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T 
-^r^SHE response to the prospectus of the Denishawn Maga-

z m c ^ a s k c e n m o r e t n a n gratifying. It corroborates our 
' belief that there is a public interested in the Dance as 

a Fine Art, and which is eager to read about its Science, 
its Philosophy, and its Religion. 
£ The Denishawn Magazine is a new-born infant, with 

all the immaturities of such. The encouragement which we have 
already received makes us want to grow into everything you wish 
and dream for us. Be patient, but also be interested to the point of 
correction and guidance when necessary. Write us and tell us wherein 
we fail, show us what are, in your opinions, our sins of omission and 
of commission. Suggest to us the things you would like to have 
included in this magazine in its future issues. 
C Our own plans for the Denishawn Magazine are great ones. We 
intend to have a digest of the news of the whole great dance world, 
abroad as well as in America, written by competent critics who are 
attached to no one school of the dance. We hope to have in our next 
issue the names of several illustrious contributors—men and women 
whose names are internationally revered. Pictorially we expect to 
include a section of reproductions of the Dance in Painting and 
Sculpture. 
£ This first issue is larger than announced. We have combined our 
Souvenir program for this forthcoming season with the first issue of 
the magazine—thus giving the magazine subscribers the program 
without further cost, and, to those who buy the Souvenir program, 
the magazine without extra expense. The next three issues will not 
be as large as this one, as they will be only as large as promised. 
([ Denishawn combines in its intent the activities of Church, School 
and Theater. This magazine is to be the mouthpiece of our congre
gation of Friends and Believers, our students and graduate students, 
and of the millions who annually come to see us dance. Will you not 
all use it, together with us, to carry on the great work of the 
Spiritual Progress of the Dance in America, and, radiating outward 
from America, in the whole world. 
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T H E D A N C E A S L I F E E X P E R I E N C E 

B Y R U T H S T . D E N I S 

SEE men and women dancing 

C-$ij rhythmically and in joy, on 

I a hilltop bathed in the saffron 

bJK rays of a setting sun. 

(T I see them moving slowly, 

with flowing, serene gestures, 

in the glow of the risen moon. 

C I see them giving praise; praise for the 

earth and the sky and the sea and the hills, 

in free, happy movements that are projec

tions of their moods of peace and adoration. 

([ I see the Dance being used as a means of 

communication between soul and soul—to 

express what is too deep, too fine for words. 

£ I see children growing straight and pro

portioned, swift and sure of movement, 

having dignity and grace and wearing their 

bodies lightly and with power. 

C I see our race made finer and quicker to 

correct itself—because the Dance reveals the 

soul. 

([ The Dance is motion, which is life, beauty, 

which is love, proportion, which is power. 

To dance is to live life in its finer and higher 

vibrations, to live life harmonized, purified, 

controlled. To dance is to feel one's self 

actually a part of the cosmic world, rooted 

in the inner reality of spiritual being. 

C The revelation of spiritual beauty in terms 

of movement is the natural and inevitable 

progression of life and art; and the 

word Dancer should rightly mean one 

who expresses in bodily gesture the 

joy and power of his being. 

([ Dancing of late years has been degraded 

to the narrow limits and low level of pro-
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fessionalism — of mere mechanical profi
ciency, associated always with the most 
frivolous and ephemeral phases of the stage. 
But this day is fading. We are slowly advanc
ing beyond this stage of obscuration and 
perversion. We are turning our gaze inward, 
learning to seek there the divine sources of 
the dance, to the end that it may flower into 
new and more glorious forms of beauty and 
worth. 

([ We dancers today are s t ruggl ing and 
sacrificing and working so that at some 
previous hour in the future we may live! In 
truth, we are living now. Behind the veil of 
our actual, common days is the Eternal Now 
which is seeking ever to reveal itself—to shed 
light on the confusion of our heavy hours. 
But the power of the dance to release the 
soul is still buried under the weight of the 
binding and artificial world we have created 
for ourselves—in which there is no time to 
know, and no space to move. 

£ The Eternal Now of the Dance includes 
both past and future. It includes the knowl
edge and assurance that in the past bodily 
gesture was the first communication of the 
simple needs of primitive man, and it in
cludes the vision of the future in which the 
Cosmic Consciousness, to which man grad
ually attains, will find expression in finer 
bodies and more beautiful and articulate 
gesture. 

£ We can not, of course, communicate, in 
any language, what we do not feel or know. 
But in modern times we have used almost 
exclusively the language of the intellect-
speech—to express all states and stages of 

our consciousness, and by so doing we have 
inhibited and dwarfed the physical and emo
tional beauty of the self, while the spiritual 
consciousness has sought entirely other 
means for its expression, not knowing that 
dancing in its nobler uses is the very temple 
and word of the living spirit. 

C It is largely from this error that the sense 
of separation between body and spirit has 
grown. In reality, each individual self 
creates and governs its own organ of expres
sion, and with this organ its communication 
with the world. 

£ Let us, therefore, regard the dance funda
mentally as a Life Experience, as the primi
tive and ultimate means of expression and 
communication. Let us see in the free, spon
taneous dance of every child the beginning of 
the universal language, and the universal art, 
which, largely unconscious to himself, grows 
bodily into words, telling of illusive and 
exquisite moments of the hidden self; and 
later flowers into forms of art that will heal 
the world of some of its artistic sins. 

([ To know this experience, even in a slight 
degree, to have space and light and music, a 
real sacrifice is necessary. The physical ele
ments of our present life are designed for 
other uses, and our days are crowded with 
profitless confusions. Let there be more beauty 
and harmonious activity experienced by the 
individual, less merely for him. That is the 
purpose of the Dance. He has too much now 
of concert, stage, vaudeville and movies. We 
are continually urged to go and see this 
opera or that concert—always to be the 
silent, negative part, providing an audience 
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and support for another's hours of joyous 
experience. (Let us not forget that the artist's 
joy is in his work. It is only in the discord 
of the artist's environment that his suffering 
lies.) 
(T How much of our precious time is wasted 
by impositions from without—by having 
our minds defaced and poisoned by pictures 
that confuse and weigh down the spirit, in 
the name of art, because we do not know how 
to release the divine urge to strength and 
beauty within ourselves! 
([ Pure dance has no bounds. The infant be
gins to dance at its mother's knee. Old age 
should have its gestures to express love and 
serenity no less. Each period of life has its 
own activity, its own beauty, and it is 
stupid and futile to attempt, as we do on the 
stage in the name of art and entertainment, 
to force or retard the natural unfolding of the 
spirit from youth to maturity. 

([ Artificial and limited ideas of the dance 
have done cruel and grotesque things to its 
servants, as, indeed, they have to most artists 
of the stage. The spectacle of a singer or dancer 
or actor continuing on the stage in parts too 
young for him is tragic enough—but still 
more tragic is the situation of the artist who, 
in his maturity, having grown to the most 
interesting and beautiful stage of his con
sciousness, is forced to withdraw from his 
active career because of the childish demand 
of the public for mere youth. Some day our 
conceptions will expand to take in, with the 
loveliness and freshness of childhood, the 
gracious dignity of age, in art as well as in 
life. Here the dance will unfold many truths of 
being, many unknown or unseen joys possible 

to us in the very midst of our common days. 
([ Make way for the dance! See if it does not 
repay a thousand fold. It will enlarge the 
horizon, give meaning to many things now 
hidden, new power to the self, a new value 
to existence. 
([ Dancing as a life experience is not some
thing to be taken on from the outside— 
something to be painfully learned—or some
thing to be imitated. 
£ Dancing is the natural rhythmic move
ments of the body that have long been sup
pressed or distorted, and the desire to dance 
would be as natural as to eat, or to run, or 
swim, if our civilization had not in countless 
ways and for divers reasons put its ban upon 
this instinctive and joyous action of the 
harmonious being. Our formal religions, our 
crowded cities, our clothes, and our trans
portation, are largely responsible for the 
inert mass of humanity that until very lately 
was encased in collars and corsets. But we 
are beginning to emerge, to throw off, to 
demand space to think in and to dance in. 
([ Oh, dancers and lovers of beauty every
where, come, let us reason together and see 
if we can not make a better world, " one 
nearer to our hearts' desire! " 
([ For I see a place of magical Beauty, that is 
and is not of this world that we know, a 
world created of familiar things, but ar
ranged in a new and harmonious order. 
([ I see a life lived that bridges the two 
worlds, the inner and the outer, concept and 
expression, Nature and Art. 
([ I see groves of meditation, where Truth is 
learned and loved, and halls of Beauty, where 
the divine self is expressed. 
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T H E H I S T O R Y O F T H E A R T O F D A N C I N G 

In Four Parts 

B Y T E D S H A W N 

PART I. The Birth of the Dance and Dancing 
Among Primitive Folk 

ESPITE the verdict of 
the famous " Monkey 
Legislature " all intel
ligent, thinking people 
have accepted some 
form of the theory of 
evolution: that is to 

say, that man was not created a materially 
perfect being and has since degenerated, but 
has progressed from some lesser form of an
imal life to his present state, and is still 
progressing. 

([ When man was in that twilight world 
between his mere animalhood and his full 
self-consciousness, he was still entirely con
cerned with providing for his material needs 
—food, shelter and a mate. He killed wild 
animals with his bare hands, ate the flesh, 
wore the hide for warmth, and lived in 
natural caves or tree tops. He saw a desirable 
female, knocked her senseless with his club 
and dragged her home by the hair, and, by 
this " marriage by capture," she became his 
wife and bore him children. 

([ Then came the day when he had filled all 
his material needs and had time left over— 
time to do something for the sheer joy of 
the doing, that is to say, to play and to ex
press. Instinctively he began to dance. This 
was the flowering of man's full self-con
sciousness. Heretofore he had regarded him
self as an aggregation of physical desires to 
be satisfied. Now, at last, he found that, 
beyond satisfaction of his material wants, 
there was an ego which needed its own ex
pressions and satisfactions. He had no 
musical instruments, nor knowledge of the 
organization of musical sounds. He did not 
know how to draw or paint, nor chisel stone, 
nor did he have the tools. He had only his 
own body, which he began to move rhyth
mically and with emotional feeling, and 
this rhythmic expressive movement was the 
beginning of all art expression in mankind. 
By dancing he was able to express this new
born knowledge of himself as an ego, as a 
soul—to express those cravings which are the 
divine spark in man, and which have brought 
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about all that we know as civilization, and 
which will eventually evolve something far 
finer, more perfect and satisfying than 
civilization. 
([ This first ecstasy of the first self-conscious 
man probably lasted a very short time—then 
the pressure of his environment, and his 
own lesser nature, closed in upon him. He 
probably heard his child cry out in fear, or 
he became hungry, or tired and desired sleep; 
so the first spell was broken. But eventually 
he again had leisure, remembered his joy 
and, desiring it again, danced. Once more he 
became aware of the God-within — who 
could be known only through this rhythmic 
movement. And so was born his religious 
consciousness. 

£ However, in his colossal ignorance, he 
made the mistake of believing in many gods. 
To him the cyclone, the thunder and light
ning, the flood, were expressions of malevo
lent deities. By dancing he was able to get 
into the God-consciousness and thus be on a 
plane to deal with these angry gods, and, 
perhaps, propitiate them. There were so 
many of the manifestations of the natural 
world which were mysterious and inexpli
cable to primitive man that this regard for 
the unexplained forces filled a great deal of 
his thought. And, as each reaction toward 
one of these forces was expressed by him in 
dancing, the dancing of primitive man was 
largely of a religious character. 
| [ AS the structure of primitive society 
developed from the individual and family to 
the clan and tribe new problems and new 
emotions came to him—these also he danced. 
He had war dances, preparing for battle and 

rejoicing over victory, dances of courtship, 
dances to celebrate a wedding, or the birth 
of a male child, dances for christenings, 
dances for funerals. Later savage tribes, who 
ceased to be nomads, and who tilled the 
soil, had dances at the time of planting seed, 
dances to invoke rain, dances at the harvest
ing of the crop. 

£ The tribes grew and multiplied in num
bers. Certain individuals were better dancers 
than others, were able to attain a greater 
ecstasy, a more perfect union with the God-
within than others. In these states they were 
subject to visions and prophetic utterances; 
these premier danseurs thus were singled out 
for especial respect and authority. Thus was 
born the priesthood. 

£ In prehistoric times it must have been, as 
now in many savage tribes (even in a people 
as civilized as the Singhalese), that sickness 
was healed by dancing. The demon was 
exorcised by means of the dancing of one or 
more priest-dancers, " medicine men." And 
in this practice we see the beginning of the 
medical profession. 

( As to the arts, the parenthood of the dance 
is almost universally accepted. To quote 
from Havelock Ellis, in The Dance of Life. 

(T Dancing and building are the two primary and es
sential arts. The art of dancing stands at the source of 
all the arts that express themselves first in the human 
person. The art of building, or architecture, is the 
beginning of all the arts that lie outside the person: 
and in the end they unite. Music, acting, poetry, pro
ceed in the one mighty stream; sculpture, painting, all 
the arts of design, in the other. There is no primar; 
art outside these two arts, for their origin is,/ar earlirfr, 
than man himself; and dancing came first.f 
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f That is one reason why dancing, however it may at 
times be scorned by passing fashions, has a profound 
and eternal attraction even for those one might sup
pose farthest from its influence. The joyous beat of 
the feet of children, the cosmic play of philosophers' 
thoughts, rise and fall according to the same laws of 
rhythm. If we are indifferent to the art of dancing we 
have failed to understand, not merely the supreme 
manifestation of physical life, but also the supreme 
symbol of spiritual. 

£ In our modern times the dance has lost 
power because it has become divorced from 
its primitive sources. We have been almost 
entirely concerned with the dance as a mere 
pastime, or else theatrically from the stand
point of superficial, decorative movement. 
Let us, too, dance until we become one with 
the God-within, and from that ecstasy get 
visions of our Greater Self. 

PART I I : The Dance in Chaldea, Egypt, 
Greece and Rome, will appear in the Winter 
issue of the D E N I S H A W N M A G A Z I N E St. A 
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D E N I S H A W N 

^HE real message of Denishawn, the 
inner ideal which has inspired it in 
the nearly ten years of its existence, 
is to open up new vistas of life to all 
those who have the longing to 

express beauty. Art is but the natural intensifying and 
focusing of this love that is in all human beings in 
varying degrees. In some it is developed to a remark
able extent, and it is to these that Denishawn has 
made its greatest appeal. 

C This ideal is to bring to the world a greater sense of 
pure happiness, a happiness that grows out of the 
simple and fundamental elements of life, spiritually 
and physically, a greater respect for the human body, 
and a more vital valuation and love of art. And to do 
this by means of the dance. To the young dancer of 
high ideals, who is seeking a school of inspiration and 
training, Denishawn offers the result of its ten years 
of varied experience, based on the artistic careers of 
both Miss St. Denis and Mr. Shawn. These two 
artists are continually feeding the school from their 
ever-growing creative activity. 

(T Miss St. Denis brings to Denishawn the fruits of 
her years of study and research into Oriental life, its 
philosophies, its dances, and its costumes. Mr. Shawn 
contributes his interest in and study of indigenous 
North American Indian themes, a scholarly under
standing of ballet technique, a feeling for the plastic 
use of the body, and a fresh and virile concept of 
dancing for men. 

£ But both have realized the increasing need of ex
pressing our American ideals in terms of the dance, 
and to this end have made a study of the visualiza
tion of music, of the dance as an art independent of 
music, and of the inner spiritual source of movement 
expressed in individual gesture. 

([ For we have arrived at a point of new vision for the 
progress of the school, and the other elements that 
are related to the dance. This vision goes far into the 
realm of causes and expands into the realm of effect. 
In a word, we believe that we have touched upon the 
vital and necessary causes that will in the future lead 
to a greater and finer manifestation of art than we 
have ever known. 

( The Denishawn Guild of American Dancers and 
their Related Artists is an idea of an organization that 
is both the flowering of the past efforts of the school 
and an answer to the many perplexing problems that 
lie before the young American artist. 

( The Denishawn Guild was born of both suffering 
and inspiration, of bitter knowledge of the past and 
an unquenchable faith in the possibilities of the future. 
The main purpose of this guild is to free the creative 
artistic ability of the dancer for its fullest and finest 
manifestation and to this end to provide a material 
condition for his human or commonplace side, as well 
as for his artistic life. 

( It is not the business of a school to provide a place 
or conditions where the results of that school may 
achieve their greatest value. It is the business of 
schools to teach and to train; they are not market or 
forum or church, but these in turn are as necessary as 
the schools, if the ideals and training of the school 
are not to be perverted and their efforts wasted. 

U In the last four years Denishawn has had to meet 
the theatrical and social conditions of New York, the 
artistic market-place of the world. It has found that a 
radical change of viewpoint on the part of the younger 
generation is necessary, if it is to realize the destiny 
that its talents and hard work has entitled it to. If 
it is not to become completely absorbed by the com-' 
merical atmosphere of this market-place; if it is not to 
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see the years of its struggles wasted in vain effort to 
bend itself to the will of Broadway, it has to do what 
artists in times past have done; unite and co-operate. 
The focusing of this idea is named the Denishawn 
Guild. 

£ There is no place in this issue to elaborate either the 
necessity for the guild's existence, or the plans for its 
carrying out, but this much is announced for the 
encouragement of young dancers and young artists in 

other lines related to the dance, that at last an 
organization is being formed which will provide 
harmonious and adequate conditions for the display 
of their work. 

f The expenses of the stage are so great that no single 
individual can afford to create his own environment or 
buy all his own tools. He must co-operate if the work 
of his brain and body is to meet the public undistorted 
and be presented with the necessary equipment. 

( DENISHAWN is the creation, in terms of the dance, of the action and reaction 
of the dualism of the universe. Its expression and philosophy are based on the self-
evident spiritual fact that all things are evolved by the action and reaction of the 
two underlying elements of creation, positive and negative. 

£ Our symbol expresses this dualism in unity by two individuals in a unified circle. 
This symbol includes the images of both man and woman, but the spiritual idea of 
these elements is impersonal. In their manifestation they take on these outer forms 
of man and woman but in the actual working out of art creations and in the regen
erating and renewing of the individual these elements are understood and used 
impersonally. In every work of art these are expressed, and in every artist expres
sing them they exist. 

C Denishawn, in its outer activities of school and stage, is the visible manifesta
tion of this principle, that life is expressed in harmonious movement, and is so 
expressed by the constant action and reaction of the basic elements of the divine 
mind. These elements are impersonal and everywhere expressed in man and in 
nature, but often in great complexity of character and action, as well as in the so-
called normal and obvious entities of man and woman. 

* T H E D E N I S H A W N M A G A Z I N E 
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© A r t h u r F . Kales. T.. A. Calif) 

JMusic V I S U A L I Z A T I O N 

H T H E symphony being the highest of music orms R u t h St . Denis 
turned her a t tent ion, some years a g o , to i ts more adequate 

Translation into v i s ib le dance form. It seemed obv ious at the start 
that one dancer could no more v isual ize a s y m p h o n y than one v io l in 
could p lay it. A n d so she created her Synchor ic Orchest ra , an or
ganiza t ion of dancers, one for each instrument in a s y m p h o n y orches
tra, and first v isual ized the t w o movements of Schuber t ' s Unfinished 
S y m p h o n y — a pioneer ing effort at a real orches t ra t ion of movement . 

J F o l l o w i n g this first great exper iment , using smal ler numbers , she 
visual ized Bee thoven ' s Sonata Pa the t ique ; composi t ions of B r a h m s , 
the other ea r ly c lass ic composers , and a w ide var ie ty of the best in 
music d o w n to our present day composers . 

£ F o l l o w i n g very c lose ly to the actual archi tectural construct ion 

of the music she made a closer re lat ion between the wri t ten page of 

the music and its dance rendi t ion than heretofore the hab i t of the 

interpret ive and "c l a s s i c " dancers, w h i l e a lso g i v i n g dramat ic 

expression to the emot iona l content of the compos i t ion . 

(f Dur ing the ear ly exper imenta l days M r . S h a w n visual ized many 

of the B a c h invent ions and fugues, using one g roup of dancers for 

each part or vo ice , and b rough t out in v is ib le g roup ing the contra

puntal phases of Scar la t t i ' s Pas tora le and Cappr i cc io . His R e v o l u 
t ionary E tude , of C h o p i n , w h i c h is so d ramat ica l ly g r ipp ing , holds 
c lose ly , a l so , to the music v i sua l iza t ion pr inciple . 

( T h i s season M i s s St . Denis has chosen a modern compos i t ion to 
open the music v i sua l iza t ion sect ion: the a l l egro r i so lu to movement 
of the suite for v io l in and p iano by E d w a r d Schut t . F o l l o w i n g this 
M r . S h a w n w i l l g i v e a sculptural P las t ique as a v i sua l i za t ion of 
G o d a r d ' s A d a g i o Pa the t ique , a l te rna t ing w h e n occas ion demands 
the Chop in E tude , Opus 1 0 , N u m b e r 1 1 . T h e modern note is aga in 
s truck by R u t h Aus t in and Char les Weidman, w h o m M i s s S t . Denis 
has used to v isual ize t w o Scriabin preludes. Dor i s H u m p h r e y , 
dancing w i t h a la rge hoop , selects the cha rming Scherzo Wal t z , 
composed for Mis s St . Denis by the y o u n g Amer i can , M c N a i r 
l lgenfr i tz . A Danse T a n a g r a , in the manner of L o i e Fu l le r ( ano the r 
Amer ican dance p ioneer ) , is accompanied by the V a l s e P ro thumous 
of Chop in . 

£ M i s s S t . Denis herself has chosen the Impromptu of A r e n s k y to 

v i sua l ize . W h i l e , for a finale, M r . S h a w n has v isual ized the Voices of 

Spr ing , of Strauss , and was p ic to r i a l ly inspired, by the famous 

pa in t ing of Bot t i ce l l i ' s Spr ing , to reproduce the feeling and form of 

tha t great masterpiece in dance. 



) White Studio, N T . 

CUADRO F L A M E N C O 
J{ Spanish Gipsy "Dance Scene 

Music Ar ranged by 

L O U I S H O R S T , from na t ive M S S . 

C h o r e o g r a p h y by 

T E D S H A W N 

Costumes Designed by 

R U T H S T . D E N I S and T E D S H A W N 

Costumes Executed by P E A R L W H E E L E R , at Den i shawn 

Scene:—A cafe concert hall in Seville 

TT is evening of the day of a great bull l ight . T h e cafe life is just carena comes on for her number. A t the end La l anda , w h o has been 

beginning to become g a y . T h e gi tanas are ming l ing among the her ardent sui tor , demands an answer . She tells h im that in return 

men of the concert h a l l , and the flower gir ls are p ly ing their trade. for the most beautiful s h a w l in Sev i l l e she w i l l marry h im. He goes 

La l anda enters in full r ega l ia and is persuaded to recount his after- to the s h a w l merchant next door and returns w i t h a bundle. He 
noon's t r iumphs in the P laza de To ros . Then the Cuad ro F lamenco offers them one by one—the fifth and last w i n s her. T h e entire 

starts the n igh t ' s entertainment of s ing ing and dancing. L a M a r - assemblage celebrates their bet rothal in typica l g y p s y manner. 

THE CUADRO FLAMENCO : Pauline Lawrence, Ernestine Day, Ann Douglas, Georgia Graham and Charles Weidman 

FLOWER SELLERS: Doris Humphrey, Lenore Hellekson and Ruth Austin 

SEVILLANOS: George Steares, Howie Fisher, Ralph Parker 

LALANDA , a famous matador T E D SHAWN 

L A MACARENA , a dancer, idol of all Seville R U T H ST. D E N I S 

( N o t e : — C u a d r o F lamenco is the name g iven to those groups of g y p s y enter
tainers, dancers, singers and gui ta r players w h o form the inevi table beginning 
of a l l vaudev i l l e and cabaret entertainment th roughout Southern S p a i n . ) 



TRAGICA 

J \ "Dance Without -JMusic 

Excerpt from the article, The Independent Art of the Dance, 
by Ruth St. Denis, from the Theater Arts Monthly, June, 192.4 

DA N C I N G has suffered from a sort of arrested deve lopment . It 
has been such a cha rming toy in its infanti le s tages, so easy 

and del ight fu l to w a t c h and to perform, that scarcely any of its 
h igher al t i tudes have been reached. We have endless repeti t ions and 
endless rearrangements of old g e s t u r e i ^ b u t ve ry l i t t le push ing for
ward into u n k n o w n fields of expression. HoWirig us^back is our utter 
dependence upon music , upon external and Tudi lJe r h y t h m and 
harmony , to g i v e life and an imat ion to the body . T h i s easy correla
tion of movement to music is the ins t inct ive experience of the 
ch i ld ish or p r imi t ive being. A s that being develops it should depend 
more and more upon its o w n ideas, vo l i t ion and expression. I am 
jealous for my beloved art . I w a n t to see it enjoyed and recognized 
and discussed w i t h the same considerat ion that is accorded the 
other arts. Bu t w e can not command the at tention of the intel lect 
until w e dance from the intel lect . We can not appeal to the depths 
and the he ights of man 's spir i tual being until w e m o v e a lso in the 
spir i tual plane. In my efforts to attain this goa l I have been at w o r k 

for over s ix years on the pr inciple tha t dance is an independent ar t ; 

that it can and should exis t independent ly of music . . . . 

(T I w a n t to br ing home the fact tha t dancing is essent ia l ly a v i sua l 
ar t . N o true judgment of i ts h ighe r manifesta t ions can be made 
until the consciousness of the spectator is a l l o w e d to focus on i ts 
essential and adequate means of express ion—the human body . 
Movemen t s of the beautiful human body are as sa t i s fy ing and com
plete as the full tones of the vo ice or the music of a s t r inged in
strument. 

( A s an independent art the dance w i l l finally e v o l v e a technique 
that w i l l be different from the fami l i a r schools of the present d a y . 
T h e foundat ion of this technique w i l l be based on the natura l 
movements of the human be ing—his react ions to the ob jec t ive 
w o r l d on the phys ica l side, his natural gestures tha t arise from his 
emot iona l states, and, f inal ly, a freer and more beautiful speech of 
gesture that w i l l reveal the fai th and wonder of his soul . 

Sketchs from life by Bernice Gebier 



Theodora The Thunderbird 

D I V E R T I S S E M E N T S 

THE w h o l e movement of Oriental dancing in this count ry has 

fo l lowed in the train of R u t h St . Denis , and even the foreign 

ballets are not free from her influence. Her Eas t Indian and E g y p 

tian dances were a real pioneering in the w o r l d of the dance. Mis s 

St . Denis and M r . S h a w n were a lso the first to present the art of 

J a v a , S i am, J a p a n , B u r m a and C h i n a , in their o w n creat ions of 

dance inspired by these sources. M a n y are the fo l lowers n o w . T h i s 

season they enter w h a t is s t i l l an untouched field—Bali, w h i c h is an 

island off the coast of J a v a . The i r duet dance endeavors to catch a 

perfume of this exo t i c people, rather than to l i te ra l ly reproduce 

their dances. 

£ The D e n i s h a w n Dancers being, in all essentials , the on ly actual 

American bal le t , it is natural tha t this season's new creations 

should include themes of purely Amer ican inspira t ion. M r . S h a w n 

has created five Amer ican sketches , w i t h music by Amer i can com

posers : the first four by E a s t w o o d L a n e , and the fifth by J o h n 

P h i l i p Sousa. Char les Weidman dances T h e Crapshoo te r , as a 

successor to his in imi tab le Danse Amér ica ine of last season; M r . 

S h a w n , as a posreresque c o w b o y , performs a subl imated T e x a s 

T o m m y , w i t h A n n D o u g l a s representing " the w o m a n called L o u , " 

and leaves her for the exo t i c M e x i c a n g i r l w h o has strol led across 

the border. These t w o numbers are the Around the H a l l , a Dance 

Ha l l D i t t y , and T h e G r i n g o T a n g o . Nor th of B o s t o n — 1 8 5 4 br ings 

in bits of the square dances w h i c h were the fox-trots and cat-steps 

of our g randmother s ' g i r l h o o d . T h e Invoca t ion to the Thunderb i rd 

is based on an Amer ican Indian theme—drawing the pattern of the 

Doris Humphrey ra in-god, the thunderbird, on the ground 

during the dance, w i t h meal , as mag ic to 

bring rain, and exu l t ing in the success of 

the mag ic . 

C M i s s S t . Denis uses, in her Dance of the 

B l a c k and G o l d Sar i , the long str ip of 

especia l ly w o v e n fabric w h i c h the Hindu 

w o m a n wraps so deftly about her as her 

chief art icle of apparel . T h i s par t icular 

sari w a s the possession of an Eas t Indian 

princess. M i s s Humphrey dances Ba l l e r ina 

R e a l , and, as a finale, Mis s St . Denis has 

created a d ramat ic and r h y t h m i c episode 

in the life of Theodora , Empress of B y z a n 

t ium. T h e o d o r a w a s a dancer in the circus, 

and was made the wife and empress of 

Constant ine . T i r i n g of her spouse, she 

makes a proposi t ion to Jus t in i an a y o u n g 

noble of the cour t , to murder Constant ine 

and take his place as husband and k ing . 

Charles Weidn 



T H E V I S I O N OF T H E A I S S O U A 
Jin ^Algerian "Dance Drama, in Three Scenes 

Created and Produced by Ruth St. Denis 
C h o r e o g r a p h y by 

R U T H S T . D E N I S A N D T E D S H A W N 

Costumes b y 

P E A R L W H E E L E R , and authent ic A l g e r i a n costumes 

purchased b y M R . S H A W N , in Afr ica 

M u s i c b y 

R . S. S T O U G H T O N 

T h e three decora t ive panels by 

N I N O R O N C H I 

T H E S T O R Y : 

AG IR L of the tribe of the Ouled N a i l loves a y o u t h his boyhood sweethear t appears to h im as a houri of 

w h o is poor . She , according to the cus tom of the M o h a m m e d a n paradise . She dances and tells h im 

her t r ibe, must be sold in to the cafes of A l g i e r s , to to come to a certain coffee house , w h i c h goes by the 

dance and earn money for the tr ibe. In the first scene, name of the House of F a t m a . In the third scene w e 

s i lhouet ted aga ins t the desert s k y , they l o v e and see the g i r l s of the different parts of N o r t h Af r i ca , 

sad ly part . T h e y o u t h , in his react ion and d isappoin t - w h o have been ga thered together for the entertain

ment , enters the mosque and becomes a fanatic dev- ment of the w e a l t h y A r a b s . E a c h g i r l does the dance of 

otee, an A i s soua , w h i c h is a sor t of derv i sh . In the her o w n tr ibe. She ik s and other r ich na t ives come and 

second scene w e see h i m performing a dance of g o , are served w i t h coffee and food. F i n a l l y , the y o u n g 

frenzy, w h i c h is designed to produce a form of h y s - A i s s o u a comes w a r i l y in , finds his o w n be loved , and 

teria. He falls unconscious and, in h i s ' t r a n c e s tate , persuades her to flee w i t h h im in to the desert. 

Scene I: T H E D E S E R T 

Scene II: T H E M O S Q U E 

Scene III: T H E H O U S E OF F A T M A 

Cast of Characters: 
O U R I E D A , a girl of the tribe of Ouled Nail RUTH S T . D E N I S 
B E N S A A D I , the youth who becomes an Aissoua T E D S H A W N 
T H E C A I D in blue George Steares 
T H E C A I D in scarlet Charles Weidman 
F A T M A , keeper of the coffee house Pearl Wheeler 

T H E T W O D A N C E R S from Tunis Ruth Austin and Ernestine Day 
T H E M O O R I S H D A N C E R Ann Douglas 
T H E THREE DANCERS from Biskra . Pauline Lawrence, Lenore Hellekson and Georgia Graham 
A I S H A Doris Humphrey 
T H E M U S I C I A N S Howie Fisher and Ralph Parker 



" I N THE HOUSE OF FATMA' 





T H E A R T O F G E S T U R E 
B Y K A T H A R A N E E D S O N 

" I « the beginning was the Word, 
and the word was made flesh" 

F wc trace the meaning of 
gesture to its source we are 
confronted with this afHr-
mation. As we progress along 

* the road of science and mod
ern invention we are carried 
farther and farther away from 

the simple fact that in the human body we 
have the greatest and most accurate of all 
instruments. Modern psychology has done 
much to turn our thoughts back to the fact 
that the mind and reactions of the individual 
leave a lasting mark upon the body, and on 
the bodily functions. We have found cases 
where the uncovering of certain mental 
states has produced almost immediate cures 
for physical ailments. If this is true, and 
modern medicine, as well a modern psychol
ogy, assures us that there are sufficient facts 
to lend truth to the statement, then it would 
seem that we must turn back to the source 
of our being and begin to rediscover facts 
that primitive men know and use even today. 

([ The gesture of the human body can well 
be called the " word made flesh "—for, to 

the actor or dancer, more than to any other 
artist, the word is the flesh. We use our 
bodies for inflection, or coloring, or em
phasis, or to give spiritual import to the 
material fact. The correspondence existing 
between states of emotion and the body, 
states of mind and the body, or states of phy
sical life and the body, offer to the dancer an 
unending and magnificent field of research. 

CThe old school of dancing used pantomime 
only in an artificial and stilted sense. It 
failed to put its hand upon the pulse of life 
and to translate that pulse into the vital 
urge of a whole race and time. Individuals 
differ, but the great current of life can be 
felt and translated at any time by the artist 
who holds himself close to the source of the 
current, and who makes his whole economy 
a negative organization of which the whole 
of divine creation is the positive. 
([ In this sense the use of personal gesture is 
the key that opens the door to the world of 
the wonderful. To the trained eye every 
gesture of the body, whether facial and in
flective, or dynamic and of the whole, offers a 
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channel straight to the source of that individ
ual. If, then, the purpose of the dancer is to 
translate life through the medium of move
ment, then the movement of the individ
ual in life must be the text book where the 
dancer reads and experiences. 

j [ The so-called savage people of our day, 
our own American Indians, have resolved 
their gesture into a fine and spiritually-
inclined science. The Indian makes few 
gestures because every gesture is an absolute 
reaction to some state in himself or to some 
outside stimulus. He conserves his energy 
by not wasting it, and his method of con
servation is to contain himself and react in 
gesture only to the things that he truly re
acts to inwardly. How many of us can say 
that we do not have any untruthful gestures, 
or any that are not prompted by our own 
inner fusion with some element or thing? The 
result with the Indian is that his body is 
used as an instrument for ritual. His worship 
of all he knows of spirit takes the form of 
movement—and the movement of his body 
translates in rhythm his unity with his 
principle of life. He can bring rain to a 
drought-ridden land by his unity with the 
spirit and his fusion with his tribe and his 
environment. 

{[ Dancers have spent too much time on the 
technique of moving outwardly and mechan
ically, as in the ballet, and far too little time 
on,the reason for movement, at all. The only 
assurance we have that other people feel or 
think is that we feel or think ourselves; and 
in the process we translate to our outward 
form those emotions or thoughts and they 

] 
/ 

become manifest to others by gestures and 
words. We give our words color by the un
conscious posture of our body as we say them, 
or by the deliberate use of the body to 
heighten the effect or give force to our speech. 
This knowledge in ourselves of our inner 
life makes us feel that others, too, must 
experience like emotions and thoughts. So, 
when we hear a person speak we say he 
thinks so and so, and when we see a person 
make " the inevitable " gesture we realize 
in a flash a perfect fusion between the 
thought and its expression. 

([ But what if we made a study of the gesture 
of man alone? Would we not find hidden 
correspondences between his life and his 
body that we hardly dared dream existed? 
It seems it must be so. Certainly, Eleanora 
Duse must have known some such secret. 

j [ It then seems that the life of the dancer 
should be exceptionally full of the inner 
knowledge of the relation between the 
emotion and its physical counterpart—of 
the state of spiritual consciousness and its 
harmonic manifestation. Not until dancers 
realize that the secret of their art is the great 
secret that the body is the temple of spirit 
will dancing free itself from the bounds of 
superficial and meaningless movement and 
from acrobatic absurdities. Dancing as an 
art does not deal with how far one can bend 
one's back without breaking it, but with 
the translation of the inner import of life 
into line movement and that living vibrancy 
which only the flesh is heir to. When dancers 
study gesture as the true source of their art, 
because it translates man to himself, then 
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will they be able to enlarge that first realiza
tion—and translate the truth of it into line 
and movement and the living being. The art 
of gesture must come first to a dancer because 
his gesture represents himself as a whole. A 
superb technique may be summoned to col
laborate with this knowledge, but, unless 
the gesture or the feeling of the import of 
gesture comes first, the movement will be 
without life or without spiritual import, and 
the dancer can well be asked if dancing is an 
art at all. On the other hand, going back 

through ages, we find man at all stages 
uniting himself rhythmically to people, to 
ideas, to things. We see that the urge of 
rhythm is the first urge—rhythm expressing 
itself with meaning—so that, regarding 
dancing not as an acrobatic or mechanical 
illusion, we can say that dancing is the first 
art to express itself in the body of man and 
to translate man and his emotions, his 
thoughts, his ideals and his desires from the 
spirit on the inside to the outward mani
festation—truly, the word made flesh! 



T H E D A N C E R S ' B I B L E 

<An ^Appreciation of 

Havelock Ellis's 

T H E D A N C E O F L I F E 
B Y T E D S H A W N 

' In the beg inn ing w a s R h y t h m , and R h y t h m w a s w i t h G o d and R h y t h m was G o d . . . . A l l 

th ings we te made b y R h y t h m , and w i t h o u t R h y t h m w a s not a n y t h i n g made that w a s made ' 

T 
r p̂̂  HUS the dancer reads his scriptures. 

But we have been a people without 

a prophet—and, in the manner of 

written and spoken words, inartic

ulate. Now, however, our bible has 
been written, and our scriptures revealed, and we are 
grateful for the gift of the gospel according to St. 
Havelock. 

£ In 1914, in the Atlantic Monthly, I read an article 
called " The Philosophy of Dancing," and felt that I 
had made the great discovery of my life. I hurried 
with it to the most understanding soul in the world, 
and read it aloud to her; I cut it from the magazine 
and had it bound, and, in the years that have passed, 
have read it to every class of students which has come 
to our school. 

£ Two years ago it was my great privilege to meet and 
talk with Havelock Ellis in London, and a friendship 
was formed which has continued in a delightful 
correspondence. In that first interview I reminded him 
of the article I have mentioned, and asked permission 
to have it reprinted in pamphlet form, so that every 
dance student might wear it always on him, like a 
prayer book. Then he told me of the forthcoming 
book, The Dance of Life, in which this article, slightly 

re-written, would appear under the title, The Art of 
Dancing, and gave me, oh, priceless beyond descrip
tion, the whole chapter in manuscript and signed by 
him! 

£ Our precious art has been truly the Cinderella among 
the arts for a long and weary time. It has been looked 
upon by godly people as an ungodly thing; by serious-
minded people as a frivolous thing; and, by the artists 
of the mediums now accepted by the world and ac
corded dignity and place, it has been denied even a 
place among the arts—even a lowly place. And now 
comes our liberator, who proclaims it the first and 
most important among the arts! He says: " If you 
have failed to recognize the importance of the art of 
dancing you have failed to recognize not only the 
supreme manifestation of physical life, but also the 
supreme symbol of spiritual life." 

£ All observing people realize that we are actually 
within a period which may well be called the renais
sance of the dance. Starting with the pioneering of 
Ruth St. Denis and Isadora Duncan, first in America 
and later abroad, and followed shortly by the break
ing away of the braver spirits in the Russian ballet 
from the binding and obsolete conventions of the 
classic ballet, the interest and actual activity of 
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dancers all over the civilized world is growing amaz
ingly. In our own experience of touring America 
a most constantly for the last ten years we have seen 
truly marvelous changes. Where once the " classic 
and interpretive " (God save us) dancer was a novelty, 
a freak—neither understood nor very well liked—to
day we have crowded and enthusiastic audiences, and, 
once in a while, even a most intelligent and discrimi
nating review in the daily papers. Where no dancing 
class existed at all, or only some painful ballroom 
classes for children, now we find in the same towns 
classes of hundreds of pupils studying not only the 
older forms of technique, but also the newer school of 
dance, which endeavors to recognize no limits of tradi
tion, or technique of one limited system, but accepts 
everything vital and beautiful which has been con
tributed to the art of the dance by any people of any age. 

£ As soon as, in any art, the established method or 
school is challenged, and revolutionary exponents of 
that art express themselves through forms which are 
antagonistic, or at least different from the forms of 
the academic and conventional school, there comes a 
period of chaos and confusion. In the art of painting 
a few sincere pioneers rebelled against the photo
graphic representation of exteriors, and sought by 
various means to get emotion, idea, or psychic im
pressions transferred to the canvas by all sorts of de
vices which affronted the orthodox painters. Follow
ing in the wake of these painters came a horde of 
imitators, insincere and, in the main, incapable of 
understanding the principles involved, who said, 
" Any old thing goes," and proceeded to make 
" impressionistic " blotches. It has been the same in 
music, the purposeful cacophonies of the real torch-
bearers have been rivaled and almost outdone by the 
noisy noise of the fakers. The imitators, of course, 
have hurt the cause of the sincere pioneers more than 
anything else. 

£ In the art of the dance a similar process is taking 
place. Isadora Duncan, a great genius and an inspired 
artist, gave to the world a big and beautiful concept. 
She was followed by a whole movement of " nature 
dancers," who insisted that any definite training was 

wrong, and that one must just dance " the way the 
music makes you feel." Ruth St. Denis, after years of 
profound study of the religions, customs, manners and 
inner thought of various oriental peoples, presented 
her own reaction to this contact with the East. Then 
followed a flood of " Oriental Dancers," who copied 
her externals without the least understanding of the 
spiritual ideas which had produced those externals— 
who thought that arm wriggling, burning of incense, 
and a brown make-up was all that was needed. 

£ In the midst of these fluid and shifting times we 
need a great statement of real fundamentals—a clear
ing up of the understanding of the germ-ideas which 
have throughout the ages given birth to forms of 
dance in various countries, schools of dance technique, 
and have manifested themselves in so many and 
various styles of dancing. 

£ This Havelock Ellis has done in a truly divine way. 
His is just as much an utterance of the voice of God as 
were the words of Isaiah thousands of years ago. He 
binds-back the dance to its root source—God, which 
is to say, our noblest concept of life, truth and love. 
He recognizes all the elements that go to make the 
complete manifestation of the art of the dance—relig
ious, sexual, social and professional—but he relates 
them to one another in a harmonious pattern, giving 
a sense of relative values, and a clarifying of motives. 

£ Youth is attracted to the dance from many motives. 
Some see in it merely the social pleasure of an evening's 

jazz; " some see in it the means of being attractive 
to the other sex; some have an " exhibitionist com
plex " and use it as a means of self-display—a reali
zation of a stage-struck ambition; but still others see 
in it the first and greatest of the arts, and desire to 
master its principles in order to give to the world an 
expression of truth and beauty which is new and 
unique. To these last The Dance of Life will come as 
manna to feed, and as a pillar of fire to direct. It will 
strengthen and encourage the dancer in his belief that 
he is engaged in an art whose dignity and importance 
is unequalled, and show him the pathway toward a 
manifestation of that art which will add to the 
total of human happiness. 

T H E D E N I S H A W N M A G A Z I N E P i S S g e 
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£ To parents, educators, and directors of public 
morals it will demonstrate the power of a force im
planted in the initial germ of man's life. Many who 
are now inveighing against dancing will learn that 
they can no more stop dancing than King Canute 
could stop the incoming tide. They will learn that 
what can be done is to turn their energy and intelli
gence toward supporting and encouraging those 
forms of dance which will upbuild morals and bodies, 
and then encourage the youth of the land to dance as 
David must have danced before the Ark. 

C The Dance of Life has received, and will continue to 
receive, the intelligent praise due it from literary 
people, from philosophic minds, and those much 
more capable of reviewing it as a whole than I 
am. But no one but a dancer can appreciate its 
value to the dancer. Its printing creates a new era 
in the art of the dance; and a great charge is laid 
upon the consecrated dancers of the generation—to 
enter into and use in the service of Beauty the Prom
ised Land which this Moses of ours has visioned from 
his Pisgah height. 

The Dance in Education, by Alice and Lucile 
Marsh, will be reviewed by Ruth St. Denis in the 
Winter issue of the DENISHAWN M A G A Z I N E a . SK 



N E W S I T E M S 

DENISHAWN IN LOS ANGELES 

£ Miss ST. DENIS spent seven weeks in California this 
past summer and supervised and taught classes in the 
Los Angeles Denishawn. Miss Hazel Krans, the 
director of this branch, gave many charming social 
affairs for Miss St. Denis while there. One interesting 
addition to the curriculum which Miss St. Denis made 
was that of choral singing, under Ellis Rhodes— 
carrying out her idea that voice is one of the most 
instinctive and natural accompaniments of the dance. 
Miss Nina Garrett, the head teacher under Miss 
Krans, after receiving special instruction under Miss 
St. Denis, came on to New York, where she received 
the full summer teachers' course under Mr. Shawn and 
Miss Edson, and returns to Los Angeles this fall with 
all of the latest Denishawn creations. Miss Dorothea 
Bowen, who was with the Ruth St. Denis Concert 
Dancers, on tour with Mr. Shawn, and later went to 
London with the Denishawn Dancers, has been added 
to the faculty of the Los Angeles school, and is, 
besides, appearing in concert in her own creations. 

DENISHAWN IN SAN FRANCISCO 

£ BETTY MERLE HORST transferred the activities of 

Denishawn to Carmel-by-the-Sea for the summer, 
where she conducted a summer school, as well as 
collaborating with Maurice Brown and Ellen van 
Volhenberg, in Edward G. Kuster's new Golden 
Bough Theater. She enjoyed a visit of some weeks 
from her husband—our esteened musical director, 
Louis Horst. Mrs. Horst has now returned to Berkeley, 
where she is organizing her fall and winter courses. 

DENISHAWN IN BOSTON 

£ THE MISSES BERTHE AND FRANCESCA BRAGGIOTTI, 

directors of the Boston branch of Denishawn, after 
a most successful season, both attended the master 
school in New York. They were also accompanied by 
their two assistant teachers, Miss Dana Sieberling 
and Miss Marcia Bell, who put in a long and strenu
ous day for three full months, in several classes. 
After a few weeks of much-needed rest they have all 
returned to Boston, where the school has opened with 
record attendance. 

DENISHAWN IN ROCHESTER 

£ MRS. FLORENCE COLBROOK POWERS, director of the 

Rochester branch of Denishawn, has had a very 
strenuous and exciting summer, as she has produced 
the annual Civic Pageant for that city, with per
formances lasting a week, the cast being composed 
almost exclusively of her pupils. Miss Olive Mayer, 
who was the prize pupil from the Boston branch, a 
Y . W. C. A. dancing teacher, having completed the 
teachers' course at the New York City Denishawn, is 
now in Rochester assisting Mrs. Powers for the coming 
season. 

£ ALICE MILLS , of the Wichita, Kansas, Denishawn, 
spent the summer at the headquarters school, re
ceiving new material for her forthcoming season. 

£ E N Z A HANLON , Denishawn director in^fenneapi 
Minnesota, we regret to say, was ill nearly all su 
spending the afflicted weeks with her parents in 
Grand Rapids, Michigan. She is, however, well 
and in charge of her branch. 
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NEWS OF THE DENISHAWN ALUMNAE 

£ FLORENCE O'DENISHAWN is to tour with the Music 

Box Revue, the same edition in which she appeared 
so successfully in New York last season. 

(T MARTHA GRAHAM , likewise, will accompany that 
production of the Greenwich Village Follies in which 
she was featured last season at the Winter Garden, 
when it leaves for its annual journey. 

£ MARJORIE PETERSON, having danced for two sea
sons with the Greenwich Village Follies, has now 
signed a contract with Ziegfeld to appear in the new 
production in which he is starring Billie Burke. 

£ LILLIAN POWELL , after a summer in California, has 
returned to add to her laurels and popularity with the 
audiences of the Rialto, Rivoli and Criterion Theaters, 
where she has been a favorite for three years. 

From the San Francisco, Cal., 
c* 

Argonaut of August 24, 1924: c' 
£ N A T I V E CALIFORNIAN RECOGNIZED . Announcement 

that Katharane Edson has been made national director 
for the Denishawn schools proves what real talent, 
supplemented by hard work, can accomplish. Miss 
Edson, who has been for the last year director of 
the New York school, now will have supervision 

of the schools in Los Angeles, San Francisco, Boston, 
Rochester, and several other cities. A native of Los 
Angeles, the daughter of Mr. and Mrs. Charles 
Farwell Edson, she has been prominent in the artistic 
life of San Francisco for a number of years. After her 
graduation from school she went on the stage for a 
short time. As a young girl she studied with Mrs. 
Richard Hovey and, when she decided to devote her
self to dancing, became a pupil of Oukrainsky and 
Pavley, who belonged to Pavlowa's company. Later 
she went with their Russian ballet as premiere dan
seuse and after a successful season or two returned to 
California to teach. 

C She opened a studio in San Francisco and became 
most successful as an instructor. In addition to her 
other works she taught in the summer school of the 
University of California and often appeared in im
portant dance dramas. Miss Edson gained immediate 
recognition when she decided to go to New York and 
last year, after appearing in a Broadway production, 
became associated with Miss Ruth St. Denis and Mr. 
Ted Shawn in their school there. In presenting her 
as their national director the heads of Denishawn say: 
" Miss St. Denis and Mr. Shawn find themselves in 
absolute accord with Miss Edson's point of view, 
ideals and methods of teaching, and have spent much 
time in coalescing her splendid achievements into the 
institution of Denishawn." 

Miss Bernice Oehler, an artist who specializes in dance 
movement, has spent the summer at the New York 
Denishawn. The delightful sketches which decorate 
the pages of this magazine are only a small portion of 
the result of her summer's work. More of her large 
collection will be reproduced in forthcoming issues. 
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Miss SE. Denis was the first dancer of modern times to turn to 
the hieratic arc of Egypt aad India, and to create tÉerefrom 
a new dance type, adapted to our occidental point of view 
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Voices of Spring, a wal tz number pictorially adapted from the great Italian masterpiece 
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T H E C O L O R D A N C E R 

B Y R U T H ST. D E N I S 

this is the interpretative dancer's attitude. 
The whole organism of the personality is 
held poised, ready to respond and to react 
to music, to color, or to a dramatic idea. 
C Temperaments vary. One is predominantly 
emotional, another intellectual, another 
dramatic. That does not mean that the 
emotional nature is not intellectual, or 
that the intellectual is not also emotional, 
but it means that the accent or predominance 
of a temperament is one or another of these 
elements. 
£ The creative dancer must obviously have 
a balance of the three—a fairly equal 
sensitiveness to color, tone, and dramatic 
situation. The interpretative dancer need not 
be so all-sided. Hers may be a dramatic 
interpretation; she may dance most happily 

COLOR dancer is one 
whose color sense is 

A L^j. predominant over his 
# \ music sense, whose 

JL. -m» £Y being responds instino-
tivelyand intelligently 
to color in all that he 

expresses. As a creative artist he deals 
primarily with color and form, and second
arily with music. As an interpretative artist 
he instinctively chooses those themes and 
emotions that are related to color, rather 
than to tone or pure rhythm. 

4> «fr 4 

{[ The mechanism of consciousness and body, 
harmoniously negative, ready to receive an 
external impression, ready to respond to 
that impression in emotion and movement— 
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under the urge of rhythm and music; or hers 

may be an interpretation above all in terms 

of form and color. It is of this last, and least 

explored, field of dance, that I wish to 

speak here. 
4 4 4 

C Mr. Thomas Wilfred, inventor of the 

Clavilux Color Organ, holds that the science 

and art of color is an entity in itself, and I 

heartily agree with him. We have too long 

regarded color as a superficial or subsidiary 

element, at least in the art of the stage; 

whereas that vibration which results in 

color is no less fundamental than that 

vibration which results in tone. 

£ In the future we will have color dancers, 

as we now have music dancers. It will be 

recognized that a dancer, by temperamental 

training and the general trend of her culture, 

is better fitted to translate color in movement 

than to translate tone; however, we shall 

not realize this very clearly until we have 

separated into their several parts these 

elements which now make up what is known 

as popular dancing. 

4 4 4 
C For some years I have insisted that 

dancing, in its abstract sense as body gesture, 

is an art in and of itself. It is quite obvious 

that music, however much it may choose to 

ally itself with other arts, is a complete 

entity, and now the art of color is being 

considered as also a complete and satis-

- factory art, independent of those other arts 

—which it embellishes and gives meaning to. 

C 4s our modern stage dancing is largely 

i composed of the three elements of color, 

I tonje and movement, we must disentangle 

them from each other, if we are in any 

fundamental or scientific sense to further 

their growth. These words are but a sign

post, pointing the way for others with more 

trained minds and greater opportunities for 

scientific research to develop this subject. I 

can only put forth this outline of thought, 

and give a general sense of direction into new 

channels of expression and observation. 

4 4 4 
C It is our rightful instinct—since Nature 

is at all times synthetic—to create and 

express the elements of an idea in its com

pleteness. The child dancer wants to know 

what she will wear—whether a pink or a 

blue dancing dress—the moment after she 

has chosen her music, or she may first sieze 

upon a bit of colored scarf, dancing happily 

about in it before it occurs to her that she 

needs music to complete her creation, accord

ing, as I have said before, to the predomi

nant elements of her temperament; but, 

whichever exterior element she first responds 

to, she wants them all. 

£ However, as she grows older, and her 

capacity for study develops, she finds that 

she can not study or do everything at once. 

In a word, she must concentrate on one 

subject, if she is to have the power born of 

the knowledge of that subject; so here, urged 

by the instinctive impulses of her tempera

ment, she will focus her mind into the 

various elements of her one-time synthetic 

dance, in order to bring those elements to 

a finer stage of development and control. 

4 4 4 
F At present, the greatest concentration and 

energy is given to the physically technical 
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part of a dancer's life. This is largely due to 
the influence of the ballet as handed down 
to us from Italy, France and Russia, but, here 
in America, the dance has taken on new 
meanings and responsibilities. 
| [ We are finding that the dance is related 
to life, spiritually, religiously and emotion
ally, and in consequence we are enlarging 
our borders of study. For instance, we are 
finding that color has an esoteric, as well as 
an exoteric, influence on bodily movement; 
that, parallel with tone, it must be studied, 
responded to and its meanings expressed. 
£ Every dancer should study the funda
mentals of color as she does those of music. 
She should find out those colors that are 
related by the laws of harmony to her own 
nature in a very personal sense, and then, 
impersonally, she should study the emotional 
reactions to color in the abstract, whether 
harmoniously related to herself or not. 
( I n a creative sense, the dancer will 
instinctively seek to utilize those colors and 
forms that are harmonious to her own being; 
while, as an interpretative artist, all rela
tions, blendings and grades of color should 
be known, so that any synthetic idea of a 
dance may be rightly expressed. 
([ For the artist dancer, there should be 
outlined a course of color study that will 
first educate her in the fundamentals of 
color as they exist in fabrics, in paint or 
any other medium. Then, following this 
basic appreciation, there comes the question 
equally important, but at present less 
scientifically possible to acquire—the manip
ulation of stage-lighting, as it is related to 
scenery, costumes and drapery, as well as tp 

human flesh. Stage-lighting, as it exists 
today, is clumsy, unreliable and unscientific, 
for let it be understood that the lighting 
of swift bodily action, accompanied by 
emotional changes, is an infinitely more 
difficult and complex affair than the light
ing of drama. 
C The art of the dance being only a recent 
development, this phase of stage-lighting 
is in its infancy, and certain effects that 
might be possible for a ballet setting in one 
theater, with an understanding and sympa
thetically intelligent lighting-crew, are 
impossible of execution on tour, with the 
unspeakably crude apparatus for lighting 
which is at persent to be found in the 
majority of even well-built theaters. 
| [ However, there are certain accepted modes 
of stage-lighting that should be understood 
thoroughly by the dance student as relating 
to her own costumes and her own stage 
environment. She should know the colors 
that are to be had in the gelatines for spot
lights, foot-lights, borders, etc., and the 
effects of these various colors and shades 
upon the fabrics of her dancing dresses 
and scarves. 
C Eventually, a color dancer will think in 
octaves of color, as the music dancer thinks 
in terms of melody and rhythm. There are 
interesting books on color to be found— 
some along scientific principles, some re
lating to music, and some merely relating 
to literature and word-painting. 
C Personally, I have received more^ in^pir: 
ation and joy from certain b o ^ J j r i S ^ f l ^ G a ^ F 
Hearn than in all else I have ever read^ He 
is a marvelous colorist, and, to dancers 
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certain mystic temperament, his works re

veal a wonder of instinctive color feeling 

and vision, and always in relation to a 

subject of absorbing interest, 

F Once, in the house of a friend in Kansas 

City, I saw a portfolio of William Blake's 

that was a dream of heaven. The beauty of 

those drawings glowed in my mind for days, 

and I felt as though a new color sense had 

been born in me. 

C Yes, color is an intelligent art, and the 

sister art to dance, while music is its lover 

art. While in New Hampshire one summer 

I made the first experiment, I believe, that 

has been made with the art of mobile color 

and body movement. Mr. Wilfred was most 

interested in making this experiment wi t lu 

me in relation to his color organ, and we 

both felt that new and beautiful returns will 

eventually come out of this alliance, and, 

in the future, Denishawn will carry on further 

experiments in this line, producing ideas of 

dances after a new manner—that is, instead 

of synthetically in rotation, first the art of 

gesture, then music and then color, or in a 

reverse order, according to the idea to be 

expressed, relating the three arts to each 

other and to the central idea, but not making 

a composite of them—at least, not until 

after each separate element has been studied 

thoroughly in relation to its fellows, for 

at present much of our synthetic dancing is 

most inharmoniously related to its expres

sion—that is, in music, the color and the 

movement do not synchronize, except in the 

crudest way, and, in relation to the stage 

lighting and the dancer, it is so obvious that 

color for the dance should be mobile. 
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T H E H I S T O R Y OF T H E A R T OF D A N C I N G 
In Four Farts 

By TED SHAWN 

PART II. The Dance in Chaldea, Egypt, Greece and Rome 

NE of the very earliest 
centers of civilization 

£<L of which we have any 
knowledge was that 
of Chaldea. The Chal
deans are credited with 
having evolved the 

sciences of astronomy and astrology. And 
among the Chaldeans, we are told, the 
dance was an important factor in education— 
even to the teaching of astronomy and 
astrology by means of great pageant dances. 
([ On some vast plain lying outside their 
most important city there gathered a great 
concourse of adult citizens. In this plain 
were temples, one to the sun, and one to 
each of the seven planets, and each person 
reported at the temple of the planet under 
whose sign he was born, and was dressed in 
the color which the Chaldeans arbitrarily 
assigned to these influences. On the hills 
surrounding the level space were the chil
dren and youths of the nation, who were to 
be instructed. At a given signal the celebrants 

of the ritual formed themselves in a pattern, 
and to the accompaniment of music of brass 
horns and great drums, they performed a 
dance which was designed to reproduce on 
earth the movements of the solar system in 
the heavens, and thus give the younger 
generation its first idea of the sciences of 
astrology and astronomy. 
([ In Egypt we find the first great insti
tutionalizing* of religion. The organization 
of the Church in Egypt was so complete and 
so powerful that for thousands of years the 
war between the State or the Pharoahs, 
and the Church or the Priests, was almost 
always slightly in favor of the Priests. And 
in these temples of Egypt we find that the 
form of worship was almost exclusively 
dancing. 
( The tenets of faith, the creeds, the prin
ciples of religious belief, were spoken of as< 
" mysteries " and in reading of these early 
forms of religion we read that these myster
ies were always " danced out/ ' As in certain 
secret orders today many of the more precious 
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doctrines were not in writing, but were 
passed on from generation to generation by 
means of dance dramas or pantomimes, the 
witnessing of which was the neophyte's 
initiation. 

C The Egyptian tombs and temples still 
extant abound in carvings of dancing, most 
of which, but not all, was sacred in character. 
Just as in Java and other oriental countries 
today, religious drama is enacted by real 
and puppet actors, each night an unfolding 
chapter, so in the old Egyptian days, the 
great myths, such as that of the death and 
resurrection of Osiris, were danced out in 
pageant episodes covering a long period 
of time. 

£ It is in ancient Greece, in the golden age, 
however, that we find the dance at one of 
its most exalted and beautiful flowerings. 
Here again, man danced every emotion he 
was capable of feeling. All of those great 
occasions of life which we now have reduced 
to a neat formula in a prayer book were 
opportunities for dancing—which insured 
all spectators as well as participants feeling 
the reality of what was taking place. 

£ The army of Greece was a dance-trained 
army. Instead of the dull and not especially 
intelligent " setting-up exercises " which 
are given to our present day soldiers, the 
Greek warriors had mimetic-warfare dances, 
galled pyrrhic dances, of which there were 

rious kinds, solo, duet and ensemble. They 
ized that there is no form of training in 

\ t£e! world which produces such perfect co
ordination between mind and body as dance 
training. The efficient soldier is one who can 

execute, not only one order, but nearly 
always a complicated set of orders, instant
ly and accurately, without having to stop 
to think them out, and do this under fire. 
This is what the dancer does constantly, 
for his body, in its different parts, is often 
moving in various rhythms, doing dif
ferent things, keeping perfect time to music, 
keeping perfect relation to a stage pattern, 
and doing it under the most deadly fire 
known to mankind—the fire of an audience's 
eyes. An enemy has been known to be 
magnanimous to a fallen warrior, but an 
audience to a fallen dancer—never! 
£ Great men, statesmen, philosophers, play
wrights, felt it not beneath their dignity 
to dance solo dances in public upon great 
occasions. We read that " the young 
Sophocles danced naked and unashamed be
fore the victors of the battle of Marathon." 
(The phrase,' ' naked and unashamed,'' opens 
up a world of thought and feeling—so much 
so that I will not stop to comment upon it 
here but will treat this subject matter in a 
separate article later.) Plato writes: " To 
sing well, and to dance well, is to be well 
educated." And carved on the stone cliffs of 
the Agean Sea we find epitaphs, eulogies to 
departed heroes, among which in the listing 
of the virtues accepted as such by us today, 
is very often found the line, "And he danced 
well ." It is quite obvious that these persons, 
including Plato, did not have in mind the 
" shimmy " ot the 4 4 Charlston " when 
they used the phrases mentioned. In fact, 
Plato might equally as well have said, 
according to the Greek ideal of the day, 
" You must be well educated in order to 
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dance well ." The Greek ideal of dancing 

must have been something like this: 

£ The dancer had to have in his conscious

ness some spiritual force that was life-

enhancing; he had to have an intellect that 

was capable of taking this soul-substance 

and giving it an art-form adequate to ex

press it; he had to have a mind that was 

cultured in the broadest sense of the word, 

well-acquainted with all of the arts in no 

mere dillettantish manner, and steeped in 

the history and sciences of all the other 

countries of the then known world, as 

sources of subject-matter for his creations; 

he had to have a real technique—a vocabu

lary of gesture, of dance movement as 

polished and as varied as the Greek language 

itself; and last but not least, a body that was 

beautiful, strong, healthy, well-propor

tioned, quick, light, supple, and able to 

endure. If he had all of these qualities, and 

then was able to fuse the whole into an art-

expression such that, when one saw him 

dance, it seemed to be the effortless and 

spontaneous expression of that immediate 

joyous moment—then, and only then, could 

he be said to 1 4 dance well ." 

C The birth of the Greek tragedy, in fact, 

the Greek theater in its entirety, was a 

development of dancing. The word chorus 

which we now mostly associate with singing 

is a word having a Greek root meaning to 

dance, as also the word orchestra has. The 

first Greek choruses were groups of dancers, 

to which later some singing was added, 

and still later a sense of narrative and plot, 

of characterization, and the spoken voice. 

Thus drama in all its forms is a child of the 
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art of the dance, just as music in all its forms 

is also. And no musician, whether he plays 

an instrument or sings, and no actor, can 

reach really great heights in his art, who 

has not mastered this basic principle and 

source of rhythmic, expressive bodily move

ment. 

f Rome did to the art of the dance what 

it did to almost all of the other arts—copied 

the Greek forms, and produced inferior, 

degenerate imitations. It was in Rome that 

the dance first became theatricalized in an 

unpleasant way—in the persons of two male 

dancers called Pylades and Bathyllus, whose 

popularity was such that each had his own 

theater, and was supported by a clacque 

much in the disgusting way of grand opera 

stars of the present day. These two dancers 

had a vogue as wide-spread and as mere

tricious as baseball has today, and when, 

because of factional differences which led 

to rioting in the streets, the emperor tried 

to banish them, the voice of the people 

persuaded him that it were wiser to allow 

them to remain. 

| [ Throughout the whole fabric of Roman 

life in its decadence was a debauchery and a 

sensuality that has probably never been 

equalled before nor since in the world's 

history. Dancing, being an art which uses 

the body itself as its instrument and its 

material, was swept into this maelstrom of 

orgiastic degeneracy, and became truly a 

tool of the devil. It is therefore not to be 

wondered at that when the Christian religio 

rose in power to be the recognized stat 

religion of Rome it should have swung the 

pendulum to the far extreme of asceticism— 
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and that everything which had to do with 
the body should have been looked upon 
with disfavor. 

([ It is interesting to know, however, that 
the first form of Christian Church service 
was largely a danced ritual, and that it took 
hundreds of years to eliminate dancing from 
the Christian manner of worship. It was 
based on the%nowledge of this fact that in 
the fall of 1917 I constructed and performed 
an entire Christian Church service in dance 
form, without a word spoken or sung, and 
that some time after that Dr. Norman 
Guthrie, of St. Marks-in-the-Bouerie, of 
New York, introduced dancing into his 
Episcopal service once each year. 

{[ Two very logical theories account for the 
primitive Christians dancing their religions, 
as well as many indisputable facts: Every 
known religion of the world at that time 
had its dance ritual of some sort—therefore 
as the primitive Christians were converted 
pagans, they accepted the new form of truth, 
but knew of no new way to express that 
new truth—and so many of the forms and 
symbols of Christianity today are still 

merely pagan forms and symbols very thinly 
disguised, and even the Mass of the Catholic 
Church as it exists today shows the unmis
takable signs of its dance origin. The other 
theory is this: when the early Christians 
were a persecuted sect, and met in the 
catacombs of Rome, they had to be silent 
or be apprehended by the Roman soldiers— 
therefore, a form of worship which was 
silent was necessary—and dance which was 
ritualistic, religiously expressive, rhythmic, 
but unaccompanied by music, vocal or 
instrumental, served the purpose perfectly. 
{[ Delsarte said that dancing was the finest 
medium of the expression of religious and 
spiritual ideas. Every religion in its fresh 
and vital beginnings has recognized this 
fact. To quote from our dancer's Bible— 
The Dance of Life, by Havelock Ellis: 4 4 Danc
ing, we may see throughout the world, has 
been so essential, so fundamental a part of 
all vital and undegenerate religion, that 
whenever a new religion appears, a religion 
of the spirit and not merely an anaemic 
religion of the intellect, we should still 
have to ask of it the question of the Bantu: 
* What do you dance?' " 

PART I I I . Dancing Through the Dark Ages, 
and The Rise of the Ballet, will appear in the 
Spring issue of T H E DENISHAWN M A G A Z I N E . 

Page 8 T H E D E N I S H A W N M A G A Z I N E 



T H E B A L L E T AS F O R M 
B Y K A T H A R A N E E D S O N 

H E ordinary human 
can scarcely be said 
to have any real idea 
of what his movements 
look like. The self-
conscious movements 
of the child stand in 

its mind merely as the means toward an end. 
It wants to displace itself, or reach out and 
touch something. Experimentally, it finds 
out how to do it. Then the idea of the move
ment disappears. It becomes automatic. 
There is no conscious transition between the 
desire to accomplish something and the 
movement which fulfils the desire. 
C In later life, when one is learning an 
unusual set of motions, like striking a golf 
ball, the mind is bent upon the result, rather 
than the means, and the only movement-
consciousness is a consciousness of awk
wardness. When the motions are learned 
they are performed without a thought. 
C But for the result, the ordinary human 
being never knows, or even considers, 
whether the motions through which he 
goes are the most appropriate, whether they 
best express his intention, whether they 
follow the most direct, and hence the most 
harmonious, course. 
C The ordinary person can get along per
fectly without this knowledge, just as his 

common speech is sufficient to communicate 
his thoughts and feelings. But when move
ment becomes an art, when its speech 
becomes an end in itself, then movement 
must be made a science. The dancer must 
know his movements just as a painter knows 
his palette, and a poet knows the subtle and 
accurate values of words and their combi
nations. Hence the ballet. Let no one think 
that a dancer can progress far except through 
the half-way house of the ballet in some one 
of its forms. 
C The science of the ballet is the abstract 
science of the art of dance. It reduces free 
bodily movement to its structural elements. 
It makes the dancer think of movement not 
merely as emotion, but as a picture—a 
combination of lines, angles and curves 
which say something to the beholder. The 
ballet student is made to realize—which is 
a very different thing from merely knowing 
—that he is dealing with an instrument. It 
is an instrument with octave above octave 
of movement, not merely in one dimension, 
but in three. Bring it into play, and it can 
express anything, everything, or—nothing! 
Just because it is so complete, just because 
its range is so high, and wide, and deep, it 
must be studied patiently, thoroughly. The, 
mere ability to walk, run, jump, or sto 
without falling over won't do. Eac 
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of these common movements is a complex 
of a hundred separate movements. The 
dancer must know all of them, must know 
why each one is made, what it accomplishes. 
He must acquire the one thing that no one 
else has—an exact consciousness of the value 
and the effect of every part of every movement. 

<[ The ballet student learns to know when 
a posture makes a straight line. Then to 
know when it makes a curve—and each of 
the thousand curves it can make. Then he 
must know an angle—and every degree of 
that angle. It is then time to combine 
straight lines with angles, angles with 
curves, curves with straight lines. 

£ The dancer can't see his lines and angles 
and curves. But he must be conscious of 
them—far more conscious of them than the 
spectator. He must be able to think a straight 
line—and produce it at once. He must be 
able to think an angle and a curve, and not 
any angle, or any curve, but the precise angle 
or curve that accomplishes his purpose. He 
must be able to think the most intricate com
bination of straight lines, angles and curves, 
of arms, legs, body, head, in the most intri
cate momentary combination, and in the 
most intricate flow of ever changing combi
nations. And having thought the movements 
and their combinations, he must be able to 
produce them at will, instantaneously. 

} ([ And it is not enough to create a series of 
^pictures—picture, break, picture, break, 
picture, break—be the interval between the 

J \ pictures ever so slight. Emotion—and that 
v ^ . ^ i s the thing the dancer must express— 

emotion is not a quick-change artist. It is a 

flow, steady and constant. When the dancer 
has mastered this last phase of his technic, 
when he knows all the harmonies within the 
range of human movement, when there is 
no moving picture of the body he can con
ceive that he can not instantly produce, then 
he has received all that the ballet can give 
him. But not before. 

C Ballet training may seem to some stereo
typed, mechanical, harsh. It is. In the ballet, 
a law is a law, and there is no second choice. 
It must be. Its forms are laws because they 
have a certain indestructible value. If a 
straight leg step can be half straight and 
still have the same value, it never had any 
special value in the first place. If you want 
to say " red," you can't succeed by saying 
1 4 green." You ' l l never convey the idea of 

red' ' until you have mastered the word 
" red," difficult as it might be. If you want 
to say something through the dance, you 
have to master the language. 

£" Form is the one thing that distinguished 
art from mere expression. Without a shape 
there can be no object. The more profound 
and real is the emotion the artist wishes to 
convey, the more accurate must be the form 
in which he expresses it, or it will remain 
meaningless. Ballet training—or its equiva
lent, call it by whatever name you wish— 
is the form of dancing. Without it the dancer 
may happen upon a charming expression, 
but it will be by accident. 

<[ There is the inestimable value of ballet 
training, and there also is its limitation. 
It is indispensable, but it is not sufficient. 
Many a dancer is technically efficient, can 
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command every movement of which the 
body is capable, but does not know what 
jtnovements to use, or what is the meaning 
of a movement. 
([ As the student develops in movement-
consciousness, the meaning of movement, 
the relation between a given emotion and 
a given gesture, becomes clear. The mechani
cal aspect of the ballet becomes subordinate, 
and its expressive aspect appears. The artist 
with a highly developed sense of form will 
see correspondences in form that others do 

not see. The notes he has learned will reveal 
to him their harmonies. 
([ Having mastered the ballet, the dancer 
then learns what the movements he had 
acquired can say, and that is a whole 
essential part of dance training which must 
continue when the ballet part is finished. 
Then, and only then, will the creative mind 
of the dancer be able to express itself in 
forms of truth and beauty that are personal 
to himself and powerful to communicate 
their content to the spectator. 

E N G L I S H F O L K D A N C E S 
C Some idea of the great variety of English folk dances may be gathered from the following list in common use 

by the English Folk Dance Society, whose work is described by Amelia DeFries in this issue's London Letter: 

MORRIS DANCES 

Rigs o' Marlow, Blue-eyed Stranger, Laudnum 
Bunches, Trunkles (Headington), Shepherds, Hey (II) 
Old Woman Tossed Up (II), Glorishears, Bobbing Joe, 
Rodney, Haste to the Wedding, Shepherds, Hey 
(Bampton), Bobby and Joan, Step Back, The Rose, 
Shepherds, Hey (Badby), Old Black Joe, Brighton 
Camp, Constant Billy (Sherborne), Cuckoo's Nest 
(Sherborne), Trunkles (Bled), William and Nancy, 
London Pride, Constant Billy (Long). 

MORRIS JIGS 

Old Mother Oxford, Jockie to the Fair, Lumps of 
Plum Pudding (Bampton), Princess Royal, I'll Go and 
Enlist, None so Pretty, Molly Oxford, Ladies' Pleasure 
Lumps of Plum Pudding (Bled). 

COUNTRY DANCES 

Sellenger's Round, Gathering Peascods, Goddesses, 
Black Nag, Rufty Tufty, Mage on a Cree, If all the 
World, Oaken Leaves, Hey, Boys, Scotch Cap, Old 
Mole, Picking up Sticks, Confess, Newcastle, Hit 
and Miss, Fine Companion, Grimstock, Adson's 
Saraband, Chelsea Reach, Parson's Farewell, Argeers, 
Boatman, The Health, Oranges and Lemons, Hunsdon 
House, Heartsease, Nonesuch, Lull Me beyond Thee, 
The Running Set. 

SWORD DANCES 

Flamborough, Kirkby Malzeard, Sleights, Haxby 
Earsdon, Winlaton, 



A G R E A T BOOK O N T H E D A N C E 

T H E DANCE IN E D U C A T I O N 
B Y AGNES AND LUCILE M A R S H 

A. S. Barnes & Co.> New York 

Reviewed by 

R U T H ST. D E N I S 

f For every reason and no reason, Mr. Shawn and I 

feel an immense debt of gratitude to the Misses Marsh 

for their splendid book, and for the creations of 

joyous vision and liberation that it gives out. It at 

once connects up in my mind with the dreams and 

visions of my early life. 

C My mother was a New England college woman, 

and when I began my first halting lessons in Delsarte 

(many times removed from the original source, but 

none the less powerful to stimulate and direct the 

destinies of one small life) we often talked of the 

possibility of my being a teacher in a college. For at 

that time my mother's Methodist training was ail 

against the possibility of my ever appearing on the 

stage. Indeed, once upon a time I had a very illumi

nating experience with the late Dwight L. Moody as 

to the moral status of a dancer in those days (I leave 

it to the imagination what that status was). It *s a 

good story, but I must tell it another time. However, 

it apparently did not deter me from descending to the 

sulphurous depths of the stage, and from there working 

my way slowly and painfully upward towards at 

least the appreciation of a Dancing Pedagogue, who 

speaks from the respectability of a college gymnasium, 

and yet begs for more beauty and vision, 

f I am sure that more exact, if not more appreciative, 

minds than mine have enumerated the excellent 

details of this delightful and informative book: its 

wealth of detail for teachers and students, and beyond 

T 
^ T * T ^ O take the loaf of Beauty and break 

• it into fragments to feed the multi

tude is a great and difficult thing to 

. do. The breaker must be all things 

j ^ ^ ^ ^ a to all minds, yet withal keep his 

own individual flavor intact. He must feel with 

the revealers and understand with the receivers; 

he must be both receiver and giver, appreciator 

and expresser—in a word, the mediator between 

the masculine element of the creating artist and the 

feminine element of the impressionable world. He 

must be capable of experiencing the intensities of 

beauty, and yet pass on those experiences to others 

in understandable terms. 

|[ The Dance in Education, written by Agnes L. Marsh, 

instructor in special classes of Physical Education of 

the Teachers' College of Columbia University, and 

her sister, Lucile Marsh, assistant professor at Smith 

College, is a satisfying and admiration compelling 

book. It is seldom in this world that one artist in a 

particular phase of art, finds the manifestation of an 

idea or theory, as done by another, so well done that 

he can sigh a sigh of content and relief and murmur to 

imself, " Well, that's done, and I couldn't have 

done it better, if I had done it myself "—thus reveal

ing at once the capacity for appreciation that only one 

artist can give to another, and at the same time his 

standard of eternal egotism by which he judges all 

other work! 
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all, its high tone of encouragement to the philosophic 

mind in relation to life and the dance in its deepest 

and widest aspects. 

£ It would take years to collect all the information 

that this book reveals in such a compact and focussed 

manner. It both feeds and stimulates teachers and 

students, and also artists whose minds are at times 

taken off the intensely personal side of their art and 

trained upon the larger matters of race culture and 

race beauty, 

f The attitude of The Dance in Education is largely our 

own that a truly beautiful and adequate technique is 

best used by the mediator letting an idea find its own 

channel of expression. This has been my method, if 

there can be said to have been any method in the 

various productions I have made in the past. I have 

always first been fired by an idea, and have then gone 

to work freshly each time to find the best way of 

dancing that idea. However, this in turn brings us to 

the vocabulary of the dancer. 

([There are in existence, by reason of the accumulation 

of traditions of various national and racial folk 

dances, by the systems of various schools of the dance, 

such as the ballet system, and by the contributions of 

great individual creative dancers, a large number of 

tried and beautiful " w o r d s , " or gestures and pos

tures of the body. It is well , and necessary, that the 

student who wishes to express himself in the freest 

manner should study these already existing words. I 

do not think that we can wisely overlook the value 

of studying the techniques that already exist, pro

viding that we use that knowledge to liberate rather 

than to bind the individual spirit of expression. Here 

let me add also, that I think the expressed antagonism 

of the Misses Marsh to ballet technique is a little 

harsh, for the technique of the ballet is only one 

group of words in the language of the body, and 

should be studied as such, but given no more nor less 

importance than is due. 

( [To learn to walk, to leap and run, are indeed 

natural movements of the human body, and simple 

and lovely forms of dance may be performed with 

these simple and elementary units of gesture—but 

intellectually these correspond to the child stage of 

development. A child may learn to compose a charm

ing little poem with very simple words, yet we do not 

expect to find a mature poet limiting his expression 

to the primary school language of a child. So the 

vocabulary of the dancer should expand and grow 

more varied, richer and more complex, to express 

more clearly the varied and complex ideas and 

emotions of his adult mind, by study of the gesture-

words that have been evolved by other races and 

other times, as well as inventing new words to 

express individual and unique feeling. 

£" I hesitate to add a note of real criticism to this 

deeply sincere appreciation of a fine work, when I 

say that some of the photographs give very little hint 

as to the true costuming and postures of the dances 

that are said to be studied from the most authentic 

sources—to have put breast-plates on Isis or her 

Egyptian dancers does not speak well for the research 

department. However, I realize that these examples 

are given more in the spirit of stimulus to students, 

than as finished production, and as such they fill a 

great need admirably. Later on, with more time and 

more study, these indications wil l emerge as a truer 

and more beautiful pictorial product, even as mani

fested by the college student who has so little time 

to put upon the aesthetic side of the dance. 

([ If there is to be a really vital and substantial art 

in America, I believe it wi l l (as in the history of 

the race) be born out of this renaissance of the dance, 

for obvious and fundamental reasons. And such a 

book as The Dance in Education makes a valuable 

contribution toward bringing such a result to pass, 

by connecting the dance with the educational life of 

America which has up to now been so painfully 

devoid of beauty, and of any realization of thê  

ural and educational power of beauty, particu 

of that most primitive and inherent manifej 

of beauty—which is dancing. 

T H E D E N I S H A W N M A G A Z I N E Ptf£<? I) 
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•U ask me for news from Europe; 

but, you know, very little foreign 

art reaches us, unless it comes from 

visiting artists. 

£ A t the moment we are very 

Russian once more, for the Diaghileff Ballet is at 

the Coliseum for the season, and Massine, with 

Trefilova, is at the Empire; and that is all the 

important dancing to be seen on our stage just now, 

with the exception of Lois Fuller's Ballet Fantas-

tique with shadow light and color which has just 

finished a season at the Coliseum. 

£ But England is paradoxical and the best of our 

English dancing goes on all over the country all the 

time without coming onto the stage. 

£ For example, there is very good tuition in native 

dances throughout our national schools; and a lot of 

propaganda for this is carried on all over these islands 

by such people as Susie Lee, who is representative 

and lecturer to the Association of Operatic Dancing 

of Great Britain, Fellow of the Imperial Society of 

Dance Teachers, Lecturer to the London County 

Council on Dance, Drama, Speech and Song, and who 

also speaks to education conferences. Most of her 

work is carried on under the patronage of Madame 

Adeline Genee, Mr. Cloudesley Brereton and other 

leading educationalists; and she announces for Dec

ember 13 th a Grand Matinee under the heading, 

Education through Dancing, in which two hun

dred children will assist her. Her other lectures include 

the Religious Aspect of Dance and Drama, Dancing 

through the Ages, Shakespeare and Dancing, etc. 

She is a member of the council of the British Con

federation of Art . 

Then there is the English Folk Dance Society, 

which must never be forgotten when you are thinking 

pf the dance in Britain. This is under the direction of 

Vaughn Williams, the famous composer, whose opera, 

Hugh the Drover, was performed, with English 

dances, so successfully last summer at Covent Garden. 

It is the first opera ever written on a " grand " scale 

in which the themes are woven from British music 

and the story founded upon English history and 

legend; and in it for the first time on any stage the 

tenor and the baritone engaged in a real boxing 

match accompanied by suitable music from the 

orchestra. The whole thing was delightful and one of 

the instances of a beginning of a rennaissance of the 

English spirit in our national arts. 

£ Classes of folk-singing, country and sword dancing 

are held by the above society every week throughout 

the year, and with these go historical lectures and all 

the phases of the Morris dance. 

£ A journal is also published, entitled The English 

Folk Dance Society's Journal and the E. F. D. News. 

Parties are held to encourage the ball-room use of 

these old dances. 

£ When you think of us you must think, too, of 

Ireland and of Scotland as well as Wales, each with 

its own tradition in dancing and all kept alive as part 

of the country life, though rarely represented on our 

stage. And there is the clog dancing of the North of 

England, which has been seen on the variety stage 

often enough, but the real home of which is among 

the workers in the mines and factories. 

£ Scotland dances as naturally as it plays golf, and the 

Annual Dance trials at the Oban Gathering or the 

Braemar Gathering, etc., are real parts of the life of 

the nation. No men are lighter on their feet than the 

hefty Highlanders and when you meet a fine dancer 

in a London ball room it is usual to discover that he 

is Scotch. This summer at Wembley the Boy Scouts 

of the whole Empire gave a great display; and the 

most stirring portion of this was the entry of a 

thousand Scottish boys (drawn from all over the 

Empire) clad in the kilts of their respective clans, 



N E W S OF T H E D A N C E 

KARSAVINA 

C THAMAR KARSAVINA, on November 6th, made her 

first appearance to American dance lovers. Mme. 

Karsavina's dancing was lovely in form and certainly 

one of the most perfect examples of the Russian bal

let. Of her first program, probably the things that 

were the most liked were a charming Polka on the 

Toe; a Hurdy Gurdy Doll in a bizarre costume, 

executed upon the toe in the manner of a mechanical 

toy, and last on the program, a classic adagio that was 

exquisite in line and a marvel of accuracy and bril-

lancy. Mme. Karsavina was assisted by M. Vald-

iniroff, whose Greek Youth's Warrior Dance was 

one of the sensations of the afternoon. 

PAVLOWA 

f MME. ANNA PAVLOWA presented a two weeks of 

ballet at the Metropolitan Opera House. One of the 

new ballets was a story built upon the theme of Don 

Quixote. The other ballets were repetitions of Mme. 

Pavlowa's favorites to her American audiences, such 

as Snow Flakes, The Chopin Suite, and in the 

divertisements many of her loveliest solo dances 

were found. This season, she was assisted by MM. 

NovikofF and Volinine. It was indeed a great pleasure 

to see M. Volinine again in the ranks of her dancers, 

as he is not only a beautiful dancer, but extremely 

popular with the American public. 

4 4 4 
f Two events of particular interest to dancers have 

been the introduction into this country of the Royal 

Siamese Ballet, and a troupe of Javanese dancers. The 

difference in the type of dancing and costuming is not 

alone a factor in their uniqueness but the proficiency 

in the execution of their art is one of the most satis

fying things to witness. The posturing was both 

unusual and beautiful, and the ease of movement 

connecting the posture was in itself a joy to behold. 

It is very evident that dancing to these two groups 

of dancers is a life work and a bringing flower all 

that is embodied in their country and environment, 

as well as their personal relation to art and life. 

C THE WAY o* THE WORLD, an old play of William 

Congreve, is being produced at the Cherry Lane Play 

House, under the able direction of Dennis Clough. 

Three of the Denishawn family of dancers are appear

ing in the production. The ballet is dance pantomime 

and was arranged by Katharane Edson and is being 

danced by Dini, better known as Dee Bidelman, Paul 

Mathis and Mildred Watts, and is done in the manner 

of a Chinese ballet of the Queen Anne period, or, 

rather, how the Queen Anne period might picture a 

Chinese ballet. 

£ Miss ST. DENIS, Mr. Shawn and the Denishawn 

dancers were on the Pacific Coast dancing during the 

holidays. It was rather like a home coming, for 

Denishawn began originally in California at Los 

Angeles, and from there has spread its hands out 

across the lands. 

£ PAUL MATHIS, teacher in the New York Denishawn, 
has the rare combination of charming personality, 

beauty of physique, and the equipment and talent 

for teaching. Mr. Mathis has had his entire training 

under Miss St. Denis and Mr. Shawn, and in the 

Denishawn school. Probably no one of the teachers 

has as rich and varied a repertoire of Denishawn 

dances, both to dance and teach. After some years 

of study as a pupil in the school, Mr. Mathis entered 

the teachers' classes and has received every teacher's 

course that has ever been given at Denishawn. In 

addition to this he has had a great deal of personal 

work under Mr. Shawn and Miss Edson. Three years 

ago, he was on tour with Ruth St. Denis, Ted Shawn 

and the Denishawn dancers, and did not go out with 

them the second and third years only because he was 

much shorter in stature than Mr. Shawn and the 

other men dancers of the company—a fact which 

makes the Denishawn school the richer by having a 

teacher who is not only able to tell others how to 

dance, but who is a splendid artist in his own right. 
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MR. SHAWN'S CONTINUED IOIEREST IN NATIVE AMERICAN DANCE 
THEMES HAS BROUGHT FORTH IN THIS SEASON'S PRODUCTION FIVE 
AMERICAN SKETCHES, AND IN THIS COSTUME HE DANCES AROUND 
THE HALL, AND THE GRINGO TANGO, EACH WITH A DIFFERENT PARTNER, 

TO MUSIC BY EASTWOOD LANE 



STEIN WAY T h e I n s t r u m e n t o f t h e I m m o r t a l s 
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" ' CARNE Gl E HAU, N E W TURK 

ANY new Steinway piano may be purchased 

with a cash deposit of io%, with the bal

ance extended over a period of two years. 

Used pianos accepted in partial exchange. 

UN S W E R V I N G fidelity to the ideal of its creator has 
made Steinway the continual leader in the devel

opment of piano manufacture. Each of Henry Steinway's 
descendants has contributed his own particular genius 
and ability to the perfection of Steinway craftsmanship. 
This devotion to perfection likewise has made possible 
the Steinway of the home. In the smaller grand or up
right, suitable for the modest abode, the Steinway tone 
lives in all its glory and nobility. Once you have heard 
or played a Steinway there can be no question of your 
choice. It will be your piano, just as it is the piano of 
the masters who have named it Steinway — Instrument 
of the Immortals. 

Prices: $ 8 7 5 and up 
In Greater New York Steinway pianos art sold 

only at Steinway Hall 

S T E I N W A Y & S O N S 
S T E I N W A Y H A L L , IOQ E A S T I 4 T H S T R E E T , N E W Y O R K 

O N L Y T H E F I N E S T S L I P P E R S 
WILL SUIT THE GREAT ARTISTS 

RU T H S T D E N I S , Mme. Pavlowa, Ted Shawn, the 
International Association of Masters of Dancing, 

the American National Association, and all the Great 
Artists of the dance endorse 
CAPBZIO slippers. There 

are none finer! 

PROFESSIONAL 
HARD TOE 

BALLET 

Since 1SS7 Capitis has been 
making footwear specially 
and scientifically construct
ed for stage folk Many cel
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A R O U N D T H E W O R L D 
INCE the last issue of the 
Denishawn Magazine was 
printed a contract of great 
significance has been signed 
between Daniel Mayer, of 
New York, and Strok, the 
great impresario of the 
Orient, by which Ruth St. 
Denis andTed Shawn,with 
a selected group of solo 
dancers from their com
pany, wil l go around the 
world next season. 

C Starting in September, they will play a five-weeks' 
engagement at the Imperial Theater in Tokio, and from 
there progress to other Japanese cities for a week each. 
Then some months in China, followed by appearances 
in Manila, Java, Siam and India. The tour will end with 
five weeks in Egypt in time for the Denishawns to get 
back to New York for the summer course in the school, 
bringing new material for teaching, and for production. 
C And what a fascinating year it wil l make of the 
magazine! Each issue will have a longletter of descrip
tion of the tour. Native teachers are to be procured for 
the entire company in each place, and native dancing 
wi l l be sought out constantly in odd places off the 
beaten track. New pictorial material of these far-away 

peoples and their dances wil l be published in the 
magazine, along with the writing of Miss St. Denis 
and Mr. Shawn on the subjects of what they have 
seen. 
C Thiswill be the first world tour of American Dancers. 
These will be the first American dancers to take the 
dance message of America to the Orient. 
C In the summer issue of the Denishawn Magazine the 
personnel of the tour will be announced and a picture 
of each printed. 
([ Miss St. Denis wil l write for the summer issue the 
story of how she, an American girl who had never 
visited the Orient, became an "Oriental Dancer," 
what the Orient has meant to her and why she has 
clothed her dance message to the world so often in 
Oriental art forms. 
C The first year of the Denishawn Magazine would 
not be complete without an attempt to treat of Isadora 
Duncan, her pioneering and her influence on the art 
of the Dance. We are delighted to announce an article 
on this subject by Mrs. Mary Fanton Roberts, editor 
of Arts & Decoration, who, besides being one of the 
foremost art critics of America, a distinguished 
woman and writer, has known, personally, Isadora 
Duncan for years and is in every way most capable of 
a true and sympathetic estimate of the value of this 
unquestionably great dancer. 
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( " N o t to h a v e seen R u t h St . Denis dance to the music of tha t l o v e l y 
Brahms W a l t z (opus 39 , N o . 1 5 ) and to the Lisz t Liebestraum sit some 
t ime in one 's life is to have missed one of the th ings of pure beauty on 
the contemporary s tage . Here are jo ined, perfect ly, music and the dance, 
and the result is one tha t is i nev i t ab ly th r i l l i ng . T h e fusion is l i k e an 
exquis i te poem. T h e Love's Dream is touched w i t h ineffable sadness, as 
of some half-forgot ten memory of some precious moment . . . . T h e y are 
flashes of perfection that one somet imes wa i t s for a l i f e t i m e . " 

—New York Evening Post. 
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V O L . I NO. 3 

M U S I C V I S U A L I Z A T I O N 
B Y R U T H S T . D E N I S 

E T me first define 
what I mean by the 
words "Music Visu
a l iza t ion :" Music 
Visualization in its 
purest form is the 
scientific translation 
into bodily action of 
the rhythmic, melodic 

and harmonic structure of a musical compo
sition, without intention to in any way 
"interpret" or reveal any hidden meaning 
apprehended by the dancer. There is a 
secondary form of music visualization, which 
naturally has not our keenest interest, 
wherein we definitely superimpose dramatic 
ideas or arbitrary dance forms which seem 
to relate themselves closely to the composi
tion in emotional coloring, structural out
line, rhythmic pattern, and general meaning. 
( I cannot attempt, in a short article such 

as this, to make a detailed exposition of all 
the principles involved in the actual work
ing out of my music visualizations. But a 
few of the most obvious ones I will list for 
a basis on which to discuss further the 
subsidiary phases of the subject. 
C First let me explain that I coined this 
phrase "Music Visualization" some years 
ago in our school in Los Angeles, in order to 
avoid the much abused word "interpretive" 
as applied to dancing. At that time there was 
still much talk of' 'Interpreting" symphonies, 
sonatas, etudes, and other forms of great 
classic compositions, and it began to dawn 
upon me that as a class we were in a tangle 
of unintelligent assumptions both in regard 
to music and to the dance; that it was time 
we ceased from doing, and started to analyze 
this extremely interesting, but vaguely con
ceived of, form of our art. 
( One experience which led me to this re-
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solve to analyze and to arrive at fundamental 
truths about the relation of dance and music, 
was the performance of one of our music 
dancers purporting to interpret a symphony. 
I heard a large symphony orchestra playing 
one of the well-known symphonic works. I 
saw a woman moving about the stage in, 
at times, a rhythmic, and at other times a 
dramatic manner, which had in it much 
depth of feeling, much nobility of movement 
and much pure beauty of bodily line, but 
which had almost no connection with the 
musical composition to which she was danc
ing. That this dancer was trying to express 
through her movements the spirit of the 
work was quite evident, but in actual fact 
she could give but a few gestures, a few 
pregnant pauses, that in any way visual
ized, much less interpreted, the great sym
phonic work whose harmonies and dynamics 
were floating about her. 
([ I went home from this performance very 
thoughtful, for the motives of her perfor
mance found a most profound agreement 
with my own. That is, I too asserted that 
only the greatest music was fit accompani
ment for the deep and eternal things which 
I wanted to express through the dance. But 
her methods were obviously wrong. It 
could not be done that way. The result of 
my meditations was the conception of my 
Synchoric Orchestra, and, from the princi
ples involved therein, the whole series of 
our music visualizations, from the Bach 
Inventions (which Mr. Shawn visualized) and 
which the Concert Dancers used, for two 
seasons, down to the Schutt Suite for Violin 
and Piano, which is new on this season's 
program. 

( In the case of the Bach Fugues and Inven
tions, we have the pure mathematics of the 
dance. In these there is no emotional 
coloring or intent, and therefore the music 

visualization of them should be without 
emotional coloring in movement. In a two-
part Invention, two separate groups dance, 
each group moving to the notes of its own 
part only, and remaining still on the rests in 
that part. Dancing at the same time, the two 
groups imprint upon the eye a correlative 
image to the one given to the ear by the 
playing of this two-part Invention on the 
piano—that of two themes, each distinct 
in itself, harmoniously mingling to produce 
a charming and perfect structural whole. 
This same principle is simply enlarged by 
using three groups for a three-part Invention 
and four groups for a four-voice Fugue, and 
so on, keeping always in view the relation 
of the groups so as to present a harmonious 
composition to the eye, as well as the exact 
beating out of the actual notes of each part 
by its group. 

( In other compositions, such as Beethoven's 
Sonata called the Pathétique there is obviously 
an emotional coloring. Some scholastic 
musicians argue that no emotional intent was 
in the composer's mind, but that sheer 
structural writing produced the result. How
ever, emotional music resulted, and that 
must be considered in the visualization. 
After the abstract emotional coloring is 
decided upon, it must be kept in mind as 
influencing the quality of the gesture used 
throughout by the dancers. 
£ Then, in the visualization of such a com
position, these simple and obvious facts of 
the relation of music to movement must be 
obeyed : 

([ Time value underlies all. The time in 
which the music is written must be recog
nized, and the rhythmic pattern appre
hended. Then each note must have its 
correlative translation—an eighth note has 
a definite length, and its visualization must 
be a movement exactly as long; a quarter 
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note is twice as long, and should be visual
ized by a movement twice as long. 
£ Simple melody and simple accompani
ment, obviously, would be adequately 
visualized as a solo dance; whereas compli
cated and contrapuntal writing, involving 
many simultaneous voices, parts or themes, 
should be visualized by a group of three or 
more dancers. 
([Just as there is staccato and legato in 
playing, so is there staccato and legato 
quality in bodily movement. 
([ Dynamics must be considered. A softly 
struck note should be moved softly and with 
economy of force, while a crashing chord 
must be visualized with more physical 
energy. 
([ The rise and fall of the melody should 
have some answer in the rise and fall of the 
body above the plane of the stage, the posi
tions of the notes on the printed staff being 
in some degree analogous to the range of 
posture the body can control from lying 
flat on the stage to the highest leap above 
the floor. 
([ There is sometimes a wide variety of 
movements that can be used equally well to 
visualize certain elements in the music, and 
here is where the selective quality of the 
artist comes into play. A trill in the music 
may be visualized as a whirl, or a vibration 
throughout the body accented in the arms 
and hands, or a ballet emboit, for instance. 
But here the quality of the movement of the 
visualization as a whole must govern the 
choice of the particular gesture. If one is 
visualizing an abstract composition, sonata, 
concerto, or etude, obviously the quality of 
the gesture should be kept abstract, should 
avoid a definite school, national or racial 
style—it should be universal gesture. 
( All of these rules are used as bases to 
start from. Often we depart from them our

selves for many reasons. In designing dances 
for entertainment purposes, the fact is borne 
in upon the creator that the public will 
stand for abstract movement only in small 
doses. And so, upon a sound base of render
ing the value of the notes of the music into 
a corresponding value of movement, there 
is superimposed a surface idea to trick the 
eye of those beholders who have neither the 
interest nor the training to apprehend the 
actual visualization principles which are 
being applied and actually worked out in 
the dance which he sees. Thus in Mr. 
Shawn's visualization of the Revolutionary 
Etude of Chopin, he has superimposed a 
dramatic narrative, while at the same time 
the composition is visualized on rigid prin
ciples. His gesture enacting the story of the 
crazed revolutionist exactly parallels the 
melodic theme, while the whirling figures 
behind him symbolizing flame and fury, 
visualize the accompaniment. And in the 
Soaring of Schumann, the great square of 
silk is manipulated to give the surge of the 
music and to give amusement to the audience 
in watching its multiple forms, while the 
notes are just as carefully rendered by the 
movements of the dancers as if there were 
no veil. 

f And just as the symphony is the highest 
of music forms, so my Synchoric Orchestra is 
necessary to adequately visualize a symphony. 
One dancer can no more visualize a sym
phony than one piano could play it. The 
body is a multiple instrument just as the 
piano is a polyphonic instrument, but both 
fail to render a symphony adequately. And 
as to interpreting—let us take the word into 
the field of written or spoken language: I do 
not understand Swedish, and so I employ an 
interpreter who understands this language 
to translate something to me—but I expect 
that translation to appear to me in English. 
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Now the "interpretive" dancer may under
stand the Swedish of the music, but she 
translates it not into a language I under
stand, but into a third language which is 
just as intelligible to me as the original. 
Visualization does not concern itself with 
explaining a meaning which may or may 
not be there, but contents itself with as 
exact a replica in visible form of what the 
music presents in audible form, as is possible. 
C The Synchoric Orchestra, when dancing 
in connection with a Symphony Orchestra to 
visualize a symphony, would be composed 
of as many dancers as there were musical 
instruments. Each dancer would be defi
nitely related to one certain instrument. 
Some arrangement of human values is desir
able—such as the heavier and older dancers 
paralleling the heavier instruments—strong 
men for percussion and brass, slender youths 
for the wood-winds, young girls for violins, 
and more mature girls and women for 
'cellos and basses. Each dancer would move 
exactly what was played by his instrument 
and when his instrument was silent he 
would be still. When all the violins played 
in unison, all the violin dancers would dance 
in a unified group, in unison of movement. 
A solo theme by a flute, against an accom
paniment of 'cellos and basses would be seen 
as a solo dance movement by the flute dancer, 
with subordinated mass movement in the 
background upon the part of the dancers 
representing the 'cellos and basses. The 
whole would always maintain an archi
tectural sense of mass composition, so that 
at all times the grouping was based on a 
sound undertaking of form. 
£ About six years ago I visualized the two 
movements of the Unfinished Symphony of 
Schubert. For months I worked with more 
than sixty dancers who were all pupils of 
Denishawn, well-trained and responsive 

human instruments in my Synchoric Orches
tra. For the obvious reason of expense, I was 
unable to have a symphony orchestra, but 
with the conductor's score, and the invalu
able help of Mr. Louis Horst, our pianist-
director, each instrument's scoring was stud
ied, and the movements of that dancer worked 
out first separately, then in relation to the 
other instruments of his class, and then in 
relation to the form of the whole. When 
this was complete, we gave three perfor
mances for invited audiences in Los Angeles, 
and met with an extraordinary response. It 
is my dream to be able to give this, and other 
compositions of its kind, with a great 
orchestra. But that is a dream which must 
wait for some one who believes that dancing 
of the highest calibre is as worthy of sup
port, and of as much benefit to mankind, as 
the music of a Symphony Orchestra itself. 
([ However, other works of visualization 
are being given each season by our company, 
within the scope of what is possible to our 
organization, and the whole idea of music 
dancing is still a matter of keen interest and 
enjoyment to the whole school of Denishawn 
and our performances in every state of the 
country for these last four years have slowly, 
but surely, educated what was before an 
indifferent public to the beauty and pleasure 
to be found in watching girls and boys, 
with trained minds and bodies, visualizing 
the classic compositions of great masters 
both foreign and American. 
£ This educating of the public demands the 
utmost sacrifice, patience and faith on the 
part of those who take upon themselves the 
career of pioneers. The scientific relation of 
music to dancing is as yet an almost un
touched field in the world of stage dancing. 
Only a few schools go into the matter with 
any enthusiasm or penetration. The line of 
least resistance is the ancient manner of mere 
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nervous or emotional response to simple beat 
and melody; and this in the most careless 
and elementary manner underlies most of the 
stage dancing of today. The Dalcroze School 
is a burning and shining light, and probably 
for that very reason has not made the head
way in this country that it should, for it 
demands a mental activity that the average 
pupil is unable or unwilling to give. I have 
long said that we are still in the main 
satisfied with the physical plane in dancing, 
and as long as the Ned Wayburn type satisfies 
the average theatre-goer, the question of 
true music-dancing will have to struggle 
along with its self-appointed pioneering 
task. 
£ In this work of faithfully visualizing 
music, we become involved in many phases 
of music and the dance which are not 
apparent to those students of both arts who 
are not of a questioning or expanding nature. 
First of all, there is the grave question as to 
whether the music that now represents our 
finest efforts, can or should be danced at all. 
Music and the dance have grown apart for 
many years and their meeting is now being 
brought about with great effort and mis
understanding. For, to begin with, the very 
spirit of music is inflexible in its attitude 
towards the dance, if it can be said to have 
any attitude save a vast indifference. I am 
referring to that large organized music-
public, who supports, or is engaged in the 
performance of, the great classic composi
tions. 

C Many of the laws of music are not the laws 
of the dance, and in relating ourselves to 
classic music, we do so only by our complete 
surrender, thereby often robbing us of our 
capacity for beautiful movement in some of 
its finest phases of expression. The greater part 
of classic music in its conception was con
cerned with bodily movement not at all, or 

dealt with dance forms much devitalized and 
stereotyped, and we dancers can obtain 
results of a union with classic music only at 
our own peril, for the music is fixed, inde
pendent, following its own rules; intended 
to be listened to and not looked at. 

In other countries in other times, the 
Dance was the thing, and the music was 
flexible, supporting, subsidiary, single in its 
purpose of giving the dancer tonal accom
paniment but without hindrance, following 
rather than leading. Thus it was the task 
of the composer to catch the noble gesture, 
the exquisite pattern of movement and 
attempt to render it worthily into audible 
harmonies. 
([ The music of the future will have to be 
divided into two groups, so far as dancers 
and the dance public is concerned—that 
which is to be listened to, and that which 
is to be danced to. But one might say that 
this is true today. We have supporting music 
as accompaniment to singing in opera, and 
we have ballet music; and then we have 
orchestral music, symphonies, overtures, and 
such. Yes, but it is all the same kind of 
music, and the music of the dance of the 
future must be a different music than any we 
have yet heard. It must be composed for the 
dancers by composers who understand the 
fundamentals of the dance, and who have 
the utmost reverence for the dance as the 
greatest of the arts; a condition which I 
need not remind you does not exist today. 
([ Beautiful, natural and noble movement 
can never be trained and fixed in art forms 
and expressed in supreme works of the dance 
until the music compositions are a sym
pathetic parallel to the capacities of the 
human body. At present the dancer is made 
to do grotesque, unnatural and futile ges
tures in order to meet the exigencies of an 
almost alien art. But until the ideal music of 
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the future is composed upon ideal principles, 
we have a right to claim the use of the best, 
the highest and noblest works of music with 
which to give audible accompaniment to 
our noblest, best and highest thoughts as 
expressed through beautiful, rhythmic bodily 
movement; and in doing so, we must of 
necessity make concessions by understanding 
thoroughly the laws of music as it exists 
today. 
£ Many dance students and dancers play no 
instrument, and many do not even read the 
printed page of music, and thus are thrown 
back on the sense of hearing and the in
stinctive response to rhythm, phrasing and 
emotional color. To be sure, many are well 
beyond the stages of simple beating of time, 
and of accenting the different dance rhythms. 
The true feeling for music, response to music 
and its intensity, is a matter of individual 
growth. What we need most is the study of 
compositions as a whole, their architecture 
as related to the dance, and the fitting of the 
vocabulary of gesture to the vocabulary of 
tone. But here, again, is the rub; here is the 
attempted merging of two arts—one highly 
developed, complex and well organized, 
with one which, in this day and age, is only 
emerging from centuries of abuse and neglect 
and misunderstanding. 

That is why I feel so keenly that parallel 
to our studies of music visualization should 
be the study of the dance as an independent 
art, with no music accompaniment at all. 
Then on the basis of a solid understanding 
of the laws of the use of the human body as 
an instrument of expression, and a knowl
edge of its own innate powers and possi
bilities, we can approach music firmly and 
as an equal, demanding equal respect and 
concessions. 
([ Our music visualization work in Deni-
shawn has been made possible by the most 

intelligent co-operation of our musical 
director, Mr. Louis Horst, whom I men
tioned above. Mr. Horst is a musician of 
classic ideals which he has held to unswerv
ingly during his association with Denishawn, 
and in principle he has been as unyielding 
and traditional in his love of and expression 
of his own art as he should be; at the same 
time, he has been patient, sympathetic, 
far-seeing and helpful in this attempted 
blending of the two arts, and any results we 
may have achieved (and compared to our 
ideals and to what may be accomplished 
in the future, no one knows better than I 
how small these results have been) are 
because Louis Horst has given of himself 
unsparingly and with great vision. He has a 
wide knowledge of the field of classic 
tradition in music, and yet has the keenest 
understanding of and sympathy for the 
moderns who sincerely desire to reveal new 
worlds, and this scholarly musicianship 
together with this catholic taste, he has 
put at our service for over ten years, and 
without him Music Visualization at Deni
shawn would not be at all what it is today. 
£ At the time I first began active creating 
along Music Visualization lines, Miss Doris 
Humphrey, who had been in my company 
for several seasons, was closely associated 
with me. I found in her intelligence, a 
sympathetic point of view, and a great 
natural aptitude for music dancing. Through 
these years she has collaborated with me on 
many compositions, and of late years has 
independently visualized along the prin
ciples I had worked out, many beautiful 
numbers. The quality of the Music Visual
izations as seen in my Concert Dancers 
production and in our recent tours, owes a 
great deal to the splendid help Miss Hum
phrey has given me. 

C To conclude the whole matter—Visual-
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Who, more than any other dancer of our age, has given us the perfection of the classic ballet. 
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5, Hanover Ter race , 
R e g e n t ' s P a r k , N . W. i . 

Dear M r . S h a w n : 
T h a n k you for your letter, and I am he rewi th sending you a picture of " L a C a m a r g o . " T h e dress 

w a s an accurate copy of Lancre t ' s picture at the Wal l ace col lec t ion here, and designed by C . W i l h e l m , w h o 
has just died. He w a s a wonderful man, and dur ing the t ime I danced at the E m p i r e Thea te r , and long before 
I a r r ived in London , he designed al l dresses there and also personal ly supervised the product ions w i t h 
marve lous s k i l l . A l l my costumes were by him and L a C a m a r g o and L a Danse were both of g rea t interest 
to h im. C a m a r g o w a s W i l h e l m ' s s to ry , but L a Danse w a s ent i re ly my o w n s tudy, but costumes and scenery 
were his . 

I am g i v i n g you all this detai l as, if you are g o i n g to wr i t e about these same bal le ts , I should l ike 
h im to ge t all the credit due to a great ar t is t and g i v e some to Mis s Dora B r i g h t , w h o wro te the o r ig ina l 
music for C a m a r g o and compiled the ancient and all period music for Danse . T h i s lat ter product ion took t w o 
years to do , as I wanted to combine all the fine arts toge ther in the most su i table manner, and when I am 
told that w e never had done w h a t the Russ ians h a v e in tha t respect, I feel ra ther annoyed , as it cost me a 
great deal of ar t is t ic w o r r y to get my dances correct as to period and a l so combine pa in t ing and music in 
the correct manner , so as to correspond in de ta i l . A l l dresses in L a Danse were from ex i s t ing pa in t ings by 
famous ar t is ts , and prints where no pa in t ing could be found. 

N o w , as to my coming to A m e r i c a , you k n o w , of course, tha t I have g iven up dancing , but I should 
love to come over for a series of lectures w i t h i l lus t ra t ions by a few select dancers of our much beloved art , 
and I should be interested to k n o w your and your w i f e ' s op in ion on this idea. I notice you r tournee of last 
season w a s qui te ex tens ive , and I wonder if the schools and musical societies would be interested, and w h o 
books for you and your company . Y o u understand, of course , there wou ld be no large company and no large 
theaters , as m y vo ice m i g h t not prove s t rong enough for that . 

I shal l be pleased to hear from you on this point . In the meant ime, accept my best thanks for the 
interest you are s h o w i n g in m y o w n w o r k and product ions , w h i c h I ve ry much appreciate , and you w i l l be 
interested to k n o w that our associa t ion is n o w nearly 600 s t rong and more than that number on the w a i t i n g 
l is t to be examined . We are obl iged to hold t w o full weeks of examina t ions per annum and at least s ix to 
e i g h t ex t ra days dur ing the year . We have n o w our o w n premises at Hol land Park A v e n u e and hope to s h o w 
them to you w h e n y o u come over next t ime. 

W i t h the best of wishes to you and your w i f e , most s incerely, 
A D E L I N E G E N E E - I S I T T 

M . I . & A . 
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ization of Music is not the mere putting into making this revelation, since lesser music 
gesture form the mechanical elements of a was not worthy of the things we have to 
musical composition. But because the say. We will respect and study the great 
Creative Dancer is always striving to give music of today in order to give it adequate 
expression to Divine Intelligence, and be- visualization because it says partially the 
cause the art of music has gone so far ahead same lofty things—but we believe that in 
of us in these last centuries while the dance order to follow the wings of the dance, 
remained the Cinderella among the arts, we music will have to soar even higher than any 
have chosen the great music to aid us in of its known forms. 
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T H E H I S T O R Y OF T H E A R T OF D A N C I N G 

In Four Parts 

B Y T E D S H A W N 

PART I I I . Dancing Through the Dark Ages, 
and the Rise of the Ballet 

N the whole, the in
fluence of the Chris
tian Church has been 
verydetrimentaltothe 
art of dancing. As the 
ascetic influence of the 
Church increased in 
power, everything to 

do with the body was despised and perse
cuted. The sculpture of Greece representing 
naked bodies came to be considered sinful, 
indecent; pagan painting and poetry fell under 
the same ban; and dancing, because it was 
the art which used the living body as its 
material and its instrument, was most bit
terly condemned. 

([ And thus the world was thrown into a 
condition worse than savagery—worse, 
because of the heights of artistic, intellectual 
and cultural achievment it had reached under 
the Greeks. The name Dark Ages is a fitting 
name by which to call these centuries when 
bigotry, intolerance and superstition reigned. 
£ But in spite of official disapproval, danc
ing remained as a part of the Church 
service in many places, and in several places 
in Spain it may still be witnessed in the 

cathedrals—ceremonies which have come 
down to us in unbroken succession from the 
primitive Church. Most notable of these 
dances in Christian churches today is that 
of the Baile de los Seises, which takes place 
in the great Cathedral in Seville once a year 
at the feast of Corpus Christi. 
([ In the main, however, dancing was almost 
completely obliterated from the Church, 
and therefore from polite society, since the 
power of the Church was the highest power 
through the Middle Ages. It became the 
Cinderella among the arts. Dancing as a 
natural expression of the people was and is 
unquenchable, and everywhere peasants 
danced their own pleasure-dances, or folk-
dances. But dancing as an art was carried 
through on a very slender thread. 
C In Italy there were strolling bands of 
entertainers, the movement which we think 
of now as the Commcedia dell 'Arte, a group 
of actors, musicians and dancers, who had 
established characters, a few stock plots, no 
written lines, and where each performance 
was an improvisation upon the familiar 
structure of these unwritten dramas. There 
was dancing of a sort in these performances— 
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Columbina, the little heroine, nearly always 
danced, as did Harlequin. 
([ Spectacles organized in the courts of the 
Medici in Italy called upon dancing to en
liven them. These were in the nature of what 
we now rather loosely call " pageants," 
consisting of a parade of symbolically cos
tumed characters, with some speaking of 
lines designed to reveal the part the actor-
dancer was playing, and with ensemble 
dancing of a rather limited (from our present 
day standpoint) type. 
j ~ It is said that Catherine de Medici brought 
the fashion of these forerunners of the ballet 
with her to France. At any rate it appears 
that under the patronage of the French kings 
performances of this sort soon became the 
rage in the courts of France, enormous 
amounts of money (even enormous in the 
eyes of a present-day movie-producer) were 
spent on these " Masques " and the dance 
element of them became specialized to the 
extent of people training for these occasions, 
and receiving professional salaries as dancers. 
Louis XIV was so enamoured of dancing 
that he himself danced in some of these 
spectacle performances, and eventually, in 
1661, founded L'Academie Nationale de 
Musique et de la Danse. 
(£ This period, coming as it does within the 
range of written history, is so full of detail 
that in a condensed outline, such as this, 
only the broadest lines can be sketched. 
Prodigious volumes have been written about 
this period alone, one of the most valuable 
of which is Mark Perugini's " The Art of 
Ballet," and the chapters in " The Dance," 
by the Kinneys (reviewed in this issue), are 
also very exhaustive. 

j[ Suffice it to say that from the founding of 
the French Ballet Academy the dance took 
a great leap forward. The names of great 
dancers began to appear and a large and 

enthusiastic public was formed for the sup
port of the dance and its exponents. 
£ In these early spectacle-ballets, according 
to the majority of the writers, the performers 
were all men, and they all wore masks. 
Eventually the mask was discarded by a 
daring dancer, some say Gardel, and others 
say Gaetan Vestris, and the public responded 
to the greater expressiveness of the human 
face to such a degree that masks were aban
doned altogether. And we see listed among 
the first faculty of the French Academy a 
few women, who had been introduced into 
the ballet some time previously. 
£ The costuming of these first ballets was 
far from the concept of the general public of 
what constitutes a typical ballet costume 
today. Pictures of Mile. Prevost, one of the 
earliest stars, show her with high-heeled 
shoes and a train. The steps were, as would 
be supposed, hardly more than sublimated 
court dance steps, almost all gliding and 
posturing. 

£ Eventually there arose a dancer by the 
name of Camargo, who was a real pioneer. 
Practicing and creating in her private studio 
she invented the step known to ballet-dan
cers as the "entrechat" from the Italian 
intrecciare, to weave—a step which consists 
of jumping straight up into the air, and 
crossing the feet as many times as one can. 
And what a fish story is to the rest of man
kind, an entrechat story is to the ballet-
dancer, for the number of times the crossing 
was made by various great dancers of the 
classic ballet grows with time, just as the 
size of the fish does. Camargo found that 
this acrobatic stunt was lost upon her 
audiences in the long skirts then in vogue, 
and so, after the first feminine tears of dis
appointment, she called in her dressmaker, 
and they proceeded to change the silhouette 
of the fashions for women of that day, 
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introducing a skirt short enough to show 
her ankles, and of bouffon lines. Camargo 
is also given credit for being the first to dance 
sur la pointe, discarding the heeled slippers 
used by all dancers before her time. 
([ It was truly a period of progress for the 
dance, for each new dancer and each new 
ballet-master had something to add to the 
vocabulary of the ballet system. No rules 
were so rigid but what a new idea could be 
incorporated into the whole, and revolu
tionary ideas were the order of the time. 
£ Under endowment, and royal patronage, 
the conditions for growth and perfection of 
execution were excellent. And the array of 
big names during a period of about two 
hundred years is quite dazzling. Supported 
by an idolizing public, receiving the utmost 
in popular favor and financial reward, it 
was a career to attract the best into its ranks. 
And in that day it was the ballet, and the 
stars of the ballet, who held the first place 
in the theatrical discussions of the time, the 
actors and the singers taking second place. 
£ This period of the dance's history is 
referred to as the Golden Age of the Ballet. 
One of the most beautiful and finished dance 
performances which it has been the privi
lege of our generation to see was that of 
Adeline Genee, who in her production, 
called "La Danse," reconstructed for us all 
of the highlights of these two brilliant 
centuries. With remarkable fidelity to detail 
of choreography, music and costume, Mme. 
Genee presented to us a characterization of 
each of the great dancers of the Golden Age, 
dancing the dance which was considered 
the piece de resistance of that danseuse, and 
costumed exactly as that dancer was de
picted by a contemporary painter. And Miss 
Dora Bright, the English composer, with 
equal fidelity ^ H y e d and harmonized the 
actual music, found in old manuscripts and 

early publications, that these dancers used 
as accompaniment. The very attar of the 
classic ballet came to us through Genée's 
artistry, her charm of manner, and her 
absolutely unequalled technique. The slipper 
on her foot was as soft and as free from 
stiffening as a kid glove, and yet when she 
danced, the closest scrutiny with opera-
glasses failed to reveal the least indentation 
of the point. In her adagio movements her 
balance was incredible, and her sustained 
movement, devoid of the least suggestion 
of a quiver, was beyond human belief. In 
her, classic ballet dancing reached its apex— 
we have never seen her equal, nor shall we 
again, since the classic ballet is an obsolete 
and dying system. 

£ The list of names of this great period 
includes among the women (most of whom 
Mme. Gênée reincarnated for us) Prévost, 
Salle, Camargo, Guimard, Taglioni, Ellsler, 
Grahn, Cerito, Grisi; and among the men, 
Vestris, pere et fils, Noverre, and Carlo 
Blasis. The men each laid double claim to 
fame, for, in addition to being premier 
danseurs and public idols on that account, 
they were ballet masters, creators of ballets, 
and writers on the subject of the dance in all 
its phases. The amount of information in 
regard to the life and works of each of these 
dancers is not extensive, but such as may be 
found in the works on the dance is most 
interesting and of real value and stimulus to 
the dance student and dance lover. 
C In fact, through this section of the history 
of the dance I can only point a direction, 
and that direction is toward a deeper reading 
and research. To read the details of the activ
ities of the dance and dancers of other times 
is to get a greater perspective and a greater 
sense of relative values in regard to the dance 
today, and gives one a basis from which to 
surmise the possible trend of the dance of 
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( When M r . S h a w n w r o t e the ar t ic le w h i c h appeared 

in the N o v e m b e r issue of Thea te r M a g a z i n e , the 

Adonis Plastique to the Adagio Pathétique of G o d a r d 

had been g iven on ly once, at a performance w i t h 

invited guests o n l y . Since then it has been included 

in the regular p rogram of the tour just finished, and 

has been performed in over 1 0 0 cit ies of the Uni ted 

States and Canada . A t no t ime has it received any 

adverse cr i t ic ism from press or pub l i c ; on the cont rary , 

often w inn ing s ix or seven cur ta ins , thus jus t i fy ing 

M r . S h a w n ' s prophecy of seven years a g o , tha t he 

wou ld be able to dance nude before the general public, 

and e n t i r e l y w i t h o u t o f f e n s e , in less t h a n ten 

years . 
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( T h e D e n i s h a w n Dancers v i s i t the house that Danie l Webster l ived in at 
H a n o v e r , N . H . , and become absorbed in a Godcy's Lady's Book. 
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the future. The dance has always been an 
expression of the spiritual consciousness of 
a people. In an age where the institution 
of religion was so ponderous and all-power
ful as in the great days of Egypt the dance 
had an essentially ritualistic character. In 
the glorious enlightenment of Greece in her 
prime, it reached a fullness of beauty and 
cultural value it has never reached since. In 
Rome, given over to gratification of the 
senses, it became debauched and orgiastic. In 
therenaissance, echoing thestilted artificiality 
of the French courts, it produced the ballet. 
([The Kinneys pungently remark: "The 
condition of the dance in this country ten 
years from now will be more illuminating 
than any ton of literature on the subject of 
present day American mentality." There are 

terrific forces warring against each other in 
America for dominance. The jazz-spirit is an 
expression of the excitement-craving, un-
rhythmic, sensation-seeking younger gener
ation, for whom old ideals, old orthodoxies, 
old prohibitions have cracked and broken. 
Having reverence for nothing, they are 
incapable of building anything fine in place 
of the old, and so they turn to the night
marish strains of the saxophone. There is 
another group to whom the downfall of the 
old merely means a clearing of the ground to 
build more beautifully and more permanently 
—clean-souled, clear-eyed youth such as the 
hide-bound Broadwayite can not even picture 
in his imagination. And this youth will 
express itself in a dance which will be its 
own, the dance of America's elect. 

Part IV. The Decline of the Ballet, The Russians and the American Renaissance will appear in the summer 
issue of DENISHAWN MAGAZINE and there will be appended a bibliography. 

D E N I S H A W N N O T E S 

I T H great pleasure DENI
SHAWN announces the return 
of two old-time members 
of the Denishawn family to 
its fold: 
( [ J U N E HAMILTON RHODES, 
for many years personal 

representative of Ruth St. Denis and Ted Shawn, has 
returned to them in that capacity after an absence of 
two years, during which she was business manager 
of the Pacific Coast Musician, Los Angeles. 

MARGERIE LYON , for years manager of Denishawn 
School, both in Los Angeles and New York, has 
again taken charge of the Los Angeles Denishawn, 
after having been for a long time connected with 
Broadcasting Station KFI , in Los Angeles. 
£ Miss ST . DENIS AND M R . SHAWN are invited to 
speak on the Art of the Dance probably sixty or 
seventy times each season. Among the audi

ences before whom one or the other, or both have 
spoken this past season are: High School, Fall River, 
Massachusetts; Art Society of Dartmouth College; 
High School, Williamsport, Pennsylvania; High 
School, Cleveland, Ohio; Music Supervisors of Detroit, 
Michigan; College of Physical Education, Battle 
Creek, Michigan; Art Institute of Milwaukee, 
Wisconsin; Women's Press Club of Winnipeg, Canada; 
University of Montana; University Women's Club, 
Seattle; Associated Dancing Teachers and all their 
pupils, Tacoma, Washington; Mills College, Oakland, 
California; Friday Morning Club, College Women's 
Salon, and Civic Art League, Los Angeles, California; 
Lion's Club, Greeley, Colorado; Washburn College, 
Topeka, Kansas; Ward-Belmont School, Nashville, 
Tennessee; Allied Arts Society of Birmingham, Ala
bama; Women's Club, Athens, Georgia; State Normal 
School, Greensboro, North Carolina; Broadcasting 
Station, WOC, Davenport, Iowa, and others. 
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" T H E D A N C E : I T S P L A C E I N A R T A N D L I F E " 

B Y TROY AND M A R G A R E T WEST KINNEY 

(New, Revised and Enlarged Edition—Frederick Stokes & Co., 1924 

A Review by 

T E D SHAWN 

A Y 7th, 1913, in Sevilla, 
I went for my daily 
lesson to the studio of 
the famous Maestro de 
baile, Otero, and found 
there, unexpectedly, two 
friends, Troy and Mar
garet Kinney, painters, 
etchers and dance enthu

siasts. I had the uncomfortable experience of taking 
my lesson under the eyes of two people who knew 
far too much about dancing not to see all my faults, 
and two people whose point of view on the subject 
of the dance was so alien to my own that I was quite 
sure that nearly every movement I made would seem 
faulty to them. 

([ After the ordeal was over, and the usual polite 
white lies told by all parties present, I invited them 
to luncheon with me the next day at the Hospederias 
de Santa Cruz, the quiet, garden-surrounded hotel 
where I lived in Sevilla. A t this luncheon, over the 
glasses of Valdepenas, I said to the Kinneys, in sub
stance, the following: 
C "I want to take this opportunity, which I have 
not before had, of expressing to you my deep admira
tion and gratitude for your book on the Dance. I 
consider it the best all-around book on the subject 
that has, so far, been written. It has the greatest 
amount and variety of information, clearly and con
cisely set forth—and its explanation of ballet tech
nique fundamentals has never been stated in such an 
understandable way, even by a ballet-master. I have 
urged every pupil in Denishawn in the years since I 
first read the book in 1914 to buy it—and failing that 
to borrow it from the Denishawn library and read it 
every word. 

f " B u t - " 
([And here I speared a small, salty olive with my 
fork, while my two-pronged glance transfixed my 
two guests with an equally piercing quality. 
([ "I equally warn each student that you are woe
fully biased and prejudiced in favor of the classic 
European ballet, and that you see the whole subject 
of dancing through the eyes of the most orthodox 
and rigid of ballet-masters, to whom any departure 
from tradition is to be 'viewed with alarm' as 
decadent, dangerous, and not to be tolerated." 
([ Thereupon started an argument which lasted well 
through the afternoon, made me late for my lesson 
with Maestro Otero, and was continued at dinner 
time, when the Kinneys acted as hosts in a suburban 
garden restaurant, where we dined in a latticed 
summer-house and emphasized our points by kicking 
at the nineteen huge cats who ceaselessly paced under 
our feet. 

([ During this time, I tried to direct the attention of 
the Kinneys to what America has given and is giving 
to the art of the dance, and reiterated that phrase 
which all Denishawn has heard so often from my lips, 
that ' 'The art of the Dance is too great to be encom
passed by any one system," and that the classic 
ballet is only one color on the creative dancer's 
palette. 
C After several days of this discussion we parted in 
the immemorial fashion of all debaters over politics, 
religion or art—each more firmly convinced of his 
own point of view being right. Therefore, it was with 
no surprise that I found in this new edition of ' 'The 
Dance" that the "fundamentalism" of the Kinneys 
was, if that were possible, more firmly entrenched. 
In the chapter, "Tendencies," which is their resume 
of dance history from 1914 to 192.4, I find this: 
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( "This book has been criticised as stressing the 
importance of the classic ballet to the point of repre
senting that the ballet is the only genuine school of 
the dance. [Can this possibly have reference to those 
friendly conversations of ours in sunny Spain?] Such 
was not the intention." 

( However, on the same page one reads: " . . . one 
most emphatic reason for the ballet's supreme im
portance: it is the only school that has definite 
standards of execution." 
( A statement of this kind is analogous to the posi
tion of the "fundamentalist" in present day church 
and religious controversies. "Except you subscribe 
to my creed—you can not enter heaven and are eter
nally damned." The Kinneys look at all dancing and 
weigh it according to the standards of classic Euro
pean ballet, and wherein it differs from that standard 
it is, to them, not dancing. 

£ Certainly many of us have a right to resent their 
statement that no school of dancing except the classic 
ballet has standards of execution. That is a rabid 
misstatement of truth which their obvious over-zeal 
in ballet-worship has led them to make. It is also 
in very bad taste; which in artists (and the Kinneys 
are painters and etchers before being dance critics) 
is the worst of all possible crimes. That this statement 
is the result of loving the ballet "not wisely, but 
too wel l" is shown by a counter-statement on page 
305: "Be it emphasized that there are teachers, 
specialized in the Greek, who have real standards 
and who really teach." This is only one of many 
examples wherein during the calmer moments of the 
book they make statements which contradict others 
evidently made at the peak of enthusiasm. 

([The book opens with chapters on "The Dancing 
of Ancient Egypt and Greece," "Dancing in Rome," 
and "The Middle Ages and the Renaissance," the 
first two of which are quite brief, very plainly de
signed for the purpose of leading up to the history of 
the whole ballet movement, which is described at 
great length, with an enormous amount of detail and 
much evidence of erudition. 

C The history of the rise of the ballet is interrupted 
by a chapter called " A Glance at the Ballet's Tech
nique"—a chapter which has my utmost admiration 
for a clear and forceful statement of the case for the 
ballet, and a description of the fundamental positions 
and steps which is the only one, to my knowledge, 
which would make the subject really intelligible to 

a layman. I have in my library many books written 
by ballet-masters whose sole aim would seem to be a 
complete obfuscation of the subject. This chapter, 
taken by itself, justifies the book's existence, and is 
without doubt one good reason that the first edition 
was so successful and has led to a new edition after 
ten years have gone by. 

([ The story of the ballet's history is resumed in the 
chapter, "The Golden Age of Dancing" (which I 
might suggest should be called, for the sake of greater 
truthfulness, "The Golden Age of Classic Ballet 
Dancing"). 

([ The chapter on "Spanish Dancing" which follows 
is without doubt the best exposition of that field of 
dancing ever written in the English language. The 
next chapter on Italian Dances seems out of propor
tion in length, considering the low value of the 
material presented. "European Folk Dancing" is 
practically a cataloguing of the various dances of the 
European countries, with short but very illuminating 
comments and descriptions. 

([The chapter, "Oriental Dancing," is the weakest 
spot in the book—it being farthest in concept and 
purpose from the classic ballet. The Kinneys show 
very little real sympathy for or insight into the sub
ject, and their first-hand information is largely of 
Arabic and other forms of Mohammedan dancing, 
which are the least valuable and least interesting of 
all forms of Oriental dancing. This chapter is further 
deteriorated by the entirely disproportionate atten
tion given to a rather offensive looking nonentity 
called "Zourna," with endless pictures of different 
poses of her "Dance of the Soul's Journey," "Dance 
of Mourning," and what not, amateurishly, inar-
tistically and incorrectly costumed. 

([ After this the book swings back to its main theme, 
the ballet, presenting it in its decline (for even the 
Kinneys admit it has had a decline) this picture: 
"Straining for technical feats, they forgot motive; 
the public called the ballet meaningless, its work a 
stupid form of acrobatics, its smile a grimace." This 
chapter is filled with the discussion of the evils which 
flooded the stage under the name of the dance upon 
the death of the old ballet. Then came Isadora Duncan 
and Ruth St. Denis, of whom it says, "Their work 
has at all times been charged with a big, romantic or 
mystic feeling." And further, " . . . the real force of 
the coming change, the change that was to take its 
place among the important revolutions in the history 
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of all art, was quietly preparing itself in an American 
village." 
([Then, in the "Romantic Revolution," he treats of 
Isadora Duncan, and her coming to Russia: "Before 
the end of her St. Petersburg performance, M . Mikail 
Fokine, a director in the Academy, declared Miss 
Duncan a goddess, as he had a perfect right to . . .a 
special performance was given; the Romantic Rebel
lion dates from that hour. . . With Miss Duncan's 
technical limitations or virtuousity they were not 
concerned. What she brought them was the vision 
of the ballet now known to the world as Russian." 
([ This last sentence is another wild statement, not 
based on demonstrable fact. What she probably 
brought them was a great stimulus, a self-revealing 
light which showed them the appalling limitations 
of the classic ballet and gave them new wine which 
they put in their old bottle, with the inevitable 
result. Neither she, nor even they, at that time had 
a very clear vision of the thing which we now have 
seen, marvelled at, and called, The Russian Ballet. 
The statement itself is somewhat modified on the 
same page: "They simply saw the vision of something 
that looked better to them than the art they had 
known." 

([ In spite of the fact that the Kinneys are forced to 
recognize that it was the greatness of the pioneering 
of an American artist that produced this cataclysm 
in the Russian ballet, they show a strange lack of 
real sympathy and understanding of Miss Duncan 
and what it was that she really had to say. There is 
an atmosphere of veiled derision in the parsimonious 
pages devoted to the influence which they admit 
brought about the particular phase of the dance 
which they worship the most fanatically. 
([ If I may be so bold as to try to remedy this lack, 
in a small degree, let me say that the Kinneys seem 
to have missed the fundamental difference between 
the genius of the American pioneers and the ballet 
school, past and present. It is a difference in subject 
matter. The ballet has been content, and still is, to 
handle subjects or themes for dance treatment which 
are either trivial, such as depicting insects and birds, 
or else in the range of the commonest forms of human 
emotions, such as romantic and sex love, with its 
component parts of fear, jealousy, anger, revenge and 
the like. Miss Duncan and Miss St. Denis each in her 
own way claimed that the dance was the greatest of 
all the arts, and should be put to the service of the 
expression of the highest and loftiest of thoughts. 

Miss Duncan thus allied herself with great abstract 
forces of nature, after the manner of the Greeks, and 
Miss St. Denis strove to portray a state of religious 
and spiritual consciousness, going back to that most 
deeply religious of all peoples, India, for her themes. 
It was this God-consciousness in the American artists 
which stirred the Russians to their frenzied and spec
tacular ten years which amazed and delighted the 
world, but they failed to grasp the deeper significance 
of the work, for the list of their ballets fails to show 
a single one that rose above the plane of human 
emotions, or, at most, the merely aesthetic. The only 
one which purported to deal with a religious subject 
was "Le Dieu Bleu," which was obviously an imita
tion of Miss St. Denis's "Radha," which had been 
done all over Europe during the two years preceding 
the Russians' advent in Paris for the first time, and it 
suffered the fate of all imitations. 

£ In Chapter Twelve we are given a very interesting 
account of the workings and organization of the 
Russian Academy from its beginnings under Imperial 
patronage, down to its abandonment under the Terror. 

([Logically following this is a discussion in " A 
Layman's Estimate of Conditions," of the conditions 
in America, and how an established school of the 
dance, permanently organized, adequate as to equip
ment, faculty and, of course, endowment, is to be 
realized. A plan is set forth, which is for the dance 
almost identical to Mr. Rabinoff's "American Oper
atic Institute." It is suggested that we import foreign 
ballet-masters, and, at first, even a foreign ballet. 
An endowment should be raised sufficient to support 
this organization and a body of apprentices to be 
recruited largely out of native American talent. These 
American boys and girls, working under foreign 
ballet masters, and in emulation of foreign stars of 
the dance, would in time replace the Europeans in 
the ballet—but by this plan we would have produced 
—what? An American imitation of a foreign ballet. 

£ We, too, have been for as many years as the 
Kinneys, if not more, crying the need of an endowed 
institution for the growth and progress of the dance, 
as well as for the preservation of the known forms. 
We believe, however, that the ballet of Italy, France 
and Russia should be studied as one important course 
—just as mathematics is a required study in the college 
curriculum. But just as we would consider a student 
who studied mathematics to the exclusion of history, 
the languages, the sciences, and the liberal arts, so 
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the broad-minded dance-critic of today views the 
dancer who knows one style only. 
( The Kinneys, were we speaking in the gardens of 
Seville, would stop me here with the claim for all 
necessary variety being within the realm of the ballet. 
Something of this claim of theirs ic contained in their 
eulogy of Pavlowa: " A review of Pavlowa's reper
toire shows her a prima assoluta in every department 
of technique, possessor of styles of bewildering 
variety." But these are styles of ballet technique. 
£ In fact, the book itself, valuable as it is when read 
with perspective, is obviously misnamed. It should 
be titled "The Classic Ballet," rather than "The 
Dance," for the Kinneys never once show a glimmer 
of the depth and breadth of vision as to the real 
place of the dance in art and life, such as is revealed 
by Havelock Ellis in "The Dance of Life ." It contains 
much sound advice to dancers, both beginners and 
professional workers in the theater, warnings against 
slovenly workmanship, laziness, insincerity, Get-
Rich-Quick- Wallingford methods, and the other 
divers sins that the flesh of the dancer is heir to. But 
the point of view, which is the classic ballet point 
of view, limits the whole of the dance to the purely 
aesthetic realm. 

( The most obvious blind side to the Kinney's resume 
of what has happened in the world of the dance is 
the American side. After chapters on the dances of 
Spain, Italy, France, England, Ireland, Scotland, and 
all other European countries, even to the smallest, 
would not some mention of American folk dances 
have been in order—for there are a goodly number, 
and many of them purely American, existing in no 
other country. They completely ignore the American 
Indian, except for one remark: "The aboriginal sav
age, huge limbed, bounds through dances fitted to the 
limitations of muscles that can not be controlled by 
brain, and the limitations of brain that can not invent 
or sustain invention; his dance exposes him as a race 
not in its youthful vigor, but in the degeneracy 
wrought less by time than by manner of living. The 
Indian of North America is dying of age; the Russian 
is in his youth." To those of us who know anything 
of the dancing of the American Indians in its purity— 
who have, for instance, had the privilege of witness
ing one of their marvelous religious dance ceremonies, 
this is a pitiful exposition of ignorance. The Pueblo 
Indians have dances whose choreographic form is 
equal to anything the Russians have ever done, cos
tumed with as great an understanding of color as 

Bakst, and executed with such a technique, combining 
clear-cut execution, variety of movement and extra
ordinary rapidity and lightness, that the most super
lative technician of all the ballet schools would have 
to admit defeat if he tried to learn these dances even 
under the most favorable circumstances. 
( This avoidance of the American is especially note
worthy in the instance of the paragraph of mention 
devoted to all of the various members of Pavlowa's 
companies of the past years. Each of Pavlowa's 
Russian partners is discussed, and even second 
dancers are given individual mention, but nowhere 
in the entire book did I find the name of Stowitts 
mentioned. This young American was billed for at 
least two seasons as Pavlowa's dancing partner. His 
work was one of the outstanding features of those 
tours, and he is remembered all over America with 
great admiration. He even designed dances and cos
tumes for Madame Pavlowa, at least according to the 
programs at the time. He is making a splendid success 
abroad, both as a dancer and as an arranger of dance 
scenes for revues. What is the purpose of this omission? 
C Two other ex-members of Pavlowa's past companies 
who have made great success for themselves, and who 
are also conspicuous by their absence, are Messieurs 
Pavley and Oukrainsky, whose years as directors of 
the Chicago Opera Ballet, and whose concert tours 
deserve some mention, even if it is to fall under the 
Kinney disapproval. Also a mere detail—the state
ment that the only known performance of dancing 
on the point of the toes, barefooted, was done by a 
Spanish gypsy, is also not a fact, as this is a specialty 
of M. Oukrainsky—a dancer whose true artistry 
surmounts and dominates even this acrobatic stunt. 
(T Other important lacks in the book are the total 
absence of any discussion of Jacques Dalcroze and 
Eurythmics, the introducing of which into the classic 
ballet would do much toward correcting one of its 
worst faults, which is almost complete disregard of 
everything save the time-beat of the music, and of 
Francois Delsarte, who evolved a true science of the 
use of the human body as an instrument of expression, 
in contradistinction to the arbitrary symbolism of 
the ballet-pantomime. To discuss the art of the dance 
without mention of these two forces would be to 
discuss the art of painting, omitting Leonardo da 
Vinci and Raphael. 

([ What the Kinneys, and all fundamentalists, seem 
to ignore is that the revolutionist, the rebel, the 
iconoclast of today, is often the classic of tomorrow. 
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To quote: " A new art that invites our company must 
proceed into the unknown from the known by sure 
steps, never abandoning a good grip on the known. 
If new arts of any value can be developed by any other 
than this step-by-step process—which is, at least, 
debatable—their development will take place in 
London or Paris." The Kinneys are certainly accent
ing the ' 'good grip on the known'' side of this hypoth
esis, and as to the statement of the only possible 
development coming from London or Paris—why, in 
Heaven's name, should it? Has anything within a 
century come from either—or is there any indication 
of any real development brewing in either place? No. 
Then why not from America, which gave the world 
Duncan and St. Denis, whose influence was great 
enough to cause a complete revolution in the whole 
ballet system throughout all Europe? 
£ It is strangely fitting, too, that the one simple 
dance which has stood out in all our minds the most 
poignantly of all theRussian creations, is "TheSwan," 
for truly the movement which we have seen in the 
last fifteen years, called The Russian Ballet, is the 
Swan Song of the Ballet. It is the last glorious, un
earthly beautiful farewell of a dying system. The 
chaos of the Diaghilew ballet of today is, to change 
my figure, the chaos of the day after the Fourth of 
July, charred paper, and burned sticks, and a bad 
smell—but it was a glorious spectacle while it was 
going off. And yet, "Noces," which the Kinneys 
speak so disparagingly of, gave me almost the most 
complete satisfaction of anything I have ever seen the 
Russians do. 

([ In the portion of "The Dance" which the Kinneys 
wrote in 1914 they say: "The best of the Russians 
are great dancers; great artists in the full sense of the 
word. They are the ones who will profoundly influ

ence the aesthetic thought of the present generation, 
and their influence will be sound and good." In the 
last chapter, written in 1914, the activities of the 
Russians are set forth in these words: "These works 
of posture realistically portray—or deride—the un-
couthness of primitive man and the peasant. For the 
grand style of the dancer they substitute brutish 
uncouthness; far from picturesque, they are merely 
ugly. Why produce them? Who knows?" Thus, even 
from the experiments towards progress which the 
Russians themselves are making, the Kinneys retreat 
to the "good grip on the known" of the classic ballet, 
when dancers danced. And yet, again, on page 1 4 1 , 
I find this statement: "Most people in the arts are 
incomplete artists, because they hesitate to depart 
from accepted means of expression." I wonder if I am 
mistaken if I get the impression of a nervous female 
caught in the middle of the street when the traffic 
signal changes? 

( At any rate, it is an interesting book, full of useful 
facts for the student dancer, and the dance-lover who 
would become intelligent in regard to the perform
ances he sees. It should be used as only one factor 
in shaping one's own judgment, and not taken as 
divinely inspired (as I am sure the Kinneys would be 
the first to say). The book is inexpensively published, 
which, perhaps, accounts for the poor quality of its 
illustrations, which are in most cases apparently 
amateur kodakery which has achieved a case of 
eczema in the developing process, 
f I find that the longer I read "The Dance," by the 
Kinneys, the more am I stimulated to refute, disprove, 
and more greatly illumine. But, unless I write my own 
book, I can not go on at any greater length in a book 
review. Well, perhaps I shall write my own book— 
and give my good friends, the Kinneys, a chance at me. 
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ARD as it is to dance in 
six different cities every 
week for twenty-four to 
twenty-eight weeks each 
season, which means every 
day a train journey, a new 
hotel and a new theater, 
RuthSt. Denis, Ted Shawn, 
and theDenishawn Dancers 
achieve many interesting 
and charming interludes to 
vary the monotony of 
theatrical routine. 

J[ Early in the autumn The Denishawn Dancers gave 
a performance in the famous Webster Hall of Dart
mouth College, at Hanover, N . H. In the afternoon 
Mr. Shawn lectured to the Arts Society of Dartmouth, 
and there met Alice van Leer Carrick, the well-known 
lecturer and authority on early American furniture, 
who has written many books on the subject of 
American furniture, etc. Miss Carrick now lives in 
the house which was the home of Daniel Webster 
when he was a student at Dartmouth, and there she 
has collected the most perfect examples of American 
antiques that can be found anywhere. 
( The following morning Mr. Shawn took his dancers 
to the Webster house, the photograph in this issue 
being the result. 

* * * 

£ Miss ST. DENIS AND M R . SHAWN lunched with 
Mr. and Mrs. Henry Holt at "Farrholt," in Burling
ton, Vermont, October loth. 

£ IN BATTLE CREEK, MICHIGAN, NOVEMBER FIFTH, 
the entire company were guests of Mr. Aagard at the 
Sanitarium for dinner. Mr. Shawn lectured to the 
College of Physical Education the following morning. 

£ M R . SHAWN is a member of the Sigma Phi Epsilon 
Fraternity, and each visit to a college town has meant 
some sort of social function between fraternity chap
ters and the Denishawn company. At Ann Arbor, 
Michigan, the company and fraternity boys were like 
old friends visiting together November 7th for the 
third time. Other chapters entertained for the 
Denishawn this season at Dartmouth, University of 
Montana, University of Missouri, University of 
Denver, Knoxville, Tennessee, Atlanta, Georgia, 
Washington, D. C , Richmond, Virginia, Raleigh, 

North Carolina, Champaign, Illinois, Morgantown, 
West Virginia. The three seasons have allowed the 
Denishawns to meet nearly every one of the thirty 
or more Sigma Phi Epsilon chapters. 

* * * 
£ A T PALM BEACH, FLORIDA, after the evening's per
formance at the theater, Miss St. Denis danced for 
an exclusive group at Whitehall, a private club. 

* * * 
£ A T HAMPTON INSTITUTE, VIRGINIA , a most enjoy
able visit was had with R. Nathaniel Dett, the com
poser, who gave the company a rare treat by having 
his pupils sing Negro Spirituals and compositions of 
his own in the afternoon of the Denishawn per
formance at the Institute. 

* * * 
£ A T SANTA BARBARA, CALIFORNIA, the "Street in 

Spain" was too great a temptation to be resisted and 
so the whole company went over in Spanish costumes 
to have tea in the Paseo de la Guerra, and were 
photographed there. 

* * * 
£ WHILE AT TUCSON, ARIZONA , the whole company 
drove out to Sabina Canyon, and picnicked there, 
cooking and eating in the open, driving back to 
Tucson at sunset (indescribable Arizona sunsets with 
giant cactus against naming sky) in time for the 
performance. 

* * * 
£ A T ALBUQUERQUE, N E W MEXICO , the company drove 
out to Isleta Pueblo and had the rare privilege of seeing 
the Queres Indians perform the Sun Dance given each 
year at the Winter Solstice, to persuade the sun to 
return. The next day they drove from Albuquerque 
to Las Vegas, New Mexico, visiting the Pueblo of 
San Felipe and the old city of Santa Fe on the way. 
Needless to say, they all left the Indian country 
"broke" but decked with silver and turquoise and 
robed in blankets. 

* * * 

£ IN MIAMI, THE DENISHAWNS were scheduled for a 
matinee and evening performance February 5th. On 
account of the unspeakable train service in Florida, 
the company arrived in Miami at three in the after
noon—the huge audience having been sitting in the 
theater from two-thirty. Mr. Shawn went out on the 
stage in his street clothes and talked to the audience 
over an hour while scenery and costumes were hurried 
from train to theater, and at four-thirty, when the 
matinee finally started, not one had left. 
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£ The text is a history of her career as a dancer, written 
by Ted Shawn, now her husband, thus the book is a 
treasure trove for the dancer. Imagine how cherished 
would be such a book, had one been written about 
Camargo, or Taglioni, or those dancers of the past. 

£ There are a few remaining sets of this edition, price 
$50.00 a set. Because there are so few to be had, it is 
desired that each set be owned by some one who can 
deeply and intelligently appreciate it. So an installment 
payment plan has been evolved, that every dance student 
to whom this great book has heretofore been denied is 
now enabled to have one. The first volume is delivered 
when a deposit of $5.00 has been made and a contract 
signed whereby the party agrees to pay $5.00 each month 
thereafter, until the full amount is paid. 

£ For further details, enquire at 

D E N I S H A W N S C H O O L 
32.7 West 2.8th Street, New York 

PRINTED BY THE ROYCROFTERS e a s t a u r o r a , n e w y o r k s t a t e 



Summer 1925 
T H E 

O E N I S H A W N 
M A G A Z I N E 

VOL. I N O . 4 

A Quarterly Review 
Devoted to The Art of 

The Dance 
•8 

P U B L I S H E D B Y 

KAMIN DANCE BOOKSHOP 

U 6 5 Sixth Ave. , at 55th St. 

Now York 19, N. Y. - circle 5-7955 O E N I S H A U U N 
THE RiTm ST. OEMS ANO TEO SHAUW 

S C H O O L O F D A N C I N G 
AliO ITS RELATED ARTS 

327 WEST 28TH STREET, NEW YORK CITY 

$2.00 
B Y THE YEAR 



T H E D E N I S H A W N M A G A Z I N E 
Published at Denishawn, 32.7 West z8th Street, New York City 

RUTH ST. DENIS AND TED SHAWN 
Founders and Editors 

J U N E HAMILTON RHODES, Associate Editor MORRIS COLMAN, Assistant Editor 

S U B S C R I B E N O W 
FOR THE 
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The first four issues of the Denishawn Magazine have 
met with a most gratifying response. We now ap
proach the second year, and it is to be a better maga
zine in every way. First and foremost, we have 
secured an extraordinary calibre of contributors. 
There will be an article from the pen of each of the 
following: 

ALBERT EDWARD WIGGAM 
Author of "The N e w Decalogue of Science" 

"The Fruit of the Family Tree" 

LUDWIG LEWISOHN 
Author of " U p Stream" 

"The Creative Li fe" 

Dr. ARNOLD GENTHE 
Author of " T h e Book of the Dance," the dean of art photographers 

in America, foremost authority on the 

photography of the Dance 

There will also be two articles on 
Jacques Dalcroze 

one, a personal interview by Amelia Defries, who will 
also continue to contribute news letters on the dance 
in Europe; and the other a more technical analysis of 
the system of Eurythmics by Elsa Findlay, the author
ized teacher of Eurythmics in America, who is one 
of the New York Denishawn faculty. 

The narration of "The Denishawns Around The 
World'' will be arriving in each issue accompanied by 

pictorial material from Japan, China, India, Egypt, and 
other Oriental countries. 

There will be seven full pages of pictures, which is 
more than was promised for the first year of the 
magazine, although on two issues we exceeded the 
stipulated number of illustrations. 

The sketches of Bernice Ohler will continue to 
appear in each issue. There is no artist living today, 
to our knowledge, whose pencil catches so exquisitely 
the essence and spark of dance movement. 

There will be, of course, in each issue, a serious con
tribution by Ruth St. Denis and Ted Shawn. Miss 
St. Denis' writings will take on a more imaginative 
and poetic color. Mr. Shawn will write on the ele
ments necessary for the production of a real American 
Ballet. Indigenous themes, American music and musi
cians, Dancing and Religion, Dancing and Nudity. 

A Scholarship Offer: Anyone sending in one hun
dred yearly subscriptions to the Denishawn Maga
zine in cash will receive a two hundred dollar scholar
ship for tuition in the New York Denishawn school. 
Any teacher of dancing who sends in twenty-five 
yearly subscriptions, may remit forty dollars as full 
payment. 

Bound Volumes: Bound copies of the first year (4 
issues) of the Denishawn Magazine are available at 
$5 per volume. A limited number containing in addi
tion to four magazines, the souvenir program with 
color prints, season 192.3-192.4 at $6. 

If you wish to send in your own four copies of the 
Denishawn Magazine we will have them bound and 
returned to you for $2.-50. 
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B e r n i c e O c h l e r 

RUTH ST. DENIS AS FREEDOM IN THE LEXINGTON PAGEANT . . . Illustration 
T E D SHAWN AND FRANCESCA BRAGGIOTTI Illustration 
T H E ORIENT: A DREAM AND A REALITY Ruth St. Denis 
T H E HISTORY OF THE A R T OF DANCING Ted Shawn 

Part I V : The Decline of the Ballet, the Russians and the American Renaissance 

T H E MUSICIAN COMMENTS Louis Horst 
A LIST OF BOOKS ON THE DANCE 

ISADORA—THE DANCER Mary Fanton Roberts 
EUROPEAN LETTER Amelia Defries 
T H E CREATIVE IMPULSE AND EDUCATION Ruth St. Denis 

A Review 

SUMMER PERFORMANCES 

ISADORA DUNCAN DANCING THE MARSEILLAISE Illustration 

Copyright , 1 9 1 5 , by Ted Shawn 

K A M I N D A N C E B O O K S H O P 
1365 Sixth A v e . , at 56th St. 

N V w Y o r k l 9 , N . Y . - C I r c l e 5-7955 



© MURAY, N. Y. 

F R E E D O M 

( T h e Citizens of L e x i n g t o n , Massachuse t t s , invited finished interpretat ion. Poised, intense, body in 
Ruth St . Denis to play the part of " F r e e d o m " in the r h y t h m w i t h the mood , she sets the pace for those 
great symbol ic pageant " L e x i n g t o n " g iven in their w h o would f o l l o w , clear in dic t ion, intel l igent in the 
c i ty the w e e k of J u n e 1 5 t h . I t w a s the only female business of the outdoor theatre, alert to its decept ive 
speaking role. T h e Boston Transcript in r ev i ewing the distances and its a tmospher ic shor tcomings . . . In 
pageant speaks of Miss S t . Denis as f o l l o w s : " S T . the final scene Mis s St . Denis tops the summit of her 
D E N I S A L I V I N G F R E E D O M . T o Miss R u t h St . Denis as dramat ic achievement , regal in her scorn, command-
Freedom, is due the greatest credit for the most ing, a chastening Fa te , an inspired b e i n g . " 



(CI F R A N K L I N I . J O R D A N 

Valse Directoire 

( On M a y 1 3 r d , the B o s t o n Branch of D e n i s h a w n weeks in Bos ton , teaching at the Boston school , 
g a v e its annual performance—this year on the beauti- w h i c h is under the direction of Ber the and Francesca 
ful estate of M r . and M r s . E d w a r d Brandegee of B r a g g i o t t i , and, in the school performance, danced 
Brook l ine . Ted S h a w n spent the preceding t w o the " Va l se D i r ec to i r e " w i t h Francesca B r a g g i o t t i . 



C ' V S C T Y T3Ef Y ' O C T Y " i S C f Y T3Cf Y Y Y " C C f Y "̂ 3CT Y ^SZT Y Y ^ C f Y T3£f *l 

Summer 1925 

THE 

O E N I S H A W N 
MAGAZINE 

A Quarterly Review Devoted to The Art of The Dance 

V O L . I N O . 4 

T H E O R I E N T : A D R E A M A N D A R E A L I T Y 
B Y R U T H S T . D E N I S 

My dancing is the living ritual of my soul! 
I am a worshipper in the Temple of Beauty and Truth and Love; 

On these three hang all my law and prophets. 

The tasks that are imposed are heavy and unremitting, 
But in rare moments my spirit is lifted into such visions 

Of life—radiant and whole—that I am rewarded for my allegiance to the sanctuary. 

OW that I am so soon 
to see the Orient for 
the first time, I am 
moved to give a wist
ful survey over those 
hard but dream-filled 
years when the Ori
ent to me was a thing 
of dreams and not a 

social problem nor a matter of treaties. 
( So far in my career the highest moments of 
timeless being that I have ever experienced 
have been in those visions of the soul of the 

ancient East, that have come to me at long 
intervals and, having come, have changed 
the world for me. 
([ What was it that I loved so intensely and 
worked at with such labor and enthusiasm? 
Was it the strength and immortality of 
Egypt, Japan's delicate restraint, India's 
mystic sense of being or the serene and an
cient poise of China? 
C I am so conscious of those instants of time 
when I feel myself related to Being. When I 
seem to touch for a brief moment those under
lying forces of the continuity of life and love; 
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of that which is continual and forever run
ning like a stream across and under my 
lesser self, but which occasionally bubbles 
up, through my hurried and fretful days like 
a thrill of new life. 
£ In those moments my mind radiates in all 
directions at once with astonishing speed. 
It is an illumination, a burst of power that 
rests upon eternal things and expresses, or 
attempts to express, itself in terms of form 
and beauty. In those moments, and I have 
known a number of them, I know freedom. 
Knowledge and love are in me, are used by 
me and in turn use me. I am conscious of 
both pulls, of using and being used; of life 
elements infinite in beauty, power and scope, 
beyond my daily power of absorption. I can 
only feel the restlessness of power surging up 
through me. I can not form it nor think 
about it in concrete terms. I try to, but my 
attempts of course are futile, and yet there is 
always a strong urge to put into form of some 
kind, that which I feel. 
£ I sing, I dance, I write, I act, I build. All 
of which prove but feeble efforts to state in 
terms of speech or action, the delight and 
awe that are mine, when for a brief moment 
I feel the touch of inner reality, of sustaining 
life, of perfect love and unutterable beauty. 
£ That which underlies the more or less un
conscious life of the Orient has at times, as it 
were, seemed to flow under the changing cur
rent of my own life. I have known wonder
ful hours of stimulation by means of the art 
forms of the Orient, and art forms they were, 
since I have never set foot on eastern soil. 
£ These forms of mystic beauty have made 
me aware, as nothing else has, of the lighted 
depths of my own being that lie far under 
the finite and hungering life of my outward 
career. 

£ In those studies of mine, such as Radha, 
the Yogi, Kwan Yin and the Incense I have 

in nowise been concerned with traditional 
methods of Oriental dancing. As an Occi
dental I could at most have but imitated the 
technique and manner of their traditions. 
Neither my heredity nor environment would 
have permitted me to treat more than the 
surface of such an art form. This I have 
never tried to do for two excellent reasons: 
I have never been to the Orient, my informa
tion and material was limited to a few books 
and the meeting of a few native East Indians; 
and second the accent of my own art is essen
tially creative rather than interpretative. 
£ I am more concerned with revealing cer
tain visions and convictions of my own 
spiritual progress than in painstakingly 
carrying out the beautiful but fixed forms of 
an ancient tradition. 
£ To be sure, among the various productions 
of Oriental themes that I have made in these 
past years, I have tried to do a few dances 
that were imitative in a selective and adap
tive way of actual dances done by the various 
Oriental people themselves. But these have 
interested me less—though to my public 
they may have been the most popular—than 
the attempt to express by means of move
ment, tone and color, certain viewpoints 
or ideas that came to me concerning this 
Orient that I had as yet not seen. 
£ But if the Orient in its core means that 
which is akin to that cosmic consciousness 
which feels life in terms of eternity and not 
of time—then, perhaps, I may be said to have 
loved the Orient even if I have not under
stood it. 
£ During these years of my dancing of 
Oriental themes I would like to believe that 
I have brought to a number of people scat
tered over the country a moment of mystic 
beauty that was not their common fare, a 
release of those answering subjective ele
ments of their being they would not other-
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wise have had. If during a season of our per
formances in Erie, Springtown or Tampa, 
one boy or girl living a restless objective 
existence, hungering for he knows not 
what, has found a key to the beauty in 
his deeper self, then I have not danced in 
vain. 
C Those books and pictures, and works of 
art that have drifted to my hands from the 
East, have given me such wonder and stimu
lus that I can only hope a tithe of what I 
have felt has been transmuted through the 
clumsy and imperfect medium of my art. 
I say clumsy and imperfect, not in false 
modesty, but in truth, for the art of the 
stage to such as I, while being my obvious 
destiny, is likewise my greatest limitation. 
The restrictions of poverty, insufficiency of 
stage mechanism and the inability to com
mand an exact medium, have prevented my 
expressing in a satisfactory manner those 
visions of my mind. 
£ I am always complaining, like a painter 
who cannot afford the range and quantity of 
color that will enable him to paint the pic
ture he has truly in his mind—for be it re
membered the art of the dance is a different 
art than drama, needing a more mobile and 
highly organized mechanism for its expres
sion; and this mechanism does not exist as 
yet. In retrospect over these years of loving 
the things of the Orient, and trying to express 

that love in terms of beauty, I have a full 
realization of the inadequacies of my pre
sentations. Yet I have lived a sort of martyr
dom in which I have produced the visions of 
my mind through the inexpressibly limited 
and distorted medium of the present theatre. 
In resentful moods I often wish I had chosen 
another medium; I suppose all artists at 
times quarrel with their material, but in the 
end I always return to the dance. 
([ However, when I have been thrilled and 
stimulated by the Orient as it exists today I 
shall try to express my creations in a more 
fluid and vibrant manner, a manner involving 
less fixity of organization though keeping 
the clear outlines of its form. 
C In the Orient my spirit will search out the 
things of their spirit. What does beauty 
mean today in China, Japan and India? 
What forms are they evolving from their 
subjective visions of life, love and death? 
Are they seeking freedom from the bondage 
of their traditions, and with what new ges
tures are they flinging wide the curtain of 
their minds? Or are they wise and patient, 
satisfied with their beautiful forms of life 
and art, so fitting a vehicle for the ageless 
spirit of the East? 

£ I am wondering what message of beauty I 
may bring back from these ancient lands that 
will give clarity and calm and a deeper 
meaning to our unrhythmic lives. 
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T H E H I S T O R Y OF T H E A R T OF D A N C I N G 

In Four Parts 
B Y T E D S H A W N 

PART I V . The Decline of the Ballet, the Russians 
and the American Renaissance 

R A D U A L L Y , that 
system of dance called 
the ballet, began to 
stagnate — to die. 
The decline of the 
ballet dated from the 
point at which the 
large majority of 
younger dancers be

came content to emulate the technique of the 
great dancers who had gone before, without 
having a vision in their souls of what those 
dancers had been trying to say through that 
technique. 
C Havelock Ellis says: "Technique is the 
art of so dealing with matter—whether clay 
or pigment or sounds or words, that it 
ceases to affect us in the same way as the stuff 
it is wrought out of originally affects us, and 
becomes a transparent symbol of a Spiritual 
Reality. Something that was always familiar 
and commonplace is suddenly transformed 

^-J j^^someth ing that until that moment eye 
had neveV^een or ear heard, and that yet 
seems the revelation of our heart's secret." 
( Obviously, there can be no great art with
out great Being. That does not mean that 

the great artist is a saint, flawless throughout 
his whole character, but that greatness of 
concept, power, and vital beauty are in his 
being. Having this greatness inside he must 
then make his contact with the outer world. 
This means of contact is achieved by what is 
called technique. To quote from Ellis again: 
"Through technique the stuff of the artist's 
work becomes the stuff of his own soul 
moulded into shapes that were never before 
known.'' The italics are mine but they em
phasize the point I wish to make—an essen
tial point which is apprehended by almost 
none of the present devotees of the tradi
tional European ballet. 
C The imitation of and literal copying of 
steps, dances and tours de force of great 
dancers of the past will never produce a 
great dancer today. The only intelligent 
attitude to take toward the technique of the 
dance is to regard it as the tools and work
man's equipment with which we do show 
the world the stuff of our own souls moulded 
into shapes never before known. 
([ The study of old forms has a value if the 
student can retain his perspective and his 
sense of relative values. Erom the sloughed 
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off skin of a snake we can tell somewhat the 
size and manner of snake it was—but it is 
not a live snake. And so when the ballet 
dancers of the last century were content with 
the empty shell—neglecting to pursue the 
living inner reality—the ballet as a system 
began to die, and by the beginning of this 
present century we had in the halls of the 
dance only a dismal corpse, 
f But on a new continent—in a fresh nation 
—terpsichore had taken up her home—and 
soon out of America two of her new-found 
priestesses proclaimed to the world that the 
great art of the dance was undying and would 
eternally renew itself in new forms and in 
new places. 
C In the first years of this century both Ruth 
St. Denis and Isadora Duncan, unknown to 
each other, were each rebelling from the 
decadent and desiccated forms of the dance 
then holding sway—and from that similar 
rebellion each arrived at a new art form, and 
while these two new dance forms were on 
the surface very dissimilar yet they had 
many fundamental principles in common. 
One was that the spiritual content of the 
dance must be on the loftiest possible plane. 
The purely mechanical, the obviously phys
ical and sensual, and even the anaemic senti-
mentalisms of the ballet stories, were all too 
trivial or too low to be anything like an 
adequate outlet for the dancer with a truly 
deep and profound vision of the art. 
C Secondly—they both rebelled at clothing 
of the dancer's body in artificial, ugly and 
restricting garments, claiming that the body 
uncorsetted and unshod, naked and free, 
was in its most beautiful condition—and in 
its divine condition. 
£ Thirdly—they held that the greater con
cept of the dance required the greatest known 
musical compositions as accompaniment. 
C The visible result in Miss Duncan's case 

was a style which was inspired by Greek art-
forms, and in Miss St. Denis's case one in
spired by Oriental art-forms. 
C Both of these pioneers, finding only a 
limited response in this country, went abroad 
and danced all over Europe for a number of 
years. The influence of these performances 
upon the established ballet was to produce 
what we have seen in this country and 
known as the Russian Ballet. The dancers 
and ballet directors of the schools at Mos
cow and St. Petersburg, seeing Miss Duncan, 
took fire and in turn rebelled at the limita
tions of classic tradition. Combining with 
the modernists in music, painting and stage 
craft, they grafted the dance forms of Dun
can and St. Denis into the old ballet-tree and 
produced a gorgeous, exotic fruit. Under 
the leadership of Serge Diaghilev, whose 
executive genius equalled that of the artists, 
the Russians gave to the world one of the 
most splendid, brilliant and astounding 
dance spectacles that has ever been known. 
( In its first organization it contained Ccc-
chetti and Fokine as ballet master and 
choreographer, Mordkin, Nijinski, Voli-
nine, Novikoff, Theodore Kosloff, Pavlovva, 
Karsavina, Loupokova as solo dancers, a 
marvellously trained corps de ballet, and 
associated with them were Bakst and other 
great painters who designed costumes and 
scenery, and the greatest of Russian compos
ers who wrote the music for their ballets. 
£ With the inevitable march of the years a 
continuous disintegration has taken place; 
the original organization lost one after 
another of its stars, until the ballet which 
still performs under the Diaghilev banner is 
only a pathetic parody of what it was in its 
first glory. The artists who seceded have 
had certain individual expressions, but none 
of them have ever touched the glory of the 
parent ballet. The Russian Ballet of 1 9 1 0 
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was a great mosaic—a masterpiece. Now we 
can gaze at only this bit of blue—or that 
one of gold—but separately. 
C The first result of the influence of the 
great American pioneers has died out, but a 
second result—steadier, slower but with 
every indication of a more robust and per
manent existence—is growing up in America. 
All over this country is a wide-spread inter
est in the dance as an art—and more and 
more the younger generation is realizing 
that we must say the message of America 
through an American dance form, 
(f In the organization of the Denishawn 
Dancers there is the first truly American 
ballet—small, immature, almost embryonic. 
But the direction and the impulse is correct, 

sound and of inextinguishable vitality. And 
there are dozens of young American dancers 
who, although able to dance extremely well 
in the manner of the European ballet, do not 
do so because they have something far more 
interesting, new, fresh, and their own to 
dance. 
C We are in the midst of a great Renaissance 
of the Dance—and America is its cradle. 
In its infancy it must concern itself with 
homely things—themes and ideas of its 
familiar environments. In its adulthood, the 
American Dance will be universal, its roots 
firmly grounded in the soil of American born 
dancers, American musicians and artists— 
but with its branches upturned toward the 
boundless blue of cosmic themes. 

Mr. Shawn's four articles in the next year of 
DENISHAWN MAGAZINE will deal with the es
sential elements of an American ballet—how it 
can come into existence—the sources of native 
material—American music and musicians—our 
relation to European tradition and the essence 
of the American message. 

/ 
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T H E M U S I C I A N C O M M E N T S 
B Y L O U I S H O R S T 

E A R S of dedicating 
one's abilities in one 
art to the service of 
another should obvi
ously have gained a 
mine of impressions as 
to the relations of one 
to the other, their 
interdependence, and, 

most important, their independence. But in 
any experience even of prolonged duration one 
consciously retains only two impressions: the 
first, and the last (or present) one; and the pres
ent one is a composite of all between the two. 
C After many years of instrumental ensemble 
playing and the accompanying of singers, 
the earliest characteristic one encounters 
upon joining with the dance, is obviously a 
stronger call upon one's rhythmic nature. 
A moony, sentimental type of musician 
would fail; on the other hand, a rigid autom
aton would be as bad, as dance demands 
the same flexibility of adaptation of rhythm 
and temperament to its caprices as the voice 
does of its accompanist. Singers are notori
ous for the liberties they take, and an ac
companist, besides continually subordinat
ing his tonal effects to the voice, must also 
be ever alert for vagaries of tempo, and 
especially permit his music to breathe with 
the singer. This latter quality of breathing 
translated into purely instrumental music is 
called "luft-pause" (lit: "air-pause") and it 
is this element more than any other that im
bues one's playing with a sympathy akin to 
the human voice. 

( Another characteristic of dance-playing, 
different from the tonal subservience to the 
voice, is the tonal supremacy the musician 
exerts; and yet, once the obvious dance 
rhythms are left, one finds that dancing 
demands not only a complete rhythmic ser
vice, but also a tonal one. And in the realm 
of the "luft-pause" a fine dancer asks the 
same observance of phrasing and breathing 
as a singer. Miss St. Denis in her Brahms 
Waltz, Liebestraum and the Schubert Waltzes 
breathes with all her body; and this inspir
ation and expiration, this "breath," is what 
so likens these dances to an unheard song. 
And in the Spanish Shawl Blastique (to Dan%a 
by Granados) she is capricious beyond all 
attempts at a rhythmic accompaniment, and 
must be followed purely temperamentally. 
So any preconceived notion a musician may 
have as to dance requiring only an expert 
rhythmic technician will soon be dispelled 
when he seeks to wed his art to that of the 
dance. 

C And this wedding of music and dance has 
been for years the greatest interest of my art 
life. But, as with the human relationship, 
it is not always successful. Both arts must 
sacrifice too much at times. In the purer 
branch of "music visualizations" dance 
yields to music; and in the field of the usual 
characteristic pictorial dances music is sacri
ficed; it is rushed, dragged, changed dynam
ically and "cut" without mercy; and per-
missably so, if it helps to serve towards the 
creation of a striking colorful dance. The 
invariable necessity for "cutting" such music 
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leads to the observation that the public will 
listen more patiently than it will look. Hear
ing, being a subjective sense, functions 
passively; sight, being objective, must func
tion actively, and sooner tires of following 
and focusing upon moving objects. Thus, 
in the union of these two arts, music can 
generally be classed as the masculine element 
(man, being the more subjective, or ego
centric) and dance as the feminine element 
(woman, being the more objective, or altro-
centric). When dance becomes as highly 
subjective as music, it will gain its inde
pendence and will no longer need music; it 
will then express that indefinable something 
that nothing but a movement, a gesture 
could express; just as the great music crea
tions contain moments of that inexpressible 
quality that no objective visualization could 
adequately convey to the eye. Here is where 

the two arts must and will separate. And as 
husbands of the past have objected to femi
nine independence, so the "old school" 
musicians can not conceive of the indepen
dence of dance. But both are happening. 
([ Dancers rightly complain that no great 
music has been written for the dance. It is 
true that even great composers, when essay
ing that branch of their art, have "written 
down" to what they hold dance to be. And 
they will continue to do so until dance estab
lishes itself upon a firm scientific basis and 
proves to music that union with a partner 
as independent and scientific as itself will be 
a greater honor than even its present glori
ous bachelorhood. Then, indeed, their very 
separateness will make them more at one 
than they are now; and composers will 
study the science of dance, and dancers 
study the science of music. 
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I S A D O R A — T H E D A N C E R 
B Y M A R Y F A N T O N R O B E R T S 

1 HAT one great and sincere 
artist believes of another al
ways seems to me more sig
nificant and illuminating 
than appraisals from any 
other source. 
([ Rodin once said to me 

(the summer the war came on), out in his garden at 
Meudon, "Isadore Duncan is the greatest woman I 
have ever known, and her art has influenced my work 
more than any other inspiration that has come to me. 
Sometimes I think she is the greatest woman the 
world has ever known." "Elle est supreme!" was his 
final verdict. 
f And his portfolio of drawings of Isadora Duncan 
was also supreme, among the richest and surest ex
amples of his genius as a draughtsman; and so far as I 
know these drawings have never been exhibited, 
f Isadora's home for several years was in the huge 
Hotel Belle Vue on the Seine, and her garden ran along 
the river, meeting Rodin's garden for quite a distance. 
Here often at twilight these two rare and just spirits 
would walk together quietly, without other guests— 
the talk moving out into channels that were wide and 
deep and full of light. 
( [This summer of 1914 was just one year after Isa
dora's little children were drowned in the Seine, and 
to me she seemed then far removed from the material 
side of life. She did not dance at all, although every 
day she used to watch her school dancing in the long 
blue salon. And on Fridays famous people that were 
in Paris from the world over would come and join 
Isadora on the dais, and with her watch the exquisite 
motion with which the little children, some forty I be
lieve at the time, responded to her inspiration. Great 
pianists used to come and play for the children and 
singers of world-renown would sing for them. Some
times of a Friday afternoon Monet Sully would stop 
by and watch their work, and Sorel loved the children 
and was there often. A great admirer of theirs was 
D'Annunzio, and Duse never passed through Paris 
without a visit to Isadora and a glimpse of the chil
dren in their little blue Greek tunics. It was con
sidered a great privilege for the children to bring Duse 

her tea on these afternoons. They all loved her, 
though I think not as intimately as they did Ellen 
Terry, who never bent down to children, but talked 
wisely and wittily and rather grandly, and was adored 
by them all. 
(TJ The afternoon I spent with Isadora out at Belle 
Vue in 1914, she seemed to be thinking of little but 
her dead children. A charming room which Poiret 
had fitted up for her was filled with memories of 
them, and in this room was the famous Carriere paint
ing of a mother gathering to her breast the spirits of 
her lost children. Isadora cherished this picture more 
than any possession she had, and I used to think at 
times she felt her own children were in the room with 
her, and that the spirits of her little babies had come 
back to console her in those terrible days. 
|fj I think it would be difficult for women who are 
not mothers and even for some who are, to understand 
fully Isadora's love for her children. They were 
something splendid to her, and she guarded them 
and watched over them and taught them the beautiful 
things of life in a way that was supremely touching 
and inspiring. And when they were dead something 
of her own existence seemed to have vanished with 
them. 
£ Perhaps the most revelatory thing about Isadota 
(or any great artist for that matter) is the extent to 
which she has influenced the art and life of her time. 
She has never seemed to arouse animosity or jealousy 
in the workers in any field of art. On the contrary, 
over two continents her achievement seems to have 
proved most vitalizing, not only to dancers, but to 
painters, sculptors, the drama, poetry, and out into 
the world of acting, stage-setting, in almost every 
direction where one looks for the advancement of 
beauty today. 
£ If greatness lies not only in creating beauty but in 
inspiring in others the desire to create it, then we may 
well accept Rodin's verdict of Isadora Duncan's place 
in the world of art. For she has not only released in 
her own art a flame of wonder; but she has indeed set 
free the souls of men and women artists wherever she 
has chanced to dwell—Russia—France—Italy—Bra
zil—America. America, I mention last, for often here 
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we have been so concerned about her "morals," that 
we have perhaps missed a chance to surrender our
selves to the startling, imperishable beauty of her art. 
Toward her art, I have found the attitude of other 
dancers one of profound appreciation and delight. 
Pavlowa told me one night when Isadora and I were 
having supper with her, and they both were dancing 
in New York, that much that she had accomplished 
beyond the actual ballet, she owed to Isadora. "She 
came to Russia," Pavlowa said, "and brought freedom 
to us a l l ." 
( [And to Nijinsky she was "the great inspiration." 
I recall one memorable time when a little party of us 
were together at luncheon in New York, and both 
Isadora and Nijinsky were there. After the table had 
been cleared away some one played the piano. I can
not recall who it was, but it was one of the great men 
playing divinely. And Isadora and Nijinsky danced 
together—Isadora creating the dance as the music 
flowed from the piano, and Nijinsky dancing with her 
as though she had rehearsed each entirely new measure 
for weeks. It was an amazing performance—Isadora's 
extraordinary power of instantaneous creation and 
Nijinsky's sensitive response to her mood and to the 
music. Now that I know he has gone into that sad 
world of mindlessness, and that he will never come 
back again to take up his exquisite art, I think I like 
best to remember him on that afternoon. 
j _ Among the artists whom I have heard so often 
speak of her work and her great influence upon art is 
George Grey Barnard, who said to me, "Isadora Dun
can holds within her genius an art to open untold 
dreams of man. No greater art has existed in any age 
and none is more needed by our young earth where 
feet and lives often drag heavy weight." 
£ Robert Henri felt Isadora's dancing to be an expres
sion of her philosophy of life. "After seeing her one 
evening," he said, " I am reminded of the great voice 
of Walt Whitman. Back of her gesture, I see a deep 
philosophy of freedom. When I see her dancing it is 
not only the beauty of her expression that fills me with 
emotion, but the promise she gives of a full and beau
tiful life for those who are to come." 
([ Karl Bitter, who was one of her staunchest admir
ers, said with great conviction, "the influence of Isa
dora Duncan's work is not confined to America. It 
affects the art expression of the entire civilized 
world." 
( [ In addition to Isadora's influence on the art of the 
world, I feel very strongly that she has changed the 
thought of women as well as their lives. Not that she 

has said so very much about the freedom of women 
in this generation. It is what she has done, her atti
tude toward life, her honesty, her unworldliness, her 
respect for the human body, her desire for universal 
grace, the clothing of her own body and that of the 
children of her school in simple, fine and comfortable 
garments, which have all in a way, I firmly believe, 
accentuated the progress of women toward a greater 
freedom. 
(TJ She has not only made what has been called Bare
foot Dancing (that revealed the body through simple 
draperies) a vogue the world over, but she has taken 
heavy clothes from our bodies, she has released us 
from corsets, she has put beautiful sandals on our feet 
and she has taught us something of delight in color, 
in our dress and in our homes. So far as I know the 
first modern simple tunic dresses, now so popular, 
were made by Poiret for Isadora and her children; 
the first modern comfortable sandal shoes were 
designed by Isadora in Paris for herself and her chil
dren. 
(TJ We also owe to her, in collaboration with Gordon 
Craig, our simple modern stage draping. I do not 
know of any person who ever used one-tone curtains 
as a background for dancing or drama before Isadora's 
time. And she uses them wholly, not only for the 
dancing of herself and her children, but in place of 
scenery when she produced the CEdipus Rex in the 
Century Theatre in New York. The scenery for this 
play and the stage setting for the entire Greek tragedy 
consisted of four wide high flights of steps painted 
white, that could be moved about and grouped at will, 
and hundreds of yards of blue cheese-cloth falling in 
full folds from the top of the stage to the floor. A foot 
back of these curtains all round the stage were parti
tions and in the space between the curtains and the 
boards were placed brilliant electric lights. The effect 
from the auditorium was as though one was looking 
into miles of azure air, as though one could easily 
walk until one were tired back through the amazing 
blue. I have every reason to believe that the idea was 
her own, because I often used to stray into the theatre 
after office hours and watch her plan and direct the 
production. 
( [ And afterward when the CEdipus Rex was playing 
Ellen Terry and I had a box together for every per
formance. When the curtain rang down we would join 
Isadora and the children in the green room, which was 
filled with wide couches covered with orange velvet, 
and there we would all have supper together. The 
children clustered around Ellen Terry, listening to 
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wonderful stories of Gordon Craig's development of 
stage-settings at his work shop in Florence. 
(TJI have heard many producers and lovers of the 
drama here in New York say that there never was a 
play more interestingly produced, with its explana
tory and harmonious setting, than the CEdipus Rex at 
the Century. The artists of New York, painters, 
sculptors, haunted the theatre while the play was on, 
not only for the great beauty of the play itself, but 
because Isadora and "her children" danced the chor
uses to the music of Beethoven's Fifth Symphony, 
played by musicians selected from the Philharmonic 
Orchestra. 
(TJ It has always seemed to me that each thing Isadora 
has attempted was supremely done—her dancing, her 
production of this great Greek play, the training of 
little children to understand the arts and to express 
them in dancing, her belief in human associations, the 
need and power of it, her stupendous generosity 
toward all arts and artists, her belief in all children 
as potential artists, her desire to work for them— 
all these things, as I have seen her life in over twenty 
years of friendship, have seemed to me the expression 
of a splendid, liberated, powerful spirit, almost uncon
scious of self, but magnificently conscious of all that is 
divine in life. 
jTJ I shall never forget how she pleaded with impor
tant and rich people in New York to give her a place 
where she could train a thousand children to dance, 
and a little money beside the rent of the room, to give 
them their mid-day meal and to buy for them their 
blue tunics and their little blue woolen coats to keep 
them warm between dances. It would only have taken 
a few thousand dollars, but she pleaded in vain. 
£ One evening at the Metropolitan Opera House 
after she had danced an entire program, and had been 
called back for over half an hour, she found her way 
through orchids and roses and lilies to the footlights. 
And then she talked to the beautiful ladies and rich 
and elegant gentlemen in the boxes for fifteen minutes 
and said things they have never forgiven. She begged 
them to forget what they had been doing with their 
money for a little while, and think of children—poor, 
hungry, unimportant, useless, apparently unbeautiful 
youth—she begged them to give her a chance for one 
year to show what she could make of these children, 
and she promised to give all her time and energy with
out any recompense, if they would help her, and she 
said bitter things about what was happening to little 
children and that she held these people in the boxes 
responsible if they did not help her. And they listened 

and the applause died down, and they went away to 
other pleasures. 
(TJ On their way home she said, with her hands clasped 
excitedly, "Will they help me" and I said, "No, my 
dear, they will not." And as I remember it, she wept 
for a while because she didn't know how any where 
in the world to find help for the children. 
(TJ I seem to have strayed a long way from Isadora as a 
dancer, and what she has done to help bring this per
haps greatest of all arts, because the most universal, to 
perfection in modern times. She does not like to be 
called a "Greek dancer" or a "barefoot dancer," 
though she believes she owes more to Greece—Greek 
poetry, Greek sculpture—than to any other source of 
inspiration. And, although she believes as the Greeks 
did that all dancing must be an expression of a body 
absolutely free, of a spirit and of a mind unfettered, I 
think she is right in feeling that she has created a 
dance that is not wholly Greek or wholly anything 
but her own. For this reason she has had no suc
cessful imitators beyond the children she has trained. 
And I wish to say here that she has never trained any 
grown-up people to dance. Many women have told 
me that they were pupils of Isadora's, but this could 
only be true in so far as they have loved her work and 
have watched it and have benefitted by it. On the 
other hand, three of her six special dancers, Anna, 
Irma and Theresa, have taken pupils, and have been 
very successful. At present Irma is teaching in Mos
cow and Theresa and Anna in New York. But Isa
dora's work with the children which she adopted was 
not what we think of usually as teaching. It was mote 
inspiring children about her, making them understand 
the beautiful things they could do, helping them to 
feel and to respond to music, to know that music 
could inspire gesture. 

( [ When she had a studio on Fourth Avenue, the 
winter of 1914, I went in about six o'clock one eve
ning. The children had been dancing practically all 
the afternoon, except for a little while when Julia 
Culp had sung for them and Godowsky had played. 
It was time for them to go home, have their bath and 
their supper and go to bed. But when they filed passed 
Isadora in their bright little Poiret coats to say good
night, one of them, a little Russian baby, called Walla 
Walla, broke from the line and threw her arms about 
Isadora's neck and said, "no go home." Isadora said 
to them, "But my dears, what do you want to do?" 
Then they all clustered about her, holding her hands 
and kissing them, and said "We stay here," and Isa
dora said, "But what shall we do?"—and almost like 
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an antiphonal chorus they said, "More dance." We 
older people went away, and found supper for them. 
And then little Colette, not quite four years old, said 
"As for me, I will dance like Isadora," and forthwith 
she did. Someone played the piano, a naive Brahms 
waltz, and Colette, who had never had an actual lesson 
in it in her life, gave a most wonderful, inspired imi
tation of Isadora dancing the waltz. It was one of the 
most extraordinary things I have ever seen. And this 
is what Isadora calls "teaching children to dance." 
(TJ I recall, too, the first night little Colette danced at 
Carnegie. She led the children to Damrosch's orches
tra up to the footlights, with a look of such ecstacy, 
such unconsciousness of her surroundings, that Mr. 
Damrosch told me afterward he thought she was 
actually going to walk off the stage into the orches
tra. Isadora's teaching lies in her power to inspire a 
child's soul, letting that inspiration join by gesture 
with great music until the response is inevitable. 
(L I should like here to quote a few words of Robert 
Henri's point of view toward her work with the chil
dren in her school. " I was tremendously impressed," 
he said, "one day in Isadora Duncan's studio by the 
look in the faces of the children. As they passed by 
me in the dance, I saw great dignity, balance, ease. I 
was impressed, too, by the fact that they seemed abso
lutely secure in their happiness. I saw in their expres
sion the impress of the measures of great music and I 
was convinced that Isadora was a true teacher, one 
who awaits with deep interest the first sign of the 
birth of the new spirit, seeing in every child a new 
prophet." 

(T Of course, I do not mean that these children were 
not trained to a wonderful condition physically and 
taught to do exercises that kept their bodies flexible 
and fine, and they were allowed (for they loved it) 
to run in the early morning out of doors, doing beau
tiful leaping steps in the sunlight. Everything that 
could make their spirits sensitive, their minds re
sponsive, their bodies alert, was given to them. Also 
they were taught the music of all countries, all great 
poetry, and art was the very bread of life to them. 
And in time they learned to speak French and Italian 
and English and Russian, almost without conscious 
effort, for they lived and danced in all these coun
tries. They knew the drama of the different nations, 
the ancient drama and the modern, and their respect 
for all artistic achievement amounted to venera
tion. I have seen them at the theatre, at concerts, 
at the opera and in studios where beautiful things 
were done. They would sit motionless in their 

graceful, interesting clothes, their lovely young 
faces glowing with delight, the most perfect audience 
for art I have ever seen. 
|T Isadora is like this too. She gives absorbed atten
tion and interest to any production she witnesses. If 
some one in her studio plays for her, sings, reads 
poetry, her delight and interest are profound. In 
fact she has a rare courtesy toward all life and all 
people. There are no barriers to her respect for 
humanity. Of course, she loves best what gives her 
greatest happiness—the poet, the sculptor, the 
painter, the writer; but for all people, even those 
who are accomplishing nothing, if they come to her 
and ask for help and advice, she has an open heart, 
a soul that never fails to respond. 
| [ Again I have strayed from Isadore the dancer. I fear 
this is inevitable, because in her dancing she is all 
these beautiful things I see in her other relations to 
life. To me she dances supremely because she is 
supremely responsive to all beauty, all kindness. 
Rare beauty flows through her spirit and out to the 
world through her gestures to the accompaniment of 
music. I have also seen her do beautiful dances with
out music; I have seen her create beautiful sculptural 
forms through music and almost without gesture. 
I have seen her move out of doors in a way that 
was beautiful, like the sound of the gamba stop in an 
organ. I remember once I was down on Long Beach 
with her. She had heard that people sometimes had 
supper down on the shore, and on the way out we 
had bought from the farmers corn and tomatoes and 
fruit and we were planning a supper on the sand. I 
waited for her at the foot of the stairs that led from 
the boardwalk to the beach, and just at twilight I 
saw her coming toward us down the wide board walk. 
Back of her were the breakers rolling high in deep 
shining black waves and the sky a sapphire blue. She 
wore an oid white woolen coat that had been given 
her in Afghanistan by the shepherds; this blew away 
from her body as she swung through the twilight. 
She held a little cap in her hand and her hair blew 
back from her face. She smiled to us, and waved a 
gesture of welcome, and her movement as she walked 
against the wind before the sapphire sky and tumbling 
inky sea was glorious. The sea and the sky seemed to 
accept her in a mysterious partnership. 
( And so you see to me all Isadora's life is the same 
thing I feel in her dancing. It is all the recognition of 
beauty in the world and the great expression of 
beauty. Her dancing is beauty, and she herself in 
every motion is beauty. 
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£ A most potent force in Isadora's dancing is her 
power to evoke in her audience a greater emotional 
sensitiveness to all art, toward all life in fact, some
times as creators, sometimes as appreciators. She 
seems to create, as it were, audiences with more sensi
tized response to beauty. It has seemed at times that 
she awakened in people not only the greater love of 
beauty, a greater humanity, but a more sympathetic 
understanding of what spiritual evolution meant. 
It is not only that people are profoundly impressed 
with her rich humanitarianism, her utter unworldli-
ness, but that also those who gather about her, 
who assimilate her art, who love her, seem to gain 
a finer understanding of each other. And wherever 
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she has lived she has left behind her groups of people 
who are stauncher friends as well as greater lovers 
of all art, of all effort, because of her art and her 
effort. 
([in other words, she seems to stimulate in people a 
vision that makes them see beauty more unerringly 
and people more tenderly. I feel that I stumble here, 
because what she does is beyond the realms of ordinary 
experience, and she does it without intention or con
sciousness. But the experience of people who have 
actually come in contact with her life, and who have 
loved and sought her art, is, I have heard many say, 
like living through some splendid adventure hitherto 
undreamed of. 

E U R O P E A N L E T T E R 

ONTE CARLO — I prom
ised a letter from here. 
There is little to tell; the 
usual jazz and the Russian 
Ballet make up the entire 
season's fare. A new thea
tre was opened this year, 
called the Capitole, for 
English "Gaiety" stuff, 

and this has been a failure, which speaks well for 
local taste. Might not Denishawn have a season 
there one winter? 

M. Diaghileff and his Ballet are in the "new" 
music-hall of the Casino, where they have little chance 
to produce effects. Their taste is fine, as always; but 
the setting is not favorable to their art, and they have 
no leading dancers of the same calibre as of old. Their 
chief applause is obtained by the dancing of a well-
taught child of twelve whose tired and worn face and 
unusually thin long legs and arms tell their own tale 
and have no charm, and by two grown-ups who rotate 
like tops for exceedingly long periods of time on the 
tip of one toe—the lady eventually making herself 
into a T square, a marvelous gymnastic feat most 
gracefully done thus: She comes to a position on the 
tip of one toe, bends back while raising the other leg 
and stretching back her arms (which are caught by 
her partner) until her body is quite horizontal, lying 
in the air supported by one perpendicular limb based 
upon the tip of one toe. Even the applause evoked by 
this was not very enthusiastic. 

Technique has taken the place of beauty and in
spiration in the dancing of the whole corps de ballet, 
and strain is clearly drawn on all the faces. Their 
greatest talent seems to have left them. It is sad to 
have to relate this of a Ballet which electrified and 
held the artistic world for a quarter of a generation; 
especially as it is clearly the result of the Revolution 
that they are no longer getting the inflow of fresh 
blood needed by such a body. Their program here is 
a selection from that already seen elsewhere; but it is 
given here at a disadvantage, and with inadequate 
musical accompaniment. H. R. H. the Duke of Con-
naught and T. S. H. the Prince and Princess of Monaco 
have given their personal patronage to the Ballet, and 
may be seen at nearly all the performances. 

There are few places in the world where grand opera 
is better given than at the Opera here; and when they 
produce Prince Igor the marvelous ballet scene in the 
second act (designed by Nicholas Roevich) is seen at 
its best, and with Russian dancers. 

I have not been able to stay long enough in Paris to 
write of the dancing fare provided there, but I have 
not heard of anything fresh or of any new ideas in 
dancing there. 

In London we are having an international opera 
season at Covent Garden this Spring and Summer, 
with at least two new singers, but I have heard noth
ing as to new dancers. There appears to be a need in 
Europe for the best that Denishawn can send over. 

AMELIA DEFRIES 
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" T H E D A N C E A N D ITS P L A C E I N E D U C A T I O N " 

B Y M A R G A R E T N E W E L L H ' D O U B L E R , M . A . 

(Harcourt, Brace & Co., igiy) 

A Review by 
RUTH ST. DENIS 

T is a matter of great 
rejoicing to find an
other fine book on the 
Dance and Education 
and, as I have just re
cently witnessed a most 
stimulating and well 
presented program at 
the Ne ighborhood 
Playhouse, given by 
the pupils of Bird 
Larson (who I under
stand began her teach

ing under the auspices of Barnard and 
who therefore comes under the head of an 
educational teacher) I am led to speak a 
moment on the subject of origins, 
f Miss H'Doubler has written her book 
with an enthusiasm, and a capacity for 
analysis and discussion of basic elements in 
the dance such as I have not found in any 
other book. She speaks largely from the 
inside rather than the outside, which so 
many admirable books of dance history or 
discussion do not. She speaks more as a 
parsc^r and not merely as one writing about 
the ka^ce. However, unless I misunderstand 
her'statements I cannot agree that the stimu
lus to education by the dance has come, as 
she says,.through a more scholarly interest 

Tn physical education. It has come as of old, 

through the dynamic, creative impulses of 
the artist. 
C In the midst of the energizing and inter
esting business of unfolding the greater possi
bilities of a germinal idea, it is sometimes 
well not to lose sight of that idea; nor to fail 
to give credit with understanding to those 
individuals who, by force of their gifts and 
circumstances, first gave to the World a new 
revelation of Beauty. Nearly all phases of 
music interpretation and of what is loosely 
called "Greek Dancing" in this country, 
owe their genesis to Isadora Duncan, but 
rarely in the pages of these interesting books 
on education do I find a mention or tribute 
to that first revelation of pure beauty that 
Isadora gave to the world. 
C Many have drunk at her fountain without 
giving a backward gesture of gratitude. 
Many are blinded to the impersonal beauty 
of her art and influence by the imperfections 
of her personality. Many today have re
ceived into their hands the already devel
oped ideas and practices that Isadora's mes
sage gave rise to without caring to inquire 
whence these developments came, and for a 
variety of reasons. Some of these reasons in 
relation to the necessarily disciplined life of 
the college student are excellent, and some 
seem to me both unwise and unjust. Let us 
not forget that art leads, and education fol-
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lows. First there is always the new circle 
drawn by the philosopher, the inventor, the 
poet, the artist; then education in its orderly 
classification and practice follows. The 
recent history of dancing as art and educa
tion in this country has followed the usual 
order. Central points of light suddenly ap
pear, and then the many slowly light their 
torches—some to burn perhaps more clearly, 
more purely than the original light, but 
taking their light, nevertheless, from the 
first, central gleam. 
C Before Isadora danced, there was no music 
interpretation, and practically no Greek 
dancing in this country. Childrens' dancing 
schools were a horror in their artificial in
anities, dancing and serious education was 
not mentioned in the same breath. Stage 
dancing and the ballet were utterly below the 
line of any possible beauty or inspiration. 
Since the vision of spontaneous beauty 
through natural bodily movement that she 
revealed, the world of education in America 
has been stimulated and energized into a finer 
and freer expression of the individual spirit 
in terms of beauty. This work of conven
tionalizing and teaching is now going on in 
the hands of certain private dancing teachers 
and institutional instructors. Of these 
women, whose individualities are capable of 
absorbing new elements of life and art, and 
of transmuting and transmitting these ele
ments into more complex forms and clearer 
expressions of artistic unity, Miss H'Doubler 
seems to be one of the foremost spirits. 
C Her book is finely intelligent, enthusiastic 
and progressive. It points the way to fuller 
achievements along educational lines, and is 
altogether a valuable contribution. 
C The reason that I speak of the subject of 
origin of ideas and the leadership of the cre
ative spirit is that one gets an impression 
from all educational books—and this in

cludes Miss H'Doubler's—that the creation 
of art is the result of education, whereas 
education is only one factor, since the crea
tive spirit like the wind bloweth where it 
listeth and no man knoweth from whence it 
comes. The elements that go into the cre
ative spirit are vital life elements of passion 
and pain, beauty and drudgery, religion and 
abandonment, faith and despair. These can
not be classified and taught. These can only 
be loved and endured. 
C I should call the working classes of Miss 
H'Doubler a splendid environment for all the 
capacities for reaction and invention that a 
pupil might have, rather than for that in
tensely individual and solitude-seeking mood 
of the creative artist. I do not think any in
stitution, neither dancing schools as such, nor 
dancing courses in colleges—and this criti
cism includes the at present necessary limita
tions of our own school—have achieved any
where near the ideal conditions, if there be 
any such, of creative work. For when the 
very hours are filled with the movements and 
activities of other dancers, the true creative 
spirit can rarely flourish. The nearest ap
proach to this condition I find, for musicians 
and poets, at Mrs. MacDowell's lovely spot 
at Peterboro, New Hampshire. Here is space, 
solitude and companionship when needed. 
But with conditions as they now are, the 
dancer is an infinitely more expensive and 
complex person to be helped and sustained 
than any other artist. The things that are 
necessary to the dancer she must always 
share with others, and this makes for con
formity and imitation in spite of the best 
possible intentions on the part of both teach
er and pupil. 

C However, Miss H'Doubler's system of 
physical training seems to me very good in
deed, and her analyses and description of 
principles and exercises are clear and in-
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triguing, and should be a stimulus to teacher 
and pupil alike. It is a book giving what has 
actually been worked out and is at once 
idealistic, progressive and practical. It 
brings to the whole movement of the dance 
in America a fine spirit and a joyous release of 
spiritual faculties. Miss H'Doubler says: 
"Our real purpose is to teach boys and girls 
and men and women—by means of the dance 
—to teach them a philosophy of life that 
finds its practical application in the dance." 
I think this sums up in a simple statement 
the ambition and hope that we all have 
had—those of us who have loved the dance, 
and feel that in it lie untold possibilities 
of spiritual and physical health and growth. 
C Apropos of music and the dance, I heartily 
agree with most of Miss H'Doubler's claims, 
but there remains this point to be discussed, 
and which, perhaps, Louise Nardin, in her 
preface, hits upon very aptly when she says, 
speaking of the classwork of the dancers: 
"One might truly say that a deeper rhythm 
than that of any music is thus to be found and 
satisfied in these class hours." Does music 

realize the fullest possibilities of the dance? 
Miss H'Doubler says: "For music came from 
the dance in the beginning, from the rhyth
mic impulse of man, and took from the dance 
the basic elements of its form and structure. 
But since that time music has made such ad
vances that it has left the dance far behind. 
Therefore today we may go to music to ex
perience the full realization of the possibili
ties of the dance." 

C This I cannot completely subscribe to. As 
I said some time ago in the Theatre Arts 
Monthly, I believe that the art of movement 
must find its own principles, its own art 
forms, unhelped and unhindered by music, as 
that music now exists; and instead of the 
dance being solely the feminine element, ever 
bending her will and being to her lord and 
master, music, the dance, in its true creative 
sense, is born of its own two fundamental 
elements—masculine and feminine—and 
therefore exists as a separate and dominating 
entity, moving from the very springs of 
spiritual being—rather than the formalized 
work of man. 

S U M M E R P E R F O R M A N C E S 

C O N July 14th and 15th, Ruth St. Denis and Ted 
Shawn will appear with the Philharmonic Orchestra 
of New York in the Lewisohn Stadium. Among the 
interesting features of the program will be the 
premiere of a new ballet "Straussiana." The personnel 
of the Denishawn Dancers on this occasion will be 
the same as the World Tour company. This is a 
signal honor paid to these American dancers as their 
farewell to New York. 
( On July 31st, Ruth St. Denis and Ted Shawn will 
appear as soloists with the Philharmonic Orchestra 
of Los Angeles in the Hollywood Bowl. 
([ On August 4th and 5th, the entire company will 

ar in the stadium at Seattle, Washington, and 
sail from that city the following day on the 

President Jefferson for Tokio. On June 6th, Ruth 
St. Denis and Ted Shawn appeared with the Philadel
phia Symphony Orchestra, at a benefit performance 
given in the polo grounds at Bryn Mawr, Pa. 
C On June 10th, the Denishawn Dancers gave a 
performance in the delightful open air theatre of Mr. 
and Mrs. Pierre Du Pont, at Wilmington, Delaware. 
Miss St. Denis and Mr. Shawn were the guests of 
Mr. Harry Dupont for the week-end. 
£ On July 14th, Miss St. Denis and Mr. Shawn will 
appear at the Agora of the Lake Placid Club, Lake 
Placid, New York. The dancing at the Lake Placid 
Club is under Denishawn management; last summer 
the teacher was Mr. Charles Weidman, and this 
summer Mr. James Pendleton. 
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STEIN W A Y The Instrument of the Immortals 

5p ^ßepMML dt llL6 cJUMUÚÍLU, 

CARNEGIE HAIL. NEW ÏORK 

A N Y n ew S t e i n w a y p iano may be purchased 

w i t h a cash deposi t of i o % , w i t h the bal 

ance extended over a period of t w o years . 

Used pianos accepted in part ial exchange . 

UNSWERVING fidelity to the ideal of its creator has 
made Steinway the continual leader in the devel

opment of piano manufacture. Each of Henry Steinway's 
descendants has contributed his own particular genius 
and ability to the perfection of Steinway craftsmanship. 
This devotion to perfection likewise has made possible 
the Steinway of the home. In the smaller grand or up
right, suitable for the modest abode, the Steinway tone 
lives in all its glory and nobility. Once you have heard 
or played a Steinway there can be no question of your 
choice. It will be your piano, just as it is the piano of 
the masters who have named it Steinway — Instrument 
of the Immortals. 

Prices: $875 and up 
In Greater Neiv York Steinway pianos are sold 

only at Steinway Hall 

S T E I N W A Y & S O N S 
S T E I N W A Y H A L L , IOC; EAST 14TH STREET, N E W Y O R K 

O N L Y T H E F I N E S T S L I P P E R S 
W I L L SUIT THE GREAT ARTISTS 

"D U T H S T . D E N I S , M m e . P a v l o w a , T e d S h a w n , the 
- " - ^ I n t e r n a t i o n a l Assoc ia t ion of Masters of Danc ing , 
the Amer ican Na t iona l Assoc ia t ion , and all the G r e a t 

Ar t i s t s of the dance endorse 
CAPEZIO s l ippers. The re 

are none finer! 

PROFESSIONAL 

HARD TOE 

BALLET 

Since 1887 Cape^io has been 
mak ing foo twear specia l ly 
and scientifically construct
ed for s tage fo lk . M a n y cel
ebrities have danced to fame 
and fortune on Capezio toe 
t ips, sure of their art , their 
appearance, their foot-com-

PROFF.SS1CNAL 

SOFT TOE 

BALLET 

fort and dancing confidence! 

T h e 192.4 models , l i ke all 

Capezio s l ippers , embody the 

finest mater ials and w o r k 

manship w i t h the exc lus ive 

ideas of A m e r i c a ' s Foremost 

Bui lder of Dance F o o t w e a r . 

2.O9 WEST 48TH STREET NEW YORK CITY 
When in N e w Y o r k vis i t our retail Store in the Winter 
G a r d e n Bu i ld ing , 1634 B r o a d w a y , Corner 50th Street 

Write for Catalogue Containing Our Complete Line of Toe and Ballet Slippers and Theatrical Shoes 

T E D S H A W N in his famous dances relies upon 
Capezio shoes for foot-comfort 



Cities in which ^ U T H ST. D E N I S and T E D J H A W N have played in the last three years 
O indicates a city where one concert performance has been given 

• indicates a city where two concert performances have been given 

• indicates a city where three or more performances have been given 

T is an age of statistics and facts. 
""W ŝ? Diagrams showing the increase of 

this or that over twenty years ago, 
fill the magazines, every lecturer 
spouts figures, and of course, in the 

- moving picture industry, it is con
sidered of the utmost importance to let the public 
know the number of millions of pearls in the leading 
lady's gown, and the number of tons of candy used in 
the candy ball. So perhaps we shall be pardoned for 
yielding to the spirit of the time to the extent of this 
one page. 
( As we faced the forthcoming tour of the world 
with the first American ballet it seemed worth while 
to cast our eyes back over the last three years of almost 
continual travelling and performing, to make a sum
mary of our activities. 
C In the last three years, Ruth St. Denis, Ted Shawn 
and the Denishawn Dancers have given more than 556 
concert performances in over 2.93 cities of the United 

States and Canada, as well as a six-weeks' season in 
London. The company has travelled in this time 
over 100,000 miles by rail and boat, and their 
dancing has been witnessed by over one million 
people in this period of time. This is a record un
surpassed by any dancing attraction in America during 
these years. 

It cannot be said that the Denishawn Dancers have 
not seen America first, nor that they are prophets not 
without honor save in their own country, for the 
measure of appreciation and warm response has been 
full to running over. In going to the Orient and the 
other foreign countries it is with the deepest loyalty 
and gratitude to America, and with the hope of bring
ing back greater gifts of beauty, and an art made 
richer and stronger by direct contact with the art-
forms of the older nations. A perspective on America 
and its indigenous ideas will also be gained, so that 
even while in the Orient, new American ballets will be 
in the process of creation. 



E A S T W O O D L A N E 

Five ^American Dances 
F O R P I A N O 

*i . The Crap Shooters (A Negro Dance) *i . Around the Hall (A Dance Hall Ditty) *3. A Gringo Tango 
4. North of Boston (Barn Dance) 5. Powwow (An Indian Reminiscence) 

COMPLETE, $ 1 . 1 5 
*Sehcted by the DENISHAWN DANCERS for their 1924 Fall tour 

By the same composer. For Piano 
Persimmon Pucker, Appearing on Paul Whiteman s Programs The Blue-Robed Mandarin 

D E E M S T A Y L O R 
A Kiss IN XANADU, A Pantomime in Three Acts, Scenario by Winthrop Ames 

Introduced in 

"Beggar on Horseback," by George Kaufman and Marc Connelly 
Piano solo arrangement by the composer... . $ 1 . 1 5 

Published by 
J. F I S C H E R & BRO. , New York 

New Address 
1 1 9 WEST FORTIETH STREET 

Between Broadway and Sixth Avenue 

RUTH ST. DENIS · Tioneer and Trophet 
B Y TED SHAWN 

A BOOK EVERY DANCER, STUDENT OF THE ART OF DANCING, 
DANCE LOVER, LOVER OF FINE BOOKS, SHOULD OWN r HIS BOOK was printed in a limited edition of 

350 sets. It is in two volumes, the first of text 
and the second of pictures. It is printed on hand

made paper, with hand-set type of a specially cut font, 
by John Henry Nash, the great master printer of America, 
whose every work is collected by bibliophiles. It is beau
tifully decorated as to chapter headings, with original 
ink-drawings, by W. Fraufschnabel, each drawing indi
cative of the text of the chapter. There is a frontispiece 
in full color in each volume, "The Peacock Dance," by 
Robert Henri, and a portrait by Max Wieczorek of 
Ruth St. Denis as she appears in private life. In the 
second volume there are sixty-four full-page half-tone 
pictures, covering all the famous dances of Miss Ruth St. 
Denis, showing full-page settings and detail of costumes. 

|L Each volume is autographed by both Ruth St. Denis 
and Ted Shawn. 

( The text is a history of her career as a dancer, written 
by Ted Shawn, now her husband; thus the book is a 
treasure trove for the dancer. Imagine how cherished 
would be such a book, had one been written about 
Camargo, or Taglioni, or those dancers of the past. 

£ There are a few remaining sets of this edition, price 
$50.00 a set. Because there are so few to be had, it is 
desired that each set be owned by some one who can 
deeply and intelligently appreciate it. So an installment 
payment plan has been evolved, so that every dance 
student to whom this great book has heretofore been 
denied is now enabled to have one. The first volume is 
delivered when a deposit of $5.00 has been made and a 
contract signed whereby the purchaser agrees to pay 
$5.00 each month thereafter, until the full amount is 
paid. 

( For further details, enquire at 

D E N I S H A W N S C H O O L 
317 West x8th Street, New York 







Souvenir 
p r o g a m 

.wi th 

T E D S H A W N 
and the 

Denishawn Dancers 
Jlanagement Daniel Jfaijer 

Jeolian Hall-New York* 



America and the Dance 
THE fact that we are actual ly in a period, which in relation to the whole history of the A r t of 

the Dance, is analogous to the Renaissance in poetry, painting and sculpture which took place 
some few centuries ago in Europe, is generally accepted. The A r t of the Dance, after a long and 
terrible period of being the Cinderella among the arts , is now being recognized as one of the great 
arts , if not the greatest. 

A large share of credit is due American dancers for helping to bring this about. Among the several 
pioneers who broke away from the outworn traditions of the classic ballet, and revitalized this Dance, 
is R u t h S t . Denis. Believing that the dance was the finest medium of religious expression, and that 
the whole body was t ru ly "The Temple of the Living God" she dared to appear in barefeet, uncor-
se t te i , and clad only in a costume of Jewels , a t a t ime when this was considered shocking. The 
position which she occupies in the world of art today is the most convincing test imony of the sincerity 
of her purpose, and the qual i ty of her gift of beauty to the world. 

Some few years later she was joined by Ted Shawn, himself the first American man dancer to win 
serious recognition as an art is t . A year after this artistic wedding, they jo int ly founded Denishawn, 
their own school of the dance. Prior to this, America had no school of the dance not headed by foreign 
teachers or whose system and technique was not borrowed from or founded upon the technique of 
foreign schools. The intention of Denishawn is to use the techniques of all known styles and systems 
of dance, but merely as a compost out of which America's own message in the ar t of the dance m a y grow. 

The attention of Miss S t . Denis and M r . Shawn is being given to those fields of inspiration which are 
indigenous to this continent. The Indian races furnish the theme for three ballets. "Xochit l" a 
dance drama based on an ancient Toltec legend of prehistoric Mexico; and "The Feather of the D a w n " 
a Hopi Indian dance pastoral have already been produced, while a third one dealing wi th Alaskan 
Indians and the far North is in preparation. The Huskin' Bee, an idealization of American C o u n t r y 
dances is also to be offered to the public next season, as well as a symphonic dance poem inspired b y 
the "Leaves of Grass" of our great W a l t W h i t m a n . 

Furthering the American idea, this season Miss S t . Denis and M r . Shawn are offering one complete 
production wi th music entirely by American composers. Start ing (as seems both logical and just ) 
with our American classic, Edward MacDowell , the dancers visualize the "Sonata Tragica" and 
the "Polonaise." R. S. Stoughton who wrote the score for Miss S t . Denis's "Spirit of the 
Sea" is best known as a composer for the organ, and has won for himself an enviable reputat ion 
through his compositions of Oriental inspiration. Charles Wakefield Cadman is well known as the 
greatest author i ty on American Indian Music. His opera "Shanewis" was produced b y the M e t r o 
politan Opera Company, and his songs are beloved everywhere. The music of the "Cuadro Flamenco' ' 
is arranged from nat ive manuscripts brought b y M r . Shawn from Spain, b y Louis Horst who has for 
eight years been the Musical Director of the Denishawn School, and Conductor of Orchestra for R u t h 
St . Denis and Ted Shawn. In the section "American Sketches" three American Composers are 
represented — Dent M o w r e y ("Danse Américaine"), Nathaniel De t t ("Juba Dance") and Louis 
Gottschalk ("Pasquinade"). 

The music of "Ishtar of the Seven Gates" has been arranged b y M r . Horst entirely out of the composi
tions of Charles Tomlinson Griffes. 

W i t h this organization of dancers, American born and American trained, accompanied b y music com
posed by American musicians, and with a repertoire of ballets the costumes and scenery for which have 
been designed by American artists , Miss S t . Denis and M r . Shawn expect in a few more years to t o u r 
the world, offering to the world America's contribution to the dance — not for comparison, or in the 
spirit of competition, but merely claiming a place in the sun. 

DANIEL MAYER, probably the most distinguished impresario in 
America, believed that Ruth St. Denis, Ted Shawn and the Denishawn 
Dancers had something to offer to the public, which both, as art and 
as entertainment was incomparable and unequalled. Thru his faith 
a tour of America was arranged—and its phenomenal and overwhelm
ing success is now a matter of history. It is this vision, backed by 
the ability to achieve, that has made Daniel Mayer a manager under 
whose direction it is a privilege for any artist, no matter how great, to 
appear. 



The Spirit of the Sea 

Choreography by Music by Scene by the 
RUTH ST. DENIS R. S. STOUGHTON ROBERT LAW STUDIO 

THE spell of the Sea is laid more heavily upon some mortals than upon others. These know her as 
an incarnate being—a wanton mistress, a goddess, a sprite who plays like a quick and curving 

fish, a dread power, a lost beloved—never the same, but always clutching at one's heart strings. 

One such, a fisher-boy, feels the reality of this Incarnate Spirit of the Sea so strongly that he is never gay 
for long—breaking from the midst of his work or play to sit for hours brooding upon a high rock, gazing 
out over the breakers. Then to him She comes—the white foam is her hair—the long sweep of the 
wave, the draperies from her arms—comes "with crooked inviting fingers," dances for him, embraces 
him, and recedes heartbreakingly to merge her divine form with the great abstraction of her material 
element. 

And who once has been loved by the Sea, has no heart for human maid. 

The Spirit of the Sea RUTH ST. DENIS 

The Fisher-Boy TED SHAWN 

His girl companions. 
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The Feather of the Dawn 
A Pueblo Pastoral 

Choreography by 
TED SHAWN 

Scene designed by 
EARLEFRANKE 

Music by 
CHARLES WAKEFIELD CADMAN 

Scene executed by 
ROBERT LAW STUDIO 

Costumes are original Hopi Indian pieces, and duplications made at 
Denishawn 

Headdresses executed by Earie Franke from authentic design* 

T H E legend has it that a feather blown into the air at dawn, if caught by a breeze and carried out 
of sight, marks a propitious day. A Hopi Indian youth, in the village of Walpi. takes this sign 

as an indication that this is the day to propose marriage to the daughter of the chief of the tribe. 
Various dances of the tribe are performed: Corn grinning song. Basket Dance. Dance of the Corn 
Maiden. The Eagle Dance. The Proposal Ceremony, the Blessing of the Bride, the Wolf Dance and 
the Assemblage of the Catcinas iHopi Godsj for the Wedding. 

Kwahu{ihe Eagle) TED SHAWN 

Kodeh, daughter of the chief , . Louise Brooks. 
The old crone . . Pauline Lnvrrence 
Youths <<md maiden* at the Hopi Tribe . . ,, Denishuwn Dancers 
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C u a d r o F l a m e n c o 
A. Spanish Gypsy Dance Scene 

Choreography by Music arranged by Costumes designed by 
TED SHAWN LOUIS HORST from native MSS RUTH ST. DBMS and TED SHAWN 

Costumes executed by PEARL WHEELER, at Denitshawft 

Scene: A cafe concert hall in Seville, 

JT is evening of the day of a great hull fight. The cafe life is just, beginning to become gay, The 
gitanas are mingling among the men of the conceit, hall, and the flower girls are plying their trade 

Lalanda enters in full regalia and is persuaded to recount his afternoon's triumphs in the Plaza de 
Toros. Then the Cuadro Flamenco starts the night's entertainment of singing and dancing. La 
Marcarena comes on for her number. At. the end Lalanda, who has been her ardent suitor, demands an 
answer. She tells him that in return for the most beautiful shawl in Seville she will marry him. He 
goes to the shawl merchant next door and returns with a bundle. He offers them one by one the 
fifth and last wins her. The entire assemblage celebrate their betrothal in typical gypsy manner. 

Cuadro Flamenco. Doris Humphrey. Ann Doug/as, Leonore Scheffer, Louise Eroohx. 
Chas. Weidman. 

Flower Sellers: Georgia Graham. Martha Hardy, Theresa Sadowsku. Pauline Lawrence. 
SePilJanos: Robert Gorham. George Steares, J . Roy BuKclark. 
Lalanda. a famous matador TED SHAWN 
La Macaretxa. * dancer, the idol of all Seville. RUTH ST. DENIS 
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T h e Goddess in the Dance 

THRUOUT the whole career of Ruth St. Denis there has been 
unfolding but one great plan—the expression of God thru the 

Dance. At the beginning of her great fame in Europe she announced 
that her East Indian dances were but the first of a series of dance 
productions dealing with the religious beliefs of all Oriental peoples. 
"Rahda" "The Incense Dance" "The Yogi" gave rhythmic and 
plastic form to the religions of India 

This series was soon followed by "Egypta" in which Miss St. Denis 
gave her concept of the customs during life and the beliefs regarding 
the after-life of the ancient Egyptians. Miss St. Denis was the first 
dancer to translate the hieratic art form of wall-carvings and tomb 
paintings into a distinct type of dance—and the whole style called 
"Egyptian" dancing so in vogue today is founded upon her work. 

"Rahda" and "Isis" found a sister-goddess in "Kwannon" whom 
Miss St. Denis portrayed in her Japanese dance play "Omika" about 
which the Japan Society of America wrote an official letter thanking 
her for its beauty and authenticity. "Quan Yin," the Chinese 
"Goddess of Mercy" who has charmed the audiences of Europe and 
America for the last few years was the fourth goddess-avatar of Ruth 
St. Denis. An exquisite "Venus Anadyomene" was portrayed by 
her in the production of "Cupid and Psyche" at Mariarden in Peter-
boro, New Hampshire. 

And so "Ishtar" the great mother-goddess of Babylon is but the 
newest evocation of the Mystic and Infinite, thru the medium of the 
dance. In coming years she will continue to give to the world the 
idea of Truth, as expressed thru feminine divinities, by all peoples of 
all times—for Ruth St. Denis has but one great message, the ex
pression of God thru the Dance. 
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Ishtar of the Seven Gates 
A Mystic Dance of the Babylonian Aphrodite—Goddess of Love and Creation. 

Choreography by Music arranged from the works of Scene designed and executed by 
RUTH ST. DENIS CHARLES T. GR1FFES ROBERT LAW STUDIO 

Scene: Interior of the ancient Babylonian Temple of Ishtar. 

The Ritual: 

First Phase The Descent of Ishtar into the Lower World to revivify her lover. Tammuz. 
Second Phase Three Dances of Generation: 

(a) Love 
i b) Hunting, and the Arts of Music and Dance 
ic) Spiritual Regeneration 

Third Phase -The Love-Death of Tammuz and the Return of Ishtar 

The story of Ishtar, of the Seven Gates, is founded upon the poem of ancient Babylonia translated by 
Prof. Jastrow in his "Babylonian and Assyrian Civilizations." 

hhUr . . . , , RUTH ST. DENIS 
Tammuz TED SHAWN 
Ereshkigai ............................ . Doris Humphrey 
Gitgamesh ... Robert Gorham 
Celebrant% of the Ritual. .... Denhhawn Dancers 
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Music Visualisation 

Ç r H E symphony, being the highest of music forms, Ruth St. Denis turned her attention, some years 
J . ago- to its more adequate translation into visible dance form. It seemed obvious at the start, that, 

one dancer could no more visualize a symphony than one violin could play it. And so she created 
her "Syncboric Orchestra," an organization of dancers, one for each instrument in a symphony orches
tra, and first visualized the two movements of Schubert's "Unfinished" symphony a pioneering 
effort at a real orchestration of movement. 

Following this first great experiment using smaller numbers, she visualized Beethoven's "Sonata 
Pathétique": compositions of Brahms, the other early classic composers and s wide variety of the best 
in music down to our moderns. 

Following very closely to the actual architectural construction of the music she made a closer relation 
between the written page of the music and its dance rendition than heretofore the habit of the "inter
pretive" and "classic" dancers, while also giving dramatic expression to the emotional content of the 
composition. 

Following in her footsteps. Mr. Shawn visualized many of the Bach Inventions and Fugues, using one 
group of dancers for each part or voice and brought out in visible grouping the contrapuntal phases of 
Scarlatti's "Pastorale and Cappriccio." His "Revolutionary Etude" so dramatically gripping, holds 
very closely to the music visualization principle. 

This season he has visualized the MacDowell "Polonaise" for himself and four Denishawn boys. 

Doris Humphrey, who has worked with Miss St. Denis for many years in this music visualization 
phase of the dance, because of her own creative ability, her intellect and great talent as a dancer, has 
been enabled to do a magnificent piece of dance writing in the "Sonata Tragica" of MacDowell. Thus 
a new school of choreography has been established by Ruth St..Denis in which many dance composers 
may create beautiful and vital works. 
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X O C H I 1 1 
A Dance Drama based upon an Ancient Toltec Legend. 

Music composed by Scenes designed by Costume* by 
HOMER GRUNN FRANCISCO CORNEJO TED SHAWN and SENOR CORNEJO 

Choreography by TED SHAWN 

Scene I Country side in prehistoric Mexico. 
11. Interior of the Palace of Tepancaltzin, Toltec Emperor. 

THE father of Xochitl discovers that an intoxicating liquor can be brewed from the maguey plant. 
He and his daughter bring the discovery to the Toltec Emperor Tepancaltzin. Xochitl dances 

for the king, who, inflamed by the liquor, forces his illegitimate attentions upon her. The father 
has been lured from the room, but hearing her scream, rushes back and is about to plunge his knife 
into Tepancaltzin when, with the usual feminine inconsistency, Xochitl begs that his life be spared. 
The Emperor now, in love and gratitude, calls in his court to witness the making of Xochitl the Em
press of the Toltecs. 

Characters: 
Tepancaltzin, Emperor of the Toltecs TED SHAWN 
Xochitl. (the Flower) .Georgia Graham 
The Father of Xochitl Charles Weidman 

Maidens, court[dancers, etc. 
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JAPANESE FLCWER ARRANGEMENT EAST INDIAN NAUTCH DANCE 
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The Denishawn Artists 

IT is possible to bring about a quality performance such as that of Ruth St . Denis, Ted Shawn and the 
Denishawn Dancers, only when the whole organization works together as a unit. The unifying 

principle of this group is an intense, almost fanatic love of the dance and belief in it as a great 
constructive power—and a faith (backed b y an infinite capacity for hard work) that America and 
Americans have a message to give to the world in relation to this great art of the Dance. 

LOUIS HORST—The first thought of the dancer beyond the movement of his own body—is for the 
music to which he dances. And so the first mention goes to Louis Horst, who for over eight years has 
worked with R u t h S t . Denis and Ted Shawn, with devotion, intelligence and untiring zeal. He has 
put a t their service his great talent as a concert pianist, as a conductor of orchestra, and has filled those 
positions, as well as directing the music department of the Denishawn Schools, with considerable dis
tinction. A scholarly musician, with years of creative dance experience, he has done work as an adapter 
and arranger equal in importance to composition itself—and within the last year has begun to compose 
for the dance. Altogether his service to the Denishawn movement has been of incalculable value. 

PEARL WHEELER—The next thought of the dancer—and almost equal in importance to the music, 
is the costuming of the dance. It is as the head of this department that Miss Wheeler has earned her 
jus t ly deserved fame. She has worked for over six years in closest harmony with Ruth S t . Denis and 
Ted Shawn, giving expression to her own creative ideas of decorating the human body, as well as working 
out into glorious realities the ideas and designs of the two Denishawn heads. The costumes of this 
entire production were executed at Denishawn under the personal direction of Miss Wheeler, and the 
fame of this organization for wonderful, gorgeous, and yet authentic costuming is due in no small degree 
to her. 

DORIS HUMPHREY has been associated with Denishawn for over six years—as student, as dancer, 
as head of the R u t h S t . Denis Concert Dancers, as teacher in the Denishawn School, and now in this 
organization as the leading dancer and ballet mistress. 

PAULINE LAWRENCE, a concert pianist and orchestra conductor of several years of actual experi
ence, combines the rare talents of dance pantomime with musicianship. 

LEON ORE SCHEFFER is one of the most talented of the Denishawn Dancers. Her dancing of the 
role of "S i ta" in the Siamese Ballet won her many plaudits last season. 

GEORGIA GRAHAM who has been in many Denishawn productions—this season joins the central 
group to succeed to the name part of "Xochitl" and is filling it as admirably as did her sister M a r t h a . 

LOUISE BROOKS who plays the little Hopi bride in the "Feather of the Dawn" has made swift 
advancement thru her natural talent and beauty and hard work. 

ANN DOUGLAS, also has toured many seasons in Denishawn productions and is now in the company 
of Ruth S t . Denis and Ted Shawn for the first time. Her type of movement and appearance fit her 
perfectly for the Javanese ballet. 

MARTHA HARDY and THERESA SADOWSKA are making their first tour with Denishawn this 
season. 

CHARLES WEIDMAN first appeared as the Emperor in "Xochitl" with M a r t h a Graham for a two 
years vaudevil le tour. He then joined Ted Shawn for one season and is now for his second season with 
R u t h St . Denis and Ted Shawn. 

ROBERT GORHAM who created the role of the Emperor in "Xochitl" after some years of study at 
Denishawn, unfortunately had an accident which prevented his dancing for some months. He at
tended the Univers i ty of Virginia, but his heart being with Denishawn, returned to the fold last season. 

/. ROY BUSCLARK was for two seasons in Ted Shawn's "Julnar of the Sea" and has since been con
nected with the California Denishawn in a teaching and executive capacity, until this season. 

GEORGE STEARES is with the company for his first season. 

THE NATIONAL HEADQUARTERS OF THE DENISHAWN SCHOOL 

IS AT 327 WEST TWENTY-EIGHTH STREET, NEW YORK CITY 
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E l N W A Y 
<TH£ INSTRUMENT OF THE JMMOfKTALS 

To+day's achievement 
honors the traditions of the past 

The modern Steinway, played by 
Sergei Rachmaninoff, the inspiration 
of hia brilliant musical creations, is 
the greatest Steinway ever made. 
This is the piano that Paderewski 
plays—that Josef Hofmann would 
not be without. It is the piano of 
Friedman, Levitzld and Cortot. 

The production of a piano whose 
perfection delights these masters is 
but the beginning of the supremacy 
of Steinway craftsmanship. The 
Steinway is made in styles and sizes 

suitable even for the smallest home. 
And in these smaller instruments 
Is found still greater evidence of 
Steinway influence upon piano 
manufacture. 

For your home you may select a 
Steinway whose every excellence 
matches the one which thrills you 
from the concert stage. The light, re
sponsive action, the sonorous, singing 
tone, the ble durability, these 
things are yours to enjoy when you 
come into possession of a Steinway. 

tx extended «wer m period mf two years. 
ta mUk a c a s h . 

U M « 
ai l C h , ami tkm 

in partial « c k a n * « -

Prices: Uprights, $875 and up; Grands, $ 1 4 2 5 and up 

STEINWAY & SONS, STEINWAY HALL 
107-109 East Fou r teen th Street N E W Y O R K 
REPRESENTED BY THE FOREMOST DEALERS EVERYWHERE 




