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Sound education in the arts, as in any field. should imply the 
development of the "·hole person. The contribution that an 
artist can make to the world in which he works is not on ly con
cerned with mastery of his field, but also with his artistic integ
rity and his understanding of the diverse forces which afTcct the 
evaluation and direction of his particular specialty. For this 
reason. the student is ofTered the opportunity of general aca
demic studies, but the choice of whether or not he wishes to 
include them is left to the student. 

In addition to the study of the dance from the performance 
point of vie\\, students will abo take classes in dance com
position. The purpose of this study is two-fold. First, all stu
dents will meet minimal requirements in dance composition. 
Such study offers the best approach to an understanding of 
choreographic form. The lack of written record of contempo
rary works as well as of works of the past gives such stud y 
particular importance. Second. those students who show ability 
and interest in choreography will be given the opportunity to 
continue advanced study in this fi eld , including major projects 
in dance composition. Students will perform in each other's 
dances as part of the work in composition classes and will be 
chosen by audition to perform in rcprrtory works by facu lty 
mrmbers and visiting artists. 

The work in the Dcpartmrnt of Dance is closely intrgratcd 
with that of the other major departments of the School. Dance 
students arc required to pursue courses in the Literature and 
~1atcrials of Music and Dance and may elect other music 
courses for which they arc qualified. "\,York in the Literature 
and Materials courses is identical with or parallels that being 
done by music students. Bas ic materials such as vocabulary, 
terminology, and notation in the two arts, as well as music 
literature that specifically relates to dance, will be presented. 
Students in dance will coll aborate with student composers and 
instrumentalists in class work and in productions of new works. 
Further integration will result from attendance at musical 
events in the School's extensive program of public activities. 

Advanced I work in Literature and Materials of Music and 
Dance will comprise dance history and criticism. Here dance 
is considered as a mode of human expression and communica
tion. Its function as art, ritual , social activity, and as spectacle 
and entertainment is analyzed, discussed and demonstrated 
through student participation. The School's extensive library 
of books and scores and the li stening room equipped for study 
of scores will be used in connection with these courses. 

Students interested in dance education may elect to follow a 
spec ial program including tutorial conferences and student 
teaching. 

Study in the Department of Dance is offered on a professional 
level, and admission to the School for dancers will be through 
competitive examinations with admissions standards compa
rable to those maintained by the School in the field of music. 

Examinations for entrance· for the academic year 1951-1952 
arc to be held at Juilliard School of Music June 4 through 
J unc 7 and September 11 through September 15. 

Tuition fees arc identical with those for students majoring in 
muSIC. 

Scholarships arc not available m the Department of Dance at 
this time. 

For full information concerning admission, registration, and 

the rules and regulations of the S chool, prospective student.1 

are refened to the cataloi of Juilliard School of Music. 





departnient of dance 

Martha Hill, Di rector 

faculty* 
Agnes De Mille 

Martha Hill 

Louis Horst 

Doris Humphrey 

Ann Hutchinson 

Martha Graham 

Helen Lanfer 

Jose Limon 

Jerome Robbins 

Antony Tudor 

*F urther appointments 

to be announced . 

In establishing a Department of Dance, Juilliard School of 
Music offers for the first time a comprehensive education in 
this art in conjunction with training in music. The primary 
aim of the new Department is to train students to become 
expert dancers, choreographers, teachers, and, at the same 
time, develop in them penetrative musical insights. 

Dance is studied as a major performing art and is considered 
from more than one particular point of view and technique. 
In addition to ballet and modern dance, the two major schools 
of our period, the folk idiom is included and technical studies 
encompass the important contributions to this art. Repertory 
works of ballet and modern danrc- arc studic-d and recreated 
under the personal direction of the artist-choreographers. 

The curriculum is designed to parallel that offered student mu
sicians, thus enabling the young dancer to matriculate as candi
date for a Juilliard Diploma or Post-Graduate Diploma, or as 
candidate for the School's Bachelor of Science or Master of 
Science Degree, or as a Special Student. The courses of study 
leading to the Degrees are the same as those leading to the 
Diplomas, but with the addition of academic studies in Litera
ture, Sociology, History, Visual Arts, and other subjects. (See 
Page 58 of the I 951-1952 J uilliard Catalog.) These studies are 
offered by the School so that the student may concentrate on 
professional work in dance without sacrificing a general educa
tion on the college level. 





























A MIGHTY FORTRESS IS OUR GOD 

A bul-wark nev-er 

I ..__.., 
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Our help- er He a - mid the flood Of mor-tal ills pre - vail - ing; 
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Doth seek to work us woe; His craft and pow'r are 

PROGRAM 

Chorale: "A Mighty Fortress Is Our God" 

Conducted by Robert Hufstader 

Speakers: William Schuman, President 

Martha Hill, Chairman, Department of Dance 

Milton Katims, String Faculty 

"The Star-Spangled Banner" 



































HERODIADE 

Music: Paul 'Hindemith Set: lsamu Noguchi Lighting: Jean Rosenthal 

Choreography: Martha Graham 

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 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 
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 wa iting ends. 

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

The Characters 

A Woman Martha Graham Her Attendant May O'Donnnell 

- THE TRIUMPH OF SAINT JOAN 
Burned as a heret ic, May 30, 1431 

Canonized as a Sa int, May 16, 1920 

Music: Norman Della Joio Set: Frederick Kiesler Lighting: Jean Rosenthal 

Choreography: Martha Graham 

Commissioned by the Louisville Symphony Orchestra 

Joan of Arc still walks the highways of our imaginations. 
Her triumph is the one triumph-the deathless ness of vision. 

" I have done nothing except by Revelation. " 

The Garden: "The voice came +~wards the hour of noon, in summer, in 

Fathe r's garde n." 

The Field : "Take t he standard 1n the name of the King of Heaven. " 

my 

The Square: "Take everything peacefully: Have no care for thy martyrdom ; 1n 
th e end thou shalt co me to the Kingdom of Paradise. " 

(Quotations are taken from the record of the trial of J oan of Arc, 143 1.) 

MARTHA GRAHAM 

STAFF 

Stage Manager ............................................................................................. .. Keene Curtis 

Master Electrician .............................................................................................. Murray Sigel 

Master Carpenter 

Carpenter ......................................... . 

........................................... Frederick Strassburg 

........................................... Jacob Rosboug, Jr. 

Yuriko appears through the courtesy of the management of "The King and I," 
in which she is currently dancing. 

Stuart Hodes appears through the courtesy of the management of "Paint Your 
Wagon," in which he is currently dancing. 

Understudy for Miss Graham's Company is Leslie Snow. 

PERSONNEL OF THE JUILLIARD ORCHESTRA 

Violins Cellos Horns 

Norma Auzin Moshe Amitay Richard Berg 

Barbara Campbell David Freed Walt Griffith 
David Kagan Ralph Froelich 

Jack Heller Joseph Tabachnikov Emerson Haraden 
Bonniejean Hermann Jackson Wiley 

Trumpets Constantine Kiradjieff 
Ronald Kutik Amnon Levy Basses Vincent La S-elva 

Arnold Magnes Charles Kirchner 
Inga Mark Walter Kovac Trombones 

Martha Marshall Robert Biddlecome 

Moshe M urvitz Flutes 
Norman Cherry 

Hermila Novelo Ramona Dahlberg 
Myron Margu lies 

Gino Sambuco Kenneth Schmidt Tuba 

Abraham Shevelov William Bell 

Seymour Wakschal Oboes Timpani 
Oscar Yatco Elden Gatwood Morris Lang 

Henry Schuman 
Percussion 

Violas Clarinets 
Barbara Bailey 
Michael Bookspan 

Phillip Aaron Anthony Gilio 
Anne Denton Richard Miller Piano 

Martin Friedmann Avraham Sternklar 

Leon Hyman Bassoons Baritone Soloists 
Joyce Robbins Jerome Rabinowitz Stephen Harbachick 
Akeo Watanabe Arthur Wei sberg · Barry McDaniel 



ERRAND INTO THE MAZE 

Music: Gian-Carlo Menotti Set: lsamu Noguchi Lighting: Jean Rosenthal 

Choreography: Martha Graham 

This dance has as its core the errand-journey into the maze of the heart's 
darkness in order to face and do battle with the Creature of Fear. There is 
the accomplishment of the errand, the instant of triumph, the emergence from 
the dark. 

The Dancers: 

Martha Graham, Stuart Hodes 

CANTICLE FOR INNOCENT COMEDIANS 

Music: Thomas Ribbink Set: Frederick Kiesler Lighting: Jean Rosenthal 

Choreography: Mar+ha Graham 

Commissioned by Juilliard School of Music 

As we create our landscapes, our worlds, places for happenings, as we enact 
our praises, as we do it in simplicity and joy, we are all innocent comedians on 
the stage of life. 

In Praises: 

Participants: 

Patricia Birsh, Mary Hinkson, Linda Margolies 

Miriam Cole, Matt Turney, D'orothy Krooks 

For Sun BERTRAM ROSS 

For Earth MARY HINKSON 

For Wind ROBERT COHAN 

For Water HELEN McGEHEE 

For Fi re . STUART HODES 

For Moon YURIKO 

For Stars HELEN McGEHEE and ROBERT COHAN 

For Death PEARL LANG 

I 

l 

JUDITH 
Choreographic Poem for Orchestra 

Music: William Schuman Set: lsamu Noguchi Lighting: Jean Rosenthal 
Choreography: Martha Graham 

Commissioned by the Louisville Symphony Orchestra 

The story of JUDITH is part of the Apocryphal writings. It tells 

Of how . . . "Holofernes took the waters and the fountains of waters of the 
children of Israel . . . therefore, their young children were out of heart 
and their women and young men fainted of thirst ... and there was no 
longer any strength in them ... and they were brought very low in the 
't II Cly ••• 

Of how ... "Judith fell upon her face ... and cried with loud voice and 
said ... 'O Lord God of my father Simeon to whom thou gavest a sword 
to take vengeance of the strangers ... 
Give into mine hand the ... power I have conceived 
Smite them by the deceit of my lips ... 
Break down their stateliness by the hand of a woman. 
Lord God of the Heavens and Earth 
Creator of the waters ... 
Hear my prayer.' " 

Of how ... "Judith put off the garments of her widowhood for the exaltation 
of those that were oppressed." 
and 
"Put on her garments of gladness ... her bracelets and her chains and her 
ornaments .. .'' 

Of how . . . "Judith went ... down the mountain ... to the tent of 
Holofernes ... " 

Of how ... "She abode in the camp three days ... and she besought the Lord 
God to direct her way ... " 

Of how ... "On the fourth day Holofernes made a feast ... 
When Judith came in and sat down, Holofernes his heart was ravished with 
her ... and he drank more wine than he had drunk at any one day since 
he was born .. .'' 

Of how ... "When evening came his servants made haste to depart ... and 
Judith was left alone in the tent and Holofernes lying along his bed for he 
was filled with wine .. .'' 

Of how ... "Judith standing by his bed said in her heart: 'O Lord God of all 
power ... strengthen me this day ... ' " 

Of how ... "She took his head from him ... and went forth up the mountain 
... and said with a loud voice: 

'Behold the head of Holofernes . . . the Lord has smitten him by the 
hand of a woman ... I will sing unto the Lord a new song.' " 

Of how .. . "The women ... made a dance among them for her ... and 
she took branches 1n her hand ... and she went before all the people in 
the dance." 

MARTHA GRAHAM 



SPONSORS 

Mr. and Mrs. Julien Bryan 

Mr. Tony Charmoli 

Miss Katharine Cornell 

Miss Eleanor Edwards 

Mr. William Francis Gibbs 

Miss Ethel C. Haviland 

Mr. and Mrs. Franklin J. Keller 

Mr. Ralph Kirkpatrick 

Mr. Lincoln Kirstein 

Mrs. Matthew Meyer 

Mr. and Mrs. Willard D. Morgan 

Mrs. R. Wallach Morgenthau 

Mrs. Arthur M. Reis 

Mrs. Bethsabee de Rothschild 

Mr. and Mrs. Max Schott 

Mr. Ben Sommers 

Mrs. Theodore Steinway 

PROGRAM 

APRIL 22 - 24 - 26 

ERRAND INTO THE MAZE Music: Gian-Carlo Menotti 
Set: lsamu Noguchi 

FIFTEEN-MINUTE INTERMISSION 

CANTICLE FOR INNOCENT COMEDIANS 
( First Performances) 

Music: Thomas Ribbink 
Set: Frederick Kiesler 

Fl FTEEN-M IN UTE INTERMISSION 

JUDITH 

APRIL 23 - 25 - 27 

HERODIADE 

Music: William Schuman 
Set: lsamu Noguchi 

Music: Paul Hindemith 
Set: lsamu Noguchi 

FIFTEEN-MINUTE INTERMISSION 

CANTICLE FOR INNOCENT COMEDIANS 
( First Pe rformances) 

Music: Thomas Ribbink 
Set: Frederick Kiesler 

FIFTEEN-MINUTE INTERMISSION 

THE TRIUMPH OF SAINT JOAN 
(First New York Performances) 

Music: Norman Delio Joio 
Set: Frederick Kiesler 





dignified personalit~ of th e condemned 
heroine . Her use of three props-one 
for each scene-was extremely skillful. 
In the fi rst, ~he carried a red scarf, 
which she toyed with in the beginning, 
and then , when she had recovered from 
he r surprise at hearing the voice . and 
hac accepted their dictates, draped it 
fi rml} about her shoulders, acquiring 
a maturer appearance. In battle, she 
wielded a lance-spinning it and lung
ing with it, retreating and adv~mcing: 
with it, and, between fights, kneeltng 
before it. In the final scene, she danced 
with a cross , a curious red object with 
curved tips, held close to her upturned 
face. She had five exquisite changes of 
costume, which consisted of three basic 
gowns and two robes, each of a differ-

MADISON SQ. GARDEN 
LAST 9 DAYS 

TWICE DAILY, 2:15 & 8:30 P. M. through Sund. 
Night, May 11- Doors Open at 1 & 7 

ent color. 
The music, well played by the school 

orchestra, underlined the action splen
didly, especially in the fir t scene, in 
which its lyric character was overlaid, 
every now and then, by faintly martial 
effec ts. The second movement was suit
ably clamorous, and the last one had a 
religious air about it. Incidentally, "The 
Triumph of Saint Joan"-both the mu
sic and the choreography-was com
missioned by th e Louisville Symphony 
Orchestra, a lively outfit that makes a 
policy of comm1ss1oning works by 
American composers. 

The Greatest Show on Earth 
PRODUCED BY 

JOHN RINGLING NORTH 
PRICES (Tax incl.) NIGHTS & MATINEES: 
--- $1.50, 2.50, 3.00, 9.50, 5.00, 5.50, 6.50 
Tickets admitting to everything ( including seats) 
CHILDREN UNDER 12 HALF PRICE 
Every Afternoon except Saturday and Sunday 
MAI ORDERS FILI.ED PROMPTLY 
Send check.or money-order with self~addressed stamp
ed envelope to RINGLING CIRCUS, Mud. Sq. Garden 

FOR SALE 

OF the five discouraging perform
ances I had previous!} attended, 

the best was the Little Orchestra So
ciety's presentation of the first of two 
post-season operas, given in concert 
form, at Town Hall- ntonio Vivaldi's 
"Juditha Triumphan ," an early experi
ment in opera. Inasmuch as the story, 
which is taken from the Apocrypha, 
preoccupied a number of Italian drama
tists and composers at the beginning of 
the eighteenth century, this is one of 
many versions. It is very likely the most 
forceful, but it is still pretty weak stuff 
by present-day standards. The tale of 
the wealthy and beautiful widow who, 
to save her besieged town, enters the 
enemy camp and seduces and decapitates 
the enemy leader becomes a very 
placid affair in this collection of choruses, 
arias, and recitatives. There may b 
something rather cute about the wobbly 
sounds the music makes when Holo
fernes, the enemy leader, is getting 
drunk, and in the fluttery passages when 
the mettlesome Juditha shyly declines 
his invitation to supper earlier in the 
score, but the whole thing seemed un
eventful and the murder itself extraor
dinarily casual. Of course, th<\t may 
have been the spirit in which d~:1s of 

Bayfront Home on Shelter Island 
There's a breezy 12-room Dutch Colonial over• 
looking Pcconic Bay lhal will keep you and 
yours cool and comfortable for many summers 
to come. This up-to-date ans\,er to New York 
humidity was redecorated in 1949 and re· 
painted in 1950. It has e'l'erything you expect 
of the perfect summer home--6 master bed
rooms, 3 baths, screened porch, hot air fur
nace, ventilating system, and such extras as 
washing machine, llotpoint dishwasher, 2 gas 
stoves and 2 refrigerators, 3-car garage with 
living quarters, artesian wells, gardening and 
farm equipment to keep the landscaped 51/2 
acres manicured. Shelter Island is just 100 
mi les East of New York-and that's a lot 
closer than Bermuda. CaH or write for illus· 
trated brochure YM-43519. 

PREVIEWS Inc. 
The National R eal Estate Clearing House 
49 East 53rd St., New York 22, N.Y. PL 8-~630 

BOSTON • PHILADELPHIA • PALM BEACH 
SAN FRANCISCO • LOS ANGELES CJIICAGO 

• • 
everybody enjo)'s the 

"subdued'' 
atmosphere 

and l fine 
food 

~ al 

z 
SEYMOUR • ·-~--------------CAFE and Dining Rtom 

Hotel Seymour 
50 JV. 45th St, 

New Y prk 
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Mt.RCEL-DUBOIS, CLJ.UDIE - Dances of France. Chanticleer, 1950 
M:.RTIN, JOHN J. - /.merica dancing. N. Y. Dodge, cl936 
M!.RTIN, JOHN J. - The dance. N.Y. Tudor, cl947 
l"iLRTIN, JOHN J. - Modern dance. N. Y. Barnes, cl 933 
M:Jl.TIN, JOHN J. - World book of ballet. N.Y. World Pub.,c1952 
MUNRO, THOMLS - The arts and their inter-relations. N.Y. Liberal :.rts Press,c 149 
MURR!.Y, f.LEXJ.NDER S. - }fonual of Mythology. N. Y. Scribner, cl875 
NL.T 11 RECRELTION LSSOC. - The barn dance returns. N.Y. The Lssoc., cl9.37 
NETTL, Pf.UL - Story of dance music. N.Y. Philosophical Library, cl947 
NOVERRE, JEI.N - letters on dancing and ballets. London, BeauL1ont, 1930 
PORTER, EVELYN E.K. - Music through the dance. London, Batsford, c19.3? 
PR:.LL, DLVID W. - !.ESTHETIC JUDGMENT. N.Y. CROWELL, cl929 
R:.DIR, RUTH - Modern dance for the youth of J.merica. N.Y. Barnes, cl944 
ROBERT, GRLCE - Borzoi book of ballets. N.Y. Knopf, cl946 
ROHRB!.UGH, LYNN - 1.merican folk dances. Delaware, O., Coop.Recreation Ser.cl939 
ROTHSCHILD - Danse artistique aux U .s. t .• Paris, Editions Elzevir, 1949 
Si.CHS, CURT - Commonwealth of art. N.Y. Norton, cl946 
SJ.CHS, CURT - World history of the dance. N.Y. Norton, cl9.37 
S/JIBLL!Jl.ION, CH. - Fifty Greek dances. 1940 
Sf.MLCHSON, DOROTHY - Let's meet the ballet. N.Y. Schuman, 1951 
SCHOEN, Ml,X - Enjoyment of the arts. N. Y. Philosophical Library, c1944 
SCHOLES, PERCY - The Puritans & music in England & New England. London, Oxford Univ. 

Press, cl934 
SCHWENDENER & TIBBEIS - Legends and dances of old Mexico, N.Y. Barnes, cl934 
SETON, M. - Rhythm of the Red Man 
SEYMOUR, MLURICE - Se;ymour on ballet. Chicago, Pellegrini.cl947 
Sill.RP, C.J. - Country dance book. 6 vols. London, Novello, 1909-1927 
SH:.RP, C.J. - Th~ Morris book. 5 vols. London, Novello, 1911-19 
SH!.RP; C.J. - Sword dances of No. England. 3 vols. London, Novello, 1912-13 
SHJ.RP, EVELYN - Hero we go round. N.Y. Morrow, 1926 
SH:..:w, LIDYD - Cowboy ds.nces. C8ldwell, Idaho, The Caxton Printers, 1939 
SORELL, w:.LTER - Dance has many faces. N.Y. World Pub., 1951 
SP!.NISH-/,MERIC:.N SONG & GJ.ME BOOK - N. Y. Barnes, cl945 
SPENCE, LEWIS - Myth & ritual in dance, game & rhyme. London, ·watts, 1947 
STEBBINS.i GENEVIEVE - Delsarte system of expression. N.Y. Werner, 1902 
STECHER & MUELLER - Games & dances for exercises & recreation.Phil.Presser,c'41 
STOKES, SEWELL - Isadora Duncan. N.Y. Brentano, 1928 
TODD, Ml.BEL E. - Thinking body. Boston, Branford, cl949 
TOLYJJ'.N & :FLGE - Country dance book. N.Y. Farrar & Rinehart, cl937 
TOLM:.N, BETH - How to put on & make successful the country dance party. Weston,Vt. 

Countryman Press, cl938 
'l'OP..OS.SI:.N, :.RLM - t.. guide to aesthetics. Calif., Stanford U. Press, cl937 
VUILLIER, G:.STON - History of dancing. N. Y. L.ppleton, 1898 
W!.LIIBR, CONWf.Y - The folksong & dance, & The voice as a solo instrument. N.Y. Caxton 

Inst., cl926 

l.dditio!} 
COWELL, H. _- New musicf'l resources. 

J?fil:.i.odicals :. 
Dance observer 
Folk dancer 
Danco News 

Dancing Times (London) 
Dance Magazine 
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b . . the repertory of a National Thea-
Nathan has already ote;ved'.f nooss~:;::sa:~he hastily-chosen final play, Sunday 
tre. Even more out o p a~e 1 p b" k . f "ly that was remarkable in the 

Breakfast: a ~liche port~a1;l of d~re~:e~n~~'s a:~r:ly ludicrous to begin with 
season for bemg very a Y_ h ) ANT A was announced 

hysteria and sust~i: ~ un;li~~;t1: 0 ::di:~~ sel~~~:n~cious verbiage of idealism 
some years ago wit t e sa e_ . York now hides. But that 
beneath which every pretentious departure m N~w . . and devotion to 
. . l ss to subsidize the general claim of punty, mtegnty, . 
1t 1s use e . h common assumptions 
" t" ought by now to be clear. For these asseruons, t e . ·i· 

ar . l h there is no m1 ieu to 

of ad dechent ~~::~~~n:il~:u:s a;~e~::~:!1:;s a::ee:ri:s e:f particular depa1rturhes 
ren er t em 1 · h "d t the idea · t e 

h roo-ramme not the motive; t e i ea, no ' 
that matter: t e P o ' •1· f h tre if we 

h d And it is J·ust these that a m1 ieu or t ea ' 
method, not t e ma ness. 
had one, would demand. 
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personality coming through, something presented alongside the role itself. 
Robert Morley in Edward My Son was always Morley (an amoral wit, a sort 
of Wildean demigod), and this is what the audience revelled in, not in the 
incredible half-insane character he was supposed to be portraying. Transfer
red to the screen, Edward My Son was dishwater without the presence of a 
personality to give it theatrical zest. Awareness of stage personality provides 
much of our pleasure in the theatre. Theatre is, after all, in its simplest terms, 
"playing", and the player can easily be as important as his role. The degree 
to which a performer has developed a consistent role for himself determines 
whether he is simply a "type" or really a "personality". Practically speaking, 
there can be but one stage personality to a production, and the production 
must be dominated by it. Of course, stage personality is not the same as 
off-stage personality. A stage personality is the result of a creative process, 
like the writing of a play, something rather mysterious, yet at the same time 
something which is easily recognized. It is not merely a bundle of idiosyn
crasies; it has form and consistency, what we are pleased to call artistic unity. 

Graham is unique because hers is a stage personality which is not comic. 
Although she does occasionally compose a light dance, the personality she has 
created is tragic as tragedy is understood in all its meanings. This is why we 
have to fish for a vocabulary of Graham criticism. There is no one else like 
her. We find analogies among the comedians, but after a point the analogies 
fail because the effect of a comic stage personality is different from the effect 
of Graham's personality. Chaplin approaches Graham most closely, because 
his personality-that of the tramp, that is-is defined to the last detail of 
gesture; his personality is as complex as Graham's. But search as you will you 
can find no one in the "serious" theatre who is a stage personality as I am 
using the term. For one thing, it is not considered an asset for a serious actor 
to be "typed". And this is just as well, since it is not possible to plan a stage 
personality in cold blood. It seems to be a matter of accident and inspiration. 
Furthermore, our serious theatre is not really serious; most of it is merely 
pretentious, the work of specialists in various fields striving for "effects". 

Graham has been helped to achieve her personality by two specific conditions: 
she is outside the main stream of commercial theatre; and she creates her own 
roles. The modern-dance theatre thus makes possible certain miracles which 
are unthinkable on Broadway. 

A non-performing artist's "personality" is what we call his style, the qual
ity of his work which makes it recognizable as his, his special manner. 
Graham's personality also is partly, though certainly not completely, defined 
by her style; that is, by the particular way she behaves on the stage. Like 
all interesting artists, she can be easily parodied, though I know of no one 
with wit and skill enough to parody her well. She has hundreds of serious 
imitators, even among top-notch dancers. Valerie Bettis, for example, has 
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imitated some of Graham's idiosyncrasies without achieving her style. Without 

the integrating force of the personality these idiosyncrasies lack _validit~. 
Graham's style is distinguished by a certain primitive quality which she 

herself has termed "divine awkwardness". She seems to have made no con
cession to current notions of what constitutes proper or pleasing moveme~t, 
and is always getting herself into what would ordinarily be considered undig

nified or ugly positions. We have come to expect weirdness whe~ her move

ment is complex; her head goes out of joint, her hands flutte_r msanely: she 
almost limps across the stage. At other times her movement is a sta~tlingly 

simple development of a simple gesture. She indicates a shout by opening her 
mouth and showing the sound by means of a simple hand movement. When 

she plays a sorceress in Cave of the Heart, a dance for four fi~ures which 

parallels Euripides' Medea, she pronounces a curse simply by putting o_ut her 
arm and vibrating the fingers. She makes such obvious gestures with an_ 

assurance that they are right, as they are. She carries the same gestures over 

into several dances, and, since the gestures have definitely become part of the 

stage personality we are discussing, they are accepted. In A~P'a!achian ~p~in?, 
some change in Graham's style might have been expected .. This is an_ opt~mistic 
dance about a young couple moving into a new house in the spnngtime of 
pioneer America, and Graham, as a young bride, would have been pardoned 

a departure from her usual tensions and distortions. If she does depart fr~m 
them it is only slightly and through suggestion. The movement remains 

Grah:m's own, the bride is still Graham, and Appalachian Spring is a surprise 
all around: a pleasant ballad with a delayed-action explosion buried in it. 

The fact that she is her own composer makes Graham peculiarly responsible 
for whatever she does. Here the analogy with comedians is strongest, because 

comedians either write their own material or hire people to write it who will 
keep their personalities consistent. No such situation exists in the serious 

theatre, except in Graham's. We have therefore no call to excuse Graham 
the performer the faults of Graham the composer, nor to worry about the 

ruin of the composer's conception in the hands of the performer. We are 
forced to give up examining the two phases of production separately, though 

this has become automatic for most of us. Instead we must see Graham naively, 

as someone who is playing to us directly, not as a puppet who has been given 
a part of which she may unconsciously disapprove. If Graham is supposed to 
portray a succession of different women, we are not surprised that the women 
are all very much alike. We have seen Graham as Emily Dickinson (Letter 

to the World), as a Bronte ( Deaths and Entrances), as Medea ( Cave of the 
Heart), as Jocasta (Night Journey), as Judith, as St. Joan. But what we 
have seen each time is Graham in another aspect. The different roles of a single 

stage personality are like the different roles assumed by a dreamer; the role 
is an excuse for the portrayer to express himself. This is true not only in the 
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conception of roles and plot but in the smallest gestures as well. Graham is 

never like a ballerina doing classroom pirouettes. She believes in the gestures 
she performs. The effect is of improvisation, if improvisation could ever be 

so inventive and consistent. She seems to be acting out for us, spontaneously, 
in the way she finds most expressive, something which is important to her. 
H er performance cannot help but be uneven and dependent on personal factors. 
But the excitement communicated to an audience when Graham is at her best, 

as she was in her performances at the Juilliard School in April, is not easily 
described. No wonder audiences treat her as a personality. They have been 
thrown into a very personal relationship with her. 

In the jargon of her trade, Graham has "projection". In other words, she 
has no trouble getting an audience to notice her. Her face is clear and sharp, 
like a mask, but a mask extraordinarily mobile. Her features are "strong" in 
the everyday sense; she is striking even when standing alone on the stage in 
repose. In addition to her face, Graham possesses, in the way of pure gifts, a 

small slight body, stubby little feet, and a peculiar arrangement of joints 
which permits her to raise her leg straight up at the side, past her ear. Every 

one of these peculiarities has been used in the formation of her stage person
ality. The small body, which does not seem small unless a larger person is 
near, is used to emphasize Graham's very human weakness. Thus, when 
Graham overcomes an obstacle she never towers over it; instead she clambers 

up on it, as she does on the male dancer who plays the Minotaur in Errand 
into the Maze, a beautiful abstraction of the Theseus story. The incredible leg 
extension, too, is used to good effect in this dance. When the danger is over 
and Graham comes to the mouth of the cave exhausted, she extends her leg 

in exactly the way people raise their hands to their temples after some gruel
ing experience. Graham's amazing leg permits her to do easily what all serious 

dancers tend to do: she can externalize and magnify a gesture by transfer
ring it to another part of her body which has greater range. When Graham 
does something technically amazing like her leg extension, we regard it not 
as a technical feat but as simply Graham's way. Her way is the way of move
ment and gesture, and we have come to expect that her personality will be 
expressed completely in those terms. Her apparent indifference to the normal 

physical limitations of joints and muscles is something that no imitator can 
m atch. Valerie Bettis and Jose Limon do amazing and beautiful things, but 
in Graham we are beyond amazement. Her peculiar body is the indispensable 

fi rst ingredient in the making of her personality. 
She "projects" through her face and body some special secret to the audience. 

When she appears on the stage with a group, we pick her out at once as the 

one with whom we are to deal directly; the others are merely a live backdrop. 
Although she almost always performs with a group, she is essentially a solo 

dancer. What she does in the way of composing for her group is apart from 

E 
E 

B 
B: 
B' 
C, 
CJ 
CI 
C( 





288 THE HUDSON REVIEW 

as human figures seen in contrast to their Queen. In Deaths and Entrances, 
children appear out of some wistful day-dream of the sisters' happier past. 
In costume and gesture they are utterly different from the three frightening 

wrecks of women who dominate the work. Eye of Anguish, in which Graham 
does not appear, reminds us how much Graham's presence means in her work. 
Erick Hawkins' acrobatic agonies as Lear are hardly a substitute for the 
artistically restrained emotional articulateness to which Graham has accus
tomed us. And the volatile "bad" ladies, Goneril and Regan, are merely bril

liant in an exciting trio with Edmund. "Merely brilliant", because they are 
so obviously showing off their technical dexterity, their snaky arms, their 
lithe torsoes, their long hair. Cordelia, who has less chance to show off, is too 
sweet for words. The bodies of these dancers are compact and brittle, where:1s 

Graham's equally small body has a strange capacity for emotional life. At 

least, this is the contrast which Graham forces us to see. 
Graham's agonies as a woman have a wider significance. She sometimes casts 

herself as a more or less neuter figure, in Errand into the Maze and Dar/:1. 
Meadow, for example. Although the feminine characteristics of her personality 
are still apparent in these roles, she seems to be taking the part of all humanity. 
In Errand into the Maze, she is a human being confronting a monster. In Dark 
Meadow she represents bewildered mankind in search of the meaning of life. 
The stage personality does not change when the concept is broadened in this 

way; it expands. Humanity as represented by Graham is passionate, tortured, 
bold, and afraid. Her private psychological inferno becomes a Hell of mythic 
proportions. In this Hell, the masochistic personality is the eternal victim. It 

is prepared for sacrifice in Herodiade. It goes forth alone to meet the monster 
of Fear in Errand into the Maze. It immolates itself in Cave of the Heart. It 
is sanctified-if only feebly-in The Triumph of Joan. The audience accepts 
the victim as a substitute for itself, as in all sacrificial rites. I believe I do not 
claim too much for Graham in calling her a kind of modern scapegoat. She 

often appears in a slim white dress, the sacrificial costume. In Letter to the 
W arid, Death is a large black creature who comes to engulf the little white

robed figure. In Herodiade, the sacrificial costume is concealed by a black over
garment. At the end, an attendant prepares the protagonist for something 

unknown which, as she waits in front of her mirror, she has been steeling 
herself to meet. Instead of dressing her, the attendant undresses her, slipping the 

black garment off her shoulders and down to the floor in a way that suggests 
that all defenses are being removed. Graham stands in her white nightgown 
of a dress, and what is on one level the agony of a neurotic woman seems 

suddenly to become the fear of every helpless victim before unknown forces. 
It may be that Graham sees women as eternally victims; or it may be that she 

sees humanity as victimized and herself as one female representative. In any 
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case, her stage person~lity combines the particular and the general with amazing 
faci lity. More amazing than Chaplin's, perhaps, because it is somehow more 

specific to be a woman than a man and more general to be a tragic victim than 
a comic one. The audience accommodates itself more easily to " the little u » 

h " h .a · " hl gy t an to t e sunenng woman ; yet t e atter's appeal is to something deep 
within us. 

A stage persona1ity only has validity in a world in which it can play its role. 

£very sta~e per~m1.aJity cre~tes an artifi~ial world, like Chaplin's world of big 
cops and l1tde b1ghearted girls. Graham s world, projected against curtains or a 
cyclorama, is much vaguer than Chaplin's . Vagueness is its very nat ure. 
Although Graham herself is not vag11e, she always responds to vague forces . 
.Ker world is a mysterious place, impossible to understand, and like all mysteries, 
,t is terribly frightening. Graham often has grea t fits of fear, as in Errand into 

the Maze, where she is obviously terrified at what her imagination presents 
, o her, since she has little trouble overcoming the actual monster. She avoids 

he genesis of situations, preferring to confront a situation as a completed 

'.lystery. In Death s and Entrances, for example, the three sisters are presented 
t once. The flashbacks give only a t iny inkling of wha t wen t before ; they 

r annot explain the m ystery. Explaining mysteries makes them less frightening, 

..nd the Graham personality is too much at home in its fears to give them up 
tsily. 

Graham's theatre is the wordless expression of nameless terrors. \Ve all sense 

1ese terrors, which are thoroughly irra tional, but they are hard to put into the 
.ttionalizing mold of speech. T o express a primitive view of the world, Graham 

ses primitive means, for no poetry is so free from the demands of reason as 

rnce is. When paraphrased in words, her work of ten sounds sentimentally 
1ystical. It may be mystical, though mysticism is an irrelevant concept in 

discussing Graham 's work; but it is nev er sentimental. It is the authentic 

atement of a personality; expressed . through the muscles, the viscera, the 
·notions. 
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GEORGE BARBARO\'\' 

D reiser's Place on the Screen 

A SERIOUS FILM, A Place i11 the S 11 11, has been selected in the Motion 
Picture Academy as rela tively one of the best of the past year in several catc- . 
gories; it is based, according to its m ain credits, on Theodore Dreiser's An 

American Tragedy. Evidently a serious comparison is invited, for Hollywood, 

in its own estimation, has gone all out. 

A short synopsis tells the familiar main events of book and movie alike. A 

gauche, moneyless young man is given a job in his wealthy uncle's factory. He 

is secretly intimate with one of the girls in his department. She becomes 

pregnant. Abortion is sought, bu t not obtained. Meanwhile, the boy falls in 
love with a rich girl. In order to free himself of his entanglement with the 

working girl, who is now demanding marriage, he arranges for her accidental 
drowning, is caught, tried, and executed. 

In this simple story, Dreiser discovers great implications. The writer explores 
the young man's background and character, his successive environments, and 

especially his motivations. Tied to this examinat ion is an indictment pf a social 

and economic srstem that neglects the boy's education, provides him with cheap 

materialistic goals, allows him to drift into dilemmas he is in no way equipped 

to understand-let alone resolve-and in a shallow, expedient manner convicts 

him, and self-righteously disposes of him as if he were garbage, on the settled 
assumption that he knows right from wrong and has deliberately chosen to do 

wrong; also, this society has no machinery fo r recognizing any possibility of 

regeneration, and insists upon murder as a reply to murder. The novel is a· 

passionate denunction of a pretentious moral code that is blind to facts. The 

prosecution is a thorough distortion of fact and reason alike; the defense is a 
network of elaborately contrived falsehoods; the bewildered victim, acknowl

edged by his lawyers to be a coward, is batted about in the courtroom like a 

shuttlecock. It is the author's considerable achievement to have presented these 

insights to the reader without overly didactic prej udice; although the writing 
style is notoriously awkward and repeti t ious, the reali za tion of the significant 

factors in the action of the story is solid, and at times monumental. An 

American Tragedy is a moral epic. 
Looking at the picture, we expect some changes as a matter of course, but 

we are hardly prepared for the sweeping revisions we see on the screen. The 

moral is not quite reversed. It is altogether different. It has become Crime 

Does Not Pay. But here this brilliant plati tude lacks the ironic neatness and 

merciful economy that characterized the M.G.M. series of two-reelers produced 

fifteen or twenty years ago. Making the message six times longer has not 
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the first New York performance of "The Exiles", which employs Schoenberg's Second 

Kammersymphonie, and "Night_ Spell" 1 which is set to Priaulx Rainier I s String 

Quartet. "Lament for the Death of Ignacio Sanchez Mejias 11 with score by Norman 

Lloyd will also be included on this program. 

Works to be heard on the chamber music programs scheduled for 

December 13 and 14 include the first New York performance of Purcell's 11 The Queen's 

Epicedium, 11 "La Malinche 11 with music by Norman Lloyd; and 11 The Moor's Pavane 11 also 

with music by Purcell will be included. This program will also include repetition 

of 11 Night Spell." 

The two piano programs on December 6 and 12 include performances of the 

Fantasy and Fugue in C Major and Fugue in C Minor of Mozart, 11 The Visitation" set 

to Arnold Schoenberg's Opus 11 1 11Day on Earthtt of Aaron Copland, and a revival of 

"Variations and Conclusion" from 11 New Dance" with music by Wallingford Riegger. 

Among the dancers featured in the Jose Lim6n Company performances at 

Juilliard are Letitia Ide, Lucas Hoving, Betty Jones, Ruth Currier and Lavina 

Nielson. The Company is under the artistic direction of the well-known chore

ographer, Doris Humphrey. Costumes are by Pauline Lawrence. 

* * * * * 



PROGRAM 

Friday, December 5 and Sunday, December 7 

THE JUILLIARD ORCHESTRA 
Frederick Prausnitz, Conductor 

The Exiles ........ .. .. ............ .. ... ................. .. .. .. .. . .... .. ....... Music by Arnold Schoenberg 
(First New York Performances) Choreography by Jose Limon 

Night Spell .. .. .. ...... . .. .. .................... .... ... ..... .... .................. . Music by Priaulx Rainier 
/First New York Performances) Choreography by Doris Humphrey 

INTERMISSION 

Lament for Ignacio Sanchez Mejias . ... ............. .. .......... . Music by Norman Lloyd 
Choreography by Doris Humphrey 

(First United States Performances) 

... ... .. .. Music by Silvestre Revueltas 
Choreography by Jose Limon 

Saturday, December 6 and Friday, December 12 

JULIAN STEIN AND RUSSELL SHERMAN 
Pianists for Mr. Limon 

Fantasy and Fugue in C Major and Fugue in C Minor .... .. . .. . ... . • ........ 
/First New York Performances) Music by Wolfgang Amadeus Mozart 

The Visitation ... .. ... ... .. 
(First New York Performances) 

Day on Earth .. 

Choreography by Doris Humphrey 

INTERMISSION 

. Music by Arnold Schoenberg 
Choreography by Jose Limon 

......... .. .... Music by Aaron Copland 
Choreography by Doris Humphrey 

Variations and Conclusion from New Dance .. ..... Music by Wallingford Riegger 
{Revival) Choreography by Doris Humphrey 

Saturday, December 13 and Sunday, December 14 

JUILLIARD CHAMBER ENSEMBLES 
Frederick Prausnitz, Conductor 

The Queen's Epicedium . . .. ... . .. .. ... .. .. ..... .... .. .... ... ... ... Music by Henry Purcell 
(First New York Perform ances) Choreography by Jose Limon 

Night Spell ..... . . .. .. ..... . 
(First New York Per formances) 

La Malinche .. 

... Music by Priaulx Rainier 
Choreography by Doris Humphrey 

INTERMISSION 

... Music by Norman Lloyd 
Choreography by Jose Limon 

The Moor's Pavone .... Music by Henry Purcell arranged by Simon Sadoff 
Choreography by Jose Limon 

PROGRAM NOTES 

The Exiles ........ .. .. ...................... .. .... .. ....... ........ ....... . Music by Arnold Schoenberg 
(First New York Performances) 

First performed at 
Third American Dance Festival 
Connecticut College 

Choreography by Jose Limon 
Decor by Anita Weschler 

Costumes by Pauline Lawrence 

New London, Connecticut, August 1950 
Second Chamber Symphony .. .. ...... .. .. Arnold Schoenberg 

First movement - The Flight 
Second movement - The Remembrance 

DANCERS 
Jose Limon and Letitia Ide 

THE JUILLIARD ORCHESTRA 
Frederick Prausnitz, Conductor 

"They, looking back, all the eastern side beheld 
Of Paradise, so late their happy seat." 

Paradise Lost, John Milton 

Night Spell .. . .. ........... .. ........... .. ....... .. ........ . ........... Music by Priaulx Rainier 
/First New York Performances) Choreography by Doris Humphrey 
First performed at Set by Charles Oscar 
Fourth American Dance Festival Costumes by Pauline Lawrence 
Connecticut College 
New London, Connecticut, August 1951 

String Quartet Number One.. . .. . Priaulx Rainier 

DANCERS 
The Sleeper.......... .. .... ... . ... . ... .... .. .. .. .. .. . .... .Jose Limon 
Night Figures ..................... .Lucas Hoving, Betty Jones 

and Ruth Currier 
MUSICIANS 

Abraham Shevelov, violin David Lein, viola 
Norma Auzin, violin Moshe Amitay, 'cello 

Prepared in the chamber music class of Hans Letz 
Things of the night, riding the wind, beset the sleeper. Before terror can 

entirely take him, he gropes toward waking, tries to re-order the menace of 
nightmare into remembered kindness and comfort. But the spell will not unwind 
until,-suddenly, mercifully,-it breaks. 

The one asleep cries out: 
"What is in me, dark-

Illumine." 

Lament for Ignacio Sanchez Majias . .. .. .. .. .. . ... Music by Norman Lloyd 
Orchestration by Simon Sadoff 

First performed at Choreography by Doris Humphrey 
Bennington College Set by Michael Czaja 
Bennington, Vermont, June 1945 Costumes by Pauline Lawrence 

Based on the poem by Garcia Lorca 
Prologue 

The Catching and the Death 
The Spilling of the Blood 

Body Present 
Absent Soul 



PROGRAM NOTES, Continued 

DANCERS 
The Bu11-Fighter (Ignacio) .......................... .Jose Limon 
Figure of Destiny ......... ..... ......... ... ...... .. ...... Letitia Ide 
Figure of a Woman .... .............. .... ................ Ellen Love 

THE JUILLIARD ORCHESTRA, 
Frederick Prausnitz, Conductor 

The poem concerns the life and death of an Andalusian bull-fighter, and 
is in four parts, presented without pause. Beginning with the departure of 
Ignacio and his fatal wounding in the bull ring, the poem recalls his past glory 
and ends with a memory of the absent soul. The poet's words are expressed 
by two women: one, the inexorable figure who marks the destiny of Ignacio; 
the other, the anguishe~ one, who watches the well-loved hero. 

El Grlto ....................................................... . .......... Music by Silvestre Revueltas 
Choreography by Jose Limon 
Costumes by Consuelo Gana 

(First United States Performances) 

First performed at 
Palacio de Bellas Artes 
Mexico City, November 1951 

Beatriz Flores 
Betty Jones 
Ruth Currier 
Lavina Nielsen 
Lucy Venable 

The Awakening 
The Net 

The Festival 
The Silencers 
The March 

DANCERS 
Jose Limon 

Stuart Hodes 
David Wood 
Dick Fitz Gerald 
Michael Hollander 
Richard Anglund 

June Dunbar Ernesto Gonzales 
Pepi Hamilton Philip Capy 
Ellen Van der Hoeven Jeff Duncan 
Sandra Pecker Edward Green 
Russell Sohlberg Juan Valenzuela 

THE JUILLIARD ORCHESTRA 
Frederick Prausnitz, Conductor 

El Grito is the Shout or Cry, the Awakener. In his hands are the strands 
that are woven into a net. The making of the net gives joy to those making it 
and, seeing that it is good, they celebrate the accomplishment. Then come the 
Silencers and their dark triumph. But the Shout resurges and is brought back to 
life by those he awakened. 

El Grito was first performed in Mexico City under the title of Redes. It was 
commissioned by Miguel Covarrubias, the head of the Academia Nacional de 
la Danza. The music by Silvestre Revueltas was originally composed as a score 
for the film The Wave and was subsequently arranged into a symphonic suite. 
The script for the ballet is by the composer's brother, Jose Revueltas. 

The original title of the work, Redes, means "the nets", and alludes to the 
giganti c nets woven by the Mexican fishermen. 

PROGRAM NOTES, Continued 

fantasy and fugue In C Major and fugue In C Minor .. ....... .................. . 
(First New York Performances) Music by Wolfgang Amadeus Mozart 

Choreography by Doris Humphrey 
Decor by Doris Humphrey 

First performed at Costumes by Pauline Lawrence 
Fifth American Dance Festival 
Connecticut College 
New London, Connecticut, August 1952 

DANCERS 
Fantasy: Betty Jones, Jose Limon, Lavina Nielsen, Lucas Hoving 

Fugue in C Major: Pauline Koner and Ruth Currier 
Fugue in C Minor: Entire Company 
Julian Stein and Russell Sherman 

Pianists for Mr. Limon 

The Visitation .... ...... ............. . 
(First New York Performances) 

First performed at 
Fifth American Dance Festival 
Connecticut College 

. ... ......... ....... :Music by Arnold Schoenberg 
Choreography by Jose Limon 

Costumes by Pauline Lawrence 

New London, Connecticut, August 1952 
Piano pieces, Opus 11 ................................ Arnold Schoenberg 

DANCERS 
The man .......................................................... Jose Limon 
His wife. .. . .... ....... ... ..... .. ... ............... . Pauline Koner 
The stranger .... ... .............................. ........ Lucas Hoving 

Julian Stein, pianist for Mr. Limon 

This dance is based on the legend of the Annunciation, in which the lives 
of two lowly human beings were transfigured utterly after a visit by a celestial 
messenger. It tells of omnipotence and the great mystery of faith. "He hath put 
down the mighty from their seat, and hath exalted the humble and the meek." 

Day on Earth ........... . . ........... .... ....... .............. ....... Music by Aaron Copland 

First performed at 
Boston, Massachusetts, 1947 

Piano Sonata .. ... ......... . 

Choreography by Doris Humphrey 
Costumes by Pauline Lawrence 

. ................... .... ..... Aaron Copland 

DANCERS 
Man . .. . . .. .. .. .. .. ... . .... ... .. . .. .. .. . . . .Jose Limon 
Woman . . ... ............. .... .. ....... ..... .. ..... ...... .. .. Letitia Ide 
Young Girl .. ....... .. ........ ...... .. . .' . .... .. ..... ... ..... Ruth Currier 
Child ........ ..... ............... .... ....... ................... : ... Sally Hess 

Julian Stein, pianist for Mr. Limon 



PROGRAM NOTES, Continued 

Variations and Conclusion from New Dance .... ......... .. .. ..... .. ...... .. .... ..... .... . 
/Revival) Music by Wallingford Riegger 

Choreography by Doris Humphrey 
Set by Doris Humphrey 

First performed at Costumes by Pauline Lawrence 
Bennington College School of the Dance 
Bennington, Vermont, August 1935 

DANCERS 
Jose Limon David Wood 
Pauline Koner Russell Sohlberg 
Lucas Hoving Melisa Nicolaides 
Betty Jones June Dunbar 
Ruth Currier Dick Fitz Gerald 
Lavina Nielsen Michael Hollander 

Julian Stein and Russell Sherman 
Pianists for Mr. Limon 

The Queen's Eplcedlum ......... ....... .... .. ... . 
(F irst New York Performances/ 

First performed at 
Fifth American Dance Festival 
Connecticut College 
New London, Connecticut, August 1952 

DANCERS 
Letitia Ide 

. .... Music by Henry Purcell 
Choreography by Jose Limon 

Decor by Pauline Lawrence 
Costumes by Pauline Lawrence 

Ruth Currier Lavina Nielsen 
MUSICIANS 

Harriet Wingreen, harpsichord 
Moshe Am itay, 'cello 
Sung by Betty Jones 

Elegy on the death of Queen Mary - 1695 

This Ep icedium, or Funera l Ode, refers to the dead sovereign as Queen of 
Arcadia, and tells of the grief of the nymphs and shepherds. The sonorous 
Latin verses speak of the broken lyre and a world fi lled with tears, and how 
the la mbs no longer fro lic but are lost and dying. It ends on a note of con
solation fo r the unhappy Arcadians, pointing to the Queen's star, shining 
brightly in the distant heavens. 

La Malinche ..... ....... .. . . ................. Music by Norman Lloyd 
First performed a t 
Boston, Massachusetts, 1949 

Choreography by Jose Limon 
Costumes by Pauline Lawrence 

DANCERS 
La Ma linche .......................................... Pa uline Koner 
El Conquista dor .... ............................ Lucas Hoving 
El Indio.. . .............................. .................... .Jose Limon 

MUSICIANS 
Vincent La Selva, trumpet 

Speros Karas, percussion Julian Stein, piano 
Sung by Betty Jones 

PROGRAM NOTES, Continued 

La Malinche is a dance about the conquest of Mexico by Cortez. Its form is 
set in terms of a group of strolling peasants coming into a village plaza, per
forming their dance-play, and marching on to the next village. 

The dance-play itself, half history and half folklore, is based upon the 
following sequences of events: 

Cortez, on his arrival in Mexico, was presented with Malintzin, an Indian 
princess, to act as his interpreter. Through her complete devotion to him and 
by her native astuteness, she enabled Cortez to conquer Mexico. Baptized Dona 
Marina, she became an important figure behind the rule of Cortez, and died a 
great lady. After her death, popular legend arose that her repentant spirit 
returned to lament and to expiate her ancient treachery. For her, no peace 
existed while her betrayed people were enslaved. As the wild Malinche, she 
returned to lead her people in their struggle toward liberation. 

The Moor's Pavone ........ Music by Henry Purcell Arranged by Simon Sadoff 
Choreography by Jose Limon 

First performed at Costumes by Pauline Lawrence 
Second American Dance Festival 
Connecticut College 
New London, Connecticut, August 1949 

DANCERS 
The Moor. ... .... .... ..... ......... .. ....... . . ....... Jose Limon 
His Friend .. ... ......... ..... .............. . ... . .. Lucas Hoving 
His Friend's Wife . ... ... .... ....... ..... . .. .... Pauline Koner 
The Moor's Wife .. . ...... .............. .... Betty Jones 

VIOLINS 
Murray Adler 
Norma Auzin 
Mary Katz 

MUSICIANS 

Martha Marshall 
Moshe Murvitz 
Abraham Shevelov 
Barbara Campbell 
Shirley Givens 
David Lein 
Hermilo Novelo 
Gino Sambuco 

VIOLAS 
Donald Hopkins 
Anne Denton 
Arnold Magnes 
Seymour Wakschal 

'CELLOS 
Moshe Amitay 
Leonard Feldman 
David Freed 

BASS 
Samuel Gill 

HARPSICHORD 
Harriet Wingreen 

Frederick Prausnitz, Conductor 

Variations on the Theme of Othello 

This ballet with choreography by Jose Limon won the Dance Magazine 
award for outstanding creation in the field of American modern dance. The 
dance takes its theme from the basic plot of Othello, which is told completely 
within the form of the dance. The four characters are on the stage at the rise 
of the curtain and they never leave it. Here is portrayed the tragedy of Every
man when he is caught in the pattern of tragic living. The ballet is therefore 
timeless in its implication. 
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(First New York Performances) Music by Wolfgang Amadeus Mozart 

The Visitation ......... .... ......... . .. .. ......... .... .. 
(First New York Performances) 

Choreography by Doris Humphrey 
. Music by Arnold Schoenberg 

Choreography by Jose Limon 

INTERMISSION 

Day on Earth ........................ . .............. Music by Aaron Copland 
Choreography by Doris Humphrey 

Variations and Conclusion from New Dance ..... Music by Wallingford Riegger 
(Revival) Choreography by Doris Humphrey 

Saturday, December 13 and Sunday, December 14 

JUILLIARD CHAMBER ENSEMBLES 
Frederick Prausnitz, Conductor 

The Queen's Epicedium ... .. ...................................... Music by Henry Purcell 
(First New York Performances) Choreography by Jose Limon 

Night Spell ................................ .. 
(First New York Performances) 

La Malinche .............. . 

..................... .. ... Music by Priaulx Rainier 
Choreography by Doris Humphrey 

INTERMISSION 

.. Music by Norman Lloyd 
Choreography by Jose Limon 

The Moor's Pavone . ............... Music by Henry Purcell arranged by Simon Sadoff 
Choreography by Jose Limon 

h 
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The Exiles ........................... .... ..... .. .. 
(First New York Performances) 

First performed at 
Third American Dance Festival 
Connecticut College 

..... ........ .......... Music by Arnold Schoenberg 
Choreography by Jose Limon 

Decor by Anita Weschler 
Costumes by Pauline Lawrence 

New London, Connecticut, August 1950 
Second Chamber Symphony .... ...... ...... Arnold Schoenberg 

First movement - The Flight 
Second movement - The Remembrance 

DANCERS 
Jose Limon and Letitia Ide 

THE JUILLIARD ORCHESTRA 
Frederick Prausnitz, Conductor 

"They, looking back, all the eastern side beheld 
Of Paradise, so late their happy seat." 

Paradise Lost, John Milton 

Night Spell .... ....................... ... ....... .. .... . .... .. ...... ... ........ Music by Priaulx Rainier 
(First New York Performances) 

First performed at 
Choreography by Doris Humphrey 

Fourth American Dance Festival 
Connecticut College 

Set by Charles Oscar 
Costumes by Pauline Lawrence 

New London, Connecticut, August 1951 
String Quartet Number One ............... Priaulx Rainier 

DANCERS 
The Sleeper ....... ... .... .... ................... .. ......... .Jose Limon 
Night Figures ... .. ..... .... .. .. Lucas Hoving, Betty Jones 

and Ruth Currier 
MUSICIANS 

Abraham Shevelov, violin David Lein, viola 
Norma Auzin, violin Moshe Amitay, 'cello 

Prepared in the chamber music class of Hans Letz 
Things of the night, riding the wind, beset the sleeper. Before terror can 

entirely take him, he gropes toward waking, tries to re-order the menace of 
nightmare into remembered kindness and comfort. But the spell will not unwind 
until,-suddenly, mercifully,-it breaks. 

The one asleep cries out: 
"What is in me, dark-

Illumine." 

Lament for Ignacio Sanchez Majfas ........ .. ...... .. .... Music by Norman Lloyd 
Orchestration by Simon Sadoff 

First performed at Choreography by Doris Humphrey 
Bennington College Set by Michael Czaja 
Bennington, Vermont, June 1945 Costumes by Pauline Lawrence 

Based on the poem by Gorda Lorca 
Prologue 

The Catching and the Death 
The Spilling of the Blood 

Body Present 
Absent Soul 



PROGRAM NOTES, Continued 

DANCERS 
The Bull-Fighter (Ignacio) ............... ......... .. Jose Limon 
Figure of Destiny ................ .......................... .Letitia Ide 
Figure of a Woman ..................................... Ellen Love 

THE JUILLIARD ORCHESTRA 
Frederick Prausnitz, Conductor 

The poem concerns the life and death of an Andalusian bull-fighter, and 
is in four parts, presented without pause. Beginning with the departure of 
Ignacio and his fatal wounding in the bull ring, the poem recalls his past glory 
and ends with a memory of the absent soul. The poet's words are expressed 
by two women: one, the inexorable figure who marks the destiny of Ignacio; 
the other, the anguished one, who watches the well-loved hero. 

El Grlto ........................ ..... .......... ... ...... ................ .... Music by Silvestre Revueltas 
(First United States Performances) Choreography by Jose Limon 

First performed at Costumes by Consuelo Gana 
Palacio de Bellas Artes 
Mexico City, November 1951 

Beatriz Flores 
Betty Jones 
Ruth Currier 
Lavina Nielsen 
Lucy Venable 

June Dunbar 
Pepi Hamilton 

The Awakening 
The Net 

The Festival 
The Silencers 
The March 

DANCERS 
Jose Limon 

Stuart Hodes 
David Wood 
Dick Fitz Gerold 
Michael Hollander 
Richard Anglund 

Ernesto Gonzales 
Philip Copy 

Ellen Van der Hoeven 
Sandra Pecker 

Jeff Duncan 
Edward Green 
Juan Valenzuela Russell Sohlberg 

THE JUILLIARD ORCHESTRA 
Frederick Prausnitz, Conductor 

El Grito is the Shout or Cry, the Awakener. In his hands are the strands 
that are woven into a net. The making of the net gives joy to those making it 
and, seeing that it is good, they celebrate the accomplishment. Then come the 
Silencers and their dark triumph. But the Shout resurges and is brought back to 
life by those he awakened. 

El Grito was first performed in Mexico City under the title of Redes. It was 
commissioned by Miguel Covarrubias, the head of the Academia Nacional de 
la Danza. The music by Silvestre Revueltas was originally composed as a score 
for the film The Wave and was subsequently arranged into a symphonic suite. 
The script for the ballet is by the composer's brother, Jose Revueltas. 

The original title of the work, Redes, means "the nets", and alludes to the 
gigantic nets woven by the Mexican fishermen. 

PROGRAM NOTES, Continued 

fantasy and fugue In C Major and fugue In C Minor .. .... ....... .... ... ... ..... . 
/First New York Performances) Music by Wolfgang Amadeus Mozart 

Choreography by Doris Humphrey 
Decor by Doris Humphrey 

First performed at Costumes by Pauline Lawrence 
Fifth American Dance Festival 
Connecticut College 
New London, Connecticut, August 1952 

DANCERS 
Fantasy: Betty Jones, Jose Limon, Lavina Nielsen, Lucas Hoving 

Fugue in C Major: Pauline Koner and Ruth Currier 
Fugue in C Minor: Entire Company 
Julian Stein and Russell Sherman 

Pianists for Mr. Limon 

The Visitation .. ............ ....... .... . ............ ......... ... ......... Music by Arnold Schoenberg 
/First New York Performances) Choreography by Jose Limon 

First performed at 
Fifth American Dance Festival 
Connecticut College 
New London, Connecticut, August 1952 

Costumes by Pauline Lawrence 

Piano pieces, Opus 11 .... .... ... ..................... Arnold Schoenberg 

DANCERS 
The man ........ ..... .. ...... .... .... ......... .... .. .......... .. Jose Limon 
His wife ........ .... ....... ...... ..... ..... ..... .... .. ...... Pauline Koner 
The stranger .............. .... .... ....................... .Lucas Hoving 

Julian Stein, pianist for Mr. Limon 

This dance is based on the legend of the Annunciation, in which the lives 
of two lowly human beings were transfigured utterly after a visit by a celestial 
messenger. It tells of omnipotence and the great mystery of faith. "He hath put 
down the mighty from their seat, and hath exalted the humble and the meek." 

Day on Earth ............. .......... .. .. . ............ .. ....................... Music by Aaron Copland 
Choreography by Doris Humphrey 

First performed at Costumes by Pauline Lawrence 
Boston, Massachusetts, 1947 

Piano Sonata ............ ......................... ..... ...... ....... .... Aaron Copland 

DANCERS 
Man ................ .. ... ........ ........ ...... ....... ........... . .Jose Limon 
Woman ...... ... ............ ... .... ... ..................... .. ... Letitia Ide 
Young Girl. ........ .. ................ ....................... Ruth Currier 
Child ....... ...... ... ........... .. ...... .... .... .... .. ...... .... .. Sally Hess 

Julian Stein, pianist for Mr. Limon 



PROGRAM NOTES, Continued 

Variations and Conclusion from New Dance ........ ........... .. ..... .......... .......... . 
(Revival) Music by Wallingford Riegger 

Choreography by Doris Humphrey 
Set by Doris Humphrey 

First performed at Costumes by Pauline Lawrence 
Bennington College School of the Dance 
Bennington, Vermont, August 1935 

DANCERS 
Jose Limon David Wood 
Pauline Koner Russell Sohlberg 
Lucas Hoving Melisa Nicolaides 
Betty Jones June Dunbar 
Ruth Currier Dick Fitz Gerald 
Lavina Nielsen Michael Hollander 

Julian Stein and Russell Sherman 
Pianists for Mr. Limon 

1he Queen's Eplcedium .............................................. Music by Henry Purcell 
(First New York Performances) Choreography by Jose Limon 

First performed at 
Fifth American Dance Festival 
Connecticut College 
New London, Connecticut, August 1952 

DANCERS 
Letitia Ide 

Decor by Pauline Lawrence 
Costumes by Pauline Lawrence 

Ruth Currier Lavina Nielsen 
MUSICIANS 

Harriet Wingreen, harpsichord 
Moshe Amitay, 'cello 
Sung by Betty Jones 

Elegy on the death of Queen Mory - 1695 

This Epicedium, or Funeral Ode, refers to the dead sovereign as Queen of 
Arcadia, and tells of the grief of the nymphs and shepherds. The sonorous 
Latin verses speak of the broken lyre and a world filled with tears, and how 
the lambs no longer frolic but ore lost and dying. It ends on a note of con
solation for the unhappy Arcadians, pointing to the Queen's star, shining 
brightly in the distant heavens. 

La Mallnche ....... . ..... .. ................... ....... ... .... ..... .. .. Music by Norman Lloyd 
First performed at Choreography by Jose Limon 
Boston, Massachusetts, 1949 Costumes by Pauline Lawrence 

DANCERS 
La Malinche ............ . 
El Conquistador . ....... ...... .. ....... . 
El Indio ... ...... . ..... ...... .. ...... .. .. . 

..... .. Pauline Koner 
.... Lucas Hoving 
...... .Jose Limon 

MUSICIANS 
Vincent la Selva, trumpet 

Speros Karas, percussion Julian Stein, piano 
Sung by Betty Jones 

PROGRAM NOTES, Continued 

La Malinche is a dance about the conquest of Mexico by Cortez. Its form is 
set in terms of a group of strolling peasants coming into a village plaza, per
forming their dance-play, and marching on to the next village. 

The dance-play itself, half history and half folklore, is based upon the 
following sequences of events: 

Cortez, on his arrival in Mexico, was presented with Malintzin, an Indian 
princess, to act as his interpreter. Through her complete devotion to him and 
by her native astuteness, she enabled Cortez to conquer Mexico. Baptized Dona 
Marina, she became an important figure behind the rule of Cortez, and died a 
great lady. After her death, popular legend arose that her repentant spirit 
returned to lament and to expiate her ancient treachery. For her, no peace 
existed while her betrayed people were enslaved. As the wild Malinche, she 
returned to lead her people in their struggle toward liberation. 

The Moor's Pavane ....... Music by Henry Purcell Arranged by Simon Sadoff 
Choreography by Jose Limon 

First performed at Costumes by Pauline Lawrence 
Second American Dance Festival 
Connecticut College 
New London, Connecticut, August 1949 

DANCERS 
The Moor .... ................ .... .... ......... ....... .. .. ..... .. .Jose Limon 
His Friend ......... . ........ ................. Lucas Hoving 
His Friend's Wife. .. ....... .... ... .... ........ Pauline Koner 
The Moor's Wife. ............. ... . .. Betty Jones 

VIOLINS 
Mu.rroy Adler 
Norma Auzin 
Mory Katz 

MUSICIANS 

Martha Marshall 
Moshe Murvitz 
Abraham Shevelov 
Barbara Campbell 
Shirley Givens 
David Lein 
Hermilo Novelo 
Gino Sambuco 

VIOLAS 
Donald Hopkins 
Anne Denton 
Arnold Magnes 
Seymour Wakschal 

'CELLOS 
Moshe Amitay 
Leonard Feldman 
David Freed 

BASS 
Samuel Gill 

HARPSICHORD 
Harriet Win green 

Frederick Prausnitz, Conductor 
Variations on the Theme of Othello 

This ballet with choreography by Jose Limon won the Dance Magazine 
award for outstanding creation in the field of American modern dance. The 
dance takes its theme from the basic plot of Othello, which is told completely 
within the form of the dance. The four characters ore on the stage at the rise 
of the curtain and they never leave it. Here is portrayed the tragedy of Every
man when he is caught in the pattern of tragic living. The ballet is therefore 
timeless in its implication. 



STAFF 
Stage Managers ..... ........................ .. ............... ...... .. Dick Fitz Gerald, Tharon Musser 
Master Electrician ................................... ... ... ................ ... ......... ........ ......... Murray Sigel 
Master Carpenter ... ......................... ......... ... ..... .. ............ .. ............ . Frederick Strassburg 
Carpenter .................. .................................................. .............. .. ... .Jacob Rosboug, Jr. 

Costumes executed by Nelly Hatfield and Betty Parson 

Stuart Hodes is appearing by courtesy of the Martha Graham Dance Company. 
David Wood is appearing by courtesy of the New Dance Group Company. 

Beatriz Flores is appearing by courtesy of the 
Academia Nacional de la Danza, Mexico City 

PERSONNEL OF 
THE JUILLIARD ORCHESTRA 

VIOLINS FLUTES 
Abraham Shevelov Kenneth Schmidt 
Mary Katz Ramona Dahlberg 
Moshe Murvitz 
Martha Marshall OBOES 
Norma Auzin Henry Schuman 
Murray Adler Sara Reinking 
Raymond Page 

CLARINETS Joseph Lanza 
Barbara Campbell Donald Lituchy 

Shirley Givens Munroe Miller 

Gino Sambuco BASSOONS 
Mary Freeman Jerome Rabinowitz Hermilo Novelo Arthur Weisberg David Lein 
David Davis HORNS 
Corinne Johnson Ralph Froelich 

VIOLAS Richard Reissig 
Donald Hopkins 
Anne Denton TRUMPETS 
Seymour Wakschal Ronald Kutik 
Inga Mark Donald Reinberg 
Sally Thomas 

TROMBONES Arnold Magnes · 
Arthur Mitzman Myron Margulies 

'CELLOS Sidney Brantley 

Moshe Amitay TUBA 
David Freed Harvey Phillips 
Leonard Feldman 
Nina Palasanian PERCUSSION 
Edmond Bosson Albert Pollick 

BASSES 
Marvin T opolsky 

Speros Karas 

James Bond PIANO 
Samuel Gill Julian Stein 

FIRE NOTICE-Please look around now and choose the nearest 

ex it to your seat . In case of fire, walk (do not run} to that exit. • 
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7. THE DOVES 1 NEST John Hawkins 
This dance, based upon a short story by 
Katherine Mansfield, is an expression of 
the uselessness and non-creativity in the 
lives of three women tied to Victorian 
conventions. 

Choreography - Yvonne Franz 

Maid • • • • . . • . . • . . • . . . • • Frances Smith 
Mother·••······•••• Carol Rubenstein 
Daughter • • . . . • . • . • • • • • • • • • Janet Gay 
Companion••··••••••••·• Yvonne Franz 
Gentleman Caller •• Harvey Lichtenstein 

8. CHANGELING Arnold Schoenberg 

9. 

A dance of adolescence, inspired 
by Picasso's blue-period clowns. 

Choreographed and danced by Ruth Liebling 

JUBILEE Wallingford Ri~gger 

This is a dance affirming faith in today 
and belief in tomorrow. 

Choreography - Carol Bondy 

Danced by Carol Bondy and Harvey Lichtenstein 
and Yvonne Franz, Janet Gay, Martha Haskell, 
Frances Smith 

CREDITS FOR BENNINGTON COLLEGE 

Faculty Advisors: William Bales, Letitia Evans 

Co-chairmen: Yvonne Franz, Janet Gay 

Pianist: Sibyl Totah 

Stage Manager: Carol Rubenstein 
Assistant: Martha Haskell 

Costumes: Executed by the students under the direction 
of William Sherman 

Student supe rvisor: Frances Smith; 
Assistant: Aileen Passloff 

Members of the Dance Group: Carol Bondy, Yvonne Franz, 
Janet Gay, Martha Haskell, Harvey Lichtenstein, 
Ruth Liebling, Aileen Passloff, Carol Rubenstein, 
Frances Smith, Sibyl Totah. 

CREDITS FOR JUILLIARD SCHOOL CF MUSIC 

Master Electrician: 
Master Carpenter: 
Carpenter: 

Murray Sigel 
Frederick Strassburg 
John Downey 





PROGRAM 

Lecture-Demonstration: Let's Be Basic 

Antony "f udor 
Demonstration by students of the Depa rtment of Da nce: 

Barbara Rosing 
Georgette Weisz 

Dance: Exercise Piece (First performance) 
· Arra nged especia ll y for this performance by Antony Tudor 

Stri ng Quartet No. 2 in A Ma jor. .... ..... ... ... . ....... ... ..... .. . .. Arriaga y Balzola 
Allegro con brio 
Theme and Variations: Andante 
Andante ma non troppo - Allegro 

Norma Auzin, violin 
Dona ld Hopkins, violin 
David Lein, viola 
Moshe Amitay, 'cello 

Danced by students of Juilliard Department of Dance 

Carolyn Brown 
Sally Holroyd 
Carol Kelly 
Nancy King 
Florence Mayer 
Sharon Seif 

Sally Bowie 
Caroline Bristol 
Toby Freyman 
Martha Jane Schuh 

Lucille Bodda 
Madeline Cantarella 
Faith Daltry 
Andra Goldberg 
Penelope Kerr 

William Aubry 
Peter DeMaio 
Richard Englund 
Jerry Kurland 
Paul Taylor 
Charles Wadsworth 

Nancy Mount 
Joan Parmer 
Alethea Randolph 
Elizabeth Stanley 
Gail Valentine 

Alfred Kaine, rehearsal pianist for Antony Tudor 

INTERMISSION 

----

Lecture-Demonstration: What Dances Are Made Of 

Doris Humphrey 
Demonstration by students of the company 

Dance: "Desert Gods" from Song of the West .. ... ....... ... .. Roy Harris 
Choreography by Doris Humphrey 

John Wallowitch, piano 
Hazel Johnson, piano 
Ramona Dahlberg, flute 
Nell Allen, mezzo-soprano 
Speros Karas, percussion 

Danced by students of Juilliard Department of Dance 

Rena Gluck 
Andra Goldberg 
Audrey Golub 
Vera Gottlieb 
Florence Mayer 
Alethea Randolph 

Harry Bernstein 
John Coyle 
Paul Taylor 
Charles Wadsworth 

Barbara Rosing 
Martha Jane Schuh 
Patricia Sparrow 
Ellen van der Hoeven 
Georgette Weisz 
Deborah Zall 

Alternates: Peter DeMaio and Muriel Topaz 

Els Grelinger, assistant to Doris Humphrey 

* 
Stage Manager and Lighting .. ... ....... .... .. .......... .......... ..... ........ ..... ..... Tharon Musser 

Master Electrician ....... ............... .. .... .. .. .. .. ..... ... .... ... ... ....... ...... ... .. ....... .. ... Murray Sigel 

Master Carpenter ...... .. ....... ..... ... ...... .. .... ................ ..... ......... ... .... Frederick Strassburg 

Carpenter ..... ... ........ ... ... .. ...... ..... ... .. .... .... .... ... .... .. ........ ... ... .. .... .. ..... .. .... . .John Downey 

The music for the Arriaga String Quartet was made available through the 
courtesy of the International Music Company. 





Sybil Shearer, and Eleanor Kin 1;. Miss Humphrey has been a rn<.:;mbcr of the 

Juilliard Departmont of Dance since its founding last year. 

J,ntony Tudor started his career in London. All of his ec.rly 

balle t,s were done for the Ballet Rambert, the resident company of the Bnllet 

Club, which he assisted in forrning. t,mong the 1.v0rks which he produced '.'li th 

this company \'1ere 11 Crossgartered" in 1931 and "Lysistrata" in 1932. "LiJ.ac; 

Garden 11 , 1,·hich Mr. Tudor wrote for the Ballet Rambert in 1936, has recently 

bE::cm performed in ti1is country both by the Ballet Theatre 1::,_nd thn City Center 

B2.llet. His "Dctrk Elegies 11 in 1937 was the last nork Hhich Mr. Tudor did for 

the baJ.let Rambert. 

Mr. Tudor then founded his own company, the London Ballet, c:1t 

Toynbee Hall and there produced, among other 11ork.s, his 11 Gala. Perfc,:rm[d:Ce 1J. 

In the :neuntirne he had dis tinguish8d himself 2.s dir.:;ctor oi the ballet at 

CovEnt Garden for t11e International Season of Operas. 

1\.n tony Tudor came to the United Sta tE-s t o join the ne·;.;ly 1 ormed 

"Ballet The0tre 11 for v,hich he choreographed his "Pillar of Fire", "Romeo and 

Juliet", "Undertow" ru1d 11 S.hudo\1 of the \.:ind 11 • He left the Ballet Theatre to 

become director of tho ballet at the Swedish Royal Oper&, returnin 6 to New York 

to reorganize the 1Vletropoli tan Opera Ballet School, oi' \vnich he is the Di:cector . 

Nlr. Tudor is c1 ch&rter memher of the faculty of the Juilliard Dep0.rt1nen t of 

Dance, hLLving joined it at the till,e of its foundin,; last yetir. 

---~---,C .. .,..._. II 111 I 1--A.D I"\ ~ UOI"\ 1 o 
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Space available: 
IHG - Int. Hse.Gym. 
IHGR - Int. Hse.Game Room 
Rm. 610 - 12:JO on 
Rm. 102 

1~§.12_AY 

------------·-·--------- ·---------·--·---·---·---·-- _ _, ___ ---
IHG IHGR Rm. 610 Rm.J,02 

Other 
Rooms 

Academic 
Studies 

----- --------------··--·-·- ·-------- ------- ·-------·--
9:00 - 10:15 

· Ballet 2B 
IHG 
Soukup 
Kueter, Acc. 

(Lunch 11:50 - 12:45) 

2:30 - 4:00 
Ballet 2A & 3 
IHG 
Tudor 
Kueter, Acc. 

4:15 - 6:15 
Tudor Repertory 
Tudor 
IHG 
Wright, Acc. 

1:15 - 2:15 
Keyboard 
IHGR 
Lanfer 

12:45 - 2:15 
Modern 2 
Rm.610 
Yuriko 
Millington,Acc. 

9:00 - 10:JO 
Notation J 
Hutchinson 
Rm. 102 

10:JO - 11:JO 
Keyboard 
Room 102 
McGeary 

9:15 -
10:15 
L. 8c M. 
Rm. 409 
Modlish 

11:00 -
12:00 
L. & M, 
Room 409 

11:45 - 12:15 Modlish 
Notation Reading 
Hutchinson 
Rm. 102 

2:JO - 4:00 
Modern J 
Rm. 610 
Yuriko 
Millington, 

12:45 - 2:15 
Ace, Notation 2 

i~: 15 - 5:45 
Modern 1 
Rm. 610 
Yuriko 
MiJ.lington,Acc. 

Rm. 102 
Hutchinson 

J:45 - 4:30 
Keyboard 
Ianfer 
Rm. 102 

4:30 - 5:30 
Keyboard 
Lanfer 
Rm. 102 

(9:00 - 10:20 
(HiDt, IV 

( 10: 30 - 11: 5( 
(Acoustics 
(Lit.III 
(also Fri. 
(Lit. IV 
(Hist.V 



Space available: 
DIG - Int .Hse. Gym. 
IHGR - Int. Hse.Game Room 
Rm. 610 
Rm. 102 

----·- ·--- ------··--·-------------... ----- ... --... ... -

}1ED.N1~SDA Y 

II-IG IHGR Rm. 610 Rm. 102 Other Academic 
-----·-- .. ·· ----- --· ------ -------· --------· ---·----- ---·--·· ... ______ __ E.opms ______ ..s_t.u.ci.i~.a _____ _ 
9:0(: - 10:30 
Ballet 2A 
IHG 
Tudor 
Sawyer, Ace. 

10:45 - 12:00 
Ballet 2B 
Gavers 
IHG 
Johnson, Acc. 

9:00 - 10:30 
Ballet 3 (Toe) 
Rm. 610 
Gavers 
Johnson, Acc. 

10:45 - 12:15 11:00 - 12:00 
Modern Forms L. & M. 
Rm. 610 Rm. 102 
Horst Modlish 

(Lunch 12il5 - 1:00) 

2:15 - 3:45 
2:15 - 3:45 
Pre-Classic 
Forms 

2:15 - 3:45 
Comp. Mat. 
Hill 

Modern 3 
DIG 
Graham or Cohan 
Wright, Acc. 

4:00 - 5:30 
Modern 2 
IIIG 
Graham or Cohan 
Wright, Acc. 

Rm. 610 
Horst 

4:0o - 6:oo 4:0r - 5:oo 
Humphrey Musicians 
Repertory Class 
IHGR Rm. 610 
Humphrey Hill 
Grelinger,AsAt. Sawyer, Acc. 

Rm. 102 
Johnson, Acc. 

1:00 - 2:00 
Concert 



Space available: 
IHG - Int. Hse. Gym. 
IHGR - Int. Hse. Game Room 
Rm. 102 

----·-----..... 

THlJF.§PAY 

--------·----
IHG IHGR Rm. 610 Rm.102 Other Rooms 

Academic 
Stucies 

------------
9:00 - 10:20 
1:odern 1 
IHG 
Cohan 
Ribbink, Acc. 

9:15 - 10:15 
Rhythmic Tr. 
IHGR 
Johnson 

10:30 - 12:00 
10:30 - 12:30 Modern 2 
Tudor IHGR 
Repertory Cohan 
IHG Millington, Acc. 
Tudor 
Wright, Acc. 

l2g45 - 2:10 
Ballet 2B 
IHG 
Soukup 
Wright, Acc. 

(Lunch 12:0C - 12:45) 

1:15 - 2:15 
Ballet 2A 
IHGt 
Tudor 
Acc. Johnson 

1:45 - 2:25 
Keyboard 
Johnso 
Rm. 102 

12:00 - 12:45 
L. &. ] • Lunch 
Johnson 

/" 
1:15 - 2:15 
L. & M. 
Room 408 
Mocllish 

2:30 - 3:50 
L. & M. Lecture 
Rm. 606 
Lloyd 

4:00 
Dance Hist. 
Seminar 

5:30 - 7:00 Hill 
Staff Class 
Akimoto 
Rm. 102 
(6:30 - 7:00 
practice) 

Fast, acc. 

4:00 - 5:20 
Eng.I also 
MF. 

Hist. III -
Rm. 03 
V.A.IV 
Lit.V 

4:20 - 6:00 
SS.II 
Rm. 322 
also MF 



FRIDAY 

Space nvailable: 
IHG - Int. Hse. Gym. 
IHGR - Int. Hse. Game Room 
Rm. 610 - 1:00 - 4:00 p.m. and 6:30 on. 

IIIG IHGR Rm.610 Rm. 102 
Academic 

Other Studies 
---------------- rO,QPl/3 ----· -----·----

9:00 - 10:30 
Ballet 2B 
IHG 
Gavers 
Acc. Wright 

10:35 - 12:00 

9:00 - 10:30 
Pre-Classic 
Forms 
IHGR 
Neumann 
Johnson, Acc. 

Modern 1 10:45 - 12:00 
IHG Modern Forms 
McGehee Neumann 
Lester, Acc. IHGR 

Johnson, Acc. 
(Lunch 12:00 - 1:00 or l:OC - 2:00) 

2:3(' - !~: 00 
Ballet 3 
IHG 
Cro.ske 
Kueter, Acc. 

4:00 - 5:30 
Mor1ern 3 
IHG 
McGehee 
Liebling, Acc. 

1:00 - 1:30 
Keyboard 
IHGR 
Johnson 

2:30 - 4:00 
Modern 2 
IHGR 
McGehee 
Wright, Acc. 

4:30 - 6:30 
Country Dance 
and Fol."!( Song 
Group 
Rm. 610 
Singer 
Jenkins, Acc. 

12:00 - 1:00 
Keyboard 
IHGR 
McGeary 

4:00 - 5:30 
Prep . Div. 
Teenagers 
Lang 
Rm. 102 
Wright, Ace . 

12:40 - 2:20 
Rm. 512 
SS,II,Also 
M. Th, 

1:00 - 2:15 
Dance Hist, 
& Grit. 
Rm. 06 
Hill 1:00 - 2:20 

Lit.III Rm,409 
also Tues. 

4:00 - 5:20 
Eng.I also 
M,Th. 

4:00 - 5:20 
Lit.III Rm.409 
Also Hon. 

************************************************************************************ 

JUILLi tRD 9.JiFETE;RL\ 

Mond~ .. - Frid~ 

11:30 - 4:30 p.m. 

11:00 a.m. - 2:00 p.m. 

INTETINATIONi~L HOUSE __ CAFETEP.IA 

Breakfast 7:30 - 10:00 a,m. 
Lunch 11:30 - 1:30 p.m. 
Dinner 5:30 - 7:30 p.m. 

SNACK BAR 

10:00 a.m. - 11:30 a.m. 
1:30 p.m. - 5:00 p.m. 
7:30 p.m. - 11:00 p.m. 



Space available: 
IHG - Int. Hse. Gym. 
IHGR - Int. Hse. Game Room 
Rm. 102 
Rm. 607 

---------- -·------
IHG 

9:15 - 10:45 
Modern 1, 2, 3 
IHG 
Hodes 
Lester, Acc. 

11:00 - 12:30 
Ballet 2B, 2A, 3 
IIIG or stage 
Tudor 
Kueter, Acc. 

SATURDAY 

_______ ........ _ ... _, __ _ ----------
Rm. 610 

10:00 - 1:30 
Prep. Div. 
Lang 
Wright, Ace. 

Rm. 102 Other Rooms 

-------·--------
10:00 - 1:30 
Prep. Div. 
Birsh 
Hillington, Acc. 

Spring recess begins Wednesday April 1 at 9:00 a.m. 
Classes resume April 8 at 9:00 a.m. 

Commencement Friday May 29th, 1953 at 5:00 p.m. 

]ANCE FACULTY 195Z-.=, _1953 

Margaret Craske 
Martha Graham 
Martha Hill 
Louis Horst 
Doris Humphrey 

Ann Hutchinson 
Helen Lanfer 
Antony Tudor 

ASSIST !JJT TEACJIBRS. 

Alfredo Corvino (For Mr. Tudor) 
Robert Cohan (For Miss Graham) 
Na ttlyn Ga vers (For Mr. Tudor) 
Stuart Hodes (For .Miss Graham) 
Helen McGehee (For Miss Graham) 
Natanya Neumann (For Mr. Horst) 
Yuriko Kikuchi (For Miss Graham) 
Marian Soukup (For Mr. Tudor) 
Els Grelinger (For Miss Humphrey) 
SU~STIJUTE TELCHERS 
Patricia Birsh 
Linda Margolies 

NtJE§~ 

Mrs. Ray Donner, R.N. 
Room 208 
l0g 00 - 3:00 
(Lunch 12:30 - 1:00) 

DANCE L. & M. F AQY.J,TY 

Norman Lloyc, Chairman 
Hazel Johnson 
Helen Lanfer 
George licGeary 
Margaret lfodlish 

P~P/iR!,TORY DIVISION 
~LTY 

Patricia Birsh 
Pearl Lang 

AC_QOHP!JHSTS 

Norma Fast 
Ralph Gilbert 
John Hawkins 
Ben Jenkins 
Hazel Johnson 
Paul Kueter 
Eugene Lester 
Joseph Liobling 
Herbert Millington 
Thomas E. Ribbink 
Betty Sawyer 
Leslie Wright 

DiillQE DEPJJ\TEEHT 
E~CQTIVE §~CRETJ.RY 

Doreen Vctllis 













Juilliard School of Music gratefully acknowledges 
the valuable assistance of the Music Division 
of the New York Public Library, the British Council 

and the British Information Service. 

BRITISH EMBASSY, 

WASHINCTON. 

In this year of the Coronation of Her Majesty 
Queen Elizabeth II, I am glad to salute a Festival 
of British Music 1n the great city of New York. 

The programmes" for this series of concerts, 
which range from Blow and Lawes to Rubbra and 
Britten! Walton and Tippett, do honour to the 
initiat ve1 scholarship and taste of the 
Juilliard ~chool of Music; and I am confident 
that my country's composers will be well served 
1n their performance. 

As Her Britannic Majesty's representative 
1n the United States, I send my congratulations 
to the Festival and my best wishes for its 
success. 



On behalf of the Directors, Faculty, Administration 
and Students of the School, I welcome each of you to this 
Festival of British Music. The preparation of the works on 
these programs has afforded us the opportunity of study
ing afresh the rich heritage of British music of an earlier 
day and the active contemporary scene. Added to the 
intrinsic reward of our study is the knowledge that in pre
senting this Festival we are saluting the spiritual and 
intellectual manifestations of a great people as revealed 
through their music. 

William Schuman 
President, Juilliard School of Music 

1 

i I 
u 

FIRST EVENING: Wednesday, December 2, at 8 :30 p.m., Concert Hall 

The Juilliard Orchestra 
Jean Morel, conductor 

"God Save the Queen" 
The Star Spangled Banner 

Symphony No. 5 in B flat, Op. 63 ( 1948) 

Adagio-Allegro energico 
Allegro moderato 
Grave 

Allegro vivo 

Symphonic Suite for Strings (1951) 

Allegro con brio 

Poco lento, languido ma grazioso 
Vivace e robusto-Theme and variations-Vivace robusto 

INTERMISSION 

Edmund Rub bra 
First American performance 

Maurice Jacobson 
First American performance 

"Les Illuminations" for Soprano and String Orchestra, Op. 18 (1939) 
Benjamin Britten 

Poems by Arthur Rimbaud 

Fanfare-Villes-Phrase, Antique-Royoutlt-Marine
lnterlude-Belng beauteous-Parade-Depart 

Martha Flowers, soprano 

Variations on an Original Theme (Enigma), Op. 36 (1899) 
Edward Elgar 



SECOND EVENING: Friday, December 4, at 8 :30 p.m., Concert Hall 

"Awake, awake, my Lyre" (1678) 

Words by Abroham Cowley 

John Blow 

Edited by Harold Watkins Shaw 
Fir,# American performance 

Sarah Jane Fleming, soprano 
Richard Chapline, baritone 

Stoddard Lincoln, harpsichord 

Small Chorus and Chamber Orchestra 
Frederick Prausnitz, conductor 

"Flow, my tears" (Anon.) 
"I saw my Lady weep" (Anon.) 
"Say, Love" (Anon.) 

Mack Harrell, baritone 
Suzanne Bloch, lute 

Evening Hymn(William Fuller, Lord Bishop of Lincoln) 
"I'll sail upon the Dog Star" (Tom d'Urfey) 

"I was not sorrowful" (Ernest Dowson) 
Sea Fever (John Masefield) 

John Dowland 
(1562-1626) 

Henry Purcell 
(1659-1695) 

John Ireland 
(1879- ) 

The Twilight People (Seumas O'Sullivan) 
The Water Mill (Fredegond Shove) 

Ralph Vaughan Williams 

Sleep (John Fletcher) 
Good Ale (Anon. XV Century) 

Mack Harrell, baritone 
Sergius Kagen, piano 

INTERMISSION 

(1872- ) 

Peter Warlock 
(1894-1930) 

String Quartet No. 2 in F Sharp I 1942) 
Allegro gracioso 

Andante 

Presto 

Allegro appassionato 

The Juilliard String Quartet 

Michael Tippett 

Robert Mann, violin Raphael Hilly er, viola 
Robert Koff, violin Arthur Winograd, cello 

Ode: "The Spacious Firmament on High" (1750) John Worgan 

Words by Joseph Addison Edited by Stoddard Lincoln 
First American perlormance 

Russell Oberlin, tenor 
Richard Chapline, baritone 

Stoddard Lincoln, harpsichord 

Small Chorus and Chamber Orchestra 
Frederick Prausnitz, conductor 

The two choral works on this program represent musical and literary 
pinnacles of their respective periods. The self-conscious individualism 
of the Seventeenth Century expressed in Abraham Cowley's "Awake, 
awake, my Lyre," the Jove for nature and its logical orderliness typical 
of the Age of Reason which permeate Addison's Ode, "The Spacious 
Firmament on High," have found remarkable musical expression in the 
settings by Blow and W organ. 

Blow's music anticipates in a highly original manner many of the 
harmonic concepts of far later times while at the same time retaining the 
free voice-leading employed by English composers of the Seventeenth 
Century. The Worgan Ode is firmly grounded in modern harmonic 
usage, while freely employing overall harmonic direction for dramatic 
purposes. 

The original orchestration for string orchestra, which omits the 
viola, has been retained in both works. I have employed rhythmic altera
tions, however, which do not appear on the manuscript or printed page 
but are implicit in stylistic usage of the period. The harpsichord realiza
tions are my own. The Worgan work exists only in manuscript in the 
Folger Shakespeare Library in Washington, D. C., where I discovered 
it while engaged in research in Seventeenth and Eighteenth Century 
English music. 

Stoddard Lincoln 



THIRD EVENING: Monday, December 7, 8 :30 p.m., Concert Hall 

Elizabethan Dances and Music 

Lord Salisbury's Pavan and Galliard 

La Rondinella (The Swallow) 

Coranto Suite 

Almain 

La Volta 

"Heigh Ho for a Husband" 

Canaries 

Worsters Braule 

Dances Reconstructed by Antony Tudor 

Orlando Gibbons 
(1588-1625) 

Thomas Morley 
(1556-1603) 

Anonymous Elizabethan 
Anthony Holborne 

(d.1602) 
Thomas Morley 

Set to Virginals by William Byrd 
John Gamble's Common Place Book 

(1657) 
Anonymous 

(ca.1600) 
Thomas Tomkins 

(1573-1650) 

Assistants to Mr. Tudor: Mattlyn Gavers; Leslie Wright, accompanist 
Dancers, Lucille Badda, Donya Feuer, S<f,llY Holroyd, Patricia Sparrow, 

Jerry Kurland, Vernon Long, Barrie Schenker, Charles Wadsworth 

Instrumental Ensemble under the Dfrection of Suzanne Bloch 
Players: Alan Cisco, lv_ina Courant, Hannah Hammitt, Joseph Frecker, Irene 

Rohr, Paul Smith, Jack Venderley, Margot Ward, Alvin Wolfson 

The Cryes of London, a humorous Fancy 

Directed by Suzanne Bloch 

Richard Deering 
(d.1630) 

Voices: Gloria Davy, Jane Wymond, Richard Chapline, Russell Oberlin 
Strings: Nina Courant, Anne Denton, Hannah Hammitt, Barbara Lieberman 

INTERMISSION 

"On Wenlock Edge" (1909) Ralph Vaughan Williams 

A Cycle of Six Songs for Tenor, Piano and Strings 
Word, by A. E. Housman (fro_m "A Shrop.shire Lad"J 

(1872- ) 

On Wenlock Edge-From Far, From Eve and Morning-ls My Team Ploughing
Oh, When I Was in Love with You-Bredon Hill-Clun 

William Blankenship, tenor 
J eaneane Dowis, piano 

String Orchestm 
Frederick Prausnitz, conductor 

Non et for String Quintet, Harp, Flute, Oboe and Clarinet I 1931 l 
Mollo moderato Arnold Bax 
Allegro (1883-1953) 

Murray Adler, violin Allan Tormey, flute 
Seymour Wakschal, violin Sarah Reinking, oboe 
Arnold Magnes, viola Richard Jones, clarinet 
George Sicre, cello Kathryn Rapp, harp 
Samuel Gill, bass 

Prepared by Hans Letz 

The Moor's Pavane Music by Henry Purcell 
(1653-1695) 

Choreography 
Costumes 

CAST 

Jose Limon 
Pauline Lawrence 

The Moor Jose Limon 
His Friend Lucas Hoving 
His Friend's Wife Pauline Koner 
The Moor's Wife Betty Jones 

String Orchestra 
Stoddard Lincoln, harpsichord 
Frederick Prausnitz, conductor 

Arranged by Simon Sadoff 

Much of the music of the Elizabethan period, which is now per
formed on the concert platform, was actually conceived as an accompani
ment for the dance. Such works on our program as the Pavan and 
Galliard, the Coranto Suite, the Almain, La Volta, the Canaries and 
the Worsters Braule are being performed in Antony Tudor's recon
struction of the original dance forms. 

On the other hand, at this time the dance forms were already 
becoming a part of a purely musical entertainment. Some were espe
cially designed for specific instrumental combinations; others, the 
so-called program consorts, depended on a free assignment of whatever 
instrumental combinations were available for performances. Such a 
work is the Almain of Anthony Holborne, which we are performing 
with two lutes, three recorders, treble viol, two violas da gamba, vir
ginal and small drum. 

The "Cryes of London" by Richard Deering is an interesting tour 
de force in which folkloristic elements are juxtaposed with a more 
sophisticated musical idiom. The vocal parts depict cries of the street 
vendors of London while the instrumental accompaniment constitutes 
a veritable string fantasia. Suzanne Bloch 



FOURTH EVENING: Tuesday, December 8, at 8 :30 p.m., Concert Hall 

VENUS AND ADONIS 
A MASQUE FOR THE ENTERTAINMENT OF THE KING 

Music by John Blow 

First performance in London, 1682 

CAST 

Venus 

Adonis 

Cupid 

Isl Shepherdess 

2nd Shepherdess 

hi Shepherd 

2nd Shepherd 

Cupids 

1st Hunter 

Hunters 

Sarah Dubin 
Frederick Gersten 
Cely Carrillo 
Gloria Davy 
Mary MacKenzie 
William Blankenship 
Guy Webb 
Martha Flowers 
Rose Gerringer 
Arabella Hong 
Thomas Stewart 
Ida Johnson 
Jon Allen 

Graces and Demigods Gloria Davy 
Mareda Gaither 
Mary MacKenzie 
William Sparks 
Marshall Wolkenstein 

Members of the Juilliard Orchestra 

Stoddard Lincoln, harpsichord 

A PRODUCTION OF THE JUILLIARD OPERA THEATER 

Musical Direction 
Stage Direction 
Space Set 

Frederic Waldman 
Frederic Cohen and Elsa Kahl 
Frederick Kiesler 

Costumes and Makeup Leo van Witsen 

INTERMISSION 

FACADE 
:> 

AN ENTERTAINMENT WITH POEMS BY EDITH SITWELL 

AND MUSIC BY WILLIAM WALTON 

First performance in London, 1922 

Poetry Spoken by 

Florence Page Kimball 
Adolph Anderson 

Music Played by 

Darlene Rhodus, flute 
Roger Hiller, clarinet 
David Kalina, bass clarinet 
John Sbano, alto saxophone 
Lyl,e Van Wie, trumpet 
Speros Karas, percussion 
Moshe Amitay, cello 

Musical Direction 

Stage Design 

Sound Effects 

Frederick Prausnitz 
Frederick K iesler 
H. Vose Greenough, Jr. 

Production Supervision Frederic Cohen 

By arrangement with Oxford University Press, 114 fifth Avenue, New York City 

Technical Director and Siege Manager 

Thomas DeGaetani 
Master Electrician 

Master Carpenter 

John Downey 
Frederick Strassburg 



FIFTH EVENING: Friday, December 11, at 8 :30 p.m., Concert Hall 

Three Motets 

Rorote Coeli 
Ave Verum Corpus 

Terra Tremuit 

The Juilliard Chorus 
Ralph Hunter, conductor 

William Byrd 
(1549-1629) 

Concerto No. 5 for Harpsichord and Orchestra in G Minor Thomas Arne 
(1710-1778) 

Arranged and edited by Adam Carse 

Largo 

Allegro con spirito 

Adagio 
Vivace 

Stoddard Lincoln, harpsicho,·d 
Chamber Orchestra 

Frederic Waldman, conductor 

Mass: The Western Wynde 

Gloria-Credo-Sanctus-Benedictus-Agnus Dei 

The Juilliard Chorus 
Ralph Hunter, conductor 

INTERMISSION 

John Taverner 
(1495-1545) 

THE JUILLIARD OPERA THEATER 

in collaboration with the Dance Department and the Seminars in 
Renaiss,ance and Baroque Music 
presents 

BRITANNIA TRIUMPHANS 
A MASQUE 

Presented at White Hall, by the Kings Majestic and his Lords, 
on the Sunday after Twelfth.night, 1637, by Inigo Jones, Surveyor of his Majestie', Worke!I. 
and William D' Avenant, her Majestie's servant. 

Music by Wi!liam Lawes 

Rediscovered, odapted and edited by Murray Lefkowitz 

Entire Production devised and directed by 
Frederic Cohen in collaboration with 
Suzanne Bloch, Lute and Ensemble of Lutes and Recorders 
Antony Tudor, Dances 
Frederic Waldman, Musical Direction 
Frederick Kiesler, Scenic Design and Lighting 
Leo van Witsen, Costume Design and Makeup 

CAST, in order of their appearance 
Action Carl White 
Imposture Adolph Anderson 
Merlin William Sparks 

Dances devised by Antony Tudor 

MOCK-MUSICK 

BALLAD SINGER 

COURTIERS 

CATS 

SOLDIERS 

Bellerophon 

M~d~a~n~a1f:n1t:ir~[d,LJ~~~; PJ(A:,;!i:hTo~dJARD LINCOLN 

Kurland, Robert Moery, 
Charles Wadsworth 

oa;~~ r!'lco~~~id Kanner and 

Danced by Vernon Long, Barrie 
Schenker, Joel Schnee 

William Blankenship 
continued on following page 

Sung and played by RoBEltT 
RUE and SUZANNE BLOCH 

Sung by GEORGE OitAN, 
SALVATORE PUSATERl1 

W(LLIAM SHORES 

Sung by LYNN RASMUSSEN, 
REGINA 8ARFATY1 EARL BAKER 

SuuoF!~A:.Ax~N~Aj:!ons1::,RLE 
MALCOLM NORTON, Ct.ARK 
PETERSON, WARREN WYRICK 



Fame 

Art and Science 

MOCK ROMANZA 
DWARF 
SQUIRE 
DAMSEL 
KNIGHT 
GIANT 

Sara Rhodes 

Martha Flowers 
Frederick Gersten 
Silas A. Baker 
Arthur Burrows 
Thomas Stewart 

Donna Sanders and Alice Vurture 

Entry, Descent and Dances of the Grand Masquers 
Dances devised by Antony Tudor 

Lucille Bodda, Yvonne Brenner, Madeline Cantarella, Hazel Chung, Sally Holroyd, 

Patricia Sparrow, Elizabeth Stanley, Gail Valentine, Vernon Long, Gene McDonald 

(Britanocles), Robert Moery, Charles Wadsworth 

Galatea's Nymphs Dance devised by Antony Tudor 
Bruria Aviezer, Margaret Bayer, Jan Feder, 
Crystal Needle, Julie Oser, Muriel Topaz 

Galatea Rose Gerringer 

Solo ensembles sung by Arabella Hong, Mary MacKenzie, Jon Allen, Marshall 
W olkenstein 

Choral ensembles sung by the Introductory Class of the Juilliard Opera Theater 
Trumpets and Strings: Members of the Juilliard Orchestra 
Ensemble of Lutes and Recorders: Suzanne Bloch, Vladimir Bobri, Richard 

Chapline, Alan Cisco, Gregory d'Alessio, Saul Marantz, Martha 
Nelson, Joseph Precker, Irene Rohr, Max Shames, Margot Ward, 
Alvin Wolfson 

Harpsichord: Stoddard Lincoln 

Assistants to the Production Director: Elsa Kahl, Madeleine Marshall, Morton 
Siegel 

Assistants to Antony Tudor: Mattlyn Gavers; Alfred Kaine, accompanist 
Assistant to the Musical Director: Paul Vermel 
Technical Director and Stage Manager: Thomas DeGaetani 
Execution of Costumes, Maida Burr, Eleanor De Vita, Lee Sanders 
Master Electrician: John Downey 
Master Carpenter: Frederick Strassburg 

I ', 

This evening's performance marks one of the rare reconstructions 
of an English masque in recent times. It is the first presentation of 
"Britannia Triumphans" since King Charles I assumed the role of 
Britanocles in the original version acted at Whitehall more than three 
centuries ago. The present production benefits by the identification of 
the original music, for while the text by the poet laureate, Sir William 
D'Avenant (1606-1658), as well as the original sketches and scenic de
signs of Inigo Jones (1573-1651), have always been accessible, neither 
the music nor the name of its composer has hitherto been known. It 
was this writer's privilege, under the auspices of a United States 
Government Fulbright Grant, to be allowed the task of cataloguing, 
transcribing and editing the practically unknown and unpublished 
works of William Lawes (1602-1645), It was in England during the 
course of this research that the music to "Britannia Triumphans" was 
identified. Unfortunately, not all of the original music is extant. It has, 
therefore, been necessary to complete the musical score with the addi
tion of works by William Lawes from this writer's personal manu
scripts. William Lawes, whose teacher was John Cooper, alias Giovanni 
Coperario, hitherto has been known mainly as the brother of Henry 
Lawes (1595-1662), the composer of the music to Milton's "Comus." 

For more than two hundred years the masque had been the chief 
form of entertainment at the English court, usually presented during 
festival times; Twelfth Night, in honor of the King, and Shrove Tues
day, in honor of the Queen. Stemming from traditional medieval English 
"mummings" and "disguisings" and shaped by other English as well 
as Italian and French borrowings, the masque did not reach full ma
turity until Jacobean times. By then it achieved a sequence of events 
which, although admitting of variation, may be used to establish the 
main features of this form of entertainment, The raison d'etre of the 
masque was the dancing of a dance by members of the nobility. This 
formed the climax of the spectacle. The masque usually began with a 
grand procession in which everyone took part. Sometimes, as in the 
case of James Shirley's "Triumphs of Peace," this was a lavish affair 
which paraded the streets of London for hours before the actual pro
duction. Here one sees the influence of Renaissance carnival festivals, 
the masquerade and the Florentine trionfo of Lorenzo de Medici. When 
the curtain flies up the spectator is introduced to a group of professional 
actors who present an allegorical plot. The allegory was a permanent 
feature of the masque, its roots stemming from the early morality play 
as well as the Italian Humanist movement. Influenced by the ballet de 
cour on the other hand, the plot of the masque attained dramatic unity, 



and by the efforts of one man, Ben Jonson (1573-1637), a degree of 
literary excellence superior to its continental counterparts. Usually 
accredited to Ben Jonson as well is the introduction of the humorous 
element. According to the poet, Queen Anne herself had requested some 
"shew," lending variety and contrast which might precede hers, i.e., 
the main dance, and act as a foil or "false masque." To accomplish 
this Jonson turned to a contemporary French source for inspiration, 
the more informal ballet-masquerade. The resulting antimasques usu
ally consisted of grotesque dances or pantomimes done by anything 
from fishmongers and housewives to apes and baboons, but more sig
nificant, they often served as a vehicle for satire and ridicule. Composed 
songs and choruses formed another part of the masque and were usually 
interspersed between the formal dances of the masquers. These were 
songs in praise of the King and Queen, extolling their virtues and glori
fying their deeds. The figured dances of the Grand Masquers or court 
nobility, as stated above, were the high point of the evening's enter
tainment. The Grand Masquers made their surprise appearance from 
some place of concealment and proceeded to the lower stage, or "apron" 
for the dancing. There remains one important feature of the masque; 
the spectacular scenery, costuming and staging. The Stuarts spared 
no expense in their efforts to exceed the spectacles of foreign courts. 
Thus, Inigo Jones was given free rein in the construction of elaborate 
stage machinery, dazzling costumes and other effects. Jones had studied 
his craft in Italy and closely copied Italian, as well as French models 
for his productions, especially those of Giulio Parigi. The combination 
of Jonson and Jones carried the masque to the peak of its popularity. 

It is indeed fitting that a festival of British Music should come to 
a close with this excellent example of England's grandest court specta
cle. It is equally fitting that this production of "Britannia Triumphans" 
serve as the vehicle to introduce the music of a badly neglected musical 
genius of the past. 

Murray Lefkowitz 

AN AMERICAN IN LONDON 

If this festival serves its best end, it will indicate that there is a 
great deal more to English music than most of us have thought. Before 
I went to England to live, I accepted unquestioningly the usual gen
eralizations about English music: there was an extended period of 
"great" music, from the rise of the Elizabethan madrigal and motet 
in the sixteenth century to the end of Henry Purcell's career late in the 
seventeenth; this was followed by a dead waste of Handelian and 
Mendelssohnian imitations, and later by Brahmsian and Wagnerian 
ones, in the eighteenth and nineteenth centuries; and the moribund 
musical art sprang back to life in our own century when Canon Fellowes 
doped out the right way to transcribe Tudor notation, Cecil Sharp 
snooped into every hamlet and valley where folk music was still played, 
sung, and danced, and Vaughan Williams grafted both folk and madri
gal-motet elements onto a compositional method derived from Elgar 
and Parry. 

I have now learned that no grain of salt is big enough to conceal 
the inadequacy of these oversimplifications. They may be useful to a 
program annotator or to the author of a musical history who has to 
cram four centuries of English music into the few pages left over when 
he has finished with nineteenth-century Germany. But they have pre
cious little to do with the real course of events, or with the way in which 
the Englishman views his own music and arrives at his value judgments 
upon it. 

In point of fact, the English musical tradition has been not only 
long but continuous ( except for brief Cromwellian interruptions in the 
seventeenth century) and pretty unfailingly lively. This fall the B. B. C. 
Third Programme has been celebrating the five hundredth anniversary 
of the death of John Dunstable, an English composer who taught the 
famous Flemish Netherlanders a great deal about the art and craft of 
polyphonic writing. And this fall the Royal Opera House has revived 
Benjamin Britten's Peter Grimes, which shows that a musically meri
torious modern opera can still command the attention and enthusiasm 
of a popular audience. 

Throughout these five hundred years England has nearly always 
been well supplied with very competent composers whose output, at the 
very least, served effectively the purposes for which it was intended. 



It is absurd to speak of a musical "revival" In England in our time, 
for the production of music never languished. It is equally absurd to 
talk as though England were passing through the growing-pains of 
developing for the first time a large group of competent craftsmen, 
as the United States is. 

Through the centuries English composers have retained an amazing 
knack of keeping in close touch with their audiences. Today we do not 
care for the church music of Sir John Stainer, precisely because it is 
perfectly suited to a Victorian Anglicanism with which we no longer 
want any traffic. Outside England nobody pays attention to Elgar's 
The Dream of Gerontius, but it remains a vital work in its native land 
because England continues to nurture the big choral bodies, such as the 
Three Choirs Festival, for which it was conceived. 

Conversely, nearly everyone in England-as far as I can ascertain 
-is bored to death by madrigals. They were written for Elizabethan 
and Jacobean uses that no longer exist. Everyone is happy that the 
academic reputation of her madrigals wins England a good world press, 
and quite content to leave the performance of them to Cambridge Uni
versity students and Chelsea intellectuals, who also like to play the 
recorder. 

On the other hand, the success or failure of a new English opera at 
Covent Garden is a matter of concern to mi!lions. Every Briton pays 
taxes to keep the Royal Opera House going. Naturally he would like 
to see an increasing number of successful British operas in the reper
tory. This is not conventional patriotism, mind you, for the English 
opera-goer is not willing to surrender his individualism. If he does 
not like an English opera he will not support it. But he realizes that 
you cannot keep an opera house going with Dido and Aeneas and Peter 
Grimes, and he dreams of a time when English works will have a steady 
and normal place in the schedule. 

The English are a musical people-far more musical than the 
French or the Italians, and, I sometimes suspect, more so than the 
Germans. They constitute an intense and whole-hearted audience. They 
are singularly honest, and singularly little influenced by cult or snob 
attitudes. But a composer loses their support at the moment when he 
cuts himself off from their minds and emotions. Because English lis
teners are cool toward latter-day Stravinsky and notoriously warm 
toward Sibelius, they are frequently thought to be arch-conservative. 

Actually they are quite the opposite. The English audience is the 
most advanced one in the world, because it has never pretended to accept 
or enjoy music it could not understand or assimilate. Vaughan Williams, 

at eighty-one, still has a huge and enthusiastic following, because even 
in such an experimental work as the Fourth Symphony he has not 
moved ahead too fast for his audience. When a somewhat more radical 
composer like the immensely gifted Peter Racine Fricker comes to the 
fore, the audience is ready to accept many of his postulates, for it has 
not falsified its responses to the works that have preceded Fricker's 
in its experience of contemporary music. 

In listening to a diverse array of British pieces it is essential to 
remember that the British composer has always written for a real 
audience, and still does. It does not occur to an English composer ( at 
least, not to any I am acquainted with) to hunt for solace in the notion 
of writing for posterity. Nor does he neurotically picture the audience 
to himself as a phalanx of antagonists, to be overcome by devices of 
presentation that will knock them dead. He knows that the British 
audience is open, cordial, and artlessly sincere, and will go along with 
him just as far as it knows how. If he fails to establish rapport with 
his hearers, the fault is likely to be quite as much his as theirs. 
. Naturally no American audience-no non-British audience any

where, for that matter-ean expect to find in every piece of British 
music (new or old) just what the British audience sees in it. In the 
international market a piece, that has been successful at home, often 
falls flat because the foreign audience cannot set up the context in 
which it was successful in the first place. And on the other hand a piece 
may seem very piquant which is considered mere run-of-the-mine at 
home. 

Perhaps I should not say so, but some wry amusement may be found 
in the fact that much of the music in these festival programs is seldom 
if ever performed in England. To be sure, the Enigma Variations are 
played to death, even though it took Pierre Monteux to show English 
conductors how to do it last year; Vaughan Williams' On Wenlock Edge 
bobs up now and again; works by Rubbra and Tippett are intermittently 
given. But it would be as hard to find performances of most of these 
pieces in London as it is in New York. 

Cecil Smith 



FESTIVALS AT JUILLIARD 

It has been our custom in recent years to present, from time to 
time, festivals of music, in order to throw intensive light on a given 
musical literature. In the past, Juilliard has presented festivals de
voted to the works of Paul Hindemith and Ernest Bloch and, more 
recently, a festival of four concerts devoted to contemporary French 
music. On these occasions the School made no pretense of all-inclusive
ness in its choice of works but, rather, attempted to show what was 
felt to be a reasonable cross-section of the works of the composer or 
composers under consideration. In the present Festival of British 
Music which is, I believe, the first of its kind presented in the United 
States, we have, similarly, attempted not so much to represent the 
history of British music but rather to illustrate some of British music's 
most significant periods and media. 

In our view, performance--and preferably public performance-
is an integral part of the educational process at Juilliard. It is our 
belief, one widely shared, that when a student reaches a certain point 
in his musical development, it is essential to his continuing progress 
that he be able to experience at first ha,nd the trial-by-fire of public 
performance. Even in classes dealing with theory, harmony, counter
point, music history, and other skills usually classified as "theoretical," 
performance plays an important role. In this sense, the study of music 
in the abstract does not-as we believe it should not-exist. 

The preparation and production of the British Festival has repre
sented a large-scale effort on the part of the School, employing as it 
does the resources of the orchestra, opera, chamber music and choral 
departments as well as unstinting work on the part of the faculty and 
student body of the School. While we hope that the Festival will con
stitute a contribution to the musical season, the very effort, which has 
gone into its preparation, provides a stimulus and an objective wholly 
germane to education in music. 

Mark Schubart 
Dean, Juilliard School of Mumc 

THE JUILLIARD ORCHESTRA 

Violin and Viola Cello 

Adler, Murray Amitay, Moshe 
Auzin, Norma Bisha, Edward 
Barak,Ann Freed, David 
Blanc, Serge Lloyd, Ernest 
Brourman, Jack Sicre, George 
Davis, David Steinbock, Evalyn 
Denton, Anne Wiesel, Uziahu 
Feinstein, Raphael Wiley, Jackson 
Freeman, Mary 
Gallo, Joseph Double Bass 
Hopkins, Donald Bond,James 
Kartman, Myron Canarina, John 
Kestenbaum, Myra Davis, Arthur 
Klausner, Tiberius Gill, Samuel 
Klavohn, Janet Rohr, Irene 
Kobayashi, Kenji Savakus, Russel 
Kouns, Maxine Topolsky, Marvin 
Kurland, Sheldon 
Lanza, Joseph 

Flute 
Lepmanis, Uldis 
Lieberman, Barbara Rhodus, Darlene 

Long, Barbara Sherwood, Virginia 

Magnes, Arnold Slimm, Pollee Anne 

Mark,Inga Tormey, Allan 

Marshall, Martha 
Oboe Matthews, Darrell 

Mester, George Kuskin, Charles 
Millenky, Eugenia Reinking, Sara 
Mitzman, Arthur Roth,Jerry 
Murvitz, Moshe 
Nocera, Grace Clarinet 

Ostrojinski, Lea Douglas, James 
Page, Raymond Hiller, Roger 
Pfister, Ralph Kalina, David 
Portnoy, Donald Listokin, Robert 
Sabo, Patricia Lituchy, Donald 
Sorenson,Barbara 
Svilokos, Andrew Bouoon 
Thomas, Sally Cammarota, Paul 
Timpa, Salvatore Gersten, Herman 
Vannin, Teresa Green, Robert 
Wakschal, Seymour Martenson, Robert 

Horn 

DeAngelis, Joseph 
Froelich, Ralph 
Funkhouser, James 
Heckheimer, Charles 
Larkin, Patricia 
Reissig, Richard 

Trumpet 

Benedetti, Donald 
DeFoe, George 
God, Pnina 
Kutik, Ronald 
LaSelva, Vincent 
Minkoff, John 
Reinberg, Donald 
Van Wie, Lyle 

Trombone 

Margulies, Myron 
Needlman, Herbert 
Orcutt, Raymond 

Tuba 

Novotny, Joseph 

Percussion 

Breines, Gilbert 
Karas, Speros 
Kohloff, Roland 
Ribakove, Seymour 

Harp 

Kahn, Sonya 

Felix Goettlicher, 
librarian 



MEMBERS OF THE JUILLIARD CHORUS 

Ben Arrigo, Stuart Bachman, Earl Baker, Leslie Bennett, 
Barbara Brick, Arthur Burrows, Lynn Clarke, Raymond Corey, 
John De Witt, Robert Diesenroth, Peter Flanders, Sophie Ginn, 
Joseph Gustern, Nancy Hall, Robert Herman, Phyllis Hirshhorn, 
John Johnson, Peter Joh!, Danae Koutsopoulos, Richard Kuelling, 
James Kurtz, Esta Lake, Angelica Lozada, Robert Mackie, 
George McClain, Laurel Muttersbough, Lynne Olsen, Charles Payne, 
Barbara Rhett, Dorothy Ross, Janice Ruetz, Robert Sachs, 
Mary Schedler, Dorin Seymour, Regina Shaughnessy, Priscilla Shelton, 
Eileen Smith, Clifford Snyder, Paula Stark, Kurt Stenzel, 
Tom Vassillof, Grant Williams, Leonore Witte, Harry Wolfe, 
Jane Wymond, Gloria Wynder. 

James Macinnes, Accompanist 

THE INTRODUCTORY CLASS OF THE JUILLIARD OPERA THEATER 

Tomiko Araki, Earl Baker, Silas A. Baker, Inez Barker, Barton Bereck, 
Mel Bernen, Barbara Brick, Arthur Burrows, Janet Carlson, 
Lois Carter, Catherine Caufield, Marlene Cohen, Mary Ellison, 
Joyce Gladmond, Thalia Halkias, Janet Helms, Merle Hofstad, 
Arno Jacobsen, Peter Joh!, Danae Koutsopoulos, Claudine Krause, 
Toba Lefkowitz, Patricia McDade, Marian Nettles, Malcoln Norton, 
George Oran, Virginia Perlowin, Clark Peterson, Eddy Phillips, 
Salvatore Pusateri, Rosemarie Radman, Lynn Rasmussen, 
Helen Renda, Donna Sanders, Regina Sarfaty, Mary Schedler, 
William Shores, Jayne Somogi, Lawrence Stith, Alice Vurture, 
Constance Webber, Eva Wolff, Gloria Wynder, Warren Wyrick. 

The Festival of British Music was organized and produced for 

Juilliard Schoo( of Music by Frederick Prausnitz, Assistant Dean and 
Frederic Cohen, Production Director for Public Events 
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PROGRAM 

Friday, January 29 and Sunday, January 31 

Night Spell 

Ode 
(First Performances Anywhere) 

Music Priaul'K Rainier 
Choreography Doris HumJ1hrey 
Music Samuel Barber 
Choreography Jose Um6n 

INTERMISSION 

Doy on Earth Music Aaron Copland 
Choreography Dori.1 Hum J1hrcy 

Ritmo Jondo Music Carlos Surinach 
Choreography Doris HumJ1hre) 

The Exiles 

Saturday, January 30 and Friday, February 5 

Music Arnold Schoenberg 
Choreograph"f Jose Limon 

Cassondra 
(First New York Performances) 

Ruins and Visions 
<First New York Performances) 

The Moor's Pavone 

Ode 

The Visitation 

Ruins and Visions 

Ritmo Jondo 

Ritmo Jondo 

Ode 

Ruins and Visions 

The Moor's Pavone 

Music Aaron CoJ1la11d 
Choreography Paulme Ko11er 

INTERMISSION 

Music Btnjamin Britten 
Choreography norH Hum/1h1e}' 
Music / / enr)' Purcell 

Arranged by Si11,rm SadfJ/f 
Choreography / osf Lim1J11 

Saturday, February 6 

Music Samuel Barber 
Choreograp~y J uff J,i1r1611 
Music ,trnold <;ch,,e11berr, 
Choreography Jo,' Li1,1611 

INTERMISSION 

Music /JPnjamin Dritt1 n 
Choreograp~y Do11s ll11m/1hrey 
Music Carlos Surinach 
Choreography Dons Humphrey 

Sunday, February 7 

Music Carlor Surinach 
Choreog•aphy Doris Hw11/1hrey 
Music Samuel Barb, r 
Choreography j osc Limon 

INTERMISSION 

Music Ben;amin Britten 
Choreography Doris Humphrey 
Music Henry Purcell 

Arranged by Simon Sad off 
Choreography / ose Lim6n 

PROGRAM NOTES 

NIGHT SPELL 

String Quartet No. 1 (1947) 

Choreography (1951) 

Set 
Costumes 

The Sleeper 
Night Figures 

Ramy Shevelov, violin 
Lea Ostrojinsky, violin 

Priaulx Rainier 

Dons . Humphrey 
Charles Oscar 
Pauline Lawrence 

Jose Lim6n 
Lucas Hoving, Betty Jones, 
Ruth Currier 

Ann Barak, viola 
Moshe Amitay, cello 

Things of the night, riding the wind, beset the sleeper. Before terror can 
entirely take him, he gropes toward waking, tries to re-order the menace of 
nightmare into remembered kindness and comfort. 

ODE TO THE DANCE 
(First Performances Anywhere) 

Capricorn Concerto, Op. 21 (1944) 

Choreography (1953) 

Set 
Costumes 

Dedication of the Place 
Celebrants 
Dance of Inheritance 

Samuel Barber 

Jose Lim6n 
Pa,ll Trauti,etter 
Pauline Laurence 

Jose Lim6n 
Betty Jones, Ruth Currier 
Betty Jones, Ruth Currier, 
Lucy Venable, Melisa Nicolaides, 
Michael Hollander 

The J uilliard Orchestra 
Frederick Prausnitz, conductor 

DAY ON EARTH 

Piano Sonata (1939-41) 

Choreography (1947) 

Costumes 

Man 
Woman 
Young Girl 
Child 

Aaron Copland 

Doris Humphre} 
Pauline Lawrence 

Jose Lim6n 
Letitia Ide 
Ruth Currier 
Nancy Spanier 

Julian Stein, piano 
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PROGRAM NOTES, Continued 

RITMO JONDO 
DEEP RHYTHM 

Music based on songs and dances of Spanish gypsies (1952) Carlos Surinach 

Choreography (1953) 
Set (based on a painting by Charles Oscar) 
Costumes 

Doris J-lumphre}' 
Jean Rosenthal 
Pauline Lawrence 

Jose Lim6n 
Lucas Hoving 
Charles Czarn-y 
Crandall Diehl 

Pauline Kaner 
Betty Jones 
Ruth Currier 
Lavina Nielsen 

The Juilliard Orchestra 
Frederick Prausnitz, conductor 

Of Men - Of Women - Of Meeting and Parting 

THE EXILES 
Chamber Symphony No. 2, Op. 38 (1906-39) 

Choreography (1950) 
Decor 
Costumes 

Arnold Schoenberg 

Jose Lim6n 
Anita JV eschler 
Pauline Lawrence 

First Movement 
Second Movement 

The Flight 
The Remembrance 

Jose Lim6n and Letitia I de 

The Juilliard Orchestra 
Frederick Prausnitz, conductor 

"They, looking back, all the eastern side beheld 
Of Paradise, so late their happy seat." 

Paradise Lost, JoHN MILTON 

CASSANDRA 
(First New York Performances) 

Piano Variations (1930) 

Choreography (1953) 
Artistic Adviser 
Costume 

Pauline Kaner 

Aaron Copland 

Pauline Kaner 
Doris Humphrey 
Consuelo Gana 

Julian Stein, piano 

... "The cup of agony, 
Whereof I chant, foams with a draught for me." -AESCHYLUS 

Cassandra, prophetess of Troy, doomed by the gods never to be believed, stands 
amid the destruction she foretold. 

series . is later than Program o! Spanish dances. loarr-thL~_ ,H-·a-1·1·.·••t,Th •. e. ~•~u•<r .,.,, va.Lnci;1cl tst.l ' 

usual this season because Mr. ·~·--- ---~?~t :.Suml~y .. _, , 

PROGRAM NOTES, Continued 

RUINS AND VISIONS 
(First New York Performances) 

First Movement from String Quartet No. 1, Op. 25 (1941) 
String Quartet No. 2, Op. 36 (1945) Benjamin Britten 

Choreography (1953) 
Decor 
Costumes 

Doris Humphrey 
Paul Trautvetter 
Pauline Lawrence 

PART I 

Cast of characters (in order of appearance) 

The Mother 
The Son 
The Actress 
The Actor 
Another Actor 
Newsboy 
Two Girls 
The Bride 
Young Man 

Ramy Shevelov, violin 
Leo Ostrojinsky, violin 

Pauline Koner 
Lucas Hoving 
Lavina Nielsen 
Jose Lim6n 
Crandall Diehl 
Charles Czarny 
Betty Jones, Ruth Currier 
Lavina Nielsen 
Crandall Diehl 

Ann Barak, viola 
Moshe Amitay, cello 

"Oh which are the actors, which the audience? 
Both, both, vowing the real is the unreal." 

Scene 1 A garden 

"O ... mask of weeded motherhood 
You were an excellent manager, 
For your dear son's sake." 

Scene 2 A theatre 

"Those on the stage who rip open their ribs 
Lift the lids from their skulls, tear the skin from their arms." 

Scene 3 A street 

" ... They pray 
That the externalized disaster 

· Of the promiscuous newspapers 
Will not ... revolve on them." 

Scene 4 A theatre - Soliloquy to Scene 2 

"At the end falling on the sword." 
Scene 5 A street 

"The bride sailed on the picture page in white 
... You, the mother-in-law 
Who'd brought him up into a world at "ar." 

Scene 6 A shattered place 
"Oh! but in vain 
Do men bar themselves behind their doors." 
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PROGRAM 
First American Performances 

CAPRICCIO 
A Conv,,rsatwn />11'1·1 for ,l/11.~i<- in 0111 ,.\I'[ 
hy 
Clemens Krauss 
and 
Richard Strauss 
Op11s x5 

( Fi I st pt' 1 for 1111111t1' in Al 1111 ir·h, Odol>1 1· 28, UJ42 1 

l<~uglish translation by ~Iaria i\lassey 
Commiss10ned by the Juilliard ~Iusieal Fouudatiou 
for th(• Juilliard Opera Theail'r 

CAST 
The CouutPs» ) (,Iona I la\ y ( FrHltt!f a11,/ 'f11csdu:I) 

/ Sarah l~hodes (Su11tl 1ry 1111d T/1111x<lay) 
The Count, het' bl'OthL•r . 
Flamand, a mu!'.ic1an 
Olivier, a poet . . . 
LaHoche, a thPail•r d1•·l'cto1· 
The actress Clairnn. 
Monsieur Taupe 
An Italian singer 
An Italian teno1· 
A young dancer 
The Majordomo 

. . Hobert Rue 
\\ illiam Hlankern,lup 

. J<'red('iicl· Ce slen 
Thomas SlP\\ art 
Marv Macl'pnz1L• 

Grant William, 
. Shoshana Shoshnr1 

Hobert Tevrizian 
. Sally Holroyd 
\\'1llinm Spal'I" 

.'i<'n'11t1f.--:: Silas llakl'r, M<•l'IP Hofstad, l'<'ll•r Joh], ,Joll!rn) Johnson, 
. . Malcolm No_rton, Eddie l'hillips, Lawi·t•ncp Stith 

.l/11 ·u·11111.'-/ Mof-hP Anutay, ShPldon Kurland, Mil'ha1·l ('ha1T\ 

'l'IIF .Jl'ILLIAIU> OIU'lll•S'l'l~A 

Musical I>in•ction . 
Stag<• J)i n•ction . . . 
Sc<•nic Design and Lightlllg 
Costumes and Makeup . . 
Choreography of (iavoltp . 

Assistant Conductor . 
Assistants to thP Stag<• I>in•dor 

Technical J)ll'(•ctor. 
Wigs . . . . . 

Master Electrician 
Maste1· Carpentp1· . 

l•'rl'dL•ric \\'aldn1,rn 
Frederic Coh1 11 

Fn•de1·ick K11slc 1 
LPo van \\'ilsl"ll 
. Sally Holroyd 

. . . l'aul \'p1·mC'l 
. Elsa Kahl, Morton SiPgel, 

Phillip Kennedy 
Thomas DeGaetani 

. Ella Bouchal'd 
. . ,John Downl'Y 

Fn•dt•l'ick St l'l!S!'.IH1l'g· 

torm no wona ru ono . or 
means become plain and eloquent 

STAFF OF THE JUILLIARD OPERA THEATER 

l>in.ctor . . 
A,;sociate Director 
::--cenic Director. . . 
A:sistant Stage Director 
.\hsical Acting . 
Lyne Diction . . . . 
Costume and Stage i.\lukeup 
:\1usical Assistants . 

Stc1ge i.\Lrn,11-,e1 
'ec ·C'taiy 

. Frederic C'ohen 

.Frederic Waldman 

. Frederick Kiesler 
. '.\lorton Siegel 

. . . Elsa Kahl 
i.\ladelem l\farshall 

Leo van Witse1 
Alberto Bimboni 
Ethelyn Dryden 

Edith Kilbuck 
\'io!..i Peters 

Th mas DeGnetan 
• (":11 ,I ,'teUEI 111.11111 

PERSONNEL OF THE JUILLIARD ORCHESTRA 

Violins Basses Horns 

• 'orma Auzin .James Bond Joseph lJcAngchs 
ro1 re ·tma~t< 1· .John Canarina Ralph Froelich 

;\lu!Tcl\ Ad'Pl Samud (;ill James Funkhou::;< 1 
Jack 1frourma1. i.\IarYin Topolsk) Patricia Larkin 
Raphael FPrnstL in Hirhard Hds,-ig 
:\I.n v Freeman Flutes 
.J osej1h Ga 'lo 
\l'dn HndgL \\'alh•r nuniiran Trumpets 

i\1\.0ll Kartman Pai-11 Ill' Rhodus .John '.\linkoff 
1 ~•nj i l obc1) ,u-,h1 l'Plke Ann Slimm I yle \'an\\ ll 
i\la ·rnL· h.ouns 
,'heldon Kurland Oboes 
Barbara LicbL·1m.in 

AlfrL•d l..1ub11 
Trombones 

Ba bar. long :'11yron :\Iargulirc-
Inga l\fa1, Sarah !:Pinking 

Herbert. 'ecdlman 
l\1,1,.tl1.t Ma1·sh,1ll ,1 L·ny l :ot h 

Raymond 0 1·cutt 
Fug-enia MillPnky 
!Ltlph l'fister Clarinets 
Patricia Sabo 1:nger H illc1 Harps 
\ndn'\\ s, ilokn l~nbert I istok in Son) a KahP 

Violas Pc>nal<l Lituchy Kathryn Happ 

\nn BaraK 
\nnc [)entor> Bassett Horn Harpsichord 
lll'l'hert FPldm,111 Arthur Bloom :\l1eh,wl Chan) l{aynwnd l'ag-1• 
llonald l'ortno) 

Bass Clarinet 
Cellos Pa, id Kalina 

Timpani 

\1 ::;he llllhl) Sy Rihakme 
S!'\ rnour B.irnb 

'1:11 is l)d,a) Bassoons 

I>,1\1d Freed Paul Can11nan1ta Percussion 

I-:1 JH st I lovd l-krman Gersten l,illll'rt Bnincs 
l'\ :II) n ~tL:iubol'h. l{ola•rt l\la rtL•n~o11 Holnnd Kohk•tf 

NOTE-Before and after the performance you are cordially invited lo visit the Juilliard 
Art Exhibit in the Student Lounge, which may be reached through the long corridor to the 
119ht of the Concert Hall. 
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SYNOPSIS 

DUET 
Countess Count 

DUET 
Countess-Olivier 

SONNET and TRIO 
Flamand Countess 
Olivier 

DUET 
Countess Flamand 

The action takes place in a palace near Paris one after
n on during the time of Cluck's operatic reform, about 177,>. 
While tl·e Countess listens to the performance of a string 
scxtd by Flamand, he and the poet, Olivier, watch her with 
!onging. The two young men begin to argue the comparative 
irrr,ortance of poetry and music. LaRochc, who has been 
dozing, joins the argument. Neither poetry nor music, ,;a~ s 
he, is the greatest of the arts. His own, the art of theatrical 
production, overshadows them both and uses them as its 
servants. Nostalgically he praises Italian opera and com• 
plains that modern opera is lacking both in pleasing arias 
and human interest. 

The Count and Countess return from the music room. Slw 
1s O('cply moved; he feels that music alone docs not give 
him the intellectual stimulation he craves. He teases his 
si ter about her interest in Flamand, the composer. She, in 
turn, bring!; up the name of the actress Clairon. The Count 
is to play opposite the great actress in a play by Olivier. 
He admits h0 loves her, but praises a life of quickl~-won, 
quickly-lost attachments. The Countess longs for lasting 
love. 

As tlw th rec artists come back, Cl a iron arrives for the 
rel,earsal. She and the Count begin to read from Olivier's 
play a scc ne which ends with a passionate sonnet. La Roche 
goes with Clairon and the Count into the adjoining theater 
for rehearsal, leaving the Countess alone with her two 
admirers. Olivier hints that the sonnet is addressed to her. 
Flamand ru hes off to set it to music. In his absence, Olivier 
pleads his love. 

Flamand nturns, plays and sings the newly composed 
<;Oll!Wt. 

Oliviu is called av.ay hy LaRoche. Now it is I• lamand',; 
turn to declare hii; lov(•. The Countess, having heard tlw 
on11Pt in music, is confused in her emotions: \\'as it tlw 

sound that moved her heart-or was it the word? 

FIRST ORCHESTRAL INTERLUDE 

DANCE 

FUGUE on 
"WORK AND TONE" 

ITALIAN DUET 

FIRST and SECOND 
OCTETS 

Th£> rrhtar,;al o, er, the participar ts retu n. A ~oung 
dancer, intr duced by La RochE, perfo m for the c mpanj. 
Flamand and Oli, 1 r rr,;mrr t'lcir argur1ent f, ord versu 
tone>. The others · oin in. Tht• C ,mt ridicules opera- al 
opera! To p10,e I im wr n , LaTTcc!-, bnngs in a pair f 
Italian singe , h) pc> form a '..let Thc>n re t ,J: 1s to td 
about the ,I c •ac he has pla n d f rt e C un•' bi thdaj: 
the birth of P.illa Athrne, tic de tructi n f Ca tha c. 
Oln ier and Flamand make c Uc> fun ~ r utrn Jed idea 
while> •he Ita'ian inger ,, j ,h1cth th y ,,;ill be p 1 
and stuff th •m eh e ,, 1th f d. I'or a "hile it I ok .i 

though LaRocl ('s pla11 \H d, bu• ,,hen he geL 
chance to peak for h"1 'f, h j att..ic s hL attackc . 
\\ hy i n' their\\ itin fr t a m e ,ital?\\ hy isn't 
thc>"r mu icon a g amle scale?\\ h don't t cy et to, 1 

en s ,mEth:ng ,,.,o th\\ hilc a• 1 .. t? 1 he C'ot.r e s t<" s u 
hi ,;ugv.c hon , i h cnt u 1, 1r al:'d urges Fl 11and an i 
O'ider to ·oin f rec> and p1odJce meth r g great. HJ 
,, hat? An opera f cou1 e ! Anet "ha ha I it be abou ., 
Ariadne? Dapln ? A Pei ia'l , r R 'llan thu ? All tha 
has be. n cl ne bd e. Tl l J 1 ug t : \\ h} I:' t t'1ake 
an opera of c, !'rj thin r ti at t k plac her0 tod,tj . W nd1.; -
ful ideci! Flamand, Oli\lc and I aR ·he cit: a1t, c:ige1 t 
be6.n. C airon lc.a,es, accompai 1 d bJ the (_ unt 

The senants begin to tidy up the> dcsc>rtrd .. oom. Tht>~ 
ctiscu s the gu t and tlwu·mas rr . Ther. app ars l\Ion iem 
Taupe, the rrompte ·, wh.:> had ~ lien a lcep during th( 
rc>hrnu;a; Hc tc>ll thc l\la · >rdomo that, :1 fact, HE i:; the 
most importa11t pc>1,;on in the theater be au.e Hthou+ him 
t 11e show couldn't go on. But now he h, i, been f >rg tten bj 
hi houpe, he i,; fa .. frun h n c. Th :....indly • fa 01domo 
otfu him a carriagc to tak him home. 

SECOND ORCHESTRAL INTERLUDE 

FINAL SCENE: 
The Countess 

The lountci;s ctm ns, al, e . .._] c Id),; ti r • 1et on the 
harp and .in, it to lc>1 'f. \\ rh f the •" )Oung m n 
docs she lo, c? Tl-i u htfully ,; 1e g,1 • a l,er::,Elf in the 
mill'or. As her ima e lo s n to fLl" an an "ri, s;hr 'lO tponrs 
1er dec1s;ion and 111 ugh <;pi it u1 r. The Ma or
domo watch sher c it, unc 1p1Chcnd,n I~ rnkmg his head. 

MARI \ l\IASSE'i 

lh ) < 11 I Slllll U th I 1l I I Ill II 



the I Mr. 
rt. setting, 

the 
t, in 
trios 

. Li-
pas-

the 
Hum
s"-a 
ntasy 
annot 
rd by 
tten's 
rtets. 
n the 
1 at 

Trautvetter's Tl)O nr,;e;-r,:===-;;-----,.;;rn1·~--,,-.""'_""",.,...__,"' .. 
opening with a garden 

From Capriccio, Scene 1: 

L,\l~oc m: L~ t 11,g-ht I met oh! mari 
Gr,ldoni. He at ,done rn ui1 ugly 
mood. "Yo·1 opoa are awful,'' 
he said to llll'. "Just to watch thrn 
\\Ould be di, im•, but to ' t<>n 1 
inferna'! In ,ain drl' vlll' e ·1wr• 
,my c1 ias lpcau>,l thc•y a soJn 
like recitati,.,os!" 

I•'LAJ\1 \ IJ: \\ ho CUI( f I ti ( ":.i<lfr 
nwnt of this Yr'1e •an'! 

L\J{oL111:: Ile write fo1 tn pl ip L 
FL4. 'VIAM>: "Gmidol,1 ! C"ndola !" 
OLI vmit: II is tagP i proplcct \v ith 

gTocr•·:s ar ' fisnmongr.,. . 

From Capriccio, Fugue on ''Word 
and Tone": 

Cot 'T: I \l'I or ra 1 111 ,t rlf a 1 
c;,Hd; a mul'dl'r plot 1s hatched •1 
a sor g; all affai s of sta•<• are 
d1 c 1s rl ii cho1 u ; tliey da11<'l' 
'round ·1 g1 a,e, anct su ride take 
plarr 11, melodiou fash10n 

(.'LAlltO : I \\ould not mind o m,1rh 
thi,· dyirig a ti lY d ,1 01, ra 
while they rirrfo m an al'ia. Hu 
,, hy 1s it that the HI' c. that thry 
s11 g 1 n a c1y o Wl'ak, o\\In 
their powl I of l xr l I n \ tJolh 
to ffiUf'liC? . 

Cou Ti,;ss: \\ ,th C.!url 1t I d.ffo1 
1 nt. He gJ,dcs ou1 pol t , hC> kne,\\ 
th1 uOl l'OWf, of l,uman feeling, Lt 
can r voke c u1· neai ts' my t<•riou 
p(rner . 

OLIVIER: Yet he, to tl'eat th1 
\\OHL a a stc prhilci'l)f 1nu,;ic. 

FI "'\!AND: He alone et mu r fr<'< 
from Sl' ,itucle. HC> 1 laces \\ Jtd 
a1 d •nu ic : NJLl I Hie 'JJ c;;ick 

From My Life and My Theater by 
Carlo Goldoni 11707-1793): 

A fin .. \I, it to the Paris Opeia: 
\\ 1c II till' cm ti.in do,t.:d, my ar 
qJ«inh nrcs askut me how I had 
likt th<' r pc ia. To> fast raiPe my 
: 1 \ c 1 : "It i •,a I ad i e for th c) c 
a1 d lw" fvr the ear ." ... Rameau ha 
b up- 1t ..ibout I l◄'1ancr a f licit m. 
c•volut10n of in trmrnntal mu 1r. 

J: 1t in voca •nu i • he h,1d not ac
r implished any e cntutl chang . 
1 he F1 ench Jang iagc \\ as thought 
, , he 1m. uitabl<' fc r the moden art 
of ;; 1 in!f. J. J. Rous eau held th 

a nr opu h.lll and was quitr amazed 
\ hr" he f': n rrt t0 fipci the contrarv 
• Ll' 111 •lie music of the Ch , aht;, 
l,lt,cl. But Gluck, Je..11nell Gr11'1a 1 
rompo er though he wa:s, l·a,J ,ml\ 
v>me into light c01 tat \\l'h th1 
modern sp,nt of ltalia•1 111 ... ic, • 
ll'lllalll<'d for S.gnor l'for1111 ,mil 
· igltor l:sarchini to fini h a ll n n 

•hat f'lc•cms to f1 d m 1r : nd m 1 

fa\ol' with th,• l'Hnrh 
I am I t an l' pc.rt, but I 11 , 

P1.u:sic pa :sionate y. \\ ric•nc Hr a 
n,clody mo,e nic, \\,1CPoc1· it ghr 
me plea ·•1 e, I Ii ·tc 11 \\ ith deli d1t 
ard do not c;;pc nd tinw 11 t ,ur PIIIJ.; 
\\ he •he1· t 'le music i& F • c nch 01· 

lt,lian. I CHll '>c1 t\e thr e i 011) 
ne 111 1sic. 

From a letter of Christoph Willi
b a Id Gluck to the critic Jean 
Fran~ois de la Harpe (17771: 

! \\a C'lll\ incc ::t that f':111 •mg 1mbue<l 
\ 1t'I ti 1• co'om ing oft lw l nti1'1e11t 
111 be< p11 rd ought to hC' modifil'd 
l'1 acrol'dancc \\ ith tlwm a'ld a sum<' 
,1 man, d1tfoc11t ar ent. a tlw 
p1wtn !,act rl1fr< ll'llt t·nt ,; 111 ho1 , 
1 ht ,di t, tPri to , ne inr;le ,tin , 

th,11 of , .£/11, , 11, and the 111 io 1 

h1 t\ c n tlw in .1,g and ti<' , ouls 
hP o do 1• tha+ t e poem houlcl not 
a ppc a•· to bl• i<'f'l cemp > eel for the 
mu ic th,111 the mu. ic for the p m. 

I.U rn nu "VU.ti ll.UJ \.,V.lH/U.l)' Vl. 

means become lain and elo ·uent 

• 

1\1 Ht an 1cc,•lwactofth<'at1·r 1h Le 1wth( Jb 0 lct 
of du.ma• c \ t1h t(n to ath .. nce ic a11.,J111 nt, to at n 
l 11e drarnat l f 1>1 o · · · · a t of perfor"'11el: 
al'J • , to gh 1 · cbtage life., 
,r to ne ti) n Tr e 
.'hak dwa ge'' to 
1'11a1 ( re \\ 
H1i . fit 

Tlw \ 1 "'1 t1,11 te1 H light( 11th 
rcritu1} hH ..ig gen 1ala1d 
0 1 1 J.1 Go :.\fozc1 t' · lh 
, 'c/ ·1 , , R • ,erdon ma) 

E, l' 1 11, 0111 C<'I tury th1. inf 1e1 ce i f;trongl) felt 111 

ti al' l f No a teenth-centu1) 
t by Gi \ 1 m , Ba t1 ( 1 > fr! m 1sirn c pot 

pro, ided thl f.I + i11 e ~01• ll ' .a t d1·amatic 

Ht C',\\ ,'cg,1t.t1ur u eof..111(ii:,ltc<'1 h crntm) rl t,acapri-
ci,u I • .1r01rlu J\l u f pua t.: thctic t.1h<' pac. 11 the 
1:1ghll ntri l entu ) du1 1 t ', 1 itic 1 1, ,u !'.I c H n >,tck ·ta '"c atmo 
ph£'1c a1 p1 rnt, b 1t thl) ,1 1 1('1m ,1ted b) a\\,\ '1. l lief in U. creathe 
rnd re c11.1",<' ge1 11 f the a ti t, •hp, rt•.a , the It tcner ,md th patron 
of ai• \\hcnc• c a I thl· c• ca b 1..1 h 1 to u lfi h pu p "i<' b) the pell 
of inspi1 NI ai • tr}. 

From a letter of Richard Strauss to Clemens Krauss (1941 J: 

''Dn ~ou na:b think tl-,1t Capi "rc·o ... could b(' follo\\ecl by 
om thing bi>tttl 01· a• lu1:t h) :om('ti':iI"' 'li'-1,llb good'! ls;n't 

thi })-flat major the b 'St enctirv for 111) dramatic lifrwork? 
Olll' should 1l'a\ e behind only 01 e l,u,t ,, ill and t1:1.:;taml'nt." 
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Osor, Julio - Dip.3rd.So:-.,. G,2; D,3 & Pt. 

Ossosky, Sholc.on - Dip.3rc..Son.Aftor 2 yr.lonvo; Go2; D.2 & 1 

Richrrdson, Dorono - D.S.3rd.Sono G.2; D.2 

Robbin, Tm.mrn - D.S.lst.Sor1. G.l; D.l. 

Rodrigez, Robert - Dipclst.Son. Lal; D.l & 2 

Rogers, Poligonn - Dip.lst.SoD 0 G.l & 2; D.2 

SonGo, Ronn - D.S.lst.Son. L.1 & 2; J .l & 2 

Schenker, Dnrrio - D.S.4th.Son ., Lt,1 • proeran. G. 2; D.3 

Schnoo, Jool - D.S . 3rc1.Sono G.l; D.2 & 1 

Sho.nk, Jo.no - Dip.1st.Son. L.l & D.l. 

Steno, Cynthia - D.S.2nc1.Sor1. G.l; D.2 & 3 & Pt, 

Tnssono, Ronnld - D.S .lst.So~. L.l; D.l 

Tho:,pson,Elizo.both - L.S .lst.Son . L.2 & l; D.2 & Pt. 

Trisler, Joyce - Dip.1st.Son. L.2; D.l & 2 

Tucker, Do.rbnrn - Dip.1st.Son. L.l; D.l & 2 

Vl'.lontino, Go.il - D.S .5th.Son . G.2; iJ . 3 & Pt, 

Wo.ung, Juliette - D.S.2 Son.Ext . Div., 1st.Son . L.2; D.l 

Winborloy, Llowollyn - Dip.1st.Sor.. G.l; D.l 

Wolanski, Chostor - D.S.lst.Son . L.l; D.l 

EXTENSION DIVISION 

Drents, Plur.:cth - 1st.Sor. . G.l; :c .1. 

Dristol, Caroline - 1st.Son.Ext.After 4 Sor .• Rog.Div. D.3 & Pt. 

Drown, Mery - 1st.Son , D.l 

Lyron, Gwonc1olino - 2nd.Son.Ext .Div. L. & M.; G.l 

Cho.rlip, Ro,w - 1st.Son, D.2 & 3 

Huth, Lola -1st.Son. Linon Roportory; Pro-Clr.ssic For,7s; D.T.Co.; L.2 & 1 

McAnnny, Jo.nos - 1st.Son, D.l 

Nonl, Jo - 1st.Son. G.l; D.l 

Oro lo, Alice - 1st .Son , Notation l; Conposi tion Mctorfols 

Ro.ndolph, Alothon - 1st.Son. Ext.After 4 Son. Rog.Div, Modern Ferns; G.2; D.3 &2 ~ Pt. 

Seldon, Mr.rlone - 1st.Son. Notc.tion 1 

DANCE THEATRE CQ!1J' .P..N'l ONLY 

Christopher, Patricin - 1st, Sonostor 

Fi tzGorclc~, Richrrd - 1st. Sones tor 

Lovino, Rhoc~n - 1st, Sonostor 

Spencer, Jack - 1st. S01:1ostor 

Dip, 
L.S. 
801: . 
G 
L 
D 
Pt. 

= Diplono. student 
= Dogroo student 
= Sonostcr in nttonc1nnco at Juillinrd 
= Grnho.r, nodorn tochniquo 
= Linon nodorn tochniquo 
= Dnllot tochniquo 
= Dnllot Point Class 



PROGRAM 

IDOMENEUS 
King of Crete 

An opera seria in three acts 

Book by Abbote Giombattista Varesca 

Music by 
Wolfgang Amadeus Mozart 

(First performance in Munich, January 211, 1781) 

English version by Sherry Mangan 
commissioned by the Juilliard Musical Foundation 
for the Juilliard Opera Theater 

CAST 
ldomeneus •........... ••·················{vW.illi~m alBlan(kF~dhip (TdhTursdady and Monday) 

irgil H e ri ay an ues ay) 

Ida mantes, his son ............................................................................. Regina Sarfaty 

Ilia, a Troian Princess, 
captive in Crele .......................... {SAarah1.Dubin _Q;h(ursday, Friday, Monday) 

nge ioaLozu.uu Tuesday) 

Elektra, sister of Orestes ..................•.....•...•.•................................ ·····•·Claire Watson 

Arbakes, High Priest, confidant of ldomeneus ..................................... Robert Mackie 

The Royal retinue, people of Crete, Trojan captives, priests, warriors, Furies: 

Members of the Juilliard Opera Theater, its introductory class, and 
members of the Dance Department 

The Juilliard Orchestra 

The action takes place in Crete just after the Trojan War. 

There will be intermissions following Acts I and II. 

Musical Direction ..............................•.....•................... Frederic Waldman 
Stage Direction .......................................................... Frederic Cohen 
Scenic Design and lighting ....•.................................... Frederick Kiesler 
Costumes and Makeup .......................•....................... Leo van Witsen 
Dances Staged by ...................................................... Alfredo Corvino 

Assistant Conductor .......................•.................... Michael Charry 
Assistants to the Stage Director ........................... Elsa Kahl, Francis Barnard 
Assistants to the Costumer .................................. Maida Burr, Eleanor De Vito 
Wigs ..........................................................•...•.. Ella Bouchard 
Stage Manager .................................................. Thomas DeGaetani 

Master Electrician ..............................•............ J ohn Downey 
Master Carpenter ........................................... Frederick Strassburg 

SYNOPSIS 

ACT I 
ARIA: Ilia 
"Fatherl a brothers!" 

ARIA: ldamantes 
"Canst thou hate me?" 

CHORUS: Trojans and Cretans 
"All strife is ended" 

ARIA: Elektra 
"Furies af Hell destroy !heel" 

CHORUS: Cretans 
"Forbearl" 

ARIA: ldomeneus 
"A ghostly attendont •• ," 

ARIA: ldamontes 
"O father, what meeting(" 

CHORUS: Cretans 
"All hail thee, Poseidon!" 

On its return from the Trojan War, the fleet of the 
victorious Greeks is dispersed and partly wrecked off 
Crete. Idomeneus, that island's king, is thought lost. 
Priam's captured daughter Ilia, now a slave, is rescued by 
Idomeneus' son, Idamantes. They fall in love, but, being 
politically enemies and socially prince and slave, struggle 
against it. 

As the opera opens, Ilia's family has been slain. She 
begs forgiveness of their spirits for being unable to over
come her love for the son of their enemy. Idamantes 
arrives with the news that his father may have escaped 
drowning. He announces freedom for all Trojan captives, 
and declares his love. Ilia repulses him, but he continues 
to plead his case. The prisoners are brought in, and Ida
mantes orders their chains struck off. The Trojan prison
ers and Cretan women voice their joy that war's bitterness 
is at last over, and that love has set Ilia and her Trojans 
free. The one malcontent is the Princess Elektra, Orestes' 
sister, to whom Idomeneus had promised Idamantes' hand. 
Supposing Idomeneus drowned and herself scorned, she 
vows unremitting vengeance against Ilia. 

At the coast, Cretans are praying to Poseidon to spare 
their shipwrecked brothers who are praying from the sea 
as they are cast ashore. Saved, Idomeneus lands, thankful 
to be alive, but ashamed that in his panic he had promised 
Poseidon to sacrifice the first mortal he should meet once 
on shore. He foresees that the spirit of the innocent vic
tim will haunt him the rest of his life. A Cretan ap
proaches, whom he does not immediately recognize as his 
own son, Idamantes. When recognition occurs, Idomeneus 
rushes away in horror, leaving Idamantes puzzled and 
disconsolate because of his father's strange behavior. 

The first act ends with the returning troops being 
greeted by the Cretan women with joyous songs and 
dances in honor of Poseidon. 

ACT II 

ARIA, ldameneus 
"Great god, peace!" 

CHORUS: 
"See how the waves invite us." 

TRIO: Elektra, 
ldamantes, ldomeneus 

"Ere we do part ... " 

CHORUS: 
"The wild storm is shrieking" 

CHORUS: Cretans 
"Disaster! Run fasterl" 

ACT 111 

ARIA: Ilia 
"Wanton breezes, be not idle" 

DUET, Ilia, ldamanles 
"I find no words" 

QUARTET: Ilia, ldamantes, 
ldomeneus, Elektra 

"Alone, distraught ... " 

CHORUS: 
"0, this oath is tremendous!" 

MARCH 

ARIOSO, ldomeneus 
"Great Sea King ••. " 

ARIA: Elektra 
"Orestes, how gladly ... " 

RECITATIVE, ldomeneus 
"Hark, my people •• ," 

CHORUS: Cretans 
"Come, o love, come, Hymen, 

bless them I" 

Idomeneus takes counsel with Arbakes, high priest of 
Poseidon, who advises sending Idamantes as Elektra's es
cort to Argos while they try to placate Poseidon by other 
means. It is so decided. Idomeneus has meanwhile been 
struck by Ilia's strange behavior, and now realizes that she 
and Idamantes are happily in love. This plunges him into 
even deeper despondency as he sees more and more persons 
drawn into the vortex of the fatal vow. 

Cheered by the now fair weather, all are ready to set 
sail for Argos; Elektra is particularly delighted, for she 
hopes during the voyage to win back Idamantes' love. De
spite Ilia's and Idamantes' sorrow at being parted, all 
seems well, when the auspicious departure is suddenly 
turned to horror by another great storm. Not only is the 
ship wrecked, but a sea-dragon, sent by Poseidon to avenge 
the attempt to circumvent the vow, comes ashore to ravage 
all Crete. 

Back at the palace, Ilia, thinking Idamantes departed, is 
singing her love for him. He returns to tell her that, 
puzzled by his father's behavior and saddened by Ilia's 
indifference, he has decided to risk his life in an attempt 
to kill the dragon. At the thought of his death, Ilia con
fesses her love; and, all doubts of the other dispelled, they 
are transported with joy. Idomeneus, however, orders his 
son to flee, preferably to some other land. Ilia pleads to 
share his fate while Elektra still thirsts for revenge. 
Idomeneus, overwhelmed by his tragic dilemma, begs 
Poseidon to kill him and end their troubles. 

But the dragon's depredations continue till the people's 
lot becomes unbearable. Even Arbakes urges Idomeneus to 
action. Idomeneus at last reveals the vow and the victim's 
identity to the priests and people, who are horrified. 
Even Poseidon's own priests beg the god to be placated 
without so terrible a sacrifice. At this moment Idamantes 
arrives, triumphant after killing the dragon. Idomeneus 
realizes that Poseidon will be even more angered by this 
further affront. Idamantes learns his fate, and offers him
self for the sacrifice, commending Ilia to his father's care. 
Ilia, however, offers to take Idamantes' place in the sacri
fice, but Idamantes refuses. Idomeneus steels himself to 
kill his son, and the sacrifice is finally on the point of 
consummation when Poseidon, satisfied at last that he is 
not flouted, speaks: He orders Idomeneus to abdicate, 
Idamantes to take the throne, and Ilia to be his consort. 
This strikes the final blow at the hopes of Elektra, who, 
pursued by the Furies, flees to join her brother in Hades. 
To the rejoicing of the populace, the marriage celebrations 
are prepared. 



Dancers, Martha Gallagher, Barbara Holtzman, Vernon Long, Gene Mc
Donald, Charles Nicoll, Julie Oser, Sheldon Ossosky, Cynthia Stone, 
Gail Valentine 

Members of the Juillia rd Opera Thea ter, Alan Baker, Laurence Boglle, Cely 
Carillo Arabella Hong, Mary MacKenzie, Theresa Masciarelli, 
Willia,;, Metcalf, Malcolm Norton, Rosemarie Radman, Annamaria 
Saritelli, William Shores, Jayne Somogi, William Sparks, Marshall 
W olkenstein 

Students of the Introduction to the Opera Theater Class, Elizabeth Bublitz, Amie 
Cope, Lauretta Feldman, Joan Frosina, Eve Gilbert, Nancy Hall, 
Jean Heafner, Sirkka Holland, Anna Julia Hoyt, Florence Katz, 
Angelo Kouvaris, Robert Kuehn, Dawn Joy Miller, William Nahr, 
Doris O'Driscoll, Dina Perlzweig, Ruth Selo, Paula Stark, Grant 
Williams, Eva Wolff 

PERSONNEL OF THE JUILLIARD ORCHESTRA 

Violins and Cellos Bassoons 

Violas Nellis DeLay Marvin Feinsmith 

Norman Auzin. Ernest Lloyd Herman Gersten 

concertmaster Bnlce Rogers Horns 

Henry DiCecco Evalyn Steinbock Joseph DeAngelis 
Raphael Feinstein James Funkhouser 
Mary Freeman Double Basses Richard Reissig 
Joseph Gallo John Canarina Clarendon Van Norman 
Andre Hadges Marvin Topolsky 
Carol Jackson Trumpets 

Kenji Kobayashi Flutes Donald Benedetti 

Sheldon Kurland Po/lee Ann Slimm Melvyn Broilu 

Martha Marshall Kenneth Schmidt Trombones 

Darrell Matthews Hale W. Clark 
Lewis Main Oboes Robert Hauck 
John Pintavalle Melvin Kaplan Arthur Tyler 
Raymond Page Lois Wann 

Percussion 
Donald Portnoy Roland Kohlotf 
Salvatore Timpa Clarinets 

Yolande Wynn Robert Listokin Orchestra Librarian 

Joanne Zag.st Anthony Ojeda Felix Goettlicher 

Orchestra material obtained through the courtesy of The Little Orchestra Society. 
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Look around NO W 
and choose the exit 
nearest your seat. 
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PROGRAM 

SEASON 1954-55 

Juilliard School of Music 

Juilliard Opera Theater Production of 

MOZART'S 

IDOMENEUS 

Thursday evening, January 27, 1955_ at 8:30 
(199th anniversary of Mozart's birth) 

Friday evening, January 28, 1965 at 8:30 
Monday evening, January 31, 1956 at 8:30 
Tuesday evening, February 1, 1955 at 8 :30 

Juilliard Concert Hall 
130 Claremont Avenue 
New York City 

Benefit of the Juilliard Student Aid and Scholarship Fund 





II 

Dence Etude 

Choreogrcphy 
}1usic Inprovisntion 

Yuriko 
Joseph Liobling 

Pcul Bornsohn, Myron Botton, Jo.net Byer, Bruce Cnrlislo, Sylvin Dubrocn, 
Elcinc Fisch, H."rthn Gcllnr,hcr, Ellidn Knufno.n, Moisho. Kubinyi, Mory Mcrtin, 
Geno MncDonnld, Julio Oser, Sheldon Ossosky, Alothon Rcndolph, Dorene Richardson, 
Bnrrie Schenker, Cynthio. Stone, Gnil Vnlontine, Llewellyn 1:fiuberly. 

Prepnrod in tho clnss of Yuriko 

PAUSE 

III 

Robel 

Choreogrcphed end dcnccd bJ Melisn Nicolcides 

Music (Sonntn ) • • Donenico Sccrlc.tti 
(Recording) 

IV 

Suite - Bi to Not tho Tongue in Choolc 

Choreogrcphy 
Music 

• Elli c1n Kcru .. +'.:mn 
• Stoc1c1cr c' Lincoln 

Virginia F2rnor, Rnynorn1 Pnge - Violin 
Evnlyn Steinbock - 1cello 
Stoddard Lincoln - hcrpsichord 

Entroo 
Allmmnde 
Ceurcnte 
Scrcbnnde 
l1inuot 
Giguo 

• Sontincnt 
• Frenzy 
• Tension 
• Scnrch 
• Confusion (Who I s got it?) 

Elaine Fisch, Mnrthc. Gcllngher, Ronn Scndo , Ch!7rles Nicoll, Llewellyn Winberly 
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Juilliurd School of Music 

WEDNESDAY ONE 01 CLOCK CONCERT SERIES 
May 11, 1955 

Program 

Scherzo (First performance anywhere) 

Choreoeraphy (1955) by Jose Limo~ 

Trio: Richard Fitz-Gerald, M~chael Hollander, Harlan McCallum 
Quartet: Michael P.ollander, Ctc.rles Nicoll, Sheldon Ossosky, 

Chester Wolenski 
Nonet: Richard Fitz-Gerald, Michael Hollander, Harlan McCallum, 

Charles Nicoll, Ch,aster \Jolenskls Jemiim Ben--.:;al, 
Patricia Christopher, Lola Huth, M8lisa Nicolaides 

Percussion: John Barracuda, Stoddard Lincoln, Lucy Venable 

11 Labyrinth11 for separated instru."llental and vocal groups Henry Brant 
. (1955) (1913- ) 

(Man looking for his way in the labyrinth of the modern world. 
Sometimes he doesn 1t find it.) 

Violins: Henry DiCecco, Joseph Gc:llo, Jcrre Gibson, C:ll'Ol Jackson, 
Burbara Lene, Paul Makara, GP.oree Moster, David Stockhammer 

Flutes: William Matz, K0n~eth Schmidt, Virginia Sherwood, 
Pollee Slirrn 

Oboes: Michael Charry, Cl ilrles Kuskin, Bruce MacDougall, 
Euc;enia Millenky , 

Clarinets:Allan Jacobs, Com·ad Mohar, F'.eank P~rowsky, Frank Wolf 
Bassoonst Lester Cantor, Marvin Feinsmith, Herman Gersten, 

Bernard Wasser 
Saxophones:Rotert Donovan, Seymour Glanzer, Robert R~ssamano, 

John Sbano, Alfred S0 nerchia 
Voices: Lynn Chrke, Elizabeth Bublitz, Mary Hoffman, Janice Ruetz 

Passacaelia and Fugue in C minor 

Choreography ( 1938) by Doris Humphrey 
Set by Doris Humphrey 

Cast: Jose Limon 
Lucy Venable 

Johann Sebastian Bach 
(1685-1750) 

with Jemioo Ben-Gal, Janet Byer, Bruce Carlisle, 
Patricia Christopher, Elaine Fisch, Joan G4briner, 
Fli:.:-,abeth Harris, Lola Huth, Ellida Kaufman, 
Cristyne Lawson, Marc;ot Mink, Melisa Nicolaides, 
Charles Nicoll~ Sh-:10on Ossosky, Dorene Richardson, 
Polie;ena Roe;ers, Cynthia Stone, Chester Wolenski 

Sylvia Palmore, organ 

Dances directed by Doris Humphrey and Jose Limon 
assisted by Lucy Venable 
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Of Insects : 

Of Men: 

Of Lo.chines: 

V 

I nsects , Mon nnd Mcchinos 

Chorcogro.phy • • , • • 
Music (Ekck Moskors suite) 

• Ellidn Knufnon 

Jeni..rJn Ben-Gnl 
Poul Dernsohn 
Bruce Ccrlislo 
Gene ~cDonnld 

Loretta Bagley 
Coraline Bristol 
Borkro Holtzmm 
Goil Vc. l entino 

Jeninn Bon-Gel 
Pot~l Bcrnsohn 
Cecrolino Bristol 

JEminec Bcn-Gnl 
Pcul Bornsohn 

Joel Schnee 
Gail Vclentino 
Chester Wolonsl:i 

Dor ene Richcrdson 
Joel Schnee 
Gdl Vo.lontine 

Roger Sessions (Recor ding ) 

Alethen Rcndolph 
Dorene Richnrdson 
Joel Schnee 
Chester Wolanski 

Bruce Ccrlisle 
Geno MncDonecld 
Dorene Richnrdson 

Bruce Carlisle 
Geno HocDom,ld 

Techniaecl c~irect:.r--n , stngc nnnagonont 
c,nc1 lighting • • • Thornc.s DoGaotnni 

Moster ol ectric5.nn • • J ohn Downey 
l-bster ccrpontor • • Frederick Strassburg 





A note on the Dances of South India: 

The dances of South India open up a world of such extraordinary beauty, 

refinement and expressive power that our western dance tradition seems ele

mentary in comparison. He are confronted by a language of movement that is 

amazingly articulate. Not only is there an all-inclusive use of the body 

in a series of postures, leaps and bends, but each separate part - the head, 

hands, neck, eyes, lashes - all are used to convey e.n almost inexhaustible 

range of ideas and emotions. 

Even without fully understanding the symbolism of these gestures we 

are aware that they are a vehicle of something more than aesthetic pleasure. 

The dancer does not merely display a personality or a technique. He is the 

medium for communicating a whole range of emotional experiences defined by 

a psychology that is penetrating yet delicate. This ancient Hindu psychology 

has much to say on the nature of love, hate, valor, joy, fury, peace. But 

these emotions must not be conveyed to the audience merely as sense experi• 

ences. They must be purified and transmuted into an impersonal joy that liber• 

ates and enlarges the huraan spirit. A superb dancer can enkindle and share 

with his audience a state of ecstasy that is a true spiritual experience. 

That dancing should be a way of reaching God is an idea foreign to 

our western minds. Yet it lies at the center of Hindu thought. The God 

Shiva created the world by dancing its first rhythm into being, and mortal 

man can attune himself to this cosmic motion - the source of the whole life 

process• through participation in its ritual. Dancers have always been 

attached to the temple so that they might be used as an integral part of 

worship. Through the rhythmic movement of the dance the indiVidual attains 

poise and dignity in the flux of life, his soul is purified, and he approaches 

that unity of being which is the goal of all human experience. 



The principles of Indian dancing, established centuries ago, were 

codified about the beginning of the Christian era. But, though the basic 

laws have long been established, the tradition itself never became rigid. 

Throughout the centuries it has grown and changed, responding to the genius 

of individual dancers and teachers. The form in which the classic Bha.rata 

Natyam is danced today was established only about 300 years ago. Sometimes 

it is asked if Indian dancing can say something about the contemporary 

world. This would be possible if the modern ideas sought to express more 

than a transitory reflection of life, and were conceived in relation to the 

eternal spiritual purpose that has inspired the dance of India throughout 

the centuries. 

As in all Indian art forms, the dance is a combination of formalism 

and improvisation. The dancer must conform to traditional patterns of mime 

and rhythmic gestures established centuries ago. Yet, the dancer is also a 

creator. No choreographer, conductor or composer enforces his interpreta• 

tions upon him, and within the traditional laws of the dance he can abandon 

himself to creative invention. The greatness of the da..~cer depends not 

only on his technical ability and his artistry, but also on his spiritual 

insight, for this is the reservoir out of which he draws the power for his 

improvisations. 

The subtle artistry of the improvisations, in which lies the genius 

of a great dancer, Will inevitably be lost to an uninitiated western audience, 

but in Southern India his every gesture would be followed and responded to. 

For instance, if the dancer is interpreting the words "Oh, God, I trust you", 

he must choose which quality of "God" to express in his gestures (a God of 

power, a God of love, the playful childish God who is Krishna, etc.) and 

which kind of "trust". This interpretation must flow effortlessly yet co

ordinate a complex of s,Tiftly changing traditional patterns for feet, body, 

head, hands, eyes, stance, etc. It must seem as inevitable and beautiful 

as a line of inspired poetry. 

The Gestures: An indispensible feature of Indian dancing is an expressive 

gesture language that is capable of conveying not only visual concepts such 

as "the flight of a kite" but also such intangible ideas as "an attempt to 

remove ill-feeling by stratagem". As defined in the Hindu poetics, this 

gesture language is of four types: body movements, poetry and song, costumes 

and make-up, and that undefinable genius in a dancer that alJ.ows him to convey

emotion. Some dances such as Kathakali emphasize a stylised make•up and 

others such as Bha.rata Natyam and Mohini Attam allow phrases to be spoken or 

sung by the dancer. 



The body gestures of the various tY]?es of dances differ in symbolism, 

but are relatively similar. There are certain basic movements of the head, 

arms, chest, hips, and legs. Then movements are prescribed for the shoulders, 

palms, back, ankles, knees, wrists and neck. The to•nnd•fro horizontal move• 

ment of the neck that always enthralls a western audience may denote affec

tion, delight, a mischievous teasing, or a woman's beauty depending on 

subtleties of its execution. Then there are defined movements for the eyes, 

brows, lashes, cheeks, nose, lips, tongue, chin, mouth, and jaw• all of 

great refinement. For example, there are some nine movements of the eyeball, 

eight for the lids, seven for the brows, etc. Lastly there are the hundreds 

of movements of the hands (commonly called mudra,,7 ) which express the exact 

meaning of words. Each finger must move separately, and sometimes the hands 

are used together, sometimes individually. 

Music f or the Dance: Indian music is made up of melody (rnJ and rhythm 

(tal2 ). The music for the dance is not a mere accompaniment; it is of 

primary importance, and the~ and~ for each dance are usually 

announced. The music comprises the voice which carries the melody, per

cussion instruments (the jalra, w;:idanga and natuvangan) which provide the 

rhythm, and a stringed instrument (the tamboura) that gives a monotonous 

drone as a background for the melody. In a sense the dancer's body is still 

another instrument for she initiates one of the complicated rhythm patterns 

either in unison or counterpart with the drummer, beating it out with her 

feet and the accompanying ankle bells. 

The singer (who carries the melody or raga) usually chants the poems 

which the dancer interprets, though sometimes he merely vocalizes. The 

quality of an Indian voice often seems rasping and harsh to our western ears, 

as indeed our western voices sound to Indian ears. The singer is chosen for 

his musicianship which must be highly developed. While he chants, he also 

plays the jalra, two small brass cymbals that emphasize the important beats 

of the melody and show the outline of the raga throughout. 

The mridanga. drum provides the rhythm or tala. The drum rests on the 

lap of the performer who plays both ends simultaneously, the left producing 

a bass tone, while the right is tuned to the voice. 

The natuvangam is a small block of wood that is hit with a small wooden 

baton. Seemingly simple, it is actually very difficult to play for it must 

follow the feet of the dancer in the difficult rhythm that she improvises. 

' . 
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The tamr~ura, whose four strings are tuned to the t onic, dominant and 

sub-dominant of the melody, provides a background for the melody. 

The music is incredibly intricate• melodically and rhythmically -

and capable of great ecstasy and joyousness. It supplies the mood and 

continuity whose function is to liberate the inspiration of the dancer. 

The Dances: The three main dance styles of South India are called Bharata 

Natyam, Kathakali and Mohini Attem. 

Bllal"ata Natyam (from the Tamil Nad district of Southeast India) is 

I ndia's purest classical dance, comprising free rhythmic movement with 

spontaneous expression. The style was established about 300 years ago, but 

the tradition of the dance itself is based on an ancient treatise on the 

arts of the dance and theatre written by a sage named Bharata and comprising 

the fifth Vedic book. It is of great antiquity and was primarily a 

religious dance whose tradition was preserved in the ter,,ple. 

Each performance of Bharata Natyam begins with a dance of invocation 

that is called Alarippu. 

The dance is made u:p of seven different parts (a selection of which 

the dancer chooses) each comprising a different mood - contemplative, joyous, 

sad and each emphasizing a different means of communication: the footwork, 

the hands, etc. One item, the Varnam, is the most complicated, for it is a 

conflict of moods. The subject is always love of God, but it is told in 

terms of human love. 

Bharata Natyam is danced in a 10-yard sari tucked in at the back like 

a dhoti. The elaborate jewelry, flowers and head-pendant are traditional. 

Kathakali (from Malabar on the Southwest coast of India) is a dance

drama that retells the stories of the epic Hindu legends of the Ramayana 

(the stories of Prince Rama) and the Mahabharata (stories of Krishna). Its 

natural setting is a village clearing, the performances beginning at sunset 

and lasting all night. Its origin was in the popular dance-dramas, and its 

present form was crystallized in the 17th century. 

Kathaka!i is related to Bharata Natyam but is not so pure. Bharata 

Natyam is essentially a solo dance, capable of greet subtlety; Kathakali 

is a drama-pantomime of many characters where the conflicts are simple, 

strong and external. Whereas Bharata Natyam is a lyric, feminine dance, 

Kathakali is essentially masculine and its style is so athletic and vieorous 

it must be danced on the outsides of the feet. 
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EDITOR'S NOTE: The Newsletter Staff, like everyone else in the School, is struggling 

under the problem of living in a society in which there are only seven days in a 
week. Fuced with term papers, final exams, registration, rehearsals, recitals, 
etc., it becomes necessary to issue this abbreviated issue which is limited to 
important events talcing place in School. ft final issue announcing Fullbrights, 
L&M Fellowships, and other news, is duly promised. 

INDIAN DANCERS AT JUILLIARD 

Juilliard School of ~JU.sic in cooperation with the Museum of Modern Art will present 
a program of Indian Dance by Shanta Rao and her accompanying musicians -
Chantanapalli Venkataram (chant and jalra); D.K. Kethappa (mridanga); Vasanti Rao 
(natuvangam); and Anj ali Mehta ( tamboura) - in the Concert Hall on Thursday, H!l.y 12 

·at 5:30 p.m. This will be a U."U.que opportunity to see the foremost dancer of India 
perform the same program that she presented recently to sold out houses at the Museum 
of Modern Art. Faculty, Staff and students are cordially invited to attend this 
unusual event. 

Monday 
May 9 

Tuesday 
Ivf.ay 10 

Wednesday 
May 11 

Thursday 
1"iay 12 

Friday 
1'-'Jay 13 

'Saturday 
JvJay 14 

Recital Hall 
4:30 P.M. 

Recital Hall 
4:30 P.M. 

Recital Hall 
8:00 r.N. 

Concert Hall 
1:00 f' . M. 

Recital Hall 
8 : 00 P.H. 

Recital Hall 
8:00 .t' . 11. 

Recital Hall 
4:30 P . M. 

Concert Hall 
8:30 P .M. 

WNYC Broadcast 
8:30 i'.M. 

CALENDAR OF EVENTS 

Vocal recital by Alan Baker, student of Mack Harrell 
(Program not received) 

Vocal recital by Jean Heafner and William Sparks, 
students of i~ck Harrell. 
Music by Schubert, Faur~, Wolf. 

Cello recital by Evalyn Steinbock, student of Bernard 
Greenhouse 
(Program not received) 

Students and members of . company -of Joa~ Limon. 
11Sc-herzo 11 , with percussion accompaniment ••••• Jos~ Limon 
"Labyrinth11 , a musical work for voices and 

instruments ••••••••••.•••••••• Henry Brant 
11Passacaglia and Fugue in C 1viinor 11 (Bach) 
with Jos~ Limon and Lucy Venable in the 
leading roles and Juilliard students in 
the company ••••••••• I,oris Humphrey 
(First production with organ accompaniment) 

Vocal recital by Grant Williams, student of Sergius 
Ko.gen, 
Music by Bach, Scarlatti, Schubert, Poulenc, Copland. 

Piano recital by Evelyn Varrone, student of Rosalyn 
Tureck . , 
(Program not received) 

Vocal recital by students of :Edith Piper: 
Inez Barker; Sophie Ginn; Paula Stark; Eileen Smith; 
Clare Juddson. 
11Iusic by Purcell, Durante, Handel, Vivaldi, Mozart, 
Brahms, ,,.iahler, Debussy and Ravel. 

Choral Concert: Conductors, Frederick Prausnitz, 
Leslie Bennett and Alexander Kaplan. 
tV:usic by Vittoria, Burkhard, Fine, Bruckner. 

Concerto for Oboe •·•••·••··•••••·•• Benjamin 
Petite Symphonie Concertante_ ••••·•••••·•• Frank ~Jartin 
Metamorphosen •••••••·•·•••••·•·•••• Strauss 
Suites I and II from The~ Cornered Hat •••• De Falla 

*lllll11U11" 
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The body movements are less varied and complex than in 13bara.ta NatY¥) 

but the mudras (hand gestures) are more numerous. 

It is characterized by an elaborate stylized make-up that - for the 

main characters - sometimes takes 12 hours to apply. 

It is traditional to dance only excerpts from the long tales, and 

certain passages are danced by -women. 

Mohini Att9t11: The Dance of the Enchantress (from Kerala in Malabar, 

Southwest India) lies in style somewhere between ~harata Natyam and 

Kathaka.li. Mohini is the seductress in Indian dance and art, and she 

appears as a character in Kathakali. 

This dance can be performed only by a woman. It is very lyrical and 

graceful, lacking the Wide springs of ~harata Natyam and evolving grace

fully t o special music with a coquettish use of the eyes and stylized mudras 

that express the powerful emotions of the dance. The costume must always 

be a pure white sari. 
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WHO'S WHO IN THE CAST 

Jemima Ben-Gal: born in Israel; studied under Gertrude Kraus, Elsa 
Dublon and at Juilliard School*; performed at Habima Theatre, Israel. 

Janet Byer: born in New York City; studied under Eve Gentry and at 
the High School of Performing Arts and Juilliard School*; performed 
at Cain Park Theatre, Cleveland. 

Bruce Carlisle: born in Brooklyn, New York; studied under Marion 
Kirk in Michigan and at Juilliard School*; performed with the Shirley 
Broughton Company, New York City, and at Cain Park Theatre, Cleve
land. 

Patricia Christopher: born in San Francisco, California; studied under 
Hanya Holm and at Mills College, Connecticut College School of the 
Dance. 

Patricia Cooper: born in Oklahoma City, Oklahoma; studied under 
Martha Graham, E. Ivantzova-Anderson and Ben Harkarvy and at Mi!ls 
College, Colorado College and Connecticut College School of the Dance; 
performed with the Merry-Go-Rounders Company and at Cain Park 
Theatre, Cleveland. 

Jeff Duncan: born in Longview, Texas; studied under Jose Limon and 
at North Texas State College, Denver University, Colorado College and 
Connecticut College School of the Dance; performed with the Henry 
Street Playhouse Company, the Merry-Go-Rounders Company, the New 
Dance Group Company, the Anna Sokolow Company, the "Plain and 
Fancy" Company and at Cain Park Theatre, Cleveland. 

Richard Fitz-Gerald: born in South Pittsburgh, Tennessee; studied under 
Jose Limon and at Northwestern University, Jacob's Pillow School of 
Dance _and Connecticut College School of the Dance; performed with 
the Jose Limon Company. 

Anna Friedland: born in New York City; studied under Charles Weid
man, Hanya Holm and at the Seda Suny Dance Studio; performed with 
the Pearl Lang Company. 

Lola Huth: born in Pocatello, Idaho; studied under Virginia Tanner, 
Salt Lake City, and at Juilliard School*; performed with the Children's 
Dance Theatre, Salt Lake City, and at the Perry-Mansfield School, 
Colorado. 

Cristyne Lawson: born in Santa Monica, California; studied under Ruth 
St. Denis, Harriette Ann Gray and at Juilliard School*; performed with 
the "House of Flowers" Company and in the motion picture "Carmen 
Jones." 

Rhoda Levine: born in New York City; studied under Hanya Holm, 
May O'Donnell and Ben Harkarvy and at Bard College, and Sarah 
Lawrence College. 

Melisa Nicolaides: born in New York City; studied under Jose Limon, 
Margaret Craske and at the Y.W.H,A. School of Dance, New York City, 
Connecticut College School of the Dance, the High School of Performing 
Arts and Jui!liard School*; performed with the Jose Limon Company. 

Don Redlich: born in Winona, Minnesota; studied under Hanya Holm 
and at Winona State Teachers College, University of Wisconsin, Con
necticut College School of the Dance and Colorado College; performed 
with "The Golden Apple" Company and the "Thieves' Carnival" Company 
(as dancer and choreographer). 

Poligena Rogers: born in New York City; studied under Katherine 
Dunham, Lola Bravo and at the High School of Performing Arts and 
J uilliard School*. 

Jack Spencer: born in Brooklyn, New York; studied under Jose Limon 
and at Brooklyn College; performed with the Henry Street Playhouse 
Company (dance and drama) and the Pearl Lang Company. 

Joyce Trisler: born in Los Angeles, California; studied under Lester 
Horton and at the University of California, Los Angeles, and Juilliard 
School*; performed with the Lester Horton Company (as dancer and 
stage manager). 

*Faculty of the Dance Department, Juilliard School of Music 

Martha Hil I, director 
Margaret Craske 
Martha Graham 
Louis Horst 
Doris Humphrey 
Ann Hutchinson 
Jose Limon 
Antony Tudor 
Patricia Birsh 

Alfredo Corvino 
Ruth Currier 
Letitia Evans 
Mattlyn Gavers 
Betty Jones 
Yuriko Kikuchi 
Helen McGehee 
Natanya Neumann 
Lucy Venable 
Doreen Vallis, executive secretMy 

Juilliard School of Music, in association with the Municipal Broadcasting System, 
presents a weekly series of broadcast concerts comprising transcription of public 
performances at the School. 

These broadcasts will be heard each Saturday evening from 8 :30 to 10:00 o'clock over 
station WNYC and WNYC-FM. 

FIRE NOTICE 

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

PROGRAM 

SEASON 1954-55 

Ju ill ia rd School of Music 

presents 

The First Productions of 

THE JUILLIARD DANCE 
Doris Humphrey, director and choreographer 
Anna Sokolow, guest choreographer 

Tuesday evening, April 19, 1955 at 8 :30 
and 
Wednesday evening, April 20, 1955 at 8:80 

J uilliard Concert Hall 
130 Claremont Avenue, New York City 

THE JUILLIARD ORCHESTRA 
Frederick Prausnitz, conductor 



The Juilliard Dance Theater was organized in the fall of 1954 by Juilliard School of 
Music. Its first productions are being presented with the aid of a grant from the B. de 
Rothschild Foundation for the Arts and Sciences. 

PRIMAVERA 
r first Performances Anywhere J 

Concerto for Oboe and Strings ( 1942) Arthur Benjamin 
Melvin Kaplan, solo oboe 

Freely adapted from Piano Sonatas by 

Choreography 11955} 

Patricia Christopher 
Anna Friedland 
Lola Huth 
Melisa Nicolaides 
Joyce Trisler 

Domenico Cimarosa 
lntroduzione 

Allegro 
Siciliana 

Allegro giusto 

Anna Sokolow 

Bruce Carlisle 
Jeff Duncan 
Richard Fitz-Gerald 
DonRedlich 
Jack Spencer 

LIFE OF THE BEE 

Kammermusik No. 1, Op. 24, No. 1 ( 1922) Paul Hindemith 

Sehr schnell und wild 

Maessig schnelle Halbe. Sehr streng im Rhythmus 

Quartett: Sehr langsam und mit Ausdruck 

Finale. 1921: Aeusserst lebhaft 

Choreography 11929) 

Set 

Costumes 

Young Queen 

Old Queen 

Rhoda Levine 
Melisa Nicolaides 
Poligena Rogers 

Doris Humphrey 
Doris Humphrey 
Pauline Lawrence 

Lola Huth 
Joyce Trisler (Tuesday) 
Patricia Christopher ( Wednesday) 

Jeminia Ben-Gal 
Janet Byer 
Anna Friedland 
Cristyne Lawson 

Bruce Carlisle 
Richard Fitz-Gerald 
Jack Spencer 

In the Holy of Holies of the palace, the workers dance and beat their 
wings around the cradle of the unborn princess who awaits her hour 
wrapped in a kind of shroud, motionless and pale, innocent alike that 
her kingdom has yet to be wrested from pretenders close by, and that 
the pitiless duty of the hive decrees the sacrifice of the individual at 
last to the immortality of the republic. 

PARAPHRASED FROM MAURICE MAETERLINCK'S 
"THE LIFE OF THE BEE" 

INTERMISSION 

THE ROCK AND THE SPRING 
I First Performances AnywhereJ 

Petite Symphonie Concertante ( 1946) 
Sonya Kahn, harp 
Stoddard Lincoln, harpsichord 
Ruth Mense, piano 

Adagio - Allegro con moto 

. ' ' 

Frank Martin PERSONNEL OF THE JUILLIARD ORCHESTRA 

Frederick Prausnitz, conductor 

Adagio Trumpet 
Alleg_retto alla marcia 

Choreography 11955) 

Violins and Violas Cellos 

Set 
Costumes 

Doris Humphrey 
Paul Trautvetter 
Clark Bailey 

Cast· in order of appea·rance 

Melisa Nicolaides, the Protagonist 
Janet Byer 
Patricia Christopher 
Cristyne Lawson 

Lola Huth 
Jeff Duncan 
Anna Friedland 

Poligena Rogers 
Rhoda Levine 
Richard Fitz-Gerald 

Jemima Ben-Gal Jack Spencer 
Bruce Carlisle Joyce Trisler 

Assistants to Miss Humphrey 

Costumes executed by 

Understudies 

"Shall I unbolt or stay 
Alone till the day I die 
Unseen by stranger-eyes 
In this white house?" 

FROM "EARS IN THE TURRETS HEAR" 

COLLECTED POEMS (New Directions) 
BY DYLAN THOMAS 

Ruth Currier 
Jeff Duncan 
Nellie Hat field 
Jessica Leigh 
Patricia Cooper 
DonRedlich 

Technical direction, stage management 
and lighting 

Thomas DeGaetani 

Master electrician 

Master carpenter 

John Downey 
Frederick Strassburg 

NormaAuzin 

Henry DiCecco 

Raphael Feinstein 

Mary Freeman 

Joseph Gallo 

Jack Heller 

Joan Howard 

Myron Kartman 

Kenji Kobayashi 

Barbara,Long 

Lewis Main 

Paul Makara 

Martha Marshall 

George Mester 

Raymond Page 

Donald Portnoy 

Allan Schiller 

Edward Seferian 

Yolande Wynn 

I, 

MosheAmitay 

Ernest Lloyd 

Bruce Rogers 

Evalyn Steinbock 

Double Basses 

John Canarina 

Marvin Topolsky 

Flute 

Pollee Ann Sliinrn 

Oboe 

Marvin Kaplan 

Clarinet 

Donald Lituchy 

Bassoon 

Herman Gersten 

Donald Benedetti 

Harp 

Sonya Kahn 

Harpsichord and Harmonium 

Stoddard Lincoln 

Pianos 

James Mathis 

Ruth Mense 

Percussion 

Sy Ribakove 

Orchestra Librarian 

Felix Goettlicher 

George Mester, assistant to Mr. Prausnitz 





J: Juillinrd ~nnco Thontor. 

TUESDAY 
Space nvnilnble: 
Rno 610, 12:45 - 10:00 p0 m. (nlso 9:00 n.m. - 12:45 when orchestra is in Concert 

Hnllo) 
Rne 607, 8~00 - ll:50 a.nQ; 5:00 - 10:00 p.n. 
Rn0 102, 8:00 a el'lo - 10:00 PoDo 

9:00 - 10:20 D 0 1;1 0 Rno 07~ L & M (D) 1, Section A, Lloyd. 
Rue 60'7, Ballet 2 & 3, Corvino; Kueter, Acc. 

10:30 - 11: 50 n.n. Rr.10 6071 Ballet 1\ Corvino; lfishory, Acc. 
Rn 0 102, L & M (D 1 2, Lloyd 0 

Rno 06t L & M (D) 11 . Section B, Friend. 

11:50 - 12:30 PoDo Rno 102, Ballet Tutorial, Valentine. 

1:00 - 2:20 pone Rn. 610, Linon 1, Dunbar; Rybo.cki; Acc. 
Rn .. 314, Dance History and Criticisn 2, PJ.ll. 

2:30 - 3:50 p .. n. Rn .. 610, Limon 2 & .3, Dunbar; Rybacki, Acc. 
Concert Hall stage and Rn. 314, Stagecrcft, Section A, de Gaetani., 

2:45 - J:50 PcDo 

4:00 - 5:20 p.n. 

Rno 

Rno 
Rn. 

Rn. 

102, 

610, 
102, 

610, 

Ballet Tutorial, Tudor. 

Ballet Production Class, 
Notation 1, Venable. 

Juilli.:::rd Dance Thenter, 

ACADEMIC CL./\SSES 

9:00 - 10:20; 171, 213, 3130 
10:30 - 11:50; .350, 571, 601, 611. 
1:00 - 2:20; 111, 281, 381, 515. 
2:30 - 3:50; 171, 181. 
4:00 - 5:20; 161, 275. 

Tudor; Sawyer, 1.cc. 

Humphrey, Currier. 



.., ; uui.i..nnra .l)nnco 'l'hoc1tor • 

WEDNESDAY 
Space nvc1ilnble: 
Rn. 610, 8:00 n . n . - 10:00 p . n . 
Rn. 607, 5:00 - 10:00 p . n. 
Rn. 102, 8:00 n. n . - 10:00 p 0 n . 

9:00 - 10:20 n.n. Hoo 102, Bnllet , Point Closs, Gavers; Wittnnn, Acc . 
Concert Hnll stnge nnd R;.:10 03, Stagecraft , Section B, de Gnetnni. 

10:45 - 12:00 Pon• Rr.10 610, Ballet 1, Gnvcrs ; Wittnnn , Acc . 

12: 00 - 1: 00 p 0 n . Rn. 610, Bnllet 2 & 3 1 s not in Point Clo.ss , Gnvers; Wi ttnnn, Acc. 

1:00 - 2:00 p . n . 

2:00 - 3:20 p . n . 

2:30 - 5:00 p . n . 

5: 00 - 6:20 p . n . 

6:30 - 8:30 P ollo 

vJEDNESDLY 1 0 1CLOCK CONCERT 

Rn. 610:, Linon 1~ Jones; Wittno.n , !.cc. 
Rn. 1021 Notation 2, Grelingsr 0 

P.n. 03 or Rr.1 . 04, Dnnce Conferences, 1st yenr students, Evnns. 

Rr.i . 610~ Gr ahan 2, Neunnnn; Ribbink, Acc 0 

Rn. 102 or Rn. 03 , l;otction 3 & 4 , Gr elinger. 
Concert Hall stage or Rn. 102, Tficatre Techniques, de Gaeto.ni. 

Rn, 610, Linon 2 & 3, Linon, Hollnnder; Rybacki, Acc. 
Fm . 607, Grnhw".1 3, Neunnnn; Ribbink, I.cc . 
Rr.1 . 102, Notation 1, Bissell. 

P.no 610, Juillinrd Drmce The.::iter, Linon, Hol lnndor. 



J: Juilli2rd ~nnco Thoator . 

THURSDAY 
Space nve,ilnble: 
Rn. 610, 8~00 n oDc, - 10:00 P e D o 

Rn. 60?, 8:00 - 11: 50 o.~n. ; 5:00 - 10:00 Pan• 
Rn. 102~ 8:00 c.n. - 9:00 CToDe; 10:30 n. n. - 3:45 p.n . ; 5:15 - 10:00 p. n. 

9:00 - 10:20 DoDe Rno 6101 Linon 2, Jones; Cooper , Acc o 

10:30 - 11:1;5 n.n . Rn. 610~ Eo.llet 2 & 3 Girls , Tudor; Corvino, clt .; Ho.wkins , Acc . 
Roon 607, Li,.1on 1, Jones; Cooper, Ace 0 

11:45 - 12:45 P oDo Rr1 . 610, Bnllet , Boys; Tudor; Corvino, nlt . ; Sawyer, Acc . 

1:20 - 2:20 p. n. Rn. 610, Ad,gio , Tudor; Corvino, nltQ; Snwyer, Ace , 

2:30 - 3: 50 p. r, . Rn. 610, Liv.on 3, Dunbnr; Rybccki , Acc . 
Rn,, 014, Dn:cce History r.nd Cri ticisn 1, Hill . 
Rn0 102, Grchnn Tutorinl , Di:rsh, on ce,110 

4: 00 - 5: 20 p.n. Rn. 610, Grrhnn 2 & 3, Birsh; Hinkson , Neuno.nn , .'.1lt , ; Rybncki , 1.cc 

5:30 - 6:45 p.n. 

6:00 - 8: 00 p. n. 

Rn, 607, Ballet 1, Reed; Bristol, nlt , 

Rr:10 610, Juillinrd Dnnco Thenter, Hunphrey, Currier,, 

ACADEMIC CLASSES 

9:00 - 10:20; 111, 191, 211, 281, 310, 351. 
10:30 - 11:50; 181, 291, 319, 321, 435, 531 , 773 . 
1:00 - 2:20; 181, 191, 551~ 
2:30 - 3:50; 111, 275, 391, 435. 
4:00 - 5:20; 171, 1;40. 



J: JuilliQrd ~nnco Thootor . 

FRIDAY 
Spnco c.vnilci.blo : 
Rn . 6JOi 12,L,5 - 10:00 Pon• (nlso 9:00 c .n . - 12:45 p.n. when orchostrn is in 

Cn uaort i-:c.11) 
Rn. 60'7; 8: 00 c.n, - 10: 00 p ~!:1 • 
R,"'1 0 1021 8:00 Cl oile - 10:00 Porlo 

------------
Rn., 60?; Bc.1lot 2;, Corvi.no; Johnson_, :~cc . 
Rn. 102, L & M (DJ 1, Section A3 Llo;rd, 

10: 30 - 11: 50 c . no Rr:1 . o6 or 102, L & M (D) 3 & 41 Lloyd" 
Rn. 102 or 06l L & M (D) 1, Section B, Friond0 

RTJe 60'7J Pro-•Clnssic For-rs, Horst , Neunnnn .; Johnson, Acc . 

12:00 - 1:00 Peno Rr10 607, Mode.en For,Js , Hr)rst , Notmnnn; Johnson, Acc . 
Rn. 102, Cot'1Josi tion Mnto::-io.ls, Evo.ns; Wittnnn , Acc. 

1:00 - 2:20 pan. Rn. 607j Brllet 31 Crnske; Go.vers , o.lto; Wittnnn, Acc. 
Rr:1 0 610, Cor:posi tion :VJD torio.ls, Evnns; Johnson, Acc . 
Rr1. 102, C 01.,posi tion Tutorie:l, Nounnnn (Hill, Horst, on cnll) 

2:30 - 3:50 p.a. Rn. 607 or 610, Graho.n 2 & 3, l'.inkson ; Liebling, Acc. 
Rne 610 or 607, Ll.non 3 & uppor 2 Girls; Dunbar; Clo.guo, .i\cc. 

4 : 00 - 5:20 Porlo Rn. 610, Lin on, Boys ; Linon; Hollender, As st o; Ry bncki, l.c c 0 

Rr.1 . 607, Li.non 1 o.nd lower 2 Girls; Jones; Edolsson , !.cc 0 

5:30 - 6:45 p.n. 

6:00 - 8:00 Pon• 

Rr.1 . 607, Bollot 1, Rood; Vo.lontino, nlt 0 ; Mishory, Acc . 

Rr1 . 610, Juillie:rd Dnnco Theo.tor, Linon , Hollender. 

ACADEMIC CU.SSES 

9: 00 - 10:20; 171, 213, 313. 
10:30 - 11:50; 350} 571, 601, 611. 
1:00 - 2:20; 111, 281, 381, 515. 
2:30 - 3:50; 171, 1810 
4:00 - 5:20; 161, 2750 

.. 



J: Juillinrd Ponce Theotor. "-'Vl.wl."""'_,_,..,_l.. , ..1.1.A., vuve 

October 20, 1955 

Student List 
Dance Department 

1955-56 

Regular Division (Total 60: returning 26, re-admit 2, new 32): 

(1) Admire, Jere, BS Ltd. 
(2) Bagley, Loretta, Dip. 
(1) Barth, Robert, BS 

J(2) BBn-Gal, Jemima, Dip. 
(2) Braunstein, Ora, Dip. 
(1) Brewster, Barbara, BS 
(4) Bristol, Caroline, Dip. 
(1) Bywaters, Jerry, Dip. 
(2) Cairoli, Marion, Dip. 

J(3) Carlisle, Bruce, Dip. 
(2) Chung, Hazel, Dip. 
(1) Cohen, Helene, BS 
(1) Coonley, Hannah, BS 
(1) Cushman, Georgia:, Dipo 
(1) Dellaglio, Carol, Dip. 
(1) Dickerson, Betsy, Dip. 
(1) du Mee, Robert, BS 
(2) Fisch, Elaine, Dip. 

J(2) Gallagher, Martha, BS 
(5) Geyra, Ellidn, BS 

J(l) Gillick, Maureen, Dip. 
(1) Goldberg, Sondra, BS 
(1) Gonzalez-Agudo, Luis, Dip. 
(1) Gracey, Carolyn, ES 
(2) Greenberg, Tamara, BS 
(1) Hirschl, Ilona, BS 
(2) Holtzman, Bo.rbarn, BS 
(1) Jospe, Sabine, Dip. 
(3) Kohnv, Tiava, Dip. 
(3) Kubinyi, Moisha, Dip. 
(1) Latimer, Lenore, BS 
(1) Laughlin, Jane, BS 
(2) Lawes, Alfred, Dip. 
(1) Liebhaber, Bernard, BS 
(1) Longstreet, Jackie, Dip. 
(1) McAnnny:, .tomes, Dip., 
(2) Mallard, Lillinn, Dip. 
(1) Harks, Bruce, BS 
(2) Murphy:, Phyllis, BS 
(3) Needle, Crystc1.l, BS 

J(2) Nicolaides, Melisa, Dip. 
(3) Nicoll:, Charles, Dip. 
(1) Nooney, Jessicn,BS 
(1) Olin, Sandra, BS 
(1) Ricketts, Nancy, Dip. 

J{2) Rogers, Poligena, Dip. 





(1) Hirschl, Ilona, BS, B.3, L.l 

(2) Holtzman, Barbara, BS, B.3, G.2 

*(l) Hug, William, BS Ltd., B.l, L.2 

(3) Kohav, Hava, Dip., B.2, G.2 

(3) Kubinyi, Moisha, Dip., B.2, G.3 

(1) Latimer, Lenore, BS, B.1, 1.2 

(1) Laughlin, Jane, BS, B.1, L.l 

(2) Lawes, Alfred, Dip., B.l, G.2 

(1) Liebhaber, Bernard, BS, B.l, G.2 

(1) Longstreet, Jaclde, Dip., B.2, 1.2 

(1) McAnany, James, Dip., B.2, 1.1 

(2) Mallard, Lillian, Dip., B.l, Go2 

(1) Marks, Bruce, BS, B.3, G.3 

*(l) Motta, Gilberto, Dip., B.l, 1.2 

(2) Murphy, Phyllis, BS 1 B,2, L.2 

(3) Needle, Crystal, BS, B.3, L.3 

(1) Nooney, Jessica, BS, B.l, G.3 

(1) Olin, Sandra, BS, Bel, L.2 

J(2) Rogers, Poligena, Dip., B.3, G.3 

(1) Sandburg, Patricia, Dip., B.l, L.l 

(3) Schnee, Joel, BS, B.2, G.2 

(1) Sciretta, Daniel, Dip.,. B.2, G.2 

(1) Shakuta, Tomoji, Sp. st., B.3 

(2) Shank, Jane, Dip., B.2, L.2 

(1) Silberblatt, Paula, Dip., B.l, L.l 

(1) Stein, Beatrice, BS, B.l, L.l 

(2) Tassone, Ronald, BS, B.2, 1.2 

*(l) Thomas, Charles, Dip., B.l, Lel 



. . . 

(2) Thompson, Elizabeth, BS, B.3, 1.2 

J(2) Trisler, Joyce, Dip., B.2, L.3 

(4) Valentine, Gail, BS., B.3, G.3 

(3) Waung, Juliette, BS, B.2, 1.2 

(1) White, Shirley, BS, B.l, Lel 

Extension Division (11) 

(1) Beckwith, Elizabeth, B.l, G.3, Modern Fems 

(1) Brown, Janey, B.l, 1.1 

(1) Chachik, Tamar, Pre-Cl. 

*(l) Fibich, Felix, Adv. Comp. 

*(1) Hirsch, Ruth, Adv. Comp. 

*(1) Leporsky, Zoya, Advo Comp. 

*(l) Ne-wman, Carol, Adv. Comp. 

*(l) Ross, Nancy, B.l, 1.1, Comp. Mat. 

*(l) Solov, Zachary, Adv. Comp. 

~(1) Ubell, Shirley, Adv. Comp. 

*(l) Woolner, Patricia, Adv. Comp. 

Juilliard Dance Theater only (13) 

J(l) Adler, Diane 

J(l) Barker, John 

J(2) Byer, Janet 

J(2) Christopher, Patricia 

J(2) Friedland, Anna 

J(l) Holdstein, Margot 

J(l) McCallum, Harlan 

*J(l) Morginsky, Martin 

J(2) Nicolaides, Melisa 



J(l) Peters, Flo 

J(l) Quitzow, Durevol 

J(2) Wolenski, Chester 

J(l) Wynne, David 

* 
legend: 

(1), (2), etc.: in first year at Juilliard, in second year at Juilliard, etc. 

J: Juilliard Dance Theater 

*: entered second semester 1955-56 

Totals for second semester 

Regular Division 
Extension Division 
Juilliard Dance Theater 

only 

Juilliard Dance Theater: 

* 

56 
11 

13 
80 

Regular Division 5 
Juilliard Dance Theater 

only 11 
18 

* * 
Totals for first semester 

Regular Division 
Extension Division 
Juilliard Dance Theater 

only 

Juilliard Dance Theater: 

Regular Division 
J'uilliard Dance Theater 

only 

60 
9 

12 
81 

6 

12 
18 





TUESDLY 
Space available: 
Rm. 610, 12:45 - 10:00 p.m. (also 9:00 a.rn. - 12:45 when orchestra is in Concert 

Hall.) 
Rm. 607, 8:00 - 11:50 a.rn.; 5:00 - 10:00 p.m. 
Rm. 102, 8:00 a.rn. - 10:00 p.rn. 

9:00 - 10:20 a.m. Rm. 07, L & M (D) 1, Section A, Lloyd. 
Rm. 607, Ballet 2 & 3, Corvino; Kueter, Acc. 

10: 30 - 11: 50 a .m. Rm. 607, Ballet 1 ( Corvino; Mishory, ('..cc• 
Rm. 102, L & M (D; 2, Lloyd. 
Rm. 06, L & M (D) 1, Section B, Friend. 

11:50 - 12:30 p.rn. Rm. 102, Ballet Tutorial, Thompson. 

1:00 - 2:20 p.m. Rm. 610, Limon 1, Dunbar; Rybacki, Acc. 
Rm. 314, Dance History and Criticism 2, Hill. 

2:30 - 3:50 p.rn. Rm. 610, Limon 2 & 3, Dunbar; Rybacki, Acc. 
Concert Hall stage and Rm. 314, Stagecraft, Section A, DeGaetani. 

2:45 - 3:50 p.m. Rm. 102, Ballet Tutorial, Tudor. 

4:00 - 5:20 p.rn. Rm. 610, Ballet Production Class, Tudor; Sawyer, Acc. 
Rm. 102, Notation 1, Venable. 

5:30 - 6:30 p.rn. Rm. 607, Modern Drnce for Musicians, Schnee. 

5:30 - 7:30 p.rn. Rm. 610, Juilliard Dance Theater, Humphrey, Currier, Carlisle. 





AM 
JUILLIARD CONCERT HALL 

130 CLAREMONT A VENUE, NEW YORK CITY 

All performances stOJrt promptly at 8 :30 p.m. 

Friday, Saturday & Sunday, April 6, 7 and 8 

and 
Dance Company 

SYMPHONY FOR STRINGS 
(First New York Perfornu:vnces) 

Music by William Schuman 
Choreography by Jose Limon 

THEATER PIECE II 
(First Perfo-rma,nces Anywhere) 

Music by Otto Luening 
Choreography by Doris Humphrey 
Music and choreography commissioned by the Juilliard 
Musical Foundation for the Fiftieth Anniversary 
Festival of American Music. 

VARIATIONS ON A THEME 
(First Performances Anywhere) 
Music by Norman Delio Joio 
Choreography by Jose Limon 
Music and choreography commissioned by the Juilliard 
Musical 'Foundation for the Fiftieth Anniversary 
Festival of American Music. 

Friday, Saturday & Sunday, April 13, 14 and 15 

H UIL RD 

DANCE THEATER 

KING'S HEART 
( First Performances Anywhere) 

Music by Stanley Wolfe 
Choreography by Jose Limon 
Music and choreography commissioned by the Juilliard 
Musica l Foundation for the Fiftieth Anniversary 
Festival of American Music. 

DAWN IN NEW YORK 
(First Performwnces Anywhere) 

Music by Hunter Johnson 
Choreography by Doris Humphrey 
Choreogranhy commissioned by the Juilliard 
Musical Foundation for the Fiftieth Anniversary 
Festival of American Music. 

THE RACE OF LIFE 
Music by Vivian Fine 
Choreography by Doris Humphrey 

Proceeds from these events, as part of the Dance Scholarhip Fund of .Juilliard School of 
Music, will be used to assist gifted young dancers who are financially unable to continue 
their professional study. Contributions are tax deductible 

Tickets are distributed on the basis of minimum contributions of $3.50, $2.50 and $1.50. 

Return to: 
Concert Office 
Juilliard School of Music 
130 Claremont Avenue 
NewYork27,N. Y. 
Phone: MOnument 3-7200, 
ext. 35 

Please enclose a self-addressed 
stamped envelope. 

Make checks payable to 
Juilliard School of Music. 

April 6 
April 7 
April 8 

April 13 
April 14 
April 15 

number 
of tickets 

minimum 
contribution total 

Enclosed is my contribution of ______ _ 

NAME __________________________ _ 
(Please Print) 

ADDRESS _________________________ _ 



THURSDAY 
Space available: 
RTJ.. 610, 8:00 a.m. - 10:00 p,m. 
Rm. 607, 8:00 - 10:50 a.m.; 4:05 - 10:00 p.m. 
Rm. 102, 8:00 - ,9:00 a.m.; 10:30 a.m. - 3:45 para.; 5:15 - 10:00 p.m. 

9:00 - 10~20 a.m. Rm. 610, Limon 2, Jones; Cooper, ~cc. 

10:30 - 11:45 a.m. Rm. 6101 Ballet 2 & 3 Girls, i:udor; Hawldns, Acc. 
Rm. 102, Limon 1, Jones; Cooper, Ace,, sections A and B, alternate 

weeks. 

11:45 - 12:L,5 p,m. Rn, 610, D21let, Doys1 Tudor; Saw:rer, Acc. 

12:45 - 1:45 p.,m. Rm, 102, Pre-Classic and Modern-Fori~s Prnctice, Johnson, 

1:20 - 2:20 p.m. 

2:30 - 3:50 p.m. 

2:50 - 3:50 p.m. 

4:00 - 5:20 p.m. 

4:05 - 5:00 p,m. 

5:30 - 6:30 p,m. 

5:30 - 6:45 p.m. 

6:00 - 8:00 p,m. 

Rm. 610, Adagio, Tudor; Sawyer, Acc. 

Rm. 014, Dance History and Criticism 1, Hill. 
Rm, 102, Graham Tutorial, Bursh, 

Rm. 610, Limon 3, Dunbar; R;ybacki, r.cc. 

Rm. 610, Graham 2 & 3, Eirsh; Ry1Jacki, Acc 0 

Rm. 607, Elementcry Ballet for Musicians, Thompson. 

Rm. 102, Dance for Nusical Shows (Musicians' class), Chung; 
Barracuda, Marx, Aces. 

Rn, 607, Ballet 1, Reed; .. Rybacki, Acc. 

Rn, 610, Advanced Composition, Humphrey, Nicolaides; Wilson, Acc. 



FRIDAY 
Space available: 
Rm. 610, 12:45 - 10:00 p.m. (also 9:00 a.m. - 12:45 p.m. when orchestra is in 

Concert Hall) 
Rm. 607, 8:00 a.m. - 10:00 p.i:a. 
Rm. 1021 8:00 a.m. - 10:00 p.m. 

9:00 - 10:20 a.m. Rm. 6071 Ballet 2{ Corvino; Johnson, Acc. 
Rm. 1021 L & M (DJ 1, Section A, Llo;yd. 

10:30 - 11:50 a.m. Rm. 06 or 102, L & H (D) .3 & 4, Lloyd. 
Rm. 102 or 06, Le: M (D) 11 Section B1 Friend. 
Rm. 6071 Pre-Classic Forms, Horst, Neumann; Johnson, .Acc. 

:i.2~ 00 - i::.0o ·p.:mo- Rm. 607, Modern Forms, Horst, Neumann; 
Rm. 102, Composition Naterials, Evans; 

Johnson, Acc. 
Wittman, Acc. 

1:00 - 2:20 p.m. 

2:25 - 3:30 p.m. 

2:30 - 3:50 p.m. 

4:00 - 5:20 p.m. 

6:00 - 8:00 p.m. 

Rm. 6071 Ballet 3, Ornske; Wittman, Acc. 
Rm. 6101 Composition. liaterials, rvans; Johnson, Ji.cc. 

Rm. 607 or 610, Grnham 2 & 3, Feumann, Eirsh; , ' 

Lieb~ing, Acc., 

Rm. 610 or 607: Limon 3 & upper 2 Girls~ Dunbar; 
) 

Clague, Acc. 

Rm. 610, Limon, Boys; Limon, Tiollander; Rybacki, Acc. 
Rm. 6071 Limon 1 and lower 2 Girls,.. Jones; Cooper, Acc. 

Rm. 6071 Ballet 1, Reed; }1ishory1 Acc. 

Rm. 610, Juilliard Dance Theater, Limon, Hollander. 



• U AW9N, - Federioo Garcia Loroa 

Ia aurora de Nuew York tiene 
ouatro oolumnaa de cieno 
y ,m hurao6 de negras palamas 
que cbapotean las agues podridas. 

Ia aurora de Nmw York gbie 
por las i.n1mmsaJ, escaleras 
basoando entre lae aristas 
nardoB de egwrtia dibljadao 

Ia aurora llega '1 mdie la reclbe a su bcca 
porque alli' no liq mamma ni eaperanza posible. 
A veaes las moaedas et1 enjambres turloaos 
taladran:, dGWrmJ abandonadoo ninoso 

I.os pr!JmJOS que salen oomprenden 0012 sus huesoa 
que DO habfti pan1io Jd. amm"8S deahojaqoaJ 
sa'ben q\1e ftD al oieno de numeros:, loyes, 
a 1oa juegoe ain arte, a SlldO?'eo sin fruto. 

Ia luz es aepultada per cadenas 1 rtt1doe 
en impl{dico nto de cd.eno1a sin rd""oes. 
Pal' Joa barrios bay gentes que Vncd.lan ineomnes 
ocmo raoidn sal1das de un nautrasio do sangre. 

• ban b§t 1n Npy Ia, F. o. toNa, tram,. bJ 
~ Belitt, Nev York, Grow Prasa, 19550 

~ (bcm the Poet 1n New York) 

Dmm in Bew Ycrk bas 
toor columns ot JIDd 
and a hurricane ot black dD'ves 
that paddle 1n patresoent waters. 

The New York daw griews 
along the iJlnense stairwaya 
seeking amidst the gro1m 
apS.kenords ot i'1re-drav.n anguish. 

The &nm ocmes and DO one recelws it in his mouth 
for there no morn or hope is poEJsiblG. 
Ooeaa1onel~, ca1ns in 1'ur1aus swarms 
perforate and dewar abandoned children. 

The ftrst • the streets 'kno!.11n their bones 
that then will be no Paradise nor passions stripped ot lea~sJ 
the:v know the:v are going to the mud ot figures and laws 
to artless games, to 1'J."u1tless sveato 



The light :la buried under oha1ns and naises 
iJJ 1mplldant challenge or rootless science. 
'l'hrougb the ~ba sleep.less people stagger 
like lato l!IU1"Vi.,,wrs ot a bl.ood;y ohipwreclc. 

IMIHP QF DI L1'1'TIE scum - Imea (e=erpts) 

What signs ot spring 
do 10l1 hA1d in :vour band? 

A rose or blood 
and a \id.te lilJ'o 

It' heart ot silk 
ls t1lled vith lights, 
v1th lost bells, 
v1th liUes and beeso 

'l'ha abow tranelaticma are oCll2J)Ol.d tes prepaNd by Do1"1a ~ 
baa three Ens'.lieh ftnions. 

Deoember 6, 1955 

























Ai r Primit i ve 
(a) 

- 2 -

I ncnntati on •••.•..••..••. 
Composed and d::mced by William Hug 

Mompou 

(b) Bird Motif. . . . • . . . . . • . Mompo u 
Composed -ind dcmced by M::irtha Gallagher 

Ar chaic .•. . . . . . . . . . . . . . . . . . . . . . 
Composed by Bruce Carlisle , danced by Br uce Ma r ks 

Introspective - The Mirror . . . . . . . . . 
ComposE'd and danced by Mo r tha Gall::in-her 

Sat:i e 

Scr iabin 

Cerebra l - 0 • • • • • , • • • • . Toch 

Jazz 

Composed c1nd d1nced by William Hug 

(a) Lazy Aftfcrnoon . . . . . . • • ••. Copl'lnd 
Ccmposed by Willi:im Hug 
D:nced by M~rth2 GallJgher and WilliJm Hur; 

(b) 1'Get it? Cot itl Gocd " •.•••• Gruenberg 
Composed by Folly Ro;rers and Bruce C::?rlisle 
D1nced by Polly Ropers and Ron::ild Tassone 

Americana - Lone Pr~lirie • • • • • • • . • ••• Wilker 
Composed and dJnced by 1,,./illi::im hug 

Prep.::red in the cl"SS of Louis Horst 
l'Jatanya Neumann , Assistant 

Hazel Jornson , Pianist 

III 

Composition in Smc1ll Group For ms 

The Crown . •. (Chores ll!t) lTPHor Villa-Lobos 
(rc,c:on.li ng) 

A Caprice 

Cornrosed by Joel Schnee 
Danced by Elizabeth Beckwith, Lenore Latimer , Sandra Olin 

•••••.... (Str ing '.;)uartet , Second Movement) Cl,1ude Debussy 

Composed by Joel Schnee 
Danced by Jen Admire, HazEl Churn; , Helene Cohen , Hava Kohav 

IV 

ras rlP Trois •. .(Overture to "Euryanthe " ) Ca r l Maria von Weber 

Arranged by , Antony Tudor 
Danced by Carolina Bristol , Bruce' Marks, Gail Valehtine 

Betty Sawyer 2nd Jvlichsel Brozen , Pianists 

- 0 -

Since seats in the Orchestra for the Wednesday One 0 1Clock Concert Series Jre 
reserved for students :l.n the L & M classes , it is requested that members of 
the F~culty and Staff and outsjde visitors find seats in the Yiezzaninc and 
B0lcony, 



1Limon Heads · Dan.ce 
- "i'e,i. ,i, ,..t1'"''- , ,;ll 11 11.~ 

'} .. '""" By \\ ALTER TERRY f1 , ========= 
The Juilliard School of Music, now fifty years old , has been Dance Calendar 

celebrating its anniversary with a Festival of American Music. 
ecause Juilliard also has a distihguished dance department and Today 

even a dance company of its own, a portion of the festival will CII\RLES \ rrn,ui,. and company, 
be cyoted entirely to dance, featuring six productions. all with dance comedies, 9, Studio 819, 

Carnegie Hall. * · 
sco 's t three or them commis- . PALI, ~\\'.\X, pantomimic dancer, 
~ioncd Jqr this festival), by were designed by Paulme_Law- 8:30, studio 90, camegle Hall, 
<\meri,a·., composers. Jose Li- rence and the mus10 :,,1111 ~e 
mon ".,.ct •hi·s company will per- played by the Ju1lha1 d 01- Friday 

n. ct t d b Fl d ck JO~E LDIOX and company. with 
form F:iaay, Saturday and next chestra_ con uc e Y ·e en Pauline Kaner, 8:30, Juilllard 
Sunday e· enings and the Juilli- Prausmtz. concert Hall. 1'Symphony !or 
a:~l Dtnc 0 Theater, directed by The Juilliard Dance Theater, ~t~~!~i~ns";;;;'e;t;~er,;~~~• II," 
Doris ILimphrey, will present its which made its debut a year ago, CII.\RLES wErn,u:- and company, 
prog,"':l,".l. April 13, 14, and 15. is the very special project of dance comedies, 9, Studio 819, 
1\.11 p,wf~.·mances, with an 8 :30 Miss Humphrey and Martha Carnegie Hall. 
~u~·tain }\.me, will be held in the Hill, the dil:ector of Juil~iatd's Saturday 
Jmlliard Concert Hall. dance department. At p1esent, JO SE LDIO:\ and company, 8;30, 

the youthful group numbers Ju!lliard concert Hall. Repeat or 
Electronic Score ninteen dancers, twelve girls and Friday's program. Third perform-

. seven boys who come from vari- ance, next Sunday, same hour. 
The Limon company will offer ous parts 'or the United States 

two works choreographed by and even from other lands Last h ld · h d? A rose 
Mr. Limon and one by. Mis~ spring, they were seen irt ·Anna ~~~,o~d a~d Y;~ihit~11uiy." 
Humphrey, his artistic dnectm · Sokolow's "Primavera" Miss - · • · J • 
Miss Humphrey's creation, . , " ' Accordmg to Miss Hump 11ry, 
"Theater Piece II," with a score Hu~p~_iey s The Ro~k aud the "Dawn in 1''.ew York" is a non
b Otto Luening for electronic Spi_mg (both ne_w wmksl a~d i,n narrative work with a form 
tJpe and orchestra. is described ~ .1 evival of Mi.~s Humphi ey s suggesting the development of 
as a Concerto for Light, Move- Life of the Bee. . musical themes. The choreo
ment. sound and Voice. "Thea- For the fo1thcommg perform- grapher encouraged memb~rs o! 
ter Piece II" <an earlier "Thea- ances,_the Jmlliard Dance Thea- the con;ipany to contubute 
ter Piece" was created by Miss ter will offer two works espe- movements and phrases to the 
Humphrey as a section of her cially choreographed for its work within the framework of 
trilogy "New Dance") is di- repertory and a revival of Miss her designs and when md1vidual 
vided 'into four parts: In the Humphrey's James Thurber-in- movement responses were de
Beginning, Ritual, 1930-In the spired "The Race of Life," with sirable. 
Theater and Poem of Praise. music by Vivian Fine. The new With the performances. on 
The poetry is by May Swenson pieces are "King's Heart," April 13, 14 and 15, the Juilliard 
and Mr. Limon, Pauline Koner created by Mr. Limon and with Dance Theater will have added 
and Lucas Hoving will head the music by Stanley Wolfe, and three productwns to . its still 
cast. Miss Humphrey's "Dawn in New modest repertory, The six works, 

The second world premiere York," with a score by Hunter however, w11_1 permit the coi_n
for this program \i•ill be "Varia- Johnson and set and costumes pany to offe1 two comple_te f;o-
t . s on a Theme" chorea- by William Sherman. grams on later seasons m ew 
wn . ' . York and on tour. Admittedly, 

gif·aNph~d byDMi1;~ ~~0°n1;~5 ~~,~~ Alternate Casts touring plans are still just that, 
0 mman ~ ·. " . ry' • ,. • ,. plans, but negotiatwns are under 
posed of t11 elve episodes, all Kmb s Heart t1 eats v, 1th a way for this modern dance unit 
taken from Ecclesiastes a~d queen posses_sed of the stalwart to take to the road from tinie 
t!·eatmg w;;h the theme o_f a heart M a kmg and the le_admg to time, particularly for per
t1m;, to : . . Among th~m \\ ould role will be danced on a mghtly formances in colleges and uni
b_e a time .. ~? ~ born _and a exchange basis by Patncia versities in the eastern United 
time to die, a time to kill and Christopher, Anna Friedland St t 
a time to heal.'' "a time to and Melisa Nicolaides. "Dawn in a .es. 
laugh," "a time to. dance" and New York" is based upon two Vicente Escudero, the veteran 
several others. contrasting themes from the Spanish gypsy dancer, will make 

Mr. Limon wili dance a prin- poems of Federico Garcia Lorca. his first supper club appearance 
cipal role in "Variations on a The :first. from Uie poem in America when he opens _an 
Theme" .as well as in his "Sym- "Dawn," includes "The New engagement at the Persian 
phony for Strings," which ;vill York dawn has four columns of Room of the Hotel_ Plaza_ this 
have its first New York perform- mud and a hurricane of black Thursday, The distinguished 
ance, <it had its premiere. last doves· . .. The Dawn comes and flamenco artist. who emerged 
summer at New London, Conn., no one receives it in his mouth from retirement and returned 
on the American Dance Festival) ... They go to games without to this country last year, follow-

• on this occasion. The music for skill and work without reward." ing an absence of two decades, 
this work' is by William Schu- The opposing theme, fr.om "The for a series _of successful per
man. Juilliard's president. Cos- Ballad of the Little Square," formances, will be seen m h1gh
tumes for the Limon productions states, "What signs of spring do lights from his repertory. 

n,cs_ .,.,,_,.....,en;:i~-a-n "' n:cna:,1,71ue1 co;::n.-urn: · .,,-,•-c,1s" ,"'•"v1"'nc.,k:,:y.,.,,- -;:;D"°ue"1"'un"'n'°."r'°r""'"'r"',.------... ---..,...---:r-
ely a. kind of Lawrence, incident ,.., • .,_,.a i:~h~ ~1t~i~\~I6~ai'~aJ~Wr~~d,Ai1/a~\~r.\'9iT~~YB~ii~~~~~; :~()EducaWonrt ·, 
umber instead mirably danced' by t bcrgi. Pieces and Interlude~. Countrv Dane'°!! 1Br0Nne~~roza.-, 1, s11voo ... 

ting the actual subject ing company. "" D&vid Aiootian, Toby ~th~a~~roJ~ft?;;,~~~Iora~~s~~o;,;~11;!;," . . . 

THE DANCE: 
JUILLIARD 

By JOHN l\lARTIN 

THE DANCE season bids 
fair to end early this year, 
but there are still two ma
jor events on the calendar, 

one in the modern field and the 
other in the. ballet. The former 
is the series of six performances 
this week-end and next at the 
Juilliard School of Music in cele
bration of the institution's fif. 
tieth anniversary, and the other 
is the Ballet Theatre's three
week session at the Metropolitan 
Opera House beginning April 17. 

On Fi•iday. Saturday and Sun
day, in the Juilliard series, Jose 
Limon and his company will pre
sent two works that are com
pletely new ancl a third that is 
new to New York. One of the 
new pieces is.Mr. Limon's ''Va
riations on a Theme," set to a 
specially commissioned score by 
Norman Delio Joio, with cos
tumes by Pauline Lawrence. It 
is based on the Biblical theme 
that "to each thing there is a 
season and a time to 
purpose." 

The other new work is by 
Doris Humphrey. It is "Theatre 
Piece II," subtitled "a concerto 
for light movement, sound and 
voice." Its specially commis
sione<; score, for orchestra and 
electronic tape, is by Otto Luen
ing. (Incidentally, Mis$ Hum
phrey's "Theatre Pi c "· is the 

SCREEN-DANCE 

Pauline Jose Limon in Mr. Limon's group work, 

of pecuniary details. Some of Miss Lawrence. It was first classics in dance form, in 
the original group have fallen produced m 1938. Brooklyn. It is directed by May 
by the wayside, but there is Newman of the English Depart• 
still a substantial nucleus of Ballet Theatre ment of Brooklyn College. 
them remaining in the present Whe~ the Ballet Theatre The complete schedule follows: 
set-up, and the standard Is said opens its season at the Met- Today 
to be, if anything, even higher ropolitan it will have two new CHARLES IHID"A" and Thratr• D•.c.ci 
than it was in the beginning. ballet!ll in its repPrtoire and c;~~~~i ~~~~:gag!:: id~1:'tx~c'i!.r.1. 9K,~ 

c .. •- · ... 1 bc-tkt&J ~ ~ val~ T "'rs o ~e bU:ki Hits. Broa1way, Help Wanted • 

!l', rnlo.m ~r, John tcJIIIII'....... .... . I L ny I PAUL s,\<:A 1 ~,o :,0. Carnetle H&ll 

.. dtrd work of the Ba1.ker, Jen1tma Ben•Ga1, Janet T\rtlor's "Offenbach 1n the Un- S:gfd I~1~f~~~~ .... Tht-.tfr('.P1}~tJ~J the Anci,n, 
i. grarn is Mr. Limon's Byer, Kevin Bruce Carlisle, der~orld" on the second night. r€!st~reifairrenc~)oir~::Jd S~~at~ar~t~~~ 

~:r1_ ,t-1hony f?r. Strings," to Patricia Christopher, Anna It 1s actually _the same ballet f~!h~~~:~: r,1;~,rf~'pt~=~~tf~!"R!l:u~ 
.,us1c of W,lham Schuman, Friedland, Martha Gallagher, that the National Ballet of 01 Art to Present•••r Livtna." 

which was creat~d for last sum- Maureen Gillick, Margot Hold- Canada has presented In Brook- 1''rlday 
mer's American Dance Festival stein, Harlan McCall um, Martin lyn, ex~ept that it has an en- Pt~~;.,~~:u s~A~~f,;1' sf~r~.:;;.,~~: m~~ 
at Connecticut Colle~e. Morginsky, Melisa Nicolaid:s, t1.rely

1 
d1ffer~nt s~ore. The Cana .. <?.J!~eN~r'~~~•L~~;';~~t~dP~~~r~,f~h!~J 

In the company with Mr. Li- Florence Peters, Durevol Qmt- d1ans version 1s set to the the Book tatter Browntn, ,, Hollow Mer, 

mon will be Pauline Kaner, as zow, Poligena Rogers, Joyce "Gaite Parisienne" score1 but the <a~~';:;P!~t;tlincludu Jack KauOin. Arlene 
guest artist; Lucas Hoving, Bet- Trisler, Chester Wolenski and new version employs othee and ~t'll'i~' Nina Soslovsky, uo,d K&t, and 
ty_ Jones, R~th Currie:, Lavina David Wynne. less fan1iliar music by Offe?- ce~?5itE,.1tu'::l1sd~fe~~~P~1en~~l11i~;t con 
Nielsen, Richard F1tzGerald, bach. Scenery and costumes will Symphony ror Strine-ti 1Ltmon-Schuman1. 
~ichael Hoilander, Harlan Mc- Ne\\' Compositions be by Louis Bouche. i,~i~;r~:1:_ceT~rf'~~um~0eJ:~~~t~~~Ol1:'an• 
\.J1;1,llum, John Barker, Alvin For this group ~oth '.Miss .Agnes de Mille's ' 1Rib of .Eve" c~:a~~~\t~~,~DlltNc!~ee~eA~t D9~nce 
Schulman ~nd Chester Wolen- Humphrey and Mr. Limon have will be presented on April 25. R,petttton 01 ton1,t1t·s pro,ram. 
ski. Techmcal direction is by created new works. Miss Hum- Originally planned to music of Saturday 
Tharon Musser. The music will phrey's is "Dawn in New York," Stravinsky, it will now use in- s~i/:0 ~,~~~ou~tN~fs J,~~~F\1T .. t: H;n3. 
be played _by the Ju_illiard Or- based on poems of Garcia Lorca, st:ad a score by. Morton Gould. tBJi1,.';1f0g0 ~1'f1~~[;bpe, s rtnr was Younr, 
chestra, with Frederick Praus- and set to Hunter Johnson's Oliver Smith will design the Icarus. wtnd Spun Tat,. iu,orat,. wom"" 
nitz conductlng. Concerto for Piano and Cham- decor and Irene Sharaff the ~lit,:,~mn seaaon. Sorrow_ Is • Brlrh& 
Dance Theatre Group ber Orchestra. Its setting and costumes. D~~m'i:'o7:,1~n:1u~:r,~1•&r~~n•J,rt~ndr~m· 

The second set of perform- costumes are again by William The revivals are Miss de Mille's ~~• t~;J;, Robort Schwart,. J•an Tobe, anil 
ances, F~·iday to Sunday next Sherman. 11Tally-~o" an~ ~r. Tudor's.:•un- PJ~~g,~~~ 8~3~~ET COMPANY. st. Fells 

week, Wtll be by the Juilliard Mr. Limon·s new work Is dertow and Dim Lustre. Repetttton o! Yrldan prorram. 
Danc13 fheatre, the engaging 11King's Heart," set to a spe- . , ce~?t~:~1g~ ~r.~~~;~rat;'ent~~ll~~~. Con• 
new coi'.ipany fonned last year cially commissioned score by This Weeks Events R•P<tttton °1/r~da, • pro,ram, 
w, th Miss Humphrey as direc- Stanley Wolfe and with cos- In addition to the perform- Next Sunday 
tor. It consists of young dancers tumes by P~uline Lawrence. ances by Jose Limon and his r,~~i?0t~~~ s°t,,LLEr COMPANY, st. Feltt 

of talent and experience who The third work ot the program company at the Juilliard, the J'ri~r1rriuo'i/ .;;J'~;~,~~~!r~illard con• 
come from various sources . '- •· revival of Miss Humphrey's week will see the first appear- ''~'.c~U~n8) 1°·Fr1day•s program. 
are eager to work together withl of Life," based on Thur- ances of a new little ballet EDITH STEPHW DANCE WORKSHOP, 
a . g~eat director toward the ber s J,·awings, with music by group, called the English Ballet 43~,05;;:::, ~~•~~a,?c and th• Dance," la 
bu1ldmg ot a permanent com- Vivian Fine, with set by Thomas Company, devoted to the popu- !;;1'ln~r.J1:n~er!~: t~~u~~lt}~d J~~~- it':-'l: 
pany, more or less regardless. DeQaetani and costumes by larization of English literary !~~~ P~~t'lltfioe~l?~•:,d O/:f:id 'Br,~~-•1t• 





PROGRAM 

Serenade from "Don Giovanni" 

Mock Morris Dance ...... 

. . ....... W. A. Mozart 

. ...... Wesley Sontag 

ELEMENTARY STRING ENSEMBLE 

Assisted by 

Members of MISS BAMBERGER'S RECORDER CLASS 

WESLEY SONTAG, Conductor 

Prophet Bird 

Song Without Words, "Restlessness" 

........ Robert Schumann 

............... Felix Mendelssohn 

LORIN HOLLANDER, Piano 

A Brief Demonstration of Class Room Work in Modern Dance Technique 

Students from MISS LANG'S CLASS in MODERN DANCE 

Rhapsody in C major .. . .............................................. Ernst von Dohnanyi 

DIANA MITTLER, Piano 

Largo ........................... Francesco Veracini 

Scherzo Tarantelle ............................................................ Henri Wieniawski 

SHIGEO WATANABE, Violin 

HARRIET WINGREEN at tho Piano 

Sonata, Opus 28, No. 3 ........ .... ........ Serge Prokofieff 

NEIL SEDAKA, Piano 

Concerto in F major for violin, piano and strings ........... ........ .......... .. Josef Haydn 

Allegro Moderate 

PAUL ZUKOFSKY, Violin ABBOTT LEE RUSKIN, Piano 

Sheep May Safely Graze ....... . . ......... J. S. Bach 

Assisted by the 

PREPARATORY DIVISION CHORUS, LESLIE BENNETT, Director 

DIANA MITTLER and MARJORIE WIENER, Flutes 

ADVANCED STRING ENSEMBLE 

Trumpet Tune and Air ..... . . ........................ Henry Purcell 

INTERMEDIATE and ADVANCED STRING ENSEMBLES 

and players of the WIND INSTRUMENT DEPARTMENT 

WESLEY SONTAG, Conductor 



















































-•~ "'~•"r uep, ...nenc of the · .ra oe~ment, eve lielped to produce, we be .. ,.,_ 1,nl!;~itn, - tht __ .. 

opera to help meet Its production thOllgh It, too, a certall1 aire that It will wrack I col1-c- =-,li~lll,.,~w ... =. ~t 
needs. But It was all money monet-Ioaer w1th tbe aame prob- tlve bralna for meth to pre- ='1it •~=•i>o4:.:'J:'it~ 
brought Into the common treas- !em of rehearsal costs, It cannot serve and advance It. Leo eor.1. a1nten. 
ury by the ballet department. be deprived of a season. Actu- -- PAUL swA'!, studio '°· carnert• Hall: 

~~~~~~ ---~ ~ T1te remainder lnclude_d gifts slv~ dramatic and musical com- The Week'• Events fr~m_r.~,.~1 ~~::,~. •Bo~~~r ~llime. A 
from Individuals who WlShed to Comer ID Montmartre, Legend Of Nan:ISIUS. 

rt! 1 rod edy departments show profits; The programs of the week In- Homa,, lo Rliuky-Koraakov. Bacebanale or 
sponsor some pa cu ar P uc- but the Center Is not organized elude the premlbre of a new ~~ ~~~~11~rt: Plua ,peech: "Reality 
tlon or parts of one, and general merely for profit but has under- comedy ballet called ''The Con- CHA&LEs WEIDMAN and Thoatre Danco 
donations made to Ballet Socl- ' . t Company, studio 819, Cam .. ,, Hall: ,. 

t th . f taken certain responsiblllties cert," by Jerome Robbins, set o Moth and the star, war ae,w .. n Men 
e Y, e corporate entity O the And there we have it. various music of Chopin, by the alld women, Fllcken, The Laundry, 
ballet company apart from its New York City Ballet on Tues- Wednesday 
City c1 enter connections. (It (s a An Ideal Solution! day, with Tanaquil LeClercq, ,J~f~t sn&IDHA&ANt. Brooklrn Acad-
comp ex series of relationsh1ps, It may well be that further Yvonne Mounsey Todd Bolender Prorram of clmlcal dance■ of India. 
and if the ballet and the Center study of th41, situation will ulti- and Robert Barn'ett in the lead- Friday 
ever misguidedly decided to go mately deve'lop a different' ap- ing roles, Over in Brooklyn, c~a~l!;1~J0,A'fNc:;:.~;r.'',mf: 1l°"0' 

their separate ways, it would re- proach to over-all season-plan- Pearl Lallg, in her only concert a.peuuon of tonight's ororram. 
quire the services of all the law- ning. Perhaps instead of several of the season, will present two Saturday 
yers In Philadelphia to pry them short ballet seasons, with just new works, "Juvenescence" and c!~:W.~'!t «;g.~~~~E8~~fy'i, t~,?.~~: 
apart!) enough time between to allow "Three at Phantasy,'' on Satu~- s:~~rram of mod,m ~anm by llludent 

A general glance at the flnan- productions and performers to day evening. Saturday also will group under facultv supervllion 01 wuuam 
cial picture indicates that at the slip ?ut ~f form and _require re- see Zachary Solov's new bal~et, ~d ::,.~i L:::, ccmpany, llrookl,n 
end of the first five years the conditioning, there might be one "Soiree," as part of the Italian A~t~~:.'ce~':· IHai.rn, Rltea IBartokl, 
City Center had gone deeply Into long season, in which most of Gala at the Metropolitan Opera Th, .. at Phantaay IDabll, And J°' 11 MY 

its pocket to meet ballet deficits; the rehearsing could be done on House in honor of President wg.:i:.J:~~~i:J:"'J\;. Title,, .... 1 art• 
and these were not just myste- company time, as it were, after Giovanni Gronchi of Italy and 1st: Dale Sehnert Burton, 
rious bookkeepers deficits, but the engagement begins. But Signora Gronchl. The complete MJ'!!},,'t. 
took Into account all outside those are matters for the experts. schedule follows: .,;. ca 
contributions as well. The next What is important is that the N y k City Ballet ,.~ •••. "'t.nf,~.!~~ [~~'ll.,.:.~,i 
and far briefer period of a year ballet, having proved Its _capac- TODA:w(Mat°i~swan Lake, souventrr, ·ti:i~r·~NCE SOCIETY, Brookl,n 
and a quarter, up to the last 1ty to carry Itself within the Pas de Dix. Pied Piper: (Evt.)-Roma, The Museum: 2. 1Adm1111on free., 
official figures of April 1, 1955, sheltering frame of the Center ~~;SD~~~~~~t~~c!::!rt. P•• de eo~~mm~~rt~ .~r:,,4•3!_-;;~_n d',,':{:; 
resulted In a substantial surplus. as a whole, should be able to ro1, iM1nku11, W•tam s,mohonr. by May Gadd. 

n &111 roint.;· a1ong ..... _.. lter. ··JeUA u .. ts~ ·· J.'h ,-&o:-;•swa1.1 i..ake' rTallchi 
cial qualities of th_ e New York the other two new creations of sun Point" (Hayden, a·A;r-bolse), • .fagallanes), "'The Still Poin 
City Ballet, as different from the season, George Balanchine's Mlnkus "Pas de Trois' (Tall. "Afternoon o! a Faun" (Le Clerc 

chie!, Wilde, Eglevsky), "Bounee M i ) "F ! re " At 8 ·• the modern dance grou_p, and "Allegro Br1llante" and Jerome one on ' an a . ·" 
ht Fantasque." ''Serenade," "Sylvia. Pas de Deu. 

&ome of them by wa:,,: of tig en- Robbins' "The Concert," wiU Wednesday (Tallchie!, .~glevsky), "Firebirc 
ing his choreographic lines;, be offered _on several of the ~. Y. CITY B.\LLLl', 8,30, City (Hayden), _ "".estern Symphony 

In the new presentation, The programs listed for the New center. "Serenade," "Firebird" DAXCE CO:'.\CERT, with Mirla 
Still Point" offers the viewer York city Ballet's final week, (Tallchie!). "Afternoon o! a Pandor, Audrey Bookspan, Bi 
patterns of visual effectiveness ending next Sunday, at the City Faun" (LeClcrq, d'Amboise), Heiden and others, 8:30, Henri 
and II concluding pas de deux Center. "Western SymphOny." Street Playhouse. 
which is a beautiful piece of Tl 
craftsmanship, but I?-ainly the The Ballet ieatre spectively. Nora Kaye Is slated (music or Gluck arranged. by 
appeal is on an emot10nal level, After the New York City Bal- to dance the leading role. The Paul Nordoff). 
for Mr. Bolender. has not o_nly let ends its run. there will be a remiere is set for April 25. In addition to Mis~ Kaye, the 
&ucceeded in relatmg the elusive, brief balletic lull until April 17 On April 18, the company leading dancers will lnclud~ 
6trangely hauntmg images of when The Ballet Theatre, co- will give its first performance Rosella Hightower (in her fll'St 
the Debussy score (the_ String directed by Lucia Chase and of Antony Tudor's "Offenbach New York appearance smce 
Quartet expertly transcribed for Oliver Smith, opens a three- in the Underworld," a revised 1949), John Kriza, Enk Bruhn, 
orchestra by Frank Black) to week engagement at the Metro- version of a work he originally Hugh Laing, Harold Lang, Lupe 
the movements of _the dancers politan Opera House. Twenty- created for the National Ballet Serrano, Ruth Ann Koesun, E:·1c 
but he has also laid bare, but eight ballets will be presented, of Canada. The revivals are Mr. Braun, Soma Arova and Sco_tt 
with dehcacy and tenderness, including two new works and Tudor's "Undertow" (William Douglas. Joseph Levme will 
the secret sorrows, the longmgs, three revivals. Schuman's score) and "Dim serve as musical director with 
the desperations, the disc9veries one o! the new productions Lustre" (Richard s;rauss) and Jaime Leon as assistant con-
of the human heart. will be Agnes de Mille's "The Miss de Mille's 'Tally-Ho!" ductor. 
M l • H d Rib of Eve.'' which the chor-

e lSSa ay en eographer herself describes as 
The central figure In "The "a satirical morality play," 

Still Point" is a girl isolated Music by Morton Gould will be 
from friendship, from love. She used and the settings and cos
is brushed aside by girls who tumes will be designed by Oliver 
reject her quest for companion- Smith and Irene Sharaff, re
&hip, by young men who find 
her insistence undesirable, per-
haps somewhat frightening , 
But at the peak of her lostness, 
her anguish is stilled and her 
unwanted privacy lovingly in-

. vaded by a youth who brings 
her, with strong arms and un
gwerving concern, into the or
bit of romance. 

In the principal part, Melissa 
Hayden gives a tremendously 
eloquent performance. Steps, 
motions, gestures seem to rush 





























































PART II: OUTSIDE 

Trees and Bushes 

A Tree 

The Dragon Fly 

The Voice of the Nightingale 

The Bat 

The Frogs 

·The Squirrel 

A Frog 

Musical Direction 

The Opera Theater 
Introduction to Opera Theater Class 

ivlalcolm Norton 

Danced by Joyce Trisler 
Sung by Shirley Carter 

Helen Renda-Strine (Friday evening and 
Saturday afternoon) 

Alice Robiczek (Saturday evening) 

Eva Wolff 

Danced by Diane Adle,· 
Maureen Gillick 
Florence Peters 
Myron Curtis 
Ronald Tassone 
David Wynne 

Shirley Carte,· 

Robert Grant 

Frederic Waldman 

Production and Stage Direction Pi·ederic Cohen and Elsa Kahl 

Choreography of Shepherds and 
Shepherdesses', Dragon Fly's 
and Frogs' dances Doris Humphrey 

Setting Frederick K iesler 

Costumes and Make-up Leo van Witsen 

Technical Direction and Lighting Thomas DeGaetani 

INTERMISSION 

















H. An unslinky black crepe dress, slightly bloused 

over its slim belt, the skirt moving off in soft fo lds 

as you walk. Double-breasted in front, the back of 

the bodice is shirred. By Jack Horwitz in American 

Viscose rayon and acetate crepe by Skinner. The black 

satin cloche by Nell. All the "pearls" are by Marvella 

Dress, 5-15, $35, hat , $7.95. Both at Bonwit Teller, New York. 
Dress also at Julius Garfi1u·kcl & Co., Washington: 
~lontaldo's, all stores; Frank Murphy, St. Paul 

I . A dress and jacket that give every appearance 

of being a suit, a suit flashed on a black and white 

screen. The top of the dress, like the jacket's lining, 

is white crepe and short-sleeved (the jacket wears the 

cuffs). Eloise Curtis; Julius Werk fabric-an Enka 

rayon and acetate. Side-bowed black satin beret, Nell . 

All bags in this section by MM. Crescendoe gloves 

Dress and jaeket, 5-15, S59.95, beret, $7.95. Both at Bonwit Teller, 

New York. Dress and jacket also at Woodward & Lothrop, 
'Washington; Henr)· Harris, Cincinnati; Harzfeld's, Kansas City 

J. All day, any day, a black crepe dress that draws its 

chic from a good slim figure and a good eye for acces

sories. It drops without a hitch from the high round 

neck to the hips, then parts into wide box pleats. The 

sleeves are the new, wide, short variety. By Junior 

Sophisticates. The Julius Werk crepe, Celanese acetate 

and rayon. Brow-baring black _velvet beret by Betmar 

Dress. 5-15, 539.95.• hat, S8.95. Both at Bonwit Teller, 
New York. Dress also al John \\'anamakcr, Philadelphia; 

Julius Garfinckel & Co., Washington; Durdinc·s, ~liami; Stix, 

Baer & Fuller, St. Loui!; Frederick & Nehon, Seattle 

•Slightly higher on the Wes1 Coa!t 

From now on: 

The 
little black 
crepe 
Continued 

Stephen Colhoun 

Isabelle Farrel l, abo,·e. at the Ba l 
fepJ-; !--hf' wa~ horn to dance. Be lo\ 



Above : Leaps by a dance <' la ss at Sarah La wrence. Below: A 
Sarah La wren re student demonstrates her O\\ n choreography 

-\ hoH' : At Sarah Lawrence, l\ilargot Holdstein 
and \larnie- Thomas res t a fter a dance class 

Hal le t .:; ta r F re<lerir 

at the Balle t Russe: 
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A dancer's worl d 
Continued 

waists g row supple, their arms fluid, their chests ex

pand. their center- between the hips- becomes like 

the hub of a wheel. 

To achieve thi s end dance rs must practice all of 

their lives . They dare not stop their work for even 

a little while or frag il e flesh and bone, substance of 

their art, will lose their fl exibility and responsiveness. 

This is wh y most o f a dancer's story takes place in 

large rooms with shiny wooden floors where the 

boards run slantwise; rooms ringed by bars that 

run wais t-hi gh a nd where one wall of mirror throws 

back h e r moYing image. There is almost always a 

piano in o ne co rn er of the room. The attention of 

the dancer is turned inward upon th e work rather 

than on any consciousness of how she appears, even 

in the mirror. But as if lo belie the almost serene 

express ion on her fa ce, pe rspiration beads her hair 

a nd forehead , shines on h e r chest and arms. 

I s sh e a good dancer? If so, her equipment is a 

well-trained body . T oda y that means some ballt'l 

foundation e\'e n if she is [Continued on page 961 

Left: ~1elisa Nicolaides works 
\\ ith one of her young students 
at the Dalton School in N.Y.C. 

Below: Isa belle Farrell "on 
Behind her is ballet 
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Sketch by Roselli 

• New airs to 
sample 

Perfume in a lipstick case, did you ever? 

Purely rhetorical question, that, so don't 

bother to answer. You couldn't have tried 

this method of fragranci ng, for Perfemme 

is completely new: a solid shaft of per

fume that applies, with a stroke, directly 

to the skin. 

Above, you see the sample kit meant to 

introduce you to this new perfume pleas

ure. It has many advantages, a few of them 

fairly obvious. Of course it can't spill or 

break if you drop it. Even in its full size 

(enough to make you fragrant for an in

definitely long period) it needs only as 

much space in your bag as your lipstick. 

Containing no alcohol, it can't evaporate 

in its little case. And on the skin it is 

not- as you might suspect- greasy. 

All right, so much for the novel form. 

What does the perfume itself smell like? 

It smells like four quite different types 

of fragrance, each good in its own right, 

ranging from daytimy freshness to a frank

ly sultry one for nightwork ( this kind re

ferred to by professional perfumers as the 

femme fatale style of odor). 

And that's the object of putting all four 

sample perfume sticks in the little kit 

above: to let you swipe each one over your 

skin and either love it or go on to the next 

one. Eventually, you'll buy the full size of 

your favorite, for which you'll pay from $3 

to $5 plus tax. 

Meantime, being in favor of fragrance 

(it makes life that much nicer), we're 

pleased that MADEMOISELLE's readers can 

sample four good perfumes at an econom

ical 50c. Tnrn to page l 01 for details. 

after all, these men?" He threw his head back 
to laugh. "What did they do? Nothing! Then 
that is their responsibility. I did my duty. 
They did not do theirs. That is precisely the 
kind of inefficiency the new government is de
termined to sweep away! Now let me make a 
suggestion. Miss Brent, I am ready to drive you 
through Alexandria to show you, a distin
guished foreign journalist, how excellently the 
army has taken control. Do you accept?" 

A dancer's world 

[ Continued from page 62] 

a modern dancer, some modern even if her 
aim is ballet-for the war between ballet and 
modern is over. In the 'thirties there was a 
sharp turning away from academic ballet by 
young visionaries in the dance who wanted to 
free the art form from the rigid bonds of tra
dition. Names were flung about, feelings were 
strong, opinions not moderate. Ballet was 
"decadent, dull"; modern, "ugly, communis
tic." A new dance culture was being born, an 
American idiom of the dance. Dancers like 
Doris Humphrey and Martha Graham wanted 
to speak as Americans about experiences that 
were native, not European. Choreographers 
like Agnes de Mille, Jerome Robbins, Michael 
Kidd, Valerie Bettis, and Antony Tudor in 
England, whose original devotion to ballet 
went deep, nevertheless looked into the new 
movement with courage and curiosity, experi
mented with the new forms and techniques, 
adding brilliant innovations of their own, and 
returned to the slightly stale world of the 
ballet bringing to it freshness, ingenuity, life. 

As the new form softened the angularity of 
modern, dramatized and sharpened the too 
traditional ballet, dance became more and 
more important on the stages of the big 
Broadway musicals: Oklahoma! Brigadoon, 
On the Town. Movie and TV choreographers 
translated the new dance into a vernacu
lar highly palatable to the American public .. 
The University of Wisconsin had established 
a dance major with a degree. As interest in 
dance continued to grow other colleges fol
lmved the lead. Dance courses moved, and are 
continuing to move, into the fine arts depart
ments, away from their former juncture with 
physical education. Professional schools have 
multiplied, providing their founders and in
structors with a relatively steady income in 
a hazardous field and the chance to mold 
dancers for their companies out of the labor 
of their own classrooms. The demand for 
capable, well-trained dance teachers for pub
lic schools, high schools and colleges is vir
tually unfillable. 

Today the "legit" musicals cast more danc
ers than actors or singers. Industrials ( com
mercial films or shows) cast more dancers 
than all musicals combined; summer stock, a 
big business, averages over fifty shows with 
parts for dancers seasonally. And though con
cert performers remain poorly paid they are 
undaunted, seizing every opportunity to wrest 
something inventive to put before the public. 

But competition has kept pace with the ex
pansion, and the young dancer who hopes to 
win her place in the dance world must work 
harder than ever before. She is expected to be 
able to do a contraction as well as a "fouette 
on point," to be flexible enough to go from 
folk dance to American jazz. 

Happily, some of the differences between 
ballet and modern will never be resolved. To 
the classic ballet dancer her form creates 
beauty for its own sake, as a tree is lovely or 
a flower. The modern dancer wants to drama
tize the experiences and conflicts of life in 
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dance, When a ballet dancer slips it is a 
calamity, a Aaw in her creation, which must 
be perfect. II a modern dancer falters it is for
givable, for in the very nature of this dance 
form to err is human but ~'to dance ballet 
divine"; so say all the young ballerinas. 

Wedded to the dance 
Each day between five-thirty and seven 
Isabelle Farrell takes a class in Advanced 
Ballet Technique at the Ballet Arts studio in 
New York's Carnegie Hall. The ballet master 
of the class is Vladimir Dokoudovsky. As the 
piano pounds out a Chopin waltz, dark, slim 
and feline Dokoudovsky circles the class call
ing out time for his students, noting a sloppy 
"turnout," a crooked .arm. As Isabelle loses 
balance after her twenty-first fouette on point 
he grimaces in mock horror. Isabelle flushes, 
begins again. Dokoudovsky is particularly 
severe with Isabelle. It is obvious before very 
long this is because he thinks she has the 
makings of a fine dancer. Isabelle began study
ing late for a ballet dancer, at twelve. By tra
dition ballerinas begin training at eight, or 
even six, before any of their bones are per
manently set. Dokoudovsky feels that the one 
incurable ailment for the ballet dancer is lack 

, of coordination. With good ballet foundation 
and natural coordination, he believes a dancer 
can adapt to any form of <lance. 

Isabelle has already performed in local 
operas, industrial shows and films. By supple
menting her ballet technique with courses in 
jazz she has danced for parties, club dates. 
Last summer she performed with Dokou
dovsky's Ballet Company at the Jacob's Pillow 
Dance Festival. Isabelle is working toward be
coming a member of a top ba1let company. 

Isabelle is single-minded. "Wedded to the 
dance" as Giselle was. She will marry only if 
it is understood that her career must always 
come first. The life of a ballerina is so de
manding that it is almost impossible for her 
to continue her work and raise a family. She 
must practice long hours daily. If she is a com
pany dancer she must often tour. Contrary to 
popular belief, life on tour is not glamorous. 
When traveling, dancers see mostly their own 
small hotel rooms, the cold rehearsal hall 
early in the morning, the overcrowded dress
ing room each night. Only if a dancer is will
ing to give up performing and teach can she 
take the time out to raise children. When 
dancers drop out of their profession it may 
take years of work to return to their former 
limberness .and everyone in the field knows it. 
"Then what happens," asks one dancer who 
is glad she stopped dancing to raise a family, 
"when at forty a woman is still only an instru
ment?" 

Traditionally ballerinas do not even have 
education to fall back on. There is literally no 
time for them to study other subjects. Till 
recently college-educated ballerinas were al
most unheaid of. Even many of the greatest 
ballerinas have been essentially perfect in
struments. Now at the University of Utah 
a dance major heavy with ballet technique 
may be setting a precedent that wi1l make the 
degree' d balledna versed in Kant and Donne 
a reality. Utah is set up not only to train pro
fessional dancers b1,1t also to try to meet the 
enormous need for liberally educated ballet 
teachers to teach ' in colleges, schools, their 
own private studios. 

F-locking to dance centers (New York, Los 
Angeles, Chicago, San Francisco), many bal
let and modern students choose professional 
schools that have their own companies. Di
rectors of the companies like to see a dancer's 
potential in the classrooms and be able to 
develop and work with it there. One young 
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does in the afternoon. Look here, Elaine, it's 
all very well you getting up and walking 
about like this; but you've had a sort of heat
stroke and I really think you ought to go back 
to bed. Quite apart from anything else, it will 
stop Yehia from carting you off to jail. You 
know he's corning back?" 

After a pause she said: "I'd love a cup of 
tea. D'you think that's possible?" Tea, now 
she came to consider it, would be welcome, 
but the request had been made to gain time. 
No doubt it was wicked of Tim not to enter 
Egypt by tbe usual means and Eric was 
culpable for making such an entry possible. 
But these transgressions must be of little im
portance compared with smuggling into 
Egypt a woman who was not only unvisaed 
(and therefore unexpected) but also, as a 
journalist, quite positively unwelcome to a 
country where the press was probably close
ly watched at the best of times. Ordinary de
cency demanded behavior from her that would 
involve the Blaineys and the Dragoumises in 
as little trouble as possible. 

"The phone isn't working so I've been un
able to find out what's going on in town." 
Eric seated her in a. chair and began lectur
ing. "All hell may have broken out down 
there for all I know. In that case the authori
ties won't have any time to bother with us. 
The Cairo radio keeps brQadcasting a proc
lamation. Ai least we know what's going on. 
A lot of officers under a chap called Naguib 
have turned t_he government out. No mention 
of the king. So whether it's rebellion or revo
lution isn't clear yet .... Cheer up! Here's 
your tea. All the same," he continued to 
Elaine, "I'd still play safe if I were you and 
take to bed. I don't believe you've met my 
mother-in-law. Miss Brent-Mrs. Dragoumis. 
Mrs. Dragoumis-Miss Brent." 

Eric made the introductions with rapid 
Aicks of the wrist. 

But there was no talk at all. Everybody 
seemed struck silent by the absurdity of the 
introductions. Mrs. Dragoumis was examining 
Elaine carefully. The gaze came sideways 
and, judging by the slight curl of the lip, 
ironically. Elaine felt she was being invited 
to understand some ancient feminine mystery. 

"The heat," said l\frs. Dragoumis at last. 
"Thank God you are recovered. I see you well 
again. Naturally I was afraid." 

"You're being so kind to me." Elaine was 
fortified by the realization that she spoke 
better French than :\frs. Dragoumis. "I don't 
want to he a nuisance." 

Mrs. Dragoumis threw her head back and 
spoke emphatically. ''Do not be afraid for 
yourself. In this house you are safe. The 
Egyptian will not come near you. Obviously 
he was attracted. As for taking you to the 
police station, that is out of the question. That 
is what he would say. He would say he was 
taking you to the police station. But he would 
take you to another place .... Have no fear! 
The Egyptians will not enter my house, I 
promise you!" 

Even as she spoke there were footsteps on 
the stairs. 

"Lieutenant Yehia !" announced Mr. Dra
goumis from the door and, wearing a straw
colored suit of crumpled linen, he presently 
appeared with Yehia at his side. The Egyptian 
had changed into what was obviously his best 
uniform. He carried his cap under his arm, 
displayed a row of campaign ribbons and ad
vanced in a pair of squeaking but highly 
polished brown boots. 

Behind him came two other Egyptians in 
uniform, one in khaki drill and the other in 
white tunic, black leggings and breeches. 

Mrs. Dragoumls stood up. "Egyptians!" she 

said in Greek. "It is a judgment upon me. 
How did they get in?" 

'·Well, I let them in," said her husband. He 
took out his plain snuffbox and examined 
his minute reflection in the polished lid. 
"There was a knock at the door and I let 
them in. After all , it was four o'clock. You 
were all up here talking. At moments of crisis 
it is much better to sit around a table and 
discuss matters calmly. Locking doors and 
windows indeed! We are rational creatures," 
he said. "We are not brutes." 

"No, we are not brutes." Lieutenant Yehia 
had been frowning impatiently. Now he 
smiled and looked at Elaine. "It is excellent 
to see you better again. N atually I was wor
ried. You have been ill. Your entry into 
Egypt was not regular. These are extraordi
nary days we live in; there is no doubt about 
that. We soldiers are now the governors of 
Egypt"-he spoke proudly-"and although I 
could not make you well I could do something 
else. These two gentlemen are officials. This 
one is the passport officer. This one is from 
the customs. I have brought them. Now they 
wiJI stamp your passport and examine your 
baggage, yours and the young man's. Then 
all will be regularized." 

The situation was so crazy Elaine felt her
self sliding into a faint. "I am a journalist," 
she heard herself saying, "Middle East cor
respondent for the London Sun." 

"A journalist!" Yehia came and stood di
rectly in front of her, waving the officials 
back. Clearly the bit o[ information excited 
him but, equally clearly, he did not know 
what to do with it. He lowered his eyebrows 
and looked fierce. Elaine was not, however, 
deceived by the expression on his face and 
felt the strength come back to her. How clean 
he looks, she thought irrelevantly. His face, 
which the sun had fired to a smoky red, had 
a scrubbed delicacy, a fine transparency of 
the skin, as though it had been steamed. She 
suddenly realized he had come straight to the 
house from a hot bath. He looked puzzled 
and honest. 

"Tell me, please," said Elaine with con
scious flattery, "what about the King? What 
will you do with King Farouk ?" 

For the first time since she had met him 
Yehia smiled. He detected the flattery and it 
amused him. "You are asking too much. I am 
only a soldier in the King's army. Now let 
these men attend to your passport and your 
baggage. Then I can wish you a pleasant stay 
in Egypt and go." 

The customs official produced his notebook 
once more, the immigration officer began mov
ing forward with his ink pad and rubber 
stamp-the unmasking had come! Eric won
dered whether Elaine had had the wit to lose 
her passport when she fell into the sea. A 
missing passport would be easier to explain 
than one without an Egyptian visa. But no! 
Even as the immigration officer stretched out 
bis hand Elaine drew the passport from a 
hand satchel and, with a smiling assurance 
Eric could only wonder at, wagged it in 
Yehia's direction. 

"You've been so kind to me, Lieutenant. I 
ought to explain that I decided to come ashore 
only at the very last moment. How was I to 
know you were going to have this revolu
tion?" 

The immigration officer took the passport 
and thumbed through the pages. "You mean 
you have no visa to ]and?" 

"But how could I have possibly got one? 
There simply wasn't time. Lieutenant, you've 
been so--I mean, can't you ... ?" 

Even Elaine was checked by the sudden 
grimness that had fallen on Yehia. At first the 

95 

anger was directed against himse1f; but- 1.P.• 

cause it was his own stupidity that offended 
him chiefly he could say nothing, merely nod 
when the immigration officer whispered in his 
ear and reflect on the eagerness wi th which 
he, an officer of the revolutionary army, had 
been prepared to facilitate the entry into 
Egypt o[ a woman who might even be an 
enemy oI the state. 

"Why should you enter Egypt illegally?" 
"I've told you, Lieutenant. I'm a journalist 

with .a living to earn. As soon as I heard--" 
"You said you were Middle East corre

spondent o[ the Sun." 
"So I should be once I got to a cable office. 

Look, here's my union card. There's nothing 
to worry about, I can a/:.sure you." 

"I'm not worried on my own account. Did 
you think Egyptian law was oI no account, 
perhaps? You understand why this angers 
me? You think o[ Egypt still as a British 
colony. You come and go as you wish. Those 
days are gone! You" -he turned to the immi
gration officer and continued speaking in Eng
lish, his voice still low but with an emotional 
tremor-"you take charge of this situation. 
You are to do what is right according to the 
law." 

"Si, si," said the immigration officer. 
Yehia put his hat on. "We Egyptians must 

observe the rn1e of law. We must not favor our 
friends and be corrupt. Let us, all three of us, 
you as a passport officer, you as an inspector 
of customs and I as a soldier, let us all work 
for Justice. In this way Egypt will become 
truly strong and independent." 

"lnshallah!" said the two officers piously. 
'·I accept no further responsibility." Having 

added some further remarks in Arabic, Y ehia 
gave Mr. Dragoumis, as head of the household, 
a formal salute and left the room stiffiy, with 
his emotion apparently under control. Some 
moments later his car could be heard starting 
up; and when Eric looked from the window 
he saw Yehia sitting with the driver and the 
sentry lolling in the back seat. Such then was 
the enormity of Elaine's crime that the house
hold was no longer in military custody. The 
civil authorities, as represented by the im
migration officer and the inspector of customs, 
were in charge. 

"Well," said Eric to the immigration officer, 
who was nervously opening and closing his 
notebook, "what are you going to do?" 

"Do, sir?" It was the inspector of customs 
who took it upon himself to answer. He spoke 
softly and smiled. "You see what a hard de
cision is put upon us. Which way to turn? 
In this country today we do not know who our 
masters are. Perhaps tbe English will occupy 
Cairo once more." 

The immigration officer grumbled in a mix
ture of English and Arabic. Never in his life 
had he seen such irregularities. He picked up 
his ink pad, shut the tin lid upon it and had 
words with his companion. 

"We are going now," he said when they had 
come to a decision. "Because we do not know 
what to do. We do not wish to meddle in poli
tics. Everything is dark before our eyes." 

With which confession, and smiling sadly, 
the representatives of civil administration 
withdrew to walk, presumably, all the way 
back to Alexandria, for it was not to be be
lieved that tra"lcars ran when the state itself 
was shaken. 

At seven o'clock Lieutenant Yehia drove up 
in a jeep to ask after Miss Brent's health. As 
soon as she entered the Dragoumises' hall 
where he had been received, Yehia stood at 
attention and smiled. During his absence he 
bad acquired an ease of manner. "I'm glad tr 
see you all still here. So they didn't arrest you 

dance-r oh~rnc•d that al opc·n ('OJnpany audi
lion s•;\ here nrh nwmhn .. or replan·ment-. are 
be in g chosf'n. a ('Ompany tlwt lrn"- a !-<'1100! 
will pick its m,n !-.lt1dt'nl-. rathn than O111-
siders of equal talt•nl. \\ lll'n c.a!--lin,µ: for th,~ 
Ballet Ru .... !-lr company. FrPderic Franklin. 
('Ompany !-oloi:-.1 and Hdadwr at tlu• sc hool , 
look~ for dan1·Pr" \\ ho •·an do minH." and act U!-. 
well as dun1·1• , who lut\f' •·11111.;icality" (tllf• 
ability to mon• in tinw to mu sil' l and bal 
an('e, \\ hi"h hr says '·j~ a gift, teacliahlf• onl) 
up to a poiLt." 

Modern 

\[odern clanc·t· ll'-llally ,h·mand'- lPss blood 
sacrifiC'e, more thinkin;,!; and cre.:tti\'f' ,·ontrihu
ti ons from it... dt-,ote-c·s than ballet. ~\lodt:"rn 
dan cers lf'ad rPa!-..onahly normal c·hildhood .. , 
often p;o to f'ollegt·. arr r,pf'<'tt>d lo lif't •ome in 
di'"idual s ,, ith philosophies and tlworir-. of 
tht>ir O\\IL :!\lore motlern daiwer" tf'a1· h a-. \\t"!I 

as prrform. :\Ion· mo<lt' rn ,la1wcrs haH' hu '-· 
hands and ('hildrPn. \nd µ:t rwrall) spt>akinµ: 
thry tend to II(' far morf' ,erlial and litnatr 
a-. a ~roup than tlw liallc~t dan1•f'rs. 

:Martha Craham ha" llf't'll callt'd tl1P mo!-.t 
radical innm a tor in today\, dan1·r \\orld. She 
e,olvcd a wholc- :,;ystf'rn o[ moH•m(•nts that 
form~ mlH'h of tlw foundation for rnodnn 
dance a;,:, Wf' kno\, it today. Tlw most \,ell 
kno"n art- tht· 1·ontnu·tion 1 the rPlease. an~ 
number of st1etl'lw-. und ,ariations that w-e tlie 
floor-g()ing to\\anl it. pushin:,! a,,ay from it, 
workin~ aµ;ain!-.t iL. Graham dancf'n-. llf'\t'I' take 
to the air as liallrt dann•r<.; do, arf' nol ('hit"f
lv ronrernNI \\'illi ~HH·,~. ln Graham tedrniq111-
tiw aim is oftf'n to n1•at1· ,!t• lilit>ralely a ft•f'l
in g: of emotional di:-,•ornfort in the ,if'wn, tlu• 
wav Stanisla,..,ky ,,antPtl to imohe his au
die.nce in truth, not µ;lo!--s mrr it. Prrhap ... 
mosl important. ?\lartl1a Craham madt• tlif' 
dance a dramatic nwdium a!-. wf•II a!- an 
aes1lwtk Oil{'. 

To Patri,·ia Bir .... h and 1\lary llink"-on , hoth 
memlwrs of C.raham \ pt·rmanPnt danc(• rom• 
pany, " \lartha i .... a plwnonw11on , a J)O\\n. No 
one \\ ho work'."l \\ ith hr r n-main!- 11nto11chf'd , 
un('hangf' d." Pat ft·t•I" that Marth a ga,P h,·r 
a real scn.;e of theatrr al an ~arly aµ:r and 
that it was the druma1i, · quality of modnn 
dance that <lrt•w h<'r 10 th <' 11P,, form rnthn 
than to liallN. ' ·Thnt. and the fact that I 
,,oul<l ha,c madP a lou.;y S,\an Queen .'" Pat 
('ame to the Graham !-itudio aftrr s tudying fo1 
a summn at tlw Perry-\lan..:;f-i<'ld !-(·hool in 
Colorado "ith 1\Jerr<' Cunninµ;ham. 

1\focy llinkson knf'w early f'llOlq.d1 that .,_Jw 
wanted " to mo,1~11 but knf'\\ of no g:ood cla11t ·t• 
stud ios in Philadelphia, "hrrtd sllf' p;rt'\\ up. 
Because her Philadelphia lligh School for 
Girls taught formalized gymnastit-s, s imilar to 
the kind gi,rn in S"rden and Denmark, r,;lw 
thought pf'rhaps sh(' should major in ph)s-Pd 
and picked the Unin'r'."lity of \Vis,·onsin , 
kno,,n to h..i,t' a proµ;n· .. she approach in 
tea1·hinir I' 1 ( al!-o tlw lllO!-..t outstanding eol
lP;,!;C da71(·f: ·;lepartnwnt in tht" country I. Rut 
'·t he fir .... t da) I playrd ~o,-e<·r I ,,as knocked 
out on thr~ f-irld." :Mary !-i\\ it('hrd departments 
( tlwrehy losinJ,!; !-iixu•en hard-earned C' redit<.; l 
Intl th r 1·ha11µ;e \Hl'-i to h,,r t'\t!I' inC'rCa~ing joy. 
For in th r \Vi!-.c·on;.;in dance department \tar) 
joinnl a p;roup of yo11nµ; danC'crs "ho \\anted 
nothin,r mort· than to \\Ork. explore, abmt• all 
perfon;. Wlwrw,<•r po.'•!-i lilt> tlwy Jllll on 
<.; liow.'-, 1·011,·(•rts, ;_wb for tht> ('ampus night 
duh. 1\lmosl all of thl·m \,1·11t 011 to makr 
!-..ll<'<'f'..;s ful prof('s..,ional C'art--f'ri-,. DanC'f' \\3<.; e,-
1·it in1r at Wi~1·01bi11 IH'c·a11st' of l\lar~aret 
ll'D~11 l,l1'r, ,,ho foundt'tl tl11· drpartment. 
··Jusl think," !-.h(d would sa). •· ) nu ha\l' a hod) 
that l'l:lll mO\ 1\ l1·ap, t \\ i--t in the air.'" BPc·au.;t• 
\li-.;-. I J" l),,u \Jin l,c·I i(·\('S i.111 art j.;t ht>l'OJIH•.., 3 
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F:1-8JIION' PRIMER STORES 

All,11qu,·r1111,•, '\1•w '\l ,·xiN, , l\11bbiud',, ,.f i\1·11 Me xico 
A l l,·11t11"'n· P1•1111,-)hu11in , 11 .. ~ .. Br,,-; . 
Amarillo , 1'1•,-a.-. , Hlurkh11rn Bro-.. 
Atlnnta, Gcurf'ia. Ricl.1',, 
ll:ik._r-.li,•ld. C:alifor11ia . \\ ,·ill'-. 
Birn1ini;i:lia111, ,\l;1h1111rn . f' nri~i,111, l11 c, 
Uo-.t .. 11. \111 ~ .. :..-J.11,,1•11-.. Jordan \\,u-,,lt fr,nq,nuy 
C:lwli.-ul,11m. P.-uu,;;~ h 1t11i1t, Giml,d"'" 
( .hi,,a~u. llliuoi., , Tiu• l .ittl,• Brnm-,011 
Lulurnilo Spri11µ:-,, Colorado , h. a11fmau's 
Colu11tl111-., C)l1i,• . \lurt'h1111,,,•.f'a .. fii,n1 

CnrJlll.-. Chrl.:tt. Tt'Aa,-, Lid1k 11,,tt"ii1 ",, 
Cr,•11.-.1111"'. C111iCor11ia, 'I h,· \la) lh!lll•nny 
Halla.-., 1 t•,._:,.-., 'I itdu·-Gocttint,1.cr· Co. 
IJ,·11\o·r. Colorado, Tlw Di•n\f'I' llr 1 f;o.,,I., Co. 
O, •,, 'foi111•-,, Iowa, Youukns 
U,•1r1,i1 , l\lid1lµ a11 , 'I hf' J . I.. llud,,un c ... 
F.I Pa .-.o. T,·xm, , Populur Dr y Go,.,J,, Compuny 
Eu~•••u•. ◄ lrcli(CHI , Hu~s,•ll's, In c. 
G,·1uul H:11,ills . Mlchl~an , Heq,ohh c imer' s 
llutchlr.,,011, K:uHHt!,, \\il e)' ➔, Inc. 
lrulin11a1wli,;, l11dlu11:1 , L, ~- \ )res ll Company 
J.-.d,._.,.o ,n 111,,, Flwdd;1., (.,.hrn Hr,,111 .. r,1 

'i ,,tt ,1ill find 111/lll\l £11~liiu11~ -;ho)l.,11 un Jilli-'••~ f,9 HO 

Kalamazoo. l\lichi,-:an, Maho111:y•~ 
tak,•wood , C.alifor11ia . The '.\lay Company 
Lawrcnc1:, Massachusctt~, A. D. Sutherland Co . 
L,•xin,-:ton. Kcntuck,·, The Purcell Companv, Ju e. 
Lincoln. N,•hras ka, llo~land-Sv.anson 
Lo.-. AnM'.d,•s , Califoruia. The Ma) Comp11ny 
\1..-1111•hi~, T .. nne!ll~, The John Gt-rltt"r ( ... 
Na ,.ln illt•, Tennessee , H;ineys 
'-••wnrk. N,•w Jt•r,;cy , H11hne & Comp11n1 
'\t•w llaH·11. Conueclicut. The Edv.arrl '1alky Co. 
'-' ortli Hollyv.ood. California, The Mav Comparq 

Philadd1•hia. P,•mu,ylvania , Cimbeli 
Pliornix , Arizona, Korricks 
Pitt,.IJurgh, Pt•nn"} lvania. Jo~q,h Horn (" Co. 
Sacra1111•nto. Califor11ia , Hale's 
St. Louis, l\lis,;ouri. Famous-Barr Co. 
Sall L11kc City, Utal1. ZCMI 

San An1011io. Texas , Jo!'ike 's of Tl',a" 
San Francisc·o. California, The \\ hit<' llou ~c 
Sa, annah. G1:orl,!;ia, Le, y's 
Scr:1nton, Pcnni,ylvania , Clcland-SimJJ&on Co. 
S,~ule. \l ' aahinJelon. The Bon '.\larchC 
Soulh Bcncl. lndiana , Robertson's of South lh-nd 
!:!11okanc, W'ashin,-:ton, The Bon \111rchi 
Tokdo. Ol1io , LaSallc's 
TN:."nlon, N~w Jt"r@ey. S. P. Du11ha111 & to. 
Tur~un. Arhwna . l.e,y's 
\\ il,;hirc. California, The ~lay Company 

11t 1h,·-.,· ~1 111,·-. l,ut you 111n1 uni !i,1,! e1,·11 it,•111 nl 1•1,·ry llore. 

Stores carrying Mademoiselle's Cover dress 
Alba11), 1'(•w lork, Flah 1\ Lo, 
All,11qu,•r,1u1•, 1'1•"' \l,•xit'o , Barl,Rrit'i< 
All:uitn, G<•orj,1;i11. J . P. \lien 
B:iltimoro•, .\tar}l:tnd , ll utzler"s . . , 
Hf',('rl) Hill,., C11li£or11ia, Lanzo( Lald,,rrua 
Ho ... ton, Ma c;sac hu st• tts, Bonv.it 't eller 
Cltil'a,i;co, Illinois, llonv.it Tellt•r 
Cindnnati, Ohio , ~tabley & Car.,.,. 
Cl1'H·laml. Ohio , Jlon.,.it Tl.'lh, r 
Colorado S11ri1111:s, Colorado. Cray Ho-,1: 
Cnr1•u,. Chri!.I I, 'f1•xas, Lichten;;.tein ·,, 
01•.:. '101111•", Iowa, v; olf"s 
1)1,troit, \1it-hi,1,t1111 , Thf' J. L. Hud son Co. 
Eu,1Cf'111•. Ort•~on , kaufman Rros, 
1-':irJ,::O , l\orth Oakota . Shot.,."11'" Rf'ady -to-Wf'nr 
1-'ort ·\ti orllt . Ti•xn,;, Mt•aclrnm'1:1 
r.rund lla11i1I,;;, Mi,· hij,1;1t11 , \'rurzbnrj! Co. 
llur1ford, Coun1.-·ctic111, G. Fox & Co. 
llull'mantown, N,,.,. J\texl,•o , Barham',. 
llonolulu, 11:1\oail , C11n1l and ,tary, Ltd. 
lloui.t on, 'f,•x11;., :;uko\, il 1. 
l111li.l:u1111wlls, liulian:1, L. S. \yre1, & Company 
Kansas City. J\lls.-.ourl, ~v.anson, Inc. 
Liuc·uln, N1•hrask.11, l·l<nland-S.,.an.:;on_ . 
Lo i. A11 ,,H,lf's , C:alJfornia, I.an , of (alif,1r111a_ 
Loui.;, Hit•, K,•11tuek) , :-it,•v.art Dq Good.~ Co. 
\1anirlu•-, t,·r . J'\, ,.,. ll 11111p~hlr,• , \l,·11,ry l ur. 
\li11111l . 1-'loriilu, Bu1di11,··~ 

Mil.,.aukee, \\ iseon.!'ii1, T. \. Chapman Co. 
'1i1111en11oli..., Minnesota . Harold. I nc. 
~i1:1soula, Monlana, Mi,;soula MNcantile 
N,,.,. Orleans, Louisiana. Godcha1u:'i; 
!'ii' ,,,. York , Nt•w York . Bonwit Teller 
l'ioh Hill, "°''"' Mexico , Barbara's 
Omalrn, '\' ..-hraska, Thomas Kilpatrick & Co. 
Phila,lcl11hia, Pennsyh·ania , John Wanamaker 
Plrn,•nb. , Arbona , Goldwatcn 
Pitt.;bur11:h, Penns, h ·ania , Kaufrnann's 
Porlland, \lain(". Porteous Mitchell and Braun Co. 
Porlllrnd , Oregon , Charles F. Berg 
llkhmond, Vir~inia, '1iller S: Rhoads, Inc. 
Si. Louh. :\lhsouri , Vandervoort's 
Salt Lak<' Cit), Utah, Salt Lake Knit 
San A111onio, T .. xa,:,, Frost Bro~. 
Sun Franci1:1ro , California, Lamr. of C.alifornitt 
Sitn Matt-o , California. Lanz of California 
S,•attlt', \\'ashin~ton. J11y Ja cobs 
S1rnka1H', \'\'. 'ashin,1,ttun , The Crescent 
S11ringlidd, l\linob. The John Bre;,smer Co. 
To1wka, K11n sa", Crosby Bros., In.c. 
Trenton , N..-"' Jersey . Helen Crifhth 
Tuba, Oklaho111n, Seidenbach's 
Tusca loo,:,a. Alabama, Town aud Country C.lothciJ 
"altham. 'lm;sachu ;;c lts. Cro,cr Cronin 
"a..J1in~ton. Oi .. trit'I of Colnmbi:1. Garfincl..,•l'b 
\\ hit1· Plain <.. '\1•,• ) ork . Born, it T,•IIP1 
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KAR RY-KIT 

These 
are the 

petti 
fashions erorred on the front i nside cover, 

Lett: L _sf:•Df- S ro-r~d o:.t:cn ::a:sley jacket, taf
tf!"..J lin!Il. 3 · .tNon ba-:tgro .. mJ.. ;Jbcul S.13. Wash
abt~ Can .r:1 T 1,ill _a-.aica shorts. self belt. 
!!re u y. I.Do S5. S zes 7 to 15. 

1,·g<-1:; S m Ii"' s e, s<irt. leather tabbed self 
UE EflM"11 t:a-s:~nc: .. Slipo-wer shirt, rollup 

I Slzai? es. Orans:e o - y em in cr·p dry, no iron 
00 ..... .tt~ ~:t,:,n. ~h,.. ooo:Jt !-6. Sizes 7 to ::.s. 

At ":.w rcJ,::,,smz ~ st.<Jn!.: 
.. blh.~'!.•. QI.. Ui:tu,. Cnc. 
J:luto:c~ .. .!,£,i Bal~•, l!;,r-" 'i'.,Amham&lib1&s 

o.a.a,,. m.. c.r.. - Scou & Co. 
~ QWo. n.. B- Company 

De::- lOdL "l1w .J L u--.. C°(Allp&DJ' 

~ IM.. L .. \Tfn .6:: Co. 
llihra:utt Vi a.. Bc..-r..e Store 
ll~r,, .._ )l.i!ft . D.a:JtL,a"; 

:,Cr,;r "!a-:(".£ .!•i. 'i:. Dl-",.cricria'k-'.: 
ftil"'1;f_;_il:.1 P• :!J.n.-.trii~ !;; O:r.3'kr 

lttlt.rr-lt f':11 Jc•lle';tjJ liuoE- Ci). 
~- ~ ... ' T'aJlriraer'• 

:£,xUJtg. 31 Y •• B l"cn:sm Cc. 
!i. lam, lb, -,. lluo· k F"il!,. Co. 

u- wr.u· P«tti .... p,;rt,,is-ear 
140-. Br-.......tft:7. ~ew- York L. I~---• 7 ;.~ B;:mdq:y La .h.:df'L 

M,;h11,1,i•,-IJ,, 11,r July 1957 

1,,11,.,, Mll•I l,y , t11lr. •l•ndilll( the tools he 
Wnt~.:: Wifft, IJw ,fom ~ f:11tdu1fum at Witcon
~,j,1 .NI 111,J,~ si,,,,,11ff)y, ,,..1r<11iJ"Jfo;w .. phy~ice, 
U1,-4/,,rl, • ,,,i ''"""'• lhu ,1,. ieels are 
,11nl i,;t11IIIHl,11v lllf f111u11i ,1;,,.,.,, IJ,achers. The 
d,,,,,i111d ftit WJ 0 , ,,Min 1J;o ✓-~ .trarluate-, to fill 
,,,;1, lii11~ ,,,,,,. "lwuy, f~r ..,,,.,,.,,1, the supply 

'I 111111~1• l11,tf1 f1a1 an,f !\fary have ta ught: 
tlwy • tm~i,J, , tf1,•,n~dw~ r,rimarih· perform. 
11 r;., \f,ity, fw 4id,•" r1,11,it1~ Lr.uor-e and the 
,. 1to. Ufll u 11·vulat ,rwmh,~r r,( tht:: Graham com
,,;,r Y1 hi,,, afq,,,;,rt',f ,.1 4 ,tf;,0/•t: 4-11 <,i->t a t the 
N,,,, Y ,,r~ ( lly f ;,,,t,i an ,1 ,r.1 H". di. l,,esides 
tr,uri11'1' umt r,nforminµ ,,ith the Graham 
'411,up hu upJwau·,J t,ftn, ,,n n, in a N1:w 
Ymk n•,iv1d 1,( Ki•• Me KfJlr and more re
, ,-.,lly i11 li r114111/oo11. Pat do,,- not foe! that 
dsw, 1_,1g l11 H ru111oi 1-al ta.ob J "f'riou-s perform
f:I . Sh,· ft,11,uJ vmrkinµ in a "-h'>'-" like Briga
do,,11 1•xf'iti11 ~ f11h 1 ~lf::ady pay. Rut t\·en as a 
MH U•j,;,.f 11I daiu ,. , l '1t fi mli -~1'.:.l rce ic, always 
11t1u•1 tai,1. Orn· rnontJ, ~hr.- rna) e-am ~ much 
n"' tw,~h f• h11ndrt·d dollar';, th~ n~xt, two hun
dred. Lood nrn~i(•a].., today do not u.--e ~con d
rat,· danr1·r ... With !-4fJ many da.nf"e~ looking 
for work dwn·oµ;raphr·r'- 1:an l,e (u-..:::,·-y. Recent• 
ly Sh"w Bu.,.,in v.,,,; n~rwued u:er o~e L110m=an<l 
danrf'r~ hnd ani."ered d ("4."t~ng ,rah. 

Par. w1•nl to 1•oilf";.!f; main ly t,rau.;;e her par
entr,; w,·n• adamant. She f hf~ ~nnington be
r·au"<' , he le lt ,h,· would ha,·e a l,etter chance 
to danre th,•re than in mo,t college,., l,ut she 
now feels that for hf'r it "as- preltv much a 
was te of time. ··Bennington w~ int~~ted in 
turn ing out we ll -rou nded ~·oung women. I was 
iutne.s ted in being a dar.cer. I -,.as a h i:; fi-;h 
in a little pond." 

Ir a girl i.;;; :,o impassioned to dance that she 
feels she must go at once and do "hat she 
must do, coll ege may ,ery well he a waste for 
her. Then, if !-=he wanb ba11et or modern, she 
m~st seek o ut teachers and prof~.sional 
schools that can gi\'e her what she wants. 
But often girls so d-.-iven eveatuallv educate 
th emseh·es as well or better t han they might 
ha\'e through formal schooling. as did l\Iartha 
Graham, ,\ ho left schoo l at fifteen to danre. 
It is for young women similarly dedicated that 
Graham is opening a profe~5ional college this 
fall. A ~chool that for one vear \\ ill aive 
young dancers a total look i;1to the da0nce 
field. a comple te professional e<l ucation for 
their carePr:-. Only twcnt~•fi'-e ;; ir is will he 
accep ted on a n uudition ha!-i_. Then if afte r 
this year a g ir l decides the field is too tough 
for her, too onr-~ided, she may still go on to 
a regu lar col lege. Thalia ~\lnra. director o( 
the B~llet Reperto,) Company as well as 
loundt>r of the Nntinnal \ <"ad,,,m of Ballet 
l ' \ ho~e purpoi..e i:-. It) ru1:-- t' tlit· l~w le, e l of 
present lial ll't- tead1in ~ .;tantlunl:::.) plans to 
open a .-;im ila t· .;,•l1tml thi~ f.1 11 to train high 
::.choo l gruduutt•:-. to teadl hnllet. 

But for 111:.mr )'Olllll!, du,u't'r!:- "ho see teach
in~. ('0n1po-.i11~ or l'i10rt'oµruphin 1r us part of 
their fu1tnt' nnd ,d10 want to ... tut{)::- more areas 
n~ kmndt>dl,!t' tlu111 iusl lho~e ,ddch a 1>ply 
c.hrt•t•tly rn tl11• d,ut,·<·r·~ net" ,1 -l, u good college 
d.ancc IIH.l inr, m u d t\lH' t ' dt>µrt•e from an 
aead,·m~ lik<· .luillin r, I ,,.. the Hoston Con
..:ern1101· nf l\111~i l', i~ u neur lh:"1.•essih ·. Danre 
in lh t> l'o ll t•µt'!-; totlu) ,..._ ht•t·oming in~reasing• 
Ir irnportu111. mort• l'\eitinµ.. Dum·e depart· 
nu•n h '-II t'""" not uni) lt •t' hn iqut' hut al.so the 
rela tion of dnnl't' to tht• ntlwr ar~-composi• 
tion, nnv•k, hi "'l tPn of ,lnnn ~. The colle.2:e~ 
h-1\r Wf' ll •t·tpdpp1 1rf ..:t udi (11.l , 111 u~it.·inn.~ 10 p)ny 
and ('0lllp0:-.t' ror dnm·t• 1wrfonlHJnees. There 
i~ t1!'-t1ally ,J t·h.uuT In hHtt' and a d-.uwe dub. 

To .. \lnr~ul llnld .. lt'in u ~dtool like Sarah 
La,,·renee t·nm1w11..,nlt'"" for it~ ('ompara tive 
wealneN:- in h•,·hnit•n l µroumli nt? h) stressing 

~fadcmoi~t'llc for Ju ly 1957 

~c<,mr,u~ition, theatre craft, music specially 
taugh t for dance. She thinks the wide aca• 
demic a,\arf'ness the school gives will help 
de,elop the imagination needed for teaching 
or choreography. 

Still Bessie Schonlierg, head of Dance 
and Theatre at Sarah Lawrence ( widely 
ackno,\ ledged as the finest c·ollege for dance 
in the East), may ask a girl like Margot, 
who :-ieems seriously interested in becoming a 
dancer: ' ·What in the world are you doing 
here? .. F'or at Sarah Lawrenee the arts are 
prc1'ented primarily to help their students 
µ:row culturally, aesthetieal ly, humanly, "be 
an intelligent audien<'e." 

That\ "hy for many young dancers who 
\\..till more technique than any college can 
offer, af. well as an a<'adcmic base and a 
rounded education in danee, the best answer 
is undoubtedly an academy like New York's 
Juilliard- one of the few in the country. 
Joyl'C Tri:•der, for instance, originally from 
California, started to gel a degree at u.C.L.A., 

found she couldn"t dance and manage the 
curriculum. At Juilliard she can because the 
•whool i..: gea red for profess ionals. 

On an aye1age Juilliard day Joyce's sched
ule (like that of most dance students there) 
kee ps her at th e school from 9 :00 A.SL till 
]0:00 l'.\I. He r program, hea,'y in technique 
classt's, al:-:o includes dance composition. mu
sical literature, Lahanotation ( the chureogra• 
plwr·8 sl11Jrtha11d) , tllf'atre praetice and 1 t'p
erloire. ln addition Joyce teaches, performs 
with Doris Humphrey\; Juilliard Dance Thea
tt'r and ,\orks on her own choreography. 

lf the da y is very still walkers as far away 
as Ri\'ersi<le Dri,·e may hear from Juilliard 's 
top studios a piano and drum or the voice of 
a teac her marking rhythm for Juilliard's 
da nce students. Perhaps it is Antony Tudor, 
lean and straight as a drawn line, sketching 
for his ballet students a new choreography
cavorting; round the hu ge sunny room with a 
simplil'ity and freedom hi s students cannot 
match hut deep ly appreciate. Here in room 
610 Rtudents st'cm casual, almost unconcerned. 
Bui th e qui et afternoon atmosphere is de· 
<'l'ptiH·. for .i\[r. Tudor with hi s Oriental sm ile 
and in perfectly creased trousers is drawing 
what \\ill he the map of a ball e t, and his stu• 
Jcnts, drapin g tlwir limber yo11ng bodies 
a bout the room like s lee py eats, are earefully 
watching: and li stenin g, memorizing his words 
,\ith th t" ir bodies: •·Gli!-sade, assemble, douhle 
rmHl de jambe~ coupCe <' hassC, pas de hourree, 
and so on . " 

The afternoon goes on. T n the next room 
]o1'C Lim0n \; clas.:; has begun. By cuttin g a 
hol e in the feet of her ballet ti ghts and roll
ing: them up above her ankles, Joyce and man y 
other studrnts go directly from hallet c lass to 
mo(.krn \\ ithont changing:. Herc, as in the 
ball e t e lasse:,, work beg ins at the bar and ex• 
e rci~cs arc for the purpose of limbering and 
stret<'hin g the body\ muscles. But there are 
Jifferences. The feet arc bare, the music mod 
ern anJ atonal. The work is to Jevelop the 
streng:th of the knees, th e peh is, the thighs, 
the plastkity o( th e head, th e neck, the arms. 
On the floor th e bodi es of th e dance rs seem 
now to ,\rithe. to reach. ex plorin g all contact 
of the human body \\ ith the ear th. In the 
midst of th e class th ere is l\lr. Lim0n, almost 
h}'pnotiC' to wat,·h, his body like a tall bronze 
fortre.;~. To an observer the dancers suggest 
animals, ma<'hineR, <lemons, towers. 

T heir own way 

Sometimes e,en young dance rs mu st go th ei r 
O\\ n way, often forcr<l liy circumstance. l\iost 
common is th e mo,e a\\ay from dance ('t'll-

Happiness ~ ® 

has a 

Under the sun, under the moon, t 
let the fragrance of TWEED / 

surround you. Splash or spray •, * 

its sparkling freshness ... 

happy aura for a happy summer, 

Tweed Bouquet- a cologne 
to use lavishly- from $1.50 

Tweed Mist - concentrated 
Toilet Water - from $2,25 

prices pl,u to}(. 

fa~c 
... the name that says 

fragrance 
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