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THE DANCE has had a long history on the
American continent Before the New World
was “discovered,” there was dancing 1n the
Mexico of Montezuma and the pueblos of
the Southwest Countless centuries before the
Spamish 1nvader brought the hor<e to the
Great Plains, the unmounted, pedestrian tribes
danced for the hunt, for war, and for med:-
cime When Virgima and Flonida were ex-
plored 1 the sixteenth century, French and
Englhish adventurers sketched the ceremonials
they witnessed and left descriptions that have
come down to us today

The empire-building nations brought their
national customs into this WIdeng cultural
stream To Peter Stuyvesant’s New Amster-
dam, the Dutch settlers took their colorful
Kermesse with 1its tiaditional festivities and
figzures Even in austere New England, people
danced When time permtted and arcum-
stance was fitting, grave Puritans observed the
ritual by the book The “plame and easy
rules” of John Playford’s English Dancing
Master were approved by the elders who
taught country dances that were not “mxt ”

From diverse sources—ceremonial, social
and theatrical-—evolved the salient aspects of
the American dance Little has been written
on rehigion and the dance, although there 1s
much to draw upon 1 early documents Im-
portant among these was Increase Mather’s
An Arrow Against Profane and Promuiscuous
Dancing, drawne out of the Quwer of the
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Scriptures Published i 1688 by “the Min-
isters of Chnist at Boston i New England,”
1t was the first of a series of tracts to be 1ssued
in unbroken number for more than two hun-
dred years, and often read from the New Eng-
land pulpit m the form of sermons Mather’s
Arrow condemned only dancing that aroused
the passions The sentiments voiced are easily
traced to the theocrat, John Cotton, who wrote
n 1625

Dancing (yea though mixt) T would not simply
condemn For I <ee two sorts m the Old
Testament thc one rehigilous the other
cvil Only lascivious dancang to wanton ditties
and 1 amorous gestures and wanton dalliances,
espeaially after great feasts, I would bear witness
agdinst

The rehigious tracts are something less than
1ewarding to the dance historian They cast
less light upon the dance than upon official
Puritan morality

Therefore the opening essay mn this book,
The Dance in Shaker Ritual, has particular
importance for 1ts treatment of the subject in
its essentially religious and hence ceremomal
character The curious Shaker sect has almost
disappeated i this country E D Andrews
makes a proneering contribution to the history
of our national cultural backgrounds and af-
fords, as well, an interesting parallel to the
many studies of the arts and crafts produced
by this extraordinary community
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The essays which follow The Dance in
Shaker Rutual cany the thread of continuity
through those artists who created the basis
of our theatrical dance from contemporary
sources, the major personalities who extended
the horizons of dance expression beyond their
own lLimes

The first professional artist-dancer of whom
there 15 record was John Durang Born
Lancaster, Pennsylvania, in 1768, he made his
stage debut at the Old South Street Theatre 1n
Philadelphia The milieu in which he lhived,
performed, and raised a family of dancers 1s
presented in full review by Lillian Moore

Marian Winter’s piece on Juba, the almost
legendary munstrel, next traces the origins of
our first native contribution to theater history
Miss Winter’s American Munstrelsy treats this
indigenous theater form from the time of
George Washington Dixon and Daddy “Jim
Crow” Rice to the heyday of the Christy Min
«trels and the beginnings of American vaude-
ville Much interesting and valuable material
included here suggests a full length <tudy
of this fasanating aspect of our American
theater

The first of the super spectacles which had
a direct bearing on theatrical dancing i this
country was the production of The Black
Crook Presented in 1866 at Niblo’s Garden
with a stage entirely reconstructed for the
extravagansa, 1t ran 475 concecutive nights, a
record for 1ts time, and earned over a half
million dollars Tt was produced season after
season with mmported ballerinas, many of
whom stayed on to teach, and see their pupils
dance n the numerous revivals of the same
spectacle As late as 1929, a version of The
Black Crook was offered in Hoboken, New
Jersey American spectacles are discussed by
a criic umgquely qualified for this subject
George Freedley 1s theater curator of the New
York Public Library, and actually has at s
command the vast material fiom which a pro-
duction of The Black Crook could be mounted
today

The last of the essays devoted to historical
backgrounds of the dance 1s Rosetta O’Neill’s
on the Dodworth family By the middle of
the nineteenth century, social dancung was de
rigeur for well-bied young ladies and gentle-
men Of the numerous academies that catered
to this vogue, the most noted was Allen Dod-
worth’s, in New York. Dodworth was the
sentor member of a clan of teachers under
whom one could study not only the graces
proper to the ballroom but also the codes of
a young and new society thal was growing
conscious of 1ts manners Dodworth pub-
lished a vade-mecum on deportment as well
as how-to-dance books of a kind not un-
familiar today The story of the Dodworths
and their era 1s nostalgically told by Miss
O’Neill, dean of New York’s teachers of the
social dance and spintual custodian of the
tradition founded by the people of whom she
lovingly writes

Next treated in our chronicle 1s the appear-
ance 1n this countiry of the classic modes With
the exception of the mm<tiels, almost all
theatrical dancers were Europeans There soon
arnved on the scene thiee artists, all native-
botn Amercans, and all highly accomplished
in the universally accepted 1diom of the ballet

Making her debut in The Maid of Cash-
mere, the first of these was Mary Ann Lec,
boin in Philadelphia i 1824 Her nval,
Augusta Maywood, also made her mtial ap-
pearance in the same ballet, which seems to
have been the standard mmtiation work Both
of these artists competed on equal terms with
their European contempoaries and won wide
acclaim as ballerinag Natwrally Linked with
Mary Ann Lee and Augusta Maywood 1s the
name of George Washington Smith, our first
native-born male mterpreter of the dlaseic
dance

The importance of these three artists 1s 1e-
vealed 1n the essays by Lilhan Moore and
Manian Winter Then patient research mn old
documents, newspapers, and letters has re-
sulted 1n the emergence of George Smith,



Mary Lee, and Augusta Maywood as disun
guished pironeers 1n the art of the ballet, thus
adding a new chapter to the history of dancing
here and abroad

It was not, however, until the beginmng of
the present century that American dancers
were to have a revolutionary effect on this
art form Most mmportant of the mnovators
was Isadora Duncan Her Iife has been the
subject of dozens of books—not least among
them her Autobrography—which have de-
scribed her careet and defined her influence
on the aesthetic of the dance Of the many
things written on Isadora, Willhlam Bolitho’s
essay fromn Twelve Against the Gods 1s one of
the most brilhant and deserving of a place in
these pages

Loie Fuller was another American vision-
ary who, like Isadora Duncan, enjoyed her
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greatest successes abroad She was fascnated
by the theory of light, and her unique con-
tributions to the dance are herein related by
Clare de Morinm1 Maud Allan’s concerts in
the New York of the mauve decade are nos-
talgically remembered by Carl Van Vechten,
and the perenmal Demshawns arc the subject
of a brief historical resumé by Band Hastings
Martha Graham, whose experiments have en
gendered a whole new catechism of the dance
1s presented mn a final essay by Robert Horan

This collection of essays does not constitute
a history of the dance 1 America, nor 1s 1t
mtended to do so It 15 the editor’s hope that
the compilation will sketch the outlines of
this vast subject interestingly, and serve the
cause of scholarship by orgamzing materials
for more compirehensive use

P M
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Morning Meetings. Woodcut by an unknown artist. From David
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IN

DURING THE Ei1Rst YLARs of the Revolution-
ary War rumors were fiequent, 1n the country
around Albany, New Yoik, of a small band of
Lnglich colonists, five men and four women,
who practiced a strange kind of 1ehigion i the
swampland country of Niskeyuna, a few mules
northwest of the town During the day, 1t was
said, the<e people were busy clearing and till-
g the land, building cabins, and working at
the forge and loom, but the evenings, far nto
the might, were spent in rapturous siging and
dancing One of the number, the story went,
professed to be a second Christ whose mission
was to redeem the world

These reports were first verfied by two
young men, disillusioned subjects of a New
Light revival in New Lebanon, N Y, who,
journeying westward 1n the spring of 1780,
stopped one might at the cabmn m the wilder-
ness Hospitably received by the leader of the
colony, “Mother” Ann Lee, a native of Man-
chester, England, the travelers learned that
these poor but industrious folk were called
Shakers, or Shaking Quakers that she, the
prophetess Ann, believed that the Christ spirt
had made 1ts second appearance n and
through her, usherng n the awaited millen-
nium, that the Shakers, having confessed their
wiongs, repudiated marriage and forsaken all

THE DANCE
SHAKER RITUAL

BY E. D. ANDREWS

“carnal” practices, held themselves to be with-
out sin, that they proposed to found in Amer-
wa a rehigious order separated from the
world, and that they welcomed nto this com-
munion all who were sick of futile creeds,
formal worship, and the evils of a corrupt
society After witnessing the ecstatic “exer-
ases” of the “foreigners,” the visitors, deeplv
affected, returned to New Lebanon convinced
that the promises of the revival, about which
they had despaired, were about to be fulfilled

New England, under the influences of Jona-
than Edwards’ preaching and the Great Awak-
ening, was fertile ground for programs of
salvation It was the exalted worship of the
“wonvulsioners,” however, more than any other
aspect of the Shaker faith, that aroused the
curiosity of the world This was so strangely
rhapsodic, so hypnotic mn 1ts effect, that the
people who flocked to Niskeyuna in ever
greater numbers could ascribe 1t only to tran-
scendental causes and accept 1t as evidence
that the kingdom of God was truly at hand
The earhest account of a meeting (by one
Valentine Rathbun, m 1780) portrayed, -
deed, a remarkable scene

Everyone acts for himsclf, and almost every-
one different from the other, one will stand with
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his arms extended, acting over odd postures,
which they call signs, another will be dancing,
and sometimes hopping on one leg about the
floor, another will fall to turning around, so
swift, that 1f 1t be a woman, her clothes will be
so filled with the wind, as though they were kept
out by a hoop, another will be prostrate on the
floor some trembling extremely, others act-
ing as though all their nerves were convulsed,
others swinging their arms, with all vigor, as
though they were turning a wheel, ete They
have several such experiences 1n a day, especially
on the Sabbath * *

The Umted Society of Believers in Christ’s
Second Appearance was to be found 1n Bolton
and Manchester as early as 1747 James and
Jane Wardley were the first English Shakers,
or as they were first called “Shaking Quak-
ers” Their belefs derived from certamn
Huguenot sects, notably the Camisards, whose
1deas descended 1n an almost unbroken line
since the period of the Albigensian heresy
There was an ancient heretical tradition for
dancing as part of the adoration of God The
heterodox Gnostics of the second Christian
century conducted the rites of the Agape or
love feast, with dances Ritual dancing was
supposedly permitted n English churches
until 1604 Late into the seventeenth century
dancing had a part in some Parisian churches
and there are further fragmentary survivals,
notably in Los Seises, the dancing youths of
the Cathedral of Seville

In England, the early Shakers had danced
the same way “singing, shouting, or walking
the floor, under the mfluence of spiritual signs,
shoving each other about—or swiftly passing
and repassing each other, hke clouds ag-
tated by a mighty wind ” At the rites of the
Euchanst primtive Christians had also “ges-
ticulated with their hands, danced with their
feet, flung their bodies about ” The worship
of many spinitual sects was similar the early
Quakers and Baptists, the French Prophets,

* Superior numbers 1n the text of articles refer to
Notes and Bibliographical Data beginning on page 263

the Merry Dancers of New England, the Ken-
tucky Revivalists, the Girlingites or Shakers
of the New Forest, the Shaker Indians of Puget
Sound, the Tremolant: recently expelled from
Rome As with other orders, the Shaker exer-
cises were largely involuntary, charged with
emotionalism and characterized by divine
“gifts

The period 1780-87 was one of spiritual fer-
ment and proselytism Ann Lee died 1n 1784,
after spreading her mystic doctrine and estab-
lishing ecclessiae 1n various parts of New Eng-
land and New York. Her successor, Father
James Whittaker, died 1n 1786, soon after he
had built the first Shaker meetinghouse at New
Lebanon Then, a year later, Joseph Meacham,
a New Light preacher from Enfield, Connecu-
cut, who had been a leader of the Lebanon
revival, started to gather the Believers together
mto  socio-industrial religious communities
conceived 1n monastic terms and consohdated
by a covenantal agreement

With the organization of the society m
“church order,” the manner of worship under-
went a distinct change Energies formerly dis-
sipated 1n 1ncessant travel, disputes with au-
thorities, and exhaustive meetings were con-
centrated on the practical tasks of building
communes A certain reaction from the mtial
ardors was aided by the desire to placate the
world by whom the Shakers had been peise-
cuted, but with whom, 1f they were to survive
as an economic order, they knew they must
come to terms In the eleven communities or-
ganized by 1792 ? the meetinghouses, the first
structures erected, were provided with spa-
cious halls for an expanded ritual, with seats
along the walls for the “world’s people,” who
were prospective converts to the faith Further-
more, as a believer 1n order and utility n all
things, Father Joseph was opposed to im-
moderate worship, holding such excess to be
wasteful of power, purposeless, and preju-
dicial to the gospel It was probably for the
latter reason that he introduced, in 1788, the
first distinct dance, “the square-order shuffle,”



atterned according to legend on Meacham’s
wn vision of angels danung around the
irone of God

Reflecting the Puritan tradition to which 1t
as heir, the square-order was a solemn exer-
se, a forward-and-backward movement of
ks, the brethren and sisters in separate
-oups shuflling toward and away from each
her, three paces each way, with a double
ep or “tip-tap” at the tuin This primitive
ance, accompanied by a rhythmic but tune-
ss chant, was an impressive though doubt-
ssly grotesque performance

The crowd begin to slowly <hove, each person
1e foot at a time, and to face as soldiers do
hen tramning, but every time they turn, they
»w, or rather crouch 1n a very extraordinary
1d particular manner, bending the body to an
most horizontal posture, the back a httle
irved, the knees bowing forward, the hands
rrawling forward and downward, and the pos-
rior part of each projecting <o as to nearly
yproach the face of the next one 3

In a vanant of the square-order mtroduced
1788, a livelier measure called “the square
ep,” the assembly advanced four times, three
eps at a time, with “tip-taps” at the intervals,
eceding backwards” the same way
The advent of worded songs, and subse-
1ently of a trained chorus, also had a marked
fect on the manner of worship The Schis-
atics or Chrictians of Ohio and Kentucky
lethodists and Bapuists), the nucleuses out
whom the Western Shaker communities
are formed early m the nineteenth century,
ud sung revival songs and spirituals n their
ickwoods meetings, and had been exercised
dancing and other spontaneous or auto-
atic gifts Recogmzing the value of a more
nmated ritual as a means to conversion, the
wistern leaders about 1807 began to encour-
e the adoption and composition of lively
ngs and dances expressive of the spiritual
»surge which began to sweep over the whole
cety The mmtiative was taken by Lucy
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Wright (1760-1821), Joseph Meacham’s suc-
cessor as head of the order, whose mnspiration
was again a vision, but now, one of angels
joyfully dancing Mother Lucy rearranged the
ranks according to age and position, stepped
up the square-order tempo to what was known
as “the skipping manner,” introduced marches
(and later ring dances), and 1n general freed
the ritual of its old restrictions The early
posturing of arms and hands, likened to that
of “kangaroos” or “dancing dogs,” also
evolved mto more graceful gestures 1n one
form, by extending the forearms with the
hands turned upward as if to recerve spiritual
blessings, 1n another, by waving the hands -
ward as 1f gathering or dispensing spiritual
grace The “back” manner of worship, the
“promiscuous” exercises of the first Shakers,
was not discouraged, however At the height of
a meeting, someone (usually a sister) might
suddenly step from the ranks and begin to
whirl, bow, tremble, or run about clapping
the hands and shouting, another would follow,
and soon the assembly would be turned into
a confused mass of sound and movement
Often the presiding elder, after the hymns and
exhortations and prescribed rehearsed dances
of the regular service, would deliberately
begin such exercises with the words, “Let us
labor,” bringing them to a close only when
the worshipers were completely exhausted

Vaiious types of dancing developed in the
different localities Young tells us that at
Harvard, Massachusetts, the “hollow step” was
done to a shuffling step, “the two ranks facing
each other, on the north and south, advance up
towards each other, turn, and return the
east and west ranks advance and recede

By the Civil War, a freshness of movement
disappeared with the decreasing power of their
mysticism Lassitude and backshding set n
No longer was there the “autointoxication of
rapturous movement, that self-forgetful union
with the not-self which the mystic ever seeks”
described by Havelock Ellis Once the decline
started, 1t was cumulative The members could
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Shakers near Lebanon. A square-order dance. Hand-colored lithograph.
Published by A. Imbert, ca. 1825. Later this print was pirated by Currier.

no longer sublimate their desires and take
their minds off “carnal sin,” and they did not
possess the determination of Mother Ann, who
having four of her children die in infancy and
being deserted by her husband, had found that
this was God’s penalty for sexual intercourse.
(Incidentally, God became a double Deity
when the principle of absolute equality for
women was recognized by the Shakers at the
end of the eighteenth century.)

With the organization of singing classes,
the adoption of letter musical notation, and
the appearance of unharmonized manuscript
hymnals in the early 1820’s a renewed interest
in song and its co-ordination with dancing
became evident. They rarely had any singing
except in unison. Veriants of circular dances,
standing dances, and shuffles were introduced,

as well as elaborations of the marches and
square orders. In the round dances the par-
ticipants would march or skip around a
stationary chorus, somelimes facing in and
bowing or shuflling at the “set” part of the
tune; or else form a “continuous ring,” in
the shape of the letter €, moving in single or
double files in such a manner as to bring
everyone face to face. This was one type of
the so-called “union dance.” In another, after
the brethren and sisters had formed two paral-
lel lines confronting each other, those at the
end alternately moved up the rows, to the tune
of a union song, grasping the hand of every
fellow member. In still another, the sexes
shuffled forward and backward in a series of
parallel lines, weaving, as it were, a fabric of
union and love. Reminiscent of the Virginia
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The Dance, square order. By Benson Lossing. From Harper’s New Monthly Magazine, 1857.

reel was a fourth exercise, known in a lively
version as “the checks,” in which groups of
brethren and sisters, arranged in a hollow
square facing inward, “labored” up to the
spposing group and back.

Shaker music and songs were at first im-
provisory or “inspired,” then learned by rote,
but later tunes were horrowed from the Eng-
lish hymnody, or Irish, Scotch, French, Bo-
remian folk sources, and even popular songs
and dances of the day. It is yet to be proved
‘hat the floor pattern of the Shaker ritual
lances borrowed from the elaborate contre-
lances or quadrilles of the twenties and thir-
ies. When music instruction was introduced
‘he Shakers developed their own composers.
A group of singers and dancers appeared in
1 Shaker program on the stage of the Ameri-

can Museum in New York for seven weeks in
the forties, and “Fi, Hi, Hi The Black Shak-
ers,” a song in the blackface idiom, was per-
formed by the Fellows Ethiopian Troupe of
Minstrels in the 1850’s.

Dancing as a deliberate and purposive art,
it will be noted, was a gradual development.
The “odd postures” and random bizarre exer-
cises of the first meetings were involuntary
acts, “acceptable gifts of God,” many of which,
indeed, entered into the traditional ritualism.
But as time went on, and in part, perhaps.
because the Shakers danced before an audi-
ence, there dawned a consciousness of purpose,
and with it a tendency to rationalize and
justify, as well as to claborate the gifts. Thus,
according to the apologists, the early gifts,
being “mortifying” in character, taught hu-
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mility and aided 1n punifying the soul When
a Believer trembled, he was “shaking off
doubts” or “keeping down the hife of the
flesh.” Later, spokesmen for the sect, in reply
to widespread criticism of the dance as a
means of worship, had recourse to scriptural
precedent, to the examples set by Miriam the
Prophetess, by Jephthah’s daughter, by the
daughters of Shiloh, and by David and all
Israel when they danced before the Lord*
Every created faculty, they contended, the
hands and feet, the tongue, the whole body,
should “express outwardly and assist the in-
ward reverence of the soul

Pantomime, as a means of enriching out-
ward expression, played an increasingly char-
acteristic role as the attitude toward the dance
grew more objective Gestures such as bow-
ing, stamping, whirling, acting out “signs”
(pantomimic gestures, pretending to play or-
chestral instruments, etc ), originally involun-
tary, were mcorporated mto the structure of
worship, assuming, to a lesser or greater de-
gree, symbolic meaning They were known,
even from the beginming, by the scriptural
term “gifts ”” One had the gift of shaking, turn-
ing hike a wheel, singing 1n unknown tongues,
healing, prophesying or “seeing” spirits Such
aifts were often expanded or combined 1into
complex 1ituals affecting the 1egular dance
movements and devotionahsm as a whole It
1s 1mpossible, m fact, to 1solate the dance per
se from the sacraments and rituahstic play,
which, 1n the mountain meetings of the 1840’s,
reached their most dramatic and fantastic
manifestations The record 1s an involved one
which we will only briefly survey

Individual “gifts,” such as bowing and
whirling, might be either unwilled or inten-
tional, 1n the latter case to induce, perhaps, a
state of humility or a sense of “freedom from
bondage ” Others, such as “chasing the Devil,”
developed mto distinct communal rites This
“warring gift,” for nstance, was originally the
accompamment of a certain “exercise-song”
where, at a given passage, the dancers stamped

on an 1maginary serpent or devil, plucked the
mark of the devil (sometimes called “Great
I”—pride—or “Old Ugly”) from their fore-
heads, or made signs as 1f they were mowing
down evil spirits or sweeping them from the
room Later, the gift was elaborated A “back-
shider” would be surrounded by the faithful,
who, pointing their fingers at the afflicted one,
would shout “woe, woe,” “damn his devil,” or
attempt 1n other ways to exorcise the corrupt-
ing spirt * Agan, during meeting, a sentinel
having warned the worshipers that the dewil
had entered the room, they would drive the
ntruder off or fire spiritual guns at mm Here,
as i much of the pantomime attendant on the
great Shaker revival which opened 1n 1837, a
strong element of play was mamifest

During this phenomenal period, lasting
over ten years, protracted rituals were com-
mon In one, the “cleansing gift,” preceded
by prayer, fasting, and confession, a group
of singers and medwums (“instruments”)
marched through the dwellings and shops,
sweeping and cleaumg with spiritual brooms,
after which they returned to the place of
worship “to scour and scrub, from its floor,
the stains of sin ” In another, known as “The
Midnight Cry,” the members arose at midmght
and marched through the halls behind 1nstru-
ments bearing lamps, singing of the Lord of
Hosts, who, with a lamp 1 His hand, had come
to search out sin

To the Shaker minstry, 1n 1842, came word
that meetings should be held semiannually, in
the spring and fall, on the highest elevation in
each commumty On the evening before the
event, colorful spiritual garments were dis-
tnbuted to all The next day, thus attired, the
singing procession marched to the mountain-
top, where daylong ceremomes were joyfully
held around a sacred “fountain” The nites
were manifold The instruments were ordained
and anointed Incense was burned 1n spiritual
censers Imaginary sponges, dipped 1n water
from the central fountain, were used 1n cleans-
g each other’s bodies, which were dried



afterward with spiritual towels In one part of
the program, the brethren and sisters paced
1thythmically over the clearing, sowing spirit-
ual seed and watering 1t from vessels of
spiritual water. Then, following the example
of an mstrument or leader, they would enact
some gifts of mortification, “acting the fool,”
singing silly songs, or indulging 1n various
grotesqueries Presents and rewards were fre-
quently exchanged chains of comforts, balls
of love, robes of punty, baskets of flowers,
fans of truth, bowls of wine, gospel trumpets,
singing birds, precious stones, leaves from the
tree of life, and so on—with appropriate ges-
tures by the giver and recipient After many
songs, dances, and 1evelations by the “instru-
ments,” the mountain meetings closed with a
love feast, a sumptuous 1epast of the rarest and
most delictous foods and wines Though all
was make-believe, those who partook of the
sacraments left the feast g1ounds refieshed mn
body and soul

“Mother Ann’s Second Appearing,” as this
pertod (ca 1845) was called, was productive
of many “eccentric” dances and songs The
most curious, pethaps, arose from the belief
that the spirits of the departed of many na-
tions, such as Lafayette, Mahomet, and Na-
poleon, and of various Indian tribes n par-
ticular, pethaps the adjacent Iioquois or
Algonqum, 1eturned to the Shaker meetings
to learn the way of God ® Here their presence
actually transformed behavior If the visitors
wete Indian spuits, the subjects “possessed”
would sing versions of native songs or dance
mm Indian fashion The reception of Negro
spirits would be similarly heralded by songs
in the appropnate dialect, of a Scotch com-
pany by Scotch songs or a highland fling, of
a group of Eskimos by pantomime in imta-
tion of northlanders driving dog sleds over the
snow And so on The adoption of Indians and
Negroes did not lessen the vigor of the dance
The gifts attendant on such visitations were of
course spontaneous, belonging to the same
category as the early “promiscuous” dances or
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the exercises following the drinking of spint-
ual wine Hundreds of Indian and “Negro”
songs, “drinking” songs, “vision” and “gift”
songs were composed for the occasion

The feast days on the mountains, the Christ-
mas services 1 the family dwellings, and those
Sabbath-day meetings which were closed to
the world in the early 1840’s were, n fact,
extravaganzas and planned for audiences A
profound sense of destiny, however, vitahzed
the order during the revival years, resulting
m a heightened consciousness of the holiness
of worship The “holy laws,” 7 hitherto an oral
or secret code, were now written down for
the “protection” of all, requiring Believers,
among other 1njunctions,

to retire to their rooms 1n silence for the space of
half an hour, and labor for a sense of the gospel,
before attending meeting . . .

to sit erect 1n straight ranks 1n retiring time and
attend to the reading of the hymn or anthem
that 1s to be sung in meeting

by the order of God, not to present themselves to
worship Him, when under the condemnation of
sin unconfessed But to present themselves
to worship with clean hands and pure heart and
Justified conscience

to go into meeting mn the fear of God, walking
upon the toes, and two abreast keeping step
together

Maintenance of order and union was expressly

charged

When brethren and sisters place themselves in a
body 1n mccting the ranks <hould be strat,
not only to the right and left, but also forward
and back Forward ranks should always be as
long as any of the rest, and by no means should
there be variance in the ranks, it has a tendency
to excite disunion

So regular were the ranks and so perfect
was the disciphine that the marches—except
for the “powerful enchantment” and the
“bounding, elastic step, quite different from
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The Shakers in Niskeyuna. Religious exercises. Wheel-within-a-wheel dance.
Possibly drawn by Joseph Becker. From Leslie’s Popular Monthly, 1885.

that of the soldier of the world”—suggested to
many the movement of troops.

Variants of the square and ring dances were
common during the “Great Revival”: lively
lines, finished crosses, the square and compass,
the moving square, the double square, the
changeable dance, mother’s star, the diamond,
and others—performed to special songs and
involving, as did most Shaker exercises, much
repetition of movement. All the dances as-
sumed a new significance. The devotees felt
that they were indeed marching heavenward,
that the circle was the perfect emblem of their
union. The “wheel-within-a-wheel,” three or
more concentric circles turning in alternate
directions around a central chorus, became a
figure of the all-inclusiveness of their gospel:
the outer ring the ultimate circle of truth, the
Shaker dispensation; the singers, the harmony
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and perfection of God that were at the heart of
life. In another exercise, “The Narrow Path,”
a single file of dancers, with heads bowed,
placed one foot before the other as they trod
the narrow way to salvation. The earnestness
and sincerity of worship, with its graceful
movements, the noble symbolism in the ges-
turing of the hands, and its recognition “of
the symbolical nature of all outward life,”
impressed many an observer sensitive to the
implications of liturgy.

By the middle of the century the dance had
reached its fullest development. What it was
like then, and how different from the noisy
“heavy dancing” of Rathbun’s day, may best
be seen in an eyewitness account of a typical
meeting. The author was the artist Benson
Lossing.® Reference is to the square-order and
two ring dances:
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rrouuscuous vance. An evening niecung by lampugnt. v ghnmpse ol the

back-manner ot

dancing. Wood engraving by A. Boyd Houghton (1836-1875). From the London Graphic, 1870.

The worshipers all turned their backs to the
audience, except those of the two wall rows, and
commenced a backward and forward march, or
dance, in a regular springing step, keeping time
to the music of their voices, while their hands
hung closely to their sides. The wall rows alone
_kept time with their hands moving up and down,
the palms turned upward. The singing appeared
like a simple refrain and a chorus of too-ral-loo,
too-ral-loo, while all the movements with hand,
foot, and limb were extremely graceful. . . .

The worshipers . . . formed themselves in ser-
ried ranks as before. Then, with graceful motions,
they gradually changed their position into circu-
lar form, all the while moving with springing
step, in unison with a lively tune. In the center
stood twenty-four singers in a circle, twelve men

and twelve women; and around them, in two
concentric circles, marched and countermarched
the remainder of the worshipers, the men three
and the women two abreast. A brief pause and
they commenced another lively tune and march,
all keeping time with their hands moving up and
down, and occasionally clapping them three or
four times in concert. The women were now three
and the men two abreast. . . . The music was
unlike anything 1 had ever heard; beautiful, im-
pressive, and deeply solemn. . . .

The worshipers now formed four circles, with
the singers as the central one, and held each
other by the hand, the men and women sepa-
rately. These circles symbolized the four great
Dispensations. . . . In this hymn they sang of
Union, as exhibited by their linked hands; and

11
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Shakers at Meeting. The final procession. A march. Wood engraving by Houghton.
From the London Graphic, 1870. This English illustrator of The Arabian Nights
found his only sympathetic subject in America in the Shakers.

when it had ceased they all lifted up their hands,
and gave a subdued shout—the shout of vic-
tory- -the final victory of Christ in all the earth,
and the triumphs of the Shaker, or Millennial
Church. . . .

Their movements in the dance or march,
whether natural or studied, are all graceful and
appropriate; and as [ gazed upon that congre-
gation of four or five hundred worshipers march-
ing and countermarching in perfect time, I felt
certain that, were it seen upon a stage as a
theatrical exhibition, the involuntary exclama-
tion of even the hypercritical would be, “How
beautiful!”

An analogy may be drawn between the wor-
ship of the Shakers and their handicraft. In
the beginning workmanship was somewhat
crude, consisting of experimental attempts to
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achieve forms satisfying to the communal
mind and conscience. Eventually a specific
type of furniture and architecture emerged,
pure in line, rightly proportioned, suited in
every way to the needs of the order. But though
Shaker design was the acme of simplicity, and
free of all “superfluity” and dross, it was yet
possible to create endless combinations and
variations of the elements of which it was
composed. So in the dance. The steps were
made more graceful, postures were refined,
and the original linear and circular move-
ments developed into finished, precise ma-
neuvers. The wheeling of ranks had the same
polished but simplified perfection as the turn-
ing on the posts of a table or chair. The dual-
ism of Shaker life and doctrine was reflected



not only in 1its artisanship, in the way many
houses and much furniture of the “joint n-
heritance” were constructed, but 1n 1ts ritual,
mn the symmetrical disposition of the sexes and
the balanced performance of separate corps
In both cases, motivation was deeply religious

The element of inner conflict, the mevitable
attribute of a religious culture, also influenced
the ritual The life of the Believers was a war
between flesh and spirit, a struggle to suppress
or sublimate desires and normal 1nstincts The
code of separation alienated them from kith
and kin The principle of celibacy parted the
sexes Social and worldly intercourse were
carefully controlled Humility, plainness in
dress and speech, consecrated labor, doctrinal
meditation, the submergence of self for the
common good-—all were cardinal virtues And
though the worshipers could find spiritual
recreation and release 1n the songs and dances,
though the urge to break through the pre-
scribed “manners” and frolie, embrace, and
dance alone was often 1rresictible, even these
tendencies were affected by ingramed habits
of oider and obedience The effect of such
opposition of forces was to imbue the exercises
of worship with a quality of tension, unpre-
dictability, and meanings partly veilled The
dance was a virginal expression, but not with-
out dynamic physical character

For what 1t both revealed and suggested the
ritual thus symbolized the peculiar genus of
the order 1ts belief n the actuality of good
and evil, its primitive credulity, 1ts awareness
of spiritual presences, 1ts sublime motives, 1ts
persistent search for perfection Until they
were abandoned early in the present century,
the songs and dances were the signs of this
seeking, of the struggle to realize, in a world
of reality, an ideal communion

NOTES ON SETTING AND COSTUME

Setting The assembly room i the meeting-
house was a large rectangular hall, unfur-
mished except for the benches bult along one
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wall, the tiers of seats or platform for the
“world’s people” on the opposite side, and the
movable backless forms used at the beginning
of the service In the daytime the light from
many windows 1llumnated the white plastered
walls, along which rows of greemish-blue peg-
boards extended in colorful relief The mold-
ngs along the top of the walls, the paneled
doors and window casings, and the plain dado
were painted this same rich hue, formmg a
striking background for the deep reds or yel-
lows of the benches Floor markings guided
the votaries 1n the execution of intricate
dances Candle sconces or o1l lamps, shedding
at might a flickering, eerie hight, hung from
the ceilling or were placed at intervals along
the walls In the winter the room was heated
by long wood-burning “box” stoves, one at
each end of the hall The absence of all but
necessary furnishings, the pure colors and the
airy spaciousness and seremty of this interio
marked 1t as a holy place, the inner court of
the Shaker temple

Costume For about twenty years after the
Shaker Church was organized, the Sabbath
“uniform” of the brethren consisted of a blue,
fulled cloth coat, with a cape lymng flat to the
shoulders, cut straight in front and extending
to the knees, a blue jacket, a blue or white
stock buckled behind, black or blue “lasting”
breeches strapped, buckled, or buttoned over
long stockings just below the knee, and calf-
skin shoes with straps and brass shoe buckles
Blue sleeve strings were worn i the dance,
when the coats were usually taken off For
them blue was the most “heavenly” of colors

Light-colored striped short “gowns,” with
sleeves extending just below the elbow, were
worn 1n summer, during the same period, by
the sisterhood Over the gown was a checked
apron of homespun linen, bound 1n white, with
white tapestrings tied 1n front Under the gown
was a black (later a blue) worsted petticoat
The fine lawn or linen caps, secured to the
fillet by a pin, could be tied with tapestrings
under the chin The “shoulder handkerchiefs,”
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which were always a characteristic feature of
the sisters’ dress, were at first (for Sabbath
wear) black silk, and later white lawn, home-
woven, neatly spread and pinned over the
shoulders The shoes were of cloth, with
wooden heels In winter the sistets wore to
meeting  long gowns, of butternut-colored
worsted Thewe were fitted snugly to the back
and hips, with plaited cuffs fitted to the bend
of the arm, and boxplaits hehind The aprons
were blue or white checked the kerchiefs blue
cotton with white horders

Early in the last century the style changed
Summer gowns for sisters under forty o1 fifty
were white cotton, short waisted and plaited
behind (and later at the sides), with aprons
of the same cloth attached in front (The older
sisters used a striped matenal ) For a brief
period the kerchiefs wete drab, soon replaced
by hand-woven s1lk dved mn lovely soft colors
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Shoes were of blue prunella Linen or cotton
pocket handkerchiefs, or “napkins”—blue and
white, copperas and white, o1 white with blue
borders—were folded over the arm 1n the exer-
ase of worship, and placed neatly on the lap
during the intervals between dances

Developments in Shaker cloth manufacture
and dyeing also affected the brethren’s clothes
For a while the trousers were of a gray mix-
ture 1n winter, and blue-and-white checked
linen o1 cotton m summer Later the tiousers
were nutgall dyed, and the coats and jackets
colored drab Hooks replaced buttons, white
ailk neckcloths substituted for stocks, and
strings for buckles on the shoes About 1830
“the feelings had become so set for blue” that
both summer and winter jackets, for Sabbath
wear, were changed from drab to fine blue
fulled cloth, and later to hght blue, fine-wale
worsteds



JOHN DURANG

THE FIRST AMERICAN DANCER

Joun Durane was the first native American
to win widespread 1ecognition as a dancer
It would be foohsh to 1y to claim that he
was a greal attist, ot that he made any distinc-
tive individual contiibution to the art of the
dance Evidently he had a certamn amount of
skill, a great deal of charm, and that inde-
finable something called “hox-office appeal,”
or his populanty would never have been able
to survive the fierce competition to which 1t
was subjected When his lack of tramnmg and
education, and the 1nauspicious circumstances
of his childhood are considered, 1t 1s amazing
that he was able to hold his own among
the well-schooled foreign artists who flooded
the American stage n the latter pait of the
eighteenth century

Durang must have been passionately fond
of the theater He was active m almost every
one of 1ts branches Although known chiefly
as a dancer, at various times he was also an
actor, a mime, a choreographer, a property
man, a singer, a tightrope performer and acro-
bat, a designer and scene panter, a puppeteer,
a circus clown, an author, and even a theatri-
cal manager

John Durang was the son of Jacob Durang,
who was born in Strashourg, Alsace-Lorraine
The latter served as a surgeon in the French

BY LILLIAN MOORE

army, under Louis XV, from 1755 to 1767
He married Mary Aiten of Vizeburg, and they
came to the United States in November, 1767,
setthng mn York, Lancaster County, Pennsyl-
vama Duning the Revolutionary War Jacob
Durang setved m the Yoik County Mihitia
He died in South Carolina, about 1804 Jacob
was the father of seven children, of whom the
eldest was John

Lattle 1s known concetning John Durang’s
childhood He was born mn Yotk (not in Lan-
caster, the place given by most theatrical his-
tortes) on January 6, 1768 Lvidently the
Durang family spoke French o1 German at
home, for John’s sister Caroline was seriously
hampered 1n her ambitions as an actress by
her mability to speak Enghsh John himself
had difficulties with the language, as we learn
fiom a letter of his son Charles, which 1s now
in the Harvard Theatre Collection Wriing
n 1862 to Thompson Westcott, who was then
engaged m the preparation of an extraallus-
trated copy of Durang’s History of the Phila-
delphia Stage,* Charles says

That mterior of Rickett’s Circus 1s bound up
i a MS book of my Father’s <o that 1t can’t be

taken out without tearing 1t apart I'll send you
the book— but I must promise 1t 1= kind of an old
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family secret affair—not for every eye. That 1s,
there 1s nothing wrong or 1mmoral 1n 1t that any
man may be ashamed of My father there n-
dulges 1n some whims that may excite the risthih-
ties of the indifferent peruser It 1s wnitten 1n half
French-German and English He never received
an Enghsh education—save that he got in bemng
engaged as a dancer and pantomimist about the
Old American Company and other English com-
panies, where he endeavored to gain a knowledge
of our language to make himself useful in the
drama Therefore his orthography 1s very queer
and 1ncorrect

In about 1778 or 1779 (just after the ter-
rible winter of Valley Forge, which 1s not
very far from York) the Durang family moved
to Philadelphia, where Jacob acquired prop-
erty on Second Street It 1s difficult to 1magine
how John Durang was able to obtain any kind
of traiming for the theater. Miss Ann Barzel’s
extensive researches nto early dance teachers
1n America have revealed very few structors
in Philadelphia at that period In 1774, before
the Durangs came to the city, a certain Signor
Tioh taught in Philadelphia, assisted by a Mr
Godwin There was also a dancer named Pietro
Sodi, who claimed to have been ballet master
of the Italian Opera in London, who paused
briefly in Philadelpha in June of the same
year, was beneficiary at a concert, where he
danced a ngadoon, a minuet, and an alle-
mande with “Miss Sodi,” and then went on to
greener fields in Charleston, South Carolina
The next teacher found in Philadelphia was a
dancer and pantomimist named Roussel or
Russel, who taught there mn 1785, the year
after John Durang’s debut on the stage
Durang may possibly have had some training
from him

There was good reason for this scarcity of
dance mstruction In October, 1774, the first
Continental Congress passed a resolution
which strongly recommended the closing of
all public places of amusement Not only
theaters, but even public balls and dances
were frowned upon. The British actors who
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had been giving performances in New York,
Philadelphia, Balumore, and Annapolis be-
fore the Revolution hastened back to their
homeland at the outbreak of hostilities When
the war was finally over, the first actor to
come back to the newly christened United
States was Lewis Hallam, who arrived 1n
Philadelphia 1n 1784.

Hallam had been the leading actor mn the
Colonies for fifteen years before the Revolu-
tion, and his father had been a distinguished
actor and manager before him In spite of his
fame, Hallam found that it was absolutely
impossible to obtain a license for the produc-
tion of regular plays The government was
still strongly opposed to the theater Never-
theless, Hallam obtained the old Southwark
Theatre, gathered together a small company,
and proceeded to give entertainments which
he disguised as “lectures ” The members of
this first troupe were Mr and Mrs Allen,
British actors, Miss Caroline Durang, a singe1,
and John Durang, who was engaged to dance
The first “lecture” took place on December 7,
1784 1Tt consisted of excerpts from Shake-
speare, “A Monody to the memory of the
Chiefs who had fallen in the cause of Ameri-
can Liberty, accompanied with vocal incanta-
tions, etc,” and a “Rondelay Celebrating the
Independence of America, with Music, Scen-
ery and other Decorations ” At the next per-
formance, on December 14, John Durang
probably had his first real opportumty, for
the program listed a “Peasant’s Dance ” These
“lectures” continued itermittently through-
out the winter The shadow of the war still
hovered over the country Everywhere there
were suffering and anarchy The British play-
ers were actually persecuted, partly because of
their nationality, partly because their profes-
sion was felt to be too frivolous for such dis-
tressful times In the effort to curry favor,
every theater advertisement ended with the
words Vivat Respublica, and patriotic spec-
tacles were prommently featured

During this first season John Durang was
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JONN DLRANG

Interior of the John Street Theatre. The J. Clarence Davies Collection,
Museum of the City of New York.

just seventeen years old. So far as we have
been able to discover, he was without training.
He made himself generally useful about the
theater, and probably helped to make the
simple propertics and settings, for he was
clever at such things. A handsome young
Frenchman, Charles Busselott, who had been
an officer in the Guards of Louis XVI, joined
the troupe at about this time. He was an ex-
pert swordsman and a clever mechanician.
Assisted by Durang, he staged several effec-
tive shadow plays, one called Les Grandes
Ombres Chinoises, and a later sequel, Les
Petites Ombres Italiennes. Durang, mean-
while, danced between recitations, scenes, or
spectacles. He danced, in fact, whenever he
could get the stage. One of his contributions
was a comedy number called La Fricassée. His
favorite, then and throughout his career, was
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the hornpipe. His son, Charles Durang, admits
that much of John’s carly success was due to
his nationality. Ile was the only American-
born member of the company, and, “being a
native citizen, was always received with ap-
plause,” as Charles says.

In the summer of 1785 the little company,
now somewhat enlarged under the joint man-
agement of Hallam and Allen, decided to try
its luck in New York. No sooner had they left
Philadelphia than the Pennsylvania Legisla-
ture began a heated debate on the subject of
the theater. A bill for the suppression of vice
and immorality was then before the House,
and a clause absolutely forbidding all the-
atrical performances had been suggested. Dur-
ing the debates Robert Morris spoke in favor
of the theater, while General Anthony Wayne
even advanced the modern idea that it could
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Jhe obd Joulh Sticch Ficalit,

The old South Street Theatre, Philadelphia. From a drawing by Edwin Forrest Durang,
grandson of John Durang. University of Pennsylvania Library.

be made an effective instrument of govern-
ment propaganda! The objectionable clause
was finally rejected, but a little later, on
September 25, 1786, a law was actually
passed forbidding all theatrical performances
in Philadelphia.

In New York the players met with a re-
ception that was definitely hostile. During the
occupation of the city by the British, the John
Street Theatre had been used for amateur
plays presented by the officers of the enemy
garrison, and consequently had acquired a
bad name with the loyal New Yorkers. Nev-
ertheless, the actors braved public opinion
and opened on August 11, 1785, with another
“lecture,” consisting of the usual Shakespear-
ean excerpts and a patriotic “Monody,” while
Durang danced a hornpipe and an “Ala-
mande.” It is to be feared that his execution

of the last dance was then as awkward as his
spelling of it. On August 20, the company
came forward more boldly, announcing a lec-
ture with “a variety of entertaining Characters,
a caricature introduction,” and, inevitably, a
hornpipe. The bill concluded with a full-
length pantomime, “The Genii of the Rock,
with Music, Scenery, Machinery and Decora-
tions incidental to the performance.” On
August 26 we meet, for the first time, the name
of Bentley, who had “selected and composed”
new music for The Cave of Enchantment, or
The Stockwell Wonder.

John Bentley was a young English harpsi-

chordist who, in 1783, had founded the “City
Concerts,” given every two weeks by the finest
musicians of Philadelphia. He joined Hallam’s
company in the spring of 1785, and came with
it to New York. He played the harpsichord in
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the pit, or led the orchestra 1f there was one,
composed 1ncidental music when 1t was
needed, and acted “bit” parts on mights when
pure drama was presented

The Old American Company, as it was now
called, frankly announced, for September 1,
its first harlequinade, The Touchstone, or
Harlequin Traveler This was patterned after
Dibdin’s pantomime, but Bentley composed
new music for the American premiére This
production utilized the full strength of the
Iittle company, which numbered eight people
Hallam was Harlequin, Durang was Scara-
mouche, Miss Durang was Columbine, Allen
was Pierrot, and other stock roles of the
Italian-Enghsh pantomime were played by
Mr Moore, Mr Lake, and Mrs Allen, with
Bentley, of course, at the harpsichord

The harlequinade had been a favorite form
of entertainment 1n England since 1717, when
the celebrated mime and manager John Rich
began his long series of successful comedy
pantomimes The standard characters, Harle-
quin, Columbine, Pierrot, Scatamouche, etc,
were diawn from the old Itahian comedy, and
appeared agan and again i different situa-
tions A modern parallel 1s found n the
Disney cartoons, where we meet the famihar
favorites, Mickey and Minnie Mouse, 1n all
sorts of varied settings and situations Lewis
Hallam was an expert Hailequin Charles
Durang, writing 1n 1854, says of him

As a pantomimist, Hallam was au fair He dis-
played much activity and grace as a ground harle
quin The modes of then executing that agile
parti-colored cavalier’s movements are now cn
tirely obsolete and unpracticed by the modern
representatives of his antice The style of the
mime has changed as well as that of the actor

and of the ballet dancer

Later in his career, John Durang often as-
sumed the hero’s role of Harlequin To give an
1dea of the scope and variety of this particular
type of pantomime, here are a few of the harle-
qunades 1 which John Durang appeared
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The Burth of Harlequin, Harlequin Neptune,
The Sorcerer’s Apprentice, or Harlequin
Woodcutter, Harlequun Pastry Cook, Harle-
quin Balloonist, Harlequin Everywhere, The
Death and Renovation of Harlequin, Harle-
quin Mariner, Harlequin in Philadelphia,
Harlequin’s Revenge Some of these pieces
were adaptions of pantomimes which had been
successfully presented mm  England, while
others, like Harlequin in Philadelphia, ob-
viously were newly nvented for special oc-
casions Sometimes Harlequin would be intro-
duced 1 a plot built around a topic of current
nterest

The first New Yotk season of the Old Amer-
ican Company met with considerable opposi-
tion Several leiters were written to the papers,
prolesting against the opening of the theater
while the aty was sull in ruins, and there was
need for the greatest industty and economy A
letter signed “Old Citizen,” which appeared
the New York Packet for September 17, 1785,
said that 1f the theater was opened “let 1t not
be with Hairlequin farces, by a set who, one
or two excepted, are Bruush strangers ”
Hallam and Allen, endeavormg to placate the
press and the authorities, offered a gift of $100
to the Alms House of New York City, but the
Commussioners refused 1t on moral grounds,
saying that the playhouse had been opened
“without license or permussion of the cvil
authorities ” Fifty years later Fanny Els.ler
was to meet with similar opposition i Boston,
where her gift of $1,000 was almost 1efused on
the ground that she was “a foreign opera
dancer ”

John Duirang, the native citizen, was of
course the only one to benefit by the storm
He continued to dance the hornpipe almost
nightly, to enthusiastic and patriotic applause

Undaunted by criticism, Hallam announced
for September 20 something closely resem-
bling a real ballet

A superb Pantomimical Fete, in which the
powers of Music, Machinery, and Painting are



combined to cause the most pleasing effects The
Fete consists of the most favorite scenes, selected
from the Pantomimes already exhibited, so con-
nected as to form a regular Plot in DUMB SHEW
In which will be introduced, the Scene of the
Vaux-Hall, with the song of Ted Blarney, and a
comic dance called La Fricassec The whole to
conclude with the celebrated Skeleton Scene

Durang’s next contribution was “a gro-
tesque Necromantic Dance,” introduced into
the pantomime The Witches, or Harlequin in
the Moon, on September 22

The season continued until November 3,
with a different production almost every
might In the plays, Durang sustained 1nsig-
nificant roles one of four sailors in Thomas
and Sally, a setvant m The Taming of the
Shrew, and so forth On October 14, a certain
M Bellan made his debut in a “French
dance ” Could this stranger have been an ex-
ponent of the classic ballet? At any rate, he
was not a success, for he appeared no more,
and Durang’s hornpipe was not contested
again that year

Charles Durang tells us how, during that
very first season 1n New York, his father made
the acquaintance of a German dwarf named
Hoffmaster This Iittle fellow, only three feet
tall, was a talented musician and a prominent
and popular figme m New York’s artistic
arrcles He composed for the American dancer
a melody which became famous as Durang’s
Hornpipe This tune has survived n an edi-
tion published nearly half a century later, m
1834, by Otto Torp of New York Thanks to
Charles Durang, we have not only the music,
but a step-by-step description of his father’s
dance He published 1t about 1855, in one of
his numerous hittle pocket guides to social and
theatiical dancing * The fancy utle, Pas de
Matelot, 1s at first misleading, and we suspect
that this 1s something Charles Durang copied
from the numerous French ballet dancers with
whom he was associated later in his career,

but the second line, “A Sailor Hornpipe—Old
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Style” 1s a dead giveaway Surely this 1s John
Durang’s original hornpipe! Charles had a
strong love of the past, revealed in the many
nostalgic Inttle phrases which have crept into
his writings, and naturally he would have
wished to preserve his father’s most famous
dance
PAS DE MATFLOT

A Sailor Hornpipe—Old Style

Ghissade round (first part of tune)

Double shuffie down, do

Heel and toe back, finish with back shuffle

Cut the buckle down, fimsh the shuffle

Side <huffle right and left, fimshing with

beats

Pigeon wing going round

Heel and toe haul n back

Steady toes down

Changes back, finish with back shuffle and

beats

10 Wave step down

11 Heel and toe shuffle obhiquely back

12 Whirhgig, with beats down

13 Sissone and entrechats back

14 Running forward on the heels

15 Double Scotch step, with a heel Brand n
Plase (s1c)

16 Single Scotch step back

17 Parried toes round, or feet in and out

18 The Cooper shuffle right and left back

19 Grasshopper step down

20 Terre-a terre (sic) or beating on toes back.

21 Jockey crotch down

22 Traverse round, with hornpipe glissade

GV W N -
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Bow and finish

Each step takes up one stramn of the tune There
are a variety of other shuffles, but the above are
the principal, with their original names

A good dancer with imagmation could
easily reconstruct much of John Durang’s
hornpipe from this simple description, for
many of these phrases are still famihar or
recogmzable the double shufile, the pigeon
wing, and the heel and toe haul, for example.
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The hornpipe 1s, of course, an acknowledged
ancestor of the modern tap dance The direct-
ness of the descent 1s quite evident here, and
one unfamihiar step, the Whirligig, wuh beats
down, is vividly suggestive of a certain swift
tapping tuin, executed with arms extended
and a 1enversé movement of the head and
shoulders, which was presumably invented
by Miss Eleanor Powell Unfortunately the
names of many of Durang’s steps are mean-
ingless today We are at a loss to explan the
Double Scotch step (it sounds a bit intem-
perate'), Parried toes round, the Cooper
shuffle or the provocative Grasshopper step
Could the Double Scotch step be an early
American relative of the Russian peasant steps
executed in a deep plié”

After their first season in New York, John
Durang and his sister withdrew from the Old
American Company and returned to Philadel-
phia, where they embatked on an interesting
hittle venture of then own Jomnng forces with
Charles Busselott, they evaded the strict anti-
theater laws by presenting a series of puppet
plays in a third-story room of the house 1n
Second Street John Durang made the pup-
pets, Busselott prepared the scemic effects,
and the dialogue and songs were delivered by
Mr and Mrs Allen, and Caroline Durang
The first Philadelpha performance of George
Washington’s favorite ballet opera, The Poor
Soldier, was made through the medium of
these puppets The improvised theater was
crowded every night, at 50 cents a ticket It
was 1mpossible, of course, for John Durang
to resist for long the temptation to break mto
the hornpipe, soon 1t appeared on the hlls,
along with the Fricassée and other old favor-
ites At about this time Caroline Durang mar-
ried Charles Busselott, and retired from the
stage

By June, 1788, the Old American Company
dared to appear agamn at the Southwark
Theatie in Philadelphia The one new pio-
duction in the repertoire was a patriotic one,

The Fourth of July, or the Sailor’s Festwal,
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which must have offered a neat opportunity
for Durang There was still active opposition
to the theater, and a peution signed by the
Quakers was presented to the Philadelphia
Assembly on July 18, protesting against those
“schools of seduction” and “resorts of the
licentious,” the playhouses A week later the
company decided that discretion was the better
part of valor, and moved on to finish the sum-
mer 1n Baltimore They opened again in Phila-
delpha n January, 1789 The poor players
must have breathed a sigh of rehef when the
anti-theater law of 1786 was finally repealed
on March 2, 1789, and they could announce
therr performances legally, By Authoruy M
Hallam celebrated the occasion by presenting
in the fifth act of The Roman Father, “an
ovATION for Publius’s Victory over the
Curatn”, Mr Durang celebrated by dancing

a hornpipe!

On March 20, the company presented Roh-
ert Brmsley Shenidan’s pantormime of Robin-
son Crusoe, or Harlequin Friday This popula
piece had been n the 1epertone for two years,
but this was John Durang’s fust appearance
as Friday As Lincoln Kirstein has pointed
out, this “blackface clown in coffee-colored
fleshings” was a direct ancestor of the Negio
mmpersonators who, typified by “Jim Crow™
Rice, were so popular during the nineteenth
century ®

For the next seven years Durang remained
with the Old American Company almost con-
tuously, alternating between the John Street
Theatre, New Yoik, and the Southwark, Phila-
delphia, with occastonal brief excursions to
Baltimoire, Harrisburg, Hartford, Lancaster,
Newport, and other towns

During the season of George Washington's
mauguration as first President of the United
States, the company was in New York, which
was then the capital Washington attended
the theater fiequently, and must have seen
John Durang dance many times Later the
capital was transferred to Philadelphia, and
Washmgton continued his attendance at the
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Southwark Theatre. Charles Durang describes
one of these festive occasions, as his father
huad related it to him:

Washington’s reception at the theater was
always exceedingly formal and ceremonious. A
soldier was generally posted at each stage-door,
four soldiers were placed in the gallery; a mili-
tary guard attended. Mr. Wignell, in a full dress
of black, with his hair elaborately powdered in

the fashion of the day and holding two wax
candles in silver candlesticks, was accustomed to
receive the President at the box-door and conduct
Washington and his party to their seats.

The old Southwark (or South Street)
Theatre deserves more than passing mention,
since it was the scene of so many of the tri-
umphs of John Durang and, later, of his entire
family. Its appearance has been preserved for
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us 1n a water-color drawing made by Edwin F
Durang, the son of Charles and grandson of
John Durang The Southwark Theatre was
opened on November 21, 1766 It had two
tiers of boxes, and a gallery on the same level
with the upper boxes The corridors were
extremely narrow, and papered, the outside
was pamted red The stage was large and well
equipped, 1t was, 1n fact, the best part of the
house The highting was provided by o1l lamps
without glasses In May, 1821, 1t was almost
entirely destroyed by fire, with all its valuable
stock of scenery, costumes, and music Another
building, raised on the old foundations with
parts of the original walls, was used as a
gram distillery until 1t was finally torn down
m 1912

In Philadelphia, on November 7, 1790,
Durang introduced a new vanation of an old
favorite, when 1t was announced that he would
dance “a Hornpipe on 13 eggs, Blindfolded,
without breaking one” A few days later, on
November 11, he made his first appearance
as the hero of an extremely popular “Panto-
mmic Dance,” The Wapping Landlady, which
was also known as The Sailor’s Landlady, Jack
tn Distress, and Poor Jack This concoction
was to be given over and over again, m every
city n the country, before the close of the
century It was a particular favorite, natu-
rally, with John Durang

About 1787, Durang had married a dancer
named Mary McEwen She made her debut at
the Southwark Theatre on March 11, 1789, as
Mrs Gazette in The True-born Irishman Prob-
ably she was already a mother, for her eldest
son made his debut two years later Her
career was frequently interrupted, for she had
at least seven children, but she continued to
appear intermittently, as a dancer and actress
of small roles, until her death 1n 1812, at the
age of 43

On July 7, 1791, at the Southwark Theatre,
a “Master Durang” made his first appearance
as Harlequin Pigmy in The Burth of Harle-
quin His father was Harlequin, his mother
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Columbine The 1dentity of this particular
youngster 1s somewhat confused Miss Barzel
calls him “Frederick,” a name which does not
occur 1n the later annals of the Durang clan
Possibly the little fellow died mn childhood
He was certainly not Charles, Ferdinand, or
Augustus, the three best-known Durangs, for
they were not born until 1794, 1796, and 1800,
respectively

John Durang had been on the stage for
seven years before he came mto close con-
tact with well-trained European dancers of
established reputation Later he was to ap-
pear under the four best choreographers of
eighteenth-century America Alexander Pla-
cide, M Franasquy, James Byrne, and Wil-
ham Franas Until 1792, however, he had
gone blithely along, apparently content with
his hornpipes and fricassées Now he met with
real competition, and, alas, was forced to bow
before 1t

Since the end of the war and the repeal of
the anti-theater laws, foreign artists had been
gradually drifung back to the United States
In 1790 a M Duport, who claimed to be a
pupil of the great Gardel, appeared at a con-
cert m Philadelpma He later opened a school
in New York A M Du Mouhn, with a small
company of French dancers, appeared n
Philadelphia in 1791-92, while Durang was 1n
New York A few years later Durang and
Du Moulin were to be members of the same
company In 1790, while Durang was in Phila-
delphia, a M and Mme St Awre danced
minuets, gavottes, and allemandes at the John
Street Theatre in New York

On January 25, 1792, Alexander Placide
and his wife made their New York debuts 1n
the “Dancing Ballot” (sic) The Bird Catcher
Placide danced the title role, Mme Plaade
was Rosetta, and poor Durang was relegated
to the ensemble of Hunters The ballet fea-
tured a Minuet de la Cour and a gavotte,
danced by the new stars The Placides were
trained 1n the classic ballet, acrobatics, tum-
bling, and dancing on the ughtrope They had



been appearing for a year in Charleston, South
Carolina, with their own company On the day
of their debut, Hallam and Henry (the man-
agers of the Old American Company) an-
nounced that they had sent to Charleston for
the rest of the Placide troupe, and were con-
fident that “the united exertions 1n agility and
pantomime of these much-applauded strangers
. will prove acceptable” M Placide also

danced the hornpipe, but on a rope, suspended
high in the air!' In New York he produced
two more “Dancing Ballets” The Return of
the Labourers, which included a “Saboticre
Dance,” and The Two Philosophers, or the
Merry Gul, which won enduring popularity,
and was later revived in Philadelphia at the
special 1equest of President Washington Dur-
ing the engagement of the Placides, Durang
modestly retired to nsignificant roles, and
even his famous hornpipe was conspicuously
absent from the bills On only one occasion
did he play Harlequin to the Columbine of
Mme Placide on Apul 27, 1792, when The
Buth of Harlequin was produccd, with the
little Master Durang probably cast agamn 1n
his role of Pigmy

The Placides remained with the Old Amen-
can Company during the summer season n
Philadelphia, where they produced four new
pantomimes, The Old Soldver, The Enchanted
Nosegay, Columbine Invisible, and Harlequin
Balloonist, and repeated the successful “Danc-
ing Ballets,” which were probably closer to
our present-day conception of a ballet than
anything which had been seen 1n the United
States up to that time

After this Philadelphia engagement the
Placides continued south to their old post at
Charleston, where Alexander eventually be-
came manager of the theater and a person of
considerable 1mportance

During his brief association with the ac-
comphlished Placides, Durang had not been
wasting his time He, too, was learning to
dance on the tightrope and slack wire, an
accomplishment which he did not perfect for
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two more years, but which was to serve him
well 1n his later circus days

This ghmpse of French artistry had made
New York audiences dissatisfied with raw na-
tive talent, and 1n the New York Journal for
February 13, 1793, a disgruntled “Amateur”
complamned that “We cannot conclude with-
out expressing our doubts, whether the
managers suppose we can be amused by the
agility of Mr Durang, or whether we should
be diverted with him as the character of a
clumsy stage dancer!'” !

In 1794, Durang participated 1n an event
of great interest in musical history the
premiére of Tammany, one of the first operas
wiitten 1n America, with an American sub-
ject The artistic merits of this much-discussed
work are somewhat doubtful, as 1t seems to
have been the center of a violent pohitical
storm The Republicans praised 1t extrava-
gantly, while the Federalists condemned 1t just
as strongly Wilham Dunlap called 1t “a
mélange of bombast seasoned high with
spices hot from Pans, and <welling with
rodomontade for the sonorous voice of Hodg-
kinson,” and although he admitted that 1t
was “received with unbounded applause,” he
laid this to the fact that the audience con-
sisted of “the poorer (lass of mechanics and
clerks ”

The hbretto of Tammany was written by
Mrs Anne Julha Hatton, a sister of the great
actress Mrs Siddons She had interested the
Tammany Society 1n her opera, and 1t was
produced partly under 1ts auspices The story
concerned the struggle between the Indian
hero, Tammany, and the Spanish adventurers,
led by Columbus The hbretto has not sur-
vived and 1ts details are obscure

The music was composed by James Hewtt,
a fine violimst who had been for two years
the leader of the orchestra of the John Street
Theatre Born in England m 1770, he was
only twenty-four years old when he wrote
Tammany Later he became a music pub-
lisher, and his imprints are now collectors’
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items. Unfortunately he received little credit
for his creative work, and the first-night au-
dience, dissatisfied with the new music of
Tammany, demanded a popular tune instead.
When Hewitt refused to comply with their
wishes he was violently hissed!

The scenery was painted by Charles Ciceri.
This name will be extremely familiar to stu-
dents of the romantic ballet, for Pierre Luc
Charles Ciceri designed the original settings
for Taglioni’s La Sylphide, Nathalie, and La
Fille du Danube, as well as for the first pro-
duction of Giselle. It would be interesting to
trace the exact relationship between the two
Ciceris. Pierre, born at St. Cloud in 1782,
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may have been Charles’s nephew or cousin.

The life of Charles Ciceri reads like an
adventure story. He was born in Milan, spent
his youth with an uncle in France, ran away
several times, and finally served for five years
as a mercenary soldier in Santo Domingo.
There he occupied his spare time in painting
scenery for the local theater. He returned to
Europe and worked briefly in the theaters of
Paris, Bordeaux, and London. On his way
back to Santo Domingo he was shipwrecked
on the Bahamas, and eventually found his
way to the United States. Engaged as scene
painter for the New Theatre in Philadelphia,
which was supposed to open in 1793, he was
driven from the city by a terrible epidemic
of yellow fever which broke out that summer.
He came to New York and obtained a posi-
tion at the John Strect Theatre. Dunlap says
of him: “His architectural scenery was always
zood. He was long a most valuable auxiliary
1o the corps dramatique. . . . His scenes for
Tammany were “gaudy and unnatural, but had
a brilliancy of coloring, reds and yellows be-
ing very abundant.” Charles Durang also had
a good word to say for Ciceri, calling him “a
very ingenious artist, in various ways.” Ciceri
remained in the United States until 1798,
when he returned to France.

John Durang’s part in Tammany consisted
of an Indian Dance, in which he shared the
honors with a Mr. Miller (probably a rope
dancer and gymnast who had been appearing
at Vauxhall). It is interesting that the first
opera-ballet given in this country should have
been an American Indian dance!

The first performance of Tammany, or the
Indian Chief took place on March 3, 1794.
It was given four times that scason in New
York (quite a record, in those days when most
productions were given only once or twice)
and later revived. The New York Daily Ad-
vertiser (an anti-Federalist paper, it must be
admitted) said on March 6, 1794: “The lan-
guage of the piece is sublimely beautiful,
nervous, and pathetic; its sentiments such as



must be approved by every wise and virtuous
person The whole of 1t 15 replete with
beauty, and discovers a genius of the first
order, and the managers have got 1t up 1n a
manner which proves that they were sensible
of 1ts worth, and the advantage they would
1eap from it ”

Another letter, signed “A Calm Observer,”
said in the Daily Advertiser of March 7
“There was a great deal of hiberty and equal-
ity i 1t—Tammany 1ecerved much applause
for his noble and independent <pint
The Prologue and kpilogue were brim full of
the present popular notions of liberty, and of
course went down with great éclat To be
serious, however, Tammany has some merit,
and was tolerably supported by most of the
performers, and with good music and scen-
ety ” There seems to be no mention of the
Indian dances m any of these contemporary
letters, but another correspondent n the same
paper praises the whole scenic production
“Much credit 1s due to Messrs Hallam and
Henry for the pains they have taken in deco-
1ations, scenery, etc , and 1 doubt not A Citi-
cen will hear whenever Tammany 1s per-
formed, the warm, the juvenile exclamation,
Oh' What a beautiful sight!”?®

Durang took advantage of the popular pre-
occupation with Tammany, and at his benefit
performance on June 11 presented a new
pantomime ballet called The Huntress, or
Tammany’s Frolics Durang may have staged
this composition If so, 1t was one of his first
attempts at choreography At the same per-
formance he surprised his old friends by danc-
g for the first time on the slack wire A vea:
earlier, Durang had collaborated with Bissett
1n the preparation of a comic pantomime, The
Grateful Lion, or the Lulliputian’s Power,
which was given at the John Street Theatre at
their benefit performance on June 7, 1793
Perhaps the Lilhiputian was Master Fred-
erick (?) Durang

Soon after Tammany was produced in New
York, an event of the greatest importance
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the history of the ballet in America took place
in Philadelphia This was the premiere of the
ballet pantomime La Forét Nowre, which was
the first serious ballet to be given mn this
country Of almost equal 1mportance was the
American debut, on the same evening, of the
exquisite Madame Gardie, the first ballerma
to win renown here as both dancer and mime
Contemporary accounts agtee unanimously
that she was an artist of exceptional ability
and charm Her influence on John Durang was
a profound and lasting one The pathetic story
of her brief life 1s one of the real tragedies ol
the theater

Madame Gardie was born i Santo Do
mingo, and when a very young girl made het
debut at the theater in Cape Francois There
she contracted a union with a man named
Maurison, by whom <he had a son They <epa
rated, and he went to France In the meantime
a dissipated young French nobleman, named
Garde, arrived i Santo Domingo He fell in
love with the beautiful dancer, married her,
and took her back to France His aristocratic
famly refused to receive her, and she proudly
returned to her profession One evenng a
Parisian audience demanded that she sing the
Marseillaise, and she refused (whether from
Royalist sympathies, or just a dancer’s typical
inability to sing, 1s not known') A furious
mob drove her from the theater, and she had
to leave the country Her husband accom-
panied her to Santo Domingo There they were
forced to flee once more because of the terrible
race riots which had bhroken out They finally
found their way to Philadelphia, where
Wignell and Reinagle engaged Madame
Gardie for a series of appearances at their
New Theatre on Chestnut Street Her husband
found occasional employment as a music copy-
1st, but his mabihity to support his wife preyed
on his mind, and he became more and more
despondent and melancholy Madame Gardie
appeared with several companies (including,
notably, the Old American) with extraord-
nary success, but salaries were small, and, mn
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1798, she found herself without an engage-
ment The situation of the hittle family became
desperate Gardie finally agreed to return
alone to his family 1n France (she refused to
go to them) while she made arrangements to
take her little son, then about seven years
old, to Santo Domungo On the eve of his
departure, Gardie, unable to bear the thought
of separation from his beautiful wife, crept
mto the room where she slept with the boy,
stabbed her to death, and then killed him-
self The tragedy took place early in August,
1798, 1n a third-story room of a house at the
corner of Broad and Pearl Streets, in New
York City In the same house George Wash-
ington had bade faiewell to his officers at the
close of the American Revolution

In 1794, however, Madame Gaidie was
young and lovely and full of hopeful ambi-
tion The New Chestnut Stieet Theatie was
the best-equipped playhouse in America, with
a fine orchestra of twenty musicians, and a
ballet company under the direction of Wil-
liam Francis, who was later to be closely as-
sociated with John Durang La Forét Notre,
the vehicle chosen for her debut, was pre-
pared with the greatest care It was based on
a French pantomime, m which Madame
Gardie had probably appeared during her stay
m Paris New music was composed for the
occasion by Alexander Remagle, the distin-
guished conductor of the Philadelphia “City
Concerts,” and director of the orchestra at the
Chestnut Street Theatre. This fine musician,
born in England of Austrian parents, was an
intimate friend of Carl Phalipp Emanuel Bach
He had traveled widely and acquired some
European reputation before he came to the
United States in 1786 The examples of his
music which have survived are very much in
the style of Bach

It has been impossible to discover exactly
who was responsible for the original choreog-
raphy of La Forét Nowre It may have been the
French dancer Quesnet (Quesnay, or Quenet)
who made his debut at the Chestnut a month
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later, and joined the Old American Company
with Madame Gardie 1n the following autumn
Wilham Francis, staff ballet master, probably
assisted Madame Gardie herself may have had
a good deal to do with the staging A hbretto
of La Forét Nowre, published in Boston when
1t was presented there in 1795, has survived,
and a copy 1s to be found 1n the library of the
University of Pennsylvama The authorship of
this delightful Iittle booklet 1s attributed mn
the Umversity catalogue to Madame Gardae,
although her name occurs only as Lucille, the
heroine, in the hsting of all the members of
the Boston cast The twelve-page hibretto 1s
written so vividly that one can almost sce the
charming old-fashioned pantomime A bit of
action by a comedy character, Lucille’s de-
spised suitor, 1eminds one of the similar char-
acter 1n Dauberval’s La Fille Mal Gardée
“The Abbé falls over a chair and table and
pulls them on him, after a while rises, sees
the letter, goes to the portrait (of Lauridan,
to whom Lucille 1s secretly married) sces who
it 18, weeps ridiculously, takes a light and
examines the portrait, and at last concluding
that 1t 1s not so handsome as himself, goes
out admiring his person ” In another scene a
thrilling bit of melodrama 1s described

She traverses the stage, shewing much fatigue,
sees a grotto, 1s desirous of entering for repose,
as she 1s going 1n, a Robber comes out and seizes
her by the Arm, she struggles, escapes, and flies
to the opposite side, a sccond Robber stops her

she struggles, her strength fails, and <he
falls fainting 1nto their arms They whastle, the
Captain enters with the child and all the Robbers
The child knows his mother, and wishes to go to
her, the Captain stops him, makes one of the men
hold him, and taking Lucille from the Robber,
strives to recover her She recovers by degrees,
and screams at sceing herself 1n the arms of the
Captain, throws herself on her knees He hfts
her up, and tells her that if she will embrace him,
she shall have her child She repulses him with
contempt He persists She perceives a poignard
mn his girdle, feigns consent, approaches him,
snatches the poignard, retires and then advances



rapidly to strike hin The Robbers who hold the
child, draw their sabres upon him, she seeing 1t,
shrieks and drops the poignard The Captain
looks at her laughing—-she seeing that she can ob-
tamn nothing by these means, falls on her knees
and demands her child, with softness The Cap-
tain appears to speak to the Robbers Lucille,
thinking that she 1s unseen, endeavors to escape
with her child The Robbers perceive the flight,
follow and bring them back

The advertisements of the first production
of La Forét Nowre note “Books, descriptive
of the Pantomime, to be had at the Theatre ”
Perhaps a copy of this original Philadelphia
edition has survived, too It must surely be
one of the first ballet librettos published 1n
this country

La Forét Nowre was a tremendous success,
and was given six times during that season
It remamed 1n the repettoire for many years
Its popularity was due largely to the lovely
Madame Gardie, of whom Charles Durang
writes

Madame Gardie created quite a sensation with
her pantomimic acting Her face, figure and
action were truly bcautiful and enchanting, and
the town were 1n exstacics (si¢c) with her and
with this <pecies of performances Madame
Gardie’s character wnspired as much respect n
her private hife as her <hort professional career
had excited the admiration of the public With
splendid talents, she combined all the vivacious
fascinations of her gay and polite nation Perhaps
she never had her equal 1n these accomplishments
on our stage This we have had from one who
performed with her in the pantomimes, and who
personally estecmed her

This was, of course, his father, John
Durang, who met Madame Gardie mn the fol-
lowing autumn when she joined the Old Amer-
ican Company durmng its Philadelphia season
M Quesnet came with her, and for a time
Durang agam retired to small roles Several
elaborate new ballets were produced at the
old Southwark Theatre that year The
Danaides, with choreography by Quesnet, was

JOHN DURANG

presented on October 8, and repeated twice
within a week This ballet was probably
adapted from Salierr’s opera, given at the
Panis Opéra in 1784 Cicer1 designed the scen-
ery, and the music was composed by Victor
Pehssier, a French horn player who, lhke
Madame Gardie, had fled from the race riots
m Santo Domingo He was a member of the
orchestra at the John Street Theatre, New
York, and later went to the Chestnut Before
the turn of the century he had composed nci-
dental music for eighteen plays, farces, harle-
quinades, and ballets

On November 1, another ballet-pantomime,
Sophia of Brabant, or the False Friend, was
presented The music was again by Pelissier
Charles Durang says that this pantomime had
enjoyed a run of one hundred nights in Lon-
don In his “History of the American Theatre”
Willhlam Dunlap, completely 1gnoring La
Forét Noire, claims that Sophwa of Brabant
was the first serious ballet given 1n this coun-
try He was probably confused by the fact that
in New York City it did precede La Forét
Noire

The Philadelphia season of 1791 closed on
December 4, the very day that Charles Durang
was born, and the company proceeded at once
to New York, where they opened on the 15th
Sophwa of Brabant was presented on December
29 Madame Gardie completely captivated
New York Her beauty, grace, and charm were
extravagantly praised by the press and the
public “The appearance and manner of this
lady,” wrote one New York critic, “are pre-
possessing beyond any example on our stage ”

During this season Tammany was revived,
as well as The Wapping Landlady (mas-
querading under the new title of Poor Jack)
Here Durang had the leading role and a good
chance to dance the hornpipe agam La Forét
Noire had 1ts New York premiére on March
20, 1795, and was another triumph for
Madame Gardie

That summer the company went to Hart-
ford, where the ballets presented were La
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Forét Nowre, Sophia of Brabant, and a revival
of Placide’s The Burd Catcher

On October 21, 1795, the Old American
Company began 1ts first engagement 1n Boston
In the plays John Durang had very small
parts, but 1n almost every ballet he danced op-
posite Madame Gardie Among those produced
were La Forét Noire, The Sailor’s Landlady,
The Bird Catcher, and Willham Francis’s
“Scots Pastoral Dance,” The Caledonian
Frolic Francis was not a member of the com-
pany, and 1t 1s possible that Madame Gardie
may have supervised the staging of his ballet
She had been at the Chestnut Street Theatre
when he produced 1t there in the previous
year In addition to the ballets and plays,
Durang appeared in such divertissements as a
grotesque “Dwarf Dance,” a classic allemande
danced with Madame Gardie, and the n-
evitable hornpipe During this Boston season
Joseph Jefferson, grandfather of the actor of
Rip Van Winkle fame, made his American
debut at the age of 22 He and John Durang
formed a friendship which lasted for the rest
of their lives

Returning to New York, the Old American
Company opened at the John Street Theatie
on February 10, 1796 In this same month a
choreographer of great talent and onginality
arrived in New York M Francisquy had been
for nearly two years a member of Placide’s
troupe 1n Charleston, South Carolina In that
aty he was often billed as “Francisque,” a
name which, 1f we are not mistaken, occuis
m the roster of the Paris Opéra Ballet i the
latter half of the eighteenth century Probably
discouraged by the consistent mispronuncia-
tion of the Colonials, the dancer changed the
spelling to Francisquy Gathering together a
small group of French dancers, 1n the autumn
of 1795, Francisquy proceeded by easy stages,
pausing to give performances in Richmond
and other cities, to New York The little com-
pany, which included M and Mme Val and
M Dubois, was engaged to give special per-
formances with the Old American Company
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beginning on March 3 Madame Gardie joined
them to dance leading roles, and John Durang,.
somewhat overshadowed by the French stars,
began with small ones

Francisquy’s first production was Pyg-
malion, announced as “a lyric scene of the
celebrated J J Rousseau, with musical inter
ludes by the same author” M Val was Pyg-
malion, Madame Gardie was Galathea On the
same program were lwo new comic panto-
mimes, arranged by Franasquy The Mulk-
maiwd, or the Death of the Bear, and The
Cooper, or the Guarduan in love with his
Pupil In the latter. John Durang played the
part of a miller

Soon the little ballet troupe became an
mntegral part of the Old American Company
Now began the period which, so far as the
ballet was concerned, was the most brilhant
the young United States had cver seen Dur-
ing the next four months the inventive Fran-
cisquy staged a seemingly endless procession
of ballets and pantomimes On Maich 26 he
offered The Whuns of Galathea, a sequel to
the successful Pygmalion There was new scen-
ery pamted by young Joscph Jefferson, and
new music, probably composed by James
Hewitt Francisquy took the role of Damon,
Jefferson was Dorilas, Durang was Alexis,
Mrs Durang was Philida, and Madame Gardie
played Galathea A few days later La Forét
Noiwre was revived, followed on April 13 by a
new ballet-pantomime called The Milliners
This may have been based on a burletta by
T Harpley, acted at Liverpool at 1790 Lead-
ing roles were sustained by Francisquy and
Madame Gardie, while Durang joined Jeffer-
son, Prigmore, and Hallam, Jr, as one of four
officers

On Apnil 18 Benjamin Carr’s opera The
Archers, with a libretto by William Dunlap
based on the legend of William Tell, was given
for the first tme Dunlap says that Cari’s
music was “pleasing and well got up,” hut he
gives no details about the ncidental dances
Madame Gardie and Madame Val were cast



as * Maidens of Ur1,” so we may safely assume
that they preceded Marie Tagliom by thirty-
three years 1in dancing the Swiss Tyrolienne,
which the great ballerina introduced in Ros-
sim’s William Teell at the Paris Opéra in 1829
Durang, Des Moulins, and several other
dancers were 1 the cast, so the cidental
ballets must have been rather elaborate

Another Franasquy ballet, Rural Waggish
Tricks, or the Enraged Musicians, was given
at Madame Val’s benefit petformance on April
21 A speaal feature was a new “Country
Dance,” Yankee Doodle! Durang, Dubois,
I'ranasquy, Mrs Durang, Madame Val. and
Madame Gardie all had promment roles On
May 3, for the benefit of his lovely premiere
danseuse, the indefatigable Franasquy pre-
<ented a “Grand Historic and Military Panto-
mime, The American Heromne.” with Madame
Gardie 1n the utle 1ole Indian dances were a
feature of this spectacle, n which Durang and
most of the other male dancers were cast as
~avages On May 18 there was sull another
new hallet, The Old Man Grown Young, with
the choreographer i the title 10le, Durang as
Colas, Madame Gaidie as Laurette, and Master
Stockwell as Cupid The final pantomimic pro-
duction of this prolific season was The Inde
pendence of America, or the Ever Memorable
th of July, 1776 1t began with an allegorical
prologue, 1ncluded a pastoral dance, and
ended with the Declaration of Independence
Madame Gardie must have made a lovely fig-
urte as America Evidently she had overcome
her 1epugnance to patriotic demonstiations,
for she appeared i many of them m this
country Durang took a small pait, the First
Citizen, Franaisquy had the character 1ole of
an Old Woman, M1 Tylei, as the General, was
made up to resemble George Washington, and
other characters were Britannia, the Goddess
of Liberty, and the President

For the rest of his career, whenever he had
a chance at production, John Durang was to
draw on these ballets and spectacular panto-
mimes of Francisquy’s The French choreog-
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rapher seems to have taken a genuine interest
in the American dancer, and 1n the dwertisse
ments given hetween the acts on play mights,
they frequently appeared together On March
30, for example, they danced a Spamsh fan-
dango with Mmes Val and Gardie This must
have been one of the earliest preentations of
the Spanish dance 1 this country

At the close of this brilhant season the
ballet contingent of the Old American Com-
pany went alone to Newport, Rhode Island
while the actors begdn a summer season at
Hartford The principal dancers wete Fran-
asquy, Val, Dubois, Durang, and Madame
Gardie, and the repertoire included such estab
lished favorites as Robinson Crusoe, Harle
quin’s Ramble, The Wapping Landlady. and
The Bird Catcher, with Francisquyv’s new
ballets, The Cooper and The Muliners, a<
added attractions In spite of all this, the
Newport season was a disastrous failure Son
neck says that “From a pituful appeal to the
public 1t would appear that John Durang and
his associates barely escaped statvation ” * As
the result of this unfortunate excursion, the
fine ballet of the Old American Company was
completely broken up Poor Madame Gardie
was evidently left without employment- she
did not dance agamn i New York unul shortly
before her death—and John Durang 1eturned
to Philadelphia to jom the crcus troupe at
Ricketts’ Amphitheatie

John B Rucketts, a Scotchman, had arnived
m Philadelphia in 1792 and opened a circus
and riding school His estabhishment was just
across the street from the new Chestnut Street
Theatre, under the management of Wignell
and Reinagle Ricketts soon began to compete
with the larger theater in the production of
pantomimes and farces Wignell, furious at
what he considered an invasion of his terri-
tory, announced for December 25, 1795, an
entertainment of leaping, balancing, and acro-
batics, called T° Other Side of the Gutter
Nevertheless Ricketts persevered in his new
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policy, and 1n the autumn of 1796 engaged
John Durang to direct the pantomimes

Durang’s first production, given with the
circus on October 19, 1796, was a comic ballet
called The Country Frolic, or the Merry Hay-
makers. Mrs. Durang partiupated, but the
rest of his cast, composed of regular circus
performers, was probably none too expert n
the art of pantomime. At any rate, the ballet
was given only once Other new productions
of the season, probably directed by Durang,
included the pantomimes Murth’s Medley and
The Valiant Soldier, and the comic ballet The
Two Huntsmen

Ricketts, however, was 1n search of an out-
standing novelty Early in November he en-
gaged James Byrne, former ballet master at
Sadler’s Wells and Covent Garden 1n London,
to produce a “Grand Serious Pantomime”
called The Death of Captain Cook Byrne and
his wife had just arrived from England, and
were awaiting their debut at the Chestnut,
across the street The Death of Captain Cook,
given on November 7, had a sensational suc-
cess and was given five successive times
Durang had two roles, Perrea, and a Priest
From a program in the collection of the
Museum of the City of New York, we learn
that this production (brought to New York
in the following year) had

origimal music and accompamments by
Mons Rochefort

NEW SCFNERY, DRESSES & DFCORATIONS

Descriptive of the Manncrs and Customs of the
Natives of Owyhee 1n the Pacihc Ocean With the
characteristic dances and processions, and the
Marriage Ceremonies (peculiar to that country)
of

PERRFA and FMAI

To Conclude with the Assassiation of
Captain Cook

On December 3, Byrne produced his great-
est London success, Oscar and Malvina, at
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Ricketts’ Amphitheatre The cast 1s not known,
but Durang, as Ricketts’ leading dancer, prob-
ably had the role of Oscar This ballet was
frequently revived by other companies, but 1ts
first production was somewhat shadowed by
the disastrous debut of the Byrnes at the
Chestnut Street Theatre, four days later For
the occasion, Byrne had produced Dermot and
Kathleen, a ballet adapted from the opera The
Poor Soldier The Philadelpha audience
thought that Mrs Byrne’s costume was 1nade-
quate, and hissed her off the stage At the next
performance she wore pantalettes down to the
ankle, but 1t was too late She was never suc-
cessful m this country Byrne remamed in the
United States unul 1800, producing many
ballets, but his path did not agamn cross that
of John Durang

After the Byrne disaster, Ricketls tuined
from ballet production for a time One new
pantomime, The Magic Feast, was given Jan-
uary 14, 1797 This may have been the same
as The Magic Tree, or Neptune’s Favor, which
Durang staged for Ricketts three months later
i New York On February 7, for his benefit
performance, Durang presented Francsquy’s
popular Independence of Amerwa A week
later another choreographer, M Spinacuta,
trespassed on Durang’s territory, producing
the pantomime of The Magic Fight, or The
Luttle Cripple Devil Spimacuta was a rope
dancer and acrobat, who had been associated
with Placide for many seasons

In the spring Rickelts’ company went to
New York, where they appeared in a magmf-
cent new amphitheater on Greenwich Street
Here Durang produced several new ballets
The Peasant of the Alps, The Country Wake,
or the Frolicsome Crew (with a hornpipe by
Durang, Ricketts, and Franklin), and The
Magic Tree, mentioned above He also revived
Francisquy’s The Mulliners and Byrne’s Oscar
and Malvina In the circus performances,
Durang regularly appeared as the clown

On June 8, 1797, Durang presented a panto-
mimic ballet called The Harvest Home, o



Rustic Merriment. The title suggests a simi-
larity to Wilhiam Francis’s Rural Merriment,
given at the Chestnut Street Theatre two years
earlier Another pantomime, The Humours of
Bartholomew Fair, was produced for Mrs
Durang’s benefit on July 3 An advertisement
of this performance, now mn the Harvard
Theatre Collection, shows that the Durangs
lived at No 18 Thames Street

On July 18 John Durang presented a really
original pantomime, with a good lusty title
The Western Exhubuion, or The W huskey Boys’
Liberty Pole It 1s too bad that no description
of this ntriguing production has survived
Soon after, Ricketts’ Circus embarked on a
tour which took them all the way to Canada
In August they were appearmg m Albany,
where Durang was advertised as “Clown to the
Horsemanship,” and announced with Ricketts
in an exhibition of “Stll Vaulting, or a Trial
of skill, over a single Horse” This Albany
program also mcluded The Taylor’s Disaster,
or Johnny Gupin’s Journey to Brentford, by
Mr Dutang This may have been a panto-
mime, but more prohably 1t was just a comie
song He sang more often, and danced less,
m his later years

Durang remained with Ricketts” Circus until
its Philadelphia headquarters was destroyed
by fire on December 17, 1799 He participated
n several interesting productions during these
years In 1798 he and Spmacuta painted the
scenery for a pantomime called The Baitle
of Trenton They introduced a reahistic snow-
storm, with the snow falling on the American
Army marching by might to the British camp
This novel effect was much admired On Jan-
uary 23, 1799, Durang made his debut as an
author, with the sketch The Death of Muss
McCrea, which he had written 1n conjunction
with John B Rowson

On February 17, 1799, Durang produced
another pantomime with a marvelous title,
The Battle of the Kegs This was billed as

“The memorable Historical Representation
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With all the Scenery of the Delaware, Front
Street, wharves, flat-men, corders, carters, citi-
zens, & ” This was certanly a far cry from
the fanciful Briush harlequinades Durang
seems to have been a real pioneer in the in-
troduction of spectacles based on American
themes

On the might of the burning of Ricketts’
Circus, Durang had been announced to play
Don Juan 1n the popular pantomime based on
Gluck’s opera The playbill announced that
“The last scene represented the infernal
regions, with a view of the mouth of hell,
Don Juan being reduced by his wickedness
to the dreadful necessity of leaping headlong
mto the gaping gulf in a shower of fire
amongst the furies, who receive him on the
points of their burning spears, and hurl him
into the bottomless pit ”

At that time there was a strong theatrical
superstition that 1t was bad luck to play Don
Juan, and although the fire began before the
start of the pantomme, the audience blamed
1t on the wicked Don

The destruction of his theater ruined
Ricketts, and Durang was thrown on his own
resources That summer, 1800, he jomed
forces with John B Rowson and presented a
two months’ season at the old Southwark
Theatre This was his first venture as an 1m-
presario The entertainment was named The
Thespan Panorama, which irritated a group
of amateur actors who called themselves The
Thespran Society They complained n the
newspapers, Durang and Rowson replied, and
the resultant publicity probably did the htle
venture much more good than harm The
programs consisted of short comedies, panto-
mimes, tightrope dancing, and, we suspect, a
good many hornpipes

Soon after, Durang became a member of
the stock company of the Chestnut Street
Theatre There he remamed untl the end of
his career His family was growing rapidly (he
already had three sons, even 1if lhttle Fred-
erick was dead) and he wished to make a
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permanent home for them Each year the com-
pany played a brief autumn season in Balti-
more, but the winter was spent comfortably in
Philadelphia The Durang family lived at 216
Cedar Street, which was then on the edge of
town Durang and his wife acted small roles
n the plays, and continued to appear n the
pantormimes and ballets, which were under the
direction of William Francis

Francis was a real character His 1eal name
was Francis Mentges, and he was a Dutchman
He had made his fiist appearance i Phila-
delphia 1n 1772, when he was announced as
“from the theater 1n Amsterdam > Under s
own name, he served as a colonel 1n the Revo-
lutionary Army, and when General Washing-
ton came to the Constitutional Convention
Philadelphia 1n 1787, Francis was one of those
who met him and escorted him mto the city
Going to England that same year, he resumed
his profession as a dancer, appearing in Man-
chester, Dublin, and Liverpool When Wignell
went to England mn 1793 to find people for
the new Chestnut Street Theatre, he engaged
Francis and his wife at the joint salary of $40
a week—an extremely good figure for those
days, when actors often reccived only $5 a
week, and dancers less Francis was a talented
choreographer, specializing m rustic and
comic ballets Several of his productions have
already been mentioned In his later years he
was a well-known comedian

Francis taught dancing in Philadelphia for
many years His classes featured the French
cotillion, the minuet, and the Enghsh coun-
try dance “On his ball mghts,” wiites Charles
Durang, “the pupils and wvisitors wete de-
hghted to see Mr Franais standing at the head
of the ballroom, as master of ceremonaes,
ushering all to places with his airy and amus-
ing suavity In dress, he was neatness personi-
fied Fashionably cut small clothes, white silk
stockings, neatly made shining pumps, set off
a wellmade leg His head was carefully
dressed and powdered, and his face wreathed
with smiles ?

John Durang soon became Franus’s asso-
ciate 1 teaching, and also 1n staging the
ballets at the Chestnut Street Theatre Grad-
ually the young members of the Durang family
were taken nto the company In those days,
according to Charles Durang, “the ballet corps
was not composed of supernumeraries—they
were not resorted 1o, even to fill up a proces-
sion The very minor business, and the
ballet performances, were executed, princi-
pally, by the sons and daughters of the per-
formers, who had received a suitable education
in all of these requirements The chil-
dren, thus employed, were taught dancing and
music, and the accomplishments necessary to
a theatrical education, and which would make
them, afterwards, acceptable n society The
theater was then a school, they were, of
course, placed out of the theater, under
masters, to learn other branches of educa-
tion ”

Charles and Ferdinand Durang made their
debuts together, in 1803, at the ages of nine
and seven respectively, in a “pigmy panto-
mume” arranged by Francis, and titled Harle-
quin. Prisoner, or the Genu of the Rocks Tt
may be recalled that the first pantomime n
which John Durang appeared in New York,
m 1785, was called The Genu of the Rock
Possibly this was an arrangement of the same
harlequinade Ferdinand was Pantaloon, and
Charles was Harlequin, “with original atti-
tudes and a leap ”

Augustus Durang, born in Philadelphia n
1800, made his New York debut at the Park
Theatre, as Tom Thumb, when he was just six
years old At the first Philadelphia perform-
ance of James Byrne’s London pantomime,
Cinderella (restaged by Wilham Francais at
the Chestnut 1n January, 1806), Charles,
Ferdinand, and Augustus were all Cupids As
a child Augustus specialized 1n comic songs,
but as soon as he was old enough he gave up
the stage to become a saillor He was lost at
sea soon after

John Durang had at least three daughters,



Charlotte, born in Philadelphia n 1803, Julia
Catherine, born 1n Baltimore in 1805, and a
mysterious “Miss K. Durang,” who may have
died in childhood Some early playbills List
all three little girls, so we know that the “K”
did not stand for a variation of Catherme or
Charlotte There was also a “Miss M Durang”
who danced a double hornpipe with John at
the Chestnut Street Theatre on May 22, 1816
This was probably the daughter Mary Anne,
mentioned 1n John Durang’s will

All these children were trained as dancers,
and began appearing in public quite regularly
when they were little more than babies By
the time Juha and Charlotte made their
New York debuts, at the ages of sixteen and
eighteen respectively, they were real veterans
They first appeared at the Park Theatre on
January 7, 1821, as Red Riding Hood and
Lubin 1n the ballet Lutle Red Riding Hood

In the summer of 1807 John Durang’s
former employer, Lewis Hallam, gave him the
use of the old Southwark Theatre rent free
The season opened on July 22, with a per-
formance of Francisquy’s Independence of
America, which now included a hornpipe by
Ferdinand Durang and a song, “Giles Scrog-
gins’ Ghost,” by seven-year-old Augustus
During the summer John Duiang revived
Placide’s The Two Philosophers, Francis’s
Caledonian Frolic, Byrne’s The Death of Cap-
tain. Cook, and his own Peasant of the Alps
On July 30 he presented “a curious Panto-
mimmical Dance, called the Lilliputian Frolic,”
i which the Iittle Durangs must have been
dehightful A Scotch ballet called Auld Robin
Grey included a highland fling, a strathspey,
a pas seul and a garland dance

During this season many plays were pre-
sented, and John Durang, who had so often
played tiny parts, at last had a chance at the
leading roles The climax of his career as an
actor came on August 3, when he played
Petruchio 1n The Taming of the Shrew Ten
days later Lewis Hallam and his wife joined
the company as guest stars, appearing inter-
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muttently until the season closed m October
These were Hallam’s last appearances on the
stage He died in the following year

Charles Durang tells us that on his benefit
might, that summer of 1807, John Durang
“flew from the gallery to the stage, bringing
in $350 7 Unfortunately he does not reveal
just how this feat was accomplished Perhaps
he walked a tightrope At any rate, 1t was
worth while, for the usual nightly returns were
about $75

Almost every summer, John Durang would
take his family and a few assisting artists on
a brief tour of the neighboring towns They
often appeared 1n Lancaster, Harrisburg, and
York, and 1n 1809 went as far afield as lower
Canada Their varied programs consisted of
bits of plays, farces, pantomimes, and ballets
It was during one of these tours that Mrs
John Durang died, 1n Harrisburg, on Septem-
ber 12, 1812

During the War of 1812, John Durang and
two of his sons, Charles and Ferdinand, served
mn the Pennsylvania Milita Charles was one
of the httle garrison of the six-gun battery
at North Point, Baltimore, during the battle
which 1nspired Francis Scott Key to write
“The Star-Spangled Banner ” It was Ferdi-
nand Durang who first fitted the words of our
national anthem to 1ts present tune, an old
Enghsh drinking song called “Anacreon
Heaven ” He was also the first to sing 1t n
public, at the Hohday Street Theatre, Balti-
more, while Charles led the chorus

John Durang retired from the stage 1n 1819
During his last years he appeared much more
often as an actor than as a dancer Neverthe-
less. on April 12, 1819, just before he retired,
he played the role of Guzman n a “Spamsh
Ballet” called Love Among the Roses

For the last three years of his hife, Durang
was confined to his house by asthma His
daughters Julia and Charlotte supported him,
for by that time they were popula1 dancers
John Durang died in 1822 Charlotte did not
survive him for many years She danced at
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the Park Theatre, New York, until 1824, and
then returned to Philadelphia to die of tuber-
culosis at the age of twenty-one

Juha Durang won a modest success as an
actress About 1824 she married Francis R
Godey, brother of the editor of Godey’s Lady’s
Book He must have been connected with the
theater 1n a technical capacity Although there
18 no mention of him as a performer, he and
his wife were engaged at the Lafayette Theatre,
New York, for the season of 1825, at a joint
salary of $25—about $7 a week' Charles
Durang says of his sister “She was of a very
petite figure, with a hvely, pleasing, joyous
countenance, that imparted a merry vivacious-
ness to her dramatic impersonations It
was, however, upon her talent as a dancer that
she rested her pretensions rather than upon
her skill as an actress As a ballet per-
former Miss Durang was popular for many
seasons, as a neat, modest and pleasing ar-
tist ” After the death of Godey 1n 1836,
Juha married James | Wallace She died n
Philadelphia in February, 1849

Ferdinand Durang had a brief but colorful
career as an actor He had been dancng and
playing small roles for years, and was more
or less taken for granted at the Chestnut Street
Theatre when, in 1816, he had a quarrel with
the managers, Warren and Wood, over a fine
which he felt had been unjustly imposed An
Enghsh equestrian named West had recently
opened a circus at the near-by Olympic
Theatre, and was preparing an elaborate spec-
tacle called Tumour the Tartar Ferdinand
Durang walked out of the Chestnut, appled
for the leading role in Tunour, got 1t, and had
a sensational success In this part he had to
perform all sorts of acrobatic equestrian feats,
for which his dance training had prepared him
well “Ramparts were scaled by the horses,
breaches were dashed 1nto, and a great variety
of new business was introduced,” Durang
records “The horses were taught to imitate
the agonies of death and they did so in a
manner which was astomshing ” The “Eques-
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trian Melodrama” played for twenty-seven
nights, between November 28, 1816, and Jan-
uary 4, 1817, and the receipts reached over
$800 a might

In 1824, Ferdinand Durang went to New
York, where he appeared as an actor at the
Chatham and Bowery Theatres He died there
n 1831 His daughter, Rosalhie (who used the
name of Durand), carried the theatrical tradi-
tion of the family into the third generation
She made her debut n the title role of Balfe’s
Bohemian Gurl at the Broadway Theatre, New
York, in 1855 Her career was a short one, and
she died 1n 1866

Charles Durang had the most varied and
interesting life of all John’s children He was
a member of Alexander Placide’s company m
Richmond, Virgima, when on December 20,
1811, the theater was burned to the ground,
with terrible loss of life He escaped unhurt,
and made his New York debut two months
later, on February 17, 1812, at the Park
Theatre, 1n a pantommme called The Genu (the
same Genu of the Rock, perhaps), with a horn-
pipe between the acts He was only seventeen

He married a young Enghsh dancer and
actiess, Mary White, who had made her debut
at the Chestnut Street Theatre on Septembet
18, 1811 He danced with her at Vauxhall
Garden, Philadelphia, in the summer of 1819
Later she made a debut as an actiess at the
Anthony Street Theatre, New York

Charles Durang was a member of the fine
ballet company at the Bowery Theatre, New
York, in 1827 The ballet master was M
Labasse, and other soloists were M and Mme
Achille, and Mme Hutin, pioneers 1n ntro-
duang the “French style of danang” (which
probably meant dancing on the poimntes and
supported adagio, hitherto unknown n this
country) The star was thirteen-year-old Mlle
Celeste, who later enjoyed such a brilhant
career as a ballerina, mime, actress, and
manager

At various imes Charles Durang was an
actor, ballet master, stage manager, author,
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Title page of The Ball-Room Bijou, one of the many books on social
theatrical dancing, written by Charles Durang, ca. 18

and critic. For many years he was prompter
at the Chestnut Street Theatre. After his re-
tirement from the stage, he taught dancing in
Philadelphia, assisted by his daughter Caro-
line. Charles Durang had ten children, of
whom the most talented was kEdwin Forrest
Durang, a well-known architect, who de-
signed theaters at Harrisburg, Reading, and
York. F. Ferdinand Durang, Jr., the grandson
of Edwin F. Durang and the great-great-grand-
son of John Durang, served in Ireland with
the armed forces of the United States during
the Second World War.

Charles Durang published several guides to
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BALL-ROOM BIJOU,
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ART OF DANGING,

The Figures of the Polkas, Mazurkas,
AND OTHER POPULAR NEW DANCES:
WITH RULES FOR POLITE BEHAVIOUR.
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FISHER & BROTHER,

No. 8 South Sixth Street, Philadelphina;
No. 64 Baltimore Street, Baltimore ;
No. 74 Chatham Street, New York;
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dancing, which show that he was thoroughly
familiar with the fundamentals of the classic
ballet and the writings of Noverre and Blasis,
as well as with the social dances of the
eighteenth and nineteenth centuries. He saw
the full pageant of the theatrical dance as it
changed from the simple English style popular
in his childhood, through the exquisite art of
Fanny Elssler, who danced in Philadelphia in
the forties, to the dry, technical acrobatics of
the Italian ballerinas who held the stage after
the production of The Black Crook in 1866.
Charles Durang died in Philadelphia on Feb-
ruary 15, 1870, at the age of seventy-six.
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JUBA AND

AMERICAN MINSTRELSY

BY MARIAN HANNAH WINTER

Tur HisTorY of Negro dance and its music
i North America 1s fundamentally so nte-
grated with our entire music and dance history
that 1t may seem curious here to 1solate or
Iimit 1ts boundless divergencies However, no
sequential survey has been made mn any gen-
eral history to date, and episodic treatments
can give no concept of the Afio-American
contribution 1 continuity or 1mportance
Hazards are always nvolved when social and
economic problems 1nexorably impinge on
any phase of Negro cultural history, and ob-
jectivity becomes an elusive lodestar

This 1s 1n part the saga of Wilham Henry
Lane, known as Master Juba This most in-
fluential single performer of nineteenth-cen-
tury American dance was a prodigy of our en-
tire theater history Almost legendary among
his contemporary colleagues, Master Juba
dwindled into oblivion Negro historians, n-
tent on apotheosizing Ira Aldridge, the Afr-
can Roscius, 1gnored him  Yet this 1s equiva-
lent to writing a twentieth-century theatrical
history of the Negro, mentioning only Paul
Robeson and omitting Bill Robinson, the great
Bojangles It 1s more outrageous in that Rob-
inson has embellished an already established
form, whereas Juba was actually an mtiator
and determmant of the form 1tself The reper-

towre of any current tap dancer contains
elements which were established theatrically
by him Heremn 1s the cornerstone of his
memonal

Negroes were first brought to America n
the sixteenth century They came principally
from the Gold Coast, Ivory Coast, Congo,
Angola, Benm, Gambia, Senegal, Nigeria,
Dahomey, and Togoland Conditioned physio-
logically and psychologically to elaborate,
legalistic tribal ritual and the extrovert, cen-
trifugal commumity ring-shout, then to the
restricted disorder of slave-ship holds, planta-
tion huts, and enforced dissolution of their
cultural traditions, with only the shghtest ele-
ments of western European tradition to draw
upon, they evolved art forms which bhecame
indigenous manifestations of American cul-
ture

That Negio music making survived 1s
miraculous when we consider the Slave Laws
of 1740, which remamed among the basic
regulatory laws for Negroes during the sub-
sequent century and a quarter These were
promulgated after the Stono Insurrection of
1739, in South Carolina A group of slaves
attempted an escape to Florida, got hold of
some rum en route, stopped to celebrate with
a song-and-dance bout, and were captured m
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a bloody charge They had marched “with
colors flying and drums beating ”” The laws of
1740 stringently prohibited any Negro from
“beating drums, blowing horns or the lke
which might on occasion be used to arouse
slaves to nsurrectionary activity ” Since most
states patterned their slave laws after those of
South Carolina and Virgima, the effect of
these prohibitions would have discouraged
any people mherently less musical

Substitutions for the forbidden drum were
accomplished with facility—bone clappers 1n
the manner of castanets, jawbones, scrap 1ron
such as blacksmuths’ rasps, hand clapping, and
foot beats Virtuosity of footwork, with heel
beats and toe beats, became a simulacrum of
the drum In modern tap dancing the “con-
versation” tapped out by two performers 1s a
survival of African telegraphy by drums.
Since African dance had already developed
rhythms stamped or beaten out by dancers as
counterpomt to antiphonal musical accom-
paniment, and solo dances set against the com-
munal ring-shout, the formal source material
surmounted any restrictions The slave created
the bonja, too, made from a hollow gourd
without resonance board, slack strung, which
developed 1nto the banjo of minstrelsy and
)azz

The juba dance (simplified from giouba)
was an African step dance which somewhat
resembled a jig with elaborate variations, and
occurs wherever the Negro settled, whether
in the West Indies or South Carolina One
variation—crossing and uncrossing the hands
against kneecaps which fanned back and
forth—was incorporated 1n the Charleston of
the nineteen twenties Juba and Jube are re-
current slave names particularly associated
with dancers and musicians Juba also occurs
as the name of a supernatural being in some
American Negro folklore, and became the
popular name for an expansive weed, the
Juba’s-bush or Juba’s-brush

The Negro dancer on the American stage
was originally an exotic, much the same as
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blackamoors 1n a Rameau ballet opera Black-
face “Negroes” appeared 1n eighteenth-century
Captain Cook pantomimes and Sheridan’s
Robinson Crusoe (New York, 1785) In 1791
a Negro troupe of comedians and entertainers,
under the direction of one Lous Tabary, gave
performances in New Orleans A typical play-
bill announcement offers Paul and Virginia,
with music by Mazzingh1 and Reeve, and ac-
companiments by James Hewitt, featuring a
“NEGrRo Dance by Monsieur Labottiere and
Mrs Darby” (New York, 1805) By 1810 the
singing and dancing “Negro Boy” was estab-
lished with the traditional clown as a dance-
hall and circus character These blackface 1m-
personators simply performed jigs and clogs
of Insh or English origin to popular songs
with topical allusions to Negroes mn the lyrics

Blackface minstrel songs, to the accompani-
ment of a genume Negro instrument, the
banjo, abetted by tambourine and bone clap-
pers, were popular by 1820, but genuine
Negro performers continued to appear only
n sporadic nterludes The African Company
gave a New York version of the London
burletta Tom and Jerry in 1821, but the comic
dance by the characters African Sal and
Dusty Bob had long been performed n
blackface

“Daddy” Rice, the famous, original “Jim
Crow,” was a blackface performer who first
definitely used a Negro work song Picked
up from a hvery-stable porter, this monoto-
nously cheerful refrain—"“spin about and turn
about and jump Jim Crow”—with accom-
panying j1g and shuffle, focused attention on
the Negro as theatrical source material n
1829 Traditional Anglo-American fiddle
breakdowns, such as Turkey in the Straw, and
popular ballads as well, were absorbed into
the minstrel amalgam The minstrel show, as
a unit of songs, dances, and jokes, crystalhized
in the eighteen forties Although the stock
“Negro” was already formed, there was some
shight effort mmtially to approximate Negro
music



Composer-performer Dan Emmett, for ex-
ample, made a particular effort to keep Negro
elements in his work, especially in the “walk-
around” finales for which he was noted. These
were usually in two parts—the first con-
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taining melodies embellished with rhythmic
phrases, ejaculations, and verbal interjections
(in the best Negro tradition), followed by a
chorus and dance based on an old-fashioned
fiddle tune. These early works are in distinctly

“Daddy” Rice as Jim Crow. English copperplate
engraving after original American lithograph. Ca. 1830.
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American lithograph.

different vein from Foster and the later senti-
mental ballad repertoire. An anonymous
scribe for the New York Herald, writing at
the late date of 1895, was exceptional in realiz-
ing this difference.

One great essential to the proper presentation
of Negro character, song-and-dance acts was fit-
ting music of a catchy, swinging, Ethiopian na-
ture. While “Dan” Emmett never figured or posed
as a dancer, he is responsible for some of the very
best “walk-arounds” ever written. Most of these,
if not all, were composed for Bryant’s Minstrels
in the year 1859. Among the most notable and
popular ones may be mentioned “I Ain’t Got
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Time to Tarry,” “Billy Patterson,” “High, Low.
Jack,” “Chaw Roast Beef,” “Turkey in de Straw,”
“Loozyanna Low Grounds™ (not lowlands, as it
is generally sung), “K.Y. Ky. or Whose Foot Am
Dat Aburnin’?” which was produced in 1860,
and “High Daddy” in 1863.

Unquestionably the Negro qualities of min-
strel music dwindled, and even the adapted
Negro techniques of performance which had
been taken over grew vague and sloppy, save
in rare instances. Yet because of the vast in-
fluence of one Negro performer, the minstrel-
show dance retained more integrity as a Negro
art form than any other theatrical derivative
of Negro culture.

Juba, born William Henry Lane, circa 1825
or later, seems to have sprung full-panoplied
from the brow of Terpsichore. Probably a
free-born Negro and, from the first records of
his appcarance at about fifteen, unencum-
bered by family, he was generally adopted by
the entire fraternity of white minstrel players,
who unreservedly recognized his genius. He
had supposedly learned much of his art from
“Uncle” Jim Lowe, a Negro jig and reel
dancer of exceptional skill, whose perform-
ances were confined to saloons, dance halls,
and similar locales outside the regular the-
aters. By 1845 it was flatly stated by members
of the profession that Juba was “beyond ques-
tion the very greatest of all dancers. He was
possessed not only of wonderful and unique
execution, but also of unsurpassed grace and
endurance.” A New York Herald feature
writer has left us a description of his early
extratheatrical performances.

At the time when he performed at Pete Wil-
liams’, in Orange Street, New York, those who
passed through the long hallway and entered the
dance hall, after paying their shilling to the
darky doorkeeper, whose “box office” was a plain
soap box, or a wooden one of that description,
saw this phenomenon, “Juba,” imitate all the
dancers of the day and their special steps. Then
Bob Ellingham, the interlocutor and master of
ceremonies, would say, “Now, Master Juba, show



your own jig.” Whereupon he would go through
all his own steps and specialties, with never a
resemblance in any of them to those he had just
imitated.

The best in the profession danced there, as
well as Juba. A most amusing feature of the en-
tertainment was the comic “walk-around,” given
in true darky style, with the lean, the fat, the
tall, the short, the hunchbacked, and the wooden-
legged, all mixed in and hard at it. It was from
a one-legged performer there, whose second leg
was a wooden one, that Dave Reed learned his
celebrated “stiff” leg steps.

(This reminds one of Peg-leg Bates, whose
handicap turned him into an amazing virtuoso
performer among our current dancers.) Negro

Juba at Vauxhall Gardens.
Ca. 1819.
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art forms always reached the public in the
popular dance halls, even when the legitimate
theaters were closed to them.

Juba’s fame was already so legendary that
by 1845 he achieved the unprecedented dis-
tinction of touring with four white minstrels
and received top billing! 1 am quoting their
1845 handbill, from the Harvard Theatre Col-
lection, in full, since it gives an idea of the
musical mainstays. Juba, incidentally, was a
first-rate singer and tambourine virtuoso.

Great Attraction! Master Juba! The Greatest
Dancer in the World! and the Ethiopian Min-
strels! Respecetfully announce to the Citizens of
this place that they will have the pleasure of
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appearing before them During the Day Under a
Pavilion. The Company is composed of Four
Skilful Members, and from the immense success
which has attended them wherever they have
appeared, they are confident in promising their
auditors the most irresistible, ludicrous, as well
as scientific Entertainment that they have ever
listened to.

Master Juba Mr. J. T. Brown

The Champion Tambourineur
Mr. T. Fluter Mr. A. L. Thayer

The Unrivalled Banjo Player

Program—Part [

Song Life by de Galley Fire  Brown and chorus
Town of Tuscalore Fluter
Who dat knocking at de door
Thayer
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American colored wood engraving. 1800-18/0.

Part 1I

Statue Dance by Juba

Part III

Song I must go to Richmond Thayer and chorus
*“ Old Gal come to de garden gate

Brown and chorus

Juba and chorus

Thayer and chorus

“«

Juliana Johnson
Forty-five miles

<«

Part IV

Solo on the Tambourine by J. T. Brown

Who will go through his imitative powers on the
Tambourine, particularly where the locomotive
runs off the track and bursts the Boiler, also the
rattling of Cannon in the distance, his Reveillie
beating the Troops to quarters, his imitations of
a celebrated French Drummer, executing single



and double drags in perfect time—his Grist Mill
grindings showing the power of steam, (of
course) and the rattling of a Cotton mill and
machinery. Language cannot convey any idea of
his brilliant rapidity of execution on his Tam-
bourine.

Part V
Song Early in de morning Thayer
“  Farewell Ladies Juba
“  Lynchburg Town Brown

Part VI

Solo on the Banjo —w.r. by T. Fluter

The entertainment 16 ¢onclude with the
Imitation Dance, by Mast. Juba,

in which he will give correct Imitation Dances
of all the principal Ethiopian Dancers in the
United States. After which he will give an imi-
tation of himself—and then vou will see the vast
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difference between those that have heretofore
attempted dancing and this WONDERFUL
YOUNG MAN. Names of the Persons Imitated:
1. Mr. Richard Pelham. New York. 2. Mr. Francis
Brower. New York. 3. Mr. John Daniels. Buffalo.
4. Mr. John Smith. Albany. 5. Mr. James San-
ford. Philadelphia. 6. Mr. Frank Diamond. Troy.
7. Master John Diamond. New York.

The program is an interesting dictionary
of the foremost “Ethiopian” dancers at that
period. Of these, Pelham, Brower, and most
particularly Master John Diamond, were most
important. The latter, somewhat Juba’s senior,
was his only serious rival, and considered
second only to Juba.

Master Diamond (1823-1857) achieved
prominence about 1839. He was billed as a
performer of the Negro Camptown Hornpipe,
Ole Virginnv Breakdown. Smoke House Dance

The Great CanCan Dance. Johnson and Powes, San Francisco minstrels. 1878.
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and Five Mile Out of Town Dance, in “all of
which he will come in those Unheard of, Out-
landish and Inimitable Licks, what is Death
to all de Long Island Darkies, and which
secures to him the title of King of Diamonds.”

(In jazz repertoire today there are at least
three Smokehouse variations and the Camp-
town is well represented. Those “Inimitable
Licks” survived as the “hot licks” of swing.
There is a definite continuity of terminology.)

Life in Philadelphia. Color engraving by Charles Hunt. London, ca. 1827,
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Diamond’s style was considered a wonder.
“Small of stature, he executed in an extremely
neat and slow fashion.” An incurable dipso-
maniac, his dancing was held to be “consider-
ably better than his temper and disposition.”
Since the “Master’s” respective merits were
continually debated, a series of “Challenge
Dances” was initiated to award the indis-
putable palm. They danced their first match
at John Tryon’s Amphitheatre in 1844.

These challenge matches demanded the
same attention for an artistic matter that our
ancestors lavished on their sporting events.
There were at least three judges, for time.
style, and execution. On occasion an audience
had the decisive voice in determining the
victor. “The time judge sat on the stage in the
first right entrance, the style judge sat in or
near the orchestra pit, and the judge of execu-
tion sat under the stage. There, with pad and

Negro Minstrels. 1860-1875.

pencil, the execution judge checked the miss-
ing taps, defective rolls and heel work, the
lagging in the breaks. At the conclusion of
the contest the judges compared notes and
awarded the prize on points.” (Douglas Gil-
bert, Lost Chords. N. Y., Doubleday, 1942.)

When Juba next toured with the Georgia
Champion Minstrels in the New England
states, he was entitled to this billing: “The
Wonder of the World Juba, Acknowledged
to be the Greatest Dancer in the World. Hav-
ing danced with John Diamond at the Chatham
Theatre for $500, and at the Bowery Theatre
for the same amount, and established himself
as the King of All Dancers. No conception
can be formed of the variety of beautiful and
intricate steps exhibited by him with ease.
You must see to believe.” (The word “beauti-
ful” was almost never used to describe min-
strel dancing.)
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In the summer of 1848 Juba arrived in
London, to augment an already famous black-
face munstrel troupe—Pell’s Ethiopian Sere-
naders. His press releases had the spirited
description from Charles Dickens’ 4American
Notes (1842), which purportedly represented
Juba For lack of further documentation there
1s a shght uncertainty here, although the
dancer was everywhere billed as “Boz’s Juba,”
and 1t was flatly stated by such respectable
journals as the Illustrated London News that
he was the youth Dickens had celebrated
Since Boz was an extremely vocal person he
would probably have protested any infringe-
ment on, or misrepresentation of, his work
Thus his record of a Negro dance hall in New
York’s Five Points district must be included
n the Juba saga, at least in part

The corpulent black fiddler, and his friend
who plays the tambourine, stamp upon the board-
mg of the small raised orchestra in which they
sit, and play a lively measure Five or six couples
come upon the floor, marshaled by a hively young
Negro, who 1s the wit of the assembly, and the
greatest dancer known He never leaves off mak-
ing queer faces, and 1s the delight of all the rest,
who grin from ear to ear incessantly Among the
dancers are two young mulatto girls, with large,
black, drooping eyes, and headgear after the
fashion of the hostess, who are as shy, or feign
to be, as though they had never danced before,
and so look down before the visitors, that their
partners can see nothing but the long fringed
lashes

But the dance commences Every gentleman
sets as long as he likes to the opposite lady, and
the opposite lady to his, and all are so long about
it that the sport begins to languish, when sud-
denly the lively hero dashes in to the rescue
Instantly the fiddler grins, and goes at 1t tooth
and nail, there 1s new energy 1n the tambourine,
new laughter in the dancers, new smiles 1n the
landlady, new confidence n the landlord, new
brightness in the very candles Single shuffle,
double shuffle, cut and cross-cut, snapping his
fingers, rolling his eyes, turning n his knees,
presenting the backs of his legs mn front, spin-
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ning about on his toes and heels hike nothing but
the man’s fingers on the tambourine, dancing
with two left legs, two right legs, two wooden
legs, two wire legs, two spring legs—all sorts of
legs and no legs—what 1s this to hm? And n
what walk of life, or dance of life, does man ever
get such stimulating applause as thunders about
him, when, having danced his partner off her
feet, and himself too, he finishes by leaping
gloriously on the bar counter and calling for
something to drink, with the chuckle of a mil-
lion of counterfeit Jim Crows, 1n one inimitable
sound!

The British were completely transported by
their American visitor, and wrote of him with
an enthusiasm and affection usually reserved
for pantomime clown Grimald: and ballerina
Fanny Elssler Among the effusions one finds
an occasional astute evaluation—an unusual
occurrence 1 either the gushing or pompous
“harkback” schools of criticism then preva-
lent in England and the United States Regret-
tably Juba did not appear in France, for
Gautier was supremely the critic of that period
who could have done a masterly analysis and
description of his style

London rank, fashion, and people all fre-
quented Vauxhall Gardens at one time o1 an-
other Instantly Juba appeared there, the
London journals rightly predicted that he
would attract many thousands to the gardens
during the season An anonymous critic wrote

There never was such a Juba as the ebony-
tinted gentleman who 1s now drawing all the
world and its neighbours to Vauxhall, there
never was such a laugh as the laugh of Juba—
there 1s 1n 1t the concentrated laugh of fifty
comic pantomimes, 1t has no relation to the
chuckle, and, least of all to the famous horse
laugh, not a bit of it—it 1s a laugh distinct, a
laugh apart, a laugh by itself—clear, ringing,
echoing, resonant, harmonious, full of rejoicing
and mighty mirth, and fervent fun, you may hear
1t like the continuous humming sound of nature,
permeating everywhere, 1t enters your heart and
you laugh sympathetically—it creeps nto your
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ear, and clings to 1t, and all the subsequent
sounds seemed to be endued with the cachin-
natory quality “Well, though the laugh of
Juba be wondrous, what may be said of Juba’s
dancing?”

The critic answers himself by saying that
there was never such a combination of “mo-
bility of muscles, such flexibility of joints,
such boundings, such shdings, such gy1ations,
such toes and heelings, such backwardings
and forwardings, such posturings, such firm-
ness of foot, such elasticity of tendon, such
mutation of movement, such vigor, such va-
riety, such natural grace, such powers of en-
durance, such potency of pastern ”’

A sardonic side light, 1n relation to the later
intensive propaganda to prove that planlatmn
slavery was the beneficent pation of Negro
gemus, 1s this critic’s recollection of dancing
at “Major Bosh Sanderson’s, who owned
two thousand miggers at the junction of the
Wabash and Congaree rivers, m South
Car’lina,” whose ‘“‘choreographic manifesta-
tions were but poor shufflings compared to
the pedal nspirations of Juba”, our good ob-
server seems to have been surprised Then
there 1s the concluding accolade—-“We hear
that Juba has been commanded to Bucking-
ham Palace ”

The Illustrated London News (May 8,
1848) which offered a woodcut of Juba, noted
1n the text that

the Nigger Dance 1 a reality The “Vir
ginny Breakdown,” or the “Alabama Kick-up,”
the “Tennessee Double-shuffle,” or the “Louisiana
Toe-and-Heel,” we know to exist If they did not,
how could Juba enter mto theirr wonderful com-
plications so naturally? How could he tie his legs
to such knots, and fling them about so reck
lessly, or make his feet twinkle until you lose
sight of them altogether in us energy? The great
Boz immortalized him, and he deserved the glory
thus conferred If our readers doubt this, let them
go the very next Monday or other evening that
arrives, and see him at Vauxhall Gardens
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Another anonymous chpping of that same
season 18 prophetically headed Juba the Amer-
ican Dancer

Last mght a select party was nvited to Vaux
hall Gardens to witness a private exhibition of
the dancing capabilities of Juba, the celebrated
American dancer He 1s one of a party of six
Americans, whom Mr Wardell, the spirited pro
prietor of the gardens, has brought to this coun-
try Their performances, vocal and instrumental,
were last mght of a character which cannot fail
to prove a great attraction, but the dancing of
Juba exceeded anything ever witnessed mm Eu
rope The style as well as the execution 1s unlike
anything «ver seen 1 this country The manner
in which he beats time with his feet, and the
extraordinary command he possesses over them,
can only be believed by those who have been
present at hus exhibition Scarcely less singular 15
the rapidity with which he sings one of his
favorite songs The American Juba has for sume
years drawn immense audiences whenever he has
appeared He 15 quite young, being only in his
~eventeenth year Mr Dickens, in his American
Notes, gives a graphic description of this ex
traordinary youth, who, we doubt not, before
many weeks have elapsed, will have the honor
of displaying his dancing attainments 1in Buck
mgham Palace

The Theatrical Tunes critic 1n August, 1848,
gave one supremely important reason for
Juba’s greatness ‘“The performances of this
young man are far above the common per-
formances of the mountebanks who give 1mi-
tations of American and Negro character,
there 1s an 1deality in what he does that makes
his efforts at once grotesque and poetical,
without losing sight of the reality of repre-
sentation” (Italics mine )

In Liverpool Pell’s Serenaders continued
their triumphal progress, with Juba perform-
ing tirelessly Again, one of the critics notes
m passing one of the great characteristics of
American tap dancing, even today, that the
dancer 1s equivalent to a musical instrument
He compares Juba’s steps to Pell on the bones



Pell’s Ethiopian Serenaders. Ca. 1848.
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and Briggs on the banjo; “. . . this youth is
the delight and astonishment of all who wit-
ness his extraordinary dancing; to our mind
he dances demisemi, semi, and quavers, as
well as the slower steps.”

Working an almost superhuman schedule,
thoroughly enjoying his work, and reacting
normally to the excitement of his triumphs,
Juba burned up his energies and health. In
America a pious commentator and theater his-
torian, Allston Brown, smugly noted that
“Success proved too much for him. He mar-
ried too late (and a white woman besides)
and died early and miserably.” Rice is con-
siderably more restrained, noting only that he
was considered the greatest dancer in his line
and that he died in 1852, in London.
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Trick Clog Dance. 1860-1875.

From the age of fourteen Juba seems to
have danced for his supper; at that time the
standard culinary recompense “on the house”
where he danced was a dish of fried eels and
ale, which was scarcely a balanced diet. That
Juba worked both night and day, consistently,
from 1839 to 1850, is record. Small wonder if
years of irregular food, irregular sleep, and
regular strenuous physical exertion finally
produced a breakdown, which had nothing at
all to do with “success proving too much for
him.” His greatest white contemporary—John
Diamond—had a somewhat similar back-
ground, was an acute dipsomaniac and melan-
cholic, and also died prematurely—in Phila-
delphia.

The influence of Master Juba and other



minstrel dancers who followed him to Eng-
land was extensive There was a curious
transference of his characteristics to English
clowns The “Gay Negro Boy” had made his
mitial entree 1in American circuses, and was
adopted by the British 1n that same medium
The munstrel dance changed the clowns’ en-
tree, adding splits, jumps, and cabrioles, as
well as blackface make-up, to form a new type
Between 1860 and 1865 this character was
taken over to France by touring British cir-
cuses, and later hecame a fixture in French
and Belgian cirques et carrousels The vogue
for Lautrec’s famous Negro clown Footit was
part of this trend Englhish clowns, such as the
Majiltons and Hanlon-Lees, returned to white-
face, but kept certain characteristics of black-
face performers—the manic galety, he-who-
gets-slapped apprehensions, and dance acro-
batics—cvolving thereby a slightly macabre,
almost surrealist personage

The blackface clown persisted in European
circuses and fairs, his grotesque mask emerges
m the pantings of Ensor, and his influence
just touched a new generation of pamters and
composers considerably before 1900 It sup-
planted another exotic impetus of the nine-
teenth century, Orientalism, which had pre-
vailed 1n such diverse works as Moore’s Lalla
Rookh, Delacroix’s Arabs and Whistler’s
Japonaiserie Coimncident with the rise of West-
ern imperialism 1n Africa came the influence
of Afro-American jazz and Gold Coast sculp-
tures Orientalisms of the 1900 Paris Exposi-
tion eventually ceded to Stravinsky’s Ragtime
and Milhaud’s experiments with le jazz hot

In America 1t was Juba’s influence pri-
marily which kept the minstrel-show dance,
in contrast to the body of minstrel-show
musie, in touch with the integrity of Negro
source material There was almost a “school
after Juba ” Certain of these white performers
maintained his tradition with such integrity,
and were such worthy artists, that a brief
notice of them 1s necessary to our history

Richard M Carroll (1831-1899?) made his
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first public appearance at the age of fifteen as
“Master Marks”, he was an understudy to
the bibulous John Diamond A contemporary
writes*

Carroll took pattern to a great extent from
Juba, and after him, may safely be said to be
one of the very first “all around” dancers this
country has ever seen

Dave Reed (1830-1906) was another black-
face performer who went directly to the Negro
for his source material He took a fancy to a
fajrly indifferent music-hall ballad, Sally,
Come Up, which did not go too well He then
decided to work in some additions which he
had learned from the Negroes when he used
to dance on the stcamboat Banjo on the Missis-
sipp1, a “certain comical and characteristic
movement of the hands, by placing his elbows
near s hips and extending the rest of his
arms at right angles to his body, with the
palms of his hands down,” in addition to some
new footwork The dance caught on like wild-
fire

The Herald correspondent also gives an 1n-
teresting version of the origin of the famous
Shoo-Fly song and dance

Shoo-Fly 1s said to have come originally from
the Isthmus of Panama, where the Negroes sang
“Shoo Fly” and “Don’t Bodder Me” antiphonally
while at their work A Negro from there, Helon
Tohnson, took 1t first to California and taught
the song to Billy Birch Dick Carroll and others
also had versions of 1t which they performed

The entire dance repertorre finally became
synthesized n the so-called “essence” dances,
made famous by Billy Newcomb The music
for these drew upon folk fiddle tunes, en-
hanced by the Negro’s rhythmic gift and de-
velopment of the offbeat which 1s the syn-
copation of jazz Southern mountain songs—
Cotton Eyed Joe, Cripple Creek, Sourwood
Mountain (baced on the yodel song), and
popular traditional jigs and hornpipes—Tur-
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key in the Straw, Old Zip Coon, Arkansas
Traveler, Durang’s Hornpipe, and Fisher’s
Hornpipe were incorporated. In turn many
square dances of the South and Southwest used
or adapted minstrel songs—0ld Dan Tucker,
Buffalo Girls, Jim Along Josey and Hop Light

Loo recur most frequently, and Botkin notes

that the danse aux chansons of American play-
party games had “songs often sung by the
nondancing part of the party to mark the
rhythms—much, it might be added, after
the fashion of patting out the rhythm in
Negro dances.” (American Play-party Song,
cf. Hudson.)

Dance Scene from Uncle Tom’s Cabin. Niblo’s Garden, New York, 1876.
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Against this musical mélange was set min-
strelsy’s most famous dance—Essence of Old
Viurginny—performed mitially 1n the make-up
of a decrepit and tatterdemalion darky, but
soon turned mto a flashy young dude number
Based firmly on Negio source material, this
theatrical showpiece was made famous by
several excellent blackface performers W W
Newcomb 1s credited as 1ts originator, his
style was called “quintessence” and was done
in rather fast time In contradistinction Dan
Bryant, 1ts most famous exponent, who made
mmportant techmecal advances in the develop-
ment of clog dancing, performed his famous
Essence very slowly George F Moore origi-
nated the noiseless, soft-shoe Essence about
1875, and the last, whirlaway performance
was that of Eddie Guard

At this pomnt, after looking at the black-
face masks, 1t 1s necessary to evaluate the
Negro position By the eighteen seventies there
was a relentless, and impalpable, pressure to
stereotype the stage Negio completely Al-
though groups such as the Fisk Jubilee Singers
toured America and Europe, they reached only
a small minority of the general audience In-
creasingly the Negro was forced into his cari-
cature Lack of education had caused the
Negro to retan, through word-of-mouth re-
telling, mnnumerable superstitions which had
been commonplaces among the white settlers
i the seventeenth and eighteenth centuries,
therefore superstition and fear were “Negro
peculiarities,” and an adjunct of Negro
“make-up” was the “shock” or “fright” wig,
Listed 1n the old theatrical catalogues, which
could be made to rise and stand on end Igno-
rance, vamty, and childhke display of emo-
tions constituted other characteristics which
writers of that period continually referred to
as “peculiar to the Negro” This last stric-
ture 1s particularly interesting in view of an
analysis by Herskovits (in Freudian Mecha-
msms wn Negro Psychology) of the African
“insult” song and dance, which are used as
“socially mstitutionalized release ” According
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to West African nitual, repressing emotions
such as anger and hate 1s considered a pri-
mary cause of msamty, hypocrisy 1s a cause
of 1illness, and the person who practices it
gradually sickens Thus there was a tradi-
tionally rather sound and healthy basis for
emotional display, which was caricatured out
of all proportion mnto a component of the
chiché

The Negro performer found that unless he
fitted himself into the mold cast for him as
typical, he could get no work This represents
ope facet of a vast attempt at justification of
the slave system long propounded—the cliché
that plantation hife for the Negro had been a
joyous lark, that happy, lazy Negroes spent
their days dancing, singing, and indulging in
childish pranks, with occasional spells of
cotton picking, and that the Negroes were
wistfully lonely to be back at said plantations,
which they were convinced constituted the
happy land of Dixie A Negro who had left
the plantation or local mill was selected as
a butt of ndicule—n the character of the
“dandy nigger”—who squandered his earn-
mgs on flashy clothes and scorned his own
people  Particular emphasis always
placed on class distinctions among the Ne-
groes themselves, which were the basis for
countless skits and dialogues

There were songs such as P S Gilmore’s
Freedom on the Old Plantation, and program
descriptions such as Plantation Pastumes,
Plantation Revels, and Plantation Frolics, “to
show Negro life in the South before the war,
introducing solos, duets, choruses, moonlhight
pastimes, cotton-field frolics, and termimnating
the scene with the exciting Virgima Reel
a most reahstic sketch” (1884 ) That same
year the Frohmans, now proprietors of Cal-
lender’s and Haverly’s companies, took a
troupe to London with a now mevitable Ala-
bama Pickaninnies in Plantation Pastmes A
book of words to this company’s songs was
published in London for their tour, it was a

was
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Right: McIntyre and Heath. Ca. 1915.
Left: Courtright and Gilbert, “Big and Little.” Ca. 18

Ken Mason wearing a “{right” wig. Ca. 1875.



complete recapitulation of all current minstrel
dittzies, with no ghmmer of onignal material.

Another curiosity was the extremely success-
ful attempt to reintroduce the Negro as an
exotic, attempted about 1883 by the Callender-
Kersands company The dancers’ drill, a nine-
teenth-century theatrical fashion, which had
its inception 1n classic ballet, was popularized
mn France, and taken over hy England and
America for all types of extravaganza There
were drills of Tartars, Amazons, Naiads,
Turks, Brigands, Airy Sprites, and Skeletons
The Zouaves, with their colorful red-and-blue
costumes and dark complexions, were a “nat-
ural” for the Negio dancers

One Sergeant Simms, “formerly an officer
in the 6th Mass Regiment,” organized this
*“Grand Military Pageant Presenting an Army
of Clog Dancers in an entirely New Kaleido-
scope Phase, conceived and arranged by Wm
Welch ” Holcomb, the famous clog dancer,
Anderson and Kersands, the famous “Bones”
and “Tambo” team, and Banks the comedian
are among the top-notch Negro performers
listed as The Dancing Zouaves The program
descriptive outline offers “A Dress Parade of
African Zouaves B Grand Dnll C Light-
ning Bayonet Exercice D Sergt Simms and
Musket Clog Tournament terminating with
the following Battlefield Pictures 1 Awaiting
the Attack 2 Skirmishing 3 The Defence
4 The Rally by Fours 5 The Charge 6 The
Dying Zouave ” There 1s no clue to the music,
but one can 1magine the “Military Potpourn”
which was pieced together Sergeant Simms
was still prospering more than a decade later,
for he played New York with his “original
novelty by his twelve Iittle Indian boys from
the Bahamas Life on the Tented Field ” This
was a new version of his old Zouave drill, and
the program states that “this novelty was
especially engaged for the World’s Fair, and
brought from the Bahamas in charge of Ser-
geant Simms ” With or without the Sergeant,
the Callender Zouaves became an established
feature, and similar drills were incorporated
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n Callender’s blackface minstrel companies as
well

Occasionally a Negro artist would even gain
some celebrity outside the minstrel field Such
a notable figure was Horace (or Howard)
Weston He was born a free Yankee Negro in
Derby, Connecticut, in 1825 His father was
Jube Weston, teacher of music and dancing
It would be interesting to know more of the
history of a Negro music and dancing master
in a small New England community such as
this In 1855, Horace, who continued his
father’s métier of music and dancing teacher,
took up the banjo, which had become a great
popular nstrument His professional career
was interrupted by service in the Civil War
He resumed 1t by appearing 1n blackface min-
strel companies and subsequently went to
England with the Georgia Colored Minstrels
in 1867 On his return to America he worked
for Barnum, then played at Baur’s Saloon,
Robinson’s Hall, and continued teaching For
three seasons, from 1876 to 1878, he played on
the showboat Plymouth Rock for Jarrett and
Palmer, late in 1878 he went to England with
their Uncle Tom company and scored an enor-
mous hit He then made what at any time, by
any artist, would have been considered®an ex-
ceptional tour—Berlin, Breslau, Vienna, Ham-
burg, then a tour of France, and back to Amer-
ica for coast-to-coast appearances He also
toured with the two 1mportant Negro minstrel
shows, Haverly’s and Callehder’s His obit-
uary 1n the New York Clipper for June 7,
1890, presents him as one of the most esteemed
performers of his period

Kersands, Weston, the Hunn brothers, and
some few others were actually the only Ne-
groes on the stage who had steady employ-
ment, even they were more or less compelled
to comply with the stereotypes Their musical
repertorre consisted increasingly of the sen-
timental ballad budget and music-hall jigs
typical of all minstrel shows; the Negro ele-
ment remamed primarily n the rhythmc
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Lop: Negro Minstrel. Ca. 1890.
Bottom: Horace Weston. Ca. 1855.

treatment of this material, the “intangibles
of performance,” and a phenomenal virtu-
osity in “trick” dances. William Allen’s Ped-
estal Clog was danced on a surface fifteen
inches square and four feet high; stunt danc-
ing on a peck measure or a square of glass .
one inch thick was commonplace. Generally,
Negro dancers and musicians had a better
chance for artistic integrity in the music halls.

Negro iconography is scant in contrast to
the vast body of “blackface” material. The
pictures have a vitality which inspires and
confounds. Possibly it is because those people
who achieved the professional stature to war-
rant such records knew that theirs was an
almost unique achievement, a tribute grudg-
ingly accorded by that hostile world, wherein
a Negro minstrel company’s manager was
described in the publicity as “white, of
course.” (Italics mine.)

Even as the Negro performer was at the
threshold of his first great “period” theatri-
cally, which might be generally characterized
as the Williams and Walker era, concerted
efforts were made to place every difficulty
athwart his path. With historical persistence
anti-minority action was used as a mask for
unrelated grievances. Thus a clipping from
the Sun, July 22, 1894, under the title “Some
Negro Actors,” offers the following documen-
lary evidence:

At a rehearsal during the last week of 1492
before it closed for its summer vacation, Herman
Perlet, the musical director, threw down his baton
and refused to direct the orchestra for a Negro
boy whom Manager Rice had engaged to do a
dancing specialty.

Mr. Perlet did not draw the color line exactly,
but when the darky walked down to the foot-
lights and said, “Say, cull, you’ll have to play dat
faster if you wants dis coon to dance,” the indig-
nity of “being called down by a nigger” was too
much for the leader’s pride. He left the director’s
chair and turned in his notice to Mr. Rice. The
manager tried to persuade him to reconsider, but
the leader was obdurate and insisted on his resig-



nation being accepted at the end of the week
Rice himself got into the leader’s chair and con-
ducted the remainder of the rehearsal after a
fashion. . . .

The action of Musical Director Perlet in re-
fusing to direct for the Negro dancer cannot be
regarded entirely as a case of prejudice on his
part, because 1t has been ascertained that he and
Rice had been at loggerheads for a long time,
owing to the fact Rice would never give him
credit on the program for having written nearly
all of the musical numbers for 1492 But 1n ob-
jecting to the Negro dancer he showed that he
had hit upon a pretext that would win him pop-
ular approval And it did in the theatrical pro-
fession

It 1s a famihiar pattern The next item, too,
has many facsimiles

Last week a mulatto man was singing on a
roof garden mn this aty, billed as “Koo 1-baba,
the Hindoo baritone ” He did not sing well from
a legitimate vocal standpoint, nor did he sing
badly He would have been regarded by an un
prejudiced manager as having a good chorus
vorce Yct the manager of the roof garden assured
the reporter that 1t would never have done to hill
him under the name of Johneon or Jackson
There was such a prejudice, he said, agamst
“mggers” that unless he could be advertised as a
Hindoo or some other dusky foreigner 1t would
bust up his show A notable fact was that the
colored man was the only person on the program
who made any serious vocal efforts

It was a rather sad commentary upon the
artistic standard of the roof garden entertain-
ments that the only refined singing permitted was
that of the Negro, and whereas the manager was
willing to employ his talents, he was unwilling
to give him credit for being what he really was—
an Afro-American

What then can bc the fate of the aspiring
Negro singer, reciter, or actor i the face of such
prejudice among people who began fighting
thirty-three years ago to sct him free and put him
upon an equality with the whites of the South?
The theatrical manager can with honesty main-
tain an indifference 1n regard to the social status
of the colored man, because all the manager has
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to deal with 1s sure-thing cards, and he knows
from former experience that the unadulterated
Negro performer drives patrons away from his
house He refuses him upon no other grounds

It 18 curious that this last paragraph was
written just at the point when the public was
shortly to applaud all-Negro shows It may be
that there was the usual fear of sharing the
theatrical circuit with additional companies,
on the part of the white performers, and so
it was expedient to dispense with minority
competition, which was unorganized and 1n-
articulate, on the ground that the pubhic didn’t
want 1t anyway Yet a certain public demand
must have prompted some venturesome man-
ager to follow in the wake of Callender and
Haverly with a Negro company recruited as
follows, mn a further report by the Sun re-
porter

That there 1s no lack of Negro talent was re-
cently demonstrated by a wecll-known munstrel
manager, who intends this season to take out a
company composed of half Negro and half white
minstrels He advertised 1n the dramatic weeklies
for forty colored persons who could either sing,
dance, play the banjo and bones, or tell a funny
story They were to call on Twenty second Street
near Broadway at 10 A M

At the hour named Twenty second Street was
jammed with colored persons waiting to display
their various talents to the manager It was esti-
mated that at least 2,000 had congregated, for
many left before the 1,012 first comers had reg-
istered their names and addresses with the man-
ager

Several hotels and barbershops thought that
their employees had all gone on strike when they
rushed out at 10 o’clock to register their names
and addresses with the minstrel manager

But this manager 1s shrewd enough to know
that he cannot get fifty white men to work with
thirty colored men on the stage, so he 1s to have
practically two entirely separate shows The first
show will consist of the real Negroes in “min-
strelsy as 1t was,” and the second show upon the
same stage the same evening, will have the burnt-
cork whites 1n “minstrelsy as 1t 18” Each show
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will have 1ts own stage manager, and every effort
will be made to keep the colored and white actors
separate 1n hotels and traveling, to avoid trouble
that has hitherto attended every attempt to work
them together.

In the last minstrel troupe of real darkies
which went over the country the end men
sisted on corking up as black as possible over
their naturally dark skin, because, as they said,
the public had gotten used to seeing the Negro
minstrel as he 1s depicted by the whites and when
the genuine article came along the public was a
little disappointed to find that he was not so black
as he was painted

It was for the same reason that a similar
ludicrous event happened at Saratoga several
seasons ago The guests of one of the fashionable
hotels had all purchased tickets one evening and
were assembled 1n the large dining rooms await-
ing with curiosity a performance to be given by
the Negro waiters When the folding doors were
opened they beheld a semicircle of persons of a
umform blackened visage The Negroes had all
corked up in mmitation of their white imitators

Our anonymous reporter, who certainly had
an exceptionally sincere and intelligent -
terest in the whole problem, went to interview
T Thomas Fortune, Negro editor of the Afro-
American organ New York Age, who told him
hopefully*

I believe that within fifteen years the leading
comedians, dancers, and musicians of the day will
include many Afro Americans The colored man
1s a natural born humorist, musician, and dancer,
and when the prejudice against him which 1s now
moderating shall have been entirely or nearly
wiped out, you will find him occupying promment
places upon the amusement stage The picka-
ninny band in Old Kentucky, composed entirely
of colored boys, made a it Sam T Jack’s creoles
have raised the standard one notch higher than
the minstrel show

Mr Fortune’s hopes for Negro employment
within the next number of years were to a
certain degree fulfilled But the larger 1ssue
of the racial stereotype was far from resolved
Since the opportunity for hteral, literary pres-
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entation was not afforded, nor any representa-
tion of Negro humor save the “unconscious”
humor of an outsider having difficulty with an
alien tongue (and how many thousands of
blackface dialogue “sermons” there were'),
1t was only 1n the field of music and dance that
the Negro might really leave an impress An
nteresting note on the way in which the re-
strictions of the stereotype finally helped kill
off the minstrel show 1tself was sounded 1n an
interview by Lew Dockstader 1n 1902, when he
told a Sun reporter that the Negro had so ad-
vanced that the dialects and matenial for the
old-fashioned take-offs were already lacking,
and so the “Negro character” was being n-
vahidated, bringing to a close one phase of
Negro contribution to the American stage The
clichés and stereotypes persisted, of course, to
this day, even among Negro performers Yet
during the latter days of the minstrel shows
and the transition period of the nineties, when
Negro dance and music 1n the theater seemed
to be losing their 1dentity, the real Negro art
kept alive and re-enteted through another
channel—the social dance—as well as through
a medium which we might call a type of highly
speciahized social entertainment

We have seen that the Negro as entertainer
and musician was long welcome in saloons
and dance halls, even when the theateis were
difficult for him to attain This was equally
true of bawdyhouses And in such milieus,
where there was no interest i 1nposing ex-
traneous artistic standards, the Negro mu-
sician was empowered to create and perfect
his own art In dance halls and barrooms of
New Orleans, St Lows, Chicago, and the
Barbary Coast small Negro orchestras, now
with a full complement of instruments, further
developed that music which was to sweep the
world Syncopated offbeats, which had been
known to Western musicians for centuries, be-
came a particular earmark associated almost
exclusively with Afro-American music The
sense of timing and rhythmic “breaks” were



equally a part of the dance. A great exhibition
dance, the cakewalk, was also developed, with
such superb theatrical potentialities that it
served as a Negro re-entry permit to the stage.
In the declining days of minstrelsy it was in-
corporated in finale “walk-arounds,” an au-
thentic American note at a period when im-
ported operetta and extravaganza were eclips-
ing most of our indigenous theatrical forms.

Although handled with the bad taste of a
supercolossal raree show, Black America, pre-
sented in 1894 by Buffalo Bill’s impresario,
Nate Salsbury, was a first effort to make some
presentation of the Negro as a person. Sals-
bury, a kindly man, who had offered such
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exotics as Pawnee Indians to the public, felt
warranted in presenting the Negro in what
was considered his native habitat—a planta-
tion village. Large acreage, such as Ambrose
Park in Brooklyn or the Huntington Avenue
grounds in Boston, were made the site of a
“Negro village,” in which cabins and general
living quarters were set up, with preacher
and meetinghouse, mules, washtubs and hay
wagons included, so that visitors might have
occasion to see “the unconscious humor of
darkies” (publicity release). Salsbury had
gathered a choir of five hundred untrained
voices, belonging, as a Boston newspaper
touchingly explained, “to black men, women,

HomeTown Jazz Band. Ca. 191

61



JUBA

and children, who themselves are devoid of
culture.” According to the Illustrated Amer:-
can. “They were recruited among the farm
and mill hands of Georgia, Alabama, and
Florida, with a view to securing perfect Negro
types, rather than theatrical or musical talent
They arrived in New York ten days previous
to the opening of the show, when a Negro
minstrel stage manager took them in hand,
and, building upon a foundation of born
imitative aptitude, taught each what he or she
was expected to do ”

The spectacle 1tself had a brief introduction
of “African tribal episodes and war dance,”
followed by interludes of song and dance, in-
cluding a grand cakewalk contest In every
review 1t is immedately apparent that no au-
dience was able to resist the beauty of Negro
music. Agamn and agam there 1s the same
amazement at the beauty and technical ability
of these untrained singers Perhaps this ad-
miration wrested from general audiences, 1n
contrast to the select concert public of the
Fisk Jubilee Singers, made this venture some-
thing of a triumph 1n spite of all the tawdry
antics which were attendant upon 1t

As the survey of Negro minstrelsy closes it
might be well to recapitulate the outstanding
companies, which were managed nvariably
by white impresarios. Charles Callender’s
troupe, later combmed with Haverly’s, was
variously known as Callender’s Georgia Min-
strels, Callender’s Consolhidated Colored Min-
strels, Callender’s Consolidated Colored Spec-
tacular Minstrels, and Callender’s Monster
Mmstrel Festival, Haverly’s Mastodon Genu-
me Colored Minstrels, Hicks and Sawyer’s
Consolidated Colored Minstrels, Lew John-
son’s Georgia Minstrels, the Great Nonpareil
Colored Troupe, Sprague’s Original Minstrels,
and Yarber’s Colored Minstrels were among
the more active companies, Billy Kersands was
the only Negro who at any time seems to have
conducted an extensive tour with his own com-
pany, although usually he was starred by Cal-
lender or Haverly Among the notable Negro
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artists were Kersands and his son, an amazing
dancer billed as the Infant Kersands, Billy
Banks, the Hunn Brothers, the Hyers Sisters,
Joseph Holcomb, the pedestal clog dancer,
Billy Wilson, Wilham Goss, and many other
fine performers, the fraction who represented
their people

In 1897 a brilhant period for Negro enter-
tainment, lasting something more than a brief
decade, was mnaugurated It produced musical
comedies or extravaganzas which assembled
the talents of Will Marion Cook, Ernest
Hogan, Will Vedry, Paul Laurence Dunbar,
Aida Walker, Jesse Shipp, Bob Cole, and
many others The bright particular stars were
the famous team of Williams and Walker

The titles of many of these shows—Sene-
gambian Carnwal, A Trip to Coontown, The
Sons of Ham, In Dahomey, The Smart Set,
In Bandanna Land, Abyssima, Shoofly Reg-
ment, Rufus Rastus—have a close relation-
ship to the minstrel-show stereotype, and the
comedians wore the burnt cork and enormous
pamted mouth which were de rigeur for Negro
comics But the music and dances were un-
fettered by past conventions, and the raw ele-
ments of twentieth-century popular music ac-
quired a style which would supersede the
schottisches, waltzes, and cotillions of the
nineteenth

The transition did not come at the turn of
the century, but with the First World War It
was a Negro composer, Ford Dabney, working
with Vernon and Irene Castle, who set a gen-
eral pattern both for social dance and the-
atrical forms In 1ts purest form hot music 1s
essentially for listening The great soloists of
)azz, the improvisations of the jam session,
demanded as much concentrated attention as
any other piece of chamber music Dabney, as
accompanist, composer, and collaborator with
the Castles, was imtiator and popularizer of a
new dance music.

Ford Dabney came to New York in 1900
with James Reese Europe, the noted band
leader, to appear at the Ziegfeld Roof From



1904 to 1907 he was official pramst to the
President of Haitx He knew at first hand the
unusual rhythms of the tambours, and of heel
beats against smooth earth He listened to and
remembered African ceremonial melodaes,
many of which the Haitians had preserved
unchanged On his return to New York he
became one of that talented group of Negro
musicians known as the Clef Club In 1913 he
met the Castles and worked with them until
Vernon’s untimely death He was the alchemst
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who fused the divers jazz elements mnto a popu-
lar style

Master Juba had 1mposed the Negro tradi-
tion on tap dancing Ford Dabney, with his
musical Rang Tang, consolidated Negro trad:-
tions theatrically as he had done socially
Negro music and dance, which had a virtu-
osity supported by native vitahty, making
them difficult to adapt, were finally integrated
n the complete panorama of American music
and dance
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THE BLACK CROOK AND
THE WHITE FAWN

NEw York was a large and sprawling me-
tropolis 1n the year of 1866 A severe civil
war had been fought, hundreds of thousands
of lives had been lost through death, disloca-
tion, or economic waste A whole section of
the country had been bled white, but New
York was filled with the rich and poor to
whom the war had meant too little Money was
flowing freely- the debacle was yet ahead It
1s at times such as these that the full outpour-
ing of the musical-dancing branch of the
theater comes to 1ts highest point 1n terms of
lavishness and splendor The pubhc 1s de-
Lighted to pay the high prices such vast as-
semblages of talent, tons of gorgeous scenery,
cartloads of sequined costumes, dozens of
divas, and hundreds of coryphees require

The most elaborate of all nmineteenth-cen-
tuty musicals 1n America, and certainly the
most enduring from the point of run (forty
years 1n various forms with added “embellish-
ments” which that age required) 1s The Black
Crook Thanks to the enormous publicity 1t
recerved eighty years ago and the handsome
Hoboken revival nineteen years ago, this 1s
one musical of which even untutored audiences
have heard

Its history was a curious one and 1t owed
its enormous success largely to accident and

BY GEORGE FREEDLEY

comcidence Jarrett and Palmer, well-known
theatrical managers, had imported from Eu-
rope a great deal of scenery which would
perform tricks to dazcle the audience as well
as a certain number of well-known artistes
for a production of La Biche au Bous. The
contracts had been signed and the scenery com-
missioned during the season of 1865-66 with
the intention of launching it at the Academy
of Music on East Fourteenth Street, then the
center of the Rialto On the might of May 21,
however, immediately following the perform-
ance of the opera La Juive, a fire broke out
which very nearly trapped some of the the-
ater’s employees who were still in the build-
ing By one-thirty A M the entire interior of
this handsome and popular opera house was
destroyed It was too late for Jarrett and
Palmer to cancel their production, but they
had no playhouse m which to house 1t and 1t
would take months to reconstruct their burned-
out theater It was then that the 1dea of selling
the scenery and the contracts of the dancers to
William Wheatley, proprietor of the famous
Niblo’s Garden, occurred to them

Wheatley had 1n his possession a completely
ridiculous melodrama by Charles M Barras,
known as The Black Crook “Surely,” he
thought, “if I use this as a framework for the
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ballet-pantomime for which I have the scen-
ery, I'll have a piece that will certainly arouse
curiosity.” So he set to work to remodel the
backstage space at Niblo’s. This was a tre-
mendous task which was extremely expensive
The New York Tumes for September 3, 1866,
stated

NIBLO’S GARDEN—MR WHEATLEY announces
that he has deferred the reopening of his theater
unt1l the 10th inst The wonderful changes behind
the foothights render this a necessity Such a
stage as he has built was never seen before mn
this country Every board shides on grooves and
can be taken up, pushed down or slid out at will
The entire stage may be taken away, traps can
be introduced at any part at any time, and the
great depth of the cellar below renders the sink
ing of entire scenes a matter of simple machinery
Very much has been written about the new piece
by BArras, which Mr whEATLFY will produce
next Monday, but generally in proportion to their
positiveness has been the erroneousness of their
statements The Black Crook 1s not a piece whose
success 1n Paris has been the talk of the salons,
nor 1s 1t a piece whose previous production any-
where justified Mr WHEATLFY In anticipating a
long run and great profit here It 15 simply an
entirely new and original play written by Mr
BARRAS, of whom Mr WHEATLEY has purchased
the night to produce 1t In it he will introduce
certain starthing transformations and elegant
scenes with brilliant effects, purchased by the
Messrs JARRLTT AND PALMER across the water,
also the ballet troupe whose premiere danseuse 1s
bewitchingly beautiful and exceedingly graceful
In consequence of the immensity of labor re-
quired for the perfection of the transformation
and the incantation scenes, the opening night has
been adjourned from this until next Monday eve
ning The final scene n the third act, represent-
ing a coral grotto, introduces a new feature mn
scenic painting, the designs being raised and em-
bossed on the canvas This scene ntroduces the
Costa ballet troupe ¢ H MORTON, F B HOLMFS,
G C BONIFACEH, ROSE MORTON (a London importa-
tion), Mr BLAISDELL, MARY WELLS, G ATKINS
(from London), and ANNIE KEMP (late of Lon-
don) are 1n the cast of the new piece To give
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our readers some 1dea of what 1t will cost to bring
out this piece we will enumerate a few items
Digging cellar and alteration in stage, $5,000,
labor of fifty men $6,400, machinery, properties,
scenery, dresses, etc, purchased i London,
$3,000, transportation, amounting to 110 tons,
$500, properties, wardrobes, etc, purchased
here, $1,000, scenery and salaries of artists,
$3,000 Be<ides this, there 1s the advance money
to artists brought from Europe, transportation
and salaries since they landed here, amounting
to over $7,000, making a total outlay of over
$25,000 before the piece 1s performed The con-
fidence evinced by Mr WHFATLEY 1n this attrac-
tion would seem to guarantee to the public an
entertainment as absolute as it certainly will be
novel

Was 1t any wonder that New York was ex-
cited? It was rumored that the chorus girls and
dancers were to be nearly nude Such ladies as
were willing to nisk something of their repu-
tation to view this edifying spectacle wore
long veils to conceal their 1dentity That the
naked faces of their escorts gave some clue as
to who they were doesn’t seem to have oc-
curred to them when they assembled on the
hot might of September 12 at Niblo’s

The bill announcing the opening had this to
say about the ballet

THE BLACK CROOK

the <ole night of which production has been pur-
chased by Mr Wheatley, for New York and its
vicinity Mr Wheatley 1s ikewise happy in hav-
ng entered 1nto arrangements with Messrs Jar
rett & Palmer for the introduction of their
GREAT PARISIENNE BALLET TROUPE

under the direction of the famed Maitre de
Ballet, sicNorR paviD costA (from the Grand
Opera, Paris)

PREMIER DANSEURS ASSOLUTE

MLLE MARIE BONFANTI, from the Grand Opera,
Paris and Covent Garden Theatre, London

MLLE RITA SANGALLI, from the Grand Opera,
Berlin, and Her Majesty’s Theatre, London

Therr first appearance in America



FIRST PREMIER AND SOLOIST

MLLE. BETTY REGAL, from the Grand Opera,
Paris.

Her first appearance in America.

SECOND PREMIERS AND SOLOISTS
Mlle. Giovanna Mazzeri,
“  Amele Zucceoli,
Lusardi, Eugenie Zuccoli,
Marie Duclos, Helene Duclos,
from Berlin, Milan, Paris, and London.

Mlle. Louise Mazzeri,
“  Giuseppi,

“ “

“ “

CORYPHEES
3
Mile. E. Regal, Mlle. Gabrielle,
“  Amande, * Irban,
“ Nathalie, “  Marie,
“  Doche, “  Helene,
“ Lacroix, “  Delval,
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“  Portois, “  Bertha,

*“  Chereri, “ L. Portois,

“  Artois, “  Centbertrand
“  Elise, “ H. Delval,

“  Duval, “  Paulina,

from Paris, London, and Berlin.

Their first appearances in America
and

FIFTY AUXILIARY LADIES

selected from the principal theatres of London,
and America.

What makes The Black Crook of interest to us,
of course, is this celebrated ballet under the
direction (:f David Costa.

The description of the opening night which
appeared in the celebrated Tribune of New

The Black Crook. Lithograph. 1865.
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Sheet music cover of The Black Crook waltzes. The central figure is Marie Bonfanti.




York has frequently been quoted and must
be farmhar to some through Odell’s great
Annals of the New York Stage, but for the
purposes of this collection of contemporary
accounts, 1t will bear repeating once more

Monday, September 17, 1866 THE BLACK
CROOK AT NIBLO’S GARDEN Niblo’s Garden
opened 1n a literal blaze of glory on Wednesday
evening The audience assembled on that oc-
casion was so large that 1t filled the house 1n
every part, overflowed into the lobbies and 1n
the shape of frequent and large detachments,
extended to the street and pervaded the neigh-
borhood Great enthusiasm prevailed hefore the
curtain and great excitement behind it A hvelier
«cene than was thus presented could not well be
mmagined The Black Crook was played by easy
stages from 7% o’clock until 1Y4 Most of the
auditors remained until the gorgeous end Hopes
were entertained at one time that the perform-
ance would last until the merry brcakfast bell
should “Wake the snorting (sic) citizens” But
these proved fallacious By dint of great effort
on the part of Mr Wheatley and the mcchanies,
The Black Crook was at length played through,
and a patient multitude, dazed and delightdd,
went to brief dreams of fairyland It takes time
to digest so much radiance, and wc have not,
therefore, been i haste to deseribe this ex
traordinary drama Having <wallowed thc ran-
bows, however, 1t 15 now our very pleasant duty
to say that they are very good to take The
scenery 15 magnificent, the ballet 15 beautiful,
the drama 1s—rubbich There 15 always a bitter
drop 1n the sweetest cup, a fly in the richest ot
ment Mr Barras’ drama 15 the bitter drop and
the superfluous fly in this instance Several very
fine names are appled to The Black Crook 1n the
bill of the play It 1s called “grand,” “romanti,”
“magcal,” “spectacular,” and “original ” To ap-
proach such a production i any other than a
spirit of reverential awe, 1s, perhaps, to fail mm
proper respect for genius Mr Barras 15 under
stood to have devoted several of the ripest years
of s scholastic life to this stupendous drama
Awe 1s a spirit that cannot be summoned as easily
as Zamiel Besides, we have read Lord Byron’s
Manfred and Goethe’s Faust, and Hoffman’s
stories, and even Mr Reynold’s Romance of
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Secret Tribunals Then, too, we have seen so
many spectacles, in which the fairies war on the
demons, and conquer for love’s sake and in the
holy name of virtue! Mr Barras, an old reader
and an old actor, has picked up a great many
Iiterary and theatrical properties, 1n his time, and
they have been more or less useful to him, we
dare say, but we must remember that the fields
of hterature are open to all gleaners, and hence
that plenty of people will infallibly recognize Mr
Barras’ properties To call The Black Crook
“original” 1s merely to trifle with intelhigence
Herein, for example, we encounter our venerable
and decrepit friend, the Alchymist, who wants
to live forever, and 1s perfectly willing to give
not only his own soul to the Devil, but also every
other soul he can possibly send to Avernus Here,
too, 1s the humble youth, torn from his peasant
maid and shut up n the “lowest Cell,” ha'! ha' by
the Baron, cruel and bold And then the Fiend’s
mimster The Alchymist, surnamed “The Black
Crook,” 15 on hand to relcase him and send him
on the road to avarice, vengeance, and perdition
Here are the old manonal or baromal servitors,
the red nosed steward and the high-capped dame,
and along with them comes the arch and piguant
Iittle village maid, who sings a song, and smiles,
and shows her pretty ankles to the sheepish
swamns There are the fanes, too, and demons,
and in the upshot, of course, the former con
quers the latter, and the parted lovers are jomned
in happiness, and the Baron bold 1s run through
his bold bosy, and the Fiend 15 cheated of his
prey, and the Black Cirook 1s removed through a
dreadful hole 1n the earth, to a region of great
heat and many dragons And that Mr Barras
calls an original drama' For the construction of
it, we can only say that the hterary matenals,
stage business, etc , appcar to have been put into
an intellectual bag and wvigorously <haken up
together And there we leave the high dramatic
theme There was, in fact, no pretense of a
drama 1n this instance, or, if there was, almost
any old spectacle would have becn preferable to
The Black Crook All that was needed was a
medium for the presentation of several gorgeous
scenes, and a large number of female legs, and
it was only necessary that the medium should not
be tedious And this brings us to the real merits
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Poster for traveling companies of T'he Black Crook.

of the entertainment that is now nightly ottered
at Niblo’s Garden, and, we presume, will be
nightly offered there for many weeks to come.
Some of the most perfect and admirable pieces of
scenery that have ever been exhibited upon the
stage are employed in the exhibition of this piece.
The best one, we think, from an artistic point of
view, is that which closes the second act. A vast
grotto is herein presented, extending into an
almost measureless perspective. Stalactites de-
scend from the arched roof. A tranquil and lovely
lake reflects the golden glories that span it like
a vast sky. In every direction one sees the bright
sheen or the dull richness of massy gold. Beauti-
ful fairies, too, are herein assembled—the sprites
of the ballet, who make the scene luxuriant with
their beauty. There is not so much stormy power
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in this scene as there is in Mr. R. Smith’s Der
Freischutz combination of horrors, which closes
the first act; but it is a successful work in a
higher region of art. Both these scenes will bear
study. They are not common efforts. They evince
rare poetic sensibility and even imagination.
Everybody ought to see them. The last scene in
the play, however, will dazzle and impress to an
even greater degree, by its lavish richness and
barbaric splendor. All that gold, silver, and gems
and lights and women’s beauty can contribute to
fascinate the eye and charm the senses is gath-
ered up in this gorgeous spectacle. ITts luster
grows as we gaze, and deepens and widens, till
the effect is almost painful. One by one, curtains
of mist ascend and drift away. Silver couches, on
which the fairies loll in negligent grace, ascend



and descend amid a silver whirl. From the clouds
droop gilded chariots and the white forms of
angels. It is a very beautiful pageant. The broth-
ers Drew of London devised this scene and they
certainly merit great praise. Among the lesser
scenes, two bits of painting are especially re-
markable; one is “A Wild Pass in the Hartz
Mountains,” painted by Mr. D. A. Strong; the
other is Mr. Hayes's “Valley at the Foot of the
Hartz Mountain.” But all the scenes are excel-
lent; and though we cannot say that anything
has been done for the dramatic art, by the pro-
duction of The Black Crook, we heartily testify

«

NigrLo#

Poster tor a revival ot
The Black Crook.

BLACK vanvvun anwe wassu sawin

that Scenic Art has never, within our knowledge,
been so amply and splendidly exemplified. In re-
spect to the Ballet, it is the most complete troupe
of the kind that has been seen in this country. To
discriminate between the dancers would be as dif-
ficult as to distinguish one rose from another
amid a wilderness of roses. But if either be more
fascinating than another, it is Mlle. Rigl. The
greater share of applause on Wednesday, fell to
the lot of Mlle. Sangalli. Marie Bonfanti, too,
was welcomed with cordial enthusiasm. We have
not space to descant upon the beauties that were
so liberally revealed on the occasion-—nor is there

"
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need. The town will take care to see for itself
what treasures of grace Messrs, Jarrett & Palmer
have lured from the opera houses of Europe. Mr.
Costa, however, is to be especially congratulated
on his directorship of the Ballet. There was little
acting in the spectacle to detain the critical pen.
Mr. Burnett and Miss Wells mainly contributed
what there w Miss Milly Cavendish, one of
the new players, made a very pleasing impres-
sion, and is unquestionably destined to achieve a
high position among the “chamber-maids™ of the
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local stage. The Black Crook will be condensed
as its runs proceed and thus will pass off more
rapidly and pleasantly. The theatre wears a very
bright and cheerful aspect and Mr. Wheatley
com-(sic) his fall season “with earnest of suc-
cess.”

This and the other accounts of the famous
first night which lasted all but indefinitely
must rouse memories from those who used to
see the “openings” of Florenz Ziegfeld’s Fol-

Josephine Invernezzi.



lies out of town when he dress-rehearsed into
the small hours of morning in front of an
audience on the long-suffering road. Those
who journeyed to the Hoboken revival of The
Black Crook * in 1929 and lived to tell the tale
will horrify you with its one-thirty A.mM. cur-
tain if you barely mention it. Christopher
Morley, Cleon Throckmorton, and Harry
Wagstaff Gribble made every effort to repro-
duce the great musical spectacle of the sixties
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and succeeded even beyond their fondest
dreams in this respect at least. Persons present
at the original opening were invited back, per-
haps to repeat their previous experiment, and
to drink Hoboken’s beer in the darkest days of
prohibition. Veils were no longer necessary
for the ladies but few of them felt up to the
trip across the Hudson.

Four days earlier than the Tribune, The
New York Times, which still prides itself on

Cherabelli,
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Electrotype cut of The W hite Fawn- The Enchanted Lake Scene.

who frequently refers to himself as Tecum-
seh), carried a glowing account of the fabu-
lous opening.

NIBLO’S GARDEN-—Mr. WHEATLEY opened his
beautiful theatre last night after a prolonged
recess, during which the house has been cleaned,
redecorated, regilded, and put in apple-pic order.
A new stage, of the most modern and approved
construction, has been made at great expense,
and a vast amount of new scenery procured. The
house was densely packed with a critical and ap-
preciative audience, additional interest being im-
parted to the opening with the announcement of
a new and original spectacular drama entitled

The Black Crook.
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Hertzog (Mr. MORTON), a detormed and ill-
natured, but very learned, man, grows desperate
in spirit, makes a compact with Zamiel or Satan,
by which he agrees to win over to perdition one
soul for cach year of life to be granted to him,
the account to be settled on the last day of the
year, before the clock strikes midnight. The lover-
hero, Rodolphe, is enamored of Amina; he is a
poor painter— she a rural beauty. Count Wolfen-
stein sces her, and by force of feudal power takes
her for himself, locking her lover in a dungeon.
The Black Crook in search of a soul for his next
New Year, visits Rodolphe, tells him of a cave of
gold in the forest, also that his love Amina is
noble, and induces him to go in search of the
treasure. On the way Rodolphe sees a dove pur-
sued by a serpent, kills the reptile and saves the



bird, who proves to be the Fairy Queen Stalacta
She exposes Hertzog’s trick, and assists Ro-
dolphe The reader will now readily see that the
Count 15 slain, Amina rescued and married to
Rodolphe, and the Black Crook (Hertzog) him-
self very justly sent to the Devil, instead of send
ng the gay young lover

The house was fairly packed with a mass of
humanity, exceeding the crush at any time, even
in that house of crushes The first act 1s trashy,
but affords ample scope for fine spectacular dis-
play, and introduces the English and French
Ballet troupes, who were received with enthusi-
asm Mlle BONFANTI, the premiere danseuse
(s1c), 1s as light as a feather, and exceedingly
graceful She, with Mlle sanNcaLLi and Mille
RIGL, was encored twice during the Pas de Fleurs
‘The Pas de Sabot 1s also a charming arrange-
ment, 1n which Mlle Rrost pELVAL received the
well-merited applause of the house Miss mMiLLY
cAvFNDISH (Carline) was encored 1n her song
of “The Naughty Men” The act closed with a
grand incantation <cene laid 1n a wild glen, whose
weird and unholy look was quite apropos to the
devilish business there enacted The curtain went
down on the second act at 10 45 o’clock The
features of this act were the dances held 1n the
gorgeous grotto of Stalacta Mlle sancaLit and
the full ballet appeared in the Pas de Nawad,
after which came the ballct suceess of the might,
the witching Pas de Demons, m which the
demons, who wear no clothes to speak of, so
gracefully and prettily disported as to draw forth
thunders of applause No similar exhibition has
been made on an American stage that we re
member, certainly none where such a combina-
ton of youth, grace, beauty, and elan was found
The curtain was rung up three times at the close
of this act, 1in compliance with peremptory de
mands of the house The late hour not far from
morning at which The Black Crook closed, pre
vents a further notice of its merits Mr WHEAT
LFY, who has made an actual outlay of not far
from $50,000 1n preparation of the piece, 1s to
be congratulated upon 1ts success It will be
repeated every might, and 1s well worth seeing,
as 1t 1s decidedly the event of this spectacular
age

In those days managers frequently added to
their entertainment so as lo attract repeaters
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as well as new audiences Today producers
frequently trim their shows to provide a lower
operating cost but very rarely expand or add
new attractions Now many people act on the
assumption that the original notices are the
only ones that count There 1s a certain justi-
fication for this, of course, perhaps because
more people pay attention to what the critics
say than they used to do It 1s naturally flat-
tering to the reviewers, but 1t dumps on their
shoulders a terrific financial responsibility
which a mere shrug does not remove Too
often one hears 1t said that the monetary loss
of the producer, the deprivation of jobs to
actors and technical personnel 1s of no con-
cern to the newspaperman termed critic by his
publisher Legally and literally this 1s true,
but for that reason alone 1f for no other, he
must be deaf and blind to the first-night chat-
chat which has a tendency toward damning
a show 1n favor of a wisecrack—bon mots are
not made m this age Or perhaps we don’t
recognize them

At any rate Mr Wheatley did embellish The
Black Crook as the New York Daily Tribune
recorded 1 1ts 1ssue of May 28, 1867

NEW YORK DAILY TRIBUNE
May 28, 1867

NI1BLO’S GARDEN—The Black Crook Renewed

Those who are familiar with the hfe of Dr
Johnson know why the good old gentleman re-
fused to continue his visits to the green room of
his friend David Garrick’s theater He was frank
enough to state the precise reason If men, now-
adays, were as squeamish as the old scholar was,
the ballet at Niblo’s Garden would attract but
small audiences Tastes differ, however, and so
Niblo’s Garden 1s crowded nmightly Last evening
it was packed 1n every part The Black Crook was
presented on this occasion, with a new setting,
and a very alluring spectacle it was New dancers
appeared, nearly all the costumes were new, and
one new scene of <ingular brilhancy was intro-
duced, that, namely, of the ballroom It 1s com-
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posed of three vistas, the central one being an
arch The roof 1s wrought in imitation of fretted
gold On the night are four statue-pillars, and
the same on the left The arch 1s supported by
six four-fold pillars, made of crystal spokes, and
encircled with jeweled bands of gold Statues sup-
porting sconces surrounded each pillar A central
chandelier dispenses light from above The scene
15 full of splendor Of the dances that are danced
hereon we can only speak at risk of exhausting
our stock of adjectives Mr Richard Marston and
Mr Froude, the scenic artist and the machinst,
were called out and suitably applauded for this
fine work of scenic art Some delay was made
1n the course of the fourth act, which the stage
manager, Mr Vincent, explained by a mirthful
trutzsm to the effect that the ladies of the ballet
“were not dressed,” but the patience of the au-
dience was finally rewarded by a gorgeous spec
tacle The masquerade scene contained many
novelties, of a fanaful and comic character A
balloon and man was one The final “transforma-
tion scene” has been revamped and made even
more effective than before Of the play—The
Black Crook, that 1~—ttle remains, but that
Iittle 1s amply sufficient Mr Burnett and Miss
Mary Wells are still in the cast, and still remind
us that the art of acting has not wholly departed
from Niblo’s Garden We cannot here speak on
the new dancers, for lack of time and space—
and perhaps that 15 as well The old favorites,
Bonfant, Sangelli, and Regal, still wear their
laurels, notwithstanding the corps de ballet has
been strongly reinforced Mr Dodworth contrib
uted last evening largely to the enjoyment of the
audience by his appropriate and plcasing music
The performance terminated at a late hour, but
the spectators remamned, patient and apparently
delighted, till the fall of the final curtain

Five months later The New York Times for
October 22 was speaking of further additions
which pleased them enormously

Some cheerful additions were made to The
Black Crook last evening This spectacle which,
like the Summer rose, 1s refreshed by every dew
that touches 1t, while the dew 1itself, though it
glistens but a moment and disappears, 1s never
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missed, receives new scenes and new people, and
absorbs them or casts them off for others with-
out a fluctuation 1n attractiveness or popularity
Mlle BiLLON, who danced for the first time 1n
the ballet of the ballroom last mght, 1s 1nex
pressibly airy Her bounds are marvelous, and
have a grace which 1s beyond the mere gymnastic
merit which secured her the applause of the
crowd She 1s the most formidable rival Mlle
BONFANTI has yet had, and 1s one of the easiest
dancers now m this City, which 15 so well
supplicd with terpsichorean marvels M van
HAMME, who dances with Mlle BILLON, resembles
a gentleman whom the Ravels introduced here,
and name, face, and style agreeing, we take him
to be the same His peculiarity 1s revolution
Mexico alone can equal M vAN HAMMF 1n the
number and variety of his revolutions The most
entertaining novelty introduced in the spectacle
last evening, howevcr, was the baby ballct—a
march of intricate military evolutions performed
by over a hundred youngsters, varying in height
from 35 to 45 inches Thcse military marches
are growing to be great bores, and only the
precocity of performers makcs the present one
interesting—but 1nteresting 1t certainly 1s The
mfant RAVEL who leads the army and dances the
Pas de Militaire, 1s a wonder for his inches, and
the completeness of the entire performance must
add greatly to the attractiveness of The Black
Crook After this “Ballet” nothing ought to sur
prise us, and 1if next ycar Mssrs PAIMPR &
wHEATLFY would chance to announce that 150
babies of six months old, after undergoing ~ome
peculiar process of forcing, are to appear n an
onriginal piece composed expressly for them by a
brother or sister baby, and that a baby 1s to take
Mr MOLLENHAUER’S baton, and the whole enter
tamnment 15 to be produced under the special
direction of an infant stage manager, there will
be nothing left to do but to believe the advertise-
ment and rush to see the prodigies Although a
first night, there were few “hitches” last evening,
and the children were perfect

The same day the Tribune in the midst of
its admiration of “the bewildering forest of
female legs” was able to review the piece in
this fashion.



NEW FEATURES IN THE BLACK CROOK Just as
it 18 necessary once i a while for the clergy-
man to preach about faith and works, so it 15
necessary once mn a while for the journalist to
write about The Black Crook The famous spec
tacle has become an established feature n the
world of local amusement Borne on the sturdy
and handsome legs of the dancers 1t has traveled
a long ways, and we do not doubt that it will
travel a good deal further yet It 15 now 1n 1ts
second year It has been seen by milhons of per
sons Children cry for it Countrymen coming to
town clamor for it, and will not be comforted
unless they see 1t The rural wisitor, mn fact,
divides his time between Niblo's Garden and
Trimity Church, and he certainly sees a good deal
at both places In respect to the manifold charms
of The Black Crook we have, fortunately, no
occasion to be prolix To enumerate them all
would be to fill this sheet with spangles Its new
beauties, howbeit, ment particular mention We
saw the great pageant last might and thus are
enabled to describe it The piece in general
passed off very smoothly There was, indeed, as
there always 15, a little too much Ballet in the
second act, and there was a painfully long “wait”
between acts second and third This was all that
marred the pleasure of the occasion—and this as
far as the wait 1s concerned 1s not likely to occur
agam As to the dancing—people n general can
scarcely see too much of it Marie Bonfantr’s ad
mirers, in partlcu]ur. never seem to tire of watch
ing and applauding her amazingly agile and de-
hightfully graceful capers She was as cordially
applauded last nmight, and as lavishly <howered
with bouquets, as at the first when her triumph
was fresh And, certamnly, there 1s something
wonderfully vital in her style of dancing She 1s
all alive and she 1s uncommonly fruitful of beau-
tiful poses and winning ways The beautiful pic-
ture that ends the second act-—and certainly, 1t
1s very brilliant —was likewise most heartily ap-
plauded We are glad to notice, also, that Mr
Atkin’s fun did not mss its reward This young
actor has a thankless part,—as who has not, for
that matter, who acts in The Black Crook”—and
he makes the most of 1t by earnest endeavor and
by skillful by-play It was pleasant, also, to see
that so good an actress as Miss Mary Wells was
recognized and applauded amid the sunrise sky
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of gorgeous scenery and the bewildering forest
of female legs But we linger in coming to
Hecuba, and that 1s a fault Hecuba 1s in the
third act Mlle Billon, M Van Hamme, La Petite
Ravel, La Guarde Imperiale—this act introduces
them all Mile Billon made a hit at once She
1s a blonde, 1s pretty, 15 beautifully formed, and
1s one of the most agile and elastic human beings
whom we have ever seen Not being learned in
the technicalities of dancing we cannot speak
critically concerning the lady’s accomplishments
but she charmed everybody by a certamn 1n-
definable dash abandonment, a kind of “brandy-
punchy” volatility, as Dr Holmes might say,
which learning and wit would fail to realize Her
Hunganian dance was the gem of her perform-
ance, and 1t struck us that there was much more
mind 1n 1t than there 1s in dance in general The
M Van Hamme proves to be an old acquaintance
He has been seen here before, and much admired
It 1s he who turns three times 1n the air- -a mani-
festly difficult achievement before ahghting—and
he did so last night amid the enthusiastic plaudits
of the vast multitude The Impenal Guard was a
great success The hittle fellows have been splen-
didly traned and their evolutions, at once skillful
and amusing, won cordial applause, and stimu
lated the audience to exceeding merriment La
Petit Ravel 15, for a four-year old, a wonder
ful chuld His performance was “encored,” and
deserved the comphment The creature could
scarcely manage to carry off lus gun and the
bouquets that were thrown to him In the last act
of the spectacle, great amount of mirth was made
by the mechanical donkcy—and need we say—
the great transformation scene, which 1s as
splendid as ever, was rapturously applauded In
one word, The Black Crook has lost none of its
beauty, but has gammed new ones, and so its new
lease on populanity 1s assured Mr Wheatley,
the manager, who has but lately returned from
Paris was 1n the audience last night This evening
the performance of The Black Crook will be at-
tended, among others, by the Boston Fusillers, in
full uniform, and Gilmore’s Band There will be
a Matinee on Saturday, at one o’clock

The Black Crook finally closed 1n January,
1868 Niblo’s stayed empty only one week
during which the producers readied the stage
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for their own imitation of theit success, The
White Fawn. This play by James Mortimer,
fared little better as a play than its prede-
cessor, but the ballet again was a great hit.
About the dancers the review said:

NEW YORK TIMES
JANUARY 20, 1868
THE WHITE FAWN AT NIBLO’S

*  * »

The best scene, because the most beautiful in
color and the most poetic in sentiment, is
Sachetti’s Enchanted Lake, one of the purest and
most graceful dances that have ever been scen
on the local stage. The comic element in the piece
is supplied by a procession of fishes—which
evinces great skill on the part of the costumers—
and by a pantomime exhibition by the Hemming
Brothers and Amy Bennett from London. The
pantomime troupe, however, has as yet, given no
cvidence of particular cleverness. Better per-
formers of this class have been seen at the Circus,
at Barnum’s, and in the Bowery. The clown is
not to be mentioned in the same day with Mr.
Fox. Of the “Transformation Scene” we must,
of course, reserve description—as the “Bright
Realms of the Dragon-Fly” have not yet been
burst upon the public gaze. As to the Ballet, it
appears to be a very good one, the legs are very
numerous, and some of them are beautiful, and
most of the young ladies are scant of apparel—a
lack, however, which does not scem to occasion
poignant regret, cither in their own gentle bosoms
or in the more rugged breasts of their manly
admirers. Bonfanti, Sohike, and Billon are the
reigning stars. Most of the other lovely innocents

BLACK CROOK AND WHITE FAWN

remain nameless, but blaze in groups of sixteen,
divided according to nationality. Thus the con-
noisseurs of dancing and of feminine beauty may
delight his mighty mind by subtle discrimination
betwixt the German, the English, the Italian, the
Spanish, and the American. France, we believe,
is sternly ruled out of the miscellancous Ballet, in
order to make its descriptive epithet of “Parisian”
more distinctly appropriate. We have no art to
reckon the several outbursts of joy wherewith the
various efforts of the dancing girls have been
greeted by an appreciative public. Enough to say
that the dance went on till it scemed as though
it would never stop and that joy was unconfined.
The Ballet is the main thing; and, as already
intimated, the spectacle of an enlightened popu-
lace worshipping at this gentle shrine is the most
edifying thing in the world, and calculated
greatly to exalt one’s ideals of the perfectibility
of human nature. Once and once only, in the
course of the representation the White Fawn,
borne in on a shutter, distracted public regard
for a brief moment from the mazy dance. A
slight clue to the plot was seen in this incident.
A princess is changed into a white fawn, by day,
becomes a woman again by night. Good and evil
fairies contend over the fate of this damsel and,
of course, the good fairies triumph in the long
run—or, rather, in the long dance—and all is
made right in the Realms of the Dragon-Fly. No
spectator is likely, though, to make any stren-
uous endeavor to follow out the plot of The White
Fawn. It is but a pretext for the dancers, who are
all in all, and whose reign is likely to be long in
the land (and broad too) while grass grows and
rivers run and beauty maintains its magic spell
o’er hearts--and pockets.

79



Portrait of Allen Dodworth. 1847. Montage by Joseph Cornell.



THE DODWORTH FAMILY
AND BALLROOM DANCING

AMONG THE TREASURED MEMORIES of thou-
sands of old New Yorkers are the happy days
at Dodworth’s—the famous “Dancing Acad-
emy” which was such a vital factor n the
social development of the city It was born
about a hundied years ago on the crest of a
social revolution, the cultural awakening of
the country, and passed away on another great
social revolution, the Jazz Age

But for all its importance, 1t has heen singu-
larly shghted in the histories and reference
books When 1t 1s mentioned at all 1n these
works 1t 1s generally i an oblique way as
chronicling the musical activities of the Dod-
worth family or as housing 1ts literary soirees
The dancing activities of the family are passed
over perfunctorily Even Allen Dodworth, the
chief dancing member of the family, has been
celebrated prinaipally as a founder and first
treasurer of the New York Philharmonic So-
ciety and one of 1ts first violnists, though his
courageous and far-seeing attitude toward the
dance as a social force might well be consid-
ered as of more moment

His book called Dancing, publhished by

IN NEW YORK

BY ROSETTA O’NEILL

Harpers 1n 1885, 1s a standard work, and be-
sides making delightful reading today 1s still
regarded by many specialists as the best and
broadest book on social dancing to have been
publhished in America He had been teaching
fifty years when 1t was written, and 1t can ac-
cordingly be taken as the substantial and con-
sidered summing up of the things he had
fought for and believed in Perhaps the full
title of the book gives a idy epitome of what
these things were and of why Allen Dodworth
1s a figure of importance in the history of
dancing hereabouts It 1s called Dancing and
Its Relation to Education and Social Life, with
a New Method of Instruction, Including a
Complete Guide to the Cotillion (German)
wuth 250 Figures None of this involved word-
mg 1s 1rrelevant or unimportant He battled
with the world on the 1ssue of dancuing as a
medium of education and cultivated behavior,
mcluding health, morals, and manners He
demanded good teaching, consisting of funda-
mentals and not merely of coaching in the
transitory fads of the ballroom, and he
strongly advocated the setting up of a standard
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of practice If these things still seem to be
wanting n accomphshment today, what must
their advocacy have meant 1n 1835 when Dod-
worth first began to champion them'

It 1s true that he was not the only reformer
i the dance field even in his own time, others
had written books on both the current dances
and the subject of good manners before he did
Most of them followed largely the same pat-
tern first, a chapter on the history of dancing
with much space devoted to a defense of the
practice, second, many pages on manners mn
general besides the toilette and the etiquette of
the ballroom, third, a description of the
dances of the day This last department Dod-
worth was quick to discount as 1n part copied
from English books, and 1n part merely incor-
rect The hints on personal behavior, however,
are not a little amusing, as when the gentle-
man 1s mstructed not to dance without remov-
ing his hat, not to make passes at his partner,
and not to spit on the floor Mrs. John Farrar’s
The Young Lady’s Friend (Boston, 1838) con-
tans a stern reprimand on the current affecta-
tion of society girls for “jggling ”

“Some girls,” she wrote, “have a trick of
nggling their bodies (I am obliged to comn a
word to describe 1t) , they shake all over, as if
they were hung on spiral wires, like geese 1n
a Dutch toy shop, than which, nothing can be
more ungraceful, or unmeaning It robs a lady
of all digmty, and makes her appear trifling
and nsignificant Some do 1t only on entering
a room, others do 1t every time they are ntio-
duced to anybody, and whenever they begin to
talk to anyone It must have originated 1n em-
barrassment, and a desire to do something
without knowing exactly what, and being
adopted by some popular belle, 1t became, at
one time, a fashion in New York, and spread
thence to other cities ”

These books go back to the beginning of the
nineteenth century Elias Howe’s Ball-Room
Hand-Book containing 1nstructions on asking
a lady to dance, etc, Modern Dancing by L
de Garmo Brookes, and Dance of Society by
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Wm B. De Garmo were perhaps the best of
the latter-day ones All the magazines, espe-
cially Godey’s Lady’s Book, carried articles on
dancing, etiquette, and music as regular fea-
tures But Dodworth’s book was the first real
textbook, based on a system of teaching, con-
taining details of method, diagrams, and musi-
cal phrases with movements clearly marked It
would be hard to deny, also, that its pomt of
view 1s more solid and more aware of the
wotld than anything that preceded 1t

It was clearly a grand gesture for him to
write 1t, for he had little respect for the aver-
age dancing teacher, and had consistently re-
fused to give lessons even to those of his own
pupils who thought they would like to teach
His standards for the dancing master were oo
high to admt every applicant who might hap-
pen along Only a few trusted friends in other
cities, such as Mrs Carrie Spink of Prowi-
dence, were allowed to use his system of teach-
ing and were taught the new dances as he
mtroduced them to his c(lasses The system
itself was strongly opposed in the field at
laige, and apparently he protected 1t from
attack by keeping 1t mn safe hands

Before we can fully understand why such an
attitude as his was of more than passmg 1m
portance and why his successful nstitutional-
1zing of 1t constituted a valuable contribution
to American culture, 1t 1s necessary to review
a bit of social history which touches on the
position of the dance

Dancing had played an important part in
the social hife of the colonies, even mm New
England, 1n spite of opinion to the contrary,
people had danced gaily and often, however
the elders may have fulminated agamst it But
after the Revolution, great changes took place
in the public mind Danaing, along with other
simple diversions, began to fall under the
ban, not alone, as 1s frequently maintained,
because of the religious bias of Puritamsm,
but to a far greater extent because of the
rising worship of commercialism

“In the rapid development of the continent
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which continued through nearly the whole of
the nineteenth century,” says Watson’s Annals,
after having put the usual onus upon the Puri-
tans, “devotion to business had been the test
of manhood. The sports and amusements
which were once followed by all ages and
classes had been uniformly considered as de-
grading and immoral and not allowable to
even people of wealth and leisure who re-
spected the opinion of the community.”
Dancing, to be sure, did not disappear from
the scene, but it headed the list of pastimes
that were frowned upon. The contradances
and quadrilles (or cotillions as they were in-
correctly called) were tolerated, and as time
went on, a few brave or bold souls danced the
gallopade (which one critic called “the frantic
hurley-burley’) and the wicked waltz, “the
devil’s greatest invention.” .
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With the introduction of the polka (about
1840), however, all barriers were broken
down and round dancing became the rage.
Coming as it did upon a field not too well
prepared by way of background, it was mostly
a hilarious hop-skip-slide and was not accom-
panied by the social graces of European so-
ciety. This was a young republic and there had
been little time to learn good manners or fine
motion; and besides, even then, were we not
being original? In that greatest of dance
crazes which got itself known as The Polka
Mania, New Yorkers, rich and poor, regard-
less of public opinion or how little they knew
of dancing, joined in and danced and danced
and danced.

Those who opposed dancing—and they were
still many-—took this opportunily to voice
their strenuous disapproval, and now with

The Dodworth Family:
Thomas J., Charles, Har..,,
Allen, and Thomas J. Dod-
worth, Senior. Ca. 1840,



some fairly sound support under their argu-
ments Books and sermons denounced dancing
with renewed vigor, and even the newspapers
contributed 1n a rather large way to the cam-
paign The “intellectual” objections are well
illustrated 1n the following quotation from
Wilkinson’s Dance of Modern Society *“so-
CIAL AMUSEMENTS—It would be hard to deny
it the name by which, with a MEPHISTOPHE-
LIAN sort of pleasantry suspiciously 1ts own,
the dance has succeeded 1n getting 1tself cur-
rently called But beyond a chance sermon or
so each year | am not aware that anything 1n
the form of a book has yet treated exclusively
of a subject which, what with the talk that n
occasions and the talk that it supersedes, dis-
places more conversation mn so-called society
than perhaps any other topic of human inter-
est i the world ”

Visitors from abroad criticized us most un-
kindly for our “barbaric customs” and espe-
cially the bad manners of our children Mrs
Trollope said we had no manners at all, and
while our young women were beautiful and
had pretty feet, they did not know how to
walk and were at a great disadvantage when
dancing Americans were very much hurt by
this abuse, and quantities of writing on man-
ners, morals, etiquette, and danang began to
appear not only as importations from abroad,
but also as home products from Boston and
Philadelphia

Allen Dodworth’s abandonment of his other
activities 1n order to enter the hist formally as
champion of the dance can perhaps be consid-
cred as the full flowering of this twofold move-
ment to put an end to vicious criticism and to
1cmove 1ts Justification

His own version of the history of the situa-
tion 15 perhaps lacking in the general per-
spective which 1s possible today, but 1t 1s elo-
quent, authoritative, and specific In the intro-
duction to his famous book, he gives a clear
picture of the “French invasion” which fol-
lowed the Revolution and which ntroduced,
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besides pianos and French pastries, an army
of French dancing teachers

“The first revolution,” he wrote, ‘“drove
from France many persons of high rank, who
took refuge in the larger cities of Europe and
America, where their accomplishments could
be made available 1n gaiming a hvelthood
Among the nobility, at that time, dancing was
considered an mmportant element 1n forming
the carriage and manners of a lady or gentle-
man, consequently, great attention was given
to the subject, and all were thoroughly edu-
cated m the art In their days of adversity
many had recourse to the teaching of this ac-
comphshment The stately manners, refined
motions, and graceful dancing of these noble-
men were reflected in their pupils, having
great influence in forming their social man-
ners They were followed by another class,
purposely educated as teachers of social danc-
mg, who, having been under the nstruction
and mfluence of their predecessors, continued
all their excellent methods It must be ob-
served that the teachings of both classes had
a close relation to the tramming of those who
were to move in private life, not so with a
third class, who, having been educated for the
ballet, were removed fiom these influences
They were at one time very popular as teach-
e1s, because of a general failure to apprehend
the difference between ballet and social danc-
ing, which 1s as wide as that between operatic
and social singing, or the pantomime and con-
versational motions The exercise required for
these artists (for many were truly such) to
gain the strength, endurance, and largeness of
motion necessary in therr department of danc-
g, 1n many cases, produced an excess of
action unsuited to private hife, they were con-
sequently conspicuous at all times for exuber-
ance of motion and manner, which was bur-
lesqued n the well-known grotesque dancing
master of the stage To them 1s due the accept-
ance of the saying, ‘He moves and has the
manners of a dancing master * ”’

This point, which 1s extremely well taken,
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was one of the motivations for his undertaking
to become a crusading dancing master. The
advent of the round dance was another; and
in this connection it is well to remember that
the polka was not alone to blame, for he was
teaching a good five years before that frisky
item was introduced into European society.
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The second barrel of his argument he fires at
this phase of the local development:

“With the introduction of the waltz, galop,
polka, and other round dances, a complete
revolution in round dancing took place. These
were so easily learned that education in mo-
tion was deemed unnecessary; simply to make

Extremely vulgar. Tllustra-
tion from Dancing, by Allen
Dodworth.



the motions required was quite sufficient,
manner becoming entirely secondary. Many
learned from one to the other, frequently
transmilting their own mistakes. And as it is
true that many of our choice plants and flow-
ers, when left without continued cultivation,
return to their simple forms—so it is with

The lady’s head too close, the
extended arms and bad atti-
tude of hand objectionable.
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human beings; the grotesque is the original
form of pleasure given by motion; and so to
the grotesque we naturally return, unless sus-
tained by education. The diminishing im-
portance of the dancing lesson, as part of
physical and moral education, was followed
by a more serious loss to the world; for it
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lowered the position of those who made the
teaching of the art a vocation. In consequence,
many who were fitted for it by nature, educa-
tion, and social experience, were deterred
from assuming its duties; and as the older
teachers passed away, their places were taken
by those who were neither by training nor

education prepared for so responsible a posi-
tion. Not having had the advantages of the
teaching and association of the older ones,
they were not aware of the proper nature of
their duties; but they were able to waltz
expertly, and the teaching of waltzes and a
few other dances was all they believed to be
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required from them; they were, therefore,
simply dance teachers, not teachers of motion
and manner, which is the definition of dancing
master as the term was formerly understood.
Conscious of their want of knowledge in re-
gard to propriety of motion, they were ever
ready to adopt the eccentricities introduced by

The extended arms, and tl
lady’s hand grasping tl
gentleman’s arm, are not
good taste.
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the inexperienced young people in society,
instead of giving direction to their judgment
and taste.”

His third and final score is made against
the deteriorations which came in the wake of
the polka:

“About the year 1840 the polka was taken
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from the peasants of Germany and adopted
by the fashionable society of Paris From
Paris 1t was disseminated all over the civihised
world, with consequences Iittle anticipated at
the time, for the introduction of this dance
had a serious effect 1n lowering the respect
formerly given to good motions and manners,
for the following reasons

“In Pans the rage to leain this dance be-
came so general that Cellarius was compelled
to employ many ballet girls to assist 1n teach-
ing This method became so very popular that
other places were established, where this was
offered as the chief attraction, not only 1n
Pans, but 1n all the large cities of Europe
Subsequently places were opened in New
York, multiplying rapidly in many of our
large cities The managers of these places were
not masters of motion, but simply dance teach-
ers, and had very questionable taste in their
methods The young women willing to be em-
ployed were naturally those to whom the small
amount paid was of importance, they, there-
fore, exercised Inttle, 1f any, improving mn-
fluence upon those who practiced with them
But, being able to dance expertly, and always
deeming 1t part of their duty to be as agree-
able as possible to those who came to leain,
they made the method very attractive at one
time to our young men—the freedom of man-
ners and absence of all attempts to practice
the amenities of social life being to some na-
tures enjoyable Small rooms were generally
used, so that the crowding and squeezing of
the parlor were repeated, with surroundings
not conducive to delicacy, to say the least
Many young men became very expert by this
practice, but 1n gamning skill they lost the mod-
esty and innocence that should accompany the
pleasure

“The bad influence, unfortunately, followed
them to the drawing rooms of their friends,
being expert, they were desirable partners, but
the methods practiced in learning were com-
municated to their sisters and lady friends,
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there was, 1n consequence, a deterioration n
the general tone of motion and manner ”

A more vivid and concise history of a major
development 1n American social dancing prob-
ably does not exist mn print

Dodworth had ample opportunity to observe
the things he was talking about, for since
childhood he had been a member of his fam-
1ly’s band and orchestra, quite the most fash-
1onable orchestra of the day, which had given
him entree mnto most of the ballrooms and
private parties of the ity His taste and back-
ground made 1t 1mpossible for him to stand
by 1dly and see degeneration taking place in
an art which he held n high regard

Just where the dancing strain enters mto his
background 1s not clear, for he was the first of
his family 1n this country to make a profes-
sion of 1t A possible clue has been offered by
Dorothy Lawton, the librarian of the New
York Public Library’s music branch, who re-
ports that her mother was taught dancing
Sheffield, England, by a famous teacher
named Dodworth, and 1t was from Sheflield
that Allen Dodworth and his family came to
America

The family seems to have been primanly
musical, and played a considerable part in
New York’s musical life 1n the days when that
life was just beginnming Thomas Dodworth
brought his four sons, Allen, Thomas, Charles,
and Harvey, from their birthplace in Shefheld
to New York in 1825, when Allen was eight
years old

Soon after the family landed mn this coun-
try, they became members of a group known
as the Independent Band which played at
Castle Garden, and Mr Dodworth obliged his
boys to learn to play all the instruments 1n
the band, as well as other instruments which
were strictly orchestral At eight Allen played
the piccolo, by the ime he was fifteen he was
an expert trombonist, and at twenty-five he
was 1n the first-violin section of the Philhar-
monic orchestra His favorite instrument was



the cornet, for which he invented a new key,
and 1n his later years his favorite joy was to
sit in his garden and play for the children of
the neighborhood

He had just reached the expert trombomst
stage when the family, under his father’s di-
rection, founded the National Brass Band,
which was a historic organization It was the
first band of 1ts kind in the country, for the
musical situation n 1832 was still most -
formally organized, and groups of musicians
were nclined to come together quite casually
and only for speual occasions Dodworth’s
Band, as 1t was populatly known practically
from the beginning, was formal and efficient
Its first parade was at the head of a regiment
called the Governor’s Guard, with the musi-
aans uniformed 1n buff and blue

Long after Allen had concentrated on other
matters, the band continued to function with
unique distinction until the retirement in 1890
of Harvey Dodworth who had succeeded his
father 1n 1ts leadership fifty years before It
was the regimental band for a number of regi-

ments over the years, 1t played at the -’

augurations of Presidents Van Buren, Har-
11son, Polk, Tyler, Buchanan, Lincoln, Grant,
Garfield, and Cleveland, 1t was a feature of
college commencements and cvic festivals all
over the country, and played at the opening of
the Erie Railroad, the completion of the At-
lantic Cable, the famous tour of the Japanese
mission, the Yorktown Centenmal and the visit
of Edward VII as Prince of Wales

Harvey as leader made many changes in the
form of the band It was he who ntroduced
reed instruments, the saxophone, the bass clar-
mnet, and the BB-flat contrabass tuba to the
military band, and invented the string rotary
valve instruments His was the first band to
play Wagner and the classics It was he who
introduced the 1dea of giving band concerts 1n
the park, the first one having been at City
Hall Park On the success of the experiment,
an annual series was 1nstituted in Central Park
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and contiued there for twenty-four years un-
der his leadership.

Allen, even after dancing became his major
concern, never lost his active interest in music
In the early days he had composed and ar-
ranged much of the music for the band, and
for the orchestral form 1t assumed when, for
concerts and balls, 1t replaced some of the
heavy brasses with strings and woodwinds He
was a successful teacher of the violin, and
played the instrument not only in the Phil-
harmonic orchestra but for his own dancing
(lasses, after the manner of the old ballet
masters His compositions were many, and
sometimes quite casual, as for instance when
in his later years he autographed the album
of a friend 1n musical terms When the Phil-
harmonic celebrated 1ts centennial 1n 1942,
an old composition of his entitled “Maude’s
Gavotte” was played in an arrangement for
strings by way of sentimental tribute The
manuscript 1n prano form had been found by
his grandniece, Mrs Seth M Milliken, among
old papers 1n her attic Apparently he con-
fined himself largely to writing dance music in
which he could mamtain the standard he de-
sired for his own purposes Many of these
compositions, like the gavotte just mentioned,
were occasional pieces and personal tributes
The “Cally Polka” was 1n honor of his wife
who roundly deserved all the tribute he could
pay her

Cally Raymond Dodworth was his second
wife, and the cousin of his first wife, the beau-
tiful Miss Crow who had died shortly after the
birth of her second son To Cally was due a
large part of the success of the dancing school,
for she was clever and ambitious and from the
beginning took over the management of the
academy, relieving her artist husband of all
the admmmstrative details and business cares
This was rather extraordinary 1n a day when
woman’s place was definitely in the home But
the combination of an artist with vision and
a wife with practical nstincts for protecting
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that vision made possible the establishment of
a social nstitution which created a style and
system without precedent in America and one
which has never been surpassed.

In the thirties dancing schools and classes
were still not popular. As our national rela-
tions with England had become more friendly,
many parents, conscrous of the importance of
the arts and social graces, had swung back to
the English style of fashionable life But therr
children were taught at home by English gov
ernesses with visiting teachers, chiefly French,
for languages, music, and dancing There was
a great need, however, for something broader
and more attuned to the less sheltered life and
atmosphere of America

Within the outlook, far less great than our
own, of the society of Dodworth’s time, Dod-
worth sensed the underlying social values of
the method of public teaching as opposed to
private If his statement of the case needs to
be separated from its Victorian frame, 1t 1s
nevertheless persuasive

“With children,” he wrote 1n one place, “the
effort to move gracefully produces a desire
al<o to be graceful 1n manner, and this 1s one
of the best influences of the dancing school
The frequently recurring circumstances of
their social ntercourse impress their minds
practically with the value and beauty of po-
Iiteness

And 1n another place he has more extensive
things to say about educational methods “All
teachers of experience agree in the opinion
that for beginners and young children what
are called ‘private classes’ are generally fail-
ures 1n regard to the higher objects that are to
be gained The pupils may be taught to dance,
but the influences which usually surround
them obstruct the reception of the idea that
the study of graceful motion 1s of importance;
they are therefore more ready to imitate the
mistakes of their friends than to profit by the
instruction of their teacher, their familiarity
also prevents the enforcement of that formality
which is the beginning of courteous manners
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“It has been many times proved that, 1n the
case of those unfortunate young people who
have been neglected until growth 1s nearly or
quite completed, the embarrassment felt in the
presence of strangers 1s much less than that
experienced when friends alone are present,
one of the reasons 1s, that in public classes all
engaged at the same time are at the same stage
of progress”

And again  “Many examples in high places
show that our system of education 1s weak 1n
the formation of moral character There 1s a
vacant place in the system which must sooner
or later be filled We have schools, academes,
colleges, and universities, where morality 1s
mcidental to brain stimulation, institutions
where morality 1s secondary to theology We
want schools or places where the practice of
moral conduct, especially 1n all the hittle inci-
dents of young life, 1s made the primary and
dominant duty of the time and place

“Our ordinary education rests too much
upon the theory that the multiplication table
teaches the Golden Rule Children are talked
at about right domg, but have we not too
much telling and not enough practicing?
Rules are given, so they are in arithmetic, but
what use are rules without practice? And here
15 the vacant place which should be occupied
by the dancing school for children, the rules
talked about at other times should here be
fully put into practice, until morality in httle
things becomes habitual When this habit 1s
established 1n connection with the lesser duties
of life, we need have but little fear for the
greater ”

“The dancing school,” he said, “1s not a
place of amusement”, and dancing itself was
for him not a mere pastime but a subject
which included rhythm, harmony, beautiful
motion, fine human relationships, and matters
to do with men’s souls Allen Dodworth had
a great sprritual quality as a human being,
and this, according to the testimony of many
people who knew him, was his greatest asset,
which gave him the intelligence to sense the
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First opening of the Metropolitan: Museum of Art. A private residence that had
been altered for Allen Dodworth Dancing Academy was leased December 1, 1871,
for $9,000 annually, the lease to expire May 1, 1874.”

needs of the situation and the courage to do
something about it. Not many dancing teachers
have been so markedly men with missions.
Certainly, however, Dodworth was not mere
sweetness and light. He had evolved a thor-
ough technical system and demanded of his
pupils the strictest adherence to it. There is
no evidence that he had ever heard of the
great Renaissance dancing masters such as
Guglielmo Ebreo or Cornazano (indeed, it is
scarcely possible that he could have, as they
have been rescued from oblivion since his
time), but his exposition of theory is strik-
ingly similar to theirs in many respects. Much
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of it is patently dated, and much was opposed
in its own day, but all of it is vivid and con-
sistent.

In introducing his method he begins with a
description of the five positions, which “since
dancing became an art . . . have been the
basis of all motion.” Immediately after the
description of the first position, with heels to-
gether and feet at right angles, he adds a sec-
tion on “attitude”: “The upper part of the
body should be slightly inclined forward, the
hips backward—the forward inclination just
enough to cause a tendency in the heels to rise
from the floor; the head erect, legs straight,



arms hanging at sides, elbows very shghtly
turned outward, so that the arms will present
curved lines to the front

“This necessary inchination forward was at
one time exaggerated into what was known as
‘the Grecian Bend’, the phrase had reference
to the fact that in all Grecian statuary, where
gracefulness 1s intended, this beautiful curved
line 1s always present This should be termed
the normal attitude, which should be main-
tamed at all times ”

It would be difficult to convey n an equal
number of words so clear a picture of a period
as this description of the then current concept
of good posture On 1t can be built with a
mimmum of effort a whole manual of soaial
gesture and costume, and even a hint or two
of the psyche of the times

When he had finished with the five posi-
tions, he presents “The Dodworth Method” as
follows “I present this as the most thorough
method yet devised for conveying 1deas of
motion by language, my own practice, with
that of others, having abundantly tested is
usefulness As I am nol aware that the method
was used previous to 1ts adoption by me, I feel
justified 1n naming 1t the Dodworth Method
If 1t could be adopted by teachers generally,
their pupils from different parts of the coun-
try would be able to unite without difficulty n
any dance As my long carcer as a teacher
draws near to an end, I offer this to the art I
have so long endeavored to elevate, and to
those who teach 1t, as my last, and I truly be-
lieve my most valuable, contribution

He then proceeds to describe the “six radi-
cal motions” which are the key to his method
These are the change, the shde, the step, the
leap, the hop, and the halt “Every dance now
used,” he states, “1s composed of two or more
of these radical motions Knowing these,
therefore, enables a learner to comprehend
any description by this method without diffi-
culty Many persons will have difficulty mn
believing that the waltz and polka, as now
danced, are composed of precisely the same
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three motions, but the fact 1s easily demon-
strated ”

In his descriptions of the various dances,
he employs a lime or two of music with the
several radical motions printed vertically
above the notes to which they are executed
For anyone knowing these basic elements, the
reading of such a script becomes immediately
simple and practical Because of the impor-
tance of the six radical motions, 1t 1s perhaps
worth while to quote here at least the essen-
tials of his descriptions

The change can be done sideways, forward,
backward, alternately forward and backward
with their foot 1n front

“Sideways—-Stand with left 1n second posi-
tion Strike the left heel against the right,
immedately extending right to second posi-
tion, thus changing from one foot to the
other At the moment of changing the feet a
shght spring 1s made Repeat same, back
agan from right to left foot

The other variations are obvious from this

The shide may be done to the side, or for-
ward or backward either with the same foot
or alternate feet

“Side Shides—Stand with left 1n second po-
sition Shide left, ten inches farther to the
side, at the same time transfer the weight of
the body to the left foot, leaving right mn
second position, n the same manner, shde
right, leaving left 1n second position ”

The leap “is the most difficult motion of
all, so much so, that it has been named the
‘Pons Asmorum’ of dancing, but, as 1t occurs
1 nearly every round dance, the manner of
its execution has a decisive effect upon the
appearance of a dancer One may leap with
all the flexibility, Lightness, and energy of
an antelope, another with the stiffness, heavi-
ness, and angularity of a cart horse ”

“Side Leaps—Stand with left in second po-
sition Bend the right knee and leap to the left
ten nches, same to the right ”

Forward and backward leaps are similar

As for the hop “Spring from and ahight
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upon the same foot, the position of the other
has no connection with the motion, as 1t may
be extended to the side, front, or rear, or
the heels may be kept close together while
leaping ”

“The halt consists simply 1n stopping mn
first position ”

In the chapter devoted to “General Direc-
tions Applicable to All Round Dances” we
find an analysis of the elements of dancing
which 1s cuniously parallel to that of the
Renaissance masters, with due allowance, of
course, for the differences of the dances them-
selves and of the times

“Taking the waltz as a type of all other
round dances,” writes Dodworth, “‘we observe
that 1t consists of six elements

Attitude, Flexibility,
Grouping, Accent,
Precision, Expertness

“l Attuude 1n each dancer should be such
as to show farmharity with the requirements
of good taste

“2 Grouping of the two must accord with
the dictates of modesty and propriety

“3  Precision should exhibit perfect knowl-
edge of the motions belonging to the dance

“4 Fleubility 1s an important part
gracefulness

“5 Accent must be at all times correct

“0 Expertness 1s that familiarity with
every possible turn and angle which enables
dancers to avoid colhision ”

His directions to dancers are only i vol-
ume more 1mportant than his directions to
musicilans

“We have those,” he writes, “who make
dance music a speualty, using all their knowl-
edge and technical skill with the enthusiastic
feeling which ever governs a true votary of
art, when at the piano, or with other instru-
ments m hand, their notes are never tinged
with the color of a banknote, they play to
give pleasure, and are true artists, not me-
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chanies 1n music These are engaged and re-
spected, the others, hired and—"

“In good playing of dance music there are
six elements 1 Speed (technically, tempo),
2 Regulanty (no rutardandos or acceleran-
dos), 3 Distinct phrasing, 4 Exact accent
(appropriate to each dance), 5 Musical ex-
pression, 6 Vim (enthusiasm, energy, excita-
bility, something of the kind, almost inex-
pressible 1 language, but vividly felt when
present 1n a pianist) ”

Agamn, not since the Renaissance had ball-
room masters concerned themselves so meticu-
lously with music, but Dodworth n apolo-
gizing for his apparent presumption i offer-
g his opinions on musical matters reminds
his readers that his “early education in that
art” gave him “warrant for doing so”

The texthook, published near the close of
his professional career, 1s the fullest and most
orderly statement of his principles, but all
through the years of his activity he 1ssued
from time to time tiny booklets entitled for
the most part “Assistant for A Dodworth’s
Pupils ” These minute publications, only 2%
inches by 3% inches in size, contained much
valuable advice about manners, toilette, and
actual danang They were 1ssued at 1rrezular
intervals between 1850 and 1879, and from
the various addresses of the academy as 1t
moved steadily uptown with the trend of
fashionable New York over the years There
were eight booklets in all, and so far as 1s
known the only complete set 1s the one which
was recently presented to the present writer
by Mrs T George Dodworth, widow of Allen
Dodworth’s nephew who carried on the school
activities after his uncle’s retirement, and pub-
lished a revision of the textbook itself, bring-
mg 1t up to date in 1905 In these writings
we have a complete and perhaps the only
accurate record of fashionable danung 1n
New Yoik for three-quarters of a century be-
ginning, roughly, about 1830 Besides this
historical 1nterest, however, they contain a



sumple and workable exposition of a theory,
a practical method of notating ballroom
dances which makes possible a universal ap-
plication of the theory, and an impressive
social philosophy of dancing m 1ts relation
to the other arts and to the gentle hife

The first Dodworth academy, about 1842,
was at 448 Broome Street, then a fashionable
part of the aty In addition, a little later a
branch was opened at 137 Montague Street,
Brooklyn It seems Dkely that the family
lived at this address at that time For many
years a Brooklyn branch was maintained
under the direction of Allen’s son, Frank

The sccond Manhattan location was at 806
Broadway, next to Grace Church By this
time the Dodworths were well established,
and when 1n the late fifties they decided that
1t was time to move once more, a fine build-
ing was put up for them at Fifth Avenue and
Twenty-sixth Street They were well aware of
the social pattern of the city, even i those
days (or perhaps especially in those days) 1t
was 1mportant to dance 1n the same quadrilles
with the boys and girls of the old families.
Though they were convinced that the train-
mg, which was inaidental to the mere learning
to dance, was the source of the real benefits
received from their system, they also knew
that a good address, elegant furnichings, and
fashionable clothes were absolute necessities
to their success The Dodworth ladies were
always exquisitely dressed and were, indeed,
famous for their wardrobes which generally
came from Pans With their new building,
then, they spared neither time nor money to
make 1t one of the most beautiful dancing
academies 1 the world Many years later
when they moved out of 1t, 1t was taken over
by Delmonico’s, who profited greatly from
the social prestige they iherited from the
S(‘hﬂ()l

This prestige had been assiduously built up
over the years Every summer the Dodworths
went abroad, met all the great teachers, stud-
1ed with and visited them at their schools
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They “did” all the fashionable European
watering places to see and to be seen, to get
the very latest and best in new music, new
dances, new styles, in order to keep their
pupils up to the minute 1n all that had to do
with social life

The next academy at 681 Fifth Avenue, on
the upper edge of the fashionable district,
was 1f possible even larger and more clegant
than its predecessor Here Dodworth put down
the most unusual floor 1n the city—a parquet
mlaid with black walnut squares and lines,
designed to ensure the right angle of the
pupils’ feet which was so 1mportant 1n the
method This building, also, was taken over
for a short ime by a disingmished tenant
Here was the first temporary headquarters of
the Metropolitan Museum of Art

However, the full extent of the lease was
not fulfilled, and after a brief period at an-
other Fifth Avenue address farther downtown,
the academy resumed its occupancy at 681
and remamed there until 1885 Meanwhile
Mrs Dodworth had died, and Dodworth, now
a frail old man, urgently needed help It was
to his nephew, T George Dodworth, that he
turned for an assistant George had been
trained by his uncle and had for years taught
the out-of-town classes, and things now passed
largely into his hands for direction

In 1885 Mr and Mrs George Dodworth
bought the property at 12 East Forty-ninth
Street and transformed 1t into another char-
acteristically elegant Dodworth headquarters
There were extensive alterations n the build-
ing, the lower floor was turned into a hall-
room with reception rooms and office, all fur-
nished by Sloane’s The dressing rooms were
in the basement, and the upper floors were the
family’s hving quarters Here, 1n one of the
most beautiful rooms n the aty, was carried
on the Dodworth tradition, now 1n the hands
of the second generation Allen Dodworth,
according to his obituary, retired 1n 1887 and
went to live with his son, Allen, in Pasadena
Mrs George Dodworth, however, corrected
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this statement “Uncle Allen never really re-
tired,” she said, “he just dropped 1n the ball-
room, I think ” His death occurred on Feb-
ruary 12, 1896

For the later history of the academy, and
for many facts and much informal informa-
tion about the early history as well, we are
mdebted to Mrs T George Dodworth, who
very graciously received the writer when she
came from Californmia to New York one sum-
mer to visit her daughter, Mrs Milliken With
a wonderful sense of humor and a delightful
willingness to help with the preparation of
this record of the Dodworth family and 1ts
work, she cleared up much that was foggy n
the generally accepted data For example, n
response to the remark that Dodworth was
not only an artist but a fine businessman, she
smiled and said, “Oh, no, that 1s not correct
Uncle Allen was a great artist and a wonder-
ful man, but neither he nor my George had
any business sense, and could not be bothered
with the business side of the school All they
thought about was teaching—whether they
gave good lessons, the progress of their
pupils, etc No, Cally Dodworth was the won-
derful business sense, and when I had to take
on her responsibility I felt that T could not
do 1t Such a big job' I was young and 1nex-
perienced, but somehow I learned the manage-
ment of the house, arranging classes, checking
attendance, and so forth Do you know that
after the first day I never had to ask a child
his name?”

The classes began 1n the early fall Parents
were notified of the date and hour at which
their children were expected New pupils were
required to present three letters of introduc-
tion, and Mrs Dodworth reserved the right to
decline pupils This she was forced to do
many times because the classes were full She
was supposed to have no more than seventy-
five “‘babies,” three to five years old, mn the
two-thirty to four o’clock class, which met
twice a week The older children supposedly
met in classes of 150 for a two-hour lesson,

98

but Mrs Dodworth was obliged continually
to let the attendance run over this number
The Saturday morning class was for out-of-
town pupils, and was always crowded to
overflowing Everything was strictly i accord
with the precedent “Uncle Allen” had estab-
lished, and the only changes that were made
were the ntroduction of new dances from
time to time

New social times had come 1nto being, times
in which social climbers were many and ac-
tive The gilded age of the gay nineties with
1ts great wealth and extravagance ushered
a complete change n the dancing-school pic-
ture Socially ambitious mothers, mindful of
McAlhster’s Family Circle Dancing Class and
its picked list, realized that the dancing class
could be made an mmportant rung on the
ladder to smart, sophisticated circles, and
they set about accordingly to form small
ultrafashionable classes, managed by impos-
mng boards of patronesses, and taught by
charming young women from mpoverished
aristocratic families who had been persuaded
to teach because of their connections Most of
them had been Dodworth pupils, but had no
traming as teachers

Professional dancers, also, who knew little
and cared less for the tradition of the dance
as a social manifestation, were engaged to
teach small private classes in smart hotels and
1n the drawing rooms of the wealthy Mothers,
torn between the new with 1ts utter disregard
for the grand old style which they had known
at Dodworth’s and the clamoring of their chil-
dren to join So-and-So’s class at Mrs So-
and-So’s house n order to be on the hsts for
the parties and assemblies, compromised by
both joining the new fashion and also con-
tinuing at Dodworth’s

The new era produced other fundamental
changes, also, among them a new national
rhythm Dancing naturally reflected the great
speed and alteration 1n social standards The
measured elegance and the strict discipline of
the Dodworth school were not 1n tune with this



tempo, and neither were the old dances and
their music The dashing two-step was now
the swanky dance, the music consisted of the
popular ballads, the ragtime and “coon
songs” of the day The Court Quadnlle, the
Minuet de la Cour, the Pavane, the Polonaise,
the Lancers, which were still required by
Dodworth’s, were too slow, too difficult, and
frankly out of date The German, which had
once consisted of well-thought-out figures and
good dancing, degenerated to a vulgar dis-
play of wealth

Influences outside the ballroom also en-
tered mto the picture New Yorkers were all
stirred by Isadora Duncan’s “barefoot” danc-
g, aesthelic, interpretive, fancy, and stage
dancing of all sorts began to intrude and na-
tional and folk dances came very much into
the picture

The dance craze of 1911 brought with 1t
the Texas Tommy, bunny hug, turkey trot,
one-step, camel walk, etc, all of which George
Dodworth and all the old teachers violently
opposed These dances, many of them from
the slums and dives, brought with them cer-
tain teachers from the same sources

The Dodworths continued to go abroad
They brought back with them the tango of
conservative French society, and though they
had large classes of society women, that was
not what the young people wanted Still they
persisted, they taught the Lulu Fado, the
Pericon, the Brazilian Polka, the Balancello,
and the Furlana, which the Pope had en-
dorsed, m the effort to restrain the wildness
of the dance revolt In this effort other teach-
ers and artists jomned John Murray Anderson
and his partner tried to bring back the gavotte
and minuet, Pavlova and Ivan Clustine intro-
duced three ballroom dances—the Pavlovana,
the Gavotte Renaissance, and the Czarina
Waltz

Things were 1n a chaotic state, and con-
scientious teachers were frantic for some sort
of system In the spring of 1914, Flora
Voorhis, who was teaching at the Hotel
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McAlpn, approached Mr Dodworth with the
1dea of standardizing the dance A meeting
was called of all the legitimate teachers n
and around New York, and from that meeting
grew the New York Society of Teachers of
Dancing with George Dodworth as 1ts first
president This was a radical step for him, for
none of the Dodworths had ever jomned any
of the teachers’ societies.

Sad and discouraged, Mr and Mrs Dod-
worth struggled on Cutting 1n, bad manners,
and vulgar dancing were apparently here to
stay, and they could do nothing about 1t What
was particularly distressing was that former
pupils, who were always welcomed as a matter
of traditional practice, came 1n and attempted
to do these so-called “collegiate” dances 1n
their ballroom The “flapper” had no feeling
for the fitness of things

In the spring of 1920 the Dodworths finally
gave in Business was moving uptown mto
their neighborhood and they had had several
good offers for their property, so with lttle
hope left for stemming the tide against them,
they sold the house and embarked for Cah-
forma The last dance to be composed by
T George Dodworth was the “Victory Polka”
mn celebration of the Allies’ victory in 1918
It was presented to the New York Society of
Teachers of Dancing in February, 1919 In
February of the following year, Mr Dod-
worth addressed the society on the subject of
ballroom deportment, completing the Dod-
worth cycle on a characteristic note

In considering the theory of the Dodworth
attitude, 1t 1s well to guard against a possible
tendency to read into 1t a sense of snobbery
This 1s an essential mnjustice It must be re-
membered that the Dodworths were not “so-
ciety” people, but artist-teachers, their acad-
emy became famous and fashionable only
through 1ts ments

Allen Dodworth’s 1deal was quite clearly
one of gentle living, good manners, and cul-
ture, and he preached 1t 1n a period when the
American nation as a whole had grave need
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of 1t if 1t was not to become a country of
boors and money seekers Under his tutelage
young ladies and gentlemen were trained not
only to dance, but to take their places 1n a
society which was still being formed and
which needed constant renforcement and
careful authoritative leadership It 1s true that
young women came from all parts of the
country to be trained for presentation at court,
and that there was the most careful selection
of pupils who were admitted to any of the
large classes Certainly wealth was never a
card of admission Mrs Dodworth was the
sole judge of who should be admitted and who
rejected, and her standards were perhaps n-
tuitive rather than rigidly defined

There could be no more fiting note on
which to close the record than a quotation
from his textbook along these lines

“Would 1t not he n accordance with
sound wisdom for the elder ones to provide
those whose nature 1t 1s to dance with places
and opportunities for the exercise of this
pleasure, amid proper aircumstances, and not
compel them to seek 1t where they are too fre-
quently surrounded by temptations destruc-
tive alike to health and morahty?

“The writer’s own experience, for more
than fifty years, abundantly justifies him
saymng that profound impressions may be
made upon children during the happy mo-
ments of their dancing lessons This heing so,
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why should we not take advantage of the fact
as a means for their moral elevation? In our
public schools a daily lesson in dancing might
be given as a recreation, the right of attend-
ance upon which could be made a reward of
good conduct

“The two sexes being brought together, all
the courtesies of social intercourse could be
mnsisted upon, making politeness and consid-
eration for others habitual The lessons would
afford ever recurring occasions when children
might be made to feel, from immediate prac-
tice, how necessary and useful this 1s, and
that 1n thus treating others, at all times and
1 all things, with kindness and courtesy, they
truly fulfill the precepts of the Golden Rule

“Surely the daily practice of these social
virtues would have a softening effect, and pro-
duce a better result than sending the children
into the yard or playroom for recreation, as
it 1s called, which usually means to romp and
practice rudeness, the strong abusing the
weak, and all taking daily lessons 1n tyranny,
imposition and turbulence, the outcome of
which 1s too often lawlessness n later hife
The sight of two or three hundred children
enjoymg themselves, under the influence of
their better feelings, and giving expression to
their happiness 1n orderly motion, possibly
to their own songs of joy, could not be other-
wise than acceptable to a kind father, either
on earth or i heaven ”
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MARY ANN LEE

FIRST AMERICAN GISELLE

MarY ANN LiF was the fitst American dancer
to attain nation-wide fame as an exponent of
the classic ballet Her career was an amazing
triumph over the most crushing of obstacles,
extreme poverly Her father had been a mmor
actor and cncus performer Although he
never attained the shghtest degree of success
or renown, he must have had an appealing
personality, which his charming daughter
seems to have inheited He 1s mentioned 1n
mildly affectionate terms 1n several theatrical
autobiographies of the period Chailes Du-
rang, 1n his History of the Pluladelphiwa Stage,
mentions Lee’s engagement at the Olympic
Circus 1n that aty 1in 1822, shortly before the
birth of Mary Ann “Charles Lee was a very
useful Iittle member of the corps, filling up
important niches 1n stage and ring perform-
ances Charley was a general favorite—a re-
ward due to his very obliging and honest good
nature He was the father of Mary Ann Lee,
who, for many years, was our aty’s favorite—
a graceful and agile danseuse The winning
arch smile that wreathed her features, while
rechning into attitudes at the end of every
strain, ever won applause, and harmonized
with the excellence of her very neat pas”
The actor Joseph Cowell also records hs
friendship with Charles Lee Mentioning the

BY LILLIAN MOORE

fact that some critics declared Mary Ann Lee
to be the equal of Fanny Elssler, he continues
“I am no judge of dancing, and I never saw
Elssler, but I hope 1t’s the fact, for her father
was a worthy creature, and a great favorite of
mimne, and 1 have known her to be a very good
little girl ever since she was dancang in her
mother’s arms, and I am old-fashioned enough
to have a strong prejudice m favor of old
acquaintances ”

Mary Ann’s father died when she was a
child, and upon her small shoulders fell the
task of supporting the widowed mother Sheer
necessity forced her to develop an extraordi-
nary versatility as a dancer and actress she
appeared m everything from Shakespeare
to burlesque, danced everything from La
Sylphide to the Sailor’s Hornpipe, and on
occasion she even sang!

Born 1n Philadelphia, about 1823, she ap-
peared as a child actress 1n most of the
theaters of that city At the age of eleven, she
played Francie in Guy Mannering, Eustache
in The Hunchback of Notre Dame, and a page
i Romeo and Juliet She made her official
debut as a dancer at the Chestnut Street
Theatre on December 30, 1837, as Fatima n
The Maid of Cashmere, an English version of
Auber’s opera-ballet Le Dieu et la Bayadére
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Among the dancers of the corps de ballet was
listed a Mrs Lee Could this have been Mary
Ann’s mother?

On this occasion the principal role, Zoloe,
was danced by Augusta Maywood, stepdaugh-
ter of the manager of the theater Augusta was
twelve, Mary Ann but shightly older In the
monograph on Miss Maywood which appears
in this book, Marian Hannah Winter has men-
tioned this double debut and the rivalry which
subsequently developed between the two child
stars The incident had little importance n
the career of Miss Maywood, who soon left
provincial Philadelphia for triumphs 1n New
York and Paris, Italy and Austria To Mary
Ann Lee, however, this joint debut with May-
wood was an event of major significance
Augusta was technically the superior of the
two, and the desire to equal her 1n every way
seems to have provided Mary Ann Lee with
the incentive to study continually with the
best teachers to be found in this country, and
eventually to follow her former rival to the
ballet school of the Paris Opéra

Both Maywood and Lee had received their
first training 1n Philadelphia under a French-
man, P H Hazard, who had at one time been
a member of the corps de ballet of the Paris
Opéra He staged the dances for their debut
performance The two young dancers ap-
peared together 1n a famous pas de deux, the
Trial Dance, which created such excitement
among the members of the audience that de-
scriptions of their behavior equal the wildest
demonstrations of present-day balletomanes
The Philadelphia Saturday Courier, after one
performance, said “As the opera proceeded
bouquets and wreaths were hiterally showered
upon the stage by the admirers of both Au-
gusta and Miss Lee We never saw so much
enthusiasm as was exhibited, peals followed
the bestowal of each present, and 1t kept poor
‘Brahma’ all the time walking from side to
side of the stage gathering up the trophies,
until he entirely forgot the bestowal of the
stage wreath which 1n his character he should
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have awarded to Fatima. . We counted
twenty wreaths thrown while Augusta was
dancing, besides sundry bouquets, etc —in
one garland ghttered a splendid diamond
ring Miss Lee also had her fair share of the
honors

As nearly as 1t 1s possible to judge from
contemporary accounts, Augusta Maywood
must have been at that time much the more
brilliant dancer of the two But Mary Ann,
even then, had a winning personality and a
way with an audience Whatever the respective
merits of the two little ballerinas, their rivalry
added to the excitement of their engagement,
and The Mawd of Cashmere played to crowded
houses for more than three weeks

On January 5 the manager, Robert Camp-
bell Maywood, announced a performance for
the benefit of his stepdaughter The audience
demanded that Mary Ann also be granted a
benefit This request was loudly repeated
every evening until Maywood, to placate the
ticket holders, was forced to announce that
Miss Lee would be given a benefit on January
12 This he did most reluctantly, complaining
that since he had paid for Mary Ann’s dancing
lessons, he deserved the profit he was reaping
from her talent

The benefit duly took place, and la petite
Augusta as she was called, graciously volun-
teered her services Mary Ann danced her
usual role of Fatima, and also appeared as
“Lattle Pickle” 1n the afterpiece, a farce called
The Spouled Child The house was jammed,
and the hittle dancers reaped another rich
harvest of flowers and gifts, while Mary Ann
collected a most welcome profit

Next day the Philadelphia Saturday
Courter carried two complete criticisms of
the performance, one pro-Maywood, one pro-
Lee. “Miss Lee 1s a clever little girl enough 1n
her place,” wrote the first reporter conde-
scendingly, “and we are glad the excitement
caused a crowded house, but no one in their
senses pretends seriously to compare her
forced and trembling performances to the
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finished, graceful, flexible, and confident fig-
ures of the astonishing Augusta” The other
critic, however, wrote “We are heartily glad
1t was a triumphant overflow, a deserving
tribute to merit, and a handsome offering to
an orphan daughter Miss Lee deserves all
praise for her improvement Her poetry of
motion 18 of the style of Madame Augusta, the
celebrated dancer brought out from France,
at the Park, New York !

In February, la petite Augusta was whisked
off to New York for a successful debut at the
Park Theatre Mary Ann, who had also been
offered an engagement there, chose to remain
in Philadelphia with her mother Within a
week she was danang Fatima again, this time
in support of the French ballerma Madame
LeComte, who was appearing as guest star at
the Chestnut Street Theatre Later in the same
year LeComte was to bring Marius Petipa and
his father to the United States for a brief and
not too happy visit

In March httle Augusta returned from New
York, bringing copies of the charming litho-
graphic portrait which had just been pub-
lished there Mary Ann Lee’s supporters
promptly retahated by arranging for her por-
trait as Fatima to be published in Philadel-
phia, and announcement of 1its publication
appeared in the Public Ledger on March 22

Meanwhile Mr. Maywood had staged a new
ballet for s stepdaughter This was The Dew
Drop, or La Sylphide It seems to have been a
cross between the famous Tagliom ballet La
Sylphide and an opera called The Mountain
Sylph, which was popular in the Umted States
during the 1830’s At any rate, although 1t
may not have been the authentic Sylphide, 1t
must have been based upon 1t New and very
effective scenery was paimted for the occasion
by Russell Smuth, staff artist of the rival
theater on Walnut Street Augusta Maywood
danced the title role, and Mary Ann Lee was
Flora. The first performance took place on
March 17, 1838 The ballet was amazingly
successful, and houses were crowded in spite
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of stormy, disagreeable weather La Sylphide
ran until early Apnl

In the spring the enure Maywood family
departed for Europe Augusta never returned
to the United States At this time, however,
Mary Ann Lee must have determined that
someday she, too, would study under the great
European masters of the ballet

For the present she remained in Philadel-
phia, and consoled herself with some June per-
formances of La Bayadére and La Sylphide,
this time n support of a young dancer from
New York, Miss Harriet Wells Tn Sylphide,
Mary Ann’s role was enriched by the addition
of a Scotch pas seul, and Mrs Lee also ap-
peared on the program, as Jessamine Mary
Ann continued to dance and act at the Chest-
nut Street Theatre until summer, when she
ventured as far afield as Balumore There she
appeared for the first time n the utle 1ole of
La Sylphide Her success may be judged from
the following effusion, which was the tiibute
of an anonymous admirer

La Sylphude *

Ne’er did the Grecian chisel trace

A Sylph, a Naiad, or a Grace

Of finer form or lovelier face,

And seldom was a wreath amid

Such locks of golden beauty hid,

Nor ever beamed of heavenly hue,

Lyes of more sweet and radiant blue,

Each changeful movement of her breast,

Her varying features still confest,

Whether joy danced in her bright eye,

Or woe and Pity claimed a <igh,

Or Fihal Love was glowing there,

Or meek devotion poured a prayer,

And while upon her speech there hung

Accents more sweet than wind harps tongue,

These silver sounds, so soft, so clear,

The hstener held his breath to hear
IH,MD

In the autumn Mary Ann transferred her
allegiance to the Walnut Street Theatre Since
the occasion of her benefit performance, Mary
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Bowery, New York, 1835

Vauxhall Garden and Theatre where Mary Ann Lee appeared. Bowery, New York, 1835.

Ann’s relations with Mr. Maywood had been
somewhat strained. On the other hand, Francis
Courtney Wemyss, manager of the Walnut,
was a great admirer of hers. He did much to
further her carcer, and later paid tribute to
her talents in his book, The Life of an Actor
and Manager. On September 13, 1838, he pro-
duced for her a new ballet called The Lily
Queen, in which Mary Ann had the imposing
title of “Queen Lily of the Silver Stream.”
There seems to be no record of the composer,
although “new music and scenery” were ad-
vertised; but the story and choreography were
by J. H. Amherst, an obscure but versatile
young man who appears to have been a
dancer, writer, circus performer, and horse
trainer. Unfortunately the success of his ballet
was short lived, and a few days later Mary
Ann was appearing, more humbly, in “a new
Tambourine Dance.”

Throughout the winter season Miss Lee re-
mained a member of the company at the
Walnut Street Theatre. She acted everything
from “Little Pickle” to the role of Albert in
William Tell, in support of the great trage-
dian Edwin Forrest. On the slightest provoca-
tion, however, she would execute “A new
Fancy Dance,” or a grand pas seul. She con-
tinued her lessons with Hazard, and in the
spring came her reward. On April 27, 1839,
she was permitted to essay for the first time
the leading role, Zoloe, in La Bayadére. This
time she had an outstanding success, which led
to an engagement at the Bowery Theatre in
New York.

Mary Ann Lee made her New York debut
on June 12, 1839, in La Bayadére, a ballet
which seems to have been associated with
almost every important event in her career.
A few days later a new ballet called The
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Susters was produced for her It seems to have
been one of those very rare things, an original
American ballet, not based on any of the latest
successes of the Paris Opéra or Drury Lane
Yet the directors of the Bowery were so mod-
est about 1t that they neglected to mention mn
the advertisements the names of the composer,
ballet master, or designer! All we know 1s the
cast. Mr Addis was Henry, Mr Rice was
Cormac, Miss Lee was Fanny, one of the
sisters, and Julia Turnbull was the other
sister, Laura The new ballet ran for only a
week

This engagement at the Bowery marked
Mary Ann Lee’s first professional association
with a dancer whose career to a certain extent
paralleled hers, and who was certainly her
most formidable American rival Born in New
York 1n 1822, Juhia Turnbull had been on the
stage since she was six, and had been danaing
and playing children’s roles at the Park
Theatre ever since 1834 Although she had
appeared 1 mnumerable brief diwertisse-
ments, The Sisters was the first ballet in which
she had a chance to play a role of length and
distinction, and 1n 1t she won her first major
success When Fanny Elssler came to the
United States in the following year, she
promptly engaged Julia Turnbull as soloist
in her company During the first New York
performances of Balfe’s The Bohemian Gurl,
in 1844, Miss Turnbull and Jules Martin,
brother of Madame LeComte, were the prin-
cipal dancers The ballet was lavishly staged
and prominently featured during the long run
of this popular opera, and the engagement
further enhanced Miss Turnbull’s growing
reputation as a ballerina Her first spectacu-
lar success, however, came 1n the spring of
1847, when The Naiad Queen was produced
for her Mary Ann Lee was to retire in this
same spring, and thenceforth Julia Turnbull
had no serious competitor among the Ameri-
can ballerinas She danced the prinuipal roles
in Nathalie, La Bayadére, Esmeralda, La
Muette de Portict, and even Giselle In 1857
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she retired, and lived quietly in Brooklyn
until her death thirty years later

In 1839, however, Juhia Turnbull was just
seventeen, Mary Ann Lee a year younger, and
their rivalry added considerable spice to the
summer season at the Bowery On July 8 the
President of the United States, Martin Van
Buren, attended the performance, and Mary
Ann Lee danced the cachucha for him This
particular cachucha had been arranged by
her Philadelphia teacher, the accomplished
Hazard, later Mary Ann was to learn the
famous cachucha danced by Fanny Elssler

During this same summer Paul Taghom,
brother of the great Marie Taglioni, was danc-
ing at the Park Theatre with his wife Amehe
Mary Ann Lee, eager to absorb all she could
learn about the classic ballet, must have
studied their performances closely It 1s even
possible that she may have studied with Paul
Taglion1, for although we have no record of
1t, she was hardly likely to miss such a mar-
velous opportunity

After another winter spent as a member of
a repertory company 1n Philadelphia, and
varied by brief excursions to near-by cities
such as Pittsburgh and Baltimore, Mary Ann
Lee returned to New York 1n June, 1840 The
great P T Barnum recognized her talent, and
engaged her to appear at his popular place of
amusement, the Vauxhall Gardens

Fanny Elssler had just made her American
debut, and was dancing at the near-by Park
Theatre Miss Lee seized this opportumty to
study with Elssler’s partner, James Sylvain,
WhO taught ]1?!‘ ﬂ]l Of Elsilcr,s fam(m‘i (l’lar'
acter dances the cracovienne, the holero, Fl
Jaleo de Jeres, La Smolenska, and the famous
cachucha Mary Ann Lee actually dared to
challenge the great Elssler by dancing the
cachucha at Vauxhall while Fanny was per-
forming 1t at the Park Miss Lee won the vic
tory 1n the eyes of at least one observer, for
the New York.Herald for July 1, 1840, con-
tained the following note “Miss Lee, the
charming dancer, was received with shouts of
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Lithograph ot a contemporary production ot La Bayadere, showing Madame
Augusta, with whom Mary Ann Lee danced, in the leading role. Ca. 1839.

applause, on Monday night. In the cachucha
dance, she can hardly be excelled.” However,
most critics agreed that while Mary Ann was
very beautiful, and danced with much spirit,
she could not seriously be compared with
Elssler or the other really great ballerinas of
the period.

At her benefit performance at Vauxhall on
July 13 (a program quaintly announced as “a
splendid bill, at this splendid place, for the
benefit of this splendid girl”), Miss Lee
proved her versatility by contrasting a classic
variation from La Sylphide with a hornpipe!

Thenceforth Mary Ann Lee made extensive
tours throughout the United States, going as

far south as New Orleans and Mobile. She was
a particular favorite in Boston, where she
danced frequently. The Cambridge students
were among her most enthusiastic admirers.
During an engagement in Boston in the spring
of 1842, she gathered together some local
dancers, coached them herself, and put on a
production of La Sylphide. In addition to
Elssler’s dances, she performed the Tyro-
lienne, which Taglioni had made famous, and
something called The Opium Dance, which
she had arranged herself for a play called
Life in China. Next she appeared in a broad
burlesque of La Bayadére, called Buy It Dear,
T’is Made of Cashmere. Her role was called
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La Smolenska as danced by Miss Mary
Ann Lee. Published by William H. Oakes,
Boston, 1842. B. W. Thayer & Co.s
Lithog’y, Boston.

The face does not flatter this lovely
artist but the lithograph is an excellent
and striking study; in black and white,
yet full of contrasts and “color.” From
“American Music Prints of the Romantic
Ballet” by George Chaffee.
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“Soloe”; her principal effort, the Grand
Broom Dance. A few days later she was acling
the part of Lisette, in The Swiss Cottage, with
two interpolated songs, “The Banks of the
Blue Moselle,” and “Liberty for Me.”

From one of her letters of this period, which
is now preserved in the Harvard Theatre Col-
lection, we learn that in return for all these
varied efforts Miss Lee received the princely
sum of $25 a week, plus whatever she might
reap at a benefit performance, sometime dur-
ing the season. How she managed to save any-
thing at all is difficult to understand, but she
must have done so.

Mary Ann Lee still considered Philadelphia
her home, and she continued to appear there
regularly every season. She had several inter-
esling engagements in New York. In Septem-
ber, 1842, she danced in support of Madame
LeComte in the first American performances
of the ballet from Robert le Diable. This
ballet, with its unearthly scenes of dead nuns
dancing in a deserted cemetery, had been one
of the favorite vehicles of Marie Taglioni.
The complete opera was not given in this
country until 1845, when Julia Turnbull and
Jules Martin were the leading dancers. On
September 15, 1843, at the Bowery Theatre,
Miss Lee undertook one of the most difficult
roles in ballet repertoire, that of Julietta in
Auber’s opera La Muette de Portici, which
was translated into knglish for the occasion,
and retitled The Dumb Girl of Genoa.

In spite of the fact that she was now an
established favorite, with a loyal public which
affectionately called her “Our Mary Ann,”
Miss Lee was still dissatisfied with her tech-
nical equipment. She had begun to dance pro-
fessionally when she was fourteen, and since
then her training and practice had been con-
stantly interrupted by long and arduous tours.
At last, in 1844, she decided that the time had
come to take a year’s vacation and devote it to
study in Paris.

Taking her mother with her, she sailed from
New York in November. In Paris she obtained



admittance to the ballet school of the Paris
Opéra, where she enjoyed daily lessons
from the great Jean Coralli, choreographer
of Giselle, Le Diable Boiteux, and La Péri.
During her absence she was not forgotten at
home. The Spirit of the Times for May 31,
1845, carried a delightful account of her
progress:

“Our Mary Ann,” better known as Miss Lee, is
demonstrating to a perfect mathematical nicety
that Native American legs arc on an equal footing
with the imported article even in its native state.
... In addition to letters from foreign corre-
spondents we have authority for saying, that she
bids fair to rival the most accomplished in her
profession. She is a pupil of the celebrated M.
Coralli, director of the danse at the Grand Opéra
in Paris. She is in no way connected with the
Ballet at the Opéra, although she enjoys all the
advantages of receiving her lessons in the Opéra
building and of a scat in the director’s private
box on each Ballet night.

The following extract from a letter of hers to
a friend at home, will undoubtedly be appreciated
by her American friends: “Notwithstanding the
charms and pleasures which are to be met with
in Paris, I much prefer my own dear country.
One can hardly appreciate the worth of home,
until after having been in a foreign land. Here all
around you have a smile in readiness, which is
but a prelude to something farther, which the
French call politeness—and so far as words and
language go, they are exceedingly polite (or
rather gallant, which T think the better word)—
but give me the politeness of my own countrymen,
who have sincerity in their words and will accom-
pany them with polite actions.”

Perhaps this quaint little letter explains
once reason why Mary Ann Lee, unlike the
more daring Augusta Maywood, chose to re-
turn to the United States instead of remaining
in Europe! When she arrived in New York in
September, 1845, she brought with her not
only a vastly improved technique, but a thor-
ough knowledge of the authentic versions of
Giselle, Taglioni’s ballet La Fille du Danube,
and Carlotta Grisi’s La Jolie Fille de Gand.
Although these classics of the ballet had been
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. ox

George Washington Smith, first
American premier danseur.

well known in Europe for a number of years,
not one of them had yet been seen in New
York.

Hurrying back to Philadelphia, she spent
the next two months in careful preparation
for a second debut. For this momentous oc-
casion she chose La Jolie Fille de Gand, an
elaborate three-act ballet by the French
choreographer Ferdinand Albert, with music
by Adolphe Adam. It had been created by
Carlotta Grisi at the Paris Opéra three years
carlier, and Lee must have seen Grisi dance
it often, during her stay in Paris. The story is
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long drawn out, and the pantomimic action
heavy and complicated. It must have been an
expensive and diflicult ballet to mount, for it
required seven changes of scenery, a large
cast, and lavish costumes. The Philadelphia
manager staged it in all its original length
and grandeur.

The first performance took place at the
Arch Street Theatre on November 24, 1845.
Mr. Wood mimed the role of the Marquis of
San Lucar, Mr. Burke was Zephiros, a danc-
ing master, and Mary Ann Lee was Beatrix.
Other members of the cast were Madame
Dunn and the well-known dancer George
Washington Smith, who was soon to join Miss
Lee on a long tour of the United States.

La Jolie Fille de Gand contains one famous
classic variation, the Pas de Diane, which gave
Miss Lee ample opportunity to exhibit her
newly acquired technique. Her old Philadel-
phia friends gave her a royal welcome, the
theater was crowded every night, and the
papers were full of accounts of her remark-
able progress. It must have been at this time
that Davignon painted and lithographed his
lovely portrait of her as Beatrix.

La Jolie Fille de Gand was given every
night until December 1, when Miss Lee pre-
sented the second of the ballets she had
studied in Paris, This was La Fille du Danube,
to which she gave the new title of Fleur des
Champs, after the name of the heroine. This
ballet, choreographed by Filippo Taglioni,
had been created by his daughter Marie at
the Paris Opéra, nine years earlier. It was a
favorite of the great ballerina, who had
danced it in Russia during her first visit, in
1837. Before Miss Lee’s production it had
heen seen in the United States only at the
French Opera in New Orleans, and not in New
York or any Northern city.

La Fille du Danube has a simple and
charming little plot, concerning a girl and
her lover who commit suicide by throwing
themselves into the river, where they are re-
united in a beautiful submarine grotto, sur-



rounded by lovely water nymphs The score
was composed by Adolphe Adam, who also
wrote Giselle and La Jolie Fille de Gand
Mary Ann Lee seems to have had a decided
weakness for his music'

The principal male role, Rudolph, was
danced by George W Smith, who had a
unique position among American male danc-
ers of the nineteenth century He seems to
have been our only native premier danseur
noble Like Miss lLee, he was a Philadelphian,
and he probably received his training under
Hazard He served his apprenticeship at the
Chestnut Street Theatie, and when Fanny
Llssler danced there <hortly after her arrival
n this countty, she mvited Smith to jon her
company on tour He 1emamed with Elssler
durig her two years in America, and studied
under her partner, James Sylvain  When
Fanny sailed for Fiance, she presented Smith
with an engraved gold penal as a souvenmir
of their professional association

During his long career Siith danced with
almost every ballerina of importance who
visited this country Among his partners
were Julia Turnbull, Giovanna Ciocca, Anna
Bulan, Lowise Ducy-Barre, Pepita Soto, and
Lowmse Lamouteux For two years he toured
the Umted States as the partner of glamorous
Lola Montez, whom he considered a clever
showman, but no dancer He danced 1n the
Monplaisn Ballet and the Ravel tioupe, and
for a time he appeared m Itahan pantomime
with the Carlo famly Among his associates
he particularly admired Leon Espmnosa, a
brilliant techmaan who wvisited this country
m the fifies Espinosa’s son 1s teaching 1n
London today ILike most dancers of the
pertod, Smith was an actor as well, and he
appeared 1n support of such stars as Edwin
Booth and Charlotte Cushman

As a choreographer, Smith’s achievements
were numerous and varied He staged the
oniginal Philadelpha productions of The
Black Crook, The W hite Fawn, and The Naad
Queen Many years after the retirement of
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Mary Ann Lee, Smith staged performances of
Giselle and La Fille du Danube which must
have been based on the choreographic ver-
sions she taught him on her return from
France He was actively engaged in choreog-
raphy and teaching until just before his death
i 1899, at the age of seventy-seven

At the close of her engagement in Philadel-
phia, Mary Ann Lee gathered about her a
small company consisting of Smith and six
trained danseuses With this group she toured
the principal cities of the United States
Using her dancers as a nucleus for the more
important roles, she would train local talent
for the ensembles, and so was able to present
ballets calling for large casts Their first en-
gagement was 1 Boston, where Mary Ann’s
loyal followers gave her a warm welcome
even before she appeared, as we can judge by
the following paragraph from the Boston
Transcript

The first appearance of our popular danseuse,
Miss Mary Ann Lee, since her return from Paris,
1s hikely to draw out this evening one of the most
brilhant assemblies ever witnessed 1n Boston She
comes before us once more, after a long absence,
perfected in her seductive art by all the advan
tages afforded by the most fashionable school of
elegance and grace in Europe, and crowned with
the laurels of foreign approbation When she
commenced her career on the boards of our
theatres, all wcre captivated by the winning
sweetness of her beautiful face, and the natural
poetry of her bewitching figure, now we are to
have the opportunity of beholding the same face
and the same figure, adorned with all the em
bellishments of artistical refinement, and height-
ened by all the fascinations of culuvated taste
Among the youthful, the susceptible, the imagina
tive of our population, 1t 15 impossible but that
her return will create a general furore, and her
performances give rise to an enthusiasm that
shall cause even the splendid triumphs of Elssler
to wax dim Again will our quiet streets resound,
late at night, with the noise of returning Cam-
bridge omnibuses, and again shall we hear La
Cachucha and the airs of La Bayadere, the ballet



MARY ANN LEE

for this evening, breathed from the sighing ac-
cordion and whistled through hps Ethiopian
Vive la danse!

It was during this engagement at the
Howard Atheneum that Mary Ann Lee hrst
danced Guselle, on January 1, 1846 This was
the first American production of this long-
lived ballet* Madame Augusta, the same
French dancer with whom Lee had occasion-
ally danced at the beginning of her career,
danced Giselle at the Park Theatre in New
York on February 2, 1846, thus preceding
Lee n that city by some two months, Mlle
Blangy, another popular French ballerina,
also appeared in this famous role later 1n
the same year The Boston performance 1s,
however, the first of which we have record,
so to Mary Ann Lee must go the credit for the
first American production of this great classic

On this historic occasion the role of Al-
brecht was danced by George W Smith,
Myrtha, the Queen of the Wilis (erroneously
called Berthe 1n the program) by Mrs Hunt,
and the two prinapal Wilis, Zulme and
Mayna, by Miss Smith and Mrs Jones The
Prince de Courlande was Mr Howard, the
Princess Bathilde, Mrs Howard, Wilfred,
Mr. Resor, and Hilarion, Mr Russell

We have no adequate account of this first
performance of Giselle Three months later,
however, Miss Lee and Mr Smith danced 1t
at the Park Theatre in New York, on the oc-
casion of Mary Ann’s benefit performance
Next day (April 14, 1846) the New York
Herald commented on the huge audience
which had turned out for Miss Lee, “the ac-
comphished, modest, and beautiful American
danseuse It 18 a pleasure to every well-
orgamzed mind,” continued this anonymous
and benevolent critic, “to see talent and art
obtain, at least in some degree, that which
1s the object of its painful toil and labors

. Miss Lee enacted Giselle with a beauty,
charm, elegance, and grace that cannot be de-
scribed, and we will not attempt 1t. A

Later in April a return engagement 1n
Boston provided the opportumty for further
comment on Giselle The Boston Courier for
April 22, 1846, contained the following criti-
cism: “The graceful and pretty danseuse, Miss
Mary Ann Lee, 1s now fulfilling a successful
engagement at this popular establishment [the
National Theatre] The production of Giselle
attracted on Monday evening a full and fash-
10nable audience, who testified their delight
by loud and continued plaudits at the grace
and agility of the beautiful heroine, who, inde-
pendent of her salient qualifications, evinced
a truthfulness of action that conveyed as
plamnly almost as in language, the feelings
and passions of the character She was ably
supported by Mr Smith, and the numerous
members of the corps de ballet The piece has
been placed upon the stage without regard
to expense, and with a tact, taste and 1n-
genuity that reflects the highest honor upon
the management of the theater We think that
we are not exceeding the boundary of truth
when we aver that no ballet of action has ever
been produced in Boston that could bear com-
parison with Guselle ”

From one of Mary Ann Lee’s own letters
we know of her particular fondness for this
ballet In a note dated at Philadelpha on
September 21, 1846, and addressed to the
famous Southern Ludlow and
Smith, she writes concerming an engagement
for the following winter

“I trust that you may be able to do Giselle
for me as this 1s such a lovely ballet I know
you would like 1t, and I am quite sure 1t
would draw in New Orleans and Mobile If
you should think of doing 1t I can send you
the plot. I open 1n Giselle in Charleston ”

Mary Ann Lee and her httle company
toured extensively 1n the season of 1846-47
The repertoire included Fleur des Champs, La
Bayadére, and Guiselle, as well as such dwer-
tissements as the bolero, the mazurka, and a
grand pas russe La Johe Fille de Gand was
too elaborate a production to take on tour,

managers
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Facsimile letter by Mary Ann Lee concerning Giselle. 1846.

but Miss Lee frequently danced its best-
known variation, the Pas de Diane, as well
as the grand pas de deux, in which she shared
the honors with Smith. Another popular nov-
elty was the polka, which she had brought
from Paris along with her more pretentious
importations.

During this tour, however, Mary Ann Lee’s
health began to fail. In New Orleans, where
she danced from December 7 to 17, she be-

came ill and was obliged to cancel sev-
eral performances. Recovering, she continued
bravely on her tour. In the spring it became
evident that she could no longer stand the
strain of constant practice, public appear-
ances, and touring. Reluctantly she announced
her coming retirement.

In May, 1847, Mary Ann Lee gave a series
of farewell performances in her native Phila-
delphia. The piéce de résistance was the in-
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Mary Ann Lee, age 13, as Fatima in The Maid of Cashmere. 1836.



evitable Bayadére Her last appearance took
place at the Arch Street Theatre on June 18
The generous program consisted of a comedy,
Uncle John, a farce, The Loan of a Lover, and
a drama, The Deserter. Miss Lee’s contribu-
tions were the Trial Dance from La Bayadére,
and a pas espagnol Although her retirement
in 1847 was a final one nsofar as any nation-
wide career was concerned, Mary Ann Lee did
dance again, on several different occasions At
the Chestnut Street Theatre, Philadelphia, on
May 27, 1852, a complimentary benefit was
tendered to “Mis Van Hook, late Mary Ann
Lee,” who appeared 1n the Grand Trial Dance
from La Bayadére (always a favorite of hers)
and acted Lisette in The Swiss Cottage In
August of the same year she danced with
Smith at the Walnut, as we shall remark in
due time Other appearances included one at
a single benefit performance for J Ingles
Matthias, treasurer of the Arch Street Theatre,
May 30, 1853, and a two-week engagement
at the Chestnut, Sept 6-20, 1853, when she
again dan(ed her faV()l']'.P Ba’y(td(’r(’ as We“ as
a new dwertissement, the Pas des Quatre Na-
tions At this time she added a major role to
her repertoire Fenella i Auber’s opera-
ballet Masaniello, which <he enacted with the
Seguin Opera troupe After the single per-
formance of 1852 she seems to have dropped
the “Mrs Van Hook” and returned to her own
name, Mary Ann Lee A whole story of drama
and tragedy may lie behind these few small
details of her attempts to return to the stage

It 1s difficult to give a fair and accurate
estimate of Mary Ann Lee’s status as an artist
She deserves great credit, of course, for her

MARY ANN LFF

ambitious pioneer work in bringing to this
country such ballet classics as Guselle and La
Fille du Danube Most contemporary critics
seem to agree that while she was (with the
exception of Augusta Maywood, who was
dancing only in Europe), the best American
ballerina of the period, she could not be
compared with Elssler, the Taghonis, or the
other foreign stars who visited this country
The New York Herald for April 16, 1846,
devoted an entire article to a discussion of the
ballerina “As a danseuse, Miss Lee has much
merit, she 1s hardly the equal, indeed, in
many points to Augusta, her form 1s not so
good, nor has she her muscular power, but
she has great skill, much grace of movement,
a pleasing countenance, a prepossessing man-
ner, and 1s, we may say, superior to any other
danseuse at present among us, except perhaps
Mie Augusta What difference time will
make (and to judge by her great improvement
during her stay abroad, 1t may make a great
deal) we will not undertake to decide She
possesses both taste and <kill, united with
graceful power ”

If she had been able to continue her career
without interruption, Mary Ann Lee might
have become a really great ballerina, for she
seems to have had all the necessary attributes
She was only twenty-four in 1847 when she
retired, and the critics were sull noting her
stcady improvement She must have been an
extraordinarily beautiful woman, for almost
every notice mentions her lovely face and
araceful figure Audiences seem to have liked
her instinctively, 1t 1s probable that her per-
sonahity was stronger than her technique
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AUGUSTA MAYWOOD

BY MARIAN HANNAH WINTER

IN 1825 Mr and Mis H A Wilhams be-
came the parents of a girl child, christened
Augusta, who was destined to become our
first—and to date our only—great interna-
tionally famous prima ballerina An expa-
triate whose private life was an emgma, whose
reputation 1n Europe was comparable to Loie
Fuller’s and Isadora’s, and whose professional
mtegrity and superb artistiy were constant
factors, she was compaied only to the great-
est—LElssler, Tagliom, and Cerrito Although
Cyr1l Beaumont has sedulously 1gnored even
her name, any history of ballet 1n nineteenth-
century ltaly 1s incomplete without her record
She was most particularly associated with the
last glorious years of lassic romantic ballet,
and the great star of its final transitional
pertod About her raged the most excoriating
polemics of the American press, mn a pe-
1iod of fluent invective Her most vindictive
calummators unammously considered her a
great dancer

In 1828 Martha Williams, with two small
daughters, Mary Elizabeth and Augusta, was
legally disembarrassed of H A Wilhams
after they had fimshed an extensive acting
tour 1n the Southern theaters She then met
and married Robert Campbell Maywood, at
that time one of the better-known actors and
an enterprising, energetic theatrical manager
as well He had been instrumental in nego-
tiating the American debut of Mlle Augusta,
the French ballerina with the London follow-

g He became manager and chief lessee of
Philadelphia’s Chestnut Street Theatre From
all contemporary accounts he expended con-
siderable care and money 1n training his step-
daughters, both of whom assumed his name
Mary klizabeth, the elder, was extremely
beautiful and an undistinguished actress,
whose career holds no interest

Augusta Maywood was a ballerina Her
early traimning was competently directed by
Monsieur and Madame Paul H Hazard Mon-
steur had done a stint at the Paris Opéra
mmor capacities, Madame had been engaged
at the Thédtre de la Monnae, Brussels, and
the couple had toured a variety of German
theaters Their repertoire included Porte Saint
Martin swashbucklers such as La Délirance
des Grecs and Wild Gurl of the Ardennes
(ballet-drama) The Hazards, inadentally,
established themselves in Philadelphia and
tramned other local ballet luminaries, 1n-
cluding the famous Wells sisters, Louise and
Amehia

Philadelphia journals announced the first
appearance on any stage of the hittle Augusta
(<hortly a Gallic la petite) as a feature of her
mother’s benefit on Dec 30, 1837, noting that
she was a “Pupil of Mons P H Hazard,” in
Le Dieu et la Bayadere (The Mawd of Cash-
mere) This was the ballet-opera based on
Goethe’s ballad with a book by Secribe and
music by D F E Auber First presented mn
1830 at the Paris Opéra, with choreography
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by Filippo Taglion1 designed to display the
abilities of Marie, 1ts American premiére was
given by Mlle Augusta for her debut 1in 1836
It obtained an overwhelming success and re-
mamed 1 American repertoire beyond the
mddle of the century

Franais Wemyss relates in his memoirs
“Zelica 1n the ‘Maid of Cashmere’ by a native
American dancer 1s an era i the history of
the stage worthy of the same page which
sounds the praise of Edwin Forrest Possessed
of every requisite to acquire future fame, very
ambitious, passionately fond of her art,
Augusta Maywood won a triumph which her
father should have improved to better advan-
tage ” (Wemyss meant to the parents’ advan-
tage )

Augusta was an mncontrovertible sensation,
but engendered one of those seemmngly 1n-
dispensable ballet feuds, recorded thus by
Wemyss “There was another candidate for
fame on this same 30th December, Miss Mary
Ann Lee, who, 1n the trial dance, won for
herself a reputation m public favor The man-
ager, Justly proud of the success of his Ittle
daughter-in-law, was guilty of an 1njustice to
the poor dependent girl, who aided her suc-
cess After Augusta’s benefit had taken place,
on the 5th of January, the citizens, anxious to
afford Miss Lee some mark of their favor,
apphed to the manager to appomnt a night
for her benefit This Mr Maywood at first
indignantly refused, as an msult to his dear
child, and afterwards as foolishly granted
The excitement thus raised enabled Miss Lee
to boast of a triumph over her more gifted
competitor, wreaths were showered on the
stage every might during the tnal of skill, by
the friends of both parties They deserved
these attentions from the audience, their suc-
cess was but a just tribute to menit, and, if
La Petite Augusta felt any jealous pang to
mar her triumph, the injudicious conduct of
her own parents toward ‘our Mary Ann’ as
Miss Lee was now famihiarly termed, was the
sole cause As a foil to her own excellence,
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Miss Lee would have been the most valuable
auxihary she could have found, in claiming
to be her equal, for a time she lost ground
yet her career has been a profitable one, 1f
not so brillhant as Augusta’s What a pity two
such young creatures should have been sepa-
rated with rancor i their hearts, when,
united, they would have proved a source of
mutual profit The public felt proud of them,
as childien whose talent should be encour-
aged As the companion and schoolfellow of
my own children, I felt an interest in the
success of Augusta Maywood, which induced
me to peril my own interest, by loaning to
the managers Mr Russell Smith, to pamt the
scenery of La Sylphide which was the next
part attempted by the juvenile dancer ”

New York was shortly apprised of the child
wonder by the Murror, which on Feb 3, 1838,
reprinted this notice from the Philadelphia
Inquirer, shortly before her Park Theatre
debut on February 12 “The favorable im-
pression made by this young creature on the
might of her debut, has been fully confirmed
by her subsequent performances She 1s, mn-
deed, a most extraordmmary child, and des-
tined, we doubt not, to produce no ordmary
sensation 1 the theatrical world She 1s ex-
tremely youthful, being not more than eleven
or twelve years of age, but her form 1s one of
the most symmetrical that we ever looked
upon, and her every movement 1s grace This
may seem extravagant praise, but we believe
we shall be fully borne out 1n 1t, by the thou-
sands who have already witnessed her de-
hghtful acting and wonderful dancing Her
success on Friday mght was perfect and com-
plete She surpassed herself, and proved to
any who could have entertained a doubt be-
fore, that she 1s indeed a prodigy 1n her way,
and fully entitled to the praise that has been
so liberally lavished upon her The best evi-
dence of her ment, however, 1s the fact that
she personated the character of Zelica six or
eight times during the last fortmght, and
never to any but a brillhant, fashionable, and



admiring audience. That a child of her age
should have succeeded so thoroughly n a
character which Celeste considered one of the
most difficult 1n the whole range of dramatic
opera, 1s surprising indeed, and a proper 1dea
may be formed of her attraction, when we
state that Saturday last, we heard an enter-
prising professional gentleman of this city,
offer fifteen thousand dollars for her services,
for a single year We do not desire to be ex-
travagant in a matter of this sort, but, as we
perceive a disposition 1n other (ities, to secure
the services of Augusta for a brief engage-
ment, we have thought this much due by way
of explanation, as to the real character of her
merits and success ”

La petite Augusta was a major sensation n
New York As the Mirror noted on Februarv
24, “Philadelphia has covered herself with
glory 1n borrowing this native-born sprite of
New York for a season, and returning her so
rich 1n attractions to the home of her child-
hood Her bright, pretty elfish face and
ariel-like figure, the mingled grace and pre-
cision of her movements, and above all the
wonderful muscular powers she displays for
a child of twelve, can hardly be overrated 1n
their attractions, while as a mere actress, her
versatility of expression, hoth of feature and
gesture, and her winning archness and fin-
ished byplay, mmpart to her performance a
charm infinitely beyond her years ”

During entr’actes Augusta recited The
Seven Ages of Woman to ecstatic applause

In addition to ephemeral plaudits, Augusta
received the accolade of portraiture Henry
Inman, noted American artist who later
painted Fanny Elssler 1n her loge, did a full-
length portrait of la petite The New York
Murror on March 31, 1838, reported “One
of the happiest things Inman ever did 1s his
full-length portrait of this dancing fairy. He
has caught the very elvish look of the eye
that gives such piquancy to the turn of her
head and each movement of the buoyant and
elastick figure. So hife-like and natural 1s 1t,
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that 1t seems almost as 1f 1t would bound from
the canvas We hope to see 1t engraved mn a
style commensurate with 1ts extraordinary
merit 7 Unfortunately no print was made that
1s on record (the Robinson print seems an
unhkely candidate) and the picture disap-
pears from sight 1n 1846, when 1t was 1n the
collection of one W T Porter

The popular print market offered H R
Robinson’s La Petite Augusta, a becurled
pretty child, without the gaucherie usual to
her age In Bayadére or as Dewdrop in The
Mountain Sylph (a ballad-opera thematically
inspired by La Sylphide, occasionally billed
under that title) she was acclaimed as a young
divimty Thus 1t was almost with a sense of
bereavement that the Knickerbocker Maga-
zine i March, 1838, announced her depar-
ture for Paris, where her professional educa-
tion was to be completed

Maywood’s colleague Wemyss exclaimed
“How Manager Maywood, with his usual
<hrewdness, could have commutted such a mis-
take as to suffer Augusta to proceed to Paris,
unt1l he had first gathered the dollars, which
m America actually invited him to accept
them, has surprised all his friends A most
brilhant future opened before the young lady,
which a tour throughout the United States
would have improved into fortune and inde-
pendence, while one year so spent, would
not have marred her prospects i France for
in Paris, the young American, La Petite
Sauvage, would have been at any time re-
garded as a prodigy, petted, applauded and
spoilt As a novelty, sending dancers from
North America to Paris, was carrying the war
into Africa with a vengeance ”

Paris had already heard of la petite Au-
zusta The Revue et Gazette Musicale de Parts,
m 1ts news column for June 24, 1838, re-
ported that “despite religious austerity preva-
lent in the Umted States, New York splen-
didly acclaims pretty and svelte ballermnas
Madame Lecomte has recently excited trans-
ports of enthusiasm 1n the Dance of the Nuns
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from the third act of Robert-le-diable People
also speak of two young misses—Augusta
Maywood and Miss Wells, as sharing Ameri-
can favor with Madame Lecomte ” The para-
graph, not too accurate, notes that Miss Wells
18 expected shortly in Panis, this was later
corrected, and by the following July (1839),
there was considerable talk of the “jeune per-
sonnage de quatorze ans” who was shortly to
make her debut

Wemyss conceded that the child was very
ambitious, passionately fond of her art, and
that “at the academy at Paris, she practiced
with unremitting diligence ” The flurry started
around Augusta before her arrival was aug-
mented by rumors of her astomishing class-
work under Mazillier and Corally Charles de
Boigne, in his Petites Mémoires de 'Opéra
(Panis, 1857), said that “she danced. or
rather gamboled, with a petulance and pas-
ston to divert and electrify the most measured
pupils of Mazlher’s class ”

By November 11, 1839, scarcely fifteen
years old, she was ready for the supreme test
of any ballerina during that century—a Paris
Opéra debut The Opéra prestige was un-
assailable, even an engagement m a mnor
capacity, entithng an artist to add “of the
Paris Opéra” to his billing, was a tangible
asset An engagement as premiére danseuse
was tantamount to a guarantee of a career
The Parisian audience, Parisiens de Paris, was
the most brilhant intellectually, artistically,
and sartorially i the entire world During
this period, at a top-flight salon such as
Nodier’s, one mght see Chopin, Mussel.
Nerval, Tony Johannot, Hugo, Balzac, Beyle,
Dumas pére, Vigny, Nanteuil, and Devéria
A first-night audience 1nvarniably included
such knowledgeable people as les fréres
Cogmard, hbrettists and guiding geniuses of
the Porte Saint Martin, Roger de Beauvorr,
the critic and aesthetic arbiter Jules Jann,
the protean Henri1 Monnier, Musard, and
Eugéne Sue

To this audience exoticism was almost a
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religion, whether of time as represented by a
medieval lute, or space, by the Oriental guzla
An extraordinary costume, a strange and b1
zarre background, were mn themselves @ la
mode These years saw the lovelest of
Gavarni’s travestissements—Oriental, Greek,
Spanish In her own fashion Augusta May-
wood was an exotic, a personnage bizarre, by
the mere fact of being there Yet this recep-
tive audience was discrimmating and articu-
late. Théophile Gautier, most astute of all
theater critics, superlatively so of the dance,
was able more than any other to catch the
essential physical, technical, and spiritual ca-
pacities of a performer His review of Au-
custa’s debut on November 11 (one of the
few, and the only major ballet criicism Mr
Beaumont has chosen to ignore mn his trans-
lations from Gautier) was published on No-
vember 25, 1839

The dance, for some time neglected at the
Opera, and which Mlle Fanny Elssler alone has
sustained on the ponts of her httle feet, seems to
have resumed a place of honor, fortunate debuts
succeed one another, after Mlle Lucile Grahn
who comes to us from Denmark, behold now
Mlle Augusta Maywood who comes to us from
America Every part of the world seems to send
us dancers, 1f this continues our corps de ballet
will soon be the most cosmopolitan body one
could see, Danes, Germans, Americans, Englsh,
are all found there, 1t 1s a veritable Babel with
seventy-two 1dioms Happily the language of the
dance may be understood everywhere, and feet
have no accent [Les pieds n’ont pas d’accent ]

Mlle Augusta Maywood has a completely
clear-cut type of talent, 1t 1s not the melancholy
grace, dreamy abandon and nonchalant lightness
of Mlle Grahn, who reflects 1n her eyes the clear
and cold blue of the Norwegian sky, and who
seems a walkyrie dancing on the snow, 1t 1< yet
less the immitable perfection, shining constancy,
allure of a classic Diana, and sculptural purnty
of Mlle Fanny Elssler, it 1s something abrupt,
unexpected, bizarre, which set« her completely
apart Daughter of a New York or Philadelphia
theater manager, we aren’t too certain which, she
created a furor 1n America, danced the most
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complicated ballets, sang, played tragedy, in
short was an infant prodigy,—she came 1n
search of Parisian sanction, for the opinion of
Panis agitates even United States barbarians in
their world of railroads and steamboats —For a
prodigy, Mlle Maywood 1s truly quite something.

She 18 of medium size, very well built, very
young, eighteen years according to calumniators,
with black eyes and a wide awake and savage
hittle face which gambles strongly on being
pretty, add to this smmews of steel, jomnts of a
jaguar, and an agility approaching that of
clowns, for the rest, it would be impossible to
be less intimidated by so formidable a test, there
she came, under fire of foothghts and lorgnettes,
which strike fear in the most intrepid, as tran
quil as an established dancer, you would have
thought that 1t was simply a matter of her par
terre of Yankees, 1n two or three bounds she
cleared this great theatre from backdrop to
prompter’s box, making those almost horizontal
vols penches which made the fame of Perrot the
aerten, and then she began to gambol, to
pirouette dans l'awr sur elle méme, to do back
turns with a suppleness and force worthy of
Lawrence or Redisha, ! you would have said a
rubber ball bouncing on a racquet, she has much
clevation and spring, her little legs of a wild doe
make steps as long as those of Mlle Taglhiom

The costume she wore the day of her first
debut n le diable boiteux was in rather American
taste Picture to yourself a pink waist, pink skirt
without white petticoats underneath, and pink
tights, the whole embellished with varicolored
passementerie and sequins A toilette to enchant
a rope dancer (this 1s not a term of scorn, we
adore rope dancers)' The second appearance in
Tarentule she was gowned en paysanne, with that
eternal black bodice and no less mevitable petti-
coat so lavished on ballets with sylvan preten
sions, 1f the other costume was too savage, this
one was much too civihized

Mille Augusta Maywood will be a good ac-
quisttion for the Opera, she has a style of her
own, a very remarkable cachet of ongmalty,
connoisseurs who attended the coronation festivi-
ties at Milan claim that Mlle Maywood ap-
proaches very much the style of Mlle Cerrito

Charles Merruau, 1n the Revue et Gazette
Musicale, also discussed this debut at length.
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After grumbling that all good artists who
came from foreign parts to train and make
their debuts 1n Paris eventually went back to
their native lands to garner rich rewards, he
admtted that of course there was nothing else
for them to do, since the Parisian audience
was the only one i the world qualified to
give the accolade Reportedly la petite Au-
gusta was to return to America, and undoubt-
edly her success would pass all expectations
“However that may be,” he wrote, “the young
dancer made her debut Monday 1n a pas
which was introduced for her 1n the first act
of Diable Boueux A petite creature, gracious
and alive, with light movements, vigorous
leg, well-defined gesture, piquant smile, ms-
chievous eye, a pretty face and scarcely fifteen
years—and there you have Mademoiselle Au-
gusta Imagine a madcap and frenetic dance,
prodigious leaps, leaps which covered the
stage 1n three bounds, entrechats combined
with pirouettes such as would do honor to
Perrot, battements horizonteaux such as Paul
did once upon a time, extieme verve, In-
credible swing, miraculous composure, and
you will have an 1dea of the surprise mixed
with pleasure which the appanition of this
strange child must have caused on the stage
where a’few days before one had applauded
the poetic dance, the genteel grace of Made-
moiselle Grahn, and where one had applauded
the elegant and voluptuous Catchucha of
Mademoaselle Elssler. Mademoiselle Augusta
Mavwood was vigorously applauded, as one
might easily guess A part of this success 1s
due to M Corally, her teacher, whose lessons
developed the extraordinary talents of the
young dancer and who, 1f he will temper a
trifle this inordinate fervor, will make of his
pupil the most original and piquant dancer
one could possibly imagine ”

There could have been no more auspicious
debut, the physical equipment, which made
comparison to the greatest male dancers and
acrobats a feature of both reviews, the diable



au corps, and completely individual style set
her immediately in a unique category. Au-
gusta took her place in the regular company,
and appeared in a very special benefit ar-
ranged for Elssler in February, 1810. Curi-
ously, in future years, wherever Augusta ap-
peared Fanny had been there shortly before;
there is somehow a feeling, for Elssler was
notably generous and helpful, that Fanny was
instrumental in advancing the little Maywood
during those carly years.

In any event, the Maywoods, settling down
in Paris, were shortly unsettled by their viva-
cious daughters. Mary Elizabeth eloped with
a Mr. Sidney Wilkins, trombone player at
the Paris Opéra; she later returned to the
parental fold. (Occasionally there is an er-
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roneous reference to Mr. Wilkins as Augusta’s
husband.) The great blow to their anticipated
golden future faded with Augusta’s startling
marriage.

Theatrical annuals of 1840, which list
all major performances, rcappearances, and
debuts of 1839, have an entry under Paris
Opéra for January 4—*“Debut of M. Charles
Mabille (la muette de Portici).” This same
annual lists Maywood, in company with the
Elsslers, Noblet, Leroux, Grahn, and the
Dumilatres, as premiére ballerine. About
Charles Mabille there is mystery and con-
fusion. An Auguste Mabille, son of the famous
Bal Mabille patron, had been a partner of
Elssler’s shortly before in London; he had
an excellent career and was one of the last

Gustavo Carey and Fanny Elssler in Faust. Vienna, ca. 1850.
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great danseurs nobles at the Opéra Charles,
who was probably his younger brother, 1s a
shadowy figure, 1t would seem, despite the
1839 debut notice, that they might be the same
person, save for the fact that when Charles
was 1n Lisbon during 1844-45, the Mabille 1s
appearing 1 Paris In 1840 Charles Mabille
1s histed 1n the Opéra company, and no men-
tion of Auguste The strange lacunae mn the
histories of Charles and Auguste have led sev-
eral iterested ballet detectives to the conclu-
sion that they were 1dentical—a happy ex-
planation save for documentary evidence that
two separate bodies were 1 two separate
places at the same time If it had been the
great Mabille, moreover, the Maywoods might
not have heen as upset as they were on losing
their gold mine to Mabille cadet

The marriage was a sensation of the
Parisian boulevards and London green rooms
(Robert Campbell Maywood was not a
neghigible theatrical figure) On November 4,
1840, a note 1n the Revue et Gazette Musicale
says “Everyone speaks of the disappearance
of Mademoiselle Maywood of the Opéra The
wings are busy with this scandal ” The fugi-
tives had appeared m a performance of Le
Diable Amoureux and disappeared immedi-
ately thereafter On November 15 the Revue
further reports that the fugitives were held
at Boulogne, thanks to a telegraph order, were
returned to Paris and had airived that day,
unless an amiable agreement and a désiste-
ment conselllé par la raison did not give
pause, the parquet would be able to follow
the complaint of abduction of a mnor, which
charge had already been registered 1n the law
journal, and on which Mabille was held
Whatever potent arguments were produced in
favor of the marriage are not recorded, but
consent was finally given and the suit dropped
The New York Spirit of the Tumes received an
account in a London theatrical gossip dispatch
and relayed the elopement to her American
public, which straightway began to disap-
prove the headstrong Augusta, although it was

clearly stated that the couple expected to go
home to the States

Robert Maywood packed up the rest of the
family and returned to America, the Opéra
was 1n doldrums prior to Grisi’s engagement,
and during 1842 there 1s no record of Au-
gusta’s dancing, she was probably having that
baby she allegedly abandoned later, and may
well have used that as an excuse not to return
immediately Mary Ehzabeth, for technical
financial reasons, had become lessee of the
Chestnut Street Theatre, and announced the
return of her sister “formerly la Petite Au-
gusta” Maywood himself, in a letter to J S
Jones, manager of the Tremont Theatre,
Boston, dated Sept 7, 1842, wrote “With
regard to the possibilities of the present sea-
son 1 may say we expect ] Wallack, Mr
Balls, Augusta Maywood and her husbhand
from Panis Wallack was to leave on the
4th of this month and Balls about the end—
I expect to hear from Mrs Surling by the
19th or the 1st of October at latest—Augusta
Maywood and her good man will be later ”
On Sept 28 he wrote “ with regard to
Augusta, as soon as I know the exact period
of her arrival—I’ll let you know—and depend
upon my taking care of you in the arrange-
ment—and take my word for it she will be
the best star of the season, and she has what
others want, youth and beauty—with very
auperior talent and 1s besides a New Yoiker
by birth ”

Unfortunately for the family exchequer
Augusta never returned Fundamentally she
was above all else a ballerina, who loved
dancing to such a degree that she preferred
to risk competition and unremitting hard work
i order to remain at its creative center She
undoubtedly knew that an assured fortune
awaited her in America, her future in Europe
at that pomnt had only an auspicious Paris
debut and her own conviction as assets Per-
haps she preferred to remain where she felt
temperamentally at home, and decided to let
her family fend for themselves



She did not see her future in terms of the
Paris Opéra. Charles de Boigne, to whom an
engagement in Paris seemed the ultimate good
of this world, blamed her marriage, and bit-
terly exclaimed: “This poor little Augusta
Maywood! she couldn’t let herself be re-
engaged by the Opéra; she had too much life,
too much future; she thought herself obliged
to marry a myrmidon of a dancer, counterfeit
and churlish, who peddled her about from
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city to city. O dancers! will you then always
marry dancers?”

In any event, Mabille's marital colportage
was now dignified by a major engagement.
A Sr. A. Porto had assumed management of
the Teatro de S. Carlos of Lisbon, and was
determined that Lisbon audiences should no
longer be known as the world’s most patient
amateurs. To ensure a good ballet company
he engaged the amazing Gustavo Carey, one

Domenico Ronzani. Ca. 1847.
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Teresa Gambardella. Ca. 1840.

of the great male dancers of his generation,
idol of St. Petersburg, who had even success-
fully braved the virtual ban against male
dancers in Paris. Iriend and partner of
Elssler, his unusual vocation for an English
patronymic indicates that he may have been,
like Edmund Kean, one of the four fabulous
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great-grandchildren of the notable and eccen-
tric British composer Henry Carey. His ac-
tivities covered, among other engagements, the
considerable period of 1827 to 1854 as guest
choreographer and male premier at the
Vienna Hofburgoperntheater. For the Lisbon
season of 1843-1844 (which started Sept. 1)
Carey is listed as choreographer, los conjuges
Mabille as primi ballerini, los conjuges Mon-
tani as principal mimes, seconded by Luigi
and Giuseppa Romolo, Francesco Pintauro,
six mimes and thirty-six coryphees.

Augusta’s debut, in Giselle, reported at
length in the Revista Universal Lisbonese
(Tomo III, p. 144) triumphed over a cabal
organized by one of the discharged dancers,
José Stephene, to demonstrate against the new
company. Billed as Senhora Mabille, her Lis-
bon debut exceeded even the Paris ovation.
Silva Leal wrote ecstatic notices of the “poetic
ballerina” in Giselle, of her force, agility, and
grace in Spanish dances, of her voluptuous
appeal, of how she rescued one of Carey’s less
fortunate ballets, Rolando e Morgana, and
how incomparable she was in a cracovienne.
Mabille is never once mentioned; it is clear
that his eighteen-year-old wife was the attrac-
tion.

Like Elssler, Augusta was never afraid of
competition and always generous to new-
comers; one such incident should be recorded.
Judith Rugalli, twelve-year-old daughter of a
Lisbon actress, danced al her mother’s benefit
a cracovienne in imitation of Madame Mabille,
who gave her blessing and ensured an au-
dience of all local ballctophiles. After her
triumph young Judith wrote a touching letter
to the Revista Universal, telling how the art
of Madame Mabille so enthused her that in
childish dreams she formed the project of this
dance; she concludes with a touching tribute
to Augusta—*I took my inspiration from the
graceful steps of the foreign Sylphide.”

The only carping notice our American
prodigy received during her entire stay was
in her second season, when she introduced the



polka on the Lisbon stage and was accused of
substituting a polonnaise In addition to di-
vertissements Augusta danced Guselle (the
only ballet staged by Mabille), Carey’s Ro-
lando e Morgana, Mascaras de Venesa, Novo
Azor, A aldeia polaca, O conscripto, and his
restagings of Bayadére, Diable Amoureux and
La Gypsy Her re-engagement for the season
1844-1845 was announced with joy n an
Alleluia Lyrica on Nov 28, 1844

There was no mention of any nift in the
ménage Mabulle unul February 6, 1845, when
a cryptic paragraph, titled Ma Bille (a pun
on the Portuguese word for document, pro-
nouncement, or tax decree) says “Everyone
admired Madame Mabille’s ethereal qualities
i Giselle, her gracefulness in la cracovienne,
and her exuberance in Le Diwable Amoureux
She outdid herself—she did not fly, she
veritably volatized herself with a verve and
at the same time a grace that left the audience
gasping Madame Mabille, 1t was the unam-
mous verdict, was a lovely spint But the
worst of 1t 1s, as the psychologists of opera
put 1t, that spirits which depart do not re-
turn ” On February 28, however, she 1s still
dancing, 1n spite of the rumors, and the critic
notes parenthetically that he did not propose
“to enter mto an examnation of the stories
current 1n this respect” Whatever occurred
precipitated some sort of upheaval, which 1n
turn sired a scandal in the States

The New York Mirror, July 12, 1845, prints
the following communication “The desertion
of her husband by Augusta Maywood, o1
rather Madame Maballe, the danseuse, 1s men-
tioned by the Paris correspondent of the
Courrier des Etats-Unis—t took place Feb-
ruary last at Lisbon, while they were playing
an engagement at the St Charles Theatre
She left the house in the evening, leaving a
letter for her husband in which she says

“‘At thms moment I find myself 1n a posi-
tion, which will not permit me to remain any
longer 1n your house—our characters are un-
suited, and my affections for a long time have
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been placed upon another, and I doubt not
that our mutual happiness will be increased
by my departure

“‘I accuse you of nothing—since we have
been married you have always been a devoted
and good husband, but unhappily our relative
situations do not accord, and with another
woman less exalted than me I doubt not you
will find more happiness

“‘Pardon me 1f 1 have caused you discom-
fort, I know how much you love our lttle
one, I need not commend 1t to your care, |
only ask that 1t may never know the guilt of
its mother’

“Monsieur Maballe 1s an actor and the son
of a celebrated professor of dancing, and the
lover 1s also an actor attached to the Lisbon
theatre ”

The fact that the Mabilles were dancing to-
gether at Mason1’s benefit toward the end of
May 1n itself gives the lie to this flight, abetted
by the obviously phony style of the alleged
document, which leaves the child curiously
sexless, and 1s written with the hiterary dis-
tinction of a third-class melodrama More
tangible evidence that they were together 1s
offered 1n program files of the Vienna Hof-
burgoperntheater at Harvard During the sea-
son 1845-1846 Augusta Maywood and Mahille
are dancing there together Augusta resumed
her maiden name, very likely their domestic
difficulties had been rooted in Mahille’s pro-
fessional jealousy

Gustavo Carey was committed to one of his
usual engagements as premier danseur n
Vienna for the autumn of 1845 Through him
Augusta received the coveted post of prima
ballerina, with the sanction of Elssler, who
had just finished an engagement there Ma-
bille went along as solo-dancer The excellent
Anton Guerra was choreographer and ballet
master that season Maywood’s debut, a<
Guselle, with Carey dancing Albrecht, took
place in October, and this ballet was per-
formed repeatedly through November On De-
cember 8 Mabille makes his appearance with
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a pas de deux composed by himself and
danced with Augusta, inserted i Guerra’s
ballet Der Madchenraub in Venedig (music
by Mathias Strebinger of the theater staff)
Carey moved on to other engagements and his
place as premier was taken by Pasquale Borri,
then one of Italy’s greatest dancers, later one
of her greatest choreographers, and long one
of Maywood’s partners Mabille continued to
arrange special pas, while Augusta moves
from one lead to another—Es ist etn Scherz,
Manfred, and Die Hochzeit des Bachus The
final and concise record of the Maywood-
Mabille parting was not mn the Lishon letter
but in the Hofburgtheater records, “Abge-
gangen: Hr Solotanzer Mabille Neu en-
gagirt Mad Maywood ”

Henceforth Augusta guided her own des-
tintes with God’s help and hard work In
September, 1846, the season opened with a
revival of Guerra’s “grosses fantastiches
ballet” Manfred In November Victor Bar-
tholomin was engaged as choreographer and
ballet master, the company was augmented by
Beau and one of the omnipresent Mérantes as
premier danseur For Maywood, Bartholomin
created a number of ballets—Die Zauber-
lampe, Elina oder die Ruckkehr ins Dorf, and
Ein Landlisches Fest These last two (with
music by Wilhelm Reuling) were in the
Bartholomin-Monplaisir repertoire for their
American tour the following season

Pasquale Borri resumes his place 1n the
company, augmented by a famous guest star
In January, 1847, Eraklito Nikitin, of the St
Petersburg Opera, first Russian male dancer
to appear outside of his prescribed precincts,
arrived 1n Vienna He was a brilhant per-
former and created a sensation in his very
brief European tournée Customarily distin-
guished visiting artists at the Hofburgtheater
received larger billing than resident stars La
Maywood demanded—and got—equal billing
with Nikiin and Adelaide Méiante, also a
guest performer They must have given
an extraordinary performance—Maywood as
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Giselle, Nikitin the Albrecht and Mérante as
Myrrtha As usual Augusta seems to have
been on excellent terms with her fellow ar-
tists Nikitin, with an engagement for La Scala
already set, probably added his recommenda-
tion for her engagement there at the famous
1848 carmival Although but twenty-two years
old, with a heavy performance schedule, she
found time to coach the young Pauline Sant,
who appeared on February 26, 1847, 1n a pas
de deux with Borr, programed in heavy
letters as a “Schulerin der Mad Maywood ”

In May she was dancing the title role of
Perrot’s Katharina oder die Tochter des Ban-
duen, staged by the new ballet master Do-
menico Ronzani, thenceforward one of her
most 1mportant associates and later an out-
standing factor in American dance history
Ronzan1 had an excellent reputation as a
mime, several members of his family turn up
in various Italian companies Domenico had
appeared intermittently at La Scala since
1831, working under such choreographers as
Antonio Cortesi, Livio Morosini, Antonio
Monticini, and Bernardo Vestris He was for
some time mmpresario at La Fenice of Venice
He gained a reputation staging ballets of the
greatest choreographers when they were not
available For example, in 1846 he staged
Perrot’s Esmeralda for Elssler’s guest appear-
ance n Vienna His association with May-
wood as director, agent, and impresario gave
him essential experience to undertake his
American tour a decade later

Through her growing Viennese réclame the
directors of La Scala at Milan decided to en-
gage her for carnevale e quaresuna, 1848
That particular season was one of such brl-
liance that a nostalgic glance at 1ts roster 1s
in order The choreographers were Perrot,
Augusto Huss, and Andrea Palladini, prim:
ballerini—Fanny Elssler, Augusta Maywood,
Carolina Vendt, Giuho Perrot, Eraklito Ni-
kiun, prume mimi—Paolina Monti, Effisio
Catte, Bagnoli-Quattr1, Gaspare Pratesi, Do-
menico Vigand, etc



The ballets included a restaging of Henry’s
L’assedio di Calais with Maywood and Nikitin
reunited in principal roles, by Huss, Cortesi’s
Silfide (1827?) restaged by Palladini, and the
premiére of Perrot’'s great fantastic ballet
Faust, the title role created by Elssler and
Maywood; Fanny danced Marguerite the
opening night, Augusta followed the second
performance—a fact which Mr. Beaumont has
carefully ignored in his notes on this ballet.
According to the Gazzetta Privileggiata di
Milan (March 8, 1848), Perrot was still work-
ing on the ballet after its premiére, “omitting,
changing, substituting, and abbreviating.” Tt
was Maywood whom he directed in this per-
fection by performance process.

Actnally it was on Maywood’s young shoul-
ders that the mantle of Fanny was adjusted.
and for the next decade it is Maywood who ix
an outstanding interpreter of the great dra-
matic roles in romantic ballet. With Elssler
she shared the most coveted title in Italy
prima ballerina e prima mima assoluta. In
1854 when Carolina Pochini attempted Es-
meralda at Milan, the comparison was to
Elssler and Maywood.

At this point, with engagements offered
from all parts of Italy, Augusta decided on a
course which was the pioneer effort of its
type. Hitherto important soloists had filled
engagements at various opera houses, taking
a partner here, another there, depending on
the local stage director to set productions in
order. Augusta joined forces with the Lasina
brothers, Giovanni Battista, and Giuseppe, to
organize a semi-permanent company which
toured Ttaly; Giovanni was an indifferent
chorcographer, a good metteur en scéne, a
superlative business manager. The premier
was Antonio Parlerini, of the renowned danc-
ing family, Vicenzo Schiano was primo mimo
and the excellent Teresa Gambardella prima
mima. This was the period during which Italy
produced some of its most superb male
dancers; the situation was radically different
from Paris, where the male dancer had be-
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come an adjunct or mere prop. where mimes
capable of interpreting the great dramatic
ballets who were yet fine dancers had almost
ceased to exist. Augusta danced with the
greatest in Italy. Even a superficial reading
of Ttalian theatrical annuals and criticism
establishes the standing of her company; sub-
sidiary roles likewise were entrusted to good
performers; Lasind even had scenery designed
and transported to smaller houses, and only
local corps de ballet had to be enlisted.
Parenthetically it might be amusing to see
what Wemyss had to say about Augusta in his
reminiscences (New York, 1847). “She . . .
married; thus blasting all hopes of fortune to
her parents. An undutiful child never made
a good wife. She has deserted her husband,
and the heartless letter in which she recom-
mended her child to the care of its father, at
the moment she was abandoning him for the
arms of a paramour, proves that her heart is
even lighter than her heels. The very bril-
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hance of her opening in life has been her
ruin, the stage again pointed at as impure and
immoral, and Augusta Maywood, who should
have been, and who would have been the pride
of 1t, as an American artiste—who had gamed
the highest honors abroad—has become 1ts
shame and thus I draw the veil upon her
and her crimes forever, hoping that she may
never attempt to appear upon the stage of her
native country again, and 1if she does, that
her countrywomen, whose character for purity
she has disgraced, will drive her from 1t n-
dignantly, as a warning to others not to follow
her example ” Augusta did not bother to deny
the canard She was far too busy to trouble
her pretty head with Wemyssian fulminations

Italian journals exceeded themselves 1n hy-
perbole The adjectives “graceful,” “hght,”
“bold,” “forceful,” “harmomious,” “auda-
clous,” “sentimental,” “vivacious,” “incom-
parable,” and “umque”, the titles “queen of
the air,” “new Terpsichore,” “gracious Syl-
phide”, the comparisons ‘“‘contemporary to
Tagliom, Elssler, and Cerrito, she shares with
them the highest place in the kingdom of
Terpsichore,” “Maywood, as always incom-
parable both as mime and dancer,” and re-
peated judgments on the “force, dexterity,
Iitheness, grace, and elegance of this ex-
quisite dancer, and her genius for miming”
become clamorous Souvenir books of poetry
celebrate her appearances, memorial plaques
are cast, and hthographs of her sold to that
general public which was fanatizzé for la
Maywood If the Itahans liked her the com-
pliment was returned Save for one excursion
to the scene of her earlier triumphs 1n Vienna,
Augusta devoted her career to the Italian
theater

In 1849 she makes a happy return to La
Scala in Perrot’s Faust staged by Ronzam,
Giselle, and a rather mediocre Ronzan spec-
tacular ballet L’orfana della Suleide From
1850 to 1854 she tours Italy, working with
Ronzani or the Lasina brothers Her reper-
toire included Esmeralda, Caterina la Figlia
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del Bandito, Giselle, Faust, La Jolie Fille de
Gand, La Zingara, La Vwandiera, Ronzanr’s
La sposa dv Appenzello, Erta la Regina dell’-
Elfride, Zelia o Ul velo magico (sometimes
credited to Livio Morosini, actually a version
of Guerra’s 1841 Il velo incantato), Lasina’s
versions of Faust, utled Mefistofele and Il
sogno dv un alchinusta respectively, and his
origmal ballets (rated by Cambarsi as cat-
uvo) Una festa da ballo and L’araba, Moro-
sint’s I Suliotti, and dwertissements i such
operas as Spagnuoli al Peru and Rigoletto

In 1853 she appears for the first time n a
ballet by Giuseppe Rota (1822-1865), one of
the foremost Italian choreographers of the
second half century, famous for ensembles,
good-naturedly known as “lover of the happy
ending,” whose ballets remained for genera-
tions 1 Itahan repertoire Cambiars rates
Un fallo, fust ballet of the autumn season
Milan 1n which they are associated, as ot-
umo, or superlative (it had fifty-four per-
formances)

Even more interesting to us 1s the Novem-
ber 10 premiére—I bianchi ed 1 negri, from
the popular novel Il capenna dv Zio Tom—
our Uncle Tom’s Cabin’! Fantastic as it may
seem, scarcely two years after 1ts first Ameri-
can appeatance as a serial, and but one year
after 1its first American dramatization, Milan
was applauding a theme which 1s an 1rome
commentary on a certain Ethiopian campaign
The first Itahan edition of Uncle Tom was
published 1n 1853, so that Rota had lost no
time 1n adapting 1t The music was by Paolo
Giorza and the social overtones of the hibretto
were termed “allegorical ” This ballet was
often revived, sometimes as La Capenna di
Tom by Ferdinand Pratesi, and by Rota him-
self through 1863 The critic of Il Pirata (cor-
respondent to Turin, October 23, 1853) re-
ported “The first and second acts are of abso-
lute beauty, and the ballabile of the Negroes
aroused pronounced enthusiasm Catte and
Razzanelli stood out prominently La May-
wood was as usual an exquisite dancer ” Al-



though no record of distribution 1s available
here, Effisio Catte, the renowned mime, was
undoubtedly Uncle Tom, Assunta Razzanell,
pruma mima assoluta, Topsy, and presumably
la Maywood was Iittle Eva, an assignment
which would have infuriated the American
press

At this point 1t might be well to mention
the other great sin of which Augusta was ac-
cused by every journalist and theater historian
m America—fihal ingratitude The American
pomt of view 1s summed up n a dispatch
dated December 10, 1852, and the commen-
tary which accompanied 1ts publication 1n the
Daily Evering Traveller (Boston, January 15,
1853)

A correspondent of the Boston Traveller, says
the furore of the Italians for Miss Maywood’s
dancing has been most astonishing She 1s from
Philadelphia, and 1s really a wonderful dancer,
unsurpassed, perhaps, 1n her vemn If we can
credit the newspaper critics here, she excels
Cerito, Elssler, and even Taglion: herself So ac
curate 13 her time that the music seems to ema-
nate from her, and 1f her grace has been equalled
or exceeded by others, her activity and (ndurance
are unrivalled She has engagements for three
years in advance All the while <he was in Flor-
ence the excitement continued unabatcd Prices
doubled, there was no end to the applause and
callings out, often four or more times succes-
sively, and on the occasion of her benefit 1t took
three carriages to carry away the bouquets To
handle such as were cast at her feet required no
shght muscular effort They were, without exag-
geration, as large as flour barrels As accustomed
to exertion as 1s Miss Maywood, she ahsolutely
staggered under the weight They were most
beautifully done up with ribbons The shower
of flowers from the Duke of Talleyrand’s box,
nephew of the late Prince, was particularly
heavy .

We have a few words to say upon this subject
The above person 1s an adopted daughter of Rob
ert Campbell Maywood, some years since dis-
tinguished as the Lessee and Manager of the
Chestnut St Theatre 1n this city He expended
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thousands upon the child Augusta, who since her
European residence has fallen from that position
of respectability adorning virtue and integrity,
and 1n their declining days left Mr and Mrs
Maywood neglected and n abject poverty

“How sharper than a serpent’s tooth 1t 18
to have a thankless child ”

Yet even at this time Robert Campbell May-
wood was obtaining a haven with Augusta in
Italy! Of the other discredits the first ad-
vanced 1s that Mr Maywood spent huge sums
on Augusta’s education; one might also note
that he exploited her talents and that part of
his investment paid dividends 1n her early
engagements Her elopement, considered a di-
rect affront to the parents, may have been
preaipitated by some intolerable family sit-
uation

In any event, after failing to recoup his for-
tunes 1n America, Robert C Maywood joned
Augusta 1n Ttaly, where he lived with her sev-
eral years in what even the prejudiced Phelps
admits was “great affluence ” In 1855, so the
story proceeds mn Ireland’s history of the
American stage, Robert Maywood returned to
America, bearing a letter which Augusta pur-
portedly had admomished him not to open
until he was on the boat, which he expected
contaned a substantial sum of money When
this letter was opened 1t allegedly contaned
a most bhitter denunciation, and no money
Mr Maywood had a stroke and died in the
Troy Infirmary a year later Both her mother
and sister died in reduced circumstances,
while Augusta, according to Phelps (1880)
“amassed a fortune and retired to a half-mil-
lion-dollar villa at Lake Como,” that cosmo-
politan retreat for retired bankers and bal-
lerinas

There 1s no attempt here to whitewash
Augusta. It 1sn’t necessary However, one 1s
mmpelled to note a consistent attitude in the
American journals It was one of a certain
resentment, not only that Augusta’s private
Iife was considered beyond the pale, but that

133



AUGCUSTA MAYWOOD

she seemed to thrive so well It would have
been so much simpler to pomt to her in horror
if after a period of time she had lost her popu-
larity, was ridden by some such vice as drink
which ruined her looks, was impoverished,
and generally represented an accepted mine-
teenth-century American tableau of the wages
of sin

For a certainty Augusta had become 1denti-
fied with the Italian theater There 1s scarcely
a reference to her as a celebre danzatrice
americana, she 1s variably mentioned as
one of the glories of Italian ballet In 1852,
when she dances 1n Il sogno di un alchunista
at Firenze, the little Teatro Mecanico 1n the
Anfiteatro Goldon1 presents a marionette ver-
sion of her production To be immortahized by
the fantoccini meant a firm foothold 1n the
indigenous culture

Bologna, Padua, Trieste, Brescia, Venice,
Milan, Verona, Naples, Ancona, Ferrara,
Ravenna, Forli, Firenze, Genoa, Vicenza,
Viterbo, Turin, and Rome were n her iin-
erary Her pertod was the last great epoch n
Italian ballet Her colleagues were of such
stature that they demand at least a passing
note

The great dancers n Italy, as 1n every
ballet center, were di rango francese, schooled
mn the French tradition, thus traming exclu-
sively 1n the Italian school, which accounted
for superb mimes, still left la Gambardella,
as pruna ballerina ualiana, 1n second place
Nevertheless certain phases of Italian tramnng
were unsurpassed, and many dancers di rango
francese, although not formed by Blasis as
he claimed, undoubtedly passed through his
training pour s’y perfectionner, in the way
that Pavlova and Nijinsky worked with Enrico
Cecchett: long after their professional debuts
It 1s imperative to realize that Italy had male
dancers of such brilhance that any estimate
of la Maywood must take into account the
necessity of measuring up to and surpassing
them In addition to almost acrobatic ease of
technique they had a most rigorous training

to supplement what seems a natural aptitude
for pantommme A glance at Itahian prints in
the Chaffee Collection, which revolutionize
any usual concept of the aesthetic of Itahian
nneteenth-century hthography, discovers a
gallery of extraordinary people There 1s 1n
these poitraits a curious mixture of extieme
sensitiveness and extreme hteralness, rarely
elements of great personal beauty but always
wonderfully compelling faces and eloquent
bodies It was the unhappy capitulation of
Italian ballet to spectacular opera that fore-
shadowed the end of this superb primo bal-
larino

Maywood danced with the greatest—Pas-
quale Borri, Antomio Pallerimi, Giovanni
Lepri, Ferdinando Croce, Davide Mochi, and
Antomio Lorenszoni, the latter four had
worked with Blasis (Parenthetically, Lepr
passed on certain Blasis traditions to his pupil
Enrico Cecchetti, so that we maintain a de-
rivative clear mto the twentieth century ) By
1857, to the dismay of discerning critics, a
new group of male premers stiong on tech-
nique but with complete lack of taste develops
with the new type of ballet, one finds the
word “vulgar” applied to the exertions of
Carlo Foriani, one of Maywood’s last partners

This debacle was due to increasing conces-
s1ons made by choreographers to opera The
two most encouragmg figures were Giuseppe
Rota, then developing brilhantly after a brief
while as a mime, and Pasquale Borri, turning
more and more to choreography after a proud
career as premier danseur Neither was able,
or probably desired, to change the course of
Italian choreography, to which both gave 1ts
final distinction

In the spring of 1854 Augusta returned to
Vienna with Borri, under the direction of
Ronzani, in Esmeralda and the impresario’s
own new fantastic ballet Das Goldene Pferd,
later a great success of his American tour (as
The Golden Horse) In addition to all his
other duties the remarkable Ronzan1 was yet
taking an active part in performances, main-
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taming his reputation as an accomplished
mime On the playbill 1t 1s apparent that Paris
was still arbiter of ballet, for Maywood’s
billing reminds her public that she was “first
dancer of the Académie impériale in Paris”

By June she 1s back in Padua on the first
lap of a new tour which termmated in De-
cember, 1854-January, 1855, with an engage-
ment for the Trieste carmval Of the three
choreographers originally scheduled for that
season, Monticin1 had just died, Cortes: was
immobilized by a stroke, and Galzerani not
yet recovered from a serious 1illness, thus Au-
gusta, who had always been able to carry even
<o shght a work as Ronzanr’s Sposa div Ap-
penzello, consented to dance in Evellina du
Lesormes, a ballet composed by her long-
tume associate Vicenzo Schiano An excellent
mime, he was unable to cope with choreog-
raphy, and mevitably tackled an involved
libretto, the music was by one Scaramell, a
local theater musician Even a well-disposed
press and the dancing of Maywood and Lepn
failed to save this unhappy work Maywood
termmatcd her contract because of illness
(Trieste gossip had 1t that this illness was
caused by the chilly reception of Evellina di
Lesormes), the only time she ever mteriupted
her scheduled tour

For the remainder of 1855 she resumed her
classic roles, save for an appearance 1n Rota’s
Il trionfo dell’ innocenza, based on the story
of 11 Fornaretto, the young noble fal<ely ac-
cused of murder As a Rome dispatch to 11
Purata of Turin notes, since 11 Fornaretto had
died once, to what purpose have him dic
agamn? Thus an elaborate libretto maneuvered
a happy ending Maywood’s reception n this
ballet was excellent, with Ferdinando Croce
acclaimed as il Fornaretto But, and this 1s a
most unfortunate but for the history of Ttahan
ballet, the critics wanted even more mime

Augusta was famously equipped to satisfy
this public clamor, and 1n her last years as a
dancer she took as choreographer Filippo
Termanini, who represented the unfortunate,
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ultimate, and logical degeneration of Vigané’s
principals He provided her with what became
a “vehicle” just as La Dame aux Camélias
was a vehicle for Bernhardt; co-incidentally,
these vehicles had the same theme In 1857
la Maywood appeared in Termanini’s Rita
Gauthier, and until her retirement some five
years later, found 1t her most powerful draw-
ing card, associated with her name, demanded
by her public It 15 somehow 1n character that
she was able to close her career with a finan-
cially profitable work, completely typical of
its period, which nonetheless demanded ex-
traordinary artistic resources in execution

The critic of L’Opinione (Turin) astutely
sensed the lack of aestheti justification, but
laid 1t to “choreographers who avidly extend
claws on some theme which presents itself
before them and transform it, adjusting 1t to
their talents and almost making a parody of
1t to mtroduce 1nto 1t the eternal pas de deux
and the final curtamn of joy with analagous
ballabile” To remember just how powerful
a realistic drama Camuille was i 1ts period,
and that our critic considered 1t “‘more than
anything else an analysis of human emotions,
an anatomy of the human heart,” 1s difficult
today Our anonymous critic felt batterly
about the whole affair

The Teatro Carignano, which for two consecu-
tive years was the temple in which one celebrated
the apotheosis of the Lady of the Camelhas, has
now become the instrument of her profanation,
to the laments of Violetta succeed the cabrioles of
Rita Gauthier, in place of the impassioned mclo
dies of the swan of Bussetto, are played for us the
potpourris assembled by who knows what master,
i a few words, instead of the sublime concepts
of Verdi and Dumas we have had the sublime
pasticct of Signor Termanini And 1t 1s very
true that Signor Termanini was constramned to
create a new Lady of the Camelhas, to falsify the
concept which informs the book by Dumas, and
to change even the facts which serve as founda
tion to the actions For the pathetic death of
Marguerite Gauthier the choreographer has sub-



stituted a dream, after which the protagomst
awakens repentant, chastened, happy and con-
tented, and wife of the object of her affections
This 1s, as anyone can see, a new version of Vic-
torine, of La Jolie Fulle de Gand, of the Rose of
Florence, and what can be born from such an
agglomeration of old and disparate 1deas 1s better
left to the imagination of the reader A more
unhappy thought was to have this mimic action
accompanied by the music of La Traviata, which
was found to be in continuous discrepancy with
the stage action, and sometimes has a tinge of the
ridiculous, as for example, towards the denoue
ment, where the motive Parigy o cara nov las
ceremo 1s reworked awkwardly to express mal
apropos the joy of Rita Gauthier who 15 reunited
to her lover

If the argument of the ballet was sclected with
Iittle discernment, 1f the music of Traviata be
came 1n this case a contradiction, 1t 15 necessary
to confess however that Signor Termamm gave
proof of choreographic genius i disposing the
ballabile, which, although they rccall others al
ready noted by the Tunin publie, succeed to a
great enough degrec neverthcless, and place 1n a
beautiful setting the advances that have been
made by the pupls of the Royal School of Ballet
And here to this 1s added the presence of la
signora Maywood, the dancer who, especially
pas that require force and dramatic impulse, has
no rivals, and it 1s no wonder that the public
closed 1ts eyes to all the absurdities of hibretto
and music, and absolved Termammi from all his
sins

Of course what our critic 1s upset ahout 15
desecration of opera, whereas 1t should have
been desecration of ballet that needed worry
For here we have destruction of the hallet as
dance, by opera, which eventually vitiated all
other art forms 1n Italy Even in the twentieth
century when a new art form—the motion
picture—appeared, 1t, too, was subjugated to
opera, as one can see mn the film Cabiria Thus
opera music, suitable or not, was grafted on
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to ballet, five-act opera hbrettos were made
mto three-act choreodramas, with intermin-
able vocal choruses changed to interminable
ballabile, lengthy recitative transformed into
mime, and mntermatient ballet tours de force
replacing the arias

Termanini created another ballet for Au-
gusta, Elena Douglas, which was a great
favorite Nothing, however, approached the
demand for Rita Gauthier Through 1862,
shortly after which she retired, she was ac-
claimed 1n this hybrid Yet, play her Ritas
and Elenas though she did, we have her meas-
ure as an artist For until the last, consistently,
she danced her two great and favorite ballets
—Perrot’s Esmeralda and Faust, the two su-
preme examples of romantic ballet which
maintamed the fine balance between dance
and mime

For the rest, after her 1etirement Augusta
taught briefly in Vienna, then retired again to
Italy, this time as Madame Gardim Of her
second husband no information 1s presently
available, nor have we to date discovered her
obituary Her monument remans 1n the prose
and pictures of the Itahan Risorgimento The
wonography * 1n the back of this book 1s
doubtless but a fraction of Maywood prints

All her portraits show the enigmatic Mona
Lisa smile, striking eyes, determined chin, and
well-turned httle body Although her private
life was both public and unexplaned, the
only life which really counted was her exist-
ence as an artist No good history of Italian
ballet omits Augusta Maywood Perhaps 1t
would be wisest to emulate the Italian press
of her period, which scrupulously passed no
judgment on her, save as a dancer For us she
13, to date, our first and only American prima
ballerina e pruima muma assoluta

* See Notes and Bibhiographical Data, p 265
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THROUGHOUT THE NINETFENTH CENTURY, the
classic ballet in America remained an exotic
and transplanted art, living only through re-
peated transfusions of new blood from the
great academies of Kurope Nevertheless, a
century ago America did produce a few first-
rate native classic dancers The career of
Mary Ann Lee has already heen discussed, as
has that of Augusta Maywood, an American
ballerina who passed most of her artistic life
in Europe Romantic ballet in America even
managed to produce one lone example of
that rare phenomenon, a great classic male
dancer George Washington Smith, a Phila-
delphia boy, held his own against the finest
guest stars in this country, and was certainly
America’s first native premier danseur

The sheer length and variety of Smith’s
career are awe mspiring He first danced in
public about 1838, he was active as an actor
and ballet producer as late as 1883 At his
death 1n 1899, he was still a teacher of danc-
mg In the course of these sixty years, Smith
danced 1n everything from grand ballet and
opera to the circus, he worked for P T
Barnum and Edwin Booth, he entertained
between the acts of Hamlet, he put on the
grease-paint mask of the clown, he partnered
almost every great ballerina who visited this
country, from Elssler on, he staged almost
every one of the well-known romantic ballets,
and choreographed many of his own, he
taught social dancing, Spamsh dancing, and
academic ballet, he trained several pupils

BY LILLIAN MOORE

who became famous, he spanked Lola
Montez, he was the cause of a riot at the
Bowery, he even found time to marry a beau-
tiful convent-bred heiress and produce ten
children' It was almost as though he alone,
through the sheer force of superhuman effort
and accomphshment, were attempting to com-
pensate for the scarcity of American dance
artists

The beginnings of Smith’s career are ob-
scure and, as a matter of fact, ummportant
He was born in Philadelphia, during the
second decade of the nineteenth century, and
appeared at the Chestnut, the Walnut, and
the minor theaters of that city in the early
1830’s In an mterview many years later,
Smith himself said that he made his debut
m 1832 “as a clog, hornpipe, and flatfoot
dancer ”' Charles Durang, who makes no
mention of Smth’s early appearances n his
detailed History of the Philadelphia Stage,
does ate a “Master Smith” who sang “Is
There A Heart That Never Loved?” at a bene-
fit performance at the Walnut in the summer
of 1830 To make matters more confusing,
another George Smith was appearing in Phila-
delphia at this time This man, much older
than George Washington Smith. played char-
acter roles at the Chestnut for several years,
and then suddenly left the stage to become a
dentist! During the late eighteenth and early
nineteenth centuries there were at least two
George Smiths appearing regularly in the
theaters of London, but they were actors, and
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nsofar as we have been able to discover, they
were not related to the American dancer

Before he became a dancer, George W
Smith was a stonecutter by trade Possibly he
combined the two professions for a short time,
while he was becoming established in the
theater The Philadelphia directory for 1840
Lists a “George Smuth, stone mason,” at “6th
above Poplar,” while that for 1841 lsts
“George Smith, stone mason,” at “2nd and
Mud Lane ” Both of these entries may pos-
sibly refer to George Washington Smith, who
was just beginning his theatrical career

Smith probably had httle early traiming, if
any, before his professional debut The “clog
and flatfoot” dancing which were his original
stock 1n trade were most likely picked up
through observation and 1mitation, rather
than formal mstruction Several members of
the Durang family, famous exponents of the
hornpipe, and other dances in what was then
called the “English style” (to distinguish 1t
from the French academic ballet) were ac-
tive 1n the Philadelphia theaters while young
George Smith was growing up there But if
Charles, or any other Durang, had been the
first teacher of George W Smuth, there 1s
every reason to believe that the fact would
have been mentioned n the History As a
matter of fact, Charles Durang speaks of
Smith so <eldom and so casually, when one
considers the extent of his distinguished ca-
reer, that 1t almost seems to constitute an
intentional snub Was 1t professional jealousy
which caused Durang to 1gnore his younger
competitor?

Another possible teacher of Smuth was P H
Hazard, a former member of the corps de
ballet of the Paris Opéra, who was in Phila-
delphia at this tme Hazard taught Augusta
Maywood and Mary Ann Lee, and quite prob-
ably Smith worked with him too But the
influence of Hazard would be pale compared
with that of the great artist who actually
shaped his destiny

This was Fanny Elssler When she died in
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1884, a Philadelphia reporter remembered
Smith’s association with her forty years be-
fore, and questioned him about her “ ‘Do I
remember Fanny Elssler?’ said the veteran
ballet master, ‘Do I remember her?—
Friend—' and a far-off look came mto the
eyes of the old man- <No one who ever knew
Fanny Elssler could forget her She was the
queen—the matchless queen—of the ballet
The world 1s full of imitations, but there never
was but one Elssler I shall never for-
get the wonderful form and superb car-
riage of that woman She was the em-
bodiment of all that was graceful, beautiful,
ravishing ’”

In the same iterview, Smith told of the
beginning of his apprenticeship n Elssler’s
company “ ‘Fresh from her triumphs 1 Paris
she had come with the Chevalier Wykoff (her
manager) to kick her way mto the American
heart A two-weeks engagement in New Yoik,
at the old Park Theatre, at a salaiy of $500
a mght, prepared her for a tremendous ova-
tion m Philadelphia And <he got i, too She
opened at the old Chestnut Stieet Theatie, on
Chestnut, above 6th, the site where Rockhill
and Wilson’s clothing house stood for <o
many years Tt was my second <eason al the
Chestnut Between the acts I used to entertamn
the audience with exhibitions of jig and fancy
dancing

“ ‘Elssler immediately engaged me for her
company She had previously contracted with
the French Vallee sisters, who had been Living
in Philadelphia, and these charming dancers,
with myself and [James] Sylvam, the ballet
master, who, by the way, was a brother of
Barry Sullivan, and Mme Jardienne (Pauline
Desjardins) who came over with her from
Paris, formed the company which afterwards
stormed the country’”

Elssler’s two-year visit to the United States
has been the subject of a number of studies,
and there 1s still enough fascinating and un-
touched material available to make a small
volume about her triumphant progress from



y to city Elssler was the mspiration—or
> vicim—of an enthusiasm amounting to
steria, which has been equaled only by the
nny Lind mania which swept the country
decade later, and perhaps in our own day
the “swooning” of the teen-age admirers
Frank Sinatra Here, however, Elssler con-
rns us only 1n the deusive mfluence which
e exerted on George Smith
From the interview quoted above, one
wuld infer that Smith joined Elssler’s com-
ny during her very first visit 1o Philadel-
1a, which began on June 13, 1810 In the
ne article Smith mentions “the autumn of
39” as the date of his engagement, this 1s
viously a ship of memory, since Elssler did
t arrive 1 this country until May of the
lowing year At first he was not a featured
mber of the company His name does not
pear on any of the eaily Fanny Elssler
sgrams He probably danced in the en-
nble, and certainly a great deal of his
1e was occupied in studying and rehearsing
h James Sylvamn, the Inish dancer whom
ssler had brought fiom Europe as her part-
~ and ballet master Years later, Smith told
. son Joseph that Sylvain was responsible
the development of his ballet technique,
1 that he had also taught him the classical
itudes of the English pantomime character
rlequin, as they had heen developed years
her by James Byrne Since Harlequin had
place on Elssler’s ballet programs, we may
ume that Smith ambitiously seized the op-
rtumity for private study with Sylvain m
ler to enlarge his own repertoire Certamly,
thorough knowledge of the standardized
rlequin role was to serve him well 1n later
irs, between ballet engagements'
As Elssler’s ballet master, Sylvain had the
nkless task of assembling an ensemble
m the available native talent 1n each city
ich they visited He was obliged to whip
3 raw matenal nto presentable shape in
ew days, sometimes in a few hours His
seless struggle with the dark-skinned cory-
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phees 1n Havana makes an amusing episode
m the story of Elssler’s travels, and many a
time he must have saved the day for the star
through his cleverness at improvisation and
his ability to make the best of the most diffi-
cult situation The young Irishman had an
acute sense of his own worth, his contract,
signed m Europe, had stipulated a straight
salary of $150 a week plus benefits at stated
intervals, later on, when he saw how valuable
his services were to Elssler, he demanded—
and recerved—as much as $700!

Sylvain was a brother of the actor Barry
Sullivan, and had changed his name at a time
when 1t was fashionable for dancers to be
French His career, as one of the earlest Brit-
1sh dancers to become internationally famous,
deserves a study in itself Before coming to
the United States he had danced at the Paris
Opéra and at most of the prinapal theaters
of London, in association with some of the
most distinguished arusts of the day He had
danced with Pauline Duvernay and Pauline
Leroux, later he was to become a favorite
partner of Marie Tagliom and Carlotta Gris1
Undoubtedly Sylvain was a well-schooled
technician, and the dance education of young
George Smith was 1n good hands

After Elssler’s original engagements in New
York and Philadelphia, her first tour took her
to Baltimore and Washington, back to New
York for a few days in August, 1840, and
then to Boston in September Here Sylvamn
evidently had difficulties Catherine Prinster,
Elssler’s cousin, who accompanied her on the
entire American odyssey, wrote from Boston
at the time

“I must admit that we had considerable
anxiety, because the ballet master found no
real ballet school here Fanny has her own,
well-rehearsed ballet group which she takes
with her everywhere, but the theater manager
1n Boston thought so much of the strength of
his own resident company, that he was not
inchined to bring the dancers from New York
Fortunately things are going better than we
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feared The public has eyes only for Fanny
and grants her associates hardly any atten-
tion at all . . .”*

Was Smith among the dancers left behind ?
Possibly Returning to New York, Fanny once
more turned toward the South She revisited
Philadelphia, where she waited for four days
for her trunks of costumes, delayed by a bli-
zard, to catch up with her. Then she continued
by way of Washington, Fredericksburg, and
Richmond to Wilmington, North Carolina,
where she took a steamer for Charleston
She sailed—Iiterally sailed, in an old-fash-
oned chipper ship—from that port for
Havana, on January 12, 1841 The next month
was spent m Cuba By the middle of March
she had airived in New Orleans, where she
danced until May Then she took a Mississipp
River steamer to Cincinnati, and came over-
land by stage and railroad to Baltimore and
Philadelphia, where she arrived on the second
of June, 1841

We have given this itinerary in detail, be-
cause 1t 1s still an open question whether or
not Smith accompamed Elssler on this par-
ticular tour The programs which we have
been able to check bear no sign of his name
One thing 1s certan  he did go to Havana
with Elssler But Elssler went to Cuba agam
n the following year In a late interview,
Smith said that he had “traveled once to the
West Indies” The inevitable conclusion 1s
that Smith joined Elssler not on the occasion
of her first visit to Philadelphia, but when
she returned there 1n the summer of 1841, or
when she danced there in September of that
year It should be noted that the Philadelphia
playbills of September, 1841, contain exactly
the names which Smith himself later men.
tioned as his associates 1n Elssler’s company
Sylvain, Pauline Desjardins, the Vallee sisters,
and Charles T Parsloe

The first program on which we have located
Smuth’s name 1s a Boston playbill for La
Sylphide, on October 18, 1841, where 1t ap-
pears sumply 1n a group “Peasants Messrs
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Cuitis, Patker, Ring, Thomas, Dunn, Smith,
etc” At this performance Sylvain danced
Reuben, Desjardins danced Jessie, and smaller
solo roles were taken by Miss Boquet, Mr.
Parsloe, and the Boston ballerina Fanny Jones

Elssler’s winter tour of 1841-42 ncluded
comparatively few cities. Following the Bos-
ton engagement, she spent most of November
i Philadelphia and then returned to New
York for another month of appearances at
the Park Theatre According to Joseph C
Smuth, his father replaced Sylvain as Elssler’s
partner when the Irish dancer returned to
Europe We have been unable to discover
just when or why Sylvain departed, although
depart he certainly did, for his name 1s not
to be found on the bills for Elssler’s farewell
American performances—but neither, for that
matter, 1s Smth’s' According to Joseph C
Smiuth, there 1s 1in the Théitre du Grand-
Guignol, 1n Pans, a picture of Fanny Elssler
dancng with his father Smith must, there-
fore, have been her actual partner at some
time 1n this winter of 1841-42

When Elssler closed her New York engage-
ment, on January 3, 1842, Sylvamn was sull
in the company It 1s highly probable that he
returned at once to Europe, possibly because
of further disputes about his salary On Jan-
uary 15 Elssler set out agamn for Havana,
where she 1emained until the end of May On
this voyage she was accompanied by Jules
Martin, a French dancer, brother of the re-
nowned ballerina Madame Lecomte, and his
wife The pair was well known 1 America,
for they had appeared with Jean and Marius
Petipa 1n their 1ll-fated New York venture of
1839, and had toured extensively At any
rate, Smith also went with Elssler to Havana
this time, and 1t 1s our surmise that in Havana
he danced as her partner

Catherine Prinster, preoccupied with the
success of her glamotous cousin, seldom men-
tions her professional associates mn the couise
of her lengthy letters Even the references to
Sylvain are tantahizingly few She barely rec-



ognizes the existence of the Martins, and no-
where does she mention Smith Nevertheless,
as the only other male member of the Havana
group, Smith probably had a number of op-
portunities to substitute for Martin and also
to dance roles of equal importance in ballets
where two leading male characters were called
for

After her return from Havana, Elssler ap-
peared briefly in New York A program of
her final American appearance, at the Park
Theatre, New York, on June 27, 1842, 1s pre-
served 1n the Harvard Theatre Collection She
danced two ballets, La Tarentule, with Jules
Martin, Madame Martin, and Mr Fisher (in
the pantomime role of D1 Omeoquaco), and
La Sonnambula, with the Martins, Pauline
Desjardins, the Vallee sisters, and Messrs
Andrews, King, and Povey Mysteriously
enough, Smith’s name 1s missing again Never-
theless, we have irrefutable evidence that he
and Elssler parted good friends He treasured
one of her ballet shppers for years, and be-
queathed 1t to his son Joseph In recent years,
unfortunately, 1t has disappeared Smith even
journeyed to Boston to bid Elssler farewell
when she sailed to Europe, on boaid the
Caledonia, on July 16, 1842 Speaking of this
event years later, in an mnterview, Smith men-
tioned the exact date of Elssler’s departure

“*You 1emember the dates well,” said the
reporter

““Yes,’ replied the old dancing master, ‘1
have cause to The date was engraved on a
gold penul she gave me as she said farewell
I stood on the pier watching the ship as 1t
salled away I never saw her agamn It was
her last and only visit to America’”

In 1858, Smith paid tribute to the great
ballerina by naming one of his daughters
after her, Fanny Elssler Smith

During her American sojourn Elssler
danced a number of diwertissements, but only
eight grand ballets La Tarentule, La Syl-
phide, La Fée et le Chevalier, La Rose Ani-
mée, La Bayadére, Nathalie ou la Lauiére
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Suisse, La Sonnambula, and La Gypsy
Strangely enough, 1n a hist of twenty-six bal-
lets which Smith staged or in which he danced
leading roles, in the course of the next thirty
years, we find only one which was n Elssler’s
repertoire  Nathalve, which he danced with
Julhia Turnbull in 1847 Turnbull also had
appeared with Elssler, during her first sum-
mer 1n America, and had even danced the role
of Kelty to Elssler’s Nathalie in this ballet.

It 1s hard to explain Smith’s avoidance—
one might say his deliberate avoidance—of
the ballets associated with Elssler, unless he
had been so deeply impressed by her incom-
parable interpretations that he did not care
to see anyone else in her particular roles
Nevertheless, Elssler left a defimite mark on
Snuth’s style Her predilection for the Span-
1ish dance, shown in her most famous solo,
the Cachucha, and n other diwertissements
such as the Bolero, the Zapateado, and El
Jaleo de Jeres, 1s reflected in Smith’s work
He became an expert in the Spanish tech-
nique, so that he was quite capable of part-
nering native Iberian dancers like the re-
nowned Pepita Soto, and meeting them on
their own ground

To the mfluence of Elssler we must credit
George Smuth’s high standards of artistry,
standards which he refused to lower even 1n
the depressing days at the end of the century
when the glamorous era of the romantic ballet
had long been a thing of the past Even then,
in the darkest days of the dance art, he was
able to mnspire his young son with a genuimne
love and understanding for the pure classic
ballet, epitomized in his memories of the
divine Fanny

Il

With Elssler gone, Smuth went back to
Philadelphia He may have continued his
studies under Hazard or Jules Martin, both
of whom stll taught there. Certainly he must
have devoted a great deal of time and energy
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to careful practice, for he became an accom-
plished classical technician, and 1t 1s difficult
to understand how he could have achieved this
in his short period under Sylvamn. At most,
he could have studied with him from the
summer of 1840 until January, 1842 (when
Sylvain returned to Europe), probably, if
Smiuth jomned Elssler 1n the summer of 1841,
the association was even more abbreviated
Nevertheless, 1t was to Sylvain that Smith
himself gave the credit for his tramming
academic ballet and 1n the traditions of the
English pantomime

His knowledge of the harlequinade soon
proved useful At the Walnut Street Theatre,
on December 13, 1842, Smith appeared for
the first time in an elaborate pantomime
called Mazulme, or The Black Raven of the
Tombs This piece, sometimes called The
Night Owl, was a stand-by in the repertoire
of the famous French Ravel family of panto-
mimists and rope dancers, and 1t had been
adapted by numerous local American com-
panies until 1t was a standard favorite The
story concerns an evil lord, Signor Montano,
who, abetted by his valet (a combination
remmmscent of Mozart’s Don Giovanm and
Leporello) plots all sorts of eval schemes to
prevent the union of two peasant lovers, Emile
and Marie In the “transformation scene” so
typical of the old pantomimes, Emile and
Marie miraculously become Harlequin and
Columbine Smith was to become something
of a specialist mm Mazulme, he appeared 1n
tevivals of the spectacle as late as 1855, and
at one time or another acted almost every role
m the cast

At this first performance, Smith appeared
in the small comedy part of “Sawbones, a
surgeon”, Marie-Columbine was danced by
one of the Vallee sisters The manager of the
Walnut this season was the distinguished
American actress, Charlotte Cushman, who,
although she was known as a tragedienne, did
not scorn to produce pantomime Mazulme
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was one of the greatest successes of the sea-
son It ran steadily from December 13 to
January 4, 1843, a total of twenty-three nights
On February 25 it was revived, with “new
scenes, machinery, tricks, change of dresses,
etc,” and a new Signor Montano, Mr E L
Davenport, who later became one of the most
celebrated actors on the American stage, and
a new Marie-Columbine, Anna Walters

Miss Walters, one of Philadelphia’s favor-
ite ballerinas, had made her debut at the
Walnut a few days earlier, 1n a solo called
Il Purule Vetteramo, “never danced 1n this city
before”—and never again, insofar as we have
been able to discover! According to Charles
Durang, “Miss Walters really displayed
mnfinite grace and 1immense agility Her style
was the French operatic (1e, the classical
ballet) She had great natural powers for the
art but we should judge had never been regu-
larly taught and tramned n that graceful
school Her performances were crude at times
and quite unfimshed, showing that her ac-
quirements were through aptness and tact for
imitation  Miss Walters, however, pleased,
and that nowadays 1s quite enough” Smith
danced with Anna Walters many times during
the next two years *

In July, 1843, the Walnut opened for a
special summer season of pantomime and
ballet George W Smith was prominently fea-
tured 1n the company, which was advertised
as “‘a combination of the greatest pantomimic
talent ever offered in this aty It included
Mr Barnes, as choreographer and mime,
Charles T Parsloe, a British dancer, contor-
tionist, and actor who had appeared with
Elssler, Anna Walters, and the three Vallee
sisters Mazulme had an mmportant place n
the repertoire, and by this time Smith had
been promoted to the role of Flodoardo, the
valet One of the ballets which Barnes pro-
duced was The Three Lovers, or Mad as a
March Hare Smith had the comedy role of
Fan-Fan la Julipe An unusual feature of the
casting was the appearance of Anna Walters
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as Colin, the hero This 1s one of the earliest
examples of travest: which has come to our
attention, and 1t 1s hard to understand why
1t was necessary to resort to this artificial ex-
pedient when there was a male dancer like
Smith 1n the company Perhaps the Philadel-
phians just wanted a ghmpse of Anna Walters
in tights!

The dances incidental to the ballet of The
Three Lovers indluded an allemande comique,
a gavolte, a pas de galope, a pas grotesque,
and a Tyrolienne, while the dwertissements
listed on the same program were a hornpipe
by Mr Barnes and Miss Walters, and a
morris dance by the three Misses Vallee, with
Barnes, Parsloe, and Smith The allemande
and the gavotte were decidedly old-fashioned
ballet fare for 1842, and the morrs dance and
hornpipe must have been quite a letdown for
Smuth after Elssler’s glamorous character
dances It would appear that Barnes, as a
choreographer, was quite untouched by the
recent developments 1n the romantic ballet,
and was content Lo stick to old simple forms
Among his other productions that summer
were two “comic pantormimes,” Vol au Vent,
i which Smith danced the role of Francois,
and Harlequin and the Ocean Imp, with
Smith as Leonardo The young dancer was
gathering valuable experience in a varied
repertoire

During the next year, Smith appeared in
all of Philadelphia’s leading theaters In
February, 1844, the Walnut again revived
Mazulme, with Smth, Barnes, and Miss
Walters The same group appeared on March
12 1n the “new musical pantomimic romance,”
The Imp of the Elements, and on the 30th of
the same month, Charles T Parsloe took a
benefit with the “new comic ballet,” The
Ladder of Love, in which George W Smith
danced Jemmy It would be interesting to
know just how these ephemeral pieces com-
pared with the romantic ballets of which we
have more definite knowledge, such as those
which Elssler had danced here These Phila-
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delphia productions were probably more pop
ular 1n style, with a greater emphasis on com-
edy and trick “effects” (such as the sudden
entrances and exits of Harlequin via trap
door and springboard) and greater simplicity
i the actual dancing But this 1s only a
deduction

In May, Smth made his first appearance
in grand opera, dancing a Bolero with Anna
Walters 1in the masquerade scene of Auber’s
Gustave 11, at the Chestnut Street Theatre
This production ran for several weeks, and
then was cut short by the indisposition of the
leading tenor, a Mr Shrival In July the
Walnut announced another summer ballet sea-
son with one novelty, 4 Night’s Adventures,
which featured a pas de deux by Smith and
Anna Walters, as well as a comic pas and a
comic allemande by Smith and Mr Barnes
The Three Lovers was revived, and so, of
course, was the mevitable Mazulme By this
time Smith was dancing Harlequin, the lead-
g role

Years later Joseph C Smith, in an article
in The Saturday Evening Post, described how
his father had studied the traditional panto-
mime and dance of Harlequin with James
Byrne

In the late eighteenth century, the tradi-
tional Harlequin had only five fixed “atti-
tudes,” or poses, representing admiration,
flirtation, thought, defiance, and determna-
tion He carried a stick tipped with the wings
of a bat, which supposedly had magic powers
Byine, at Drury Lane, London, abolished the
fixed “attitudes” and replaced them with
varied ballet steps and combinations, woven
mto a real dance, and mingled with more
natural and amusing bits of pantomime Byrne
substituted a plain wand, still called a “bat,”
for the wing-tipped one He retained the mask
and skullcap, which were supposed to denote
mvisibility, but instead of the loose-fitting
Watteau-type costume (still worn by Canio
in the opera I Pagliacci) Byrne designed all-
over tights, covered with diamond-shaped



patches in colors which represented the “seven
passions”:

Black: Death

White: Purity

Blue: Truth

Green: Envy

Yellow: Jealousy
Red: Love or Passion

Harlequin conveyed his feelings by a sort
of a primitive sign language, in which touch-
ing a certain color was supposed to indicate
that he felt the corresponding emotion.

Later, after Smith’s marriage, he would put
on his tights and stand while his wife sewed
on the diamond patches by hand- a task
which demanded hours of patient labor.

Harlequin’s Dance, as George W. Smith
learned it from Sylvain, included entrechats-
six, double tours en 'air, and pirouettes a la
seconde. Joseph Smith was able to execute
an entrechat-huit, a triple tour en Uair, and
120 successive pirouettes @ la seconde. He
learned them from his father, who presum-
ably had attained the same standard of tech-
nical excellence.

Shortly after Smith’s first appearance as
Harlequin, in Mazulme, he transferred to the
Arch Street Theatre, where he made his debut
on July 28, 1844, as Hassan in the pantomime
of The Arabian Nights’ Entertainment. In
September he was called upon to dance the
polka (in 1844, a brand new sensation) be-
tween the acts of Hamlet! Our grandfathers
certainly demanded varied entertainment on
a single evening, and no one cried sacrilege!

m

At this point, we come upon an imleresting
hiatus in Smith’s career. From the autumn
of 1844 until the autumn of 1845, we have
unearthed no evidence that he danced any-
where in the United States. This is just exactly
the period which Mary Ann Lee, a Philadel-
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phia girl who became our first American in-
terpreter of Giselle, spent in studying under
Jean Coralli at the Paris Opéra.

There is no mention of Smith in the news-
paper items which chronicled her departure,
the progress of her studies, and her return to
this country. Nevertheless, when she came
back to America her first engagement was at
the Arch Street Theatre, Philadelphia, and
Smith was her partner. Miss Carrie Smith,
the daughter of the dancer, has assured us
that her father both studied and danced in
Europe, and this would certainly seem to be
a logical time for such a venture.

However, if Smith did join Mary Ann Lee
in studying under Coralli, it is strange that
he never spoke of it in later interviews. He
gave the credit for his early training to Syl-
vain, an accomplished artist, but certainly a
less distinguished teacher than Coralli, who
had taught most of the great ballerinas of the
day. Smith’s name is not to be found in such
European records as we have been able to
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examine, since war conditions made a really
thorough investigation impossible. Mean-
while, it is interesting to speculate on the
possibility that he may have accompanied
Mary Ann Lee, and shared with her the ad-
vantage of learning Giselle, La Fille du
Danube, and La Jolie Fille de Gand, at the
Paris Opéra, where they had been created.

The two-year period which George W.
Smith spent in dancing with Mary Ann Lee
has already been covered in the article on that
ballerina. We shall only synopsize it here.
The ballets which Lee brought back from
Paris were typical examples of the French
romantic school, quite different from the
harlequinades and simple pantomimes in
which  Smith had been appearing since
Elssler’s departure. Smith now danced three
of the greatest roles in the contemporary
ballet repertoire: Albrecht in Giselle, Ru-
dolph in La Fille du Danube, and Benedict
in La Jolie Fille de Gand.

The last ballet was chosen by Mary Ann
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Lee for her first appearance after her return
from Paris, at the Arch Street Theatre on
November 24, 1845. La Fille du Danube,
retitled Fleur du Champs, alter the name of
the heroine, was given one week later. Toward
the middle of December, Lee and Smith, with
six trained coryphees, set out on a tour of
the country. Their first engagement was in
Boston, where, on January 1, 1846, they pro-
duced the first American performance of
Giselle, the only ballet of the romantic era
which remains in the active repertoire today,
more or less in its original form.

Of Smith’s interpretation of the role of
Albrecht we have no adequate description.
Nineteenth-century critics were notoriously
shy about praising male dancers, no matter
how well they performed. All the critical at-
tention was devoted to the ballerina, who was
usually featured far more prominently than
her partner. With this regrettable custom in
mind, it is gratifying to note that Smith,
throughout the rest of his career, invariably
got “billing” equal to that of the ballerina
with whom he was dancing, and that on at
least one occasion during this Boston visit he
actually got a criticism, and a good one. The
Boston Evening Transcript, on December 29,
1845, said: “Mary Ann Lee appears again
this evening in . .. The Daughter of the
Danube. This piece includes many of her
most fascinating dances, and was received two
evenings last week with rapturous applause.
Mr. Smith also appears in it with her, and
alone, executing in the course of it several
tours de force, in a manner which entitles
him to the first rank as a professor of the gai
science. . . .”

The repertoire of the two dancers included
a number of interesting divertissements, such
as a bolero, a mazurka, and a grand pas russe.
The grand pas de deux from La Jolie Fille de
Gand and that from Giselle were also lifted
from their respective frames and presented as
divertissements when circumstances prevented
the production of a complete ballet. Smith
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contributed two solos to these programs: a
pas de sabot and a pas de matelot. The latter
may have been inherited from James Sylvain,
who frequently danced a pas de matelot on
Elssler’s programs. Much later Smith was to
stage a complicated pantomimic sailor’s dance
for Lola Montez; this may have derived from
his own solo or have been an entirely new
creation. As for the pas de sabot, knowing
Smith’s early successes as a clog and “step”
dancer, it can only be assumed that this was
another early ancestor of our American tap
dance.

During this Boston engagement Smith, for
the only time in his life, resorted to the ex-
pedient of elaborating his plain American
name into an affected “Smythe.” Was this a
souvenir of recent months in Paris, or was it
a small concession to the American weakness
for foreign rather than native dancers? What-

ever the cause of this change, it tooled no-
body, and did not remain in effect for very
long. Fven before they left Boston, Smith
was once again plain Smith.

Engagements in New York City, and a re-
turn to Boston, filled out the season, and in
the following winter, 1846-47, the two dancers
toured the South. Their stay in New Orleans
was marked by a series of joint appearances
with another American dancer, Julia Turn-
bull. The manager of the St. Charles Theatre,
with two star ballerinas of equal magnitude
at his disposal, decided to promote a rivalry
between them in order to stimulate public in-
terest. The most effective divertissements of
each were cleverly juxtaposed on the same
programs, so that the New Orleans connois-
seurs could compare the technical virtuosity
and interpretive abilities of the two dancers.
Lee, of course, had a decided advantage in the
assistance of George W. Smith, because while
Turnbull was limited to solo variations, the
partners were able to vary their offerings with
several well-chosen classic pas de deux.

A short illness unfortunately marred this
engagement for Mary Ann Lee, and took her
out of the contest for several days. She soon
made a triumphant reappearance, but this
brief indisposition must have presaged a more
serious malady, because just five months later
she retired from the stage, because of ill
health.

This New Orleans engagement was prob-
ably Smith’s first contact with Julia Turnbull,
with whom he was to dance during most of
the following scason. Turnbull had danced
with Elssler during the Austrian ballerina’s
first season in America, but this was probably
before Smith joined the company.

Meanwhile, Lee and Smith continued their
tour through the South, although the health
of the ballerina was failing rapidly, and it
soon became apparent that she could no
longer endure the strain of constant travel.
Smith returned to Philadelphia for her fare-
well appearances in May, and danced the pas



Vespagnole with her on her final progiam,
June 18, 1847

These two years had been invaluable ex-
perience for Smith He was now completely
capable, not only of danung in, but of stag-
g, some of the most famous and typical
ballets of his day Stage them he did—not
once, but many, many tmes, throughout his
entire career Giselle remamed one of his life-
long favorites, and La Fille du Danube, as we
shall see, had a way of popping up under
various disguises 1n his later work as a chore-
ographer The dwertissements he danced with
Lee served for many other ballerinas

kqually important 1s the fact that, n his
very dancng of Albrecht, we have a sort of
yardstick with which to measure his techmcal
and artistic achievements at this carly stage
of his career Guselle 1s sull the <tandard test
of a ballerina, and so 1s Albrecht, for the male
dancer Even without the evidence of full con
temporary descriptions of his mterpretation,
we may feel certain that, as the creator of the
role of Albiecht m this countiy, George W
Snuth had earned the night to the laurels of
America’s first premuer danseur

In the autumn of 1847 Smth obtamed an
cngagement as first dancer and ballet master
at the Bowery Theatre, New York, under the
management of Mt Jackson Although Julia
Turnbull had been at the Bowery for several
years, she had just made her first outstandmng
success there, durmg the sprng of 1847, m
The Nawad Queen A pupl of Jules Martin
and Madame Lecomte, she undoubtedly knew
a good dancer when she saw one, and 1t 1
quite possible that her influence may have had
something to do with Smith’s engagement At
any 1ate, they were to enjoy a happy and suc-
cessful partnership, before 1its abrupt and dis-
astrous ending the following summer

The first piece produced under Smith’s
supervision was The Naiad Queen, which
opened on November 29 Since this popular
extravaganza, with 1its songs and marches and
underwater Amazons, had been 1n the Bowery
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repettoire for nearly a yean, 1t 1s safe to say
that Smith, 1n his new capauty as ballet
master, simply had the task of seemng that 1t
was properly rehearsed During the first half
of the nineteenth century, managers were ex-
tremely lax about crediting choreogiaphers
on the playbills Unless 1t 15 a question of a
famous foreign “name,” 1mported at such
great expense that he sumply had to be adver-
tised 1 order to recover the original invest-
ment, the task of assigning proper credit for
original choreography or for the restaging of
a ballet 1s usually a matter of guesswork

Nevertheless, Smith supervised the Bowery
production of Giselle, which opened Decem-
ber 6 James Gordon Bennett, reviewing the
performance 1 the New York Morning
Herald next day, said “The gorgeous man-
net m which 1t was brought out by the man-
ager, n regard to cast of character and sceme
effect, wall en<ure 1ts success for some time
Miss Turnbull, as Giselle, excelled every
other charactet which we have seen her in—
the simple and beautiful peasant girl—the ac-
comphished danseuse—and subsequently, the
fascinating Wilhe, bounding from tree to tiee,
and by order of her queen, trymng to seduce
her lover n the fatal dance, were elegantly
1epresented by this favoiite danscuse Prince
Albert, by Mi  Smith, was well sustained
The Sur la Pownte, d’ Aeriel, and Pas de Tamo-
bourine, given by Miss Turnbull and M
Smuth, were executed with great dextenty and
@iace, and ehated repeated cheers from the
audience ”

This Pas de Tambourine may be puzzing
the present-day connosseurs of Giselle No
tiace of 1t survives n curient productions of
this ballet (lassic However, n a contempo-
rary woodcut found in Beauties of the Opera
and Ballet, there 1s shown a scene 1n which
Giselle, as queen of the vintage festival,
watches the villagers dancing with large tam-
bourines A Bowery program for December
11, 1847, indicates that in the New York pro-
duction, at least, the Pas de Tambourine was
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a pas de deux by Giselle and Albrecht, al-
though of course they may have been assisted
by the entire ensemble Beauties of the Opera
and Ballet was a London edition of a French
work, Les Beautés de I'Opéra, 1ssued in Paris
in 1844-45+¢ Presumably 1t 1s an accurate
record of the Paris production of Giselle Is
this tambourine dance an origmnal detail
which has been lost during the century n
which Giselle has held the stage?

The Bowery program also explains the Sur
la Pointe mentioned 1n the criicism quoted
above This was simply the Grand Waltz,
danced by Miss Turnbull sur la pownte Ewvi-
dently pointe work was still enough of a
novelty, in New York 1n 1847, for particular
attention to be drawn to 1t ’Aeriel was the
fancy name for the grand pas de deux

The Bowery programs usually included a
number of attractions, such as farces, oper-
ettas, vaudevilles, ballets, and even, upon oc-
casion, educated amimals On December 14,
Giselle, which had run for a week, shared
attention with the waltzing horse “Tammany,”
who created something of a sensation with his
expert execution of the polka'

On December 15 Smith produced Nathalie,
la Lauiere Suisse, which had been in the
repertoire of Fanny Elssler Filippo Tagliom
had originally staged this ballet for Elssler
m Vienna, and had later produced 1t at
the Paris Opera with his daughter, Marie
Taghoni, 1 the title role The music was by
Gyrowitz and Caraffa Of the Bowery produc-
tion, James Gordon Bennett wrote merely
that “The Pas de Deux by Miss Turnbull and
Mr Smith was beautifully performed, and
had to be repeated ” The waltzing horse, who
appeared on the same bill, got much more
space 1n the reviews'

Nathalie, Giselle, and The Nawad Queen
now alternated on the bills, with Smith danc-
g his pas de matelot as a dwertissement on
the mights of The Nawad Queen, m which he
did not appear On December 21 he took a
benefit performance, with a bill consisting of
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the play Olwver Twist, a farce, The Married
Rake, the second act of Guselle, and a bur-
lesque of the same ballet, called La Chiselle
The New York Morning Herald commented
next day “Although the weather was exces-
sively cold, the house was well attended,
though not as crowded as we have seen 1t
The receipts must have amounted to a hand-
some sum for Mr Smith, for whose benefit
they were set apart ” Actually, the re-
celpts totaled just $197, as we learn from the
Bowery Receipt Book, now pieserved mn the
Harvard Theatie Collection From the same
source we learn that Miss Turnbull’s benefit,
on December 1, had drawn $488—but the
Bowery “b-hoys” were notoriously partial to
ballerinas

At the close of this engagement Turnbull
and Smith left on a brief tomr which took
them to Baltimoie and then to Washington,
where they danced for Henry Clay In Apnl
they were back at the Bowery, where a new
manager, Thomas H Hambln, advertised a
gala season of opera and bhallet The musical
half of the entertainment was provided by
the Segumn Opera Troupe, which had an ex-
cellent reputation 1n this country There was
a large orchestra directed by Mr A Tyte,
who had no less than three assistant con-
ductors During this scason Turnbull and
Smith were n far more distinguished com-
pany than when they had appeared mn com-
petition with the farces, the burlesques, and
the waltzing horse The two dancers were fea-
tured more prommently than any individual
smgers of the opera company—and nightly, 1t
seems, for their contributions were extrava-
gantly praised, while the operas often received
mediocre criticisms, or worse

The season opened on Aprl 13, 1848, with
The Bohemian Gurl and Nathalie In the re-
view which Bennett wrote for the Morning
Herald of the 15th, the opera fared very
badly, but, he declared “The ballet which
followed was emmently brilhant, rich,
and seductive Miss Julhia Turnbull 1s an ar-
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tiste of first rate ability, which is conjoined
with a youthful person, a fine figure, and . . .
a handsome face. With the excellent corps de
ballet, uniting their fascinating powers and
lovely charms with those of such a charming
and distinguished leader as Miss Turnbull,
no wonder Nathalie is successful, and this vast
theater so crowded.”

During this season Smith produced Giselle
again, as well as Fleur des Champs (La Fille
du Danube) which he had previously danced
with Lee. Of Julia Turnbull’s characteriza-
tion, the Morning Herald said. on May 4:
“The grand ballet entitled La Fleur des
Champs succeeded, Miss Turnbull taking the
principal character. She was warmly greeted
on making her appearance, and went through
the part in a manner highly creditable. The
new ballet went off well.” Turnbull also
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mimed the role of Zoloe in Auber’s La Baya-
dére, and danced the Fairy Queen in Cin-
derella. The drama—not the ballet -of Es-
meralda was in the repertoire, with Turnbull
(who later became a very popular actress) in
the title role. In addition, there were two
divertissements, both danced by Smith and
Turnbull: El Bolero de Cadiz (probably a
heritage from Elssler, and certainly no nov-
elty, as Smith had already danced it with
Lee) and La Zingarella. The last deserves a
more detailed note.

In the autumn of 1847 a large ballet com-
pany headed by Victor Bartholomin, former
ballet master of the Théatre de la Monnaie
in Brussels, and Hippolyte and Adéle Mon-
plaisir, both very distinguished artists, had
arrived in New York and opened at the Park
Theatre. I’Almée, one of the ballets in their
repertoire, included a highly original pas de
deux called La Zingarella, which became ex-
tremely popular. During the next decade it
appeared on the programs of most of the
well-known dancers. There exists a charming
music-cover lithograph, published by Sarony
and Major, of the Monplaisirs in this dance.
Later George W. Smith used a woodcut of
this pose of La Zingarella to advertise the
Southern tour which he made with Louise
Ducy-Barre. .

Julia Turnbull and George W. Smith were
to appear together at the Bowery in one more
gala season, but before discussing this en-
zagement, it is necessary to turn aside to
remark a ballerina who had arrived from
Italy in the previous year.

Giovanna Ciocca was a pupil of Carlo
Blasis, one of the very first of his pupils to
appear in America. In the later halfl of the
nineteenth century his famous school at La
Scala, Milan, was turning out expert dancers
almost in mass production, and ballerinas
were inevitably ltalian, just as in the days
of Diaghilev they had to be Russian. But in
1847 Blasis’s school was not yet so world
famous, nor had it begun to export dancers



on such a large scale Blasis himself seems
to have been rather proud of Ciocca, he men
tions her several times in s Notes upon
Dancing, and even speaks of her triumphs
n America.

Ciocca made her first appearance mn this
country 1n Philadelphia, on January 23, 1847,
in the ballet Diwana and Endymion She was
advertised as the “premiere danseuse of the
Teatro La Scala, at Milan and Naples, etc ”
Another Italian dancer, Gaetano Morra, “from
Florence, Naples, etc,” made his American
debut m the role of Endymion Charles
Durang wrote of this performance “The
atutudes, poses, and groupmgs were very
classical Ciocea had great force
and agility with infinite grace of the
amimated Itahan school In that meretricious
expression of passion she greatly resembled
the celebrated Cubas She had not the
excessive voluptuousness which marks the
Spanish style but Ciocca had all the
graceful merits of the operatic Itahan and
French schools ™

After her New York debut, on February 1,
the Spirit of the Times said of Ciocca “The
prima ballerina 15 beautiful, graceful, and as
agile as a faun Her pantomime 1s speak
ingly eloquent, and her poses the extreme de-
velopment of statuesque grace, while m the
puouette, and indeed mn all the vatled attrac-
tions of the ballet, she 1s certamly unexcelled
by any one since Fanny Elssler, among us

Since her debut Ciocca, assisted by Moria,
Mlle Fanny Mantin, and a small ballet en-
semble, had been touring the country, with
occasional appearances in New York In
August, 1848, Thomas H Hamblin, manage
of the Bowery, engaged Ciocca, Julia Turn-
bull, and George W Smith as leading dancers
for a short season of ballet Turnbull had been
a featured star at the Bowery for a number of
seasons, and was an established favorite’ with
its audiences Now she suddenly found herself
forced to play second fiddle to the Itahan bal-
lerina The advertisements of the opening of

CFORGE WASHINGION SMITH

the season carried the names of Ciocca and
Smith 1 large type, there was no mention of
Julia Turnbull * This week,” wrote Bennett
in the Herald, “we expect the house to be
more crowded than ever, as in addition to the
present attractions, the beautiful danseuse,
Signora Ciocca, will appear ” Turnbull was
quietly 1gnored On August 14, the day of the
opening, the Herald was more expheit (per-
haps because the Ameriwan dancer had al-
ready registered a complamnt), but Crocea still
came off with the hon’s share of the attention
“Bowery Theatre —Opera and ballet are to
be the chief amusements at this house, this
evening, and Signora Ciocca, Miss Turnbull,
and Miss Taylor will all appear, as also Mrs
Phillips and Mr G W Smuth Signora Ciocca
1s well known as a most elegant and beautiful
danseuse, who, since her arrival in this coun-
try, has been an immense favorite whenever
she has performed Mr Hamblin has done
well and hberally to engage her at this time,
and thus afford his patrons most elegant
amusements Tomght Signora Ciocca will ap-
pear n the grand ballet of The Magic Flute,
as Lisa, a part she flls to perfection Miss
Turnbull also will appear in the course of
the evening, in the Polka Nationale, which
she will dance with Mi G W Smuth, and
thus, will afford an opportunmty to the ad-
mirers of both of these beautiful danseuses to
compare their different styles of dancing Both
are excellent, both are beautiful, and both
have troops of admirers, consequently, an ex-
citing time may be anticipated ”

An exciting time was certamnly enjoyed
For some reason Smith, who was dancing the
role of Lubin to Ciocca’s Lisa, suddenly de-
c1ded that he did not wish to appear with Miss
Turnbull 1n the Polka Nationale The reason
for his decision 1s not clear Perhaps Turnbull
had made her jealousy of the Italian ballerina
all too obvious, and he was attempting to lend
moral support to the young foreigner Per-
haps—as we suspect-—Ciocca was a better
technician and a more finished artist than the
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American girl, whose balletic tramng had
been sporadic at best Perhaps there were per-
sonal reasons for the decision Ciocca had
quite a reputation for seductive beauty! What-
ever his reasons, Smith refused to dance the
Polka.

Julhia Turnbull, a young woman of spirt,
promptly walked out on the stage and ad-
dressed the audience, telling them that she had
been 1nsulted by her partner The Bowery
“b-hoys,” eager to champion such a lovely
young woman, resolved to prevent Smuth from
appearing at all When he tried to dance, he
was pelted with overripe fruit (Juha’s sup-
porters must have been warned to expect
trouble 1n advance, for they seem to have been
appropriately armed with vegetables') and
driven from the stage, while the audience pro
ceeded to tear up the benches and wreck the
place The police had to be called in and the
theater emptied, for 1t was 1n danger of com-
plete destruction!

The Spirit of the Tumes for August 19 car-
ried a colorful account of this eventful eve-
ning. “The Bowery, on Monday last, was the
scene of a petty riot which threw the gods of
the gallery and the demigods of the pit into
a high state of nervous excitement It appears
that 1n consequence of some disagreement be-
tween Miss Turnbull and a Mr Smith, with
regard to the execution of La Polka Nationale,
that young lady claimed the protection of
the audience, enlisted 1n her behalf, and they
forthwith demanded the exhibition put down
i the bills Whether Mr Smith refused to be
the executioner of the Polka or whether that
ill-used dance refused to be done by any n-
dividual possessing such an Anglo-Saxon cog-
nomen, does not appear, but the audience
vented their displeasure by a strong employ-
ment of their lungs and a manifest destruction
of sole leather After an interlude performed
by the whole company, both on and off the
stage, the tumult subsided beneath the be-
nignant smile of the stage manager, the Polka
was represented by the lady and the 1dentical
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Smith, the American flag waved over their
heads, and everybody returned to their homes
after a shight destruction of the benches and
glass of the establishment ”

On the morning after the riot, the Herald
carried an advertisement, which must have
been 1inserted on the previous day, of The
Magic Flute, plus the Polka Nationale by
Crocca and Smith—proving that his prejudice
was directed against Miss Turnbull, and not
agamst the Polka At the evening’s perform-
ance, 1t seems that Smith had to pay for his
hmghhanded conduct by dancing the Polka not
once but four times, twice with Turnbull,
twice with Ciocca The Herald for the 16th
carried the following note “After the opera,
Cinderella, Mr  Stevens appeared 1n
fiont of the curtain and announced that the
difhiculty of the night previous, between Miss
Turnbull and Mr Smith, had been amicably
adjusted, and they would, with the permission
of the audience, dance the Polka Nationale
Mr Smth, after mature dehberation, ac-
knowledged that he had acted ungenerously
and unmanly, but he was now willing to
dance with Miss Turnbull during her engage-
ment at this theatre This announcement was
recerved with the greatest applause, and many
voices exclaimed, ‘That’s all we want!” Mr
Stevens then led Mr Smith and Miss Turnbull
before the audience, when the house re-
sounded with applause The curtain then rose,
and Mr Snuth and Miss Turnbull appeared
in the Polka, which was received with deaf-
ening applause, and so great was the en-
thusiasm, that they were obliged to repeat 1t,
after which, three tremendous cheers were
given for Miss Turnbull Mr Smith and
Signora Ciocca then appeared in the Polka,
and a disposition to hiss was manifested,
which was immediately put down by the ap-
plause of the audience They were encored,
and "loudly applauded The grand ballet of
The Magic Flute wound up the performance,
mn which Signora Ciocca appeared as Lisa,
and Mr Smith as Lubin The piece was re-
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cerved with great applause, and properly, for
Ciocca 1s an accomplished danseuse She was
called out after the falling of the curtam, so
great was the enthusiasm The whole per-
formance passed off most quetly, planly
showing the tact and management of Mr
Hamblin, whose aim 1s always for the public’s
amusement, and will not allow disorder to
exist around him The Bowery 1s stll the
place to go to”

The immediate result of all the excitement
was the production of several of Turnbull’s
favorite vehicles, such as Fleur des Champs
and La Bayadére, with the American dancer
once more starred The ritics, evidently di-
vided between loyalty to the native favorite
and admiration for the foreign ballerina, did
their utmost to give an equal and impartial
amount of praise to each After a performance
of Bayadere, Bennett wrote “Miss Turnbull
acquitted herself admirably, from the mo-
ment she came bounding on the stage before
the old Caliph, up to the last scene of her
union with the unknown, she was much ap-
plauded Miss Turnbull’s dancing 1s remark-
able for 1ts freedom and grace, and the per-
fect self-possession she retans in the midst
of the most intricate pas”

But on the very next day, he said “After
the drama, Signora Ciocca and Mr George W
Smith appeared and danced a Swiss pas de
deux Signora Ciocca 1s a most beautiful
dancer and lovely woman, and the applause
elicited by her performance was tremen-
dous Mr Smith 1s also a fine dancer His
style harmonizes well with that of Signora
Ciocca > And 1n another review, “Ciocca
1s a most superb danseuse, and few ran equal
her, either 1 symmetry of form o1 elegance
of daneing ”

One person who definitely benefited from
the battle of the ballerinas was Thomas
Hamblin, for interest was stimulated and busi-
ness boomed “The ballet has been quite a
card for the Bowery during the past week, as
every evening the house has been completely
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filled,” noted the Herald “The rivalry which
of course must exist when two favorite dan-
seuses appear on the same evening, has put
both the ladies on their mettle, and the con-
sequence has been that both have danced most
excellently ”

Discussion of the Bowery riot and 1ts after-
math has caused us to neglect a point of more
serious 1nterest, the production of The Magic
Flute This ballet may have been created by
George W Smith, although the available
tecords do not mention any chorecographer
If Smith arranged 1t this was his first major
origmal work The other hallets which he had
staged were the creations of European chore-
ographers, but The Magic Flute must have
been an origmal production The only clues
we have are the names of the two leading
characters, Lisa and Lubin These bear not
the slightest resemblance to the characters of
Mozart’s opera, The Magic Flute, and so we
may deduce that this was not the source of
the ballet, although choreographic works were
frequently derived from successful operas
during the nmeteenth century, as they sull
are occasionally today (for instance, the
Rimsky-Korsakov-Fokime Coq d’Or) The
Magic Flute had not previously been in the
repertoire of Turnbull or Smith, nor was 1t
among the ballets which Ciocca’s teacher,
Carlo Blasis, had choreographed prior to
1847° We have not found 1t in the earlier
repertoire of Ciocca, erther, although an an-
nouncement of Bennett’s which we quoted
above (“Signora Ciocca will appear in the
grand ballet of The Magic Flute, as Lisa, a
part she fills to perfection”) sounds as though
Bennett had seen her dance the role before
Perhaps, of course, he had witnessed re-
hearsals

The only ballet of this uitle noted by Cyril
W Beaumont in The Complete Book of Ballets
18 one choreographed by Lev Ivanov for the
pupils of the Imperial Ballet School 1in St
Petersburg, in 1891 By a strange comnci-
dence the heromne’s name is again Lise (a role



later danced frequently by Anna Pavlova,
who included The Magic Flute in the reper-
toire of her company for several tours) : the
hero is Luc, instead of Lubin—a not dissimi-
lar name, to be sure. Could Smith and Ivanoy
have had reference to the same story?

At any rate, if this ballet was really Smith’s
it was his first major work, and it is too bad
that all the details—even to the composer of
the music---have been buried in the sea of
words which appeared about the personal con-
test between the leading ballerina and her
American rival. We only know that Bennen
considered it a “beautiful ballet.”

On August 31 Diana and Endymion, the
ballet in which Ciocca had made her Ameri-
can debut, was added to the repertoire with
Smith replacing Morra, her former partner.
in the principal male role. “The truly elegani
Ciocca and Mr. G. W. Smith appeared to
much advantage in it,” commented the Herald
of this ballet.

Julia Turnbull retaliated by appearing as
Ksmeralda on September 2, the last night of
the season, and her benefit. This production
is a confusing one. Neither Ciocca nor Smith
was in the casl, and the other characters were
taken by members of the Bowery’s acting
company (Miss Lockyer, Mrs. Jordan. Mr.
N. B. Clarke, etc.). Nevertheless a review next
day called the piece a ballet. “The ballet of
Esmeralda followed,” the Morning llerald de-
clared quite plainly. “Miss Turnbull, as the
dancing girl, was much admired. It is a most
thrilling story, and Victor Hugo never wrote
a more interesting one than the work on
which it is founded.”

In the face of this flat statement the Mon-
plaisirs, just a few weeks later, announced the
“first production in America” of “the grand
ballet of Esmeralda.” We believe that Turn-
bull’s piece was a play in which one important
role was principally a dancing one, just as in
another favorite of that time, La Bayadeére,
the title role was mimed by ballerina and the
rest of the work was sung.
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Pepita Soto. Harvard Theatre Collection.

With the production of Esmeralda this
eventful season at the Bowery came to a
close, but it had scveral lasting effects. Al-
though outwardly peace had been restored,
and Smith, the bone of contention, danced
impartially with both ballerinas, there evi-
dently remained more than a trace of bad
feeling. Turnbull did not appear at Ciocca’s
benefit, as would have normally been the case,
nor did Ciocca dance at Turnbull’s. The
American dancer never again appeared at a
theater managed by Thomas Hamblin, nor,
during their long and parallel careers, did she
ever again dance with George W. Smith.
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In the meantime, another Italian dancer,
Gaetano Neri, had arrived from ltaly. He was
a technical virtuoso, excelling in pirouettes,
and an old friend of Ciocca, with whom he
had worked in the classes of Carlo Blasis at
La Scala. Hamblin had just announced the
important autumn opening of the newly deco-
rated Park Theatre, which was also under
the management. For this gala season he now
engaged Ciocca and, as her partner, not
Smith, but Neri. It would seem that Smith had
fallen between two stools, for he was left for
a few weeks without any job at all, while
Ciocca and Neri enjoyed a triumphant success
at the Park, where they danced divertissements
(as Smith had done a few years earlier in
Philadelphia) between the acts of Hamlet.

On the eighteenth of September, the Mon-
plaisir Ballet commenced an engagement at
the Park, while Ciocca and Neri moved back
to the Bowery. There, a week later, Smith
joined them. On the 25th a new ballet, The
Abduction of Nina, was produced. During his
association with Ciocca, Neri seems to have
done most of the choreography (he com-
plained loudly, in the press, when Smith was
given credit for one of his ballets, later on)
and he was probably responsible for Nina.
This was not the famous old ballet by Louis
Milon, Nina ou la Folle par Amour, first
given in 1813. It was evidently another orig-
inal production. The cast was distributed as
follows: Edward, Gaetano Neri; Nina, Gio-
vanna Ciocca; Adéle, Mrs. Dunn; Bibone, Mr.
E. Warden; Roland, Mr. G. W. Smith. The
premiére followed (as usual!) a performance
of Hamlet, and was reviewed by Bennett the
following morning: “The grand ballet of The
Abduction of Nina concluded the perform-
ances, and in it Signora Ciocca, Signor Neri,
and Mr. G. W, Smith, three of the best dancers
in the country, had the opportunity of show-
ing off their graceful and elegant dancing to
the best advantage. The ballet is splendidly
got up, and the various dances and tableaux
were executed with the greatest taste. Talk of



theatricals declining! Let anyone wvisit the
Bowery and then talk about declinming'”

A few days later the indisposition of Ciocca
necessitated the cancellation of the ballet, but
1t was restored to the bills on September 28,
and given mghtly for another week On Oc-
tober 1 the Morning Herald said “Signora
Ciocca has become an immense favorite with
the public, and her appearance 1s mghtly the
signal for great applause, supported as she 1s
by Signor Nert and Mr G W Smuth, two of
the most graceful dancers on the «tage ”

At the end of October the dancers left the
Bowery, to return in less than a month Al-
though during this engagement Ciocca and
Ner1 were the only dancers mentioned i the
advertisements, Smith nvarably recewved an
equal amount of attention 1n the 1eviews
“Signora Ciocca, Signor Ner1, and Mr Smith
are now performing nightly at the Bowery,”
the Herald noted on November 30, “and their
graceful dancing and well-arranged ballet
dwertissements are much admired” And
agan, on December 8, “The beautiful danc-
g of Signora Ciocca, Signor Neri, and Mr
G W Smith elicaited the most enthusiastic ap-
plause The artists are immense favorites, and
during this, their present engagement, have
delighted thousands ”

At the Bowery the trio rounded out the
year 1848, dancing The Abduction of Nina
on Christmas Day They returned to the same
theater under Interesting circumstances, on
March 12, 1849 Ciocca and Ner1 were danc-
ing their usual classical dwertissements, but
the versatile Smith was appearing as Micos in
an equestrian drama called Eagle Eye, which
starred ] H Hall and his Arabian steed,
Arbaces  For this production the ballet
master—in this 1nstance, probably Smth- -
arranged a sertes of American Indian war
dances! Eagle Eye ran for a fortmght

On April 11, Smith danced a leading role
in the new ballet Les Jardiniéres, which Ner1
had produced “It 1s a most elegant ballet,”
declared the Herald of the 13th, “and as the
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charming Ciocca and the favorite Ner1 and
Mr George W Snuth himself sustamn the prin-
cipal parts, 1t 1s danced n the most graceful
and beautiful style ” This same review
wrongly credited Smmth with the choreog-
raphy, a mistake which was corrected on the
following day “In noticing Les Jardinieres
yesterday, we were 1n error 1n stating that 1t
was composed by Mr G W Smuth, 1t 1s the
production of Signor Neri, who by this and
his many other successful productions has
proved that he 1s as excellent a composer
as he 1s umversally acknowledged to be a
dancer ” Les Jardiniéres ran until Apnl 21,
and was reviewed again and again, always in
superlatives, almost every morning

On April 26 the dancers enlarged theirr
repertoire with a new dwertissement, from
Rossini’s opera William Tell, given after a
performance of Shakespeare’s Richard 111
Evidently Shakespeare, without a litle danc-
ing to lighten the evening, was not to be con-
sidered! The famous Tyrolienne in William
Tell 1s traditionally danced as a pas de trous
between two women and one man (1t had been
composed especially for Marie Taghom and
Madame Montes<u) but here Ner1, as choreog-
rapher, reversed the procedure, usmg two
men and one woman After this performance
Ciocca and Neri left the Bowery to fulfill
other contracts, but Smith remained for a few
weeks as ballet master and first dancer, ap-
pearing m his favorite solo, Sylvain’s pas de
matelot, and staging an effective tarantella n
which he was assisted by Mrs Dunn and the
corps de ballet For his dancing in this num-
ber, he won a rare tribute—he was praised
in the Herald, while the presence of his part-
ner, Mrs Dunn, was completely 1gnored—an
unheard-of triumph 1n the days of the ro-
mantic ballet, when the ballerina was queen
and the male dancer barely tolerated! Smith’s
la<t appearance took place on May 8, just
before the famous Macready-Forrest riots, in
which many persons were killed and wounded,
at the Astor Place Opera House Smith may
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quite easily have witnessed this tragic event,
which fortunately 1s unique 1n the annals of
the American theater

1v

Smith now returned to Philadelphia for a
season of pantomime, at a theater which was
variously called the “National Amphitheatre”
and the “National Circus ” It has been noted
that Smith was extremely catholic in his
tastes, he appeared at the most fashionable
opera houses, but he did not scorn Barnum’s
Roman Hippodrome For this interlude of
1849-50 the pantomimes were produced by
William Wood, whose two sons also appeared
in them George W Srmth was widely adver-
tised for “his first appearance n this, his
native aity, for four years”—a claim which
was almost, 1f not literally, true Since his
appearances there with Mary Ann Lee n the
autumn of 1845, he had danced only once or
twice 1n Philadelphia, at her farewell per-
formances m the spring of 1847

Now he made what constituted a second
debut, on December 3, 1849, as Robin Red
Breast (afterward Harlequin), in the panto-
mmme of Mother Bunch and her Magic
Rooster Pretty Jenny Wren (afterward Col-
umbme) was danced by the beautiful Fanny
Mowbray, Heavy Heels (afterward Clown)
was Willilam Wood, the director, and Farmer
Grizzle and Gripe (afterward Pantaloon) was
Mr Whittaker Various small members of the
Wood family were m the cast, too The panto-
mime ran for about a month, and was fol-
lowed by another called Il Don Giovanni, or
The Libertine of Madrid, with Smith 1n the
title role For ths spectacle Wood used all
the old tricks of the harlequinade, with open-
g trap doors, spouting the flames of hell,
and other starthing devices Toward the end of
Februaiy, 1850, at the same theater, ] H
Ambherst staged a pantomime called The
Sleeping Beauty, or The Kmights of the
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Golden Crest, but 1t 1s not clear whether or
not Smith took part mn 1t

For a brief period in the autumn of 1850
Smith was ballet master at the Arch Street
Theatre, Philadelphia, where he produced an
elaborate set of schottische quadrlles, star-
ring a Miss Carline as premiére danseuse
Early in December, however, Smth returned
to New York to begin rehearsals for an en-
gagement as ballet master and first dancer
at Brougham’s Lyceum, a brand-new theater
which was just opening 1ts first season The
premiere danseuse, 1mported especially for
the occasion, was Mlle Louise Ducy-Barre,
who had appeared as a mmor soloist at the
Panis Opéra® For her American debut <he
chose a grand pas de deux and a pas de
caractere, La Stcilienne, both of which she
danced with Mr Smith The Herald review
next morning said of her “Mlle Ducy-Barre

18 graceful and buoyant and was
received with a burst of applause which must
have convinced her that Americans can wel-
come a stranger who, by ability, proves de-
serving of their hospitality She was well sup-
ported by Mr Smith, the ballet master of the
theater ”

Smith and Ducy-Barre remamed at
Brougham’s Lyceum until the middle of the
following summer, dancing a long hst of di-
vertissements which included the pas de deux
from Guselle, La Zingarella, a pas styrienne,
a new polka, La Taquenette, and a new Span-
1sh dance, La Manola Smith’s notebook con-
tains descriptions of both the Manola and the
Taquenette Polka When Ducy-Barre was 1n-
capacitated by illness for a few days, Smith
saved the situation by resurrecting his ever
useful solo, the pas de matelot.

The season of 1850-51 was an active one for
ballet in New York City When Smth and
Ducy-Barre opened at the Lyceum, the ex-
traordinary dancer Leon Espinosa was ap-
pearing with Celestine Franck at the Broad-
way, while Smith’s early Philadelphia partner,



Anna Walters, was dancing with M. Frederic
at Burton’s Theatre. The French ballerina
Mlle. Albertine, who had been a soloist at the
Paris Opéra and at the [Italian Opera in
London, also appeared in New York during
this winter season. Smith must have been a
favorite with his colleagues, for when he took
a special benefit on July 5, 1851, the guest
stars who volunteered their services for the
occasion were Espinosa and Mlle. Albertine.
The ballet The Jolly Millers was staged just
for this performance, with Espinosa as Nicais,

Mlle. Albertine as Collette, and George W.
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Smith as Colin. The incidental dances in-
cluded an allemande comique, by Espinosa,
Albertine, and Smith, and solos by each
dancer.

Many years later Smith, in an interview,
spoke of his association with Espinosa as one
of the high lights of his career. This amazing
little man was just four feet ten inches tall,
and his height—or lack of it—prevented him
from becoming one of the finest classical
dancers of the day. He was able to execute
twelve pirouettes from a single preparation,
and an entrechat-douze. The former feat is

Scene from The Seven Sisters. Theatre Collection, New York Public Library.

163



GEORGE WASHINGTON SMITH

equaled today by André Eglevsky, and per-
haps by others, but we have seen only one
dancer (Jean Guelis) execute a clean entre-
chat-dix, and know of no one who is capable
of twelve crossings. Espinosa had studied
under Coulon, Coralli, Filippo Taglioni,
Perrot, and Lucien Petipa. When he came to
America and danced with Smith, he was only
twenty-five years old. Later he became a sen-
sation at the Théatre de la Porte St. Martin,
in Paris. Theodore de Banville described him
as “A nose with a little man on the end of it
and a dancer never equaled.” After several
seasons at L.a Scala, Milan, he went to Russia,
where Marius Petipa gave him a contract for
seven years at the Imperial Theatre. After
producing ballets at Covent Garden, he re-
turned to Paris to dance at the International
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The Fairy Grotto. Collection of George Chaflee.

Exhibition, in 1878, when he was fifty-three
years old.” It is a high tribute to George W.
Smith that international artists of this caliber
were eager to honor him by appearing at his
benefit.

A%

During the following scasun wunu ca-
joyed-—or suffered --a unique experience. He
had the dubious pleasure of directing the
ballets in which the notorious Lola Montez
made her bow to the American public.

The spectacular politico-amorous carcer of
Lola Montez, Countess of Landsfeld, has been
the subject of a number of weighty volumes,
and there is no need to discuss it here. We
are concerned with her only as a dancer.
Montez’s first ballet engagement, at one of the



opera houses of London some years earlier,
had lasted exactly one might She was hissed
off the stage by the balletomanes of the
Omnibus Box, who were used to artists like
Taglon, Elssler, and Cerrito Since this un-
fortunate debut, however, Montez’s box-office
value had been considerably increased by her
assoctation with King Ludwig of Bavaria and
her various attempts—which, to do her jus-
tice, seem to have been sincere enough—to use
her powerful nfluence to introduce a demo-
cratic liberalism 1nto the government of that
retrogressive country She had been literally
driven out of Bavaria in 1848, and three years
later, finding herself again 1n London and al-
most penniless, she welcomed an offer from
the theatrical agent Edward P Wilhs, for a
series of appearances in America

When Lola Montez reached New York, on
December 5, 1851, she was one of the most
notortous women 1 the world Her arrival
would undoubtedly have created more of a
sensation, had 1t not been for the presence on
the same boat (the Humboldt) of the Hun-
garian patriot Lowis Kossuth The landing of
the great statesman completely overshadowed
the 1tinerant adventuress, who had to wait for
her theatrical debut several weeks later before
she received the amount of publicity to which
she had become accustomed

Lola Montez was certainly no ballerina
Smuth, faced with the problem of arranging
a ballet which would present her satisfactor-
ily, did not have an easy task It was necessary
to give full play to her undeniably magnetic
personality, without revealing her glaring
technical weaknesses He seems to have been
completely successful in the first requirement,
for every contemporary criticism speaks of
her extraordinary charm, but all his choreo-
graphic skill could not disguise her made-
quacy as a dancer

For Lola Montez, Smth arranged three
full-length ballets and several divernissements
She made her debut at the Broadway Theatre
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on December 29, 1851, 1n Betly, the Tyrolean
The story (and probably the music) of this
ballet were drawn from an opéra comique, Le
Chalet, by Adolphe Adam, which had first
been given at the Paris Opéra n 1834 Smith
had allotted himself the character role of Max
Starner, while Daniel, the hero, was danced
by Gaetano Ner1, the former partner of Ciocca
At this performance the dancing of Ner: and
the choreography of Smith seem to have had
a much greater artistic success than the efforts
of the featured performer

“She did not excel as an artist, or accom-
plish much with her heels and toes,” wrote
James Gordon Bennett 1n the Herald next
morning, “but was regarded rather as a grace-
ful, girlish, pretty, piquant, ladylhike woman,
moving with great natural ease and presenting
some beautiful attitudes ”

The curiosity seekers all expected Lola’s
performance to be shghtly shocking, 1f not
absolutely lascivious, and they were first sur-
prised and then charmed by the simple and
lovely dances which Smith had arranged for
her “Contrary to all expectations, though not
a great artist, she 1s the most modest danseuse
that ever appeared on the stage,” wrote one
reviewer 1n amazement

The anonymous dramatic criic of the
Morning Herald has left us a fairly good de-
scription of the ballet itself

When the curtain was raised a very fine tableau
of the whole corps de ballet presented uself,
amidst loud cheers, and many eyes searched
around for Lola Montes, but could not find her
In a few minutes she made her appearance on
the staircase representing a winding path down
the mountain, when she was greeted with tre-
mendous applause She then descended
gracefully, and on reaching the stage was re-
ceived with another burst of applause, which
she acknowledged with a ladylike bow She was
neatly dressed as a Tyrolean Her first
dance was a Tyrolienne, and was well received
Her next dance was a pas de deux 1n which Nern:
as Daniel and Lola Montez danced together On
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entering the stage this time she did not receive
any applause, and Neri, at the close, was ap-
plauded far more enthusiastically by the audi
ence, doubtless because he was a hetter dancer
She madc a false step in this dance which
brought a shight hiss from the audience

The Mountaineer Dance, by the corps de ballet,
followed, and after 1ts conclusion there was con-
siderable delay in her returning to the stage,
when an 1dea seemed to prevail that she would
not come back There was some hissing in conse
quence At length she appeared in a new cos
tume, which accounted for the delay She looked
well and was loudly applauded Her dress con
asted of a very pretty Hungarian satin okirt,
striped with white and rcd, with a military black
velvet jacket faced with gold, and a pretty red
hat with a feather In thic dancc <he was more
successful than in the other two It was a sort of
war dance 1in which <he exhibited the marnal
bearing and military tread remarkably well She
led a company of soldiers off the <tage m a sort
of dancing <tep, and was enthusiastically ap-
plauded

Her dances were short and simple, and she
performed nothing that could be called a feat
None of thesc performances were her peculiar
Spanish dances, 1n which <he exccls As a dan
seuse, she 15 decidedly inferior to Cerrnito, to
Augusta, and others, but there 1s a nameless
grace about her person and movements which,
with her history, gives her an attraction which a
better artist could not command, but which, how
ever, 15 not destined to be very lasting

From George W Snuth’s own notebook we
know that Betly also included a “Polka for
12 ladies.” “La Normandare, for 12 ladies,”
and another untitled dance for ten ladies, two
of whom had <emisolo parts 1n the centet
His choreographic notes for this ballet -
clude tiny sketches of charming and unusual
figurations and poses

On January 5, 1852, Montes appeared n
a second ballet, Un Jour de Carnaval a
Seville, which Smith had arranged for her
She danced the role of Donna Inez (the name
of the character was later changed to Marn-
quita, 1f we are to accept the evidence of
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later reviews and of the charming hthograph
by N. Currier showing her n this ballet)
while Smith appeared as Marco Gaetano Nen
was not advertised, and seems to have left
the company, being replaced by a Mr
Schmdt One would suspect that Montez was
jealous of the applause Ner1 had received for
his far superior dancing, and had gotten nd
of him (She might have fired Smith for the
same reason, of course, but there she was
helpless because she was completely de-
pendent upon him as ballet master and
choreographer ) However, there was a more
tragic reason for Nerr’s departure He was
sertously 11l Chatles Durang tells us that he
died 1n Philadelphia in the same year, 1852,
after a long and paimnful i1llness In his last
days the dancer--still a very young man—-
was cared for by a kindhearted merchant
named William Heaton, who lived at No 110
Chestnut Street

Durang has left us a brief description of
Un Jour de Carnaval a Seville “A new grand
Spanish ballet was produced, a mere
dancing  dwertissement without a plot—a
simple display of steps and figures
Many of the characteristic dances of the day
were troduced These Germanic char-
acter pas, with the sprightly melodies of the
polka and the mazurka blended with the Span-
1sh, are certamly not only pleasing to the
ear, but the novel, vivid steps and allemande
figures are pleasing to the eye ”

By this time the irrepressible Montez found
herself involved 1n no less than two lawsuits,
one with a Paris firm of theatrical agents,
who claimed that in coming to America she
had broken a contract to appear in France,
and one with her busmess agent, Edward
P Willis, whom she had promptly discarded
upon her safe arrival (and financial, 1f not
artistic, success), mn the United States

These small distractions did not prevent
her from appearing 1n a third ballet, Diana
and her Nymphs, which Smith had created
This was something more 1n the style they
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had expected from Montez, and one critic
wrote “When a certain piece first presented
a partly unclothed woman to the gaze of a
crowded auditory, she was met with a gasp
of astomshment at the effrontery which dared
so much Men actually grew pale at the bold-
ness of the thing, young girls hung their
heads, a deathlike silence fell over the house
But 1t passed, and, in view of the fact that
these women were French ballet dancers, they
were tolerated ” *

In addition to these full-length ballets,
Smith taught Montez a pas de matelot, which
may have been the same one he had danced
for years, or a new one specially devised for
her It was most dramatically advertised n
the playbills “A grand pas de matelot, in
which Lola Montez will portray the vicissi-
tudes of a sailor’s life, exhibiting while en-
gaged n the merry dance the sudden rising
of a terrific storm, the rush to the rescue of
those in peril, and the safe return to land
with the ship’s flag of hiberty ”

The Spider Dance, in which Montez usually
had a certain modicum of success, was an
adaption of the Tarantella She had used 1t
as a solo before, and was to do so agam, for
these appearances, Smith arranged 1t as a pas
de deux and danced 1t with her

Besides Montez’s shortcomings in balletic
technique, Smith had to put up with her com-
plete lack of the shightest sense of rhythm, and
since he was a sensitive musician this must
have been particularly painful Matters ac-
tually came to the point where the manager
had to give special orders to the conductor of
the orchestra “When you play to the Coun-
tess, follow her precisely When she stops,
you also stop, no matter whether or not the
music 18 fimshed ” *

On the last mght of this New York engage-
ment Montez, who was certainly energetic
enough, danced all three ballets of her new
repertoire Betly, Un Jour de Carnaval, and
Diana  With Smith she then appeared 1n
Philadelphia, where a group of disabled fire-
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men for whose benefit she danced presented
her with a medallion likeness of George Wash-
ington, m token of her “hberal republican
sentiments,” and 1n Washington, where at
least one puritanical paper, The National In-
telligencer, accepted her advertisements but
otherwise completely 1gnored her existence

Lola was a temperamental creature, and
when 1rritated 1t was by no means unusual
for her to admimster a few well-directed
lashes with a horsewhip which she carried
with her constantly When, in Philadelphia,
she flew mto one of her tantrums, Smith
amazed the trembling company by turning
her over his knee and administering a sound
spanking! The gay and gallant lady was too
astomished to do anything but submit to her
punishment hike a spoiled child

In Boston, where she danced in March,
her “refinement,” her “ladylike charm,” and
her “chaste and queenly movements” de-
hghted the critics until she overstepped the
bounds of New England propriety by daring
to pay an official visit, squired by Frederick
Emerson of the Board of Education, to three
of the city’s public schools Although she
seems to have behaved in an exemplary
fashion, addressing the pupils of the Latin
School 1n Latin and those of the English
High School m French, this audacity caused
the Boston papers to rice 1 arms agamnst her
for “contamimating the young by her evil n-
fluence,” and poor Emerson was nearly ruined
The resultant publicity was enough to warrant
a re-engagement n Boston, but Smith and his
well-trained corps de ballet walked away with
the better part of the critical attention, as
u<ual

Returning to New York for one single ap-
pearance, on May 1, she was welcomed by an
enormous audience, which reserved its ap-
proval for Smith and her lesser assistants
rather than for the star “So far, Lola was
perfectly triumphant over the machinations
of her indefatigable persecutors, the army of
Jesuits,” commented the Morming Herald of



May 2. “But (last mght] she had a stronger
opposition to contend with, for the meed of
applause, in the successful rivalry of an ex-
cellent corps of ballet dancers, the best per-
haps that ever graced the stage m this city.
The contest for superiority was spirited, but
Lola was not so triumphant on this occasion

If she did not suffer a defeat, she was
at all events sorely crestfallen The piece rep-
resented was the grand Spanish dwertisse-
ment of A Day of Carmwal at Seville, which
was excellently produced by the enterprising
manager, the scenes, dresses, masks, and all
the other accessories having been got up with
much taste, iberality, and effect Lola 1n the
character of Mariquita danced the Anda-
lusian, the festival dance, in company with
Mr George W Smith, the Neapolitan, and
the sailor’s dance passing well, and with
pretty good attention to ime (') She dressed
well, looked well, but was by no means satis-
fied al the tameness of the applause she re-
cewved The several dances of the troupe
were well and pretuly executed Two young
ladies of the corps de ballet, Miss Price and
Miss Josephine, danced a grand pas de deux
with much taste and artistic skill, vying with
Lola, as well 1n the talent displayed, as in the
applause with which they were greeted Some
beautiful bouquets were thrown to these beau-
uful girls, from one of the private boxes
The success of these promising young artistes
must have been somewhat nettling to the
Countess ”

This performance must have clearly shown
Montez the futility of continuing to attempt
to win approval as a ballerina, for although
she retamed her company for a few more ap-
pearances (including one n Buffalo, May 10,
when the Eagle Street Theatre burned to the
ground just after she and Smuth had finished
dancing there) she soon gave up the 1dea of
presenting ballets, and dissolved the group
Although she toured through the South dur-
ing the following winter, 1852-53, she ap-
peared only 1n plays, and solo divertissements
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such as the Spider Dance and the Pas de
Matelot As a final note on these appearances
of Smith with Montez, we may remark that
for the closing performances he created a
new dance for the corps de ballet, saurizing
a fad of the day—the Bloomer Polka' In
1852, nearly a century before the advent of
the modern hit, Bloomer Guirl, Smith was
already turning that odd costume to his own
theatrical advantage'

VI

Smith now turned from the exotic Montez
to a less glamorous but more capable partner,
his former associate, Miss Mary Ann Lee In
the spring of 1847 Lee had retired from the
stage, because of failing health, and later had
married Who knows what vicissitudes now
caused her to return to the ballet, after an
absence of five years? At any rate, on May
27, 1852, at the Chestnut Street Theatre,
Philadelphia, a complimentary benefit was
suddenly tendered to “Mrs Van Hook, late
Mary Ann Lee ” [ Had sudden widowhood and
the necessity of earning a living forced her
back on the stage? It 1s impossible to say In
1852 there was no Van Hook, so spelled, lListed
n the Philadelphia directory, a Mr Edmund
Vanhook, clerk, 1s listed, but if this was Lee’s
husband he certainly did not leave her a
widow 1n 1852, since he was still 1n the direc-
tory fifteen years later ]

Whatever the reason for Mary Ann Lee’s
return to the stage, her new career did not
last long nor carry her far from home She
appeatred sporadically at the three Philadel-
phia theaters (Chestnut, Walnut, and Arch)
during the next two years, disappearing agamn
after a gala benefit in which Joseph Jeflerson
appeared, on September 20, 1853 However,
we are now concerned only with her renewed
partnership with George W Smth This took
place at the Walnut Street Theatre, where
during a brief engagement (August 30-Sep-
tember 4, 1852) she appeared with him be-
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tween the acts of plays, in a Pas Styrien
tsouvenir of Elssler!) and the Spanish dance,
La Manola

As a matter of fact, Spamsh dwertisse-
ments were to make up the greater part of
Smith’s repertoire during the next few years,
for he now formed a partnership with a cele-
brated Spanish dancer, Pepita Soto

Seforita Soto, as she was usually billed,
had come to this country as a member of a
troupe of French and Spanish dancers en-
gaged m Paris by the actor-manager, James
H Hackett, then acting as agent for Niblo’s
Garden In addition to Soto, as premiere dan-
seuse, the company mcluded Mlles Leontine
Pougaud and Octavie de Melisse, both of
whom had appeared at the Panis Opéra, and
M Mege, as first male dancer The ballet
company made 1ts debut at Niblo’s on June
14, 1852, and enjoyed a certan amount of
success both in New York and on tom “Soto
was by birth a Spamish woman, and 1n <ev-
eral of her dances evinced the natural vigor
characteristic of Spam,” wrote W W Clapp
* Pougaud ranked first in popular favor on
the score of personal beauty, but Melisse was
far the best danseuse of the troupe, possessing
a muscular stiength which enabled her to
execute tours de force with astonishing power,
but unfortunately she lacked beauty of facial
feature ” 1*

During a Boston engagement in Febiuary,
1853, receipts fell so low that 1t was neces-
sary for the management to discharge several
dancers, 1in order to make both ends meet As
a result the company broke up and most of
its members made their way back to Europe
Soto remamed m this country, and formed a
partnership with George W Snuth which be-
came brilliantly <uccessful

For Soto, Smith arranged several new bal-
lets and restaged an old one, Un Jour de
Carnaval a Sewlle. which he had created for
Lola Montez Soto must have danced 1t much
better “Of admirable physique and of en-
chanting symmetry, she was no doubt fasci-

170

nating to the young, but the tendency was to
pervert the innocent mind,” wrote Charles
Durang, <hocked by the Spanish fire and pas-
sionate vigor of Soto’s dancing Un Jour de
Carnaval was, as we have seen, a series of
dwertissements The program of a perform-
ance which Soto and Smuth gave in Charles.
ton, South Carolina, April 13, 1854, hsts the
dances as follows

A new and grand divertissement
entitled the
CARNIVAL DF SFVILLF

Senorita Soto
&Mr G W Smuth
Corps de Ballet

Senorita Soto
G W Smuth
Scnortta Soto

Lo Jota Aragonesa, by

Quadrille, by

Pas Brillant

Pas de Matclot

La Cachucha and El Zapatcado

Grand Finale

La Maja de Seville was a new production,
which had its premner m Philadelphia on
May 11, 1853, duning the early days of the
partnership A ballet of this same utle had
been given at Niblo’s Garden by the Rousset
sisters, 1n January of the same year Al this
late date 1t 15 difficult to trace the relationship
between the two productions However, from a
few notes, which Smith evidently jotted down
m haste in his “Copy Book,” we can get an
1dea of the action of this Iittle hallet as he
staged 1t

La Maja de Seville
Waliz

Ballet discovered seated at table Basileo comes
on L. Business after lover comes on L Business
& dispute with rival, draws knife & then La Maja
comes on bctween them & reconciles them they
dance a pas de deux & exit La Maja’s lover asks
the ballet to dance They dance the Aragonesa &
all out, lover last

La Maja de Seville became one of Smith’s
favorite ballets, he produced it again and



agamn, with different ballerinas, mn theaters
all over the country It suited Soto especially
well, according to a brief review which ap-
peared mn the Philadelphia Public Ledger
on the morning after the first performance
“Senorita Soto, 1n the new ballet of La Maja
de Seuvtlle, displays new and pleasing evi-
dences of her artistic skill, and the elegance
and grace which distinguish her movements
In the course of the ballet, she dances a new
cachucha, zapateado, and a grand finale ” As
has been noted, these three dances later ap-
peared among the divertissements of the Car-
naval & Seville, so we assume that occasion-
ally Smith varied his hallets by interchanging
separate numbers of similar styles

La Belle de I’Andalusia, which Smith fir«l
produced at the Chestnut Street Theatre, May
19, 1853, was an old favorite in a new guise
The cast list (taken from a Mobile, Alabama,
program of December 13, 1853) 1eveals 1ts
derwvation at once It was simply La Fille du
Danube, transplanted fiom Germany to Spam,
with appropriate changes n the ncidental
variations Smuth probably even used Adolphe
Adam’s music, he could easily have obtained
the orchestra parts from Mary Ann Lee, with
whom he had danced La Fulle du Danube so
often

The program in 1ts entirety 1s worth quot-
ng

Mohile Theatre — Dec 13, 1853

2nd time 1n the South, the beautiful Spanish
ballet called

La Belle de 'Andalusia,
or, The Daughter of the Tagus

The Spanish legend dramatic ballet, 1n 1 act, with
dances, etc, arranged expressly for Senorita Soto
by Mr G W Smith

vIO1ETTA (Fleur des champs)  Senorita soro
Dame Gertrude (Violetta’s
mother)

Uno (Spirit of Water)

Mrs Waldauer
Miss Watkins
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Miss Rederer
Miss Barret

Carolina (Spirit of Water)
Rudolfo

King of the Tagus G W SMITH
Ulrico (intendant) Mr Allen
Baron Mr Veitch
Baron Mr Wolfe
Herald of the Castle Mr Schoolcraft
A Vampire Mr Morricon

Officers, Pages, Ladies and Gentlemen, Sol-
diers, Valets, Vampires, Devils, Spirits of
the Water, etc

In the Course of the Ballet the following dances

Pas Seul Sen soTo
New Spanish Galop Sen soro and
€ W SMITH

Mazourka Corps de Ballet

Grand Pas des Quatre Nations

I Englhsh Dance

2 Bolero—Spanish Dance

3 Original French Dance

1 La Napolitaine—Italian Dance

This same Pas des Quatre Nations was also
danced by Mary Ann Lee at her second seres
of farewell performances, September, 1853
Smith had probably taught 1t to her

In the early autumn of 1854 Smith and
Soto, after a profitable tour through the
South which had occupied all of the previous
season, obtained a New York engagement at
Wallack’s Theatre, on Broadway near Broome
Street Between the acts of plays, they danced
all then famihar pas de deuv This pleasant
engagement had lasted some seven weeks
when they were suddenly called upon to pro-
vide the madental dances for a series of
opera performances starring Grist and Mario

Gulha Grsi and Giovanm Maiio, Conte
di Candia, were among the most brilhant
opera singers of the nineteenth century When
they came to this country they had been be-
fore the public for about twenty-five years,
appearing with equal success in Pans and
London Gns:i (a first cousin of the ballerina
Carlotta Gris, creator of the role of Giselle)
was famous for her interpretation of Bellini’s
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One Hundredth Night of the Black Crook.
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Norma; Mario, a versatile and well-rounded
artist, was idolized as one of the great tenors
of his day. The pair had been brought to this
country several months earlier by the im-
presario Hackett, who had also been the
original manager of Seiorita Soto; so when
the opera repertoire called for the introduc-
tion of a ballet, he naturally thought of her.

Smith and Soto made their opera debut at
the Academy of Music, on Fourteenth Street,
then a brand-new theater, on October 30,
1854, in a grand pas de deux in the first act
of Rossini’s opera Semiramide. After only a
week with the singers, they returned to Wal-
lack’s Theatre to resume their interrupted
engagement.

Two months later, however, in January and
February of 1855, they obtained an excellent
contract with Grisi and Mario, in Boston.
Here they were joined by the Italian ballerina
Giovanna Ciocca, who had caused the Bowery

riot of 1848. The three dancers were billed
equally with the two renowned opera stars.
Grisi and Mario sang only three times a week;
so in addition to appearing in the opera
ballets, the dancers provided more elaborate
divertissements, which were featured on the
“off nights.” Luigi Arditi, composer of a
wallz which is still popular to the point of
triteness, was the conductor for both the opera
and ballet performances. In the opera La
Favorita, Smith and Ciocca executed a classic
pas de deux, while Soto appeared alone in a
Spanish dance, La Madrilena. Soto and Smith
danced the famous Minuet in Mozart’s Don
Giovanni. Among the divertissements, the only
novelties were a Pas de Tambourine and a
Polka Capricieuse, both solos by Ciocca, a
duet, La Savoyard, danced by the two bal-
lerinas, and a Pas de Trois, 1’Ecos del Tyrol,
which echoes strongly of the Tyrolienne from

William Tell.

Smith’s production of The Black Crook. Theatre Collection, New York Public Library.
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This association with Grisi and Mario must
have been highly gratifying to Smith, who
was passionately fond of music throughout his
life “Take the children to the opera,” he
would tell his wife, later on, when he left for
a tour “Keep them at the opera' They must
learn to understand and love music'” When
Mrs Smith, who was a quiet and domestic
woman, educated 1n a convent, would protest
that she had no time to spend at the theater
(and since she raised ten children, she must
certainly have been busy enough') he would
msist that the musical education of his chil-
dren was one of her most 1mportant responsi-
bilities Smith himself seems to have been a
talented musician He frequently prepared the
orchestrations for his ballets, copying out the
parts himself, and later he even composed the
music for some of his productions Much of
this manuscript music, which had been care-
fully preserved by his son, was lost with the
disappearance of a theatrical trunk, in 1ecent
years Smith had been married, 1n 1854, to
Miss Mary Coffee, the daughter of Joseph
Coffee, a shipbuilder, who operated the first
night line from New Yoik to Albany Mr
Coffee was a wealthy man, with estates n
Philadelphia, in Keyport, New Jersey, and
1 New York City, where he owned extensive
property at what 1s now the corner of Lex-
mgton Avenue and Thirty-ninth Street He
disapproved of his daughter’s marrage to a
dancer, and disinherited her Later, when he
learned to know and appreciate Smith’s quah-
ties, he announced his intention of changing
his will, but he died before carrying out his
promise, so Mrs Smith was left one dollar

James Hackett was now lessee of the Metro-
pohitan Theatre, New York In May of 1855,
while he himself was acting Shakespeare
there, he decided to feature a first-class ballet
company on the alternate mghts For this pur-
pose he engaged George W Smth, Pepita
Soto, Louise Ducy-Barre, a number of lesser
soloists, and a large ensemble The orchestra
was conducted by Mr Fenelon The season
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opened May 15 with La Maja de Seville and
several famihar dwertissements A week later
there was an event of major importance—the
first performance 1n America of La Péri One
of the most celebrated ballets of the romantic
era, La Péri had been created at the Pans
Opéra on February 22, 1843, as a vehicle for
Carlotta Grist The music was by Burgmuller,
and the choreography by Jean Coralli, who,
n collaboration with Théophile Gautier, had
also supphed the plot The story concerns the
love of a Pér1, or Oriental fairy, for a mortal,
the choreography was notable for the intro-
duction of a sensational acrobatic leap, n
which Gris1 fell from a considerable height
mto the arms of her waiting partner

The program of the American premiére,
preserved 1n the Harvard Theatre Collection,
correctly credits Coralli and Gautier with
the authorship of the ballet, but 1t names no
choreographer at all Since Smith had been
acting as ballet master, 1t can be assumed that
he staged the ballet But did he follow the
onigmal choreography of Coralli? Since he
(Smith) claimed no program credit for a
production of such unusual importance, the
wording of the program leads us to mmagine
that he did follow Coralli, whose name he was
so careful to mention La Per: had remaied
i the repertoire of the Paric Opéra until
1853, so Smith could have learned 1t there
at any time during the preceding decade The
Paris production was 1 two acts, the Amen-
can 1n one, the latter may have been an ab-
breviated version, or 1t may have been staged
m its entirety and simply programed dif-
ferently (one act can contain any number of
changes of scene) The names of the char-
acters on the American program are 1dentical
with those of Paris, save that Nourmahal
(perhaps by a misprint) has become Mour-
mahal, the slave dealer, anonymous 1n Paris,
has acquired the name of Onmeyl, and the
principal Odalisque, whom Panis called
Avesha, 1s nameless 1n New York

The complete program was as follows
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LA PLRI

Grand Ballet, 1n one act, by Coralli and Gautier

Mourmahal Senonita Soto
La Pen Mlle Ducy-Barre
Achmet, the Sultan M Carrese
Roucem, Chief of the Eunuche G W Smith
Onmeyl, dealer in slaves Mr Flannery
Odahsk Mlle Adeline
Shawl Dance  Mlle Adeline and the Odalisks
Spanish Dance Senorita Soto
Grand Pas de Fascination ~ Mlle Ducy-Barre,
M Carrese, and the Peris
Mlle Adeline and the Corps de
Ballet
Finale, Grand Pas de Deux

and M Carrese

Mazourka

Mlle Ducy-Barre

Although La Péri was given several times,
we have been unable to locate a single cniti-
asm of 1t, the advertisements of the second
performance declared, however, that 1t had
been “recerved with enthusiastic applause ”

The second novelty of the season was less
successful This was Masaniello, a ballet ver
sion of Auber’s opera La Muette de Portict
The cast included Ducy-Barre, Smith, and
Carrese, with Soto 1n the leading role, Fenella
Let the scathing criicism, which appeared
in The New York Tunes for May 30, 1855,
speak for itself “Metropolitan Theatre —A
grand operatic and melodramatic ballet n
three acts, called Masaniello, was produced
here last evening The old story and portions
(the worst) of the old drama are retained,
and the balance supphed by dances, proces-
sion, etc Some expense has been incurred 1n
the production of this spectacle, hut there 1s
still a lack of hiberality A ballet depends,
more than any other entertamment, on the
mcety with which 1t 1s placed on the stage
Appealing almost exclusively to the imagina-
tion, it must be elegant, o1 1t 1s mevitably
coarse and vulgar The superb dancing of
50TO 1n the part of the dumb heroine, Fenella,
alone saved the piece The scenery, music, etc,
are beneath mediocriity Mr Hackett must de-
pend on something more than the reputation
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of a few names 1f he would achieve success
m his new enterprise. ”

Whether by plan, or because of the losses
attendant upon the failure of Masanello,
Hackett’s promising ballet season came to an
end on June 9, after running for less than a
month,

For a short time duiing the summer of
1855, Smith returned to his old favorite, the
“grand, gorgeous, and expensive pantomimme’
(as the bills announced 1t), Mazulme At the
National Theatre, New York, he was engaged
to play the villain, Chevalier Bariano, mn a
cast which included M Wiethoff as Maclon
(Clown), M Schmudt as Emile (Harlequin)
and Mlle Thérese as Julie (Columbine)
These cast names are shghtly different from
those used 1n Philadelphia twelve vyears
eatlier, when the Chevalier was Montano and
Columbine was called Marie Probably Ma
zulme iself had undergone changes, as was
often the custom with the standard panto-
mimes

After a few weeks Smth left this company
to play Harlequin, a 10le more to his taste,
1 another production of the same pantomime,
at the Bowery Theatre The synopsis of
Mazulme on the Bowery program mentions a
scene where “Harlequin leaps from the floo
of the hall THROUGH A PICTURE,” an mcident
which reminds us of Petrouchka’s breaking
of the picture of the Magician (although, to
be sure, he does not leap through i) m
Fokme’s ballet Perhaps Smth’s Harlequin
leap was closer to the one at the close of Le
Spectre de la Rose, where the dancer disap-
pears through the open window

At the Bowery on September 7, Smmth and
Waethoff (who had also transferred to that
theater) took a jomt benefit, with Smth’s
ballet La Perla de Andaluza (presumably the
same as La Belle de I’Andalusia, which has
already been discussed) On the following
day, with a production of the comic ballet
The Eccentric Lover (mn which he had first
appeared during his early days in Philadel-



phia) Smith closed his engagement at the
Bowery

In the spring ballet season at Hackett’s
Metropolitan, Smith had renewed his earher
association with the French dancer Louise
Ducy-Barre They now undertook an exten-
sive Southern tour together, dancing all their
favorite divertissements. The partnership was
continued during the season of 1856-57, when
the two dancers obtamed, at Burton’s New
Theatre, an engagement which kept them busy
m New York City from September unul
June Charles T Parsloe, the Enghish contor-
tiomst and mime who had been associated
with Smith intermittently cver since the days
with Elssler, was a member of the stock com-
pany of actors The ballet master was Mr
Fredericks (probably the same M Frederic
who had danced for several years with Mme
Augusta) but Smith seems to have done a
good deal of choreography 1n the coure of
the season In his notebook there 1s a de-
scription of Les Lanciers Quadiille, with a
notation next to the title, “Fuist ime in Amet-
ica ntroduced by G W Smith, Nov 10,
1856 ” His ballet La Maja de Sewille was in
the repertoire, and so were most of the di-
vertissements which he had danced on tour
with Ducy-Bairte A novelty was a new pas
de deur, La Fille de I'/Aur There was also a
new ballet, first given on November 6, 1856,
called La Nymphe des Bois This may have
been related to the Dwana and her Nymphs
which Smith had staged for Lola Montez, o
1t may have been The Nymph of the Chase, a
ballet which 1s outhined 1in his notebook—or
it may have been an entirely different crea-
tion by Fredericks The lack of concise data
on programs 1s particularly confusing and
infuriating

In a play called The Slave Actress, the
scene of which was laid in feudal Russia,
Smith and Ducy-Barre danced an interpolated
Mazurka-Cracovienne They also had a pas
de deux 1n a “legendary drama,” called The
Bottle Imp, the theme of which has a number
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of pomts in common with Elssler’s famous
vehicle, Le Diable Boiteux However, the two
plots are quite different On November 26,
Smith appeared as Ivan, a peasant, 1n a comic
extravaganza called Bluebelle This was the
Mazhier-Adolphe Adam ballet, Le Diable a
Quatre, which had been rearranged to include
a number of songs and spoken lines Smth’s
role demanded both singing and acting as
well as dancing Although he often appeared
as an actor, especially in his later years, there
are very few mentions of Smith as a singer
Durmng the season at Burton’s, Smith was
closely associated with the great actor Edwin
Booth, and often danced hetween the acts of
the plays (The Apostate, The Stranger, The
Taming of the Shrew, etc ) i which Booth
was appearing

In June, Smith turned once more to chore-
ography, arranging the dances for a ‘“new
Dramatic, Spectaculai, Extravagant, Panto-
mmic Ballet, written, arranged, adapted and
produced by Johnston, Chanfrau, Smith &
Co, called M0SE’s DREAM,” as the program
described it This was produced on June 15
at the Bowery, where F' S Chanfrau had won
a tremendous following with his characten-
zation of “Mose, a New York fire boy”
Mose, a stock character, had already been the
hero of mnumerable sketches and farces
Using him 1n a ballet was something new,
and Smith evidently allowed his imagination
full play, for the progiam goes on to say that
“Mose goes up 1n a balloon, and comes down
in China” Smith did not appear 1n the cast
himself, he was negotiating with Thomas
McKeon, manager of the National Theatre 1n
Philadelphia, for a contract for himself and
Mile Ducy-Baire Whether or not this en-
zagement came through 1t has been impos-
sihle to discover, we rather doubt 1t After
August 18, 1857, when he danced a Pas de
Bouquet with Mlle Celestine Franck (a new
partner, but one who reappears later) at a
single benefit performance in New York City,
Smith makes one of his periodic disappear-
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ances from the American scene, and 1s not
heard of again until May of the following
year Miss Carrie Smuth 1s certain that her
father was in Europe when her sister, Fanny
Elssler Smith, namesake of the great bal-
lerina, was born, early in 1858 This would
explain the hiatus During this same abeence
Mrs Smith, in Philadelphia, supervised the
building of a new home at 1858 Camac Street,
which was fimished and ready for her husband
when he returned During all of Smith’s tours,
his wife and the growing famly of httle
Smiths remained at home in Philadelpha

Smith’s reappearance was made quite mod-
estly, May 4, 1858, at the New Yorker Stadt-
Theater, a German stitution located at No
37.-39, the Bowery Here he danced a one act
version of Giselle, with Celestine Franck m
the title role and the Hungarian dancer, M
Sgollosy, as Hilarion Ewvidently 1t was only
the first act which was given, the program
makes no mention of Myrtha or the other
Wilis who appear 1n the second «cene The
ballet was repeated four days later, with the
same cast

Vil

Here we must take temporary leave of
George W Smith, to consider the work of
another artist who was to exert a major m-
fluence on his later career This was Domenico
Ronzani, the great Italhan mime, choreog-
rapher, and impresario Born in Italy in 1800,
Ronzam had been engaged as first mime at
La Scala at the age of 26 In 1829, under the
imposing title of Primo Ballerino Mimico
Assoluto, he appeared mn Vigano’s ballct La
Vestale, restaged by Giuseppe Villa He re-
mamed at La Scala over a period of thirty
years, sometimes depaiting for a season or
two to make guest appearances at other
theaters on the penmnsula At La Scala he was
associated with the most noted Itahan artists
of the dance, including, of course, the great
teacher Carlo Blasis In 1845, as choreog-
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rapher in Bologna, he staged several ballets
especially for Fanny Elssler, who appeared
there as guest artist When Perrot’s Faust,
created by Elssler at La Scala in 1848, was
revived 1n the following year for the Amen-
can ballerina Augusta Maywood, Ronzan,
then the official ballet master, superviscd the
rehearsals A number of his original ballets
were produced at La Scala

In the summer of 1856, Ronzam went to
London to dance the role of Conrad in the
first Enghsh production of Mazilier’s elabo-
rate three-act ballet, Le Corsaire This was
quite an undertaking for a man who had
passed the half-century mark Le Corsaire be-
came a classic in the repertoire of the Im-
perial Theatres of Russia, where the role of
Medora, created by Caroline Rosati in Paris,
was danced by Marie Petipa and Adéle
Grantsova, and later by Anna Pavlova and
Tamara Karsavina It was Carolina Rosat
who appeared in the London production with
Ronzani Later the Italian ballet master was
to bring Le Corsaire to the Umted States,
where the role of Conrad was danced by no
other than George W Smith!

In the meantime, Ronzam spent a season
as ballet master at the Teatro Regio of Tunin,
where he produced Le Corsaire with Louse
Lamoureux as Medora Returning to London,
he spent another summer season as ballet
master at Her Majesty’s Theatre There he
signed the contract for an extensive—and, as
things turned out, a most disastrous—tour of
the Umited States

The Philadelphia Academy of Music, which
1s still n use today (the Philadelphia Orches-
tra, the Metropohtan Opera, and the ballet
companies appear there regularly) has on 1ts
facade a large, clearly legible date—1857
When 1t was built, 1t was one of the finest and
most luxurious theaters in America The first
manager, Mr E A Marshall, sought all over
the country for a suitable attraction with
which to open the new opera house When he
found nothing sufficiently impressive for a



spectacular opening, he asked the conductor
and impresario, Max Maretzek, who was
then in London, to look for something there.
Maretzek engaged Ronzani and sent him back
to Ttaly to collect a first-class ballet company.

Just how well he succeeded may be judged
from the fact that Cesare and Pia Cecchetti
were the leading mimes, and their seven-year-
old son, Enrico Cecchetti himself, was in the
company. Cecchetti’s biography "' contains a
wealth of fascinating stories about the wan-
derings of the Italian dancers in the wilds of
America. In addition to the Cecchetti family,
Ronzani’s troupe included the whole clan of
Pratesi—six of them, no less, Mamma Pratesi,
Papa Pratesi, two daughters, and two sons.
The prima ballerina was Louise Lamoureux,
the first male dancer, Filippo Baratti.

The Ronzani Ballet made its debut in the
grand ballet of Faust (Perrot’s version, of
course, staged by Ronzani) on September 15,
1857, at the Philadelphia Academy of Music.
From the very beginning everything went
wrong. There were mechanical difliculties in
the staging, which marred the beauty and
effectiveness of the first performance. The
critics, disappointed at first, later amended
their harsh judgments, but the public «ill
stayed away. There was good reason, for Sep-
lember 28 marked the beginning of a terrible
financial panic which swepl the country. Two
weeks later the banks closed in New York,
and then in Boston; thousands of little in-
vestors saw their small savings wiped out.
It was hardly a propitious time for the launch-
ing of a new ballet company. If George W.
Smith did choose this unfortunate year to
dance in prosperous Kurope, he was a clever
or a lucky man.

There was another reason, worse for the
ballctomane to consider than financial panic,
which contributed to the failure of the Ron-
zani Ballet. The high tide of the popularity
of the romantic ballet in America, which had
slowly increased through the thirties until it
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Joseph C. Smith in his father’s Harlequin dress,

reached its height with Elssler’s triumphs, and
the rich decade which followed, was now be-
ginning to ebb. The ballet was to enjoy an-
other flurry of favor, through The Black
Crook and similar spectacles, before it faded
into almost complete oblivion at the turn of
the century. Charles Durang, writing many
years later about a second-rate ballet com-
pany which had appeared in Philadelphia in
1839, when ballet was riding the crest of the
wave, remarked sadly: “Such a corps de ballet
as the Ronzani corps, that appeared . . . at
our new opera house some years ago (but we
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are sorry to say, to empty benches) would
have secured a success at this time ”

In the space of this article we can only
briefly summarize the first American season
of the Ronzam Ballet, since Smith was not
i the company and 1t concerns him only 1n-
directly The company left Philadelphia after
two weeks, opening in New York on October
5 In addition to Faust, the repertoire included
two other ballets, /I Cavallo d’Oro, and Il
Biricchino div Parigy, m which the title role
was danced by Enrico Cecchetti, aged seven!

During the winter Ronzam went back to
Milan, where he produced Le Corsaire and
Il Biriechino dv Parigi at La Scala When he
returned to America n the spring, he brought
with him a new prima ballerina, Annetta
Galletti She was an extraordnary artist, who
was later to dance with George W Smith on
innumerable occasions Ronzam also brought
two new ballets, The Village Apothecary and
Theresa, the Orphan of Geneva In the latter
Ronzam startled his audiences with a sensa-
tional stunt, rolling backward down the full
length of a fhght of stairs, and landing on his
head'

But all these new attractions could not save
the ballet from disaster Financial conditions
all over the country were still too precarious,
it was amazing that the company had been
able to complete 1ts winter tour Most of the
dancers, including the Cecchetti famly, now
returned to Europe, but Ronzam and Gallett
remained to form the nucleus of a new com-
pany, composed almost entirely of American
—or, at least, resident—artists, which opened
the following year It was in this new ballet
troupe that Smith became associated with
Ronzam

Annetta Galletti had studied at La Scala
under Blasis, Casati, and Hus While sull a
pupil at the school, in 1855, she had made
her debut on the stage of Milan’s great theater
Two years later she was made prima bal-
lerina She remained at La Scala for only one
more season, before coming to America Gal-
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lett1 had a strong Italian techmque and a
<parkling style In her photographs, which
are remarkably c(lear and distinctive, she
seems to bear a striking resemblance to Anna
Pavlova Gallett1 had slender legs for a ballet
dancer of the sixties, and a high, well-devel-
oped instep Her dark, melancholy eyes were
deeply expressive

In May, 1859, Gallett1 undertook to dance
the role of Zoloe in Auber’s La Bayadere, pre-
<ented at Niblo’s Garden by the Lucy Escott
English Opera Company The work had not
been seen 1n New York for about six years,
although 1t had formerly been a great favorite
Gallett1 now danced 1t with a brillhiance which
brought new life to the entire piece

Perhaps as the result of her success,
Domenico Ronzam, who was then orgamzng
a new ballet company, arranged to join forces
with the Escott Opera troupe He gave one
tentative benefit performance in New York,
on the first of June, of a two-act ballet called
La Vedova Scaltra, which must have been a
complete failure, since 1t never appeared n
the repertoire again The company was made
up of fine dancers, however It had Gallett:
as prima ballerina, G. W Smuth as first male
dancer, Ben Yates as first comic and char-
acter dancer, Mlle Henr1 as second soloist,
and Ronzam himself for mimed roles The
pantomimist Wilham A Wood, Jr., Smith’s
friend of many years, was also on the roster
This young man, talented son of a talented
father, died just a few years later, while still
very young

Ronzani now assumed direction of both the
opera and ballet companies, and took the
entire ensemble to Philadelphia, where, on
June 23, he commenced a new season The
opening program included La Bayadére, with
Gallettr, and the familiar Maja de Seville,
with Smith n a leading role Although the
weather was stiflingly hot, the audience re-
ceived the new company enthusiastically, and
the reception from the press was equally cor-
dial “The Ronzam opera and ballet troupe



15 thoroughly trained and the pantomimes are
very interesting,” commented the North Amer-
ican and U S Gazeite A few days later the
same paper waxed even more complimentary
“The ballet corps 1s the best we have ever
scen 1 our city, and Signorina Gallettr
eclipses all of her predecessors Her en-
durance and strength are remarkable, and as
graceful as a fawn, she 1s hight as a zephy:
Mile Henr: 1s a worthy companion of
Galletti, and, indeed, a rival of the best dan-
seuses of the world ”

Judging fiom the presence of La Maja de
Seville, Smith’s ballet, on the program, n
~eems that Ronzani had engaged the Amenr-
can not only as first dancer but as a choreog-
rapher While the more elaborate ballets 1n
the extensive repertoire of this nteresting
company must be credited to Ronzani, there
were several productions which surely were
directed by Smith—for example, the Comuc
Trick Pantomume, The Jolly Millers (1n which
Smith had danced yeais before, with kspi-
nosa) Smth’s hand 1s evident, too, 1n the
selection of some of the dwvertissements, such
as La Manola and the Pas de Matelot

On June 30, Ronzam presented Periot’s
ballet Esmeralda, with music by Cesare Pugni
George W Smith danced Gringone, the role
which Perrot himself had cieated at the pre-
micre of the ballet i London Galletti, of
course, had the utle role Ronzam played
Claude Frollo, and Ben Yates was the dwarf
Quasimodo, the bell ringer of Notre Dame
Esmeralda was based on Victor Hugo’s famous
novel, Notre Dame de Paris Created for Car-
lotta Gris1 1n 1844, the ballet had won a per-
manent place 1n the romantic repertoire In
Russia 1ts populanity has continued unabated
right down to the present day

Ronzam had appeared n the Itahan pre-
miére of the ballet, staged by Perrot himself,
in 1845, and had been charged with the super-
vision of a revival of the work at La Scala mn
1854; so his version must have been an au-
thoritative one This important production
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called forth a very modest note i the North
American and U S Gazette “The very in-
teresting ballet of Esmeralda has been given
in admurable style” However, a paragraph
a few days later declared Gallett: to be ‘“‘one
of the most efficient and gifted dancers eve:
seen here—quite equal to Lamoureux 1n agil
ity, and her superior in dramatic power ”

Another novelty, La Bouquetiere, was pre
sented during the Philadelphia engagement
This may have been based on an opera of the
same title, by Adolphe Adam, presented at
the Paris Opéra in 1847, or upon a ballet
which Elssler danced 1in London 1n that same
year It 1s difficult to say, for hittle informa-
tion about this work 1s available, save that
Galletti and Srmth danced the leading roles
(Marie and Pierre), and the inadental dances
included a pas de trows suisse (perhaps the
mevitable Tyrohienne), by Miss Cross, Miss
James, and Mr Yates, a pas de deux valse,
by Mlle Henri and Mr Wood, and a Pas de
Bougquet by Galleti and Smith

Toward the middle of July the double com-
pany, still presenting both opera and ballet,
moved to Boston, where they opened at the
Boston Museum on July 18 On the first all-
ballet eveming, July 23, there was an addition
to the repertoire, The Fountain of Love, with
Galletti a< Isea, a Nymph, Smuth as Teseo,
Henr1 as Flora, and Yates as a Satyr. “La
Petite Angelina” was L’Amour, no doubt a
sweet but modest cupid, costumed in the md-
Victorian style, n allover fleshings

Jocko, a ballet-pantomime 1n which the
chief role was that of an ape, served as an
effective vehicle for Wilham A Wood This
piece had been popular since the first quarter
of the century, when the title role had been
played by the great French dancer and mime,
Masutier In Jocko, G W Smith had the role
of Fernandez

On the first of August Ronzam played a
trump card, with the production of The Cor
sau, “Grand Spectacular Ballet, in two acts
and seven tableaux, composed and arranged
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by Ronzani, and produced by him with un-
paralleled success at the Theatre Royal Hay-
market, Theatre Royal Turin, La Scala Milan,
etc., etc. Music by Adam.” We have already
mentioned Ronzanr’s London appearances as
Conrad Here 1n America he ceded the role to
George W Smith, while Galletti followed
Rosati’s delicate footsteps, as Medora It 1s
impossible, at this late date, to determine just
how closely Ronzani’s production followed
Mazilier’s choreography  Probably 1t re-
mained fairly faithful to the original

From George W Smith’s notebook, we learn
that later he produced an abbreviated version
of The Corsair He called this httle ballet
Medora, after the heroine His notes convey
the impression that 1t was a plotless series of
dwertissements, but one cannot be quite cer-
tamn, as they were obviously jotted down
hastily, and only meant to refresh his memory
later on Nevertheless the page 1s an interest-
ing one, worth quoting

Medora

openmg—all discovered 1in group

3 hnes balance to Conrad & back ——cast off

Mazurka—Coryphees

Entre—principals

Waltz by corps de ballet (<hde hop & turn, shde
hop & turn 4 times Polka, balanze & throw over
4 times Polka square & turn—)

Varniations—principals

Corps de ballet gallop to center & throw over &
back

pas de basque around & gallop around

take your partners to places & coryphces down
line gallop & high pas basque & 2 line gallop
& cast off

Principals solo—all dance & turn & firet group

While some of these directions are quite un-
intelligible (What on earth was “throw over &
back”?), other phrases give a fairly clear
picture of the simple, repetitive patterns used
for the ensemble dances

To return to Boston and Ronzani, we find
that one more major work was in prepara-
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tion On August 8, Nathalie was presented,
with Gallett1 1n the title role and Smith as
Ernest, a Duke This production 1s a confusing
one, for the Boston cast lList bears not the
shightest resemblance to that of the Pans per-
formances of this thirty-year-old ballet Not
a single character, save that of Nathale, bears
the same or even a similar name Smith had
danced the original Nathalie with Elssler, and
later on with Juha Turnbull Perhaps now he
danced an entirely different ballet, a new
creation of Ronzanr’s The Boston program 1s
not very helpful, since 1t does not even name
the composer of the music As a matter of
curiosity, we will give the entire cast, since
someone may be able to trace the sources of
this puzzling ballet

NATHALLE

Nathalie

krnest, a Duke

Prince Artholf, brother to the
Duke

Alfred, brother to Nathale

Adam, father to Nathalic

Annetta Galletts
G W Smith

M L’Ecuycr

William A Wood

Domenico Ron
zant

Ben Yates

Miss Gross

Mlle Henn

Muss Jackson

Chamberlain to the Duke
Victorine, «ister to the Duke
Liza, <ister to Nathahe
Maria, <ister to Nathahe

On August 18, the Boston season closed
Ronzan had poured all his 1esources mto this
company, presenting ballet and opera on a
grand and lavish scale Such productions had
not been seen 1n this country for many years,
but in spite of every effort, the company
had the same bad luck which seems to have
plagued every venture Ronzam attempted 1n
America Perhaps 1t was just the wrong
season for such an undertaking, and the
August heat led the Bostomans to seek the
cool breezes of Cape Cod instead of the hot
benches of an 1ll-ventilated theater At any
rate, the company dishanded

This season with Ronzam had marked a
high point of Smith’s career as a dancer He



was now about forty years old, yet he must
have been at the prime of his technical powers
Male dancers always mature more slowly than
women, many years later Joseph Smith, his
son, wrote “Take a man who does my style
of dancing, for example Though he must
begin almost as a baby, he 18 no good at 1t
unt1l after he 1s twenty years old, because he
has not the balance, the precision, the physical
control Today, at forty, I am more finished
in my dancing than I was at twenty-five ”
Earlier in his career, George W Smith had
shown a marked preference for character
parts and mimed roles Now, in every ballet,
he was the premier danseur, the first male
classical dancer He had proved himself
capable of executing a role created by Jules
Perrot, and had been chosen for 1t by a man
who had closely studied Perrot’s own ter-
pretation George W Smith was the only
American male dancer of his century who
could lay (laim to such an achievement
Smith was to dance with distinction for
many more years He was to partner several
hallerinas who were still practicing in the
children’s class at La Scala Nevertheless, this
season seems to be the pinnacle of his success
as a dancer In the future he turned more and
more to choreography, though he continued to
dance himself Symbolically, his very next en-
gagement was to bring unstinted praise for his
gifts as a choreographer and stage director
When the Ronzani Ballet disbanded, most
of the members of the 1ll-fated troupe found
their way back to Philadelphia Here the
prima ballerina, Galletti, was promptly en-
gaged to dance a dwertissement 1n a play
called The Black Agate, at the Academy of
Music  The choreographer was a rival bal-
lerina, Signorina Pratesi, one of the famous
family which had come to America with Ron-
zam (The rest of the tribe had returned to
Italy, where in 1859 they were dancing at
Modena ) Whatever Signorina Prates: may
have been as a dancer (photographs of the
sisters certainly do not look attractive'!) as a
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choreographer she was a complete failure,
and a few days later Ronzani himself had to
be called 1n to stage a new divertissement for
Prates: and Gallett:

In the meantime, a play called Faust and
Marguerite (as produced at the Princess’
Theatre, London)-—probably a translation or
adaption of Goethe—was 1n rehearsal at the
Walnut Street Theatre George W Smith was
engaged as ballet master, and most of his
former associates of the Ronzam Ballet were
in the group he selected to assist him In the
third act of the play there was a Grand Pas-
toral Dwertissement, danced by Smith with
Mile Henr, Miss Gross, Miss James, and Mr
Ben Yates Smith’s triumph, however, was the
beautiful scene which he arranged for the
close of the play “The apotheosis of Mar-
guerite 1s one of the finest scenic effects 1t has
been our pleasure to witness,” commented
the Philadelphia Eveming Journal ‘Angelic
forms floating 1n the air slowly ascend, bear-
ing 1n their arms the lifeless body of the sin-
ning but repentant woman, upon whose pale,
exquisitely lovely and spiritual face, celestial
Light 1s streaming ” The North American
and U S Gazette was just as enthusiastic 1n
its praise  “With Ary Schefler’s picture to
guide the way, 1t was easy to make an effective
picture, since 1t was only necessary to copy
the original, but in the present nstance,
costly machinery 1s employed to accomplish
the effect, so that the audience may perceive
no ropes or platforms So well 1s the whole
affair managed as to rivet the gaze of the spec-
tators on a scene of matchless beauty
We were especially pleased to notice that
every evening the audience remained seated
all through 1t, without making a movement to
leave until the fall of the curtain ”

VIII

In investigating the career of an artist,
whose life seems to have been quite typically
removed from all things political, it would
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be easy to forget that 1859, the year of Smuth’s
finest achievements as a dancer, was also the
year when John Brown and his band of anti-
slavery fanatics invaded Virgimia at Harper’s
Ferry These were troublous times The
shadow of war hung like a dark and threaten-
mg cloud over the entire country Smith had
enjoyed many prosperous tours through the
South, he knew New Orleans as well as
Boston, the applause of Charleston and Sa-
vannah had echoed as sweetly in his ears as
that of Philadelphia and New York Miss
Carrie Smith believes that her father took no
part n the Civil War. and we have unearthed
no contradictory evidence, but, on the con-
trary, have discovered that Smith danced at
intervals throughout the years of the war

On April 12, 1861, when Southern guns
fired on Fort Sumter, Smith was in Philadel-
phia, quietly rehearsing for the fust perform-
ance there of Verds opera, Un Ballo n
Maschera The ballerina was Annetta Galletts,
just arrived from New York, where she had
participated 1n another brief and unsuccessful
attempt to revive the Ronzam Ballet The
company, with a M Topoff as first dancer
instead of Smuth, had been appearing on the
“off mghts” during one of Edwin Forrest’s
engagements at Niblo’s Garden Unfortunately
the people crowded to see the popular trage-
dian, and left the house empty on ballet mghts
It was another of the increasing symptoms
that the art of the dance was fading nto ob-
scurity By October of the same year a rem-
nant of the Ronzan1 Ballet, which had made
its American debut so proudly, 1n the newest
and finest theater in the land, had descended
to appearances 1n a cheap beer hall, the New
York Melodeon

During the next few years the aging Ron-
zam, who had enjoyed such triumphs n his
native land, had to content himself with odd
jobs, directing ballets for occasional perform-
ances of Max Maretzek’s opera companies,
arranging the dances for one play at Niblo’s
Garden in 1863, and so forth The faithful
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Gallett1 danced for him whenever she could
Ronzanr’s one remaining chance came when,
in the autumn of 1866, he had the opportunity
to stage the ballets for a road company of the
sensationally successful Black Crook The
playbills cartied his name in enormous let-
ters, announcing that “his great reputation
both 1n Europe and America 1s a guarantee
of the excellence of the department under his
charge ” The criticisms, alas, were not so flat
tering One which appeared in the New York
Clepper for January 26, 1867, declared “The
hallet, alone made attractive hy the grace
ful dancing of Kate Pennoyer and Kitty
Blanchard, 1s clad preasely the same as n
New York, but the execution of the dances
1s lamentable Marietta Ravel finds herself
somewhat out of her element off the tight
rope, and her dancing 1s gross rather than
artistic, and as for the cor ps de ballet move
ments, they were absolutely painful to wit-
ness The small number of Amazons partici-
pating 1 the march makes 1t anything but
attiactive, and the execution of 1t 1s badly
arranged ?

Poor Ronzam' After this fiasco, he retired
and died in New York just a year later, Feb-
ruary 13, 1868

This excursion nto the later history of
Domenico Ronzani has led us considerably
ahead of George W Smith and Un Ballo in
Maschera The first Philadelphia performance
of the Verd: opera took place on April 18,
1861, with Signor Muzio as conductor, and
Smith in charge of the choreography He had
arranged a galop and a figure quadnlle for
the corps de ballet, and a mazurka for Gal-
letth and himself The North American and
U S Gazette commented next day “The story
necessitates the composer to express the deep-
est passions and the lightest frivolity in the
same strains, as the last scene (the
masquerade) where the death plot 1s culmi-
nating and a merry dance 1s going on, the
duet of the lovers and the pas de deux of
the two leading dancers keeping time to-



gether . . .” The Philadelpha opera season
closed on April 20, the singers gomng on to
Cincinnati, St Lows, Chicago, and other
cities If Smith accompanied them he must
have returned fairly soon, because during the
summer he was acting as ballet master for
Frank Rivers’ Melodeon Company of Phila-
delphia

This troupe included Kitty Blanchard (later
a well-known actress), Millie Fowler, Susan
Summerfield, and the character dancer Szol-
losy The Civil War had closed the South to
them, and the summer was spent mn an In-
formal tour of New England As they arrived
in each town, the actors and dancers formed a
procession 1 carriages, and paraded through
the streets, preceded by a brass band The.e
tactics smack strongly of the circus, but 1t
should be remembered that 1n those days “ad-
vance publicity” was by no means the exact
science that 1t 1s today

In Boston the company appeared at the
Howard Atheneum, under the management of
Smith’s old fiiend, the distinguished actor
E L Davenport One of the pieces m the
repertoire was an extravaganza called The
Seven Sisters (daughters of the devil) which
Laura Keene had presented in New York for
a long run, during the preceding winter In
Smith’s version, the scenes included such pro-
vocative incidents as “The Grand Court of
Satan His Majesty entertained by the cham-
pron Clog-dancer” and “The Moonhght Fht-
ting of the Fays, and magmficent FAIRY
BATHING SCENF” Another item was the
“Grand Zouave Drll, by the Female Fire
Zouaves ” All of this sounds pretty far re-
moved from the misty romanticism of the
ballet productions of the forties Nevertheless,
the final scene seems to have been a lovely
and delicate one Lacking an adequate account
of Smuth’s staging, we quote the criticism
of Laura Keene’s production of The Seven
Sisters  Leshie’s Illustrated Newspaper, on
December 22, 1860, described the final
tableau, somewhat fancifully —*“In the dis-
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tance are seen the sylph-like forms moving as
it were through mid air, and surrounded by
rosy clouds; nearer the waters of a fairy lake
ghsten 1n the fairy-like atmosphere, while
over 1ts surface floats the queen of the realm,
radiant 1n ghttering garments and crowned
with chowcest shells Over all this hang the
fany ferns, then leaves quivering as at the
touch of a whispering zephyr, and every fibre
appatently stinct with hife, and, as a crown-
ing wonder, a huge water lily, floating down
upon the bosom of the water, opens 1ts pearly
leaves and discloses a living child nestling
amongst 1ts petals”

During the war years Smith frequently dis-
appears from the Amenican theatrical scene,
perhaps seeking 1efuge in peaceful Europe,
pethaps gomng into temporary retirement
Conditions 1 this country were certainly dis-
turbed enough! Late in 1862 he was again
dancing 1 Un Ballo wn Maschera in Phila-
delphia In the columns of the North Amer:-
can and U S Gazette for December 20, there
1s an account of the bloody battle of Freder-
1chsburg, side by side with a (itiasin of the
opeta, which occupies almost the same amount
of <pace Maurice Grau, later a manager of
the Metropolitan Opera, was director of this
company Evidently his artistic conscience
was none too strict, for he permitted the con-
ductor, Signor Muzio, to nterpolate a Grand
Galop of his own composition in the middle
of Verdr's tragie final scene

X

The Civil War had been over for two years
before, 1n the scason of 1867-68, we once more
find Smuth taking an active part in ballet
production kngaged as ballet master at the
Theatre Comique, Boston, he produced a num-
ber of ballets n collaboration with two well-
known pantomimsts, James S Maffit and
W H Bartholomew For a pantomime called
The Forty Thieves, he staged a Grand Turkish
Ballet and also a Grand Transformation
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scene, “The Grotto of the Fairies of the Silver
Lake ” Since he later presented this in New
York, 1t was probably the source of spira-
tion for two Currier and Ives hithographs,
published 1n 1867 and 1868, called The Fary
Grotto and The Fairies’ Home '*

Here he also revived—perhaps for the last
tume, for the taste for this type of ballet was
dying fast—Guselle, with Ida De Vere in the
title role and himself (still dancing, at nearly
fifty!) as Albrecht Annie Chester danced
Myrtha, and Mlle Albertina (Albertina Flint,
an American girl, not to be confused with the
French Mlle Albertine who had appeared
with Smith earlier) was Bertha This version
of Guselle included a pas de quatre danced by
Wilfred, Bathilde, Bertha, and Myrtha--a
strange combination of characters, surely, and
very hard to reconcile with the plot' Not a
trace of such a pas de quatre 15 evident 1n
present-day productions of Giselle, and 1t 1s
impossible to imagine just when and where 1t
would occur Evidently this 1868 Giselle was
an abbreviated, even a mutilated, version, with
all the action condensed 1n one scene, 1n an
effort to whet the public’s weakened appetite
for the ballet It was hgh time for poor
Guselle 1o return to her grave, to await a more
auspicious era for resurrection

For a short period in May, 1867, Smith
transferred his allegiance to the Boston The-
atre, where he renewed his many years’ ac-
quaimntance with Edwin Booth, who was now
making his first appearances on the stage
since the tragic assassiation of President
Lincoln by the actor’s brother, John Wilkes
Booth Edwin Booth was one of the lessees of
the Boston Theatre, and another brother, ] B
Booth, was the stage manager Here Smith
revived an old favorite, Juha Turnbull’s ve-
hicle of twenty years earlhier, The Naiad
Queen Its “Military Evolutions, Grand March
of Female Warriors, in Full Armor” and so
forth were always more suggestive of the
latter half of the century, with 1its tasteless
Amazoman parades, than of the period 1n
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which 1t was first conceived The Naiad Queen
had been a quarter of a century ahead of its
time (no great credit to 1it, to be sure) and
only now other productions began to catch up
with 1t—or perhaps we should say, to descend
to its level

At Boston George W Smith was briefly
associated with a very great artist, Gluseppina
Morlacch1 This lovely young ballerna, who
had made her New York debut in an extrava-
ganza, The Devil’s Auction, n the preceding
season, had been a pupil of Blasis at La Scala
With her exquisite artistry she 1lluminated a
period of ballet history which was otherwise
notoriously dull She had a strange and fasa-
nating career, culminating in her marriage to
Texas Jack (John Omahundro) a plamnsman
from the West and the dearest friend of Buf-
falo Bill

Morlacchr’s flawless technique and artistic
sensitivity made a profound impression on the
renowned ciitic and Columbia University Pro-
fessor, Brander Matthews, while the late
Philip Hale of Boston, who saw her in his
youth, declared her to be unsurpassed Mor-
lacchr’s photographs are lovely and gracious,
her body 1s fine lined and delicately modeled,
the perfect insttument for the classical ballet,
and her face, with 1ts great dark eyes, un-
usually mobile

Early 1n February, 1868, Motlacch: arrived
at the Boston Theatre Comique with a touring
company of The Devil’s Auction Although
Charles Constantine, who had danced n 1t
previously, remained in the company n an
acting role, George W Smith promptly took
over all the dances Elisa Blasimi and Miles
Ricc1 and Baretta were among the coryphees
of this troupe During the run of The Dewl’s
Auction the ballet divertissements were varied
from time to time, so that on various occasions
Smith danced a pas de trois with Morlacchi
and Blasini, a comic polka with Blasim, a
grand pas de deux with Morlacchi, and other
numbers

As the run of The Devil’s Auction drew to



a close, Maffit and Bartholomew prepared to
take their “Boston Comique Ballet and Panto-
mime Troupe” to New York, where they
opened on March 2 The premiere danseuse
was Ermesilda Diam, another of the Milanese
dancers who found their way to America 1n
such large numbers, during the latter half of
the nineteenth century The ballets n the
repertoire, all staged by Smith, included the
mevitable Maja de Seville, with Smith as Don
Vincentio, The Fairy of the Forest, and ~ome-
thing called La Doctor del Confusion, m which
Smith, as “Henri, in love with Millie” once
more played the role of a young hero! There
were also several pantomimes, such as The
Italian Brigands, Nicodemus, and Kun-Ka, or
The Adventures of an Aeronaut Although 1t
conflicted with Fanny Kemble’s first appear-
ance 1n several years, the ballet opening was
well attended “Three pantomimes made up
the programme of the evening,” commented
the New York Herald next day “In each of
these there 1s an infusion of ballet that cannot
fail to make the performances popular, while
the pantomime 1tself 1s sufficient to attract ap-
preciative audiences every might Mlle Diam,
the premiére danseuse, drew forth rapturous
applause in the Hungarian Polka and in the
pas de deur which she danced with Mr
Smith ”

Diani was one of the soloists m J E
MacDonough’s production of The Black Crook
at the Walnut Street Theatre, Philadelphia.
for which Smith staged all the ballets and
maiches, m August, 1868 The ranking bal-
lerina was Mlle Ermina Venturoli, who later,
i muddle age, disgraced her profession by
getting herself arrested in New York as the
keeper of a disorderly house Smith was the
featured male dancer in addition to s work
as choreographer, and he had the assistance
of five solo dancers besides Venturoli and
Diami  Milles Lea, Lina Wendel, Baretta,
Albertine and Alexandria

In his later years Smith supervised many
productions of The Black Crook A Philadel-

CEORGF WASHINGTON SMITH

phia photograph of 1876, which we repro-
duce, shows a Harlequin who bears a striking
resemblance to George W Smth, although
the picture looks like a man of thirty-five or
forty, and not far past fifty, as Smith must
undoubtedly have been at that time' Yet 1t 1s
quite possible that this 13 Stmth Giuseppina
Morlacch1 was the star of that particular
Black Crook revival.

In New York, in 1882, Smth staged an-
other production of the Crook, which called
the following comment from the Herald of
November 14 “Every seat was occupled n
Haverly’s Theatre, and ‘standing room only’
was announced before the curtain went up
on The Black Crook last eveming The famous
old spectacle has lost none of 1its attractive-
ness, and still has the power to draw
large paying audiences whenever 1t 1s revived
The management presented the pieces as
regards scenery, costumes, etc, in a manner
worthy of the reputation of the theatre, and
there was not a single hitch n the perform-
ance from beginning to the end In order to
obtain the necessary room to do the principal
marches and ballets the stage was enlarged

Bright new costumes, new marches, ven-
triloquism, Tyrolean warblings, ete, contrib-
uted to the popularity which the present re-
vival 1s destined to achieve ” The bal-
lerina was Mlle Josephine De Rosa, a dancer
from the Teatro San Carlo, Naples She had
worked under Smith’s direction as early as
1869, when she was his premiére danseuse at
Fox’s American Theatre, Philadelphia, shortly
after her arrival n this country

Srmith had been teaching, whenever his pro-
fessional engagements permitted 1t, through-
out his career In 1881 he opened a regular
studio at Broad and Columbia Avenues, Phila-
delphia Here each morning he gave a profes-
sional ballet class, while 1n the afternoon he
mstructed the wealthy socialites of the city
in the ballroom dances of the day His daugh-
ter, Fanny Elssler Smith, assisted him At that
time it was impossible to buy good ballet
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shoes 1n this country; most of the dancers
were obliged to import them from Italy
Smmth, eager for his pupils to have every ad-
vantage, often used to make their shoes him-
self He had his own last, and patiently
stitched the delicate shippers by hand

Smth was extremely bitter about the degen-
eration of the classic ballet, 1n his later years
In an interview at the time of Fanny Elssler’s
death, 1n 1884, he said “Bah, there 1s no
dancing nowadays, 1t 1s only antics Like my-
self, 1t has died out and 1s no more” Never-
theless, he often returned to the theater to
assist in the staging of some great spectacle
The Lutile Tycoon and 1492 were two ex-
travaganzas which benefited from his lengthy
experience For a time he was ballet master
at Fox’s American, a variety theater in Phila-
delphia, where Marie Bonfanti, Josephine De
Rosa, and other fine dancers appeared under
his direction

In the seventies Smith toured for a time
with Barnum’s Roman Hippodrome, staging
the circus ballets and marches, and the Hun-
garian dancer Arnold Kiralfy, who had a vir-
tual corner on pantomime production 1n the
last quarter of the century, learned much from
Smith

X

Much of the energy and enthusiasm of the
aging man was devoted to the teaching of his
talented little son Joseph, born in 1875 Mrs
Smith strongly disapproved of the theater,
and made cach of her ten children promise
not to seek a theatrical career Nevertheless,
at home they were constantly surrounded by
an atmosphere of music and dance, and could
not help but absorb much of 1t Joseph Smith
spent a great deal of time at the studio and
theater with huis father, who gave him a thor-
ough and well-rounded theatrical education
Joseph has described some of his father’s
methods “When I was only a Iittle boy, he
wanted to teach me to be a harlequmn, but 1
did not want to be one—doing all those quick
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movements of head and body and having
everybody laughing at me

“My father would listen to my protestations
and then, just to throw me off my guard,
would say ‘Oh, well, I must rest a while now ’

“Then he would sit down and yawn and
stretch his body, and do all the funny httle
movements of the harlequin That was his way
of amusing me, of engaging my interest, of
making me like a thing I did not like—in
brief, of teaching me to be a harlequin with-
out knowing 1t 7

At another time, Joseph was having diffi-
culty in learning to do turns in the air He
fell so often that finally he told his father that
he thought 1t could not be done

“‘Can’t, eh?’ said he ‘Come to the show
with me tomght!’

“When we got there he pomted out an
Italian who was doing a 134 turn

“‘What one man can do, another man can
do,’ he said

“I was only a boy at the time, but I went
to the theater next morning, practiced a bit,
and actually did a triple turn before my father
got there And I can do a triple turn today,
although I am forty years old ”

Smith taught his son how to use the quarter-
staff and single stick, and to handle every kind
of sword known He also saw that his son
learned to ride well Young Joseph became
quite proficient n the niding tricks of the
circus “In my day,” he wrote, “the child had
to stand on the horse’s back without any sup-
port, and every time he fell off he got cut
with a long whip which sometimes drew blood
Many a time I have fallen off a horse’s back
and hung onto his tail, his hind legs kicking
me, and then struggled up onto his back agan,
rather than touch the ground and get a cut
from the awful whip ”

Joseph learned such physical control that
much later, when a suspension wire broke,
hurling him to the stage forty feet below, he
was able to land so that he was unhurt except
for a few bruises, and was able to dance again
two days later.



The basis of Joseph Smith’s education was,
however, a firm knowledge of the traditional,
academic ballet techmque. On this classical
foundation he developed a personal and orig-
mal style which made him an outstanding
theater performer.

George W Smith, who did not live to see
his son’s successes on the stage, died in Phila-
delphia on February 18, 1899 He had con-
tinued to teach until just a few days before

Because of his mother’s disapproval, Joseph
Smth did not hegin an active theatrical career
until after her death He soon became one of
the most versatile and sought-after performers
on the stage His achievements ranged fiom
appearances 1 classical ballet at La Scala,
Milan, to the invention of the turkey trot He
created this dance after watching Negroes on
the banks of the Mississipp1, slouching under
their sacks of cotton, half ghdmng and half
loping along The gobbler glide and the
bunny hug, ballroom sensations around 1912,
were adaptations of this dance

Joseph Smith claimed to have been first to
dance the tango 1n this country He learned
1t in Spain, and when he mtroduced it at the
old Winter Garden everyone laughed They
thought 1t exaggerated, ludictous Later 1t
caught the public fancy and swept the country

In a dimly ht, smoky Paris boite, Smith
watched the underworld characters whirling
through their own rough and sadistic dances
These crude barbarities were translated nto
a strange and sensuous grace, and with Louise
Alexander, m the Ziegfeld Follies of 1907,
Smith introduced the apache dance For years,
no vaudeville program was complete without
one

Joseph Smith was the first man to dance m
public 1n a dress suit Arriving at the theater
too late to change, one might in London, he
dashed out on the stage in his formal evening
clothes The effect was so surprisingly good
that the manager asked him to continue to
wear the new costume

He also indirectly caused the popularity of
the still-familiar song, “Every Little Move-
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ment Has a Meaning of Its Own ” The song
was written for the Broadway show, Madame
Sherry, but the producer didn’t like it Smth,
who was directing the dances, suggested a
method of staging the number by combining
it with a dance scene, and the result was the
hit of the show Smith married Frances Dema-
rest, the charming star who sang 1t

At the Shubert Theatre, New York, in 1914,
Joseph Smith danced for the last time the
onginal Harlequin routine, heritage of Syl-
vain and Byrne, which his father had taught
him The dance was nterpolated 1n a fantasy
by Percy MacKaye, called 4 Thousand and
One Nights

Joseph Smth staged New York’s first res-
taurant “floor show” at Maxine’s Café Madrid,
in 1910 He directed the dances for numerous
Broadway shows, the last being The Vagabond
King, 1n 1925 He was killed by a truck, while
crossing Madison Avenue at Thirty-fourth
Street, in December, 1932, and at the time
of his death had been planning to produce a
revival of Madame Sherry

X1

George W Smuth’s notebook, a small, fasci-
nating, fragmentary record of his work as a
choreographer, has been referred to frequently
in these pages This invaluable souvenir of an
extraordinary career contains a number of
interesting  things, worthy of analysis, and
several that are fairly puszling The earliest
entries, evidently made shortly after Smith
acquired the little book (1t 1s dated 1848) are
the most detailed The later ones are brief
and hurried notes, many of them in another
handwriting (that of his wife, according to
Miss Carrie Smith)

The first entries consisted of a series of
ensemble dances, carefully described and
often 1llustrated with tiny figures and indi-
cations of figurations

#1. Pas des Fleurs (illustrated with many
group formations remimscent of the
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old hithographs of the Viennese Chil-
dren 1n their Flower Dance)

Pas de Amoret (danced with tam-
bourines, and showing several unusual
and charming figurations, in addition
to the mnevitable diagonals, stars and
semi-circles)

Pas de Rococo

Pas de Berger

Gallop des Drapeaux (there was a
dance of this title 1n the repertoire of
the Viennese Children, who were 1n this
country 1n 1848)

Polka Passane (Paysane?)
Mazurka

Redowa Quadrilles No
danse

Another set of Redowa Quadrilles
Redowenska from La Vivandiere
There 15 no #13—Was Smith super-
stitious?

Ballet L’Illusion

Polka Pas de Deux

La Sicilienne

Taquenette Polka

12 ladies Polka 1n the Ballet of Betly
12 ladies—La Normandare in Betly
10 ladies in Betly

This hist brings us up to 1851, when Smith
staged Betly for Lola Montez Some of the
dances seem to have been used as incidental
numbers 1 plays, some are pure diwertisse-
ments Most of the steps described are simple,
and the same step 1s repeated many times
Smith’s favorites seem to have been balancé
(which he spelled with a £, balanzé) and pas
de basque Of course, these dances were
planned for the madequately traned en-
semble dancers of that time Nowhere 1n the
notebook 1s there any indication of the actual
steps executed by the solo dancers m the
ballets

No 14, Ballet L’lllusion, 1s the complete
outline of a ballet, Perrot’s Le Délire d’un
Peintre Created for Elssler in London, 1n
1843, this ballet was first danced in America

#2

#3
#4
#5

#6
#7
#8

#9
#10

1—Contre-

#14
#15
#16
#17
#18
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(under the utle L’lllusion d’un Pewntre) by
Herminie Blangy, four years later We have
not discovered when or where Smith produced
it, 1f, indeed, he ever did

Among the early notes there are listed a
serious famly polka, a Maypole dance for
the play Watt Tyler, a morris dance m
Toodles (') and three incidental dances for
Shakespeare’s play, 4 Winter’s Tale a rustic
dance, a satyr dance, and an amazon or
pyrrhic dance There are dances (including
a polka) for The Bohemian Gurl and the opera
Maruana Under the heading La Bayadére,
Smith (o1 his wife) has copied all the words
of a speaking part—a complete role, evi-
dently

In the later entries are found evidences that
Smuth was not averse to inserting bits of one
ballet 1nto another—a time-honored 1f re-
grettable custom which 1s still in use! Under
“Ballet—Pas de Scharp” (Pas d’Echarpe?),
another hand has written “(1) Commence
with Andante from Danube” (Adam’s La Fille
du Danube, of course) “all discovered
group (2) Groups of birds,” and so on

A curious note concerns a ballet called
Metamor phus The enture action 1s carefully
described, and 1t includes an incident where
a supernatural visitor sits mn a chair, 1s cov-
ered with a cloak to hide her from the jealous
fiancée of the hero, and then vanishes without
a trace, which 1s lifted bodily from Taghont’s
La Sylphide Smith danced Sylphide with
Elssler, of course But Paul Taghon produced
a ballet called Les Metamorphoses in London,
mn 1850 Smith’s plot bears lhittle resemblance
to Paul Taghont’s, so he must have borrowed
only the title from this work

Another hallet outhned quite completely
(one of the latest entries) 1s The Misfortunes
of an Inishman, which concerns the adventures
of Pit Pat, an Irishman, Monsieur Pomnson, a
rich farmer, and the farmer’s two pretty
daughters After pages of the complicated
plot, the whole ends up with a jolly Insh
1g, danced by all concerned!
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WE sHOULD Now take up again the difhcult
case of the woman adventurer, and indeed
would long ago have done so, if examples
that are not merely trivial were not also ex
tremely rare The matter has even a practical
mterest Our own times seem half to cajole,
half to bully women to search for a life of
their own, and not quite to be satiofied, n
many cases, when they have only found a
career The one case yet handled, Lola
Montes, appeared to lead to a disappomnting
conclusion, or rather, suspicion Bul was not
the shadow of geneial law, half perceived
possibly only the speaial case of a time, place,
and personality? In such a doubt, the hife of
Isadora Duncan, of all the select groups of
extraordinary lives of our time, has the most
illustrative content and value She herself
thought the story of her hife was “fitted for
the pen of a Cervantes, or Casanova ” 1 con-
sider that mustaken, for almost too many
reasons It 1s not for the picaresque, or -
cidental of her life (to tell the truth, often
very meager, however padded with fine and
medium-fine names of the times) that she hg-
ures here Nor, mn the least because I agree
with her followers, imitators, and copyists
that her contribution to ait was much more
than a misdirection Many actresses of the
French stage, for example, may have had lives
richer 1n the whimsical, unexpected turns of
fortune, lovers of finer quality, adventures
and vicissitudes more fantastic and interest-
mg Nor 1s Isadora Duncan heie because of

BY WILLIAM BOLITHO

the underlying dignity of her hife, which cer-
tainly was there, and which we certainly ought
not to fail to observe n its extremely precious
tragic umty We are vowed to objectivity She
has the right to stand beside all the extraordi-
nary and sometimes illustiious people here,
because she, above all women of our time,
in scale, in courage, mn the spirit, made the
purest attempt at the hfe of adventure So we
can say, if you like, that she questioned the
Sphinx closest on the mysteries that here -
terest us And obtained a strange set of replies.
The details of her early life she herself evi-
dently considered entranungly strange But
virtually the same family, and 1its way of life,
appear so often n the hves of those who after-
ward have earned their hving by the arts, that
they may well seem banal almost to ortho-
doxy These Duncans of San Francisco, as she
describes them, were <habby, thriftless, and
itelligent They scrambled along i a sort
of gypsy opportunism, borrowing as a right,
spending as a duty, and of course the mother
gave private lessons on the piano I had the
closest personal experience of such people 1n
my own youth, and out of my mixed reaction
of dislike and admiration I remember I made
a theory that m reality such people were
what I called “behaving a private mcome”
That 1s, and 1t may be, as good an explana-
tion of all thenn conduct as I know now, that

* From Twelve Against the Gods, copynght, 1929,
by Simon & Schuster, Inc.
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such people are at bottom doing nothing more
wild and free than living like a good class of
newly rich bourgeois, rather wasteful, a little
pretentious, with a charming surface culture
Only they have not any money In one de-
asive particular alone, 1t 18 easy to see where
the real affimties of therr mode of hfe and
sentiment are, and are not their inflexible,
perfectly middle-class morality. No, here are
no rag and bobtail strollers, but a fragment
of the rock of respectable society, economi-
cally displaced

We must now go a lhttle deeper into the
formative influences so at work upon her
young character than the somewhat tawdry
romantic view she puts forward herself The
“Constant Nymphism,” the “Beloved Vaga-
bondism,” or whatever you like to call the
color of such a childhood, can stay by 1tself
I feel there two significantly important other
features The lesser of these 1s the taste for
books, and all the other cultural feeling and
direction clustered around this, that she ac-
quired Such famlies almost by definition
read a great deal, a speaal quality of book,
and 1n a speaial way They 1ead, as the neigh-
bors say, “out of their station,” and the chil-
dren especially are only drawn toward books
whose titles seem lo promise them a higher,
stranger, above all, unusual, world to tour
That 1s, for example, they are extremely sel-
dom attracted by Shakespeare, Shelley * (not
to mention accessible novels)—such names
seem too common, and their magmficence 1s
for quite a different class of child The Brontes
in their scrupulously clean old vicarage, much
poorer, much more 1solated than ever the
ragged, somewhat cheeky little Duncans were,
were haunted by the very names of Prospero,
Hamlet, Lear and s Fool Scarcely our San
Franciscans, who stopped at the bookshop
windows before large copies of The Sayings
of Marcus Aurelius, books with foreign, mys-

* The mother, by the way, read Shakespeare and

Shelley to the Duncans, according to Isadora’s ac-
count

192

terious names, especially Greek But please
notice that 1t never occurred to them to learn
Greek

It 1s useless to conceal that 1n such crcum-
stances, besides the leaning to pretentiousness,
natural and not completely a bad thing, there
18 1n such ways inevitably a great danger of
smattering, of messing with half-read books,
cover fluttering, and all the other indigmties
to which great books and subjects that must
needs ask a moderate degree of attention are
subjected by dilettante autodidacts

Somewhere 1n her memoirs Isadora naively
illustrates this In the wings of a provincial
theater while waiting her call, she would “be
deep 1n Marcus Aurelius ” But no one noticed
it, and she always felt a little peeved Also,
1 would risk something that she never finished,
not quite finished, the volume

And so 1t may easily be likely that of all
this miscellaneous reading, and general jach-
daw culture, very little more than a collection
of charming miscomprehensions, untargeted
enthusiasms, and a general habit of skimming,
remained Perhaps also, when her ruling
prejudices formed, a jealous dishike, actually,
of sound knowledge and hard study, and all
that can be founded upon them

Then, 1n the second place n this amusing
upbringing, we must observe the effect of her
mother’s failure in marriage It 1s Isadora’s
resolute rejection of the ordinary hope and
de<tiny of women, the legal support of a man,
indeed, that spiritually entitles her hife to be
considered as an adventure For by a short cut
through what might be a very long reasoning,
let us mark out the mstitution of marriage as
the most plausible visible reason (and quite
sufficient too), why women are so rarely mn
any strict sense adventurers |

The adventurer, by mmnimum definition, 1s
an mdividuahist The life of adventure 1s an
unsocial game, therefore in direct contiast
with the married, supported hife which 1s nu-
clear society 1itself It may well be, or so I

t The feminine form has too special a meaning



think, that the mere 1dea of marriage, as a
strong possibility, 1f not always nowadays a
reasonable likelihood, existing to weaken the
will by distracting 1ts straight aim 1n the life
of practically every young girl, 1s the simple
secret of their confessed inferiority 1n men’s
pursuits and professions today If instead of
looking for some obviously nonexistent femi-
nine nferiority of brain power, educational-
1sts would cast a look at the effect, during the
tramning and learning years of such an under-
thought “but, after all, I may get married,”
at the fiercely desperate corners where a man
student or beginner passes in a spint of hife
or death, they might count that in And, m
consequence, when drawing up their compara-
tive tables, set their statistics of women’s work,
not against the mass of thus unhandicapped
men, but agamst some restricted group, of
those only who have some weakening third
responsibility before theirr eyes mn a crisis
than straight success, or failure, such, for
example, as rich men’s sons, who cannot be
absolutely 1n earnest The vast mass of men,
then, have to depend on themselves alone, the
vast mass of women hope or expect to get their
Iife given to them It 1s the first condition of
a woman adventurer to do as Isadora did and
bar from the beginning any such dependent
Her mother was so affected by the failure
of her own marriage, which ended n a di-
vorce, that she not only ever afterward taught
the children that their father was a devil and
a monster, but changed her religion From
Catholic she became 1 a jump Ingersollist,
and an equally pious one 1n that arid form of
Puritanism, for orthodox atheism certainly 1s
one But just for that reason, we are not
allowed to search for Isadora’s resolution
against marriage 1n her mother’s teachmg, or
anywhere but 1 her own audacious, confident
soul A young girl, a beauty, with all the
added fascination of the education we have
criticized, but not forgotten, 18 more graceful
and easily won than a more serious one at
her age, that she could have firmly, unreluc-
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tantly decided to win her life for herself, to
play her own hand against the gods 1s as re-
markably daring as anything 1n this book But
it 1s curious, and necessary to notice, that this
spiritual gesture was not complete In place of
the husbandage she scornfully renounced, as
I diagnose 1t, sprang up 1n her naturally and
mevitably a social theory, recognizable under-
neath 1ts nnocent senumentahty, its vague-
ness, and everything else, as the genuine un-
mustakable embryo of the socialism which 1s
immanent m our times and will quite prob-
ably be dominant 1n the next She wanted no
husband to look after her, support her, feed
her She was quite convinced that someone
should That someone, when she learned the
vocabulary, was the state But at first it was
the landlord, rich people, the public; not
relatives, not parents—she never even thought
of turning to them Let us say, just Society
Beautiful examples of this occur n profusion
n her own confession After a concert 1n New
York, where she had peirformed, been ap-
plauded, paid, and praised, she does not hesi-
tate to go back to the giver, a rich woman,
and ask her for money ‘“This rich woman,
with sixty millions, went to her de<k, after
[ had explained our need and wrote a cheque
Only fifty dollars Think of 1t The significant
madent 1n variations was often repeated
When she was quite small, when there was
nothing to eat n the house, “I was always
the volunteer sent to the butcher, and who
cleverly got the cutlets out of him without
paymng I was the one sent to get credit
out of the baker ” 1f, even at this age,
she had discerned the least indigmty 1n such
acts, be sure she would have refused them
with indignation It was a matter of simple
justice to her, those that have must give

And 1n this, this essentially social, 1f not
soualistic, anti-Nietzschean conception of the
rights of the poor, an mdefinite number of
men might not concur How many women do
so 1 their hearts, I do not know The con-
cordance, 1n fact, between the form into which
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the modern state 1s undeviatingly proceeding
everywhere, and the womanly, as distinct from
the masculine social 1deal, cannot be quite ac-
cidental. Somewhere at the end of 1t, 1s the
State, the great provider, husband for every
woman and father to every child, an interest-
ing research for daydreamers And, if 1t 1s so,
or approximately, the adventurous, unsocial,
masculine hife 1s destined to take on even
more rigorously the character of a revolt

However that may be, the form of Isadora’s
life from 1ts start includes a social dependence
and sentiment, sincere, unquestionable, prob-
ably compensatory It 1s, therefore, difficult to
conceive of any other direction for 1t than the
stage And on that road with that beautiful
floating nevitabihity with which large por-
tions of her hfe were embellished, she began
to go almost as soon as she could walk

She has given us a very candid account of
her invention of what was afterward neptly
known as “classical” dancing On any analogy
with the use of that illustrious adjective 1n
other arts, this abandonment to individual
mood and individual taste should surely be
“romantic” rather than “classic” which name
probably has been taken n allusion to some
fanciful imitation of—better, borrowing from
—the decorated attitudes of ancient Greek
potters If anything 1s certain 1n the obscure
subject, 1t 18 that Greek dancing of the hey-
day had no more resemblance to lsadora’s
than the poems of, let us say, Theocritus, to
the poetical works of Gertrude Stein At six
years already she had begun to jump and
caper about to her mother’s playing, and other
children admiring this, which must have had
some unusual vigor and grace, procured pen-
nies from their parents to pay her to give them
lessons Giving lessons was the first conse-
quence of 1deas in the Duncans’ practical
philosophy.

Later, her mother seems to have thought
there might be some fertihity 1n this play, and
sent her daughter to learn the elements in a
regular school of ballet The master was “one
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of the most famous in San Francisco” which,
given the low mondial ebb of the art, at the
time, must mean rather queerly bad He was
such a mincompoop anyway that when the
Iittle girl confidently told him she did not
like the steps he taught “because they were
ugly and against nature,” he appears to have
been unable to answer her. This happened at
the third lesson, and she never went back In-
stead, henceforward she began to invent the
art of dancing for herself

Here, therefore, 1s an absolutely spontane-
ous outcrop of that feeling, theory, practice
of the arts (and by no means dancing alone),
whose sudden fortune 1n the first decade of
this century has lasted, though i1t may be
waning, right into our own days Since 1t was
the instrument, chart, or sword, at your choice,
of her adventure, we must once more halt, to
examine 1t attentively From a purely aca
demic pomt of view, this “free-art” theory
may be ticketed as some far-off descendant
of the inspiratiomism of the romantics, nomi-
nally, let us say, the Enghish lyrical school,
and even perhaps, still more impressively, of
such wild oracles as Dionysius o1 Isaiah 1
feel an absurd dislike for venturing, even n
play, on comparisons between the dancers we
are strictly occupied with and their poet-
painter friends, and such magmficences as the
works of, for example, William Blake. 1 prefer
the risk and trouble of attacking the matter
at 1ts butt end Isadora’s idea, then, was, as
far as I can make out, and if I am right,
1dentical with those exploited at the same
time 1n all the other arts, that the artist
should “return to nature” and especially to
himself No more rules, no more tradition,
for which things she, and they, usually have
ready the word “artificial,” m which they
sum up all that 1s opposite to this “nature,”
and all that 1s trivial, false, and bad Now I
consider that all this theory 1s a clear by-
product of that Puritamism she was in other
affairs of life never tired of damning The
same two sentiments, one open, one hidden,



are present in both theories One, the open
fear and hatred of the “artificial,” the human-
izing embellishment which 1s the very es-
sence of civilization She anathematizes, for
example, tiptoe dancing—that exquisite and
mgenious 1nvention by which a dancer can
seem to have achieved humamty’s umversal
flying dream, and cast off the shackles of
weight; exactly as a deacon condemns the lip-
stick, a Tolstoian brocade, or a Quaker
church vestments and stained glass

But this Nature, this dear, beautiful mother
to which all these people invite us, wants none
of us Nature 1s the night, the iceberg, the un-
inhabitable crags of mountams, the black
gulfs of the ocean, in whose unveiled piesence
we are dumb-struck and tremble This giant
brooding power, which will not even look
straight at us, like a captive tigress, when we
dare to put ourselves m her presence pro-
tected by ships, ropes. convoys, 1s not imi-
table! The suburban landscapes, the neatly
growing trees, the gently curving rivers, with
naturally, a dear little cottage mn the fore-
ground, 1s not Nature, but artifice, the work
of man Even here, though we have pamted
a friendly smile on her mask, bencath the
artifice (and 1t 1s thin), there 1s the same
mmplacability The mghtingales, dear natural-
1sts, do not sing for us or you The flowers
are proud, and those trees your own grand-
father planted in sweat have no feelings of
gratitude toward men All animals except the
parasitical dog and cat which we have de-
bauched hate us, a sparrow that will not
move aside for an elephant will hide iself
before the most angelic child on earth can
come within reach One night, at the height
of summer, walk 1n the most humanly arti-
ficral park, and clearing your brain from all
the kindly cant of the lesser poets (for Shake-
speare never misled you), percewve first m
delight the huge rustling flood of Life that 1s
playing—in the hope you would not come;
and then notice bitterly how at the first sound
of your step everything living and dead closes,
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hushes, disappears The trees themselves, 1t
might seem, turn their backs to you, you the
wet blanket, the human, the unwanted, the
horror A strange experiment, that one of
carmvorous anthropoids, killer monkeys, the
whole of Nature hopefully awaits the day we
shall be extinct It 1s wise and necessary to
leave her awful symmetries to themselves, to
build for ourselves a beauty and a world out
of her ken

Her standaids of beauty, here 1s the criais
are not ours In an ancient abominable scorn
she judges us, perhaps, as we find a negroid
beauty, with plates in her hps A naked
woman, even Isadora at seventeen, 1n a forest
—the commonest deer passes, and 1if you have
not much ummagmative complacency, you
may suspect the scorn of Nature for this
bleached, forked, curved thing

And now let the fondest mother remember
her sweetest baby, remember the secrets of the
nursery, and dare not to feel embarrassed 1f
she hears Saint Francis dared to preach to
unrevengeful, undestructive, quiet minds Let
us, as that old railer Johnson said, talk cant 1f
we will, but prudently beware of believing 1t
Nature’s standards of beauty, physical, moral,
are outside our reach By nature we are ugly
Abandoned 1n a jungle we would grow only
mto the most loathsome crawler. with thi«
fault in addition, that we were horribly dan-
gerous

If what this hittle girl of San Francisco 1n
a calm temerity set out to teach us were all
our hope, 1t 1s a poor outlook What 1s Caliban
to do except live lonely and dig a deep hole?
I think and hope she was mistaken Man can
look Nature 1n the face and return scorn with
contempt, set standards against standards with
a loftiness that might put that great stupd
goddess out of countenance, 1f she had any
intelligence The noise of the open sea 1s not
the equal of a dying speech in Shakespeare
The mere height of Mont Blanc 1s less than
that of a Beethoven sonata A woman, any
woman, beside a fawn, says Schopenhauer, 1s
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grotesque. But let Michelangelo dress her, put
her 1 silk, put shoes on those feet, and the
fawn may come and lick her hand By artifice,
which 18 the accumulated inspiration of artists,
women, men, and cities are as far above the
natural as the clear light of the stars above
the crawhing life of a lagoon The child, for
all his stepmother Nature gives him, may be
a horrible animal, human poetry treats him
as, and will one day make him nto, a god
This 1s the function of art to make a super-
natural world, not to imitate the natural

In the same way that I reject her juvemle
dictum about Nature, whose relative position
to herself she misunderstood, so must be put
out of the question the corollary that the
artist, without learning, refusing the help of
all the genius of the past, must only express
his poor self, and be certain that that more,
that that only, 1s worth while To put Nature
mn her place 1s not the work of any single
genius, such as appear amongst us, not every
year, but in certain epochs, rarely In prac-
tice 1t 13 1n a high degree unlikely that John,
or Jean, Blank out of his own untaught nature
can produce a poem, a sonata, a dance worth
the meditation of an earthworm Why should
it be otherwise? Where, except n some
exalted religious optimism, does this confi-
dence n the intrinsic value of all self-expres-
sion base 1tself?

So much, too much, for the fundamental
theory, the instrument of Isadora n her ad-
venture After all, she was a great personage
and though she never admitted 1t, nor prob-
ably ever knew 1t, she tricked with it To eke
out her nature, she borrowed and adopted the
attitudes of Greek vases She, the pure n-
spiratiomist, gradually constructed an ntr-
cate techmque of her own, surpassing 1n cer-
tain few ways the old, which by partr pris,
until 1t was too late, she never knew thor-
oughly She taught Diaghilev’s ballet many
things, she could never dance in a ballet
herself

But that 13 m anticipation When she set
out for the conquest of the world, to a greater
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fame and influence than any other American
woman has ever achieved, do not forget, with
her family i her knapsack, the great 1dea 1s
«till childish, 1udimentary, like a wooden
sword Powerful in a very different degree,
her untheoretically 1eal possessions, blossom-
g youth, a 1ound beauty, magnificent health,
simplicity and energy in a umque alloy Not
to shuflle round 1t, 1t was her bare legs more
than her translation of recondite music nto
jumps and sways that opened her success

That success was amazingly quick, so pure
was her self-faith that 1t seemed to her ntoler-
ably long Everyone on even tangential con-
tact with her was entrtanced with this naive
Iittle American girl, with her stock of impas-
s1oned abstract nouns, her unconscious and so
charming pretensions, and her thoroughly
novel turn With a yard or two of Liberty
muslin, a tiagic expression that “everyone
wondered at” she gave them Mendelssohn’s
Spring Song and afterward her <ister read
verses of Andiew Lang’s translation of The-
ocritus Then one of her brothers would lec-
ture the audience on “Dancing, and its Prob-
able Future Effects on Humamty ”

The English did not hke the lecturing and
the recitation so much as the bright-eyed I<a-
dora The coldness, the polite coolness, like
an unconvinced admiration, of the various
strata or reaches of London society she ex-
ploted rather damped her In London, 1f only
because of the language, the Duncans seem
soon to have dropped the verbal part of the
performance Her personal success there, how-
ever, must have been wonderful But after-
ward there seems to have been a period when
the rent bilking, and park-bench mediations,
stereotyped through her youth, recommenced
In the written biographies of most artists of
the stage there 1s something disconcerting in
these sudden descents into obscurity and pov-
erty, after blazing success In the intervals,
the family visited museums, one of them “in-
vented sandals,” and Isadora herself dalhed
with Platonic young poets

Then, of course, Paris There was a deep



nce between the receptions and the ap-
of the two cities, which she felt and
but, misled by the easy nationalist
las which formed part of her stoek of
ill her life, she did not quite correctly
ite 1t It was not because “the English
>ld and unemotional,” whereas the
I, that lively and artistic nation, are
warmer 1n their response,” that the
nce was one between a blind alley and
road The specific differences of na-
characters, so unexpected and 1nex-
le 1f true—for the thousand or so years
>d 1s a short ume for such deep evolu-
o sport in—belong to the same lovely
where 1magmation beckons science and
ibed, that telepathy, water dowsing, and
ory of the Lost Ten Tribes inhabit The
of the unnecessary hypothesis The
h character may or may not be un-
straive, but the Enghsh civihization
ly dishikes the new The Enghsh, by
ion and the neurosis produced by 1,
n art something above all to worship,
/ to 1 their hats as they do n church,
» first essential of the sacred 1s age If
or still safer some decade hence, Isa-
vuld revisit London, old, lame, but an
10n, she would waver 1n her theory of
1 coldness But in France, the natural
> of modern civilization, novelty 1s the
al, and the déja vu inexorably hissable
ound Isadore not only new, but 1n the
1 For to that same mode of the “natu-
he mspirational, to which the great
an Puritamism 1n 1ts irresistible ebb
rried her, the French obsession of orig-
had begun to carry all the arts Every-
oke like Isadora, everyone like her
zun to find the great secret by refusing
n rudiments The feast of self-expres-
as 1n the oven, Isadora came in with
s d’ceuvres Such, as | see them, were
nironmental conditions that tempered
vored the public career of the brave
ancer Every year, every month almost,
beginning, her fame increased Quite
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early she had the enhghtenment to refuse a
well-paid, undignified engagement for a Ber-
lin music hall But there was 1n her the ordi-
nary paradox of all true adventurers, that
queer foresight among this people consecrated
to risk, which 15 the moral translation of their
directed will Isadora at this speed was go-
ing somewhere, the naming of her direction
haunted her thoughts At one time 1t was, as
she answered the German impresario, “that
she was <ome to Europe to bring about a
renaissance of rehigion by means of dancing ”
For longer stretches of time, she tried to work
out a connection between her artistic ideal
and the indecisive humanitarianism, the vague
socialism we have noted m her before Vege-
tarianism floats 1in and out of her scheme, the
state support of poor children 1s mixed up
with (of all things) “back to Sparta” She
makes violent efforts to fix what she means
She stands hours “in an ecstasy which alarmed
Mother, to find out how to achieve the divine
expression of the human spint n the body”
and summed up m a misty formula what she
found, mn her frantic efforts to prophetize
there 1s a queer resemblance to the fabrication
of the old Suras that we watched in the hife
of Mahomet Leaving the cryptic results rev-
etently to her disciples, we need only notice
that, at whatever degree of intention, here was
a perfectly mtelligible effort to Lift her art
out of dependence on the attraction of her
youthful body, the working of a foreboding
that to be an art at all, her dancing must be
something that a mddle-aged woman can
practice as well as a beauty of mineteen An
old ballerina may still please, at least as well
as a debutante, could she not make classical
dancing something more than the charming
spectacle of lightly clad nymphs, intolerable
and msufferable with any fading or thicken-
g of these charms?

That, 1t 18 not my business, or competence,
to decide 1 mark the depth of the problem,
her concentrated attention to 1it, now, and to
the end of her life. Meanwhile the success
curves up in a steady crescendo, drawn
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hrough every capital of Europe The cty
hat pleased her most was St Petersburg,
vhere to his own great and declared profit she
net the maker of the unofficial Russian Ballet,
Jiaghilev, also Pavlova and Nijnsky.

Now as to the progress of that other life,
»f her private adventure, let us call it, I can
1ave no mtention of sketching chronologically
vhat she has given the world 1n detail 1n her
wtobiography To make any love affairs 1n-
eresting to others 1s perhaps the most difficult
eat in literature, as in her admirable com-
non sense she never hesitated to confess, she
vas not a good (though she was an honest)
vriter  The affans themselves seem of 1m-
senetiable banality, except for the generosity
vhich che put in them, which 1s very hikely as
are as 1ts confession The men who figure,
obed mn gnhsh adjectives, are almost em-
rarrassingly awkward They seem 1n their re-
ations with this utterly disinterested girl, ask-
ng nothing (of anyone but the state), to be
educed to the woebegone role of the male
imong the msects and spiders

The 1esult of all this incommunicable
roetry was, the world knows, two exquisite
hildren It knows also, with aghast sym-
rathy, their fate They were drowned with
heir governess in a taxicab that fell into the
seme The frightful simphaty, and the stupid
nalevolence of this accident, that, also, 1s
Jature and Fate The natural cause of the
lestruction of Lisbon, San Francisco, Mes-
na, the General Slocum, the Titanic, and the
ire at the Charity Bazaar in the Avenue de
1 Seine This, too, 1s at the heart of things-
s-they-are, and all optimisms must make
ome account of 1t, if they are to be more
han narcotics Nor, unfortunately, will the
ppeal to a future life, with compensatory
ewards for such brutality, even if they com-
msed a milhion years of bliss and forgetful-
ess, absolve the agency, or put us, the on-
ookers, at ease 1n the universe where children
re drowned and then given some bag of
elestial candles to make them forget those
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suffocating instants. However generous the
surplus of pleasure over pamn on the entire
operation, 1ts horror except to those—and
after all they are probably the vast majority—
whose ethics are resolutely commercial, re-
mains, staining the whole fabric, like a blood-
red dye Danger, and 1ts emotional accessory
terror, 1s an ntegral element of the umverse
Every life 1s therefore a desperate adventure,
and, on as calm a view as anyone who 15
doomed willy-nilly to share i 1t, can achieve,
1t 18 more dangerous, more adventurous, to
be born than to die The adventurer goes out
to meet the monster 1n the open, we that stay
indoors, with the social mass, run no less
risks

Any life, the coarsest and sternest, 1s neces-
sarily broken in two by such a stroke, 1t 1¢
far outside the limit of human elasticity Only
in a metaphysical sense can there be even
continuity of personahty But this clean snap
may present a different appearance, in a va-
1iety that includes even disgmise The most
obvious and least beautiful response 1s to
die, or to go mad Then there 1s suicide, and
there 1s a form of suicide known to those who
have been tortured beyond the sill of endu-
rance, which 1s to count oneself dead “T died
there,” said Isadora to a person whom I be-
lieve Only the formality of bleeding was un-
fulfilled In such cases, to the surprise of the
simple or dull, there may be a deceiving ap-
pearance of continuity It looks like the same
petson and the same hife, going on 1n the same
direction and the same plan, with a smooth-
ness that onlookers can admire, or secretly
condemn as callousness, according to their de-
gree of spiritual taste

Such a deception we will not fall into And
therefore Isadora Duncan, the one we knew,
Light and cloudy, a httle absurd as all delight-
ful people must be, the generous girl who
misled nearly the whole of European culture
for a decade, has now ended It 1s another of
the same name who now uses up to 1ts fright-
ful and strange conclusion, like an unfinished



lease taken up, the adventure of the dead girl
It 1s not of the same quality; there 1s a cen-
sible thickening, banalization of the thread of
the story and of all 1ts details, which I fancy
I notice The dazzling little portent shps by
steps into the prima donna, every year she
becomes serious 1nstead of enthusiastic about
the marvelous discovery Nothing new s
added to her dance, but the technique, the
gymnastic, becomes more labored and fuller

The naive sparrowishness of her claims on
humanity, n step, changes into a more and
more definite socialism  No doubt her ad-
herence to Leninism was never very intellec-
tual, still the flag waving, the red-tunicism,
this was disagreeably nearer, by whatever the
distance, the hysterical earnest of a woman
with a cause, than to the exaiting daydreaming
of the other T<adora T find the account of her
visit to Russia, her marriage to Essenine, her
disastrous return to America, that two of her
friends have very properly and capably, as a
historical duty, given us, more distressing
than 1nteresting  She moved there among
people for the most part pretentious nonen-
uities, the first crop of thistles of the greatest
plowing up of the century Lunacharskys,
Mariengofls, Imagists, belated Futurists, all
the hand And she does not always, as the
other Isadora would have, make them into
a grotesque supporting background against
which to pick out her own magnificent dance
of Iife Incident after incident, as set down
by her dearest friends, makes us uneasy She
accepts the use of a flat belonging to an artist,
a dancer (ballet, 1t 1s true), exiled from Mos-
cow, and criticizes the furniture gleefully and
without amemity She goes to select a fur coat
from the vast store of those commandeered
from middle-class women, and 1s snubbed hy
the very official when she chooses one, think-
g 1t was free of charge The Communist
conductor leads his orchestra out disdainfully
when she reminds him she has sacrificed a
great deal to come to “help the children of
Russia ”
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The chief of all these disappointing hap-
penings 18 her marriage with young Serger
Alexandrevitch Essenine He was one of those
literary discoveries of the new Russia, whose
mer1t does not survive a translation All smn-
cere partisans of the new regime, they may be
suspected of thinking of talent and genus as
strictly analogous to riches and property,
things which stouthearted lads with feelings
of class solidanity could take by force from
their former possessors Genius was confis-
cated by the proletanat of the arts They
drank more than they wrote or knew, and
were toxicated perhaps out of proportion
to the quantity of liquor Everything in their
lives was on the group system They lived
fought, and even loved in common, and ar-
ranged the criticism and judgments on what
they did strictly co-operatively But though the
general tone and choice of subjects may have
been their own, or at any rate authentically
national, incidents mm the lives of tramps,
bullies, strumpets, and so on, most of their
technique and theories seemed to have a gene-
alogy Most of what they did seemed to pro-
ceed from the Latin Quarter the Latin Quar-
ter of ten or twelve years before

And so, comncidentally, these young self-
expressionists, who, “led by Essenine and
Koussikoff with his omnipresent balalaika,
burst into the room, the calm, Isadoran
temple,” had some third degree of the spir-
itual blood of the old, young Isadora, who
had tried to think out an entirely new art of
dancing for herself a generation back With
that in mind, make what you please of the
rest of the account of Isadora’s first meeting
with her young husband

“She arose then from her divan and asked
the pianist to play a Chopin waltz that she
felt would appeal to the lyric soul of the
golden-haired poet And with what rapturous
joy and seductive grace she moved through
the rhythms of the dance! When the music
ended, she came forward with her ingenuous
smile, her eyes radiant, her hands outstretched
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towards Essenine, who was now talking loudly
to his companions, and she asked him how he
liked her dance The interpreter translated
Essenine said something coarse and brutal
that brought howls of coarse and brutal
laughter from his drunken friends The friend
who was acting as interpreter said with evi-
dent hesitation to Isadora ‘He says it was—
awful . and that he can do better than
that himself.’

“And even before the whole speech was
translated to the crestfallen and humihated
Isadora, the poet was on his feet dancing
about the studio like a crazy man”

So ended, for the developments of her mar-
riage to this person virtually fill the rest of
her Iife, the adventure of Isadora To me 1t 1s
on the whole the most tragic of all the bad
ends we have related, but marriage has an
intertor as well as an exterior aspect This
young man, whom Isadora married “because
she wanted to take him out of Russia to show
him all that Europe had of beauty and all
that America had of wonder,” 1n short, to give
him a good time, and which plan he instantly
accepted, was a blond fellow, with the face of
a spoiled child, and yellow hair, dressed ad-
vantageously over his forehead, 1n the fashion
once common among English private soldiers
—the “fascinator ” As a typical false adven-
turer, he requires our attention for a while
He was an indeterminate number of decades
younger than she, but already in chronic 11l
health owing to his habits Laittle conversation
was possible between them, for he knew only
Russian In his general attitude toward life,
besides his poetical pretensions, he claimed
to be an adventurer himself, and naturally,
the bravest, most disinterested, airiest of them
all He lived from hand to mouth, wasted any-
thing he could not consume at the moment,
never repaid a loan, broke anything fragile
he could reach, disdained all except the mem-
bers of his gang, without whom he never
stirred, and yet 1n whose company he never
ended an evening without a loud quarrel and
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a woundless fight In short, just as he wrote
according to his 1dea of an improved Rim-
baudism, he hived according to his 1dea of a
gallant figure

But this bulky package of self-expression
with which Tsadora now encumbered herself
n a tour of half the world, turned out when
unwrapped to contain an ordinary nucleus of
mstincts of possession and self-preservation
Certainly he accepted the proposition of be-
ing supported, aeroplanes, rides, suites 1n
great hotels, a place of honor at Isadora’s
parties where there was usually very good
company, all this with the most complete con-
tempt for bourgeois scruples In many things
on the lamentable trip he outdid all the traits
of his former hfe thus “coming into the hotel
room at the Adlon, and finding Isadora weep-
ing over an album containing portraits of
her unforgettable Deirdre and Patrick (the
children) he ruthlessly tore it out of her
hands, and throwing 1t into the fire cried in
drunken rage, as he held her back from saving
her precious memorial ‘You spend too much
time thinking about those children’” In
fact, he carefully carried out the doctrine he
summed up for his school 1n a letter, “Let us
be Asiatics Let us smell evilly Let us shame-
lessly scratch our backsides 1n front of every-
one” He got her turned out of her hotel n
Paris by an orgy of drunken smashing and
shouting, and performed many other sacri-
fices to his peculiar gods But with a subtle,
yet significant nuance, his hectoring always
ceased as soon as the police appeared “Bon
Polizer,” he would murmur, meek as a lambh,
when those testy, quick-tempered fellows, the
Paris police, led him off

At the end of 1t all, the smashing, the
spending, the bullying, drinking, the spoiled
furniture 1n Berlin, the wrecked suite in Paris,
the gala 1n the Carnegie Hall, the scarf wav-
g 1n Boston, when they were back in Russia
Isadora and her friends found that he had
stolen all her underclothing to give to his
poor family He was as fond and generous to




his sister and mother as the most stohd Paris
grocer boy, everything he took he neatly
folded In his trunks, opened by force, was “a
veritable arsenal for a traveling salesman 1n
barbershop supplies, boxes and loose cakes of
expensive soaps, large and small bottles of
assorted perfumes, bottles of bay rum, lotions,
brilhantines, tubes of tooth paste and shaving
soap, and packages of safety-razor blades ”

In the middle of the search, 1n comes ru<h-
ing the young husband “My trunks Who’s
been meddling with my trunks? Don’t you
dare to touch my trunks I’ll kill the person
who touches my trunks ”

Her road therefore led to a sort of marsh
The reason for the deflection of a flight that
started gaily and gallantly 1s our business
only so far as it might or might not be an
invariable of the adventures of all women
Moral praise or blame 1s out of our imposed
range Yet 1t 1s easy to see that a certain false-
ness of taste, “the adoption of a he” and not
a reasonless law of fate, 15 at work, mn one
small pomt, the character of Essenmne 1s
almost exactly the expression of an 1deal she
had preached all her hife, she was saved from
being one herself by an illogical decency, at
war with her prinaples that kept breaking
through A true contempt for possessions and
comfort, and not merely the possessions and
comfort of others, 1s perfectly possible, but
1t expresses and must express itself in a hife of
an ascetic, a hermit Those who love spending,
breaking, wasting, the best hotels, lashings of
drink, good company and the delights of the
flesh must settle themselves to earn money to
pay for 1t themselves, or be damned as para-
sites—with an ugly protective coloration Nor
make Bohemians your 1deal, or one day you
may have to go round the world with one

But this marriage was only one feature of
the sad landscape she had journeyed to, the
smell of the stagnant water Every other
brittle error she had built into her universe
was a weakness, that transformed 1itself sooner
or later mto a collapse Her dancing, even,
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and her 1dohzation of the uncultured, the
poor, betrayed her rather horribly in Russia,
which was her dream come true A man can
build on a well-constructed fiction We saw
Charles, who had swallowed a boys’ book, go
a long way into Russia But a mistake, hon-
estly believed 1n, if big enough, will rot the
strongest hife, the most soaring adventure, hke
a gangrene And so if she ever consciously
admitted 1t, the failure of the art she had in-
vented just for them, to interest the victorious
proletariat of Russia, the long and fnightful
trail over an 1immense part of their country 1n
the steps of and just behind a ballerina of the
old school, who was having an ecstatic suc-
cess, while Isadora had to pretend hard even
to find politeness—would have hurt worse,
even, than Essenine With the help of staging,
masks, young and slim bodies, all the artifices
of lighting and music, her dancing, or adapta-
tions, more or less acknowledged, or mere
plagiarisms, still draw audiences all over
Europe, and will in obscurely traceable de-
rivatives perhaps become an addition to the
repertory of the art, which she neither killed,
as she hoped, nor superseded forever

But, then, to end, the tragic deflection of
Isadora’s Iife, unique 1n spite of everything n
our day of woman’s ambition, 1n size and fame
and originality, was brought about by factors
special to herself And (which 1s less reassur-
ing only to the superstitious), to that horrible,
extraneous mtervention of the unplumbable
evil You perhaps remember that i Lola’s
Iife, too, we played with the 1dea that the
gods are goddesses i their cruelty to the
woman adventurer

All her hife, those who have followed me
so far do not need to be told, Isadora affected
a loose, flowing style of dress. Flou, as the
French seamstress slang calls 1t So 1t was a
trailing shawl caught 1n a wheel of a fast car,
as if pulled suddenly 1n a fit of irritated spate,
that killed her instantly, one mght, on the
Promenade des Anglais at Nice, in the middle
of many new plans
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Film strip of Fuller’s Fire Dance, Cover montage by Joseph Cornell.




PREFATORY NOTE

The fame of Loie Fuller, dancer, actress,
and dabbler 1n the scences, can rest on the
fact that she was the first to utilize, 1f not to
mvent, many features of modern stage hght-
mg Indirect crossbeams and variations of di-
rect electrical 1llummation were characteristic
features of her earliest performances She an-
ticipated one of the most spectacular of mod-
ern mventions—Iluminescence, the use of (old
hight by lumimnous salts The chief practical
uses of her mnovations have been found out-
side the theater outhining the entrance of air-
raid shelters and the staged lighting of Naz1
party meetings As dancer, she naugurated,
before other more widely remembered artists,
a dramatization of emotion through natural
or at least simple body movements, to the
background of important music Yet all of this
1s almost forgotten today However, even a
cursory glance at the transformation of a pre-
coctous temperance lecturer and “bit” actress
to a leader 1n the theatrical world shows us
she was not so simple as some have pictured,
nor may she be 1gnored.

In her field, Fuller made concrete contribu-
tions as important as the influential theories
of Gordon Craig and Adolph Appia These

LOIE FULLER

THE FAIRY OF LIGHT

BY CLARE DE MORINNI

men were chiefly preoccupied with the archi-
tectural scale of theater decoration, restoring
to the stage a kind of dynamics, or heroic
stylization which the static naturalism of the
late nineteenth century had obhterated Narve,
laigely unconscious of the implications of her
discoveries, Fuller was iterested neither in
pamnt nor mn architecture, but m hght Yet
Max Reinhardt’s glass floor for The Muiracle,
and his fingers of light picking out solo actors
1 mass spectacles at the Grosses Schauspiel-
haus during the early days of the Weimar
Republic, connects Loie with the post-Wag-
nerian decor of a Nuremberg Congress, when,
transfixed on the grid of searchlights, the new
Siegfried howls

Manifestations from her immediate person
were visible as late as 1925 when she ap-
peared on the broad stairs of the Grand Palais
at the exposition of Decorative Arts in Pars,
to dance The Sea Here she was seen by a
young painter and stage designer, recently out
of Russia via Berlin, and about to collaborate
with the Diaghilev Ballet Pavel Tchelitchew
1n his Ode (1928), Errante (1933), St Francis
(1938) and Balustrade (1941), has continu-
ally mamipulated the translucent, the lum-
nous, the actual presence of light projected on
shifting stuffs André Levinson first noticed
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the closeness of Errante to Loie Fuller’s ideas
Recently, 1n decor for Giraudoux’ Ondune, pro-
duced by Louis Jouvet, which has toured South
America, Tchehtchew used the developed
gamut of electrical and plastic possibilities

WHAT A 1ONG JOURNEY 1t would be from the
Fullersburg, Ilhinows, tavern where Marie
Louise Fuller was born It was an unusually
cold winter, and as her parents lived on an
1solated farm, they went into town and requisi-
tioned the only room possessing a stove ca-
pable of throwing out heat, which happened
to be the barroom This, according to Loie
herself, was 1n 1870 The Dictionary of Ameri-
can Birography unchivalrously gives her 1862
In either case, she maintained she came into
the world with a cold she never got rid of

The imtial chapters of her career are typical
of any American minor actress of the epoch
At six weeks she appeated in a dance hall in a
minor sleeping role Her father was in demand
as a fiddler, there was a surprice party n
town and no one with whom to leave Baby, so
Loie was brought along When but two and a
half, this child, whose early 1dols were such
femmmicts as Lomsa M Alcott, Frances Wil-
lard, and Carrie Nation, was carried to the
Chicago Progressive Lyceum Quite on her
own she decided to “speak a piece,” and be-
fore her mother could stop her, she was on
the platform reciting “Mary Had a Little
Lamb ” She contrived an effective exit by shd-
ing down the steps, her copper-nailed shoes
stuck straight out 1n front At four she made
her debut in a Chicago stock company, play-
ing Little Reginald in “Was She Right?”
Hereafter, her acting career often called for
the impersonation of a boy, which may have
commenced from accident but long continued
through choice This had an important effect
on her psychological development

The year following, 1875, finds her a tem-
perance lecturer She practiced the horrible-
example method Having hunted up the town
drunkard and placed him on the platform,
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which Fuller had previsioned Only now, sub-
stanial marble, under the influence of his
wonderful hghts turned to water, stone be-
came fire, and the very stage floor itself, 1m-
permanent dair

she delivered her sermon with this constant
reminder as her text She next toured as a
Shakespearian “reader,” only to return to
New York to join the Felix Vincent company
In 1878, H T Hinds put on a new production
of Dion Boucicault’s popular favorite, The
Shaughraun, and Loie took a small part The
eaily eighties saw her 1in Frank May’s stock
company, then with Dave Henderson’s Im-
perial Burlesque She produced Larks, a play
which she wrote herself, and in 1883 toured
the circuit with Buffalo Bill Although she
later spoke enthusiastically about her experi-
ence with the circus, she may not have felt
the same about 1t at the time, for abruptly n
1884, she retned, as she said, “to study
musi,” and a year later she appeared n
Chicago at Hooley’s Opera House mn Faust,
singing as well in the Chicago Music Festival

She returned to the stage for Qur Irish Visi-
tors, Turned Up, and Humbug, in 1880, m all
of which she had boys’ roles She was 1n Nat
Goodwin’s Luttle Jack Sheppard at the Bijou
mn New York, recetving $75 a week In 1887,
Goodwin produced three plays in which she
appeared, The Big Pony, Aladdin (in which
Lote took the lead), and Rider Haggard’s
She It 1s said that she was assigned the role
of Ustane, the slave girl, not hecause of any
unusual histrionic capacity, but simply be-
cause she was willing to roll down the steps
of a property pyranmd farther and harder for
the ten dollars per performance than anyone
else The following year found her back 1n
vaudeville

Although such experiences would scarcely
lead one to believe that Loie Fuller was on the
verge of rivaling Sarah Bernhardt, she had
gained enough experience as a trouper to
play Camille once, almost by chance, on just



four hours’ notice. Then there was a sudden
change. She had met a Colonel William Hays,
nephew of Rutherford B. Hayes, during the
run of Little Jack Sheppard. He had been kind
to her, lending her money to meet expenses
on her Florida farm, and again to take her

LOIE FULLER

troupe to the West Indies. This, she was ac-
customed later to refer to as her “South Amer-
ican Tour.” She did, however, play Havana.
As a result of these enterprises she owed Hays
$9,200.00, and in May of 1889 they signed the

following contract: “I, William B. Hays, in

Jules Cheret poster.
1893.
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Loie Fuller in early stock.

the presence of God, do take Loie Fuller for
my lawful wife.”

Despite the fact that there was never a
church ceremony, and it was shown in the
subsequent trial that they never lived together,
Hays does not seem to have lost interest in
his peculiar bride; he followed her to London
where he admitted to being her husband, and
engaged to pay all her expenses. This first stay
in 1889 was a short one, for although she en-
joyed a personal success, her vehicle Caprice
did not, and she soon returned to New York
for Hoyt’s Trip to Chinatown and Quack, M.D.
It was, then, almost accidentally that her
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career as dancer and experimenter in light
began.

Rehearsing one of the scenes for Quack,
M.D. at the Harlem Opera House, she desired
an effect of mysterious, hypnotic attraction.
Hunting through her wardrobe for a suitable
costume, she came on a small box, containing
a present from an Indian army officer. On
opening it, she found a filmy, voluminous silk
skirt. The officer had told her it was once
ordered for the ’Oyly Carte Gilbert and Sul-
livan company, though never used. She drew
it out, put it on, and “gently, almost re-
ligiously” waved about her its translucent
folds. She was standing before a mirror, the
sunlight falling through the yellow blinds of
the window behind her, illuminating the gauzy
material, and as the silk billowed, it secmed
like light itself. She describes the first per-
formance of Quack, M.D.:

My robe was so long that T was continually
stepping upon it, and mechanically T held it up
with both hands and raised my arms aloft, all the
while that T continued to flit around the stage like
a winged spirit.

There was a sudden exclamation
house:

“It’s a butterfly! A Butterfly!”

I turned on my steps, running from one end of
the stage to the other, and a second exclamation
followed :

“It’s an orchid!”

from the

This, she tells us, was the origin of her Skirt
Dance. But the New York Town Tattle of June
3, 1893, supplies quite another tale. It claims
that in 1891, appearing in Holyoke, Massa-
chusetts, she was scheduled for a number of
skin-tights. But finding her audience so tiny,
she scarcely bothered to take off her ordinary
street skirt, and performed in it, flouncing
about the stage, so inventing her Serpentine.
In any case, Loie Fuller’s Skirt Dance was by
no means the first of its genre. It had been
long popularly developed in English music
halls from a compromise of a classic ballet



variation and the Lancashire Clog, or “step
dance.” Its leading exponent was Kate
Vaughan, who first appeared as a skirl-
dancer in a Ballet of the Furies at the Hol-
born Theatre in 1873. The original skirt
dance degenerated into a romp because Kate
Vaughan’s imilators were not so precisely
trained in the academic ballet as she. Fuller's
carly “Widow Dance” in which she wore a
black skirt and white powdered wig may well
have been an echo, however far removed.
from Vaughan’s original role as the Spirit of
Darkness, for which her costume was a black
skirt profusely trimmed with gold.

That play Quack, M.). was a failure, too.
never coming any closer to Broadway than
Brooklyn. But Loie’s dance seen in it was
such a great success that she decided forthwith
to abandon her career of actress for that of a
dancer. This was not so easily done. She wa~
an actress in the minds of all the New York
managers she knew, and they refused to con-
sider her as anything else. She suffered a long
struggle before the director of the Casino
Theatre finally gave her a grudging audition.
For him she danced on an empty stage lit by
one long gas jet, without music. But when she
reached its climax and fell, a heap of rippling
silk at his feet, he decided she had something.
He told her to repeat the number, this time
accompanying her himself on the piano with a
popular piece of the day, Gillet's Loin du Bal.
When she had finished, it was he who chris-
tened her creation. “The Serpentine Dance.™

She was engaged to appear as a feature act
in still another play, a kind of extravaganza
labeled Uncle Célestin, and began at once to
develop her dances, for which she had classi-
fied “twelve characteristic motions.” She gave
no name to these dances, only numbers: Dance
One was to be given under a blue light, Dance
Two under red, Three under yellow, and so
on. She had always intended to use lanterns
of colored glass, but now she became pre-
occupied with their proper placing relative to
her dance movements, arranging rays of light

LOIE FULLER

The original Serpentine. 1891,

that projected across a darkened stage, falling
upon her swirling silks in a novel and effec-
tive way. When Uncle Célestin was produced
at the Casino, her act was the hit of the eve-
ning, but her name had been omitted from the
program. Her manager paid her little since he
anticipated that if she were a success she must
certainly leave him; so he had trained a
chorus girl to take her place, thus avoiding
building up any expensive personal publicity.
Nevertheless, a good {riend of hers. Marshall
Wilder, the humorist, was in the audience, and
noticing the omission, climbed onto his seat,
shouting her name to the applauding public.
This was more effective than any printed an-
nouncement in a program, for with the give-
the-little-girl-a-hand spirit of our audiences,
she received an ovation—and also the flattery

207



LOIE FULLER

of immediate imitation. The Serpentine spread
like wildfire and its American originator some-
times had difhiculty in convincing managers
that she was not an imitation of herself. But
she held one important clement the other
dancers lacked, no matter how proficient their
capers might be, and that was her lighting
effects. In this she definitely launched a nov-
elty. As a matter of fact, except for a brief
infantile episode, she had fewer than half a
dozen dancing lessons in her whole life. In
order to minimize the danger of having her
effects stolen, which they continually were,
she tried to maintain a band of loyal elec-
tricians, with her brother Burt as their chief.

By this time not only ambition, but restless-
ness too, was working in the active brain be-
hind Loie’s somewhat pudgy little face. That,
plus a recent painful experience, combined to
turn her thoughts away from America, and to
try her luck in Europe. For, while appearing
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Paris, 1892,

in Uncle Célestin in Philadelphia in 1892,
Loie Fuller filed suit against her husand,
Hays, accusing him of bigamy; she had dis-
covered that his previous wife, Amelia, was
by no means divorced from him. Loie won
despite Hays’ allegation that her document
of proof was a forgery, and her suit black-
mail. The case was scttled out of court for
$10,000, but a second charge of perjury
landed Hays in Sing Sing.

How humiliating all this had been may be
guessed by an account printed in the Spirit of
the Times, in 1892, which commented on
Loie’s “double success”: her dancing at the
Casino, and the publication of an apology and
statement by Hays:

Loie Fuller is free from all taint of immorality.
[ never had any indecent or nude picture of Loie
Fuller, nor have I seen one, nor do I belicve that
any such picture has ever been taken.
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Loie Fuller, right. Prince Troubetzkoy's Garden. Paris, 1909,

‘The newspaper added, of its own accord,
“This certificate ought to be framed in gold
and worn as a brooch.”

The reaction drove her to Europe and some-
thing better than a brooch. She desired Paris,
but chance offered Berlin. She took a second-
class boat to Hamburg, dancing on board.
Her German engagement was successful, but
an unscrupulous manager let her down
badly. However, it was a step toward her goal.
Eventually she reached France, even though
obliged to dance her way there in a traveling
circus, appearing between an elephant act and
a team of jugglers. An old trouper could take
that in her stride.

Once in Paris, she tried for the top, address-
ing herself directly to the Opéra, but its man-
agement was unimpressed. She turned on her
heel, and sought the Folies Bergére, either in-
different to, or unconscious of the fact that it
was practically taboo in respectable artistic
society. At the Iolies she found an imitator
already performing, but somehow persuaded

the director to take her on, and to everyone’s
surprise, made a tremendous hit.

One recalls Baudelaire’s, “/’ai vu parfois,
au fond, d’un théitre banal un étre qui n’était
que lumiére, or et gaze.”

Everybody has seen Loie Fuller and knows the
novelty she has introduced upon the stage. In-
stead of the traditional dancer in tights and short
muslin skirt, instead of the familiar but ever en-
tertaining acrobatics, bounds, pirouettes, etc., in
the even steady glare of the footlights, there ap-
peared one evening at the back of the darkened
stage, the indistinct form of a woman clothed in
a confused mass of drapery. Suddenly a stream
of light issued apparently from the woman her-
self, while around her the folds of gauze rose and
fell in phosphorescent waves, which seemed to
have assumed, one knew not how, a subtle ma-
teriality, taking the form of a golden drinking
cup, a magnificent lily, or a huge glistening moth,
wandering in obscurity.!

The next few months were unquestionably
the most important in her career. “La Belle
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Américamne” became a popular 1dol of Paris,
to such an extent that the hitherto question-
able Folies Beigere was transformed nto an
artistic shrine, even women and children flock
ing to see her in the wake of writers, artists,
and sculptors The enthusiasm of her audi-
ences at over three hundied consecutive per-
formances was expressed with characteristic
Pansian exuberance One evening the entue
house was bought up by students, and literally
bushels of violets were thrown onto the stage
It took fully five minutes to pick them up She
was not even denied the traditional “carriage
drawn by admuers” so dear to ranking prima
donnas

Her spectacular success caused no relaxa
tion 1 her efforts She worked might and dav
inventing new dances and experimenting with
novel lighting effects No longer numbered,
these dances were now called Danse Blanche,
Danse Fleur, and Bon Sowr She was fre-
quently so exhausted at the end of an evening.
for her own part of the program was forty
minutes of continuous dancing, that she had
to be carried from the stage to her tiny apart-
ment back of the theater, where she was hiving
with her mother, a chronic invahd to whom
she had always been exaggeratedly devoted
As frequently as possible, she wore her orig-
inal D’Oyly Carte dress, for which she had a
sentimental and almost superstitious feeling
Whenever she put it on, the pleats between
her fingers “seemed alive” to her One of her
new dances, a “Fire Dance,” was particularly
popular, because of the effects of flame and
smoke produced by danuang on a pane of
glass lighted from beneath This nnovation,
a pioneer reahization of indirect ighting, was
acclaimed as an effect “greater than Bay-
reuth,” and was the direct inspiration for the
Toulouse-Lautrec lithograph

This 18 the moment when simple Loie Fuller
emerged as “La Loie ” Mantelet painted her,
Jules Cheret drew a poster of her, and more
flattering still was Lautrec’s lithograph This
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was lunited to fifty copies, and although
drawn off i black and white only, was hand-
colored by the artist, who used a wad of cotton
to apply the color, afterward powdering the
damp plate with gold dust This hthograph
(Delteil cat no 39), 1s reproduced n color
as cover of the monograph “Henr1 de Tou
louse Lautrec 1804-1901,” by Mauiice Joyant
(Paris, 1926) The few hnes of his crayon
indicating her full-blown face —a mask of the
epoch, so close to Oscar Wilde’s as almost 1o
be his sister- -1s one mote ghmpse of Lau-
trec’s mastery i characterization The plate
15 10se and gray, ashes of 10<es adored n
Whistler’s “Arnrangements and Nocturnes,”
and Charles Conder’s fans Lautiec panted a
Ballet de Papa Chrysantheme in 1892 (Mu-
seum of Alb1 no 26) We 1ecall the sunflowe
and the chrysanthemum were par excellence
the blossoms of the fin de siecle Pierre Louy’s
great popular success was Mme Chrysanthéme,
and there was the Belasco-Puccint Madama
Butterfly and Mascagni’s Iris as well Joyant
describes this ballet as a Fantaisie japonaise
et nautique, given at the Nouveau Cquge m
1892 In the middle on a lotus leaf, the Etoile
dances 1n veils, imitating la Lote Fuller In a
very free sketch of the same year, Au Musw
Hall, formerly 1n the collection of Yves
Busser, “La Lote 1s standing, profile towards
the left, yellow hair, surrounded by veils, m
the background, at the right and above, the
balcony of the hall ”

But through 1t all, Loie Fuller was Living
quietly, “chastely,” in her httle Paris flat, with
occastonal trips to London For, hy a peculiar
trick of fate, she, the “fairy of light,” was
earning only bare living expenses All the
surplus of her reputedly fabulous salary was
gomng to pay off a broken Russian contract
for which she had been sued Her mother had
been 11l, and Loie turned back at the border

At this ime Loie had already surrounded
herself with a group of young girls who also
appeared with her, and to whom she was at
tached with extraordimnary affection. Actually



living 1n the house with her was a girl known
as Gab who always dressed as a man, who
stayed with her for eight years, and who was
at least ten years younger Loie’s eccentric
manner of hife caused almost as much com-
ment as her danung A somewhat ingenious
tribute was the inclusion of a course entitled
foie gras de loie Loiwe Fuller, at a dinner
given by Paul Sescau, a photographer friend
of Lautrec’s

In her experimentation with hghts, color
became more and more her preoccupation
Starting with a lamp on either side of the
stage, the two throwing upon her a single
color, she began to use more lamps, changing
the colors Then, through a happy accident,
she discovered the value of blended hghts
One mght, a drunken electrician, nstead of
thiowing upon her one color at a time, mixed
them at random She was furious, but the
favorable reaction of her audience showed
her there were possibilities of developing
further spectacular effects She began to ar-
range colors as if they fell on her through a
prism These new arrangements were effective,
as the following account 1n the London Sketch
(1900) bears witness

The orgie of color was <o wonderful as to leave
objection mute Light came from every side La
Lole danced upon glass, from which the vivid
splendor of the headlights was reflected, while
from the wings, stage and orchestra, wonderful
luminous streams seemed to flow toward her
With the rhythm of the music the colors changed,
and where white ruled before, there was a ka-
leidoscopic vision Violet, orange, purple and
mauve movements succecded n rapid succession
until a rich deep red domiated the dancer, and
she became, for one brief moment, a hiving rose,
with palpitating heart and flying leaves Then the
hues of the ramnbow came from all sides, and
ranged themselves upon the ever moving draper-
1es Every fold had its tint and scheme of color
intensified by the surrounding darkness until the
eye could scarcely bear to look Just as the strain
was becoming almost intolerable, the colors dis-
appeared, there was a white flash of appalling
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brilhancy, and La Lowe faded under diaphanous
drapery

If the effect on Fuller’s spectators was al-
most ntolerable, the strain on Loie was ter-
rific. There were fourteen electricians to be
directed for her Fire Dance alone This she
did with gestures, taps of her heel, and other
signals worked out between them She wrote
of a first rehearsal -

A skilled electrician has to go ahead to cut the
floor properly and to lay the wires When this 15
done T can go to work Sometimes I use ten
lamps, sometimes sixteen, agamn twenty, and [
have used as many as thirty four, and 1t requires
a skilled electrician to run each of them

So 1t 1s not surprising that even her bound-
less energy began to flag There were reports
that she was 1ll, gomng blind, that her arms
and legs were paralyzed However, she man-
aged to return to New York 1n triumph before
a breakdown which, despite a consultation of
doctors, 1esulting 1n an order for complete
rest, was apparently of short duration, for she
was soon dancing again

Lote Fuller was completely an artist of her
epoch It 1s important to place her not only
with creators 1n her own field, the theater, but
among her peers n the other visual atts, in
order to realize her independent, perhaps un-
conscious, but nevertheless parallel attitude
From the haphazard, instinctive broken color
impressiomsm of the series of Claude Monet’s
haystacks, springing from Delacroix’s re-
searches, emerged the “scientific” postimpres-
stonism of Georges Seurat This great artist’s
preoccupation with formal plastic composi-
tion was no less precise or impressive than
his innovations n color But n spatial com-
position he was a classic extension of Piero
and Poussin and, like Lautrec, an admirer of
Hokusa1 and Utamaro, while in the disposi-
tion of color he was certamnly a radical n-
ventor With the pamters Paul Signac and
Henr1-Edmond Cross, he investigated the ac-
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tual physics of hght vibration He studied
Chevreul,? Helmholtz, Humbert de Superville,
as well as the American professors Henry of
Princeton and Rood of Columbia As Alfred
Barr wrote 1n his catalogue to the First Loan
Exhibiion of The Museum of Modern Art
(1929) .

A few years earher the Impressionists had
taken hints from the theory of complementary
reflexes, had painted purple shadows and broken
up their surfaces mnto little dabs of more or less
pure color Seurat, the logician, found this
method too mexact He asserted that color in
pamting should consist only of “red and 1ts com-
plementary green, orange and blue, yellow and
violet” He then proceeded to apply these «ix
primary colors systemically 1 httle round dots of
equal size, thereby elimmnating, theoretically at
least, all trace of the personal “touch ”

Seurat had, as far as we can find, no direct
connection with Lote Fuller Yet his Parade
(1887-88), and particularly s Chahut (1889-
90), give us perfectly the atmosphere of the
Parisian music halls in which Loie appeared,
and his puffy ravishing Poudieuse (1886)
might almost be her portrait In different
fields, their interests were close Seurat con
sciously, Fuller instinctively (in spite of her
lip service to science) were using the results
of their century’s research Not since the lial-
1an Renaissance anatomists and masters of
aerial perspective had the exact scences so
importantly contributed to the visual arts

Her brief appearance at Koster and Bial’s
Music Hall in New York n 1896, after four
years' absence in Paris, was nothing short of
sensational Her salary was the largest ever
paid n vaudeville up to then, sixty-seven
dollars more per week than the chanteuse
Yvette Guilbert, and double that of opulent
Lilhan Russell Something of the transforma-
tion of the audience which had taken place 1n
the Folies Bergére now occurred in New York,
where the newspapers suggested Saturday
matinees for ladies, an unheard-of innovation,
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i order that the feminne portion of New
York society might watch Loie in her four
dances, La Nuu, Le Feu, Le Firmament, Le
Lys du Nile, without the “protection” of male
escorts.

She did not stay long in New York, and, in
fact, most of her subsequent trips were more
or less flying visits, highly paid vaudeville
engagements, 1n addition to a somewhat gaudy
appearance at the St Nicholas Rink, until she
returned 1n 1909, not as vaudeville performer,
but as an aruist making a bid for the same
artistic and social recognition she received 1n
Pans

Her acquaintance with influential French-
men of her time was more than a friendship
[t was a collaboration She must have mspired
the creators of lart nouveau Emile Gallé,
France’s best-known artisan i glass, the
predecessor of Lalique, sought her new colors,
and she nduectly wfluenced furmiture and
architecture as well Henri Sauvage’s beautiful
small theater for her at the Paris Universal
Exposttion of 1900 15 an example In 1ts ex-
quisite salle she danced and presented au-
thentic Japanese actors and dancers of the
Hanako company, headed by Sada Yacco, and
here young Ruth St Dems was deeply moved
by her The extraordmnary energy of this pug-
nosed Chicagoan was nowhere more evident
than 1n the butlding of her theater, which was
accomplished i one-thind the tme expected
Lote was much affected by the Japanese, and
in the spiritual company of Whistler and
Degas, composed works 1mtating them

L’Art Nouveau came as a reaction agam t
the foul taste of the July Monarchy, the
bastard pastiche of decorative fragments from
the epoch of Henni Trois, Lowis Quinze, or
the rococo bibelots prized by the brothers de
Goncourt Already Whistler 1n London had
pamnted his Peacock Room The iridescent
plumage of the peacock’s tail was a badge for
the movement which worshiped the accidental
wridescence of a film of o1l freely spread over
water, the runming glazes of Chinese jars,
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glass vases studded with insect wings, the tie-
and-dye scarves offered by the house of Lib-
erty, Fortuny dresses with all their thousand
pleatings, Tiffany gold-shot lamps and stained
bubble glass, Lalique snakes, “natural” flow-
ered forms, and arts-and-craft jewelry

Around 1894, the Belgian architect van de
Velde was the apostle of the new 1deas, which
were partly motivated by flamboyant Gothic
ornament, Japanese stylization and observa-
tion of vegetative forms In his small house
m a Brussels suburb, he commanded an 1n-
formal guild of artisans to execute his own de-
signs Specialists 1n tapestries, faience, metal-
work, murals, and cabinetmaking evolved a
‘“natural” style And turquoise and opal, the
glowing browns and ash blues smoldering
with hight, the fiery chiffons burning with lush
chromatics were to be caught 1n yet another
medium by Claude Debussy, to whose music
Loie also later danced L’Art Nouveau had as
dominant principals fluidity, impressionable
elasticity, mercurial hight with intense but
ephemeral accents The sweep of Loie’s
scarves, caught 1n the wild race of iridescent
hghts playing madly on her filmy tempes-
tuous folds, was a living monument to his
new decorative style Suitably enough, in one
of her last public appearances at the Exposi-
tion of Decorative Arts held in Paris in 1925
she evoked “the Sea ” Her whole approach to
the stage, n fact, was always essentially deco-
rative She had Iittle personality of her own,
or physical attractiveness, or indeed, much
emotion to project Her body became grosser
than Isadora’s, far earlier in ife Her vaunted
mterest 1 rehigion seems superficial com-
pared to Ruth St Dems’ Her essential talent
was for stage decoration, and this she realized
through electricity and dancing

One of her most interesting friendships was
with Marie and Pierre Curie, the Nobel prize
winners Her acquamntance with the Curies
commenced when she wrote them shortly after
their discovery of radium The reported fact
that radium gave off a pale magical hight fas-
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cinated her Could she not use 1t for some new
and sensational dance effect? Eve Curie tells
of Loie’s first nawve letters requesting mfor-
mation, she wanted “butterfly wings of ra-
dium ” The Curies gently explained that this
was not very practical, 1f only for the great
expense mnvolved In reply she wiote “I have
only one means of thanking you for having
answered me Let me dance one evening at
your house . ..”

The Curies accepted her offer, but were
more than a httle astonished at the large
troupe of electricians which arrived at their
modest little house one morning, laden with
theatnical projectors, festooned with strings of
electric hights Lote herself followed, and
spent the entire afternoon arranging her ef-
fects At might she returned, and before the
Curies, a few friends, and their enchanted
children, appeated 1n the narrow dinig room
as “The Fairy of Light,” surrounded by all
the flowers and flames of the Folies Beigere
The Curie children never forgot that evening
And Eve Curie fimshes her account of the
dance by commenting “Loiec had a delicate
coul ”

Other scientists became her intimates
Camille Flammarion, the celebrated astrono-
mer, arranged for her admission to the French
Astronomical Soctety, explamed to her his
theories of color as a physiological and psy-
chological determinant on plants and humans,
and became a warm admurer, calling her “the
little star from the West ”

Although the butterfly wings of radium
were not practical, as a 1esult of the friend-
ship of the Curies Lote began to experiment
n a laboratory of her own with “fluorescent
salts” extracted from the residue of pitch-
blende These salts were supposed to derive
their fluorescence from the nfluence of ra-
dium, but evidently were the result of “in-
visible light” playing on a sensitive mineral
substance Loie wrote later



[ suppose I am the only person who 15 known
as d dancer but who ha< a4 personal preference
tor Science It i~ the great scheme of my hfe
In Paris I have a laboratory where I employ six
men Every penny I earn goes to that T do not
~ave for my old age T do not care what happens
then Everything goes to my Laboratory

I have had some wuccess, for I have invented
a process for treating cloth with phosphorescent
salts Scientists i Paris worked with me, but 1t
was reserved for me to discover that by striping
a fabric with the suff salts, T could produce a
strong and beautiful glow at an expense of about
$600 a pound Part of my hair was blown off 1n
an explosion while I was experimenting i my
laboratory, and 1t made a great scnsation n the
neighborhood The people called me a witch, 1
sorciere My hair will not all grow agamn, but I
do not care

This led to what she called her “Radwum
Dance,” the fir«t of luminous phosphorescent
cffects, with patterns on the costumes and
scenery glowimg from a blackened stage Its
importance was commented upon by such out-
standing personalities as Jules Claretie, di-
tector of the Comédie Francaise, who wrote

Tt 15 certain that new capacities are developing
in theatrical art, and that Miss Loie Fuller will
have been responsible for an important contribu-
tion I should not venture to <ay how she has
created hcr light effcets, but <he has actually
been turned out by her landlord hecause of an
explosion 1n her apparatus

Auguste Rodin avowed “Loie Fuller 1s to
my mind a woman of genius She has re-
created effects of light and background of
great imtal value ”

Besides her special interest in highting, her
arl was progressing along more and more
aesthetic lmes The days of such vulgar ac-
compamiment as Lown du Bal were over Now
was she dancing to the music of Gluck,
Beethoven, Schumann, Delibes, Schubert’s
Ave Marwa, Chopin’s Marche Funébre, and
the Peer Gynt suite She was the first to use
the perenmal Spring Song of Mendelssohn as
a background later worn threadbare by Isa-
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dora Duncan, Maud Allan, Gertiude Hoffman,
and Ruth St Dems. She also planned three
biblical numbers, and 1n addition to her solo
dancing was busy trainng her band of youth-
ful “muses” to surround her in a “Ballet of
Light ” Isadora Duncan tells of having trav-
eled with them for a time 1n 1902, only leav-
ing when her roommate, one affectionately
known as Nursie, attempted to strangle her
Loie kept a stiict maternal watch over her
girls, many of whom came from society fam-
ilies Three of the most famous were Sac-
chetto, an Italian ballerina from La Scala,
Orchidée, “a child of nature,” and Gertrude
von Axen, “The perfect Greuan danseuse
whose very motion was raisonée ” A tabloid
once reported an 1maginary dialogue between
Gertrude and Lote Von Axen was bemoaning
the fact that her hair, blown 1n the wind, was
scarcely Gieek Said sensible Loie “Listen,
Dearie, even the Greeks washed their hair once
in a while ”

Later, when Fuller returned to America m
February of 1910, Orchidee and von Axen
temporarily deserted her, attempting to give
a performance on their own Loie, not exactly
a simpleton 1n legal matters, brought out an
injunction agamnst them

It was this ballet that she brought to New
York and later to Boston mn 1909, no longer
mto vaudeville houses, but nto the more
dignified atmosphere of the opera She played
on double bills with such short operas as
Paglhaccy and Cavaliera This proved to be
an agitated visit marked by deputy shenffs
trying to collect hills from her at the Hoff-
man House, a verdict won aganst her mn a
suit brought by Maiden Lane Jewels, indig-
nant letters from her to the Tumes complamn-
ing she’d been slandered, enormous difficul-
ties with her fifty imported French electri-
c1ans, to say nothing of her temperamental
“muses ” But her performances aroused ex-
cited comment and Loie was more in the
public prints than ever hefore The press was
greatly struck by her absence of tights and
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the presence of bare feet. The New York
Dramatic Mirror inquired: “Is it necessary
for Art’s sake to make young girls appear
without fleshings and in bare feet, with nought
to shield their forms save a few folds of
filmy gauze?” Loie replied: “It is an Ameri-
can monopoly to combine stage dancing with
self-respect.” She seized the occasion also to
express abhorrence of the “hideous man-made
lines of the corset.”

When the reporters came to her hotel for
an interview, they found her wandering about
in a long gray dress, her blue eyes and white
teeth flashing in her heavy face, by no means
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Entrance to
Loie Fuller’s Theatre,

the aesthetic creature they had expected. “I
was born to be a mother,” she told them, some-
what to their surprise, “and to spend most of
my days in the kitchen. But some strange per-
versity of fate led me to the motherhood of
natural dancing. People have the idea that |
am such an occult, mystical, ethereal sort of
creature. Instead | am the personification of
the practical.”

Then she went on to tell them what had
become almost a patter line about the three
primary colors, the seven prismatic shapes,
the four thousand color motifs of the Gobelin
tapestries, all of which appeared in her



dances These interviews bristled with statis-
tics some of her costumes contained as much
as five hundred yards of material, some were
one hundred yards around the skirt, which
was thrown up n swirls twenty feet high, she
claimed that she could carry six thousand
stage settings in a small handbag since the
backgrounds could be infinitely varied by
the use of light, and in one effect she used
1,000 amperes of electricity, cnough to hght
a town of thirty thousand souls

Loie’s 1909 visit to America came 1mmed
ately after the sensational appearance of the
Diaghilev Russian Ballet in Paris She was
quick to realize that one of the chief reasons
for their phenomenal success was their music
She had followed Duncan’s example m using
music by Handel, Johann Strauss, Rosaim,
Liszt, Mozart, and Rubinctein Now Fuller
turned to Debussy (Nocturnes, Faune), Pur-
cell, Stravinsky (Feu d’Artifice), Scriabmme
(Prometée), Fauré, Moussourgsky, Wagner
(Rude of the Valkyrs) She retamed an early
discovery, Gabriel Pietné, in her repertoire,
and he later conducted for her

When she returned to Panis after the Amer-
1can season, Loie entered upon what mught
be called her social aesthetic period, in which
she frequently appeared in public and pn-
vately for fashionable charities Hitherto she
had been a special pet of artists Riviere,
Houssin, Roche, Dumas fils, now she was
taken up by the haute monde She had promi-
nent social leaders as pupils, and also per-
formed their amateur compositions Among
these polite composers were Armande, the
Princesse de Polignac’s niece, and the Coun-
tess de Chabannes-La Palice She danced in
the magnificent gardens of the Comte de
Cahen-d’Anvers, just north of Paris The
grounds of his chiteau de Champs were a
mimature Versailles Countless lights were
hung 1n the long allées of lipped trees, the
fountams leaped 1n the same fantasy of color
that fell upon Lole as she whirled on the
shallow stone terrace
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She danced also for the Comtesse de Galif-
fet, in the garden of her town house, and was
the great attraction of fashionable fetes at
Trouville and those of the Marquise de Pome-
rou at Deauville Her “muses” enchanted 1n
a veil danse de Diane, and by the time 1t was
finished they had done with their veils It was
impossible to be more en vue Her most curi-
ous association was with Prince and Princess
Troubetskoy He was the cousin of Pierre
Troubetskoy, the sculptor The princess was
one of her pupils, but the prince had in mind
even more Interesting collaborations The
famly had a fine estate at Fontanebleau,
where he indulged his humane fantasies with
Slavic earnestness. He had a pack of wolves,
of the best Sibenan breed, and wanted to
tramn them to dance to the sound of a shep-
herds pipe Loie, who never lacked courage.
was willing to share the experiment, and ap-
parently got along famously with the wolves
Then he proposed an even more difficult prob-
lem, the prince tried to convert hic wolves
to his own ardent cult of vegetarianism He
explamed, while shipping between the teeth
of a wolf a bread ball flavored with some-
thing that resembled meat juice, that to eat
beef 1s a sin agamst love “You kill a cow,
but a bull loves a cow Why, if T ate
beef, 1 could not look the princess n the
face”

It was during this period, before the Fuot
World War, that Loie met the Princess Royale
of Rumania, later to become Quecn Marie It
was not strange that a friendship should de-
velop between them They both loved veils
about the brow, floating scarves, color, myst1-
cism, young protégés, and publicity When
Lote first danced in Bucharest in 1901, the
princess sent her children to see her, and the
eldest, who strongly resembled her grand-
mother, Queen Victoria, could be heard n
the royal box expressing her enthusiasm and
contradicing her sister, who said that Loie
was a butterfly, by mnsisting that no, she was
an angel
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When the Queen came to America in 1926,
partly for the sake of Rumaman charities and
partly for the sake of The Saturday Evening
Post, this long friendship came to 1ts spec-
tacular end The story of her trip to America
in 1926 1s more fantastic than chorcographic
She and the Queen and a Mrs C C Calhoun
were mvolved m plans for a “Mothers Me-
morial Foundation,” which they 1nduced
Mayor Walker, a Harriman and a Vander-
bilt, as well as other promment society lades,
to sponsor, to the extent of some sixty thou-
sand dollars Their avowed purpose, among
others, was to create an Acropolis to Woman-
hood To accomplish this modest end Loie
presented the Queen’s ballet Le Lys de la Ve,
already filmed in Paris (with René Clair 1n
a bit part) in 1920 (Loie had made two or
three remarkable pioneer films for Pathé mn
1905, with slow motion, shadows, negative
printing, etc ) However, this ballet enjoyed
no success either in New York or at the
Philadelphia Sesquicentennial, at which per-
formance the Queen was ensconced 1n a box
that did not even face the stage The New
York proceeds were attached for $3,000, while
Lole got her own cut of $8,500 00, half of
what they were alleged to be There were,
needless to say, innumerable scandalous ru-
mors concerning the Queen and the dancer
Innocently or not, the two were nvolved mn
one of the more genteel rackets of the decade
It also had Iittle to do with personal publicity
or prestige, as such It was a simple device for
obtaining easy money Meanwhile, Loie was
shadowed by the Rumanian Consul, Djuvara,
in charge of the Queen’s progress through our
States, who feared the influence of the Ameri-
can over the Rumaman Crown Loie boarded
the royal train in Spokane, but finally left 1t
i Denver The exact cause of her final abrupt
departure was never disclosed, but the rumor
was allowed to circulate that the Queen was
displeased with Loie’s attempt to bring about
a reconcthation between herself and her son
Carol
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The first great war had found Loie in
Neully, surrounded by her muses, her
Oriental jars, shaded lLights, crinkly glass,
and iridescent scarves Her unbounded energy
threw her at once mto war work, for which
she recetved military decorations not only
from France, but also from Belgium and
Rumania She was back and forth between
France and America, campaigning for war
charities, orgamzing entertainments for the
soldiers In 1915 she was in San Francisco,
where for a time she had her own theater, and
was 1nterested in founding a Rodin museum
This project eventually grew into the Palace
of the Legion of Honor m San Francisco,
erected by Mrs Adolph Spreckels in memory
of the Califorma soldiers killed 1n the last
war

Loie was frequently at the front in connec-
tion with her Army entertamming In 1919 a
reporter on the Detroit News, writing of his
own war experiences, says of her—“At one
stage she drew us all in close around the
table while she confided to us 1in a voice that
could not be heard moie than twenty feet
away (her usual speaking voice fills the
room) that the Germans have only to cover
their Zeppelins with black velvet to make
them quite mmvincible ”

Following the war, her own professional
appearances were more and more mfrequent,
though wherever she appeared she was spon-
sored by the cream of Parisian society She
continued to direct her school, produced a
“Hell Fire” scene for the Opéra performances
of Berhoz’ Damnation of Faust, and presented
the Tragedy of Salome to music of Florent
Schmitt It was 1n 1893 she had first danced
Salome She also organized tours for her
pupils

The development of moving pictures drew
her back to her laboratory and to exper-
mental science, and before long she had
worked out new silhouette and shadow effects
based on cinema technique, particularly the
cinema en relief In this, hghts were arranged



1 such a way that the shadows of the invisible
dancers seemed to lean forward stereoscopi-
cally into the audience Her last professional
appearance was mn this Shadow Ballet in Lon-
don m 1927.

The ethical or religious note, acquired from
her early days as a temperance lectuer, was
present throughout her lhfe, and Anatole
France was to comment upon 1t But more
fortunate than many actor-preachers, who can
express themselves only by preaching, she
could function in the rightful air of her
theater In a long stage career, one of her
most remarkable traits was a complete lack
of professional jealousy She helped Maud
Allan, a strugghng young pramst who wished
to become a dancer, to the extent of substitut-
ing her on a Swiss tour already arranged for
herself Even more striking was her launch-
g, i 1902, of Isadora Duncan in Berlin and
Vienna

It was Mme Nevada, a singer, who had
brought the two dancers together in 1900 To
Isadora she said with some naiveté “Sarah
Bernhardt 1s such a great woman, what a pity,
my dear, that she 1s not a good one Now there
1s Loie Fuller, she 1s not only a great artist,
but she 15 such a pure woman ller name has
never been connected with any scandal ”
Nevada took Isadora to see Lole dance and
asked her for aid Loie, as was her custom,
1esponded with utmost generosity She sug-
gested that Isadora {follow her to Berlin, then
to Leipsig and Vienna She put herself out
tirelessly to make her known, mtroducing her
to ambassadors, even to the fabled Princesse
Metternich, and to others She arianged audi-
tions for the press, and for an audience of
sculptors and pamters With really human
kindness she pushed the cause of a rival in
every way On the other hand, Isadora was
obviously impressed by her theatrical innova-
tions She writes 1n My Life, after seeing Lole
dance “Before our very eyes she turned to
many-colored shining orchids, to a wavering
flowing sea-flower and at length to a spiral-
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like lily, all magic of Merlin, the sorcery of
light, color, flowing form What an extraoidi-
nary genius She was one of the first
ongnal mspirations of hght and changing
color —she became hight ™

But 1t was perhaps inevitable that, as Isa-
dora swept on her expansive exuberant way,
she should leave Loie Fuller quite behind
This, at any rate, was Loie’s impression, and
she came to believe that Isadora even said, in
answer to a question, “Loie Fuller? I’ve never
met her.” Whether this be ttue or not, 1t
should be remembered that Loie, as well as
helping Isadora, actually antedated her 1n the
use of classic music for dance accompaniment,
in her theory of spontaneous bodily movement
to express emotion, and 1 her traiming and
educating groups of young dancers to demon-
strate her personal theories It 1s true that
when [sadora first <aw these groups surround-
ing Lole she appears o have been a little
alarmed by them and wondered what she was
doing among these “beautiful but demented
ladies ”

It was only two years after her last appear-
ance i London and her trip to America with
Marie of Rumania that Lole Fuller died of
pneumonia, January 1, 1928, having been 1ll
two days Her danang memory has stayed
brighter 1in Europe than here, for ten years
after her death there was suill a troupe of Loie
Fuller girls to be seen, not only m provinaal
towns, but from time to time 1n the capitals

It 1s understandable that her style of danc-
g, fertile as 1t may have been, should have
become démodé, but her contributions 1
highting have spread and been developed
They were recognized in her lifetime as her
outstanding achievement, and they were even
more mmportant than she or her commentators
realized Her detractors said she was no
dancer, that she relied for her effects entirely
on light But this was her own contention, for
she referred to her dancers as “instruments of
light ”

Her fluorescent “salts,

”

mixed with pant,
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that glowed on her whirling skirts were of the
same family as the powder, mixed with paint,
that 1s excited by ultraviolet light Her em-
ployment of the excitant and the fluorescent
material in the same contamner with the re-
sulting “cold” hight 1s the first radical de-
parture 1n hghting since the discoveries of
Edison half a century ago, and now, among
other uses, indicates the entrances of air-raid
shelters

In Cocteau’s Portrait Souvenirs there 1s a
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frightful hittle drawing of her, a symbol of her
last days Swathed 1n veils, her visage emerges,
a bulldog with a black mustache She wears
tortoise-shell spectacles And her memory will
be nextricably connected with the music hall,
where vulgarity 1s somehow alchemized into
le vrar chic She 1s of the immortal gallery of
Jane Avnil and La Goulue, and of Barbette,
the amazing Texan They all had chic, the
essence of their epoch inhabited their bodies
Their acts created style for their time



January 21, 1910
Miss Maup ALLAN, an American girl, who
has won no mconsiderable amount of fame
mn Europe and n England with her dances,
made her muial appearance before a New
York audience yesterday afternoon in Car-
negie Hall A large and very fashionable
gathermg greeted the dancer In fact 1t has
been a long time since so many automobiles
have been lined up 1 front of this staid con-
cert hall Apparently all of the seats were
filled and many wete standing at the back It
was an enthusiastic audience, too, and Miss
Allan was forced to repeat several of the
dances which particularly caught the pubhc
fancy
Most of Miss Allan’s European reputation
rests on a dance which she has called 4 Vision
of Salome, which intioduces hght and scemc
effects, and which was one of the earliest
symptoms of the later Salome craze which
swept rapidly down from Germany across
the Atlantic to New Yoik, where 1t 1s just
beginning to be brushed away
It was not in this dance, however, that Miss
Allan chose to make her first American ap-
pearance Instead she clected to appear n
another sort of dance with which New York
1s at present very familiar, thanks to Miss
Isadora Duncan, the group of dancers which
Miss Loie Fuller brought over, and finally to
the ballet in Gluck’s Orfeo as 1t 1s danced at

MAUD ALLEN

BY CARL VAN VECHTEN

present on the Metropolitan Opera House
stage

These dances, accomphshed to music writ-
ten by the great composers—it will be remem-
bered that Miss Duncan even went so far as
to use Beethoven’s Seventh Symphony—ex-
ploit the dancer i poses presumably mspired
by a study of Greek vases Bare-hmbed and
scantily draped in filmy gauzes, diaphanous
1 texture and unvivid 1n color, she floats from
one pose to the next, emphasizing the plastic
transitions with waving arms and raised legs
and sundry poses of the head

Miss Allan mn spinit and in the nature of her
dances resembles her predecessors However,
she 1s more beautiful in face and figure than
some of them, and she has a grace, a pic-
turesque personal quality, which 1s all her
own Yesterday the stage of Carnegie Hall was
hung 1n green draperies and the hghts but
dimly indicated pale colors The orchestra
was the Russian Symphony Society, under the
direction of Modest Altschuler

It has sometimes been complained of n
these columns that dancers take great hiberties
n dancing to music which was never itended
for that purpose However, Miss Allan mn her
program yesterday scarcely transcended the
bounds of good taste mn this direction She
danced to Rubinstein’s Melody in F, Mendels-
sohn’s Spring Song, two mazurkas and a valse
of Chopin, Grieg’s Peer Gynt suite, the Funeral
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Maud Allan as Salome. New York, 1910.

March from Chopin’s B flat minor sonata, and
Rubinstein’s Valse Caprice.

January 30, 1910
Miss Maup ALraN, having launched herself
at a previous New York matinee as a classical
dancer, yesterday afternoon at Carnegie Hall
presented herself in The Vision of Salonte, the
dance which made her name well known in
London. This dance was devised by Miss
Allan at the period when Oscar Wilde's play,
Richard Strauss’s music drama, and Franz
von Stuck’s pictures were creating the stir in
Germany that they shortly afterward created
in America. There is no record of Miss Allan’s
having received any suitable recognition of
her talents at that time, however. A little later,
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to be exact, in May, 1907, she crossed the
border line and appeared in Paris.

The Théatre des Variétés was celebrating its
one hundredth anniversary with a revue, much
more splendid than those which are given in
the ordinary Parisian music halls. This revue
was nearing its seventieth performance, when
the first rendering of Strauss’s music drama
Salome, in Paris, was announced at the
Théatre du Chatelet for May 8. Manager
Samuel of the Variétés saw his chance. He
brought out Miss Allan in the Vision de
Salome on the 7th. Her appearance at this
theater caused some discussion, but no sensa-
tion. That was reserved for her London ap-
pearance, which occurred some months later
at the Palace Theatre. Since her debut at this
London music hall, Miss Allan’s name has
steadily grown in fame. For over a year, in
fact, she continued to do her nightly char-
acterization of Salome in London.

Yesterday’s representation differed in no
marked respect from that of three years ago,
and the stage setting was the same she had

{ used in London. It is true that in Paris she

had caressed the severed head of John the
Baptist. Yesterday the head itself was left to
the imagination, but none of the caressing
was. However, New York has seen so many
dances of this sort by now that there were
no exclamations of shocked surprise, no one
fainted, and at the end there was no very
definite applause.

Miss Allan’s version of Salome presents a
young girl who, having danced before Herod
and asked for the head of John at the com-
mand of her mother, goes through the scene
again in a dream. The stage is set to represent
a garden of the palace, and in this garden
Miss Allan yesterday executed steps and
curved her body in contortions which are
now conventionally supposed to suggest
Salome.

Earlier in the afternoon Miss Allan danced
to the Peer Gynt suite, a sarabande and ga-
votte of Bach’s; Mendelssohn’s Spring Song,



and Strauss’s Blue Danube. All of these dances
were accomplished in the prevalent classical
manner and evoked much applause. The qual-
ity which Miss Allan possesses to a greater
degree than her predecessors is a rhythmical
sense.

The Russian Symphony Orchestra, under

Maud Allan. 1909.
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the direction of Modest Alischuler, played the
accompaniments, and several other numbers.
It should be appended for the sake of record
that The Vision of Salome was not accom-
plished to the dance music from Strauss’s
music drama, but to an “arrangement” pos-
sibly of Eastern airs, by Marcel Remey.
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Ruth St. Denis and Ted Shawn in Egypta. 1 by Hoppe. London.




THE DENISHAWN ERA

THF GREAT CONTRIBUTION of the Demishawn
dancers 1 their generous absorption of the
arts of our time was the establishment of the
American dance as an independent art form
Although the pioneer Diaghilev tours of 1916-
1917 1n the Umted States powerfully affected
our decorative arts, and Duncan had already
stated the dance as a supieme personal ex-
pression, the thirteen Denishawn tours n sev-
enteen years created a basic audience for the
art among middle-class theatergoers It 1s due
to Demshawn more than to Pavlova, the Ballet
Russe, or any other single factor, that theatn:-
cal dancing today does a two-milhion-dollar
business

While Denishawn brought the world’s
exotic dances to our legitimate theaters, its
leaders were also aware of their native scene
St Dems’ “Oriental” numbers and “music
visuahzations” were revelations to ordinary
and critical audiences Shawn led 1n the crea-
tion of works based on indigenous material
Later, as choreographer and teacher, he de-
veloped styles of movement attractive to the
male dancer Their common avidity for any-
thing that could be adapted to theatrical use
gave them a varety of program assimilable
o a public used heretofore mainly to vaude-
ville, and 1t gave scope to their teaching Their
eclecticism was the necessary approach for

(1914-1931)

BY BAIRD HASTINGS

their era Dance as such, apart from variety
or dwertissement 1n opera or extravaganza,
had never taken deep root in North America
as 1t had i nineteenth-century Europe, al-
though the fragmentary brilhance of its move-
ment had always been genunely appreciated
It took more than a httle Yankee shrewdness
for Denishawn to sell dancing to the American
people

The stylistic catholicism apparent 1n the
Demshawn repertory found itself m all our
arts of the epoch The tower of Stanford
White’s Madison Square Garden appropnated
Seville’s Giralda, and Cass Gilbert’s Wool-
worth Building reared itself in a late Gothic
skin St Gaudens carved General Sherman
conducted by a Renaissance angel, while the
Vanderbilts dwelt 1n their Tourame chéteau
At the same time there were strong native
statements 1n the work of Lows Sullivan and
Frank Lloyd Wright Robert Henr1 (who was
later to pamnt Miss Ruth in Peacock) became
responsible, with Sloan and Bellows, for a
rising nationalism to stand against the purely
French taste of Glackens or Mary Cassatt In
music, Foote, H S Gilbert, and John Alden
Carpenter were beginning to employ native
melodic material with themes from our verse
and folklore

Ruth Dennis was born in Newark 1n 1878
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of Irish-American parents, and while ab-
sorbing early mstruction from Karl Marwig,
a social dance teacher, a book on Delsarte,
and Maria Bonfanti, the aging star of The
Black Crook, she participated 1n an array of
theatrical activity, high-kicking, skirt-dancing,
acrobatics, as well as appearing on the “legiti-
mate” stage Although this training may seem
fragmentary and accidental, nevertheless it
included the main traditional currents of her
day - Delsarte’s codified gesture, the spectacles
of the brothers Kiralfy, the local brand of
classic ballet, the polite ballroom graces Up
to the moment she married Ted Shawn, her
career had claimed her entire hife

In 1904, while playing “Mlle LeGrand, a
dancer from the Grand Opera,” with Belasco’s
company wn Madame Dubarry on tour, St
Denis noticed a cigarette window card for
Egyptian Deities Something n the stiff pose
of the seated goddess aroused the young ac-
tress-dancer Vaguely symbolizing a new at-
titude toward a lyric theater, 1t began to focus
her still dreamy plans St Denis’ fabulous
career as “Oriental” dancer was launched at
that nstant, although 1t would take two years
of preparation before it came to full reah-
zation

Preoccupation with the Orient was scarcely
a new fad, but with St. Dems 1t received a
particular definition, in fact, 1its first con-
scrously artistic presentation m an America
which was still groping out of 1ts insulated
provincialism It was a vision of the Near
East, crystallized by Napoleon’s Egyptian
campaign and the researches of Champollion
and Maspero, that mspired Americans of the
late nineteenth century The travels of the
painters Decamps and Delacroix had given an
1conography of harems, odalisques, Moroccan
riflemen and Turkish corners, now chiefly seen
in the luxurious lobbies of movie palaces built
m the twenties In literature, Kipling’s Indian
tales and novels hike Edwin Arnold’s Light of
Aswa or Lew Wallace’s Ben Hur which re-
cewved elaborate stage productions certainly
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remforced the vision, while Elihu Vedders
lustrations for FitzGerald’s Rubazyat, along
with the cat-tails, blue-china willow plate and
peacock feathers, were decorative rehics of
Oscar Wilde's lecture tour to our Wild West
n the early eighties

And 1 the dance, one remembers Tagliont’s
role in Le Dieu et la Bayadére (1830), based
on poems from Goethe’s free adaptations of
the Diwvan of Hafiz This ballet was performed
n many versions all over Europe and Amer-
ica for thirty years The sylphide’s nautch
dress defimtely recalls St Dems 1n her famous
Rhada, first performed at the Hudson Theatre
(March 6, 1906), the music for which was
taken from the dwertissement 1 Dehbes’
Lakmé

In 1862, Marius Petipa produced La Fille
de Pharaon at St Petersburg, and Aida was
commissioned by the Khedive from Verd: in
1871 to celebrate the completion of the Suez
Canal Its brassy triumphal scene and dwer-
tissement must have inspired the Manzott
spectacles 1n Milan, which 1n turn reached
America via the “Oriental” pageants of the
Kiralfy brothers One of these, Egypt through
the Centuries, httle Ruthie Dennis tells us
she saw with rapture in 1893, the same year
“Lattle Egypt” was doing her stuff at the Chi-
cago Columbian Exposition Her own oriental-
1sm was perhaps unconsciously compounded
of these several sources, direct or indirect
She also read the Indian tales of F W Bam,
and the French orientalists Gustave Flaubert,
Loti, Louys, and Anatole France

From 1909 to 1912 Ruth St Dems toured
in concert and vaudeville with numbers from
her first New York program, “Oriental”
dances created in Europe and parts of Egypta
It was on the 1911 tour that twenty-year-old
Edwin Myers Shawn first saw her dance

Shawn had long been interested in the stage,
since most of his mother’s family were show
people During a period of mactivity follow-
ing an attack of diphtheria, he managed with
the “help” of a skeptical Christian Scientist,



to think himself out of the Methodist ministry
into the rituals of the dance. (He was later
to create an entire church service in dance
form, and the religious impulse has never
been far away from any of his activity.) Still
another factor in this secular ‘“‘conversion”
was the departure for New York of Dr. Chris-
tian Reisner, the expansive barnstorming sky
pilot who was to electrify Broadway with il-
luminated signs and schemes for a colossal
temple.

Shawn says he never actually decided to
dance, but once he began to take ballet lessons
(from Hazel Wallack, who had had some
training at the [talianate ballet school kept
by the Metropolitan Opera in New York), he
was irresistibly swept toward it. At the Uni-
versity of Denver he learned how to use a
library systematically and how to organize
source materials. The reading room with its
Arabian Nights illustrated as a pastiche of
Persian miniatures by Edmond Dulac, its files
of the National Geographic Magazine (the
- 1912 volume of which provided sources for
the entire Denishawn repertory), more than
contact with the Russian Ballet or any direct
influence from abroad, molded his eclectic
taste.

Moving to Los Angeles, Shawn had a va-
riety of business experience, including work-
ing for the city water department, and he
partnered a well-known teacher, Norma
Gould. For the early Edison Company he cre-
ated a film, Dance of the Ages,* which began
with the Neanderthal man, contained Greek,
Roman, Oriental, medieval, eighteenth-cen-
tury, Spanish dances, concluding with the
latest ballroom steps. Then came a transconti-
nental tour with these same dances to the
vacation centers provided for employees of
the Santa Fe railroad. In the spring of 1914
he walked into Ruth St. Denis’ Eighty-ninth
Street studio where he stayed talking to her
for eight hours.

The great volume of their work together,
thus starting from a profound emotional il-

.
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lumination, would, if detailed, fill many
books. For present purposes four typical pro-
ductions of the Denishawn company, and one
earlier creation of St. Denis which embody
their seminal ideas will be discussed.
O-Mika, the early St. Denis dance drama,
certainly stemmed from a performance of
Sadi Yacco and the Hanako troupe in Loie
Fuller’s tiny theater, at the Paris Exposition
of 1900. These Japanese actor-dancers in the
great Noh tradition were perhaps the first
concrete human examples of Oriental art the
West had seen, although for long Japanese
paper and pottery were idolized. Degas,
Whistler, and Toulouse-Lautrec had fallen in
love with Nipponese prints, supposedly first
circularized in the West as tea wrappings. The
work of Denman Ross and Ernest Fenellosa
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at Harvard and the foundation of the great
Oriental collection in the Boston Museum of
Fine Arts dignified the vogue of kimonos and
wvory with a substructure of scholarship To-
day one may forget that America was wildly
pro-Japanese in the Russo-Japanese War of
1905, and heroic tales of the Samurai soldiers
were indirect support for Belasco’s and Puc-
cint’s Madame Butterfly

The crystallization of St Denis’ desire to
present a Noh drama came in 1912 when,
tired out from her vaudeville tour undertaken
to recoup the loss from Egypta for H B
Harris, her manager, she arrived in San Fran-
asco where she saw a Japanese play in the
native quarter, and at the same time came
under the influence of Clarence Ramiel
McGehee, a young American journahist He
had taught at the Umversity of Tokio and
had been the Enghsh tutor of the Emperor
Motu Hito

After studying the Noh drama—which 1s far
more ngidly stylized and compact than the
Chinese drama—she found a Lafcadio Hearn
story which exactly fitted her impulse * “The
Legend of Fugen Bosatsu” was included i
his Stray Leaves from Strange Luterature 1t
tells of a priest searching for the perfect soul
Entering a house of 1ll fame, he 1s chosen by
the courtesan O-Mika to he her companion
for the might, but when she looks nto his eyes,
she 1s transformed into Kwannon, Goddess of
Mercy He finds peace at last This element of
Nirvana, peace, absolution, and ecstasy as-
sumed 1ts important part as the ultimate theme
Miss Ruth always loved to portray

The music of O-Mika was by R H Bowers
It was first presented March 13, 1913, despite
scant hope of finanaial success The drowning
of H B Harrnis on the Tutanic was a sad blow
to plans for proper publicity, and the loss of
87,000 was disastrous However, 1t was an ar-
tistic triumph * Its hghting was remarkable,
and St Denis secured new tensities by low-
ering and raising the lamp 1n the graded gela-
tin tower Her brother Buzz successfully as-
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sumed the role of a Samurai soldier From
this three-act work came Miss Ruth’s Flower
Arrangement, Peacock (Roth) 1nspired by
Whistler’s Peacock Room, Chrysanthemum,
Thirteenth Century Poetess, White Jade
(Vaughn), and Kwannon (Satie) Also from
O-Mika evolved Shawn’s Oriental Group,
Momujr Gary, Spear Dance, and Japanese Lion
Martha Graham, Charles Weidman, and Doris
Humphrey all took parts 1n some of these re-
arrangements Today, thirty years afterward,
St Demis sull wants to relate the stylized
fusion of art and religion 1n terms of human
values to America, perhaps through the mo-
tion picture St Denis’ dancing has never been
“authentic,” 1t has always made theater use
of movements employed in different styles
She has studied the form and created her own
conception and then danced with extraordi-
nary grace and a mimmum of techmecal bril-
liance On the other hand, Shawn always
copied as exactly as possible the motions of
the dancer he was studying rather than at-
tempting re-creation of the mood in a more
personal manner
Between O-Mika and preparations for the
Hearst pageant, Demishawn, the first serious
school of the dance with a considered cur-
riculum and standard of achievement
America, was opened in Westlake Park
Los Angeles Near by was their cottage, “Ted-
ruth ” Students dropped therr tuition money
n a cigar box as they passed through a door-
way to an open-air studio where the classes
were held From these modest begimnings
grew the greater Demishawn School and 1ts
branches throughout the nation under Kath-
¢ rane Edson, the Braggiou sisters, and Hazel
Kranz The Californma headquarters supphed
dancers for films and gave nstruction to the
Gish sisters, Ina Claire, Ruth Chatterton,
Myrna Loy, and many vaudeville headliners
In 1922 the New York school was established,
and thereafter replaced Los Angeles as center
of their activities, both theatrical and educa-
tional Through 1ts branches and teachers of



Denishawn in smaller cities, it touched the
layman as well as professionals. Winter and

summer instruction was offered in “music
visualization,” “Oriental” dances, Delsarte,
training in ensemble dances. Burton Holmes
travel films,* and supplementary lectures were
offered in the history of the dance, its religious
aspecls, the attitude of the dancer toward
the human body, the handling of draperies,
costume, photography, publicity, and stage
make-up. As the years passed, new material
from revolutionary foreign sources was added
to the curriculum. In 1930 the first course in
Mary Wigman’s radical technique was au-
thorized in America under Denishawn aus-
pices by Margarete Wallmann, the Viennese
ballet mistress. Of the two principals, Shawn
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O-Mika. 1913.

was the more interested in the school, arrang-
ing schedules and teaching most of the classes.
With admirable candor, Miss St. Denis writes:

I was never a good teacher. Obviously 1 am
too deep an egotist to have that particularly un-
selfish attitude toward a student which is the
basis of teaching genius. I confused rather than
clarified, and someone’s help was frequently
needed to finish what I started. What 1 gave
Denishawn, and what I shall give pupils as long
as [ am able, is an artistic stimulus to go and
do something, anything, that is a release and a
joy to a young artist.

The first important production of Deni-
shawn came on July 29, 19106, the second
summer of their school. Professor Armes of
the University of California offered them
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the open-air William Randolph Hearst Greek
Theatre in Berkeley where Sarah Bernhardt
and Maude Adams had already appeared. In
each of the six scenes a broad walk at the front
of the stage represented a great river, the Nile,
Styx, or Ganges. The Egyptian scenes with
music by Walter Myrowitz and sets by Robert
Law, presented “The Life” and “The After-
life: The Hall of Judgment.” In the first was
portrayed the rise of Egypt, beginning with
the duet, “Tillers of the Soil” (see page 224),
continuing with the shepherd kings, the growth
of religion, the union with Ethiopia, and
finally the overthrow and crumbling of Egyp-
tian civilization. The second scene showed the
soul of Egypt, Isis, wending her way to the
Hall of Judgment to appear before the Judges
of the Dead. Osiris accepts the Soul which
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Los Angeles, 1915.

passes the test and arises to the realm of the
Justified. Ceremonial dances of the rebirth
begin.

It was in Europe that the original inspira-
tion projected by the cigarette poster had
grown up. When Harris felt she was ready,
St. Denis, accompanied by her mother and
brother, made her pilgrimage abroad, during
which the Nautch and Yogi were added to her
small repertory. At first unappreciated by the
English, she later appeared before Edward
VII, and G. B. Shaw, the painter Sargent, the
poct Yeats, Max Beerbohm, and J. M. Barrie
sponsored her. She experienced the usual diffi-
culties in securing a theater in Paris, but once
arranged by her new Russian manager Brafl,
she achieved a considerable success. However,
she never understood the French, nor did she



very much try. Miss Ruth was terrified by
Rodin’s almost automatic impetuosity, and
she turned to Germany, where she enjoyed an
immediale and unqualified triumph. For once
she felt she could discuss her art on an inde-
pendent intellectual basis. After all, she con-
sidered herself something more than a French
music-hall artist. She was quite happy in Ger-
many until her devotees declared they must
build her a theater of her own and keep her
near Berlin for at least five years. Suddenly
Miss Ruth at the height of her European suc-
cess realized that she belonged to an America
that had not yet really appreciated her. So she
went {lying home before she lost her roots.

In Germany St. Denis executed her “Orien-
tal” arm ripples for a college of medical men.
who decided she must be in some way de-
formed. True or not, this story gives us some
idea of her originality. It also suggests that
contemporary knowledge of human movement
and its potential for dancing was rather slim.
Here she saw Wedekind’s Loves Awakening.
Reinhard’s  production of Lysistrata, and
Wagner’s Tristan. She met Count Kessler, the
great art patron, and was painted by the
younger von Kaulbach. With Hugo von Hof-
mannsthal she discussed the philosophy of the
Fast, reinforcing her early theosophism fed by
the novels of F. Marion Crawford and the
writings of Madame Blavatski. She felt these
talks with the librettist of Elektra were her
most profound experience in Germany. St.
Denis saw the Glypoteck with the Aegina
marbles and the Barbarini Faun as well as
the Secession in the Glas Palast with the
school of Franz von Stuck. The Munich school
had created a vivid, pornographic antiquity,
replacing the frigidity of Ingres by a physi-
cality derived from the romantic realism of
Delacroix and Courbet. The German revival-
ists of the antique had a sensual immediacy
outrivaling Alma Tadema or George Fred-
erick Watts.

The first scene of the Greek episode of the
Berkeley pageant, including a Fortuny veil
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Shawn in Xochitl. 1920.

dance by Miss Ruth (from her Munich pe-
riod), synthesized two contrasting aspects of
Grecian life, the philosophical and the ath-
letic. There was a Pyrrhic dance led by Shawn
entirely for boys. Margaret Severn as Priestess
of Bacchus was particularly praised. In the
second scene Orpheus attempted to rescue
Eurydice from Hades, and failed because he
could not resist stealing a glance at his be-
loved before she emerged. Persephone’s brief
visit to the underworld brought only momen-
tary relief. Louis Horst arranged the music
from Massenet, Ada de Lachau, and others.
St. Denis’ inspiration may possibly be traced
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Cowboy Tommy. 1922.

back to an early vision of Genevieve Stebbins,
Delsarte’s disciple. And always before her
there had been Isadora; but St. Denis’ Hellas
was more concrete, less personal than Dun-
can’s.

In the carly Rhada Miss St. Denis had re-
lated, at least in her mind, the teachings of
Mary Baker Eddy with the Gautama Buddha.
The texts of both she read continuously. Now
in India (the final section of the Berkeley
pageant) she developed a more complete ap-
proach to these ideas. Here, a hunter and his
companions depart, leaving his wife on the
banks of the Ganges. When day is done, the
wife performs his funeral rites, the hunter
having given his life to save another. The
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second scene with music by Arthur Nevins
already had been performed as Bakawali at
the Ravinia Festival, Chicago, in 1914. It may
have been inspired by Lawrence Hope’s India
Love Lyrics, illustrated by the English water-
colorist Byam Shaw. The reincarnation of the
man and woman of the first scene displayed
them again as yogi and sacred courtesan. A
divertissement for Nautch girls, fortunetellers,
jugglers, snake charmers, finally priests fol-
lowed. The beauty tried to seduce the yogi,
but failed. When he recognized in her his wife
of a former existence, he commands her to
discard all possessions, and at last she finds
Nirvana.

Although a famous solo “Black and Gold
Sari” derived from it, Bakawali never en-
joyed the popularity of Rhada. Perhaps
Nevins’ score was not so distinguished as
Delibes’, or Miss Ruth was tired. More likely,
the production was hurried and the element of
processional spectacle introduced by Shawn
was not controlled. Miss Ruth must then have
rcalized that a large production was not an
end in itself, and could never replace pure
dancing.

Stimulated by the playing of George Cope-
land, and also by his ensemble of six girl
dancers, in 1917 Ruth St. Denis first conceived
of her “music visualization.” Shawn, who
always had a real facility, in a serious or
light vein, for “Oriental” or American num-
bers alike, immediately arranged choreog-
raphy for several Bach Preludes and Inven-
tions. The idea was further developed hy the
program of the Ruth St. Denis concert dancers
of 1920. Feeling that her touring in Theodora,
a Byzantine dance drama (however necessary
financially), was neither vital nor construc-
tive, St. Denis attempted to surpass Duncan
in her use of the entire hody. She made
no conscious use of the Dalcroze system of
Eurythmics, which gave a comment in simple
movement to every note in the musical strue-
ture, but the Dalcroze ideas had been in the
air since the start of the century and had even



affected Vaslav Nijinsky by 1913 (in his
Jeux).

Inspired by her own almost accidental im-
provisation to Liszt’s Liebestraum, she com-
menced with the first movement of Beethoven’s
Sonata Pathétique, working in close collabo-
ration with the young students Doris Hum-
phrey and Clair Niles, and particularly the
pianists Louis Horst and Dane Rudyahr. She
attempted to translate each phrase into pure
movement. The emotional content of the ac-
tion varied with the music, as did the vigor of
the movements. In “visualization” there were
plastic dynamics in harmony with the music.
In the “synchoric orchestra,” each dancer rep-
resented a specific instrument and his or her
movements were absolutely regulated by the
entrance or combination of brass, woodwind,
or strings. Gradually compositions of Scar-
latti, Mendelssohn, Godard, and Schubert
(The Unfinished Symphony), were added to
the repertoire. As the result of an article
Martha Graham saw on Mary Wigman, Hum-
phrey’s Tragica, originally created to a Mac-
Dowell sonata, was at one time danced en-
tirely without music. St. Denis’ first audience
of trained musicians to her experiments in
the new form was equally unimpressed by the
versions in bathing suits or in colored veils,
but the public received them with enthusiasm,
and for ten years they had a place on almost
every program, usually as an overture. Recent
works by Doris Humphrey, such as Passa-
caglia (1939), stem from the “music visuali-
zations.” As a matter of fact, much of the
“abstract” or absolute interest in dance as
dance, apart from historic style or literary
sentiment, in the “modern” repertory of Gra-
ham, Humphrey, and Weidman may be traced
back to this aspect of Denishawn.

On a less organized and ambitious scale
than the Diaghilev ballet, though with more
imagination than any other native group,
Shawn and St. Denis had already pioneered
in the use of music for dancing. They were
among the first to base works on Griffes,
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Fauré, Honegger, and Palmgren. After hear-
ing George Copeland play Gnossiennes and
Gymnopedies, Shawn bought every piece of
Satie available. Shawn was acute musically,
appreciating Debussy and Scriabin, but pre-
ferring for theatrical usage a Strauss waltz
or a Drigo serenade. In other instances such
as Cuadro Flamenco or Spear Dance, the
music was arranged by Louis Horst. Origi-
nally a violinist in a theater orchestra, he has
had a significant influence on the American
scene as collaborator with Denishawn for ten
years as well as fifteen years with “modern”
dancers.

Some of Denishawn’s most effective produc-
tions were performed to music commissioned
from Robert S. Stoughton (The Spirit of the
Sea, Idylle, and Garden of Kama), Harvey
Worthington Loomis (/ncense), Lily Strick-
land (The Cosmic Dance of Shiva), E. G.
Stricklen, and Anis Fuleihan.

Opportunities were given to a few young
painters, notably Robert Law, Carol Sax, and
the English illustrator Maxwell Armfield, but
the décor of Denishawn was never particularly
distinguished. None of the decorators, for
example, could be considered easel painters.
Their sets were enlarged book illustrations,
with the heavy outlines, flat surfaces, and
broken color of a dilute impressionism. The
Denishawn productions never found them-
selves far from vaudeville, due to the historic
economic difliculties of sustaining an inde-
pendent company, and constant traveling left
less energy for teaching, though the schools
issued catalogues for sevenleen consecutive
seasons.

Xochitl, a Tolteg drama in two scenes, was
Shawn’s production on an Aztec theme, music
by Homer Grunn, settings by the Mexican
decorator, Francisco Cornejo. Performed by
twelve dancers completely on the half toe, the
movement of Xochitl was stylized in the direc-
tion of Aztec reliefs. The story told in panto-
mime how Xochitl’s father brewed an intoxi-
cating potion from the maguey. Xochitl of-
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fered it to the emperor, who, becoming drunk,
tried to seduce her. The father would have
killed the emperor, but the girl falls in love
with him, and is crowned empress.

Shortly after coming out of the Army in
1919, Shawn had arranged Xochitl. At this
time he also had five vaudeville units on tour.
Xochitl was hurriedly done, but enjoyed a
considerable success, remaining in the joint
repertoire for five years. In it Shawn starred
Robert Gorham, and later Charles Weidman
and Martha Graham. He may have recognized
in this maturing student some instinctive lean-
ing toward the essential stufl of dancing, a
feeling for stark movement which would
emerge years later in' Primitive Mysteries
(1932) and Penitente (1938). The following
year Shawn assumed the male lead, and for
the English tour Miss St. Denis took over
Martha’s role, for which Miss Ruth herself
said she was unsuited.

Contact with Havelock Ellis and Edward
Carpenter in England in 1922, and their ad-
miration for Emerson and Whitman had, il
anything, only reinforced Shawn’s determina-
tion to fight for a specifically American rep-
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L he Lamp. 1929.

ertory, and on his return he arranged Boston
Fancy, Crapshooter and Cowboy Tommy to
the music of Eastwood Lane’s American
Sketches. He was the first to use the phrase
“American Ballet,” and his book with that
title tells of his ideal, a very diflerent one
from that of Balanchine. Shawn believed in
indigenous dances, Balanchine in American
dancers. From the inspiration of paintings by
Robert Henri and George Brush, the sculpture
of A. P. Proctor and Cyrus Dallin, and the
Indian suites of Cadman, C. S. Skilton, and
John Philip Sousa, Shawn had already created
Invocation to the Thunderbird (1918). He was
to do Osage-Pawnee (1930), and Zuni Indian
(1931). Later his men’s group danced John
Brown, and O Libertad, deriving from Leaves
of Grass, which was also Isadora’s Bible, and
brought to the theater the early American,
Spanish, colonial, and contemporary stylistic
movements that have become a major source
of the American repertory. The stage Indian
was now caught in the current which was to
presage Ballet Caravan’s Billy the Kid, choreo-
graphed by Fugene Loring.

Shawn’s most ambitious North American



Indian work was Feather of the Dawn, with
music by Charles Wakefield Cadman, and a
practicable stage pucblo (so bulky as to have
to be replaced by a backdrop for touring) de-
signed by Earl Franke. The splendid clothes
were made at Denishawn by Pearl Wheeler
after authentic designs collected by Shawn on
a visit to the Hopi reservation. First presented
in 1923, its plot describes how an Indian youth
at dawn watches a feather rise and float out of
sight. This marks a propitious day, so he re-
quests the hand of his beloved. There follows
the wedding celebration, with a Corn-grinding
song, Basket dance, a Dance of the Corn
Maidens, an Eagle dance, the proposal cere-
mony, the blessing of the bride, the Woll
dance (entirely by boys), and the assemblage
of the tall masked Katchinas (Hopi tribal
Gods) for the wedding. Shawn, Louise Brooks,
and Pauline Lawrence look the leading roles.

Shortly after this, Denishawn lost Louis
Horst and Martha Graham. Miss Graham left
first. She has always acknowledged that her
training from Denishawn was irreplaceable,
but she felt then she was obligated to attempt
something on her own, and she accepted a call
to the Eastman School, Rochester, N. Y. Horsl
followed, realizing that he did not wish to tour
the Orient, only to return with rearrangements
or restatements of the themes they had been
continuously presenting for the past ten years.
The departure of Horst involved much more
than the replacement of a pianist; it marked
the loss of a friend and collaborator.

On the return of the Denishawn company
from the Orient in 1926, a tour with a Zieg-
feld Follies company was arranged to help
pay for Denishawn house. Looking at it later,
Miss Ruth remarked: “Every brick, a one-
night stand.” The following year, Doris Hum-
phrey and Charles Weidman left, after nearly
a decade of work together. Miss Ruth and
Shawn had wanted them to go out again in
vaudeville to help pay for the school. While
wishing to stay at Denishawn, Humphrey and
Weidman felt their own position as creative
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artists was not considered. They themselves
were beginning to sense a new atlitude toward
the dance, and they resented personal restric-
tions. Despite the continued brilliance of the
Denishawn “salon” to which came Constance
Smedley, Albert Herter, Coomaraswami,
Kolbe, and many others, the cost of Deni-
shawn house, and the loss of their best
dancers, as well as difficult personal relation-
ships, forcibly indicated the end of the era.
Shawn’s  later contributions  included
Jurgen® (1928), suggested by several epi-
sodes of James Branch Cabell’s satire, with
music by Deems Taylor, and in 1931 Job, a
masque for dancing in eight scenes, inspired
by William Blake’s drawings, with music by
Vaughan Williams. This same year Ninette de
Valois choreographed the score for Sadler’s
Wells. The Lamp (1929) was Miss St. Denis’

last large work. To music of Lisat’s Les
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Preludes, based on Blake drawings, she por-
trayed the metaphysical lamp of the perfect
life. Jurgen, The Lamp, and Job had their first
performances at the Lewisohn Stadium in New
York City. The Stadium season was always a
gala for the Denishawn dancers.

The story of Denishawn, detailed so far in
Miss Ruth’s An Unfinished Life, and even-
tually to appear in Shawn’s Thousand and
One Night Stands records their personal life
together, their initial idyllic happiness, their
incvitable scparation. Shawn resented what
he felt was her overweening ambition, her
mother’s possessiveness, and his ambiguous
position in the theatrical advertising. Though
less well known, he had enthusiasm and ego-
tism as fierce as her own. In a sense probably
neither understood the other. The basic reason
for their split was the sincere desire of each
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to develop independently his fullest creative
powers. They were never divorced.

In 1933 Shawn set forth with the first all-
male dance ensemble America had seen. The
position of the male dancer had always been
questionable. As long as he was a comedian
or acrobat he was tolerated, particularly if
he sang and acted. But a boy dancer as an
independent artist seemed to have borrowed
the odor of effleminacy from the male dancers
of the late nincteenth century who were re-
duced to being mere supports by the canoni-
zation of the prima ballerina assoluta. Shawn’s
Labor Symphony and Kinetic Molpai were a
manifesto of the right of men to dance. They
were based on movements of workers in ficlds,
forests, on the sea, and in factories. For these
works Shawn chose men who had been scout
masters or gym instructors. He provided them



with movement which was sufficiently collo-
quial to be assimilated by provincial audiences
with mmmmum resentment He was an evan-
gelist for the male dancer He lectured, he
gave demonstrations, he nsisted, and he suc-
ceeded His belief 1n the 1deal of Whitman 1s
a heroic afirmation of our national artistic
tradition The debt of male dancers to Ted
Shawn 1s tremendous

There was also a pertod devoted to the
place of dance m education Miss St Dems
taught at Adelphi College on Long Island, and
created the chuich service Mary Magdalene as
a companion piece to Rhada and Ishtar, and
Shawn lectured at the College of Physical
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kducation, Springfield, Massachusetts This
work symbolized what has been the real con-
tribution of Ruth St Denis and Ted Shawn
the education of audiences, the education of
dancers From their system, which was no
system, but rather a broad exposure to the-
atrical styles and stage experience, have
emerged a second generation of important
American artists  Martha Graham, Charles
Weidman, Doris Humphrey, and their peers
Denishawn permitted them, even 1n their rup-
ture from 1t, the achievement of an inde-
pendence, maturity, and a sequence of crea-
tion which the 1diosynceratic followers of Loie
Fuller or Isadora Duncan never did
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THE RECENT THEATER

OF MARTHA GRAHAM

A piscUssioN of the recent theater of Martha
Graham, that 15 of works created within the
last five years, provides the opportumty for
comment upon those matwe conflicts and
1ssues of her art which have heen i prepara-
tion for twenty years A close examination of
them makes evident the whole quality of her
contribution to the contemporary dance, and
allows us to see the final directions 1t 1s tak-
ing, without attempling a historical summary
which, because of 1ts scope, would be largely
a calendar of names and dates By now the
earlier wotks have been quite fully chronicled,
whereas the development of Graham’s art into
a split between the more literary or narrative
and the abstiact has been less so

This distinction, between the narrative and
the abstract, 1s the simplest possible one to
be made between Letter to the World and
Dark Meadow, for instance, although 1t re-
fuses to cover the entire case It does not suf-
fice, of course, for the obvious reason that
none of these works 1s interested in establish-
g purity or 1s ceekmg to set any preoedent
Graham, like other figures of her stature, is
not much concerned with the theoretical scaf-
folding from which works of art are pre-
sumed to hang by their teeth To quote di-
tectly

BY ROBERT HORAN

I am interested only m the subtlc bemg, the
subtle body that lies heneath the gross muscles
Every dance 1+, to some greater or lesser extent,
a kind of fever chart, a graph of the heart I do
not compose 1deologically and I have never con-
sidered my dances 1n any way ntellectual What-
ever theory may be read mto them proceeds from
the material and not vice versa

This 1s a plamn, honest statement, and of
special importance because there 1s a tend-
ency, both among dancers and the general
audience, to think of Graham, indeed, of all
“modern” dancers, as primanly exponents of
a movement, with a primer of aims and amh-
tions, undeviating sets of principles and preju-
dices, and on the whole a rather intellectual
approach to therr art

The fluctuation, then, between the narrative
and the abstract 1n Graham’s dances 1s with-
out particular calculation, except m a work
like Letter to the World which 1s openly com-
mitted to literary reference The specific con-
tent of her most recent works 1s rarely set in
motion by narrative, representatlonal ele-
ments (agamn we have an exception, Punch
and the Judy, which 1s intended as a satire),
but she does, on occasion, borrow from a loose
literary structure which seems a gesture of
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dubious value at best Because, within this
framework of identified figures or “char-
acters” (such as one lhike Jason in Serpent
Heart) the real invention 11ses out of a purer
and more immediate emotion than any sup-
phed by text or program So that, at these
moments, one can have the feeling that
Graham 1s straming to keep within the limits
of an arbitrary subject, or 1s trying to give her
title some definition

A chronological examination of her recent
works should make this more clear, 1llustrat-
ing at the same time the diversity as well as
the repetition of her work, and that abundant,
provocative mmagination which makes her
such a umque figute m the contemporary
theater Any attempt to suggest the power and
poetry of her perconal performance must re-
main merely a claim to be substantiated
within the theater The photographs reveal
these qualitics, even 1f fractionally, sull
better than verbal description

PUNCH AND THE JUDY

Punch and the Judy 1s, at the same time, the
carliest and the least interesting of the works
considered here 1L 15 a satire without 1rony,
that 1s to say 1t remains a kind of farce, ribald
and broad, without beng really witty, as
Every Soul Is a Circus 1s, and yet holding 1ts
head somewhat above the level of burlesque
Its noisy commentary upon rotary clubs, mn-
terpreted American history, domestic day-
dreams and quarrels, necessitates a narrative
pattern filled with pantomimic gesture, and
so 1t falls cleanly imnto the arena of pue
theater It 1s possible that since ats first per-
formances, some of the exce<sive vigor 1t now
displays 1s the result of playmng up comedy
situations until the balance and proportion of
the dance are endangered It 1s a work per-
formed with verve, and 1n Miss Graham’s case
with subtlety, but without that caution and re-
spect that her more serious works receive Her
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company seems to feel increasingly at hberty
to distort the original pattern, to the end that
the work has become cluttered with innuendo
and downstage grimacing It shows, however,
the great variety of accent of which Graham
1s capable If its original intention was to he
a more serious and pointed work, we can only
regret the circumstance that deflected 1t The
bouncing and sometimes vulgar score by Rob-
ert McBride would be difficult to have set
differently, but that should have been a matter
of foresight rather than regret

Graham has an extraordinary capacity for
serious comedy, a shrewd and delicate rony,
which could amuse and touch us at the same
time If she could ind a subject of this sort
with less narrative detail, crisper and more
calculated than Punch and the Judy, she could
undoubtedly make from it a work with the
same choreographic sophistication, and play
it with the same energy which she now 1e-
serves for more taxing works Punch and the
Judy has been, of course, a ballet of consid-
erable popularity, particularly on the 10ad
Its theatiicality admits a more elaborate stag-
ing and a more individual treatment of her
company, and 1t allows an audience, built up
to a considerable tension 1n other works, to
relax, laugh and free the attention The othe:
most marked occasion when Graham concedes
her entire company this choreographic indi-
viduality 18 Deaths and Entrances

DEATHS AND ENTRANCES

Deaths and Entrances stands in a cntical re-
lation to Graham’s earlier theater picces like
Letter to the World and Every Soul Is a Curcus
and the later abstract theater of Dark Meadow
and Serpent Heart It still depends upon a
defined physical setting, the gloomy cavernous
house 1n which the three sisters enact their
blind battle, 1t still partakes of a vague Iit-
erary atmosphere, and uses stage properties
which are too realistic to escape symbolic ref-
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erence, such as the goblet and the shell and
the chess figures; its use of pre-Victorian cos-
tumes and the thin funereal veils all suggest
the period and poetry of Letter to the World.
And yet it is hanging on here only with one
hand. Its most powerful and communicative
moments are long stretches of irrational and
abstract movement, very loosely associated
with any theatrical drama we already know.
Whereas in Letter to the World. the actual
identification of the dancer with Emily Dickin-
son informs the dance with a special pathos
and precision (for instance, The Little Tippler
with its drunken, coy humor; the tender and
lonely Blue Seas section: the scenes with the
Ancestress and March, and the New England
funeral), in Deaths and Entrances, it is exactly
at those moments when the dance escapes into
an upper air outside of its own pretensions
and becomes a submerged but general drama,
with its strange urgency and bewildered grief,
that it is most touching. In Letter to the World,
then, Graham created a ballet-theater with a
libretto and characters and cumulative plot,
although there is no exterior “action” as such;
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and this is done with such unity and definition
that it makes Letter to the World a master-
piece of its kind. In Deaths and Entrances we
are simply following an emotion, deprived
and turned in upon itself, thal issues in mad-
ness. Perhaps it was this final “mad scene”
that led Edwin Denby to remark in his review
of the dance that “no more sincere actress
than Miss Graham exists in the American
theater.” It was possible and justifiable to
think of her performance in this double light
of dance-acting. (This scene is incidentally
of a peculiar, frightening power. 1 have
noticed audiences shrinking back into their
seals as it builds up its imagery of derange-
ment.)

The elements in Deaths and Entrances that
imply a shift into a purer medium occur fre-
quently: the looped, birdlike solo of Graham’s
in the latter half of the piece; the dance for
four men, with its aerial counterpoint and
even a suggestion of individual conflict, which
was, up to this point, the finest choreography
for men that she had done. The ambiguity
of meaning in a dance like Deaths and En-



trances arises partially from Graham’s use of
stage properties, like the goblet and chess
pieces, which she clearly intends as spon-
taneous associations to further and enrich the
action, like childhood’s uncalculated memo-
ries, but which the audience worries into the
foreground, trying to read into them some
larger significance, usually of a Freudian
nature. Graham would certainly prefer her
audience to look at them in their particular
use, and not damage the continuity of the
dance by trying to divine them as obscure and
calculated symbols. But to an audience al-
ready uncasy about meaning, this is a difficult
discipline.

Deaths and Entrances has a very beautiful
scheme of climactic movement, for which
Hunter Johnson’s score is theatrical if not

musically very inventive. The movement

MARTHA CRAHAM

builds, with less interruption than Letter to
the World, to its peak, using thematic phrases
to unify separate sections. One is never aware,
for instance, of its extreme length as a ballet.
The possessed performance that Graham gives
of it, superbly controlled in technique (and
it could have become a tour de force), makes
it perpetually engrossing to watch. Its few
weaknesses occur only upon reflection, and
they are not of such a nature that on reseeing
it we do not feel bound up again in its bril-
liance and its desperation.

SALEM SHORE

Salem Shore seems somewhat thin and false
in its emotion, not as Graham dances it, but
in its conception. Its tenuous, romantic sub-
ject has a blurred, hurried look, and the clear

Deaths and Entrances. I’hoto by Cris Alexander.
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Salem Shore. Photo by Cris Alexander.

and sometimes radiant performance which
it receives does not obscure its fundamental
ineffectiveness. The plucking motions at the
skirt as she dances in and out of the circled
vine at the beginning are very strong, and the
balladlike section, with its pathetic exuber-
ance, is touching. These isolated moments
make apparent what the dance might have
been, but its essence is diluted and repeats
technical facilities of the choreographer where
inspiration has faltered. Tt indicates, how-
ever, a certain willful tenderness (which has
also shown itself in Letter to the World), still
far from defined, but a valuable addition to
Graham’s vocabulary, and deserving amplifi-
cation in a stronger work.

The occasional use of spoken lines, like an
extra instrument in the orchestra, is here very
loose and distracting. They do not serve as a
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bridge between the dance and the audience in
any continuous way, nor even as an ornament
to the action, but are halting and apologetic.
They do make clear the subject of the dance,
but surely that should be the business of the
dancer. The score by Paul Nordoff is one of
the saddest with which Graham has yet been
hurdened. Its poverty of suggestion only un-
derlines the smallness of feeling on the stage.

APPALACHIAN SPRING

Appalachian Spring is, perhaps, the most suc-
cessful of Graham’s lighter or tenderer dances.
Not that it is less serious than other works,
but what it reveals is simpler and more open,
and has an emotional bias different from the
works surrounding it.

The group of young girls in their nervous
spirited cavorting remind one of children
who, on a nod from their mother, are allowed
to play a few more minutes before prayers.
The variations on square-dance figures which
they do, and the counterpoint they make in
games around the preacher, have both charm
and excitement.

Everyone has always seemed to dance Ap-
palachian Spring with unusual love and pre-
cision, as if it were a ballet they knew every-
thing about, and had very carefully rehearsed.
The entire company is at ease and at home,
unself-consciously American. Aaron Cop-
land’s score for this work is certainly one of
the finest Graham has ever worked with.
Its lyrical grace and rhythmic variety in the
use of folk material pay the dance the com-
pliment of independent imagination. The
movement, il is true, is in a lower key and
its invention less constant than in other works
of this period, but this is a shortcoming only
relative.

Appalachian Spring provides that variety to
a program for which Graham seems often
to have been searching, but without implying
a dance of a wholly different caliber, as Punch



and the Judy does, for example. The audience
feels that 1t 1s shill within the same theater,
but looking at another landscape, this one
more relaxed and blown over by tho<e free
winds and waters which the title suggests. It
1s particular, local, and subtle, just as Amer-
can Document was general, pretentious, and
vulgar (although 1t developed, incidentally,
some marvelous group choreography and con-
tains some of Graham’s finest solos from this
period)

Graham has a remarkable talent for -
voking her heritage and environment almost
as an unconsclous gesture, except in those
lapses of planned and patriotic effort of which
her old and discarded solo Columbiad was a
disarming example The fact that she disdains
the use of exotic materials 1n her dances may
have gamned impetus from that period n
which she worked with Shawn and St Denis
in an emotional tour of the Orient Deep Song,
for example, a solo done during the c¢nitical
period of the Spamish war, reflects that coun-
try and people 1n 1its patterns, cadences, beat-
ing heels, and arched bhack, but very indi-
rectly, without ever attempting to imitate or
1eproduce Spamish movement

What Graham has developed are more dis-
tant and deeper influences, archaic or primi-
tive movements, some of them suill surviving
in the Mexico and Southwest which she has
visited, and all manner of ritual styles, which
she feels fundamental to our dance history.
These ritual patterns actually provide an
aspect of formalism in her dances, in some-
what the same way that the physical etiquette
of court ceremony has nfluenced the ballet 1n
its severe, upright elegance. Like the Greek
dramatic structures, the Catholic mass, the
rain prayers and witcheraft exorcisations, they
are a continuous, formal history Her use of
them can be conscious and explicit, as
Primitive Mysteries and other dances of that
period (perhaps 1t 1s the moment to reaffirm
that Primutive Mysteries 1s a classic of this or
any dance history), or 1t can be a structure

MARTHA GRAHAM

well beneath the surface as in Dark Meadow,
or the archaic, oblique postures of Herodiade

HERODIADE

Herodiade 1s a solo of astomshing power
This 1s said knowing, of course, that techm-
cally 1t 1s a duet, and not to mmimize the
quality or necessity of Miss O’Donnell’s per-
formance But 1t 1s a solo in the sense mn
which the whole substance and conflict of the
dance 1s focused upon Herodiade, and 1s
worked out by her without any reference to
the figure of the attendant, except as a
habitual presence, a secular figure like the
Greek chorus which points up the tragedy
The nurse 18 almost the spectator transferred
to the stage (the conscience of the audience
made active), handing Herodiade her brush
or mantle or murror, stepping back to com-
ment or to warn, but unable to interrupt what
1s already inevitable 1n the opening measures

This destiny that Graham has grappled
with 1n several pieces 1s not to be nterpreted
as any sumple vanlety of predestination 1n the
ancient sense of Fate It 1s moie nearly the
1esult of fixated and fized emotion which,
when 1t has torn down all of 1ts restraint and
refused any offer of love or reconcihation,
will rush headlong into self-destruction It 1s
possible to adduce this emotion from fear, as
m Deaths and Entrances, or from mexorable
pride and desire, as 1n Serpent Heart, a long-
mg for freedom through the agency of de-
struction Or 1t can be mterpreted 1n the same
way as the 1ssue of that extreme zeal that
wrapped Joan of Arc in a numbing cloak
when she stepped into the flames, or which
drove Emly Dickmnson, in her virginal dress,
deeper and deeper nto her own house. A line
from Dickinson which 1s used in Letter to the
World, “‘there 1s a pan so utter 1t swallows
being up,” expresses 1t very succinctly.

In Herodwade, and 1n the “mad scene” at
the end of Deaths and Entrances, Graham may
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be using this extremity of emotion almost to
frighten her audience into some awareness of
its danger and its power. She is not using it
decoratively, with pathos and crooked grace,
as it is used in Giselle, certainly; she is not
using it eccentrically, or to delineate specific
character. Its use is no more strained or sym-
bolic than Kafka’s cockroach in the Metamor-
phoses or the machine in The Penal Colony;
a kind of privately deranged world in which
some fragment of emotion has been allowed
to become magnified until it crowds out every
alternative.

Like a portrait of genius, these dances are
intended to show us our own humanity illu-
minated in their intenser glass. Graham is not
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Appalachian Spring. Photo by Arnold Fagle.

here concerned with morbidity or joy or hero-
ism, but with “the graph of the heart.” It has
led her into constructing the visual comple-
ment of some fevers that have rarely been de-
scribed outside of poetry, and she has done
this, in a dance like IHerodiade, with a unity
of purpose, a beauty of design, and a com-
pelling execution unique in our theater.

The cautious, romantic score Hindemith
devised for Herodiade does nol seem to me,
for all its independent distinction, very pro-
vocative for a dance; much less so, for in-
stance, than the theme and variations of his
Four Temperaments, on which Balanchine has
recently made a ballet. The décor for Herodi-
ade is discussed in a later section.
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DARK MEADOW

Dark Meadow is perhaps the clearest and most
unified dance that Graham has done in the
last few years. Stark Young has described it
as fascinating in its creation of a genuinely
abstract theater. It is also an intensely poetic
insight into the motive and history of gesture,
almost a research on emotion. Its faults are
due to undue haste and to a wooden, bloodless
score that has about as much relation to
Graham’s intention as would Gaieté Parisi-
enne. The long string quartet in the middle,
which supports some superb choreography, is
pedantically dissonant, with less rhythmic dis-
tinction than a vacuum cleaner. The opening
“primitif” section and a few measures for
winds supply the only musical relief. It is a
surprise and a disavpointment that someone

Appalachian Spring. Photo by Arnold Fagle.

who has written a score like Antigone should
have chosen this occasion to clean house
musically. Another fault is in the costumes
which narrowly miss articulating the move-
ment because of a certain fussiness of design
and sloppy exccution. The set is superb. Its
curious blend of naiveté and sophistication
is exactly suited to the nature of the work. Its
small-scalec monuments and fetiches establish
remoleness more accurately than any period
design. At his best, and this is it, Noguchi it
one of the most poetic designers in America.
Graham should not use such rare effects as his
to the point of monotony because, like masks
or archaic gestures, they lose some power in
indiscriminate repetition.

Seeing Dark Meadow recaptures that re-
markable fantasy that the theater holds for a
child. Its enigmatic imagerv. its unreal com-
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Herodiade. Photo by Cris Alexander.

ment on our own reality, have the quality of
a violent fairy tale. It suggests with amazing
intuition a sense of history that swims slightly
out of sight in us; a dim, primitive memory
like that of a child trapped in a wilderness.
That is why its frank sexuality seems so pow-
erful and inoffensive. It is never tricky nor sug-
gestive, but as honest as an animal surprised
by a camera.

Graham’s own solos are uneven, wavering
slightly between earlier styles and genuine
discovery, and not quite accurate in their
rhythmic emphasis. The saraband for three
couples is certainly one of the most brilliant
pieces of group choreography in her reper-
toire. With its lifts like crucifixions, and its
slow distortions as of figures moving through
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water, it reveals a variety of reverence among
these couples for physicality; that springlike
adoration of animals and lovers among their
fires, branched, tender, and passionate, a force
trembling and tired with desire, then quieted
in suspense, as with an arched and hung wave
before it breaks. It shows such a faultless and
sensitive invention that it makes one regret
the dry, busy stretches in some earlier works
where the group seems introduced more out of
charity than conviction. Graham has not al-
ways handled large group movements on the
stage with the same ease as individual move-
ment, and Dark Meadow is a fine exception to
this insecurity.

There are direct and indirect images in
Dark Meadow that suggest archaic memory.
The brief moment where Graham bends for-
ward from the waist touching her hands to
the floor and runs rapidly forward, a scuttling,
prehensile animal, then as suddenly erect; a
compulsive effortless movement that flowers
out of the preceding phrase and submerges
into the oncoming one like an unexpected
light. It might easily be missed so little is it
stressed, and yet it becomes almost a key to
this section.

Graham’s whole company, entrusted with
greater responsibility in this work, perform it
with a physical devotion and intensity that
is very moving, in much the same spirit that
some of them have danced Primitive Mys-
teries, an instinctive tribute to its quality.

SERPENT HEART

Serpent Heart, the most recently performed
of Graham’s dances, also develops a ritual-
istic pattern, at least internally. Its move-
ment, like that of Herodiade, is al times very
archaic, which suits its Medean subject. And
its vindictive passion is very formally built,
interrupted, as were the Greek dramas, by
stanzas of choral comment, poetic odes which
halted and explicated the meaning. As first



given 1t was somewhat the vicim of circum-
stances an overcrowded, airless lecture hall
instead of a theater, and a work rushed head-
long into production a little too early Both
its title and many of 1ts parts are now 1n
revision, and 1f this adds clanty to its other
virtues 1t should be one of Graham’s finest
works Her own solos in the piece are very
beautiful as they stand, although their the-
atrical focus seems a hittle awry They are still
expermmental toward their audience, and give
the 1mpression of bemg more internally felt
than they are projected

The manipulation of four dancers comment-
ing upon, or rather using as a foundation,
the Medea legend, 1s a comphcated under-
taking It 1s attempting to give great dimen
sion 1 a work of almost chamber size Per-
haps 1f the 1ssue 1s settled as to whether 1t 1s
to be a legendary re-enactment of the Medea
in contemporary dance terms, or a dance with
slender threads that reach as far back as the
Medea, the mmtial confusions will be over-
come As it stands, one remembers everything
m 1t as separately forceful and striking, but
discontinuous One 1s not engaged 1n the flow
of the work from beginning to end, but 1nter-
muttently, as 1f one had closed onc’s eyes for
a moment between each section and opened
them somewhere further along, having missed
an essential link The relation between One
like Jason and One like Medea was perhaps
most seriously at fault, having begun at some
undetermmed point, as 1if the stream were
without source and one started by throwing
oneself m the middle The role taken by Erick
Hawkins suffered more fatally from this, n
that he became, at the very outset, a foil for
an emotional cnisis already developed in the
Medean figure, and could only aggravate her
further into her crime

The choral interludes have the compact
poetry of odes, and May O’Donnell has man-
aged to impart to them a lyrical, cunning
strength that 1s appropriate and moving

In her own role Graham develops disturb-
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ing, frightened flashes of unpredictable move-
ment, a kind of crippled, hunted lurching of
the body from one stage area to another, re-
lentlessness, pride, avidity, arrogance, soli-
tude Her long solo with the snakelike strip
of cloth 1s almost a variety of sympathetic
magic, a self-aintoxication giving impetus and
courage toward the enactment of her crime
The tiny, fluttering beat of the body that be-
emns 1t, and the incantations that ornament 1t,
are extraordinary The coppery cage which
Giraham pulls over herself at the end appears
1o emphasize an msecthike inhumanity, the
mythological transformation of a woman
who, by her crimes, has turned herself away
from humanty, and stands frozen, immobule,
a huge bronse structure like a grasshopper in
a desert Very provocative, too, 1s the handling
of the bunal cloth 1n which she drags in the
princess behind her heels, finally enmeshing
the figure of Jason in its folds

One 1s conscious 1n this work, as 1n others
of Graham’s, of a stauc quality that occurs
when she or another member of her company
retires 1nto nactivity 1n some nook of the
stage, warting to be spun back into the dance
at a further point They do not exist and enter
onto the scene plainly enough, but often keep
themselves m blank evidence, like silent fig-
ures 1 a play waiting for therr cues This
damages the freshness of the image when they
rejoin the action

The use of various stage levels, accom-
phished on Noguchi’s strange volcamic décor,
was extremely interesting, and 1if all of these
disparate elements are unified and given the-
atrical shape, the full, inhibited power of the
dance should be released, in all of its now
implied formal beauty

Samuel Barber’s score is brilliant, bitter,
and full of amazing energy The alternation
of parts, like the swing of a pendulum, be-
tween relaxed lyrical flow and tense angu-
larity make a wonderful scaffolding for the
tragedy Its very real beauties were muffled
(and this is true of much of the more com-
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Dark Meadow. Photo by Arnold Eagle.

plex music for Graham’s dances), by an
initial performance that lacked accuracy and
spirit on the part of the orchestra.

THE STAGE OF ISAMU NOGUCHI

The quality of Noguchi’s imagination, his
great skill and tenderness in constructing
stage images, are very sympathetic to Gra-
ham’s intention. All of her most recent works
have had his artistic collaboration. Certainly
she is in a difficult position in relation to the
choice of stage décor. We do not conceive of
her dances in front of a drop by Chagall any
more than we can imagine her dancers cos-
tumed by Berman’s tireless Renaissance hand.
This leaves her, often, with something less
than a theater stage—a kind of studio im-

“
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provisation, open, hut intricate to look at, as
in Serpent Heart, where the low-lying objects
on the stage seem as much to be personal
hazards to the dancer as they are formal
decoration to the spectator.

Graham does not dance within a set, but
on a stage which she can use, that has some
nearer function than that of the eye. She
prefers to climb over set pieces, move, carry,
refocus the objects of her stage as an animal
moves in his scenery, a kind of traffic with
nature in which everything is, at some point,
alive and capable of change. To this extent,
then, stage paintings do not serve her purpose.
Her stage and her costumes require, however,
more mobility than they have yet had, more
color and range of detail, or some sharper
relation between subject and ornament. If
there were more designers trained to adopt
stage space as something living and flexible,
rather than as a vacuum enlivened by a par-
ticularly large painting in front of which
small people in fur or feathers parade their
implausible humanity, then dancers like Gra-
ham would have a wider and more varied
choice.

The Noguchi designs for Appalachian
Spring, which is spare and formal without
being empty, and Dark Meadow, which is
more complex in its symbolism, more sophis-
ticated in form and use, are those I like best.
Deaths and Entrances, designed by Arch
Lauterer, still seems inadequately staged, dull,
stiff, and gray, without that accent on texture
and shape which might help to direct its
meaning. Herodiade, again of Noguchi, is
somewhat of a museum picce. One would like
to walk around the skeletal mirror as one
would a piece of sculpture; as a stage con-
struction it is too intimate and nervous. The
audience must look from it to the dancer, and
the simultaneity of the image is destroyed.
The chair in this piece, however, is lovely
furniture, and reveals that painstaking crafts-
manship which makes the seeds of the apple
in Penitente as delicate and precise as the



house in Appalachian Spring. Graham is for-
tunate to have found in Noguchi so sympa-
thetic a collaborator, whose insight and imagi-
nation have added immeasurably to the beauty
of her theater.

It is difficult to separate the quality of
Graham’s choreography from her personal
performance for several reasons. Partially,
because the burden of almost every work,
particularly those most recent, falls upon her.
She has constructed for herself the most lu-
minous moments of its being, those epiphanies
and periods of knotty intensity where the
whole work can reveal itself as in a flash of
light. She is the continual protagonist, the
center of conflict; in its simplest theatrical
sense, the heroine of her ballets. This is ren-
dered more acute by the fact that there is
really no hero. There is a parade of figures
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Dark Meadow. Photo by Arnold Eagle

that interrupt or influence her destiny, to a
greater or lesser degree; there are combatants
and lovers, and until recently these are almost
identical in Graham’s work; there are phan-
toms or conspirators. But there is never a
figure outlined with the same human scale,
and portraying anything like the complex
range of psychological motive which she re-
serves for herself. This is not entirely sur-
prising from so superb a dancer as Graham,
and in this connection, we can afford to over-
look her own sincere contention that she is
a dancer primarily and not a choreographer,
or that she thinks of herself as a dancer who
has had to arrange her dances “because there
was nobody else around who could do them.”
The whole point, of course, is that there was
nobody else around who could do them, or
anything like them, and there the problem
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of creativity and invention determined her
choice.

However, the burden of her programs for
herself as a dancer is enormous; much too
great for the good of her own performance.
If she trusted her company to a greater par-
ticipation in them, it would relax the fantastic
demands that continuous dancing puts upon
her, and might influence her choreography for
her company in a more objective and reward-
ing direction. This has already happened to
some extent. It would be interesting further
to see Graham create works for her company
alone, in which her whole effort was concen-
trated on making a ballet as expressive with-
out her as it would be with her. Perhaps, then,
her sophistication in pure movement, disso-
ciated from her own physical manner of per-
formance, would be thrown into relief. Works
of this kind, moreover, would be much simpler
to hand down to another generation of dancers
than many of those which are so dependent
upon her unique physical capacities as a
dancer.

“Technique only services the body toward com-
plete expressiveness.”

It is not the business of an audience to be
sophisticated in the matter of technique, but
in the matter of meaning. One of the destruc-
tive emphases which ballet discipline has un-
wittingly encouraged in its audience is the
recognition and worship of technique as such.
Technique is professional; it is the artist’s
and, at most, the critic’s concern. Knowledge
about the intricacies of technical performance
is a pathetic substitute for understanding of
an art, as any studio full of dancers or
musicians can well demonstrate. Graham de-
pends less upon this professional insight from
her audiences, and this throws them into
some confusion. Too many among them have
been accustomed to narrowing their eyes
for the sign of too much preparation for a
pirouette, possibly because there is so little
beyond that to look for. We are burdened
everywhere with a conception of technique
that muffles instead of clarifying the human-

Model of Noguchi's set for Errand into the Maze. Photo by Rudolph Burckhardt.
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ity and force of performance. Dancers work,
amd know it as their constant necessity, to
perfect an instrument so that it may be free
of restriction and capable of the widest and
truest inflection in motion; free from dis-
honesty and uncertainty; alive, spontaneous,
and exact.

But the dry dazzle, the fitful and deathly
quality that victimizes much of the dancing
in our time, is the inevitable result of this
technical parade and competition between
dancers, and between dancers and their au-
dience. This can be achieved, of course, only
where a standardized vocabulary, an end-
lessly repeated repertory, make recognition
and comparison a dilettante’s pleasure. This
state is often referred to as classicism. Many
performances of “classic” ballet that we see
today cannot, with the utmost charity, be
called anything more than a perpetuation of
historical mistakes. They lack that stylized
and formal accent, an action that takes place
in bright, thin air, tight and full of grace,
as dependent upon myth and tradition as a
totem pole or a minuet. As it stands, they
often succumb to the imitation of old photo-
graphs, or become vehicles for glassy com-
petition in the realm of cold technique.

It is not pertinent that Sylphides or Giselle
should look contemporary to their audience
(this does not apply, of course, to décor and
costume) . They should, on the contrary, look
old, as old as they are, the way Botticelli,
Renaissance furniture, or Bellini arias look or
sound old; the way even Primitive Mysteries
looks old next to Dark Meadow. That is the
way it should be, and it does not lessen their
effect, or turn them into works of period
peculiarity, to emphasize this quality. Rather
it emphasizes their intimacy with time, a
close, valid, temporal relation. Their genuine
modernity is in question just as much at the
moment of composition as at any time there-
after.

Of course, every performance is contempo-
raneous, and suffers or gains from the burden
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of our position in time, the patina of inter-
pretation, whether toward clarity or indis-
tinction, that time has set upon it. A constant
revision of standard works is being made, in
an attempt to lessen the distance between their
time and our own, and is self-defeating. What-
ever permanence or value they have as works
of art is inviolable when they are given as
they were made, with a precise, unapologetic
honesty, and some conviction of that value.
The physical restaging of works in each gen-
eration must take this into account. It is suf-
ficient flattery to assume that we know how to
execute an intention without presuming we
can improve upon it. Primitive Mysteries and
Frontier are landmarks in a particular dance
expression, and they gain greatly, when they
are restaged, from having been unmolested by
revision.

Like all great dancers, Graham is not in
competition with anyone but herself. As with
Markova or Argentina or Nijinsky, one would
not say that she danced better than someone
else, but better than she herself did last week,
or not so well as last season. These dancers
became standards for judgment because they
set them and were alone capable of maintain-
ing them with any consistency.

There are qualities in her style of move-
ment that belong to no one else, and are the
unmistakable seal of her personality. Her
body, moving on the stage, is built like a
series of diamonds joined at their points, with
the whole tension that releases movement
knotted at the center, at the pelvis, and at the
base of the spine. This source of energy that
radiates outward, which we notice also in
primitive dancers, the Oriental and the Span-
ish to a much greater degree than the Occi-
dental, destroys terminal grace that flowers
at the wrist and the ankle and in the tilt of
the head, and replaces this loose ornamenta-
tion with gesture more deeply controlled and
personally expressive. When the hand is not
taut and assuming a definite pattern, it is re-
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laxed from the shoulder blades without being
limp, the fingers extended without tension,
very seldom curved sharply inward like petals
The extension of the middle finger lengthens
the hand as 1t moves through space, and does
not swing the movement back in upon itself
The head rises out of the stem of the neck
completely vertical when at 1est. The remark-
able articulation of the face 1s not merely a
happy accident of nature, but comes from a
fluidity of expression that 1s so constant and
evanescent that 1t has the anonymity of a
mask This 1s quite another thing from the
frozen expression of beatitude, or the drained
mask of effort that 1s nonexpression. The very
elongated torso, thinned at the waist and flat
i the chest (Edwin Denby has pointed out,
mn his commentary on photographs of Nijn-
sky, the similarity between his [Nijmnsky’s]
and Graham’s posture 1n this respect) , services
the body toward greater speed, and knits to-
gether 1ts parts so that 1t 18 not jointed, but
moves 1 a wave through the body lke the
successive rippled movement of an amimal.
This simultaneity can be broken up by the
particular angularity of movement that Gra-
ham uses, which 1s phrased and accented so
differently from traditional balletic move-
ment that 1t comprises almost a new vocabu-
lary But her fundamental training of the
body 1s not romantic, and tries to avoid the
distortion and personal expression of her own
choreography

There are really three problems n teaching
technique 1n her own studio The first must
deal with that host of nondancers whose needs
are for a more controlled or a more liberated
expression; a sense of the body m any kind
of motion, posture, speed, grace, flexibility,
and honesty The second must adapt 1tself to
the needs of dancers, any dancers, that 1s, as
a basic training 1n the sources of dance move-
ment The third element of technique 1s di-
rected toward the particular needs of her com-
pany, to serve as a technical basis for some of
the problems that arise n her choreography
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and in therr own work This 1s an enormous
teaching problem, especially when circum-
stances demand that these separate approaches
be combined 1n mixed classes

Graham’s teaching can be invaluable as a
technique for controlled and varied expres-
sion The fact that some dancers tramned in
her school have used 1t otherwise 1s unfortu-
nate, their assumption that they must each
choreograph for themselves, their constant
repetition of technical and expressive devices
which properly belong to Graham, suggest
that there 1s yet no standard vocabulary or
compositional approach for the contemporary
dance, as there 1s for ballet or for music If
this 1s desirable, 1t seems to me 1t can be built
only out of the same generations of accumu-
lated effort which 1t has taken to establish
these arts m their own traditions One of the
reasons this 15 not happemng 1s because the
“modern” dance cannot yet, at this point n
its hustory, attract and hold enough dancers
of the same proficiency as can the ballet, for
reasons of its inferior finances, reputation,
and glamour It 1s only now, after generations
of continuous effort, that the ballet has inter-
nationalized 1tself sufhaently to be able to
make any kind of a company with purely
local dancers The modern dance has devel-
oped most particularly m this country Out-
side of Mary Wigman (could one include the
modernized ballet style of Kreutzberg?) there
have been no major figures in European danc-
g of this kind Perhaps Graham has greater
sympathy and relation to the style of Antony
Tudor than to many other, more “modern”
dancers (Her own techmique consciously
makes use of a great deal of fundamental
ballet traiming ) But wherever young dancers
in this art appear, they deserve, beyond the
most professional and perceptive criticism,
some further encouragement, rather than the
nervous and jealous refusal that 1s often the
reaction of those interested groups anxious to
prove that this aspect of dancing 1s unlikely
to outhve 1ts first generation.



Graham has attempted, even if uncon-
sciously, to break down the traditional limit
of stage space in dancing. Weslern dancing
in the last few centuries has made a vertical
coffin of the stage, which is relieved only
when elevation or lifts establish a dramatic
stratosphere. The floor area is used in ballet
when someone drops dead from a love potion,
or kneels under the weight of a ballerina.
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Historically, there is ample explanation for
avoiding the floor as an expressive area in
dancing. To begin with, the dance was social,
upright, continuous with life as it was lived
in seventeenth- and cighteenth-century Europe.
The floors were not separate, enclosed stages,
but often parquets of inlaid wood, intimately
surrounded by an audience, hung over with
chandeliers, like salons cleared of furniture.

Primitive Mysteries. Photo by Barbara Morgan.
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The dance borrowed all manner of postures
from social ctiquette, from fencing; the nature
of the costumes prevented any extreme free-
dom in use of the body; the entire theatrical
convention stiffened and amputated expres-
sion. These motives no longer exist, except in
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a few minds and ballrooms, and should have
brought about a comparable modification in
dance technique. From the floor to the top of
the head at the peak of a leap is all usable
space for a dancer. He is surrounded by the
entire framed air of the stage. We can expect

Appalachian Spring. Photo by Cris Alexander
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of him that he shall, at some time, fill that - from contraction to release, like the clutching

space within his physical reach with his pres-
ence or design There are, of course, all of
those formalized dances, like strict counter-
pomnt 1n music, which accept an unnatural
himit for purposes of particular expression
But this limat refers to sacrificed space, 1t does
not :gnore 1t

If Graham has overemphasized the use of
the floor, and at times 1t has become a manner
with her, it might at least awaken other chore-
ographers to 1ts possibilities It can be argued
that the modern school has done this, and to
excess But these are the costs of imitation
1ather than of influence Young dancers, crawl-
ing around from corner to corner with fierce
determination, have done about as much to
implement this technique as have e <katers
m using balletic figures Doris Humphrey,
who has used the lower <tage area< in a very
creative way upon occasion, 1s, of course, an
exception to this eriticism

Recently, Graham has been using another
and more difficult area of stage space, half-
way between the floor and an upright posi-
tion, about the level of a deep, second-position
plie 1 ballet This springlike posture 15 vari-
able, and can be moved into and away from,
more quickly than the floor Another expres-
sive element 1n Graham’s vocabulary 1< the
fall from varying positions in different speeds
and accents, for widely separate purposes of
expression It 15 a powerful, contracting move-
ment the fall from the knees across the front
of the stage 1n a repeated arc mn fust solo,
Deaths and Entrances, the circular drop m
the final solos 1n Letter to the World All of
these movements, because of their ntensity
and unfamiliarity, somehow <uggest an ex-
treme condition of feeling, and this 1< the way
they are ordinarily used The aircular turns
with leg extended 1n the “Blue Sea” section of
Letter to the Woild, are a vanation of that
astomshing extension more evident in Frontier
or Every Soul Is a Circus Also typical of Gra-
ham’s personal style 1s a beat of the body,

and releasing pattern of the heart Very
marked, too, 1s the archaic turn of the hips
toward the front of the stage, parallel to the
feet, likke women carrying vases on a Greek
statue, as 1t 1s used in Herodiade

When one says of Graham that she has been
remarkably courageous, 1t 1s not merely to
indicate that she has had to face great ad-
versity from her public or her critics, and the
whole constellation of problems that surround
and threaten mnovation These kinds of cour-
age we expect of an artist, although not many
artists exhibit them (It 15 only the fantastic
ingratitude of our society that 1t should resist
and attempt to smother the artist whose work
1s their eventual heritage ) The kind of cour-
age that 1s more rare 1n dancers 1s that toward
strong, personal emotion I composition
Graham 18 not afraid of extreme cmotional
statement, and this gives her work a passion
and humamty that are invaluable She does
not work with sentiment or the simulation of
feeling, and the emotional states of being n
her dances are not charted narratively, so that
audiences must follow this journey on an
unfamiliar ship This 1< why I msist that
Graham’s dances are not ntellectual or cold
or autonomous o1 grotesque They are un-
familiar, which seems hardly a criticism of a
work of art Part of their unfamihanty 1s
their honesty, which, at this imid and orna-
mental moment i the history of danang, 1s
a rare virtue If her audiences are sometimes
distraught at the 1magery of Dark Meadow, 1t
1s because they are so 1ll prepared to face the
psychological reality which 1s the basis of her
art It 1s rather like lighting an enormous bon
fire in the middle of an icehouse n which
everyone 1s comfortably frozen To their dis-
tress, the subject of Graham’s dances 1s not
danang

Thete 1s a 1eaction 1 certain quarters
agamnst Graham’s art that 18 of a piece with
the ammosity that has recently grown up
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Drawing by Charlotte Trowbridge

around figures as disparate as Joyce and
Picasso Leaving aside any deeper psycholog-
1cal 1mplication 1n this battle agaimst contem-
poraneity, 1t 1s at least typical of that nervous,
vocal periphery which begins to want back
what 1t imagines 1tself to have lost giace and
ease and charm, just a httle shocking and
off center perhaps, but not this frenzy of 1n-
clegant feeling, something cold and perfect
as a glass of water or a shice of Mondnan, but
no more of this disturbing poetry cloaked 1n
violence Most of these objections, however,
come from professionals, other dancers or
artists who feel the vahidity of their own
choice threatened, since I can only presume
that 1t takes an acrobatic intelhigence to ad-
mire Deaths and Entrances and Night Shadow
simultaneously. The secular audience has a
more natural ammosity as well as a more 1m-
mediate vision, upon which an artist lke
Graham sooner or later comes to depend

On the other hand, the danger, with a figure
like Graham, 1s that she has attracted and per-
petuated a legend, and her company and her
school have not been the least to suffer from
this sentimentality The inroads that such a
cult can make upon an artist’s time, energy,
and creative honesty are enormous And, ad-
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ditionally, they serve to ahenate that potential
part of Graham’s audience which 1s irmtated
and antagomistic to such excessive, profes-
sional loyalty. This 1s as wasteful as 1t 1s un-
attractive, but 1t still functions at the inter-
missions of her concerts, and thickens the
atmosphere of her studio It can only bur-
den her with distracling responsibilities, and
surely she would be relieved, as anyone who
has had to face 1t would be, 1f 1t were to die
1ts unnatural death This problem 1s, of course,
shared by many artists of her reputation, and
only intensified for those whose work depends
upon personal performance

There 1s certainly no effort more significant
in the development of the American theater
than that of Martha Graham The history of
an undertaking which has gone from Pruni-
twe Mysteries and Lamentation to Letter to
the World, Deaths and Entrances, and Dark
Meadow is more remarkable than our memory
permits us to admit. For whatever brilhance
and permanence these works have, or how-
ever short of any finality or perfection, their
importance may be more extreme in another
direction Graham has anticipated and battled
with a tremendous range of dance-theater



problems 1 her generation. Her discoveries
in this medium have influenced the dance
with such remarkable thoroughness that she
has been accused of imitating her imtators
At a further remove, this influence should
have a more rewarding and subtle effect upon

MARTHA GRAHAM

dancers. When the magnetism of her personal
performance, and the battle for recogmtion
are no longer the 1ssue, 1t may be realized that
the vocabulary of expressive movement owes
more to her consistent courage and 1maga-
tion than to any other dancer mn our time.

Drawing by Charlotte Trowbridge
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THE DANCE IN SHAKER RITUAL

1 RatuBuN, VALFNTINE Some brief hints of a
religious scheme Norwich, Connecticut, 1781
2 Shaker communities were located in New York
state at New Lebanon, Watervhiet (Nicke
yuna), and Groveland, in Massachusetts, at
Hancock, Tyringham, Shirley, and Haivard,
m Connecticut, at Enfield, in New Hampshire,
at Canterbury and Enfield, in Maine, at New
Gloucester (Sabbathday Lake) and Alfred,
Ohio, at Union Village, Whitewater, Water
vliet, and North Union, 1n Kentucky, at Pleas-
ant Hill and South Union, and in Indiana, at
West Union (Busro) Except for the one at
Groveland, formerly located at Sodus Bay, New
York, all the New York and New England com
munities were organized by 1792 The societies
i the Middle West were established within the
first thirty years of the nieteenth century
There are small surviving colonies today at
New Lebanon, Hancock, Canterbury, and Sab-
bathday Lake
3 Andrews’ Western Star Stockbridge, Massa-
chusetts, September 12, 1796
4 Ors1eriry, W O E The sacred dance a
study 1n comparative folklore New York, The
Macmullan Company, 1923 (Gves an elaborate
background of Old Testament reference )
Cf. the “proceedings” reported by the apostate
Brown i 1812 “Some of them described
circles on the floor, around which they would
stamp, grin and perform all manner of
grimace, and every act of disdain, they then
jumped within the ring and stamped with ut
most vehemence They considered the
carcle as representing sin in the world, and
their actions round and m 1t marked ther
displeasure and abhorrence agamnst sin, and

w

likewise their stamping in the ring with a noice
was figurative of the destruction of sin and
passing away of the old heavens, according to
the scriptural expression, ‘as with a great
notse *” (Brown, Thomas An Account of the
People called Shakers Troy, 1812)

6 Throughout its history, the United Society wel-
comed all nationalities “Families” of Negroes
were organized i the Kentucky communities,
at one time there was a small Negro order mn
Philadelphia, and A Imbert’s hithograph of
the Shakers dancing shows two Negroes among
the brethren In Ohio the Believers sent mis-
sions to the Shawnee Indians

7 Mlennal Laws, or Gospel Statutes and Ordu
nances Recorded at New Lebanon, 1821 Re-
vised, 1845 MS

8 LossiNg, BFnsoN The Shakers In Harper’s
new monthly magazme, July, 1857

Ri FERENCE MATI KIAL

Songs, dances and rituals of the American Shak-
ers (published by J J Augustin, New York,
1940, under the utle The Guift to be Sumple)
1s to date the only book 1n the present field
Based largely on manuseript sources, this
work gives the music of seventy nine and the
texts of over two hundred songs, several dance
charts and illustrations of dances, rituals,
and hand-wnitten hymnals See also Shaker
Songs, The Muswal Quarterly, New York,
October, 1937 (Both by Edward D Andrews )

The Believers themselves have had httle to say
on the subject of their interesting religious
arts One document only has much to con-
tribute to our knowledge of the development
of ntualism Isaac N Youngs’ unpublished
A Concise View of the Church of God and Of
Christ, On Earth . . ., completed at New
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Lebanon in 1856 To this may be added the

chapter, “Remarks on the Worship of God

the origin, practice and reasonableness ol

Dancing as an act of Divine Worship,” in 4

Summary View of the Mulennial Church, or

Urnated Society of Believers , by Calvin

Green and Seth Y Wells (Albany, 1823)

Other Shaker sources, in print and manu

script, are listed 1n the hibliography of The

Gift to be Sumple

References to Shaker worship are scattered

through the travel and historical hterature of

the eighteenth and nmeteenth centuries The

following are selected as perhaps the most m

formative

BrnTzoN, TH (Mme Theresa Blanc) Choses
et gens d’Amerique Paris, 1898

BuckinguaM, J S America, historical, sta
tistic, and descriptive New York & London,
Fischer, Son & Co, 1841

CuaNpLFR, SFTH  History of the Town of
Shirley, Massachusetts Shirley, The author,
1883 (Includes an account of Shaker wor
ship taken from the Berkshire American,
1850 )

Cokr, E T A subaltern’s furlough
York, J & J Harper, 1833

Extract from an unpublished manuscript on
Shaker history, giving an accurate descrip
tion of their <ongs, dances, marches, visions,
visits to the spint land, etc By an eyewit
ness Boston, 1850

GReFLEY, HorRACF A Sabbath with the Shak-
ers In The Knickerbocker, or New York
Monthly Magazine New York, 1838

Hamirron, THomas Men and manncrs n
America  Philadelphia, Carey, Lea &
Blanchard, 1833

Haskr rr, WiLLiam J Shakerism unmasked, or
the history of the Shakers Pittsheld, The
author, 1828

Hinns, WiLitam A American communities
(Rev ed ) Chicago, C H Kerr & Co, 1902

[.amson, Davib R Two years’ experience
among the Shakers West Boylston, The
author, 1848

Maxwrrr, Co. A M A run through the
United States London, H Colburn, 1841

MunskLr, JorL (ed ) Collections on the his
tory of Albany Albany, The author, 1867

New
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(Contams an account by the phrenologist
(George Combe of a viat to the Nickeyuna
Shakers in 1839 )

Noves, Joun Humpurry History of American
socialisms Philadelphia, ] B Lippincott &
Co, 1870 (Selections from the A J Mac
donald MS )

Original Shaker communities in New England,
The (The Plumer Papers, Frank Sanborn,
ed ) In The New England Magazine, 1900

TAYLOR, AMOs A narrative of the strangc prin-
ciples, conduct, and character of the people
known by the name of Shakers Worccster,
1782

Tupor, HENrRY Narrative of a tour in North
America London, 1834

JOHN DURANG

—

CHarrrs Durane History of the Philadelphia
stage, between the years of 1749 and 1853
(Partly compiled from the papers of hus father,
John Durang ) Published in the Philadelphia
Sunday Duwspatch, begmning with the 1ssue of
May 7, 1854

Cuarcrs Durane The ball-room bijou, and
art of danuang, containing the figures of
the polkas, mazurhas, and other new dances,
with rules for polite behaviour Pluladelphia,
Fischer, 1855

LincoLN KikstrIN The book of the dance
Garden City, New York, Garden City Publish-
ing Co, 1942 p 342

Quoted by Grorer C D OvrLL Annals of the
New York Stage New York, Columbia Um
versity Press, 1927 Vol 1, p 319

Quoted by Odell op cut, pp 347 348

O G Sonnkck Early opera in America New
York, G Schirmer, 1915 p 158 (Charles
Durang 1s also the author of another book on
dancing The fachionable dancers casket, or,
the ballroom instructor Philadelphia, Fischer,
1856 )

-]
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THE BLACK CROOK AND
THE WHITE FAWN

The Black Crook 1s well documented It was
one of the great phenomena of the nineteenth



century American stage, and while not the firot
spectacle of its kind, 1t 1s the prototype of a
genre of theatrical extravaganza which continued
m popularity for over forty years and created
the basis for the American music hall, variety
theater, musical comedy, burlesque, and vaude-
ville

The Black Crook was first produced at Niblo’s
Garden in New York on September 12, 1866, and
ran continuously for sixteen months Two years
later 1t was revived New York saw productions
in 1869, 1871, 1873, 1879, 1881, 1884, 1889 and
1903—and on the road 1t ran almost contin
ually until 1909, more than forty years after its
opening

New features and novelties were added in the
new versions (one contained the first roller skat
ing ever performed on an American stage) but
the ballet was the feature of every production
Hardly a single great American dancer of the
period failed to appear in The Black (rook at
one time or another “Legs,” said one of the
backers, “are a permanently salable commodity,”
but 1t seems from the reviews that the pubhc
was sincerely interested in the dance

1 Choreography for the revival was by Agnes
DeMille

THE DODWORTH FAMILY AND
BALLROOM DANCING IN NEW YORK

For references to soual dancing i the United

States consult

Macrirr, PavL A bibliography of dancing
New York, H W Wilson Company, 1936
pp 94 108

WRricHT, MABIL Oscoon My New York New
York, The Macmillan Company, 1926 pp
165 174 (Personal reminiscences of a pupil
of Mr Dodworth )

MARY ANN LEE--FIRST
AMERICAN CGISELLE

1 This Madame Augusta should not be confused
with Maywood The French ballerina enjoyed
a long and distinguished career 1n this country,

NOTFS AND BIBIIOGRAPHICAL DATA

while the American never appeared here after
1838 Before she attained stardom Mary Ann
Lee was often to dance supporting roles mn the
company of Madame Augusta
The Phiadelphia Saturday Courier, August
25, 1838
In s monumental Annals of the New York
Stage, George & D Odell mentions a per
formance of a piece called Guselle, or The
Doomed Bride, starring Mr and Miss Wells,
given at the Olympic Theatre, New York, on
November 1, 1841 A thorough search through
the fhles of the New York Tribune from Sep
tember 15 to December 1, 1841, has revealed
no mention of this production Mr and Miss
Wells were indeed appearing at the Olympic,
but on November 1 they danced “A new Comic
Harlequinade, Old Dame Trot and her Comical
Cat”

If on some other date they actually did give
a version of Guselle, 1t probably had httle to
do with the onginal ballet, which had been
produced at the Paris Opera just four months
earhier

[

9

AUGUSTA MAYWOOD

Lawrence and Redisha were Enghsh clowns
and contortionists then appearing at the
Cirque Olympique See Gautier, L’Art dra-
matique en France depuis vingt cing ans Vol
1, Ch XIII, pp 154155

-

* [CONOGRAPHY

Portrait, full length, dancing (in oils or water-
color?), panted by Henry Inman, New York,
1838, unrecorded since 1846

Lithograph La Petite Augusta-—Aged Twelve
Years—In the Character of Zoloe, mm The
Bayaderc Drawn on stone by EW C (Clay)—
Printed and published by H R Robinson, New
York, 1838

The Harvard College Theatre Collection and the
George Chaffee Ballet Collection have each a
water color of No 2_above These differ be-
tween them only i color details, both are un-
signed They may be by the original artist or
one or hoth by Augustus Toedteberg, who exe
cuted such works for lus superb extra illus
tratcd works on the American Theatre

265



NOTES AND BIBLIOGRAPHICAL DATA

Lithograph. Ad Augusta Maywood (sic)—la
Societa della Barcaccia nuova offriva nell’
Autunno del 1851 G Calza dis dal vero (To
Augusta Maywood—A new Souvenir from the
Barcaccia Society Drawn from hfe by G
Calza )-—Miard: lit —Litografia Via Ponte di
Ferro 1055 —(Vignette, 534 s wide x 7%
ms. high ) (Plate IV)

American Process Print of No 4, published by
A Toedteberg, “Portraits of Actors, repro-
duced from rare onigmals,” Brooklyn, N Y,
1893 (5%4 x63% h)

Lithograph Ad Augusta Maywood—Imparegia-
bile Danzatrice (Incomparable Dancer)—In
Ancona nella Primavera (Spring) del (18)53
Litog Maggi (Vignette, on India paper,
7x9h)

Lithograph Ad Augusta Maywood—nella Prima-
vera del 1856 in Ancona—Atto (Act) I nel
Ballo “Rita Gauthier” Aug Bedett1 dis—
Ancona, Lit Flli Pieromi (Oval, mn oblong
ornamental border in gold, 1214 x15% h)
(Plate VI)

Mr George Chaffee has also seen and noted, but
not with precise specifications, another Itahan
print of Maywood, a half-length study of the
dancer as Rita Gauthier

In the Theatre Collection of the Castello
Sforzesca, Milan, Italy, four further souvemrs
of Maywood are preserved and recorded m 1ts
catalogue, “Ratratti di Musicisti ed Artisti di
Teatro,” etc, (Milan, 1934), which we note as
follows

Lithograph Augusta Mayvood—in Ferrara la
Primavera del 1852 (Other details precisely
as for No 4 above, and same design, obviously
a reissue On India paper, 6%4x8 h See
“Rutratt;,” No 2791)

Lithograph Ad Augusta Maywood—Ravenna
Plaudente 1852 Miardi Iit (Bologna)—Lat
Angiolini — (Three-quarter length, front, n
costume, with facsimile signature 534 x 714 h
“Ratratts,” No 2792)

Lithograph Ad Augusta Mayvood—gh Anconi-
tan nella Primavera del 1853 A Bedett: dis —
Ancona, Lit. Pieron1 (Three-quarter length,
front, 1n costume, on India paper; 6 x84 h
“Ritratts,” No 2793 )

Lithograph Augusta Mayvood—Daniele dis —
(Plate to) Galleria Teatrale, Torno, 1857
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(Full-length, front, dancing; 10x12% h

“Ratratts,” No 2795 )

NoTtk. It 1s entirely likely that both Portuguese
and Austrian souvenir prints of Maywood exist,
a Paris print may also have been 1ssued We have
never seen any nor come across references to
them, but we suspect that they are to be found

GEORGE WASHINGTON SMITH

s

Philadelphia Press nd (ca 1884) American
Theatre Scrapbook, Vol 1V, New York Public
Library

Oesterreichische Rundschau Vol III, 1905
Letter of September 10, 1840

Another member of the company at the Wal-
nut that season was Mr G Hubbard, who later
danced with Mary Ann Lee 1n Boston, and 1s
mmmortahzed with her in a charming litho
graph of their bolero

4 Cuarrrk, GEOrGe Three or four graces In
Dance Index pp 141 143 New York, Septem
ber-November, 1944

Brasis, CarLo Notes upon dancing London,
1847, pp 141-142

George W Smuth 15 said to have been mnstru
mental 1n bringing a number of dancers from
Europe to this country Between his pantomime
engagement in Philadelphia in February, 1850,
and his reappearance at the Arch Street
Theatre 1n October of that year, he had ample
time for a trip to Paris He may have gone
abroad at the request of Brougham, then
building the Lyceum, arranged a contract with
Mile Ducy-Barre, and returned to the United
States 1n early autumn to fill an engagement
at the Arch before joining the ballerina in
New York for the opening of the new theater
For a fascinating account of the career of
Leon Espinosa, written by his son, see the
London Dancing Times, December, 1942, pp
104 106

Quoted by Wynpuam, Horacr The magnifi-
cent Montez London, Hutchinson & Co, Ltd,
1935 p 191

Govrpprre, Isaac The Queen of Hearts New
York, The John Day Company, 1936 p 245
10 Crapp, W W Records of the Boston stage
Boston, ] Munroe & Co, 1853 p 415
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11 RacsTeR, OLcA The master of the Russian
ballet New York, E P Dutton and Company,
Inc, 1923 pp 10-14

12 CHArFE, GLORGE American souvenir litho-
graphs of the romantic ballet In Dance Index
p 27 New York, February, 1942

13 Swmiry, Josepu C The story of a harlequin
In The Saturday Evening Post New York,
May 30, 1914

LOIE FULLER

1 The Archuectural Record, March, 1903

2 De la lov du contraste simultane des couleurs
et de lassortiment des objets colories

3 The manuscript documents concerning its
building are i the Department of Theatre
Arts, Museum of Modern Art

Lote Fuller’s autohiography was first pubhished
m France Quinze ans de ma wvie, préface
d’Anatole France Paris, F Juven, 1908 Pub
lished also  Boston, Small, Maynard & Co, 1913,
London, H Jenkins, 1913

Additional matenial on Loie Fuller can be
found 1n the following Green book album Chi-
cago, March, 1910, pp 356-463, L’artiste Paris,
1900, pp 353 370

MAUD ALLAN

My life and dancing London, Everett, 1908 (The
dancer’s autoblography )
For additional references to Maud Allan see*
CarrIN, CAROLINE and CHARLES Dancing and
dancers today New York, Dodd, Mead &
Co, 1912 pp 7082
MorcaN-PowrLL, SAMUFL Memories that live
Toronto, The Macmillan Company of Can-
ada, 1929 pp 231239

THE DENISHAWN ERA

1. Later Shawn appeared 1in Cecil B De Mille’s
Why Change Your Husband? starring Glona
Swanson For a total of four hours’ work mak-
ng a five-minute scene 1n which Miss Swanson
was “shown love,” he received $500

NOTES AND BIBLIOGRAPHICAL DATA

2 In 1902, David Belasco had produced, together
with ] L Long, The Darling of the Gods, a
five-act drama of Japan, starring Blanche
Bates There were six geisha girls listed on the
program as well as native musicians playing
authentic struments

3 The photographer, White of New York, has
recorded Ruth St Denis superbly and com-
pletely in this work These are now 1n the files
of the Department of Theatre Arts, Museum
of Modern Art

4 Constant touring led one Pittsburgh critic to
remark “In the hife of every Denishawn dancer
there 1s no place like Burton Holmes ”

5 The program said “All moves uncompre
hendingly All my lhife was a foilled quest of
you, Qucen Helen ™ Jurgen bidding farewell to
that dream of beauty which he had the vision
to see, but not the strength to follow

MARTHA GRAHAM

RECFNT WORKS BY MARTHA GRAHAM

Punch and the Judv —Mu<ic, Robert McBride,
Artistic collaboration, Arch Lauterer, Cos-
tumes, for women, Edythe Gilfond, for men,
Charlotte Trowbridge First presented at Ben-
nington College, August 25, 1941

Deaths and Entrances—Music, Hunter Johnson,
Set, Arch Lauterer, Costumes, Edythe Gilfond
First presented at Bennington College, July
18, 1943 (1n practice clothes designed hy Char-
lotte Trowbnidge)

Salem Shore—Music, Paul Nordoff, Set, Arch
Lauterer, Costumes, Edythe Gilfond, Reader,
Georgia Sargent First presented at the Forty-
sixth Street Theatre, New York City, December
26, 1943

Appalachian Spring—Music, Aaron Copland,
Set, Isamu Noguchi, Costumes, Edythe Gil-
fond Commussioned by the Elizabeth Sprague
Coolidge Foundation First presented at the
Library of Congress, Washington, D C, Oc-
tober 30, 1944

Herodwade—Music, Paul Hindemith, Set, Isamu
Noguchi, Costumes, Edythe Gilfond Commuis-
stoned by the Ehzabeth Sprague Coolidge
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Foundation First presented at the Library of
Congress, Washington, D C, October 30,
1944 (Onginally titled Mirror Before Me )

Imagined Wing—Music, Darius Milhaud, Set,
Isamu Noguchi, Costumes, Edythe Gilfond
Commissioned by the Ehzabeth Sprague
Coohdge Foundation First presented at the
Library of Congress, Washington, D C, Oc-
tober 30, 1944 (As this was the only per-
formance, and the work has not remained in
the repertory, Mr Horan has not discussed 1t
here )

Dark Meadow—Mu«ic, Carlos Chavez, Set,
Isamu Noguchi, Costumes, Edythe Gilfond
Commussioned by the Ehzabeth Sprague

268

Coolidge Foundation First presented at the
Plymouth Theatre, New York City, January
23, 1946

Serpent Heart—Music, Samuel Barber, Set,
Isamu Noguchi, Costumes, Edythe Gilfond
Commissioned by the Alice M Ditson Fund of
Columbia University First presented at the
McMillan Theatre, Columba Univeraity, New
York City, May 10, 1946 (Since 1ts first per-
formance Serpent Heart has been revised and
retitled Cave of the Heart)

Errand nto the Maze—Music, Gian-Carlo
Menott1, Set and costumes, Isamu Noguchi
Presented at the Ziegfeld Theatre, New York
City, February 28, 1947
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