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5) Edward Kamarck(ed.)(1976). Dance literacy: a private view of criticism, Arts in
Society: growth of dance in America, Vol. 13, Issue 2(Summer-Fall),
Wisconsin: Univ, of Wisconsin—Extension, p. 204.

6) Deborah Jowitt(1985). The Dance in Mind(Boston: David R. Godine Publisher
Inc.), p. x.
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Oh Twyla, what have you done? Finally stunned me into
wordlessness, I think....”
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| 4% | BEAE A E |
, Monte Carlo Ballet
1| 1936.5-6 | Nijinska s Noces "Noces, onte baro bate
Nijinska
Nijinsky s Faun; .
s . Faun, .
9 1936 11-19 Massine s Symphonie rSymphoni Ameican Ballet
’ Fantastique; American I fp ; ,O e Caravan
Ballet Caravan antasuque,
George Balanchine
.
3| 1944.4.16 Serenade Serenade, Monte Carlo Ballet
4| 1944590 | Markova' in ) I':Les Sylphides, The Ballet
up Les Sylphides Pas de Quatre; | Theatre Company
“ allia”: Ballet
i Coppellia . arer s r . George Balanchine
ZH| 5 | 1945.3.10 Masterpiece Coppelia,
- Monte Carlo Ballet
= of Comedy
Balanchine' s c .
6 | 1945.3.15 Pas de deux, George Balanchine
Pas de Deux
7 11945.10.16 | Concerto Barocco | "Concerto Barocco, | George Balanchine
Apollo: The P
8 | 1945,9,93 | POTC; SheTower rApollo, George Balanchine
of Poetry
Alonso and e The Ballet
11
9| 1945.9.24 Eglevsky in Giselle Giselle Theatre Company
1959. Three Sides r George Balanchine
10 . Agon; .
Winter of Agon New York City Ballet
11| 19871-9 Graham' s Chroincle; "Chromicle,, Martha Graham
: Uday Shankar "Uday Shanker, Company
- Graham' s El Penitente "El Penitnete, Martha Graham
112 1940.11-12 | and Letter to the World; | "Letter to the World, Company
ZH Balanchine' s Balustrade "Balustrade, Geoge Balanchine
T ;
Grah Death
& rafham 8 Deaths "Deaths and Entrans;| Martha Graham
| 13]194312.27|  and Entrances "Salem Shore Compan
; and Salem Shore ! pany
=
"Uncle Charles,
14| 1943.4.3 | Charles Weidman Mmpressions of | Charles Weidman
Famous Dancers;
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15| 1944.3.12 | Humphrey s Inquest MInquest, Doris Humphrey

16| 1944.4.6 |Merce Cunningham Solo Recital Merce Cunningham

Graham’ s American
17| 1944.5.12 Document and
Primitive Mysteries

"American Document, | Martha Graham
"Primitive Mysteries, Company

Cunningham's

o N o 4o S ek

: ) .
18] 1945.5.19 “Mysterious Adventure’ Mysterious Adventure; | Merce Cunningham
Graham’ Martha Grah:
19| 1945.5.16 ranam "Herodiade, artha branam
Herodiade Company
1947. Wigman After . i
20 Unpublished the War Untitled Mary Wigman

=y 7122 W] osjA ) Ho) AR Uizt AEL ofrio
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Noces in the choreography of Nijinska (revived this spring by the
Monte Carlo Ballet) is, I m sure, one of the finest things one can

anywhere. And if I could think of higher praise I would wirte it.
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Noces is noble, it is fierce, it is simple, it is fresh, it is thrilling. It
is full of interest. It is perhaps an indication of the heroic age of
Nijinsky. There is a realness in the relation of dance and music
like a dual force, separate but inseparable. The movements, odd
as they are and oddly as they come, often in counteraccent, are
always in what theoreticians call “motor logic”: that is, they are in
a sequence you get the hang of, to your own surprise, and that
has a quality of directness when performed.
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Amazingly few movement motivates are used, and only the
clearest groupings and paths, making the rhythmic subtlety
obvious by contrast. That all these movement motives should be
accentuating the direction into the floor leads to such interesting
results as that ballet dancers, more familiar with the opposite
direction, do these movements with a curious freshness...
.. in the last part, people actually at rest on chairs. How often in
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other ballets have people stood about while others danced without
adding by their contrast, because the contrast was not being used.
And the stillness of the whole company at the end after all their
frenzy is a climax of genius. During the whole last scene, the
climax is a sort of steady inevitable expansion, a motion from the
particular to the abstract.
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Of the dancers themselves I would like to say that, though they
seemed handicapped by insufficient rehearsal, they danced,
especially at the last New York, with a fine fervor. In fact the
group of the Ballet Russe deserves every praise; the way they are
overworked by the management is in human, because it is
destructive of talent; and that they can still offer so much is a
miracle,
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Of the music of Noces I need not speak; it is as fine as the
choreography. The scenery and costumes I find satisfactory,
though I should like to see the for pianos on the stage, and the
bed through the door of the house. The production is fifteen years
old, and scenery and costumes belong more completely than
choreography or music to that “abstract” fashion, the didactic
heroics of the early twenties. (Nijinska' s Noces, Modern Music,

1936)
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Dorls Humphrey s new Inquest is a dance that leaves no doubt as

#Jr
I 5

to its story or its point. The story is clearly told by a speaker, who
read a newspaper report of an inquest held in 1865 in a London
slum. We hear of a destitute family, father, mother, and son, who
lived in a squalid room. The son began to go blind; finally the
father died of starvation. As we listen to the words we also watch
the scenes they tell us of, they are acted out in quite pantomime
upstage, in a small space like a room. When in between the
pantomime scenes a number of persons pass in files across the
darkened stage it is easy to think of them as neighbors passing
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along the streets. When the story has been told and the neighbors
begin a rushing dance sequence to music, it is clear that this
dance is their emotional reaction to the story.
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. In the pantomime scenes Miss Humphrey, Mr. Weidman, and
Mr. Hamilton, who portray the three, give the sense of the dignity
of a united family very strikingly. They make us realize that the
theme of the piece is the destruction of a home. And so when the
movement, which during the story portion was slow and
repressed, then burst into rushing biolence in the dance
sequences, with stamps and clenched fists, we are quire ready to
accept it as expressing our own anger and grief. And at the end,
when it grows calm and sustained, we take it as expressing a firm
and valid reproach. The piece has pointed out that poverty
destroys humane values we all believe in. We applaud it as a
sincere and eloquent sermon on the theme of the freedom from
want,
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.. Inquest is a piece that appeals to our moral sensibility; it aims
to be clear and its aesthetic appeal is secondary. The audience
approved of it very much indeed. For my part, I was also

B PNLL

ro ot e

interested in something that has often struck me in dances with
an excellent propaganda purpose; the difference in speed between
getting the ideas and following the dances. One grasps the moral
implications quickly and agrees with them. But the full rhetorical
exposition of these ideas in dance form take a good deal longer.
The result is that one s response is complete before the dance is
finished; and at Inquest, too, I was ready for a new idea while, for
the sake of emphasis, the dancers were still dwelling on the old
one. As the secondary, purely aesthetic appeal was slight, there
was a gap in the interest.
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Intellectually speaking, an interesting dance is a continuous
discovery. The ideas it presents do not precede it, they are formed
after one has perceived the movement. And because an interesting
dance creates new ideas, it is often not at all easy to understand
nor in accord with what one would reasonably expect. This, of
course, does not do for propaganda.
Inquest is concerned with reminding us of an idea we all approve
and urging us to act on it — and that it does rationally, with
complete clarity — It begs the question of how a dance creates its
own novel meaning as it goes along.(Humphrey s Inquest, New
York Herald Tribune, 1944)
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111968.12.19 | Original(?) Swan FSwan Lake, ABT
Sour Notes "The Miraculous
2| 1971.8.12 in the Ballet Season Mandarin, ABT, Ulf Gadd
Playing A d
3] 197185 | . ay.lng rouny "Romeo and Juliet, Antony Tudor
with Time and Space
You Can' t - ) NDT,
4| 1972.4.6 Choreograph a Penis Mutations, Glen Tetley
Thornl TSpectre of the Rose,,
| ® 1972.7.20 q OOtrl? es\s} rose FIntermezzo,, ABT
E'El] an O VaBANES |y ome and Variations,
2 The Natl.
z 6 | 1973.5.3 | Impetuous Princes | "Sleeping Beauty, | Ballet of Canada,
Rudolf Nureyev
Button Up Your Fons . .
7 11974.2.28 Human—Suit Stimmung, Maurice Bgjart
The Bolshoi Ballet
8 | 1975.5.5 | Fireworks in Rome MSpartacus, © ) © S. o a‘ .
Yuri Grigorovich
An Exclamati
919751100 | o ECHMEMON e crsions, Eliot Field
Shot into Space
T, Buridi
10| 1976.2.22 orna, fBurt 1ce; "Chaconne, George Balanchine
al tuo consorte...
Two Journeys "Dark Meadow,,
1| 1968.11.7 from Darkness | "Errand into the Maze, Martha Graham
) "Diminishing Landscape,,
. 1211970.10.22| From the Inside "The Glade, Jeff Duncan
d MPlanes,,
I Brown Climbs TAccumulation,, .
sy 13{1971.10.28 Again "Rummage Sale and Trisha Brown
z+ the Floor of the Forest,
- Dancing to r
14| 1973.3.8 Beat the Band, Deuce Coupe, Twyla Tharp
- = ; P
15| 19731115 Allies of the Ground, Thre Moor s Pavane,, qose Limén
Eye on the Sky Water Study, Doris Humphrey
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16| 1974.88 | HOWWRISKAL iy oy Portraity, | 0% Faleo
and Still Play Safe rSpeed Company
3 peeds,)
o 17| 1975.1.20 | Pars Can Blur the Whole | "The Possessed, Pearl Lang
Lo "Reclining Rondo,
a . 1,
£ 18| 1975.4.7 E Wh}?rr}ls I\I\I/(;t 1o TCongeries on Edges | Lucinda Childs
2 nough 100 Atuch for Twenty Obliques,
(19 1975.5.26 |Gestures Printed on Space,| "Gestures in Red, Douglas Dunn
Who s That Under S )
20| 1976.3.22 Your Skirt, Dear? Untitled, Pilobolus
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What Antony Tudor did in his 1943 “Romeo and Juliet’, now
revived by Ballet Theatre, makes it one of the most brilliant and
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interesting of recent ballets. In particular, he has worked with the
structure of the play so as to situate it in the kind of Renaissance
time and space with which Shakespeare’ s work has so many
affinities.
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9) Deborah Jowitt(1977). Dance Beat(New York: Marcel Dekker, Inc.), pp. 7~9.
0) 99| #, pp. 162~164.
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As Wylie Sypher pointed out in his “Four Stages of Renaissance
Style”, the plot of “Romeo and Juliet” is an essay in symmetry and
proportion. Capulet is weighed against Montague, Romeo s
passion against Paris’ s suitability, love against hate, night
against day, rashness against prudence, etc. Time is compressed
into 42 hours; space is defined and confined by the walls of
Verona s chambers, gardens, piazzas. There is none of the depth,
irregularity, or ripeness of the later “Hamlet” or “Macbeth”.
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Tudor has set his version of this sad and lyrical equation in what
might be compared to a continuous Botticelli frieze. There is an
emphasis on elegant, agitate, fastidiously sensual flow rather
than on volume. It is as if Tudor had speeded up the heartbeat of
the play, so tremulous is one s reaction to it. His space, like
Botticelli' s, is almost more medieval than Renaissance: depth is
created by temporary hierarchies, events separated in time can
coexist in space. When Romeo and Juliet wind through the pillars
of the piazza in an ecstatic return from their wedding, they are
small upstage figures, seen through the minor bustle of the
square. When Juliet, enveloped by the Nurse, weeps over Tybalt
down left, their figures are balanced by those of Romeo and Friar
Laurence consulting hastily down right. And the two tableaux are
separated by a temporary “wall” formed by two watching women.
Tudor' s use of these women is another odd detail. They witness
the action from different positions, like those little faces in the
corners of certain medieval paintings.

Bo] e Ho] Uizt of A AolLkaL gli=Ale] That A= ofsofdl
o}, QMR TAAEES Aol 2Pt uje] ojmat WAl Aj7]uke] st
S o] Fo] YL Qo] it BAe] ofahs Mol ok itk o Ak

oA o2 HofFal QleX|, il Aghd BEah A 2 5 A =

N

-

15

o] BE eHiuht BASAA glof feizlole, et o]
4

A, Sd7F AR, B2 A flon, d7]= A 934 1
2 obot Sl= FAloflA WldA " A=A Weehett 7}“‘40}711 27
AEE A=ARY Alo|z FEuel 4x]o] {FH7} HojFiix} 3
HolE2) 712 Y A2t Efdt), obrAlE AbdEvE
of Helth &S Fdlof st = A4S ZEjtrtel
FA Q0] FEER &rFeto] os) Bredl vhd, =u]eof Xg-Eo] 119
AJER AFo = ghfe tfdld o] a2t ans & o 7H5 HojF
I Qo) HASO| AYHA] 31 5ok upMHe AL, Ao o]27| 71
B AHET A wE A= A7 E I

The effect of all this compression on the spectator is fascinating.
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There is no blood, thunder, bombast; the action is drawn lightly
over you like veil while you sit in a state of almost febrile tension.
Events, briefly sketched, flow out of each other; even what Tudor
has chosen to show or no show is revealing. Nothing seems to
have any preliminaries. The Montague boy s decision to attend
the Capulet ball is conveyed by Mercutio s brusquely beckoning
finger, while the powerful effect of the lovers first meeting on
Romeo and his friends is shown more fully. Letters are no
delivered, potions are drunk, marriages are arranged at high
speed and with pictorial clarity.
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Eugene Berman's marvelous pillars, archways, and porticos hold
and shape the action, add to the morbid delicacy of atmosphere.
When a curtain is drawn to reveal the ball in progress, the
dancers first appear cramped, too large for the space they
inhabit—another painterly touch., Tudor s choice of excerpts from
Delius is extremely unusual. The music meanders along its own
path—painting a lush, summer atmosphere that is neither
dramatically nor rhythmically assertive, but full of feeling. Often
is creates a curious tension between its dreamy flow and the
action of the play. For instance, the insistent little tappings and
steppings of the court dances begin to be almost ominous against
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the inconclusive music,
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Since nothing in this ballet ever really stops, pauses for large
scale “dance numbers’ would have been unthinkable. Tudor has
built the dancing out for gesture so subtly and naturally that you
are not aware of anything but the continuous unfolding of this
lyrical disquisition on action. There is a ball scene, of course,
quietly and slowly built—up. There is no grand pas de deux for the
balcony scene: alone on the stage floor, Romeo bursts into an
exulting stammer of leaps and postures and wide—flung gestures,
while Juliet on the balcony above returns his passion with slow
and happy stretchings and curvings of her body and arms. Even
the morning—after—the—wedding scene turns into a dance
imperceptibly through a series of muted rushings, claspings,
near—swoons.

Because nothing seems calculated, no particular moments of
dance can be easily isolated. Pointework has a special expressive
function. Juliet steps up onto pointe as if some delicate emotional
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balance were at stake, or as if she were on unfamiliar ground. In

some of her steps, she might be swooning upward.
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I saw only one of the two casts—John Prinz and Natalia Makarova

11}(e3

o

rather than Ivan Nagy and Carla Fracci. Prinz was surprise—
impetuous, hot—eyed, he looked caught in an affair he couldn't
fathom. Except for some overflung arabesques as he exited, he
was splendid. Makarova presented some problems. Strong and
sensitive, holding herself in admirably, she still didn’ t seem quite
spontaneous. Her modesty, expressed by a head thrust forward
and down, had something calculated about it. Perhaps she has
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been trained to think of ballet acting as a series of attitudes that
can be easily formulated. She' s not helped by an ugly wig that s
shade too carroty and makes her look hard. Dennis Nahat made a
bright and flippant Mercutio. His death, as Tudor conceived it, is
wonderful?poignant, a waste, over before you know it; like the
ballet, it speeds through time, while seeming suspended in space.
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Oh Twyla, what have you done? Finally stunned me into
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wordlessness, I think. Here I sit, staring at the rows of mint—
green letter on my Hermes, wondering how I can possibly hit
them into sentences that will suggest the liveliness, the
complexity, the marvelous ease of “Deuce Coupe”.

olofx|= Betol Az Aol e Qubalel Ah7t oloix| e, o]t
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As everyone probably knows by now, “Deuce Coupe” is the ballet
that Twyla Tharp has just produced with the City Center Joffrey
company. It s done to a selection of Beach Boy hits from the past

10 years. Tharp and her company, for the time being, are dancing
in it, along with 14 members of the Joffrey.
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Calling the ballet “Deuce Coupe’(a Beach Boy title too) was
appropriate. It' s a real double—doored affair in which ballet steps
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and steps based on social dance styles of the ‘60s banter gently
with each other or go their separate, often simultaneous ways.
This is not a simple matter of the Joffrey kids doing classical
ballet while Twyla and her people frug and boogaloo. They re all
in it together. I mean, suddenly you notice Beatriz Rodriguez in a
clot of Tharp women—doing that silk—ribbon ripple of the spine
with great finesse. Or Larry Grenier, making a brief, lazy trio
with Kenneth Rinker and Nina Wiener of the Tharp company. And
right near the end of everything, Tharp, alone in an upstage
corner, begins the same soft, lyrical phrase with which Rebecca
Wright and William Whitener open the ballet.
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Erika Goodman—dressed in white, more relaxed and glamorous

J_

than T ve ever seen her look—acts as a stylistic reference point.
Throughout almost the entire ballet, she works her way through
steps from a ballet glossary, leaping past, and into, obliviously
wiggling hordes, Occasionally the force of the others dancing
seems to crumple her of knock her from the stage. She becomes a
kind of testament to the dancer s discipline and endurance,

But in the end, “Deuce Coupe” doesn’ t contrast ballet with rock—
dancing; it points out their kinship. Tharp s ballet style doesn’ t
show you a lot of poses or long, sharply drawn body lines. It
makes you aware of those elastic little traveling steps—like pas de
basque, glissade, coupé. The dancers look open and soft doing it—
arms, head, torso free to glide and twist on top of the easily
springing feet. Not that the balletic movement is all peaceful.
Rebecca Wright and William Whitener execute some rapid turn-—
whipped by one extended leg and a contracting and expanding
torso—that are terrifically exciting. Once I noticed a phrase that
Glenn White was doing very beautifully, and I was wiped out by
the combination of intricacy and nonchalant elegance—both in the
choreography and in his dancing.
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Tharp s approach to rock is like her approach to jazz. None of the
dancing in “Deuce Coupe” looks anything like adapted Broadway—
style stuff that often passes for up—to—the—minute pop in the
ballet world(e.g., Fernand Nault s choreography for “Tommy”).
Tharp shows you loose, scrambling legs, shrugging shoulders and
hips, rolling heads. Sometimes the dancing is tight and fast,
abrasive; sometimes it s lolling, lost in space, falling apart. Even
in music as straightforward as the Beach Boy s stuff, there s a lot

of ambiguity.
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“Deuce Coupe” uses 14 cuts, some of them very short, There are a
few repeats, and David Horowitz made variations on the finale,
“Cuddle Up”. Maybe the dance is too long; maybe it isn’ t. Maybe
it' s just so much richer and livelier than a lot of the dances I see
that I can scarcely take it all in. The gentle, happy beginning with
Wright, Whitener, and Goodman segues through a sprightly trio
passage for White, Starr Danias, and Henry Berg into a long juicy
canon with all the dancers strutting and shuffling and hip—
shaking onto the stage one by one in a long line—looking very
wise—ass pleased about it all. From then on, the stage often looks
like a crowded dance floor on which people are sometimes dreamy,
sometimes aggressive. The dancers dash in and out, drift past,
butt their way through. Pardon me, Get outa my dreams. There s
no such thing as a number bracketed in important pauses; the
dancing is an unstopable flood.
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Everything about “Deuce Coupe” looked fine to me, except for

some of the lighting. The women’ s orange dresses (by Scott
Barrie)—each cut slightly differently from every other—move nicely
and are ex—chic beachy without being gimmicky. The boys wear
red trousers and tropical shirts, but not blazing ones. A group of
guys from United Graffiti Artists do their impudent stuff with
spray paint on a rolling white paper backdrop, and by the time the
ballet is over, they ve achieved something like the outside of a
Seventh Avenue express train, Only more, The casting of “Deuce
Coupe” is weird. I got the feeling that whoever showed up for a
rehearsal was put in a section, and the injured, the too busy, the
tardy ended up with less dancing. I kind of liked barely seeing
some of them; I knew we were at the same party. All the dancers
are fine, Some are better than others, but I m not naming names.
I don’ t want to exclude anybody. Boy is it nice to see people up
there dancing.
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During the last six weeks New York has been a pleasant place for
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a person who likes ballet. I have seen one absolutely first—class
piece, Nijinsky s Faun.: Bérard s sets for the Symphonie
Fantastique, the second and third of which are as good as the best
ever made— probably the best we 1l see all winter: and then a new
dance group that is full of freshness and interest, the American
Ballet Caravan.(Modern Music, 1936)
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At the small Humphrey—Weidman Studio in the darkness of
Sixteenth Street, Merce Cunningham and John Cage presented a
program of solo dances and of percussionist music last night
which was of the greatest aesthetic elegant. The audience, an
intelligent one, enjoyed and applauded.
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Martha Graham, no doubt the greatest celebrity in the American
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dance world, appeared last night at the Forty—six Street Theater,
giving her first Broad—way recital in two seasons. The house was
sold out the first day of the ticket sale, and the performance is to
be repeated January 9.(Graham' s Deaths and Entrance and Salem
Shore, New York Herald Tribune, 1943)
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Herald Kreutzberg danced here a week ago, and tried out some
new, decoratively surrealist numbers that looked silly to me; but
I'm not a Kreutzberg fan. The public here was divided much as at
home — he's success but not with dance lovers.(Wigman after the
was, unpublished, 1947)
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I personally do not enjoy his work. For me, the activity of his
ballets is an abstract nervousness that has no point of reference
in a human feeling. The Physical tension remains constant; it has
no dramatic subsequence.(Nijinsky' s Faun: Massine s Symphonie
Fantastique; American Ballet Caravan, Modern Music, 1936)
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g Z539finest), $-oFeHnoble), 7HA3Hsimple), AlA1Hfresh),
A5 = (thrilling), 8 Al(amazingly), E%3Hspecial), B7H&
Al(poignancy), 143l (elegant), 472l (first—class), &3t
(complete), oAl (beautifully), W&t (clear), oF5Th
(beautiful), &4 (fancy), AA|J=(wit), T=Hwarmth), Hst
(playful), 22 (applause), *é-?)—(success ), 7]HCK( dehght), AAE
(freshness), YJtgHgreat), B]®HeHexceptional), F¥3H(uniquely),
dh 71 £53Hfinest), 43K grandiose), 2-23%Hmorbid), © /\]- 3ju|gt
# | (ovelier), HolW(extraordinary), Bl & flo] ZFIH| (timid),
2+ | (incomparably brilliant), 2 &(coquetry), X% (intelligence), Hehe | &3gH
% | (miraculous), 1Z%(nobility), ¥F2&(glorious), &3 | (dimmed)
(playfulness), B]Z& 4= Y=(incomparable), A=A (lovely), &
129l (romantic), $HE5HA| (perfectly A7]%Hnovelty), £H3t
(transparent), B3 (clarity), BFoll D3l culminating), 4153
(deliberate), 42N (expressive), B ZeHfriendlier), tho]oHEE
Ze Ht&-9l(diamondlike sparkle), ZA sttt (bravo), B¥3%
(brilliance), #Al(genius), &5 3 (magnificently), Egg'?\f_}(clean),
7142 2 Z(technically), 41|24 2l(sensuous)
A A(impressed), FE 2 Alsuccessful), A2 1%
(intellectual tension), °F5the2] &I (effect of beauty), A&7}t s
- (expert), Z3t2-(harmonious), &3 (completeness), THEZ Q1 /\‘—F,]L—%
| (charming), %3¢l (touching), W=l & ol (attractive), A& ~— ' ©
EE,H (masterpiece), &2t (wonderful), &8t (pure), ¥4 % (ggﬁe?’
j; (passionate), 27 °] i=(impeccable), TH}2 2 2 (fantastically), & (sﬂlﬁl)t
o | Eotl(clearly), #r:X]tk(applaud), §8]&-&(interest), z7|‘jr H);}
- | (enjoyed), 753 W3Kremarkable), F o1‘rl(extraordmanly), Hekst el
| (clear), XY 3Hsubtle), Flol\H(exceptional), E7-2(pleasure), $-oF (conventi
3Hgrace), Ed7(marvelously), #5-3Hrichness), Ee&(amazing), onal)
B3 A (effective)
2. 22| HIHo{2|
1 249 24 ol
e, dog A 22 10709 BazollA AuE A BAIRES g6

36 F80=%AT K26Y 2009 &

o



£(1-49)2009.4.232:42PM3| ©] ] 37

20 G 59 2t} ol5E T 24910 54 Suiut Fejd Suio] goj5z vt
(H 5) =2t 2o 22Y AL 013
EERER e 2

o D m;%

gl X golriych(flap around), FYA =
(collapsing), HTHjump, leap), & H°17PEHWh1p off),
WA thfling, hurl), 31X Y2 ththrust through),
3} HolEtHpounce), BIE7 2= (faltenng) 5= W
EThhover), oA tHplunge), & 20|tk sweep,
flick), ¥ B572cHstumble), E3Hprance), 17
£ o2&3lth(shrug), HE 301‘%‘3} bounce), E&Tt
(shimmy), @tHshiver), Z%74% Fthlope, buck)
o] tHcurl around), LHE]EHdlp down), U].‘U_EV]E}
(slide, slip), 17%}13} swoop), 22K Chrnb ), 28
Hunfurl), H2WZ EcHwhirl), 7FEA 47]@ flap),
= HZ2t}(ab), &= Wkthrust), AEAAE Aojeth
(stride in), W&I¢t(descending), E&|thrace, run),
Ukpush), Ethspin), Hthgrab), B AKX thwhisk
1nto) L2 E20H(climb), 322 HETHpeckon)

32 tHcower), 2T}
(stretch), & ©] #
(drooping), W&t

(hang on), 2181l ¢F
CHsquat), F9+ He|ct

(straddle, spraddle), 7+
714l slcHtwine around)
HX|thHunfold), 524
Zrckcurl, Curve) H|E
o (twist), =&t

(encompass Qh(sit),
Athopen), Atk stand)
Q=49 (prone), AT}

(split), 71thcrawl)

oy Y ol o 2 et

S5 %Xﬁ'o]i}lumber 9 F2(stamp), 35
E}(ﬂaﬂ =251 lunge), ZLOPﬂE} draw), §I2 1‘0}“4
7]eHhold back), =2 Jhfly upward), T{17\11‘/}&033)

Zth(catch), (sway), 0101‘/}‘:}(rise) e A ch
(fling, plunge ILO)‘:W]‘:HpuH soe g
(patter), ¥ (jerk), BEA 2 I(cripple), Bt}
(flutter), oI A TH shde gojx|thfall), 22t}

(climb, ascend) ”“Eﬁ}(spm) 1HE47}EHdescend), waf
SltHcross/recross), &AFItHgrip), 24 s}tHrotate),
Eotttythhawk), Fo @EtHspring), F71tHpull),
JojXthdrop), AR E52th(olt), WaF& HHtth
(shift), #E& 7411]13} (wriggle), &9 & Fot

T =
(clench/reclench OPEHInarch A clasp), Fol
A thtumble), —ZrOPD} scud), @o 2 n|118 x| chskid,
slip), &%= WETHhover), H—ﬂﬂ‘l}(stumble ”'E}
(push), &4 27 Xlﬁ}(ﬂop B3 e8] Ao(clomp),
EHswing), HE dojutri( bounce ”‘0]' 22]ok( shot
up), "X Z FHo|thglide), w= —HLOE =T
(nggle =5t (crumple), AeHknock), %93ttt
(swim), EF# A cHwrithe), &2 Havert), 73‘4413}71] o
2 tHskitter), 2Atfn Ackstrut), 243}hshrug),
FAtHscramble), S48l CHprobe), TETHshake)

2 | 52 thbend, hunch),
vl Echtwist), WA Hd
(wide 1egged) =7 #
(straight, stretch), &
HEtHadhere), 1]
I ¢Fck(crouch, squat,
hunker down), 7-§-2]t}
(arch), 75 #THkneel),
EHYt(sit around),
7] tH(crawl), viE 2 ch
(cling), 81! ATtHstand),
FTHlie), EolttHeuddle,
snuggle), "iEE|thhang),
H] S THtwist), @CHcover),
% 7|tHtangle), HE +
& Hetd(ean over), 7|H]
SHrecline), ‘:‘H:} roll)
72 (invert), 553tk
(contract), &3tttk
(expand), ¥& &

(shuffle), E1AItHoll),
oo & e tH(slouch)
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ﬂlz/\r}l-r(satisfying) L (good, fine, well), ZH5Z 2l
(touching), ojoj® pretty ZF3%(splendid, brilliant,
wonderful, superbly, excellent) F2(young), AEAI
(dashing), EESS 9l(noble, courtly), 7o18H(strength), A3t
(lithe, elastic, supple), #&3Hravishing), &7 Z-&(interesting,
curious, intriguing), "lZ# ¢l(fascinating, attractive,
glamorous), 7F851 A (briefly), AdAIgHdelicate), l"—'D'l—v—(surpnse,
marvelous, amazing), E@eHimpetuous), 7 °1EA (admirably,
extraordinary, incredible, remarkable), 117} eHsensitive), 4 ¢}

E(restless), 7] £ 2(glossy), MZ-2new), 3

i T;L(nervy H7] & |
A9 (understated), H&3Hdapper), °°l5l elegant), 28 ¢l&
(faultless), Elxéf?_l(neat) le““le(rapld) A2 H(lovely), S84
W= (bittersweet), FE|&(tender, smooth), HEeHdaring),
A&38Hcool), 7 ?i?_l(fluently) -lﬁ%l’ nonchalance) ey
(precision), *§7l A (liveliness), 27]( Warmth ANl (polite),
% #HH (clever), Xl%-‘jr”ol?‘l(wanton) Z3o]| ElXl?fl(well—
behaved), EEﬁl(proud = sparkling), A=A
(tastefully), ’ﬂ%ﬁﬂ(pmgnant) A% 3sHgracious), &H3H
(generous), &4 £2(dexterous, gifted), WHH=(uminous), &
7HAL9] 3l(en1gmat1c) & AIA 9] (mnovatlve) |y (leomne),
A = EE}:(unﬂaggmgly) Xé"é'é?_l(pamstakingly) !

(chic), J.LE'.Ol'7'ﬂ (skillfully), H&E3Hclear), EE3%Ksturdy), A & o
(goodhearted A =(promising), A1 (mtelhgent) 7d l

o] FX3Hexpressive)

(illogical),
3 % o i
(disproportio
nately,
extravagant),
=g %
(ineffectual),

a7 44

(ghoulish),
$AHfunny),
AU (over),
2% hasty),
Zx add
(misjudged),
gt $H(vast),
B9 (barren),
#29g gle
(abrupt)

e &4 ojp lﬂ By

Zul2-&(interesting), £53Hpure), F-EH-(soft, smoothly),
%£2(good, nice, fine), /\lal/\el(lovable) wﬁﬁl(lmportant) of
Ett&-(beautiful), 3 AUE(powerful), T=sHwarm), A5
(gracious), A8k hard), E53Hrapt), FA U=(weighty), Tt
AjchssHversatile), 52 % (impressive), #2FeHcool), S53t
(wonderful, excellent, exquisitely, brilliant, awesome), 783t
(simple, brief, succinct), 7l5/\l7lL(stirring) 7HA] d=(worth),
FI3H(fluid), ¥ (pretty), s3Hunostentatious), 43543l
(successful), Qﬁlﬂ(umson, 7o) 28 extraordmary), AYAY3LA|
(vividly), ’5561.4 S+=(eloquently), E-gdHvirtuosic), &HH
(skillful), W7 eHsensitive), ﬂﬁﬁl(calm) *lttlf‘l(clear) *§*§5l
(vivid), EESHKsturdy), AA J=(ingenious), 1 3Helaborate),
C#&(gentle), WE3Hplain), A2 Alaffective), A
(memorable), EX Ql=(distinctive), MZF(new), THZ&
(interesting), "W&-&<l(fascinating, glamorous), F9| 4
(watchful), Bl¥3Hpoised), F-oF3H elegant A9l 1ntell1gent)
8 23l (shapely), A% A=(gifted), T2 (exhilarating), 71
2] W-2(spectacular), l"—El'—v—(malfvelous) AAIgHliveliness), &
FreHcomplexity), HeleHrelaxed), FF2Hjuicy)

5912 untrue),
719 3Hodd)

s ‘31‘;
(impatient),
HleFsH(poor),
of A gt
(awkward),
' g A 3
(uncertain),
o] oA
(bizarre),
ST S
(disturbing)
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= 2Y AAES F8ARRY B971E AA R ZAkste O s AYsh =
shedl I anh Hojutt o& S4H “Noces is noble, it is fierce, it is
simple, it is fresh, it is thrilling. It is full of interest’2tH & Al&lsl= 8
< F9 W& g4, "=y, -?«9-4\— 0 AR S o2 EX
sto] HARSEAL QL= A9tk o= Foll thet MA|AQl Qs FE kA SAkol A Al

Ao 2x] 5219 HAS Hojid7]= 4ot} "Dancing in canon, in unison,

-

A1A
A2 A Ao 7 2t

in and out of symmetry 4 “.. like a swarm of girl-size bees’+= 2|53 &
o] Aokl 19 ¢17] AL ZHsHA| 21 E= ohgthe: A4 Y] Aol 11
o] F& gk 54 g o] i ARl 39 AR olofd w7 Wt 25 A&
SHAA SS9 S S WEA7e 19 e Al 204 HEALe]
gk et H7tE AJZE7]E gttt “Massine is without doubt the master
choreographer of today. ... He is an encyclopedia of ballet” (Nijinsky s
Faun: Massine s Symphonie Fantastique; American Ballet Caravan,
Modern Music, 1936) ®+= “Martha Graham, no doubt the greatest celebrity
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Abstract

A Comparative Study on the Dance Writings
of Edwin Denby and Deborah Jowitt

- Focused on the Structure and the Critical Terms -

Malborg Kim, Ph.D.

Professor of Dance
Ewha Womans University

This study aims to analyze the critical methodologies of Edwin Denby and
Deborah Jowitt. Together they represent the American dance criticism of the 20th
century. Edwin Denby made dance criticism a professional critical writing not the
subsidiaries to music criticism. Not like John Martin who started his full time dance
critic’s career writing on music, Denby started his critic’s career writing on dance with
insider’s knowledge and understanding in dance. With his experience as
dancer/choreographer and his love for dance made him to establish the academic
methodology for dance criticism. The critical style and viewpoint of Denby influenced
the next generation of Americian dance critic. Deborah Jowitt succeeded Denby'’s
spirit of dance writing style most among the New York School which is practically a
group of Denby’s followers.

Their essays in criticism Dance Writings(1986) of Denby and the Dance
Beat(1977) of Jowitt are chosen as the subject for the study. From these, 20 most
characteristic essays on ballet and modern dance works are selected respectively to
study the structure of their writings and the characteristics of their critical terms used
in describing dance movements and showing their standards of value judgements on
dance works. Study results show they have similar writing structure and a great
emphasis on movement description. The most of their writings were spent on
describing the details and the movement qualities of dances they saw. Both Denby
and Jowitt have an exceptional talent in describing dance movements. Also they
showed a tendency of trying to interpret the meaning of the movements with modern
dance works.

But their overall style of writings were differed in the wording and colors of the
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texts. Denby s writing is very articulate and beautiful with poetic symbols and literary
elegance. His critical terms are cultivated and classic with high taste. Jowitt’ s writing
has a characteristic of colloquial style. And she often starts her writing like talking to
her friends sitting next to her. She was good in expressing the dynamics of the
modern dance movements. Jowitt used more terms in movement description and
value judgement than Denby. Also she used vocabularies distinctively conveying the
momentum and the sensations of the movement.

This writer thinks the secret of their excellent dance writing lies in their love for
dance and their effort of trying to understand dance and the attitude of sincere
writing.
keywords: dance criticism(¥-8-5]%), Edwin Denby(o] = glH]), Deborah Jowitt(d]] =

2} %9%)), american dance criticism("]<+ F-&H] %), analysis of dance
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