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ABSTRACT 

The term "psychological ballet" has been used in 

reference to Antony Tudor's ballets dating from John 

Martin's January 16, 1940, review of "Lilac Garden" in The 

New York Times. Until this thesis, the psychlogical ballet 

as a genre has been overlooked and left undefined. 

The Psychological Ballet can be defined by: (1) using 

Antony Tudor's "Pillar of Fire" as a model example and 

(2) analyzing the term "psychological ballet" into its two 

components "Psychological," and "Ballet," respectively. 

The contribution of drama, with attention to character, is 

explored. 

Those dance works which do not fall under the category 

of Psychological Ballet but are works whose themes "have 

mental origin or are affected by mental conflicts and/or 

states" will be defined as PSYCHOGENIC WORKS. 
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CHAPTER I 

INTRODUCTION 

The term "psychological ballet" has been used in 

reference to Antony Tudor's ballets dating from John 

Martin's coining of the term in his January 16, 1940, review 

of "Lilac Garden" in The New York Times'. The term began to 

be popularized and continued to refer to Tudor's ballets by 

other critics and colleagues, including Edwin Denby, Walter 

Terry, Walter Sorrell, Jack Anderson, Agnes De Mille, and 

Dame Marie Rambert. At present, the term "psychological 

ballet" is identified with the name Antony Tudor by dancers, 

scholars and dance critics generally. 

With the premiere of "Pillar of Fire" on April 8, 1942, 

Tudor's reputation as the creator of a new kind of ballet 

was well established. With Tudor's death in 1987, articles 

eulogizing his important contribution to dance have 

appeared, and his ballets "Gala Performance" and "Pillar of 

Fire" were revived in the repertoire of American Ballet 

Theatre's 1987-88 season. However, the psychological ballet 

as a genre has been overlooked and left undefined. 
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Purpose and Significance of Study 

The purpose of this thesis is to develop a suitable 

definition of the psychological ballet. It is the premise 

of this thesis that the psychological ballet is a drama, 

performed in movement as a ballet or other danced art form, 

in which psychological issues determine the plot of that 

drama. 

As stated in the introduction, the term "psychological 

ballet" was used frequently in reference to Tudor's work; 

however, to this date, no criteria have been developed or 

addressed by dance scholars or critics for determining the 

genre. 

"Pillar of Fire" holds an important place in ballet 

history. The dance world was astounded at such 

psychological intensity portrayed through character in the 

realm of the classical ballet. Tudor fused compositional 

techniques that had been developed in modern dance with 

classical ballet technique to elucidate character-derived 

movement. This set "Pillar of Fire" apart from traditional 

ballets. Also, the subject of sexual repression, around 

which "Pillar of Fire" revolves, had never before been 

explicitly staged or commented on (via choreography), in the 

ballet community. 
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The focus of this thesis is on the definition of the 

psychological ballet using Antony Tudor's "Pillar of Fire" 

as a model. The scope of the thesis includes the 

examination of the elements used to analyze "Pillar of Fire" 

leading to a definition of the psychological ballet. These 

elements include: information based on interviews with 

Antony Tudor, Nora Kaye, and Hugh Laing; reviews of "Pillar 

of Fire" offered by established critics; Aristotle's 

definition of plot and characterization and thought; 

elements of drama developed in the Hamburg Dramaturgy; 

Abraham Maslow's "Self Actualization" theory as it pertains 

to psychological issues. An analysis of Tudor's "Pillar of 

Fire" based on these materials constitutes the core of this 

thesis. 

Background 

The definition of the psychological ballet was 

developed in the following way: 

1. A search of the literature was conducted to 

establish whether or not documentation of the 

psychological ballet as a genre existed in dance 

scholarship. 

2. Reviews of Antony Tudor's "Pillar of Fire" (and to 

a limited extent, "Lilac Garden"), offered by 
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established critics such as Edwin Denby, John 

Martin, Arlene Croce, Jack Anderson and Selma 

Jeanne Cohen were considered. 

Biographical information on Antony Tudor and his 

choreography was sought. 

Interviews with Nora Kaye, Hugh Laing, and Antony 

Tudor that appeared in Dance Magazine. Dance 

Perspectives. and other dance literature were 

acquired and studied. 

A filmed copy of "Pillar of Fire" and "Lilac 

Garden" was obtained for analysis. 

Consideration was given to Abraham Maslow's theory 

of Self-Actualization to promote the understanding 

of psychological issues. 

Investigation into Aristotle's treatment of 

character and plot, and the exploration of the 

Hamburg Dramaturgy to deduce the essential 

elements of drama were undertaken. 

Limitations 

The sources used to determine the definition of the 

psychological ballet were printed material and films of 

Antony Tudor's "Lilac Garden" and "Pillar of Fire." It 

should be noted that the availability of filmed dance works 



is limited. Many of Tudor's works are not on film at all. 

When observing filmed ballets, it is not always evident 

to the viewer how much of the choreography has been altered 

to fit into the camera's eye. Also, as film is edited and, 

in some instances, presents close-ups of specific 

performers, it is not always possible to view the stage in 

its entirety. 

Delimitations 

Antony Tudor's "Pillar of Fire" represents the 

prototype of the Psychological Ballet genre. For this 

reason, this author has chosen to define the psychological 

ballet based on its analysis. 

Definitions 

The following terms are defined and their significance 

developed through the main body of the thesis. 

'1. Ballet - A theatrical work in which a story is 

conveyed through choreographed movement. This 

movement consists of, or is derived from, the 

academic technique commonly associated with the 

traditional dance style of ballet. (Grant, 1982, 

p. 12) 



Psychological Issues - Inner emotional conflicts 

that a person (or character), is trying to "work 

through" or resolve in his or her mind. These 

issues, such as sexual repression, lost love, 

grief, and so forth are deep-felt and therefore 

cause conflict until brought to resolution by that 

person (character). 

Fable or Plot - The combination of the incidents 

(things done in the story) that constitute the 

action. (Aristotle, p. 210) 

Fantasy - An illusion that cannot take place in 

real life. 

Honesty - True human emotions that are portrayed 

through character without symbolic obscuration. 

An example of symbolic obscuration is Bruno 

Bettleheim's example of the fabled Sleeping 

Beauty's pricked finger representing her first 

menstruation. (Bettleheim, 1977, p. 232-233) 

Magical Elements - Things which do not occur in 

real life, such as the supernatural powers of 

witches and fairies in "Sleeping Beauty." 

Psychogenic - Originating in the mind or in mental 

or emotional conflict. (The Merriam-Webster 

Dictionary, p. 561) 



8. Psychogenic Ballet - A ballet with strong 

psychological overtones. 

9. Psychogenic Work - Choreographed movement without 

plot, in any dance style, in which there are 

strong psychological overtones. 

10. Realism - Life as it really is on earth. Drama 

without conventions or abstractions, in simple 

consonance with life itself. "Likeness to life," 

renouncing idealized or prettified settings, 

versifications, contrived endings and stylized 

costumes. (Cohen, Robert, 1981, p. 174) 

11. Romanticism - Life as one would like or wish it to 

be. Imaginative theatre that includes picaresque 

characters, imaginative stories, exotic locals, 

out-sized heroes and villains, and sprawling 

dramatic structure, passionate feeling and 

majestic style. (Cohen, Robert, 1981, p. 173) 

12. Subtext - The nonverbal communication (in a 

dialogue) in which the underlying, true meaning of 

an idea or statement is expressed. Frequently, it 

is in direct opposition to what is actually being 

stated. In acting technique, subtext is defined 

as "what I really mean, not what I am saying." 
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Review of the Literature With Respect to Antony Tudor 

A search of the academic and popular literature was 

conducted in an effort to obtain information on Antony 

Tudor, the psychological ballet as a genre, and its 

criteria. 

As of 1988, a published biography on the life of 

Antony Tudor is not available. Criteria establishing the 

psychological ballet as a genre could not be found. 

Tudor's Work Cited as Psychological 

The first citing of Antony Tudor's work as 

psychological was John Martin's January 16, 1940, New York 

Times' review. It stated that "Lilac Garden" was "not a 

virtuoso ballet, but rather a psychological one." This 

began a referencing trend among critics for Tudor's ballets. 

When "Pillar of Fire" premiered in 1942, John Martin's 

April 9th review appeared in The New York Times' calling it 

"another of Tudor's psychological studies in frustration." 

From 1942 onward, the term "psychological" is prevalently 

associated with "Pillar of Fire" and Antony Tudor's work in 

general. John Martin continued to refer to Antony Tudor's 

work as psychological. In his The Dance. The Story of Dance 

Told in Pictures and Text, published in 1946, Martin refers 

to Tudor's choreography as having "turned it [ballet] into 



an interpretation of life, probing below the surface of 

action into the psychological workings which lie at the 

bottom of it..." (pg. 85). Martin continues in his 1952, 

World Book of Modern Ballet. "...His approach is literary 

and psychological..." (pg. 69). 

Edwin Denby called "Pillar of Fire" a "much admired 

psychological study of sexual repression in a young woman of 

the middle class..." (Dance Writings, pg. 150, from Oct. 

13, 1943). 

Ballet Biographies (Gladys Davidson, London, 1952) 

states, "...As with 'Lilac Garden,' it is of the 

psychological type of ballet which he [Tudor] has made more 

particularly his own." (pg. 289). Further, Davidson writes 

of the "...wonderfully dramatic and psychological quality of 

'Pillar of Fire'...(p. 290), and states, "Antony Tudor, as 

the creator of the modern psychological ballet, is its 

greatest and most successful exponent to date." (p. 291). 

In 1963, Dance Perspectives devoted two consecutive 

volumes to Antony Tudor (Nos. 17 & 18). In these volumes, 

John Percival thoroughly examines the career biography of 

the choreographer. It is the most complete collection of 

information found. Many of Tudor*s colleagues and 

associates are quoted, and a complete listing of Tudor's 

works are listed (to 1963). As of 1988, there is not an 
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updated biography of Antony Tudor. 

Marcia Siegel concurs, "...we have seen these people 

[characters] as individuals with their own psychological 

patterns..." (The Shapes of Change. 1979, pp. 158-159). 

Walter Sorrell observes that with "Pillar of Fire," 

"...the psychological ballet, as Antony Tudor made it 

happen, became firmly established." (Dance In Its Time. 

1981, p. 396). 

Lincoln Kirstein also called "Lilac Garden" a new 

genre, and spoke of the "...psychological recovery of the 

past and present." (Four Centuries of Ballet. Fifty 

Masterworks. 1984, p. 230). 

In 1986, Jack Anderson writes, "...Tudor used movement 

to explore psychological states..." (Ballet and Modern 

Dance. p. 141). 

Biographies 

In 1952, Gladys Davidson wrote a biographic treatment 

on Antony Tudor in Ballet Biographies, calling Tudor, 

"...the creator of the modern psychological ballst..." (pp. 

285-292). 

An encapsulated biographic treatment was offered in 

1953 by Fernau Kali (London), in An Anatomy of Ballet (pp. 

200-219). 



17 

However, as stated above, the most complete biography, 

as such, appeared in 1963. John Percival authored two 

consecutive issues (Nos. 17 & 18) for Dance Perspectives 

that studied in detail the career of Antony Tudor. 

In 1982, Hilary Ostlere highlights Tudor*s career on 

the occasion of the 40th anniversary of "Pillar of Fire" 

(Ballet News). 

Synopses of the ballets "Lilac Garden" and "Pillar of 

Fire" can be found in several locations. The Borzoi Book of 

Ballet (Grace Robert, 1946, pp. 195-197 and 232-238), and 

Balanchine's Complete Stories of the Great Ballets 

(Balanchine and Mason, 1977, pp. 340-343, and 435-438) are 

only two sources. 

Tudor's revolutionary psychological characterization 

within classical ballet is outlined by Selma Jeanne Cohen's 

May, 1967, Saturday Review article entitled, "Tudor and the 

Royal Ballet." (Vol. 50, pp. 74-75). 

Other sources of information can be found in Edwin 

Denby's Dance Writings. (1986), where "Lilac Garden" and 

"Pillar of Fire" are reviewed. Other Tudor works are 

commented on, and Denby devotes an article on Tudor's use of 

pantomime. (pp. 129-131). 

Dance Magazine published Marilyn Hunt's interview with 

Tudor in the May, 1987, issue, "Antony Tudor: Master 
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Provocateur." In this same issue, "Agnes de Mille on 

Tudor," and "New Tudor Faces: Trials by Fire" appears. The 

latter article by Hunt offers interviews with Kathleen Moore 

and her partner Ethan Brown in American Ballet Theatre's 

newly restored "Pillar of Fire." (pp. 36-44). 

The September 1987 issue of Dance Magazine included a 

first published 1979 interview with the dramatic ballerina 

Nora Kaye. Entitled "Nora Kaye on Nora Kaye: Character and 

Caring," Ms. Kaye speaks not only of her career, but of 

"Pillar of Fire" in depth. 

Summary 

In Chapter II the psychological ballet and a short 

treatment of ballet history is offered. How elements of 

drama combine with dance in the psychological ballet are 

shown, and the definition of the psychological ballet is 

presented. Synopses of "Lilac Garden" and "Pillar of Fire" 

and why these ballets are unique, are discussed, and 

components of the psychological ballet are provided. 
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CHAPTER II 

Discussion of the Psychological Ballet 

Critics and colleagues of Antony Tudor have commented 

profusely on the psychological bent of Antony Tudor's work. 

The literature is full of praise on how Tudor was able to 

capture through movement quintessential moments wrought with 

emotion. These accolades are easily found. However, as 

stated at the outset of this thesis, there has been no 

documentation of the psychological ballet as a new genre in 

the ballet world. No one has offered a definition of the 

psychological ballet in the way that definitions of tragedy, 

melodrama or comedy are offered in the world of drama. 

Critics have spoken highly of Antony Tudor, who was known as 

the developer of the psychological ballet, and yet have not 

clarified how his ballets differed from other ballets that 

dealt with psychological issues. 

To begin this discussion, a short treatment of ballets 

previous to "Lilac Garden" and "Pillar of Fire" is offered. 

It is beyond the focus and scope of this thesis to document 

ballet history in its entirety 

A Short Treatment of Ballet History 

In 1580, the history of ballet as we know it today 

began when Beaujoyeulx presented "Ballet Comique de la 
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Reine" at the court of Catherine de Medicis on the occasion 

of the marriage of Marguerite of Lorraine, the Queen's 

sister, to the Due de Joyeuse. French and Italian styles of 

dance, along with music and spectacle, combined to form a 

coherent dramatic whole that provided the choreographic 

structure for ballet. Tracing onward, ballet proceeded from 

suites (1597), masques, antimasques (1664), to opera-ballet 

(1687). In 1717, the first ballet d'action (ballet with a 

plot) on record was produced entitled "The Loves of Mars and 

Venus." While the creation of this pantomime ballet 

indicates that plot in ballet- preceded Tudor, character-

determined plot did not. 

In 1734 came "Pygmalion", produced by Jean Barthelemy. 

Lyric comedy ballet by Rameau was produced in 1745 under the 

name of "The Princess of Navarre." By 1760 the Duke of 

Wurttemberg began making reforms in the ballet d'action; 

this was pantomime ballet with a definite plot. Ballet 

movement was finally used to promote the action of the 

story. "La Sylphide", choreographed by Phillippe Taglioni, 

was performed by Marie Taglioni in 1832 followed by 

"Giselle", choreographed by Jules Perrot, in 1841. "The 

Nutcracker", choreographed by Marius Petipa, and "Swan 

Lake", choreographed by Lev Ivanov/Petipa, were both 

produced in 1832. 



Psychogenic ballets began to appear with the ballets 

derived from Hans Christian Anderson's Fairv Tales. 

published in 1835. From that date, the major ballets 

produced and still performed today are: "Coppelia", 1870, 

choreographed by Petipa; "Swan Lake", 1877, choreographed by 

Ivanov and Petipa; "The Sleeping Beauty", 1890, 

choreographed by Petipa; "Firebird", 1910, and "Petrouchka", 

1911, both choreographed by Michel Fokine; "The Rite of 

Spring", 1913, choreographed by Vaslav Nijinsky; "The 

Prodigal Son", 1929, choreographed by George Balanchine; and 

"Lilac Garden", 1936, choreographed by Tudor. Then, on 

April 8, 1942, Ballet Theatre presented "Pillar of Fire" at 

the Metropolitan Opera House. (Balanchine, Mason, 1977) 

To aid the reader's understanding of the psychological 

ballet, it is necessary to present the "building blocks" 

that were used to form the psychological ballet definition. 

The first of these fundamentals is the "wedding" of dance 

and drama. 

Dance and Drama 

It is evident that components of drama are present in 

dance. Many ballets, past and present, offer the evidence. 

Examples are: the famous "mad scene" in "Giselle," or Aurora 

falling into a deep sleep after pricking her finger on the 
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spinning wheel in "The Sleeping Beauty." In the 

psychological ballet, there is a fusion of dance and drama. 

The moment the dancer ceases to appear as himself 
experiencing a present emotion, and assumes a 
character, he steps into the actor's field, though 
not necessarily into the range of dramatic form. 
When in addition he retails some exploit, real or 
imaginary, he invokes automatically that 
particular sequential arrangement which belongs to 
dramatic form... (Martin, 1939, pg. 84) 

Dance and drama share components such as 

characterization, emotional expression, and materials that 

are put into a form (or composition). However, there is a 

difference in the approach. The actor sees these components 

as action and the dancer sees them as movement. (Martin, 

1939, p. 85) 

There are other differences as well. The dramatic form 

lends itself to very specific and literal treatments. 

Dance, on the other hand, abstracts from literal treatments. 

John Martin writes: 

In the drama, characters are portrayed as specific 
individuals (example: General So-and-So at the 
battle of Such-and-Such)...whereas the dancer, 
even when he does characterize, typifies 
individuals (example: all warriors) and... 
externalizes some new emotional insight which he 
wants the spectator to recognize as belonging to 
himself and all other men. (Martin, 1939, pp. 
88-89) 
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Drama 

It is at this point that a short explanation of "drama" 

must be stated. Drama is not an easy concept to verbalize. 

However, a very clear and concise version is stated by 

Lessing in the Hamburg Dramaturgy: 

It is not easy to convert a touching little story 
into a touching drama. True, it costs little 
trouble to invent new complications and to enlarge 
separate emotions into scenes. But to prevent 
these new complications from weakening the 
interest or interfering with probability; to 
transfer oneself from the point of view of a 
narrator into the real standpoint of each 
personage; to let passions arise before the eyes 
of the spectator in lieu of describing them, and 
to let them grow up without effort in such 
illusory continuity that he must sympathize, 
whether he will or no; this it is which is 
needful, and which genius does without knowing it, 
without tediously explaining it to itself, and 
which mere cleverness endeavors in vain to 
imitate. (Lessing, 1767). 

Actors use several devices to aid in the communication 

of ideas contained in the drama. For example, he or she can 

use physicalities (which are known as "action"), the spoken 

language, and subtext. 

In acting, subtext is an unspoken, communicative device 

that is used to deliver a "between the lines" message 

between the characters whom the actors are portraying. The 

subtextual message reveals the true, honest feelings of a 
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character, regardless of what is actually verbalized. For 

instance, in a scene where two characters greet each other 

at a dinner party, character 'A' says with forced politeness 

to character.'B,' "My what a stunning creation you're 

wearing! Bold accents add such excitement1" However, that 

character's subtext, or what "she really means" might be, 

"That is the ugliest dress I've seen since my color blind 

Aunt began purchasing off-season clothing at garage sales!" 

Character 'B' might understand the real message (i.e., the 

subtext) behind the spoken lines, and is outraged; or might 

not recognize the real message to the full, and thus in her 

"Oh, thank you!" response might unknowingly contribute 

another layer to the ongoing subtext and its eventual 

outcome in the drama. 

Subtext is not only unspoken, it is revealed 

physically. A character's subtext can be "read" by others 

through his physicality. As the cliche goes, "The body 

never lies." This is certainly the case with subtext as 

well-practiced actors know. The possible physicalities that 

may be used to reveal the subtext are virtually endless. In 

the above example, it may be a fixed, too-wide smile 

accompanied by long pauses in between haltingly delivered 

words; or too-wide open eyes during line delivery, followed 

by a hurried exit. Also, vocal inflection can be in 



25 

conjunction with the physical action, or can contrast with 

it in order to enhance the satirical element of the subtext. 

Text, or that which is in fact spoken, has numerous 

functions in drama. One use of speech is to reveal an outer 

"layer" of a character. Its distinct communicative 

abilities can offer insight into a character's personality. 

While it is not the purpose of this thesis to explore the 

infinite uses of text, it may be safely stated that speech 

is heavily relied upon for communication in drama 

An audience listens in the first place to what a 

character says. In this way, they (the audience) hope to 

gather insight into "what makes the character tick." But 

text, or the spoken word, is only one aspect of character. 

Often, one of the last details memorized by an actor is his 

character's spoken text, word-for-word. This is because a 

greater understanding and a more authentic insight into a 

character is perceived through his (the character's) "score 

of action." 

A "score of action" is how a character moves. This is 

not limited to stage blocking which simply outlines where an 

actor is to move on the stage. Rather, a "score of action" 

is how the character moves; a collection of the 

physicalities or movement qualities that are overtly 

illustrated by a character. For example, does the character 
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have quick, jerky movements that could be interpreted as 

"ner/ous?", or are they smooth, calculated movements with a 

cat-like quality that communicates self-confidence? An 

actor knows that what a character does can be more revealing 

than what he says. The physicality is a more authentic 

indication of a character's psychology. As stated earlier, 

"The body never lies." The body "gives away" the inner 

workings of the mind. 

Therefore, a character, can, for example, verbalize 

about the loveliness of the weather while his physicality 

(subtext) can be sending another message entirely. The 

audience will immediately perceive that the character is not 

talking about the weather at all. Speech will become 

subservient to subtext. The audience will believe the 

character's "body language" or physicality as the "truth," 

and will weigh and consider the meaning of the spoken words 

in the context of what they see. 

Dance In Contrast With Drama 

Dance as an art form creates a different set of 

circumstances from those of drama. Since speech is not 

traditionally used in conjunction with movement in ballet, 

nor was it part of the choreographer's tools in modern dance 

until the late 1960's, the only means to express the text of 
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the psychological ballet is through movement and movement 

qualities. (For purposes of simplification, movement 

qualities are kinesthetic values given to movement by a 

dancer. Each quality can be performed at high, medium, or 

low energy levels, depending on the performer's 

interpretation of the choreographer's intention for the 

ballet.) 

Because dance uses movement rather than speech as its 

primary form of expression, what would be subtext in drama 

becomes text in the psychological ballet. The dancer 

conveys through physical illustration ideas which 

incorporate the elements of technique (i.e. the correct 

execution of dance steps), gesture and movement quality. 

The danced text becomes "language," thought, and action (or, 

in dance terminology, movement), which are synthesized in 

the body's motions and expressed as character. 

Hence, in the dance form, movement must be deliberate 

and straightforward to communicate an idea. For example, in 

"Pillar of Fire" Hagar impulsively decides to give herself 

to the Man From the House Opposite. He catches Hagar 

mid-leap (in grand jete) and she "hangs" against him as 

though still in flight. Her legs are stretched rigidly and 

her body is still. While the leap is abruptly ended, the 

high energy through her body continues and "fixes" the shape 
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of the leap in the body of the character. This memorable 

sequence effectively shows Hagar's passionate decision; and 

there is no doubt as to what happens next as The Man From 

the House Opposite carries her through the door. 

Definition of The Psychological Ballet 

The psychological ballet is a drama, performed in 

movement as a ballet or other danced art form, in which 

psychological issues determine the plot of that drama. 

"Lilac Garden" and "Pillar of Fire" are dramas 

performed in movement as a ballet. They are dramas because 

these ballets are about human relationships. Characters 

express emotions and feelings that are present in ordinary 

humans. 

"...Jardin" ["Lilac Garden"] is a gripping piece 
of drama...it shows character in action, and 
action arising inexorably, ineluctably from 
character. This is something not often found in 
ballet; it is more akin to the sort of interest 
one hopes to find in a novel or drama. (Percival, 
1963, p. 27) 

Because character is well defined and expressed, the 

audience becomes sympathetic with the situations of Hagar 

and Caroline. These characters draw the audience into their 

reality. In effect, we (the audience) become involved. In 

reference to "Pillar of Fire," Selma Jeanne Cohen writes: 
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...Seriousness in dance was not new to American 
audiences. They had seen it in the modern dance for 
more than a decade. But psychological characterization 
within classical ballet was something else again. 
Tudor had turned dance technicians into actors who 
expressed in movement the heights and depths of human 
experience. Here were no decorative automatons, but 
individuals who had problems and passions and who 
suffered in their pursuit of happiness... (Cohen, 
Selma Jeanne, 1967, pp. 74-75) 

The contribution and importance of character to 

the psychological ballet cannot be overstated. It is 

crucial to the genre. It is through character that 

psychological issues are revealed. As has been stated, 

a psychological issue is an emotional issue that a 

person, or in this case character, is trying to work 

through or resolve. The psychological ballet centers 

on an emotional issue, revealed through movement by a 

targeted character, who is in conflict with the 

emotional issue 

Further, this apparent emotional issue serves as a 

catalyst for the character's actions and/or subsequent 

reactions. These actions not only contribute to the 

actions/reactions of other characters in the ballet, 

but they determine the subsequent unfolding of events 

(plot) of the ballet. These actions necessarily 

proceed until that character has brought his/her 

emotional issue, with its perceived conflict, to a 
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resolution. 

While it is evident that plot was a component of 

ballets after 1717, it was observed that the plots of 

the ballets listed above were not determined by 

psychological issues. This is not to say that fairy 

tales, mythological stories, and tragedies do not 

contain psychological issues. Rather, psychological 

issues do not determine the plot. As stated, a 

psychological issue is an emotional conflict that a 

character is trying to "work through." For example, in 

"The Sleeping Beauty," Aurora is not in psychological 

conflict with anything; she is simply a "puppet of 

fate." There are examples of hate and jealousy by the 

wicked witch who casts a spell causing Aurora to prick 

her finger on the spinning wheel and die. Aurora is 

saved by the grace of a fairy who alters the spell, 

saying that instead of death, Aurora will fall into a 

sleep for one hundred years. But none of these 

characters is in conflict with an internal emotional 

issue that must be worked through. There is not a 

targeted character whom we follow through the ballet 

that, in the effort to resolve the inner turmoil, 

causes the specific unfolding of events to occur in the 

way that they do. In addition, the inner workings of 



Aurora's mind are never explored. Neither are those of 

the other characters in the ballet. These characters 

are superficially represented. 

Another important concept to the psychological 

ballet is that it has its basis in realism (see 

'realism,* page 7 of this thesis). Ballets based on 

fairy tales or whose book contains elements of the 

magical or fantastic, such as the Wilis in "Giselle" or 

the Witches' "spells" in "The Sleeping Beauty", cannot, 

by definition, be considered psychological ballets. 

Those ballets whose books contain magical or 

fantastic elements, but would otherwise fit into the 

genre of the psychological ballet, are termed 

psychogenic ballets by this author. The term 

"psychogenic" could include a multitude of works in 

both ballet and modern dance. By substituting the word 

"work" for "ballet," pieces with strong psychological 

overtones, without a book or story per se, can be 

identified. 

Why "Lilac Garden" and "Pillar of Fire" are Unique 

The ballets, "Lilac Garden" and "Pillar of Fire" 

were unique in ballet in that they represented a new 

type of ballet that are focused on the inner conflicts, 
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feelings, and the precipitating behaviors of the 

characters with which the ballets dealt. 

Writes Walter Sorrell: 

Such ballets as "Lilac Garden," "Dim Lustre," and 
"Pillar of Fire" proved that his choreography was 
getting beneath the skin of the characters, that he was 
not only interested in the motivations behind a 
character's reaction expressed through movement, but 
also created a mood, lyrical or dramatic, which held 
his dancers together like the setting of a jewel...It 
is the revelation of the emotional experience and 
struggle that gives his characters and ballets a new 
and wider dimension. Unspoken memories or 
inexpressible thought feelings [sic] suddenly come to 
life. Tudor is a master teller of stories, unfolding 
them with the sensitivity of a poet who has learned to 
read the secrets of human beings. In the early forties 
the psychological ballet, as Antony Tudor made it 
happen, became firmly established. (Sorrell, 1981, p. 
396) 

It seems that until the premiere of "Lilac Garden" and 

"Pillar of Fire," ballet had never before been integrated 

with such psychological realism and honesty. "Tudor has 

translated emotion in all its contradictions and 

suggestibility to the terms of visual movement. This is 

magic and this is unique," said Agnes De Mille. (De Mille, 

1973, p. 235) 

That is to say, Tudor presented a story about a 

character who was authentic enough to "walk off the stage" 

and participate in life as a real person. In short, this 

could be the Man on the Street. As a choreographer, Tudor 

"breathed" into his characters the same capacity for emotion 
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that all human beings share. Tudor also used realism as a 

theme for his choreography. In "Pillar of Fire," he chose 

to present a real-life situation as opposed to fantastic 

characters caught in improbable circumstances. 

Modern Dance In Ballet 

Also, Tudor chose to blend "Lilac Garden" and "Pillar 

of Fire" with modern dance influences. His work and modern 

dance "have a lot in common. We start from the spine and 

torso, and we get to the feet later. In ballet school, you 

usually start with the feet." (Tudor in Dance Magazine. May 

1987, p. 40) 

On close observation, it is evident that phrases are 

indeed laced with movement not usually seen in classical 

ballet. The psychological flavors of modern dance were 

prevalent in "Pillar" and "Jardin" and received the 

endorsement of Tudor's contemporaries, most especially of 

Martha Graham. Tudor stated, "Apparently, when 'Jardin aux 

Lilas' was first performed [in the United States], she stood 

up and shouted 'Bravo' or something. When that happened, 

the whole modern dance world was on my side. She was the 

goddess of modern dance, wasn't she—I guess she still 

is—therefore, her word carried a lot of weight." (Dance 

Magazine. May 1987, p. 40) 
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The ballets "Pillar of Fire" and "Lilac Garden" are 

linked not only because they were choreographed by Antony 

Tudor, but because they share realistic plots and revolve on 

psychological issues that are central to each ballet's 

theme. 

The psychological issue of separation anxiety is 

central to the theme of "Lilac Garden". This anxiety is 

brought about due to an arranged marriage between two people 

who do not love each other. "Lilac Garden" is the precursor 

to the psychological ballet, "Pillar of Fire." 

"Pillar of Fire" has the psychological issue of sexual 

repression as its major theme. A synopsis of these two 

ballets follow. 

Synopsis of "Lilac Garden" and "Pillar of Fire" 

"Lilac Garden" is a ballet about a girl, Caroline, who 

is betrothed to a man she does not love. On the eve of her 

marriage, she attempts to say farewell to her lover at a 

garden reception. Guests constantly interrupt her, and 

ultimately she exits on the arm of her betrothed with 

"hopelessness in her eyes". The situation is complicated by 

the presence of her betrothed's former love. (Balanchine, 

Mason, 1977, pp. 340-343) 
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Whereas "Lilac Garden" introduces the psychological 

issue of separation anxiety, "Pillar of Fire" presents Hagar 

struggling with her sexual repression. Frustrated that her 

younger sister has stolen the attentions of the man she 

loves, Hagar rebels against the situation by throwing 

herself at the Man from the House Opposite, who later 

rebuffs her. Hagar then suffers rejection from her 

domineering older sister and from society. She is taunted 

by her younger sister before finally uniting happily with 

the Man Across the Way. 

Components of the Psychological Ballet 

As stated, the psychological ballet is a drama, 

performed in movement as a ballet or other danced art form, 

where psychological issues determine the plot of that drama. 

It is helpful to become familiar with the various 

components that were researched which aided in the 

composition of the psychological ballet definition. 

Psychological Issues 

Psychological issues are those human feelings, emotions 

and conflicts that human beings try to "work through" or 

resolve. These deeply felt issues require growth on the 

part of the person in order to be resolved. Abraham Maslow 
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states: 

We can consider the process of healthy growth to 
be a never ending series of free choice 
situations, confronting each individual at every 
point throughout his life, in which he must choose 
between the delights of safety and growth, 
dependence and independence, regression and 
progression, immaturity and maturity. Safety has 
both anxieties and delights; growth has both 
anxieties and delights. We grow forward when the 
delights of growth and anxieties of safety are 
greater than the anxieties of growth and the 
delights of safety... 

...Every human being has both sets of forces 
within him. One set clings to safety and 
defensiveness out of fear, tending to regress 
backward, hanging on to the past, afraid to grow 
away from the primitive communication with the 
mother's uterus and breast, afraid to take 
chances, afraid to jeopardize what he already has, 
afraid of independence, freedom and separateness. 
The other set of forces impels him forward toward 
wholeness of Self and uniqueness of Self, toward 
full functioning of all his capacities, toward 
confidence in the face of the external world at 
the same time that he can accept his deepest, 
real, unconscious Self... 

...This basic dilemma or conflict between the 
defensive forces and growth trends I conceive to 
be existential, imbedded in the deepest nature of 
the human being, now and forever into the future. 
(Maslow, 1968, pp.46-47) 

In fact, the compelling need to resolve the inner 

conflict, which would offer relief and, hopefully, promote 

self-actualization (Maslow, 1968) of the individual, is the 

motivating force of the character in the psychological 

ballet. Maslow further writes: 

So far as motivational status is concerned, 
healthy people have sufficiently gratified their 
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basic needs for safety, belongingness, love, 
respect and self-esteem so that they are motivated 
primarily by trends to self-actualize {defined as 
ongoing actualization of potentials, capacities 
and talents, as fulfillment of mission [or call, 
fate, destiny, or vocation}, as a fuller knowledge 
of, and acceptance of, the person's own intrinsic 
nature, as an unceasing trend toward unity, 
integration or synergy within the person). 
(Maslow, 1968, p. 25) 

The path that a person takes in an attempt to relieve 

his or her inner conflicts and the subsequent interaction 

with others, with whom he or she confronts cathectically or 

anticathectically contribute to a sequential unfolding of 

events. (Cathexis is defined as the driving forces of the 

id. Anticathexis is defined as the forces of the ego used 

to restrain the impulses of the id. [Hall, Lindzey, 1978, 

p. 45]). This sequential unfolding of events is defined by 

Aristotle in On Poetics as plot. The next component of the 

psychological ballet is plot. 

Plot 

To partly meet the requirements of the psychological 

ballet as this author has defined it, psychological issues 

must determine the plot of the ballet. Aristotle states 

that the action, or that which is done, is represented in a 

play by the Fable or Plot? and that the Fable is the 

combination of the incidents, or things done in the story. 
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(Aristotle, p. 210) A further explanation of plot is 

offered by Frederich von Schiller: 

...It is necessary, in the first place, that the 
object of our pity should belong to our own 
species — I mean belong in the full sense of the 
term — and that the action in which it is sought 
to interest us be a moral action; that is, an 
action of free will. It is necessary, in the 
second place, that suffering, its sources, its 
degrees, should be completely communicated by a 
series of events chained together. It is 
necessary in the third place that the object of 
the passion be rendered present to our senses, not 
in a mediate way and by description, but 
immediately and in action...(Clark, 1965, p. 265) 

While the explanation of plot by Aristotle and von 

Schiller is for a play, it also holds true for the 

psychological ballet. The other components of the 

psychological ballet that run parallel with drama are 

Character and Thought. 

Character 

Characterization plays a crucial role in the 

psychological ballet. It is through Character that the 

audience may establish a sympathetic relationship (with an 

actor or dancer), of shared emotions, feelings and 

psychological issues that are universal to the human. 

"Character," according to Aristotle, "reveals the moral 

purpose of the agents, i.e., persons of the drama, the 

dramatis personae: that is what they seek or avoid. . . 
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there is no room for character in a speech on a purely 

indifferent subject." (Aristotle, p. 211) Character serves 

the action, and, as stated earlier,.action is represented by 

fable or plot. Character ascribes certain moral qualities 

to the agents. 

The psychological ballet depends on character to 

further its action. Characters in psychological ballets 

must be as valid as they are in drama. Nora Kaye, the 

dramatic ballerina who created the role of Hagar in 

"Pillar", and who danced in several Tudor ballets, is 

quoted: 

What I liked about Tudor's ballets was that I felt 
I was able to act. I always wanted to act, and I 
always wanted to portray things through the body 
without the use of language... he talked about our 
characters and the small town in which we lived. 
He even described the wall paper of our house, It 
was so clear in our minds that we couldn't have 
done a wrong movement if we had tried. It felt 
absolutely right because we were so absolutely 
sure of our characterizations. By discussing them 
and immersing ourselves in them, they became part 
of us. (Dance Magazine. Sept. 1987, pp. 56-57). 

To aid in character development, motivation was an 

important tool. Tudor was quoted as saying, "The steps 

wouldn't be there unless the motivation's there first." 

(Dance Magazine. May 1987, p. 39). He challenged his 

dancers to find character motivations by asking them, "What 

are you conveying here?. . . Did you know her before?. . 

.," or suggesting such subtext material as, "That's my boy. 
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. . Does he like her better? ... I've got to be happy." 

(Dance Magazine. May 1987, p. 41) Because the psychological 

ballet is so strongly character-dependent, the ballet 

necessarily becomes relationship-centered. This is evident 

with "Pillar of Fire." The story used individual 

relationships as a catalyst for plot advancement: - Hagar in 

relation with her sisters, the Man from the House Opposite, 

society, herself, and finally the Man Across the Way. These 

characters' psyches are portrayed by their movement, 

movement qualities and individual gestures. Nora Kaye 

explained that small gestures would become idiosyncrasies of 

that character. (Dance Magazine. Sept. 1987, p. 56) 

One of the means Tudor used to elucidate character was 

through movement qualities. "Movement quality" is a large 

and potentially controversial concept in and of itself. It 

is not the purpose of this thesis to enter into a discourse 

on the subject of movement quality. Instead, an explanation 

will be offered to aid the reader's understanding of 

movement quality, without undue complexity, within the 

confines of Character associated with the psychological 

ballet. 

Movement Quality 

In the psychological ballet, movement quality, with 

respect to character, communicates and reveals the 



41 

character's inner thoughts, emotions, feelings, 

idiosyncrasies and personality. For example, in the opening 

scene of the ballet "Pillar of Fire," Hagar is sitting on 

the front porch steps. Her body is tensely held, with her 

knees pressed together and her back rigidly upright. Her 

upstage hand slowly passes by her ear in a controlled 

manner. This gesture, interpreted as "self-conscious 

grooming," along with her tightly held sitting posture, 

reveals to the audience that Hagar is troubled and 

repressed. Two women pass by and acknowledge Hagar. Still 

seated, Hagar abruptly turns her head and upper body away, 

looking down at the steps. A moment later, Hagar rises to 

greet her older sister. During the encounter, Hagar pulls 

at the high collar around her neck. 

Hagar communicates to us through movement that she is 

not happy. In this opening scene, the combined 

physicalizations of Hagar, along with her interaction with 

other characters, reveals her severely controlled, repressed 

personality. Simply stated, Hagar is miserable and in 

emotional conflict. 

For the dancer, the body is the medium used to express 

the vital essence of characterization. Inherent to this is 

movement quality, or how energy of the body is controlled 

and used. For the purposes of this thesis, movement quality 
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is a physically expressed value, incorporated within 

movement, phrase, or step, in addition to its technical 

requirements. It is the physical "coloring" or "shading" of 

movement. 

For example, throughout "Pillar of Fire," the pervasive 

movement quality of Hagar is tense, rigid and tight. 

Although every movement is executed to its fullest technical 

potential, Hagar still communicates her emotional limits 

through her body energy. Her abrupt movement, combined with 

high energy, communicates Hagar's self-repression. The Man 

from the House Opposite, partnered with another woman, 

dances along with two other couples (after Hagar has given 

herself to him). Hagar tries to persuade the Man from the 

House Opposite to dance with her. He rejects her three 

times. On the third time, Hagar is left on the ground, face 

down. Her middle torso is abruptly contracted inward and 

upward toward her spine. At the same time, she clasps her 

arm around her middle. She has been emotionally wounded. 

The stage then clears, and Hagar is left alone. She stands 

and the Man from the House Opposite walks behind her. His 

chest is pressed forward and highly lifted as he proudly 

struts by her. Hagar quickly catches her breath and holds 

it, while her shoulders lift upwardly in a tense, sharp 

movement. It is as if she is painfully enduring his 
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conceited display. She remains motionless until he passes. 

In contrast, Hagar's younger sister has a lyrical, smooth 

quality of movement. She flows about the stage as if she 

hadn't a care in the world. The younger sister's movement 

quality communicates that she is happy with herself. She . 

sustains a medium physical energy that complements her coy, 

girlish personality. 

As stated, in the psychological ballet, movement 

qualities must honestly reflect the psyche of the character. 

Hugh Laing, on whom "Pillar of Fire's" 'Man From the House 

Opposite' (as well as other Tudor characters), was created, 

spoke of Tudor's choreography with respect to character: 

Everything is based on classical technique, but it 
must look non-existent. The structure is 
emotional; the technique twisted, disguised. The 
flow of the movement phrase must never be broken, 
and this is what makes his choreography so 
difficult technically. He may want—and expect 
you to be able to do—four pirouettes, but you 
can't let the preparation for the pirouettes show. 
The turns are part of a phrase that may be saying, 
"I love you, Juliet," and you must not interrupt 
that phrase to take a fourth position preparation, 
because then you are paying attention to yourself 
as a dancer, not to Juliet. (Hugh Laing in Dance 
Perspectives. 1963, p. 79) 

Thought 

Thought can be used by a character in the psychological 

ballet. Nora Kaye explains, "She [Hagar] has two 

thoughts—thoughts of innocence and thoughts of depravity. 
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When the Innocents gradually start going off, it means all 

my [sic] innocent thoughts are no longer with me." (Nora 

Kaye in Dance Magazine. Sept. 1987, p. 58) 

Thought, according to Aristotle, is "shown in all that 

they [the agents] say when proving or disproving some 

particular point, or enunciating some universal 

proposition." (Aristotle, p. 211) This should not be 

confused with character. Character reveals the moral 

purpose of the agents, i.e. the sort of thing they seek or 

avoid, where that is not obvious—hence there is no room for 

Character in a speech on a purely indifferent subject." 

(Aristotle, p. 211) 

In Chapter III Antony Tudor's "Pillar of Fire" will be 

analyzed. In an effort to give adequate examination and 

discussion to this psychological ballet, this author has 

chosen to consider only "Pillar of Fire" in depth". Lilac 

Garden" was the first ballet of Antony Tudor's to be cited 

as psychological and an analysis of "Lilac Garden" would 

prove equally revealing. 

Summary 

In Chapter II, the psychological ballet was defined as 

a drama, performed in movement as a ballet or other danced 

art form, where psychological issues determine the plot of 
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that drama. Also, a brief treatment of ballet history was 

offered. The elements of drama combine with dance in the 

psychological ballet "Lilac Garden" and "Pillar of Fire" 

were unique to the world of ballet at the time of their 

creation. Synopses of "Lilac Garden" and "Pillar of Fire" 

and their contribution were discussed. Components of the 

psychological ballet are psychological issues, plot, 

character and movement quality. Particular attention must 

be paid to character development. 

In Chapter III, a plot of "Pillar of Fire" will be 

analyzed using psychological issues as criteria. 



CHAPTER III 

The Definitive Model for the Psychological Ballet: 

"Pillar of Fire" 

This analysis is based on the writer's observations, 

published reviews of views of "Pillar of Fire", collected 

articles, books, and journals from those individuals that 

Tudor worked closely with, namely Nora Kaye and Hugh Laing 

According to Aristotle, plot (or fable) is the 

principal element of tragedy. It is the "combination of 

incidents of the story." "All human happiness or misery 

takes the form of action; the end for which we live a 

certain kind of activity..." (Aristotle, p. 210) 

The actions of the ballet's characters create the 

combination of incidents, revealed as sequence of events. 

Plot Analysis 

Plot Analysis 

"Pillar of Fire" Dramatis Personae: 

Choreography Antony Tudor 

Hagar 

Young Man from the House Opposite 

Eldest Sister 

Hugh Laing 

Lucia Chase 

Nora Kaye 
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Youngest Sister Annabelle Lyon 

Man from Across the Way (the Friend) Antony Tudor 

Music Arnold Schoenberg, 
"Verklarte Nacht," 1941 
version for string 
orchestra 

Premiered April 8, 1942, by Ballet Theatre at the 

Metropolitan Opera House. 

The ballet opens with Hagar sitting on the front steps 

of her house. She is alone. She appears to be lost in her 

own thoughts. Her fists are clenched, her body is tense. 

Townspeople pass by, couples pass by, and spinsters pass by. 

Hagar's two sisters emerge from the house, one is older than 

Hagar and dressed in strict Victorian style. The other 

sister, blonde with curls, is younger than Hagar. She is 

approaching womanhood. 

Hagar's friend, identified as the Man from Across the 

Way, comes across the street to visit Hagar. He is pleasant 

to her sisters as well. The sisters draw his attention away 

from Hagar toward themselves while Hagar watches. The 

younger sister flirts with him. The Man Across the Way 

slowly begins to ignore Hagar. The older sister persuades 

him to enter into the house; they enter the house together. 

Hagar is left alone outside the house. Lights appear in the 

house opposite. Hagar sees through the window and observes 

couples celebrating their sexuality. A Man From the House 
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Opposite comes out and confronts Hagar. He then goes back 

into the house opposite. Hagar's younger sister returns 

with the Man from Across the Way and begins to entwine 

herself around the him; and Hagar watches while her younger 

sister strolls away with the man she loves. 

The Man From the House Opposite meets Hagar and they 

dance together. He takes her into the house opposite. 

Hagar later comes out of the house filled with guilt and 

shame. Hagar's older sister enters and sees the guilt on 

Hagar's face. Neighbors pass by and rebuff her as well. 

Even those Lovers in Experience rebuff her. The younger 

sister now enters with a friend. While the older sister 

socializes with the spinsters, the younger sister mingles 

with those from the House Opposite. Hagar and her two 

sisters then enter their house and the scene blacks out. 

When the next scene opens, the three sisters are alone. 

The Innocents appear, dance and gradually exit.* The Man 

From Across the Way comes and approaches Hagar. She 

attempts social interaction with the townspeople and the 

Lovers in Experience, but she is rebuffed. Finally, she 

approaches her seducer, the Man From the House Opposite, he 

'According to Nora Kaye, it is at this point that Hagar 
realizes she has lost all her innocent thoughts. (See 
Psychological Issue No. 5). 
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coldly rejects her. The Man From Across the Way 

reapproaches Hagar, and though she tries to leave him, the 

friend engages Hagar in a tender pas de deux. Hagar and the 

friend disappear and then reappear walking away in the 

distance with clasped hands and touching shoulders. 

This ballet is portrayed primarily through Hagar and 

her reaction to other characters' actions. Hagar reacts "as 

a result of" and as a victim in response to those actions. 

Analysis bv Psychological Issues 

PSYCHOLOGICAL ISSUE NO. 1: ISOLATION/NON-BELONGINGNESS. 

We sense as an audience, immediately, that Hagar is 

different from her two sisters. We observe that she is 

neither as severe as her Victorian older sister nor is she 

as free or coy as her younger sister. Hagar does not belong 

to either sisters' behavioral paradigm. We also sense that 

Hagar is in emotional turmoil. She has clenched fists and 

even her hair style, by being very tight and braided, gives 

an appearance of tautness and constraint. 

PSYCHOLOGICAL ISSUE NO. 2: POOR SELF-ESTEEM. 

The man who Hagar is in love with, The Man Across the 

Way, comes to visit and speak with Hagar. During the course 

of this exchange Hagar allows her two sisters to distract 
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his attention from her. This indicates poor self-esteem in 

that Hagar allows this to happen to her. She does not 

intervene; neither does she admit her affections for the Man 

from Across the Way to her two sisters. 

PSYCHOLOGICAL ISSUE NO. 3: IMPULSIVE BEHAVIOR 

Hagar sees the Lovers in Experience and has a mild 

confrontation with the Man from the House Opposite. Hagar's 

Youngest Sister returns with the Man Across the Way, and 

proceeds to flirt seductively with Hagar1s love interest. 

The Youngest Sister further irritates Hagar by taking a walk 

with the Man Across the Way. Hagar reacts behaviorally by 

impulsively being seduced by the Man from the House 

Opposite. She is later remorseful. After the sexual 

episode is over, Hagar*s behavior is one of shame. We 

observe that she is full of guilt and remorse. 

PSYCHOLOGICAL ISSUE NO. 4: REJECTION 

Hagar's older sister reprimands her for her behavior. 

Hagar is rejected by the townspeople, the Lovers in 

Experience, and ultimately her seducer, the Man from the 

House Opposite. Hagar and her two sisters are rejected by 

townspeople, too, as a result of Hagar1s behavior. 
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PSYCHOLOGICAL ISSUE NO. 5: LOSS OF INNOCENCE 

Dancers enter sequentially, dance and exit gradually. 

"The girls who come on then are her thoughts of innocence, 

and she (Hagar) realizes that she's lost all her innocence. 

She has two thoughts—thoughts of innocence and thoughts of 

depravity. When the -Innocents gradually start going off, it 

means all my [sic] innocent thoughts are no longer with me." 

(Nora Kaye in Dance Magazine. Sept. 1987, p. 58) 

PSYCHOLOGICAL ISSUE NO. 6: REPENTANCE AND SELF-ACCEPTANCE; 

RECIPROCATION OF "MATURE" LOVE 

This final issue, presented toward the end of the 

ballet,is the love pas de deux between Hagar and the Man 

from Across the Way. This could be termed a pas de deux of 

understanding and acceptance. This interaction is further 

illustrated by Hagar and the Man from Across the Way exiting 

at the end of the ballet with clasped hands and touching 

shoulders. 

Results 

From the above analysis, the psychological issue of 

sexual repression becomes clear to the audience early in the 

ballet. Also, it is evident that Hagar is in rivalry with 

her younger sister over the Man From Across the Way. 
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It is clear that the crucial turning point in this 

ballet, in terms of plot advancement, is when Hagar makes 

the impulsive decision to allow herself to be seduced. The 

plot elements that follow are as a direct result of that 

decision. Hagar is full of shame, she is rebuffed by-

society, by her seducer, her sisters, and the townspeople. 

She recognizes she has lost her innocence. Ultimately, she 

is forgiven by the man she loves and finally makes peace 

with herself by the close of the ballet. 

These plot elements are the result of Hagar's having to 

compete with her sisters for the attention of the man she 

loves. Working backward from the critical point in the 

ballet where Hagar gives herself to a man she does not love, 

we see that this impulsive decision is based on the anger 

she feels toward her sisters and, quite possibly, the anger 

she feels toward herself. This anger stems from her poor 

self-esteem, which is the second psychological issue. 

Clearly, Hagar's poor self esteem is illustrated by her 

failure to overtly express her feelings for the Man Across 

the Way. She allows her sisters to distract her love 

interest from her. The poor self-esteem could be 

precipitated by the first psychological issue, non-

belongingness. It is clear that Hagar belongs neither to 

her older sister's straight-laced paradigm of behavior nor 



the behavioral paradigm of her extroverted, coy, younger 

sister. 

Summary 

A plot analysis of "Pillar of Fire" has been explained. 

"Pillar of, Fire" was then analyzed using psychological 

issues as criteria that determined the plot. Results 

confirmed the thesis statement that in the psychological 

ballet, psychological issues determine the plot of the 

drama. 
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CHAPTER IV 

CONCLUSIONS 

To conclude this analysis of Antony Tudor's "Pillar of 

Fire," the elements of the psychological ballet used by this 

author in attaining its definition are offered. 

The critical components to the psychological ballet 

are: plot that is determined by psychological issues and 

Character. Realism is the third critical component. 

1. Psychological issues determine the plot of the 

ballet. The plot is based on realism, in which 

conflict is presented and resolved. When 

presenting a psychological ballet, the proclivity 

of the character must be exposed without symbolic 

obscuration. 

2. The ballet is seen through a central character 

(i.e. protagonist), whose psyche is revealed 

through his or her movement quality. All movement 

and movement quality contribute to character and 

plot advancement. Characters are well defined and 

quintessentially "three dimensional." Movement 

can also be used as dialogue. However, movement 

in and of itself -is neither abstract nor "pure 

dance." 
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Contributory elements such as music, staging, costumes, 

lighting, and scenery are present in all ballets as well as 

the psychological ballet. Other shared elements include 

choreographic design. These choices are highly individual 

and can aid a choreographer with the communication of the 

ballet's theme. These critical components explain why 

ballets based on fairy tales, such as "The Sleeping Beauty," 

are not psychological ballets. When Aurora (the Sleeping 

Beauty) pricked her finger on the spinning wheel and fell 

into a deep sleep for one hundred years, it was due to a 

magical spell. This sleep was not induced by a hysterical 

conversion reaction. It is therefore not "psychological" in 

nature. Also, since Aurora's one-hundred-year sleep is 

induced by magic, the component of realism which is critical 

to psychological ballet is violated. 

Second, the plot of "The Sleeping Beauty" is not 

determined by psychological issues. The story simply 

unfolds. 

Third, Aurora, the title role, is not portrayed as 

"conflicted;" neither is she explored as a three dimensional 

character. 

Ballets based on fairy tales, stories, or plotless 

works specifically choreographed to emphasize psychological 

issues, or presenting strong psychological overtones, are 
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considered to be psychogenic ballets. 

Upon observing psychogenic tendencies in my own 

choreography, "Pillar of Fire" had a uniqueness and 

complexity that is personally compelling. I discovered that 

what had been eluding me, both as a performer and 

choreographer, was the dramatic aspect of character 

development. 

"Pillar of Fire" was not observed, it was experienced; 

appealing to our sensitivities through our emotions, Tudor 

exposed the frailties of humanity. 

Coalescing psychology, dance, and dramatic realism, 

Tudor developed a genre that remained unexplored prior to 

this thesis. "Pillar of Fire" introduced the blending of 

modern dance elements with ballet, using dancers who 

presented Character. It is surprising that his 

contribution, while widely acclaimed, had escaped critical 

and academic analysis. 

Recommendations 

A recommendation to other researchers includes further 

discussion on the psychological ballet. 

In "Pillar of Fire," a choreographic pattern of three's 

and multiples of three was noticed. Research and discussion 

on the use of numbers, patterns and their implied meaning 



57 

would prove interesting. 

Analyses of "Undertow" and "The Leaves are Fading" may 

offer further insights. 

Finally, further study comparing psychological ballet 

and psychogenic works is warranted. 

Conclusion 

A note on transcending the spoken word: In ABT: A 

Close UP in Time, a filmed interview, Mr. Tudor speaks of 

"transcending the spoken word" with his ballets. It is the 

considered opinion of this author that this does not imply 

simply using movement as "dialogue" between dancers. What 

Mr. Tudor is speaking of are the heart-felt human tragedies 

and challenges for which there are no words adequate to 

express the fullness of human feelings. Psychological 

expressions such as rejection, grief, unrequited love, 

sexual frustration and deep personal loss leave an emptiness 

in the human soul; emotional traumas that only time can 

heal—this is what Tudor wished to address and exemplify 

through his work. The outcome is that which Tudor leaves 

for us to decide individually. He did not always offer a 

happy ending to his ballets as he did in "Pillar of Fire." 

The most important decisions in life are always made 

alone. Tudor's ballets offer a reflective view of society 
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and life. Through the psychological ballet, we are offered 

an invitation to examine our own life's "plot." 
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