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PROGRAM 

Chorale: 

• 

"A Mighty Fortress Is Our God" 

Organist, Vernon deT ar 

Conducted by Abraham Kaplan 

Speakers: Mark Schubart 

Dean and Vice President 

Irwin Freundlich 

Member of Piano Faculty 

"The Star-Spangled Banner" 

A MIGHTY FORTRESS IS OUR GOD 

• 
r-r-r- + 

I 
.A mie:h • ty for• tress is pur God, A bul-wark nev • er fail • ing; 

And tho; this world, with devils filled, Should threaten to un • do us; 

I'J 

r- r- r- r· 
Our help • er be a • mid the flood Of mor - ta1 ills pre • vail • ing: 

We will God hath willed His truth to tri - umph through us: 
I'.J. ,-

r· 
still our an cient foe Doth seek to work us woe; His craft and 

The prince of dark - ness grim, We trem - ble not for him; His rage we 

_; J.J.d~-. 
• 

·u• -ee-: 

power are great, And, armed with cruel hate, On earth is not his e • qua!. 

can en • dure, For lo! his doom is sure, One lit• tle word shall fell him. 

.J .J. LL I .-... 



Dressing Rooms 
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Do.nee students will use the following dressing rooms backstage in the 
substage area: men--dressing room #10~ girls-dressing room #9. 
Students should go to the dressing rooms via the door in the basement 
area at the foot of the steps leading to the cafeteria, near the 
cefeteria door. 

Costume 

Students may .ill?.! go to the cafeteria, through corridors, or travel in 
elevators in studio clothes. Wear street clothes or coat over studio 
clothes. 

Absences 

Since JuilJ.iara is a professional school, attendance at all classes is 
e1.1Jected of each student as his professional obligation. There is no 
11cut 11 system at Juilliard. If it is necessary for a student to miss 
classes because of illness, he should go to the Juilliard nurse for an 
excuse, or because of any other reason, he shoula go to Niss Rhodes, 
Student Ac.visor • 

.Yisitors 

Students are not permitted to bring visitors to classes without a note 
iro1";1 the Dance Of:Cice. 

CONCERTS -- .... 

Hednesday One O'Clock Concerts 

Attendance at Wednesday One O'Clock concerts is required of all students 
os part d>f their work in L & M. 

Fr~day Night Concerts 

Juilliard arranges a ~eries of Friday night concerts for ·1;1hich students 
may procure free tickets at the concert office. Ple.:1se wotch the concert 
office bulletin board for announcements of the dates and times to pick 
up tickets. 

Dance Concerts 

Student rate tickets for certain dance concerts in N.Y.C. are posted 
from time to time on the dance bulletin boards. 

FOR ADDITIONAL INFOR11rnTI: 1N, CONSUifl.' HANDBOOK, OBTAINABIE IN INFORliATION OFFICE. 



J1JILLIARD SCHOOL OF MUSIC 
DANCE DEPARTMENT INFORMATION 

1962-63 

FA.CUITT 

Martha Hill, Director 
June Dunbar, Assistant to the Director 

Ballet & Repertory Hodcrn Dance and Repertorv 

Antony Tudor 
Margaret Craske 
Alfredo Corvino 
Fiorello Keane 
lforgnrot Black 

.Qo:nrposi tion 

Louis Horst 
Lucas Hoving 
Antony Tudor 
Janet Soares, asst. to 

Mr. Horst 

Stagecraft 

Thomas DeGaetani 

Housing InformatiQ.D 

Ma:ey Hinkson 
Helen McGehee 
Bertram Ross 
Ethel Winter 
Paul Draper 
Donald McKayle 

Notation 

Muriel Topaz 
Allan :Miles 

,Anatomy 

Lulu Sweigcird 

JUILLIARD SERVICES -------

Information Office, Room 120 

.Library and Listening library, on 3rd floor 

Jose Limon 
June Dunbar 
Betty Jones 

Music 

Norman Lloyd 
Caryl Friend 
John Colman 
Betty Wclberg 

Dance History and 
Criticism 

:Martha Hill 

Hours: 9:00 am-9:00 pm Monday:, Tuesday,. Hednesdny, ,and Thursday. 
9:00 om-5:C0 prr.F.ridnyo :- ··:·.r;.~-~•~ 
9:00 am-12:00 noon s~turday. 

Vu-. Bennett Iudden, Liberian. 
Dance L & M Listening Room 513, Mon., Tues., Fed., Thurs. 6:00-9:00 pm. 

Placement Ofiice 

For part-time jobs, register in Room 402. 
Director, Nrs. Mary vrm Ess; Placement Counselor, Mr. Corbett L. Evans. 
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Doctor 

Aubrey Whittemore, M.D. Appointments to be made through the Juilliard nurse. 

Nuxse. --
lJrs. Evelyn Aley.nnder, Room 208, Juilliard. 
Office Hours :01:8:: 00-1: 00 and 2: 00-4: 00 Iv1Fida~ . . o o~~rh Friday; 

719:00-1:00 and 2:00-4:00. ~ 

d 
Advisement 

Miss Irma Rhodes, Student Adviser, Room 121. 
Miss Hill, Mrs. Dunbar and Dean Bergsma by appointment. 

Lost and Found - -
A Lost and Found office is maintained in the Check Room on O level. 

Cafeteria 

On basement level. Open weekdays from 11:30-4:30; Saturdays 11:00-2:00. 

,Eecordings, 

Recordings of music for class assignments may be arrangea throuch the Dance 
Office • 

. ~3_~udent Mail and Message£• 

See message board at Check Room. Telephone messages will not be delivered 
to students except in cases of emergency. 

INFORMATION PERTAINJNQ_TO DANCE STUDENTS 

Dance Bulletin Boards 

Official d~nce bulletin boards are outside rooms 102 and 610. 

]2:actice Schedule 

Juilliard is open 8:00 am to 10:00 pm weekdays, and 8:00 am to 6:00 pm 
Saturdays. A schedule of studio practice space available for individual 
or group practice is posted on the bulletin board outside Room 610. Sign 
up for practice time, and if you do not use the time signed for, please 
cross out your neme so someone else may make use of the time. Consult the 
Dance Office c011cerning the use of phonographs. 
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The New York Times 

LINCOLN CENTER AIDE: 
Richard Rodgers, director 
of New York Music Theater. 

\Rodgers ls Named 
i Head of Music Unit 
1 By Lincoln Center 

By MILTON ESTEROW 
Richard Rodgers will head 

new unit specializing in oper-; 
·etta and musical comedy at the\ 
Lincoln Center for the per
forming Arts. 1 

His appointment was an.I 
nounced yesterday by William! 
Schuman, president of the cen
ter. I 

The unit will be called th~ 
New York Music Theater an9 
is expected to open in the ceni 
ter's 2,735-seat New York Stat 
Theater in July, 1964. The uriit 

· plans to present two pro-
11 ductions annuany, from July to 
September. ! "After the summer, we plan! 

, to send the two productions on 
jtour," Mr. Rodgers said. "We 
feel that if we make a profit, 

' this would . allo,v us to finance 
: two more productions. Even
II tually, it wouid give us a rep-
1ertory of musical theater that 
1
1 we could turn to every sum
mer and send •touring every 

. fall." 
He said that no shows had 

been SPlected yet. "We hope to ; 
1do new works as well as old 
1ones," he said. 

No Price Scale Yet 
Mr. Rodgers will serve with-I 

. out salary as president and1 

J producing director. The unit is 
· being formed as a nonprofit 

;membership corporation. Alli 
profits will go to Lincoln Cen-1 
ter 

No ticket prtce scale has been 
worked out. However, Mr. Schu-1 
man said that "there will be 
large numbers of inexpensive 
seats." He said that prices 
would be "much cheaper than 
Broadway prices.'' 

In Lincoln Center's original 
iconception, the New York State 
Theater was known as the 
Theater for Dance and Oper
etta. 

It is being financed largely 
by $15,000,000 made available 
by the state as part of its par
ticipation in the 1964-65 New 
York World's Fair. The city will 
pr",Yide $4,383,000 more to 

':'> · 'l:· land costs and part of 
·" construction. 

For Lincoln Center Musicals: Rod ers • ,.,,,,&#- "" 

, AS LT WILL BE-Architect's model of the New York State Theater, where musical comedy will .be a tenant. 

I By Stuart W. Little 
Of The Herald, Tribune Staff 

Lincoln Center has organ
ized a . new unit for .musical 
comedy and has picked one 
of_ Broadway's foremost com-

•

j. posers, Richard Rodgers, to 
j run it. 

Mr. Rodgers ' job will be to 
I. roduce two shows by leading 
composers each year. The 

1 first is slated to open July 4, 
1964. They will be performed 
in Lincoln Center during the 
summer months and sent out 
on tour across the country in 

, the early fall until the fol
lowing spring. 

The first two productions 
will be recognized classics of 
operetta and musical comedy, 

1 but new work's will not be 
ruled out and Mr. Rodgers 

himself will almost certainly 
be represented, 

"If we don't have Rodgers 
in the theater, we have the 
wrong man heading the proj
ect," said Dr. William Schu
man, president of Lincoln 
Center for the Performing 
Arts, in announcing the Rod
gers appointment and the 
formation of the New York 
Music Theater, as it will be 
known. 

The theater will be a con
stituent unit of Lincoln Cen
ter comparable to the opera, 
the Philharmonic and the 
repertory theater. It will 
make its home in the New 
York State Theater facing 
the just-opened Philharmon
ic Hall. 

Construction work on this 
theater, which will be the 
second completed building in 

Lincoln Center, has reached 
the second floor . It has been 
designed by Philip Johnson 
Associates to have an 11-
story stagehouse, with ample 
room for set storage, and an 
auditorium of 2,735 seats. It 
is being financed largely with· 
$15 million in state funds as 
part of New York State's 
participation in the World's 
Fair and it is to be completed 
in time for the April, 1964, 
opening of the fair. 

Mr. Rodgers as a possible 
head of the music theater first 
ocurred to Dr. Schuman last 
January in his first week in : 
office as president of Lincoln 
Center. And · Mr. Rodgers 
himself was immediately en
thusiastic. "I don't think 
anyd'ne grabbed it as quick-
ly as I did," he said. 

He will serve without com
pensation 

f 

• 



















In the history of dance, we find every now and then 
a supreme artist who dominates the field for a genera
tion enriching the existing tradition, providing a cor
rective to current practices and setting standards for 
generations to follow. To-day, in India, Balasaraswati 
is one such dancer. 

The flowering of Balasaraswati's genius has taken 
place in a garden of great splendor. For generations 
the family has been a repository of the Karnatic * 
tradition in its prestine glory. Her great-grandmother 
taught at the Tanjore Court and was a court-dancer up 
to the age of 7 5! Balasaraswati's grandmother, the late 
Veena Dhanam, had no peer as an exponent of the 
Karnatic tradition in music. Music and the dance 
reigned supreme in the houehold. The family was an 
inspiration for composers and teachers alike. The great 
composer Subbaraya Sastri taught Balasaraswati's 
great-grandmother. Another composer Sattanur Pan
chanathier taught music to Veena Dhanam. A third, 
Patnam Subramania Iyer taught Dhanam's daughter. 
And a great many of the Javalis of Dharmapuri Sub
baraya Iyer were composed in that home. 

It was into such a treasure-house of the Karnatic 
tradition that Balasaraswati was born. Music and 
dancing were in her blood. And music and dancing 
were all round her. And they were, of course, music 
and dancing of the highest quality, and practised and 
heard in abundant measure. Her formal training start
ed at the age of four under the late Kandappa. Her 
Arangetrem, debut, took place in her seventh year at 
Kancheepuram at the Ammanakshi Amman Temple. 
At her Madras debut, scholars, musicians and dancers 
sat spellbound by the precision and exactitude of the 
child's rhythm. By the t ime she was in her early teens, 
Balasaraswati was an accomplished dancer. In those 
early years she appeared on the same platform with 
such famous and well-established dancers as Tanjore 
Veenabhashini and the Kalyani daughters. Though her 
formal training was in the hands of Kandappa, she 
had advice and guidance from people like Gauri 
Ammal and Chinnaya Naidu. The latter taught her 
sickos and abhinaya. More recently she studied from 
Kuchipudi Vedantam Lakshminarayana Sastri the 
bas is of Abhinaya and Kalpana. 

Soon she was in great demand for public perform
ances. But life was by no means a bed of roses. Those 
were the days of the Devadasi Bill. While veteran 
musicians and connoisseurs went into ecstasies over 
her art, there were others who scoffed at the practice 
of Bharatanatya as a profession. But Jayammal, her 
mother, stood firm. The result was not only a personal 
triumph for Balasaraswati, but the preservation and the 
strengthening of a great and ancient tradition. 

* There are two principal schools of Indian music - the Southern 
School called the Karnatic, and the Northern, usually known as the 
Hindusthani School. 

A PROFILE OF BALASARASWATI 
BY NARA Y ANA MENON 

No dancer has captured the public imagination as 
Balasaraswati did in the thirties and forties. Bharata
natyam to the public until then was an esoteric art 
practised for the pleasure of a few connoisseurs and 
dilettantes. Outside the pale of the temple there were 
hardly any public performances. Balasaraswati made 
the public aware of Bharatanatyam, not by deliberate 
efforts as a reformer, but by the beauty and the el
oquence of her dancing. It was left to others to fight 
prejudices and stupidity, do research, delve into the 
past, give the dancer's profession respectability and so 
on. But Balasaraswati made us aware of the living 
miracle of Bharatanatyam, to be seen and to be en
raptured. She has a fantastic repertoire - some fifteen 
Varnams, innumerable Jatiswarams, Sabdams, Til
lanas and of course countless Padams, literally count
less. Her technique is so superb that one has come to 
take it for granted, and to Balasaraswati herself it has 
become second nature. Her gestures are eloquent, her 
Abhinaya sheer poetry. Her sense of rhythm is so 
compelling that there is a kind of inevitability about it. 
Added to these fabulous gifts is her fine musicianship. 
Balasaraswati is a musician in her own rights, and as 
an exponent of certain type of Karnatic music such as 
Padams and Java I is, she has few equals. 

Balasaraswati's art has to be evaluated against the 
background of the Karnatic tradition. Other dancers 
there are who have carried the message of Indian 
dancing to the world, who have streamlined it, electro
plated it and tailored it to suit the tastes of all and 
sundry. All honor to them. But Balasaraswati would 
admit of no compromise in her art. She is incapable of 
it. Her Padams are as inseparable from the Karnatic 
tradition as are Jayamma's music. The one seems to 
grow from the other. It is, as it were, the abstract music 
give concrete shape. Balasaraswati's bhava is not 
merely the enactment of the words of a song. It is the 
recreation in another idiom of the musical subtleties of 
the song. When she dances Mera Topu Seyaka (a 
Padam in Sahana Ragam) she dances Sahana, and 
what Sahana it is! 

It is, in a way, sad that slick techniques and pre
sentation, fleet-footedness and pyrotechniques are us
urping the stage and debasing public taste to-day. 
Balasaraswati has been, of course, honored with the 
Presidential Award and the Padma Bhushan. But her 
art stands out, a little isolated from the feverish activity 
and smart pleasantries that pass off as the dance to
day. Thanks to the Music Academy, Madras, she is im
parting some of her fabulous gifts to a few fortunate 
students who should keep the tradition alive. Posterity 
will owe her a great debt - not merely the debt we 
all owe a supreme artist, but also a debt of gratitude 
for her artistic integrity and her steadfastness of pur
pose. 



BHARAT A NATYAM AND THE KARNAT AK TRADITION IN MUSIC 
AN INTRODUCTION TO THE RECITAL PROGRAM 

BY ROBERT E. BROWN 

Bharata Natyam is one of four main classical styles 

in India, and it developed from ritualistic dances per

formed in the past as offerings to the deities of Hindu 

temples. The traditionally conservative South seems to 

have maintained a style closely related to .the type of 

dancing mirrored in temple sculpture during more than 

two thousand years of recorded movement in stone. 

Commentators frequently stress its religious back

ground, and compare it with the European conception 

of the dance primarily as an entertainment and lively 

art. The great wonder of India dance is that it can be 

both an act of religious devotion and a superb enter

tainment at the same time. In the performance of an 

artist like Balasaraswati, lofty philosophy and human 

emotion blend in a subtle combination which gives a 

special flavor to every sound and movement, and the 

aural aspect of a Bharata Natyam recital is as import

ant as the visual. 

The two main categories of dance, nritta, or pure 

dance for the sake of its own beauty, and nritya, ex

pression of a mood or story through pantomime and a 

rich language of gesture, are equally well represented 

in this style. The solo dancer presents a recital - various 

types of dance related to specific musical forms - and 

she proceeds from items of pure dance (nritta) through 

others which introduce portions of pantomime (nritya), 

to the culminating padas and javalis in which full 

attention is given to the interpretation of a poetic text 

through gesture and bodily expression. 

The word abhinaya may be loosely translated as 

pantomime, but it is a very particular style of panto

mime and requires a knowledgable audience for ideal 

communication. In the enormous vocabulary of mudras 

are many gestures which convey immediate symbolic 

meanings, but the majority are stylized to the point that 

one cannot follow them without a certain amount of 

experience. And if the myriad emotions reflected by 

facial expression and bodily movement can frequently 

be understood, the particular stories or myths which 

are being delineated often cannot. An understanding 

of the text which is being sung is probably the first 

step toward sharpened insight into the amazing range 

of feeling and specific situation which a great artist can 

convey by means of the magnificent vocabulary of 

gesture upon which she is able to draw. 

Bharata Natyam has been described as "visualized 

music," and the strongest possible alliance exists be

tween the melody and rhythm of the Karnatak, or 

South Indian, classical music, and every movement, no 

matter how small, of the dance . Some of the salient 

features of Karnatak music will be related to the main 

dance forms (which are also musical forms) in the 

order in which they would usually be performed on a 

recital program. 

Alarippu, the opening dance of invocation, is or

dinarily done to a purely rhythmic accompaniment 

played on a drum capable of great variety of tonal 

color, the mridangam. The chiming of small brass hand 

cymbals played by the dance master represents certain 

patterns of recited vocal syllables which are used in 

teaching the various movements of the choreography, 

and the syllables, in turn, represent the sounds of the 

drum . The nattuvanar, or dance master, recites some 

of the syllable patterns aloud when a certain type of 

dance sequence known as tirmanam is performed in 

subsequent recital pieces. 

In all Bharata Natyam forms except the sloka, rhythm 

is organized in repetitive cycles of beats called the 

tala. The dance rhythms are intricate in themselves, but 

become even more fascinating when one is aware of 

the way in which they are fitted into the recurring 

cycles of the tala . The basic tala cycle is usually 3, 5, 7, 

or 8 beats in length, and the dance pattern often works 

in cross-rhythm against it. Thus, a dance pattern seven 

beats in length must be repeated several t imes w ithin 

a cycle of three beats before beat one of the ta la cycle 

and beat one of the dance pattern coinc ide. 

Jatiswaram is a musical form s imi la r to the rondo, 

in which a refrain (heard first at the very beg inn ing) 



alternates with three or four sections of contrasting 

melody. There are no words, but the melodies employ 

the Indian sol-fa syllables (so, ri, go, ma, pa, dha, ni) 

for the seven scale degrees. These are known as swara. 

Jati is a rhythmic pattern; the composition, then is an 

arrangement of solfeggios in rhythmic patterns. Indian 

melody conforms to certain modal types known as 

raga. Each raga has a particular scale, certain orna

ments associated with its tones, traditional melodic 

phrases, and various musical, aesthetic, and emotional 

connotations which help to give it a unique character 

and mood of its own. 

Sabdam is often sung in a medley of ragas, known 

as ragamalika. The form is simple, consisting of four 

or five sections in different ragas, separated by short 

passages of drum syllables chanted in the raga scale. 

This is the only instance where the syllables are sung 

rather than spoken. In this composition a poetic text 'is 

sung which praises a king or deity, and the dancer uses 

it as a springboard for improvising abhinaya. Short 

sequences of pure dance are done to the syllables 

which separate the various melodic sections. 

Varnam is a complex musical form, and the basis for 

an even more complex dance form. The main item on 

the program, it may sometimes be performed for an 

hour or more, and combines pure dance ond abhinaya 

- nritta and nritya. One line of the music, for instance, 

may be used for a brilliant rhythmic tirmanam as well 

as for interpretation of the text in abhinaya. The mu

sical and poetic form is in two main sections. The first 

consists of Pallavi and Anupallavi, each having two 

lines of text, and Muktayi (composed) Swaras. The 

latter melody is sung first in swara syllables and then 

with words. The dancer interprets the syllables as pure 

dance movement, and the words in abhinaya. Some

times the two are combined - the dancer moves about 

with difficult foot work called tattimettu as she does 

the gestures. In Pallavi and Anupallavi the words are 

also interpreted in abhinaya, and one line may be 

done for some time. Each line generally concentrates 

on one of the nine rasas, or emotional states: love, 

bravery, compassion, wonder, humor, fear, disgust, 

anger and serenity. When the dancer finishes abhinaya 

for a particular line, she usually concludes with a 

tirmanam in pure dance, and a thrice-repeated pattern 

stamped out by the feet indicates that she has con

cluded one line and is going on to the next. 

The second half of the Varnam begins with a refrain 

melody known as the Charanam. This alternates with 

four or five sections of swaras, in the same type of 

rondo form found in the Jatiswaram. However, in the 

Varnam, each set of swaras also has words, and is 

immediately repeated with text. The swara passages 

are done in pure dance, and the sections with text in 

abhinaya. As in many Indian dance forms, there are 

moments of repose in the Varnam where the dancer 

steps out of character briefly, before beginning the 

next portion. 

Padam is a kind of love song in slow tempo sung to 

a highly ornamented and expressive melody. The text 

can often be interpreted on many levels; one text, for 

example, might be treated as the relationship of lover 

and beloved, or of devotee and deity. The ragas used 

are particularly rich in emotional expression, and the 

luxuriant movement of the ornamentation has a direct 

effect upon the movement of gesture. A padam is inter

preted solely through abhinaya, and the rhythm, 

though often slow, is the subtle foundation for every 

movement which the dancer makes. The musical form 

is tripartite: Pallavi, Anupallavi, and Charanam, and 

the performance sometimes begins with the second 

section, Anupallavi, and then returns to the Pallavi. 

Javali is a song in lighter vein and quicker tempo. The 

text generally treats of love on a more worldly plane. 

Once again the words are a vehicle for abhinaya. 

Sloka is a Sanskrit verse sung to improvised raga 

melody. There is no set meter as in the other dance 

forms and the artist interprets a poetic text wherein 

each word may suggest a wealth of ideas. As in most 

other dance forms, she may do abhinaya word for 

word, or develop the general meaning of a whole line, 

perhaps by using certain well-known myths and stories. 

Tillana is the concluding item of pure dance, and is 

performed to a rhythmic composition using sol-fa and 

drum syllables, with little, if any text. 

Balasaraswati, as a supreme artist in the dance, must 

be an equally gifted and inspired musician. An under

standing of the musical forms upon which Bharata 

Natyam is based can add immeasurably to the enjoy

ment of her faultless rhythmic patterns and poetic 

abhinaya, for the dance and music are one. 



RECITAL PROGRAM 
K. Ganesan -

S. Narasimhulu - Singer 

T. Viswanathan - Flute 

1. ALARIPPU 
Alarippu commences any formal Bharata Natyam recital. It is an in
vocation as well as a preliminary exercise in the basic forms and move
ments of the style, and consists of pure dance sequences involving 
movements of the eyes, neck and limbs. There is no thematic content or 

2. JA TISW ARAM 
The second item of a Bharata Natyam recita!, the Jatiswaram, is a more 
elaborate form of pure dance, rich in plastic gestures and rhythmic 
patterns, and it presents a variety of complicated steps and sculp
turesque poses. The musical background consists of solfeggios spun 
around a jati (rhythmic pattern) or time measure. Three jatiswaras will 
be performed during the tour: 

3. SABDAM 
The third recital item ranks half-way between the pure and interpretive 
dance. It may be in the mood of love or religious devotion. Here the 
artist accentuates the abhinaya, or gesture portions, paving the way 
for the later emphasis of the mood and emotions of the Varnam. The 

Ragam Kambhoji (CDEFGAC, CBbAGFEDC) 

Sarasijakshulu Jalakamadetarunamuna Nivu 

Achchatikijani Sarigachiralu Mellachekoni 

Taruvunekkuta Juchuchunduta Dharmamci? 

Ragam Pantuvarali (CDbEf#GAbBC) 

Vu!!imidanu Pettiyunde Cha!!ipalunu 

Atlakanukoni Ko!!i Chetula Pa!!i Tcigina 

Ge!!itanamidigadaiya? 

Ragam Bhairavi (CDEbfGABbC, CBbAbGfEbDC) 

Alla Lakshmi Vallapu~avai Tolli Alla 

Repallalopala Gollabhamala Kii~itivi 

Adichellu Nikidi Chelluna? 

Ragam Surati (CDFGBbC, CBbAGFEGFDC) 

llanu Ninu Madidalachi Ju?aga Nalugurunuvini 

Naguturanuchunu Lolita Malaya!amuna Dagina 

Balibalira Sri Padmanabha Salcimure. . . 
4. VARNAM 
The Varnam is the richest and most complex item in a Bharata Natyam 
recital. It begins with pure dance sequences followed by interpretation 
through gestures (abhinaya) of the words of the song. Just as the 
swaras (sol-fa syllables) alternate with words in the song, so do pure 
dance (nritta) and mime (abhinaya) alternate in the dance. Musical 
phrases may be repeated a number of time and the imaginative dancer 
may develop the pure dance sequences, as well as the interpretive 

I. PALLAVI 
Samini Rammanave Sakhiyaro 

Samanya Doragade Sakhiyaro 

ANUPALLAVI 
Bhumilo Sri Tanjapuri Brahadiswaru~u 

Kamitartamulu lchchi Kalayu!a Samayamu 

MUKTAYI SWARA-SAHITYA 
Vanisogasu Juchi Ne Kanikaramuto Marulu Aiti Goda 

Vullasamu Sallapamu Muddula Sompulaina Chala Ghanudai 

Rati Vitalo Sarasalanu Atanito Ravaliga Chenayanu 

ldi Tagu Samayamu 

Dancemaster 

T. Ranganathan - Mridangam 

S. Dhanalakshmi - Tamboura 

verbal connotation; the vocal accompaniment usually consists only of 
drum mnemonics. Alarippu will be performed in one of three talas: 
Tisram (3 beats), Khandam (5 beats), or Misram (7 beats) . 

1. Kalyani ragam (C D E F# GA B C), Rupaka talam (3 beats) 

2. Hemavati ragam (C D Eb F# G A Bb C), Tisra Triputa talam 
(7 beats, divided 3-2-2) 

3. Vasanta ragam (C E F A B C, C B A F E Ob C), Rupaka talam 
(3 beats) 

Telugu text of a typical Sabdam is given with translation. It is a 
ragamalika, or garland of melody-modes, employing four . different 
ragas, and is in Misra Chapu tala (7 beats, divided 3-2-2). 

The lotus-eyed gopis were bathing then. 

Secretly, ·their brocaded saris you stole 

And climbed a tree and sat watching . Is that a just thing to do? 

In a sling Yasoda kept her milk pot. 

Cleverly watching you broke it and drank the fallen milk 

From your hands. Is that a wise way to act? 

You, the husband of the beautiful Lakshmi, once 

In Repalla reveled in the company of the gopis. 

In the past we forgave you; but can we excuse you now? 

Because of these things, people mocked you. 

Is that why you have hidden yourself away in beautiful Kerala? 

0 good Lord Padmanabha, I salute you. 

portions, in a variety of ways. This particular Varnam (colorful repre
sentation of a mood) voices the ruffled temper of a simple maid who 
complains, but gently, to a sympathetic companion of the indifference 
of her lover. The composition is on Lord Brahadeeswara (Shiva) en
shrined in the great temple at Tanjore. It is in Kamas ragam. (C F E F -
BG A Bb C, C Bb AG F E D C), and Adi talam (8 beats, divided 4-2-2). 

0 friend, bring unto me my Lord! 

No ordinary Lord is he. 

He is the Lord Brahadeeswara (Siva) of Tanjore himself. 

This is the moment when my heart's yearnings will be fulfilled. 

When I beheld the beauty of his majestic presence 

I was entranced by his graceful ways, his taste, speech and gaiety. 
He is the man I pine for . 

This is the moment designed for our meeting. 

t 
j 

'] 
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II. CHARANAM 

Rave Na Mata Vinu 

1. Maru1u Napai Ve~ale 

2. Viribha~amu Yedapai Bigadurusuga 

Veyaganu Cheliyaro Ne Ta!a 

3. Tummedalu Atimroyaga Kokilalu Kuyyaganu, 

Sada Chilukalalu Kalakalamani, 

Palukaga Manasu Bhedara. 

5. PADAM 

The Padam belongs to the realm of mime (abhinaya) and concentrates 
on gesture and facial expression to convey a mood or depict the 
development of a piquant situation. One of the most famous of the 

Krishna Ni Begane Baro. 

Begane Baro Mukhavanne Toro. 

Kalalanduge Gejje Nilada BavuJi 

Nilavar~ane Natyama~uta Baro. 

Vu~iyalli Vu1i-Gajje BeraJaJ!i Vungura 

KoraJo!u Hakida Vaijayanti-Mala. 

Kasi Pithambara Kaiyalli Ko!a!u 

Pusida Srighanda Maiyo~a Ghamme. 

Tayige Bayalli Jagavanne Torida 

Jagadoddharakanamma Udipi Sri Krishna. 

6. JAVALI 
A Javali is lighter in nature and quicker in tempo than the Padam, and 
the mood is again conveyed solely through abhinaya. Both forms are 
performed as the culmination of the Bharala Natyam recital. The raga 

Come, my companion, and listen to my plaint. 

Kama * has launched his attack on me. 

Fast and furious fly his arrows of flowers 

And these I am unable to bear. 

Dragon flies buzz around in profusion, cuckoos warble 

Parrots chatter all the time 

And my heart quivers in inexplicable fright ... 

* The god of love. 

padas in devotional mood, Krishna ni begane bare, is in Yaman raga 
( B D E F# G A B C, C B A G F# E D C), Misra Chapu tala (7 beats, 
divided 3-2-2). 

Krishna, come, come soon. 

Come soon and show me your face. 

With bells on your feet and blue pendants in your ears 

0 Blue-hued Lord, come dancing to me. 

Little Bells tinkling round your waist, on each finger a ring 

Round your neck hangs the Vaijayanti-garland. 

Robed in Benaras brocade, in your hand the flute 

Redolent with frag rant sandal-wood paste. 

Your mother beheld the entire Universe when you opened your mouth 

(When she sought to chide her little son for eating mud,) 

0 prop of the Universe, 0 Lord Krishna of Udipi. * 

* A shrine in South India 

is Ananda Bhairavi (C Eb D Eb F G A G C, C Bb A G F Eb D C), and the 
!ala Adi (8 beats, divided 4-2-2). 

Young sportive Krishna comes across one of the cow-herd maidens on 
the road. He dallies with her as she pleads with him. 

Madura Nagarilo Challanamma Bonu 

Darivi1umu Krishna ... Krishna. 

Mapa!iveJaku Tappaga Vachcheda 

Pa;!aku Kongu Ga!tiganu Krishna ... Krishna. 

Kosari Kosari Noto Sarasamuladaku 

Rajamargamidi Krishna ... Krishna 

Pagavanitalu Nanu Jeravattunika 

Vidu Vidu Na Chai Krishna ... Krishna . 
• 

0 Krishna! I am on my way lo Mathura lo sell buttermilk. 

Please let me go. 

I assure you, I shall come in the evening. 

Please do not hold my sari so fast. 

Do not dally with me here; 

This is the King's highway, 

My rivals may come here any minute. 

Let me go O Krishna! I implore you not lo lease me now. 

Please do not hold my hand. 



BALASARASWA Tl 
BY FAUBION BOWERS 

Four times, no more no less, in the course of my long 

life as a spectator of dance the world over, I have been 

led to exclaim "This is it!" or words to that effect. I am 

not talking about pleasure or brilliance, triumph or 

marvel-they all enter in of course-but of the supreme 

moment of esthetic realization when action and re

action, execution and meaning , intent and reception 

all fuse like soldered wires. One of those four expe

riences happened one night in India. 

India's leading Sanskrit scholar had invited me to 

Balasaraswati's house. It was late in the evening, when 

the city of Madras suddenly cools and releases the 

smell of its night flowers - jasmine, tuberoses, Queen 

of the Night - into the scarcely moving air. Sitting on 

the floor of the tiled balcony, with her aged mother off 

in a corner droning a soft accompaniment, we watched 

the dancer (there was no one else) perform Taye 

Yasoda, a brief song which can either be sung by 

dancers or danced by singers in one of those blends 

(Westerners call them "contradictions") so appropriate 

to the Orient. 

The fragment of a story told of a girl who reports to 

a boy's mother that when she tried to kiss him as a 

child, he kissed her as a wedded husband. The boy is, 

not surprisingly, Lord Krishna, the cowherd god of 

India, and the girl is one of his dozen milkmaids, whose 

devotion follows him throughout life - from babyhood 

(Bala means baby) to manhood - and even now con

tinues in the heavens above. 

As Balasaraswati danced these seconds of music, as 

she will again and again during her six-month stay in 

the U. S., she cupped the child-god's imaginary face in 

her expressive hands. He has been naughty, her anger 

has melted into playful love. She kisses him as a 

mother would her son, but instantly springs back, em

barrassed, dismayed, shocked. The Universe was in his 

A scholar of Oriental theatre tells about India's artist 
devadasi, who makes her first visit to the U. S. this summer. 

mouth, and God, indeed, is Love. For us, the dance is 

acting, and in the ancient language of Sanskrit there 

is no word separating the two arts. Dance and acting 

are one. 

Bala, as she is affectionately known, is recognized 

by all as the supreme dancer-performer of India. Her 

enemies may say she is too heavy, too old (she is in her 

forties), too obscure. Her passionate adherents (and 

the number is legion) spread rumors of government 

officials who have committed suicide for her favors. But 

nowhere, the length and breadth of vast India, is a 

serious word levelled against the pure, pure truth of 

her dancing. 

Dancing is literally in her blood. She belongs to the 

special caste of devadasi - servants of the gods -

which denotes a hereditary community of people who 

since time immemorial have dedicated their women to 

temples as dancers, singers, musicians. The men of this 

caste are teachers. And, although a man may never 

take a dance step, he will still be the guru or instructor 

who trains his daughters, first, and daughters of others 

for his livelihood. In him lives the wisdom of the dance 

traditionally, and in his women resides the art itself. 

Thus, as Indians say, a dancer is a receptacle of know

ledge and a repository of beauty. Bala is both. 

By the accident of birth, she belongs to the South, 

and out of several schools and types of Indian dance 

she inherits Bharata Natyam. While India of the North 

received invasions of Moghuls and felt its stifling 

effects, aesthetically, and the British, by concentrating 

in the North, added their share, the South survived well 

in its remoteness. Dance traditions were preserved by 

the devadasi, in the main - a custom that has disap

peared from the North entirely, and was almost extin

guished in the South by British law. 



The dance of Bala, consequently, has the oldest tra

ditions of all traditional dance in India. Its canons are 

well-documented by a Sastra or treatise whose incep

tion dates from 2,000 years ago. In it, the movements 

of the head, hands, neck and eyeballs, even, are com

puted and prescribed, and the profundities of the 

meaning of the dance - its essence - are illuminated 

as far as they can be by words. Art is worship of the 

Gods, according to India, and the artist is a channel 

through which flow the highest philosophies of man, the 

widest emotional range of his nature, and the most 

expressive refined and tempestuous feelings. The chan

nel must, of course, be a perfect technical vehicle; a 

flick of the eye must communicate, the flash of a smile 

has to contain charges of delight, envy, allure, ex

uberance, resignation. 

Great artists are always the result of a conjuncture 

of outer, as well as inner circumstances. The stars and 

planets were favorably aspected when Bala was born. 

She is beautiful by South Indian standards - moon

like face, delicately small-featured, voluptuously full

bodied, and she is tranquil. Her dance is suffused with 

the casual grace that marks the master from the striv

ing, laboring, fussing and fuming amateur. Freed from 

the technical mass of Bharata Natyam's rules and re

strictions, she deals with enlightenment and revelation. 

Watch how she makes the difficult seem easy; watch 

how she throws away a passing movement to go direc

ly to the peak of what it means; watch how effortlessly 

she stretches out her arms to the exact alignment, or 

forms her fingers to precisely measured curves and 

bends. The tension will be in her eyes, not in her body. 

Watch how she makes a word - coded into Bharata 

Natyam's cryptic sign-language, the mudras - come 

alive; look between the gestures to the rhythmic breath

ing that links the poses and postures and transforms 

them from something static and perfect, like a temple 

sculpture, into a flow of resonances. And above all, pay 

attention to the shades of her abhinayam - the expres

sions or acting within the dance. As the spectator of 

Indian dance must read the signals of the hands, so 

must he attend the face and its restless, shifting moods. 

Is it love? What kind of love? What are its tinges and 

tints? In Bala you will see a prismatic diffusion of 

love's light - love plus envy, envy plus admiration, 

admiration plus humility, petulance, hope, feigned in

difference, and ... the list is endless. 

No dancer I know of gives quite the intellectual and 

emotional exercise Bala manages, and this is not be

cause of the unfamiliarity of Bharata Natyam's ex

oticisms, or the complexity of its lover-beloved, god

man themes. Bala exercises areas of understanding we 

have too long left fallow. Her dance is not easy to 

grasp, if it is"graspable" at all. It is intricate, deceptive, 

evasive, fireworks-less, it is not overwhelming. It grows 

in the mind, and this process continues long after the 

performance is con·cluded - afterwards you ask your

self, "What have I seen?" The answer is often startling, 

because Bola's images are suffused with the passions 

of human experience. 

India's worldly government, after centuries of neg

lecting the dance arts, has officially recognized Bola's 

supremacy and awarded her the country's highest 

honor - the golden lotus. India's literati paid homage, 

too, when the only book in an Indian language about 

Indian dance was devoted exclusively to the secrets of 

Ba la's art and heritage. 

Every country, each generation venerates a single 

genius in a particular art - Italy's Duse, Japan's Utae

mon, China's Mei Lan Fang, Russia's Pavlova, England's 

Olivier. And to the list India's Balasarawati is added. 

This does not mean - contrary to the popular miscon

ception that art is universal - that the idols of one 

nation _are invariably worshipped elsewhere. The 

magic of gods is potent only when performer and spec

tator participate in a mutual act of intuition. Great 

artists, however, make this easy, because they work 

an advantage over words and the entrenchment of 

preconception; they speak from soul to soul, not always 

at mind-level, and what operates and is affected is the 

psyche rather than reason. 

- Reprinted with permission from Dance Magazine 
August, 1962 
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Dance Department 

PRESENTATION OF CLASSICAL DANCE AND MUSIC 

OF SOOTH INDIA 

Monda November 19 

5:30 p.m. 

Concert Hall 

SHIMA TI T. BALASARASWATI 

an 

MUSICIANS 

in 

A CONCERT OF B.HARATA NATYAM 
an the 

MUSIC OF SOUTH INDIA 

Students and .faculty are invited to attend. 
The front section of the Concert Hall will 
be reserved for dance students and faculty. 

A folder of articles, programs and photographs 
of Balasaraswati is at the desk of the 
Juilliard Library. 
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Pearl Lang and 
Bruce Marks 

Shirah, choreography by Pearl Lang danced to Concerto for Viola 

and Strings by Hovhaness, was performed last summer by the Na

tional Netherlands Ballet. The work was given in Paris, major cities 

in Spain, and Holland during the Holland Festival. After its sum

mer success, Shirah was retained on the regular repertory of the 

National Ballet. It has since been performed in Monte Carlo and 

taped for television in Holland and Switzerland. 

Pearl Lang 
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PIERROT LUNA/RE IN RETROSPECT 

by Edward Steuermann 

Could it really have been half a century ago that Schonberg gave 

the once young student who is now writing this a sheet of manu

script paper, on it the music to "Gebet an Pierrot" (now the second 

piece of the second part of Pierrot Lunaire) and asked him to get 

in touch with Mrs. Albertina Zehme to arrange to coach it with 

her? Mrs. Zehme, a former actress, had for some time been drawn 

to the commedia dell 'arte character of Pierrot. Having discovered 

Giraud's cycle of poems, Pierrot Lunaire, translated by E. 0 , Hart-. 
leben and composed as "melodramas" by Frieslander, Mrs. Zehme 

toured Germany declaiming these piquant and somewhat bizarre 

lyrics. But the music was obviously not strong enough, and some

one advised her to approach Schonberg, who was also considered 

"bizarre," to say the least, and at this time not very well known , 

for it was before the performance of Gurre-Lieder, an event which 

made him world-famous. 

The composition for Mrs. Zehme was supposed to be a cycle of 

declamations with piano accompaniment. She was to study them 

and arrange a concert tour through Germany and Austria. How

ever, soon after starting to think about the work, Schonberg asked 

whether he could include a clarinet. Mrs. Zehme agreed. Shortly 

thereafter, the composer asked whether a violin would also be ac

ceptable ( each additional instrument, of course, increased the cost 

of the performance, but Mrs. Zehme proved to be a real sponsor, 

interested primarily in satisfying the desires awakened by the com-

6 poser's inspiration). And when in "Colombine" a flute was needed 

Copyright 1963 J11i/liard School of M11 sic 
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OPEN REHFARSAL 

• Juilliard Concert Hall Thursday, March 14, 1963, 12:00 Noon 

Choreography 
Music ••• 

• • 
• • • 

HERODIADE 

• • • • • • • • • • • • • • Martha Graham 
• ••• ••• • •••.•••Paul Hind811lith 

Set • • • • • • • • • • • • • 
Direction••• •• • •• •• 
Conductor.• ••• • •• • • 

• • • •• • •. Isamu Noguchi 
.. • • • • • • • Martha Graham 
•••• ••••Jorge Mester 

with 
The Juilliard Orchestra 

The scene is an antechamber where a woman waits with her 
attendant. She does not know tor 'What she waits: she does not 
know what she may be required to do or endure, and the time of 
waiting becomes a time of preparation. A mirror provokes an 
anguish of scrutiny: images of the past, fragments of dreams 
fioat to its cold surface, add to the woman •s agony of 
consciousness. With self-knowledge comes acceptance of her 
mysterious destiny: this is the moment' when the waiting ends. 

Solemnly the attendant prepares her. As she advances to 
meet the unknown, the curtain falls. 

The Characters 

' 
A Woman ••••• • Ethel Winter Her Attendant. • • • Linda Hodes 

' 

~ 

Juilliard Dance Department students and faculty and staff are invited to this 
Open Rehearsal. No tickets are necessary. 

{Stage lighting will not be prepared in time for this Open Rehearsal) 
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:·Music Review 

Hindemuth Premiere 
Paul Hindemith's one-act opera 

with an English-speaking libretto, 
"The Long Christmas Dinner," re
ceived ,its eagerly-awaited first Amer
ican performance at the Juilliard 

:, School of Music last night. The oom
poser conducted the J uilliard Orches
tra. 

Thornton Wilder's play, the source 
of the libretto, traces a single family 
through three generations at their 
Christmas dining table. Ninety years 
are compressed "in accelerated mo
tion" into one hour, and several 
themes : the shocking speed with 
which time passes, the inevitable fact 
of human frailty and grief, the cease
less awful repetition of life and the 
ending of a tradition of gentility 
and grace. 

* * * 
If Wilder's tone was somewhat 

sentimental, Hindemith's music is 
not. Dry, often discordant, it is 
:filled with the familiar "Hindemith 
sound" : one melody carried by 
strings, punctuated by music of 
thicker orchestration ( often, more 
strings) and contrasting rhythm. 
The technique provides an underly- ! 
ing tone of irony to the play, one 
that is further extended by having 
each syllable of the text deliberately I 
unmatched by an equal note in the 
score ( a single chord may stretch for 
anywhere from one to nine words) 
a device that is repeated frequently . 
Wilder's dialogue is thus not so 
much mated to the music as aug
mented and given new dimension by 
it. 

At its most ambitious, the com
position for voice includes a sextet 

.for :five living member:; of the -
family, and one who is about to 
walk through "the door of Death." · 
(Wilder's two side doors denote 
birth and death.) Hindemith's har
monies here, and in the duets, are 
original and moving. 

* * * 
l 

I 
Christopher West's understated 

direction and Thea Neu's soft reds 
and browns contributed to the 
overall impression of a play that I 
has become more ti~elen thanks f 

I 

to music that elevates, rather than 1 
accompanies, a text. I 

The opera was preceded by a 
new production of a Hindemith- t 
Jose Limon collaboration, "The!\ 
Demon." A ballet on the theme of . 
good vs. evil with a twist (the 
angels may be devils, the devil ·. 
may be good), its score bursts I 
forth and forward with a tight · 
energy, only to contract at periodic_ 
intervals, as if to draw in breath. 1 
The use of piano as an integral I 
par! _of the score is demoniac and ( 
exc1tmg. l 

Mr. Limon's angular and (li
terally) aloft choreography moved 
theatrically through a brilliant vis-, I, 
ual conception, the work of Mal-
colm McCormick. ! 

The composer conducted both 
of these works with ~larity and 
force. The players of the Juilliard 
Orchestra responded well I 

The opera will be repeated 
through Saturday night. Friday 
and Saturday evening, Martha 
Graham.'s "Herodiade" (also to I 
music by Hindemith) will replace I 
the Limon ba11et. I 

-Daniel Selznick 

Juilliord School of Music 
presents 

Four evenings of stage works by . 

PAUL 
HINDEMITH 
Featuring the first 
American performances of 
THE LONG CHRISTMAS DINNER 
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JUILLIARD SCHOOL 0 F MUSIC 

Wednesday, March 20, . 1963 at 6: 00 p,,m. 

Concert Hall 

DANCE WORKSHOP 

* 
PROGRAM 

I. 

* 

Excerpt from 11The Sleeping Beauty" u••o .. •ooot1u Peter Tschaikovsky (recording) 
Aurorats Variation from Act One 

Danced by Gerrie Houlihan 
Prepared from Labanotation score in the classes of Muriel Topaz 
Directed by Fiorella Keane 

II. 

PRE-CLASSIC DANCE FORMS 

Courantes 

Winded ooo•o~~••no•••••e••o•••oo•••o•~ooeooo••••••oo•n Hellebrandt 
Composed and danced by Sarah Ford 

Youlre It 00 0('00 0 0 ♦ 0!H)1' ••o o• OD GOO Ofl 00 ()0 0 OOQ !IC•. 0 00 0 0 0 o Niemann 
Composed and danced by Margaret Goettelmann 

and Esther Jaenn 

Theme and Variations 

Theme ccmposed by Esther Jaenn 
Variations composed by Sarah Ford, Laurie Glenn, Margaret Goettelmaru, 

Gerrie Houlihan, Joan Morgan, Michele Murray, Betty Ridenhour 

III .ll 

MODIBN FORMS 

Cerebral 

Jazz 

Quartet 

Mobile O oo• 0-0f.10 • •1H e oe• e • O (H 00 e..- •• • ·· O •••• .o• • • •• 0 e •• O e Schoenberg 
Conposed and danced by Margaretha Asberg 

The IBM Says No • o" ,,. • o •• ., o. o • o • o ... • • ~ o. •• • » •o• oo-9. Schuller (recm-ding) 
Composed and danced by Susan Buirge 

Down and Cut ····••«to9Cc> ♦ OOOC•o••C1•e•r,o••eo•oc•g.c,ci Lloyd 
Oomposed and danced by Marion Hunter 

Wai tin? Fer Nobody • o ~~o o• •$• ••. o o• 11 o c,•• u , • •. o • 1u o. Gruenberg 
Composed and danced by Susan Buirge 

Hash House Blues i;)O"•ci•o.,<11'.>0e>••ttce .oo.01>oao1>eq-09eoeo Gershwin 
Comp~Bed and danced by Joan Weinstein 

Jazz Scherzo l)o0••'1a•l)··(Jl)Cl ♦ OQeQoQ•~•ooa•••tt•••ooo Harsanyi 
Composed and danced by Jennifer Muller 

IV• 

GROUP FORMS 

W8 Are All One •••o•••••o•••• .............. •••o•~•••••• Webern (recording) 
Composed by Ruth Mesavage 
Danced by Ronald Ball, Sarah F~~d, Bettianne Small, 

Michael Uthoff 

--- Sections II, III and IV prepared in the classes of Louis Horst.ac') 
Janet Mansfield Soares, Assistant. 

Pianist, Arlene Zallman 

* * * 

• 
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--THE CHRISTIAN SCIENCE 1tIONI TOR, 

WEDNESDAY, MARCH 20, 1963 

'·· D' .. an· ce Scene.· 1 B~~~;_g~imon danced the title role of 'The 
Demon,' presented by him and his company l at the Juilliard School of Music In New_ I 1 

York City, _:_J 

Two important dance events 
1 took place March 13 and 15 at 
I Juilliard Concert Hall. March 

13 was the occasion of the :first 
U.S. performance of Paul 

Hindemith's dance-pantomime, 
"The Demon," the composer 
himself conducting the music 
he composed in 1924. 

I Jose Limon was the chore
) ographer, but equal heroes of 
1 the occasion were Malcolm Mc-

Cormick, the designer, and 
Thomas DeGaetani, who lit this 

,,odd and wonderful work. 
Between them, they create a 

strange and frozen world of 
weird and awful beauty in 
which the Fallen Monarch 
(Limon) must suffer eternally 
and forever be confronted by 
an Archangel who will defeat 
him and return him to his 
everlasting torment. 

The first appearance of Lucas 
, Hoving as the Archangel, high 
in the air and descending with 1 

majestic slowness to his ap
pointed task of confrontation 
and victory, is a piece of pure, 
theatrical magic. 

Only the end is a little in
conclusive. The music fails to 
reach the essential climax and 
Lim6n, having previously piled 
his dancers into strange and 
awe-i"nspil'i;ng shapes, is left 
with nothing to work with. 
. Two nights later Martha 

'Graham revived her "Herodi-
, <ade," for which Hindemith .! 
J\vrote the score in 1944. This ' 

· 're,dval was the first occasion 
\ on iy hich it was ever danced 
:· nth.er than by its creators, Gra-

ham as the Woman, and May 
. O'Donnell as her Attendant. , 

J. J. J. ' 
"Herodiade'' is a magnificent l 

work in an· earlier Graham 
· man:ner, and a reminder of 
· others of the same period 

which, now she has made this 
beginning, their begetter may 
decide to let us see again. Of 

, course Ethel Winter is not 
; Graham, and Linda Hodes does 
: not have the statuesque no-

bility of May O'Donnell; but 
, both are superb performers, 
1 and "Herodiade" lives trium
( Phantly. 
' The score is a wonderful 
\ one for dance, and Isamu 

Noguchi's stark setting, lit by 
,Jean Rosenthal, has all its old 
power to set the atmosphere. 

In spite of the longish pro
gram note we still do not know 
what "Herodiade" is about. All 
we know as we watch is that 
we are caught up in the mys
tery of life itself, and we live 
this period of waiting w ith the 
woman and, a~ she prepares 
herself for what s..:.s to come, we 
find that we also are ready. 

__,,~· ' -~----· 

- - -- -

'The Demon' l - -
By P. W, ,Manchester 

/uilliard 
School of Music 

presents 

Four Evenings of Stage Works by 

PAUL HINDEMITH 

Wednesday and Thursday, March 13 and 14, 8 :30 p.m. 

THE DEMON 

THE LONG CHRISTMAS DINNER 

Friday and Saturday, March 15 and 16, 8:30 p.m. 

HERODIADE 

THE LONG CHRISTMAS DINNER 

J uilliard Concert Hall 

130 Claremont Avenue, New York City 

PROGRAM 
SEASON 1962-1963 



Friday, March 15 

Saturday, March 16 
1963 
at 8:30 

HERODIADE 
Music by Paul Hindemith 

Choreography by Martha Graham 

Setting by lsamu Noguchi 

Lighting by Jean Rosenthal 

Assistant and Musical Advisor to Martha Graham, Eugene Lester 

Commissioned by the Elizabeth Sprague Coolidge Foundation in the 
Library of Congress 

The scene is an antechamber where a woman waits with her attendant. She 
does not know for what she waits; she does not know what she may be required to 
endure, and the time of waiting becomes a time of preparation. A mirror provokes 
an anguish of scrutiny; images of the past, fragments of dreams float to its cold 
surface, add to the woman's agony of consciousness. With self-knowledge comes 
acceptance of her mysterious destiny; this is the moment when the waiting ends. 

Solemnly the attendant prepares her. As she advances to meet the unknown, 
the curtain falls. 

A WOMAN 
HER ATTENDANT 

Characters 

THE JUILLIARD ORCHESTRA 

Jorge Mester, conductor 

INTERMISSION 

Ethel Winter 
Linda Hodes 

l 

Wednesday, March 13 

Thursday, March 14 

Friday, March 15 

Saturday, March 16 
1963 
at 8:30 

The First American performances of 

THE LONG CHRISTMAS DINNER 
Opera in One Act 

Music by Paul Hindemith 

Libretto by Thornton Wilder 

Stage Direction by Christopher West 

Set and Costumes by Thea Neu 

Lighting by Thomas DeGaetani 

Characters in order of their appearance: 

LUCIA 
MOTHER BAYARD 
RODERICK 
BRANDON 
CHARLES 
GENEVIEVE 
LEONORA 
ERMENGARDE 
SAM 
LUCIA II 
RODERICK II 
NURSEMAID 

Lorna Haywood 
Marilyn Zschau 

John Harris 
Allan Evans 

Robert White 
Geraldine Mcilroy 

Frances Riley 
Janet Wagner 

Calvin Coots 
Lorraine Santore 

Clifton Steere 
Veronica Tyler 

In the dining-room of the Bayard home there are two doors, denoting birth 
and death. Ninety years are traversed in this opera which represents in accelerated 
motion ninety Christmas dinners in the Bayard household. 

THE JUILLIARD ORCHESTRA 

Paul Hindemith, conductor (on March 13 and 14) 

Jorg~ Mester, conductor (on March 15 and 16) 



Wardrobe 
Ladies' Costumes by Grace Costumes 
Men's Costumes by Eaves Costumes 
Silverware by Jean's Silver 

Poppy Lagodmos 

Assistant to Miss Neu 
Assistants to the Director 

Jim Boyce 
Lawrence Berger, Bonnie Godfrey 

STAFF OF THE JUILLIARD OPERA THEATER 

Frederic Cohen, Director (On leave of absence) 
Christopher West, Acting Director 
Frederic Waldman, Associate Director and Conductor 
Madeleine Marshall, Diction 
Elsa Kahl, Musical Acting (On leave of absence) 
Viola Peters, Musical Assistant 
Bertha Melnik, Musical Assistant 
Abraham Stokman, Musical Assistant 
Nicholas Kepros, Stage Make-Up 
Louis Bankuti, Fencing 
Sidney Bennett, Technical Director and Stage Manager 
Margaret Chernis, Secretary 

PERSONNEL OF THE JUILLIARD ORCHESTRA 

Violins and Violas 

Earl Carlyss 
Concertmaster 

Anne Greene 

Peter Mark 

Richard Maximoff 

Joan Milkson 

Patricia Pats 

Delmar Pettys 

Alvin Rogers 

William Sohni 

Romuald Tecco 

'Cellos 

Mary E. Brace 

Ruth Glasser 

Gilda Rubinstein 

Robert Sylvester 

Double Basses 

Wayne Hearne 
Gary Karr 
Leonard Lasher 

Flutes 

Paula Robison 
Margaret Strum 

Oboe 

James Byars 

Clarinets 

Joseph Rabbai 
Jonathan Tunick 

Bassoons 

Martin James 
Burl Lane 
Bernard Wasser 

John Sanders, orchestra librarian 

PRODUCTION STAFF 

Technical Direction and Stage Management 
Lighting Director 
Master Carpenter 
Stage Electrician 
Technical Assistant 
Stage Crew 

French Horn 

Ralph Hotz 

Trumpets 

David Kuehn 
Alan Rubin 

Trombones 

Philip Jameson 
Myron Margulies 

Tuba 

Herbert Price 

Percussion 

Gerald Carlyss 

Harpsichord 

Satoko Takemae 

Piano 

Peter Weis 

Sidney Bennett 
Thomas DeGaetani 

Frederick Strassburg 
Albert Cassidy 

Arthur Bauman 
Karen McKay 

Dana Holby 
Stephanie Sherman 

Sets for The Long Christmas Dinner and The Demon executed and painted with the assistance 
of the Stagecraft Class. 



PRODUCTION STAFF 

Technical Direction and Stage Management 
Lighting Director 
Master Carpenter 
Stage Electrician 
Technical Assistant 
Stage Crew 

Sidney Bennett 
Thomas DeGaetani 

Frederick Strassburg 
Albert Cassidy 

Arthur Bauman 
Karen McKay 

Dana Holby 
Stephanie Sherman 

Sets for The Long Christmas Dinner and The Demon executed and painted with the assistance 
of the Stagecraft Class. 

:Jle Jui//iarJ ..A-66ocialion ... 
was established for the assistance of gifted young students at the School who are in need of financial 
aid. For the information of those who are not already members, and who may wish to join, the 
following categories of membership are listed: 

LIFE MEMBER Minimum contribution $1,000 
Four tickets to all public concerts, opera and dance productions 

PATRON, five-year membership Minimum contribution $250 
Four tickets to all public concerts, opera and dance productions 

SPONSOR, one-year membership Minimum contribution $100 
Four tickets to all public concerts, opera and dance productions 

DONOR, one-year membership Minimum contribution $25 
Two tickets to all public concerts, opera and dance productions 

CONTRIBUTOR, one-year membership Minimum contribution $15 
One ticket to all public concerts, opera and dance productions 

AddreH: JUILLIARD ASSOCIATION, Room 236, 130 Claremont Ave., New York 27 

Please make checks payable to: JUILLIARD SCHOOL OF MUSIC 

ALL CONTRIBUTIONS ARE TAX DEDUCTIBLE 

FIRE NOTICE: 
Look around NOW and choose the exit nearest your seat. In case of fire walk, do not run. 
to that exit. 
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JUILLIARD DANCE ENSEMBLE 
Antony Tudor, Production Director 

J uilliard Concert Hall 
130 Claremont Avenue, New York City 
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PROGRAM 

A CHOREOGRAPHER COMMENTS 

Octet in F Major, Opus 166 (1824) Franz Schubert 

Antony Tudor Dance Arrangements (1960) 
Lighting Thomas DeGaetani 

COMMENT I: Arabesque - A position in which the body is supported on one 

leg, while the other is extended in back with the 
arms harmoniously disposed. 

587 Arabesques 

LINDA SHOOP 
CORNELIA CAPPELMAN 
SUSAN THEOBALD 

GERRIE HOULIHAN LA WREN CE BERGER 
Es TH ER J AENN 

JOYCE WHEELER 
MYRON NADEL 
MICHAEL UTHOFF 

COMMENT II: Jete - A spring from one foot to the other. 

224 Jetes 

CARMEN BIASCOECHEA 
BEATRICE LAMB 

RAYMOND CooK 

MORRIS DONALDSON 

COMMENT III: Pas de Bourree - Three transfers of weight from one foot 

to the other. 

LINDA SHOOP and MICHAEL UTHOFF 

COMMENT IV: Tour - A turn. 

60 Turns 

CARMEN BIASCOECHEA BEATRICE LAMB 

EsTHER JAENN FRANCIA RoxIN 

COMMENT V: Quatrieme en l'air Leg extended in front. 

CARMEN BIASCOECHEA JOYCE WHEELER 
CORNELIA CAPPELMAN 

GERRIE HOULIHAN LAWRENCE BERGER 
BEATRICE LAMB RAYMOND CooK 

FRANCIA RoxIN MORRIS DONALDSON 
LINDA SHOOP MYRON NADEL 

SUSAN THEOBALD MICHAEL UTHOFF 

COMMENT VI: Bourree Couru - Small running steps. 

CARMEN BIASCOECHEA 

COMMENT VII: Petite Batterie - Small jumping steps in which the legs 

beat together. 

597 Beats 

ESTHER J AENN 
BEATRICE LAMB 

FRANCIA RoXIN 

SusAN THEOBALD 

COMMENT VIII: Pose - A step onto a straight leg. 

65 Poses 

ESTHER J AENN 

COMMENT IX: Tour - A turn. 

184 Turns 

CARMEN BIASCOECHEA 
ESTHER J AENN 

FRANCIA RoxIN 
SUSAN THEOBALD 

COMMENT X: Pas de chat - Literally, step of a cat. 

1 Pas de chat 

BEATRICE LAMB and RAYMOND CooK 

Earl Carlyss, violin Gary Karr, double bass 
Virginia Rylands, violin Joseph Rabbai, clarinet 
Stephen Clapp, viola Lloyd Rosevear, French horn 
Stephen Kates, violoncello Martin James, bassoon 

JORGE MESTER, Conductor 

INTERMISSION 

HOUSE OF ATREUS 
(Premiere Performances) 

String Quartet No. 2 (1958) Alberto Ginastera 

By special arrangement with Boosey and Hawkes, Inc., publisher and copyright owner. 

Choreography (1963) Grant Strate 

Costumes and Set John Rawlings 
Lighting Thomas DeGaetani 

Clytaemestra and the royal household prepare for the retur~ and d~om of the victorious 
Agamemnon. · This achieved, Clytaemestra cloaks her lover, ~eg1sthus,. with the dynasty. Her 
son, Orestes, is sent into exile. Electra is left to feed her bitter passion for vengeance from 
the memory of her father, Agamemnon. 

Orestes' return provides the tool for Electra's purpose. He is as much a victim of her 
sanguinary determination as are Clytaemestra and Aegisthus. For these reluctant murders, the 
Furies banish Orestes from his heritage. Electra is left alone in arid righteousness. 



Agamemnon 
Clytaemestra 
Child Electra 
Electra 
Child Orestes 
Orestes 
Aegisthus 
Leader of the Chorus 

CHASE ROBINSON 

PAULA KELLY 

CARMEN BIASCOECHEA 

CAROLYN BROWN 

MICHAEL PoDW AL 

MORRIS DONALDSON 

LAWRENCE BERGER 

MARGARET BLACK 

Chorus SARAH FORD, GERRIE HouLIHAN, RuTH MESAVAGE, 

JENNIFER MULLER, FRANCIA RoxIN, TAMARA WosHAKIWSKY 

Allan Schiller, violin 
Anne Fryer, violin 

Laurance Fader, viola 
Nina de Veritch, violoncello 

INTERMISSION 

DANCE STUDIES (LESS ORTHODOX) 
from Gradus ad Parnassum -

From Eight Etudes and a Fantasy for Woodwind Quartet (1926) 

Dance Arrangement ( 1962) 
Lighting 

Antony Tudor 
Thomas DeGaetani 

Elliott Carter 

MARGARETHA AsBERG 

CARMEN BIASCOECHEA 

CORNELIA CAPPLEMAN 

LAURIE GLENN 

DIANE GRAY 

JUDITH HOGAN 

ESTHER J AENN 

BEATRICE LAMB 

FRANCIA Rox1N 

LINDA SHOOP 

SUSAN THEOBALD 

LA WREN CE BERGER 

RAYMOND CooK 

MYRON NADEL 

RAYMOND RIVERA 

MICHAEL UTHOFF 

GERRIE HOULIHAN 

Peggy Strum, flute 
Martin James, bassoon 

STAFF FOR A PROGRAM OF BALLET 

Janice Miner oboe 
Joseph Rabbai, clarinet 

Technical Direction and Stage Management Sidney Bennett 
Lighting Director Thomas DeGaetani 
Master Carpenter Frederick Strassburg 
Stage Electrician Albert Cassidy 
Technical Assistant Arthur Bauman 
Stage Crew Karen MacKay, Marlene Cooley, Kathleen Gallo, 

Costume Execution 
Assistant to Mr. Tudor 
Rehearsal Pianist for Mr. Tudor 
Rehearsal Pianist for Mr. Strate 

FIRE NOTICE: 

Lornar Hodges, Laila Michelson 
Nellie Hatfield, Betty Williams 
Margaret Black 
Betty Sawyer 
Peter Weis 

Look around NOW and choose the exit nearest your seat. In case of fire walk, do not run to 
that exit. 

JUIIIILLIIAIR.ID SCIHIOOIL OIF M\UISIIC 
presents 

A IPl~OGl~AM\ OIF lBAlllllEl1 
April 5 and 6 

Directed by 

ANTONY TUDOR 

JU[llllllllAl~lD JD ANClE lENSlEM\lBILlE 

Choreography by 

ANTONY TUDOR GRANT STRATE 

MEMBERS OF THE JUILLIARD ORCHESTRA 

JORGE MESTER, Conductor 

JUILLIARD CONCERT HALL 

PROCEEDS TO THE DANCE SCHOLARSHIP FUND OF THE JUILLIARD SCHOOL OF MUS I C 







HELEN McGEHEE 
Assisted by guest artists from the Martha Graham Dance Company 

GENE McDONALD ROBERT POWELL DUDLEY WILLIAMS 

And from the J uilliard Dance Department 

DIANE GRAY JUDITH WILLIS JOYCE WHEELER 
PAULA KELLY CAROLE JOHNSON 

SUNDAY, APRIL 7, 1963 
8:45 P.M. 

ART AND DESIGN AUDITORIUM 
57th Street and 2nd Avenue, New York City 

Benefit for Juilliard Student Aid Scholarship Fund 

PROGRAM 
1. UND INE ____________________ ____________________________ _____ ___________ ______ ______ THOMAS RIBBINK 

Danced by Helen McGehee and Gene McDonald 

Choreography and costumes by Helen McGehee 

The music was especially composed for the dance. 
First performance given at Juilliard, 1951 

2. I AM THE GA TE __________________________ ____________ __ _____ _________________ p AUL HINDEMITH 
Figure of Cassandra - - - - - - Helen McGehee 

Choreography and costume by Helen McGehee 

Set by Umana 

The music is the third movement of The Sonata for Trumpet 
and Piano "The Music of Mourning". 
First performance at Bellevue Audi,torium, New York, 1957. 

3. LA INTR USA ________________________________________________________________________ Lo ms CALABRO 
The permanent consciousness of his own ultimate death gives 
the Spaniard a profound interest in the manner, the style of dying. 
In this dance Death, "The Intruder," summons the gypsy to 
grapple with her and to meet his violent end. The girl, in 
her grief, asks to take her own life and is shown a tranquil end. 

The gypsy 
The girl 
Death 

Gene McDonald 
Diane Gray 

Helen McGehee 

Choreography and costumes by Helen McGehee 

Set by Umana 

First performance given at YMHA, New York, 1952. 

The music was composed especially for the dance. 

INTERMISSION 



























PROGRAM 

CONCERTO IN D MINOR AFTER VIV ALDI 

Choreography* (1945) and Artistic Direction 
Direction 
Music (ca. 1710) 

Costumes 
Lighting 

CARMEN BIASCOECHEA 

MARCIA KURTZ 

BEATRICE LAMB 

RAYMOND CooK 

MORRIS DONALDSON 

MILTON SUTTER, organist 

Jose Limon 
Betty Jones 

Johann Sebastian Bach 
Pauline Lawrence 

Thomas DeGaetani 

LIBBY NYE 

FRANCIA RoxIN 

JUDITH WILLIS 

* The original choreography for three dancers has been arranged for a larger cast by Mr. 
Limon and Miss Jones especially for these performances. 

INTERMISSION 

OPUS '63 

(Premiere Performances) 

Choreography (1963) and Direction 
Music (1963) 

Lighting 

LYNNE FIPPINGER 

Anna Sokolow 
Teo Macero 

Thomas DeGaetani 

MARCIA KURTZ JULIE ARENAL 

MARGARETHA AsBERG 

MARTHA CLARKE 

MARGARET GOETTELMANN 

DANA HoLBY 

OsHRA RoNEN 

FRANCIA RoxIN 

Earl Carlyss, violin 

RONALD BALL 

RAYMOND CooK 

MORRIS DONALDSON 

ROBERT KAPPEL 

CLIFF KEUTER 

DANIEL LEWIS 

JOHN PARKS 

MICHAEL PoowAL 

Herbert Price, tuba 
Leonard Lasher, double bass 
Wallace Harper, piano 

Jonathan Tunick, 
saxophone and clarinet 

Alan Rubin, trumpet 
Gerald Carlyss, percussion 
Lawrence Jacobs, percussion 
Burt Alcantara, percussion Eric Culver, trombone 

TEO MACERO, Conductor 

INTERMISSION 











CAST IN ORDER OF APPEARANCE 

Minstrel . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Edwin Riley 
Pantomime Characters 

Queen . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Cornelia Cappleman 

Prince Daniel Lewis 
Princess . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Laura Glenn 

Wizard . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Clifton Steere 
Princess No. 12 ....................................................... Catherine Corkill 
Lady Larken . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Grace Hart 

Queen Aggravain . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Iris Hanisch 
Prince Dauntless . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Howard Porter Perloff 
King Sextimus .......................................................... Alfredo Corvino 
Lady Rowena ............................................................ Janet Wagner 
Lady Merill ............................................................... Lois Slomoff 
Lady Lucile . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Janet East 
Jester ............................................................ Myron Howard Nadel 
Sir Studley . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Daniel Lipton 
Sir Luce . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Sasha Irving 
Sir Harry .............................................................. William Griffith 
Princess Winifred ....................................................... Marilyn Zschau 
Emily .................................................................. Brenda Bareika 
Lady Mabelle ............................................................. Lois Slomoff 
Nightingale .............................................................. Joanne Bruno 
Lady Beatrice . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Ellen Titler 
Sir Loin . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Melvin Austin 
Sir Harold ............................................................. Michael Podwal 
Sir Tall ................................................................. Michael Utoff 
Sir M oish . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Thomas Walsh 

Lady Jane . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Rhoda Antman 
Lady Madison Stephanie Sherman 

PRODUCTION STAFF 

Stage Manager ......................................................... Charles DeRosa 
Assistant Musical Director ................................................ John DeMain 
Assistant Producer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Mario Truglio 
Property Mistress ................................................... Stephanie Sherman 
Property Assistant . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Stephanie Krasnow 
Assistant to the Choreographer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Jefferson Ann Miller 
Costume Assistant . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Janet East 
Stage Electrician . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Albert Cassidy 
Stage Crew .................................... Karen McKay, Tom Rawlins, Jeff Warren 
Set Construction ............................. Gerrie Houlihan, Janet East, Lynette Muller, 

Kelly Hogan, Tamara Brooks 
Master Carpenter ................................................... Frederic Strassburg 

MUSICAL NUMBERS 

ACT I 

Prologue 
"Prologue" • . . . . . . . . . . . . . . . . . . . . . • . . . . . . . . . . . . . . . . . . . . . . . . . . . • . . • • Minstrel and Dancers 

Scene I 
"Opening for a Princess" . . . . . . . . . . . . . . . . . . . . . . . Dauntless, Minstrel, Larken and Ensemble 
"In a Little While" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Larken and Harry 

Scene 2 
Reprise: "In a Little While" Larken and Harry 

Scene 3 
"Shy" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Winifred, Queen, Dauntless and Ensemble 
"Jester, Minstrel, and I" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Jester, Minstrel and King 

Scene 4 
"Sensitivity" ......................................................... Queen and Wizard 

Scene 5 
"Swamps of Home" Winifred, Dauntless and Ladies 

Scene 6 
"Spanish Panic Demonstration'' Queen, Wizard and Dancers 

Scene 7 
"King's Chase" ......................................................... King and Girls 
"Normandy" .......................................... King, Jester, Minstrel and Larken 

Scene 9 
"Spanish Panic" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Dancers 
"Song of Love" ........................................ Dauntless, Winifred and Ensemble 

ACT II 

Scene I 
"Quiet" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Dancers, Jester, Queen, King, Minstrel and Larken 

Scene 2 
"Happily Ever After" ......................................................... Winifred 

Scene 3 
"Man-to-Man Talk" King and Dauntless 

Scene 5 
"Very Soft Shoes'' Jester and Dancers 

Scene 6 
"Yesterday I Loved You" ..........................................•... Harry and Larken 

Scene 7 
"Lullaby" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . • Nightingale 

Scene 9 
"Finale" Entire Cast 









COMMENCEMENT CONCERT 

JUILLIARD ORCHESTRA AND CHORUS 

Jean Morel, conductor 

Thursday evening, May 30, 1963, at 8 :30 

J uilliard Concert Hall 

130 Claremont Avenue, New York City 

PROGRAM 

Concerto No. 1 in C Major for Piano and Orchestra, Opus 15 ( 1798) 
Ludwig van Beethoven 

Allegro con brio 

Largo 

Rondo: Allegro scherzando 

Seiko Takahashi, piano 

INTERMISSION 

Symphony No. 9 in D Minor ("Choral"), Opus 125 (1817-1823) 
Ludwig van Beethoven 

I Allegro ma non troppo, un poco maestoso 

II Molto vivace: Presto 

III Adagio molto e cantabile 

IV Presto; Allegro; Allegro assai 

Gwendolyn Walters, soprano 

Marilyn Zschau, contralto 

James Wainner, tenor 

Allen W entt, bass 

}DILLIARD CHORUS 

Abraham Kaplan, conductor 

ACADEMIC EXERCISES 

Friday morning, May 31, 1963, at 11 :00 

J uilliard Concert Hall 

130 Claremont Avenue, New York City 

PROGRAM 

Processional 
Bronson Ragan, organist 

Chorale: "Whate'er may vex or grieve thee" 
from the St. Matthew Passion 

Abraham Kaplan, conductor 

Johann Sebastian Bach 

Speaker: Peter Mennin, President, 
Juilliard School of Music 

Presentation of Diplomas and Conferring of Degrees 
Peter Mennin, President 
William Bergsma, Associate Dean 

Please reserve applause until all Diplomas and Degrees have been awarded. 

Chorale: "A mighty fortress is our God" 
Abraham Kaplan, conductor 

Recessional 
Bronson Ragan, organist 

A reception in honor of the Graduating Class will be 

held on the North Terrace immediately following the 

Commencement Exercises. 

Martin Luther 
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WHATE'ER MAY VEX OR GRIEVE TH,EE 

Soprano. 

Alto. 

Tenor. 

friendless will not 

Bass. 

Him com- mit thy 
high-est Heaven o 
-== 

thy 
0 -

What- e'er may vex or grieve thee, To Him com-mit thy 
Who friendless wiU not leave thee,Whom high-est Heaven o 

/:',, 

Him the clouds are guid - ed, The winds a - rise and blow; 

ed, The winds a - rise and 
r.:-. 

Him the clouds are guid -

I':'. 

Him the path pro - vid - on thy feet may 

Him the path pro -

feet may 

pro - en thy feet may 

:::::::-

ways, 
b~. 

ways, 
beys. 

y 

By 

go . 

go . 

A MIGHTY FORTRESS IS OUR GOD 

rJ J a1p J J 0119 I ,,s,:::::#P nn 

I I i i i i ~ ...-: 
I 

A micll-tv for • tress is 9ur God., A bul-wark nev • er fail - iq; 

And tho' this world, with devils filled, Should threaten to UD• do ua; 
_._"'J 

~ 

r l I 

Our help • er be a • mid the flood Of mor • tal ills ing: 

I 
For our an dent foe Doth seek to work us woe; 

The prince of dark• ncss grim, We trem - blc not for him; His rage we 

.J J. .J 

power arc great, And, armed with cruel hate, On earth is not bis c 

'--'ar111ta J.'\..aHU::'.: 

c;:n_J,;n V n _,J n J;n _ 
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GRADUATES 

GEORGE C. ARGILA, Percussion 

MYRA BAKER, Choral Conducting 

ROBERT BEDFORD, Piano 

LA WREN CE DAVID BERGER, Dance 

ANKER BUCH, Violin 

SOON BIN CHUNG, Piano 

STEPHAN H. CLAPP, Violin 

VINCENT G. EDWARDS, Violin 

SARAH REBEKAH FOSTER, Harp 

SUZANNE FREMON, Piano 

MARCELLO GUERCHFELD, Violin 

EDNA GUZMAN, Piano 

TONG IL HAN, Piano 

EINAR JEFFREY HOLM, Violoncello 

HIROKO IGUCHI, Piano 

JOSEPHINE F. JAGUSIAK, Piano** 

JUDITH KORANY, Piano* 

BURL SPENCER LANE, Bassoon 

May, 1963 

DIPLOMA 

REGINE LANGLOIS, Violin 

BARBARA IRENE LEVIER, Piano 

JAMES L. LEVINE, Orchestral Conducting 

LINDA NACH, Piano 

KIKUKO NAKAMURA, Piano 

ANTHONY PRIMO LA, Trumpet** 

FRED W. RASMUSSEN, Trombone** 

OSHRA ELKA YAM RONEN, Dance 

MEI-MAN SONG, Piano 

GERALD STAVISKY, Clarinet 

GITTA STEINER, Composition 

SEIKO TAKAHASHI, Piano 

YORIKO TAKAHASHI, Piano 

SUSAN THEOBALD. Dance 

DONALD L. WEILERSTEIN, Violin 

SCOTT WHITENER, Trumpet* 

DAVID WYNER, Piano 

KARAN ZDANOFF, Piano 

POSTGRADUATE DIPLOMA 

CONSTANCE CHANNON DOUGLASS, Piano WILLIAM ALEXANDER READ, JR., Piano 

YOSHIKO SHIGA, Piano 

I 
l 

l 

BACHELOR OF SCIENCE DEGREE 

W. ALLEN ABRAHAMSON, JR., Voice 

NEILL PRESTON ANDREWS, Piano 

BRUCE FREDERIC LAKE, Piano* 

BEATRICE H. LAMB, Dance 

DAVID KARL AURELIUS, Choral Conducting GORDANA LAZAREVICH, Piano 

VICTOR A. BATTIPAGLIA, Clarinet 

JUDY BERMAN, Violin 

CARMEN GEORGINA BIASCOECHEA, 
Dance 

BONNIE BOGLE, Piano 

MARY ELEANOR BRACE, Violoncello 

RHONDA KATHLEEN BRUCE, Voice 

CAMELLIA MAE CARROLL, Violin 

GERARD I. CATALANELLO, Saxophone 

LINDA CHEN, Piano 

R. FINDLAY COCKRELL, Piano 

LOUIS MICHAEL CORDAS, Clarinet 

ROSINA DIAZ. Voice 

ANNE HOMER FRYER, Violin 

LOUIS M. GATTI, Percussion 

DONNA JEANNINE GRAHAM, Piano 

DOLORES GRAU, Violin 

DIANE GRAY, Dance 

IRV GREENE, Percussion** 

JOHN M. HARRIS, Piano 

GRACE HART, Voice 

ELLEN HARWICKE, Piano 

EDWARD J. RERKO, Clarinet 

ELISABETH LANZA INF ANTE, Voice 

SUSAN JACOBSON, Piano 

CAROLE YVONNE JOHNSON, Dance 

MARTIN EDWARD JAMES, Bassoon 

VIRGINIA D. KLEIN, Dance* 

ANNA KONINSKY, Voice 

STANLEY F. LAIRD, Clarinet** 

CLAUDIA McCLINTOCK, Piano 

NANCY ANN McCORMICK, Piano 

LINDA J. MAGILL, Violoncello 

JEROME S, MANN, Voice** 

PAULINE MELIKIAN, Piano 

SIDNEY MOORE, Piano 

DANIEL R. MORGANSTERN, Violoncello 

MYRON HOW ARD NADEL, Dance* 

CHARLES PARSLEY, Piano 

CHRISTINE PRICE, Piano 

WILLIAM ALAN RHEIN, Double Bass* 

PAULA JUDITH ROBISON, Flute 

FRANCIA DOLORES ROXIN, Dance 

JERROLD RUBENSTEIN, Violin 

MILIVOJ IAN SAMUROVICH, Piano• 

PAUL MELVIN SHELDEN, Clarinet 

BRUCE PHILIP SILVER, Trumpet** 

HERBERT SUCOFF, Clarinet** 

MILTON JOSEPH SUTTER, JR., Organ 

KIRSTIN SYNNESTVEDT, Organ 

VIRGINIA ANN VANWIE, Piano 

STANLEY WALDOFF, Piano 

EVELYN CORNELIA WEININGER, Piano 

JOYCE WHEELER, Dance 

JUDITH VAN CLEVE WILLIS, Dance 

KAY FRANCES WINKLER, Voice* 

PETER MICHAEL YELLIN, Saxophone** 

PETER HAROLD ZARET, Violin 

EDWARD ZOLAS, Piano 
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MASTER O,F SCIENCE DEGREE 

ROY EDWARD ALDWELL, Pwno 

PHYLLIS C. ALPERT, Pwno 

WILSON L. AUGSBURGER Piano 

DONALD PAUL BARRA, Composition 

SAMARAH J. BELLARDO, Piano 

ERNEST QUON CHEW CHANG, Piano 

PETER A. CORAGGIO, Piano 

STEPHEN ROBERT CROSBY, Piano 

DAVID DAVIS, Violin 

DANA HARRIS DIXON, Piano 

ALAN FINELL, Piano 

JANET BERYL GOODMAN, Piano* 

LINDA SUE GREER, Piano 

CHARLES TATNALL GRIFFITH, Violoncello 

JAMESETTA V. HOLLIMAN, Piano 

ANTHONY GEORGE JAROSZEWICZ, Pwno 

RUTH LEEDS, Piano 

THOMAS McINTOSH, Piano 

STEPHEN GABRIEL MANES, Pwno 

DIANA MITTLER, Pwno 

GABOR NEUMANN, Piano 

THOEDORE S. NEWMAN, Composition 

LOIS CAROLE PACHUCKI, Piano 

SEYMOUR PLATT, Trumpet 

* Complete Requirements August 31, 1962 
* * Complete Requirements February 2, 1963 

JOSEPH JOHN RABBAI, Clarinet 

MICHAEL ROGERS, Piano 

RONALD JACK ROGERS, Piano 

JONATHAN SACK, Piano 

MILIVOJ IAN SAMUROVICH, Piano 

CHARLES B. SCHIFF, Orchestral Conducting 

PHILIP JOHN STEELE, Voice 

MARY M. STROM, Piano 

BARBARA SPEER SUCOFF, Piano 

REIKO TAMARU, Piano* 

FRAN(:OIS-JOEL THIOLLIER, Piano 

BYRON RA VENSTEIN TINSLEY, Piano 

HOWARD MARTIN VAN HYNING, 
Percussion 

GEORGE A. VAS, Piano 

DONALD LEE WALKER, Piano 

MALCOLM HOW ARD WECHSLER, Organ 

THOMAS WADE WILLIAMS, Voice 

MARY HARRIET WOODLEY, Piano 

LYNDON WOODSIDE, Piano 

M. LOIS WOOLMAN, Piano 

ZEINAB YAKOUBOFF, Piano 

DAVID JOHN YEOMANS, Piano 

NEAL A. ZASLAW, Flute 

.. 

SEIKO TAKAHASHI was born in Tokyo and started studying piano with her mother at 
t~e age of _four. She continued her ?tudies. at the Toho Conservatory of Music in Tokyo with 
Aiko lguchi and M~- & Mrs. Mo!o~a~i lguchi. In 1958 she won the music competition sponsored 
by NHK Broadcastmg and Mamichi Newspapers, and two years later gave her debut recital 
in Tokyo. 

Miss Takahashi now holds a Fulbright Music Scholarship at Juilliard School of Music 
where she is a student of Mme. Rosina Lhevinne and J eanean Dowis. 

J AM~S W AINNE~, American born and traine~, has distinguished himself in a variety 
of operatic and oratorio roles. He has appeared with the Goldovsky Opera Theatre Little 
Orchestra Soci_ety, Oratorio Society of New Y_?rk, 3:.nd the Brooklyn Opera Company, ~nd has 
toured the Umted States and Canada, appearmg with leading symphony orchestras. This fall 
he joins the Kansas City Opera Company. 

Mr. W ainner was a winner in the 1962 Ford Foundation's Program for Opera Singers. He 
is a frequent performer on radio and television, and has recorded for RCA Victor and Colum
bia Records. 

GWENDOLYN WALTERS is a graduate of Central State College Wilberforce Ohio 
where she received Bachelor of Arts and Bachelor of Science degrees.' She compleied th; 
Master of Arts degree at Western Reserve University in Cleveland. Miss Walters has appeared 
at the Karamu Theatre in Cleveland, and in April 1962 made her first New York City Opera 
appearance as Clara in Porgy and Bess. She has also presented solo and chamber concerts at 
the ?poleto Festival in Italy. Her awards include the John Hay Whitney Fellowship and the 
Manan Anderson Award. At the present time Miss Walters is studying voice with Florence 
Page Kimball at J uilliard. In addition to her musical activities, Miss Walters is a teacher of 
retarded children in the New York Public Schools System. 

ALLEN WENTT is from the Republic of Panama. He attended the National Conservatory 
of Panama where he studied with Mme. Martha Spoel, who had been a pupil of Lili Lehman. 
In 1959 he was awarded a full scholarship at Juilliard School of Music with Mme. Marion 
Fresch!. 

Presently Rector of St. Luke's Episcopal Church in the Bronx, Rev. W entt made his Town 
Hall debut in November of last year. He holds the Caruso Fellowship for 1962-1963 at Juilliard. 

MARILYN ZSCHAU, of Raleigh, N. C., attended the University of North Carolina where 
she received her Bachelor of Arts degree. As a winner of the Young Artists Competition there 
she gave a series of eight concerts with the North Carolina Symphony. She also won the Insti
tute of Opera Scholarship at the University, and was a member of the Carolina Playmakers. 
Last summer she held a full scholarship at the Yale University Summer School of Music and 
Art. 

Currently Miss Zschau holds the Mary Duke Biddle Scholarship at J uilliard School of 
Music where she is a student of Mme. Lotte Leonard. 

The student soloists for tonight's performance were selected through competitive auditions 
held at the School. 
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TEXT FOR MNTH SYMPHONY 

0 Freunde, nicht die se Tone! 
sondern lasst uns an genehmere an stimmen 
und freuden vollere. 

Freude, schoner Gotterfunken, 
Tochter aus Elysium! 
Wir betreten feuertrunken, 
Himmlische, dein Heiligthum ! 
Deine Zauber binden wieder, 
Was die Mode streng getheilt, 
Alle Menschen werden Briider, 
W o dein sanfter Fliigel weilt. 

Wern der grosse Wurf gelungen, 
Eines Freundes Freund zu zein, 
W er ein holdes W eib errungen, 
Mische seinen Jubel ein! 
J a, wer auch nur eine Seele 
Sein nennt auf dem Erdenrund ! 
Und wers nie gekonnt, der stehle 
W einend sich aus diesem Bund. 

Freude trinken alle W esen 
An den Briisten der Natur; 
Alle Guten, alle Bosen 
Folgen ihrer Rosenspur! 
Kiisse gab sie uns und Reben, 
Einen Freund, gepriift im Tod; 
Wollust ward dem Wurm gegeben, 
Und der Cherub steht vor Gott! 

Froh, wie seine Sonnen fliegen, 
Durch des Himmels pracht'gen Plan, 
Laufet, Briider, eure Bahn, 
Freudig, wie ein Held zum Siegen. 

Seid, umschlungen, Million en! 
Diesen Kuss der Ganzen Welt! 
Briider iiberm Stemen Zelt 
Muss ein lieber Vater Wohnen. 
Ihr stiitzt nieder, Millionen? 
Ahn est du zen Schopfer, Welt? 
Such'ihn iiberm Stern en Zelt ! 
Uber Stemen muss er thronen. 

Oh friends, not these tones! 
Let us raise a more pleasing and 
more joyous strain. 

Joy, thou beauteous spark of God, 
Daughter of Elysium, 
Enter we now drunk with fire, 
Goddess, in your radiant shrine! 
By your magic is united, 
What stern Custom strictly parts; 
All mankind are ever brothers, 
Where your gentle wings abide. 

He who's known the greatest fortune, 
Friend unto a friend has been. 
He who's won a gracious helpmate, 
Join us in our joyful shouts! 
But he who holds within his keeping 
Only one soul, all his own, 
Now let him join us, or steal away, 
Weeping from our midst alone. 

All God's creatures drink of joy, 
From Nature's bounteous cups, 
Let the just and let the unjust, 
Follow in her road of roses. 
Wine, she gave us and sweet kisses, 
Friend, she proved unto Death, 
Bliss she gave all, e'en the worm 
Lo, the Seraph dwells with God. 

Glad, as His sun aloft is plying 
Through the heavens glorious space, 
Now, dear brothers, run your race 
As a hero unto victory. 

Be embraced, 0 ye millions! 
Here's a kiss for all the world! 
Brothers o'er yon starry spheres 
Surely swells our loving Father. 
Do you fall prostrate, 0 ye millions? 
Do you feel your maker near, oh World? 
Seek him o'er yon starry spheres! 
Come adore Him where He dwells! 

PERSONNEL OF THE JUILLIARD CHORUS 

Warren Abrahamson 
Robert Antonian 
Baruch Arnon 
John Atkins 
David Aurelius 
Dianne Ball 
Brenda Bareika 
Michael Bassin 
Carol Baumann 
Yael Bialogorsky 
Paula Biran 
Holly Birnel 
Kenneth Bowen 
Jane Bowness 
Jo Anne Brieff 
Joyce Britton 
Tamara Brooks 
Warren Brown 
Byrne Camp 
Martin Cane 
Ronald Capicotto 
William Cessna 
Sylvia Chambless 
Donald Chan 
Marta Chapelsky 
Sondra Clark 
Ann Cleary 
Myra Cohen 
Martha Conzelmann 
Theodore Cornell 
Morris Cotel 
Nathaniel Crossland 
William Czerwinski 
David DeHaven 
Asuncion Deiparine 
Roseine DeLaney 
John DeMain 
Arthur DeNero 
Patricia Dennis 
Nina Deutsch 
Mark Dimond 
Brian Dykstra 
Stephen Elliott 
Linus Ellis 
Kitty Ferguson 

Stephen Flamberg 
Diane Fredman 
Ferdinand Gajewski 
Donald Garcia 
Ellen Glickman 
Dika Golovatchoff 
John Gotjen 
Bruce Grant 
Theresa Grasso 
Eliyahu Greenzweig 
Iris Hanisch 
Wallace Harper 
Margaret Harris 
Grace Hart 
Henry Hester 
Omus Hirshbein 
Elisabeth Infante 
Monica J akuc 
Richard Jones 
Bernard Katzman 
Deborah Kaufman 
Jung-Ja Kim 
Irene Kondra 
Laura Lalonde 
Monique Laurence 
Barbara Le Vier 
Robert Martin 
Madeline Mines 
Haruna Miyake 
Balazs Monoki 
William Moody 
Ronald Morebello 
Jennifer Muller 
Arthur Murphy 
Louis Nagel 
Marie Nelsen 
Sandra Owen 
Diane Paris 
Charles Parsley 
Thomas Pasatieri 
Kenneth Perry 
Rona Pervil 
William Phemister 
Anne Phillips 
Miguel Pinto 
Esteban Pirovano 

Paula Biran, choral assistant 

Beatrice Botty, choral accompa. 

Robert Powell 
Elliot Prescott 
Hinda Pressman 
Mirium Promislow 
Joseph Rademacher 
Ann Ransom 
Paula Rath 
Alexander Reik 
Jon Robertson 
Marsha Rose 
Susan Rosenman 
Florence Rosenthal 
Thomas Rowland 
Roman Rudnytsky 
Christopher Sager 
Roxanne Schmitt 
Peter Schroeder 
Gloria Schwarz 
Mi Kyung Shinn 
Jeffrey Siegel 
Thomas Simons 
Michael Smolanoff 
Gitta Steiner 
Carl Sundberg 
Mary Switzer 
Kirstin Synnestvedt 
Seiko Takahashi 
Etsuko Tazaki 
Satomi Tsuji 

PERSONNEL OF THE JL 

Violins and Violas 

Earl Carlyss, 
concertmaster 

Elliott Antokoletz 
Paul Barbuto 
Judy Berman 
Matitiau Braun 
Anker Buch 
Stephen Clapp 
David Davis 
Vincent Edwards 
Bruce Freifeld 
Anne Fryer 
Mauricio Fuks 
Mimi Fung 
Marc Ginsberg 
Anne Greene 
Marcello Guerchfeld 
Carmel Kaine 
S .. rlci" K ,.r,1.. Ji,.n 
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Mary Turner 
Hubert Van Putten 
Robert Van V elsor 
Samuel Viviano 
Michael Wagman 
Thomas Walsh 
Fannie Watson 
Francis Whang 
Virginia Whitehead 
Martha Williford 
Charles Wilson 
Jack Winerock 
Linda Witkind 
Yuko Yamaguchi 
Marilyn Zondlo 
Eva Zuk 

panist 

:ONCERT 

STRA AND CHORUS 

at 8:30 

,k City 

>r for Piano and Orchestra, Opus 15 (1798) 
Ludwig van Beethoven 

Rondo: Allegro scherzando 

Seiko Takahashi, piano 

INTERMISSION 

Symphony No. 9 in D Minor ("Choral"), Opus 125 (1817-1823) 

I Allegro ma non troppo, un poco maestoso 

II Molto vivace: Presto 

III Adagio molto e cantabile 

IV Presto; Allegro ; Allegro assai 

Gwendolyn Walters, soprano 

Marilyn Zschau, contralto 

James Wainner, tenor 

Allen W entt, bass 

}VILLIARD CHORUS 

Abraham Kaplan, conductor 

Ludwig van Beethoven 

PERSONNEL OF THE JUILLIARD CHORUS 

Warren Abrahamson 
Robert Antonian 
Baruch Amon 
John Atkins 
David Aurelius 
Dianne Ball 
Brenda Bareika 
Michael Bassin 
Carol Baumann 
Yael Bialogorsky 
Paula Biran 
Holly Birnel 
Kenneth Bowen 
Jane Bowness 
Jo Anne Brief! 
Joyce Britton 
Tamara Brooks 
Warren Brown 
Byrne Camp 
Martin Cane 
Ronald Capicotto 
William Cessna 
Sylvia Chambless 
Donald Chan 
Marta Chapelsky 
Sondra Clark 
Ann Cleary 
Myra Cohen 
Martha Conzelmann 
Theodore Cornell 
Morris Cotel 
Nathaniel Crossland 
William Czerwinski 
David DeHaven 
Asuncion Deiparine 
Roseine DeLaney 
John DeMain 
Arthur DeNero 
Patricia Dennis 
Nina Deutsch 
Mark Dimond 
Brian Dykstra 
Stephen Elliott 
Linus Ellis 
Kitty Ferguson 

Stephen Flamberg Robert Powell 
Diane Fredman Elliot Prescott 
Ferdinand Gajewski Hinda Pressman 
Donald Garcia Mirium Promislow 
Ellen Glickman Joseph Rademacher 
Dika Golovatchoff Ann Ransom 
John Gotjen Paula Rath 
Bruce Grant Alexander Reik 
Theresa Grasso Jon Robertson 
Eliyahu Greenzweig Marsha Rose 
Iris Hanisch Susan Rosenman 
Wallace Harper Florence Rosenthal 
Margaret Harris Thomas Rowland 
Grace Hart Roman Rudnytsky 
Henry Hester Christopher Sager 
Omus Hirshbein Roxanne Schmitt 
Elisabeth Infante Peter Schroeder 
Monica J akuc Gloria Schwarz 
Richard Jones Mi Kyung Shinn 
Bernard Katzman Jeffrey Siegel 
Deborah Kaufman Thomas Simons 
Jung-Ja Kim Michael Smolanoff 

Irene Kondra Gitta Steiner 
Laura Lalonde Carl Sundberg 
Monique Laurence Mary Switzer 

Barbara Le Vier Kirstin Synnestvedt 

Robert Martin Seiko Takahashi 

Madeline Mines Etsuko Tazaki 

Haruna Miyake Satomi Tsuji 

Balazs Monoki Mary Turner 

William Moody Hubert Van Putten 

Ronald Morebello Robert Van V elsor 

Jennifer Muller Samuel Viviano 

Arthur Murphy Michael Wagman 

Louis Nagel Thomas Walsh 

Marie Nelsen Fannie Watson 

Sandra Owen Francis Whang 

Diane Paris Virginia Whitehead 

Charles Parsley Martha Williford 

Thomas Pasatieri Charles Wilson 

Kenneth Perry Jack Winerock 

Rona Pervil Linda Witkind 

William Phemister Yuko Yamaguchi 

Anne Phillips Marilyn Zondlo 

Miguel Pinto Eva Zuk 
Esteban Pirovano 

Paula Biran, choral assistant 

Beatrice Botty, choral accompanist 
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Satomi Tsuji 

PERSONNEL OF THE JUILLIARD ORCHESTRA 

Violins and Violas 

Earl Carlyss, 
concertmaster 

Elliott Antokoletz 
Paul Barbuto 
Judy Berman 
Matitiau Braun 
Anker Buch 
Stephen Clapp 
David Davis 
Vincent Edwards 
Bruce Freifeld 
Anne Fryer 
Mauricio Fuks 
Mimi Fung 
Marc Ginsberg 
Anne Greene 
Marcello Guerchfeld 
Carmel Kaine 
Sarkis Kardalian 
Christopher Kimber 
Sydney Mann 
Peter Mark 
Richard Maximoff 
Joan Milkson 
Takako Nishizaki 
Patricia Pats 
Delmar Pettys 
Martha Potter 
James Rapp 
Alvin Rogers 
Jerry Rubenstein 
Virginia Rylands 
Ronald Sabaroff 
Kenneth Sarch 
Haim Shtrum 
William Sohni 
Sheila Spiegler 
Dorothy Strahl 
Yoko Takebe 
Romuald Tecco 
Walter Verderber 
Michael Vitale 
Peter Zaret 
Paul Zukofsky 

FIRE NOTICE: 

'Cellos 

Richard Amster 
Mary Brace 
Andre Emelianoff 
Edgar Fischer 
Ruth Glasser 
Einar Holm 
Stephen Kates 
Gilda Rubinstein 
Eugenia Slezak 
Robert Sylvester 

Double Basses 

John Beal 
Edgar Gomez 
Richard Johnson 
Gary Karr 
Leonard Lasher 

Flutes 

Paula Robison 
Virginia Sindelar 
Margaret Strum 
Marjorie Wiener 

Oboes 

James Byars 
Gregory Donovetsky 
David Straubinger 

Clarinets 

Victor Battipaglia 
Joseph Rabbai 
Gerald Stavisky 

Bassoons 

Martin James 
Burl Lane 
Bernard Wasser 

French Horns 

Eli Hollander 
Ralph Holtz 
William Karstens 
Peter Kline 
Lloyd Rosevear 

Trumpets 

Lawrence Elam 
Chandler Goetting 
David Kuehn 
Alan Rubin 

Trombones 

Robert Biddlecome 
Philip Jameson 
Jerry Kuhl 

Timpani 

Gerald Carlyss 

Percussion 

Anthony Cirone 
Lawrence Jacobs 
Rogelio Teran 

Look around NOW and choose the exit nearest your seat. In case of fire, walk, do not run, 
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DANCE · 
ROUND-UP 

A Summary of Events 
Seen This Winter 

By ALLEN HUGHES 

DANCING did not stop in 
New York during the 
new::.l'.;.per strike, and 
there were few cancel-

lations of previously-announced 
events. Inevitably, attendance at 
some of the events that did take 
place was smaller than it would 
have been had the newspapers 
been supplying their normal 
quota .of publicity. 

Actually, the most important 
American dance news during this 
period was made outside New 
York when the National Ballet 
of Washington made its debut 

'in its home city on Jan. 3. 
This is the rt.ow company 

established under the artistic di
rection of Frederic Franklin with 
the financial backing of Mrs. 
J~an R(ddell. It is Washington's 
first native professional com
pany; but not the city's only resi
dent professfonal company. On 
Dec. 10, the American Ballet 
Theater opened its first season 
in the national capital after hav
ing moved there from New York. 

It remains to be seen how 
closely Ballet Theater will at
tempt to identify itself with the 
city that has now undertaken to 
guarantee its support. 

The very first production the 
company put on a Washington 
stage after moving there was a 
stillborn·, styleless runthrough of 
"Princess Aurora. " . . Freli Fehl 

Fortunately, the first program RETURN OF THE "DREA.i'1"~Beginning Friday, the New York City Ballet will give 
also included "The Combat" and seven consecutive performances ·of "A Midsummer Night'.s Dream." In thi~ scene, 
"Etudes," both of which were Arthur Mitchell, as Puck, dances with the lovely supernatural inhabitants of the forest. 1 
danced decently and effectively, _ . . . j 
~~d a tr~~ltg P~\deieux ~o~ James Waring ·and Company '. and greens in the decoration. jingly inventive _Mr. Nikolais has i 

tayFanet ance d Yv· tameR ar- (including Miss Raine_r) ,devised!! Th_ e New Dance Group Sttidio 1again created an· admirable fu- f 
go on eyn an 1c or ona · · - ' · M R . H . h · a program around "At The Hal- ,presented two • absorbing pro- ;sion of .movement, color, crea- \ 

r. ona is a unga1:an 1W . 0 lelujah Gardens," a series of igrams in Kaufmann Concert tive lighting, ·highly original! 
~:-d not b~en s~n p_revious Y at "evep.ts' that comprised a pro- 1 Hall. The first was distin-

1
! costuming and electronic. sound. ! 

his d coun ry.d eh.~~t ~ugge Y fusion of sight gags, costume guished by a revival of Anna A ·series, of Hindemith pro- l 
an J.ome, tn ex i i e t c~r;:- changes antic dance, serious Sokolow's "Rooms," a haunt- grams at the Juilliard School l 

;~n ~g s age €r~sence, t e dance, 'spoken nonsense • anding depiction of the inability lof Music included two signifi- \ 
d~ no dappear O e an ex raor- much more. There was no logic of human beings to make mean- 1cant da~ce presentations. One 

mary ancer. at all in any of this and there- ingful contact with each other . . was 'a revival of Martha Gra-· 
Good Ensemble fore no shape. It was the sort of Of the three premieres in the ham's "Heriodade." It was 

When the smaller (25 mem- thing that should run as a con- 1second program, Sophie Mas- danced by Ethel Winter (in the l 
bers) National Ballet made its tinuous entertainment to be law's "Poem_" was an instant role originally danced by Gra
debut three weeks later, it im- walked in and out of at wili. 1hit as a theater work. It com- ham) and Linda Hodes (in the 
pressed this observer as an effi- Because _this could not be done ;bined spoken excerpts from part , originally taken by May 
cient, cohesive ensemble. Mr. at Hunter (the audienc·e' not Lawrence FE!rHnghetti's "Auto- O'Donnell) . · , 
Franklin found eight of his danc- knowing how long · it would biography'. ' with music by Duke .Jose Limon created a n<'w i 
ers in the non - professional last), it became a bit trying as Ellington and jazz dance styles. work -to Hindemith's score "The ! 
Washington Ballet, absorbed a "work" to be sat throug·h. But ' Miss Sokolow was 'represented Demon," which was composed . 
several from the inactive Ballet it was full of zany invention alid by eloquent abstract choreo- in, 1924. Mr. Limon scrapped 1· 

Russe de Monte Carlo, picked up good, clean fun. . ' graphic , essay to Bach's Suite , the old scenario for the piece 
a. male soloist from the San In the Sanasardo-Feuer Dance ]No. 5 in · C minor for unaccom- and created a novel one of his 
Francisco Ballet, and completed Company program at Hunter panied celio. This Ii.ad a magnif- : own, which questions the true 
the lot with a few individuals Playhouse, Mr, Sanasar.do took icent slow pas de deux danced identity of 'Lucifer and the 
fro m other sources. a giant stride in the direction , in unison by four couples. Archangel. The 35-minute work 

Here in New York in Decem- of lyricism in his choreography At the Henry Street Play- has the makings of a good dance 
ber, 68,000 people saw the New "Opulent Dream." Here, a prom- · house, Alwin Nikolais intro- piece, I think, but some of these 1 

York City Ballet in a 26-per- ising command of the craft of duced his · latest full-length were pretty well hidden from i 
formance season that extended dance composition went· .well work, "Imago," which ends its view by Malcolm McCormick's l 
over slightly more than two with lush music by· Scriabin arld six-week run with the perform- obtrusive set and · needlessly I· 
weeks. It was a season of "The a riot of hot pinks, reds, purples ance this evening. The astonish- fanciful costumes. 
Nutcracker," and the company's ======~·====:============================== 

MOVES TO LINCOLN . CENTER first performance, at least, was . 
full of charm, vitality and grace. BALJ ET 

Dance made its formal debut · .; JL ,j 

at Lincoln Center on Jan. 5, when 
Jose Lim6~ and Company ":ere ONE year and 16 day·s from existence. Most of its members has pushed him into action with-
presented ma Sat~;day matm~e today, the New Y-0rk City have been dancing like the lith- out the preparation he . n~cded. 
performance of. The ~oars Ballet will perform for est bravest angels you could It is, indeed, a shame that a l 
Payane" an~ "Missa Bre:-ns" in the first time in the New wi;h for. · ballet company of such artistic ' 
Plnlharm?mc Hall. Despite the York State Theater at Linooln Many of the corps members, excellence should be so car~less 
sho~tco~mgs of the concert Center. The occasion promises to tn particular, I would say, de- with its day-to-day operations. 
au~itor~um as a dance theater, be glamorous and exciting. serve medals for . bravery . in Take the shambles of the 
which it was never inten~ed ~o Philip Johnson has consciously action. During the first week p:rogra_ms within q1e past two 
be, the performances of Lim6n s tried to create an elegant . the- of the current series of per- weeks. For a few days, at le~st, 
two best works came off well. t b h . h formanc~s it was almost touch- the proo-rams and castmg 

El h e at the Faehion a er, and ecause e is an arc - , o _sew er - itect who cares·, verr much ing to see the girls and boys in changed so fast that no one 
Institute of Technology, Hunter b th h :1·1 1 the back row looking nervously seemed to know what was going 
c n J d H 11 d th a out e dance, e w1 sure y . . , 

- ere were mo ern . 1 figure out what came next. opened. Accidents do happen an 
dance programs given by various to_ enhance it. He wo~ked clos~ Y • · emergencies do occur, but expe-
Y

oMHe~, ~;on a an d e have done as much as he can at each other's feet trying to(.

1 
to be give1: when the curtain 

choreographers with their own with George Balanchine and Lm- In. suffte·i·e-nt •Rehea. rs-aJ . A ct' f . 1 . 1 • • • d . r1c:nce , pro essiona orgamza-

.. 
________ ..__.JL ____________ L _ ...!c~o~m~pa~n~i~· e:.::s.:.. ________ _ic?ln KirStem, the inventors a_n · Why wa~ this necessary? tions plan far them in advance. 

directors o1 th York Ct 1:u .... 11 thou h"i:l ob1dous'· ad"''~-•· t·'-" d' -•'-' . _v,u.u :-"-~ _u,,_ cannu nre,J;!are I 



a-yaTt rnu,1:;1::u "' . - nm~sua.~ me udlng - 1ss Ramer :evise 'I e NeW Dance ~roup istua , agam -re,nea an aurp.Tra01 
got Fonte~n and Victo_r Rona. a program around "At The Hal- ,presented two • absorbing pro- ,sion of movement, color, crea
Mr. Rona is a Hunga~ian 1w~o lelujah Gardens," a series of igrams in Kaufmann Concert tive lighting, ·highly original 
ha_d not been s~n P_revwus Ydt "events' that comprised a pro- /Hall. The first was distin-

1

1costumingand electronic sound. 
th1s country. e . 1~ rugge Y fusion of sight gags, . costume !guished by a revival of Anna A ·series, of Hindemith pro
hand;.ome, tnd exhibited ~ c~r;:- changes, antic dance, serious Sokolow's "Rooms," a haunt-

1 
grli.ms at the Juilliard School ? 

~an mg s age presence, u e dance, spoken nonsense and ing depiction of the inability of Music included two signifi- • 
d~d notdappear to be an extraor- much more. There was no logic of human beings to make mean- I cant dance presentations. One 
dmary ancer. at all in any of this arid there- ingful contact with each other .. was 'a. revival of Martha Gra-
Good Ensemble fore no shape. It was the sort of Of the three premieres in, the ham's "Heriodade." It was 

When the smaller (25 mem- thing that should run as a con- 1second program, Sophie Mas- danced bY: Ethel Winter (in the / 
bers) National Ballet made its tinuous entertainment to be low's "Poem" was an instant role originally danced by Gra
debut three weeks later, it im- walked in and out o{ at wili.lhit as a theater work. It com- ham) and Linda Hodes (in the 
pressed this observer as an effi- Because _this c6uld not be done

1
bined spokdn excerpts from part , originally taken by May 

cient, cohesive ensemble. Mr. at Hunter (the audienc·e not Lawrence F~rlinghetti's "Auto- O'Donnell). · i 
Franklin found eight of his danc- knowing how long it would biography'.' with music by Duke .Jose Limon created a nrw i 
ers in the non - professional last), it became a bit trying as Ellington and jazz dance styles. work to Hindemith's score "The ! 
Washington Ballet, absorbed a "work" to be sat through. But 'Miss ·Sokolow was represented Demon," which was composed , 
several from the inactive Ballet it was full of zany invention and by eloquent abstract choreo- il1 1924. Mr. Limon scrapped / 
Russe de Monte Carlo, picked up good, clean fun. . ' g_raphic · essay to Bach's Suite the old scenario for the piece 
a. male soloist from the San In the Sanasardo-Feuer Dance JNo. 5 in· C minor for unaccom- and created a novel one of his 
Francisco Ballet, and completed Company program at Hun.ter pa,nied celio. This had a ma~nif- 1 own, which questions the true I 
the lot with a few individuals Playhouse, Mr, Sanasar.do took icent slow pas de deux danced identity of ·Lucifer and the 
from other sources. a giant stride in the direction in unison by four couples. Archangel. The 35-minute work l 

Here in New York in Decem- of lyricism in his choreography ·At the Henry Street Play- has the makings of a good dance 
ber, 68,000 people saw the New "Opulent Dream." Here; a prom• ··house, Alwin Nikola.is in.tro- piece, I think, but some of these 
York City Ballet in a 26-per- ising command of the craft of duced his · latest full-length wer¢ pretty well hidden from I 
formance season that extended dance composition went· .well work, ,"Imago," which ends its view by Malcolm McCormick's ! 
over slightly more than two with lush music by· Scriabin arid six-week run with the perform- obtrusive set and . needlessly J· 
weeks. It was a season of "The a riot of hot pinks, reds, purples ance this evening. The astonish- fanciful costumes. I 
Nutcracker," and the company's · · I 

!~1~toi~~;;:a;i~::u~;!~8:ir:c~~ BALI ET MO·VES TO LlNCOLN CENTER 
Dance made its formal debut - ... .lL - .J • -

at Lincoln Center on Jan. 5, when . •~ _ __,_ ____________________ _ 

Jose Lim6;1 and Company ':ere ONE year and 16 days from existence .. Most of its members has pushed him into action with-
presented ma Sat~;day matm~e today, the New York C::ity have been dancing like the lith- out the preparation he ' n~eded. 
perfor~~nce ,?f . The ~~?1: s Ballet wilI perform for est, bravest angels you could · !t is, indeed, a .shame th~t _a i 
Pa vane and Missa Brevis m the first time in the New wish for. · ballet company of such · .artistic• 
Philharm?nic Hall. Despite the York state Theater at Linooln Many of the corps members, excellence should be so careless! 
sho~tco:nmgs of the concert Center. The occasion promises to tn particular, I would say, de~ ';'ith its day-to-day operations. 
au~1tor_mm as a da~ce theater, be glamorous and exciting. serve medals for . bravery . in Take the. s?ambles of the 
which it was never mtended to P·h ·l· J h h • 1 action During the first week programs w1thm the past two rf f L ' 6 , 1 1p o -nson as conscious y • . . . . , 
be, the pe orma~ces O im n s tried to create an elegant . the- of the ~urrent series of per- weeks. For a few days, at le~st, 
two best works came off well. t d b h . · 1 formances it was almost touch- the programs and castmg 

Elsewhere - at the Fal!!hion ~t ert, an h ecause ·. e is_ an arcclh- ing to see' the girls and boys in changed so fast that no one 
I tit t f Technolo""y Hunter i ec w o cares very mu . d t k h t . ns - u e O O , b t th d • h w;ll u ely the back row looking nervously. seeme o now w a was gomg; 
College, Judson Hall and the ah ou d e _ance, he ·1 hs r . · at each other_ 's feet trying to to be · given when the curtain 
YMHA th modern ave one as muc as e can . . · • . . 

- ere . were . to enhance it He worked closely figure: out what came next. opened. Accidents do happen an 
dance programs given by various ·th G B 1 h ' d L' · • . emergencies do occur, but expe-
choreographers with their own wi :org: a an? u;e aµ m- lnsuffteient ·RehearsaJ · rienced professional organiza-

. coln K1rstem the. inventors and. . . . . ' . 
companies. d' t f th N y k c·t Why was . this necessary? tions plan far them m advance, 
Comic ''Train" B1rf1c tr_s o e : eih .or .. ; y W_ell, , tltey had obviously · had Works that cannot be prepared / 

On Dec. 16, Lucas Hoving in- th: ~h;~t~;ep::~nf t s!im4n~a~t less than the ~~i?imum amount tor performance_ in the avail
troduced two new works in his to ass1,1me that its stages area, of rehearsal required to l~arn t~e able rehearsal time should not 
program : "Parades and Other lightin facilities, and so on, will da~ces they .h,ad to do. They did be scheduled, and programs 
F'anc1·es" and "Has The Last b . g . 1 'd I . 'b' 1 · them nevertheless, and, because should be . planned so that an e as near y 1 ea · as poss1 e th ... · t t h · II . . · , Train Left ?" The "Train " done f d . ey arc: .so exper ec mca y inJury to a performer does not 
to an elect~onic score by Henk or ance ~sage. . ·. . ·_ . srtd §o courageous, dtd them call for a whoiesale shuffling of 

. . . Meanwhile, the ballet company amazingly well. , works and casts. 
Badmgs, struck this reviewer as is still playing in the "barn '.' . A d . .p . 1 k th , 
b . 'bl t h t . . . , • .. n re 10 {OVs y, e new p bl' p ti 

emg p~s~i Y e mos success- the cavernous but lovable Ci,ty principal dancer from France, u IC a _ence .. 
ful creation _Mr . Hoving h~s Center, which has little to re_. has been:. Iiess fortunate. He has The pubhc has been w1llmg 
pro~uced t~us far. I!s tone_ i~ commend it in . idel'l,l t~eater had/ q.o opportu;1:1ity to do time ~o forg1~e the compa~y for .the 
comic, and 1t is ~01:1etimes wist terms, but whtch is a nationa} ht 'th¢ back row:, and no' one to inconvemences. and d1sappoin!
ful, often broad m it s comments landmark in th0 young l).i-story w .1 "'.· wh· 'd. ·. ·.· . , . l me. nts at the City Center, b. ut it. h f 'ble . . · . . . . ·. a,~c~~ en ancmg a so o or t · . th 
on . uman . o1 s. of Amen can dance and opera pa'rt11erin one of the leading may not be ., so pat _ent m ,e 

On Jan. 12, Jeff Duncan made development : , ~e·:rn' •·t i d g . ' ,.. '· A, . It· h . grander setting of Lmcoln Cen-. · d b t h · · • · ,-. a .e ancer.,. s a resu e . • 
his offlClal e u as a a~ or~; In the c1,1rrent spring· season; ha,s· i~oked pretty bad on o~ca- ter. There a.rel to be 20 weeks of 
0?rapher with a comp y which is running this year from sion, though his technique seems New York City Ballet perfor-
h1s own. A young alumnus of March 12 through April 21 ·the • , t .,. mances annually there, and 20 
t he Lim6n and Anna Sokolow New York City . Ballet ' ,,.as ,v.:I· fy. tshronob· 1. . . . . it· .11 weeks of the orgaIJ,izationa} 

a ·e J.l,,.r Duncan offered , . "' . ,• . . e pu . ic is wise, . w1 h . h b ' h . 
com!? m S i a • looked stronger, I think, th.an nbt · biame Mr.· Prokovsky. It is C ,aos we ave een · .. , fVlIJg 
as ~us m~Jor opus a long, Ion! ever before In its 15 years of the compa'.ny management .that recently would be too much to 

:~:~e~ao:c!~;: ~~~ ~~oss ,?~1~::. ;;;;;;·······'.·:•·-:-•,•.-.·-:-:❖:❖·•·········.-.•.-.·.-.·.-.•····•·ww,•;:r":'.'T ''7''''.}:'r·:···,:·f;;.;.._.:Y•:-k. · </'·.-.:,: .. ·: .• :;; .....• #:2:·:2:,l b_e~~e company's seemingly cas-

burg Portraits." There were JI DANCE PROGRAM$' OF THE WEEK. H ual attitude about the condition 
intermittent flashes of imagina- fa ·· · · · · m of its familiar works may re-
tive invention in Mr. Duncan's·\ . NEW YORK CITY .BALLET · W suit from devoted concentration 
choreography and dramatic ef- III CITY CENTER, 131 West 55th Street Eve• · m on the new oi-tes. We are certain-
fects, but not enough. to com- f.·.'i.·:.::.·:.· nings at 8:30 ' F.M.; matinees on · Sat• · l.t.:.f.!. Iy · not against the new, but it 

urday and Sunday at 4:30 · P.M.; no ' 
pensate for the formal flaws f j pertorm~nce on Monday. · f sometimes seems that repertory 
of his pieces. And, to tell the Iii To~ir-\~?etr~la;f0tc~ta~impahnodny\t~i~lt !!& pieces suffer too much. 
t'ruth, t here was ru:>t a great Hl (Eve.) Serenade ; La •Sonnijmbula ; ~u- H Of the three new works the 

I · t •· th d ···· gaku ; Raymonda ·. Variations ... , · ,., 
dea of van e Y m e ance ll Tuesdav~Orpheus ; Movements. for ' Piano ~ii company is presenting this sea-
movement s he u i:;ed. l i \~doll~.rchestra (.premiere) ; Tht Cage; · f~ son . the first two have not been 

:. I had no better time any- ;{ Wedoesdav-sw.an Lake ; .A96r ; Move• L.;:,:t;;''.,,L://'fa,:;:,:")''',A"'11 rj~ ma~terpieces. One, John Taras' 
where t hat a t t wo "far out" j} . ~;~:s for P,a~~ and Orchestra ; .Fire- ij\j\\:\; \;\:\I !l@ "Arcade," to Igor Stravinsky's 
entertainments given under the m . Thursday-Arcade ; -Apollo ; : Li'ebes_iied~r H I~§ Concerto for Piano and Wind 
heading of dance in opposite }I Fr~:~~A Mids'.umil)er Nigh!'s prea 111 . 'l ::1::\\i\!;l;lC\il , !~ Instruments, · is · essentially• an 
ends of , t own. The first, in the II Sal'rA~~-y-;~d ME~~uirin,er Night S Dream. % m amiable, decorative exercise for 
gymnasmm of Judson Memo- .m ,,,.,,,,,,,,,,,,,,:,""'"''''•'"''' .f male dancers. Mr. Balanchtne's 
rial Church on Washington Ji OTH~R . EV.tNTS }l;[\/t;l~I\;):11 · !1i "Bugaku," to a · new score by 
Square, was a free-for-all . led, J Tod,11y_ , .· !fi Toshiro Mayazumi, has a beau-
apparently, by Yvonne Ramer, l i HELEN McGEHEE; . Art and Desi~ri · . ii tiful set and lovely tutus, but, as 
though she was only one of 11 . ~ii} 10al~f' p~7tt. st~nh a~emt~r:v~i ·. M a whole . is an unfortunate styl-
eight choreographers who con- f f the Martha Groham . Darce Company M istic mishmash . . Some Japanese 
t 'b t d t th ...... and the Julliard Danc;e ,Department. . ,.~ ·ri u e O e program. ff Undine; . 1 Am the Gate; La 1ntru$a; ~* viewers, I am told. al'.e offended 

A lot of What went on there f.i.ll, Nightmare; lncursfon. . . ' .· . :i~.i by'• it, and well they might be. 
ALWIN NIKOLAIS · DANCE COMPANY, ,, , 

had little to do with dance as I ff Henry Street Playhouse;· .466• (,rand M Its "second-act'' bikini costumes 
u1:derstand it, but I was in- Ill f~:g~·, 8/~e:·~anc::iheaie~ ~ro·duction 1~ are very pretty, but they and 
trigued all the same. Instance : :J with choreography, costumes, lighting i~ the , erotic choreography · that 
M. R · t t I l ,.... and electronic score ,by. Alwi_n:' Nikol.ais. ,,i; . . 

iss ~mer se we ve peop e fl PAUL SWAN, 939 E;ishth .. Avenue. 8,30 *-~ goes with them do not c6nsti• 
to ·runnmg-gently-to a choral .,,.,: ~·1~ps:V1t~ ~~)~:~~ ~~=i~~rfiap~~!ian f:J tute tasteful gestures of 'friena-
.excerpt from what I assumed f~ Foem ; To the stai n , Heroes ; Move• , :rsa.tnu Ka.w·• JI $hip towards an a.nctent culture. 
t b B I. "R · " Th ··· ments Seen and · Unseen l in ~ Natulei .... Al • , 

O e er lOZ' eqmem. ey tl Nostalgic Orienta.It; Tempi' , Bells Art Suzushi Ha:qayagi {{ • Fortunately, the greatness of 
just ran here and there, stop- m Ringing. ' . ' ''.. · . '· • ...,-,-----,,--------- il the New York · City Ballet, and 

. g 1 t h ddl . .., Tue~da.Y. . : .. · . ❖·, 
pm on y O u e on occaswn, if suzusHI HANAYAGt, Fastil6n lnstitut~ or . . Wednesday f: of George · Bafapchine, is · ndt 
out they were so quiet, orderly Jj Technology, 227 West 27th. Street. 8:30 LOUISE DELCENA AND COM!'ANY, E/ if brought into question by this list 

band digt•nifiedd abou!,Wit llthath I ;{ t~er (pr~m ieri); . ,Wood ' Grain . t_1>1~--- , ~~~io~~I J .lliance, 197 East Broadway, If of complaints . . It is rather be-
egan o won er , e , w Y @f miereJ ; Nine Heads LOOO . Eyes 9~- Ethnic dances to African, and West .f:1 cause the cOqip~ny and its direc-

not ?" After all, no one thinks f ~~tig~ 6 Lm .(Premiere); Womb; . '._ ~~~~ay~whrstf~c'tu~~~:s, spirituals, and f tor are so great. that we feel 
it strange when George Balan- j@ AN EXPREssroN· OF Two .hrs, Jo~ · · Saturday Ji especially upset when things do 

h . · h th N y k c·t ... West 29th Street. 8:30 P.M. . .. · . · . . . . ·l 
c me as e ew or 1 Y jf Mikhail Santaro ,and .Charles Waidman AN'. EXPRESSION OF TWO ARTS, 102 A n'.ot run. the way they should. 
B lJ t I th h ,...,. and Company : Composition to Music I West 29th Str.eet. 4 P.M. and S:30 1.<· Th f a e craw roug a move- J; tor Evolvments ; saints, Sinner, end P.M. Repeat p~rf6rmances er Tuesday's ~! ere ore we raise- this , urgent 
rnent of "Ivesiana.'' n: Scriabin; Reeds and Garooylff , . ·. . , pr6gr1m .. •. . . . plea: More thoughtful ;planning, 

Uptown, at Hunter College, W··,·.·: •••• ·i. •••••••••• ·.,~~':=f.::::;:=~~i::f.;mb·tt:t~W.J.$,i;m.:;.4?,Jf.M~--~m,:.z•··••, l'!e4se: ' ' ' ) ' .· r A. H. . 
•'l •.> ~ I ( < 



New York l{eralb at'tibune 

Walter Terry on Dance 

Some to Recall, 
Some to FOrget 

The long newspaper blackout drew a veil over dance 
performances and news events far too numerous to review 
in detail. True, there were some performances whose perpe
trators might well be grateful for the journalistic stillness and 
these we shall permit to remain unidentified. But others 
warrant mention, for al
though the dance season had 
its peak in the fall and is 
just now duplicating it 
through the spring, there 
were important dance high
lights that cannot be over
looked. 

The New York City Ballet, 
for example, foUowing its 
triumphs in Europe and in 
the Soviet Union, returned 
for its annual holiday season 
of presentations of "The 
Nutcracker." Because the 
coMpany's home theater, the 
New York City Center, has 
a potent mailing list built up 
over the y!:)ars and because 
"Nutcracker" was advertised 
before the newspaper strike, 
the season was almost a sell
out. The company is back 
again at the City Center (it 
opened March 1 'l and will be 
there through April 21), this 
time for a repertory season 

. featuring three new works, 
two by George Balanchine 
and one by John Taras; two 
revivals; an Easter season of 
"A Midsummer Night's 
Dream" and the addition to 
the roster of a fine new male 
dancer from Europe, Anqre 
Prokovsky, a Balanchine dis
covery. 

Genius and Skill 
A resume of the New York · 

City Ballet season will come 
along next week. For the 
present, let it be said that the 
company is dancing superbly; 
that B.alanchine's Japanese
slanted "Bugaku" boasts a 
fascinating wedding-night 
duet and that the engage-
0~nt seems, more than ever 
~. i fore, to ill um in 1 the chore
s aphic genius of Balanchine 
1 imself along with the skill 
o his dancers in giving per
forming substance to his 
creative images. John Taras' 
new "Arcade" (to music of 
Stravinsky) is an absorbing, 
if sometimes obscure, addi
tion to the repertory. 

Incidentally, the New York 
City Ballet has just been en
gaged as the resident dance 
company for the New York 
State Theate·r in Lincoln 
Center. The company, slated 
for 20 weeks each year (under 
a two-year contract), will 
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. 
open the new theater April 
23, 1964, just one day after 
the opening of the World's 
Fair in New York. 

Now, in brief, other high
lights of performance news 
during the blackout. Speak
ing of Lincoln Center, the 
first dance event took place 
there in January when Jose 
Limon and his .company gave 
"Missa Brevis" and "The 
Moor's .Pavane" in Philhar
monic Hall. The program was 
a marked success, so much 

. so that Lincoln Center di
rectors plan further modern 
dance events in the same 
auditorium. At the Juilliard 
School of Music (which will 
ultimately become a part of 
the Lincoln Center complex), 
two programs devoted to mu
sic of Paul Hindemith were 
given earlier this month. At 
one, Limon offered a dance 
piece and at the other, a 
Martha Graham creation was 
featured. 

A Couple of Swans 

During this period, the 
National Ballet Company, 
with headquarters in Wash
ington, D. C., made its local · 
bow at Brooklyn College. The 
troupe, headed by Frederic 
Franklin, turned out to be a 
handsome and excellently 
disciplined corps. Its "Swan 
Lake" (Act II) was neat and 
tidy and stylish, a symbol and 
a promise of , Mr. Franklin's 
long-known skill as a ballet 
master and director. Yet 
another Act II "Swan Lake" 
came along when Ballet Arts 
presented it recently on a 
program featuring newer 
pieces. But interest was cen
tered on the old work since 
Nina Stroganova emerged 
from retirement to dance a 
sturdy and effective Swan 
Queen. 

Abroad, the Robert Jaffrey 

"Dance Magazine" has an
nounced that the winners !or 
this year in it.s annual awards 
are Dame Margot Fonteyn, 
prima ballerina of Britain's 
Royal Ballet; Bob Fosse; 
choreographer of Broadway 
musicals, among them the 
current "Little Me" and "How 
to Succeed in Business With
out Really Trying"; Isadora 
Bennett, for 30 years a major 
publicist, agent, manager, 
producer and writer in the 
dance field. .. • • 

Theodora Wiesner, director 
of dance at Brooklyn College, 
where she is an associate pro
fessor, has been appointed 
director of the School of the 
Dance at Connecticut College, 
New London. During summer 
sessions, since 1949, Dr. 
Wiesner has been an ad-

Sunday, April 7, 1963 

Gloria Govrin ( as Hippolyta} · and members of the corps in George 
Balanchine's full-length ballet extravaganza, "A Midsummer Night's 

. Dream," slated for an_Eastertim~ run at the City Center. 

• 

-

Ballet, touring the Middle following: Marc Platt created tonight at the Playhouse). 
East under the auspices of a delightful ballet based on Alicia Markova, Btitain's 
the U. S. State 'Department -the paintings of Degas for his great ballerina and long a 
and with the sponsorship of Radio City Music Hall Corps fixture on the American bal- · 
the Rebekah Harkness Foun- de Ballet; Alexandra Dan- let scene, announced her re
dation, enjoyed unprece- ilova choreographed the bal- tirement as she embark~ 
dented successes in every let for the Metropolitan upon a new career as coac 
city played during an 1arduous Opera's new production of teacher and newly appointe 
tour. The youth of the per- "Adriana Lecouvreur" and, director of the Metropolita 
sonnel and the varied rep- within the limitations im- Opera Ballet; in Paris, t 
ertory elicited critical and posed by libretto and score, great Russian ballerina of 
public enthus\asm every- did an attractive job-the earlier age, Olga Preb 
where. premier danseur, in his Met jenska, died in her 90s · 

opera debut, was Igor in Moscow, a famous 
The Foo Hsing Theater, Youskevitch; 'Alvin Nikolais · league, Ekaterina Geltzer, ' 

that marvelous troupe of 
child-actor dancers from the and his Henry Street' Play- whom (it is said) the h 

house Dance Company intro- of "Peoples' Artist" 
Republic of China, returned duced Mr. Nikolais' new "Im- · created by the Soviet go 
to Broadway, after the strike ago" (which can still be seen ment, died in her 80s. 
began for a ·return engage,- ,------------------------
ment. Business was poor but 
those present shouted en-
thusiasm .for a remarkable 
dance-theater event which, 
earlier, had attracted capac-
ity audiences. 

Final quickies include the 

ministrative assistant at the 
School of the Dance in New 
London but this year, begin
ning July 1, she will assume 
full direction of the summer 
dance session including the 
annual American Dance 
Festival. Dr. Wiesner suc
ceeds Jeannette Schlottmann, 
director of dance at Con
necticut College since 1958, 
who is leaving to join the 
dance faculty of Barnard 
College. 

• • • 
The Metropolitan Ballet 

Studio, founded by John Gut
man and now under the 
direction of Alicia Markova, 
will give six performances 
this week, Monday through 
Wednesday at 10:45 a. m. and 
1 :30 p. m. at Town Hall for 
audiences composed entirely 
of public school children. 

l 
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New York l ~ttalb m'tibunc 

By Walter Terry 

You just can't beat Paul 
Draper. Not only is he the 
most proficient and polished 
tap dancer I know of but he 
is also a tapster who dares to 
invade serious music circles 
and winds up winning greater 
applause for the musicality of 
his · tread than the musicians 
themselves receive for their 
playing. Saturday afternoon, 
Mr. Draper was one of the 
guest artists at a "Concerto 
Concert" presented in Town 
Hall by the New Chamber 

, Orchestra. 
His first offerings consisted 

of selections from the third 
and seventh symphonies of 
the eighteenth-century Eng
lish composer William Boyce. 
With charm and uncommonly 
perceptive taste , he captures 

; the form and qualities of the 
: music not only with his rhy
: thmic taps (never noisy, al
, ways impeccable in loudness 
' or softness ranges) but with 
' tli.e style of body movement 
, also. Thus, he concluded one 

very stately musical state
' ment with a courtly bow to 

the floor and in another 
Boyce excerpt, he mirrored 

· the lilt, the "upness' of sound 
with rollicking steps which 

· might suggest a lively pre
. classic dance form, say, a 
, gigue or a rigaudon. 

But every one of Mr. 
Draper's dances to the Boyce 

• musical movements was a 
delight. Much less effective, 
however, was his choreo

. graphic viewing of the sec
' ond movement of Debussy's 
String Quartet in D Minor. 

· The foot rhythms were fine , 
· but the body movements, 
which attempted to associate 
themselves with the haunt
ing, somewhat mystic moods 
of the music, seemed con
trived. But in honesty, I 
must confess that Todd Bol
ender's choreography (to the . 
Debussy quartet ) of the suc
cessful ballet "The Still 
Point" is so firmly planed in 
my memory that other 
movement designs to the 
same music seem to pale by 
comparison. 

Mr. Draper, of course, was 
completely in his own prov
ince with his "Sonata for 
Tap Dancer" (unaccompa
nied), which was added to 
the program. Here, he gave 
us of his virtuosity (his tap
. pings cannot he topped by 
the foot-beats of a flamenco 
master), his elegance (there 
is no place for gangling 
razzmatazz in his balletic 
posture), his wit and his 
command of form (both 
choreographic and musical) . 
He displayed in his dancing 
everything from an aristo
cratic versiion of the old soft 
shoe to fabulous cadenzas 
of taps. The audience cried 
"Bravo!" and quite rightly. 
Mr. Draper was superb. 

was sloppily performed and 
ended up a cacophonous lump 
of noises. 

Yoko Matsuo, a fine violin
ist with a pearl-like tone, 
played the Mozart Concerto 
No. 4, K. 218, with warm 
grace and a refreshing vigor. 
By the time pianist Vera: 
'I'isheff was heard, however, 
the orchestra had taken to 
rambling, so that her sensi
tive playing I and intimate 
conception of Mozart's Con
certo No. 14, K. 449, were 
seldom effective. 

JUDITH ROBISON. 

Yuriko - Seeking 

A Style 

Yuriko, long a soloist with 
the Martha Graham com
pany, has been ' testing her 
own choreographic responses 
in recent years and the latest 
program of her own works 
was given Saturday night at 
the 92d St. Y. M. and Y. W. 
H. A. The diminutive and 
highly gifted dancer has 
been seeking ways to fuse 
or relate, in choreographic 
terms, her Japanese hirtage 
and America's contemporary 
dance. To date, she has been 
only very sketchily successful. 

In many of her dances, es
pecially those passages de
signed for herself, rather 
than for the dancers in her 
group, Grahamisms are all 
over the place. In Saturday's 
program, however, there were 
fewer than in the earlier pro
grams and more signposts in
dicating that she was on the 
way to :finding a style of her 
own. 

"Flowers for Me," a new 
piece, exemplified Yuriko's 
choreographic progress, for 
although it was too busy with 
too many movements, these 
movements were often both 
original in form and dramatic 
in appeal. Here at last, she 
seemed to be applying the 
dynamic of the Graham tec}:1-
nique without using Graham 
gestures and to be adapting 
the ritualism of Japanese 
dance-drama to a universal 
theme, the visions of the 
dreamer attacked by night
mares, subjected to incon
sistencies, terrified by the 
promise 9f death. 

A second novelty, "Life of 
a Tree," also reflected Yu
riko's freeing of herself from 
past associations, for it too 
was fresh and unforced. Un
fortunately, it turned out to 
be, after a beginning which 
had some interesting churn
ing actions, as if the secret 
pulses of life were gjving 
birth to a plant, a too placid 
essay in motion. 

A revised "Shochikubai" 
(Pine, Bamboo and Plum), 
and other dances seen in 
earlier concerts, including 
one of her most effective cre
ations, the richly Oriental 
and' eerie "The Ghost," were 
also given. 

,Paul Draper 

another choreographic try 
on her own and last night, 

' another top-flight Graham 
dancer, Helen McGehee ap
peared in dances of her own 
devising. Too bad. · 
Miss McGehee and her dan

cers (drawn from the Graham 
company and from Juilliard) 
offered a program of five pieces 
and every one danced beauti
fully . Miss McGehee heTself 
was a whiz, as she always is, in 
technical matters. In "Undine," 
for example, her one-leg bal
ances were remarkable as she 
swayed as if motivated by the 
ebbs and rises of the sea. But 
this was sheer technique. Where 
was the tragic figure of Undine? 
It just wasn't there . 

In "I Am the Gate," with its 
Cassandra figure, Miss Mc
Gehee reproduced movements 
we have all seen Miss Gra
ham herself do with splendor 
and power and purpose. Miss 
McGehee made them cliches. 
With "La Intrusa," created 
more than a decade ago, she 
selected the vivid theme of 
Death striking first a youth 
and then the girl he loves, 
and somehow, the choreo
grapher made it seem pallid 
beyond belief. Every one 
moved correctly, even beauti
fully but drama, emotion, 
concern were conspicuous by 
their absence. · 

And so it went at this Helen 
McGehee recital. All was dis
ciplined, the costumes were 
attractive, settings ,and light
ing were tasteful, scores (in 
tne main) were generally in
teresting but the atmosphere 
was leaden and th::it "ur
gency" of action which is at 
the core of Miss Graham's 
art was missing in the work 
of her disciple. Miss McGehee, 
whom I deeply admire as a 
dancer in the Graham reper
tory, probably won't believe 
what I say about her choreog
warmly bvt I hope she heark 
raphic efforts, for a good
sized audience applauded her 
warmly but I hope she 
hearkens to the $OUnd as 
encouragerr:ent for what she 
might one day do and not for 
what she has done. 

1,..-.~------- 7 

H elen McGehee 

No Choreographer 

Martha Graham has a I 
I company of dancers so 
skilled technically and so 
handsome in appearance that 
she is the envy of other 
dance leaders the world 
around. And Miss Graham 1 

of co'urse, ,through the genius 
of her choreography, makes 
her dancers appear to be 
truly "Acrobats of God" (the 
title of one of her creations). 
They are, then, superb 
dancers .but this does not 
necessarily mean that they 
are any great shakes as 
choreographers. This past 
week end has indicated that. 
On Saturday, Yuriko, made 

The assisting dancers in 
Yuriko's group appeared 
through ithe courtesy of the 
Martha Graham Company 
and of these, Clive Thompson f 
who was featured, was par
ticularly impressive. 

WALTER TERRY . 

WALTER TERRY 
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By JOHN ROSENFIELD organization differing from season 
Th S h , f' t • 1 to season often within the same e out west s rrs regrona , 

ballet festival, held a wee~ a~~ in ye;~~ best ballet seen in America Viewing Ballet 
At Local Level 

Austin, exposed the des1rab1lrty, f M L d d 
, , . f are rom oscow, on on an 

needs, potentials and bmlt-m a - n and then Copenhagen Stock-
flictions of the ~ove~ent. The h~~ and Leningrad. All a~e com
Austin Ballet Soc~ety wi th Hoylt panies with heavy state subsidies. 
Osborne as . presr?ent was ga - America's answer to them must 
lantly the gumea pig. . . be ballet companies at the local 

To discuss the matter mtellr- level with each as elaborate as 
gently, one must a~cept t~e prem- resources will permit. Undoubt
ise that the dance rs . a vital form edly, these will have to start as 
of art and dancers will dance and little theaters of the dance with 
teach others to dance. The ?a?~er pay for everybody except those -

is to the ballet what the v10lrmst who count-bhe performers. Ac- had its disadvantages. It deprivec 
is to a whole orchestra or the companying orchestras will not the dance of flexibility which ma:y 
'vocal soloist to the chorus. More come free nor the scenery nor or may not make up for well-re. 
aptly, what the vocalist is to the theate;. produced symphonic sound a~d 

grand opera. . As with many community or- freedom from the tinkling piano 
The needs of a reg10nal or local chestras and with the community thralldom. 

ballet movement are simple. They drama movement, the artists The Amarillo contribution was 
are cooperation of all studios and themselves have faced up to this large ceremonial. The Houston 
subsidy in the form of voluntary, unequal distribution of the means Civic gave an overblo"'.n histori
not tax-fund, support. All ballet, for the sake of breathing life into cal pageant of Texas with only a 
even the simplest, is cos;lier th~n an act. By thjsE'etj,_<X[ the Unitod little. -'h,t ~sed fo, """'"-J 
almost any other form 01 esthetic States has accumulated a diffuse dancmg or mterestm? choreog 
theater. but salient "national theater" and raphy. There were six flags to 

Opera can survive an aged, more symphony orchestras per applaud, though. . 
croaking comprimaria. An arches- population than any other nation Tulsa of~ered a ~lotless ~?rsr?n 
tra puts up with wea~nesse~ some in the world. of f!n. de s;;cl~ Pa:rs afte~ Garte 
conspicuous. Dramatic magic can Pansrenne with mt~restmg solo 
he made with 5 per cent means MOST CITIES h_ave many pros- work by the professional head, 
and 95 per cent imagination. But pering dance studws and c_apable Moscelyne Larki~, a?d her bus-

. there is no such thing as a tol- teachers. They ar~ _so fiercely band, Roman Jasmskr. 
erably mediocre ballet. Ballet c?mpetitive tha~ a civic ball~t. so- The most "crea~ive" episod_e 
must be distinguished or unen- c1ety rarely enJoys the parbcipa- came from home with the benefit 
durable. tion of all or more th~n the par- of home-based scenery. It was 

. . ticipation of one dommant good the Austin Civic Ballet's adapta- , 
THERE IS NO such thmg, er- studio. tion of Thomas Mann's "The ' 

ther,_ in rich, ~rtisticallY. under- This complaint is universal. Transposed Heads." Mary Mar
nounshed A1:1enca ~s a fixed b_al- Somehow, an honor. roll system garet Combs of Austin and Ron 
let. Two maJor tourmg compa_mes must be established, rf at all pos- Poindexter borrowed from the 

· are sometimes thing~, mo_re _fixed sible, whereby a studio c~n ?e San Fran~isco Ballet Company, 
in repertoire tha~ m prmcrpals. part of the whole but retam ~ts were twinkling stars. Barbara , 
The New Yark C,ty. Ballet t~u,s identity. This reads mo,e eas,ly Cacson's choreography went to . 
infrequently b~cause ,t has pnced than it is done. . · . pieces in the final scene but wa'.· 
itself out of the concert market Amarillo, the Houston C1v1c, otherwise inventive and sophrstr
and is, essentially, an "ad hoc"/the House Junior Symphony Bal- cated. Sh~ had the corps de ballet 

THIS WASN'T an ignomi~ious 
start of a Southwestern r_eg10nal 
ballet festival idea. Austm_ w_a_s 
valiant about it, taking on lrabrlr
ties to $7,500. This did not inclu?e 
the costs to each company for its 
own transportation and produc
tion. 

The Houston Youth Symphony 
Ballet will be hosts in 1964 and t~e 
Dallas Civic may take over m 
1965. The Dallasites wan~ed more 
time to spread the notion here 
and to consolidate forces. . 

Regional drama and symphonic 
activity has replaced the wither!ng 

'of "the road"; that is, tourmg 
from New York. The ballet must 
do something like this if most of 
the United States is to have ballet 
as part of life's experience. 

let, the Tulsa, Austin and Dallas which could dance it. 
Civic Ballets were represented at The Dallas Civic Ballet, di
the Austin festival. Their longish rected by Don Cranford, showed 
evening of full-blown ballets was the highest level of ensemble 
well-attended. dancing. The subject was "Rhap-

By organization rule, all dan~ed sody " an abstraction of "modern 
to taped sy,mphonic music which clas;icism" along Balanchine 

lines. Inspiration for the colorful 
costumes obviously was "Ballet 
Imperial." Anne Etgen, profes-

1 sional, and William Atkinson, her 
husband and partner, interwove 
exciting pas de deux. The scenery 
included two Peter Wolf chande
liers and false proscenium frames 
which made the ungainly Austin 
Municipal Auditorium stage look 
more human. 

• 
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;D ance Tune '63 

A Program of Ballet 
Juilliard Concert Hall 
April 5, 6, 1963 

A successful, though not unconventional, 
balletic treatment of the Electra story, 
House of Atreus, was premiered by the 
Juilliard Dance Ensemble. Choreographer 
Grant Strate's use of Ginastera's String 
Quartet No. 2 was imaginative, dramatic, 
and exceptionally aware musically. Em
ploying a band of furies, led by talented 
Margaret Black, to connect dramatic epi
sodes and build emotional pitch, he man
aged to compress the complicated story to 
a series of brief, significant encounters. 
Movement was a mixture of modern and 
ballet, the furies, appropriately, for their 
more abstract purposes, bearing the ballet 
burden. Paula Kelly as Clytemnestra, Car
olyn Brown as Electra, and Morris Don
aldson as Orestes were particularly out
standing. 

Anthony Tudor's could-be witty "dance 
arrangements," A Choreographer Com
ments and Dance Studies (Less Orthodox) 
from Gradus ad Pamassum, were the 
flanking numbers on the program. Though 
the dancers were not always technically 
up to the task, they made the excursion, 
from the kaleidoscopic 587 arabesques of 
the first "arrangement" to the final pleth
ora of polite bows in the second, enjoy
able. M.M . 
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BALLET By STRATElstarts between movements that with · Antmy Tudor's witty 
interrupt the choreography just "dance arrangements." These 
when it should keep going. are technical studies that could 

SEEN AT JUILLIARD The quartet that piayed the be called "ballet s" if a lesser 
piece (very well) even stopped choreograpier than Mr. Tudor 
for considerable tuning along had made them. They ar e "A 
the way. The choreographer had Choreogra~her Comments" (to 

1 C . , , , tried to bridge these gaps with Schubert's Octet in F) and 
an ad1an s House of Atreus silent movement, but this did "Dance studies - Less Ortho-
Marks Him as Dramatist not solve the problem. )dox'' (to excerpts from Elliott 

If "House of Atreus" is to Carter's Eight Etudes and a 
live the life it merits, it will Fantasy for Woodwind Quar
surely need a seamless score tet) . 

By ALLEN HUGHES and a longer one. If Ginastera The entire program will be 
A new dramatic ballet of is not willing to adapt his splen- repeated tonight. 

considerable promise was given did music for the- purpose, Mr. ------ --
its premiere - last night by the Strate will have to look else-

. . . where - and probably see his 
Ju~ll~ard Dance Ensemble m the ballet suffer in the process. 
Jmlhard Concert Hall. This perrormance was distin-

The work, "House of Atreus," guished by the presence of 
was choreographed by Grant Carolyn Brown in the part of 
Strate of the Canadian National Electra, It seemed too bad that 

. she was not given the part of 
. Ballet, Mr. Strate has been m the child Electra as well as that 
· New York for several months of the mature character for 
, as a recipient of 8: grant from with her acting ability,' she 
· the _Canada Council. could surely have made the 

His treatment of the story character believable from start 
• of Electra suggests that he is to finish. 

a choreographer to be reckoned The one dancer in toe shoes 
with from now on. He has in the ballet was Maro-aret 
shown in this work that he has Black who was strono- a: the 
strong dramatic instincts and Lead~r of the Chorus. The cast 
the capacity to communicate also included Chase Robinson, 
them. Furthermore, he seems Paula Kelly Morris Donaldson 
to know how to keep his danc- and Lawren~e Berger. I 
ers dancing while telling a The program began and ended 1 
story. 

Though he comes from a 
company that specializes in 
classical ballet and from a coun
try that is not known for "mod
ern dance,'' Mr. Strate's "House 
of Atreus" is so close to the 
"modern dance" idiom that it 
could move into the repertory 
of Martha Graham's company 
without seeming misplaced. 

This is not to imply that 
"House of Atreus" is a full
blown masterpiece. Indeed, it 
has one great drawback that 
severely limits its e:(fectiveness. 

Ginastera Score Us•ed 
This has to do with the music. , 

Mr. Strate has used Alberto 
Ginastera's String Quartet No. 
2, which is an excellent score, 
a nd one full of the kind of musi
cal drama needed for this ballet. 

Unfortunately the score is too 
short to allow the choreogra
pher all the time he needs to 
comment on the implications of 
the story. Also, being a conven
tional four-movement work, it 
has the customary stops and I 
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Stage Works by Paul Hindemith 
Juilliard Concert Hall 
March 13-16, 1963 

This magazine's head cnt1c once wrote 
that without their creator "Martha Gra
ham's epoch-making solos . .. would lose 
the strange, almost mystical concentration, 
the uncompromising sincerity, the power
ful physical drive, the dual sense of doom 
and hope." She was right. But since the 
works are, as Miss Hering also noted, 
"choreographically sound," they lose none 
of their theatrical validity. 

Ethel Winter danced Miss Graham's 
role of a woman facing her destiny in the 
"duet-solo" H erodiade, a work of immense 
concentration and economy of movement. 
Linda Hodes was her attendant. Curiously, 
one was more emphatically aware of Miss 
Graham than if she had been dancing her
self. Her imprint was unmistakable - in 
gesture, timing, even in hairdo. Miss Win
ter, so far as she was able, reincarnated 
Miss Graham. Her performance was, none
theless, intrinsically moving, particularly 
for those who had never seen Miss Gra
ham. She was a less intense, more woman
ly woman, less driving than driven. Her 
movements were the same angular slashes, 
but her expression was softer. She melded 
more naturally with the rounded, sweep
ing movements of Miss Hodes. 

With the different dancers one could 
begin to see, not simply Martha Graham, 
in no matter what role, but a separate 
piece of dance expression. In time it may 
be possible to see a completely independ
ent and personal interpretation. 

H erodiade was infinitely more "choreo
graphically sound" than Jose Limon's new 
treatment of The Demon, a work Hinde
mith composed in 1924. Based on the prem
ise that Lucifer and his cohorts were vic
torious in the celestial war of long ago, 
it presents a " Parade of Sins" and a "Con
frontation" between the Demon and Arch
angel in order to raise the question of 
"who and what is good or evil." 

Despite Malcolm McCormick's striking 
and somewhat surrealist sets and costumes, 
it was a work of low intensity and slight 
dramatic impact. Mr. Limon as " the Demon 
who may not be a Demon but is a Demon" 
constantly recalled Mr. Limon in one of 
his many other guises. Lucas Hoving as 
"an Archangel who may not be an Arch
angel hut is an Archangel" was costumed 
in the reverse image of Paul Taylor's in
sec t, gold instead of black, and was as-

( Continued on page 64) 

DANCE MAGAZINE May 1963 

REVIEWS (Cont'd from p. 31) 
signed pawing gestures that made of him 
an oddly animalistic archangel. Various 
Votaries of Lucifer and accumulated An
gels were weakly characterized, perhaps in 
an attempt to carry out the work's under
lying ambiguity, but more likely through 
lack of definitive movement. What must 
have been the Priestess ( and if so, danced 
by Betty Jones) wore a huge oysterlike 
headpiece right out of Alice in Wonder
land that she opened and closed periodi
cally. Someone else wore an ostrichlike 
ruff. All except the silver Demon and the 
golden Archangel trailed wisps of scarves. 

The Archangel's entrance suspended in 
a rope cradle was extremely effective, as 
was Mr. Limon's first appearance caught 
in the apertures of a giant cobwebby stage 
hanging, but these "stills" were isolated 
images. The work as a whole sprawled. 

M.M. 

( 



\ 
I 

-3- DNB Newsletter May 1963 

RECONSTRUCTl.OWS 

"NEW DANCE" .AT JUILLIARD 

On .May 10th ·and 11th, the. dance students at the Juilliard School of Music\vill per
. fonn a •revival of'"Variati.ons and Conclusion11 frorti New Dance, choreography by Doris Humph
rey, .music by Wallingford .Reigger~ The-Labahotation score of the dance was used in the re
construction both by the director; -Ruth Currier, and by the. students. Miss Currier used the 

; . score before beginning rehearsals to refresh her memory of those ~ections she alr~ady knew 
and to learn those Less familiar to her. · 

. . . . 

_ . · Since aU the students of the school are required to study Labanotation, it seemed 
only practical to make use of this knowledge. Copies of the score were distributed to the danc• 
ers, and each dancer proceeded to learn a phrase of movement which.he then taught to the · 
pthers. Since ,·,variations and Qonclusion" is, as the tide suggests-, a series· of solo variations 
~one against a ground base of group movement, the dance leant itself well to this kind of learn
ing process, and within a very short time~ a whole section was teamed •. . Working in this man"." 
ner also affo:rded the dancers the opportunity of learning quickly aH the variations, and Miss 
Currier could then see which dancers were most comfortable with whi~h movement sequences 
before casting. During those early reh~arsals,- several things c,ould be worked on simultaneous-
ly; individuals were at all times able to consult the score. · _ 

. . . . - . . ' . 

lt·was my privilege to have been -present at the first six rehearsals as notation 
consultant. This was my first reconstruction experience, and it was exciting to watch~ even in 
those few sessions, the evident benefits of working with notation. Unexpected absences of the 
director caused no great crises, rehearsals proc·eedihg well witi1 the notator present; cast 
changes and understudies 2eased to be .. great problems; little ·ofthe dancers' time was wasted 
in sitting around whiie solo sections were being worked, and everyone could use the rehearsal 

, time profitably; the individuals were quickly able to get a picture ofthe general shape of the 
dance; memory lapses, rhythmic difficulties etc .. were easily dispensed with. · In short, the 
dancers were soon able to get past the stage of "which foot comes ne?'t?" and had more time to 
_deal _with the prodigious technical demands of New Dance and to concentrate on the nuarices of 
phrasing and the quality oi tne movement. · · . . . · · 

. To me, · on~ of the great joys was in watching the ,ebb.and flow of the dance as it 
un.folded from the written page; a tribute to the deathlessness of the choreographic genius of 
Miss Humphrey. 

by Muriel Topaz 

"BRANDENBURG CONCERTO" AT SMITH 
l. . . . "' . ; 

The first movement o.f;the Brandenburg Concet;tQ, choreography by Doris Humph-
rey and Ruth Currier, music by J.S. Bach, was performed at Smith College on February 12th 
and 13th.. According to _Joan 1\/iiller, who reconstructed th? dance from its notated score, the 
performance went very well and the audience loved J.t. The Bureau had loaned a cppy of the 
score and an exhibit entitled "Life With Labanotation'' for display at the time ofperformance. 

' ' . • l i . I 

Interest was aroused innotation-atid another beginner's class may be ad?ed to the curriculum. 

\ .- . 

"BRANDENBURG CONCERTo'tt. AT U.C. L.A. 

Active Member Carol Scothorn reports ~hat at U.C. L.A., where they are recon
structing the first movement of the Brandenburg Concerto (Humphrey-Currier, Bach), they have 
also been analysing the score in composition class as part of their study of form and structure. 
The Brandenburg will have three performances: April 6th, April 26th, and May 18th. 

(cont. pg. 4) 
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• JUILLIARD SCHOOL OF MUSIC 

PREPARATORY DIVISION 

SPRING CONCERT 
SPONSORED BY 

JUILLIARD PREPARATORY DIVISION FACULTY 

AND 

THE PARENTS' ASSOCIATION 

Gerard Reuter, President 

For the Benefit of the Scholarship Fund 

SATURDAY EVENING, APRIL 27, 1963, AT EIGHT-THIRTY O'CLOCK 

CONCERT HALL, ONE THIRTY CLAREMONT AVENUE, NEW YORK 

PATRONS 

Mrs. Albert Chen 

rothy Delay 

Mrs. Ivan Galamian 

nces Mann 

:ile Marcus 

n Perlmutter 

Mr. and Mrs. Alfred J. Perrone 

Mr. Edgar Roberts 

Dr. Annette Rosenstiel and 

Mr. Raymond Rosenstiel 

Mr. Fred R. Sherry 

Anonymous 

The Anna Strassner Memorial Fund 

Given by Staff and Faculty 

of Juilliard Preparatory Division 

SPONSORS 

Dr. and Mrs. Eugene Allen 

Mr. Mitchell Andrews 

Mr. and Mrs. Kalman Antos 

Mr. Robert Armstrong 

Miss Katherine Bacon 

Miss Marguerite G. Baiz 

Miss Florence Berggren 

Dr. and Mrs. Maurice Bornstein 

Miss Jane Carlson 

Mr. and Mrs. Chandler I. Childs 

Mr. Rooney Coffer 

Mrs. Edouard Dethier 

Mr. and Mrs. Alexander Elan 

Mrs. McClintock Ellis 

Mr. Richard Fabre 

Five Towns Music Studio 

Mr. and Mrs. Irwin Freundlich 

Mr. Murray Gilman 

Mr. and Mrs. Sidney Goldstein 

Miss Lorina Havill 

Dr. and Mrs. Ralph Howard 

Mr. Julius Jacobs 

Mr. Alton Jones 

Mrs. Jan Kiepura 

Dr. and Mrs. Joseph J. LoFaro 

Mr. and Mrs. Andrew McKinley 

Mr. Santos Ojeda 

Miss Kathrine Parker 

Mr. and Mrs. James Pierce 

Miss Ruth M. Shafer 

Miss Anna Shenderoff 

Miss Bella Shumiatcher 

Mr. Wesley Sontag 

Mr. Herbert Stessin 

Mr. and Mrs. Joseph E. T ecklin 

Mr. and Mrs. Harold Weiss 

Mr. and Mrs. Albert Wiener 



PROGRAM 

Fantasia in C Major, Opus 15 ....... ....... ........... .......................... ..... .. .. ....... Schubert 

JEFFREY HUTTERER 

Second French Suite ............... .... ....... ..... .... ................. .... ............ •· ··················· Bach 
Allemande 

Sarabande 

Aria 
Dancers MARCIA PLEVIN 

LOIS SCHNEIDER 

Bird Study: Improvisation on Piano Strings 

Elegie 

Dancer LISA NELSON 

Accompanist MOSHE GOLD-BERG 

.. .... .. .............. ....... ..... ........... ... .................... ............................................. Faure 

Allegro appassionato .... ..... ................ ... .. .... .. ........... .. ...... ....... .... ............. Saint-Saens 

JANE FIRMUNN 

YORIKO TAKAHASHI at the piano 

Nocturne in C sharp minor ................................................... ......... ................ Chopin 

Suggestion Diabolique ........ .............. ........ .. ..... .. .. .. .. .......................... Prokofieff 

CHRISTINE PETROWSKY 

Concerto, Opus 21, for Piano and Violin with String Quartet ................ Chausson 
First Movement: Decide 

LESLIE CHILDS, piano 

PINCHAS ZUCKERMAN , viol in 

DANIEL DOMJAN, violin 

SAUL LIPSCHUTZ, violi n 

MICHAEL DOMJAN , viola 

FRED SH ERRY, cello 

I N T ERMI SS I O N 

PROGRAM 

Sonata in One Movement for Piano and Viol in .. ...... .. .............. David Saperstein 

PATRICIA KOPEC, violin 

DAVID SAPERSTEIN , piano 

Passacaglia ..... ...... ............................ .......... .... ............... .. .. .. .......................... Copland 

CECILIA CIPRIANO 

Requiem, Opus 66, for three violoncelli and strings ............ David Popper-Sontag 
MARION HELLER 

NELLA HUNKINS 

MARCIA LEDERMAN 

Concerto in A Major (K. 219) .......... .. .... .... .. .. .................. ... .. .......... .. ............. Mozart 
Allegro aperto 

ARTHUR DELMONI 

ADVANCED STR ING ENSEMBLE 

WESLEY SONTAG, conductor 

Mr. and M 

Miss Doro+ 

Mr. and M1 

Miss FrancE 

Miss Adele 

Miss Joan F 




	1962-1963_DanceScrapbook_001
	1962-1963_DanceScrapbook_002
	1962-1963_DanceScrapbook_004
	1962-1963_DanceScrapbook_005
	1962-1963_DanceScrapbook_006
	1962-1963_DanceScrapbook_007
	1962-1963_DanceScrapbook_008
	1962-1963_DanceScrapbook_009
	1962-1963_DanceScrapbook_010
	1962-1963_DanceScrapbook_011
	1962-1963_DanceScrapbook_012
	1962-1963_DanceScrapbook_013
	1962-1963_DanceScrapbook_014
	1962-1963_DanceScrapbook_015
	1962-1963_DanceScrapbook_016
	1962-1963_DanceScrapbook_017
	1962-1963_DanceScrapbook_018
	1962-1963_DanceScrapbook_019
	1962-1963_DanceScrapbook_020
	1962-1963_DanceScrapbook_021
	1962-1963_DanceScrapbook_022
	1962-1963_DanceScrapbook_023
	1962-1963_DanceScrapbook_024
	1962-1963_DanceScrapbook_025
	1962-1963_DanceScrapbook_026
	1962-1963_DanceScrapbook_027
	1962-1963_DanceScrapbook_028
	1962-1963_DanceScrapbook_029
	1962-1963_DanceScrapbook_030
	1962-1963_DanceScrapbook_031
	1962-1963_DanceScrapbook_032
	1962-1963_DanceScrapbook_033
	1962-1963_DanceScrapbook_034
	1962-1963_DanceScrapbook_036
	1962-1963_DanceScrapbook_037
	1962-1963_DanceScrapbook_038
	1962-1963_DanceScrapbook_039
	1962-1963_DanceScrapbook_040
	1962-1963_DanceScrapbook_041
	1962-1963_DanceScrapbook_042
	1962-1963_DanceScrapbook_043
	1962-1963_DanceScrapbook_044
	1962-1963_DanceScrapbook_045
	1962-1963_DanceScrapbook_046
	1962-1963_DanceScrapbook_047
	1962-1963_DanceScrapbook_048
	1962-1963_DanceScrapbook_049
	1962-1963_DanceScrapbook_050
	1962-1963_DanceScrapbook_051
	1962-1963_DanceScrapbook_052
	1962-1963_DanceScrapbook_053
	1962-1963_DanceScrapbook_054
	1962-1963_DanceScrapbook_055
	1962-1963_DanceScrapbook_056
	1962-1963_DanceScrapbook_057
	1962-1963_DanceScrapbook_058
	1962-1963_DanceScrapbook_059
	1962-1963_DanceScrapbook_060
	1962-1963_DanceScrapbook_061
	1962-1963_DanceScrapbook_062
	1962-1963_DanceScrapbook_063
	1962-1963_DanceScrapbook_064
	1962-1963_DanceScrapbook_065
	1962-1963_DanceScrapbook_066
	1962-1963_DanceScrapbook_067
	1962-1963_DanceScrapbook_068
	1962-1963_DanceScrapbook_069
	1962-1963_DanceScrapbook_070
	1962-1963_DanceScrapbook_071
	1962-1963_DanceScrapbook_072
	1962-1963_DanceScrapbook_073
	1962-1963_DanceScrapbook_074
	1962-1963_DanceScrapbook_075
	1962-1963_DanceScrapbook_076
	1962-1963_DanceScrapbook_077
	1962-1963_DanceScrapbook_078
	1962-1963_DanceScrapbook_079
	1962-1963_DanceScrapbook_080
	1962-1963_DanceScrapbook_081
	1962-1963_DanceScrapbook_082
	1962-1963_DanceScrapbook_083
	1962-1963_DanceScrapbook_084
	1962-1963_DanceScrapbook_085
	1962-1963_DanceScrapbook_086
	1962-1963_DanceScrapbook_087
	1962-1963_DanceScrapbook_088
	1962-1963_DanceScrapbook_089
	1962-1963_DanceScrapbook_090
	1962-1963_DanceScrapbook_091
	1962-1963_DanceScrapbook_092
	1962-1963_DanceScrapbook_093
	1962-1963_DanceScrapbook_094
	1962-1963_DanceScrapbook_095
	1962-1963_DanceScrapbook_096
	1962-1963_DanceScrapbook_097
	1962-1963_DanceScrapbook_098
	1962-1963_DanceScrapbook_099
	1962-1963_DanceScrapbook_100
	1962-1963_DanceScrapbook_101
	1962-1963_DanceScrapbook_102
	1962-1963_DanceScrapbook_103
	1962-1963_DanceScrapbook_104
	1962-1963_DanceScrapbook_105
	1962-1963_DanceScrapbook_106
	1962-1963_DanceScrapbook_107
	1962-1963_DanceScrapbook_108
	1962-1963_DanceScrapbook_109
	1962-1963_DanceScrapbook_110
	1962-1963_DanceScrapbook_111
	1962-1963_DanceScrapbook_112
	1962-1963_DanceScrapbook_113
	1962-1963_DanceScrapbook_114
	1962-1963_DanceScrapbook_115
	1962-1963_DanceScrapbook_116
	1962-1963_DanceScrapbook_117
	1962-1963_DanceScrapbook_118
	1962-1963_DanceScrapbook_119
	1962-1963_DanceScrapbook_120
	1962-1963_DanceScrapbook_121
	1962-1963_DanceScrapbook_122
	1962-1963_DanceScrapbook_123
	1962-1963_DanceScrapbook_124
	1962-1963_DanceScrapbook_125
	1962-1963_DanceScrapbook_126
	1962-1963_DanceScrapbook_127
	1962-1963_DanceScrapbook_128
	1962-1963_DanceScrapbook_129
	1962-1963_DanceScrapbook_130
	1962-1963_DanceScrapbook_131

