz musicians like Wynton Marsalis. Garth Fagan was also the choreographer for the Broadway musical the Lion King, which in 1997 won a Tony award.

Ulysses Dove was born in Columbia, South Carolina, and was the eldest of three children, Ulysses Dove began dance study with Carolyn Tate while a premedical student at Howard University. He transferred to the University of Wisconsin to study with Xenia Chlistowa of the Kirov Ballet, and in 1970 he graduated from Bennington College with a degree in dance. When he moved to New York, Dove joined the Merce Cunningham company and also performed with Mary Anthony, Pearl Lang, and Anna Sokolow. In 1973 he joined the Alvin Ailey American Dance Theater, where he quickly rose to the rank of principal dancer acclaimed for his commanding presence, bright clarity of movement, and truthful dramatic intensity. Dove turned to choreography at Ailey's urging, and created the 1980 solo "inside" for Judith Jamison. He left the Ailey company that year to begin a significant freelance career choreographing dances for the Paris Opera, Alvin Ailey, Basel Ballet, Swedish Cullberg Ballet, Dutch National Ballet, London Festival Ballet, American Ballet Theater, New York City Ballet, and Groupe de Recherche Choreographique de l'Opéra de Paris where he spent three years as assistant director. Several Dove ballets have found their definitive, punchy interpretations in performances by the Ailey company, including "Night Sha de" (1982) "Bad Blood" (1984), "Vespers" (1986), and "Episo des" (1987). His final project was "Red Angels," which was premiered by the New York City Ballet in 1994. Dove died on June 11, 1996. His choreography was marked by its relentless speed, violent force, and daring eroticism.

Enjoy this next work by Dove, which is one of my favorites to perform. Here is a short clip of an INTERVIEW WITH DOVE to hear him speak about his work. Take note of the athleticism and intense nature of the movement while you watch EPISODES.

Jawole Willa Jo Zollar was born in Kansas City, Missouri and one of 6 children in 1950. Steeped in sacred and secular aspects of African-American culture, she grew up doing musical revues. Her first dance teacher was Joseph Stevenson, a student of American dance pioneer Katherine Dunham. With a B.A. in dance from the University of Missouri ( Kansas City) and an M.F.A. from Florida State University, she came to New York City in 1980 to study Dianne McIntyre, artistic director of Sounds in Motion. After four years, she left McIntyre's studio to establish Urban Bush Women.

Through live music, a cappella vocalizations, and movement, Urban Bush Women explores the religious traditions and folklore of the African Diaspora. In an article entitled "Urban Bush Women: Dances for the Homeless," writer Ntozake Shange describes Zollar's work: "The ensemble that Jawole Willa Jo Zollar has assembled and sustained takes women's bodies, racist myths, sexist stereotypes, post-modern conventions and the 'science' of hip-hop and catapults them over the rainbow, so they come tumbling out of the grin of the man in the moon" (Shange 1991). To see more of her work go to YouTube and type in her name or Urban Bush Women.

Bill T. Jones is another won derful choreographer who is known for doing very controversial work. He is an outspoken and extremely articulate artist who multimedia and spoken word, images, music and text. He asked questions like “Should art engage issues of i dentity politics? Should "elitist" art forms receive governmental support? Is art itself a societal luxury or a spiritual necessity?” Born and raised in rural Steuben County in upstate New York in 1952, he began his dance training as a student at the State University of New York at Binghamton where, as a theater major on an athletic scholarship, he enrolled in dance classes with Percival Bor de.

After living briefly in Amsterdam, Jones returned to SUNY in 1973 and joined with Lois Welk in forming the American Dance Asylum. Two years earlier, Jones met his long-time partner and companion Arnie Zane. The two choreographed and performed innovative solos and duos in the 1970s, often employing openly gay choreography. In 1982 they foun ded Bill T. Jones/Arnie Zane and Company, which provi ded a vehicle for the development of their choreography. Their works increasingly took on evening-length dimensions.

BILL T. JONES, a tall, powerful dancer, was an outstanding soloist who often mixed video, text, and autobiographical material with his choreography, as he did in " Blauvelt Mountain" (1980) and "Valley Cottage" (1981), part of the trilogy that began with " Monkey Run Road" (1979). Jones and Zane gained recognition as "new wave" or "post modern" choreographers whose large-scale, abstract collaborations, such as "Secret Pastures, Freedom of Information," and "Social Intercourse," were visually and spatially altered by contemporary sets, costumes, and body paintings. They danced in costumes by clothing designer Willi Smith and had sets created by pop artist Keith Haring. These collaborative works were performed in prestigious venues such as the Brooklyn Academy of Music and New York's City Center theater.

In 1983, Jones was commissioned to create the fast-paced, all-male " Fever Swamp" for the Alvin Ailey American Dance Theater, followed by "How to Walk an Elephant," in 1985. After Zane's death in 1988 from AIDS, Companies throughout the U.S. and Europe have commissioned Jones’ work. Jones is now HIV positive but continues to choreograph and perform. Go to You Tube and type in Bill T Jones Dancing to the Promise Land Movie Trailer to see one of his works.

POST MODERN DANCE

There are several key figures in post modern dance but it is important to understand what happened at that time in Dance history. Postmodernism and the Judson Church questioned, “What is Art?” Postmodern dance is a 20 th century concert dance form that is a reaction to the compositional and presentation constraints of modern dance. It used everyday movements and considered them valid performance art and advocated novel methods of dance composition. They used “Happenings” to bring together cutting edge artists that challenged traditional dance. Dancers also absorbed ideas that were circulating in the developing field of movement therapy, which invoked the idea of reintegrating body and mind. The first to incorporate this idea was Anna Halprin. She used improvisation as her primary tool. She performed outdoors and intentionally avoided traditional dance technique that incorporated audience members. Those dancers that who went to Halprin’s workshops and events developed the Judson Dance Theater, the home of postmodern dance that had their first performances in 1962. From 1962-64 were considered the golden years of the Judson Dance Theater. The Judson Memorial Church was located in New York and involved artists who rejected the confines of modern dance practice and theory. This group was much more interested in the process of modern dance and using the body as a vehicle with objectivity. These rebels were more thinkers than dance technicians. Their efforts were focused primarily on the essence of dance rather than the concession of the audience.

HAPPENINGS-JUDSON

One of the most prolific of the Judson choreographers was Yvonne Rainer. She had studied ballet and the Graham technique and made famous works like Trio A and Continuous Project – Altered Daily in the late 1960’s. RAINER

TRISHA BROWN was another member of Anna Halprin’s workshops. Her choreography includes movement that has sudden bursts of energy, unpredictable floppy collapses and loose flyaway movements. This movement vocabulary set her apart from other choreographers because she was improvisational skill to develop systems for choreographing. Enjoy this video of glacial decoy.

MERCE CUNNINGHAM was a long-term collaborator and life partner with the composer John Cage. He, too, danced in the Martha Graham company but he also studied at the School of American Ballet. Cunningham was inspired by the great Albert Einstein who once said “there are no fixed points in space.” In support of this theory, Cunningham created a method known as “Chance Operations.” Essentially he would create a number of dance phrases and use cards, dice or coins to determine the order, number of repetitions, directions and spatial relation. He is often noted for having musicians to create a sound score to create a visual environment to inspire the movement. The most amazing part of all of this is that each would work separately. The musicians and dancers would unite with the elements of the work for the first time on stage before an audience!!

In his choreography, dancers are considered “non-representative” where they don’t represent a historical figure, emotion or idea. His dances are usually costumed in form fitting body suits or UNITARDS to emphasize the shapes and structure of the movement.

He and his development team have created dance software called Lifeforms or Danceforms that allows the user to create choreography on a computer!

TWYLA THARP danced for the choreographer Paul Taylor and began to experiment with her own choreography. Elements she felt that could not be eliminated were space, time, right angle, the diagonal, the spiral and the circle. She felt that her dances had to have a beginning, middle and an end but did not necessarily need musical accompaniment. Her work spans from Hollywood movies, Broadway shows, books, over 135 dances and a recipient of numerous awards. She has most recently choreographed a Broadway show hit called Movin Out that is currently on tour in America but here is a short clip of one her pieces that feature the infamous Mikhail Barishnykov in PUSH COMES TO SHOVE.

PART 1 – JAZZ DANCE
BACKGROUND

Jazz dance is an exciting dance genre and can be seen today in movies, television, dance studios, on the concert stage and in the popular theatre. The term "jazz dance" has been used to describe a forever-changing form of popular and creative dance movement ever since the 1920s. The history of jazz dance can be traced back to Africa in the seventeenth century when slaves were brought to America. On the plantations, dancing and drumming was a major part of their lives but slave masters prohibited drumming to maintain power. Africans preserved their rhythms by clapping their hands, stomping their feet and singing the songs that had been passed down through generations. The slave masters asked the best dancers to perform as entertainment for their guests or to compete against one another. One popular dance was called the “Cakewalk,” where dancing couples mocked the white man’s mannerisms and behaviors by showing their best struts, fancy footwork and high kicks.

In the 1830’s, minstrel shows showcased the songs and dances, but at that time blacks were not permitted to perform on the public stage. Therefore, whites appeared in blackface performing parodies of the songs and dances from black culture. In the 1860’s blacks appeared in minstrel shows and became very popular through the early 1900’s. The Vaudeville Era featured the emergence of jazz music (a combination of ragtime and blues) and movements that were rooted in African rhythms and had a close connection to the earth. This is one aspect that plays a key role in Jazz dance where we see a deep demi plie ¢ . It represents our popular culture, and as the culture changes, so does the appearance of jazz dance. The Harlem Renaissance (1921-1933) known, as the Roaring Twenties is also a period in history where exclusive clubs were opened like the “Cotton Club” where blacks singers and dancers performed. Jazz dance has character and the ability to make changes as a main fragment. It is this element that allows itself to shed its skin and take up another for every passing era. This means that the social dances of the 1920s like the Charleston and Back Bottom are known as jazz dances, but so are the theatre dances of choreographer Bob Fosse. The style of Fred Astaire comes from jazz dancing, as well as many dances by the modern dance choreographer Alvin Ailey. The shortened sounds of tap dancing can be considered as jazz dancing, but so can the body popping movements of b-boying. The common subject binding these obviously different things together is rhythm, or to be more exact, rhythm that is composed in African influences.

Based on a recent article in Dance Teacher Now, here are a few important statements that must be clearly understood.

Jazz dance grew out of African music and dance roots, including jazz music. It is based on stylistic vernacular movements (social dances created outside of a studio), but during the 1950s, a split from vernacular-based jazz dance (cakewalk, Charleston, jitterbug, swing, etc.) created a theatrical-based version of jazz dance with Caribbean and Latin American influences. This is the version that can now be seen on Broadway and in the codified forms of jazz dance from masters such as Mattox, Luigi and Gus Giordano.

But whether or not the goal is theatrical, jazz dance should not be learned in order to please an audience. “After all, it is essentially vernacular—dance of the people. It is passed down to please oneself and one’s peers, to challenge them and to find kinetic joy.”

To be included in the jazz dance heritage, Bob Boross says, a dance work should embody a noticeable amount of traditional jazz dance movement characteristics. That would include dancing in plié, movement that emanates from the pelvis and through the extremities, isolations, syncopation, dynamic extremes, strong energy flow either in visible bursts or in contained format (hot vs. cool), and letting the movement reflect reactions to rhythmic accompaniment.

Jazz dance, together with jazz music, is a living form of American history because it reflects the social, political and religious issues of the era in which the dances were created and made popular. That is why, in order to be fully knowledgeable, dancers and choreographers must learn the vernacular and understand how it informs contemporary feeling, says Boross. One example: Michael Jackson was credited with creating the Moonwalk, but 1920's vaudeville performers who had extracted it from mime technique performed the movement on a regular basis. “Dancers from today’s time period have no exposure to that potent source,” says Boross. “So their movement ability is deficient, if you are talking about understanding the original feeling.” To focus exclusively on the contemporary style, which tends to be a mix of ballet and modern with few jazz qualities, “without mastering the deep well of potential and power than can be found in the vernacular,” says Boross, “is a wasted opportunity to expand and improve one’s expressive skills.”

Some of the key elements that are prevalent in jazz dance are the deep bend of the knees (plie') changing levels and directions, multiple shapes and floor patterns, isolations, syncopated rhythm and style. Each person has his/her own style and individuality is encouraged. The dancer should commit to the movement with energy, focus, facial expression and intent while remaining true to the intention of the choreographer. Jazz dance, probably more than any other dance form, has reached across many cultural and socioeconomic boundaries and has thrilled the lives of all who see and participate in it.

KEY LEADERS

JACK COLE began as a modern dancer with Ruth St. Denis and Ted Shawn and is considered the founding father of theatrical jazz dance. During the depression era, he switched from modern to commercial dance. He danced and choreographed in nightclubs and would go on to work for Broadway and the movies. Jazz dance steps were popular at the time but lacked a technical side. Cole was the first to merge the modern dance aspect of motivation for movement with popular jazz dance steps to make technical and artistic jazz dance.

In addition to modern influences, Cole had a background in East Indian dancing and Lindy hop. He blended all of these elements to create a distinctive style. If we look at the face of Cole's jazz dance style, we are bound to see an uncanny resemblance to ourselves.

From Cole's modern training, he brought a low sense of gravity. The use of deep plié or bend of the knees, gives jazz its sense of power and explosiveness. From East Indian dancing, Cole borrowed a refined use of isolation. Today, isolations are an integral part of jazz classes. From the Lindy hoppers, he brought an intricate use of swing rhythm - syncopation. The use of knee slides and floor work came from Cole's acrobatic experience. These common traits are found in the jazz dance genes of today. 
He choreographed numerous Broadway and Hollywood musicals. In Hollywood, Cole was put in charge of training dancers for the movies. To train dancers for his aggressive and cat-like style, Jack taught Cecchetti ballet, Humphrey/Weidman modern, East Indian dance, flamenco, and gymnastics. Cole never had a major hit like Bob Fosse and Jerome Robbins who followed him. Another factor is that Jack's technique was never codified. Nevertheless, every jazz class shows evidence of his legacy. From the deep plié or bend of the knees in second position to shoulder and head isolation in the warm up - all jazz dance classes are an extension of Jack Cole's ingenuity.

MATT MATTOX is a dancer-teacher-choreographer who has greatly affected the evolution of jazz dance in America and Europe. Mattox was born in 1921, and received a strong foundation in ballet before becoming a leading dancer in Hollywood from 1946-1953. As a dancer, his leading film accomplishments include Seven Brides for Seven Brothers, Gentlemen Prefer Blondes, and The Bandwagon. Some of his partners have included Judy Garland, Cyd Charisse, Mitzi Gaynor, Marilyn Monroe, Gwen Verdon, and Jane Russell. In 1948, the choreographer, Jack Cole, hired Mattox, for the Broadway show Magdelena. Cole is acknowledged as a pioneer in the theatrical application of jazz dance, and it was this seven year association with Cole that changed Mattox's direction from aspiring ballet dancer to the personification of perfection in a jazz dancer.

Mattox has choreographed films and musicals, but is most noted as a choreographer for his television work of the 1950s and 1960s, particularly The Bell Telephone Hour. The Mattox movement style is an eclectic form that draws from the Cole style, modern dance, ethnic, flamenco, tap, and Mattox's own studies in ballet. It is based on Mattox's personal belief that all forms of dance are valid as inspiration and expression. Mattox has commented on his need for total freedom in expression by calling his style "freestyle".

http://www.offjazz.com/mattox/matt-06.jpg

His efforts as a teacher of jazz dance, however, are significant, for Mattox created a system of exercises to train jazz dancers during the embryonic stage of theatrical jazz dance. Although he was not the only teacher to do so, it is evident that his technique method was the most intricate and most clearly integrated the jazz dance concepts of isolation and propulsive rhythm. See Matt MATTOX in this clip!

After fourteen years of leading the jazz dance scene in New York, Mattox moved to London and assumed the same position of leadership in English jazz dance. There he formed a concert jazz dance company, Jazzart, which he eventually brought to Paris in 1975. His technique is well known and highly respected throughout Europe. Mattox, now in his 80s, is still in great demand as a teacher and choreographer.

Although his star has faded somewhat in America due to his long absence, his legacy remains in the choreography of Graciela Daniele, Margo Sappington, Alan Johnson, Robert North, Raza Hammadi, and Anthony Van Laast. His technique can be seen in Frank Pietri, Charles Kelley, Elisabeth Frich, Renato Greco, and Jane Darling, as well as literally tens of thousands of teachers and students who have studied with him during his 40 years of teaching. Mattox is a primary figure in the evolution of the jazz dancer from a high kicking chorus girl to a concert caliber performer, and of jazz dance from the dance halls to the concert halls. Although somewhat obscure, Matt Mattox is a jazz dance legend.

LUIGI- Born Eugene Louis Faccuito in Steubenville, Ohio, Luigi was the eighth of eleven children born to immigrant Italian parents Nicholas and Antonette (Savoia). With coaching from his brother Tony, Luigi grew up winning talent shows with his singing, dancing and limber acrobatic tricks. Luigi at 10 years old By his teens, he was headlined as "Steubenville's Own Bobby Breene" (the male Shirley Temple), and became a novelty emcee in vaudeville theatres. He then toured America's heartland, singing with the Bernie Davis Orchestra, replacing Dean Martin.

After being drafted into the Navy in WWII, Luigi returned home and was urged to move to Hollywood to pursue a movie musical career. Within two months of living in Los Angeles, tragedy struck in a near fatal car accident. Doctors held little hope he would recover from a basal skull fracture and paralysis down one side of his body. Within a deep coma, an inner voice told Luigi, "Never stop moving kid, if you stop you're dead." He eventually awoke to be told by doctors, "you'll never walk again." His determination said, "I'm going to dance."

On his own, Luigi started creating stretching exercises into a routine that helped him discover what had to be done to control his body. He learned to "always put the body in the right position," to "feel from the inside out." After a long year of trial and error, he regained enough strength and equilibrium to start dance classes again at Falcon Studios in Hollywood.

http://www.offjazz.com/luigi/luigi-03.jpg

Over a year later, Luigi, seen by a talent scout, was asked to audition for MGM's On The Town, starring Gene Kelly and Frank Sinatra. Miraculously, as he was still working out his paralysis, he got the job and started an 8 year dance career in over 40 films, such as: An American in Paris, Annie Get Your Gun, Singin' in the Rain, The Band Wagon and White Christmas. A Scene from White Christmas Choreographers Robert Alton and Gene Kelly became his mentors. They and others such as Hermes Pan, Eugene Loring, Le Roy Prinz, Nick Castle and Michael Kidd, put him to work with Fred Astaire, Cyd Charisse, Doris Day, Judy Garland, Bing Crosby, Mickey Rooney, Donald O'Connor and Danny Kaye, among others.

During the long waiting periods on film sets, Luigi did his own exercises to make sure his body remained limber and would not ruin "a take." Soon dancers were following him, 10 or 20 at a time. Robert Alton encouraged Luigi by saying, "You've got a great style, you should teach it," so Luigi started a "jazz class" in L.A. in 1951. He taught while working in films, live theatre, and in TV variety shows such as, "The Colgate Comedy Hour," and "The Red Skelton Show." He never stopped moving!

In 1956, Luigi was taken to NYC to perform in the Broadway show Happy Hunting with Ethel Merman and Fernando Lamas. He went on to dance and assist choreographers Alex Romero, Onna White and Lee Scott, on three more Broadway shows before dedicating himself to sharing his dance method. He opened his school, "The First World Jazz Centre."

"A good teacher knows how to prevent injuries," Luigi says. He stresses the importance of using the body properly, telling students to "Take your time - feel what you're doing." He also says, "If you keep doing things right long enough, they'll get better right. But, if you keep doing things wrong long enough, they'll feel right -- wrong."

Luigi teaching in Rome, Italy The world has recognized Luigi's artistry by bestowing upon him many major awards and by inviting him to give master classes throughout North and South America, England, France, Hungary, Italy, Japan and South Africa. He has served on the faculty for the Harkness Ballet School, High School for the Performing Arts, Sarah Lawrence College, NYU, Metropolitan Opera House and the Joffrey Ballet School. His method is taught today by not only himself, but by his students in schools and colleges all over the world. Take a look at this clip to see LUIGI.

JEROME ROBBINS (born October 11, 1918 in New York City) was the younger of two children and showed an early aptitude for music, dancing, and theatrics, attended schools in Weehawken and graduated from Woodrow Wilson High School in 1935. Intending to study either chemistry or journalism, he matriculated at New York University in the autumn of 1935; but the Depression took a turn for the worse in 1936 and his family could no longer support his education -- especially considering that he was, by his own account, failing two courses (math and French) out of five. Unwilling to work in the corset factory, he tried to find employment in some form of show business; and through his sister Sonia, who had already danced professionally with Irma Duncan and Senya Gluck-Sandor’s Dance Center, he got an apprenticeship with Sandor’s company. Gluck-Sandor was a hybrid as a choreographer -- ballet-trained, dedicated to modern dance, but also a veteran of Broadway, burlesque, and vaudeville -- and his expressive, theatrical style attracted Robbins from the outset.

On Broadway he quickly established himself as the choreographer of the moment at a time when musical comedies were evolving out of the stylish but content-less song-and-dance anthologies that had showcased the talents of the Gershwin’s and Cole Porter and Rodgers and Hart. Robbins shows -- and as he began to direct as well as create ideas and dances for them, they truly were Robbins shows -- had, or aimed to have, a story, characters, a point.

At Ballet Theater he had followed Fancy Free with a series of dances that integrated the classic vocabulary with modern subject matte. And his association with Balanchine gave him a security and sense of kinship that nourished his genius.

Robbins continued to work on Broadway and in 1957 he teamed up once again with Leonard Bernstein on a musical he had been discussing with him and playwright Arthur Laurents for some years: West Side Story, a retelling of Romeo and Juliet set against a background of gang warfare in New York’s Puerto Rican ghetto. Directed by Robbins, with his electrifying street-smart choreography integrated into the action, West Side Story was arguably the first "concept musical"; it broke the mold of the Broadway show and also established Robbins’s reputation as a perfectionist and difficult taskmaster -- a reputation that was one factor in his dismissal as director of the 1961 film version. He won an Academy Award for his direction nonetheless -- sharing the Oscar with co-director Robert Wise -- as well as one for choreography. Watch a clip of WEST SIDE STORY’S MAMBO.

After West Side Story Robbins left New York City Ballet for a time and formed his own company, Ballets: USA, to appear at the Festival of Two Worlds in Spoleto, Italy. For it he made the explosive New York Export: Opus Jazz (1958), a ballet without music called Moves (1959), and other works; the company toured extensively in Europe but -- despite enthusiastic notices and even an appearance at the Kennedy White House -- it failed to find an ongoing audience in the United States and was disbanded in 1961. In the meantime Robbins had also directed the ultimate backstage musical, Gypsy (1959) with Ethel Merman, and now he began to branch out into non-musical theater. In 1962 he directed the American premiere of Arthur Kopit’s mordant mother-son comedy, Oh, Dad, Poor Dad, Mama’s Hung You In the Closet and I’m Feelin’ So Sad and in 1963 a production of Brecht’s Mother Courage and Her Children starring Anne Bancroft.

Two Broadway hits followed -- both shows he had originally agreed to direct, then withdrew from, and finally returned to when each seemed in danger of shipwreck during out-of-town tryouts. But although reviews for A Funny Thing Happened on the Way to the Forum (1962) didn’t mention his name, and although for Funny Girl (1964) he was listed only as "production supervisor," he reshaped both those musicals radically. He got full credit and then some, however, for Fiddler on the Roof (1964).

He accomplished a similar feat with his mammoth staging of Stravinsky’s Les Noces (1965) for American Ballet Theatre, but then retreated from the pressures of huge collaborative productions. Broadway was moving in the direction of rock spectacles like Hair and Jesus Christ, Superstar, and Robbins didn’t want to move with it. With the help of a 1966 grant from the National Endowment for the Humanities, he established the American Theatre Lab to explore experimental music-theater techniques, from dance to Noh drama, with a small hand picked company in a workshop setting for a period of two years.

Seemingly re-charged from this work, he re-emerged at City Ballet. Essence did not mean homogeneity, however: Robbins’s work was still as protean as ever, from the sensuous and jazzy lyricism of In G Major (1975) and the opera-house pyrotechnics of Four Seasons (1979) to the spiky Opus 19: The Dreamer (1979) and the elegiac In Memory of... (1985). He was still experimenting with contemporary music, with ballets to Philip Glass (Glass Pieces, 1983) and Steve Reich (Octet, 1985), but it was Bach who spoke most clearly to him in his last decade, when he made the spare, poetic A Suite of Dances (1994) for Mikhail Baryshnikov to Bach’s suites for unaccompanied cello; the deceptively simple Two- and Three-Part Inventions (1994) for the students of the School of American Ballet, and the exuberant Brandenburg (1997) for City Ballet.

By then he was in fragile health, following a bicycle accident in 1990 and heart-valve surgery in 1994; in 1996 he began showing signs of a form of Parkinson’s disease and his hearing was poor; yet he insisted on staging Les Noces for City Ballet (1998). It was the last thing he did; two months later he suffered a massive stroke, and he died at his home in New York on July 29, 1998.

BOB FOSSE was the son of a vaudevillian; Bob Fosse was born into the theatre. As a teenager her toured with dance acts and choreographed numbers in night- clubs. His work typically had a sexual suggestiveness that became a trademark of Fosse's choreography.
After doing two years in the chorus of Call Me Mister in 1948 he went to Broadway in the revue Dance Me A Song. Then Hollywood beckoned. 'I had fantasies of becoming the next Fred Astaire,' admitted Fosse, years later. After small parts in three films, including Kiss Me, Kate (1953), Fosse realized he was going nowhere and headed back to Broadway. That was when he got his big break.

Veteran director and playwright George Abbott took a chance on the young man for the choreography of The Pajama Game (1954). Fosse's ground-breaking staging of 'Steam Heat' was the talk of New York and the show became a huge hit. The number contained elements which were to become recognizable as Fosse's choreographic signature: small groups of dancers, drilled down to the lift of an eyebrow, executing steps which are sometimes disjointed, sometimes tortuously slow-motion - movement which seems to take the human body apart and make each piece work separately.

Fosse was in demand. The following year he worked alongside Abbott again on Damn Yankees, an unlikely combination of the Faust myth and baseball, chiefly remembered for the seductive Gwen Verdon as the devil's sexiest demon, singing 'Whatever Lola wants, Lola gets'. Costumes for Fosse were typically black. His movements were reflective of his flaws and he used them to create signature movement. For example: he wore bowler hats and used them in his choreography because he grew bald at a young age. He also had very little turn out in ballet and made movements turned in to cover up his lack of skill. He is known to have smoked up to three packs of cigarettes a day and had several ladies in his life. He costumed the women in fish net panty hose, very high cut leotards and high-heeled shoes. Take a look at his FRENCH CUT leotards.

From then on, Verdon was leading lady in almost all Fosse's shows, becoming the definitive Fosse dancer - all dazzling legs and double-jointed shoulders. After hits with New Girl In Town (1957) and Redhead (1959), one of Broadway's greatest partnerships got married in 1960. STEAMED HEAT

By now, Fosse was directing as well as choreographing his shows. He became one of those rare directors whose name is bigger than the star's. He staged block-busting hits one after each other, following Sweet Charity with Pippin (1972), Chicago (1975) and Dancin' (1978). Those four shows alone notched up over 5,000 performances between them, and their creator finished with a total of eight Tony Awards.

Fosse also had a successful career in movies. His choreography for My Sister Eileen (1955), The Pajama Game (1957) and Damn Yankees (1958) was well received and, for Sweet Charity (1969), he became the first man since Busby Berkeley to be given absolute control over a production. The result was box office disaster and for four years, no one in Hollywood wanted to know him.

After a string of other directors had turned it down, Fosse took charge of the movie of Cabaret, in 1972. It was his greatest year. He won an Oscar for Cabaret, a Tony for the stage show Pippin and an Emmy Award for Liza Minnelli's TV special, Liza With A Z. It also gave him the chance to make a tribute to his friend, comedian Lenny Bruce, in the non-musical film Lenny, in 1974.

But there was a price to be paid for such a relentless workload. In 1975, Fosse's chain-smoking caught up with him, when he suffered a heart attack during work on Chicago. The show marked Gwen Verdon's come back on Broadway but it also marked the end of their marriage. Fosse's two earlier marriages, to dancers Mary Arm Niles and Joan McCracken, had ended in divorce; now the strain was telling on Fosse and Verdon. They divorced that year, though their working partnership continued.

Mirroring his autobiographical movie, ALL THAT JAZZ (1979), Fosse himself died just moments before the curtain up on the triumphant revival of Sweet Charity.

It could perhaps be argued that the latest hit revival of Kander and Ebb's Chicago, supervised by Ann Reinking - a Fosse protegée - is very much a tribute to the late, great Bob Fosse.

LYNN SIMONSON has been a popular teacher of jazz dance in New York and throughout the world since the early 1960s. During that time she has drawn on her dance studies to develop a movement technique for jazz and modern dance that is independent of a particular style. Her technique is a result of her inquiries into dancing without injuries, and her method of teaching involves frequent references to anatomy and imagery.

Simonson grew up in Seattle, Washington, where she received her early training in ballet with former dancers from the Ballet Russes. At the age of 16, she won her first Equity job in musical theatre, and strayed from her classical upbringing after hearing a Mile Davis album. She made her way to NY at 18 in 1961, and soon found herself dancing four shows a day with the Radio City Ballet corps. Between shows, she found time to take jazz classes with Jaime Rogers and Claude Thompson at the June Taylor studio. She was suited to the strong, tight style of Rogers, but she expanded her abilities when she started classes in the more lyrical style of Luigi.

She began teaching in NY, and was asked to teach in Holland in 1967. It was at this time that she seriously began to formulate her technical approach to jazz dance. Simonson was hampered with chronic injuries, so she began a study of anatomy and kinesiology in order to develop an approach to dance that would prepare a body to dance without being dependent on a particular style of jazz dance. Over the years, her Simonson jazz technique has been taught in New York at the Morelli Studio, and then at Dance Space, a large studio complex at 622 Broadway, that was co-founded by Simonson. Her technique is the official jazz technique of Dance Space. She has instituted an 18 week jazz dance teacher's training program, and has co-sponsored jazz dance concerts with Evolving Arts, Inc., the non-profit performance wing of Dance Space. Simonson jazz technique is taught in 16 countries, and is popular in Japan, Holland, and Quebec, as well as being the primary jazz dance technique of the University of Massachusetts and Kent State University.

PART 2 – TAP DANCE
BACKGROUND

Before we even get started with the history of tap, I want you to watch this video from the movie DANCING to get a quick glimpse of tap dancing.
Tap is believed to have originated on slave ships in the 1800s. To ease the boredom, the British sailors entertained each other. The English sailors clogged in wooden shoes and the Irish sailors did their jigs and reels, but they also made the Africans, who were on board as slaves, go on deck to perform their own dances. Tap dance was created from combining elements of African drumming and dancing with the techniques of European clog, Irish Jig, Negro Shuffle and step dancing. Tap dance is a style of dance which rhythmic sounds are produced by moving the feet. Shoes are worn with metal taps on the bottom, which produce distinctive tap sounds against the floor. The unique rhythms of jazz music distinguish American tap dance from all other kinds of dancing based on percussive footwork. The idea of improvisation is a key element in tap dance.

Between the 1600's and early 1800's, tap slowly evolved from European step dances like the jig and clog and a variety of secular and religious African step dances that were loosely labeled "juba" dances and "ring shouts." Danced primarily by enslaved Africans, this blend of jig and juba was transferred to the minstrel stage, and there it was polished into something identifiable as "American tap dance." It was introduced in minstrel and vaudeville shows of the late 1800’s.

After the Civil War, vibrant new steps were added to the tap vocabulary including syncopated stop time, shuffle, flap step, cramp roll, soft shoe, waltz clog, and time step to name a few. Dancers relaxed their postures and arms and shoulders were often used for whimsical gestures. With vaudeville, great individual talents like Bill "Bojangles" Robinson and John Bubbles helped to refine rhythm tap dance, and later Hollywood popularized tap dance worldwide with films featuring Fred Astaire, the Nicholas Brothers, and Eleanor Powell, among others.

During the 1950's, the style dance changed and tap lost is popularity, although tap dancers continued to dance for their own pleasure.
In the 60's, several public tap dance events ignited the great revival of tap dance. Suddenly, tap was considered an art form rather than just entertainment. During the 1970's, tap returned to Broadway, film, and the concert stage throughout the USA, Europe, and Japan. The public's interest in watching tap dance has produced several Broadway hits, including the recent "Black and Blue," and "Jelly's Last Jam," and films such as "The Cotton Club," "Steppin Out," and "Tap." May 25th was proclaimed as National Tap Dance day by a vote of Congress in 1989, and is celebrated by enthusiasts across the USA.

CHARACTERISTICS

Tap came out of the lower classes, developed in competitive 'battles' on street corners by Irish immigrants and African American slaves. The Irish and Scottish immigrants had a cultural history James McIntyre around the turn of the century. It was a flat-footed step dance where the foot of the free leg would rise and arc to the side while the elbows moved outward in "wing" pattern. The shoes had wooden soles and heels to amplify the rhythmic sounds of the dance.
The Irish and Scottish immigrants had a cultural history James McIntyre around the turn of the century. It was a flat-footed step dance where the foot of the free leg would rise and arc to the side while the elbows moved outward in "wing" pattern. The shoes had wooden soles and heels to amplify the rhythmic sounds of the dance.

During the following decades, styles of tap dancing evolved and merged. Soft shoe dancing was relaxed graceful dance done in soft-soled shoes.

Buck & Wing dancing was fast and flashy dance done in wooden soled shoes combining Irish clogging styles, high kicks and complex African rhythms and steps such as the shuffle and slide.
In the 1920’s “taps” were nailed or screwed onto shoe soles at the toes and heels. Shuffle Along in 1921 was the first show in tap shoes. “Challenges" are a series of steps meant to one-up your dance competitors in jam sessions, whether on the curbside, in the dance hall, or onstage.

Tap has a long history of "stealing steps" and "CHALLENGES." In reading any tap history performers will speak of dancing on street corners or outside clubs trying to outdo other dancers. These street games of "one-upmanship" were called "challenges." Challenges survive today in tap jam sessions and the technique of "trading fours" in a performance with several dancers. "Trading fours" refers to each dancer giving his or her best for four measures before passing to the other dancer with a non-verbal "top this!" The motto is "Thou shalt not do another's step, exactly." A step is usually shaped and changed and incorporated into that dancer's personal style.
"Stealing steps" is when you figure out another dancer's steps. Steal them and then make them your own. It's not cool to take steps and keep them exactly like another dancer's. The motto is "thou shall not do another's step, exactly." A step is usually shaped and changed and incorporated into that dancer's personal style.

In "Trading Fours" you give your best steps for four measures, then pass the dance on to the next tap dancer with a nonverbal flourish that means "top this!"

Bill “BoJangles” Robinson, Busby Berkeley, Sammy Davis Jr., The Nicholas Brothers, Gene Kelly, Shirley Temple, Eleanor Powell, Fred Astaire, Ginger Rogers, Honi Coles, Jeni LeGon, Gregory Hines, Savion Glover, Jason Samuels Smith are some of the great tap dancers in our history. Here is a little background information on a few of the important figures of our time.


KEY LEADERS

BILL “BOJANGLES” ROBINSON was one of the first African-American performers to have regular employment in the mostly white theatres. He is noted for his performance with the child star Shirley Temple and helped to popularize tap dance.

Sammy Davis Jr. was first seen on the vaudeville stage a child. He had the wonderful ability to sing, act and dance (also known as a triple threat) and starred in the movie Tap that brought a new interest of tap dance to the general public. Within this movie is a wonderful scene that demonstrates how the late Gregory Hines finds rhythm to dance to from the sounds of the street! Watch this clip from a STREETJAM.

Two of my favorite tap dancers were the dynamic duo the Nicholas Brothers. Although they have unfortunately both passed away, they flipped off of the walls, split down staircases and dazzles audiences from early childhood. Take a quick look at the NICHOLAS BROTHERS!

FRED ASTAIRE AND GINGER ROGERS go hand in hand. This wonderful duo brought tap dance to the music theatre productions. They included ballroom dances a unique combination of dance styles to the big screen.

GENE KELLY was known for his athletic ability yet kept a sense of grace. He is most famous for his tap dance in Singin’ in the Rain in 1952. In this movie he really does dance and sing in the rain!
Another female favorite of mine that rarely gets mentioned is the late Eleanor Powell. She is known for her fast footwork, speedy turns and wonderful smile on stage. Take a peek at at ELEANOR POWELL.

Although there are many more tap dancers that can be discussed, one important figure who was responsible for numerous dance films is the legendary BUSBY BERKELEY. As you can see, Berkeley is noted for films with hundreds of tap dancers. He used camera angles such as a bird’s eye view or where the camera is above the dance scene. Take a look at this next selection where he filmed a wonderful section in a dance that uses glowing VIOLINS!

More contemporary artists like Savion Glover have combined hip-hop, b-boying and tap into a complex and unique style. His famous work can be seen in the Broadway hit show Bring in ‘da Noise, Bring in ‘da Funk.

PART 3 – Social Dance
CHARACTERISTICS

SOCIAL DANCES are dances that appear in our own culture are social dances. Some people dance for exercise to feel good emotionally, release frustrations or negative energy, or just for the fun of it to be surrounded by family and friends. In some societies social dances are to be enjoyed by an individual in conjunction with other people, sometimes two people as a couple, or it can be completely individual. In some societies there are strict rules that apply to males and females dancing together. There is the issue of physical contact and public dancing; whereas, in other societies people of all ages are encouraged to participate. Social dances are often times considered rites of passage in regards to time and place and are of vital interest to the society they are danced in. Some social dances are danced at social occasions for pleasure while others are danced at Funerals, circumcisions, weddings, and baptisms. These are all rites of passage not in regards to time and place such as where young people go to seek a mate or companionship. There are gender-specific behaviors.

Q: Have you ever taken dance classes in cotillion? Where young ladies are expected to wear white gloves, party dresses and gentlemen wear a blazer, tie and slacks are trained to introduce themselves and dance social dances such as the waltz?

Many dances that came directly from African American communities were adopted and sometimes modified by other communities. An example of this is the LINDY HOP or the jitterbug originally named after Charles Lindberg in Harlem nightclubs in the 1930’s. It is typically performed to swing music and is fast paced, athletic and danced with a partner. White communities did this dance at a slower tempo and did not use some of the daring lifts and tricks that were a part of its original style. Untrained dancers created many of these social dance forms. Caucasian dancers felt that the lindy hop dance form was too fast and slowed it down, which simplified the movement. This dance form is now what we call SWING dancing.

In the 1950’s the United States was in a time of being conservative and the dance of that time was considered Ballroom dancing. BALLROOM DANCING was a place of courtship, to be swept off your feet and create synchrony between two figures. There is an emphasis on containment of energy. The energy is lifted and held up, not released. Sexuality is a transcended union and is not erotic in nature. There is separation between the bodies and the Dance is used as a vehicle to relate to the opposite sex. There are specific rules for couple dancing. For example, in the WALTZ, partners must move interdependently as a unit. The woman follows and the man leads or steers a safe course around the ballroom. This includes dances such as the fox trot, samba and rumba. The roots of these dances came from European, African and South American movement. The Waltz came from the elite in England and Germany and was created in the 19th century before it ever reached the US.

The 1950’s had the advent of Rock and roll. 1950’s music & dance threatened the status quo. Overt sexuality to teenagers-Elvis. Watch this clip of ROCK & ROLL to see how the dances of the 50’s were different!

The prevailing conservative attitude was basically abandoned by the young generation. New dances developed as a result of this change in mentality. Vibrant performers such as Little Richard and Chuck Berry had hit songs and white youths began to listen to their music and imitate their dance movements. Another huge singer of that time was “Elvis Presley,” who had a soulful quality to both his singing and dancing.

An example of his movement style being inappropriate was the time when he was on the Ed Sullivan show. He used hip swaying movements that were offensive and the footage only showed him from the chest up.

In the 1960’s a new song called The Twist by Chubby Checker started a new dance craze. 
The TWIST was curious, perverted, dance alone! It had spontaneity, letting go, and expressive sexual freedom These dances started to even began to cross racially and you saw new dances such as the monkey and the mashed potato.

Q: What was happening politically at that time? Vietnam war and Civil Rights Movement.
So there was a huge change in the attitudes of that time, and a radical group was formed that took interest in drugs. What we had previously seen in ballroom was being abandoned. 60’s- if no one leads no one has to follow. Now people danced alone, solo, doing free-style movement. “Doing their own thang.” This was a time when we saw movement reflect a feeling. You saw people dancing with ultimate abandonment due largely to a supply of drugs: Ex: Woodstock=3 day rock concert.

With the 1970’s we see how the insertion of disco became the popular craze where people did dances like the hustle and the bus stop. The movie Saturday Night Fever brought back some of the notions of couples dancing together. People went to CLUBS to meet socially and express themselves through movement.

Q: Consider the aesthetic features of a nightclub? Nightclubs use dim lighting, smoky, (not in California) and are dark. Nightclubs, glamour, and romance were the norm and looking fabulous was required in order to fit in. The Disco Tec was impersonal rather than relationship. You saw the use of the Strobe light where you can’t even find your mate across the room. You can’t see or be seen. It is almost as if you are invisible.

There was also Slam dancing that catered to the punk rock crowd (which was originally started in England n the 70’s). It was also a revolt to the disco era. The next level which is more violent mosh dancing.

The 1980’s brought b-boying and b-girling to the dance world and once again free-style dancing returned. It was very popular in the inner cities in the 70’s but got widespread attention in the 80’s. The emphasis was placed on virtuosity. The person who could do the most interesting and difficult movements was the best. The media coined the term “Break-dancing” which was originally a term that was used because the best dancing occurred during the “Break” in the music. Here is a short clip of a young student named DUFTIN GARCIA that loves to dance!

With Rap music came Hip Hop in the 70’s. It became popular in the 80’s and was a voice for the inner-city minority groups. It was developed by untrained dancers and is a form of street dance that combines movements from African and jazz dance vocabularies.

Interestingly, you will see how popular dances have been taken into the professional dance world and incorporated into videos, musical theater and concert dance.

In the 80's when street dancing blew up, the media often incorrectly used the term "break-dancing" as an umbrella term for most the street-dancing styles that they saw. What many people didn't know was this within these styles; other sub-cultures existed, each with their own identities.

Break-dancing or b-boying as it is more appropriately known as, is known to have its roots in the east coast and was heavily influenced by break beats and hip hop. The term "funk styles" was coined to give what we do it's own identity and separate it from hip-hop. Popping, locking and boogaloo were styles that were created in the WEST COAST during the FUNK ERA, and while these styles were adopted into the hip-hop movement, its roots should still be recognized as pure funk. Hence the term, FUNK STYLES. One choreographer in particular that has taken hip-hop into the concert dance arena is RENNIE HARRIS. His company Rennie Harris PureMovement is based in Philadelphia, PA. He does community outreach, arts EDUCATION as well choreographs for professional dance companies and students in universities.

DANCE & DIGITAL TECHNOLOGY

Dance and Digital technology is a wave of the future for dance. DANCE VIDEOS

Music Artist Michael Jackson was the first artist to present dance in a new way in his music video Thriller in 1984. It was a sophisticated dance video that set precedent for all videos to follow. Other artists like MC Hammer and Janet Jackson also employed numerous dancers for their videos and performing tours.

