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ABSTRACT 

This thesis is concerned with the relationship be

tween the basic ontological structures of Jean Paul Sartre 

and rhythm as it is experienced in the Art of the Dance. 

The primary emphasis of this thesis is the sugges

tion that resonance, rhythm and metaphor are correlates to 

Sartre's Being in-itself, Nothingness and Being for-itself; 

specifically, that the human mind is both ordered and sub

sumed by rhythm and that rhythm, on this level of construc

tion is Sartre's ontological envelope of Nothingness. 

The purpose is to illuminate the philosophical 

problem of mind-body relationship in terms of the Dance 

and thereby reaffirm the inherent educational value of Dance 

and its intrapersonal and interdisciplinary potentials. 
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Let me therefore make "bold to enquire freely, 
Whether That, of which we affirm such great 
Things, and to which we ascribe so many Feats, 
be that almost Divine thing, whose works among 
others we are; or a Notional thing, that in some 
sense is rather to be reckon'd among our works; 
as owing its Being to Human Intellects. 

Hon. Robert Boyle 1641-1700 
"A Free Enquiry into the 
Vulgarly Receiv'd Notion 
of Nature" 
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CHAPTER 1 

INTRODUCTION 

This thesis is a philosophical investigation into 

the relationship between resonance, rhythm and metaphor as 

experienced in the Dance, and the ontological structures 

Being in-itself, Nothingness, and Being for-itself as articu

lated by Jean-Paul Sartre in his Being and Nothingness. An 

hypothesis basic to this investigation is that the Sartrean 

concepts reveal a philosophical paradigm of the concepts of 

resonance, rhythm and metaphor. 

It is my intention to describe these seemingly dis

parate structures and to explore the significance of their 

interpenetration for self awareness. The art of Dance is an 

immanent self awareness. This self awareness offers to 

build a total and integrating personality. Such an individ

ual is capable of perpetuating his or her integration 

processes, (thus incorporating Sartre's paradigm of the phe

nomenology of Being) and thus has the foundation for the ex

pression of the creative elements of the Dance. 

The significance of this thesis lies not only in the 

practical application of interdisciplinary exploration for 

the creation of dances, but also in the metaphysical 

1 
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lander standing of this fusion of ideas for the dance-artist, 

thus offering an overall philosophical comprehension of 

Being. 

In the first chapter of this thesis the Sartrean con

cepts will be presented and translated into likely terms for 

reference in the Dance experience. Chapter 2 will deal with 

selected problems within Sartre's ontology and the sugges

tion that a resolution lies in the reorientation to the con

cepts of resonance, rhythm and metaphor as direct physical 

correlates. Chapter 3 is a discussion of the nature of 

rhythm and its significance in human form. Chapter ̂  is a 

description of Lavinia. a piece of choreography within which 

the Sartrean concepts are illustrated in terms of resonance, 

rhythm and metaphor. Chapter 5 is the summary and conclu

sion of this thesis. 

Background 

The catalyst for this investigation was the appre

hension of the relationship between rhythm in Dance and 

Sartre's ontology through my personal experience of 

dancing. In response, it is my intention to discuss the 

resulting insight: the understanding of rhythm is a direct 

correlate to Sartre's ontological structures. A philosophy 

of Being is submerged in the details of its becoming. It is 

an active, living process and does not easily lend itself to 

disclosure. However, it is my desire to show that in the 
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Dance, that is in the heightened self awareness of movement, 

the understanding of rhythm is the perception of the process 

of Becoming. 

In the Dance, meter, image and metaphor are con

structs derived from the experience of rhythm and subsumed 

by resonances. Together they potentiate emergent movement 

qualities which are a glimpse of the quality of Being Sartre 

speaks of as a revelation of Being. The primary emphasis of 

this thesis is the suggestion that the Dance is an expression 

of the inherent processes embodied in underlying rhythms, and 

therefore, that it represents our closest proximity to Being 

in-itself. 

Statement of the Hypothesis 

The hypothesis for this investigation is that to expe

rience rhythm is to understand implicitly Sartre's ontological 

distinctions between Being in-itself, Nothingness, and Being 

for-itself. The understanding of these distinctions reveals 

the inherent consistency of their processes. These processes 

offer new perceptual possibilities to the meaning of being 

human. 

Three philosophical insights are derived from this 

premise and are the underlying themes of this thesis. 

1. Philosophical constructs about structures of Being 

are continuous with our kinesthetic awareness, and are 

heightened through the understanding of rhythm. 
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2. The structural element of rhythm is parallel to 

those structures in Sartre's ontology to the extent that the 

understanding of one can "be transfused into the other. 

3- The structures Being in-itself, Nothingness, and 

Being for-itself can "be comprehended through dancing. Thus, 

the experience of dancing melds the intuition and the intel

lect with the kinesthetic experience for heightened self 

awareness. 

Thus, I am positing the following equivalents: 

Being in-itself - Nothingness - Being for-itself 

resonance - rhythm - metaphor 

human potential - human meaning - human form 

Definition of Terms 

The following philosophical and dance terms are 

used throughout this thesis: 

1. Perception is the sequential process of making mean

ing from sensory information. 

2. Ontology is the description of the phenomenon of 

Being as it manifests itself. 

3 .  Phenomenon refers to the appearance of Being as a 

total sequence of appearances and is inclusive of that essen

tial reality which the Platonists knew. 

Being includes both Being in-itself and Being 



5 

for-itself. Being in-itself is all-embracing and objective, 

Being for-itself is individual and subjective. 

5- Being in-itself is a fullness; it is the Being of 

the phenomenon and overflows' the knowledge we have of the 

phenomenon. 

6. Being for-itself is the relation of a particular 

consciousness to Being. It is human existence. It is con

ceived of as a lack of the fullness of Being, a desire for 

Being. It injects nothingness into the world. 

7' Nothingness comes into the world through the For-

itself, that is, through human consciousness. It is the 

"envelope" between Being in-itself and Being for-itself. It 

is itself without Being. It is not a static state, but 

rather a potential for consciousness to be perceived as a 

consciousness of itself as well as the objects which com

prise its consciousness. 

8. Rhythm is the perception of divisions of time in 

space. 

9. Metaphor is that experience which leads one to an 

aesthetic revelation of Being through consciousness. 
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For it is not a question of what we see in a certain 

perspective, but of the perspective itself. 

Ernst Cassirer 
Language and Myth 



CHAPTER 2 

A DISCUSSION OF SELECTED INHERENT PROBLEMS 

This chapter is focused on a few of the inherent 

problems discussed in this thesis. This focus, however, is 

intended to reveal that, as yet, there exists no resolution 

concerning the disparate fundamentals of the nature of our 

embodied existence. This realization is intended to height

en the appreciation of the subsequent discussion; that there 

does exist a phenomenon, rhythm, whose utilization within 

the body (the dancer) .and within the space (the dance) may 

serve to drive our perceptions toward the edge of the dis

tinction between existents, toward a unity of expression, a 

•universal understanding that all Being is a single resonance. 

Since Aristotle, much of philosophical thought has 

centered on the question of existence and essence, the 

nature of each and the precedence of each in Being. Sartre 

descends from the phenomenological school of philosophers of 

the late nineteenth and early twentieth century, including 

Kant, Husserl, and Heidegger. This school of thought asserts 

that all objects are the aggregate of their observable, sen

sory qualities, not a manifestation of hidden essences as 

the ancient Platonic system of thought presumed. Sartre 

7 
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added to this conception of phenomenal objects the notion of 

total appearances that have no referents in hidden essences. 

It is difficult, then, to account for his system of 

thought which at the outset posits the very dualism he wants 

to avoid in the new forms of Being .in-itself and Being for-

itself. If Being for-itself has no referents in hidden es

sences, no phenomenal "connective tissue" to the Being 

in-itself, if we are presented with structures so radically 

different in form and dynamic, we are justified in asking 

how can they be part of one Being? 

Sartre states, "This contingent Being in-itself 

(contingent with the for-itself) always escapes me." (Sartre, 

Being and Nothingness. 1956, p. 83). This dilemma repre

sents the first apprehension of the profound experience of 

paradox. Indeed, it is the pivotal paradox of existence 

that we are a being compelled to decide the meaning of being, 

the forms and ethics of behavior, where meaning is not some

thing we decipher but is something we invent. 

What are we to understand, then, of this human being 

which wills to hold itself in view, at a distance from it

self, that is somehow an activity reduced to itself? Simply, 

I may ask, can I perceive how the two sides of my body, so 

different in form and function are part of one organism? In 

the broadest of terms, if I begin perceptual comparisons on 

the basis of similarities, as opposed to differences, the 
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mode of apprehension is radically altered and there begins 

to resolve a single image as opposed to two. The ultimate 

resolve of such a philosophically focused autism lies in the 

future revelations of physicists, physiologists, philoso

phers and is not my immediate concern. Sartre states, "Such 

is the origin of transcendence. Human reality is its own 

surpassing toward what it lacks." (Sartre, Being and 

Nothingness. 1956, p. 89) 

The unique presentation and assertion of his thought 

gains, for Sartre, a methodological independence at the risk 

of a criticism that an understanding of his approach results 

in his so-called nausea. Nausea is the experience of total 

separateness of one's human "being from Being in-itself and 

the subsequent realization of the potential loss of meaning 

of one's experience. The criticism follows that his system 

fails in two ways: 1) to produce a comprehensive grasp of 

the intricacies and richness of Being and, 2) in breaking 

the barricade in our drive toward the Transcendent. 

These criticisms seem somewhat misplaced. As stated 

above, Sartre believes that the origin of transcendence is 

human reality reflecting upon itself. Indeed, his very con

tention is that no single consciousness (each of which has 

been divided from the totality of Being in a singularly dif

ferent aspect) can grasp a comprehensive unity of reality. 

This represents the duality of his thought. This comprehen

sive unity of reality is not demonstrable to every other man 
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except through the reflective process of each man's pursuit 

of such a reality. This represents the resolution of his 

thought. It is in this individualized process that all men 

become united, and it is only through the universal implica

tions of such an interdigitated view that we can hope to 

abstract a comprehensive unity of reality. 

Second, Sartre's nausea is not a phenomenological 

collapse away from transcendence but, rather, simply a physi

cal, phenomenal expression of his awareness of that transcen

dence. We do not transcend without; we transcend within. 

There is a difference in the processes of perception and re

sponse. Indeed, Sartre does not collapse into the arms of 

God or the "other" but oscillates between his selves. He 

states, 

The infinite movement resonance within conscious
ness belongs only to the reflective regard which 
wants to apprehend the phenomenon as a totality and 
which is referred from the reflection to the reflect
ing, from the reflecting to the reflection without 
being able to stop....Finally,...the For-itself, 
dispersed in the perpetual game of reflected-
reflecting, escapes itself in the unity of one and 
the same flight. Here, being is everywhere and no
where; wherever one tries to seize it, it is there 
before one, it has escaped. It is this game of 
musical chairs at the heart of the For-itself which 
is Presence to Being in-itself. (Sartre, p. 172) 

We are our metaphor. 

In regard to this oscillation of Being, a signifi

cant problem arises within Sartre's ontology. It concerns 

the origin of the dynamic that caused the Being for-itself 
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to arise from the passive Being in-itself by means of the 

ontological envelope termed Nothingness. Sartre states that 

Nothingness "occurred somehow in being" that it "lies at the 

origin of time" and "is made to be." (Sartre, p. 27) Sartre 

wonders if motion was not the first attempt of the In-itself 

to become a For-itself, thereby grounding itself and thus 

becoming conscious of itself—a kind of seismic, metaphysi

cal implosion. The dynamic of the word "attempt" bothers 

Sartre because it threatens his description of the passive 

is-ness of Being in-itself. He offers the term "attempt" 

tentatively. 

I feel this is unfortunate. For, it is not the no

tion of movement which should have bothered Sartre, but pre

cisely the passiveness of the massiveness of tke Being 

in-itself which should have concerned him. Indeed, at the 

outset, he is examining Being as if from the outside. To me, 

Sartre seems to have placed this veil of Nothingness as an 

almost static barrier between the In-itself and the For-

itself ; static in that it has no being, but has arisen from 

Being in-itself. I find a passive Being in-itself which 

gives rise to a Nothingness that is not in connection with 

its own being very questionable. Diagrammatically, we might 

represent his constructs in the following way: 



Figure 1. Sartre's Ontological Model 

where: 1. passive is-ness, Being in-itself 
2. some tentative, enigmatic arousal out of being 
3' veil of Nothingness 

human consciousness, Being for-itself 

Diagrammatically, I might represent my view in the follow

ing way: 

Figure 2. Fryberger's Ontological Model 

where: human consciousness is the resonance (dynamic) 
structured receptor apparatus through which the 
fullness of Being in-itself is confirmed. 

I submit that the veil of Nothingness which we 

create is a series of rhythmic apprehensions not yet fully 

perceived and understood. I will discuss this notion a 

little further in Chapter 3-

Raymond Bayer, in his The Essence of Rhvthm. pro

vides a sense of my understanding of the unity between 
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Sartre's Nothingness and rhythm: 

The rhythms assure us by their scansion, their 
vigor, their distribution of accents as well as by 
a certain curve of meters and tempi in the ordered 
pace of an aesthetic object, that the table of in
variants and devices does indeed stem in every 
detail from something like a pre-determined economy 
CBeing in-itself3 whose appearance everything con
firms and nothing contradicts. This table of in
variants is the rhythmic form of a time. (Bayer, 
The Essence of Rhythm, p. 190) 

I remind the reader that Sartre states that perhaps Nothing

ness "lies at the origin of time." (Sartre, Being and 

Nothingness. p. 4) Further, Bayer writes, 

...rhythm has the contradictory privilege of being 
both perceptible and inward. It undoubtedly parti
cipates in duration, as this is incorporated in the 
movements of consciousness, but it can also be per
ceived as a scansion of space. Rhythms are images 
of reality that take their place in space and time. 
The plane of rhythm is therefore at the true inter
section of the interior domain and the realm of 
things. (Bayer, p. 193) 

Therefore, the origin of the dynamic in Sartre's ontology is 

the envelope of Nothingness that we humans create and it 

lies as the distinction between the Being in-itself and Being 

for-itself. 

Thus, resonance is the nature of Being in-itself and 

rhythm is the nature of the veil of Nothingness. The percep

tion and mastery of rhythm is the physical expression of 

these two metaphysical constructs. Rhythm, as exemplified 

in the Dance, is the confirmation of this intersection. It 

is my hope that an understanding of rhythm through the Dance 

as Art can serve, by its very dynamic, to drive us toward the 
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edge of this distinction, casting new metaphors for human 

meaning which broaden existing capacities for creativity. 

The abstraction, Nothingness, separating us from the 

Being in-itself is within ourselves rather than outside us 

and consists of an enigmatic threshold separating ordinary 

self consciousness from the deeper self consciousness where 

the singular immerses itself totally in the -universal, where 

lucidity is completely one with the sense of cosmic mystery. 



Here the impossible union 
Of spheres of existence is actual, 
Here the past and future 
Are conquered, and reconciled, 
Where action were otherwise movement 
Of that which is only moved 
And has in it no source of movement— 
Driven by daemonic, chthonic 
Powers. And right action is freedom 
From past and future also. 
For most of us, this is the aim 
Never here to be realized; 
Who are only undefeated 
Because we have gone on trying; 
We, content at the last 
If our temporal reversion nourish 
(Not too far from the yew-tree) 
The life of significant soil. 

T.S. Eliot 
Dry Salvages 



CHAPTER 3 

THE NATURE OF RHYTHM AND ITS 
SIGNIFICANCE IN HUMAN FORM 

In establishing the relationship between Nothingness 

and the perception of rhythm as the dynamic origin of both 

the contents of mind and the structure of mind itself, some 

discussion of the nature and process of rhythmic apprehen

sion is necessary. 

There is a constancy within any form. This constancy 

is a dynamic potential wherein the confluence of a form's 

infinite constituents (be they particles, waves) is an arri

val, a summation or state of being (a beat) for a duration 

and thus makes itself concrete as an event in time-space. 

An organism, which seems to be the most distinct and 
individual sort of thing in the world, is really not 
a thing at all. Its individual, separate thing-like 
existence is a pattern of changes; its unity is a 
purely functional unity;...a pattern of physical and 
mental processes, a continuum of activity. (Langer, 
Problems of Art, p. ^7) 

It is the peculiarly distinct property of human mind to per

ceive the constituents of an event such as a dream, a stone 

or a movement as separate events, which are themselves only 

constituents within larger events such as consciousness, 

earth and musical/spatial phrasing. This constancy within 

forms is revealed to us by the study of rhythm. 

16 
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This peculiar filtering aspect of mind is that as 

yet unquantifiable property that perhaps conforms it to an

other order of reality. This aspect begins to unveil itself 

in a certain periodicity that is inherent in the organiza

tion of movements such as making contact with a ball or the 

phonation of speech or the gesture of the leg at a fixed 

point in time and space while one is dancing. Further, this 

periodicity is based on an "initial scanning" of a movement's 

trajectory and mechanisms acting at the onset of movement 

are made to be synchronous with this initial scanning. (L.H. 

Shaffer, "Rhythm and Timing in Skill") Thus, in addition to 

what mind organizes to prepare for perception, how it struc

tures what it perceives, how it structurally integrates its 

perceptions and how it structures motor output, it also 

antici-pates movement. 

This anticipatory element of mind is precisely that 

dynamic which lies as the distinction between Being in-

itself and the Being for-itself, namely, the veil of Nothing

ness. This element is structurally embedded in mind and in 

some sense accounts for the nature of structure per se and 

our privity to discreet structures of time. The organiza

tion of these discrete structures of time into units (beats, 

meter, phrases) is rhythm. As the aurora borealis is an 

energy brought into being by the angle of light cast upon it, 

so forms are made to be by the perception of their rhythmic 

configurations. 
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This aspect of mind is itself the sum of specialized 

developments of and "between many complex stimulations occur

ring from "both "without" and "within" the organism. 

We can enlighten fragmentary aspects of intelligence. 
But there is always an understanding beyond our area 
of comprehension. The reason is that the notion of 
intelligence in pure abstraction from the things un
derstood is a myth. Thus a complete understanding 
is a perfect grasp of the Universe in its totality. 
We are finite beings; and such a grasp is denied 
to us. This is not to say that there are finite 
aspects of things which are intrinsically incapable 
of entering into human knowledge. Whatever exists, 
is capable of knowledge in respect to the finitude 
of its connections with the rest of things. In 
other words, we can know anything in some of its 
perspectives. (Whitehead, Modes of Thought, p. 58) 

Here appear certain solipsistic tendencies. The 

philosophical position of solipsism holds that only the self 

truly exists or can be proved to exist. Solipsism is criti

cized for giving rise to a certain circular confirmation 

that each one of us must attend to in our own conscious ex

perience . 

...1 want each of you to face up to the problem dis
cussed in this lecture (what is an experiencing 
self?) in this way, and it will soon become appar
ent that we move from this restricted initial posi
tion (solipsism) into the wider field of vision, 
where we recognize the existence of other conscious 
selves or persons. That recognition provides, of 
course, the basis of social life and it is the de
nial of solipsism. If you do this with me, we shall 
have a kind of dialogue in thought, so that my 
thoughts communicated in language will give you 
thoughts that parallel mine. You become then not 
my audience, but my collaborator in this conjoint 
effort to reach some understanding of what is cen
tral to our being the experiencing self. (Eccles, 
Philosophical Adventures of a Brain Scientist, 
p- ^5) 
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It is part of my thesis, as well as Sartre's, that 

human mind is a peculiarly structured subdivision of the 

totality of being. I differ from Sartre in holding that the 

fundamental, functional nature of mind is in the rhythmic 

synchronization of its own patterns as the expression of its 

relationship to Being, that of an event through time. This 

abstract perception of structure is the link through Sartre's 

envelope of Nothingness toward massive Being. In other 

words, human mind is both ordered and subsumed by rhythm, 

and rhythm on this level of construction is Sartre's onto-

logical envelope of Nothingness. 

Time, then, is time because of the notion that a 

separation can be seen as seeming to exist between moment-

events which rise and fall from Being. Thus, out of "Om" we 

derive "shu-be-do-be-do" or, more specifically, poetic 

iambic-trochee, children's non-sense lyric and jazz and pop 

phrases. 

What happens as a result of this perception? We, 

ourselves have privity to the discovery that the experience 

we are in (dancing) is not objective (movement and stillness), 

but rather subjective (movement only). The split between 

subject and object, art-life, Being in-itself and Being for-

itself disappears and an identification is made between the 

qualitative constituents of the dancer and the dance and in 

a kind of dialogue through movement, the "split" between 
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mover and audience disappears into massive Being. The envel

ope of Nothingness, being replaced by the apprehension of 

rhythm, moves the many constituents of the dancer's move

ments, the interplay of elements between the dancer and the 

dance, and the impressions communicated to the audience into 

a single event. "Thus, the notion of existence involves the 

notion of an environment of existences, and of types of ex

istences. Any one instance of existence involves the notion 

of other existences, connected with it and yet beyond it." 

(Whitehead, Modes of Thought, p. 9) We can see, then, how 

the for-itself and Nothingness are derived from the in-itself 

but never apart from it. "One characteristic of the primary 

mode of conscious experience is fusion of a large generality 

with an insistent particularity." (Whitehead, Modes of 

Thought, p. 5) 

A sound does not view itself as thought, as 
ought, as needing another sound for its elucidationj 
it has no time for any consideration it is occupied 
with the performance of its characteristics: before 
it has died away it must have made perfectly exact 
its frequency, its loudness, its length, its over
tone structure, the precise morphology of these and 
of itself. Urgent, unique, uninformed about history 
and theory, beyond the imagination, central to a 
sphere without surface, its becoming is unimpeded, 
energetically broadcast. There is no escape from 
its action. It does not exist as one of a series of 
discrete steps, but as transmission in all direc
tions from the field's Center. It is inextricably 
synchronous. (Cage, Silence, p. 1^) 

Such is our metaphor for the relationship between 

the dancer, the dance and the audience, in fact for our very 
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existence. "Connectedness is of the essence of all things 

of all types. It is of the essence of types, that they be 

connected." (Whitehead, Modes of Thought, p. 13) "Any knowl

edge of the finite (Sartre's for-itself) always involves a 

reference to infinitude (Sartre's in-itself)." (Whitehead, 

Modes of Thought, p. 6l) "The two worlds make contact in 

this phenomenon (subject viewing an art object) that is at 

once perceptible and internal, fixed in space yet pervading 

the Self. The plane of rhythm is the plane of intersection 

of object and subject." (Bayer, The Essence of Rhythm 

p. 145) 

"The dancer is forced to face the content of his own 

personality and make selections from it....He seeks to iden

tify himself with the ideal meaning of his experiences." 

(H'Doubler, Dance, A Creative Art, p. 197) "In dance, move

ments are the motor symbols of actions within the mental 

life of the dancer. Action implies a desire which prompted 

it, a thought which shaped it and a visible movement of phy

sical body to carry it out." (H'Doubler, p. 89) 

Thus, Being, like rhythm, is first to be considered 

the sum of all its manifestations. Rhythm, as exemplified 

in the Dance is the apprehension and confirmation of this 

profound intersection of the Being for-itself through the 

intricate median of Nothingness, wherein rhythm lies inher

ent, with the Being in-itself. 



The one way to get over daimonic possession is to 
possess it, by frankly confronting it, coming to 
terms with it, integrating it into the self system. 
This process yields several benefits. It strength
ens the self because it integrates what had been 
left out. It overcomes the "s^lit," the paralyzing 
ambivalence in the self. And it renders the person 
more "human" by breaking down the self-righteousness 
and aloof detachment which are the usual defenses 
of the human being who denies the daimonic. 

Rollo May 
Love and Will 



CHAPTER ^ 

LAVINIA: A CHOREOGRAPHIC DESCRIPTION 
WITH IMPLICATIONS 

Lavinia is a choreographic interpretation of Eugene 

O'Neill's place, Mourning Becomes Electra. O'Neill's play-

is based on the classical myth of the tragedy of Clytemnestra. 

Clytemnestra was the wife of Agamemnon, king of Mycenae, who 

led the Greeks in the Trojan War. She was the mother of 

Orestes, Iphigenia, and Electra and was the co-murderer, 

with her lover, Tiresius, of Agamemnon. After this murder, 

Clytemnestra and Tiresius were murdered by her son, Orestes, 

who was compelled to revenge his father, Agamemnon. 

O'Neill places his melodrama in the contemporary 

setting of the American Civil War. He tells the story 

through the character of Electra, now Lavinia Mannon. 

Lavinia twists her Electral-based relationship with her fa

ther to manipulate her brother Orestes, now Orin Mannon, who 

serves to avenge their father's murder by murdering their 

mother. Orin eventually kills himself and Lavinia remains 

to live with and contemplate the moral consequences. 

The structure of this play defines it as a melodrama; 

that is, the unveiling of character through the progression 
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of events. It is not, however, a true tragedy, for the 

exaltation of character in spite of "external" events is 

not achieved in the O'Neill play. As choreographer, I per

ceived and attempted to structure a dance that suggests a 

tragic significance hidden within the character of Lavinia. 

Melodramatic characters and situations are in some degree 

prototypes for tragic characters and settings. My percep

tion led to the deep conviction that each of us, like 

Lavinia, must return to the dark interiors of ourselves to 

contemplate moral being. Our intuition and refined craft 

knowledges serve as the guideposts toward, and structural 

forming of, metaphors. These creative manifestations of 

our "interior landscapes" are the revealed, recognizable 

and conscious reconstructions of ourselves and our world. 

This process, within the nature of its pursuit, represents 

our essential connectedness to Sartre's massive Being in-

itself. Further, it provokes that sense of response-

ability we have to transform our reality and to recreate 

ourselves. 
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Description and Implications of Lavinia 

The Stage Set 

Open, except for an oblong, flat, "black-painted 

wooden structure approximately V wide by 12' long. This 

structure has a deep-red, amoebic-shaped design painted on 

it which covers 2 feet vertically drawn. The black flat is 

positioned 6' stage right of center and 6' upstage of center. 

Lavinia's illusion-ridden character hides from her 

truer self and from others behind masks, the "death-like 

masks" of the Mannon family. She expresses the concern for 

her identity by conversing with the paintings of the Mannon 

dead, her psychological masks, in the study. The panel sym

bolizes this wall in the Mannon study as it represents the 

many voices within herself which Lavinia must confront and 

integrate. 

The Music 

A sound collage consisting of an initial thunder 

clap, followed by a continuous and pervasive sound of water 

falling. Over the sound of water, at intermittent intervals, 

are: gutteral sounds, whispers, muted laughter and finally 

water draining. 

These sounds were selected for their powers. That 

is, not so much for their particular meaning or significance 

as for their peculiar suggestiveness in the perceptions and 

feelings of individual audience members. 
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The Costume 

A black skirt to mid calf, a black, open-necked, 

three-quartered length sleeve leotard. 

The use of the color black suggests to us the absorp

tion of experience without the reflecting of any of the as

pects composing it. This suggests the multi-vibrational or 

resonant rhythmic potentials which are virtually infinite in 

their possibilities in forms for meaning. 

The Dance 

The dance is approximately six minutes in duration; 

a solo dancer who makes two triangular-shaped passes in the 

space beginning toward downstage left, crossing right and 

returning to the black panel; the third pass, the dancer 

reverses her pathway until she arrives at the point where 

she began, she falls, spiralling behind the panel. 

The Movement 

Movement motifs were based on macrophrased rhythms, 

grouped moments that express my apprehension of the play's 

events. 

Lavinia never rises to full consciousness of these 

events, but acts upon them. The movements comprise both 

Lavinia's direct response to events and that other aspect 

of herself confronting herself. This confrontation is rep

resented by the movement relationship of the head and hands 

and feet. 
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The relationship between the head, hands and voiced 

whispers on the tape collage progress "by degrees of her 

awareness. In the beginning section of the dance, there is 

an aggressive and direct use of head and hands. Her ges

tures are directed outward into the space. There is no voice 

on the tape. At the first cross from stage left to right 

the head, held rigidly is given to sudden and small jerks. 

The hands, held down low and somewhat cupped also begin 

small, random, independent twitches. Still, there is no 

voice. This is used to illustrate the beginning upheaval of 

a deeply interior self beneath conscious awareness. The 

dancer falls to the ground rolling to the black panel. Head 

and hands move in stiffened, randomly patterned rhythms 

while the first voiced whispers are heard. This represents 

the initial loss of control of one's self in the presence of 

another aspect of that same self. Once at the panel, the 

voices stop and the head and hands as three separate con

sciousnesses (aspects of self) begin a short, intense dia

logue. The rhythm of this first dialogue is random and de

cisively abrupt. At the close of this dialogue, one hand 

(mimetically representing one interior voice) attempts to 

stifle the head. The other hand grasps it, freeing the head, 

pulling the first hand down. The two hands begin an intense 

struggle with each other until they are reintegrated with 

the single will of the head. These rhythms represent the 
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dominance of one's self over all others as the illusory at

tempt in the drive toward a single self image. 

Following the second pass from stage left to right 

and the second series of falls and rolls during which we hear 

the whispers again, Lavinia emerges at the panel. The whis

pers stop. For the first time we see Lavinia's conflict 

with her selves fully manifested through each of the hands. 

The head turns abruptly and lashes out at each hand and 

through each foot at each heel. 

The rhythm for this second dialogue is a phrase of 

four counts of triplets where the first beat of the first 

two triplets is greatly accented and the first beats of the 

following two triplets is secondarily accented. The con

stancy set up by the triplets serves to intensify the move

ment, to lend it a relentless, driven quality. The first 

two heavily accented beats of the first two triplets repre

sent Lavinia's overt responses to the flow of events. The 

latter accented beats of triplets represent the repercussive 

response her interior selves have to her dominant one. At 

the end of this section, Lavinia whirls in circles, spiral

ling her head in addition to the rotation of the body. The 

hands (the voices) fly (freely) from her abdominal center, 

chest and head and around her torso. The once whispering 

tape collage is now a full voice emitting open-throated 

sounds which evoke mideastern ululation and whose tones be

lie the blues. Suddenly, the head becomes still, the arms 
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lift and finally the hands fall quietly to her sides. She 

falls backwards into a run, retracing her pathway until in 

one final movement, the hands caress the (submissive) head 

as the dancer slips down, spiralling behind the panel. This 

final movement is the first sacrifice Lavinia experiences in 

the reintegration of her selves. 

The purpose of Lavinia is to confront and to trans

form psycho-emotive interiors into movement for self-

realization. The rhythms, qualities and forms that emerge 

from this transformation are the link both dancer and viewer 

experience as the transcendence of separateness (Nothingness) 

into massive Being. 

The choreographic objective is to illustrate the in

terior psychic conflict and concurrent metaphysical implica

tions C"the nature of her experience and reality, her 

existence} , thus shedding light on the nature of the reso

lution between Nothingness and Being, by revealing the 

character as she approaches her transformation through a dim 

acquiescence to a full confrontation with her potential in 

the face of her moral meaning. 

The insistence upon this confrontation is not born 

of intellectual caprice, but rather of the perception of the 

tragic conflict between the powers of the spirit and the 

conditions of life. It is born of the recognition that de

spair is prompted by the conditions to which man is confined 

on earth and of a hope in our own powers of metamorphosis. 
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Our perception of rhythm is the synchronous exper

ience of the patterns of our Being for-itself with massive 

being or Being in-itself. That is, of a continuous event, 

an evolving state of being through time. This rhythmic syn-

chronicity is the nature of the link through Nothingness 

into massive being. As form is kinesthetically fulfilled 

through the experience of rhythm, meaning is revealed and 

Being in-itself is made manifest in Being for-itself. 

The form of our human bodies is constant, and rhythms 

are transferred from the dancer to the viewer by this simple 

and profound recognition. Wherein these rhythmic structures 

evoke states of being, we, as dancer and viewer have power 

to touch, connect and transform our interior identity. The 

barrier of Sartre's Nothingness becomes rhythmic structure 

and is the vortex through which we fall and emerge to reveal 

ourselves as a continuous massive consciousness. 

As we move in varying rhythms, we consciously manipu

late the way we organize our muscles around moments which 

exist in time-space. The manipulation of this internal dy

namic alters both the dancer's and the viewer's apprehension 

of the meaning being thus revealed. Therefore, rhythm is 

the quintessential element in the structure of metaphor where 

metaphor is the aesthetic revelation of Being through con

sciousness . 



The world is given to me only once, not one exist
ing and one perceived. Subject and object are 
only one. The barriers between them cannot be 
said to have broken down as a result of recent 
experience in the physical sciences, for this 
barrier does not exist. 

E. SchrOdinger 
Mind and Matter 



CHAPTER 5 

SUMMARY AND CONCLUSIONS: WHAT DO WE 
SEE AND WHAT CAN WE DO? 

Fuller being Is closer to union: union increases 
only through an increase in consciousness, that is 
to say in vision. And that, doubtless, is why the 
history of the living world can be summarized as 
the elaboration of ever more perfect eyes (from 
diverse forms of psychological techniques to the 
multi-mirrored telescope) within a cosmos in which 
there is always something more to be seen. To try 
to see more and better is not a matter of whim or 
curiosity or self-indulgence. To see or to perish 
is the very condition laid upon everything that 
makes up the universe. And this, in superior meas
ure, is man's condition. (de Chardin, Phenomenon 
of Man, p. 31) 

As stated in Chapter 1, the philosophy of Being is 

submerged in the details of its becoming. Inherent in the 

ontology is the phenomenal notion of a reverberating motion, 

a conscious process of identification and transcendence. In

deed, it is inextricably woven in the history of evolution. 

We are persuaded that Being in-itself is not a pas

sive massive-ness but the movement of delicate vibrations 

within which humanity arises. We see that the veil of 

Nothingness is not an irreconcilable wall of impenetrable 

alienation but is rhythm's nature, whose scansions and meters 

disclose potential meaning upon the perception and manipula

tion of them. Rhythms are the arbitrary constructions of 

our perception of the separateness between time and space; 
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as much as Sartre's Nothingness is an arbitrary construction 

of the Separateness "between Being in-itself and Being for-

itself. Rhythms are our insight into the nature of evolu

tion, of Being in transition. The human mind is both 

ordered and subsumed by rhythm, and rhythm on this level of 

construction is Sartre's ontological envelope of Nothingness. 

We can see that the experience of Dance as Art is a 

catharsis of a refined logic that both heightens and tran

scends the awareness of the elements; a revelation and in

tegration of Being through form in motion. We are our meta

phors. "The critical change in the intimate arrangement of 

the elements induces, ipso facto, a change of nature in the 

state of consciousness of the particles of the universe." 

(de Chardin, 89) 

The value of such perceptions at the outset can be 

seen to be the identification and confirmation of human self 

integrity. Dance is a way of seeing, a way of knowing. It 

is a way of knowing that provides insight in the perception 

of aspects of mind and body relationships. These percep

tions are the dynamic foundation for the development of both 

physical (extrinsic, logical) skills and aesthetic (intrin

sic, empathic) knowledge. This dual integration produces a 

connectedness not only with a subject (self or other) but 

with an act of perception and we perceive differently there

after as a result. The degree of finesse we develop in the 
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selection and integration of our perceptions increases our 

capacity for productive social interaction and communication. 

This is the value of dance as personal process and Dance as 

Art. 



And to reveal is to change. 

Arthur C. Danto 
Jean-Paul Sartre 
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