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Preface

Love at First Skip

My first introduction to the dance of Isadora Duncan in New York in the early 1980s was love at first skip. In the lyric lift of the knee, the gentle fold of the thigh into the hip with the feet pointing in a perfect perpen-dicular angle towards the earth, I felt more free, more natural, in touch with “a rhythmic unity that runs through ... nature.”1 As the head and torso arc upward, riding buoyantly on the legs, we skipped throughout the studio in rhythmic cadences of % time to the music of Chopin and Brahms, bound-ing upward on the beat and then softly descending to the earth through the ball of the foot. I was transported to the innocence and joy of childhood, to sweet memories of spontaneous laughter, to a time before the respon-sibilities of adulthood weighed down my spirit. Now nearly 30 years later, the joy of dancing Duncan has not left me, although the lyric skip has given way to the weight and strident urgency of the heroic skip and the more mature dances of Isadora's middle years.

I was drajvn to Duncan’s philosophy and art in part because it res-onated with my own desire to express through dance a vision of a sacred reality that I had glimpsed in transcendent moments of awareness. Clearly, Duncan too had accessed this “inner light” when she wrote like so many great poets and mystics before her of an ineffable, transcendent source of creation and inspiration:

I spent long days and nights in the studio, seeking that dance which might be the divine expression of the human spirit through the medium of the body’s movement. For hours, I would stand quite still, my two hands folded

1

2
P r e f a c e
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between my breasts, covering the solar plexus.... I was seeking and finally discovered the central spring of all movement, the crater of motor power,
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the unity from which all diversions of movement are born, the mirror of vision for the creation of dance. 2

Vantage Points and Perspectives: Early Modernism,

Post-Modernism, Interculturalism and

Globalization

In the latter part of the 20th century, my dance world was globalized and diverse, a world far removed from the upper class, white Euro-American society that Duncan inhabited. American dance was and remains a diverse mix of cultures, ethnicities, and social classes merging and mingling in ballet, samba, jazz, post-modern dance, Bharata Natyam 3 and innumerable other cultural forms. In Northern New Mexico where I was living at the time, my dance world extended to flamenco clubs where I was mesmerized by the passionate performances of the virtuosic dancer Maria Benitez and to the hypnotic Buffalo and Deer dances at the eight Native American pueblos surrounding Santa Fe. I studied devotedly with pioneer modern dancer Eleanor King, a soloist in the original Humphrey-Weidman Company, and attended any and every workshop that came to town— from African to East Indian Kuchipudi. I traveled through this global dance world for years, searching for a form in which I could best express through movement my own longing for connection to a divine source, for a dance form that was deeply humanistic. The post-modernism of the late 70s and early 80s, which rejected the emotional narratives and humanistic concerns of the early moderns, was too cerebral for my nature; I longed to find a form that could serve to unify mind, body, and spirit. While cultural dance forms outside the western canon fascinated me, I always felt too much the “outsider” for the distinctive vocabulary of dance forms of Asia, India, or Africa. I had to look backwards to the roots of modern dance or create my own dance. Like most all modern dancers, I dabbled in choreography as a rite of passage, but inwardly knew that cho-reography was not my gift.
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Isadora’s book on the Art of the Dance had long been a source of inspiration for my own pursuit of the dance, but it was not until I moved to New York in 1981 to pursue a doctorate in dance at New York University that I took my first Duncan class. My mentor Eleanor King urged me to find Julia Levien, a member of the original companies of adopted daughters
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Anna and Irma Duncan in the 1930s and to take one of her Duncan work-shops. The previous year Eleanor, then in her late seventies, had partici-pated in an Early Days of Modern Dance conference on the east coast and ecstatically told me about her inspirational experiences in her first Duncan class with Julia. Eleanor was virtually walking on air as she too had long been inspired by Duncan’s writings. Upon arrival in New York, 1 indeed did find Julia, along with her contemporaries Hortense Kooluris and Anita Zahn and many of their wonderful protegees including fourth generation dancers Lori Belilove, Beth Jucovy, and Adrienne Ramm with whom I studied and performed over the years. Lori Belilove and 1 developed a relationship where we began to collaborate in a variety of ways and per-formed as guests in one another’s concerts. Other long-time Duncan dancers, including Jeanne Bresciani, Catherine Gallant, Kathleen Quinlan-Zetterberg, and Elisabeth Schwartz, were working in New York around that time as well. Over the past 30 plus years, they have all maintained their commitment to the Duncan work and greatly contributed to main-taining the legacy in their own unique ways.
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Evolution of a Dance Company: The Isadora Duncan

Dance Ensemble

1 never intended to form a company of dancers or to end it; rather the Isadora Duncan Dance Ensemble, as it came to be called, had an organic life of its own. As dancers, we were all passionately committed to doing the work, but I initially had little interest in immersing myself in the bureaucracy and administrative duties of a dance company director. However, numerous unsolicited prestigious invitations to perform and the enthusiastic support and encouragement of fellow dancers, critics, and audiences over the years propelled us to develop and grow each year. Many of the original, long-time members of the company-to-be,5 were 12 and 13 years old when they first premiered Isadora’s youthful “Schubert Waltzes” at the University of Miami’s Gusman Concert Hall in 1990 in a primarily solo/duet concert that I produced with Lori Belilove appearing as a guest artist. Auspiciously, the young girls were the same age as Isadora’s teenage company members, fondly dubbed “The Isadorables” by the press, when they made their debut with the Schubert Waltzes in the early 1920s.
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After seeing the Gusman performance in 1990, Laurie Horn, dance critic for The Miami Herald at that time, wrote that the young girls “mes-
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Early portrait of original Isadora Duncan Dance Ensemble, 1992. Vizcaya Museum and Gardens, Miami, Florida. Back row, left to right: Michelle Vazquez, Karen Matthews, Tamara Welch. Front row, left to right: Tatiana Castro, Nikki Anaya. Courtesy of photographer Tobi Mansfield.

merized the eye and enchanted the heart”;6 thereafter, she referred to them as “Miami’s Isadorables.” In 1991, during a winter visit to Miami, Julia saw these young girls perform and was impressed by the buoyant enthusiasm and lyrical expressiveness of the group. The following year and for the next fifteen years, she devotedly traveled to Miami during the winter months to work with us as artistic advisor to the young company.
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As the girls matured and were no longer young enough to be “adorable,” the dancers took on new, increasingly mature roles each year, and new girls joined until eventually we developed enough repertory to fdl an eve-ning. Throughout the years of the company, 1 was blessed to have so many of the original 12- and 13-year-old dancers remain in the company until well into their mid-30s.
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An unexpected invitation to perform abroad in the Internationales Tanzfestivai in Germany titled “From Isadora to Pina” solidified us as an ongoing troupe and garnered critical acclaim beyond our local community. Jochen Schmidt, a well-known German artistic director who had seen me perform in China, invited me to present a solo evening of Isadora’s work to open the festival. As I was hesitant to do an all-solo evening, I informed him that I had been training a troupe of young dancers and asked if he would be interested in bringing them to Germany as well. Jochen flew to Miami to watch a studio performance at New World School of the Arts where the original girls were all now high school students in the Dance Division. Promptly thereafter, he invited the Ensemble to participate in the festival, which toured to numerous cities in Germany, including Wup-pertal, the artistic home of Pina Bausch. Jochen later published a well-regarded book on Isadora entitled Ich Sehe Amerika Tanzen, originally published in German.7
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Over the next decade, we presented well-received programs at NYC Lincoln Center Festival Out-of-Doors; the Kennedy Center, Washington, D.C.; the Goethe Festival in St. Petersburg, Russia; the Florida Dance Fes-tival, festivals in Latin America including the International Festival de las Mujeres en la Danza in Quito, Ecuador, among numerous other venues that continued to propel us from year to year. Eventually, several of the long-time members took on important administrative and co-artistic roles, assisting with production, administration, costuming, and the rehearsal/ reconstruction process, which helped sustain me through numerous administrative travails.
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Preservation, Documentation and Re/construction

To help ensure the perpetuation of Duncan’s legacy, Julia Levien and I co-produced and directed the videotape/DVD, Isadora Duncan Tech-nique and Repertory9, in 1994, and Ms. Levien authored the companion book Duncan Dance: A Guide for Young People? both widely distributed by Dance Horizons/Princeton Book Company. In 2008, 1 produced a sec-
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Cover photo of Isadora Duncan Dance Ensemble Isadora Duncan Technique and Repertory distributed by Dance Horizons/ Princeton Book Company, 1994. Back row left to right: Tatiana Castro, Maribel Gonzalez (arm extended up), Nikki Anaya, Nikki Rollason, Karen Matthews (arching back, arm on fountain), Stephanie Bastos. Front, bending over: Tamara Welch, Cynthia Gonzalez. Cour-tesy of photographer Tobi Mansfield.
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ond DVD of the more mature dances, Isadora Duncan Masterworks: 1905-1923,10 also distributed by Dance Horizons/Princeton Book Com-pany.
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Now, 35 years have passed since I first began my studies of Duncan dance. While the DVDs we produced capture some of our contributions to Duncan’s legacy of technique and repertory, there is a wealth of knowl-edge that underlies each gesture, phrase, and performing moment that cannot be captured or understood in a few, hour-long DVDs. This book then, as an exposition of both the internal and external process of recon-structing, teaching, rehearsing, and performing the repertory and tech-nique, serves in part as a supplement to the DVDs and other available books, films and videos related to Dunean’s work. More broadly, the book’s
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aim is to shed deeper light on the fundamental principles of Isadora’s art as performed more than 100 years later, particularly as it relates to the emotional and psychological aspects of performing the work and on the state of the art of Duncan dance in the 21st century.
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Duncan defined her theory of the dance as “the art that gives expres-sion to the human soul through movement, but also the foundation of a complete conception of life, more free, more harmonious, more natural.”11 The book articulates not only the process of directing and sustaining the Isadora Duncan Dance Ensemble, but also our efforts to implement these philosophical ideals in both the performances and everyday life so that art and life would merge.
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While Duncan in her lifetime clearly rejected any system or codifi-cation for dance training, it is clear from the work and knowledge of her disciples that Isadora had a methodology and technique that could be transmitted to future generations. However, the re/constructions of Dun-can dance discussed in this book are in no way intended to portray a vision of exactly what Duncan produced and danced onstage in her lifetime nor are they intended to be the “definitive, contemporary interpretations.” Fol-lowing writer Mark Franko’s discussions on reconstruction addressed fur-ther in the Introduction, the book seeks to reveal these re/constructions as “re-membered choreography,”12 recreated anew by succeeding genera-tions as they were passed down in a lineage from Isadora to Anna and Irma Duncan, to Julia, Hortense Kooluris, and subsequently to myself. What emerges as transmittable, re-inembered choreography are key or “essential” elements and theoretical principles signified as “Duncan dance” by a variety of scholars, artists and practitioners that contribute, in the words of Suzanne Langer to “an aura of virtual power.”13
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To identify these key elements, I consulted numerous scholarly and biographical writings on Duncan’s aesthetic, including works by Ann Daly, Elizabeth Kendall, Frederika Blair, Kimerer LaMothe, and Nadia Chilkovsky Nahumck among others and interviewed over a dozen Duncan dancers around the world. Nadia Chilkovsky Nahumck’s book of dance notation and commentary on the dances, Isadora Duncan: The Dances,1 was par-ticularly helpful in corroborating on the specifics of basic steps, music, and positions. This book does not attempt to be exhaustive in its discus-sion, references and analysis of Duncan’s repertory of more than 70 works nor is the book meant to serve as a reference guide to Duncan’s repertory. Dozens of dances, including many significant symphonic works and solos, are omitted here. Rather, the dances were selected to represent a broad spectrum of styles, themes, and periods in Isadora’s life. Inevitably, my
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	choices reflect  my own preferences, biases, and interests with regard to

	
	
	

	
	the specific  dances in the repertory.
	


Key Themes

Each chapter in the body of the book focuses on different key themes or principles relevant to the teaching and performing of Duncan’s work. The themes are contextualized within the framework of the process of exploration and transmission to the seven long-time members of the Isadora Duncan Dance Ensemble, most of whom remained with the com-pany for 15 - 20 years or more. An overarching theme developed through-out the book relates to the author’s quest to create a more humanistic and spiritually awakened community of dancers inspired by Duncan’s art and philosophy of life. Chapters 1, 2, 3, and 4 focus on Duncan’s main aesthetic principles as embodied in specific elements of the technique, both for children and adults, and on the art of enlightened teaching and performance. Chapter 1, for example, describes how the use of breath rhythms and the principle of the wave connect the dancers to their sense of organic flow and natural motion. Chapter 2 describes the technique, repertory, and choreographic studies created for young children and adolescents in various Duncan schools. Written largely in the style of a personal memoir, the book utilizes anecdotal examples and personal experiences to describe how the dancers learned to embody Duncan’s fundamental principles, such as the awak-ening of an “inner emotional motor.” The book further describes how the profound simplicity and naturalness of the movement enables the dancer to focus more deeply and inwardly on subtle sensory impressions that lead to a greater self-awareness and presence. Subsequent chapters focus on specific themes embodied in a selection of dances ranging from the three periods that distinguish the arc of her choreographic career: the early lyrical works from the late 1800s up until about 1903; the mature, dramatic dances characterized by themes of wom-anhood, love, Greek mythology, and tragic loss from about 1904-1913; and the heroic, revolutionary dances of her later life (circa 1914-1927). These chapters describe through the author’s self-reflections and the dancer’s experiences how the inward emotional resonance culminates in outward expressions of the deepest individual and collective humanistic concerns. Themes include the heroic woman, tragedy and triumph, com-munity, the art of the solo, Dionysian ecstasy, and Apollonian form, among
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others. The choreographic repertory is viewed, not as codified museum pieces to preserve through precise imitation, but rather as living, breathing entities that each dancer must interpret from her15 own artistic sensibility and life experience.
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A seminal conference on Isadora’s art and legacy, the Isadora Duncan International Dance Symposium, held at George Washington University, Washington, D.C in June 2013 was instrumental in helping to develop the final chapter, an overview of the state of the art of Duncan teaching, per-formance, and related practices and the relevance of the Duncan work in the 21st century. At the Symposium, Duncan scholars and practitioners convened to not only look back, but more significantly, nearly a century after Isadora wrote her article on “The Dancer of the Future,” to look for-ward to a yet unforged future and to assess the present state of Duncan dance.
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Related Research and Publications

To date, very few published works focus specifically on Isadora’s dance technique and repertory, and none of the published books recounts the process of preservation and the relevance for contemporary dancers in the 21st century. The majority of the publications included in the bibli-ography are biographical works. Other titles relate to Duncan’s philosophy of art. The most well-known books on Duncan’s technique are by Irma Duncan and her pupils Julia Levien and Nadia Chilkovsky Nahumck. Irma Duncan and Levien’s books are little “how to” manuals of the movement. While Nahumck’s book of notated Duncan dances is extremely valuable in providing extensive detail as to the specifics of basic steps, positions, music, costuming, phrasing and other details, none of the aforementioned books give insight into the “inner emotional narratives,” the environment, and the processes of reconstruction that imbue a dance with resonant meaning. Nahumck writes in the introduction to her book, “In depth analysis of the psychological and emotional content of Duncan’s work is left to future students of these dance scores.”16 The primary purpose of her book rather is to provide a representative collection of Duncan dances transcribed in practical forms for use in performance, education and enjoyment.17
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This present book thus seeks to help fill in the gaps in emotional and psychological content omitted by Nahumck, Irma Duncan and Levien. It does not attempt to explain all the details of the execution of the gestures
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and steps of the choreography except in brief sections nor to be a “how to” manual. Rather through memoir and storytelling, it seeks to shed some light on the creation of a teaching and performing environment that would best foster and perpetuate an embodiment of Duncan’s ideals. The nar-rative tries to articulate and make explicit some of the ineffable aspects of dance transmission, notably those qualities that help create “luminosity” and an “aura of authenticity” that cannot be gleaned from DVD recon-struction or from reading theoretical works such as Ann Daly’s Done into

[image: image47.jpg]



Dance.™
.

The personal stories and challenges faced by dancers in the company hopefully also reveal the power and meaning of the dances and resonate with readers’ own lives in a visceral, authentic way. For example, Chapter 12 focuses, in part, on how the courage and determination of long-time company member Stephanie Bastos, who lost her leg in a car accident and continues to perform after the accident with the aid of a prosthetic leg, became a potent metaphor for the heroic ideals embodied in the Russian Revolutionary dances.
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Distinct from other published books on Isadora’s art, the philosoph-ical and theoretical underpinnings of Duncan’s art emerge out of the very personal and experiential stories of the dancers and the author. It is hoped that in this way, the stories will resonate with the life and experience of all those who long to dance, have danced, love dance or other performing arts and/or direct dance companies, and that it will inspire them to embark on the journey with greater understanding, integrity, and humanistic prin-ciples.
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A School for Life: To Dance Is to Live

John Martin, the renowned first modern dance critic for the New York Times wrote that Duncan’s contributions to innovations in style of move-ment, music, and dress were of minor significance compared to her immense contributions to a new theory of dance, notably her discovery of basic dance not as a profession or art but as a biological function. Isadora was seeking to discover the roots of that impulse toward movement as a response to every experience, which she felt in herself and which she was convinced was a universal endowment.19 Martin wrote that her dis-covery was remarkable for its soundness in relating emotion to visceral action and visceral action to outward movement. Furthermore, Martin elaborates that a revival of the conscious use of this faculty that she
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referred to as the central inner source or “soul” (located physically at the

solar plexus) would mean deepening and broadening the whole range of life. 20

Duncan's methodology for arousing the “motor in her soul” has remained a vague and mysterious process. Her writings hint at a theory and methodology, but she fails to explicate any systematic principles, as did Martha Graham for dancers and theater director Konstantin Stanislavsky for actors. This book seeks to elucidate and reveal a method-ology and system for awakening this inner faculty.

Lastly, and most significantly, the book illuminates how I sought to not only perpetuate Isadora’s work but also to embrace Duncan’s philo-sophical ideals in the everyday life of our “Duncan family” so that art and life would merge. Through personal stories as well as historical and philo-sophical research, the book seeks to illustrate how Duncan’s technique and repertory, as passed down through successive generations, remains a vital tool for fostering self-integration and humanistic ideals that serve to inspire and develop the whole person. It documents the intimate personal and group psychological struggles, spiritual challenges and triumphs of this endeavor, shedding some insight into a process of creating not just a school for the dance but “a school of life.” 21

Values of courage, faith, hope, and love inherent in the dances became ethical principles that 1 sought to instill in our performing lives. Passion-ately devoted and committed to the work, the dancers called me “Mommy Seidel” and referred to our company as a family. Like a family, we also struggled and endured many interpersonal challenges, compounded by the insecurities of young dancers’ egos, as well as the internal and external challenges and complexities endured by all dance companies. In this regard, this memoir is a story of the search for our greater humanity and our struggles to transcend the pettiness of competing egos by affirming the sanctity of the “higher Self”:

The dance, in my opinion, has for its purpose the expression of the most noble and the most profound feelings of the human soul.... The dance must implant in our lives a harmony that is glowing and pulsing.22
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Introduction

The New 20th Century Dance: Barefoot Dancers

Around the turn of the twentieth century, a new form of solo art dance, called “aesthetic” or “free, barefoot dance” began to appear on the stages of Europe and America. This new dance, promulgated by Isadora Duncan and other innovators such as Loie Fuller and Maud Allen, was character-ized by a seriousness of purpose that disdained the exhibitionist dancing of the music halls and vaudeville of concert music.1 As a solo artist, Isadora herself was the spectacle, framed simply by a green carpet, long, neutral blue-grey curtains that hung behind a grand piano lit by minimal lighting in shades of blue, rose and/or amber. Duncan’s art was impelled by per-sonal truth, what she called “the profound rhythm of inner emotion.” 2 In his book Prime Movers: The Makers of Modern Dance in America, Joseph Mazo wrote that Duncan’s greatest contribution to the principles of mod-ern dance was that motion is motivated by emotion and must be expressed with the instrument of the entire human body.3 Critic John Martin simi-larly commented that Isadora insisted that the dancer’s body be regarded simply as an instrument for the expression of emotional concepts and not as a performing machine. According to Martin, Duncan’s uncovering of the substance of the dance as expressional movement is one of the mon-

umental achievements in the history of the arts.” 4

Isadora’s revolutionary art not only transformed the dance world but also influenced the world of visual artists, theatrical designers, directors, musicians, and poets. Gordon Craig, her lover and father of her first child Deidre, shared Duncan's aesthetic of a natural simplicity in reaction to the
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Isadora in repose in 1910. Her revolutionary art not only transformed the dance world but also influenced the world of visual artists, theatrical designers, direc-tors, musicians, and poets. Photograph reproduced with permission. Jerome Robbins Dance Division, The New York Public Library for the Performing Arts, Astor, Lenox, and Tilden Foundations.
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elaborate sets, backdrops, and staging of the Romantic era. Russian theater director Konstantin Stanislavski found a kindred soul in Isadora’s approach to emotion, image, and movement, and the sculptor Rodin shared her explorations of weight, mass, and gravity. Duncan’s innovative style and the "aesthetic, barefoot dance” move-ment, incorporating concert music and a new freedom of dress, spawned hundreds of imitators both during her lifetime and in the subsequent gen-erations following her death. In the early ’20s and ’30s, many barefoot dancers claimed that they too were taught by the sea or nature. While some of these dancers were professionals, most were amateurs who lacked the discipline and depth that comes with years of investigation, training, aesthetic taste and discernment. This plethora of barefoot, undisciplined imitators perpetuated a mythology that Isadora merely improvised. For Duncan, dancing was an act of inspiration and illumination, and it was this quality of spontaneity and her own disinterest in and ill-suited tem-perament for developing systematic training that led writers and critics to proclaim that Isadora never had a “technique” or a body of transmittable
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work. Joseph Mazo, as late as 1977, wrote, “She had no ‘technique’ in the sense that a ballet dancer does, but her dancing did not make its impression with steps or intricate patterns. She simply moved to music, keeping her shoulders soft, her neck free, and holding a curve in her arms and legs. Her effects came from the emotional power of her dancing and from her peculiar ability to give herself up to the vision of an ideal.”5
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Lincoln Kirstein also wrote dismissively in 1986 in the New York Times'. “Her legacy was reputation not repertory.. ..she invented herself as an icon and gained immortality.” 6 Critic Walter Terry, writing in the 1960s, was highly critical of the succeeding generations of Duncan dancers:
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...In the little studio recitals [after Duncan’s death], one is likely to see dances which Isadora created decades ago, unchanged, dated, limited in both tech-nique and expressivity. With Duncan dance, we see girls or mature women with flowers wreathed in their hair ... skipping lightly to Chopin and Schubert and the romantics. Such dancing seems amusingly pretty, almost too inno-cent, and, to modern eyes, superficial. As for the technique, it is elementary in the extreme... Her own very simple movements, removed from her own genius as a performer, are of scant service to any professional. We have, in our dance today, gone far beyond Isadora in matters of technique.... We have seen that Duncan dancing has all but disappeared and what still goes on is rather sad and foolish and a little ghostlike.”
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While Duncan often denied that she studied dancing systematically and proclaimed that she was born “dancing out of her mother's womb,” there is substantial evidence that she studied ballet up until about 10 years old with Katti Lanner in London, a leading English dancer and in New York with Marie Bonfanti prior to 1899.8 Additionally, she studied the popular Delsarte exercises and gestures of her day and learned the Irish jigs and reels of her grandparents, as well as the mazurka, waltz, polonaise, czardas and other character dances and rhythms from her sister Elizabeth, a professional dancing teacher, and from her mother’s music lessons.
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The Technique of Isadora: Myth or Method?

While Duncan in her lifetime clearly rejected any systematic training, it is clear from the work and knowledge of her disciples that Isadora had a methodology and technique that could be transmitted to future gener-ations. Although there were occasions when she improvised an entire dance such as an impromptu encore to the Brahms Rose Petals, Strauss' The Blue Danube, or a mimed dramatization of La Marsellaise, she seldom went onstage without immersing herself deeply in the music and concep-
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tualizing a theme and patterns of motion, forms and shapes.9 Irma Duncan wrote a little manual with 12 lessons of the fundamentals of the technique called The Technique of Isadora Duncan to counter her disclaimers: “She could not have produced something entirely new in our time without cre-ating a new and definite form of technique.”10 Irma notes that the “formula” for passing on the technique is her own and that Isadora had her own way of teaching, which is often the case in the transmission of a repertory. Irma writes that Isadora “would demonstrate several times in succession a series of movement to her pupils and if they did not immediately grasp her train of thought, she would give up impatiently. Often when one of us had been able to perform the sequence of the dance movement more readily than the others, she would ask that one to teach it to the rest of the pupils.”11
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Isadora’s impetuous nature and mercurial artistic temperament clearly were not suited to teaching nor did she seem to possess a particularly nur-turing nature. She left most of the day-to-day care of her own young chil-dren to nursemaids and often was separated from her children for months at a time while on tour. Irma recalled that she was virtually incapable of repeating an intricate phrase slowly for the benefit of her pupil and found herself amazed at this seeming paradox: “How strange, I created it, and I can dance it, but I cannot teach it!”12 However, in her autobiography, she describes how after the death of the children, she devoted herself to teach-ing in the school as a way to overcome her pain and the children made rapid progress:
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. .1 once more found the courage to teach, and the pupils learned with the most extraordinary rapidity. In three months from the opening of the school, they had made such progress that they were the wonder and admiration of all the artists who came to see them.13

[image: image66.jpg]



For the most part, however, Duncan was an intuitive artist who moved from instinct, imagination, ideals, and inspiration, not analysis. Her pas-sion was in the creation and performance of her art and in the creation of the schools. Thus, initially until the children were older and could par-ticipate in the process of transmission, she left most of the teaching in the original schools to her sister Elizabeth.
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The Legacy Through the Generations

Despite the fact that Duncan had little concern or interest in pre-serving her dances, it is perhaps her dedication to creating dance schools for children and the deeply satisfying humanity of the work that contribute
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to the survival and perpetuation of her legacy. Every stage of her dance process — her practice, choreography, and performance — evolved to meet the needs of students in her schools.14 Devoted to the education of the “whole child,” Isadora founded her first school in Grunewald, Germany, in 1904 and then later founded schools in Germany, France and the Soviet Union. She sought to create the conditions — intellectual, physical, emo-tional, and spiritual — for helping children cultivate physical consciousness, discover movements that harmonize with their individual forms, and learn to value their bodies as inherently creative agents of human becoming, as “beautiful” and “holy.”15 However, her efforts in Germany were short-lived due to financial difficulties. A long-term affair with Paris Singer, heir to the Singer Sewing machine fortune, enabled her to found a second school, with his support, first in Neuilly, France, and then in Bellevue-sur-Seine in 1914. Her last school in Moscow, supported by the Soviet government after the Bolshevik revolution, was sustained until 1949. Bellevue was structured similarly to Grunewald except the senior six Isadorables func-tioned as the dance instructors instead of Isadora's sister Elizabeth. While Duncan’s flamboyant lifestyle, financial difficulties, and above all, her utter lack of practicality undermined her efforts to sustain these schools, her passion for educating the young child, particularly the children of impov-erished workers and from lower classes, never waned throughout her life, and in some sense, became her reason to live and survive after the death of her children. In Russia, she declared:

I have the desire to give the greatest joy and the greatest beauty to the chil-dren of the workers. To make them so perfect that they will be envied by the millionaire children.... 1 wanted very much to have five hundred boys and five hundred girls in my school. For my school is a school of life and not a school of dancing.16

World War I and frequent disagreements with her sister Elizabeth, who directed and managed the schools in Europe while Isadora was per-forming and touring throughout the world, further complicated her efforts. However, her passion for education was surely transmitted to her most devoted pupils Irma, Anna, and Maria Theresa Duncan, to whom she had given the Duncan name. Of the six original Isadorables, four had long performing and teaching careers, including Anna, Irma, Maria-Theresa, and Lisa. Margot died of tuberculosis at a young age in 1926 and Erika went on to study painting. Lisa moved to Paris and studied ballet, and Maria-Theresa was largely interested in pursuing her own interpretations of the Duncan repertory as an independent artist. Irma was, in large part, responsible for codifying Duncan’s work into a teachable body of infer-
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mation that she published as a small manual. Irma deplored the plethora of “interpretative dancers” who “with two yards of chiffon” felt they could do the same thing as Isadora:

Anyone who has studied Isadora Duncan dancing for years and has worked hard to get the results exhibited with great success all over the United States, finds it difficult to realize exactly what would have been the outcome if they had restricted their efforts to only two yards of chiffon. It was done by con-centrated work and years of diligent daily training. All great art must give the' impression of spontaneity and perfect ease of execution— otherwise, we would derive no joy from it.17 >.

Irma maintained the school in Moscow until post-revolutionary eco-nomic conditions, including severe food shortages, became too daunting for her to continue. Some of the dedicated members of the Moscow Isadora Duncan Dancers, including Tamara Lobanovskaya, Artistic Director from 1930 to 1939; Valentine Boye; Lily Dikovskaya; Elena Federovskaya; Yulia Vashentseva; Maria (Mussia) Mykovskaya; and Elena Terentieva continued to teach and/or maintain the school up until the mid to late 1940s. Irma eventually moved to New York and established a school and a company with Anna that were instrumental in fostering the growth of Duncan dance in the United States. Anita Zahn, who in 1913 entered the Elizabeth Dun-can School at age ten, remained active in the northeast U.S. as a teacher and choreographer until shortly before her death in 1994. Subsequently, the legacy of about 70 dances was maintained by the devoted third gen-eration dancers18 who studied and performed with the Isadorables in the 1930s including Julia Levien, Hortense Kooluris, Sylvia Gold, Mignon Gar-land, Nadia Chilkovsky Nahumck, Madeleine Lytton, Kay Bardsley, Riva Hoffman, Gemze de Lappe, and others. Many of these dancers developed their own companies and schools of dance, as well as produced books and articles that further maintained the legacy for subsequent generations. While some of the disciples such as Maria Theresa, took creative license to expand on the work, Irma and Anna, remained devoted to maintaining Isadora’s essential principles of line, form, staging, choreography, musi-cality, and the general structure for the teaching of the technique as devel-oped in the Duncan schools.

The generation of disciples who danced with the adopted daughters in the 1930s also devotedly maintained the dance narratives, mythologies, and technique in their minds and bodies without the benefit of videotape in the early years. Nadia Chilkovsky Nahumck contributed significantly to the preservation of the choreography through her efforts to notate the dances and compile the notation into a publication in 1995, as did Sylvia
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Gold who transcribed some of Duncan’s work through the Sutton Dance Writing Method, a dance notation system that uses figurative and abstract symbols to record dance movements.

Nahumck’s research focused on the repertoire that Irma taught to the American company members as remembered largely by Hortense Kooluris and Julia Levien, with assistance in the music research from Harry Hewitt.19 With regard to her efforts to identify a consistent style, repertory, and technique, Nahumck wrote, “Certain extemporaneous exercises not-withstanding, the body of works we scrupulously checked indicated a Duncan style and form of remarkable constancy, individuality and struc-tural integrity.” 20

While Labanotation and Sutton Writing systems provide excellent historical and archival records, to undertake the reconstruction of a dance from a notated score, particularly without prior knowledge of the tech-nique, is a very time-consuming, expensive, and laborious endeavor. Addi-tionally, these notation systems are largely inadequate in conveying the living spirit of the dance, the meaning, and deeper layers of intention and motivation that underlie a work of dance art. Nahumck comments with regard to her book on notation, “It was not always possible to notate each dance in precise detail, in part because the research often disclosed limited information; passages were added by gifted performers who succeeded in working their own patterns into missing fragments, and capturing the Duncan fluidity on paper was at odds with writing rules.... Blurred details [palm facings, finger extensions, or flexations] must remain in the realm of interpretation.” 21

After the demise of Irma and Anna's schools, third-generation Duncan dancers worked together sporadically, coming together for occasional pub-lic performances. In 1942, Mignon Garland, Levien and Kooluris formed the Contemporary Duncan Dancers and in 1944 staged a performance at Carnegie Hall with the National Symphony Orchestra conducted by Leon Barzin. In 1952, the original members of Irma Duncan Dancers marked the 25th anniversary of Duncan’s death with a concert at Carnegie Recital Hall. 22 The quality of the performances was very uneven and the production values extremely modest at best, garnering little attention from mainstream critics or the general public throughout the 40s, 50s and 60s.

Levien and Kooluris collaborated again in 1977 to form the Isadora Duncan Centenary Dance Company but primarily worked independently teaching in their local studios or schools. Jack Anderson and other promi-nent New York critics largely credited Annabelle Gamson, who danced with Julia Levien as a young child, with bringing Duncan's work back into

20
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the public eye in the 1970s.23 Gamson’s luminous and musical interpreta-tions helped ignite a renaissance of Duncan dance. Around the same period, a new cadre of devoted fourth generation dancers who worked with Hort-ense, Julia, Anita Zahn, Mignon Garland, Sylvia Gold, and others opened schools and staged their own concerts. While this fourth generation24 took more liberties to modernize the technique and training through incorpo-ration of more rigorous barre 2S work and athletic training, they largely retained the fundamental choreographic structures they had learned from their predecessors, although interpreted through their own unique sen-
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Third Generation Mentor Julia Levien: 7S Years of

Isadora

As a transmitter and a teacher, Julia’s contribution to maintaining the legacy during her 75-year career was formidable. Gifted with a penetrating intellect, a photographic memory, and unbridled passion, devotion and energy for all things Duncan, Julia dedicated her life to the perpetuation of Isadora’s legacy. In an era where videotape and film documentation was rare, Julia stored not only a repertory of nearly 70 dances in her body and mind, but also transmitted a rich storehouse of knowledge about Greek art, philosophy and early 20th century art and literature. In 1927, then a young teenager, Julia made her debut with Isadora's adopted daughters Anna and Irma Duncan in New York City and continued to perform with them throughout the 1930s. Julia continued to perform well into her 70s and continued teaching throughout the U.S. and abroad until several years before her death at age 94 in 2006.
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In rehearsal, Julia was a strong, commanding presence who even in her early 90s, communicated with depth, integrity, and verve. During exhausting three to four hour rehearsals, she would admonish us for “marking the dances.” She demanded the full engagement of our total being and a deep commitment to the form and principles of Isadora’s art, often remarking, “We were either dancing the fullness of the dance or not dancing.” At the same time, in the true spirit of Isadora, she valued indi-vidual uniqueness and abhorred what she called “cookie cutter dancers.”
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There are others of Julia’s generation who have contributed to main-taining Duncan’s legacy, but few in my experience, who possessed Julia’s depth of intellect, artistic integrity, and zeal. That the legacy has survived and continues to be transmitted to a fifth, sixth and seventh generation
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The dances referenced in this book are passed down largely from Irma and Anna Duncan to third generation Duncan dancers Julia Levien and Hortense Kooluris. Levien and Kooluris collaborated in 1977 to form the Isadora Duncan Centenary Dance Company. From left to right: Julia Levien and Hortense Kooluris, 1930s. Courtesy of Adrienne Ramm.
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of dancers is a testament to her fortitude and vision and to all those others who kept or are keeping the work alive in their bodies, minds, and hearts.
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Each year, up until the last year of her death, she exhorted me to per-severe, commanding me that I could not quit, that I must carry on my con-tributions to the legacy. With her urging, I continued to persevere even though, as the years passed, I often lamented that the administrative bur-dens of maintaining a company — fundraising, grant writing, maintaining a board, among other tasks — on top of ffiy full-time teaching job and rais-ing my own children as a single mother became increasingly wearisome. Additionally, the founding dancers who were the mainstay of the company, having passed the 30-year marker were having children and beginning to move on with their lives into other careers where they could earn a more substantial livelihood. As fate would have it, the final year of the company was also Julia’s last year in Miami as a winter resident. Her health was beginning to fail that year and the following year, she passed away. For some years afterward, three remaining long-time dancers — Ivette Sotomayor, Maribel Gonzalez Brito, and Michelle Vazquez Kickasola — and I would do performances when the opportunity arrived. When it became increas-ingly difficult to maintain the level of physicality and integrity that the work demands without regular rehearsal, the company organically dis-solved just as it had organically evolved at its inception. I now muse that perhaps in the third and last “act” of my life, post-retirement from my full-time university teaching position, that I shall have the opportunity to take out the 200 plus costumes again and assume Julia’s mantel as artistic advi-sor to one of my former acolytes who might have the fortitude and artistic sensibility to carry on our contributions to Duncan’s legacy.
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The Art and Craft of Re/Member ing,

Re/Construction and Re/Creation

Julia frequently wrote in her program notes that she made “every effort to be as true as possible to the original in both spirit and form.” I too made every effort to honor the spirit and form of the work. The dances referenced in this book are my “re/creations” of dances passed down largely from Irma and Anna Duncan to Julia Levien and Hortense Kooluris.26 However, as a contemporary dancer, I took liberties, with Julia’s blessings, to make the choreography less monotonous and more appealing to the contemporary eye. Now decades later, while remaining true to the basic integrity of a movement pattern and its mood, I was free to explore
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an immense range of light and color and to utilize greater variation in the group forms.

While only one film clip of Isadora’s dancing in a garden exists, numerous major artists including Maurice Denis, Jose Clara, Jules Grand-jouan, Abraham Walkowitz, Rodin, Antoine Bourdelle and others captured her moving art through drawings, paintings, and sculptures. These art works, in addition to the famous photographs by Arnold Genthe and Edward Steichen, paint a vivid portrait of Duncan’s line, style, form, and impetus for motion. Over a hundred years later, as Duncan dancers, we can trace a line of continuity from these vivid images through numerous generations of dancers to the movements that we perform today.

Despite this line of continuity, the re/constructions of Duncan dance discussed in this book are in no way intended to portray a vision of exactly what Duncan produced and danced onstage in her lifetime nor are they intended to be the definitive, contemporary interpretations. Following writer Mark Franko’s discussions on reconstruction, the book seeks to reveal these re/constructions as “re-membered choreography,” recreated anew by succeeding generations, as they were passed down from Isadora to Anna and Irma Duncan, to Julia and Hortense, and subsequently to me. The re/constructions represent, in Franko’s words: “decentralized multiple versions of Duncan rather than a totalized vision of Duncan as a consol-idated self.” 27 These “re-membered choreographies,” like ah reconstructions, ultimately are impacted by the “mode of transmission”28 by conflicting and confused notions of “authenticity,” by the identity and subjectivity of the reconstructor, and by contemporary socio-political and cultural biases within a context of continuity and change. In this regard, each first gen-eration Isadorable and subsequent generations of dancers learns and con-ceptualizes the technique and repertory uniquely and imbues the work with her own nuanced aesthetic and sensibility. Julia, in an effort to dis-tance herself from these conflicting notions, preferred to use the term “recreation” to refer to her work in transmitting the legacy. However, while acknowledging that the archival past of Duncan’s choreographic repertory and theory is embodied in terms of a present that is different from the past and transformed in time and space, I contend that a coherent body of principles and a recognizable technique still has endured through the process of living transmission. These choreographic attributes, signified as “Duncan dance” by scholars such as Daly (1995) and LaMothe (2006) and by a wide variety of Duncan artists and practitioners throughout the decades, constitute a transmittable body of work. I further contend that it is Duncan’s much misunderstood notion of “luminosity,” defined here
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as the ability to manifest and make visible in the body the radiance of the spirit, that is the central quality that imbues a Duncan re/construction with, in the words of scholar Anthony Shay, an “illusion of authenticity.” 29

Symbiosis: The Art of Teaching and the

Art of Dancing

X

The art and craft of re-membering or re/construction, if it is to rise above the level of amateurish imitation, depends on the symbiotic rela-tionship between the elevated art of teaching and the enlightened art of dancing. In this paradigm, the teacher/transmitter brings new insight and vision to the work and allows the dancers enough freedom to bring their own creativity to the interpretative process. The dancer in turn must bring a respect for tradition and commit to the process with dedication and self-discipline. Whitlock in an article on Duncan’s dancing masters’ writes:

Just as we can distinguish between the crafts and practices of training dancers, dancing, and choreographing, so too there are three art forms relat-ing to dance. There is the art of teaching dancers, where the teaching sets new standards through the dancers so produced; the art of dancing, where the dancers bring their own creativity to expression and interpretation; and the art of making dances, where the tradition is redefined through what has been added to it. Artistry, without the foundation and support provided by the respective crafts and practices, would probably be unobtainable or cer-tainly made harder to obtain.30

For the contemporary Duncan dancer, it is a given that few can live up to Duncan’s legend as an extraordinarily charismatic and gifted artist. While clearly Duncan was an extraordinary performer, her reputation also was fueled, in part, by her sensational life and the fact that her movements were shockingly original and revolutionary at that time. Most contempo-rary Duncan dancers clearly understand that we are interpreters of his-torical masterpieces, speaking with our own voice and through our own unique bodies. If we were musicians, it would be foolhardy and impossible to attempt to play precisely as we might imagine Beethoven or Mozart played a particular sonata nor does an audience remotely attend a piano recital with that expectation. Honoring Duncan’s emphasis on the unique-ness of every dancer, both Julia and I strove to foster the dancer's individual artistry; like a contemporary pianist performing a Chopin work, the dancer has the freedom to bring her own artistic perspective and personality to the performance.

Introduction
25

However, perhaps because dance is the most ephemeral of all the arts— it only exists in its three-dimensional reality in the moment of perform-ance — expectations of what one is seeing on stage are often confused and conflicted. Dance forms of other cultures are particularly plagued by these questions of “authenticity”: Is an audience viewing a traditional hula or Hopi snake dance? What is tradition? Who owns the tradition? Who has the right to perform the so-called “traditional” dance? What changes to the dance are legitimate? When is the dance no longer “traditional” or “authentic”? With regard to Duncan dance, this book seeks to address some of these same questions and to illuminate the art of teaching Duncan and the art of dancing Duncan today.
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Both the art of teaching and the art of dancing take many years, usu-ally decades, of study and dedication that includes the history, theory, and philosophy of art, literature, and music, along with technique and reper-tory. Both teaching and performing, if elevated to the level of art, are char-acterized by gifts of intelligence, taste, and aesthetic judgment, along with discipline, dedication and passion that ignites the “soul of the dance.” Most importantly, these arts should be infused with a spirit of generosity that seeks to elevate, uplift, and transform others, whether the student or the audience. Perhaps, as some believe, “luminosity,” is an innate gift that can-not be taught, but such a belief undermines Isadora’s faith in humanity and her vision that the soul can be awakened in every young child. In this vein, I believe it is the Duncan dancer’s responsibility to nurture this gift within all who seek to find it.
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First Principles

From Breath to Organic Motion

The Universe: Standing feet rooted to the earth, my torso hangs for-ward, bent in a gentle curve. Activating the vital energy at the core, I fully engage my abdomen with the belly lifted high up under the breastbone and navel pressing against my spine. My arms, hanging loosely off the back, are crossed at the wrist, and I imagine soft honey flowing from my fingertips connecting me to the earth below. Thought and emotion precede motion: I am the tree of life, awakening to the core of myself. My mind and senses are now fully concentrated on my feet weighted into the earth, like a great oak tree whose roots reach deep into the earth. Breath precedes motion. Inhaling on the “and" beat of the music, I slowly unfold my torso vertebra by vertebra, arms following the movement initiated by the torso in organic succession. Breath and vital energy rise up through the center point of my being as I slowly overcome the weight of gravity.

Rootedness, weightiness, and surrender give way to qualities of light-ness from the waist upwards and thoughts of affirmation and aspiration. When my wrists reach my solar plexus, I exhale and pause to acknowledge and remember the essential Self, the center and core of my being. Here I affirm that this place at the heart is the place of truth of the dance, the center point of movement power and radiance. I then turn my face skyward and visualize the arc of a rainbow above embodying my hopes and dreams of that moment. My heart lifts higher and opens wider, initiated by the contraction and expansion, rising and falling of the now subtle breath. The yearning upward towards the divine source deepens as my back and shoul-ders unfurl. Lifted elbows follow the expansion of the chest, tasseling on the movements initiated deep in the scapula. Arriving at the zenith of the Self,

27

	
	
	
	
	Isadora  Duncan
	in the  2ist  Century

	LAA
	28
	
	
	
	

	
	AEE RN SLING TLL  NTE  IMS
	ADEDDLLLE
	LLL
	


DDLLELESECISBANDisosLLEDDEPBLODLA,ODEDYDSOILED

LOEOERRRLTTEBDOALEILSSOP

seeSMISeSeses

Isadora’s basic theory of the dance is encapsulated in this signature Duncan exercise referred to as “The Universe.” “The Universe” is a profound kinetic symbol of the dancer’s relationship to the higher, ideal Self and to the larger world. Illustrations by Julia Levien from Images. Reprinted courtesy of Julia Levien and Elliot Golden.
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I imagine invisible light pouring forth from the solar plexus, the crown of my head, and my fingertips now extended skyward. I become the axis mundi of the world, the tree of life, at once standing at the center point between heaven and earth. With chest and face fully open and parallel to the sky, my arms open wide in a long curve into second position as I exhale in a soft moment of release. For a moment, I inhale deeply again, smelling the sweet scent of celestial roses, drinking in the elixir of life as the mounds of the palms push upwards and my fingertips gently arc downwards. I visu-alize energy continuing to pour forth from my fingers and radiate from my arms and chest. Now, instead of heavenward, my arms extend towards both ends of earth's imaginary horizon. My eyes, following each gesture, now rivet on real and/or imagined friends and fellow dancers so that the Self unites with humanity. Just below the imaginary horizon, the midpoint between this heaven and earth, I focus on the earth again, surrendering to gravity’s force. Exhaling, my head begins to initiate a curving descent as the shoulders and upper back follow, responding to its weight. My arms,
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fully connected at the back, then follow in sequential motion. As my body’s weight naturally shifts into the hip and onto one leg in a natural first posi-tion, I rest in soft repose, my body in an undulating line like a Greek statue.1
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The Universe: Uniting Earth, Sky and Self

In executing the “Universe” gesture, my humanity and my connection to nature and the cosmos are awakened and deepened. Like the tree, my legs root me to the earth and remind me of the necessity to be grounded and stable. My arms and upper torso, first extending outward on a hori-zontal plane, remind me that I am not alone, that I am part of humanity and of nature. As I extend my arms and arch my torso heavenward, my faith in a higher Power is renewed and affirmed. As I return to earth and to myself, I realize that unless I am connected to the center of my being, I am but a fragile tree, subject to the storms of life. In executing the “Uni-verse” gesture, I am reminded of the great cycle of life, all that I am and all that is. To dance is to live, and I am immersed in Isadora’s school of life.
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Isadora’s basic philosophy and theory of the dance is encapsulated in this signature Duncan exercise that Julia referred to as the Universe (I am not sure if this was coined by Julia or passed down from one of the original pupils). The Universe exercise, included in all Duncan classwork, is a pro-found kinetic symbol of the dancer’s relationship to the higher, ideal Self and to the larger world. Here the body moves from dark to light, acknowl-edges its weight and relationship to gravity, and gestures in response to the rhythms and melody of the music. The breath initiates the arcs and subtle waves of a curving torso and arms, and the motions are propelled by the inner emotional impulses. One moves through the Universe gesture in a “circle of life,” in a flow of giving and receiving: Self-connecting to the earth, Self-aspiring and connecting to its’ divine source, Self-reaching out to all humanity and then returning to earth. This is the gesture captured in the famous photos of Isadora standing on Mt. Olympus with arms open wide, a moment of embrace to the world and to all humanity. In her lessons to young children, Isadora herself used the term universe to describe the upward reach towards heavenly spheres, originating from body center at the breast:
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Here in our head is knowledge, thought: here in our breast is a motor which supplies power for our most wonderful emotions. I say to the child: Put your hands here on your breast, then lift them up high and higher to the stars, to the planets. Embrace the whole world with your arms. Reach out to the uni-
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verse. You are only a small child, but you stand on the earth. There is a place for you in the universe. 2

Irma’s description of this movement in her book The Technique of Isadora Duncan3 varies somewhat in that the dancer returns to the Self (the breast-bone or solar plexus) between each gesture, but the meaning and intention are essentially the same: the affirmation of the Self in its connection to earth, the infinite sky or universe and to humanity.

In the execution of the Universe e'xercise or any Duncan movement and dance, my body remembers and replicates a movement from the past, but it is differentiated in my body and in the bodies of other dancers. I clearly perform it differently from Isadora, from Anna, Irma, Julia and other disciples; 1 discover it anew through my own sensory and physical process of awareness and recreate the movement anew in my being. Yet, at the same time, the movement vocabulary conforms to a body of arche-typal and archived Duncan movement that forms the basis for our “re/con-structions,” “re/creations,” or “re-membrances.” Maaike Bleeker describes the process of reconstruction as a “practice of re-enactment.” The past is actualized through the bodies of those involved in the redoing. In other words, what is experienced and predominates in the act of reconstruction is one’s own embodied experiences in the here and now rather than an “embodied understanding of the past.” 4 Martin Nachbar, in his discourse on Henri Bergson’s philosophy, regards reconstruction as a form of remembering within a frame that is torn between its quality of being simultaneously actual and an archived knowledge in movement.5 There-fore, while I can visualize the image of Isadora standing on Mt. Olympus gesturing in her signature pose and am informed by its line, style, and intentions, I recognize that my movement or that of each of the contem-porary dancers in my company must be executed on our own symbolic Mt. Olympus. The vision from the mythical mountain will ultimately be singularly one’s own. Each Duncan dancer and teacher brings to the basic material her own vision and methodology of teaching. Some may begin class with the Universe while others may introduce it a bit later, but nearly every teacher includes it as a basic exercise within the structure of the classwork as it is foundational to the theory and principles of Duncan dance. It will appear and reappear at the barre, in locomotive exercises across the floor, exercises on the floor either sitting or standing, and as part of the gestures of the upper torso in much of the repertory. The Uni-verse exercise continually reminds us to breathe, to flow with the motion, to initiate from our source at the heart center, and to connect outwards to others and the world.
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The Solar Plexus and the Breath:

The Center of Movement

One of the first steps in learning Duncan dance is to learn to locate the center point of movement at the solar plexus and to initiate each move-ment with the breath. This step is also part of the process of learning to awaken the inner emotive and creative self and to discover the deeper source of movement, what Isadora called the “motor in the soul.” The breath connects us to the deepest source of life for without the breath, we are no longer alive. In essence, it is the be all and end all of movement as life. As the breath arises in the body, it must be motivated by the dancer’s emotional response to the music and the intention of the dance. To arouse the “motor in the soul,” the impulse towards motion, Duncan stood, some-times for hours at a time, in silent contemplation and observation of her emotional and motor impulses, concentrating on the solar plexus:

Before I go out on stage, I must place a motor in my soul. When that begins to work, my legs and arms and my whole body will move independently of my will. But if I do not get time to put that motor in my soul, I cannot dance.6

Music provided the mechanism by which she could sustain the movement with unfaltering emotional truth.

To facilitate the process of awakening the “motor in the soul,” I begin my classes very simply by having the dancers place their hands at the heart to listen and feel the rise and fall of the breath. Sometimes we begin in a seated, cross-legged position, other times, standing in a natural first posi-tion or lying down on our backs. As the dancer begins to inhale and exhale, she learns to sensitize herself to the subtle rhythm of her own heart-beat. The subtlety and simplicity of the exercise also gives the dancer time to sensitize herself to the music and to awaken an inner emotional response, following a second foundational principle that “emotion pre-cedes motion.”

The heart chakra7 or the solar plexus is the physical center for the arousal of the emotional motivation. It is also here at the heart chakra that the breath coordinates movement, the solar plexus first rising and expand-ing on the inhalation, and then falling and contracting on the exhalation of the breath. From the solar plexus outwards, the movement progresses upwards from the chest through the tasseling arms and hands, the ener-getic line flowing out through the fingertips and the center point of the head, counterbalanced by a downward, energetic grounding of the feet
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This sculpture of Francois Rude’s La Bonte could possibly be one of the inspi-rations for Duncan’s signature gesture of awakening the “motor in the soul,” located at the solar plexus or heart center. The solar plexus is the physical center for the arousal of emotional motivation. Photograph by Francois Joy. Repro-duced with permission. © Musee des Beaux-Arts de Dijon, France.
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and pelvis. As the dancer increases the dynamics of the breath movement, she learns to sense and feel the subtle rising and falling of the ribcage as the breath moves up from the belly into the chest cavity and then softens downward. On the inhale, the head unfolds last following the movement progression organically up the spine. The head initiates the gradually inward folding of the spine on the exhale as the ribs soften and the belly contracts inward. With each breath, the dancer makes the movement larger, lifting her chest higher and higher until eventually both chest and

face are parallel to the sky in a high arc.

Without the breath, there is no ebb and flow, no contraction and expansion of the lungs; life itself ceases. The breath is the source of vitality, and it is the most visible source of the subtle energy that activates every cell, molecule, and atom in the body. The breath is the “and" beat of the music; it is the very impulse to move through space. As the inhalation arises in the body on the “and” beat, in the silent pauses in between the musical notes, the dancer finds her impulse to move. The exhalation pro-pels her upward or downward while stationary, or forward, sideways, or

backwards in locomotion. In large arcing movements, the breath is full and expansive. In small, light movements, it is more rapid and quick.

The breath and the solar plexus may be the center point for the cre-ation of a community with other dancers, for communion with an audi-ence, union with an invisible chorus of dancers, or it may be an initiation point for moving solitarily through space. The breath ultimately underlies the awareness and activation of all the subtle energies that animate motion

and allows movement to flow more naturally through the body. Duncan’s discovery that the solar plexus was the center of movement

and not the spine as the early 20th century ballet dancers believed trans-formed the art of movement. The solar plexus, the diaphragm muscle responsible for breathing that is located physically in the front of the chest under the ribs, serves both as a physical, emotional, and spiritual well-

spring for the movement:

I spent long days and nights in the studio seeking that dance which might be the divine expression of the human spirit through the medium of the body’s movement. For hours I would stand quite still, my two hands folded between my breasts, covering the solar plexus.... 1 was seeking, and finally discovered, the central spring of all movement, the crater of motor power...

The ballet school taught the pupils that this spring was found in the center of the back at the base of the spine. From this axis says the ballet master, arms legs, and trunk must move freely, giving the result of an articulated puppet. This method produces artificial mechanical movement not worthy of the soul.8
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The Wave and the Undulating Line

The breath, the impetus for the initiation of movement and feeling, is, in essence, a wave passing in and through the body. To be aware of the breath is to feel the rising, arcing and falling motions of the wave, some-times subtle like a gentle stream, other times, forceful like a great ocean wave. Isadora found the source'of her fundamental principle of the wave in the natural arcs and curving movements of nature:

.'..all energy expresses itself through this wave movement. For does not sound travel in waves and light also?9 '•

The movements should follow the rhythm of the waves: the rhythm that rises penetrates, holding in itself the impulse and the after-movement; call and response, bound endlessly in one cadence.10

When I connect to the waves in my body, I am connecting to the essential motion of all of nature— to the eagles flying in arcs in the sky, to

# 5 *

Isadora found the source of her fundamental principle of the wave in the natural arcs and curving movements of nature, especially the sea. From left to right: Lisa, Anna and Irma Duncan dancing on a beach in 1915. Photograph by Arnold Gen-the. Reproduced with permission. Jerome Robbins Dance Division, the New York Public Library for the Performing Arts, Astor, Lenox, and Tilden Foundations.
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the swaying motion of trees in the wind, and to the movement of the tides and the sea. Waves may be located in isolated parts of the body from the torso to the pelvis, feet, head, and arms, or they may rise up sequentially through the whole body. Regardless of where and how the wave is initiated and executed, it always rises on the inhalation of the breath and then yields to the force of gravity on the exhalation, pulsating in rhythmic cadence with the dynamics of the music. Sometimes at the beginning of class, we may explore the wave through simple structured improvisational exercises, and other times, through specific gestures. As a technical dance movement, the wave most often is taught and executed as a three-dimensional sway of the upper torso that moves on vertical, horizontal, and sagittal planes. In the upper torso, it may traverse the spatial pattern of a figure eight lying on its side. For example, the Duncan dancer learns to understand the sway by executing the figure eight with a series of isolated body parts, beginning with head, then torso, and arms. The isolation of the head is initiated by the cheekbone which leads the head in a rising, upward arc. At the height of the arc, the head inclines and then falls gently into an under curve, which culminates in another rising, upward arc initiated by the other cheekbone.
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The wave movement of the torso is initiated by the ribs, which move similarly in a series of arcing curves that rise and fall in the horizontal fig-ure eight spatial pattern. The arms “tassel” off the back, in response to the initiation of the torso. This sense of connectedness of the arms to the deep muscles of the scapula helps to facilitate the fluid, organic quality of the torso and arm movements as distinct from the more stilted and controlled movement of the port de bra that characterized 19th and early 20th cen-tury ballet. Duncan denounced ballet as degeneration, a living death, with its start and stopping motion and finished “end point” to the movement:
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The expression of the modern school of ballet, wherein each action is an end, and no movement, pose or rhythm is successive or can be made to evolve succeeding action, is an expression of degeneration, of living death.11
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The wave movement, on the other hand, allows for an organic flow of movement in multiple spatial directions and levels— away or within the body’s close kinesphere, such as in a forward folding and unfolding of the upper torso. While Isadora proclaimed that a child may be taught, “to dance as naturally as a plant grows,”12 the movements of folding and unfolding ‘like a plant’ in actuality are very specific and technical. With the feet rooted stationary into the earth, the weight of the head initiates the curve of the shoulders and upper torso, like a fern folding in on itself at the end of the day. Moving sequentially down through the spine, the middle and
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lower back gradually release forward in a full forward bend. The dancer allows the movement to “happen” in a falling and yielding to gravity. On the return, the upper body resists gravity, gradually unfurling and rising out of the earth like the young fern awakening with the morning sun, at first inwardly curved in on itself, then organically unfolding and rising upwards in a vertical line towards the light of the sun until it reaches the crest of itself. The arms and chest follow the initiation of the solar plexus, moving sequentially from the chest to the elbows, wrists, hands, and fin-gertips. As the chest rises and arches upward, the arms unfold in propor-tion to the openness of the chest; the greater the arch backwards, the higher the arms lift. The fingertips trace a line of energy that unfurls from a long, soft fold at the floor up into a radiating extended line of energy that pours out from the ends of the fingertips into seemingly infinite space.

To discover her principles of organic motion, Isadora stood for hours watching the movement of the waves in the sea, the arcing patterns of birds in flight, the swaying of trees in the wind, the passing of clouds in the sky, flowers opening and closing, and the movement patterns of fish and other sea life. She wrote to her lover Gordon Craig, “Waves — love waves — I’ve been writing about dance waves, sound waves, light waves — all the same.13 She sought to study nature, not imitate it, to discover in her own body, the natural flow and energetic patterns evident in all living things. Singers will naturally sway the upper body in response to the sound and rhythm of their voice, and young toddlers will instinctively move and sway to music until they begin to develop a self-consciousness that inhibits the natural inclinations of the body to respond to rhythmic impulses.

Isadora’s theory of the wave also found its source of inspiration in her studies of evolutionary theory, electricity, and most significantly, in Greek sculptures, bas-reliefs and vases where the undulating lines of danc-ing figures gave the illusion of movement. She was particularly enamored of “Maenad,” an armless classical Greek statue with its head tilted back-wards in Dionysian abandon housed in the Berlin Museum. She felt the sculpture was so pure and universal that it should not just be classified as only Greek.14

Besides its roots in nature and Greek art, the wave principle held spiritual significance for Duncan, symbolizing eternal life: the conquest of death through perpetual rebirth.15 Isadora discerned that all living mat-ter is characterized by this wave-like motion that alternately ebbs and flows, yields and resists in response to the active and passive forces of nature. Her discoveries are prescient in that they predate later 20th and 21st century scientific theories that postulate that minute particles of mat-
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ter are organically interconnected16 and that the essence of matter consists of “vibrating strings.”

The wave is an essential principle not only in large upper body move-ment but also in relation to isolated parts of the body. For example, the flexion of the hips as the knee lifts in a skipping position forms a small arc. Walking, running, and other locomotive movements form curving lines in space, and the pelvis draws in and contracts in an upward curve in prepa-ration for a leap. The wave movement or “sway” of the upper torso in the repertory is executed in a wide variety of tempos, dynamics, spatial ranges, levels, and floor patterns that constantly ebb and flow, rise and fall. It is a predominant movement in the early Schubert Tanzes, the Chopin waltzes and preludes, and other lyrical works. In the opening section of the Chopin Minute Waltz, for example, the dancer is poised on releve 17 with her feet crossed in a small, fifth position. As she alternates her feet in rapid suc-cession to the quick allegro rhythms, crossing right foot in front and then left foot, the dancer's arms gesture high overhead, articulating very small, quick figure eight wave movements. In the early Schubert Waltz, D. 924, No.12, commonly referred to as Water Study (circa 1900), the wave sug-gests images of a waterspout or spiraling eddy, a flowing current, and a large wave crashing on the shore. At other times, the dance evokes the playful movement of a dancer frolicking in the waves. Larger, crashing waves are suggested by slow, expansive upper body sways that periodically descend nearly to the floor in undulating undercurves in response to the weight of gravity, while small, rippling movements of the arms and hands suggest ripples or a bird skimming the surface of the water.

The wave principle also underlies the arc of the foot in the walking movement and in the lift of the thigh in the high skip. It is the principle that governs the contraction and expansion of the abdominals prior to the initiation of a large leap or a run. The wave movement, coordinated in harmony with the breath, allows the joints and muscles to be supple and for energy to flow through the body with less constriction. The contraction of the abdominals prior to a leap or run takes its inspiration from the ebbing motion of an ocean wave; the larger and more dynamic the leap or the run, the more one pulls back in a contracted motion of the body center. The receding action of the water prior to a tsunami is a powerful visible example of this principal of the wave. In the body, the receding, ebbing motion takes the shape of a deep undercurve, a hollowing out of the stomach and abdomen and a drawing backwards of the lower back. In a leaping motion, a strong withdrawing or gathering in motion gives impetus to the forward thrust of the pelvis and solar plexus. As the legs

· MOAN  RED   MD ERRSCNC  NO

Julia Levien’s rendering of movements from Schubert’s Water Study. These movements suggest waterspouts, a spiraling eddy, dynamic ocean waves, or Greek Nereids, female spirits of the sea. Illustrations by Julia Levien from Images. Courtesy of Julia Levien and Elliot Golden.
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scissor apart and extend in the air, the torso reaches upward or outward in a large overcurve.

In part, it was this principle of the wave, where the beginning of one movement is the end of another, and Duncan’s emphasis on transition and the “how” or quality of motion that transformed the calcified, late Roman-tic ballet. In the post-Petipa era, prior to the advent of modernism, the ballet had become stale and overly preoccupied with static, virtuosic positions and displays of technical prowess for its own sake. Isadora’s revolutionary vocabulary and charismatic dancing galvanized Russian choreographers and dancers such as Fokine, Pavlova, and Nijinsky into rethinking the prin-ciples of western, theatrical dance.
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The Eyes:Windows to the Soul
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A third essential step in Duncan dancing is to understand the signifi-cance and use of focus, physically a function of the eyes, but rooted in the emotional intent and meaning of the dance. Often the head and the eyes
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initiate a movement, as if the body were naturally responding to a call or sound. As a self-protective, biological instinct, we look before we leap. When we hear a sound, our head turns instinctively to locate the source, and then we move towards it. So when dancing, we listen, look in the direction of the next spatial pattern, breathe, and then move. While the eyes often follow the gestures of the arms and hands in turns, hops and other complex movements, the eyes maintain a clear, direct focus in the classroom walking exercises. The focus of the eyes becomes the window through which the intention of the dance is clearly visible.

All of Isadora’s dances are characterized by a clear concept of focus related to the meaning of the dance. Types of focus might include internal focus (withdrawal into the interior body); outward, direct focus (towards a particular dancer(s) or following the line of the spatial pattern of the body in motion); indifferent; indirect; and multidirectional focus. For example, a cold look away from one another indicates a sense of rejection and an interior focus indicates isolation or alienation as in the Chopin Mazurka in A minor, Op. 17, No. 4 (Slow Mazurka). On the other hand, in the Chopin Mazurka in B flat major, Op. 17, No. 1 (Sisters), darting glances and gazes indicating a sense of “I can do that better than you,” furthers the mood and theme of playful competitiveness among two sisters. In Bacchanal, the gaze of the eyes is internally focused in the self-absorbed sections, and in the communal celebratory sections, the eyes are outwardly directed to reinforce the shared, bodily experience. The focus in many of the dances based on mythical themes referencing Greek rites and gods and goddesses, such as the Schubert Symphony No. 9 (D. 944 in C Major) or the Priestess (Gluck’s

Iphigenie en Tauride, Choeur des Pretresses), may rarely extend past the proscenium. The role of the audience is as observer, not the participant in the dance ritual. The chorus, as in the Classical Greek drama, may address the audience and interpret the actions of the protagonist through gesture and the eyes. The eyes also may become the primary means of communi-cation and connection for the ensemble, sometimes drawing everyone together as in Southern Roses, and in other dances, sometimes pushing another dancer away in rejection as in the Slow Mazurka.

Basic Locomotion: Bounding Through the

Earth and Sky Space

The giant Redwood forests and vast vistas of the Pacific Ocean sur-rounding Duncan’s childhood home in San Francisco provided inspiration

	[image: image114.jpg]



	
	Isadora  Duncan  in the  2ist  Century

	40
	
	


for her open, bold, and spacious movement sensibility. Skips, leaps, runs, walks, hops, glides, and falls, varying in tempo, dynamics, floor patterns, texture, and volume, propel the body in 360 degree directions. The torso and solar plexus, riding on the rhythmic pulse of the feet and legs, may be rooted into the earth like a solid Redwood tree, bound upwards towards the sky, or skim the floor in successive, watery, wavelike motions. Distinct from African dance forms where body parts often move in isolation or the ballet where the training may isolate movements of the legs or arms, the Duncap body is always aware of its wholeness. Sometimes the body moves as one three-dimensional unit through space as in a spiraling turn, and at other times, it moves as if in two-dimensional “bas relief” on a horizontal line. In bas relief, the shoulder blades spiral at the waist facing downstage on a frontal plane, while the hips and legs move symmetrically forward. The body in full locomotion echoes the poetry of Duncan’s beloved Walt Whitman and his “Song of the Open Road,” as it thrusts through space, traversing diagonal, vertical or horizontal straight lines or curving and arcing in spirals, circles, loops, and serpentine weaving patterns:

Afoot and light-hearted I take to the open road, Healthy, free, the world before me,

The long brown path before me, leading wherever 1 choose.18

Walks and runs may be quick, light and playful or weighted, slow, powerful and/or militant. In the classroom exercises, the walk often pro-gresses into a run, sometimes skimming along the floor moving slightly upwards and outwards in subtle arcs with arms outstretched like wings. Other times, the run evokes a bird taking off in flight: the arms, like wings, pull back slightly, leaving the chest open and free as the stomach contracts inward. The solar plexus and pelvis propel the body forward and upwards as the eyes remain fixed on a destination. Runs may culminate in a high leap or, as in the Amazon run, propel through space in long, low panther-like lunging runs executed with clenched fists.

Basic locomotive movements are combined to create slightly more complex patterns that follow the quality and dynamics of the music. For example, light, spirited waltzes and mazurkas in 3/4 time or polkas in 4/4 time may be varied with sliding steps and partner work. Skips may become double skips or swing steps, hop skips, round skips, or long skips. A skip may be executed on the upbeat or on the downbeat with the foot posi-tioned directly under a highly lifted knee or with a more open front atti-tude. The skip may rebound from the floor quickly, or it may respond to the weight of gravity. The torso may be twisted in opposition to the hips
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This drawing by Jose Clara conveys the strong diagonal twist of Isadora’s upper torso in opposition to the hips and legs, a distinctive feature of the Duncan tech-nique. Museo Clara, Barcelona, Spain. Reproduced with permission. Album/Art Resource, New York.
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o n a strong diagonal line (a signature feature of the Duncan style) or cen-tered directly over the hips. Attitude hops may develop into a series of “darts” or “signal turns" followed by a quick waltz turn, the arm and fingers indicating the line of direction forward and upward.

However the movements are developed or combined, they always follow the same credos: first the idea and the music, then the thought and emotion, and then the movement and the dance. The torso and gesturing arms and hands follow the melodic line, while the legs and feet follow the rhythm. Each action must have an equal and opposite action; to spring upwards from the floor is to resist the pull of gravity of the earth and to descend is to yield to the gravitational forces.19

In Duncan dance, every part of the body is sensitized and trained to be aware. In walking, the dancer’s feet must be pliable and expressive, atten-tive to the “how” of the motion. Resilient ankles are the main springs. The lightness, speed, and balance of the foot movement is dependent on their strength and flexibility. 20 Critics often commented on the remarkable qual-ity of Duncan’s elevation “which gave her dances in the gayer mood the incomparable effect of being executed off the ground rather than on it.” 21

Unlike in the ballet where the foot is “presented” in front of the body in a turned out position with the heel forward, the foot and pelvis in Dun-can dance shift the weight almost simultaneously in making the forward advance. First, as the ball of the foot naturally peels away from the earth, the dancer lifts the knee and thigh slightly and softens the fold at the hip flexor (joint of the leg and hip) while simultaneously activating the body center by drawing the abdominal muscles in and upward. The toes and ankles are relaxed and elongated so that as the dancer advances, the ball of the foot is prepared to caress the earth, while at the same time, the weight of the pelvis shifts over the metatarsal arch of the lead foot. As the weight sequentially distributes over the whole foot of the front leg with a very slight pile, the dancer grounds herself firmly into the earth and straightens the knee. The back foot then begins to draw in toward the body center, as the heel turns out slightly and rests at the ankle, the weight still positioned over the leading foot. The left foot smoothly repeats the same motion, continuing the forward advance.

Sometimes the walk is light and airy with a buoyant, spongy quality moving on the “top” of the floor; other times, in a more serious dance, the walk may be weighted and heavy, as if moving “into and under” the floor, giving into the plie and gravity more fully. In many of the dances, such as in the opening solo of Blessed Spirit and in Slow Mazurka, walking is a meditation, where the awareness is fully concentrated on the feeling of
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the foot making a connection to the earth. The beauty of the walk lies in its utter simplicity as the most primal and elemental motion. Helen Tamiris, pioneer modern dancer, recalls how Isadora’s simple movements transfixed her and the audience:

She was dancing the Pathetique. She started on the ground, lying close to the floor and ... it took a long time ... the only physical action was the very slow movement which carried her from prone to erect with arms out-stretched. At the finish everyone was crying and I was crying too. It’s taken me years to learn how to walk properly.22

Fokine's response to seeing Duncan in performance pays homage to the beauty in simplicity expressed in her art:

The pursuit of perfection should not lead to complication of form, overlook-ing the purpose for which the art form exists. Duncan proved that all the primitive, plain, natural movements — a simple step, run, turn on both feet, small jump on one foot— are far better than all the richness of the ballet tech-

nique, if to this technique must be sacrificed grace, expressiveness and beauty. 23

Andre Levinson and other critics also noted her ability to make imma-terial objects24 tangible to the beholder by the vividness of her miming.25 To be beautiful in Duncan’s aesthetic, the walk and other forms of loco-motion must be steeped in total awareness of the inherent qualities of the movement while fully attentive to the subtle shifts and dynamics in the rhythm and melody of the music.

The True, the Good and the Beautiful

In the organic movements of the Universe exercise, the principle of the wave, the breath and solar plexus, the clarity of focus and the simple, natural locomotion, one can discern Duncan’s philosophy of the Platonic “True, the Good and the Beautiful.” For Duncan, truth was found in the rational study of nature; the good found in charity, toleration, and com-passion; and beauty found in this life in the natural world.26 The mission of Duncan’s school of life was to nurture the hearts, minds, and spirits of young children like a magnificent garden where their natural, dancing instincts could be inspired by the forms of the dancing gods and goddesses celebrated in Greek art and to affirm through the bodily Self, the highest ideals of Truth, Goodness, and Beauty.
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Dancing Innocence

and Awakening

Childhood and Youth

Children’s Classes, New World School of the Arts, 2002 . Together, we are four generations dancing a vibrant polka: Our teacher, Julia Levien, in her early 90s holds hands with the company members who have joined hands with the young children of the Isadora Duncan Children’s Troupe. They in turn join hands with the dancing Mom’s, including myself with my 11 year old daughter Merina and our company’s resident guest artist Bambi Anderson, with her 12-year-old daughter Maya. Age, ethnicity, hierarchies, and race all melt and merge in the circle; the older adults become young as we skip and polka and recall the playful, free movements of our child-hood. We feel buoyant as we bound higher and higher with lifted knees on the first beat, and then free and forgetful of the sorrows in the world as we glide and chasse along the floor on the second and third beat of the measure. The young feel older and more mature as their bodies keep pace with the adults. We weave in and out, periodically in two concentric circles, with only the children in the inner circle, and then reassemble into one large cir-cle moving right, left, and then from periphery to center and back again. The music ends, and we are happily tired as the class ends. The polka unites us in the ebullient joy of dancing. The fruit and flower of this joy is an outpouring of love and gratitude: The mature love and respect for the elder teacher who has dedicated 70 years to Duncan dance, and the pure and innocent love of the children as they spontaneously thrust their little arms around Julia’s torso in a huge group hug.1
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Like Duncan who dedicated her schools to educating the hearts and minds of children, Julia spent most of her 70-plus years as a teacher of young children. Among Duncan’s greatest gifts to the legacy of dance are her principles and writings on the dance of the child. She sought to train children before their natural instincts became conditioned by society, before they developed habits of mind and body that would suppress their innate natural joy and kinetic responses. In her essay, “A Child Dancing,” Isadora recorded her observations of her young niece dancing by the sea:
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She dances because she is full of the joy of life. She dances ... because she can feel the rhythm of the dance throughout the whole of nature. To her it is a joy to dance; to me it is a joy to watch her.... The child must not be taught to make movements, but her soul, as it grows to maturity must be guided and instructed.2
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As she observed young children in the ballet schools of her day, she railed against the “deformed shapes,” “awkward contortions,” and “baby corsets” that these tender young bodies were subjected to. She lamented that “their natural graceful movements” were being “tormented into unnat-ural straight kickings of the legs, toe walking, and “all sorts of awkward contortions which are directly contrary to what a child’s natural movement would be if developed in the line of reason and beauty.” 3 Irma recounts that Isadora never told a child to hold herself in a particular manner:
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A child needs something quite different. It needs naturalness without pres-sure, without influence. It is not necessary to subject it to any demands. It should, by itself, like a plant, unfold to the light, to the sun. 4
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While Duncan advocated for the naturalness of the body, she also observed that children gained strength and self-control from form and structure, and that, in essence, structure was necessary to keep a child’s wild impulses in check. Irma Duncan describes Isadora’s philosophy for children in the Russian schools:
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When you run out into the woods or into the garden, try to keep yourselves free, in harmony with nature. Jump, play, laugh and be boisterous. But I am not of the opinion of some of your pedagogues that they ought to be left entirely to themselves, screaming and fighting each other like wild Indians. No, the child must learn self -control; learn to express its’ feeling harmo-niously. To let a child develop itself through a dynamic dance is difficult, but to force it to hold its musical pause, as the children have just done in the Schubert march.... is more difficult. I have noticed afterwards that they gained more strength from form than from the dynamic dance.5
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Throughout her life, despite the tragic loss of her children and the failure of her dreams to transform society, Isadora never lost faith in the
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	innate potential of children to manifest her ideals. The children were her

	hope for the future because their inborn kinetic impulses were not yet

	conditioned and moulded by society and the dullness of habitual action.

	Isadora believed that if there were to be a “renaissance of the art of danc-

	ing” that “it would not spring from the head of any learned professor, but

	will rather bud forth from the joyous movements of children’s bodies.”
	6
	

	
	
	


	
	
	
	
	
	
	
	
	
	
	
	

	
	Duncan Classwork for Children
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	
	Alas, for most of my career, I was a “learned professor” of the dance
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	

	who had little opportunity to work with young children, nor would creative
	

	work with children have earned me tenure nor even a satisfactory end of
	

	
	the year mandatory evaluation. My gifts and mission were to be in teaching
	

	and training the older student to become an artist. However, for a few
	

	years, beginning with a yearlong sabbatical in 2002, I formed an Isadora
	

	
	Duncan Children’s Troupe of about 8 - 9 children, ages 7-11  years old who
	

	comprised a sixth generation in our Duncan legacy. I was motivated, in
	

	
	part, by the desire to expose my young dancing daughter Merina to Julia’s
	

	
	inspired gifts and to have the opportunity to observe her teaching method-
	

	
	
	
	
	
	
	
	
	

	ology with young children.
	
	
	
	
	
	

	
	’
	
	
	
	
	
	

	
	
	Our troupe had a coterie of “Dance Moms,” five of whom had the dis-
	
	
	
	

	
	
	
	
	
	

	
	tinction of actually being professional performing artists. The main “Dance
	
	

	
	Moms,” besides myself included: Bambi Anderson, a former soloist with
	
	

	
	the Jose Limon Dance Company and her daughter Maya; Dale Andree, an
	
	

	accomplished choreographer and former dancer with May O’Donnell; and
	
	

	
	her 12-year-old daughter Thryn Saxon, currently an apprentice with the
	
	

	
	
	
	
	

	
	Bill T. Jones Company; Debra Baxter, our costume designer and former
	

	
	
	
	

	
	wife of our lighting designer, Eric Fliss and Debra’s stepdaughter, Celestial
	

	
	
	

	
	Tost-Fliss, age 7 years; and actor Rue Sales and her daughter Isadora, 10

	
	years old. The two other children in the Troupe, daughters of friends or

	
	relatives, included Julia Branco-Duba, the niece of company member

	
	Stephanie Bastos and Vanessa Poltarack, also a member of Dale Andree’s

	
	childrens’ creative dance company. Our goals were to introduce our chil-

	
	dren to the joy and freedom of Duncan dance. We liked to think that we

	
	were “enlightened" enough not to become overbearing stage Moms nor

	
	to force our professions onto our children, but rather to let their interests

	
	unfold naturally through a variety of experiences. Our pleasure was the

	
	sheer joy of watching them delight in the Duncan movement while dancing

	
	alongside them in Julia's classes.
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O n Saturdays, Julia would teach the children’s troupe and the “Dance/ Artist Moms,” as well as some of the Isadora Duncan Dance Ensemble com-pany members, would take class with the children. We marveled at the uniqueness of the experience of four generations of dancers spanning six decades moving together in one class: Julia in her nineties, the Moms in their forties and fifties; the company members in their late 20s; and the pre-adolescent children. The children, however, were the focal point of the class, while the adults navigated around them, sometimes joining hands in a unified group or two by two, sometimes remaining in the background while the children were improvising or periodically assisting the children if necessary.

The format and philosophy of Julia’s classes generally followed the structure of the early Duncan schools as transmitted by Irma. The classes emphasized the study and observation of nature, movement through space, improvisation, and choreographic studies. The basic exercises in the children’s schools included breathing exercises, leg swings, knee bend-ing, upper body circles, sways and other wave motions, weight shifting, kneeling, sitting, and reclining exercises. Duncan describes the classwork in her autobiography as commencing with a gymnastic preparation [such as Swedish gymnastics] for the muscles and then progressing to a variety of locomotive movements:

The first steps are to learn a simple rhythmic walk or march, moving slowly to simple rhythm, then, to walk or march quickly to rhythms more complex; then to run, slowly at first, then jump slowly at a certain moment in the rhythm. By such exercises, one learns the notes of the scale ... of movement.

The children were always clothed, too, in free and graceful draperies....

Their studies and their observations were not to be limited to the forms in art, but were, above all, to spring from the movements in Nature.... They were to learn to observe the quality peculiar to each movement. They were to feel in their souls a secret attachment.7

Julia would begin the class by seating the children on the floor in front of her in the classic Duncan seated pose. She proceeded to explain the basic premises of Duncan dance as the children would listen spellbound by her magnetic personality. She emphasized that they would have the opportunity to make up their own dances, that they would engage their whole body, and that they should put their feelings into the movement. Julia then seated the children in a circle rather than the traditional straight lines to perform various floor exercises, which created an immediate feel-ing of camaraderie. She was masterful in using language suitable to young children, frequently referencing animate objects from nature such as plants, waves, butterflies, birds, and snakes that created strong visual and
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emotive images for the children. Julia created a harmonious balance between discipline and freedom. While she demanded the full focus and attention of the children, particularly at the barre, she also gave them many opportunities for structured, creative improvisation. The children’s faces glowed with delight and enthusiasm throughout the full hour of instruction, a distinct contrast to the often-forced regal expressions and tense bodies of young children at the ballet barre.

For the first exercise, the children were instructed to scrunch them-selves into a little ball like a raisin and then to grow tall and stand on their tiptoes like a plant or tree reaching up to the sky. Other exercises included forward bends over extended legs, rolls down into a supine position fol-lowed by an upper body roll up initiated with the fingertips (the “fern” exercise), and arches up from a lying down position with palms down on the floor to open up the chest and solar plexus. To prepare the dancer for locomotive movements across the floor where the upper torso is torqued on the diagonal (cross-lateral) in opposition to the hips and legs, Julia taught both the children and the adults a cross-lateral hip stretch exercise that was one of the basic warm-up exercises in the early Duncan schools for both children and older dancers. The exercise is similar to one used by chiropractors and yoga practitioners today where one leg and the hip are bent over to the opposite side of the body with the knee reaching towards the floor, while the arm and shoulder blade press in an opposi-tional twist with shoulder blades on the floor. This diagonal cross-hip stretch sequentially transitions into a roll onto the stomach followed by a “cobra-like” arch and subsequent release of the upper torso.

After the floor work, Julia would escort the children to the barre in disciplined order, while the adult dancers positioned themselves in the back so as not to “upstage” the children. The short barre, which provides discipline and structure for the child, was similar to the one taught to adult and professional dancers. Demi plies* and grande plies'* are executed in first and second position10 with a forward upper curve of the torso fol-lowed by releves 11 with a high arch of the solar plexus. The arms move through the signature Universe gesture signifying Self, earth, sky, and world. Legwork at the barre consisted of front to back leg swings; high kicks and knee lifts in attitude 12 position executed to the front, side and back. In back attitude, the body arches in a long curve from the hip to the crown of the head with the toes reaching towards the head. In front and side attitude, the upper body curves over a high bent knee, while the eyes focus on an imaginary small pool of water below. Port de Bras13 and stretches are full-bodied and executed in all directions in combination
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with the legwork. Duncan’s port de bras extend from the hip to the top of the head, as distinct from the ballet where the hips and waist remain sta-tionary and symmetrical and the upper torso bends from the ribcage only. The barre concludes with high kicks to the front, side and back referred to as Beinswingen from the German schools. Beinswingen usually are per-formed to selections from Franz Schubert’s Thirty-six Originaltanze (Erste Walzer). These kicks are similar to the grande battements™ of the ballet, except the knee is slightly relaxed and the weight of the body shifts back and forth on each leg to facilitate more release of the upper torso. In con-trast to the ballet, the torso is always engaged in a natural, wave-like motion facilitated by the breath, and the body moves as a whole unit rather than in isolated parts.

Following the barre, the children and adults engaged in a variety of improvisational exercises and locomotive movements that included high skips, leaps, a seagull dance, and a scarf dance where the children would spin, twirl, and run as their bodies traversed the arcs, curves, circles, and figure eights of the flowing fabric. Julia instructed the children in how to listen to the “ups and downs” of the melody of the music by rising up on their toes on the high notes and then bending down on the low notes. Adri-enne Ramm, who began dancing with Julia as a young child and became her life-long protegee, recalls being introduced to the seagull movement by Anna Duncan whom she met in Julia’s studio in Far Rockaway, New York:

Anna came every weekend for a period of 2 to 3 years while I was studying with Julia at 10-years-old. I remember her first directing me to observe the seagulls who would fly over the Jamaica Bay and landed on the nearby docks. She then put on a recording of Mendelsohn’s “On Wings of Song” on one of those old 78 records and instructed us to move in a zigzag pattern, first on the upstage diagonal, then straight across the front of the studio, back on the downstage diagonal and then straight across the back of the studio. This was the pattern that Isadora used to remain in the limited light of two spot-lights. We had to suspend and “float” on top of the music.15

One improvisation to Mendelssohn’s Midsummer Night’s Dream that Julia taught began with the children pretending to lie asleep on the floor. A single child would rise and improvise a flower-picking dance, first bend-ing low and then holding the flowers up to the sun. The child would then wake another child who would improvise the same theme, while the first dancer joined the other sleeping dancers. One by one in succession, each would wake another child, improvise the flower dance, and return to “sleep” until all children had an opportunity to dance. Many of the improvisational exercises had this game-like quality, which fostered the children’s natural
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Members of the Isadora Duncan Children’s Troupe in an improvisational dance inspired by Brahms’s Waltz in A major, Op. 39, No. 15 (Rose Petals). From left to right: Thryn Andree Saxon, Julia Branco- Duba Merina Seidel, Maya Gefter, Isadora Sales, Celestial Tost-Fliss, Vanessa Poltarack; adult center: Michelle Vazquez. Courtesy of photographer Shelley Gefter.

impulses to invent and play. Clearly, these exercises elicited the delight and joy at the heart of Duncan’s philosophy. Among the children’s favorite dance games was a circle dance where each child had the opportunity to do a solo dance in the center of the circle. After a short improvisation, the child in the middle would run away to a different spot in the room and call all the other children to follow. The children would join hands in the newly designated spot and circle around the new child in the center with a light run punctuated by small releves onto half toe. The children repeated this game until all had an opportunity to dance in the privileged center spot. High leaps over a long scarf were
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Members of Isadora Duncan Children’s Troupe after recital with third gener-ation Duncan dancer Julia Levien. From left to right back: Merina Seidel, Thryn Saxon, Julia Levien, Maya Gefter, Isadora Sales; Front: Vanessa Poltarack, Celes-tial Tost-Fliss. Courtesy of photographer Shelley Gefter.

the highlight of the locomotive exercises. Two company members would hold the scarf at each end, stretching it across the studio like a rope, as one by one, each child would run and leap over it with a high arch, arms thrust into the air. While waiting their turns across the room, the other children would squeal with delight in eager anticipation, tempered by some trep-idation as to whether they would successfully leap over the scarf. The class concluded witlrthe vibrant Tritsch Tratsch Polka by Johann Strauss. Nearly 100 years later, Julia was passing on Isadora’s philosophy of joyous, natural movement to yet a fourth and fifth generation.

Dances for Children: Games, Mothers and Children

Many of the dances for young children evolved through a generational process of setting improvisational exercises into little short choreographies
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that were reconstructed by a variety of students from the 1920s and 1930s, including Irma Duncan, Hortense Kooluris, Nadia Chilkovsky Nahumck, Anita Zahn, Riva Hoffman and others in the various Duncan schools. While Isadora rarely named her dances, preferring to list them in the pro-gram only by the musical title, most of the dances, both for children and adult dancers, acquired pet names throughout the generations to facilitate easier reference by both students and teachers.

While studies such as the game-like Sicilienne ("Schumann, Op. 68, No. 11), Blind Man’s Bluff (Schumann,< Kinderszenen, Op. 15, No. 3 in B minor),' Giants Tall and My Pigeon House, danced to English and German folk songs16 illustrated and taught various technical, emotional, and the-matic concepts, they were not mechanical or technical exercises per se. In reaction to the popular modes of physical culture prevalent in her day, Duncan declared to Irma that she “hated muscles, arms, and legs ... that she didn’t like physical culture, sports or the Dalcroze system” and that they were “crimes committed against the nature of the child.”17 Duncan dances for children, on the other hand, were designed to foster the child’s instincts to play and to allow learning to unfold naturally. The hops, skips, jumps, and leaps in the dances bore similarity to games that children might invent in the parks and on playgrounds.

Other children’s dances such as the Schubert Lullaby {German Dance, D. 783, No. 7) explore the relationship between mother and child, a dom-inant theme in the adult repertory as well. To motivate the children and highlight that they were the focal point of the class, Julia reversed the role of mother and child when she taught the Lullaby. The mothers and adult company members mimed the young child, while the children danced the part of the Mother. Pairing the “real” Moms with their young daughters, Julia instructed us to lie down and curl up on the floor and then told the children to try to visualize the adults as tiny babies. The joy of seeing the delight on my daughter’s face as she relished this role reversal of rocking her resting mother to sleep is still vivid in my memory. For those precious moments, we reawakened to our own lost innocence and joy as we shared in the children’s imaginary, magical world.

Lullaby incorporates four simple movement phrases that repeat sev-eral times: a side to side rocking motion as if caressing the baby; a hushing gesture where the index finger is poised next to the mouth executed with a waltz step; a back and forth rocking motion with the arms and torso sweeping up and down; and a light, tip-toeing circling step around the sleeping child. The dance ends with the child bending down on her knees and gesturing as if holding the baby in her arms. In contrast to the Brahms
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Lullaby choreographed after Isadora had already had a child by Gordon Craig, the Mother of the Schubert Lullaby exists only in the dancer’s imag-ination as a vision of what might be.
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The Schubert Dances

In 1989-90, I began teaching part-time as a resident guest artist at South Miami Middle School in Miami, a designated Art Magnet School where talented youth could audition to attend special programs in visual arts, theater, music, or dance for several hours each day as part of the aca-demic curriculum. As I walked through the halls of the middle school, I was struck by the number of adolescents who dressed provocatively with dyed hair and heavy eye make-up, while at the same time, they carried their most treasured stuffed animals under their arms and sucked on candy pacifiers that were a teenage fad at the time. I observed that these young girls felt pressured by social media and popular culture to become women before they were emotionally mature enough to comprehend the obliga-tions and complexities of adulthood. The girls mainly studied jazz and ballet both in and outside of school. The occasional classes in modern dance consisted largely of an abstracted lyrical genre. None of these forms would provide a dance style that allowed them to be fully and naturally themselves: young girls teetering on the brink of young womanhood but reluctant to give up the innocence and pleasures of girlhood.
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In addition to Lullaby, additional Schubert dances (1908-1910) include Ballspiel (Waltz, D. 924, No. 10); Water Study™-, Around the Linden Tree (Waltz, D. 779, No. 6); Linder the Scarf (Waltz, D. 779. No. 12); Boy-Girl (Waltz in A major, D. 779, No. 13); Ecossaise, (D.734, No. 1); Three Graces (Waltz, D. 365, No. 15); Classical Duet (German Dance, D. 783, No. 10); and Juggler or Twirling (Waltz, D. 145, No. 3) among several others. The Schubert dances depict a late 19th-early 20th century Romantic vision of innocence artd the borderland terrain between innocence and ripening maturity. Duncan choreographed some of the Schubert dances as solos for herself and others for her young pupils to perform at Carnegie Hall and elsewhere as they grew older. In Ballspiel, reconstructed by Hortense Kooluris and Riva Hoffman, the dancer blithely plays with an imaginary ball, tossing, catching, and bouncing it with swiftness and gay abandon. The game-like dance requires nimble, quick footwork, ankle strength and flexibility. Ecossaise, sometimes referred to as the Four Winds is a short study in advancing and retreating from the center point of a circle with a

[image: image136.jpg]



	
	
	
	
	
	Isadora  Duncan
	in the  2ist  Century
	
	
	
	
	

	
	54
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	

	series of sliding and hopping motions. Around the Linden Tree, recon-
	
	
	

	
	structed by Riva Hoffman, employs a simple choreographic device where
	
	
	

	
	one dancer after another leaves the group as it is circling around an imag-
	
	
	

	
	inary tree, then runs downstage towards the audience and returns to rein-
	
	
	

	
	
	
	
	
	
	

	
	tegrate back into the ensemble without interrupting the pattern.
	
	
	
	

	
	
	
	As I endeavored to teach these dances to the young middle school
	
	
	

	
	
	
	
	

	
	girls, I sensed an excitement and joy, a hunger to dance organically, more
	
	

	
	freely, and perhaps more innocently. In this class, I was fortunate to meet
	
	

	
	some of the talented, special dancers who would later become long-term,
	
	

	
	founding members of the Isadora Duncan Dance Ensemble. The first
	
	

	
	dance I demonstrated was the formalistic Classical Duet, which pairs two
	
	

	
	dancers who move through a series of frieze-like classical images on a
	
	

	
	Greek urn. In the second row, I had been noticing a wide-eyed young girl
	
	

	
	named Michelle Vasquez (later Kickasola) with an open, expressive face
	
	

	
	who seemed to relish every nuance and gesture. I called her up to the front
	
	

	
	of the room to help me demonstrate the Duet. At this point, neither she
	
	

	
	nor any other members of the class had learned any of the movements. I
	
	

	
	instructed her to follow my gestures as if she were my mirror image. Mir-
	
	

	
	roring my movements, Michelle absorbed the qualities and dynamics like
	
	

	
	a sponge. We touched palm to palm and linked arms at the elbow, each
	
	

	
	pose suggestive of a different two-dimensional figure. Then we separated
	
	

	
	and parted like a curtain for a brief moment to execute a quick leap and
	
	

	
	reconnect again as if pulled by the two poles of a magnet or like a curtain
	
	

	
	closing back together. To this day, more than 25 years later, I can vividly
	
	

	
	recall the magnetic connection I had with this young girl and the depth
	
	

	
	of my feeling and recognition that she had the heart and soul of a very
	
	

	
	special Duncan dancer. I knew she was meant to dance these dances, but
	
	

	
	little did I know at that time that I would eventually form a dance company
	
	

	
	and that Michelle would remain with the company for the next 17 years.
	
	

	
	
	
	
	
	
	

	
	
	
	
	Another young girl in that original class named Stephanie Bastos, who
	
	

	
	
	

	
	also was to become a long-time company member, was of an entirely dif-
	

	
	ferent nature from Michelle. Pragmatic and persevering with a maturity
	

	
	well beyond her years, Stephanie accepted life as it was, no matter what
	

	
	hardships she had faced as a child in her native Brazil. Her determined
	

	
	nature would serve her well when five years later, she would be faced with
	

	
	
	
	
	
	
	19
	
	
	
	
	

	
	tremendous physical challenges to overcome.  Her strong physicality and
	

	
	muscular frame developed from years of intensive ballet training enabled
	

	
	her to move quickly and adroitly in the playful Juggler. In the youthful Jug-
	

	
	gler, the dancer’s eagerness and delight in her bailgame is unabated by
	

	
	wispy dreams of love as in later Schubert dances such as Moment Musical.
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	Tatiana Castro (left) and Nikki Anaya (right), 16 years old at the time of the

	
	
	
	
	photograph in a pose from Classical Duet (Schubert), were the embodiment of

	
	
	
	
	Botticelli’s virginal nymphs in his painting La Primavera which hung in the living

	
	
	
	
	room of Isadora’s childhood home. Courtesy of photographer Tobi Mansfield.
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	The dancer in the Juggler revels in her newfound accomplishments as she
	
	
	
	

	
	juggles several balls up into the air. With palms facing upwards, she alter-
	
	
	
	

	
	nates her hands as each imaginary ball moves up and down in a throwing
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	and catching motion.
	
	
	
	
	
	
	
	
	

	
	
	
	With their long, cascading brown hair, perfectly formed classical fea-
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	

	
	tures, and voluptuous, ripe young bodies, Niurka (Nikki) Anaya (now
	
	
	

	
	Young) and Tatiana Castro were the embodiment of the virginal nymphs
	
	
	

	
	in Duncan’s Three Graces. Three Graces (Opus 96, No. 15) was inspired by
	
	
	

	
	Botticelli’s painting La Primavera, a copy of which hung in the living room
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	of Isadora’s childhood home:
	
	
	
	
	
	
	

	
	
	
	
	Inspired by this picture, I created a dance in which I endeavored to realize

	
	
	
	the soft and marvelous movements emanating from it; the soft undulation of

	
	
	
	
	the flower-covered earth, the circle of nymphs and the flight of the Zephyrs,

	
	
	
	all assembling about the central figure, half Aphrodite, half Madonna, who

	
	
	
	indicates the procreation of spring in one significant gesture.
	20
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	Now in their late 30s and mothers of young children, both Nikki and
	
	
	
	

	
	Tatiana have grown into even more beautiful young women who easily
	
	
	
	

	
	could have served as Botticelli’s muses. To complete the trio along with
	
	
	
	

	
	Nikki and Tatiana, I selected Tamara Welch, a much cooler, more ethereal
	
	
	
	

	
	young girl of Korean heritage. Tall and slender with long, jet black hair,
	
	
	
	

	
	Tamara as a young girl embodied the restraint and reserve of a chaste,
	
	
	
	

	
	young virgin coupled with a mysterious elusiveness, her identity as a young
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	woman yet to be revealed.
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	Three Graces begins with a pictorial image evocative of the famous
	
	
	

	
	
	
	
	
	
	

	
	painting of The Three Graces with the trio of young girls facing front with
	
	

	
	their arms entwined around one another. The trio gently bourree down-
	
	

	
	stage on half toe with sweet smiles of innocence and chaste restraint. In
	
	

	
	contrast to the open, thrusting pelvis in Duncan’s later Brahms Waltzes
	
	

	
	and the erotic sensuality of Botticelli’s nymphs, the pelvis and hips in the
	
	

	
	Three Graces are constrained and centered over the arches of the feet,
	
	

	
	furthering the virginal countenance of Isadora’s nymphs. Arriving at the
	
	

	
	foot of the stage, the trio separates, spins, and glides playfully before beck-
	
	

	
	oning one another to run lightly upstage to reassemble again into the
	
	

	
	entwined configuration. For a moment, they stand sweetly poised as if in
	
	

	
	a Renaissance painting, and then slowly and delicately repeat the small
	
	

	
	
	
	
	
	
	
	
	
	

	
	advancing steps.
	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	
	The Three Graces in my opinion, is not a fully realized vision of Bot-
	
	

	
	
	

	
	ticelli's painting and in that regard, not a fully realized piece of choreog-
	

	
	raphy. Isadora had not yet acquired the depth of musical or choreographic
	

	
	sophistication to capture the sensuality and profundity of Botticelli’s
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vision. The dancing figures render Botticelli’s images not as part Aphrodite but rather as part idealized, chaste young women and part adolescent, not quite ripened unto their power.

In what felt like an act of bravery for me at the time, I decided to include a selection of the Schubert Waltzes performed by these young girls in a professional concert I produced at Gusman Concert Hall in Miami. My fear was that including adolescent dancers might taint a professional concert with the air of a school recital. On the contrary, the young girls and the group choreography were a revelation to both the public and to Laurie Horn, the critic for the Miami Herald at that time, who were not aware that Duncan had a body of choreography that would resonate and have relevance to contemporary audiences. Horn wrote:

...wearing purple garlands in their hair and draped in blue-purple silk — [they] danced the Schubert with extraordinary sweetness, weight and flow. Art-nouveau naiads not fully grown, they embodied Isadora’s vision of innocence, but at the same time, they had been coached to move with immense integrity, scooping flat-footed into Isadora’s trademark spongy skips or stretching the body to the top of its reach.21

A few years later I staged the Schubert Moment Musical (D. 780, No. 3). While the young nymphs in the Three Graces appear chaste and demure, the soloist in Moment Musical is older and awakened to the power of her seductive charms. Isadora choreographed the flirtatious and care-free Moment Musical during a whimsical period after her break-up with stage designer Gordon Craig. She described the dance as a tribute to her lover Pirn and the “pure delightful pleasure” of that episode: “I forgot my chagrin, and lived in the moment and was careless and happy.... My per-formances bubbled over with renewed vitality and joy.... The Moment

Musical was Pirn’s dance— the ‘pleasure of the moment.’” 22 Sprightly and vibrant, Moment Musical (circa 1908) captures the giddiness of young love, a world of imagination where relationships exist in dreams and visions. The soloist flirts with her lover through coy glances and sweet smiles. She is fully aware that her jovial dance delights and entices him and with this knowledge, she revels in the pleasures of her movements, skipping, dart-ing, turning, and hopping to Schubert's infectious rhythms.

21st Century Perspectives on the Dancing Child

Isadora sought to construct her models of female identity and the dancing body based on the ideal images of the goddesses of ancient
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Greece— the wisdom of Athena, the strength and courage of Artemis, and the natural beauty of Aphrodite. In contemporary society, on the other hand, we no longer have rites of passages or meaningful rituals that clearly define what it means to be a woman nor identify the appropriate behaviors that lead to a productive, balanced emotional and social life. The youthful Schubert dances gave these adolescent girls the freedom to discover a nat-ural moving self, to move from an inner emotional impulse rather than imitate the seductive jazz moves of adult dancers or adopt the sexually

	
	
	_

	exploitive gestures of popular social dances.
	
	

	
	
	


In ancient and indigenous cultures, rites of passage clearly defined the social and cultural values and obligations that accompanied the transition into adulthood; they understood that adolescents are like young colts who strain their harnesses to break through fences and boundaries so they can escape freely into the wilderness. The turbulent emotions of adolescence impels youth to transgress the norms and mores of society, to precariously explore and experiment without the wisdom of experience and the tem-perance of mature deliberation and patience. Stripped of the meaningful rites of passage that defined age-appropriate roles and obligations of wom-anhood and manhood in ancient and indigenous cultures, contemporary young boys and girls careen through adolescence adrift in a sea of relative values and undefined norms and boundaries. Lost in the borderlands, they grasp onto external images of identity perpetuated by popular culture or blindly conform on mass to the ill-constructed identities of their peers, while inwardly the self struggles for meaning and structures that will sta-bilize and guide them into creating socially and emotionally constructive roles and identity. Clear boundaries and well-defined social and moral codes of behavior provide both structure and guidance.

Duncan dance provided a vehicle by which these young girls could begin to construct an image of self as Woman. This image is not based on imitation or artificially constructed from external, societal norms and expectations but rather is based on a self that emerges in response to the natural rhythms of life. In her essays on dance for youth and the child, Duncan stressed that the child must know why h/she is making a particular movement, meaning which would arise out of the movements that are natural to the body. By responding to these natural rhythms, the young soul would then be filled with “light, beauty, and everlasting love”:

... the motion must be of such a nature that the child feels the reason for it in every fiber. In this way the child will become versed in the simple lan-guage of gestures. 23

For an understanding of the dance, the activities of the child should be
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directed into the channels natural to the tastes and capacities of childhood. It is not necessary to ask of him great effort: let him breathe joyously, give free rein to his natural animation, having care only for the harmonious growth of his body. Above all, do not force on him movements toward which his nature rebels, but only lead his spirit and his body into accord with the most noble movements and the most spiritual expressions of mankind. Then the body becomes a spirit whose gestures are its language, and the young soul opens out to light, beauty, and everlasting love. 24

From the vantage point of the 21st century, Duncan’s dances for chil-dren evoke a longing for a lost innocence and naturalness stripped away not only from dance technique but also from childhood itself. The forces of globalization, the internet, television, and popular culture bombard young children with information that fuels idealized images of mature bodies as models of identity. The cult of reality TV and dance competitions such as Dance Moms, Dancing with the Stars and So You Think You Can Dance exalt bodies that are pushed to physical extremes, overtly sexual-ized, and commoditized. On the positive side, the popularity of dance competitions on reality TV has promoted an awareness and appreciation of dance as both art and entertainment. However, they also in some respects have perpetuated bodily images that can be emotionally and phys-ically damaging to vulnerable children and youth. Overtraining and pun-ishingly, exhausting physical routines rehearsed for hours late into the evenings, sometimes up to four to five hours a night after a long school day, often result in life-long injury to joints and muscles.

This scenario is confined to not only a few reality TV shows but also is played out in thousands of dance studios throughout the United States. Trophies awarded at lucrative dance competitions become the measure of success and achievement in dance for young people. The competitions have created a new dance marketplace that was unimaginable to the early modern dance schools and artists who taught dance to perpetuate human-istic ideals and to foster new art forms. The dance marketplace dictates that to survive financially, studios must compete. The resources, time, and energy of teachers and studio owners are consumed by constant travel, costume preparation, and rehearsals that emphasize extreme physical vir-tuosity, tricks and spectacle at the expense of a dance education that nur-tures the young psyche, creativity, and a natural unfolding of talent. How far removed is Duncan dance from this new mainstream of competitive studio life, and with its emphasis on organic, natural movement, it will probably remain on the fringes until such a time comes when the public pendulum swings backwards in rebellion against the physical and psychic assault of grueling dance competitions on vulnerable, young bodies.
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	The popular American reality TV show Dance Moms, created in 2011,
	

	follows the early careers of children in dance and show business ages eight

	
	through fifteen, along with the participation of their mothers as they travel

	
	to various competitions. Much of the program is focused on the mothers

	of the dancers who aggressively promote their daughter’s careers and foster

	
	rivalries with other dancers and mothers. The parents on the show often

	
	exhibit mean, backstabbing, and snide behavior and encourage adult, sex-

	
	ualized posturing and movements. A controversial and highly criticized

	
	episode in Season 2 featured prepubescent dancers performing a burlesque-

	
	style routine and wearing sequined, flesh-toned bra tops and tights. While

	
	Dance Moms sensationalizes some of the most extreme behaviors, it exem-

	
	plifies
	a prevalent culture of narcissism and self-absorption. Young girls

	
	are shaped and prodded into grotesque minuscule characterizations of

	
	preening adults. “Selfies” and the intimate details of personal lives are

	
	ubiquitous on Facebook, Instagram, Twitter, and YouTube. What was once

	
	private has become public and a once elusive “15 minutes of fame” now is

	
	tantalizingly possible. Over a hundred years ago, Duncan advocated against

	
	self-conscious imitation and sexualized posturing that went against one’s

	
	
	
	
	
	
	
	
	

	
	nature and stage in life:
	
	
	
	

	
	
	
	Let his dances express the soul of the child, at first in the beauty and the lack

	
	
	
	of self-consciousness that belong to babyhood, then in accord with youth-

	
	
	fulness, then with adolescence. Don’t teach young girls to imitate either

	
	
	
	nymphs or houris or courtesans, but make them dance like the vestals of

	
	
	
	ancient times, who consecrated themselves two thousand years ago.
	25
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	Today while there are numerous Duncan schools around the world,
	
	

	
	
	
	

	
	they are still relatively small in number, and to be financially viable, many

	
	dance schools that do offer Duncan classes, particularly in the U.S., are

	
	forced to concentrate their efforts on training students for dance compe-

	
	titions and offering many other styles of dance. Only a rare few schools,

	
	often affiliated with Duncan companies, have the resources, creativity,

	
	
	
	

	
	and/or entrepreneurial skill to embrace fully Isadora’s ideals and philos-
	

	
	ophy in the teaching of technique. Duncan’s ideal of dance as a “school
	

	
	for life” may seem like a rarified,  nostalgic ideal in the 21st century, but in
	

	
	theory, it conceptually provides a model and an antidote for many of the
	

	
	ills of a contemporary world disconnected from the primal, natural rhythms
	

	
	
	
	
	
	
	
	
	
	

	
	of life.
	
	
	
	
	
	
	
	


♦ 3  •

Training for Dance and the Dance of Life

Ritual One: One by one, the dancers enter the studio for rehearsal. Most are harried, distracted, and scattered from a day of meeting the many obligations of their hectic work, college, and family lives. We gather together in a circle, sometimes standing, sometimes seated in a cross-legged position. With hands placed on our hearts and our torsos folded inwards, we begin to breathe in rhythmic cadence with the soothing melody of a Chopin Noc-turne. With each breath, we lift and arc our solar plexus’ higher and higher until our faces and chests are extended heavenwards. Calm starts to per-vade the room. We settle into ourselves and begin to focus, letting chaotic thoughts of our external lives diminish.
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Ritual Two: Standing in a circle, we breathe together again and begin to improvise alone throughout the space to the melody of Felix Mendelssohn’s Midsummer Night’s Dream. We sway and glide, each with our own rhyth-mic and movement variations on familiar themes. As the waves, arcs, and circular motions flow through our bodies, we begin to connect our internal rhythms to the cadence of the music. Then we connect with each other, meld-ing our rhythms and gestures, sometimes creating moving sculptural forms, other times traversing a variety of concentric circles or serpentine patterns. One by one, our eyes meet briefly. The familiar gaze is trusting, warm, and loving. In those moments, our soft, accepting eyes melt away anxieties, fears, and insecurities. Our faces naturally illuminate with radiant smiles as we bask in the warmth of friendship and the joy of dancing.
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Ritual Three: Adrenalin is rushing through our bodies as we antici-
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pate the performance that is to begin in less than 20 minutes. As we each walk out onto the stage, we hear the rustling of the audience entering the theater behind the closed curtain. We gather ourselves quietly into a circle to begin our pre-stage rituals. As we join hands, our energies begin to con-nect, and we are reminded that our strength comes from the power of the whole. In the circle, we become a unified ensemble without status or hier-archy of roles or position. In the circle, there is no beginning or end, and it reminds us to feel the circles, arcs, and waves in our movement. I ask Michelle, our designated “chaplain’,’ to begin. She recites a prayer of gratitude and blessings for our well-being and for a good performance. I ask the others if they would like to contribute and sometimes, I offer a blessing and prayer. Michelle initiates a hand squeeze of the dancer to her left, who then squeezes the person to her left. We continue to pass the hand squeeze sequentially around the circle. With each repetition, the timing of the squeezes acceler-ates, becoming faster and faster until it becomes like one long heartbeat or pulse of energy. We smile at one another as we feel our bodies and our ener-gies in sync with one another, each time marveling at the proficiency and the rapidity with which we execute our little ritual of connectedness.
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Ritual Four: Moving clockwise around our circle, I turn to the dancer on my left and gaze into her eyes, looking beyond the surface of her face to connect with something deeper. She gazes back and our eyes meet in loving connection. In turn, the recipient of my gaze becomes the giver as she turns to the dancer on her left. They gaze into one another’s eyes until “the con-nection” is made. Sometimes, there is a block, a hurt or anxiety that prevents the other from touching that soul place within, but in the absence of judgment, the barriers dissolve. One by one in succession, we continue gazing around the circle until each dancer has connected and exchanged. New dancers in the company initially fidget and feel uncomfortable at the intimacy, but grad-ually the warmth of the gaze melts their resistance. Then we gaze freely around the circle until we meet each dancer’s eyes and gaze into the windows of our souls. We feel validated and whole, beautiful in our essence and worthy of giving and receiving love. Our faith in ourselves is renewed and revitalized. Now we can dance Isadora’s dances1 and her vision of the dance as the “expression of the most noble and the most profound feelings of the human soul: Those which rise from the gods in us, Apollo, Pan, Bacchus, Aphrodite." 2
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Rituals of Connection and Community

As the years passed, we initiated every performance and rehearsal with one or all four of our rituals. I became a bit superstitious that if we
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did not do our rituals, no matter how rushed we might be backstage due to problems during technical rehearsal, then the performance would go poorly. I considered these exercises essential to promoting good energy, fostering camaraderie, and enhancing the vital connections between com-pany members, as well as the stage and technical crew. I invited the stage managers, sound technicians and lighting personnel to join us in the rituals as well, as it was equally important that the technical crew be sensitized to the energy and timing of our movements onstage. The rituals also pro-vided an opportunity to verbally thank the crew and acknowledge their vital role in the overall success of the production.

Training for the Dance: Mind, Body and Spirit

The rehearsal process was a communal rite where we repeated these same rituals and exercises for our bodies, minds, and spirits over and over again, week after week, month after month, and year after year. For our bodies, we moved through a series of technical exercises, from the floor, to center, to the barre and then across the floor. For our minds, we med-itated, visualized and did breathing exercises. For our imagination and creativity, we improvised, visualized, and danced. Technical exercises built strength, discipline, and endurance. Improvisation within the Duncan style freed our instincts and creativity and helped develop our individu-ality. We analyzed the technique and choreography with our brains, and then tried to liberate ourselves from overthinking and overanalyzing by improvising yet again. Improvisation gave us the opportunity to take delight in and relish the moment and to let our bodies respond intuitively to the impulses of the music before returning to the analysis of yet another phrase or gesture. In short, we trained methodically and intensively.

The journey to become a professional dancer, as with the develop-ment of any artistic skill, necessitates long hours, weeks, months and years of practice to fine-tune the dancing body. It is a constant interplay between freedom and discipline, heart and mind, intuition and analysis. First, the dancer has to analyze and comprehend all the subtleties of the technique, the choreography, music, emotional intention and idea before she can experience the freedom and spontaneity inherent in the dances. Konstan-tin Stanislavski, the great Russian dramatist and contemporary of Isadora, whose methods found resonance with those of Isadora’s, defined spon-taneity in performance as “an activity repeated so often that it becomes automatic and therefore free.” 3 In Stanislavski’s rubric, “Habit creates sec-
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	ond nature, which is a second reality.” The repetitive rehearsal process fos-

	ters habits and a “second nature,” which emerges on the stage as an uncon-

	scious or natural response that then enables the actor to recreate lived

	experience on the stage as a “second reality.”
	4
	For the dancer, movements

	
	
	

	must be repeated over and over until they become second nature in order

	
	
	
	
	
	
	
	
	
	

	to master and refine the distinctive skills of the technique.
	
	
	

	
	
	
	
	
	
	
	
	

	
	
	
	Martha Graham also believed that truthful movement could be

	
	
	
	
	
	
	
	
	

	attained through disciplined practice and that it leads to freedom of

	expression. Disciplined practice frees the performing artist from conscious

	deliberation about movement and makes possible a holistic presentation

	of bodily knowledge. The dancing body does not communicate something

	
	
	
	
	
	
	
	5
	
	

	about knowledge; it is in Graham’s words “knowledge itself.”  Isadora

	understood that the creative, luminous dancer was not only a product of

	inspiration, but also of discipline and extensive, methodical physical train-

	
	
	
	
	
	
	
	
	
	
	
	

	ing. She wrote:
	
	
	
	
	
	
	
	

	
	
	
	...it is [not] enough just to wave the arms and legs, in order to have a natural

	
	
	
	dance. In art the simplest works are those which have cost the most in the

	
	
	
	effort for synthesis, of observation and creation.... Since I was a child I have

	
	
	
	spent twenty years of incessant labor in the service of my art, a large part of

	
	
	
	that time being devoted to technical training — which I am sometimes

	
	
	6
	
	
	
	
	
	
	

	
	
	
	accused of lacking.
	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	As the majority of the dancers remained in the company for over 10
	

	
	
	
	

	years and spent many years engaged in disciplined rehearsals and per-

	formances of the same dances, the dances would eventually become “sec-

	ond nature.” On the positive side, the familiarity liberated the dancer from

	the technical demands of the choreography and freed her to focus more

	intently on the music and interpretation. On the other hand, the danger

	of familiarity is that complacency may set in and rob her of the spark of

	spontaneity and freshness so vital to the performance of a work. Spon-

	taneity and freedom in the dance is not merely the function of a well-

	
	
	
	

	trained, rehearsed body but also is a function of a clear and open mind.
	

	
	
	

	
	Cultivating Mind/Body Awareness
	


In the early 20th century, Duncan was on a dancing body to the status of “high art” whereby for the mind and spirit.” For Duncan, ballet training sis of mind/body integration. In denouncing the early 20th century ballet, she wrote:



mission to restore the the body is “a medium clearly was the antithe-fragmented quality of
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The whole tendency of the training seems to be to separate the gymnastic movements of the body completely from the mind. The mind, on the con-trary, can only suffer in aloofness from this rigorous muscular discipline. This is just the opposite from all the theories on which I founded my school, by which the body becomes transparent and is a medium for the mind and spirit.7

Her ideas regarding the training of the mind of the dancer were rooted in the intellectual traditions that she embraced — the writings of Nietzsche, Darwin, Goethe, Shakespeare, Ernst Haeckel, Plato, Dante and others. While she was exposed to some of the occult writings of the Theosophists, she had little exposure to Asian philosophy or to other traditions outside the western canon, such as African or Native American philosophy and bodily practices. On the other hand, dancers in the 21st century are exposed to a wealth of global information and a plethora of both western and non-western body/mind practices that influence our approaches to bodily prac-tice. Inevitably, I am a product of my generation and my approach to the Duncan work is shaped and influenced by my deep interests in yoga, med-itation, Eastern philosophy, and the sacred dance practices of Asian, Native American, African, and other non-western cultures.

The structure and content of our Duncan classes and rehearsals thus bear these global influences. I introduced and taught a variety of mind/ body awareness practices because I believed that they would enhance our musicality, depth of performance, mental and emotional clarity, and in gen-eral, clear the clutter and incessant chatter of the mind. I began to develop these mind/body exercises in the very earliest days of working with the original members of the company in 1990, five of whom were dance stu-dents in a middle school dance magnet program. Some of the exercises consisted of auto-suggestions to facilitate self-confidence and empower-ment, attributes that are highly necessary not only to help develop future soloists, but also to facilitate the courage to reveal the truth of the inner emotions. Many years later, one of the original dancers, Tatiana Castro, confessed to me somewhat tongue-in-cheek that when they were young teenagers, they thought the series of breathing, visualization, and medi-tative exercises that I introduced was “very weird”; and perhaps “Dr. Seidel was on some sort of drugs.” Indeed, the lessons were very unorthodox for a group of 13 and 14-year-old students accustomed at that time to the puls-ing energy of jazz moves and ballet exercises, and indeed I was high on the ebullient spirit of Duncan dance and infused with enthousiasmos, the Greek term for the ecstasy of the dance. Only much later as they matured, did they appreciate that these exercises not only helped to further the
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bond among the dancers, but also served to enhance their performance abilities.

Various breathing and meditative exercises adapted from yoga, Zen Buddhism and other eastern spiritual traditions helped to facilitate the ability to be fully present and immersed in a dance narrative or idea and its accompanying music. Unlike in yoga where the breathing exercises may be more complex such as in kapalabhati breathing, forced rapid inhalations and contractions of the abdominal wall, or in Nadi Shodhana, alternate nostril breathing, Duncan exercises focus on awareness of the breath as it naturally arises at the solar plexus and moves through the extremities of the body.

Other mind/body exercises involved observing isolated body parts while lying still to identify areas of the body where contracted muscles hold or constrict the flow of the breath. To activate the solar plexus and the “luminosity" of the body, I instructed students to visualize a radiant sun or ball of energy arising in the solar plexus or heart center and to direct the light rays of this sun or ball of energy through the extremities of the body. Alternately, I might ask them to visualize themselves as a radiant star with energy flowing through seven points: the fingertips of each hand and toes of each foot, the top of the head, the tailbone, and the heart center. All these exercises intend to increase awareness of and enhance sensitivity to the vital, energetic body. Eventually, the dancers learned to imagine and sense the entire body as a mass of light and radiant energy rather than a dense, material form. This concentrated, energetic awareness helps to facil-itate ease, flow and naturalness of movement and access to the “luminous body.” We rehearsed as well as performed outdoors when the venue per-mitted to further our sense of spaciousness and openness. To prepare for performances, I developed walking rituals to consecrate the studio or stage space to acknowledge and affirm that the stage was our sacred space where our mission was to dance Duncan’s highest ideals.

Cultivating Strength and Physicality

Duncan was one of numerous female reformers in late nineteenth-century America who supported the notion that vigorous exercise was essential to physical and spiritual well-being and could be accomplished in an aesthetic mode. Young women, including Isadora, studied elocution and public speaking, German or Swedish gymnastics, and the harmonic gymnastics of the American Delsarte system.8 Dancing classes at the early
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Duncan schools began with vigorous gymnastic sessions to strengthen the body as well as to facilitate the requisite comfort, ease, and naturalness that Isadora sought:

It is necessary to give the body air and light; it is essential to direct its devel-opment methodically. It is necessary to draw out all the vital forces of the body towards its fullest development. That is the duty of the professor of gym-nastics. After that comes the dance. Into the body, harmoniously developed and carried to its highest degree of energy, enters the spirit of the dance.9

While the original members of the Isadora Duncan Dance Ensemble were students at the New World School of the Arts High School Dance Division, they were engaged in vigorous, daily exercise and classes that included ballet, modern dance, Pilates, and a variety of other styles such as flamenco, African, and Afro-Caribbean dance. After their academic classes ended at 12:00 p.m., they engaged in three hours of technique classes daily plus after school repertory rehearsals. During this period, it was not nec-essary to provide extensive warm-ups or strength building exercises during rehearsals except on the weekends. However, once they graduated and went to college and/or started working, the dancers had to be responsible for their own strength training independent of our rehearsal hours. Unlike the live-in students in Isadora’s schools, we did not have the luxury of time nor the financial resources to provide a living wage and daily gymnastic and technical classes to support the dancers as a full-time profession. Such is the case with nearly all small modern dance companies in the United States.

Thus, the precious hours that the dancers committed to company rehearsal each week had to be dedicated to Duncan technique and reper-tory and preparations for performances. The dancers were responsible for making additional time during the week to participate in strength-building exercises beyond the technique. These exercises varied over the years according to the dancer's interests and included ballet and Pilates classes, kick-boxing, and weight training, among others. Many of the Dun-can dances, such as Southern Roses and the Chopin Valse Brillante are extremely aerobic and build stamina and endurance, so it was less neces-sary to do external endurance training.

Technical Training: Duncan Classwork

After the initial improvisational and mind/body exercises, we pro-gressed through a series of foundational exercises including floor and cen-ter work, exercises at the barre, and locomotive exercises and repertory
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	This sculpture of Isadora from 1904 illustrates the line and sense of buoyancy

	in the attitude movement which is often executed as a skip or hop in the early

	
	lyrical dances. Reproduced with permission. Jerome Robbins Dance Division,

	The New York Public Library for the Performing Arts, Astor, Lenox, and Tilden

	
	Foundation.
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across the floor. This series of exercises constitutes the basic methodology for teaching the technique. Much of the credit for this methodology can be attributed to Duncan’s sister Elizabeth and her most devoted pupils Anna, Irma, and Maria Theresa who were charged with the task of teaching while Isadora toured the world. Today, while most Duncan dancers utilize the same basic vocabulary and movement principles such as the wave, whole body movement, and initiation from the solar plexus, each dancer may organize and combine the exercises in her own way. Many contem-porary Duncan dancers, like myself, integrate a more complex and sophis-ticated barre than was taught in the second and third generation schools so as to enhance alignment and develop greater core and leg strength. Many of us also incorporate a variety of non-traditional music for the classwork, ranging from New Age to pop and world music. Most contemporary Dun-can dancers adhere to and respect the basic Duncan ethos, but we do not feel bound by that tradition, as we embrace the realities of a 21st century, globalized world.

The classwork provides the foundation for Duncan’s theoretical, aes-thetic, and technical principles. It is through the technique that the dancer gains strength, stamina and flexibility and begins the process of mastering line, form, weight, mass, a sense of buoyancy and other essential qualities demanded for the proficient execution of the choreography. After the floor and/or center work, we usually moved to the standing barre, performing and analyzing how to ideally execute the Duncan plies, battements, and attitude swings to facilitate proper alignment. Sometimes, we executed the same barre exercises while moving across the floor which Julia called the “walking barrel’ The walking barre helped us to develop greater bal-ance and to coordinate and connect the exercises, avoiding the sometimes rote, mechanical tendencies that can occur at the barre. After the barre and some large locomotive movement sequences across the floor, we were ready to imagine, visualize and dance.

The Creative Imagination

As in any company where one has to dance many different repertory numbers in a single evening, a dancer has to learn to transition into dif-ferent alternate realities very rapidly. This is especially challenging within the Duncan repertory because the majority of dances are very short, on average three to five minutes, with the exception of the large symphonic works. The mood and music may vary dramatically from the demonic
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	angst of Furies to the love-infused Brahms Waltzes, to the tranquility of
	

	Blessed Spirits or the innocence of the early Schubert Waltzes. It is impor-
	

	tant to foster the creative imagination through potent imagery so that the
	

	dancer can very rapidly visualize in her mind’s eye scenarios and emotions
	

	
	
	
	
	
	
	
	
	

	that are appropriate to the dance.
	
	
	
	
	

	
	
	
	In teaching the various repertory, Julia would present the idea before
	
	

	
	
	
	
	
	

	giving us the form and structure of the dance movements by reciting a
	

	narrative or storyline and indicating a spatial pattern related to the par-
	

	ticular dance. Then she would ask us to improvise movements from our
	

	own creative imagination. (Of course, having been trained in the Duncan
	

	style, our movements usually remained within the Duncan vernacular.)
	

	
	These improvisational exercises, also employed in the original Duncan
	

	
	schools, provided an opportunity not only for self-discovery and spon-
	

	
	taneity, but also to develop a unique, personal connection to an idea by
	

	allowing it to flow from our instincts, emotions, and/or imagination. As
	

	
	we danced, we created “inner moving pictures” to develop a particular
	

	
	mood, create clear sensations in the body, and to transport us to the imag-
	

	
	ined environment or setting appropriate to each dance. Sometimes we
	

	
	invented our own images, and other times, we used those images and nar-
	

	
	ratives that had been passed down through the legacy. For Bacchanal, we
	

	
	imagined a mountain forest and for Blessed Spirits and the Ave Maria, we
	

	
	reimagined the studio as a hallowed, celestial space. We transported our-
	

	
	selves to the seashore for the Schubert Water Study, Strauss’ Blue Danube,
	

	
	and the Chopin dances Narcissus and Valse Brillante. However, each of
	

	
	us was encouraged to find our own story so that the narrative would res-
	

	
	onate on multiple levels: Isadora’s story within a historical time and place,
	

	
	the mythological story (if relevant to the particular dance), and then our
	

	
	
	
	
	
	

	
	story or our emotional connection to the idea.
	
	

	
	
	
	
	
	
	

	
	
	
	
	Later, we were introduced to the specifics of form, line, gesture and
	

	
	
	

	
	phrasing with great specificity. After learning the movements, we analyzed

	
	and critiqued our execution of the dances to identify our flaws and imper-

	
	fections. The next run-through of the dance would be focused on imple-

	
	menting the corrections, an analytical process that I refer to as “dancing

	
	with the left brain.” Freedom, spontaneity, and imagination are housed in

	
	the “right brain.” Eventually in performance, the dancer must free herself

	
	from the process of analysis and criticism so that she can be totally

	
	immersed in the creative imagination and the music. Moving back and

	
	forth between discipline and freedom, improvisation and structure, form

	
	and feeling, imagination and analysis, we strove to connect our hearts,

	
	
	

	
	minds, and emotions in the dance.  .
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Affective Memory

While Julia frequently cited the great Russian theater director Stanislavski as an influential figure in the development of Isadora’s art, she did not necessarily teach a particular methodology for accessing basic emotions based on Stanislavski’s method for training actors, nor did Isadora, whose writings were largely poetic and non-analytical, develop a systematic methodology. Stanislavski’s method of training actors, on the other hand, was systematic, utilizing affective memory as the root of an actor’s technique. However, both Isadora and Stanislavski drew on the truth of inner emotions as a wellspring for their art, and both artists understood that reason alone limited the imagination and creativity. Stanislavski defined truth on the stage as “whatever we can believe in with sincerity, whether in ourselves or in our colleagues. Truth cannot be separated from belief, nor must belief from truth.... Each and every moment must be sat-urated with a belief in the truthfulness of the emotion felt, and in the action carried out, by the actor.” 10

In Russia, Stanislavski was discovering the source of impetus and motivation in the body as rooted in the solar plexus at the same time that Isadora was developing her principles of the dance in Europe. In Stanislavski, Isadora found a kindred soul, a good friend and yet another would-be lover (one of the few who rejected her many advances). In her letters to Gordon Craig, lighting designer, lover, and father of her daughter Deidre, Isadora rhapsodized about Stanislavski and his troupe at the Mos-cow Art Theater whom she first met in 1907.11 Stanislavski in turn wrote of the great influence of Isadora on his art:

Subsequently when I had become familiar with her method, as with the ideas of Gordon Craig.... I understood that in various fields, in various countries, people were looking for the same orderly, creative principles, born of nature .... Afthat time, I, too, was looking for the creative motor that I could locate in my mind, as an actor, before going on.... Summing up the chance conversations I had with Isadora concerning art, comparing what she said with what 1 did myself, I understood that we were looking for one and the same thing, only in different branches of art.12

Stanislavski’s writings on the appreciation of the beauty in nature, of music, art, and literature as.the source material for the actor also finds many par-allels in Duncan’s theories of the dance. In his acclaimed book, The Actor Prepares, Stanislavski wrote:

...they must be taught to look at, to listen to, and to hear what is beautiful. Nothing in life is more beautiful than nature, and it should be the object of
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	constant observation.... Search out both beauty and its opposite, and define

	
	
	them ... otherwise your conception of beauty will be incomplete, saccharine,

	
	
	prettified, sentimental.... Next turn to what the human race has produced in

	
	
	art, literature, music. At the bottom of every process of obtaining creative

	
	
	material for our work is emotion. Feeling, however, does not replace an

	
	
	13
	
	

	
	
	immense amount of work on the part of our intellects.
	


	
	
	In light of Stanislavski and Isadora’s like-minded principles, Stanis-
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	lavski’s- explicit writings on accessing basic emotions are helpful in pro-
	
	
	
	
	
	
	
	
	

	viding insight into Duncan’s more obtuse methodologies. In order to
	
	
	
	
	
	
	
	
	

	experience what Stanislavski called “sincerity of emotions,” one had to
	
	
	
	
	
	
	
	
	

	“cross the threshold of the subconscious.”
	14
	In Stanislavski’s method, an
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	actor needed to have a deep understanding of the motivations, obstacles,
	
	
	
	
	
	

	and objectives of a character in each moment. This allows a performer to
	
	
	
	
	
	

	
	create an internal monologue for that character and helps each action feel
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	

	
	as if it comes spontaneously, rather than simply because the script says it
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	should happen.
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	
	Stanislavski sought to determine how an actor can control in per-
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	

	
	formance the most intangible and uncontrollable aspects of human behav-
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	

	
	ior, such as emotions and art inspiration. In the early part of his career,
	
	
	
	
	

	
	he based his method on the concept of emotional memory which required
	
	
	
	
	

	
	
	
	
	
	
	
	

	
	that an actor recreate an event from the distant past in order to regenerate
	
	
	
	

	
	
	
	
	
	
	

	
	the feelings experienced at that time. Actors can stir the needed emotion
	
	
	

	
	in themselves by remembering a parallel situation having a similar emo-
	
	
	

	
	tion. These “affective recollections” would need to be brought out at the
	
	
	

	
	exact moment when called for onstage. In Stanislavski technique, the
	
	
	

	
	process of building a performance is for the actor to merge with the char-
	
	
	

	
	15
	
	
	
	
	
	
	
	
	
	
	
	

	
	acter in his play.
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	

	
	
	Later in the last five years of his life (1934-1938), his technique
	

	
	
	

	
	evolved to a method in which emotions could be stimulated through phys-
	

	
	

	
	ical actions. Stanislavski’s interest in physical actions may well have been

	
	stimulated by his encounters with Isadora and her art. While searching

	
	for the ultimate training system for actors, Stanislavski noticed a gap

	
	between the physical and mental behavior of the actor onstage, as well as

	
	between the physical and mental preparation in the actor’s work on the

	
	character. He realized that unconscious feelings needed to be coaxed, lured

	
	and enticed gently, rather than forced out. In Stanislavski’s method of

	
	physical action, if the actor experiences only internal feelings or only phys-

	
	ical actions onstage, then the performance is dead. The reasoning behind

	
	this relates to the union of psychological and physical elements. If an actor

	
	attempts to portray a character by employing one aspect of the union
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without the other, then they are performing incompletely. Internal expe-riences and their physical expression must be unbreakably united. Whether it is through a facial expression or the tapping of a foot, everything a human experiences psychologically is displayed through physical means. This is termed a psycho-physical union in the methodology, and it is also essential to the successful performance of Duncan dance.
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As Isadora felt a kindred soul in Stanislavski, so too did we instinc-tively understand and embody some sort of unspoken parallel methodol-ogy for the narrative dances (as distinct from those that are purely lyrical evocations of the music). This process to some degree parallels Stanislav-ski’s use of “affective recollection.” I endeavored to connect each phrase to a storyline and an interior monologue or script. Rather than try to pre-conceive or contrive my “affective memory” or monologue, I allowed it to surface during the process of rehearsing the movements. Likewise, I encouraged all my dancers to create a script based on their unique life experiences and emotional memories if the dance had narrative under-pinnings.
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Critic John Martin, however, cautioned that there are distinctions between the methodology of the actor and the dancer: “The actor, at least as Stanislavsky saw him, works in terms of naturalism, while the dancer, in Isadora’s sense of the word, deals in great abstractions of human expe-rience; but it is the same truth that underlies both their arts.”16 Martin cautions further that “dance movement is not a mere succession of motions however inspired, but exists in terms of sustained dynamic tone, just as song is not a mere succession of sounds but exists in terms of sustained vocal tone.... Music provided the continuity of impulse. As long as its emotional qualities had power to stir her, she [Isadora] was provided with an impetus to evolve a continuum of movement.”17 1 found that in the lyri-cal, non-narrative dances that music indeed is the impulse for motion. However, the music itself may evoke conscious or unconscious emotional memories. These memories in turn may help to further enhance the qual-ity of dancing and deepen verisimilitude.
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Despite the distinctions between the methods of the dancer and the actor, Stanislavski’s writings help elucidate the often elusive aspects of interpretative dancing. His knowledge about how to utilize and connect the body’s energy centers is particularly valuable to the dancer:
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1 have read what the Hindus say on this subject. They believe in the existence of a kind of vital energy called Prana, which gives life to our body ... the radiating centre of this Prana is the solar plexus. Consequently, in addition to our brain ... the nerve and psychic centre of our being, we have a similar
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	source near the heart, in the solar plexus. I tried to establish communication

	
	
	between these two centres, with the result that I really felt not only that they

	
	
	existed, but that they actually did come into contact with one another. The

	
	
	cerebral centre appeared to be the seat of consciousness and the nerve centre

	
	
	of the solar plexus — the seat of emotion.... From the moment 1 made the dis-

	
	
	covery, I was able to commune with myself on the stage, either audibly or in

	
	
	18
	

	
	
	silence, and with perfect self-possession.
	

	
	

	In connecting the head and the heart, the dancer is integrating mind and

	emotions, spirit and intellect and thereby, fostering self-integration. Her

	heart arouses the creative imagination and stirs the emotional memories,

	while the brain helps give form and proportion to feeling and creative

	imagination. This connection helps to navigate the boundaries between

	technique and improvisation, and ultimately, between discipline and free-

	dom and to discover their proper proportion and balance. In connecting

	the head and heart, the dancer is making the self whole and giving expres-

	
	

	sion to the soul of the dance.
	



Navigating Discipline and Freedom: The Arts of Enlightened Teaching and Learning

Duncan’s obtuse, poetic language also leaves much room for inter-pretation as to the most enlightened method of teaching and learning the work. One of the greatest challenges for me was how to skillfully navigate the very bumpy terrain between criticism and praise and freedom and discipline. Freedom without discipline can degenerate into formless danc-ing and chaotic rehearsals. Discipline without the appropriate measure of freedom can breed mechanical, overly controlled dancers and tyrannical, authoritarian teachers. One of my greatest challenges was to learn how to establish clear boundaries of authority in negotiating the often bumpy terrain of managing difficult personalities who may be overly sensitive, defensive, arrogant, undisciplined, or a variety of other challenging con-ditions. In Duncan’s era, the normal relationship between student and teacher in all types of education was generally authoritarian in nature; students understood that their role was to be submissive to the teacher and to not question authority. In a post-modern world, these boundaries have eroded, and the relationship between teachers and students in all types of schools is much more equalitarian, sometimes to the detriment of the optimum learning environment, particularly if students have little regard for authority. I believe that the art of teaching-and directing involves learning how
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to phrase and parcel out criticism appropriately so that it is focused on the act of dancing and not on the person or personality. The art of learning subsequently involves learning how to graciously accept both praise and criticism. The dancer optimally should engage in self-analysis and exam-ination to avoid the self-inflation that can be fueled by praise and also develop sufficient strength to liberate herself from self-imposed limitations that might arise from criticism.

The omnipresent mirror traditionally used in most all dance classes is ostensibly the mechanism for self-analysis and observation of one’s tech-nique. However, in reality, it is most often used by the dancer in less func-tional ways. The mirror frequently perpetuates narcissism and overly obsessive preoccupations with physical form and technique or breeds imi-tation and distorted self-perceptions. In technique class and rehearsal, Duncan classes minimize the use of the mirrored wall. To counter these obsessions when we rehearsed in mirrored studios, I either drew the black drapes over the mirrors if available, or we turned and faced the other direc-tion so that the dancers could experience the movement internally as a sensorial experience rather than as an objectified experience of external observation.

The Roles of the Director and the Dancer

Instead of the mirror, the artistic and rehearsal director provides feed-back to help identify strengths and weaknesses, and thereby nurture and shape a dancer’s growth. This feedback may involve acknowledging and encouraging those special moments, increasing the awareness of false or shallow representations of an idea or feeling, and/or identifying and cor-recting technical flaws, bad habits, and other shortcomings related to tech-nique, musicality, or interpretation. Of necessity, the director’s role demands a critical eye and critical words which, at times, to the vulnerable dancer may seem harsh and judgmental.

On a weekly basis, I might be loved and loathed according to the meas-ures of criticism or praise bestowed upon a dancer. If I were too gentle or lax, the dancers would often become lax themselves, avoid confronting their inadequacies, dr fall into habitual patterns that would impede artistic growth. If I praised one more than the other, petty jealousies would be aroused. To a lesser degree, painters can step away from their paintings and composers can separate their physical body from the written musical score. However, the body in performance is inextricably enmeshed with
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self-image in intimate ways for the dancer. Criticism, even when sensitively directed at an individual, may feel like a visceral attack on one's identity that shatters self-worth. For the vulnerable dancer, the director is some-times despised as the criticism may be painful. The intimacy of dance where the body is the instrument of one’s art exacerbates normal sensi-tivities. Praise, on the other hand, if not totally honest and in right meas-ure, can self-inflate or foster self-deception.

As a dancer, when criticized, I often felt the impulse to defend myself against what I sometimes perceived as an attack.'However, our challenge as dancers, I believe, is to exercise self-restraint and subdue one’s impulses to defend or attack either the director or another dancer to serve the greater good of the ensemble. The dancer must be strong enough to accept criticism from the director and others without putting up emotional blocks that impede growth. She should be courageous enough to undergo a process of self-criticism to elicit change, and then be free enough even-tually to suspend all criticism and judgment, whether her own or from another, and immerse herself in the act of dancing. The dancer must have the courage to slay the physical, mental, and emotional tendencies that perpetuate not only technical imperfections, but more significantly, the negative habits of the small self and the ego. Without this heightening of awareness through feedback from the director, the dancer may not con-front and annihilate the shadows that are clouding the revelation of inner truth. This process mirrors the journey of life, where in order to grow emotionally and spiritually, one must confront and shed the encrusted conditions of the personality so that the metaphorical “pearl” is revealed inside the oyster shell.

As the teacher/director, my challenge is to develop enough self-awareness to be sure that criticism is as objective as possible and not a product of the projection of my own insecurities, frustrations or even jeal-ousies of another’s talent. In some cases, a director or fellow dancer may cross the boundaries of what is justifiable and appropriate criticism. In these situations, the dancer needs to develop a keen sense of discrimina-tion to determine when it might be necessary to speak up or confront a situation that might be in violation of one’s dignity and sense of propriety. The dancer also has to learn how and when to approach the director or fellow dancer so as not to disrupt rehearsal and to yield effective solutions to the problem.

The director, like the dancer, also needs a great measure of courage to confront h/her own weaknesses and blind spots and to be mindful that h/she is not perpetuating an imitative and/or authoritarian process of
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learning but rather is challenging the dancers to engage in a process of self-discovery. One of the defects of Duncan’s method of teaching accord-ing to Carl Van Vectin, a dance critic of her day, was her insistence (con-sciously or unconsciously) on herself as a model:

The seven remaining girls of her school dance delightfully. They are, in addi-tion, young and beautiful, but they are miniature Isadoras. They add nothing to her style; they make the same gestures; they take the same steps; they have almost, if not quite, acquired a semblance of her spirit. They vibrate with intention; they have force, but constantly they suggest just what they are ...

imitations.... When they dance with Isadora, they are but a moving row of shadow shapes of Isadora that come and go. Her own presence suffices to make the effect they all make together.... This oversight of nature Isadora has to some extent overcome.19

To guard against imitation and artifice, the enlightened teacher/director must give of herself unconditionally with the desire and goal that her dancers excel and even exceed her expertise and artistry. I took pride in the fact that indeed many of my dancers became much more accomplished than I in their special roles. To facilitate growth, it is most important for each long-time dancer to have the opportunity to perform a variety of important solo roles to help further her unique qualities and gifts.

Casting

The issue of casting solo roles over the years was often one of the most contentious and challenging areas for me as it aroused the inevitable jealousies, covetousness and a sense of ownership of a work if the dancer had performed it for many years. Generally, a dancer would perform “her solo” for many seasons, as this was most economical and efficient in terms of rehearsal time and energy and allowed the opportunity for the dancer to grow into thd"'work. However, to avoid the dangers of complacency, as well as to have alternates in the case of injury, it was important to occa-sionally rotate dancers. It was often challenging for a dancer to see another dancer perform what had been her solo, especially if she perceived that the other dancer performed it more successfully.

I struggled to maintain company morale and harmony and to support, validate, and encourage the growth and potential of all the dancers. At the same time, I had to make hard, painful choices that would serve not the individual but the greater artistic mission— the production and the performance as a whole. Thus, we were all constantly challenged in this “school of life.” Ultimately, I had to listen, honor, and trust my artistic
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	judgment as I knew that a company rises and falls based on the quality of

	
	
	

	
	its performances.
	


	
	
	
	
	
	
	
	
	
	

	
	Offstage Drama
	
	
	
	

	
	
	
	
	
	
	
	
	

	
	
	In the early years, when the dancers were in their late teens, constant
	
	
	

	
	
	
	
	
	
	

	drama pervaded rehearsals like a contagious plague. While some of the
	
	

	girls were well-adjusted and mature beyond their years, others suffered
	
	

	from a variety of conditions of teenage angst and insecurity ranging from
	
	

	dark, somber moods to over excitable personalities fueled by raging hor-
	
	

	
	mones to self-inflated narcissism. As they grew and matured, the problems
	
	

	
	and challenges did not necessarily diminish. New ones arose as a result
	
	

	
	of their growing familiarity and comfort with me. Many of the dancers
	
	

	
	dedicated themselves to the Duncan work and did not have experience
	
	

	
	dancing with other companies w'hich would have given them a broader
	
	

	
	perspective on how to conduct themselves as professionals. The familial
	
	

	
	atmosphere and intimacy bread a comfort and familiarity that, in one
	
	

	
	sense, eroded the normal boundaries of authority between director and
	
	

	
	dancers. It is this same sense of intimacy that causes tension and conflict
	
	

	
	between husband and wife, mother and daughter, and sisters and brothers.
	
	

	
	In our intimate relationships, we feel safe enough to confront one another
	
	

	
	and to display our weaknesses. It is within the intimacy of the family that
	
	

	
	our deepest anger, fear, and insecurities arise and our most petty and ugly
	
	

	
	
	
	
	
	
	
	
	

	
	feelings are vented.
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	The dancers knew well that nothing irritated me more than tardiness,
	
	

	
	
	
	

	
	and they knew that frequent tardiness would indeed arouse my ire and
	

	
	fierce sense of professionalism. My motto was always “plan for contingen-
	

	
	cies” — give yourself ample time to deal with the unexpected traffic, acci-
	

	
	dents, rain or other unanticipated situations; in other words, show up
	

	
	earlier than the required call time. Some years later, after we had ended
	

	
	
	

	
	the company, the offending dancers remorsefully confessed to me that

	
	they had showed up late out of spite or repressed anger about some per-

	
	ceived injustice, failure to be recognized or to have the opportunity to

	
	dance a desired role in a given performance. After ten to fifteen years

	
	together, they knew it would be very difficult  for me to fire them. They

	
	knew I would not disown my adopted dancing daughters any more than

	
	I would disown my own adopted daughter for her transgressions. Inso-

	
	lence and youthful rebellion provided them with a momentary sense of

	
	
	
	:
	
	
	

	
	self-empowerment.
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One of the most agonizing tasks for me as a director was having to make the decision of whether to keep a dancer in the company who was exceptionally gifted and talented but who was also exceptionally difficult, especially after making a long-term investment in training, I chose to keep a difficult dancer in the company if she was very committed, talented, and passionate about dancing Duncan. One very talented dancer had suffered sexual abuse by a former ballet teacher when she was a young teenager. While she was exceptionally talented, she was deeply scarred by this expe-rience and suffered a love/hate relationship with dancing. At times, her dancing was magical and other times, she retreated and became with-drawn. After she confided in me as to what had happened to her, I deter-mined that the investment of a considerable amount of my time and energy might be worth the effort. I sensed that Duncan dance could restore joy to her dancing and provide her with the strength she needed to heal.

The Revolutionary dances, dances of triumph over oppression, would demand that she draw on her inner strength and courage to triumph over her oppressive wounds. The Chopin Slow Mazurka would give her a vehi-cle to express her sense of isolation. In Duncan dance, she would not be able to escape her emotional realities and lose herself as in the fantasy world of ballet from which she had come. The dances would demand that she draw on her own emotional realities and make them visible and trans-parent as a source of motivation and intention. She was drawn to the darker dances because she found comfort retreating into the darkness that frequently pervaded her psyche. However, it is the light that triumphs in nearly all of Duncan’s darkest dances, and I believed that this light could restore her. Every journey from darkness to light uplifted us. To dance was to live, and it was the food that fed our souls. To dance the light, we had to envision the light in our own souls and find faith in something out-side of ourselves.

The danceThat this wounded dancer liked the least in the repertory at that time was Southern Roses, an exuberant, energetic dance to the music of Johann Strauss. It was one of the favorite dances for most all the other company members when they were younger. To dance Southern Roses is to experience a genuine sense of visceral joy in the communal ensemble experience. I believe it is this dance that helped restore her to the joy of dancing. Initially she resisted dancing the work. She said she could not connect to it, that it was too “saccharine" for her tastes. At that time, we regularly performed the dance as the closing piece prior to intermission, and as I had staged it for the full Ensemble, she did not have a choice as to dance it or not if she wanted to remain a member of the Ensemble.
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I clearly remember the moment in a performance of Southern Roses when something shifted internally inside her. Watching from the wings, I observed that despite her strong resistance, the joy experienced by the other dancers became contagious; they were drawing her into the com-munal experience with a connecting warmth of the eyes and an open embrace of their torsos and arms. I observed how gradually the expansive, ecstatic arc of the upper torso, the percussive accents of the feet and the shoulders, and the beauty of long-stemmed roses strewn onto the stage floor began to open her closed heart. She had let the joy of dancing come back into her body and soul. Gradually, over the years, she healed and dancing became the center of her life. To this day, now in her late thirties, she remains a dedicated dancer and choreographer.

During the 18 years of the company, there were other dancers who joined the company and stayed but a brief time. Sometimes a dancer left on her own accord because she did not bond with the other dancers. Oth-ers lacked the passion for the work and could not sustain the commitment. Still a few others felt that their dancing talent was enough, and they did not want to self-reflect, grow inwardly, and ultimately come face to face with themselves. In these cases, I did not choose either wisely or well. These sorts of dancers could not survive or thrive in our school for life. Dancing Duncan in our Ensemble required a host of unique qualities: a passion and appreciation for a dance style that most young dancers felt was old and outdated; talent; commitment; an ability and desire to bond with other members of the group; and a desire to grow as a human being, among numerous other attributes. It was rigorous dance training and rigorous training for life. For Duncan dancers, a life unexamined is a life unlived.

To Dance Is to Live

To further the mission of “a school for life,” many rehearsals were dedicated to conversation— conversations about values, morals, dignity, self-control, and appropriate boundaries of behavior; conversations about our personal experiences and attitudes towards the “many faces of love” that we danced in the Brahms Waltzes— the love for a lover, the love of the audience, the love for a child and the illusions and delusions of love. We conversed about our personal experiences of loneliness in Slow Mazurka, about the burdens weighing on our souls to better understand the Dances from Revolutionary Russia, and about the oppression experi-enced by the proletariat workers priox to the communist uprising. Delasie
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Breen, an African-American dancer, felt oppressed by racism, while Stephanie Bastos felt oppressed by the violence and poverty of her native Brazil. Others felt oppressed by domineering, controlling people in their lives or by their own anxieties and fears.


I counseled and advised, mostly in private one on one, in an effort to identify the root of a problem impacting rehearsal or their dancing. Some dancers were resistant or defensive in conversing, while others, such as Maribel would seek me out and deal with issues in a very mature adult manner. Sometimes it was necessary to address the whole company if the issue involved everyone. However, I had to exercise caution so that the sessions would not degenerate into gripe sessions for all their complaints and frustrations. Disharmony, discord, and discontent among the group become like subtle viruses that invade the body and even the most gifted, well-balanced dancer or actor is not immune to contamination in rehearsal and performance.


At the heart of our conversations, we were learning to acknowledge and own our failures and shortcomings, as well as our gifts and talents. We learned to respect those who wished to maintain their privacy and not share their feelings openly. We cried openly together at the end of performances from the vulnerability, the exhaustion and the exhilaration of a night of dancing Duncan. We suffered many of the slings and arrows of family life, vacillating back and forth between anger and peace, inse-curity and confidence, joy and sadness. But mostly, we laughed, heartily and frequently. Our laughter became the tie that binds, and we carried it with us to dozens of countries and states. We were learning that we weren’t dancing just for ourselves, for applause, a good review, or the glorification of our egos. When those needy egos did surface, we were learning that we needed to subsume them to the higher purpose and mission of the dance. We were learning that we needed to become the ideals that we were danc-ing, to manifest the True, Good, and Beautiful and “the highest intelligence in the freest body.” Aristotle perhaps best articulated how these virtues might be cultivated: “Neither by nature, then, nor contrary to nature do the virtues arise in us; rather we are adapted by nature to receive them,


and are made perfect by habit.” 20

A Vantage  Point in Time

Now considerably older and wiser, I reflect on the rehearsal process and the arts of teaching and learning much more deeply from the vantage
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	point of greater distance and time. In hindsight, these struggles and con-
	
	
	

	
	flicts were perhaps the best training and preparation 1 could possibly have
	
	
	

	
	for surviving and navigating the teenage years and early adulthood of my
	
	
	

	
	two children. I have learned that in the desire to create warmth and a
	
	
	

	
	familial atmosphere, I
	believe I catered too much to individual desires,
	
	
	

	
	wants, and insecurities that sometimes eroded a clear sense of boundaries,
	
	
	

	
	erring on the side of too much freedom.'Indeed, the Isadora Duncan Dance
	
	
	

	
	Ensemble developed a strong sense of the company as a family. The long-
	
	
	

	
	time company members were extremely loyal and the friendships have
	
	
	

	
	lasted to this day, including sharing in each other’s weddings and birth of
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	children.
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	However, now having survived raising two teenagers of my own, as
	
	
	
	

	
	
	
	
	
	
	
	
	

	
	well as nurtured a dozen dancers through adolescence and young adult-
	

	
	hood,
	I realize in hindsight, that love and friendship need strong, firm
	

	
	boundaries of authority. Likewise, discipline and structure are necessary
	

	
	to prevent a formlessness that blurs meaning, intention, and clarity. No
	

	
	doubt,
	I probably overreacted to the very harsh and seemingly abusive
	

	
	and authoritarian ballet and modern dance teachers with whom I and
	

	
	
	many dancers of my generation studied. On the other hand, too much dis-
	

	
	cipline and structure can result in lack of creativity and lifeless, mechanical
	

	
	performance. Reflecting back, I realize that it is through experience, sen-
	

	
	sitivity, and the cultivation of insight that one learns to find the right pro-
	

	
	
	portion of Apollonian reason and clarity and the right measure of
	

	
	
	
	
	
	
	

	
	
	Dionysian abandonment and inspiration.
	
	
	

	
	
	
	
	
	
	
	

	
	
	
	
	
	From this vantage point of time, I also understand more deeply the
	

	
	
	
	
	

	
	
	necessity to appropriately balance instilling confidence and nurturing tal-

	
	ent with the necessity for the dancer to face her shortcomings. I reflect

	
	
	back that in life and in the dance, 1 lacked the courage to stand on my own

	
	convictions and to live and act from the center of my Being in a desire to

	
	
	please others and to be liked. I understand more deeply that the director

	
	
	must ultimately face her own weaknesses and shortcomings with a brutal

	
	
	honesty as well, and that the art of teaching and directing takes great skill,

	
	
	
	
	

	
	courage, and a large measure of spiritual and emotional wisdom that per-

	
	
	haps only comes with more advanced age and experience. The enlightened

	
	
	teacher should have a real desire to instill growth and change in the dancer

	
	
	and in herself to fulfill the highest potential of both. She understands that

	
	
	dancing, teaching and directing are acts of generosity and gifts of the heart

	
	
	
	
	

	
	
	that flow abundantly outward with devotion and selflessness.
	

	
	
	
	
	
	

	
	
	
	
	
	Now many years later, I asked several of the long-time dancers,

	
	
	

	
	
	Michelle Kickasola Vazquez and Ivette Sotomayor- Adrian to reflect back
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o n how dancing Duncan impacted the development of their personalities. Ivette, who joined the company when she was 20 years old and is now 40 years old, commented that Duncan profoundly changed her personality by forcing her to look more deeply within:


It [Duncan dance] stopped me from falling into the trap of being superficial as I had to search deeper into myself ... I was in my 20s and I was just trying to find myself. I was anxious, nervous, and so self-critical. Somehow through Duncan, 1 became more accepting and not so judgmental of myself.... It made me love myself for what I have and my unique talent ... it carried me through many bad times as 1 was allowed to move and deal with my emotions, with anger and sadness, in every piece and then release it and let it go. In other types of dance, the problems in my life might have interfered and been an issue. I could use my body in connection with the music to access my emo-tions and then feel like a weight had been lifted off. Duncan also enabled me to look for the humanity and the goodness in people and the humanness in me. We are dancing about the same things as Isadora danced as we all feel the same emotions. That changed me.21


Michelle, who is now 39 years and began dancing Duncan at 13 years old, commented that Duncan dance gave her purpose and confidence because “you are transparent and vulnerable in the work”:


...You are naked onstage. You have to be truly there and raw in order to do it. You always made us dig deeper and draw on tragedy in our own lives. I had to meditate and pray and find the purpose in my dancing. Sometimes, I would find my body shaking. It would take a long time to turn [those feel-ings] off after dancing and this makes you more compassionate.


1 had to trust and know and get along with other members of the company, to breathe and dance together. It was about the other person, not just about yourself but about others.22


The Long Journey Home: The School for Dance and the School for Life

The beauty and gifts of dancing Duncan are that not only does art imitate life, but also life begins to imitate art. The deep humanity of the repertory begins to transfer over into everyday life, enhancing one’s depth of character and inner awareness. The compassion of the helping angel in Nocturne spills over into relationships and the courage aroused in Revo-lutionary promotes fortitude during life's inevitable vicissitudes. The memory of the peaceful countenance of the Blessed Spirits which the dancer has embodied innumerable times in multiple performances and rehearsals may be drawn upon during personal life challenges. I often


84
Isadora
Duncan
in the  21ST Century

recall the memory of a fellow dancer whose mother was killed in an auto-mobile accident on route to see her daughter perform that night. Despite the horrific news she had just received only hours before show time, she was able to postpone her grief and perform magnificently that night. The theatrical ethos of “soldiering on” fosters an inner resilience that often rescues us from despair during numerous life trials.

While today’s contemporary dancers have developed extraordinary technique and ability and are well-versed in many styles, they often sac-rifice depth for great physical virtuosity. With cortcern for rehearsal costs and expenses, contemporary dance company directors expect dancers to learn repertory in a matter of weeks; thus, the depth of the investigative process may be sacrificed for the expediency of getting a work onstage. Most significantly, there is often little time or incentive to prepare the dancers for the “school of life.” Blessed indeed were we to spend those years investigating Isadora’s “school of life,” where to dance was to live and each dance brought a deep life lesson that led to a discovery of our deeper selves. Kimerer LaMothe concurs, “Dancing that incarnates Duncan’s principles expresses a conception of life in which dancing itself is valued as a medium in and through which we become who we are.” 23

♦ 4 ♦

Beingness and the Art

of Enlightened Performance

Ave Maria

Ave Maria. Standing motionless upstage center, I, the Mother, both mortal and divine, gaze into the eyes of an imaginary infant, arms softly folded in a warm embrace as the subtle opening chords of Schubert’s Ave Maria begin to reverberate in the concert hall. As the lights slowly fill the stage, a chorus of eight dancers enters from both stage right and left moving in a solemn processional, their eyes riveted on this central figure of the Mother. With a rocking gesture of the upper torso and arms, I then begin to walk slowly downstage until I reach the potent center space. As the chorus of angels begins to move in sweeping patterns of circles, diagonals, and crossings, I remain rooted center stage to play out multiple dramas of mother and child:, the drama of the Virgin Mary and Jesus; the drama of Isadora’s love and loss of her two children; the story of my relationship to motherhood; and the universal story of a mother’s love and compassion. Descending to the floor, I kneel before the imagined cradle of an infant child. With long slow sways and deep breath rhythms moving from side to side, I exult in the sweetness of a mother’s caress and the bliss of this vision of innocence and purity before me. I remember the songs I used to sing to my infant girl, Merina. Rising upwards to my knees, I raise my arms heav-enward with palms uplifted in silent conversation with God, and then on the quiet cadences of the music, my palms descend through body center meeting together at the heart in a prayerful gesture of humility. I rise to standing again, this time in iconic relief with arms extended by my side. As memory can quickly pierce the heart, prayer and silent adoration dis-
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solve into a contemplation of the sorrow of death, lam Mary, suffering the unimaginable grief of witnessing her only son nailed to the cross. My open cupped palms throb with empathic pain at the horrific thought of nails piercing through skin and bones.


As the luscious cadences of Schubert’s Ave Maria build to an uplifting crescendo, the shadows of death begin to fade in the light of the spirit. With long, sweeping runs, sways, and one-lagged turns with legs lifted high in side attitude, the chorus of dancers encircle this Mother, with the assurance that as angelic beings, they will watch over and protect my child, if not in this life, then in the afterlife. In unison, we all sweep our arms in front of our bodies in a gathering gesture and drop forward in a long lunge over the front leg, palms now crossed. At the high point of the musical phrase, we rise up with great resistance to the force of gravity, now shifting our body into a lunge on the back leg. As if to gesture a silent hallelujah by the archangel Gabriel, our chests open and arch backwards as arms follow and spread wide in a large V. The refrain of the Catholic Hail Mary or the Angelic Salutation reverberates through me: Ave Maria — Hail Mary, full of Grace, the Lord is with thee; blessed are thou among women and blessed is the fruit of thy womb, Jesus.


As the musical phrase begins its decrescendo, we slowly rise upright, our weight now centered in a natural, first position. As if pushing through dense air, our arms lift upwards again in second position with palms extended skyward. This time, we lift up the hearts of all suffering mothers who share in the pain and emptiness of the loss of a child. I, the Mother, return to sweet memories and to the beginnings, once again kneeling and rocking the infant child in my arm. The chorus of angels circles around the Mother, gliding lightly on half-toe with palms raised in prayer. In a line of succession, each angel begins to depart offstage into a fading light. Mother turns to the last departing angel to gesture farewell for a brief moment and then returns to cradle the child and gaze lovingly downward on the last note of the music. Death resolves itself in the resurrection of the spirit. As the lights dim, there is only stillness, the image, and the afterimage. 1


Schubert's Ave Maria

After Patrick and Deidre died, Isadora choreographed the Ave Maria {Ellens Gesang 111 D 839) to resurrect her shattered spirit and as homage to her children. She premiered the dance at Carnegie Hall in 1914, and after a performance in Russia, she decided to open all her concerts with
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the Ave Maria. Duncan composed two versions of the dance: a solo for herself and a group version for six dancers. In the latter years of the Dun-can Dance Ensemble when all the dancers were well versed in the repertory and technique, I also chose to open all our concerts, as well as begin our rehearsals, with an ensemble performance of the Ave Maria. Schubert’s glorious music and Isadora’s stately, heart-opening dance uplifted our spir-its and transported us, along with the audience, into a state of reverence and serenity.

In the Ave Maria, the chorus of protecting spirits embodies both the serene, ethereal qualities of the Divine Mother, as well the angelic qualities of heavenly beings. Dressed in floor-length, white one-piece long-sleeved tunics with long trains conceived by English theatrical designer Gordon Craig, Isadora’s lover and father of her daughter Deidre, the chorus adds weight, mass and gravitas to the movement of the solo mother figure. 2 Ave Maria, like Blessed Spirits, embodies Duncan’s more mature under-standing of ensemble composition. Scholar Elizabeth Kendall writes, “The dance is a masterpiece of restraint; it is Duncan style distilled into a nearly primitive iconography, and it reveals Isadora’s understanding of the way her basic material was transformed in the separate dynamic spirit of each dance.” 3 The center figure, originally danced by Isadora, evokes the mother, both mortal and Divine, who endures the evanescent joys, sorrows and gifts of motherhood. Duncan’s last performance of the Ave Maria in 1927 shortly before she died deeply moved those in the audience:

...there were those in the audience who sobbed aloud. Who will ever forget the ineffable gesture of the maternal arms cradling nothing? The pitiful ten-derness and the heartbreaking beauty of it?4

The Soul of the Dance

To project the pure, angelic state of the chorus in Ave, the greatest degree of verisimilitude comes through accessing the interior, peaceful core of one’s deeper Self or what Isadora called “the soul.” For young dancers struggling with insecurities and periodic identity crises, it is a great challenge to try to access this inner core. In reality, to “know thyself” at any age is a lifelong journey of self-discovery with no fixed point of arrival. Additionally, we cannot fully know what Isadora felt internally when she referred to the soul or the precise nature of the inner states she experienced other than what we can glean from her writings, the obser-vations of others, and through her dances. Clearly, she was a magnetic
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	personality and a charismatic presence on stage. According to Ann Daly

	
	what was so extraordinary about Duncan’s performance abilities “was that

	
	she appeared to make visible the inner impulses, stirrings, vibrations of

	
	the self, what she called the ‘soul’ ... the dancing body was no longer a

	
	product— of training, of narrative, of consumption — but rather a process.

	
	It was about becoming a self rather than displaying a body.” Margherita


I

I

	1


This movement image from Ave Maria (Schubert) suggests the prayerful, hum-ble countenance of the Divine Mother. Dancer: Andrea Mantell Seidel. Courtesy of photographer Alfredo Pastor.
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Duncan describes Isadora’s 1922 performance of Shubert’s Ave Maria and the Unfinished Symphony as “never more tremendous and universal”:

The cycle of life, with its eternal renewal, was before us. A gesture reaching toward the earth and then lifted upward recurred again and again, suggesting the love that nurtures children, that brings the whole race out of the bosom of earth up into the arms of God. An unutterable agony and suffering were there ... but always that hopeful, loving, upward gesture.6


Presence and Charisma

Suzanne Jaeger in writing about presence, which one often associates with charisma, refers to it as “an awareness of things uniquely coming together: one sees a spark of brilliance, a special communication between the artist(s) and the audience, a sensuously and perhaps emotionally heightened, lively awareness that unfolds within and is unique to a specific performance.”7 Presence requires the power to concentrate and focus on the singularity of the moment, ready for the shifts, accommodations and adaptations belonging to the challenge of being present, active, bodily engaged and bodily conscious in the moment. Presence occurs when the performer not only correctly repeats everything she has rehearsed, but also when she has a keen awareness of herself, the other performers and the audience in the immediacy of a live performance. It is a feeling of supreme control and power, but also paradoxically an openness to the contingencies of a live performance.8


Ann Daly describes presence as that “magnetic sense of fullness that certain dancers possess.” Her opinion is that presence cannot really be taught and that it is not contingent on technique but rather is tied up with physical and mental skills that have to do with both inner and outer focus and concentration. Daly refers to this concentration as “body listening and body singing and filling every moment as if it were eternity.” 9 Dance theorist Peggy Phelan describes a performer’s presence and command of the stage as the ability to create a “believable self, to successfully trick the audience into believing the representation of the character portrayed.”10 Sondra Fraleigh in a phenomenological approach to dance performance writes, “When I dance, I am acutely aware of my movement. I study it, try out new moves, and perfect them, until I eventually turn my attention to their subtleties of feeling, and meaning. Finally, I feel free in them. When I make any movement truly mine, I embody the motion. And in this, I experience what I would like to call 'pure presence,’ a radiant power of feeling present to myself and connected to the world.”11
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The philosopher Heidegger refers to these moments as the “ecstasy of time”— those times when past and future are realized in the present as “the moment of vision.' 12 We say we “lose track of time” when we become fully involved in an experience; then consciousness is not divided, and an act or thought emerges from a present-centeredness.13


While Duncan had extraordinary presence on stage, Isadora's every-day life, particularly her finances and love affairs, was chaotic and disor-dered. She suffered from frequent bouts of neuritis and depression, and later in life from alcoholism. Despite the enorntous sums of money she earned through touring, she was often impoverished and tormented by dozens of disastrous love affairs. However, Duncan’s dancing Self was able to transcend the limitations of her personality. In a series of famous por-traits of Duncan, renowned photographer Arnold Genthe, who shared Duncan’s romantic preoccupation with conveying an aura of transcen-dence, photographed her bathed in radiant light. In her autobiography My Life, Duncan wrote that Genthe had taken many pictures of her that were not representations of her physical being but representations of the condition of her soul and that one of them was her very soul indeed.14


I cannot really know the roots and source of Isadora’s charisma any more than I can know the inner stirrings of her soul. To pretend to approx-imate her reality in the dance would be to violate my own sense of truth. However, what I do know is that through the magic and beauty of theater, the creative imagination, and in the words of Samuel Coleridge “a willing suspension of disbelief,” I can try to create a bridge to my own “virtual reality.” What I also believe is that the experience and expression of “soul” or luminous dancing supersedes the notion of presence, charisma, and the act of “becoming a self.” It is rather a state or condition, ever-present and everflowing, of residing in a higher Self that is distinct from every-day, ordinary reality and from the ordinary personality. For me, it is a sense of abiding in a deeper, greater Self, a state that I call “beingness” rather than “becoming,” and it is the greatest challenge of dancing. To me, becoming implies not having arrived, whereas beingness connotes the expansiveness of the divine mind and a state of abiding in one’s higher nature or the Self.


Bypassing the Thinking Brain: Beingness

In this process of accessing “beingness,” the creative unconscious is released so that the mind, body, spirit, and emotion are one with the music
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and the idea, and the dancer transcends the “tyranny of technique,” which is just the means to a higher goal. Central to the experience of “beingness” is the bypassing of the thinking brain, which Isadora called the “brain's mirror,” 15 and the accessing of the intuitive mind which can more easily perceive and manifest the ineffable sense of spirit or non-ordinary Self. When that dancing moment bypasses the intellect and the thinking brain, one may be transported into an altered sense of time and space, into a non-ordinary reality characterized by heightened consciousness and a sense of awe and rapture. Numerous scientific studies have validated the notion that in deep concentration and meditation, a different part of the brain is accessed; in effect, in this process, we either shift from the think-ing, analytical brain to another area of the brain or we bypass the left brain altogether. Isadora writes frequently about how the long hours, days, and months she spent in contemplation to access the source of her dance facil-itated her spiritual vision:

After many months, when I had learned to concentrate all my force to this one Centre, I found that thereafter when I listened to music, the rays and vibrations of the music streamed to this one fount of light within me—-there they reflected themselves in Spiritual Vision not the brain’s mirror, but the soul’s, and from this vision I could express them in Dance.16

To access this deeper Self, the mind must be concentrated and in some measure, consecrated. In other words, the mind must empty itself of extraneousness thought and be present in the feeling, fully embodied in the form, and totally concentrated and focused in the moment. Thought, the idea of the dance and its related emotion must merge in a unified expression with the motion and the music. In these moments, the little self, fraught with anxiety, fear, and doubt dissolves and what I call “a higher Self,” imbued with Truth, Beauty, and Goodness, lives in the moment of the dance. For me, beingness is a state of freedom from self-doubt and judgment, liberation from the concern with self-image, with body con-sciousness, with everyday worries and neuroses, and other negative con-ditions of the individual personality. The Self is centered and whole, not fragmented, labile and unformed. When expressed and realized within the timeless time of the dance, it is rooted in the body, but the energies extend beyond the bodily self, not stagnant nor fixed, but as a flowing, pulsating, and expanding sense of Self, aligned with the eternal rhythms of nature.

Edward Warburton describes the quintessential experience of danc-ing that humans often identify with as a sense of beingness in the Here-and-Now — a sensation through which one can perceive connectedness in movement, can locate the body in three-dimensional space, can feel
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togetherness in time, and can know a oneness with a larger entity that humans often identify as transcendent religious experience.17

Stage Performance: Heightened Awareness and the

Luminous Body

‘

The adrenalin and excitement of performing onstage provides the opportunity for the dancer to experience a heightened bodily state of energy and awareness and to enter into a “virtual reality” of the imagina-tion. The breath and the palpitations of the heart may become audible and the normal dense, constricted musculature, working in harmony with the subtle energy of the breath, begins to expand and release. As the brain releases endorphins, chemicals that elicit states of joy, a sense of inner spaciousness and expansiveness may ensue. Rhythm and music help bring continuity to the psychic energy and to the movement through their pre-dictable, repetitive patterns. The mind then is free to ride on the crests of the musical waves, and harmoniously join the invisible patterns of energy that are the essence of matter. Some theoretical physicists have identified these wavelike patterns as “cosmic strings,” an invisible symphony of sound and motion.


To create a luminous, bodily state, the dancer must also cultivate other attributes and conditions. Once the dancer is on stage, she must be totally aware of all the external circumstances of the stage and house, the lights, any props, the movements of her fellow dancers, and in some cases, the audience as well. Simultaneously, she must be acutely sensitive to her own movements, sensations, feelings, inner narrative and the dialogue she has created for the dance. In performance, as the body becomes excep-tionally energized and the senses heightened, the dancer can more easily harness her energy to a point of intense concentration and focus in attune-ment with the bodily processes, movements, and ideally with the subtle energetic cosmic strings of sound and motion.


The dancer’s ability to transcend the conditions of her small self or her personality allows her to become a vehicle for the invisible Beauty, Truth, and Goodness that Isadora sought to manifest through the dance. The movement, however, must flow through a perfected form achieved through years of rehearsal and experience. The state of “beingness” is con-ditional on the quality of invocation, arousal, and aspiration and the ease with which the dancer integrates form and thought. It requires both a heightened sensibility and consciousness and the ability to engage in com-
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plete and total identification with the idea or intention; in other words, the greater the dancer’s ability to “become” that which she is portraying — whether angel, demon, huntress, or lover — the greater the possibility of an “aura of virtual reality,” verisimilitude, and radiance. The nature of the thought, the object of concentration, and the form or container that houses the thought determines the nature of what becomes visible in the body. Inevitably, the body and mind are conditioned by one’s psychology, cul-ture, political constructions of gender and identity, and the aesthetics of time and place. However, it is one’s ability to convincingly suspend the personality and conditioned self, and through the magic of theater, inhabit another altered reality, and thereby produce an aura of truth and authen-ticity.


Martha Graham wrote in 1941 that dance is "not knowledge about something, but is knowledge itself.... I am certain that movement never lies.”18 Rothman in an article on exploring the dancer’s experience of the body and the meaning of Graham’s phrase that the “body never lies,” posits that truth and authenticity are located within the individual, not in formal institutional or habitual forms. She writes that whether characterized in psychological or spiritual terms, the inner landscape or the private sensory self is deemed natural and therefore truthful not hegemonic culture.19


Thus, in these profound moments of listening to the body, in the sub-tle sounds of the breath and musical rhythms, awareness is heightened and the body/mind may expand into a greater vastness. As the mind thinks, so the body follows. If while in an expansive state of mind and body, the dancers thoughts are aligned with Duncan’s noble principles of the Good, the True, and the Beautiful, the dancer then may experience a state of exultation, communion and transformation not unlike religious ecstasy.


I Found My 'Dance and It Was a Prayer


In this regard, Dancing Duncan in its fullest expression may become an act of affirmation of a higher, ideal Self. In the profound simplicity of the gestures rendered with an exquisite economy of movement akin to a Japanese brush painting, the Self is revealed. In Duncan dance, this Self is as natural and “unself-conscious” as a tree swaying in the wind, a squirrel scampering across the grass, a Self that is one with general harmony and movement of nature. It stands in the presence of full beingness, inwardly proclaiming, “I am the Self dancing,” a Self free from arrogance, egotism, and insecurity. Beingness is revealed through the organic motion of waves,
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	Isadora Duncan at the Parthenon Theater, 1904, where she found great inspi-

	ration in the curving symmetry of its majestic Doric columns. Photograph by

	Raymond Duncan. Reproduced with permission. Jerome Robbins Dance Divi-

	sion, the New York Public Library for the Performing Arts, Astor, Lenox, and

	Tilden Foundations.
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spirals and breath rhythms executed in rhythmic harmony with the music. This involves, in part, a process of developing an inspired inner narrative and an identification with higher ideals that reveal the truth of a move-ment. Isadora understood so profoundly that in stillness and quiet con-templation lies the seed of self-awareness that leads to transformation and the essential Self. In stillness, in the silence of the breath that precedes each motion, she discovered the source of her dance. Standing at the foot of the Acropolis, she was awe-struck to see its great Doric columns rising up from the earth in perfect symmetry. As she mounted the great sloping hills towards the Parthenon, she recalled how she discovered the origin of the dance:


For many days, no movement came to me. Then one day came the thought: These columns which seem so straight and still are not really straight, each one is curving gently from the base to the height, each one is in flowing movement, never resting, and the movement of each is in harmony with the others. And as I thought this, my arms rose slowly toward the Temple and I leaned forward— and then 1 knew I had found my dance, and it was a Prayer. 20


As a prayer, the dance becomes a great call of the innermost Self radi-ating outwards from the solar plexus into the vast, eternal space. It is an affirmation of the beauty and truth of the bodily Self and a call of devotion towards some god or higher power, a homage to the divine source of life. According to LaMothe, in Duncan’s vision of the dance, people sanctify their own bodily selves as the creative, reflexive movement in and through which they generate and become (their) gods and goddesses.21 By living in the full presence of her being, the dancer creates the gods who dance.


In the fervent yearning of a prayer, in the iconic hymn of the Ave Maria, the Duncan dancer reveals herself in naked purity and understands that dancing at the feet of the gods, in homage to the noble spirits of Artemis, Apollo, Dionysus, and Aphrodite, is an act of utmost surrender. The prayer is a proclamation to lift oneself upwards towards a heavenly light in the face of darkness and despair. In the truth and sincerity of these actions, the energy radiates outward and others too are touched and lifted upwards towards the light. Duncan dancing then becomes a “high religious art” and fulfills the mission of its creator.



♦ 5 ♦

Enlightened Performance


and Dancing the Chorus

Blessed Spirits

Blessed Spirits: I stand motionless onstage gazing up at an imaginary heavenly light. I am at once, Orpheus seeking to resurrect Eurydice from the underworld and the Greek chorus of blessed spirits who remind Orpheus to look heavenward. As the music of Gluck’s Orfeo ed Eurydice begins, I begin to walk on a long diagonal with slow, rhythmic steps, my mind riveted on the steady and firm feel of my feet on an imaginary earth floor, my eyes on the light behind me, and my face concealed by the long purple silk scarf of my Grecian-style tunic. 1 am dancing Isadora’s dance but it is my own story as well, one of remembrance to stay focused on the light behind me. On the seventh step, I unveil the scarf, and for a moment, I become human, lost in the shadowy darkness of death and despair. Then, on a new rhythmic cadence, I become the heavenly spirit looking down between billowy white cumulous clouds. 1 reach down with arms and body earthward and with the weight of the world in my hands, symbolically lift up the lost souls of Orpheus, Eurydice, and all of suffering humanity from the darkness of a mythological underworld. For seven magical theatrical moments, I am enveloped and fully present in the timeless time of a Greek drama, the pro-tagonist dancing in union with the chorus and the chorus itself. lam every-man and everywoman telling Isadora’s story and my story simultaneously. 1 am the dancer and the dance)
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I Have Always Danced the Chorus

In the Art of the Dance, Duncan extolled the role of the chorus in Greek tragedy as “the eternal hymn of the struggle between man and Des-tiny2 and the embodiment of the highest ideals of the dance.” For this rea-son, she proclaimed that “when I have danced, I have tried always to be the Chorus.... I have never once danced a solo.”3 She wanted “to give back

to the dance its place as the Chorus”:

It is necessary to give back the tragic Chorus to the dance and to give back to the dance the other arts. The Chorus of tragedy is the true place of the dance. It is there that it must be, associated with tragedy and with the other arts. All the rest is decadence.4

In Greek tragedy, the role of the chorus was to restore harmony and equilibrium and to affirm life itself in the face of overwhelming suffering:

...When sorrow and suffering were most acute, the Chorus would appear. Then the soul of the audience, harrowed to the point of agony, was restored to harmony by the elemental rhythms of song and movement. The Chorus gave to the audience the fortitude to support those moments that otherwise would have been too terrible for human endurance. This is the highest aim and object of dancing. 5

Influenced by Nietzsche’s writings on the role of the chorus in Greek tragedy and her readings of Greek philosophers and poets, Duncan viewed the chorus as the facilitator and communicator of the Dionysian energies that pervade all of nature, including human bodies.6 In other words, the chorus must dance in order for members of the audience to develop a vis-

ceral bond with the chorus members that enables them to affirm the suf-fering and sorrow as powerful and pleasurable.7

In Blessed Spirits (Orfeo ed Eurydice, Dance of the Blessed Spirits), like in the Ave Maria, the chorus is evoked through both the solo figure and the use of group- forms and monumental, sculptural gestures and move-ments. However, stripped of words, lyric poetry, and elaborate pantomime, Duncan’s abstract, modernist chorus danced to Gluck’s orchestral music fails to rise to the levels of redemption and salvation envisioned in her exalted writings. In reality, the movements of Duncan’s chorus (danced by anywhere from six to twelve dancers), while lighter and less weighted than that of the solo figure, serves mainly to amplify the gestures of the soloist.

Duncan’s vision of the soloist as the chorus distinguished her art from other popular forms of self-expression of her day, and today, the ability of the soloist to dance as the chorus is one of the defining elements of enlightened performance in Duncan dancing. The soloist, nearly always
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occupying center stage after the group enters, is the chorus: the embod-iment of multiple bodies, images, characters, and/or narratives: simulta-neously and alternately, she is Orpheus, the chorus, the heavenly angels, all of suffering humanity and the historical memory of Isadora. Thus, the challenge for the dancer is to express these three or four inner narratives: Isadora’s story, the mythological or historical story, humankind’s universal story of suffering and salvation, and the dancer’s own personal story and her connection with the theme.


Duncan employs a variety of choreographic and performative devices to suggest these invisible, multiple bodies that may include her use of 360 degree focus, opposition of body parts, dynamics and energy, and/or poses and gestures that evoke images of famous sculptures and paintings. As the opening solo progresses, the images keep appearing and reappearing in different sequences with varying dynamics, gestures, and floor patterns. Humanity is summoned to lift itself up from despair first through one arm gesture, then with two arms, each time the torso descending in a forward curve, giving into weightiness and then rising up with great resistance to begin walking on a long diagonal towards the light. Oppositional images and dynamics — heaven and earth, darkness and light, sorrow and hope, heaviness and lightness — create dramatic tension. Body parts — a left leg, the right side of the torso— yearn and struggle for dominance until one side crests and arcs upward, then gently yields to the force of gravity, resuming harmony and equilibrium in the wholeness of the body itself.


Dance of the Blessed Spirits

In Blessed Spirits and its companion piece, Dance of the Furies (both circa 1910), as in many of the other dances that reference Greek tragedy and visual art, Isadora drew heavily on visual images from Greek vases, bas reliefs, and sculptures, as well as the themes in Gluck’s opera Orfeo ed Eurydice drawn from Ovid’s Greek mythology. In Act 1 of the opera, Orfeo, surrounded by a chorus of shepherds and nymphs, is lamenting the loss of his beloved wife Eurydice who has died and been banished to the underworld. Amore appears, telling Orfeo that he may go to the Underworld and bring Eurydice back if he promises not to look at her until they return to the light of the earth world.


In the opening flute solo in Act 11, set in the mythical Elysian Fields, the dancer shields her face with her long, weighted scarf as if blinded by shame or walking through darkness.- In the opera, Elysium or the Elysian
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Fields represents an ancient Greek conception of the heavenly, blissful afterlife. Arriving in the Elysian Fields, Orfeo finds no solace in the blissful beauty of his surroundings for his Eurydice is not yet with him. He implores the spirits to reunite him with his beloved.8

As the dancer majestically opens the scarf, her arms gesture towards the mythical light of Elysium in the distance. The curving arcs of Duncan’s signature swaying motion that often evoke water and waves suggest in this dance, a healing ritual that wipes away the vestiges of sorrow and tragedy. Directed at the phalanx of dancers poised symmetrically to her right and left, she weaves through the lines of dancers like a high priestess cleansing humanity of its sins. Standing solemnly in place, the chorus of dancers arc and sway their upper bodies from side to side in long, languished sighs. As the lines of dancers rise up on their toes and then gently fall and skim lightly across the floor in horizontal lines, crossing from left to right or right to left and back again, they symbolize heavenly spirits who uplift Orpheus in his despair and release him from the underworld. On a more universal level, the chorus of heavenly spirits suggests a conquering of the carnal nature, a triumph of the spirit and a harbinger of hope and light in the midst of darkness.

The Light of the Spirit: The Luminous Dancer

To portray this sense of light and hope, the dancers must activate the light of their own spirit or “soul” in the process, an act of great imagination and concentration. Enlightened performance involves the act and action of being totally present and residing in the center of her being [beingness]. The dancer’s mind must be elevated beyond the human and corporeal; if the dancer is fully present, she is capable of suspending belief and becomes like an angelic being inhabiting a heavenly sphere. Her mind is filled with serenity, her body is buoyant with lightness, and she skims across the top of the floor effortlessly. Lightness and serenity become visible as radiant luminosity that animates the movements. For Isadora, the truly creative dancer was one who could access this luminosity:

There are those [dancers] who convert the body into a luminous fluidity, sur-rendering it to the inspiration of the soul ... [who] understands that the body by the force of the soul, can in fact be converted to a luminous liquid....

When, in its divine power, it completely possesses the body, it converts that into a luminous moving cloud, and thus can manifest itself in the whole of its divinity .... Imagine then a dancer who, after long study, prayer and inspi-ration, has attained such a degree of understanding that his body is simply
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the luminous manifestation of his soul; whose body dances in accordance with a music heard inwardly, in an expression of something out of another, a profounder world.9

Dance as a High Religious Art

Blessed Spirits is one of the most spiritual of all of Isadora’s dances, and it is fitting that the chorus plays a dominant role in the choreography
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to further Duncan’s mission for dance to become again a “high religious art.’’10 Duncan’s notion of religion was not rooted in any traditional concept of religion as an organized collection of beliefs, cultural systems, or world view's. Her religion was firmly rooted in the body, not the profane body, but the body as holy and sacred, a source of Beauty and a site where her ideals and aspirations would be realized. She felt that the dancing body is sacred when it aspires to express the spiritual, but it is profane when it remains at the level of sensuality:


...there are two classes of dancing: the sacred and the profane.... Profane [is]


... that dancing which expresses the physical being and the joy of the senses, whereas sacred dancing expresses the aspirations of the spirit to transform itself into a higher sphere than the terrestrial.11

Nancy Reynolds writes that Duncan dared to proclaim that the stage could be a spiritual territory where the body became a window' to the soul.12 Isadora locates the source of “divine expression” in the solar plexus, the “temporal home of the soul.”13 Thus, dance is a bodily response to a “central spring” or “motor power” that reveals the stirrings of a physical-ized soul and provides a visible sign of inner spirituality.14 Writer W. L. Hubbard in describing the spiritual quality of Duncan’s dancing wrote, “She freed it from all that is material and of the flesh.”15 The Russian critic Andre Levinson, was awed by Isadora’s art and referred to it as “the cult of the transfigured flesh, the religion of the body, the habitat of the gods.”16


Isadora’s references to soul have been dismissed by some scholars as the idyllic yearnings of a late 19th century Romantic. Other scholars writ-ing about her notions of spirituality and soul have theorized that her ideal of dance as a “high religious art” was constructed as a rationalized, intel-lectual project to legitimize dance as a noble art form and to construct an alternate morality to the prevailing late 19th century and early 20th cen-tury Christian puritanism. In her efforts to legitimize and elevate the status of dance, indeed Duncan rebelled against not only the Christian puritanism of her day, but also against a pervasive mind/body dualism that dates back to the early Christian Neoplatonists, notably St. Augustine


Opposite'. For Isadora, the truly creative dancer was one who could convert the body into a luminous fluidity, surrendering it to the inspiration of the soul. While the photographer is unknown, this photograph from 1908 is similar in its quality of luminosity to ones taken by Arnold Genthe which Isadora proclaimed “rep-resented the condition of her soul and sometimes her very soul indeed.” Repro-duced with permission. Jerome Robbins Dance Division, the New York Public Library for the Performing Arts, Astor, Lenox, and Tilden Foundations.
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of Hippo. The Neoplatonists viewed the body as corporeal, physical, emo-tional, and sexual, while the mind is discriminating, ethereal and chaste. The body is unthinking and the mind thinking.17 Duncan countered this view by declaring the intelligence and sacredness of the body, finding a powerful justification in her readings of the philosophy of Nietzsche and Schopenhauer, among others. LaMothe theorizes that Nietzsche’s writings can shed light on what Duncan might have meant by the word soul in terms of an experiential, transformative phenomena that occurs in the act of dancing, in a body whose senses are trained arid tuned.18 For Nietzsche, the body was the soul incarnated: “Body am I entirely and nothing else; and soul is only a word for something about the body”19:

In song and in dance man expresses himself as a member of a higher com-munity; he has forgotten how to walk and speak and is on the way toward flying in the air, dancing. His very gestures express enchantment ... he feels himself a god, he himself now walks about enchanted, in ecstasy, like the gods he saw walking in his dreams.20

LaMothe posits that soul represents an image that a body creates of itself, of its essence or most valued self. In using soul language to describe dance, Duncan positions dancing as a practice for helping people overcome the puritan reduction of the senses at work in western culture.21 A god who can dance is an ideal that symbolizes affirmation of life. LaMothe’s view-point is that Duncan's religious language is the key to understanding her dance practice as enacting Zarathustra’s call to have faith in the body and its great reason.22 By thus elevating her art to a religious status, Duncan revalued the dancing female body among the artists and intellectuals of her day and attained greater credibility with the aristocratic patrons of her art.

The Mystical Experience of the Soul

While intellectually, Duncan’s writings and philosophical ideas were strongly influenced by her readings of Nietzsche, as well as by other thinkers such as Schopenhauer, Whitman, Rousseau, and Ernest Haeckel and her need to legitimize dance and revalue Christian religion, scholars tend to disregard the experiential, non-rational component of Duncan’s descriptions of her spiritual and mystical experiences. Duncan’s philoso-phy and theory of art is most likely a complex composite of “all that she is”— her personality, education, race,- class, gender, intellectual influences,
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and training — the totality of her heredity and environment, not necessarily just the product of her readings of Nietzsche and other philosophers and artists.

Duncan’s conceptual ideal of soul was not just an intellectual project, but also largely a product of her experience of the sacred, where her body became the primary site of her knowledge. Duncan, as evident in both her writings and in the quality of her dancing, often experienced ecstatic states and moments of clairvoyance, both in the act of dancing and at crit-ical life junctures when she was not dancing. She deemed these experi-ences as holy and reverent on their own terms, beyond her political, religious, and social needs to justify, elevate, and sanctify dance as a high art. Prior to the death of her children, she experienced moments of clair-voyance and strange premonitions, and after the children died, she describes being transported into a momentary state of exaltation:

They feared the shock would make me insane, but I was, at that time, lifted into a state of exaltation. I saw everyone around me weeping but I did not weep. On the contrary, I felt the immense desire to console everyone else. Looking back it was difficult for me to understand my strange state of mind. Was it that I was really in a state of clairvoyance, and that I knew that death does not exist — that those two little cold images of wax were not my children, but merely their cast-off garments — that the souls of my children lived in radiance, but lived forever. 23

Duncan’s ecstatic states were characterized by a sense of being infused with light and a transformation of consciousness and awareness. Through the dance, she sought to discover the source of this vibrating light within the body, what she called the “the centrifugal force reflecting the spirit’s vision.” 24 In an interview with Mason Redfern in 1917 prior to a perform-ance of her Chopin repertory at the Columbia Theater, Duncan remarked, “When I am dancing, the movements succeed one another so rapidly, so spontaneously it would seem— though every effect is carefully worked out beforehand — that I hardly know what I am doing and my state of mind

is akin to clairvoyance.” 25

Most likely, Duncan’s concept of the soul was that of a mystic, a prod-uct of direct spiritual revelation experienced by poets, artists, devotees, and supplicants throughout recorded history. Duncan claimed that the “real American is not a gold chaser or money lover, but an idealist and a mystic.” 26 However, mysticism does not conform to one set of criteria or characteristics; rather its practices, discourses, and qualities, while all dealing with personal transformation, vary according to the tradition, cul-ture, philosophy or religion.
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	Contemporary Mysticism and Spirituality in
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	Dancing Duncan
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	Most contemporary Duncan dancers are drawn to Isadora’s work in
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	large part because of its spiritual quality. In a diverse and highly globalized
	
	
	
	
	
	

	
	world, the expression of “spirituality,” “mysticism,” and/or “dance as reli-
	
	
	
	
	
	

	
	gion” has much more complex, varied,' and nuanced interpretations. The
	
	
	
	
	
	

	contemporary dancer interprets the spiritual aspects of the work largely
	
	
	
	
	
	

	from her own cultural belief system and internaTexperience of embodied
	
	
	
	
	
	

	
	spirituality or dance as religion. My personal expression of spirituality is
	
	
	
	
	
	

	
	a product of experiences that I self-identify as “mystical” or as “non-ordi-
	
	
	
	
	
	

	
	nary reality” that have transpired both within the context of dancing and
	
	
	
	
	
	

	
	outside of the dance. My concepts and ideas about these composite expe-
	
	
	
	
	
	

	
	riences shape the dancing experience, as well as contribute to the forma-
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	tion of my personal belief system.
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	According to 19th century psychologist and philosopher William
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	James, the “root and centre” of personal religion is in mystical states of

	
	consciousness.
	27
	The mystic seeks communion or conscious awareness of

	
	
	
	

	
	an ultimate reality, divinity, spiritual truth or God through direct experi-

	
	
	
	
	
	
	
	
	
	
	
	

	
	ence, instinct, or insight. James proposed a number of markers of the mys-
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	tical experience in his famous lectures published in 1902: ineffability or
	
	
	
	

	
	that which defies expression; noetic quality or states of insight, illumina-
	
	
	
	

	
	
	
	
	
	
	
	
	
	

	
	tion or revelation into the depths of truth unplumbed by the discursive
	
	
	

	
	intellect imbued with significance; and transiency. While some mystical
	
	
	

	
	states are facilitated by preliminary voluntary operations, such as fixing
	
	
	

	
	the attention or going through certain bodily performances, the mystic
	
	
	

	
	
	
	
	
	
	
	
	

	
	often feels as if his own will were in abeyance, and sometimes as if grasped
	
	

	
	by a superior power.
	28
	Based on her writings, Duncan probably experi-
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	
	

	
	enced a variety of ineffable mystical states, both spontaneous and self-
	

	
	induced through her powers of concentration as a dancer and her invo-
	

	
	cation of the “mysteries.” Duncan claimed in her autobiography that the
	

	
	agentive act of “placing a motor in soul” would cause involuntary move-
	

	
	ment responses where her legs, arms, and whole body would move inde-
	

	
	pendently of her will.
	29
	Poet Walt Whitman, whom Duncan credits as one
	

	
	
	
	
	

	
	of her few “dance” masters, also exudes some of these markers of the mys-
	

	
	tical experience identified by James:
	
	
	
	
	

	
	
	
	
	
	

	
	
	I believe in you, my Soul— the other I am must not abase itself to you,
	

	
	
	And you must not be abased to the other.
	
	
	

	
	
	
	
	
	

	
	
	Loafe with me on the grass, loose the stop
	from your throat,
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Not words, not music or rhyme I want, not custom or lecture, not even

the best, Only the lull I like, the hum of your valved voice.

I mind how once we lay, such a transparent summer morning, How you settled your head athwart my hips, and gently turn’d over

upon me,

And parted the shirt from my bosom -bone, and plunged your tongue to my bare-stript heart,

And reach’d till you felt my beard, and reach’d till you held my feet . Swiftly arose and spread around me the peace and knowledge that pass

all the argument of the earth, And I know that the hand of God is the promise of my own,

And I know that the spirit of God is the brother of my own;

And that all the men ever born are also my brothers, and the women my sisters and lovers,

And that a kelson of the creation is love. 30

In The Idea of the Holy, Rudolf Otto coins the word “numinous” to define the mystical experience. He describes the experience as a mysterium tremendum, the ineffable core of religion that inspires awe, creates immense vigor and a sense of rapture. Outside the realm of normal expe-rience, the numinous, mystical experience grips or stirs the human mind in a variety of ways:

The feeling of it may at times come sweeping like a gentle tide, pervading the mind with a tranquil mood of deepest worship. It may pass over into a more set and lasting attitude of the soul, continuing, as it were, thrillingly vibrant and resonant, until at last it dies away and the soul resumes its “profane,” non-religious mood of everyday experience. It may burst in sudden eruption up from the depths of the soul with spasms and convulsions, or lead to the strongest excitements, to intoxicated frenzy, to transport, and to ecstasy.31

For the individual mystic, according to Otto, the experience might occur spontaneously or be induced through invocation, meditation, fervent prayer, or pilgrimage to a holy site. Otto claims that a predisposition towards religions experience is innately human; while it may lie dormant or only gradually be awakened, it is a characteristic not just of some indi-viduals, but of the whole human species.32

My own experiences have sometimes been ineffable, other times noetic, numinous, and revelatory. At times, they have been induced through deep concentration, prayer, and meditation, while other times, they have arisen spontaneously. Within the context of dancing Blessed Spirits and Ave Maria for example, the experience is more often ‘ like a gentle tide,” while the Dionysian-inspired Bacchanal to Gluck’s Iphigenie invokes a more ecstatic state. Outside the dance context, the experiences are less rooted in bodily sensations. At times, these spiritual experiences
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have felt like they were outside the body, and existing within a different quality of consciousness that was tranquil, still, and absent of conflict and constant fluctuations of thought.

Ken Wilbur postulates that spiritual states tend to emerge in similar sequences across traditions, and that transpersonal states fall into four major groups that possess underlying commonalities. Gross states are dom-inated by sensory experiences such as a sense of ecstasy when gazing at a sunset'. Subtle states are either formless experiences comprised of pure light or sound or experiences with form that may manifest as angels or spirits (e.g. the yogic experience of Samadhi or Christian “illumination”). Causal states are where both sensory and mental experiences drop away and only unbounded, ecstatic consciousness remains. Lastly, non-dual states are where sensory and mental experiences are recognized sponta-neously as projections of consciousness, Spirit, or Mind.33

R. C. Zaehner in Mysticism Sacred and Profane distinguished between three distinctively different types of mystical experiences: theistic (Judaism, Christianity, Islam); monistic (related to Hinduism and Buddhism); and nature mysticism. Zaehner theorized that natural mystical experiences are characterized by such common traits as a sense of oneness with nature, a sense of the unity of all things, symbolic images of earth, heaven, and sea, and a clear sense of immortality.34

The Home of the Soul

James, Otto, Wilbur, Zaehner and Walsh’s theories, however, do not specifically address the issue of embodied spirituality, and largely conceive of the locus of the soul experience to be in the mind, not the body. With regard to dance, the question arises as to whether the locus of the impetus towards the experience of soul exists initially in the mind or in the body. LaMothe posits that for Isadora, the body’s impulses and sensations cre-ated the experience of “soul.” While the experience of dancing may generate conceptual ideas, thoughts, and feelings on its own terms in a particular moment in time and space, conceptual ideas, beliefs, and the quality of mind profoundly shape the quality and experience of dancing. For exam-ple, if I execute the gestures of Blessed Spirits with the same level of opti-mum physicality, but change the accompanying thoughts, the body “will not lie” and will reflect the quality of my thoughts. Profane thoughts will generate an angry, hard physicality. If I execute the gestures mechanically with no intentional motivation or uplifted thought, then the gestures will
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appear rote and mechanical. While the physical condition of the body clearly has some influence on the mind (e.g., a sick, tired body will create a dull and lethargic mind), my belief is that the mind, consciousness, and conceptual beliefs are the primary agents for the activation of the soul.

James, Otto, Wilbur, Zaehner and Walsh’s general theoretical cate-gories of mysticism may be of significance for the contemporary dancer in that they affirm that the ecstasy of the dance that Duncan described and experienced, while varied in nature and context, may be accessible to all seekers. While clearly Duncan’s concern was how the act and action of dancing opened the bodily self up to the “divine,” her writings also reveal that the nature of her experiences have strong parallels to Wilbur’s cate-gorizations as gross (a sense of awe) and subtle (filled with light). Her non-dancing descriptions of pilgrimages to the Acropolis and other temples in Greece and her long meditations by the sea in search of the “real dance” are filled with a sense of awe and rapture, and thus might be contextualized as a type of nature mysticism, rooted both in undivided body and mind.

Dance as a Vehicle for Accessing the Divine

In general, dance as a medium that promotes mind/body integration is transformative in nature and particularly well suited to access the deeper recesses of the Self or the soul. Throughout the world, dance is a vehicle through which devotees access the divine and express their idealized images of the gods. Erika Bourguignon in Religion, Altered States of Con-sciousness, and Social Change noted that 90 percent of the world cultures she studied reported institutionalized culturally patterned forms of trans-formation experienced through dance.35 Studies of sacred dance through-out the world reveal some common characteristics and conditions that facilitate transformative states: repetition of simple movements and ges-tures over a long duration; a natural environment and a meditative, rev-erent atmosphere; receptivity of the dancer; and prolonged invocation of the sacred, among other traits. Many of these same conditions characterize Duncan dance with its simple, repetitive gestures, images drawn from nature, and reverent philosophy.

I have found it remarkable on a number of occasions teaching and/or performing with indigenous peoples in Latin America that Duncan’s sig-nature movements resonate deeply with the spiritual perspective and movement sensibilities of indigenous peoples. The weighted body curving forward in homage to the earth, the open arms and chest arching up towards
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the sky, and the motivation and source of movement centered in the heart (solar plexus) find some parallels with indigenous peoples’ dance gestures that reference Father Sky, Mother Earth and the heart center. Isadora was not only inspired by nature but like Native Americans, she intensely observed nature, profoundly sensed its rhythms and pulse, and intuited its fundamental truths. While one might imagine that Duncan would have written disparagingly about Native American dance and culture as “prim-itive” and/or “savage,” as she did about African culture, she shared with them a deep sense of reverence towards nature. t

While the choreography provides the possibility of experiencing transformative states, the dancer must empower the movement by attun-ing herself to the “divine continuity which gives to all of Nature its beauty and life.”36 In this attunement, in the state of “beingness,” the dancer has the possibility of experiencing the rapture of the mysterium tremendum and realizing the artistry of enlightened performance. With this artistry, she becomes the chorus of Blessed Spirits, restoring harmony and equi-librium, affirming life in the midst of darkness, and manifesting the highest ideals.


♦ 6  ♦

The Art of the Solo Dancer

The Brahms, Chopin

and Gluck Dances

Dancing Solo

To be a Duncan dancer, one has to have the potential to be a soloist and to command the stage in both movement and in stillness. Most of Duncan’s great signature works are solo dances that relied on the power and charisma of her personality and her ability to imbue a single movement with radiant presence. Duncan’s first American tour in 1908 was billed as a “feat of endurance never previously seen outside of Europe ... the first example of a single artist devoting a whole evening to dancing.”1 The artist Jose Clara wrote a description of the impact that Isadora made upon her audiences in her 1902 - 03 performances:

When she appeared we all had the feeling that God— that is to say Certainty, Simplicity, Grandeur and harmony — that God was present. She awakened or recreated all the fervors of the ideal and of Art; the finest dreams and highest visions were born and unfolded through the magic of her movements. Never was Prayer more ardent, Victory more irresistible, Virgin purer, Graces younger, Fufy more tragic, Serenity more luminous than she— Isadora.2

Duncan often remarked that it was the great actresses Ellen Terry and Elenora Duse from whom she learned the power of vibrating stillness and great stage charisma. Duncan shared their ability to make emotion visible in the body, to reveal its inner truth, and to give the illusion of complete spontaneity. Elenora Duse was considered the “Holy Mother” of the the-ater whose mysterious power stemmed from her negation of the very idea of acting. She had never depended on the brilliant contrivances of her
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	actress-competitors and her style was quiet, musically astute, and unmelo-

	dramatic. Duse was said to evoke the glamour of Sarah Bernhardt, the

	loveliness and compassion of Ellen Terry and the tragic, heroic weight of

	the mature Isadora.
	3
	Bernard Shaw said that every famous man of the last

	
	
	

	quarter of the nineteenth century who was also a playgoer was in love with

	Ellen Terry.
	4
	Terry told her lecture audiences, “An actress does not study

	
	
	

	a character with a view to proving sqmething about the dramatist who

	created it. Her task is to learn how to translate this character into herself,

	
	how to make its thoughts her thoughts, his words her words. It is because

	
	I have applied myself to this task for a great many years that I am able to

	speak to you about Shakespeare’s women with the knowledge that can be

	
	gained only from union with them.”
	5
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	
	
	The art of the solo female dancer defined
	much of the development
	
	
	
	

	
	
	
	
	
	
	

	of 20th century modern dance from Isadora, Loie Fuller, Mary Wigman,
	
	
	

	
	Ruth St. Denis, Doris Humphrey, Martha Graham, Katherine Dunham
	
	
	

	
	and others who dared to inhabit the solitary space of the concert stage
	
	
	

	
	alone, often devoid of scenery, elaborate costuming, or props. These artists
	
	
	

	
	defined
	themselves through a fervent spirit of individualism and non-
	
	
	

	
	
	
	
	
	

	
	conformity to the conventions of their day; they courageously defied puri-
	
	

	
	tanical attitudes towards the female body and proclaimed their freedom
	
	

	
	
	
	
	

	
	and independence to express the uniqueness of their individual voices.
	
	

	
	
	
	
	
	
	
	

	
	
	
	
	Duncan had to stand unwaveringly alone in the process of experi-
	
	

	
	
	
	

	
	mentation and discovery when confronted by scorn, ridicule and derision
	

	
	by audiences, critics, and the puritanical public who rejected her radical
	

	
	social and political ideas, unconventional mores, and shockingly bold
	

	
	dancing body. Irma Duncan in writing about Isadora’s Russian days
	

	
	recounts one of the condemning comments of the Boston public and offi-
	

	
	cials in her memoirs: “The only thing artistic about a woman is her mod-
	

	
	esty. Remove so much of her clothing and that modesty is gone, and you
	

	
	have only vulgarity left, and that’s what the men go to see.”
	6
	
	
	
	
	

	
	
	
	
	
	
	
	


The Soloist's Challenge

In the studio during the endless hours of rehearsal, in the moments before and after performance and in the barely perceptible moments of performing between thought, breath, and image, the dancer inhabits a real-ity where she is ultimately alone. Philosopher Jean-Luc Nancy describes the solo dancer’s experience as one of “exceptional aloneness,” a unique phenomenon among the arts. For Nancy, the world is always a world of
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beings whose primary existence is that of being with, being outwardly directed to others. He says that the meaning of Seal (e) au monde — alone into the world — is that the solo dancer makes a world through performing movement. H/she must discover challenging new ways of relating to the world. “The movement of opening up the self,” he says, “is for me imme-diately the nature of dance,” of bringing the dancer’s presence, which is always something fluidly flowing from what precedes it into what succeeds it.7

The Duncan soloist inhabits this great, empty space and stands rel-atively naked and vulnerable in front of an audience; within a minimalist vocabulary of gestures and locomotive steps, she is fully revealed. She can-not conceal herself behind costuming, film projections, or props, nor hide behind complex phrasing and rapid movement sequences nor move simply as a post-modern body exploring time, space, and motion. Feminist scholar Elizabeth Grosz describes the dancing solo body as a “volatile” body, nei-ther private or public, self or other, natural or cultural, psychical or social, instinctive or learned, genetically or environmentally determined. For the female dancer, the solo form highlights this volatility because it is simul-taneously a spectacular and an intimate act.8 Ramsey Burt writes that dancers are very much aware of being a “self” and “having” a self at the same time, as they work with their own bodies and of the great effort it takes to develop and maintain their technical abilities through regular classes and rehearsals.9

The Soloist as the Chorus

The Duncan dancer must declare some imagined, mythic, or real image of self in its relationship to the human condition, to nature, or to an unseen, metaphysical world. In part, perhaps for this reason, as well as to further her mission to elevate the art of the dance to the status of a religion, Isadora declared that she had never danced a solo and that she had always tried to be the chorus. The Duncan soloist has to construct and recon-struct a multiplicity of identities that shift from moment to moment in the course of a single, brief dance. She is at once alone and not alone as she fills the space with her multiple selves. She is at once a Greek nymph and a modern woman, the lover and the beloved, the pursued and the pursuer. The dancer may inhabit the stage with a host of invisible companions: a sister, a lover, a friend, or a chorus of angels or guardian spirits. The dancer may be vulnerably human, subject to fragile emotions of grief and fear or alternately inhabit a natural world, a mythical world of satyrs, or a super-
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Detail of Francois Rude’s Depart des Volontaires dit la Marseillaise. This detail appeared on the cover of the magazine L’lllustration, June 20, 1936. The mag-azine featured a large article on Isadora on April 26, 1927, about five months before her death on Sept. 14, 1927. Photograph by Doris Biiger (pseudonym: Drachin von Terra). Reproduced with permission. © Musee des Beaux-Arts de Dijon, France.

natural world of gods and goddesses. Her cultural milieu may inhabit the world of revolutionary Russia, romantic Vienna, the spaciousness and free-dom of the American West, the primeval forests of ancient Greece, or the bourgeoisie concert halls of Europe.

In her autobiography, Duncan describes a “feeling of multiple oneness” while dancing asThe fifty daughters of Danaus in The Suppliants of Aeschy-lus.10 “At the end of Iphigenie, the maids of Tauris dance in bacchanalian joy for the rescue of Orestes. As I danced these delirious rondos, I felt their willing hands in mine; the pull and swing of their little bodies as the rondos grew faster and madder.”11 Critics, such as Carl Van Vechten, who viewed

Opposite: In her revolutionary dances, notably the Marseillaise, Duncan incor-porates poses suggestive of Francois Rude’s sculpture on the Arc de Triomphe in Paris. Photograph of Francois Rude’s Le Depart des Volontaires de 1792, dit La Marseillaise. Photograph by Francois Joy. Reproduced with permission. © Musee des Beaux-Arts de Dijon, France.
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Duncan’s performances in the early 20th century, were awed by Duncan’s ability to suggest multiple bodies on stage. In response to a 1916 perform-ance of the Marseillaise, Van Vechten wrote that Duncan’s movements invoked “the hideous din of a hundred raucous voices.”12 In her revolutionary dances, notably the Marseillaise, Duncan incorporates poses suggestive of Francois Rude’s sculpture on the Arc de Triomphe de I’Etoile in Paris, Rudes’


Depart des Volontaires dit la Marseillaise, Marianne, the French symbol of war,' and of Delacroix’s Liberty Leading the People. As a potent multivocal symbol, Delacroix’s sculpture may suggest to American audiences the Statue of Liberty, the revolution of 1776, and/or the U.S. historical friend-ship with France. Carrie Preston postulates that the partially realized living image of Delacroix’s Liberty invites the audience to join the battle and fill in for the missing figures, the mass of soldiers that followed Marianne.13

The challenge for the contemporary Duncan dancer as soloist is to understand and transmit the multiple layers and levels of the dance. These layers resonate to both the dancer and audience as kinetic symbol and metaphor. They operate in a similar way to a visual symbol such as a cross that can simultaneously refer to Christ, Christianity, the crucifixion, suf-fering or simply a plus sign or the four cardinal directions — North, South, East and West — depending on the emotive associations aroused in the viewer and the power of the symbol itself. In the Marseillaise, for example, the sculptural images evoking the French revolution operate as multivocal metaphor and symbol in that they refer simultaneously to a multiplicity of ideas, concepts and images.


Witnessing the Self

One of the greatest challenges for the solo dancer is that she must be willing to observe and witness herself deeply: to observe her flaws and weaknesses objectively, her strengths and her possibilities, and the nature of her tears and her joy. She has to dig deep into her psyche to find the inner motivation, the “motor in her soul” and the inspiration that arouses her emotional memories. Her concentration must be impeccable so that a cough, a baby crying, a door slamming, and other noises do not distract her in the moment of performance. Often, the performer’s mood, concen-tration, and emotions will not be stable and will fluctuate with given con-ditions and events; inspiration and strong emotional memories may not arise. In these cases, the solo dancer has to use the strength of her creative will to invoke the memories, fusing the will with feelings. She might try
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to develop her own point of view, an opinion, or conception of what she needs to feel to arouse feeling itself. Moreover, always, the dancer has to prepare and persevere, each time with greater commitment and concen-tration if she wants to continue to grow.

To dance alone is a process of self-interrogation, a constant investi-gation of who one is and who one might become in the moment of the dance. The process of rehearsal and dancing is fraught with ambivalence, and most dancers vacillate between certainty and uncertainty, conviction and self-doubt, self-proclamation and self-denial. Burt writes that for the modernists, the dancing body was becoming a key site within which the struggle between the uncertainty of modern life and supposed stability and fulfillment and the elusive qualities of truth and meaning takes place.14 To traverse this rocky terrain one must face the imperfections of the self, and this is ultimately an act of courage.

Dancing Solo Through the Generations

Individual interpretations of each solo in the Duncan repertory may vary distinctly from dancer to dancer, reflective of her unique physique and personality and of changing social, political and cultural conditions over time. The trend since the 1920s has been towards increasing physical virtuosity and athleticism as dance technique and training has become more rigorous, comprehensive, and prevalent in both the private and pub-lic school sectors.

In studying films and videos of solos performed by numerous other 20th and 21st century disciples, it is evident that there is a great deal of variation in the details of the gestures and in the phrasing of both the solo dances and ensemble works. The Duncan work lends itself to personal interpretation like a musical score, and the ethos of the Duncan dancer, like all modernists, is one of individualism and personal authenticity. Julia frequently admonished us not to be what she called “cookie cutter” dancers, and she derided Balanchine dancers who all conformed to Balanchine’s aesthetic of the thin, waif-like sylph. Above all, the Duncan dancer has to be unique and fully herself.

Additionally, the nature and process of transmission changes over time, as each disciple who transmits the work to a subsequent generation passes on her own aesthetic values, biases and idiosyncrasies. Over the 15 years in which Julia coached us in the work, her memory and execution of the movements varied from year to year as well. To some degree, this
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	is a natural process in the oral and kinesthetic transmission of a body of
	
	

	work and probably holds true for interpretations of other masters over
	
	

	generations who did not codify, notate, or film their choreography. How-
	
	

	ever, despite these inconsistencies of gesture and variations in style, form,
	
	

	and dramatic interpretation, Duncan’s choreographic works are clearly
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	recognizable and individually distinctive.
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	‘

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Dancing Solo in the Isadora Duncan Dance
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	Ensemble
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	Before establishing the company, I learned many of the solo works from
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	Julia, Hortense Kooluris or from collaborations with Lori Belilove. Julia
	
	
	
	
	

	
	was very specific and detailed in her coaching, but after a number of ses-
	
	
	
	
	

	sions, she tended to relinquish her authority over and input into the dance
	
	
	
	
	

	
	to allow the mature dancer the freedom of self-discovery. In rehearsal, I
	
	
	
	
	

	
	tended to be stricter and more disciplined with myself than Julia ever was
	
	
	
	
	

	with me. From my other mentor Eleanor King, I learned to rehearse “down
	
	
	
	
	

	
	to the fingernails”; every angle of each finger and body part in Eleanor’s
	
	
	
	
	

	
	choreography had, for her, a set angle, placement or form. Performances
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	

	
	by any of Eleanor’s dancers rarely measured up to her expectations.
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	

	
	
	
	As a solo artist, I rehearsed each dance alone in the studio for hours
	
	
	
	

	
	
	
	
	
	
	

	
	upon hours at a time, scrutinizing each run through until I felt I had mas-
	
	
	

	
	tered not only the technical mechanics in a given execution that day, but
	
	
	

	
	most importantly, brought something new and genuine to the performance
	
	
	

	
	in that moment. In rehearsal and performance, inner satisfaction only came
	
	
	

	
	in rare moments when my interior thoughts and feelings were fully riveted
	
	
	

	
	on the idea of the dance in every moment and when the music simulta-
	
	
	

	
	neously animated each emotion so deeply that it seemed to emanate and
	
	
	

	
	vibrate from every pore and cell. A distracted thought, related to physical
	
	
	

	
	
	
	
	
	

	
	technique, form, or some fleeting, unrelated thought would rob the gesture
	
	

	
	or phrase of its integrity. At that moment, I would have to stop and begin
	
	

	
	the dance again, and then again and again, constantly striving for that elu-
	
	

	
	
	
	
	

	
	sive perfection and the birth of something fresh and new.
	
	

	
	
	
	
	
	

	
	
	
	
	In one sense, the harshly critical dance environments of my earlier
	

	
	

	
	training drove me to strive for an elusive perfection, but in another sense,

	
	the glaring, critical eye of the master teacher/mentor oftentimes robbed

	
	me of inner freedom and the space for self-discovery. In reaction to my

	
	own dance “upbringing,” I constantly struggled to balance discipline and

	
	freedom, self-criticism and confidence. From the current vantage point
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of a now, much older dancer, a kinder, gentler inner voice with regard to myself, might have better facilitated more confidence and inner freedom to grow and develop more quickly as an artist.

Theater director Stanislavski’s writings on the actor’s methodology, which were much more explicit than Isadora’s, help to elucidate the interior process of mastering the art of the solo. Stanislavski emphasized that if the actor does not make the essence of the drama his own essence, if he really does not believe that the secret of true creativeness lies in his confidence in the subconscious, he will play according to past patterns and everything will be tedious and familiar. The feeling of the actor must not be ready-made beforehand somewhere on the shelf of his soul. It must arise spon-taneously on the stage. Stanislavski wrote that an actor must “agitate from the essence” or in other words, make the essence of the drama his own essence and live his own temperament on the stage rather than from a con-ceived image. He felt that true creativeness can be realized only when an inner impulse to work or a “readiness” which he referred to as “artisticality” is present. To develop this ability, the actor must learn to seek something new at each rehearsal and not reiterate what was discovered at previous rehearsals. Additionally, the actor must have faith and a “will to believe,” or in other words, he must take for truth whatever he creates out of his

own fantasy.15

I certainly found that “artisticality,” “will to believe,” confidence, and “agitating from one’s essence” are important criteria for the solo artist. A sense of newness and spontaneity is dependent on the ability to reflect the subtle or profound changes and fluctuations in feelings and relation-ship with the theme from moment to moment and performance to per-formance. In other words, if I were to rely on the same memories repeatedly in precisely the same way, the dance would become stilted and mechanical. Each gesture, movement, and phrase of the dance became associated with a feeling, a mood, a thought, an experience or a moment. To reflect some-thing new, those thoughts, moods, memories and feelings had to reflect the changing and fluctuating thoughts and stories of my life in relation to the larger themes. In reality, these stories and memories are a constant flow of changing and fluctuating thoughts present in the mind.

As I got older and assumed more responsibility for directing a com-pany, I gradually taught the lyrical dances to the young company members and only danced the more mature, weighted dramatic roles. In most cases, it would take at least two years before a trained dancer was ready to dance a solo work. The two-year process was one of initially “undoing,” undoing the mannerisms of ballet and/or the stylistic conventions of other styles
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	of modern and post-modern dance. Julia frequently admonished us that

	
	we looked “starched” when ballet training would inhibit the freedom and

	ecstatic abandon of the upper torso. However, today trained dancers are

	
	increasingly versatile and flexible, and the process can be more rapid for

	a dancer with great aptitude. Other general criteria for dancing solo are

	
	probably similar to those for any other professional company: a commit-

	
	ment to and passion for the work thafiradiates through the performance;

	
	the potential and/or inherent ability to command the stage alone; overall

	
	technical aptitude and ability; musicality; and dramatic ability suited to a

	
	
	
	
	

	
	particular work.
	
	
	


Race and Gender in the Duncan Ensemble

While previous generations of Duncan dancers were all of European, Russian, or American heritage, the Duncan Ensemble reflected the realities of a globalized world, in particular the large Latin American and Caribbean population of Miami. Over the years, the company included one Asian-American dancer, three African-American dancers, numerous first and second generation Portuguese and Hispanic dancers from various countries in the Caribbean, Central America and South America, includ-ing Brazil, Cuba, Venezuela, Nicaragua, and Columbia, and numerous dancers of white, Euro-American heritage. Race and ethnicity did not seem to matter in terms of the potential or ability of a dancer to excel in a particular solo. Gender, on the other hand, was an issue not only for casting solos but also in terms of dancing the full repertory. The Ave Maria, Bacchanal, and sections of the Schubert Symphony, for example, deal with specific female archetypes that reference the Virgin Mary, the maenads, female worshipers of Dionysus, and the Greek goddess Artemis. The choreogra-phy of the Chopin and Brahms repertory follows the trajectory of Duncans life and her changing relationship over time to her own female bodily self and to her larger political, social, and artistic concepts of Womanhood. The inclusion of men in these archetypal dances about “woman,” “goddess,” and “the divine feminine” raises questions and challenges related to Dun-can’s notions of “woman.”16 I chose not to incorporate men in the Ensemble as I felt that most male dancers would face limitations in embodying the aesthetic, and thus, the scope of the suitable repertory that they could perform would be limited and not cost-effective. However, other contem-porary Duncan companies choose to meet the challenge of men dancing
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Duncan and over the decades, numerous men, including well-known dancers Jim May of the Jose Limon Company and Japanese dancer Saturo Shimazaki1 have performed Duncan’s solos.

Like many artistic directors, I developed instincts as to who would be best suited for a particular solo based on physicality and temperament. Duncan’s broad repertory of solo dances provided the opportunity for each of the dancers in the Isadora Duncan Dance Ensemble to perform at least one particular dance that best expressed their particular gifts and sensibilities. Tamara Welch, in her earlier years, was a thin, wispy Korean-American dancer with an ethereal quality. She was a natural for the pris-tine Chopin Harp Etude, a piece referencing the Greek water nymph Ondine that today looks balletic with its classical lines, bourrees is and soutenus en tournantT*

Stephanie Bastos, a compact, muscular dancer with a fierce determi-nation, excelled in the heroic dances, while Maribel Gonzalez Brito, an accomplished flamenco dancer from Columbia, naturally understood the inflections and hand flourishes of Duncan’s Spanish-influenced gypsy dances.

Nikki Rollason (now Childree), a fresh-faced, petite dancer who resembled a young cherub in her youth, was perfectly suited for the playful, youthful Chopin Ballspiel. The Furies, danced to the music of Gluck, pres-ents significant challenges to young dancers as it explores the dark recesses of the subconscious framed within the mythical context of Orpheus’ descent into the Underworld in search of his beloved wife Eurydice. The gravitas of the work required the mature abilities of resident guest artist Bambi Anderson, a 9-year member of the Jose Limon Company and a consummate professional.

While in general, I made the decisions with regard to the casting of solos, in rare instances, a dancer might be so motivated to perform a par-ticular work that she rehearsed it independently in order to convince me that she could eventually perform it well. I recall that one season, Ivette Sotomayor, a voluptuous, tall dancer of Nicaraguan origin, was very eager to perform the Chopin Butterfly Etude. The dance requires exceptional quickness and lightness and is well-suited to a small-boned, light dancer such as Adrianna Jimenez Marti20 who danced Butterfly during her six years with the company. Thus, I was very skeptical at first that Ivette could perform the work well. Eventually she convinced me, and in time brought her own lovely, graceful qualities to the work. I learned from this experi-ence to be open and flexible and that the unexpected might reap its own rewards.
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Dances for Young Women: Chopin Prelude

Prelude in A major, Op. 28, No. 7 (circa 1904), one of 24 Chopin Prel-udes that Isadora performed as a teenager, depicts a young girl on the cusp of womanhood anticipating her future, one filled with hopes and dreams of young love and adventures found, then lost, then found again. The dance, reconstructed by Hortense Kooluris in this version, requires a youthful quality of optimism, openness, and eagerness to embrace the possibilities inherent in life, qualities which Michelle Vazquez Kickasola, had in abundance. However, as Michelle and the other dancers matured into womanhood, we discarded this dance from our usual repertory along with the early Schubert dances. The challenges of performing dances that required more maturity and life experience helped further their growth as young artists. However, Prelude provides an excellent teaching tool as a primer for many of Duncan’s basic movement principles, encapsulated in a brief one-minute dance poem.

In learning the dance with Julia, we visualized a helium balloon that encapsulated our youthful dreams and the possibility of discovery of the self. As the stage lights come up, the dancer stands stationary on the upstage left diagonal in sculptural repose, the weight shifted into the hip and one leg and arms crossed demurely in front of her pelvis. The gentle, forward undulating line of the body and natural stance evokes the Greek Tanagra figures that Isadora studied so astutely in the Louvre Museum. Upon hearing the music, thought and emotion are awakened as the breath initiates the lift of the dancer's head. Her eyes gaze off into the distance, visualizing in her mind’s eye a helium balloon filled with the image of her new, young lover or the dream of a future filled with promise. She rushes forward halfway downstage on the diagonal and rises up in releve (half toe) with arms in high fifth, filled with the anticipation of "catching” her dream. Each successive phrase of the dance builds on the crescendos of the music and culminates in a soft decrescendo. The dancer runs lightly downstage, the rising motion of her releve passively yielding to gravity and her upper body curving inward. The arms and hands gesture towards the heart cen-ter or the solar plexus. She pauses at the end of the diagonal and initiating the movement from the solar plexus, she extends her arms forward with chest lifted in anticipation, as if to catch the balloon. As the balloon floats away beyond her grasp, she sighs on the decrescendo of the music.

On the new crescendo of the next phrase of the Prelude, her head turns upstage right where she catches sight of her “dream-filled balloon” again. This time, running more earnestly in pursuit of the balloon, her
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upper torso sways to upstage right with a sweeping overcurve. Arriving at the top of a horizontal figure 8, her body curves softly forward and down-ward in a release of the upper head and torso as the balloon drifts higher into the sky on the decrescendo. On the next phrase of the music, her dream is briefly reignited again as she moves with greater earnestness across the floor, traversing another long, swaying figure 8 pattern with her arms and upper torso. The same basic pattern repeats throughout the short little dance: listen, feel, look, breathe, then move, the upper torso continually rising and falling, ebbing and flowing with the breath and musical rhythms. Each new phrase builds on the theme with increasing intensity, as hope turns to disappointment, then apprehension as the imaginary balloon floats off higher and higher in the distance. Towards the end of the dance, the torso yearns with more fervor in a hugh back arch, as the arms reach towards the sky and the light runs become more weighted.

The Prelude climaxes with an overhead click of the wrists, signifying that the bubble has burst as the dancer rushes upstage, her back turned away from the audience. Her dream having vanished, she turns slowly
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These images from Isadora’s early solo, Chopin’s Prelude in A major, Op. 28, No. 7 (circa 1904) depict Duncan’s lyrical style of movement. Illustrations by Julia Levien from Images. Reprinted courtesy of Julia Levien and Elliot Golden.
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downstage as her arms descend along the sides of her body. On the final phrase of the music, she gently shakes her head from side to side with res-ignation that while the dream is out of reach now, there is always hope and optimism that it may be renewed in the future.

The Chopin Etudes and Waltzes

The Harp Etude in A flat major, Op. 25, No-.1 (“Aeolian Harp,” circa 1917), is filled with images of shimmering beauty and light, evocative of the playful explorations of Loie Fuller with light and color on silk fabric. It is, perhaps, the most classical and formalistic of the dances in Duncan’s repertory with its precise symmetry, cool, almost classical balletic lines, tight soutenu turns and small, rapid bourrees.21 It is unclear whether Isadora actually choreographed Harp for the Isadorables or whether it was a composite dance developed by various dancers in the schools. Julia Levien’s account of its narrative meaning is that the dance was inspired by the tale of Ondine (Undine), a water nymph who was in search of a human soul so that she could unite with her human lover. One of the popular ver-sions of the Ondine story of European tradition is that the water nymph becomes human when she falls in love with a man but is doomed to die if he is unfaithful to her. Another 19th century story is that Ondine, a water spirit, marries a knight in order to gain a soul.

The various stories of Ondine probably are derived originally from the Greek myth of the Nereids, beautiful sea nymphs who provided help to mariners in distress and were the attendants of Poseidon, the god of the sea. They are often depicted in ancient works of art and literature as singing, dancing and playing musical instruments and either nude or dressed in light drapery. Isadora also was inspired by these depictions of the Nereids, which were characterized by undulating lines that harmo-nized with the ocean waves. 22

We costumed our Ondine in a sheer white tunic of the finest, most delicate quality silk with an overscarf tied at the shoulder blades in back. At times, during long arcing passages or sways back and forth across the stage, the scarf evokes wings, and other times during the series of rapid soutenu turns, it suggests a whirlpool of swirling water. The dance closely follows the melodic line and shimmering tremolos 22 of Chopin's music as the dancer skims the floor on half-toe with a repeated series of bourrees from upstage center to downstage center and back again as the musical phrase repeats. A series of rapid arpeggios1 '1 of sextuplet semiquavers
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played by both hands resembles the glissando sounds of a harp; hence, the composer Robert Schumann in praising the work coined the name the “Aeolian Harp Etude.” 25 To make the dance relevant for contemporary dancers and inspired by the music, I conceived of the Ondine tale as a mythic representation of the human longing to manifest the full potential of one’s soul and/or the search to live in the very center of one’s being. In life, as in the Harp Etude, the soul is elusive, mysterious, and unknowable in the vastness of its eternal nature.

In the opening of the dance, the soloist is poised upstage on releve. As the music begins, she gradually emerges from a silken cocoon created by encircling her chest with the “wings” of the overscarf, metaphorically sug-gesting the emergence of the Self. Each opening, however, is followed by a retreat inward back into the cocoon of herself. Finally, after several repeti-tions of the opening phrases, she emerges fully, expanding her chest upward and extending her arms as if in winged flight. Her open expansive move-ments, suggestive of the liberation of her soul, is but temporary and fleeting. In the closing phrases, she rapidly bourrees on soft demi-pointe while flut-tering and rapidly vibrating her hands and silken “wings,” then gradually fully extends her arms and fingertips straight overhead on the high ending note of the phrase. A moment of silence precedes her descent back into the “cocoon” of the protected self. As the dancer curves her back in a long, low forward bend with arms and wrists extended in front of her, she shields her face with her silken wings. Ondine’s quest for a human soul is thwarted, and so too is the dancer’s quest to manifest her soul unfulfilled.

The four dancers who performed the work most frequently over the years were Tamara Welch, Heather Maloney, Maria Salas Risola, and Michelle Vazquez Kickasola. Tamara, a waif-like, tall, thin Korean- American dancer at the time, performed the work in her late teens and early 20s before she moved to California to pursue other interests. She brought a crystalline ethefealness to the work, while Heather Maloney, a more full-bodied, robust performer with very strong technical capabilities, portrayed the inner longing of the figure of Ondine with more emotional angst and brought a strong physicality to the work. Maria, a tall, ballet-trained dancer who joined the company in the later years performed with a cool sense of control and clear lines. Michelle brought a luminous fluidity, vital-ity, and poignant, open-heartedness to the dance.

The beamy of Duncan dance is that the dances by design and through the basic principle of fostering individual uniqueness provides ample lat-itude for a variety of interpretations. While the movement phrases, ges-tures and musical interpretations were all taught and coached in the same

	
	
	
	
	
	
	
	
	Isadora
	Duncan  in the  21ST  Century
	
	
	
	
	
	

	
	
	
	124
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	manner, it was important that I, as director, allow space for the dancer to
	
	
	

	
	discover her unique emotional resonance with the work. The longing to
	
	
	

	
	
	realize one’s soul, like every human emotion, has many dimensions, shades
	
	
	

	and colors. Sometimes it rests dormant in the psyche and other times, it
	
	
	

	
	
	
	may appear as a dull, familiar ache. It may percolate or bubble like water
	
	
	

	
	
	in a kettle or burst forth like water overflowing its banks. We maintained
	
	
	

	
	
	
	Harp as a staple in the repertory throqghout all the years of the company
	
	
	

	
	as it was an audience favorite and seemed to be more timeless than some
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	of the other earlier works.
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	In the Chopin Butterfly
	Etude in G flat  major, Op. 25, No. 9 (circa
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	1917), the dancer wears a similarly constructed costume as for Harp,
	

	
	although generally the silk is dyed to suggest the multi-colored wings of
	

	
	a butterfly.
	While Harp,
	with its sustained legato phrasing and tremolos
	

	
	
	exudes a shimmering quality of sweet pathos, Butterfly,
	which appears to
	

	
	
	
	be over in a few blinks of the eyes, is a flickering study in movement and
	

	
	
	
	lightness. The dancer flits,
	flies and twirls about the stage space in rapid
	

	
	
	
	motion until she comes to rest and quickly folds inward, concealing herself
	

	
	
	
	in the folds of her scarf. The metaphorical association with the butterfly,
	

	
	
	
	
	
	
	
	
	
	
	

	
	
	
	who lives for but a very brief moment, suggests the evanescence of life.
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	In the Chopin Waltz in G flat  major, Op. 70, No.
	1 {Ballspiel circa
	
	
	

	
	
	
	
	
	
	
	

	
	1901), while similar in theme to the Schubert Ballspiel, the soloist is less

	
	
	
	innocent and on the cusp of adulthood. She teeters back and forth between

	
	
	
	the yearnings of a young woman blushing with the excitement and tanta-

	
	
	
	lizations of her first love, both real and imagined, and the playfulness of

	
	
	
	a child. In one moment, on the halting rhythms of the Chopin score, she

	
	
	
	hops, skips, and turns as she delights in her childhood games, bouncing

	
	
	an imaginary ball and catching it in the air like a flying
	Mercury. As the

	
	
	
	music grows more languid and slow, she pauses to flirt shyly with an imag-

	
	
	
	ined boyfriend, darting behind imaginary trees and then reappearing

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	again.
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	

	
	
	
	
	
	Nikki Rollason Childree, who danced with the company in the early
	
	

	
	
	
	
	
	
	
	

	
	
	
	years
	only, possessed all the necessary physical and technical attributes
	
	

	
	
	
	to dance this piece with a charming allure. Fresh-faced, petite, and youth-
	

	
	
	
	ful with a strong ballet and modern dance background, Nikki brought a
	

	
	
	
	sprightliness, sharp clarity, and buoyant quality to the playful gestures.
	

	
	
	
	The dance seemed to encapsulate her own hesitant ventures at the cusp
	

	
	
	
	of young womanhood. After Nikki left the company to pursue other styles
	

	
	
	
	of dance and theater, the dance fell out of our repertory, as none of the
	

	
	
	
	other dancers possessed the requisite qualities that made Nikki’s inter-
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	pretation so fresh and captivating.
	
	
	
	
	
	
	
	


	
	
	
	
	

	
	6. The Art of the Solo Dancer
	
	
	

	
	
	
	125
	

	
	
	
	
	


The Chopin Waltz in D flat major, Op. 64, No. 1 {Minute Waltz), a rapid spitfire of a one minute solo, may be conceived as a personification of fire or a flame that periodically dissolves into wafting smoke in the legato section. While Duncan’s predecessor Loie Fuller and her Fire Dance may have influenced her, Isadora was nonetheless a pioneer in exploring such abstractions as elemental fire. Since then the four elements — earth, air, fire and water — have been very popular dance themes among numer-ous modern and post-modern choreographers. In the opening allegro 26 section, the dancer executes a series of tight sous-sus27 steps that cross alternately to the left and right while swaying her arms and torso in a small, horizontal figure-eight spatial pattern. These rapid movements are punctuated by several quick drop releases towards the floor. In the legato section, the movements transition into curving, suspended arcs and small circling patterns evocative of trailing smoke. The dance requires the ability to quickly transition in both mood and dynamics from the rapid allegro to the languid and smooth legato sections. Stephanie Bastos, a petite, ver-satile dancer28 performed this work most frequently as it suited her strong, muscular frame and astute musicality.

Chopin Mazurkas

Mazurka in A minor or the Slow Mazurka, circa 1923, is a poignant study in isolation and loneliness choreographed in the later years of Isadora’s life after she endured the death of three children, innumerable failed love affairs, and frequent impoverishment. While the work is cho-reographed for four dancers, each dancer functions largely as a soloist and has a moment on stage alone while the others are reclined in sculptural poses. The challenge in this minimalistic dance is to sustain a sense of vibrating emotional resonance in stillness and repose. The dance, musi-cally structured in three ABA sections, begins with the entrance of a single dancer who walks slowly across the stage to the languid strains of Chopin’s Mazurka, her glazed eyes looking across the space as if in search of some elusive other. She turns her gaze inward as she circles her arms overhead and begins to descend to the floor, coming to rest in the reclining pose. A second dancer enters the stage after a sixteen-measure interval, and she too walks slowly across the space in search of an emotional connection that will soothe the emptiness in her soul. The first dancer, sensing the presence of another, sits up and waits in stillness until the other gestures towards her. Their eyes meets for a brief moment, but it is a vacant con-
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nection. The seated dancer turns away and retreats into herself, while the other also descends to the floor in resignation. A third dancer repeats this motif and is similarly rebuffed.

As the music transitions into a major key and turns sprightlier in the middle B section, the three dancers engage in a moment of levity as they dance around in a circle to the rhythms of the mazurka. 29 Coming together into the center of the circle with linked arms, their eyes longingly connect and tKeir isolation diminishes for a moment. However, their efforts are short-lived, and they reluctantly turn from one another and walk away as the sprightly music returns to the languid A theme. A fourth dancer then enters, and she too seeks a futile connection with the three others. She is similarly rejected as they have all retreated inward, this time lying fully reclined into the floor in total resignation. Standing alone, the fourth dancer makes a long, slow descent to the floor to join the others in poignant acknowledgment of the ultimate aloneness of the self.

In the Chopin Mazurka in A minor, Op. 68, No. 2 (Gypsy or Orientate, circa 1904) usually performed by Maribel Gonzalez Brito, a native Venezue-lan dancer with great verve and a fiery spirit, the dancer flirtatiously curls and rotates her fingers and wrists over her head with a Spanish flair. Mari-bel had performed extensively with Rosita Segovia’s Spanish Ballet Com-pany, and thus understood the qualities inherent in this Spanish gypsy-influenced work with its hand flourishes, earthy quality, and strong foot stamps executed on the strong second beat of the mazurka’s triplet rhythms. Evocative of many flamenco-styled dances, the dancer playfully entices her imaginary lover or lovers as she removes and manipulates a small scarf that is tucked into the shoulder strap of her tunic. The dance ends with a dramatic toss of the scarf over the dancer’s shoulders onto the floor as she arches backwards in a passionate gesture of full abandon-ment.

As Duncan never included notes in her programs, it is difficult to determine exactly what her original intentions were in choreographing her version of Narcissus or the Chopin Waltz in C sharp minor, Op.64, No. 2. Isadora included the dance in her all-Chopin program in 1904. The music and the movements as a unified whole, however, reveal clear emo-tional moods and a felt narrative storyline that references aspects of the traditional Greek myth of Narcissus. The myth of Narcissus inspired not only Isadora but also hundreds of artists for at least two thousand years, from the Roman poet Ovid to the poet Keats and painters Caravaggio, Poussin, Turner and Salvador Dali.

Narcissus in Greek mythology was the son of the river nymph Liriope
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and the river god Cephissus. When he was born, the seer Tiresias told his mother that he would live to old age only if he never came to know himself. As a youth, he was so beautiful that both men and women loved him, but he scorned them all out of pride in his own beauty.

In the most common version of the myth, Narcissus is walking in the woods and hears a rustling sound behind him. He calls out to find out who is there. Echo, a wood nymph who has fallen in love with him, is fol-lowing him, but deprived of the power to speak, she can only repeat his last few words. Echo approaches Narcissus with delight, but Narcissus scorns her as he has all other women and men. Heartbroken, Echo spends the rest of her life yearning for Narcissus in lonely glens. She eventually wastes away until nothing is left of her but her voice, as an echo of the last words spoken to her. Nemesis enacts revenge on Narcissus and lures him to go to a pool deep in the forest to refresh himself. As he bends to drink, he glimpses his own image in the still surface of the pool and instantly falls in love with his own image. Nothing can tear him away from the spring, and he cries to the gods in despair at the cruelty of fate that has denied him this love. As he lay day after day pining away at the pool, he wastes away. Dying, he prays that the beautiful object of his love might outlive him. When he breathes his last breath, his body disappears. In its place is a white flower with a golden center. The nymphs who loved him, albeit unrequitedly, created a flower in his name, the Narcissus.30

The dance traverses a multiplicity of emotional moods ranging from Narcissus’ self-absorption, to a wistful joy in the illusion of a love that might be, to the pain and loss of Echo’s unrequited love. The dancer is the myth embodied; she is the beloved and the lover, alternately Echo and Narcissus, and the song that all lovers sing. In the allegro sections, the dancer spins rapidly in place as if lost in a reverie of blissful memories of a love that once was or a fantasy of a love that might be, only to emerge out of her reveHe into an empty aloneness. She darts, turns, and runs in waltz rhythms in pursuit of her beloved, a Narcissus who appears, vanishes and reappears in her mind’s eye. In the middle adagio section, the dancer becomes wistful, almost melancholy, as she reflects on the impossibility of love as she slowly descends to the floor. As she reclines backwards lux-uriously, her arm draped across her head and the soft folds of her tunic caressing her body, the dancer transforms into a Greek god or goddess for a still moment. She rises and turns to gaze into an imaginary pool of water, self-absorbed in her own reflection.

Narcissus was performed mainly by three dancers during the com-pany years — Nikki Anaya Young, Heather Maloney, and Ivette Sotomayor-
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Movement images from Chopin’s Waltz in C sharp minor, Op.64, No. 2 (Nar-cissus) from top left to right depict a swaying motion; side skip in attitude; ini-tiation from the solar plexus; and back attitude darts. The bottom figures from left to right depict a gesture of kneeling at a pool of water; a luxurious backwards reclining gesture; and front attitude skips and hops. Illustrations by Julia Levien from Images. Reprinted courtesy of Julia Levien and Elliot Golden.


Adrian who each brought a different interpretation of love and loss. Like the longing for one’s soul, love and loss are experienced by each man or woman in a multiplicity of ways. Some might tragically waste away like Narcissus and Echo, while others might escape into the bittersweet mem-ories of a love that once was, while still others soldier on. Nikki, a beautiful, highly intelligent and creative Cuban- American dancer with deep, soulful green eyes, brought a full-bodied sensuality to the dance and a more stoic sensibility. As she was only about 18 or 19 years old when she performed the dance, she was too young to understand and transmit the depths and multiple dimensions of unrequited love and narcissistic self-love. Heather’s physically virtuosic interpretation was more weighted and serious, expres-sive of a pensive and sometimes desperate sense of longing. Ivette, a sea-soned actress who performed the dance during her early to mid-30s, was
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most adept at expressing the emotional shadings and dramatic subtleties of the work, moving fluidly from wistful joy to sorrowful longing and melan-choly.

The Brahms Waltzes

The Brahms Waltzes, Op. 39, sometimes referred to as The Many Faces of Love, explore multiple facets of love — from the love of a mother for a child; the love of the dancer for the audience and for the arts of dance and music; idyllic, romantic love between lovers; sensual, passionate love; and love for nature. The dances in the suite, like the larger body of lyrical works in the repertory, reflect Duncan’s transition from the sprightly, flir-tatious style of her early 20s to a more full-bodied, sensual style as she matured into womanhood. Isadora originally choreographed the Brahms Waltzes in 1910, but like all of Duncan’s dances, they have undergone inevitable transmutations through the generations. Irma Duncan first brought her versions to the U.S. around 1929 and passed these dances on to the third generation company members in the 1930s who in turn taught them to their pupils.

Waltz in B major, Op. 39, No. 1 (often referred to as Greeting) is a vibrant opening dance expressing the pleasures of dancing for an audience. As an opening dance in the Suite, performed either as a solo or by a small ensemble of dancers, it is an invitation for the audience to join in the joy-ous experience of the dance. The floor patterns of the dance are largely frontal, moving in horizontal lines from downstage to upstage.

Waltz in E major, Op. 39, No. 2, a lullaby, bears some resemblance to the Franz Schubert Lullaby (Sixteen Deutsche Tanze) for young dancers but is a more mature depiction of the mother comforting and rocking her young child to sleep. Waltz in C sharp minor, Op. 39, No. 7, referred to by later dancers as Lovers, evokes a 19th century ballroom where couples whirl, glide, and waltz about the stage in repetitive, circular patterns, even-tually forming one large circle before returning to the opening theme of a couple’s waltz. Waltz in B flat major, Op. 39, No. 8 was often subtitled by students as Seagull or Floating because the solo dancer appears to “waft” through the space as if riding on the air, her feet skimming along the sur-face of the floor as her light silk tunic catches the updrafts created by her body-in-motion. With arms extended to the sides of her body like a seagull in flight, the dancer arcs and curves through space with a minimum of body gesture or variation in form, pausing for brief moments like a bird
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	hovering in the air or perched on a branch to rest. While the choreography

	is extremely subtle and minimalistic in construction, design, and phrasing,

	Seagull, nonetheless demands of the dancer a sophisticated musicality,

	virtuosic style and presence so as not to appear trite and inconsequential.

	
	
	
	
	
	
	

	
	
	
	Waltz
	in E minor, Op . 39, No. 4 (Gypsy), Waltz in C major, Op. 39,
	

	
	
	
	

	No. 13 (Cymbals), Waltz
	in B minor, Op. 39, No. 11 (referred to as Spanish),
	
	

	and Waltz in A minor, Op. 39, No. 14,(Flame) in comparison to Seagull,
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Lovers, and Lullaby are much more complex in their choreographic design and structure and more passionate in emotive qualities. Consequently, these more passionate and compelling dances became staples in our reper-tory. The Brahms Gypsy, like the Chopin Gypsy or Orientale, exhibits the influence of the Romani or gypsy culture with its hand scarf, strong foot rhythms, and earthy movements. The Brahms Gypsy, primarily danced by Ivette Sotomayor (Adrian), is more full-bodied and seductive than the Chopin Gypsy. Ivette, a tall, curvaceous woman of Nicaraguan heritage, with an exquisite, porcelain complexion, cascading thick black hair, and hyper-flexible body, could seduce and charm any man with her delicate beauty. She did not need to add a seductive quality as charm and flair flowed naturally from her presence. Michelle Vasquez Kickasola most often performed Spanish, similar in theme and style to Gypsy with its hand flour-ishes, strong foot stamps, and full-bodied sensuality. Michelle brought her bold openness and natural ebullience to the work.


Flame, with its rapid changes of direction, strong and dynamic foot accents, thrusting, open pelvis, and bold, seductive stances, is Duncan at her most sensual, freely expressing passion for a lover or simply lost in pas-sion itself. Gone are the subtle innuendos and flirtatious advances and retreats of the Chopin dances. Bambi Anderson frequently performed this dance in companion with Cymbals, a more internalized, celebratory dance characterized by rapid wrist clicks and quick upper body falls and recoveries. Anderson interpreted Flame as a more abstracted expression of explosive passion itself. Having trained primarily as a Limon dancer, it was difficult for her to fully extricate her Limon training from her interpretation. How-ever, her artistic maturity and virtuosic gifts as a solo performer transcended the limitations of her lack of extensive training in the Duncan style.


Encore: A Gift  of Roses

Rose Petals: I stand posed on half toe anticipating the first pulse of the gentle waltz rhythms of the music, my thumbs gently caressing the soft red and pink petals of the roses held in my palms. Smelling their sweet fra-

Opposite-. This ending movement illustrates the full-body sensuality of the Brahms Waltz Op. 39, No. 11 (Spanish) with its long arcing line extending from the pelvis through the upper torso to the top of the head. Photograph appeared in performance program book at Kennedy Center, Washington, D.C., 1996 for a retrospective on the history of modern dance. Dancer: Michelle Vazquez Kick-asola. Courtesy of photographer Tobi Mansfield.
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grance, I think of my Mother named Rose, of the red rose bushes in the front yard of her house that always brought joy to her face as she became ill with dementia and cancer. I think of the many gifts of roses given to my daughter Merina after her performances, and the gifts of roses received from dear friends and beloveds. In fleeting moments, I think of romance — the romance of a waltz and the romance of fresh love. As I traverse the upstage space from left to right in a slow, waltz rhythm executed on half toe, I gradually offer the petals skyward, my private homage to the divine source. Curving downstage towards the audience with the rose petals at my heart, I offer them as a gift to the audience. They are a metaphor for this dance, which is a gift, a gift of love and gratitude to the audience for their appreciation and a gift of the joy of the dance.


From my heart out to my cupped palms overflowing with rose petals, I invite the audience to inwardly sway and dance with me. They appear to me as but a sea of shadowy faces in the caverness space of the theater, but I imagine that they are in communion with me, that they too yearn for the gifts of love. In this moment, lam absorbed totally in the gentle rhythms of this waltz. I fully believe and have faith in my imaginings, for to doubt would weaken me and rob me of the possibilities inherent in the power of presence. The audience too would be robbed of the possibility of sharing in the joy and love of this dance, for they would see my doubts. Foldingforward, I embrace the audience; arching backwards, I exalt in the dance. Bending low with my arms folded inward, I pay homage to the earth. Arching sky wards with one arm extended, I greet the rising sun on the horizon. Lifting into a high releve with one leg extended in a side attitude, I embrace the upper world. Rose petals very gradually cascade from my palms down to the floor as I ebb and flow in a sea of pulsating outer motion and inner rhythms.


I waltz turn, then sway from side to side and front to back. I waltz high on my toes and in low plie, all the while arching and folding, rising and falling with the floating rose petals. At times, when in full motion, there are no thoughts of love or roses or gratitude but only sensations of waves pro-pelled by the vibrating notes of the melody and rhythms moving through me. Periodically, the flowing wave motions are punctuated by pauses where I rest and curve my body in a long, undulating line. With my upper torso and arms, I draw the shape of a hugh heart in space. This gift of love begins at the heart, rises upwards to my lips, to my forehead, to my mind, and then opens out broadly over my head. In the climactic moment of the dance, I am showered in a fountain of cascading rose petals. Showered in love, I am grateful, grateful to be dancing, grateful for this dance, for this music, for the gift of life energy that surges through me. 31
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Waltz in A major, Op. 39, No. 15 (Rose Petals) is a brief one-minute dance that is often performed as the closing dance in the Brahms Suite. In my younger years, I danced Rose Petals as a solo, but then passed it on mainly to Michelle Vasquez Kickasola who with her open, embracing countenance, radiated the generosity inherent in the choreography. Occa-sionally, I adapted the dance to incorporate the entire cast of dancers in the second half of the piece as a closing to a short performance. Julia recalled that Margherita Duncan told her that Rose Petals was performed by Isadora as an encore of the flowers presented or thrown to her onstage — a gift back to the audience for their appreciation.


Exorcizing the Demons: Furies

Isadora premiered the Dance of the Furies, a companion piece to The Blessed Spirits, at the Chatelet Theater on January 18, 1911. We usually programmed The Dance of the Blessed Spirits after the Furies to emphasize the ideal that light follows darkness, even if in the afterlife.32 The Furies was inspired by Gluck’s opera Orfeo ed Eurydice (Act II, Scene I, air de Furies) based on the Greek myth of Orpheus and Eurydice, as well as by French sculptor Auguste Rodin’s monumental work, The Gates of Hell. The bronze sculpture depicts a scene from “The Inferno” section of Dante’s Divine Comedy. Rodin made many sketches of Isadora, and she in turn was highly influenced by his experiments with weight, mass, and gravity. In Greek mythology, the Furies (or Erinyes) were sometimes referred to as “infernal goddesses” or female spirits of vengeance. In Duncan’s cho-reography, the Furies depict the tortured, lost souls eternally condemned to the fiery underworld and suggest Orpheus’ anguish and despair at being denied entrance to the Underworld to search for his beloved, deceased


wife Eurydice.
7

In the most common versions of the Greek myth, Orpheus, in his desperation, ventures into the Underworld in a fatal search for his wife Eurydice. Orpheus’ father Apollo, in a vain attempt to aid his son, pleads to Hades, god of the Underworld, to give entry to Orpheus so that he may search for Eurydice and bring her back. The voice of Orpheus and the melodic sounds of his lyre are so moving that Hades openly weeps and his wife Persephone’s heart melts. Hades subsequently promises that Eury-dice will follow him to the Upper World of the living under the one con-dition that Orpheus must not look back while his wife is still shrouded in darkness. Only when she enters the light can he gaze upon her. As Orpheus
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is crossing over from the Underworld into the world of the living, he loses faith and turns to see if his wife is still behind him. Eurydice tragically is still shrouded in darkness and soon after, she is swept back into the dark Underworld. When Orpheus turns back towards the Underworld to follow her, the gates are shut, and he is denied entry as one can only enter the Gates of Hell once. Broken-hearted and inconsolable, Orpheus wanders the world lost and disoriented.33 Orpheus’ despair and anguish is a potent metaphor for all lost souls who are consumed by tragic loss or suffer some psychological torment. Redemption can come "only if they retain their faith and remain focused on the light.


Duncan’s weighted, bodily contortions; rage-filled facial gestures; writhing, contracted torso; and clawing hands in the Dance of the Furies were shocking to the audiences of her day, accustomed to the refined ges-tures and movements of the ballet. She was among the first innovative modern dancers at the beginning of the 20th century to vividly display ugliness and utilize extreme weight, tension and resistance in her chore-ography. These monumental movements gave bodily expression to the turbulent emotions and internal tensions of the darkest recesses of the psyche, as well as encapsulated the mythic dimensions of Orpheus’ plight.


Alternately performed as both a group dance and a solo, the lost soul(s) is desperately trying to escape her tormentors in the cavernous dungeons of the Underworld. She claws and rips away at the flesh of the demons, leaps into the air with a grand pas de chat,34 like a lion pouncing on its prey, and mimes lifting giant boulders onto her shoulders, hurling them at the tormentors in a fierce struggle for freedom and release. Pacing erratically back and forth with her hands tensely bound behind her back, she cannot escape the guardians of the Gates of Hell who jealously patrol the entrance to the Underworld. The condemned, like a caged, trapped panther, lunges back and forth across the stage, her pliant, supple legs extending forcefully through space in long, low leaps. Each crossing is aborted as the gates and boundaries of the dark caverns confront her. Evoking Rodin’s massive bronze door in his sculpture Gates to Hell, she futilely pounds on the impossibly thick walls with clenched fists. Increas-ingly desperate and frustrated, she falls to the floor. Lying prone on her stomach, the dancer struggles to rise up, her face contorted with rage and a silent scream as she searches helplessly for a window of light and a path-way out. With immense effort, she lifts one clawed hand, then the other, only to fall back to the ground in despair. Again, determined to escape, the condemned struggles to rise, this time onto her knees, clawing yet higher into empty air.
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The dance scene, lit in dim blood-red hues, is one of conflict, terror, desperation and rage that culminates in a whirling frenzy towards the end of the dance. The dancer(s) spins furiously, her arms extended limply out-wards, as if helplessly tied to a medieval wheel of torture. Spent and exhausted, she falls to her knees and begins a series of moaning upper body swings to the right and left, as if realizing that her efforts are futile: she is condemned to this hellish life for eternity.

In performing such a physically demanding and emotional exhausting work as Furies, the dancer must arouse within herself the primordial terror, fear, and rage that lurks in the darkest recesses of the psyche. This requires great vulnerability and honesty as well as a fearlessness to confront and display the shadow region of oneself — the ugliness, horror, anger and/or demonic dispossession of one’s balanced senses. I found that anger and rage could be aroused in me more easily and quickly than fear. Fear is con-sidered the root cause of anger, so perhaps understandably it would be more repressed and thus, harder to access.

Improvisational exercises — free, expressive movement to musical or emotional stimuli (e.g. the arousal of memory associated with fear, tor-ment, angst, etc.) without adhering to the specific form and structure of the dance — help to free the psyche and allows the dancer the freedom to discover the first true motor impulses. Perhaps many dancers turn to the art of dance as a mechanism to find release and catharsis from their inter-nal anxieties and fears. For most of my life, dance was my salvation, a balm for the aching spirit and a vehicle by which to constructively deal with inner turmoil that seemed to lurk just below the surface of my psyche. In rehearsing and performing the piece, I did not find it necessary to identify or invoke any particular associative memory. Gluck’s intense score, Dance of the Furies, was a powerful catalyst for churning up and stirring the dark subconscious impulses within me; the music directly aroused a visceral intensity that pervaded my body. However, arousing the first emotional responses and movement is just the beginning of the process of mastering this work. Mere self-expression and emotion do not constitute art.

Bambi Anderson also was not a stranger to the feelings of inner angst at the heart of Furies. To prepare for the challenge of sustaining the emo-tional intensity and physicality throughout the dance, the body must be prepared physically. To this end, Bambi ran the piece twice a day, (partic-ularly before performances) and sometimes three times in several rehearsals. She found the dance exceptionally challenging in terms of stamina and breath control. Anderson described the physical challenges and her preparations for performing the dance:

136
Isadora
Duncan
in the  2ist  Century

If I could get through two runs, I could easily get through one. It was like preparing for an Olympic category.... The next hurdle was to build the inten-sity of the dance gradually, both physically and dramatically. As with many of the Duncan works, there are several repetitions of material as the dance progresses, each time, there must be a distinctive shift in the quality and dynamic of each repeat. This was probably the most challenging aspect of the work. How to subtly enhahce and increase the intensity of the movement each time without making it look like I was simply repeating the same phrase over and over. I suppose the fina'l challenge was to extract certain “Limonisms” from my movement. As a dancer who had trained for years in the Limon/Humphrey tradition, coming to the Duncan work in my 40s, I had natural tendencies towards a “fall and rebound” approach, which was not present in Isadora Duncan’s vocabulary. In retrospect however, this actu-ally may have been to my advantage since this dance required a more grounded, weighted physicality.

I trained and taught Limon class daily, but I would add to my routine more grounded exercises (pelvic shifts through forth and second) with upper torso openings (torso successions, front, side, and back) done with a sense of resist-ance as if the space were made of a thick substance. This, along with small to large jump/skip sequences would literally pull me into the dance physically and emotionally. I would put the music on, and “it” (the music) would take me into the mental state necessary to perform the dance. I did this every time I rehearsed or performed the piece. 35

With regard to the emotional demands of the work, Anderson commented that “the inherent sense of extreme will and determination” was one of the driving forces motivating her:

...Determination to beat the odds, and stop at nothing to free oneself from whatever circumstance of oppression one felt themselves to be in. In my case, I was coming into myself as a woman, and recognizing the inauthentic quality of my existence. I was awakening to myself in an emotional way, in a sense, clawing myself out from behind walls of oppression I had built around myself for years.... I was fully immersed in a psychological experience. Either I fight for my existence, or perish under the weight of compromise. The combination of being so fully invested, both psychologically, and phys-ically, made the dance extremely exhausting to perform.36

In preparation for this work, there is no one special formula or set of preparatory exercises that will necessarily result in the requisite phys-icality. Furies, unlike the more lyrical Schubert, Chopin and Brahms dances, is not developed from the basic Duncan classroom vocabulary; rather it has a style and vocabulary unique to the emotional and narrative content of the dance itself. In this regard, it is much easier for a profes-sional dancer who does not have a great deal of Duncan training to learn and master the work. In other words, it is less necessary to be well grounded in the technical specificities of the Duncan vocabulary. A variety
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of personalized training methods, such as the ones Bambi developed, may well suit the demands of the dance and the individual's unique body. How-ever, what is essential is that the movements are not mechanically derived or imitative but rather are developed organically in response to the internal emotional stimuli. The final important requisite for performing this work, as in all the other solo Duncan dances, is that emotional expression must be sufficiently abstracted to transcend the personal and touch the univer-sal. The dancer must keep present in her mind the recognition that lust, fear, angst, rage, and madness are endemic to the human condition as Shakespeare and Dante understood so well. Even the most noble of men and women may fall prey to a heart of darkness when fate deals them a cruel hand through murder, rape, death or other grave injustices.

Critic John Martin highlights Isadora’s groundbreaking experiments with such elemental emotional experiences such as fear as one of her great contributions to the discovery of source material for movement. Martin writes:

Here we find her deliberately invoking specific emotional states without music or any other external aid, and the only possible means that lay within herself was memory. In order to discover a “first movement” of fear from which a sequence of related and developing movements should proceed in natural order, a state resembling fear itself must be re-created to stimulate the impulses of suitable movement. This could only be done by recalling pre-vious experiences of fear and allowing those memories freely to induce their own bodily and emotional states.37

Dancing Solo: The Challenge and the Promise

While each of the long-time solo dancers in the company had their gifts, they, of course, also had their weaknesses, as do all dancers. After some years, Maribel often would rely on a “remembered emotion” rather than activate the emotion in the living present. Michelle, distracted by her thriving dance studio business, would lose concentration and her con-nection with the music. Ivette frequently struggled with musicality and her hyper-flexible body would lose control at her center if she was not engaged in a sufficient core strengthening exercise program. Tamara and Nikki Anaya Young, both of whom left the company at much younger ages than the prior dancers, had difficulty allowing themselves to be emotion-ally vulnerable and transparent at that time. Heather, who perhaps pos-sessed the strongest technical abilities, found the outwardly expansive and effusive works to be challenging, as her natural preference and inclinations
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	in her own post-modern choreography were to recoil in on herself in a
	
	
	
	
	

	self-reflective and self-referential way. Stephanie had the constant chal-
	
	
	
	
	

	lenge of dealing with her disability after her accident. Yet because of this
	
	
	
	
	

	and in spite of this, her musicality, focus, and emotional depth were extraor-
	
	
	
	
	

	dinary. My performances often suffered from the burdens of responsibility
	
	
	
	
	

	as artistic and administrative director, including overseeing house man-
	
	
	
	
	

	agement, lighting, sound and other details. At times, it was very hard to
	
	
	
	
	

	
	extricate myself from production problems that would arise in the theater
	
	
	
	
	

	
	and demand my attention, disturbing my focus and concentration in
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	preparation for my own performances.
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	Even after performing one particular solo for 5 to 10 years or more
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	and achieving accolades for her performances, the true solo artist will not
	
	
	
	
	

	
	rest on her laurels. She will remain restless, hungry and thirsty for more
	
	
	
	
	

	
	
	knowledge, continuing to identify and confront her weaknesses and lim-
	
	
	
	
	

	
	itations. She will challenge herself to dig inwardly more deeply and con-
	
	
	
	
	

	
	tinue to expand and perfect her outward form. Even a very mature artist
	
	
	
	
	

	
	will benefit from the sharp, critical eye of an astute rehearsal or artistic
	
	
	
	
	

	
	director who may serve as a set of third and fourth reflective eyes, iden-
	
	
	
	
	

	
	tifying the blind spots and pushing the dancer towards greater spontaneity,
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	freshness, and musicality.
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	The solo artist must make the essence of the dance part of her essence
	
	
	
	

	
	
	
	
	
	
	
	
	

	
	and have faith in her ability to transform the fiction of the dance into a
	
	

	
	
	truth for herself and the audience. The dancer, like the actor, needs a broad
	
	

	
	
	perspective of life and the understanding of the psychology of people and
	
	

	
	“the life of a human soul” so that she can completely identify with a role.
	
	

	
	
	The seed of all the different psychological qualities must be drawn from
	
	

	
	
	the living elements of one’s being — the sum total of one’s life and experi-
	
	

	
	
	
	
	
	
	
	

	
	ences — and one’s ability to be empathic with and understand others.
	
	
	

	
	
	
	
	
	
	
	

	
	
	
	
	The art of the dance, unlike a painting, a poem, or a musical score,
	
	

	
	
	
	
	

	
	
	is an unfinished symphony of movement where the dancer, like the actor,
	

	
	
	must search for something new in every rehearsal and performance. The
	

	
	
	
	

	
	
	lifespan of the dance, like that of the butterfly, is ephemeral and fleeting-

	
	
	existing only in the moment of performance and thus, the dancer must

	
	
	be spontaneous in the moment. While a dancer may be subject to the

	
	
	fickle whims and fancies of audiences and critics, she is nonetheless free

	
	
	in those ephemeral moments; she is a work of art that cannot be sold,

	
	
	bartered, or bought. In that, the soloist is free, free to exalt in the glory

	
	
	and ecstasy of the moment of the dance and free to be reborn anew with

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	each new performance.
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Dancing Community and Joy

The Strauss Waltzes

Southern Roses. The solo dancer1 enters the stage with a slow, waltz step holding a single, long-stemmed rose in her hand. She greets the audi-ence and then gestures to the wings, symbolically calling the other dancers to join her in the dance. When the music transitions from a reflective ada-gio1 to a rapid allegro, the ensemble runs swiftly onto the stage, forming two concentric circles while dipping first low in a large, sweeping under-curve as if skimming the water’s edge of a gentle stream, and then arcing high with the arms and torso thrust forward, as if playfully splashing a passing dancer. Each dancer in her own timing pauses for a brief moment to bend down and strategically place one long-stemmed rose at a designated spot at the front of the stage. After placing the rose, the dancers continue the sweeping, fast run with windmilling arms until the high note at the end of the musical phrase signals a momentary pause. With arms extended wide in a V while standing in high releve, their eyes meet and acknowledge their shared anticipation of the vibrant waltz variations that will ensue.


After a long breath impulse, the dancers run to the front of the stage and reassemble into a straight line in preparation for a series of long run-ning waltz steps (a low leap and two small steps) which sweep upstage and downstage several times. For an ebullient six minutes, the dancers joyously waltz — running waltzes, gliding waltzes, waltzes accented with a tour en Pair3 with lifted bent knees, and strong, accented waltzes in low pile with the hands on the hips and a Spanish flourish of the shoulders. They waltz in diagonal pattern; the pattern of a chariot with linked hands; in figure eights; and in straight, rushing lines, each triple meter accented on the one, or the first note of the 3/4 waltz rhythm. Periodically, they promenade two
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In this image from the ebullient Strauss waltz, Southern Roses, the dancers waltz in the pattern of a chariot with linked hands. The dance is an invitation for the audience to join kinesthetically in the joyous lyricism of the dance. From left to right: Maria Salas Risolia, Stephanie Bastos, Michelle Vazquez Kickasola, Ivette Sotomayor- Adrian, Maribel Gonzalez Brito. Courtesy of photographer Shelley Gefter.


by two with arms interlaced, then rapidly join hands, and spin together. Their feet punctuate the rhythms of the waltz, while their upper torsos express the lyrical melody.


Periodically, the dancers stand close to the edge of the lighted stage space and with arms and palms turned upwards, their torsos curve and lean upstage in opposition to their gesturing arms and hands, creating the effect of “pulling” the audience into the action on stage. It is an invitation for the audience to join kinesthetically in the joyous lyricism, to pulse and sway their bodies to the infectious rhythms of the Strauss score, indeed to embody the dance themselves. When the dancers’ eyes and body register true delight in the communal experience of waltzing to Strauss’ ebullient music, the audience feels this magnetic pull.


The dynamic movements of the dancers’ bodies accent the crashing of cymbals and the rolls of snare drums; staccato feet punctuate the rhythms on the floor; and strong, bent palms mime an action similar to that of a marching band member beating on a drum fastened to the hip. As the vibrant music moves through the dancers’ exuberant bodies, warm, natural smiles, sparkling eyes, and open countenances arise naturally. “Smiling eyes,” as the proverbial window to the soul, directed towards fellow dancers
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in multiple directions in Southern Roses, might say, “What a joyous pleas-ure it is to dance in unison with all of you, my beloved friends!’ Smiling eyes directed towards the audience seem to say, “Come join us in the joyous experience of dancing’.’

As the familiar rhythms of Strauss’ music become more exuberant in the coda of Southern Roses, the movement also becomes more exhilarating. At the climax, facing downstage towards the audience in a long line, the dancers execute a series of bold, round attitude skips with arms rising over-head and then falling forcefully downwards. On the last note of the music, the dancers form a straight line, bend down to pick up one long-stemmed rose and throw the rose into the audience. The rose becomes a symbolic embodiment of the shared experience between audience and performers, as well as a gift back to the audience.

The Chorus as Collective

In Southern Roses, as in other ensemble works like Blessed Spirits and Ave Maria, Duncan expresses her vision of dance as a chorus or a commu-nity, emphasizing both the collectivity of the audience and the dancers. As the dancers invite the audience into the dancing experience, they bridge the barriers of the proscenium stage. Southern Roses, with its unified ensem-ble and embracing connections to the audience, celebrates the joy of com-munity in a relationship of reciprocal give and take. Throughout various sections of the dance, the dancer’s attention may reach well beyond the foot lights up to the high balcony, to the far right and left and beyond the last row of orchestra seats. In this relationship of generosity and reciprocity with the audience, the dancers must give generously of themselves, both physically and emotionally for the pleasures of the audience. The relation-ship between audience and performer is one of union and communion, a symbiotic visceral experience of melodic pleasure and harmony that Duncan described in The Art of the Dance1.

Let us admire the natural dance of the young women and the young men, their transformation under their pulsating rhythm— in their dance that is perfect and complete, containing all life and bringing the dancers close to the gods. The crowd will follow their steps, will watch their attitudes, becom-ing one with them in a perfect harmony, combining on their side, the most noble expression of human life and the clear call of divinity.4

The projection of a communal rite is furthered through gestures of call and response, empathetic eye contact, energetic connections, emotional
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	expression, and musical harmony that radiates through each dancer and

	the group as a whole. Circular patterns reinforce the sense of community

	and bonding between the dancers, as energy flows outward from the body

	center towards the center of the circle and around the circumference. The

	audience is welcomed into the dance by the performers through their

	warm eye contact, direct focus, open gestures and enveloping embraces.

	
	
	
	
	

	
	
	The soloist sometimes moves in cpunterpoint to the ensemble, weav-
	

	
	

	ing in' and out of the group patterns, echoing the counterpoints of the
	

	music; at other times, she joins and merges with the group, expressing the
	

	tension between the individual and the collective. At the same time, she
	

	is the figure that binds the action together, the center point and initiator
	

	of the dancing experience. The dichotomy between individual and collec-
	

	tive is a tension that occurs frequently in all Duncan’s choreography. How-
	

	ever, in exalting herself as a soloist dancing on a nearly bare stage and in
	

	her proclamation that “I have always danced the chorus,” Duncan privi-
	

	
	

	leges the individual as chorus over the collective.
	


Strauss Waltzes: The Blue Danube and Southern

Roses

Most of Duncan’s large group works to music by Johann Strauss were staged in America from versions created by Irma and Anna Duncan in the late 1920s and early 1930s and later by Hortense Kooluris in the 1970s. Strauss’ Rosen aus dem Suden, Op. 388, commonly referred to as Roses from the South or Southern Roses, circa 1910 and An der schoen blauen Donau, Op. 314 referred to as On the Beautiful Blue Danube or The Blue Danube are purely lyrical expressions of Strauss’ infectious waltz rhythms. While the Danube is generally dated as choreographed around 1905, biog-rapher Peter Kurth writes that Isadora performed the dance as a solo in the spring of 1902 in Budapest? While the waltz, danced in triple meter or % time, was fashionable in Vienna as early as the latter part of the 1700s, it peaked in popularity as a social dance during the Romantic era. Isadora capitalized on the popularity of the waltz among the European upper classes by choreographing dances to Strauss’ most popular music, con-siderably broadening her public appeal and legitimacy as an artist. A typical orchestral performance of the Blue Danube may last as long as ten minutes with a three-minute coda at the end. Generally, when we performed the work, we eliminated many of the reprises as the dance tended to be very repetitious in structure. In the choreography for Blue
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Danube, Duncan’s wave principle comes vividly alive as the movements and the moods of the dance closely echo the rubatos of the musical score.6 The music and the dance continually rise and fall like cresting ocean waves, sometimes rough and turbulent at the height of a storm, other times placid and calm, then suddenly rushing like a waterfall or churning like fierce winds stirring up a rip tide. On the shimmering tremolos7 ot the violins in the extended introduction, the wave movements are subtle and subdued until the cellos and harps resound and propel the gentle arcs to rise higher and higher. The mood becomes poignant on the sonorous notes of the clarinet for a moment and then rises again to a forceful climax in the final coda7, of rushing eighth notes punctuated by the staccato* rhythms and flourishes of timpani, snare and bass drums.


During an American tour, the ensemble of six “Isadorables” per-formed Southern Roses on December 30, 1919 in San Francisco. Since that time, the dance is generally staged as an ensemble work. Like The Blue Danube, Southern Roses closely reflects the rising and falling of the ebul-lient Strauss score; it too builds in mood from a slightly pensive introduc-tion to a sparkling middle section and an uplifting, joyous climatic ending. The exuberance of the work exhilarates both the audience and the dancers; for this reason, I often included it in the evening length programs as a closing dance in the first act. For young dancers, it especially satisfies their eagerness for expansive, energetic dancing that requires stamina and endurance. The dancers remain on the stage for the majority of the time during the seven-minute dance, with only a few short periodic rests where they sway to the music along the sides of the stage. Isadora's distinctly American vision of bold and spacious movement comes alive in the lus-cious expansiveness of this work. Duncan’s Americana vision was shaped in part by the poetry of Walt Whitman and the expansive vistas of her native California:


a

I see America dancing, beautiful, strong, with one foot poised on the highest point of the Rockies, her two hands stretched out from the Atlantic to the Pacific, her fine head tossed to the sky, her forehead shining with a crown of a million stars ... come forth with great strides, leaps, and bounds, with lifted forehead and far-spread arms, dancing the language of our pioneers, the for-titude of our heroes, the justice, kindness, purity of our women, and through it all the inspired love and tenderness of the mothers.... That will be America dancing.10


In the “mighty song that Walt heard,” she imagined “the surge of the Pacific, over the plains” 11 transformed into strong running motions that rush forward and then recede like dynamic tidal waves. The “surge of the
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	Pacific” comes alive in the rushing waves of motion in the Strauss waltzes,
	
	
	

	as well as in the Chopin Waltz in A flat major, Op. 34, No. 1 or Valse Bril-
	
	
	

	lante. Nahumck in her study and application of Labanotation as a tool for
	
	
	

	analyzing Duncan dance found that the spatial magnitude of her dance
	
	
	

	
	was achieved in part through use of paths that are experienced by dancers
	
	
	

	as continuing circularities. Straight paths, even in entrances and exits,
	
	
	

	
	have a sense of continuing motion and circularity and are perceived as
	
	
	

	
	
	12
	
	
	
	

	
	minuscule segments of enormous curves encircling the earth.  This sense
	
	
	

	
	of unending, circular motion and boundless spape is also especially vivid
	
	
	

	and prominent in the Great Schubert Symphony No. 9, D 944 in C major
	
	
	

	
	with its’ bold, heroic leaps and long, lunging Amazon runs. The Symphony,
	
	
	

	
	choreographed in three sections following the musical score, pays homage
	
	
	

	
	to Apollo in the opening Andante con moto section, to Dionysus in the
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	middle Scherzo and to Artemis in the Finale.
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	
	
	
	While the movement phrases in Southern Roses and other spacious
	
	
	
	

	
	
	
	
	
	
	
	

	
	dances are ebullient, intensely musical, and full-bodied, Isadora’s choreo-
	
	
	

	
	graphic structure in the group works (and Julia’s versions as well) often
	
	
	

	
	appears repetitious, uninventive, and monotonous by late 20th and 21st cen-
	
	
	

	
	tury standards. Duncan was limited, in part, by a lack of modern full stage
	
	
	

	
	lighting that would provide illumination of multiple dancers from a variety
	
	
	

	
	of entrance points in the wings. She only had a few lighting trees available
	
	
	

	
	for use, and thus, many entrances are repeated on the same diagonal, moving
	
	
	

	
	from upstage left to downstage right, for example. Additionally, her main
	
	
	

	
	interest was in reinventing the concept of the dancing body through her
	
	
	

	
	solo artistry, not in developing the art of choreographic structure and form,
	
	
	

	
	as were the concerns of her third-generation modern dance successors such
	
	
	

	
	
	
	
	
	
	

	
	as Charles Weidman, Martha Graham and Doris Humphrey.
	
	
	

	
	
	
	
	
	
	
	

	
	
	
	
	Thus, many contemporary Duncan dancers take some liberty in
	
	

	
	
	
	

	
	manipulating the group choreography to create greater visual appeal for
	

	
	sophisticated contemporary audiences. For example, the structure of an
	

	
	
	

	
	original phrase repeated in exactly the same manner on a diagonal from

	
	upstage right to downstage left four to six times in succession might be

	
	varied by employing a number of relatively simple choreographic devices

	
	without altering the basic integrity of the phrase. Such devices include

	
	varying the diagonal to begin upstage left instead of upstage right, varying

	
	the number of dancers in the repetition of the phrase, and/or incorporat-

	
	ing a simple canon. While I employed these devices in Southern Roses and

	
	The Blue Danube, I was careful to maintain the essential integrity of the

	
	directional structure of each phrase (e.g., horizontal, circular, diagonal)

	
	and its integral relationship to the music.
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Ultimately, a reconstruction or reenactments, in the words of dance theorist Andre Lepecki, as “will to archive, invests in creative re-turns precisely in order to find, foreground, and produce ... difference.... The production of difference is not equivalent to the display of failures by re-enactors to be faithful to original works — but the actualization of the work’s always creative, (self-)differential, and virtual inventiveness. Thus, the political imperative resulting from the will to archive as will to re-enact: difference with repetition, repetition because of difference— both operating under the sign of creation and never of failure, unleashing his-tory and dances toward afterlives where, as Benjamin so beautifully wrote ‘the life of the original attains its latest, continually renewed, and most complete unfolding.’ “13 Lepecki views the choreographic activation of the dancer’s body as endlessly creative: “In re-enacting we turn back, and in this return we find in past dances a will to keep inventing.”14


Audience and Dancers: The Shared Experience of

Empathy

To further our company’s shared dancing experience, we endeavored to extend our dancing experience to underserved communities such as senior citizen centers where we could dance in informal, open settings without the barriers of the proscenium. The Strauss rhythms and the pop-ular waltz of the late 19th and early 20th century evoked nostalgic mem-ories for the seniors of the popular music and dance of their youth. On numerous occasions, when we finished performing, elderly women would come up to the designated open, performing area and join us in the dance. The ease, simplicity, and naturalness of the basic Duncan movements gave the illusion that anyone, no matter age or aptitude, could sway and move with the infectiqps rhythms of the Strauss music. The seniors’ eagerness to join us in the dance was our reward and the greatest compliment. Indeed, in these moments, we fulfilled one of the critical challenges of the art of the dance: to communicate with love and generosity, to stir the emo-tions of both performer and audience, and ultimately, to exchange and share fully the gift of art.


Kimerer LaMothe writes that the dancing communicates not only because the spectators see bodies moving, but because they themselves are also bodies moving, if less vigorously, during the moment of perform-ance. We can sense another’s body as like our own, not in what it looks like but in what it feels. What spectators catch are their own recreation
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	of the emotion that the dancer’s kinetic images appear to express to them.
	
	

	
	Spectator must feel what it feels like to make the movement, and from
	
	

	
	that point of connection, generate ideas about what that feeling might
	
	

	
	15
	In other words, there is
	
	

	
	mean based on their own recreated responses.
	
	
	

	
	a visual and visceral identification and connection that the audience inter-
	
	

	
	prets from their own experience. The audience may see an “ideal of life
	
	

	
	as a process of creating— in and through bodily movement— our ideals of
	
	

	
	beauty and holiness. To those who watch with such expectation, a dancer
	
	

	
	can appear divine. As the crowd follows, watches, and identifies viscerally
	
	

	
	with the dancers, they too feel their capacity to make movements that are
	
	

	
	16
	
	
	
	
	
	
	
	
	
	

	
	‘godlike’; they feel themselves to be gods.”
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	

	
	
	Edward Warburton speculates that there are three distinct forms of
	

	
	
	
	
	
	
	
	

	
	empathic experience in dance — somatic, kinesthetic, and mimetic and
	
	
	

	
	that they emerge from motor resonance and mimicry mechanisms. When
	
	
	

	
	dancers are successful, viewers not only see the movement, but they also
	
	
	

	
	feel its expressive intent. In other words, dancers and viewers must move
	
	
	

	
	17
	
	
	
	
	
	
	
	
	
	

	
	into empathy together.  Ensemble dancer Ivette Sotomayor commented
	
	
	

	
	in a recent interview reflecting back on her experience dancing Duncan
	
	
	

	
	that she had never really thought about making the audience “feel any-
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	

	
	thing” until she started to perform Duncan:
	
	
	
	
	
	
	
	
	
	

	
	
	... the purpose of dancing became about lifting them [the audience] up, mak-
	
	
	

	
	
	ing them whole ... it was a responsibility that I
	liked taking on ... it gave
	
	
	

	
	
	
	
	18
	
	
	
	
	
	
	
	

	
	
	rehearsal a purpose, ... not just about my technique.
	
	
	
	
	
	
	
	

	
	
	
	
	

	
	
	Michelle, now a dance teacher and studio owner, reflected, “I always
	
	

	
	
	

	
	tell my students now that you are changing someone’s day.... [1 ask them]
	

	
	how are you going to make the audience feel their life is enriched?”
	19
	Dance
	
	

	
	
	
	
	

	
	anthropologist Deidre Sklar proposes a process she calls “empathic kines-
	

	
	thetic perception” which suggests a combination of mimesis and empathy
	

	
	and a bridging between subjectivities. It is a kind of “connected knowing”
	

	
	

	
	which produces an intimate knowledge and a taste of those ineffable move-

	
	ment experiences that cannot be easily put into words.
	20
	The source of

	
	
	
	

	
	empathic experience in dance is fundamentally somatic. In Southern Roses,

	
	for example, spectators may respond to the kinetic effects of the wave

	
	movements and the rhythms of the music through aural, visceral, and/or

	
	visual identification. At times, the images that the audience creates in their

	
	minds may correspond to those in the mind of the dancer(s). However,

	
	the dance, like painting and music, is multivocal, referencing many pos-

	
	sible images and meanings simultaneously. Thus, the audience creates and

	
	imagines their own meaning from the images that arise in their minds.
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Resonance and empathy occurs when the dance touches the spectator in some way; in other words, they “connect” to the dance.

The kinetic connection with the audience also is conditional on the connection between the whole community of players, not only on the stage but also beyond the boundaries of the stage space. This community includes the directors, dancers, lighting technicians, sound engineers, musicians, costumers, and administrative staff. All share in producing the final product, both artistically and administratively. Similarly, in theater, the art emerges not as the expression of an individual but of a collective; the collective is the author of the unfinished dramatic result, the produc-tion itself.21 In an ensemble dance, if one dancer dominates and does not fuse with the whole, the unity of the collective group is compromised.

The collective operates most harmoniously when there is an atmos-phere of “creative reciprocity” where all participants, including the direc-tor, engages in the productive effort with an attitude of respect and appreciation for the various functions performed by each member of the team. The collective’s mutual goal is to create a successful production. This goal is furthered through an understanding that the whole is interdepend-ent on its parts, and conversely, the parts are dependent on the unity of the whole. The artistic director, whose communications must be clear, logical, and consistent, guides the collective process. If the production staff and dancers feel that the director is vacillating or indecisive, the unity of the group invariably suffers as individuals may feel impelled to express their individual ideas inappropriately and discord may ensue. The audience too will sense and feel the lack of cohesiveness and discord on stage.

Ultimately, the display of a sense of community rests with the final product — the staged dance production. In this moment, the dancers’ bonds and interconnections must be sensitively and finely attuned with one another and with the other components of the production, including light, sound, and the audience. In Southern Roses, the communication of joy and vitality largely comes from the very real experience of the shared joy of dancing together and from the vibrant exchange of energy, emotion, and motion that reverberates through the group and out into the house.

The dancer’s “sphere of attention” to the audience, however, will expand or contract according to the theme, motivation, and characteri-zations inherent in the dance. In some dances, the dancer needs to restrict or modify her relationship to the audience. For example, in sections of Bacchanal, the ritual appearing onstage is confined to the celebrants onstage; the audience are merely viewers. In the Chopin Slow Mazurka, the drama focuses on the distanced and alienated relationships among
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the four dancers. The dancer’s attention is focused on her interactions with the other dancers, which varies according to the degree and intensity of her sense of alienation at different moments. Here too, the audience is simply a witness to the drama. The highly skilled performer has to discern the boundaries of attention beyond the stage space at each moment in each dance; in other words, she must determine whether these boundaries stop at the proscenium or extend out into the full house. Regardless of whether the audience is “invited into the dance” or is a witness to the action, empathic kinesthetic perception is a desired goal. When there is some measure of empathy and somatic connectedness, the audience is touched and engaged in the stage action; they feel the movement and/or the emotion of the dance. The chorus whether directly or indirectly has spoken and been heard. If the message has been delivered well, then the gift of the dance is shared, felt, and understood.




♦ 8  ♦

Apollonian Form, Beauty

and the Natural Body

The Elgin Marbles and the Reclining Greek

Goddesses

Standing in sculptural repose with my weight and hip shifted naturally onto my left foot, I envision the statue of Aphrodite in the Louvre, standing perfectly poised, an embodiment of Beauty. As I root myself solidly into the earth and sense my weight, mass, and the undulating lines of my torso, I transform into my own wondrous image of Beauty. It is Beauty devoid of vanity and seductive allure. It is the subtle Beauty that radiates from within. As the languid chords of a Chopin Nocturne awaken my solar plexus, I start to feel the impulse to surrender to the force of gravity, to give in to the ideas of weight and weariness that I associate with this familiar “Lying Down” motion. My head and eyes move first to see the ground beneath me as I shift my weight onto my right foot with a small, measured step sideways. My torso expands slightly for a moment on the breath impulse as I begin my descent to the earth, my body now folding under itself and melting into the ground, into the “very root of things”1 until I am lying on my side. My arms extend overhead with my right palm folded over my wrist to create a long horizontal line from head to toe. As I release tension, my body falls into its natural, undulating curves. Weighted into the earth, I imagine that I am a marble goddess at the foot of the Parthenon. The coldness of the stone sud-denly ignites a remembrance of the weariness that brought me down to rest and form comes alive with feeling. After this descent, I must now rise, as

149
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each journey and life cycle has a cyclic nature; rising and descending mirrors death and rebirth, darkness and light. Propelled by the imaginary light of the sun, my head initiates the slow, weighted rise upwards. Slowly resisting gravity, I return to stand firmly on the earth once again as the goddess Aphrodite in repose. 2


The Lying Down Exercise: A Study in Form, Weight and Mass

The classroom exercise referred to by Irma Duncan as the “Lying Down,” is a study in sculptural form, weight, and mass. In the technique, an understanding of form and line provides discipline and structure for the dancer, as well as furthers the aesthetic ideals of Beauty that Duncan constructed from her study of art and nature. A strong, well-aligned form facilitates the channeling and control of energy and dynamics. The “Lying Down” exercise, inspired by Duncan’s study of the Elgin marbles housed in the British Museum and the reclining goddess figures on the East ped-


Im

4


Duncan in a pose from Schubert’s Unfinished Symphony No. 7 in 1916. This transitional gesture from the “Lying Down” exercise was adapted from the reclining sculpture figure on the East Pediment of the Parthenon which Isadora had in her postcard collection. Photograph by Arnold Genthe. Reproduced with permission. Jerome Robbins Dance Division, The Dance Collection of the New York Public Library for the Performing Arts. Astor, Lenox and Tilden Founda-tions.
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iment of the Parthenon, helps the dancer to develop a sense of bodily weight and mass, as well as to understand the proportionate relationships and alignment of body parts.

In her little manual on Duncan technique, Irma describes in system-atic detail, her experience of moving through each sequence of the exercise from how to descend fluidly to the floor, recline, kneel and rise upward again. The following excerpt from Irma’s manual clearly influenced Julia’s transmission of the exercise, as well as her use of motivational images, many of which I subsequently incorporated into my own execution and transmissions:

Connect your movements by moving very slowly like a slow motion picture, without any breaks. You must seem to melt into the ground, into the very roots of things. Then after a moment of complete immobility, you rise with the strong desire ... to reach up to the ... sun.... Unfold your movements again slowly one by one in a continuous flow.3

Apollonian Harmony, Beauty and Greek Art

Isadora proclaimed that the new woman who she desired to create “shall be a sculptor not in clay or marble but in proportion of line and curve and-the art of the dance she will hold as a great well-spring of new life for sculpture, painting, and architecture."4 While Duncan sought to inspire the visual artists of her day, they in turn influenced her concepts of Beauty. However, it was from her astute observations of nature and her studies of Greek and Renaissance art and mythology that she found the greatest inspiration for her concept of the natural body and her ideal of Beauty. In the Hellenistic world, Apollo, a god of music, song, sculpture, and prophecy, embodies the western ideal of beauty and form in its clas-sical perfectionjassociated with balance and harmony.5 The drawings of Isadora in motion by Emile Bourdelle, Maurice Denis, Walkowitz, Granjouan, and others beautifully portray the line, shape, and sculptural forms of the dances that have remained relatively intact over nearly a cen-tury of transmission to succeeding generations. Isadora endeavored to transmit her principles of Beauty to her young pupils so that their bodies would grow to be the personification of her ideals. These ideals of Beauty were rooted in her concepts of a natural body that would become “perfect in form and gesture”:

Many years ago the idea came to me that it might be possible to bring up young girls in such an atmosphere of beauty that, in setting continually before
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their eyes an ideal figure, their own bodies would grow to be the personifi-cation of this figure; and through continual emulation of it and by the per-petual practice of beautiful movements, they would become perfect in form and gesture.6

Tanagra Figures

In the Duncan classwork, the Tanagra Figures provide a technical basis for understanding Isadora’s principles of form, style, and naturalness. The Tanagra figures, brief musical and movement studies in sculptural form and line usually danced to Baroque music, such as Handel’s or Arcan-gelo Corelli’s Sonatas Violin in Continuo, Folie d’Espagne, (Op. 15. No. 12), provide one of the few rare moments in the technique where move-ment is periodically arrested. The pauses punctuating the slow movements give the dancer and viewer an opportunity to contemplate the sculptural form and more fully inhabit three-dimensional space as a living sculpture or figurine depicted on a Greek urn or vase. As the dancer transitions from pose to pose, she evokes sculptural images of the ancient Greek three-inch terracotta figures housed in the Louvre Museum depicting everyday life in Greece. The figures bear the name of the town of Tanagra in Boeotia, Greece where they were unearthed from ancient ruins. These postures of repose also appear at the beginning and end of many of the dances. At the beginning of a dance, they function to give the dancer time to reflect inward and awaken the “motor in the soul,” and at the end of the dance, they provide a “finish” and a moment for the audience to gaze upon the beauty of form after the movement is completed.

Isadora spent hours and hours in the great museums in Athens, Lon-don, Munich, and Paris studying the vases, friezes, and sculptures of Greek art, which provided inspiration for many of the forms and gestures of her dance vocabulary. In Greece, she astutely observed the decorative details of scrolled volutes on Ionic ruins and the subtle curves of seemingly straight Doric columns at the Parthenon. She exalted over the images of figures of priestesses, gods, and goddesses who were dancing their religion and was inspired by their free-flowing clothing that revealed their bodies as beautiful and holy.

The stylized forms in the Tanagra figures suggest images of pursuit and retreat, such as Ariadne pursued by Bacchus, a nymph pursued by a satyr or Diana pursuing the hunter, as well as images of dancers fixing their sandals and adjusting their tunics. The gesture of the retreat or the pursued consists of a sideways lunge where the arms and hands move


This photograph of Isadora in 1904 depicts a gesture evocative of "flight” or “retreat” inspired by the Greek Tanagra figures housed in the Louvre Museum in Paris. Photograph by Hof-Atelier Elvira, Miinchen. Reproduced with per-mission. Jerome Robbins Dance Division, The New York Public Library for the Performing Arts, Astor, Lenox, and Tilden Foundations.
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away from the pursuer and body center, as the eyes and head look back-wards over the shoulder. The pursuer, on the other hand, lunges forward and reaches out towards the imagined pursued. Other figures evoke a nar-rative of discovering a beautiful or beloved object, picking it up and admir-ing it, and then holding it out towards the sunlight or for others to see and admire. Irma describes this picking up action “as though you were plucking a flower.” 7 ,


Each Tanagra pose is uniformly executed in measured phrases that are connected to one another sequentially. In 'between each sculptural image or phrase, the body repetitively returns to a stance where the weight of the body falls naturally into one hip, and the side body and torso curve gently in an undulating line. At the end of each phrase, the body comes to rest with the weight centered equally on both feet. The countenance and focus are internally concentrated on the solar plexus prior to any ini-tiation of movement. The head, in general in the technique, may be held high on the spine, inclined or rotated to one side, dependent on the mood and overall expressive quality of the dance. The natural body stance con-trasts with the classic ballet stance where the weight is centered equally on both feet. In ballet technique, the shoulders are aligned with the hips, the torso is upright, and the focus is external. Nadia Chilkovsky Nahumck speculates that Duncan’s basic stance was inspired by the figures of Aphrodite created by the ancient Greek sculptor Praxiteles of Athens, the most renowned of the Attic sculptors of the 4th century b.c. The figures of Aphrodite were found in the caryatids surrounding the north portico of the Erechtheum on the Acropolis.8


The Influence of Greek Statue Posing and Delsarte

Duncan’s incorporation of the Tanagra Figures into her movement vocabulary was probably influenced by the popular “statue posing” of her day that developed from Delsartism, an international movement loosely derived from the work of French performance theorist Francois Delsarte in the 1800s. Originally, a singer who had studied at the Paris Conserva-tory, Delsarte developed a theory of relating movement gesture to emo-tional expression based on anatomical, social and occupational considerations that spawned statue posing in imitation of Greek art and sculpture. Genevieve Stebbins popularized Delsarte’s theories in America and developed them into a system of “aesthetic gymnastics.”9 As a teenager, Isadora adapted some of these gestures and poses to Homeric hymns spo-
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ken by her brother Raymond while her mother accompanied them on the piano. As Duncan matured in her art, her movements went well beyond the static Delsartian statue posing. Even in repose, her gestures and stances incorporated the undulating line of Greek art, which suggested an impulse towards ongoing movement. In her article titled “Terpsichore,” Duncan wrote:

And always the lines that are truly beautiful in movement suggest repose, even in the swiftest flight. It is this quality of repose in movement that gives to movements their eternal element. ...Every movement, even in repose, con-tains the quality of fecundity, possesses the power to give birth to another movement.10

Duncan also was influenced by American Delsartism in her turning to Classical Greece as an artistic ideal to discover roots for her dance the-ories, as well as in her belief in the unity of the physical and the spiritual where the soul is realized through the body. Like the Delsartians, she also believed that physical culture was a sublime and healthy activity and that the natural and free were better than the artificial and restrictive.11

The Natural Body

Duncan wrote that she absorbed herself in Greek art, which she called “the art of humanity for all time,”12 to steep herself in its underlying spirit:

In my art, I have not at all copied ... figures from Greek vases, friezes or paintings. I have learned from them how to study Nature, and when certain of my movements recall gestures seen on the works of art, it is only because they likewise are taken from the great natural source.”13

From her studies of Greek art and nature, Duncan endeavored to develop movements that were in direct proportion to the human form. Ann Daly posits that two of Duncan’s corollaries followed from her prem-ise that “form and movement shall be one harmony.”14 First, since individ-ual human bodies vary greatly within the general form, every person will move differently. Secondly, since the form of the body changes over the course of a person's lifetime, movements will change accordingly. To Dun-can, only movement that corresponds to the individual’s particular stage of development could be termed “natural” as evident in the evolution of her dances.15 While Isadora claims that the movements that she taught the children in the schools — walks, runs, hops, skips, and turns— were natural, they are only natural in the sense that they conform to the organic
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motion of the wave and the contours of an individual's body, as distinct from the forced turn-out and extensions of the ballet.

While young children or adults might naturally skip, walk, and run, much of Duncan’s vocabulary requires training, discipline and practice to achieve her aesthetic ideal of Apollonian beauty. While Duncan frequently denied that she studied or was influenced by the classical ballet of her day, the influence is nonetheless very apparent in Duncan’s use of classical symmetry in many of the lines of the body. For example, even when the body suddenly drops forward in a low, weighted release, the arms are shaped in a long, low curving symmetry that closely resembles a low fifth ballet arm position.

Duncan departs slightly from classical arm positions in that one of the general Duncan rules is that the forward arm usually indicates the direction where the dancer is going and the back arm indicates where the body has come from. The torso inhabits the in-between space. Addition-ally, Duncan movement is distinctive from ballet in that the arms respond to the initiation of the weight of the torso, and when in low fifth position, hang off the back. Similarly, when the chest is thrust upwards, the arms follow the initiation of the torso and solar plexus and move from the mid-back. While the arms swing upward freely, they retain a sense of form and directional energy that moves outwards and upwards in a continuing, ongoing line of energy. Unlike in the ballet, neither the torso nor the arms reach a finished stopping or endpoint.

In Duncan technique, students are instructed in the “how” and speci-ficities of a particular movement. For example, students learn how the fold at the joint where the leg and hip meets forms a natural, soft arc to allow freedom and ease in the skipping movement. They are taught that the toes extend towards the earth in a straight line without forcing the toes into a cramped, strong pointe. This helps to prepare the foot to relax on the descent so that it meets the floor with pliancy and ease to facilitate natural buoyancy in the movement. However, in this instructional process, the dancer is taught to discover the movement naturally in her body according to her own form rather than conform to a preconceived, hege-monic bodily image like the ballet sylph. Rather than rely on the mirror to adjust her form, imitate the teacher or another dancer, or work from a preconceived bodily image, the student sensitively tries to feel the move-ment from the inside and to make adjustments through sensation: “For every fiber of their bodies, sensitive and alert, responds to the melody of Nature and sings with her.”16 If she imitates another moving body or imi-tates trees, clouds, or other aspects of Nature, she will lose her sense of
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uniqueness and individuality, as “the dances of no two persons should be alike.”17

Even though Duncan often professed that she had no system, her efforts to lead the child to move according to an inner impulse or in accord with nature were systematic, disciplined and comprehensive. While nature is the source of Duncan’s art, “the dancer’s movement will always be sep-arate from any movement in nature.”18 The movement is learned over time, cultivated and nourished like a plant growing not in the wild, but in a beautiful, human-made garden. “‘Natural’ dancing should mean only that the dance never goes against nature, not that anything is left to chance.”19

Tunics: Botticelli and the Greeks

To fulfill her ideals of beauty and the natural body, Isadora found inspiration in the free-flowing clothing of the Greeks and the Pre-Raphaelites. The loose tunic revealed the body, amplified the sense of flow, and provided the freedom of movement that she sought to achieve in her choreography. Botticelli’s painting of the Primavera provided inspiration for not only Isadora’s costuming, but also for her image of the free woman, unbounded by corsets, tights, and toe shoes. Duncan, however, was not the first to perform in Greek draperies, which were in vogue in her day; Genevieve Stebbins wore tunics in her Delsarte lectures, and the move-ment for dress reform, health, and hygiene for women had already begun liberating women from tight corsets.20

The classic tunic or chiton worn by Greek maenads was fastened and gathered at the shoulders and sometimes a cord was tied around the waist. Isadora adopted this basic style but varied the fabrics, overscarfs, and fas-tenings overtime and according to the choreography of the dance. Isadora’s earliest costumes, makeshift robes made of cotton or linen fabric used in window curtains, were bulky and formless. Later, she discovered Liberty silks and chiffon that softly flowed with her movements and revealed her body.21 The tunics, both in the early schools and in contemporary Duncan companies, are varied in color, fabric, length, width, and style according to the theme of the work. Light, pastel-colored silks or chiffon generally are used for the youthful dances and earlier lyrical works, while long, dark-colored jerseys and heavy fabrics give weight and volume to the tragic and heroic dances. The tunic also might be pleated. Irma Duncan describes the creation of a tunic as follows:
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From a bolt of pink silk two lengths of material were cut and stitched up at the sides. With two small buttons, one for each shoulder, the material was caught up and fastened

together to form armholes and “voila,” presto we soon each had a new, pink silk tunic. A Russian embroidered belt completed the costume.22

Underneath the tunic, students wore a sleeveless leotard or fleshings made from white tri-cot that were dipped in tea to create a beige flesh tone. When Liberty silk became too costly, crepe de chine and China silk were substituted.23

The original costumes that the Duncan dancers wore for the early Schubert and Chopin dances consisted of a basic tunic with hand-rolled and sewn edges made from two to three yards of fine Chinese or Indian silk, depending on the size of the dancers. The basic tunic often was accompanied by three yards of a silk overscarf that might be dyed in the same color or accented with subtle bands of contrasting or complemen-tary colors with the palest

This terracotta Tanagra figure of a woman from Corinth, Greece, 3rd-2nd bce illustrates the inspi-ration for Duncan’s natural stance where the weight of the body falls naturally into one hip, and the side body and torso curve gently in an undulating line. Reprinted with permission. © Trustees of the British Museum/Art Resource, New York.
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shade at the top. Elastic bands (thin, round or % inch flat bands) were pinned or sewn into three separate circles, two worn around the waist, crisscrossed in front and back of the chest and pinned invisibly to the inside of the tunic and fleshing. A third band circled the waist below the
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dances, only two elastics circled the waist uncrossed or the tunic hung free to the ankles.24 The tunic and scarf might be accented with garlands of leaves and/or

flowers worn at the bodice and A around the head.

Contemporary Duncan com-panies tend to conform to the tra-ditional colors and fabrics used in the early Duncan schools that further the themes of the dances.

To fulfill her ideals of beauty and the natural body, Isadora found inspiration in the free -flowing clothing of the Greeks and the Pre-Raphaelites. Her earliest costumes, makeshift robes made of cotton or linen fabric used in window cur-tains, were bulky and formless while later she used Liberty silk and chif-fon. Photograph by Paul Berger, 1908. Reproduced with permission. Jerome Robbins Dance Division, The New York Public Library for the Performing Arts, Astor, Lenox, and Tilden Foundations.

	
	
	
	Isadora  Duncan  in the  2ist  Century

	
	160
	
	


In the game- like dance, Under the Scarf (Schubert), a long silk scarf, extended % of the way across the stage, becomes a billowing canopy. Adopted daughters Theresa and Margot are depicted here rising on half toe to manipulate the scarf while Anna and Lisa waltz underneath the silken canopy. Left to right: Maria Theresa, Anna, Lisa and Margot Duncan at L ‘Hotel des Artistes, 1917. Reprinted with permission. Jerome Robbins Dance Division, the New York Public Library for the Performing Arts, Astor, Lenox, and Tilden Foundations.
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Blood red, for example, was used for the revolutionary dances and brown, black, or dark blue for the tragic works. However, personal tastes and aes-thetic preferences among dancers and artistic directors create extensive variations in colors, fabrics, styles, and use of the elastic bands. In the mythic dances evoking the huntress Artemis (or the Roman Diana), the Amazon, or the Greek maenads, worshippers of Dionysus, we created short, tight-fitting tunics to amplify the sensual contours of the body in a much more revealing way than would have been traditionally used in the early schools. To create a tunic that conforms closely to the body, a much smaller piece of China silk than the traditional three yards is washed and then twisted very tight while still wet. When the silk is fully dried, it creates a crinkled fabric with small folds or pleats that reveal the fullness of the hips and breasts.

The scarf, omnipresent in nearly all of Duncan’s dances in some way, is a metaphor for the rise and fall, ebb and flow of Duncan’s wave theory and movement. In her use of silk and chiffon fabrics, Duncan was probably influenced not only by the Greeks but also by her predecessor Loie Fuller with whom she danced briefly. Fuller was an early innovator and genius in her explorations of the play of light and color on movement and billowing silk fabrics. In her autobiography, Duncan recounted that she was “dazzled” and “carried away by this marvelous artist,” who transformed herself into "shining orchids,” “a wavering, flowing sea flower,” and “a spiral-like lily, creating like Merlin, the sorcery of light, colour, flowing forms.” 25

Most often, the scarf is used as an overscarf that adds volume and flow to the basic tunic. Tied in the back at both shoulder blades, it serves as wings for the Chopin Butterfly Etude and as a metaphor for spiritual flight in the Chopin Harp Etude. Alternately, tied at one shoulder, it may serve as a long cape used to conceal the face, metaphorically suggesting darkness and ignorance as in the Dance of the Blessed Spirits. As a prop used in one haijd, it adds a seductive verve to the Spanish-influenced gypsy dances, and in the game-like children’s Schubert waltz, Under the Scarf, a long scarf extended % of the way across the stage becomes a bil-lowing canopy. Rising on half toe, the two dancers hold the scarf at each end, manipulating it repeatedly so that it billows up into the air, creating an arcing silken canopy. In varying combinations of solos, duets, trios or full ensemble, the dancers playfully dart in, out, under, and around the scarf before it floats down.

Francis writes that Duncan’s costumes became an emblem of women’s emancipation, a radical performance of a woman’s body freed from the binding and stifling layers of culture. Promoting a universal image of worn-
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anhood, Duncan did not use costume as a form of fashion but as a timeless image that placed her outside the particular and various histories of wom-anhood.26 It is ironic that the scarf, a symbol of movement, light, and color, of life itself encapsulated in its wave-like motion through the air, should also bring Isadora to her tragic sudden death and final journey in 1927. Her beloved long silk scarf, which she had wrapped around her neck prior to going for a ride in a Bugatti sports car, was caught in the spokes of the' wheel of the car, killing her instantly.

♦ 9
♦

Dancing the

Ecstasy of Dionysus

Bacchanal

Bacchanal: As chests and solar plexus’ yearn upwards towards heav-enly spheres, ten dancers’ arms fold and unfold across and through the cen-ter of their bodies in an embrace of the transported Self As they mime drinking cups of red wine with their palms, they imagine indulgently allow-ing the sweet nectar to cascade down the front of the body, bathing the naked skin in the dark red spirits. Sensuality pervades the body like an elixir, as if nectar pours forth from the pores and veins. The “self” is not conscious of itself, but is abandoned to a higher Self in an act of surrender, a giving up of oneself to a greater, external force, to the invisible powers of Dionysus, god of wine and ecstasy. The embodied experience becomes tran-scendent; the fullness of ripe young breasts serves not to titillate and arouse but rather become emblems of fertility, metaphorical milk and honey. Fully grounded into the earth, the pelvis yearns not just for physical pleasure but for a more intimate union and communion that transports each dancer beyond herself £s the dancers stomp the earth, they feel the power of the earth pulsating and vibrating through their blood like a flamenco dancer responding to the duende. Burning with desire to unite flesh and spirit, the dancers are consumed by the ecstasy of the dance.1


Bacchanal (circa 1903), choreographed in three musical sections to Gluck's ballet suite from Iphigenie en Aulide, is a rite of communion between and among a community of women seeking bodily union with the forces of the natural and divine world. Female identity, as conceptu-alized in Duncan’s Bacchanal, is rooted in an ancient notion of “sacred
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Illustrations of skips, attitude hop turns, and ecstatic Dionysian movements from Bacchanal (Gluck opera Iphigenia). Illustrations by Julia Levien from Images. Reprinted courtesy of Julia Levien and Elliot Golden.


sensuality,” where bodily sensations are organically connected to the pri-mal, creative and rhythmic forces of nature, to the fertility gods that gen-erate and sustain life. Here is a model of an elevated sense of the feminine, woman as a contemporary embodiment of the goddess who recognizes the wisdom and the will of the body, with the strength of Artemis, the beauty of Aphrodite, and the passion of Dionysus.


Duncan frequently denied that she was political and did not define herself as a feminist as we understand it today, but clearly she was a vision-ary in heralding radical changes in women’s rights, morality, and concepts of the body and embodiment that were to transpire later in the 20th cen-tury. Duncan shamelessly bore three children out of wedlock, renounced


Opposite-. Female identity, as conceptualized in Duncan’s Bacchanal (Gluck’s opera Iphigenie), is rooted in an ancient notion of “sacred sensuality” and Dionysian ecstasy where bodily sensations are organically connected to the pri-mal, creative forces of nature. Dancer: Maribel Gonzalez Brito. Courtesy of photographer Alfredo Pastor.
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	the “bondage” of marriage, dared to dance while visibly pregnant, openly
	
	
	
	

	
	conducted probably hundreds of affairs (largely with men, but ostensibly
	
	
	
	

	
	with a few women), and famously bared her breast onstage in New England.
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	Duncan, like other innovative dancers of the early 1900s, including
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Maud Allen, Loie Fuller, and Ruth St. Denis, sought not only to elevate
	
	
	
	
	

	
	the status of women in society and to create a new identity for dance, but
	
	
	
	
	

	
	she also strove to represent an early form of New Woman — strong, inde-
	
	
	
	
	

	
	pendent, physically daring, and self-sufficient.
	2
	In Bacchanal, Duncan
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	

	
	seeks to elevate the dancing body, in the fullness of its sensuality, strength,
	
	
	
	
	

	
	and beauty, to the status of a new religion, “an embodiment of beauty, art,
	
	
	
	
	

	
	and holiness,” freed from the suffocating Christian puritanism and moral-
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	ity of late 19th and early 20th century America. In 1922, she wrote:
	
	
	
	
	
	
	
	
	
	

	
	
	
	If my art is symbolic of any one thing, it is symbolic of the freedom of woman
	
	
	
	
	

	
	
	
	and her emancipation from the hide-bound conventions that are the warp
	
	
	
	
	

	
	
	
	and woof of New England Puritanism. I would rather dance completely nude
	
	
	
	
	

	
	
	
	than strut in half-clothed suggestiveness as many women do today. To expose
	
	
	
	
	

	
	
	
	one’s body is art; concealment is vulgar. When I dance, my object is to inspire
	
	
	
	
	

	
	
	
	reverence, not to suggest anything vulgar.
	3
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	While Isadora advocated for sexual equality and free sexual expres-
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	

	
	sion in the public and social sphere, she decried the eroticization and
	
	
	
	

	
	objectification of the female body as an object of male desire, so prevalent
	
	
	
	

	
	in the classical ballet and in the gaudy displays of acrobatic vaudeville
	
	
	
	

	
	dancing of her day. She conceived of the nude body as an object of beauty
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	inspired by classical Greek art:
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	The noblest in art is the nude. This truth is recognized by all, and followed
	
	
	
	

	
	
	
	by painters, sculptors and poets; only the dancer has forgotten it, who should
	
	
	
	

	
	
	
	most remember it, as the instrument of her art is the human body itself.
	4
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	

	
	
	
	It was primarily in Hellenistic ideals and in Nietzsche’s concept of

	
	
	
	
	
	
	

	
	the Dionysian that Duncan found a justification for her mission to realize
	
	
	

	
	her vision of the whole woman, a woman freed from the repressive bonds
	
	
	

	
	
	
	
	
	

	
	of the civilized world which she inhabited and no longer fragmented
	

	
	between body and mind and intelligence and sexuality. While Hellenistic
	

	
	ideals, Greek architecture, and art inspired her concepts of “Truth,”
	

	
	“Beauty,” and the “natural body,” it was in Nietzsche that she found a jus-
	

	
	tification
	for her crusade to elevate dance to the status of a religion. Dun-
	

	
	can referred to The Birth of Tragedy  as “my Bible”
	5
	and described Thus
	

	
	
	
	
	

	
	Spoke Zarathustra as “filled with phrases about man in his dancing being.”
	6
	
	

	
	
	
	
	
	
	
	
	
	

	
	Nietzsche’s writing abounds with images of dancing gods and goddesses
	

	
	and satyrs of the tragic chorus.
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	

	
	
	
	In her autobiography, Duncan referred to Nietzsche as “the first danc-
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ing philosopher” and one of the most important theoreticians of dance. Early in her career, she wrote that “the only dance masters I could have were Jean-Jacques Rousseau (Emile), Walt Whitman and Nietzsche.” 7 Kimerer LaMothe writes that Duncan intends her dancing to deliver the kind of experience, both aesthetic and religious, that Nietzsche wrote about in reference to Attic tragedies from ancient Greece, around fifth century BCE. According to Nietzsche, an encounter with Dionysian ener-gies of nature reaffirms a person’s sense of his or her bodily self. Whereas Christian values express and foster hostility toward bodies, art, and the earth, Attic tragedies encourage an affirmation of life. 8 For Duncan, danc-ing was “the Dionysian ecstasy which carries away all.”9 Duncan embraced the philosopher’s exhortation to break with the narrow, bankrupt morals and values of a Christian civilization and to harness the expansive, life-affirming creativity of the Superman. Daly posits that Isadora’s version of the “dancer of the future,” “the highest intelligence in the freest body” was essentially her version of Nietzsche’s Zarathustra, the philosopher-dancer who bitterly chastised the despisers of the body for their failure to recog-nize its wisdom and will.10

Duncan’s Bacchanal is one of the most ecstatic and freest of the dances in the repertory. The ecstatic, Dionysian movement in Bacchanal is inspired by not only Nietzsche’s theories of the Dionysian, but also bears other influences that include the great composer Richard Wagner, the Dionysian festivals of ancient Greece, and Euripides’ play, The Bacchae. In 1904, she was invited by Cosima Wagner, the composer’s widow, to dance Wagner’s Tannhauser, Bacchanal at the great theater at Bayreuth, the shrine of Wagnerian opera.11

Isadora and her family made many pilgrimages to the Theater of Diony-sus, the Acropolis, and Greek temples where she sought inspiration for her art of the dance. Her dance versions of the Bacchanal, choreographed to the music of both Wagner and Gluck, reference the ancient cult of Greek maenads, female worshipers of Dionysus, god of wine, vegetation, the life-force and ecstasy (known in Roman mythology as bacchantes or followers of Bacchus). The maenads annually participated in ecstatic, orgiastic rit-uals where they became filled with enthousiasmos, a state of being pos-sessed by the gods.

The orcibasia, which may have originated in Thrace and Phrygia dur-ing the Minoan and Mycenaean periods and then spread through ancient Greece, was an ecstatic religious festival. It functioned, in part, as an annual, socially sanctioned cathartic rite for Greek women who otherwise during the normal year lived in servitude to their husbands and families
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and were denied the democratic opportunities available to men. Once a year, the frenzied maenads, intoxicated on wine, would wildly cavort through the forest, tearing snakes into pieces and suckling the blood of young animals. The maenads are often depicted in Greek art brandishing torches or thyrsi (wands tipped with ivy or pine cones) with their heads and chests thrown ecstatically backwards. The thyrsus was a sacred emblem used in ceremonies and celebrations honoring the gods, and like the snake, it also served as a phallic symbol of fertility. The maenads were depicted as clothed in fawn or panther skins with crowns of ivy adorning their heads as they played flutes, tympana (small cymbals) or hand drums while dancing.12 Many of the myths of Dionysus reflect the frenzied nature of Dionysian ecstasy, referencing a “tearing apart” or the wild, irrational qual-ity of the instinctual life force.

Possibly in deference to the cultured tastes of the upper class elite to whom she appealed for money and support and to elevate her dance to a category of religious “high art” equal to the opera, literature, and classical music of her day, Duncan refrained from incorporating graphic imagery of the bloody and violent aspects of the orcibasia. In The Dance of the Furies, on the other hand, Isadora fearlessly and graphically depicted the ugly, demonic forces of the psyche. Bacchanal more abstractly depicts Duncan’s idealized image of the unrepressed sensuality and freedom of the body, and while it appears naive and innocent by 21st century stan-dards, the dance was radical for her day with its open, weighted pelvis, abandoned gestures, and sensual, phallic imagery.

Mediating Dionysus and Apollo

Isadora wrote that “it is possible to dance in two ways: One can throw oneself into the spirit of the dance, and dance the thing itself: Dionysus. Or one can contemplate the spirit of the dance— and dance as one who relates a story: Apollo.”13 A prophet and the son of Zeus and Leto, Apollo is the embodiment of the Hellenic qualities of clarity and reason.14 Diony-sus, a child of Zeus and a mortal woman, is paradoxical and mysterious. He is the god of both ecstasy and terror, of wildness and of the most blessed liberation and enraptured love. He is the god whose appearance sends mankind into madness and violence and the god of intoxicated delight and joy.15

While Duncan states that “one can dance in two ways,” she did not view Apollo and Dionysus as binary opposites; rather, she profoundly
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understood that in Greek drama and mythology they existed in a dynamic interrelationship. The great mysteries of the Delphic Oracle, as revealed in trance by Pythia, Apollo’s priestess at Delphi, deemed that the earthly powers cannot be suppressed, nor can their mystery be denied recogni-tion. The full expression of clarity and reason, the domain of Apollo, is dependent on the secret knowledge of Dionysus and his insight into the elemental depths in which all being is grounded. Hence, the pediments of Apollo’s temple portray on one side Apollo with Leto, his mother, Artemis and the muses, and on the other side Dionysus with his raving maenads.16

Nietzsche also described Apollo and Dionysus as, at once, existing in tremendous opposition to one another and interdependent.17 Their con-stant antagonism of one another was, Nietzsche argued, what constituted tragedy. Apollo, with his “impulse towards beauty,” was continually con-fronted with the “barbaric” gesturing of Dionysus.18 Dionysus is “barbaric” because his nature is untamed. Apollo, in his association with reason and balance and Dionysus as symbolic of the creative, life force also suggest a tension between the mind and body. In Bachannal, the Dionysian elements

uy...
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Dynamic locomotive movement from Bacchanal (Gluck’s opera Iphigenie) evok-ing Greek maenads engaging in Dionysian revelries. From left to right: Maria Salas Risola, Stephanie Bastos, Maribel Gonzalez Brito, Ivette Sotomayor, Michelle Vazquez Kickasola. Courtesy of photographer Alfredo Pastor.
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provide the vital, animating force and further the ecstasy of the dance. The Apollonian provides the form and structure that prevents the Dionysian from degenerating into uncontrolled chaos. Together, as one interpenetrates and affects the degree of the other, they create a dynamic interplay between discipline and freedom and form and feeling.

Bacchanal; The Choreography

The group version of Bacchanal, which I staged with anywhere from five to ten dancers, begins with a succession of one or two dancers dressed in short, tight-fitting, multi-colored silk tunics. The ensemble enters and moves on a long diagonal from upstage left to downstage right in a series of Duncan signature skips, Dionysian movements, and skip turns. Their upper torsos arch backwards in a high release, yearning upwards towards the “gods,” and then curve downward in a running lunge, impelled towards the earthly landscape in the distance. Alternate groups of dancers, in var-ious numbers and configurations, enter and exit in a series of canons of similar allegro movements: dynamic back arches, sudden drop releases of the upper torso, and quick hop turns executed on the downbeat of the music. As with all the group dances, I took some liberty in the staging of entrances, exits and choreographic formations to maintain interest to the contemporary eye, while endeavoring to maintain the basic integrity of pattern and form as Julia taught it to us.

The opening movements of the first allegro section of Bacchanal evoke images of a group of bacchantes calling one another to join in the Dionysian revelries that will soon commence in the distant mountains. The long, low forward lunges of the upper torso often are punctuated by strong, thrusting motions of the hips and a pointed index finger, referenc-ing the fertility symbol of the phallus or the thyrsus. Other gestures mime the celebrants playing the small hand cymbals depicted on ancient Greek bas reliefs, sculptures, and vases.

Duncan’s famous “Dionysian” movement, inspired by the Greek images of the maenad’s ecstatic backwards thrust of the head and chest, is repeated throughout the dance in varying rhythms, dynamics and direc-tions. Isadora wrote that in this backwards turning of the head, “one senses immediately the Bacchic frenzy possessing the entire body”:

The motive underlying this gesture is in all nature. The animals, in Bacchic movement, turn back the head.... It is the universal Dionysiac movement. The waves of the ocean form this fine under a storm, the trees in a tempest.19
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The movement is executed initially by inhaling and drawing the torso inward in a deep curve as the arms extend straight overhead with the back of the palms together. The weight is suspended on the back leg as the front thigh lifts in a high skipping position with the foot pointing downward directly under the knee (as opposed to the open front attitude position of the ballet). As the body forcefully shifts its weight from the back leg to the front with an attitude hop, the inner arms press downward on a strong exha-lation of the breath. The solar plexus and open chest then emerge through the parting palms in an explosive, high release. In the climax of the move-ment, the body is suspended in the air in a long, arching upper curve that extends from the hips through the top of the head. The chest and head are thrust backwards as the back leg opens out in a high back attitude. Where the upper torso and face in the ballet are focused towards the theatrical balcony, the upper torso— chest, throat and face— in Duncan’s ecstatic movements, is nearly parallel to an imaginary sky. This signature movement encapsulated for Duncan her consummate image of the free woman, unbounded by society’s conventions and exalting in the ecstasy of the dance.

The middle adagio section of the dance begins with two vertical lines of dancers on alternate sides of the stage, who entering from the wings, mime the act of dragging heavy vines of grape leaves in preparation for the making of the wine. The movement is initiated from the side body and ribcage which are curved in a long, full body arc. As the weight shifts from leg to leg, the dancer accents the movement with a strong stomp on the one of each triplet phrase. A stomping sound is generated not by lifting the foot but rather from the shift of weight from one leg to the other and strong grounded feet and pelvis. As the dancers drag the imaginary grape vines, the torso and arms are curved low to the floor. The arms move across the body and over the head on the inhalation in a rising wave motion ini-tiated from the rib cage and mid-back. On the exhalation, the torso drops low to the ground. Subsequent movements mime the stomping of grape leaves and the sensual delights of drinking the sacrament of the wine. Transitions of body weight are initiated from a strong, open pelvis which is firmly rooted through the legs into the earth. The body’s movement through space and the foot stomps are executed with a strong resistance to the pull of gravity, giving weight, effort and mass to the movement qual-ity. The images of an open, expectant pelvis, accented with a pointed, thrusting index finger evoking a phallic symbol, were no doubt shocking to the balletomanes of Duncan’s day accustomed to the chaste, closed positioning of the hips and genital area and corseted, weightless bodies soaring upward in denial of the forces of gravity.

172
Isadora
Duncan
in the
2ist
Century


The third and final section of the dance repeats the final A musical theme of the opening section (ABA musical form); however, this time, the dancers, symbolically having partaken of the wine and possessed with the spirit of Dionysus, dance with more freedom and abandon. The reverie of skips, attitude hop turns, and Dionysian movements culminates with the dancers spinning around themselves. In rapid succession, they collapse into an exhausted heap in the center of the stage. As the last dancer spins and falls, the music ends abruptly ancl the lights go to black. In her auto-biography, Duncan describes the joyous abandon of dancing in Baccha-nalian ecstasy:


As I danced these delirious rondos, I felt their [the maidens of Tauris] willing hands in mine; the pull and swing of their little bodies as the rondos grew faster and madder. When I finally fell, in a paroxysm of joyous abandon, I saw them "Drunken with wine, amid the sighing of flutes hunting desire thru woodland shades alone.” 20


Like all of Duncan’s dances, the integrity of the movements, once the technical aspects are mastered, rests in large part on the dancer’s clarity of intention, musicality, and emotional truth. Bacchanal, with its repetitive skips and festive atmosphere, can degenerate into Duncan movement cliches: a series of sweet, saccharine images and phrases of frolicking, happy nymphs skipping through the forest. With its full-bodied, sculptural forms, infectious rhythms, dynamic, energetic movements, strong, sensual physicality, and exhilarating ending, Bacchanal is a “dancer’s dance.” The young dancers in my company were eager to learn the dance and fre-quently exhorted me to teach it to them throughout their teenage years. I resisted as they had little concept as yet of their own womanhood (nor did I want to promote the images of drunkenness and mature sensuality among underage minors who thought that downing a glass of wine or two in the wings would give them the requisite credentials for the dance). Eventually, when they were in their 20s and in college at New World School of the Arts, I staged the group version of the dance.


Bacchanal gave the company an opportunity to explore and impart mature, healthy concepts of female sexual identity, as well as add a large group dance to the repertory that had wide audience appeal. Contempo-rary female sexuality in Duncan’s day and all too often in the 21st century revolves around constructed images of the embodied self as imagined and invented by the “other.” The fashion industry, music videos, movies, and popular culture icons such as Madonna, Rihanna, and Miley Cyrus, pro-vide role models that validate woman as objectified seductress. The imag-ined ideal body, especially in commercial jazz and in the media, is frequently
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envisioned as an object of desire. Sexualized dance movements are con-structed to titillate, attract, or allure both male and female audience mem-bers. This type of dancer, practicing in front of the mirror, learns to cultivate a seductive smile and gaze and to exhibit and accentuate her hips, breasts and buttocks to arouse the observer, whether herself or the audience. In performance, her connection with the other, real or imagined, is superficial and shallow, and the outcome of these practices is a hypersexuality, devoid of depth, intimacy, and meaning other than for the purposes of momentary arousal. Ultimately, the dancer/woman is disconnected from her own unique sexual and sensual identity as a self-integrated woman.

In a world stripped of mutually shared and agreed upon sacred ritual and myths, with few role models of healthy female identity, young women in the contemporary world are left adrift to discover and construct their identities from a massive sea of commoditized, commercialized, and objec-tified body images. Thus, the movement and images in Bacchanal are eas-ily misinterpreted in a variety of ways: as a display of hypersexualized, self-absorbed women; as a simplistic, presentational celebration of sensory pleasures and indulgences; or as an idyllic, naive romp through the “Elysian Fields.” The concept of “sacred sensuality” in Duncan’s Bacchanal, on the other hand, provides a model for young women that empowers their sex-uality and identity as women without commodifying or externalizing their sense of self.

The challenge for me as a director was how to convey this elevated sense of the feminine, woman as a contemporary embodiment of a god-dess, possessed of radiant sensuality and dignity. An additional challenge facing any contemporary interpreter is that Duncan’s ideal of the dancing body is clearly rooted in an Anglo-Saxon aesthetic of refinement, a Hel-lenistic classicism that privileges the white body. Isadora had little expo-sure to sacred world dance forms such as East Indian Bharata Natyam or the dancing Orixy. (Orishd) goddesses of African diaspora religions where female sexuality is elevated as a sacred act. Nor was Duncan able to tran-scend the prejudice and racism of her day as evident in her writings where she railed against the “sensual convulsion of the Negro.” 21 As she endeav-ored to elevate dance to a “civilized” art form of great heroic and spiritual beauty, she condemned jazz and ragtime as “indecent,” “sterile” and “vulgar expressions,” “deplorable modern dancing which has its roots in African primitives.” 22 Potentially, these biases can be problematic for dancers of African-American or other non-white racial heritage.

I found that the best way to deal with the sensitive issues surrounding race was through recognition of several fundamental realities: First, all
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movement is culturally constructed, reflective of its time, place, and cul-ture. It is important to recognize that while racism is never rationally defen-sible, Isadora lived within a highly segregated culture where “the other” was rarely one's schoolmate, neighbor, or acquaintance. Secondly, the body itself is “mapped” by the ethnicity, race, and gender of the choreographer and/or the dancer; and thirdly, throughout history, artists and cultures have always borrowed, adapted, and/or exchanged cultural forms and styles and moved fluidly across racial, ethnic, gender, and political boundaries. “Tradition” is not a fixed, static notion, but rather is always evolving, chang-ing, and borrowing, at an evermore rapid pace in a globalized world. Hybridity and syncretism in this shifting landscape create new cultural forms and realities. Picasso, for example, borrowed broadly from African art, while Eskimos learned the art of soapstone carving from white fur traders. Contemporary white American musicians play tamburas from South India, bata drums from traditional Afro-Cuban ceremonies, and bamboo xylophones in Balinese Gameion orchestras. Nigerian or Ghanian musicians may interpret compositions by Bach or Handel, and men play women in the celebrated role of the Onnagata in Japanese Kabuki Theater.

Likewise, dancers may “cross over” and dance genres associated with cultures other than their own. Black dancers may dance “white styles” and white dancers are free to dance African dance genres. Following a basic Duncan first principle that every dancer is unique, the dancer has the free-dom to create her own identity within the dance form. While the gestures of Bacchanal conform to the aesthetics of a western classicism associated with European and American Caucasians, the African- American dancer need not mimic nor adopt all the features of this aesthetic such as the cas-cading, soft curls of the Grecian goddesses or Renaissance muses nor need she pretend that she has fair, white skin. She is free to discover and express her own “sacred sensuality” within the style of the dance and to celebrate the darkness of her skin and the distinct texture of her hair, as well as her unique body and psyche.

A second challenge in transmitting the integrity of the choreography is how to best communicate the imagery and intellectual meanings of the dance. To discover the intellectual and historical references in the dance, we read narratives about the Greek mythology and ritual that inspired the dance, studied photographs and images of Greek art, as well as the hun-dreds of drawings of Duncan in motion by Walkowitz, Bourdelle, Grand-jouan, and others. Julia, an accomplished visual artist, created a self-published book of her drawings23 of the dances which we consulted reg-ularly to further our studies of line and form. A third challenge was to
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create the experience of being immersed in an imagined ecstatic, com-munal rite where the notion of an audience or observers was absent from consciousness. The key to creating this experience rests with the faculty of imagination, which must become so potently alive in the dancer that the images, in the words of Susanne Langer, create a “realm of virtual Power.” In this realm, the world is envisaged as inhabited by invisible, living forces and potent beings. Langer theorizes: “Ecstasy is nothing else than the feel-ing of entering such a realm...There are dance forms that serve mainly to sever the bonds of actuality and establish the ‘otherworldly’ atmosphere in which illusory forces operate. Whirling and circling, gliding and skip-ping and balancing are such basic gestures that seem to spring from the deeper sources of feeling, the rhythms of physical life as such.” 24


The dancer’s first instincts in endeavoring to depict a communal cel-ebration was to fall into the cliche of a presentational display of happy nymphs at a festival since their main experience of a festivity was configured around contemporary clubs, restaurants, and parties. To counteract these tendencies, we worked with a variety of imagery and visualizations to actively engage the five senses. Isadora sought to express the mystical experience through the visceral, sensory experiences of the body. Some of the sensory images that we employed included feeling the sensation of thick air caressing the flesh, moving in a pool of gardenia-scented bath water, and imagining sweet nectar dripping down our bodies.


Bacchanal alternates between a communal experience in the allegro sections and a more personal experience in the middle, slow adagio section w’here the dancer becomes self-absorbed in the rapture of the movement. The experience of community was relatively easy for us to depict as we regularly spent many rehearsal and pre-performance hours cultivating a sense of ensemble and engaging in communal rituals.25 To capture the quality of drunken abandonment, we practiced literally “throwing the movement away> without form or body center as if drunk for hours on end. When the movement quality approached abandonment, we redis-covered it through investigation of form, in search of a balance between Dionysian freedom and Apollonian form.


While the movements of the upper body necessitate an ability to deeply relax the muscles and move with a great sense of ease and freedom, the freedom is executed within the constraints of Duncan classical form and symmetry. Unlike contemporary “release” movement where the arms “tassel” on the body and have the appearance of being “thrown away” or unshaped into form or position, Duncan arm and hand movements are carefully crafted. Similar to the ballet, the third finger of the hand is
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	aligned in front of the nose when one arm is extended in the front of the
	
	
	
	
	
	

	body. The pelvis and legs must be strongly grounded into the floor to
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	respond precisely to the underlying rhythms of Gluck’s musical score.
	
	
	
	
	
	
	

	
	
	
	As the dancers in the Duncan Ensemble matured, Bacchanal became
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	a favorite dance to perform. The exhilarating music is contagious to both
	
	
	
	
	

	performers and audience, and as the dance builds to a climax with its
	
	
	
	
	

	
	rapid skipping, turning, and spinning, the energy becomes electric. At the
	
	
	
	
	

	end of the dance, as the dancers rapidly spin and collapse one by one into
	
	
	
	
	

	a pile of bodies in the center of the stage, they aye joined together physi-
	
	
	
	
	

	cally and psychically into one living, breathing mass. On the one hand, it
	
	
	
	
	

	is a playful moment, evocative of a childhood game that easily could, and
	
	
	
	
	

	did at times, provoke laughter and hilarity. However, as the dancers
	
	
	
	
	

	
	matured, they became more deeply immersed in the dance as a sacred
	
	
	
	
	

	
	rite of communion, as an expression of their own sacred sexuality, and an
	
	
	
	
	

	expression  of  strong,  independent  women.  They  understood  that
	
	
	
	
	

	
	metaphorically, the spent, exhausted energy evoked the last days of the
	
	
	
	
	

	orcibasia, the orgiastic rites of the maenads and the culmination of the
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	

	act of sex itself, when the sexual energy is spent and depleted. I believe
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	

	
	that they learned that sex in the context of love is sacred, and that the
	
	
	
	
	

	sensuality of the body is worthy of reverence, not objectification and com-
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	modification.
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	I
	vividly recall the time I
	first observed the development of the
	
	
	
	

	
	
	
	
	
	

	dancers’ mature sensibilities on a videotape of a staged performance of

	
	Bacchanal. I observed dancer Stephanie Bastos moving the palms of her

	
	
	
	
	
	

	
	hands across her breasts in a most sensual manner while executing a series
	
	
	

	
	
	
	
	

	of skipping movements in the allegro section of the dance. I hadn’t taught

	
	her the movement precisely in this way nor had I noticed it previously in

	
	rehearsal. I was struck by the fact that the gesture appeared to be neither

	self-indulgent nor provocative. It read as a beautiful gesture of Stephanie’s

	
	
	
	
	
	

	
	immersion into an experience of transcendent bodily sensuality.
	I knew
	

	
	
	
	

	
	then that her imagination transported her into a sacred rite that sought
	

	
	
	
	

	
	to unite flesh and spirit and that she had grasped on a sensorial level some
	
	

	sense of the meaning of Dionysian ecstasy. Ivette Sotomayor- Adrian com-

	
	mented that “femininity in Duncan’s [later] dances is about being a real

	
	woman, not a girl ... empowered, strong, smart, joyful and full of life.... I

	
	did the pieces as I grew up, did more mature works as I got older. It was

	always a process ... it was not about the result or getting it right.”
	26
	So too

	
	
	
	

	did the others come to understand this rite of communion and the mean-

	
	ing of “sacred sensuality” as a lived experience, one that bound them

	
	
	
	
	
	
	
	
	
	
	

	
	together as a community of women and a community of dancers.
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In this ecstatic rite, consciousness is not obliterated in a mindless drunkenness or abandonment. As the pediments of Apollo’s temple por-tray on one side Apollo and the other side Dionysus, so too does Bachan-nal “dance” between and among these two realities. However, it is the power and force of the Dionysian that intoxicates the dancer with spirit, facilitating the dissipation of her “self-conscious” ego and heightening her consciousness so that she can embody the goddess and her symbolic ideals. As the dancer stomps the earth, she seeks to feel the power of the earth pulsating and vibrating through her body like a flamenco dancer responding to the duende or the vital force emanating from the ground upwards through the body. Perhaps, Federico Garcia Lorca best describes the evanescent spirit of el duende and the Dionysian mysteries at the heart of the Bacchanal:

The duende is not in the throat; the duende climbs up inside you, from the soles of the feet. Meaning this: it is not a question of ability, but of true, living style, of blood, of the most ancient culture, of spontaneous creation....This mysterious power which everyone senses and no philosopher explains is, in sum, the spirit of the earth, the same duende that scorched the heart of Niet-zsche, who searched in vain for its external forms on the Rialto Bridge and in the music of Bizet, without knowing that the duende he was pursuing had leaped straight from the Greek mysteries to the dancers of Cadiz or the beheaded, Dionysian scream of Silverio's siguiriya ... it brings to old planes unknown feelings of freshness, with the quality of something newly created, like a miracle, and it produces an almost religious enthusiasm.... All arts are capable of duende, but where it finds greatest range, naturally, is in music, dance, and spoken poetry, for these arts require a living body to interpret them, being forms that are born, die, and open their contours against an exact present.27

♦ 10 ♦

Dancing the Music

Rehearsal: Lying on our backs in the studio, we prepare to listen to the music for the Dance of the Blessed Spirits from Gluck’s opera Orfeo ed Eurydice. Still, vigilant and aware, we await the first note of the opening Flute Solo. We lie in stillness so that we can be liberated from the demands of physical embodiment—from sore and tired muscles, from effort and analysis, from preoccupation with technique, self-criticism, and the critical eyes of others. Stillness provides the opportunity to become so intoxicated by the music that it seeps deep inside our skin, penetrates the barriers of our dense bodies and easily distracted minds and flows like blood pulsating in our veins. Stillness provides the freedom to just listen and feel the music moving and dancing in our mind’s eye to the melody and rhythm of the musical score. Lying still and listening is an exercise in total concentration, attention, and inward observation of the movie in our mind’s eye in which each of us has the starring role. We are alone with our thoughts and feeling-responses, yet we must visualize and dance with the whole ensemble in the imagination. We must be hyperaware of our feelings, form, musicality and changing spatial relationships.


Anticipating that first note, I turn my attention away from any aware-ness of the other dancers lying with me in the room so that I am ready to begin my private inward dance. I inhale and exhale, feeling my belly and solar plexus rise and fall. My breath prepares me for the impulse to move, activates the life force within me, and stirs the inner creative impulses. In this state of kinetic awareness, I am prepared to feel the “and” beat of the music— the pregnant pause before the note. As I inhale and synchronize my breath to the “and” beat, 1 tune my instrument and prepare my mind
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and body for the notes and phrases that will follow. Whether lying in still-ness on the floor, standing in a sculptural pose in the darkness of the stage space, or waiting in the wings, this first note is critical. If I do not feel and sense that note even in silence, I will miss the beat and the crucial entrance of the dance. Like a runner at the starting line, a late start may become a handicap from which 1 then have to recover. 1 cannot predict if there might be technical glitches or if the audio technician will be off in the timing and coordination of lights, music, and motion. So I must be ready for the moment when the music begins, however abrupt or horribly delayed.


I breathe in and out again and this time, lean sense the coming vibra-tion of sound. In my mind’s eye, I take my first slow, measured step on the rhythmic note, then another and another, breathing in and out in waves of motion, as I observe myself walking on a long diagonal. If my mind wanders for a second, I will lose the sequence of the choreography and the flow of my imagined body in motion. As I listen and observe my motion, I see the same technical error appearing in my mind’s eye that occurs in the physical execution. In witnessing this error, it will be easier later to make the nec-essary corrections when embodied.


As 1 move through the dance and continue my astute listening, 1 am attuned to not only the notes and the melody but also to all the subsequent silent spaces in the music, some long and sustained, others short and accented sharply. It is in these silent spaces in the music that I find my sympathetic, dynamic relationship to the melody and rhythm. As the breath rhythms of the pianist mediates the silent pauses and the notes, so too do my breath rhythms connect stillness and motion. Silence alternates with sound as stillness alternates with motion. Sound and energetic vibrations pulse in between and connect sound/silence and stillness/motion. Eventu-ally as sound and vibration pulsate and move through me, the impulse to stand up and dance the music arises in me like a burning fire. I am now ready to be swept away and intoxicated by sound and motion!


The Art of Listening and the Dialogue Between Music and Dance

The art of listening involves an acute awareness of melodic and har-monic nuances, meters, thematic repetitions, and phrasing, among other aspects. When Duncan choreographed, she began by listening to the music. Irma wrote that Duncan studied the music by lying relaxed on a couch with her eyes closed while it was being played by her pianist. 2
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	The famous Cuban ballerina Alicia Alonso, who became partially blind
	
	
	

	
	
	
	
	
	
	
	
	

	around the age of 19, proclaimed that she “rehearsed” often by lying still,
	
	
	

	listening to the music, and witnessing herself dancing. In blindness, I imag-
	
	
	

	
	ine that there is a gift given to the remaining senses and that the hearing
	
	
	

	especially becomes extraordinarily acute and sensitive. I recall a student
	
	
	

	
	in one of my yoga classes who could navigate his way around campus and
	
	
	

	
	the studio so adeptly without a cane that we were all shocked to learn that
	
	
	

	
	he was almost totally blind. He learned all the yoga positions through the
	
	
	

	sound of my voice only. The exercise of closing one’s eyes in stillness allows
	
	
	

	
	the dancer the possibility of freeing the mind from external images and
	
	
	

	
	sensations so that she can become more intimate with the music. This inti-
	
	
	

	
	macy makes it more possible for a profound dialogue to transpire between
	
	
	

	
	all the notes and rhythmic cadences and the movement impulses arising
	
	
	

	
	in the solar plexus. It allows the body to more freely respond to the dynamic
	
	
	

	
	ebb and flow of the music, strengthening and rising on strong crescendos
	
	
	

	
	
	
	
	
	
	
	
	

	
	and strident cadences and softening on the gentle decrescendos.
	
	
	
	
	

	
	
	
	
	
	
	
	
	

	
	
	
	In Duncan dance, the movements crescendo in dynamics and inten-
	
	
	
	

	
	
	
	
	
	
	

	
	sity in harmony with the music. The skillful dancer must feel and express
	
	

	
	the dynamic changes fully in her body lest she render the repetitive move-
	
	

	
	ments monotonously. The dancer should comprehend that no two move-
	
	

	
	ments are ever the same, even though the dance phrases seemingly repeat
	
	

	
	with the same motions and gestures. As the musical phrases repeat, they
	
	

	
	too are not the same. A musical pause does not indicate a cessation of move-
	
	

	
	ment, but rather motion may become so still that it is barely perceptible.
	
	

	
	Internally, one is still moving energetically, breathing and flowing with an
	
	

	
	
	
	
	
	

	
	inward sense of readiness, in apprehension of the next note.
	
	
	

	
	
	
	
	
	

	
	
	
	Thus, the dancer should be sensitive to the subtle changes in tempo
	
	

	
	
	

	
	and dynamics — sometimes softer, sometimes louder, now strong and then

	
	subtle, slightly faster or slower. The solar plexus is the center point of

	
	
	

	
	response to the musical impulses. The feet express the rhythm, such as
	

	
	that of a waltz or a mazurka, while the upper torso and lifted ribs express
	

	
	the lyrical melody of the musical phrase. Irma compares the waltz, where
	

	
	the accent is on the first beat, to piano technique: “The even rhythmic beat
	

	
	of your feet corresponds to the left hand on the piano. The movements
	

	
	of arms and head correspond to the changing melody, which is played by
	

	
	the right hand.”
	3
	Third generation Duncan dancer Nahumuk writes that
	

	
	
	
	
	

	
	the basic notion of Duncan dance where movement always begins in the
	

	
	body center is, in some respects, analogous to the musical ideas of anacru-
	

	
	4
	and tempo-rubato? Unlike the precision in “time-beating” and “time-
	

	
	sis
	
	

	
	swinging” of meters and note-values outlined by Emile Jacques Dalcroze,
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a movement progression in the Duncan style, while remaining within parameters of musical phrasing, is timed by an elastic succession of overt actions and felt rhythms.6


To heighten the emotional resonance of both the music and the motion, the Duncan dancer does not dance squarely on the beat but rather responds to the impulses and suspensions of the music, letting the note lead her so that she arrives at the ‘back end” of the note without being late on the beat. The ballet dancer, on the other hand, anticipates the music and is usually in “front” of the musical note. By dancing on the “endnote” of the music, the dancer creates the image that the elasticity of the music pulls her along and that the music is the impulse for motion.


Duncan dancer and classical pianist Adrienne Ramm recalls Julia emphasizing the importance of how one interprets the beginning and end-ing of a phrase. Julia cautioned against the vague, soupy effects that result when endings or punctuations are not made clear, especially in the strong, dynamic works such as the Scriabin Etudes-.


Find the finish to the movement and understand the end of the phrase. If you just keep flowing, the movement will appear weak, rather than distinct and precise. So when you finish your movement, finish it with all your strength [as in the Scriabin] or float on top of it [as in the Seagull movements] so that you feel the finite end of the movement, like a crystallization. The stronger you end, the stronger the vibration, like an overtone. Your mind imagines the energy carrying on, but you keep the containment and then observe that energy. The audience appreciates the stillness because they need to see the picture.7


Adrienne commented that it is in the stillness that she experiences the music most fully and that Julia had always emphasized that less is more. “I learned musicality by listening and experiencing it in my own body. It is not something that you really can teach. However, you can inspire others by using archetypal images and images of nature to try to get students in touch with their own power. Musicality is tapping into the deeper part of yourself and sharing in that listening with the audience.”8 When the cho-reography is successful, there is a dialogue between music and dance, an interaction and an electricity that they generate together that is not simply the result of adding one art to the other.


Dancing the Music Itself

For Isadora, music was the “great, impersonal, eternal and divine wellspring of art”9 and the vehicle to awaken the inner light of the soul.
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She danced not to the music but rather in the words of art critic Susanne Langer, she danced the music itself:

Isadora ... regarded dance as the visible incarnation of music ... that for her there was no “dance music,” but only pure music rendered as dance.10

Her love of music and her ability to hear the music was so profound that it often carried her away like a “mighty power.” 11 Isadora wrote, “Whenever I lie quiet and shut my eyes, I can hear the whole orchestra as plainly as if they were playing before me, and- for each instrument I see a god-like figure in movement of fullest expression. This orchestra of shad-ows danced always in my inner vision.” 12

Composers, Collaborators and Musical Influences

Renowned critic John Martin wrote in the early 20th century that Duncan’s chief means of starting the “motor in the soul” was music — Wag-ner, Beethoven, all the great romanticists of the nineteenth century — music which stirred the emotions.13 Audiences and critics often considered Duncan’s choice of music throughout her career as radical and her music frequently aroused harsh criticism. She disdained the popular new jazz music that was sweeping across America and traditional music used for 19th century classical ballet. Rather in her youth and early adulthood in the early 1900s, she experimented with the music of the masters of the Baroque era, composers such as Jean Philippe Rameau, Jacopo Peri, Corelli, and Jean Baptiste Lully, largely through her associations with critic J.A. Fuller-Maitland and Arnold Dolmetsch, an expert in 17th and 18th century music.

In the early years of her choreographic development, Isadora also was influenced by Emile Jaques Dalcroze’s theories of how bodily motion could express music, particularly his linking of the solo art form with new concepts of the expressive self thought to have been lost by Western modernity.14 Dalcroze developed his methodology of integrating music and bodily rhythm in response to the increasing fragmentation of modern life. His method, known as Dalcroze Eurythmic, aimed to teach “the expression of the order of all human beings, [which] penetrates through the body into the soul, and harmony is taught through the gymnastic dance.” Dance was a means for getting back in touch with a natural, har-monious sense of rhythm and music.15

As her art and understanding of music increased in sophistication,
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she found that the ornamentation and confining structure of pre-classic music could not encompass the grandeur of her vision, and she began to dance to piano and symphonic works of the Romantic era — Wagner, Beethoven, Gluck, Chopin, Schubert, Liszt, and Tchaikovsky, among oth-ers. She identified much more closely with the individualistic, expressive qualities of the Romantic composers who extolled the beauty of nature and personal feelings, rather than the impersonal, more formalistic style of Baroque musicians. Like Isadora, the mid-19th century Romantics broke away from the classicists detached concern with form and structure and more freely expressed their imagination and emotions. In the music of the Romantics, she found the personal freedom and inventiveness that complemented her vision of the dance.

Isadora had a profound connection with the conductor Walter Dam-rosch who introduced her to early Italian music and great orchestral music. Damrosch invited her to appear with him and the New York Symphony Orchestra in 1908 at the Metropolitan Opera House where she danced Beethoven’s Seventh symphony to a sold-out house. She exalted that at the first stroke of Damrosch’s baton “there surges within me the combined symphonic chord of all the instruments in one” and the “mighty rever-berations” rushed over her like “sails in the wind.”16 Of her 1909 American tour with Damrosch and an eighty-piece orchestra, Duncan wrote:

There was a marvelous sympathy between Damrosch and me, and to each one of his gestures I instantly felt the answering vibration. As he augmented the crescendo in volume, so the life in me mounted and overflowed in ges-ture — for each musical phrase translated into a musical movement, my whole being vibrated in harmony with his.17

Her decision to dance to great orchestral music such as Wagner’s Parsifal, Liszt’s Les Funerailles and Beethoven’s Requiem was considered especially daring and bold. In Wagner, Duncan rediscovered the dramatic impulse to rhythmic motion. As early as 1903, Duncan interpreted the dances in Wagner’s operas at the Bayreuth festival by special invitation of the master's widow, Cosima Wagner. Beethoven’s heroic music, notably the Seventh and Ninth Symphony, gave her a grand vision in her later years of the ensemble dancing to orchestral music. In place of the solo dancer, she envisioned “a vast ensemble— dancing the Ninth Symphony of Beethoven ... an orchestra of dancers— an orchestra which would be to sight what the great symphonies were to sound.”18 However, with her pre-mature death, she was never able to realize this grand vision.

In the operatic music of Christoph Willibald Gluck, Duncan found the naturalness and the “bridge that would restore the dance to its true sphere”:
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Gluck better than anyone else understood the Greek chorus, its rhythm, the grave beauty of its movements, the great impersonality of its soul.... I studied the movements for choruses and dances in the works of Gluck with the desire to draw the movements of dancing nearer to the intent of the Chorus in a tragedy.19

The operas of Gluck, notably Orfeo; Iphigenie en Aulide, the story of Iphigenia’s marriage to Achilles and the beginning of the Trojan War, and Iphigenie en Tauride, the story of Iphigenia and her brother Orestes, explored the uses of the chorus by not only letting the chorus serve as a background for the soloists, but also by using the group to create a separate dramatis personae on stage. In this role, the chorus could serve to motivate actions, to accent moments within the opera, and to contribute to the

intensity of the climax.20

To Duncan, Scriabin’s music was evocative of the spirit of Dionysus, representing a bridge from the old world to the new. She elaborated to Irma that he was a prophet of the revolution:

In his music you will quickly see that his creative strength comes from within.... With Scriabin begins a new epoch when the human being defies Fate. Scriabin is one of the precursors of the revolution.... — with music, not words. He himself took no active part in the building and the conquering of the new world, but he made a great breach in the gigantic wall that stood between the two worlds. I also am trying to make another breach in the wall like Scriabin.21

She felt that Liszt, on the other hand, was Apollonian because his music “always seeks for the beauty that comes to human beings from without ...

Beauty, but a weaker beauty for humanity than Dionysus can inspire.” 22 It is clear from her collaborations with great pianists, composers and

conductors who included Thibaud, Messager, conductor Arnold Dam-rosch, Colonne, Auer, Ysaye Gabrilovich, neoclassical composer Sir Hubert Parry, and eminent critics such as John Fuller-Maitland that Isadora had a great command of music. Her dances fully embody the structure, phras-ing and emotional resonance of the musical score. As Duncan nearly always performed to live music, the piano music of Schubert, Chopin, and Brahms in particular, made it easier for her to tour with a single musician. Additionally, the relatively short piano compositions allowed her to explore a single theme or mood. Her pianists, with whom she collaborated on the interpretation of the score, often served as mentors, close com-panions, and sometimes lovers preceding and during her tours.

Duncan did not slavishly interpret the music of these great composers nor was she ever subservient to the music. Rather she felt free to manip-ulate the composer’s score and form, including accents, time-length, and
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dynamics to suit her choreographic vision. Nahumck writes that in Three Graces where Schubert wrote 32 bars of music arranged in two, 16-bar themes, Duncan enlarged her composition to 80 bars of dance to complete her choreographic theme.23 She used the music of Orfeo in different sequences throughout her career: in 1900, she used the “Minuet” from the score as an encore for her London performances; in 1902, she used three selections from the opera including “Nenia delle Driadi per la morte de Eurydice,” “La Ombre spiano Orfeo,” and “Incontro de Orfeo con Eury-dice”; and in Brussels in 1905, she included four selections: “Lamento,” “Champ-Elysses,” “Recontre key a Orphee et Eurydice,” and “Gavotte.” In 1911, she created a full evening program from Orfeo for her American tour with Walter Damrosch and the Symphony Society of New York that included 23 sections of the opera but omitted several of the more famous arias.24 Program notes for a production of Duncan’s Iphigenie en Tauride demonstrate the complex mixing of theme, plots, ideas, and music from two different operas, Iphigenie en Tauride and Iphigenie en Aulide.15

The music of these great composers gave her the inspiration to dis-cover and express the profound rhythms of the body in motion. A critic of the Post describes Duncan’s extraordinary ability to embody the phras-ing, structure, and emotional verisimilitude of a music score:

...there was nothing arbitrary about the evolutions which she associated with music ... nothing accidental. Miss Duncan was not merely filling out the music with a Terpsichorean accompaniment; she was realizing the music through the medium of a sister art.... In one of the waltzes — probably it was the C sharp minor— she seemed the embodiment of the classic suppliants....

When she dances to the Valse in D flat, the mood was that of anticipation: she was the beloved of the Golden Age waiting for her lover ... she danced to some of the stately waltzes of Schubert and a Spanish dance of Moszkow-ski’s as well as to Chopin, and so genuine, so documentary were her move-ments, that every musician present must have regretted that he did not bring the score with him and mark it with Miss Duncan’s interpretations. She was Bacchic, but iff the high inspirational Greek sense. 26

Becoming Intoxicated with the Music

The attribute that facilitated Duncan’s profound musicality primarily was her ability to become intoxicated by the music. For the contemporary Duncan dancer, the challenge is to experience the music in a similar way; in other words, she must be infused with the music, allowing it to flow through the body in a deep, internal way. In this state of intoxication, the music inhabits the body totally, and the dancer is nearly “swept away.” The
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In the heroic and revolutionary dances, the body may reflect the strong accents, sharp angularity, and percussive dynamics of the musical score. Dancer/Chore-ographer: Julia Levien. Courtesy of Adrienne Ramm.

body becomes the musical instrument playing the piano notes or vibrating with the various instruments of the orchestra. The essence of musicality in Duncan dance is when one hears the music with one’s soul as Isadora urged her young pupils:
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Listen to the music with your soul. Now, while you are listening, do you not feel an inner self awakening deep within you — that it is by its strength that your head is lifted, that your arms are raised, that you are walking slowly


toward the light? This awakening is the first step in dancing, as 1 understand it.27

One does not interpret the music as much as join with it in a rela-tionship of call and response. The music awakens a kinetic creativity and the body/mind responds by feeling and sensing all its subtleties and dynamic shadings. In the dances accompanied by lyrical music, the body may move like a flowing stream, wisps of clouds, or trees in the wind, while in the heroic and revolutionary dances, the body may reflect the strong accents, sharp angularity, and percussive dynamics of the musical score. Duncan exuded that she felt an “answering vibration” to every stroke of orchestra conductor Damrosch’s baton:


...I am the magnetic center to convey the emotional expression of the Orches-tra. From my soul sprang fiery rays to connect me with my trembling vibrat-ing Orchestra .... As he augmented the crescendo in volume, so the life in me mounted and overflowed in gesture — for each musical phrase translated into a musical movement, my whole being vibrated in harmony with his.28


The contemporary Duncan dancer must learn to vibrate in harmony with the rhythms and natural cadences of the music. She not only dances the music, but also hears an inward music. In awakening her soul, she is tuned to the rhythms of her bodily Self and vibrates in harmony with nature and its cosmic rhythms.



eo 11
♦

Dancing Tragedy and Triumph

Mother, Revolutionary and Nocturne

Nocturne in E: Entering the darkness of the stage space, 1 lie prone on the floor, quickly transforming myself into the “lying down” position evocative of a living Elgin marble or reclining goddess figure on the pedi-ments of the Parthenon. Clothed in a sheer, brownish chiffon tunic, I lie undisturbed for six slow, mournful musical phrases of Chopin’s Nocturne in E. Inwardly, I invoke a painful memory, a hurt that transforms the cool-ness of my marble countenance into weighted tragedy. Although my pain -is deeply personal, I reflect that suffering sears the souls of all humans, that my pain is also the pain of all who suffer loss. Suffering has many faces; some hurts fade with time; others scar one’s soul indelibly with the same immediacy as when it first pierced the heart. Different hurts and losses flash by in my mind: I am a child and I think of the emotional distance between my parents and I; then, I am instantly an adult, enduring one of the many sorrows of motherhood. I remember the pain and horror of the drowning of Isadora’s two children. I think that I could not bear that most horrible of pains and push it away. I then focus intensely on the most potent memory that arises from my subconscious that is bearable, and soon the internal sorrow becomes visceral, my body now weighted with sorrow and rendered immobile.


Behind me, an Angel-like figure, dressed in a floor-length white tunic with billowing long sleeves, traverses the upstage horizontal stage space, lightly skimming the surface of the floor on half-toe in repetitive rhythmic phrases. The solar plexus of her arched chest creates a radius of light energy that moves from body center through her arm to her index finger, pointing heavenward. While I am weak, this figure of salvation is strong and unwa-
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veringly committed to the Divine source. The Angel pauses at the end of her first passage to signal the possibility of resurrection and affirmation through a circular gesture of her torso and arms initiated from the metaphorical dark earth space up towards the light of the sky. She resumes her horizontal passage back across the stage, pausing to gaze downstage at my reclining figure. Impelled by a strong breath rhythm and her sense of purpose, she travels downstage and stops behind my prone body, repeating the circular gesture. Her mission of hope and healing has begun.


I feel her warm presence and the subtle breeze of her billowing white sleeves rustling behind me. Standing in a forward lunge, she lifts her arms and palms upwards beckoning me to rise up from my despair. I faintly hear some silent call, and slowly, with great effort, lift my head and hesitantly turn towards her. She is but a dim shadow of light. Feeling the weight of the world still upon my shoulders and neck, I sink back to the prone, reclining position, finding a small measure of comfort in stillness and the support of the earth. Again, this Angel of Redemption seeks to awaken me with her healing hands, her symbolic caresses pulsing rhythmically over my body. She gestures again with strong uplifted chest and arms signaling that I must rise upwards. This time, I lift my head and upper torso higher, and as I turn backwards, I see a vision in white that gives me a glimmer of hope. As Angel extends her warm hand to me and gazes with a compassionate coun-tenance, she draws me upwards and away from my subterranean, dark world. Together at the apex of this gesture, we create a three-dimensional iconic image of sculptural repose— a suspended study in the tension between darkness and light, hope and despair, bondage and freedom. As she releases my hand and briefly bends over me in comfort, darkness prevails yet again for a brief moment, and 1 sink back downwards.


However, something intangible has awakened within me, and 1 drag my weary body along the floor rising ever so slightly higher to folded knees. In unison, our torsos slowly uncurl in the classic Duncan “universe’’ gesture, our arms traversing body centers, metaphorically suggesting the axis mundi or center pole uniting the underworld, earth, and sky. As I gradually rise higher, now fully extended on my knees, Angel and I repeat the universe gesture, this time with cupped palms and more open hearts. As we arrive at the zenith of this prayerful gesture of openness, our uplifted arms and cupped palms are ready to receive the nectar of the immortal gods and goddesses.


As I struggle to stand, my torso briefly relinquishes itself to the force of gravity as Angel departs upstage. I am alone now for a moment and must rely on the strength of my will. A great weight still torments me, but
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my will compels me to triumph over my aching sorrows. First one foot, then the other, I force myself to stand on the earth, impelled upwards by the strong downbeats of the music and the stirringforce of will within me. Sens-ing the support of my Angel poised in stillness upstage, I am magnetically drawn backwards, my heavy footsteps gradually getting lighter as my torso and arms unfurl. Arriving at my upstage destination, lam liberated from a self-inflicted bondage or perhaps the,curse of fate. Lightness now pervades my body, and I glide swiftly downstage along the surface of the floor, as the air breezes through my brown silk tunic. Curving to the right, I traverse Duncan’s circular path of infinity 1 until I meet face to face at last with my guiding Angel who meets me on the long diagonal of stage light. This time, 1 see her as a fully realized vision of hope, compassion, and enlightened wisdom. Neither overly sentimental nor worldly, Angel is the light at the end of the tunnel, the rainbow after the storm, and the pathway to real-ization. She understands that in the light of the eternal soul, suffering is temporary. She is neither buffeted by storms nor unmoored and left adrift by personal tragedies. Angel remains steadfast and unwavering in her faith that rebirth follows death, and that all things in the temporal world even-tually return to their Source. She is my guide in this psychological journey of consciousness and resurrection. lam climbing up Jacob’s proverbial lad-der towards the Godhead.

With a series of reluctant pauses, my cupped hands intermittently draw closer to body center and reach towards Angel as she steps backwards, beckoning me with her hand to follow the light. She calls me once, then twice, and then a final third time as I step gingerly in successive response to each call, half trusting, half fearing the journey in front of me. Suddenly, on the climactic note of the ending phrase of the music, she turns forward and gestures sharply with her pointed finger heavenward and runs off. As the light fades, I too run, following her into the realm of hope and faith, in triumph over darkness and despair.2

Nocturne in E: From Darkness Unto the Light

Nocturne in E flat major, Opus 9, No. 2, a duet choreographed around 1915 is a dance of lament, a lament for all mothers in a state of real or imagined loss or for the fallen, visualized as a soldier in some versions of the dance. This discrepancy in interpretation may be attributed to the two extant versions of the dance, one reconstructed by Julia Levien and another reconstructed by Hortense Kooluris and Maria-Theresa Duncan. In
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The iconic, oppositional sculptural designs in Nocturne in E (Chopin) add visual potency to the inherent tension of the forces of darkness and light. Lying down: Stephanie Bastos; Kneeling: Michelle Vazquez Kickasola. Courtesy of photog-rapher Shelley Gefter.

Levien’s version of Nocturne, the oppositional forces of darkness and light are constantly played against one another— the light of the angel Gabriel and the despair of the mother or fallen soldier; life in opposition to death; sunlight against darkness; and the weightiness of the body against the light of the spirit. These oppositional forces give weight to the choreog-raphy and provide a visceral and emotional tension that engages and com-pels the attention of the audience. The iconic oppositional sculptural designs add visual potency to the inherent tension.

The lower, tragic figure is particularly challenging for young dancers to portray because they lack the maturity and life experience to fully explore and express the depths of their personal sorrows. To unlock these raw places within the psyche of dancers, it is necessary to engage in a process of “breaking down’’ of emotional blockages over a period of many months and sometimes years. In Duncan dance, a “simulation” of sadness or loss is wholly inadequate because the very transparency of the work will reveal its untruth. In part, the negative reputation of Duncan dance
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in the decades after Isadora’s death was due to the plethora of imitative “barefoot dancers” who failed to comprehend the depth of the work. Very few of these early imitators understood the necessity of exploring the recesses of their psyche, as well as of developing a strong physicality to provide a fit vehicle for emotional expression. Critic Carl Van Vectin wrote in 1917 that “it is her feeling for the idea of the dance which isolates her


from her contemporaries”:
‘

Her imitators have purloined her costumes, her gestures, her steps; they have put the music of Beethoven and Schubert to new uses as she had done before them; they have unbound their hair and freed their feet, but the essence of her art, the spirit, they have left in her keeping.3


As a director, I rarely hesitated to tell the dancers when I did not believe a rehearsal run through, much to their frustration. When the dance was not emanating from a genuine depth of feeling, my job was to push them to confront their emotional relationships to loss and sorrow until it rose to the surface of their skin and emanated through their pores. Some-times emotions burst forth like the breaking of a dam, with a release of tears or sobs in that moment. Eventually, each dancer and I came to rec-ognize that those rare moments were among the most precious because jve allowed ourselves to express vulnerability. Vulnerability opened the door to real growth and eventual artistry. However, pure emotional expres-sion can overspill into sentimentality and self-indulgence, so it also was essential to cultivate immaculate control. In other words, dancers need to cultivate the ability to surface and express genuine emotions without being overwhelmed by them in performance. Artistry requires a delicate balance between form and feeling, and an ability to sufficiently abstract personal emotions so that they touch the universal. In describing Duncan’s artistry, Van Vectin wrote:


...she unveiled her own soul ... always it was pure and sexless ... always abstract emotion has guided her interpretations.... She remained faithful to her original ideal, the beauty of abstract movement, the rhythm of exquisite gesture.4


A Mother's Lament

The theme of lament finds its most tragic expressions in Isadora’s dances about motherhood. No mother should have to endure the horror of the loss of a child, much less the loss of two children and the tragedy of a third stillborn child. The tragic car accident in which Duncan’s two
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The tragic car accident in which Duncan’s two children, Deidre and Patrick, died a year after this photograph was taken in 1912 marked a turning point in Isadora’s choreography, particularly in relationship to the theme of Mother. Photograph by Otto. Reproduced with permission. Jerome Robbins Dance Divi-sion, The New York Public Library for the Performing Arts, Astor, Lenox, and Tilden Foundations.
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children, Deidre and Patrick, died along with their nurse in 1913 in the Seine River marked a turning point in Isadora’s choreography and dance career, particularly in her relationship to the theme of Mother. While Dun-can forged a strong life of independence and espoused radical feminist ideals for her day, she exalted the role of motherhood as an ideal of love. As a young girl, she portrayed motherhood in the Schubert Lullaby as a wistful dream of pure love that might be. In the later Brahms Lullaby, Mother becomes the earthly guardian and nurturer. However, in reality, in Duncan's personal life, she failed to live up to herHreams and iconic images. She left the majority of the care of her children to nannies or to her sister Elizabeth while touring the world or running off with her many lovers.


Her idyllic dreams of motherhood were totally shattered when her children suffered their very early death by drowning. No longer could she dance the wistful dreams of her earlier lyrical period, and her bouts of “neurasthenia,” as she called it, grew worse and more frequent. She fell vic-tim to despair and depression and drank heavily, gained weight, and sought to drown her sorrows in dozens of fleeting love affairs. While her personal life became increasingly undisciplined and chaotic after the death of her children, often verging on desperation, she channeled her great sorrows into her art, creating some of her finest dances during this period. Tragedy deepened her work; her choreography became more weighted, heroic, and minimalistic, giving way to the weight and gravity of her anguished soul.


The figure of the Mother became a tragic ode, elevated in the Schubert Ave Maria to the iconic figure of the Virgin Mary who endures the most unimaginable suffering witnessing her son Jesus crucified on the cross. In the Scriabin Mother and in the Marche Funebre (Chopin Sonata Op. 35, No. 2), the Mother is the epitome of mortal sacrifice and sorrow. Isadora tragically described her first performance of the Marche in 1913:


I danced a creature who carries in her arms her dead, with slow, hesitating steps, towards the last resting place. I danced the descent into the grave and finally the spirit escaping from the imprisoning flesh and rising, rising towards the Light — the Resurrection.5


The Scriabin Etudes

The Scriabin Etude, Op. 2 No. 1 (Mother) is a lament for all mothers who have suffered the loss, real or imagined of a child. Mother is one of three dances that Duncan choreographed around 1921 and premiered in 1923 to the Etudes of Scriabin. Mather was revived by Irma Duncan in
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1927 and restaged by Julia Levien in 1978. In addition to Mother, the Scri-abin Etudes include two dances inspired by the Russian revolution, Etude,

Op. 8, No. 12 (Revolutionary') and Etude, Op. 42, No. 5 (The Crossing).

Levien learned all three dances from Irma in preparation for a Carnegie Hall concert in 1931. Mother and Revolutionary are among Duncan’s great-est later works — mature, full-bodied, and musically complex, reflective of the richness of Scriabin’s score.

For me, like for most Duncan dancers, the Scriabin Etudes repre-sented a rite of passage, recognition from the teacher that one has mas-tered not only the style and technique of Duncan, but also that the dancer is capable of conveying the gravitas of the work with appropriate measures of restraint and passion. I can clearly remember the unanticipated, joyous moment when Julia asked me if I wanted to learn Mother and Revolution-ary. I had only been working with her for a few years, but I was, at the time, a mature dancer who had spent 17 years as Eleanor King’s protegee and was steeped in the ethos of the Humphrey- Weidman era and early modern dance. I was deeply honored by Julia's generous offer and to this day, nearly 30 years later, I still approach the challenge of performing the Scriabin Etudes with a mix of reverence, humility, trepidation, and awe at the possibility of communicating the immense power of emotion and raw truth encapsulated in these two short dances.

Mortality and Loss: Mother

Mother, which begins and ends on one long, slow diagonal from upstage right to downstage left, evokes a mother’s life journey from the sublime bliss of the caress of a young child to the stark, bitter reality of pain, loss, and sad farewell to the departed child. At the beginning of the dance, the dancdr positions herself in the black, standing upstage right in a classic Duncan pose with the body weight shifted onto one leg. The upper torso conveys a sculptural image of a mother caressing the head of her young child. As the lights are brought up slightly before the music, the audience has a moment to resonate with the beauty of the sculptural form and to observe the sculpture “coming to life.” This moment of stillness gives the dancer the opportunity to awaken her internal motor and emo-tional memory.

The first section of the dance depicts a mother pulling a young, reluc-tant child of about six or seven years old along by the hand. The weighted, measured gestures of stroking the child’s head and pulling him or her
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along alternate with upper body movements that gesture towards an imag-inary future filled with hopes and dreams. As the solitary figure moves to center stage, the gestures and visions beckoning towards stage left grow larger, fuller, and grander with each repetition, echoing the crescendos of Scriabin’s score. Life, for those few moments, is still rich with the possi-bility of a lifetime of intimated shared experiences. In the middle section of the dance, the mother slowly descends to her knees, still fully absorbed in cherished memories. She comforts and caresses the child, rocks him/her to sleep, covers the child with a warm blanket, >and strokes his/her small body. Fond remembrances of things past and hopes and dreams for the future are tempered by intermittent ominous internal fears, portents that the inevitable hands of fate will eventually darken and obscure these dreams. In these anxiety-filled moments, the elevated lift and expansion of the upper torso and solar plexus gives way to deep sighs and eventually to an even greater weight as the reality of tragic loss and grief becomes real and present.

As in all Duncan’s work, the movements and phrases are executed in organic, wavelike patterns and rhythms coordinated with the breath that intimately follow the dynamics, phrasing and rhythms of Scriabin’s poignant musical score. As the dancer arrives at the end of the long diag-onal, she gives the child one last soft caress and sorrowfully waves good-bye. This spatial ending point symbolically suggests that this goodbye is a tragically final one. Nadia Nahumck comments that the final anguished moment of the dance evoked for her Duncan’s forlorn note to Victor Seroff: “Think of me and play Scriabin — perhaps you will be nearer to my spirit when the body with all its material nuisance is not there. There are a few inspired moments in life and the rest is Chipuka.” e Dance critic Deborah Jowitt wrote that “in the poignant Mother, she didn’t so much stand for a chorus of sorrowing women as for every mother who has lost a child.”7

The experience of motherhood is one of constant flux and change. Over the course of at least 20 years of dancing Mother, my tiny baby son has grown into a young man. Initially, the sense of loss inherent in Mother represented for me many years of yearning to be a mother— the longing for a child throughout my mid and late 30s, and then the devastating news that I would never be able to bear my own natural child. In my early forties, I was blessed to be able to adopt first a young infant boy we named David in 1991, and then a year and half later, an infant girl, Merina. This joy was to be short-lived, however, as David came to us close to the end of a tumul-tuous, long marriage, and Merina only a month after our home was nearly destroyed by Hurricane Andrew. My marriage did not weather the trauma


a

The elevated lift and expansion of the upper torso and solar plexus depicted in this photograph from the solo Mother (Scriabin Etude, Op. 2, No. 1) later gives way to weight and gravitas as the reality of tragic loss and grief becomes real and present. Dancer: Andrea Seidel. Courtesy of photographer Dale Stine.com.
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of Hurricane Andrew, much less the sudden arrival of two young children. Several months after Andrew and the arrival of Merina, my ex-husband took my son to New Mexico ostensibly for a few months to help recover from the post-traumatic stress. Months turned into years, interminably long years of conflict and painful, long periods of separation from my son. Loss transformed from the longing for a child into the pain of absence, the inability to share in all the precious milestones that mark a child’s life, the constant worry that the tenuous bond between mother and adopted son would always be fragile and frayed. My painj deeply rooted in the feel-ing that my son had little regard or love for me, became a powerful internal source to draw upon to convey the sense of loss in Mother. Life and art in this dance became inseparable for me. The music, form, and movements of Mother reignited the shallowly buried pain and brought it to the surface of my being, and conversely, my sorrow ignited the dance with verisimil-itude. The power of art is that it can provide a container for the artist’s pain and the full range of other emotions — joy, rapture, despair, fear, alien-ation, and communion.

Mother symbolically narrates Isadora’s story, the story of all mothers who experience the loss of a child, whether through death, alienation, departure and transition into adulthood and the dancer’s personal rela-tionship to the story of motherhood and loss. The complexity of these relationships and multiple narratives requires maturity, a dancer who has lived, loved, and suffered deeply and who comprehends the gravity of other’s sufferings. For without connecting to the universal, as in all Dun-can’s dances, the portrayal of the suffering that all humans eventually endure in the journey of life risks sentimentality based on an overly per-sonal presentation.

Over the fifteen or so years of the life of the company, I always per-formed Mother if we included it on the program. After many years, I grew at home in the movement and most of the time, I was able to liberate my psyche from any preoccupation with self-criticism of the technical aspects of movement execution. Feeling, music and form eventually became one spontaneous flow over time. In the early years, I also performed Revolu-tionary, but later on, as the demands of directing and administering the company grew too taxing, Bambi Anderson, our resident guest artist, per-formed the more strenuous and physically demanding Revolutionary. The younger dancers never performed either of these works, although quite a few of the long-time company members were surely capable as they matured into their thirties.

Even though we all relished the challenge of learning new works,
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often, out of convenience or for the benefit of cost-savings in rehearsal time, many of us settled into our familiar, comfortable, and well-rehearsed roles. Additionally, the dancers, perhaps in deference to my familial role as “Mother” of the company and/or perhaps out of respect for my dancing, never seemed to want to usurp the role of Mother for themselves, and each year pushed me to keep performing this dance, along with the central figures in the Ave Maria and Blessed Spirits, long after I kept threatening to quit dancing. Today, nearly all of the former long-time company mem-bers are young mothers, and 1 look forward to passing the flame to them if desired, as well as to capable other dancers who wish to traverse the light of the long, somber diagonal that defines the journey of a mother’s inevitable sorrows.

♦ 12 ♦

Women Warriors

Dances of Revolutionary Russia

Dubinushka'. With feet planted firmly on the earth in a wide second position, ten dancers standing in two parallel lines are motionless as the sounds of a chorus of early 20th century Russian Bolshevik workers begins a lament. Dressed in simple red cotton tunics and headscarves, the dancers’ slumped torsos and forlorn countenances evoke the weight of oppression and the exhaustion of a life of hard labor. As the music progresses, the dancers begin to unfold their torsos and reach forward as if pulling on an imaginary rope pulley used by Volga dock workers to unload cargo. With each cadence of the music, the dancers repeat the gestures of labor, as 1 snap my headscarf through the air like a whip, evoking the image of sub-mission and enslavement. As the chorus rises on the third refrain, a moment of awareness strikes — they realize they have the power to resist and over-come oppression. With raised arms and clenched fists, the lead soloist of the chorus urges them to heed the call for resistance. The dancers labor on with the same gestures, but this time, their despair transforms into hope. As the music quickens and the voices of the chorus become more deter-mined, their spirits awaken and become energized. On the last refrain, still rooted to the same spot, the dancers’ torsos remain erect as they pull on the imaginary rope in double time. I am no longer the reminder of the oppressor, but now am the liberator. As 1 urge them on with gestures of defi-ance, their determination and resolve strengthens. The dancers then pivot in a half-turn to face downstage and drop to the earth with crossed wrists and clenched fists. On the last note of the music, we all break through our symbolic chains and thrust our bodies upward with chest and arms spread wide in a heroic gesture of triumph.1



200

	
	
	
	
	
	
	

	
	12. Women Warriors
	
	
	
	
	

	
	
	
	
	201
	

	
	
	
	
	

	
	
	
	>-
	
	

	
	
	
	■
	

	
	
	
	>
	
	


The narrative of oppression and defiance in Dubinushka (Dances of Revolution-ary Russia) is expressed through the grounded dramatic action of two long lines of dancers pulling on imaginary barge ropes who evoke the plight of the Russian Volga boat men. From left to right: Maribel Gonzalez Brito, Maria Salas Risolia, Stephanie Bastos, Ivette Sotomayor-Adrian, and Michelle Vazquez Kickasola. Courtesy of photographer Alfredo Pastor.

A Dancing Daughter's Sorrow and Triumph

The phone call that every mother dreads came at about 9:00 p.m. in the night: Stephanie, who began training with me at 13 years old had been in a terrible automobile accident. She was alive, but her leg was badly crushed, and they had to amputate it below the knee immediately. A feeling of horror and dread overwhelmed me. The next day as I drove to the hos-pital, I reflected between my tears that if something terrible had to happen to any of the girls, Stephanie would be the one that could handle it and would somehow prevail and eventually triumph over this. She had already persevered at a young age through a very difficult family life in her native Brazil. When I first met her in the 7th grade, I was impressed by her emo-tional maturity and resilient spirit. At that young age, she had an excep-tionally strong and muscular body and a quick mind. While she lacked the ability to express strong emotion at that time, she was abundantly endowed with an indomitable will, focus and sense of direction well beyond her young years. Stephanie did not seem to have the same doubts, insecurities or giddiness that characterized most other middle school students.

As I walked into her room, I struggled for words, at a loss as to what I could say that might comfort her. She was awake and sitting up and upon seeing me, she immediately started to tell me that Isadora had come to her in a dream and told her that she would dance again. She pronounced with great conviction that indeed she would dance. At that moment and from
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that point on, I never doubted her. The company was three years old at that time, and she was an integral member. I told her that she was welcome to come to rehearsal whenever she felt ready and that there would always be a place for her in the company in some way. Within two weeks, she had mastered crutches like an extra set of legs and was back in Pilates classes at New World School of the Arts where she was a senior in the high school Dance Division. Stephanie never looked back and set her vision on the next obstacle to conquer. Two months later, she was fitted with her first prosthetic leg. She became our emblem and ideal of courage, and her exam-ple fueled every rehearsal of the Russian Revolutionary dances with a larger-than-life example.

While she returned quickly to her classes at New World, she took six months to start coming to our Duncan rehearsals, as it was too emotionally painful for her to not be able to dance or participate in our performances. Eventually, after she started to come, she would sit or stand in the back, listening to every correction and mentally learning any new choreography. Gradually, she began to stand, sometimes supported at the wall, and mark the movements in place. At this point, she could begin to hobble on her new prosthetic leg but more often used the crutches, as initially walking on the leg was very painful.

Dubinushka: The Triumph of the Will

One day as the company was busily preparing for a performance to be held at the New York Lincoln Center Festival Out-of-Doors about nine months after her accident, Stephanie walked in and announced that she thought she could dance Dubinushka, one of the two dances in the suite, Dances from Revolutionary Russia (circa 1923). She told me that she had been rehearsing it every night in the living room of her small home. Prior to the accident, she had danced the role of the chorus leader. The chorus, comprised of 8 - 10 dancers, reenacts the struggle of oppressed pre-revolutionary Volga boatmen, while a solo figure enacts both the role of the oppressor and the liberator who calls the chorus to action and even-tually incites them to rise up against their oppressors.

Duncan was profoundly moved by the 1905 “Bloody Sunday” mas-sacre in St. Petersburg, one of the key events that led to the Russian Rev-olution of 1917. She is reported to have arrived in St. Petersburg just days after the massacre occurred. On this “Bloody Sunday,” as it came to be called, unarmed demonstrators who were marching to present a petition
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This image from the revolutionary dance Varshiavianka was inspired by the struggles of the oppressed masses, in particular, the “Bloody Sunday” massacre that led to the Russian Revolution of 1917. Back figure: Andrea Seidel; front, Michelle Vazquez Kickasola. Courtesy of photographer Alfredo Pastor.

	
	
	
	
	Isadora  Duncan  in the  2 1 S T  Century
	
	
	
	
	

	
	204
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	

	
	to Tsar Nicholas II were fired upon by soldiers of the Imperial Guard as
	
	
	

	
	they approached the Winter Palace. The massacre inspired her to chore-
	
	
	

	ograph numerous works referencing the plight of the oppressed masses,
	
	
	

	
	including Dubinushka and its companion piece, Varshiavianka (traditional
	
	
	

	
	music, circa 1924) which she dedicated to the victims. Varshiavianka, a
	
	
	

	
	bold, heroic ensemble work characterized by grand leaps, defiant  gestures,
	
	
	

	and a large red flag, portrays a revolutionary brigade whose members, one
	
	
	

	of whom carries a large flag in later versions, heroically confront the “enemy”
	
	
	

	on the battlefield. As various members symbolically are shot and die, oth-
	
	
	

	
	ers carry on their mission by rescuing the flag from their fallen comrade.
	
	
	

	
	In the chorus’ final refrains, the dancers rise up from their symbolic deaths,
	
	
	

	
	with a gesture evocative of Martha Graham’s signature “pleadings,” an
	
	
	

	
	angst-filled movement with open, cupped palms arising out of a strong
	
	
	

	
	contraction of the torso in resistance to gravity. The dance concludes with
	
	
	

	
	a triumphant rebirth of the fallen who have emerged victorious over their
	
	
	

	oppressors.
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	

	
	
	
	In Dubinushka, the narrative of oppression and defiance  is expressed
	
	
	
	

	
	
	
	
	
	
	

	
	through extreme tension and the grounded dramatic action of the two
	

	
	long lines of dancers who pull on imaginary barge ropes. Rooted in a wide
	

	
	second position lunge, the dancers’ upper torsos rise and fall, contract
	

	and release in response to the shift of weight from one leg to another. As
	

	
	with all of her dances, Dubinushka closely follows the rhythm of the musi-
	

	
	cal score. A wailing solo voice alternates in sharp counterpoint to a full-
	

	
	bodied chorus, each repetition of solo voice and chorus rising gradually
	

	
	
	
	
	
	

	
	in intensity, fervor, and volume.
	
	
	

	
	
	
	
	
	

	
	
	
	Stephanie knew from the onset of the accident that she would always
	
	

	
	
	

	
	remain a member of the company in some capacity, but that I could not
	

	
	compromise the artistic and technical quality to accommodate her disabil-
	

	
	ity. In other words, she knew that performing the dance again meant rising
	

	
	
	

	
	to the same quality as prior to the accident. After her pronouncement
	
	

	
	that she could perform the dance, I told her in rehearsal to take her original

	
	place at the front of the line and show me what she could do. Prior to this

	
	day, she had barely been able in rehearsal to hobble on her prosthetic leg

	
	nor had she joined us in the movement. While Dubinushka was demanding

	
	in terms of balance and strength, the ensemble essentially remains rooted

	
	in one spot for the entire dance, so Stephanie did not have the more daunt-

	
	ing challenge of moving through space. She hobbled to her position and

	
	joined the front line as the leader. As I began the music, I could not imag-

	
	ine that she could maintain a steady balance during the weight shifts on

	
	the lower legs nor sustain the extreme tension of the upper body for the
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full five minutes of the dance. However, while her body had suffered a tragic maiming, Stephanie s inward consciousness burned with great will and conviction. She convinced me that she could perform the dance and travel to New York with us.

Stephanie’s accident generated much publicity in the local South Florida press. The headline, “Young Dancer Loses Leg in Automobile Acci-dent” quickly became a topic on local television stations and in the print media, even generating a segment on “Dateline” that aired about six months after the accident. When the media received word that Stephanie would be appearing with the Isadora Duncan Dance Ensemble in New York at Lincoln Center, the New York press and television also picked up the story which the company saw air on a local news channel our first night at a New York City hotel. Stephanie and I were confident that she could perform the stationary Dubinushka well, but the main problem was the short walk onto the outdoor stage. Her gait at that point was hobbled and labored. Entrances and exits in an outdoor space were just as impor-tant as the onstage action. At the afternoon dress rehearsal, we counted the steps to enter and exit, perhaps totaling 25 in all. If she could summon her will to walk without limping for those 25 steps en masse with the other dancers, no one would notice, we hoped. Sympathy or compensation for a disabled dancer was not an option for any of us in this case.

Indeed, she walked confidently and steadily along with the other dancers that evening and performed heroically. As the months passed, she gradually became capable of performing some of the other dances where locomotion was minimal, such as the Slow Mazurka. Two years later, with the aid of a state-of-the-art prosthesis, she was able to perform the entire Duncan repertory and toured with us to Ecuador, Venezuela, and other international venues before deciding to move to New York to audition for the Urban Bush Women Dance Company. I cannot recall a time when any-one in the audiente noticed a handicapped dancer. Perhaps, a discerning dancer or two noticed a foot that was not pointed, but in Duncan dance, it is the luminous spirit that captivates the mind and heart of the viewer. Shortly after moving to New York, Stephanie was accepted into Urban Bush Women as a full company member. She later also danced with Axis, a mixed ability company in San Francisco for a number of years. Now in her late-thirties, dance continues to define her life in San Francisco as a performer and teacher in local schools and part-time actress who appeared in Hemingway with Nicole Kidman. We remain in close touch, and she frequently tells me that Isadora and Duncan dance remain at the core of her identity as pivotal, defining influences in her life and career.
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This mimetic gesture from Dubinushka symbolizing the toiling life and struggles of Russian Volga dock workers becomes a visceral embodiment of Nietzsche’s philosophy of objectified will. As each new refrain of the music builds in intensity, the collective will of the chorus strengthens until finally it emerges triumphant. Dancer: Ivette Sotomayor- Adrian. Courtesy of photographer Alfredo Pastor.

Dubinushka is a visceral embodiment of Nietzsche’s philosophy of objectified will and consciousness, and for Stephanie, the dance functioned as a metaphor for the possibility of her will triumphing over the formidable obstacle of her horrific injury. As each new refrain of the music builds in intensity, the collective will of the chorus strengthens until finally it emerges triumphant. While the accident had plunged Stephanie, an ambi-tious, aspiring young dancer, into unimaginable darkness and momentary despair on that horrible night, she was able to catalyze a visionary dream and message from Isadora into triumphant victory. In turn, her will and determination inspired the company to summon their courage and forti-tude in the face of life’s inevitable vicissitudes and to perform with greater zeal and conviction.

The Russian Years: The Collective and the Body Politic

In the latter part of her life, Duncan adopted the plight of the Russian workers as her cause celebre which she captured most vigorously in the Russian revolutionary dances. While Isadora’s ideals of liberation were
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rooted in a fervent individualism, in the power of each individual to rely on their own strength and inner will, Duncan privileged the power of the collective, especially during her Russian years. Scholar Elizabeth Francis proposes that Duncan’s emphasis on the collective in her choreography also suggests an allegory of revolution, akin to a model for socialism and history. Marxist editor Michael Gold wrote in 1929, “She prophesied the future, when in a free society there will be neither money nor classes, and men will seem like gods, when the body and mind will form a radiant unity.” 2 Thus, in evoking collectivity and a socialist body politic, Duncan sought to distance herself from individual artistic interpretation, equating her own personal feelings with what she believed were universal feelings and drives.3

Isadora Duncan made her first Russian concert debut in 1905 at the Marinsky Theater in St. Petersburg. It was an epoch-making event that for-ever changed the great Russian Imperial ballet tradition. Russian impre-sario Serge Diaghileff, the founder of the Ballet Russe, wrote after seeing Isadora’s performances in St. Petersburg, “Isadora gave an irreparable jolt to the classic ballet of Imperial Russia.... She pointed the way, and Fokine and I followed.” 4

As her schools in Europe gradually failed, Isadora returned to Russia at least six times to found a school for the masses supported by the new Soviet government and in hopes of finding renewed meaning and purpose in the cause of the Russian workers after the death of her children. In her heroic dances from Revolutionary Russia, including in addition to Dubi-nushka and Varshiavianka, the Revolutionary Etude, Marsellaise, and the

Marche Slav, Duncan explored the forces of gravity, weight, and resistance to dramatize the rise from slavery to freedom, the struggle of man’s spirit upward to self-mastery. The dances also express a revolt against the dehu-manizing forces of mechanization and powerfully assert that no matter how great the suffering or the oppression, the will can emerge triumphant.

In the Revolutionary Etude, a solo dancer stands upstage center with hunched shoulders and clenched fists bound at the hips, symbolically sug-gesting the weight of oppression. On the first note of the music, the dancer rushes downstage and rises on half-toe with one leg extended in attitude to the side, her arms and clenched fists now circled overhead. As she falls to the ground, she drives her fists into the floor signifying hard labor. This gesture of labor, initiated with a grand upper torso and arm circle repeats numerous times until the dancer pauses on her knees in a moment of awakening. She realizes that through the strength of her will, her spirit can achieve liberation. Structurally and thematically, Revolutionary is very

208
Isadora
Duncan
in the  2ist  Century


ENEOTEEEESLLOLSTRENSSSAROSEUSRNUBAYARHERESSs

Se verensnase ramets

	ses
	aounatunennraanutias  vase
	awassnse aaa
	KEIIAS

	scat
	Sui hasiconstoonlonisioncies
	
	


Illustrations of movements from Revolutionary (Scriabin Etude, Op . 8, No. 12) from left to right depict grounded, sculptural weight and mass; the heroic lift

1

in side attitude , facial gesture evocative of calling of the masses to action; responding to gravitational force; and the triumphant kneeling stance at the closing of the dance. Illustrations by Julia Levien from Images. Reprinted cour-tesy of Julia Levien and Elliot Golden.


similar to Dubinushka in that both dances are constructed in four sections that build in intensity on each new refrain of the music, and progressively develop from a theme of enslavement to liberation. While the gestures in each section are repetitive, variations in emotional intention, dynamics, and shading create the thematic nuances. The first two sections of both dances depict the laborious life of the oppressed worker, while the third section is a call to the masses for action: to awaken, rise up, and break down the barriers to freedom. In Revolutionary, mimetic gestures of silent screams through a long megaphone, the pounding of arms and fists against an imaginary wall, and broad, heroic arms and torso powerfully evoke the fervor of revolution and the call to action. Revolutionary, like Dubinushka, ends triumphantly with a symbolic breaking of bound arms and hands and a forceful punch of the fist straight into the air at chest level. Kneeling


	
	
	
	

	
	12. Women Warriors
	
	

	
	
	
	209


proudly on one knee as the lights fade, the dancer’s strong arms, clenched fist, and expansive chest reverberate with electric energy. Stoic and deter-mined, she is a passionate emblem of the heroic cause of freedom.

The Marche Slave in B flat minor, Op 31, first performed in celebra-tion of the Tsar’s abdication in 1917, was one of Duncan’s most celebrated Russian works. Tchaikovsky’s score, referred to as both the "Slavonic March” and the “Serbo-Russian March,” evokes the oppression of the Serbs by the Turks and incorporates the melodies of both Serbian folk songs and a solemn rendition of the Russian national anthem, "God Save the Tsar.” Tchaikovsky’s music was an inspired choice for Isadora to further her revolutionary mission and endear her to both the Russian populace and its new leaders. However, very little of the choreography survives as Duncan did not pass this work on to her pupils. Like Dubinushka and Revolutionary Etude, Marche Slave symbolized Isadora’s conception of the Russian moujik rising from slavery to freedom. Critic Van Vectin described the work in 1917:

With her hands bound behind her back, groping, stumbling, head bowed, knees bent, she struggles forward, clad only in a short red garment that barely covers her thighs. With furtive glances of extreme despair, she peers above and ahead, when the strains of God Save the Czar are first heard in the orches-tra, she falls to her knees and you see the peasant shuddering under the blows of the knout. The picture is a tragic one, cumulative in its horrific details. Finally comes the moment of release and here Isadora makes one of her great effects.

She does not spread her arms apart with a wide gesture. She brings them forward slowly and we observe with horror that they have practically for-gotten how to move at all. They are crushed, these hands, crushed and bleed-ing after their long serfdom; they are not hands at all but claws, broken, twisted piteous claws! The expression of frightened, almost uncomprehend-ing joy with which Isadora concludes the march is another stroke of her vivid imaginative genius.5

Agnes de Mille wrote in the foreword to Life into Art in reference to La Marseillaise, “Isadora gave voice to immortal anguish, to mortal endeavor”:

When young, Isadora was capable of light playfulness and blossoming grace, when older, such horror-filled grief that grown women wept uncontrollably to see her.... The concert I saw was during World War I. At the end of the performance, the entire audience rose and stood while the orchestra played the Marseillaise, the Allies’ anthem, all six verses, and Isadora in long Greek robes and a blood red cloak danced. At the final call: “Aux armes, Citoyens, formez vos hataillons’,’ she threw her blood red robe over her shoulder, marched to the footlights, and confronting the audience, raised her arms in heroic summons. The whole house cried out, many people wept. She gave voice to immortal anguish, to mortal endeavor.6
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Carl Van Vectin wrote in 1917 that Duncan’s interpretation of the Mar-seillaise before the United States had entered World War I “aroused as vehement and excited an expression of enthusiasm as it would be possible for an artist to awaken in our theater today.” He graphically described her


style in the powerful Marsellaise:

....In a robe the color of blood she stands enfolded; she sees the enemy advance; she feels the enemy as it grasps her by the throat; she kisses her flag; she tastes blood; she is all but crushed under the weight of the attack; and then she rises, triumphant, with the terrible cry, Aux armes citoyensl Part of her effect is gained by gesture, part by the massing of her body, but the greater part by facial expression. In the anguished appeal, she does not make a sound, beyond that made by the orchestra, but the hideous din of a hundred raucous voices seems to ring in our ears.... At times, legs, arms, a leg or an arm, the throat, or the exposed breast assume an importance above that of the rest of the mass, suggesting the unfinished sculpture of


Michaelangelo, an aposiopesis which, of course, served as Rodin's inspira-tion.7

In 1921, Isadora established a school in Moscow at the invitation of Anatoly Lunacharsky, the People’s Commissar of Education who endeav-ored to bring art to the people. On November 7, 1921 on the fourth anniver-sary of the Revolution with Lenin in attendance at the Bolshoi Theater, Duncan and a hundred little children in red tunics electrified Lenin and


the Communist officials with their Russian dances and a closing perform-ance of L’ Internationale.'6 The Soviet anti-capitalistic ideology appealed to Duncan’s disillusionment with American millionaires who failed to fund

her schools in France, Greece, and Germany.

In 1924, Duncan presented a program entitled “Songs of the Revo-lution” in Moscow that included both Dubinushka and Varshiavianka. In these programs, the dancers both sang and danced Irish, French, and Rus-sian revolutionary songs. The music of Varshiavianka possibly originated during an 1831 uprising of Polish prisoners in Tsarist Russia. Dubinushka and Varshiavianka were introduced to American audiences by Irma Dun-


can and her Russian dance troupe during their three-year tour of the U.S. and Canada from 1928-1930.9 Contemporary reconstructions of these

dances utilize the same score from the early 20th century.

While few foreigners had ever received such support as did Isadora, eventually the poor conditions in the Soviet Union, famine, and Lenin’s New Economic Policy and its’ temporarily imposed free market reforms eliminated state aid for her school. Isadora and her new husband, the famous poet Serge Essenin, returned to America. While for Duncan, the Revolution was largely a metaphor for all forms of subjugation and oppres-
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sion, her association and embrace of Communistic ideals, along with her marriage to Essenin incited much controversy and scandal upon her return to America. A “Red Scare,” a fear of Bolshevism and Communism, fueled in part by the hypernationalism of World War I, had swept America like a deadly plague, reaching its height in 1919-1920 shortly after the Revo-lution. Isadora and Essenin, branded as radicals and traitors, were subjected to unwarranted detentions and Duncan’s citizenship was revoked. Isadora’s devoted pupil and adopted daughter Irma maintained the school in Mos-cow until about 1930 when the harsh conditions in the Soviet Union forced Irma to go to America where she joined Anna Duncan in founding the American School of Duncan Dancers after Isadora’s death. Irma’s pupils maintained the Russian school for nearly a decade. However, eventually, the revolutionary spirit that gave birth to the great legacy of the modern dance suffocated under repressive Soviet regimes.

Pilgrimage to Duncans Russia

Nearly 100 years after Isadora, three members of our Duncan Com-pany, my daughter Merina, and I made a personal and professional pil-grimage to St. Petersburg to bring our American Duncan legacy to Russian dancers and in turn, to discover what might remain of Isadora’s art in con-temporary St. Petersburg. Our programs, held in conjunction with the International Goethe Festival in celebration of St. Petersburg’s 300th anniversary and sponsored by CEC International Partners, a New York/St. Petersburg-based organization that hosts artist exchange between Central and Eastern Europe, included master classes, a lecture on Isadora’s Russian years, and a performance at the Baltiski Dom Theater.

Our hosts informed us that throughout the 20th century there was very little depth or continuity in the training of contemporary dancers out-side of the exclusive ballet worlds of the Kirov and Bolshoi. In the last few decades, particularly after the fall of communism, there seems to have been a pastiche of exposure to modern dance, largely the work of Martha Gra-ham and more recently, the choreography of Pina Bausch and her European contemporaries, as well as some training in jazz and contact improvisation. The interest in my classes in Duncan technique and repertory was extremely high since Duncan and her husband Essenin, the famed poet, were leg-endary figures in Russia. Essenin remains a popular, beloved figure in Rus-sia today, and much that is commonly known about Isadora is in relation to her turbulent marriage to Essenin.
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A visit to the Engleterre Hotel where Essenin committed suicide was a poignant moment in our journey. However, a lunch of Russian blini and caviar at the historic Stray Dog Cafe dating from 1913, where Isadora, Ess-enin, Dostoyevsky, Stanislavski, and other great artists and intellectuals of that period dined and informally exchanged their art and ideas, brought a more immediate and vibrant sense of the era. It was a privilege to visit this historic gathering place of Russia's intellectual and artistic elite, com-memorated through numerous old photos and famous signatures on the


old stone walls.
:

The highlight of our Duncan workshops was a meeting with Olga Troul and a subsequent visit to her dance school, “The Cultural Centre of Pure Art,” which provides Duncan-style training and music to children, teenagers ages 3-17, and adults. Olga informed us that her “Plastic Ballet Theater” was dedicated to a “pure interpretation of Duncan philosophy.” Many of these schools of plastique emerged in Russia after Duncan’s arrival, adopting her bare feet, tunics, and “serious” music. However, according to Ilya Schneider, Isadora’s secretary in Russia, they were devoid of expres-sion and true naturalness of movement.10


While the company members went off to visit Moscow, Merina and I arrived at an elegant classroom not far from Nevsky Prospect, the Champs Elysee of St. Petersburg. About 20 beautiful tunic-clad children greeted us, ages 8-14 years, who had prepared a full program of class work and dances for our visit. Merina and I watched their earnest and eager faces rhythmically respond to the music of Schubert, Chopin, and other romantic composers. I was transported back in time to the Dalcroze schools of Eurythmics and the plastique of the early 1900s, as the children marched, hopped, and skipped to a variety of rhythmic exercises.


Olga and the children invited Merina to get up and improvise to Schu-bert’s Moment Musical, one of the early dances that Isadora performed in St. Petersburg. Reluctant and shy to respond spontaneously to this foreign class, Merina eventually complied at Olga and her proud Mother’s urging. Charming as the Russian children’s dances were, their understanding of Duncan’s artistry was impressionistic and lacking in a depth of under-standing of line, form, idea, and choreographic structure. I emphasized in my Russian classes that Duncan left a transmittable legacy of technique and repertory, and that Apollonian form and structure were essential com-ponents of the work. At the end of their demonstration, Olga and the young children showered Merina and me with gifts, including a handmade head wreath of fall leaves and expressions of gratitude for introducing them to the technique and discipline of the Duncan technique that they
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would now incorporate into their lessons. In that moment, I felt our trip had accomplished all that I had hoped.

The performance at the Baltiski Dom also brought its own rewards with a nearly full house and splendidly warm, enthusiastic applause from the audience. We opened the performance with Schubert’s Ave Maria, as Isadora had done in the years after the Revolution and closed with Dubi-nushka and the Scriabin Etude, Revolutionary. Dancers Michelle Vazquez Kickasola, a Cuban- American, and Ivette Sotomayor- Adrian, a Nicaraguan-American raised in Miami where the outspoken, dominant Cuban com-munity is virulently anti-Communist, worried that our red tunic dances choreographed to songs of the Red Army might be offensive to the audi-ence in a democratically reformed Russia in the 21st century. On the con-trary, we learned from our hosts that many young people are apolitical and viewed the music and dance as simply part of their history. However, many of the older generation, particularly those originally from impover-ished independent states such as Georgia and Uzbekistan, lamented that life was economically better under communism.


In 1924, three years before her death, Isadora wrote to Irma referring to the students in her Moscow school, “My art was the flower of an epoch, but the Epoch is dead and Europe is the past. These red tunic kids are the future.”11 With the failure of the Russian school and the ultimate failures of Communism in the Soviet Union in the 20th century, the “red tunic kids” were not to carry on Isadora’s prophetic vision extolled in her famous treatise on The Art of the Dance-. “Oh, she is coming, the dancer of the future ... the highest intelligence in the freest body.”12 Rather, it was the dancers of the American Duncan School, including our mentor Julia Levien, who would carry on the depth, integrity, and artistry of Isadora’s great humanistic legacy.


a


Epilogue

The Dancer of the Future

Onward into the Light

Isadora’s well-documented influence on dancers and artists in the 20th century was monumental in shaping the development of modernism in multiple spheres of art. However, her mystique and the allure of her artistic legacy remains compelling and relevant to dancers and artists today beyond her influence on 20th century modernism. In an 1990 article, New York Times critic Anna Kisselkoff asks the question: “What is the appeal of Isadora 63 years after her death?” She writes, “There is obviously her legend as free spirit and founding matriarch of modern dance. Yet there is also something different today: an intense renewal of interest in the actual Dun-can dances.” Kisselkoff credits the appeal in part to a general trend of reviv-ing works that reveal the roots of modern dance, but also that the Duncan dances reveal an esthetic, especially with regard to the use of great music, that makes them seem contemporary. She concludes that the appeal of Isadora Duncan lies in the realization that her life was her art after all.1

In the 21st century, artists, practitioners, dance historians, biogra-phers, ethnologists, and scholars in other disciplines, continue to unpack the multi-layered, profound implications and influences of Duncan’s work. Dancers and scholars throughout the world continue to mark significant milestones in Isadora's life and career, direct companies that feature all Duncan choreography along with new works, offer classes for children, run certificate programs in Duncan dance, utilize the work in therapeutic and healthcare settings, conduct research and develop archives and libraries. The International Dance Council (CID), based in Paris, France lists nearly 100 individuals and organizations throughout the world spe-cializing in Duncan dance. CID President Alkis C. Raftis is an ardent
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admirer of Duncan and has published several books on Duncan in Greek and French. In Munich, Germany, an Elizabeth Duncan Schule survives from the early 1900s, and in Sweden, Duncan dancer Kathleen Quinlan-Zetterberg maintains a Duncan-based company, D-Kompani. In London, Nesta McDonald conducts research and Barbara Kane, who studied with Lillian Rosenberg, Julia Levien, Hortense Kooluris, and others directs the Isadora Duncan Dance Group (London/Paris). Reiko Morita, President of the Tokyo Dance Association in Japan, lists Duncan dance among her areas of expertise, and Japanese dancers Michiyo Sato and Ichikawa Ain-okawa have developed organizational affiliations with the New York Isadora Duncan International Institute in Tokyo. In the Czech Republic and in Russia, a dance Conservatory and Centre pay homage to Isadora through their names respectively: the Konzervator Duncan Centre, Bran-icka and the St. Petersburg-based Isadora Duncan Cultural Center of Pure Arts directed by Olga Troul. The Dora Stratou Dance Theater in Athens has an extensive archive and library and organizes workshops on Duncan dance and ancient Greek dance. Additionally, in Greece, Penelope Iliaskou directs the Isadora Duncan Dance Research Center. Active Duncan dancers in France include Elisabeth Schwartz, Drachin Von Terra, Fabienne Cour-mont, and Amy Swanson, who runs a studio dedicated to the art of Isadora. CID also lists numerous Duncan dancers and organizations in South Amer-ica, including Fatima Suarez Escola Contemporanea de Danca directed by Fatima Suarez in Bahia, Brazil and the Institute Superior de Danza Isadora Duncan, Argentina.

Dozens of Duncan schools and dancers thrive in the U.S. Lori Belilove, among the most active and well-known of the U.S. dancers, has maintained the Isadora Duncan Dance Foundation and a critically acclaimed dance company for decades. Her foundation offers a Duncan certification pro-gram and produces a large variety of distinctive Duncan events. Jeanne Bresciani directs the Isadora Duncan International Institute, an arts and education organization founded in 1977 by Maria-Theresa Duncan and Kay Bardsley and offers certificate programs in Duncan dance studies affil-iated with New York University and The Harkness Dance School. Pamela de Fina, based in Florida, has been active in maintaining the Maria-Theresa Duncan Archives and authored a book on Maria-Theresa. Beth Jucovy maintains a company, Dance Visions NY and a school in Great Neck, New York where she offers Duncan classes for teens and adults. Beth, who studied Duncan dance from early childhood with Anna Duncan and Julia Levien infuses Duncan philosophy and technique into her ballet classes, creative dance classes for children, and in her choreography. Beth
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also collaborates with her sister Adrienne Ramm, a gifted classical pianist and Duncan dancer since childhood. Adrienne is unique among fourth generation Duncan dancers in that she never studied any other style of dance besides Duncan. In a personal phone interview in 2014, she explained the source of this anomaly:


When I was 10-years -old and studying with Anna Duncan in 1964, Anna asked me to dedicate myself to Dunean dance so that I would maintain the purity of the dance. I had just been accepted into the High School of Per-forming Arts in New York City and Anna said to me: 'They [the high school] will give you ballet and Martha Graham and I will have to undo all the work I have been teaching you. You have to promise that you won’t study any other sorts of dance so that you inspire everyone with music for dance because you have the gift of both the true dance style and the gift of music. I then made a vow in writing to Anna and said that I will grow up to be a dancer and play the most beautiful music for the dance.2


On the west coast, Mary Sano hosts an annual Dionysian Festival honoring Duncan’s birth and in South Boston, VA, Patricia Ward directs a Duncan Center. Therese Anne Joseph, a devoted disciple of Julia Levien, runs a school in Binghampton, New York and in Miami, original Isadora Duncan Dance Ensemble dancer, Michelle Vazquez Kickasola, directs the Dance and Music Academy which trains students in the Duncan style along with other genres. The Miami Academy has now grown to over 650 students. Nikki Anaya Young, also an original member of the Ensemble, is developing a Duncan school for children in association with the Robert Muller School of Fairview. The school, located on seven tranquil acres of land outside of Dallas and directed by Vicki Johnson, author of Heart Wings, 3 has done pioneering work in developing holistic education for chil-dren. Its curriculum is very compatible with Duncan’s philosophy for chil-dren with a focus on a heart-centered education, building community, cultivating the imagination, and learning from nature. In Annapolis, Mary-land, Valerie Durham directs the Duncan Dancers Company and the Isadora Duncan School for Creative Movement and Dance, and Jennifer Sprowl offers Duncan classes for adults and children at the Jeffrey Ballet School in Chicago. Dr. Alice Bloch in St. Louis, Missouri and Meg Brooker in Tennessee are active Duncan dancer/scholars as is Janea Rose Lynn in Phoenix, Arizona, all who set original Duncan works, as well as choreo-graph new works inspired by Isadora. The majority of these dancers have dedicated themselves, like their predecessors, to Duncan dance as their primary form of expression. They endeavor to keep the work alive and share it with broad segments of their communities that may include elders, chil-dren, people with disabilities, adults of all abilities, and professional dancers.
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While these contemporary 21st century Duncan dancers include new works on their programs alongside the Duncan masterworks and train dancers in other styles, they do not depart too radically from the basic aes-thetics. Fourth generation Duncan dancer Catherine Gallant, who directs Dances by Isadora along with Patricia Adams, commented at a panel on New Choreographies at the 2013 Isadora Duncan International Symposium in Washington, D.C., “If you are embodying the spirit of the movement and the movement itself, you can’t go too far ... as Julia said, you can’t improve on Isadora.”4 Cynthia Word, Director of Word Dance Theater, integrates Duncan choreography, live music, theater and video technology. While the company creates original scripts and video projections, the movement vocabulary is largely traditional Duncan. Word remarks, “We need this kind of humane, body/ mind/spirit expression to help us make peace, to continue to express these values in ways that are contemporary, yet push the envelope just a bit.”5


Today’s younger fifth and sixth generation Duncanites who organized the Duncan International Symposiums in 2013 and 2015, are interested in collaboration and innovation in new and exciting ways. The formation of the Symposiums and Conferences revealed trends in the evolution and development of Isadora’s art in the United States. The initial symposium ignited new efforts to further archive and digitize materials related to the Duncan work, highlighted the issue of confusing and contested notions of authenticity and the inconsistent use of the terminology related to gen-erational designations, among other topics.


Further removed from the source, these fifth and sixth generation dancers have less need to establish themselves as “the preeminent author-ity” nor do they exhibit the competitiveness of their predecessors. They also are more venturesome in taking choreographic risks and integrating post-modern vocabularies. Julia Pond, a young choreographer who studied at the Boston Conservatory and with Lori Belilove and Barbara Kane in London commented:


I need to make work from now. I am a creator; every artist is a product of their time. We have freedom to push physicality; to turn something into jump or fall. Push boundaries of initiation of movement and where it will take us. I use Duncan as a root because it has so much heart and has the ability to communicate. So I have responsibility to communicate in a way that is human, not about an esoteric experiment with my head or elbow. We need to keep moving. I believe in preserving the integrity of repertory. But if it is just a repertory, then it is not a living practice . ...her work evolved over the course of her life. Who are we as a community not to evolve?6



Elyssa Dru Rosenberg, director of IsadoraNOW, a bi-coastal company based in San Diego and New York, is interested in exploring the challenge
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of integrating men into the Duncan aesthetic and experimenting with the different centers of gravity between men and women. For Rosenberg, Isadora serves as a powerful reminder of how intellectual, formidable, and influential dance can be.7 While these circles of devoted practitioners and researchers, both professional and non-professional, remains relatively small on a world-wide scale, they, like their predecessors, remain passion-ate about the work and express deep Satisfaction with its inherent ability to integrate mind, body, spirit, and emotions.

However, the quality of the work varies greatly and with Duncan’s work in the public domain, there is little possibility of developing a trust or foundation such as the Balanchine Trust that would ensure quality con-trol and a coherent, organizational vision for the future. In stark contrast, the New York City Ballet, for example, maintains about forty of Balan-chine’s work in active repertory and has presented 73 works in Balanchine festivals. Due to the Balanchine lend-lease policy, companies all over the world have staged his works for nearly half a century, with standards now maintained by the Balanchine Trust. These organizational strategies, aided by modern technology, have ensured that there will be more of the Bal-anchine legacy for future generations than that of any other choreographer in history.8 Unfortunately most modern dance choreography of the early 20th century, including the Duncan legacy, has not been blessed with such diligent foresight to create a centralized Trust and general standards for teaching and performance. However, individual Duncan dancers and inde-pendent organizations can copyright their staging of the work and often enter into contracts with their dancers which stipulate the conditions under which an individual may perform a given dance.

Unlike Ruth St. Denis, Ted Shawn, Martha Graham and Doris Hum-phrey, whose companies provided a fertile ground for such choreographic innovators as Merce Cunningham, Paul Taylor, Jose Limon, Eleanor King, Eric Hawkins and numerous others, very few notable innovators have come out of the Duncan schools. While Maria-Theresa Duncan claimed to create her own choreography, it was largely derivative of Duncan, as were many of the choreographic efforts of third and fourth generation Duncan dancers. It is hard to ascertain the precise factors as to why there was a lack of real creativity among Duncan dancers of the 20th century. Perhaps the work is so emotionally, physically, and spiritually satisfying to the dancer that radical departures bring diminished inner fulfillment.

Today the Duncan work, with its humanistic, organic qualities, has found a rightful place and broad applications within the healing arts and heath care professions. At the Isadora Duncan International Symposium,
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a panel of experts working in a variety of therapeutic environments were asked to respond to the question: What healing properties can be said to be present in Duncan dance? The healing properties that emerged from this discussion included the concepts of empowerment through the cre-ation of a community of inclusion; the principles of the breath and the wave; the message of hope in the midst of suffering; the empowerment of each individual and the direct access to primary emotions; the emphasis on cultivating spirit or soul; and most prevalent, the orientation and ini-tiation from the heart, the seat of the solar plexus. Dancer Drachin Von Terra from Dijon, France wrote to me with deep gratitude that an intro-duction to Duncan technique and repertory on my DVD provided a balm for her weary body and soul during a health crisis:

From my bed I watched, again and again, the beautiful dancers living the movements of Tanagra Figures with profound sincerity. They made me forget the pain, the fear. From the moment I had first laid eyes on them, I wished to follow these dancers, to join them in what I interpreted as their exquisite pleasure of saying with such gentle but intense body language “This is who I am.” With endless slow motion playbacks of the sequence, slowly my page filled with the succession of movements which I named like one learning a foreign language, jotting down my own phonetic understanding of words as if I had had glimpses of a forgotten civilization during a journey on a time machine. The individuality of each dancer led my way to my own body, to where 1 was at the time and to where I wanted to go. A lifeline.

Two months later, chemo and radiation therapy, and the second operation just behind me, my solo choreography, La Traversee, was filmed by Zed [Terra], based on the Tanagra Figures as danced in 1996 by the young dancers of the Isadora Duncan Dance Ensemble. The video, Isadora Duncan Dance Technique and Repertory, transformed my hardship of experiencing cancer into a gift to myself and a present to all the ones who helped me through this difficult moment, doctors as well as friends.9

Marybeth Hraniotis, a trained Alexander teacher and artist working in a variety of healing arts and educational environments, particularly with at-risk youth, uses the Duncan technique and images to create a sacred space and further body/mind integration. She feels that “artists bring a level of excellence into healthcare professions.” 10 Laura Pravitz, a movement therapist, clinical social worker, and Laban movement analyst whose specialty is working with elders, inspired by her work with Liz Ler-man, finds that Duncan dance helps to reignite meaning and give value to life for the elderly by reconnecting them to nature and beauty. Pattee Russell-Curry, who works with teens with orthopedic disabilities and uti-lizes Duncan as a foundation for creative sacred dance rituals, finds that “the interpersonal connection, the emphasis on receiving and giving light
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and connecting to a higher source, is healing, transforming, and uplifting.”11 Brazilian dancer Paola Blanton creates a “mythopoeic movement ritual” based on archetypes of what Duncan’s “dancer of the future” might look like. Her ceremony works with a potent image of “Liquid Light” inspired by Duncan’s writings on the luminous bodily state. Blanton describes “Liq-uid Light” as “the way that Alchemists refer to the Elixir, the rarefied moment of ecstatic being that bursts upon the field of our consciousness. It’s a moment, a substance, a state of being that we attain to with prayer, study, meditation, ritual practice.”12 :


Dicki Johnson Macy, a dance therapist who worked with Anita Zahn as a child, remarked that “as a child, I understood through the dance that I was unique and beautiful and never alone; everything was filled with vibration and life. We became the wind and the sea and celebrated these


life forms.”13 Dicki now works with children suffering from acute trauma, including those on the autism spectrum, the emotionally disturbed, and brain damaged, as well as trauma victims throughout the world. In the case of the 2005 tsunami, survivors reclaimed their sense of safety in their dance of trees, birds, and mountains. Johnson Macy writes that the sur-vivors experienced empowerment as they took on the movements of the destructive forces of the wind and sea.14 She states that when “working with people who are isolated, the Duncan work helps us create a commu-nity of inclusion.” 15


In general, these dance movement therapists and artists testify that Duncan dance, as a tool for self and communal transformation, enhanced self-esteem, elevated moods among the depressed and isolated, opened hearts to new possibilities in life, and created a sense of community among their clients and students. This community of inclusion is facilitated through the embracing Duncan gaze, gestures of giving and receiving, and the power of the circle, prevalent not only in Duncan’s work, but in folk, indigenous, and sacred ritual dances throughout the world.


Within the circle, all are equal; there is no hierarchy of difference, race, class, gender or status. The circle has no beginning nor end. For cul-tures throughout the world, it evokes the eternal rhythms of nature and the cosmos and the unity of the community, nation, nature and the divine world. In indigenous Native American religions, the Great Spirit is said to have made the world— the earth, sun, moon, planets— in the likeness of the circle. Its design is reflected in the tipi, the camp circle, the Navajo Hogan, the Pueblo Kiva, the shields, and the drums. The eagle, a holy mes-senger of the One above traverses a circle or wheel in its flight.16 According to Native American belief, the circle or “medicine wheel” may alternately
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be conceived as a symbolic representation of the sacred cosmic structure of the circular worlds, as a symbol of tribal unity or of cosmic power and order, and as an embodiment of Wankan Tanka, the primal force or Great

Spirit of the universe:

...In setting up the sun dance lodge, we are really making the universe in a likeness, for each of the posts around the lodge represents some particular object of creation, so that the whole circle is the entire creation and the tree at the center upon which the 28 poles rest is Wakan Tanka who is the center of everything... the round form of the drum represents the whole universe, and its steady beat is the pulse, the heart, throbbing at the center of the uni-verse. It is as the voice of Wakan Tanka, and this sound stirs us and helps us to understand the mystery and the power of all things.17

Isadora too astutely observed that all nature is imbued with arcs, curves, spirals, and other circular forms. For Duncan, the stage and studio space was metaphorically the whole universe. The ceiling in the classwork is always referenced as the sky; the floor and the horizontal planes of the body in space are the earth; and the surrounding space is the domain of all creatures, real and imagined — the Self, other humans, animals, celestial

beings, archetypal gods, goddesses, nymphs, and satyrs.

Many of the basic tenets of Irmgard Bartinieff’s Fundamentals and Bonnie Bainbridge Cohen’s Body-Mind Centering, widely taught today in a variety of institutional settings throughout the world, find many parallels in Duncan’s principles of organic, natural motion. Bartinieff, a physio-

therapist, developed concepts and principles of kinesiological functioning applicable to most all types of movement. Like Duncan, she was influenced

by Rudolf Laban’s theories of movement analysis developed at the begin-ning of the 20th century. However, Duncan’s intuition of directional motion as affined to circularities predated the publication of Laban’s Choreutics in which he discussed dimensions as being geometrical exten-sions from place,ffising both universal (space) and physical (body) frames

of reference.18

While Duncan relied mostly on poetic imagery and body ideals to describe her system, Laban and Bartenieff used a more analytic and anatomical approach to describe their principles. However, both Duncan and Bartenieff share many principles in common that facilitate what Barte-nieff called “total body connectivity,” including most notably a use of the breath throughout the whole body, movement rooted in internal sensa-tions, use of evocative imagery, and awareness of a sense of radiant energy that spirals up from the ground through the core and emanates out to the body extremities.19 In the Bartenieff system, this radiant energy is referred
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to as “navel radiation” or “core- distal”; distal designates six points at the extremities of the body that include the two hands, two feet, top of the head, and tailbone. In navel radiation, the breath gradually expands out-wards connecting the inner core to six distal points that reach outward away from center and back inward toward center like a starfish.20

The Duncan dancer also cultivates awareness of these six distal points and includes in addition the energy' radiating from the heart center or solar plexus. The Fundamentals and Body-Mind Centering systems sim-ilarly emphasize relationships that include sel£ to self, self to other, and self to whole groups. The Duncan dancer is keenly aware of a web of rela-tionships that include these three, as well as relationships with the audi-ence, imagined persons and archetypal beings. Isadora intuitively grasped two musical principles which Fundamentals articulates as follows: “a sense of weight and time underlies rhythm and a sense of weight and time with flow underlies musicality.” 21 In Duncan’s technique, musicality is also con-nected to weight, rhythmic time, and flow. However, the emphasis is less focused on the mechanics of understanding music and more on cultivating the art of profound listening and awareness in the spontaneous moment of the dance.

The early 20th century art of Isadora Duncan additionally can provide a holistic, interdisciplinary model for teaching dance in the 21st century. A Duncan class integrates in a single lesson historical/social context; rela-tionships to other arts forms, including visual art, music, and theater; devel-opment of technique; improvisational skills; repertory and performance techniques; sophisticated somatic awareness and organic movement; self-empowerment; character development; emotional depth; and spiritual presence and awareness. Normally, many of these topics are taught in dis-crete, separate classes, and students may lose the connections between dif-ferent types of knowledge systems. In the 21st century, best practices in interdisciplinary and intercultural education 22 have demonstrated that holistic, integrative models most successfully facilitate learning. Duncan dance approaches the body, mind, and spirit as a whole and integrates a psycho-spiritual perspective that facilitates self-confidence and self-awareness.

In general, Duncan teachers seek to create a nurturing teaching envi-ronment, whereby trust, a sense of community, self-confidence, self-awareness, and emotional authenticity can flourish. A deep mindfulness of negative thought patterns that underlie the student’s actions and behav-iors also can flourish through an emphasis on Self-awareness. This mind-fulness facilitates more rapid intellectual, physical, spiritual and emotional
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growth, a more luminous and radiant performance presence, and deeper personal satisfaction and enjoyment of the act of dancing and learning.

Duncan dance, reinvented for 21st century dancers and other learn-ers, while deemed an “old technique,” may bring a fresh, new perspective to the art of teaching. By accessing the deeper layers of the psyche through dramatic play, visualization, and a mind/body connection and by instilling humanistic values, the student’s life may be positively impacted both inside and outside the studio. As we think, so we become.

Members of the Isadora Duncan International Symposium who met in Washington, D.C., in 2013 have been ambitiously dialoguing about cre-ating a vision for the future. These visions include developing a Duncan service organization with membership, a museum and an electronic archive dedicated to Isadora and her art, to include compilations of oral histories of those surviving elders who are most closely connected to the source and of videotapes and DVDs of extant re/constructions or re/cre-ations. Outreach committees formed in 2014 have been musing about dis-seminating Duncan dance more widely to young children to bring forth their natural innocence and joy. They have dialogued about restoring a sense of life and vitality to seniors in nursing homes and about collabo-rating with ecological communities and environmental organizations that would resonate with Duncan’s respect for the natural world. Committee members are working to advocate more broadly for the inclusion of Dun-can courses in conservatory and university dance programs and to link the work to relevant programs in music, the classics, Greek literature, drama, and art. More generally, they are seeking to increase public aware-ness of the contemporary relevance of her work.

Unfortunately, many myths about Duncan still abound among the general public and dance communities, and Duncan dance largely exists on the peripher of the dance world. Beth Jucovy laments that the field still has to move past stereotypes of what people imagine Duncan dance to be and that the Duncan community has been plagued by in-fighting because dancers and companies have to compete and struggle for what is a limited place in the mainstream dance world.23

Even more soberly, Symposium attendees, comprised almost exclu-sively of white women, recognized the need to make Duncan dance more multicultural and gender neutral; at the same time, they acknowledged the impediments to doing so: the strong feminine sensuality and sensibility that pervades the work, the western classical lines, and the refined gestures that strongly evoke the aristocratic taste and aesthetics of the Euro-American white, upper classes that Isadora courted. The issue of gender
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is especially problematic in the 21st century as western categories of sexual identity on a binary continuum of male and female have been decon-structed and deemed fallacious, especially when viewed from a global per-spective. Increasingly, intellectual discourse recognizes a “third” gender —those who self-identify as “other.” A third gender might represent an intermediate state between male and female (transgender persons under-going surgery); the state of being neither biological male or female (for example, intersex persons who possess the biological traits and/or anatomy of both sexes); the state of having a male body" and a woman’s spirit; or the ability to cross over and change genders in different contexts. The Waria in Indonesia, for example, are a community of biological males who dress and self-identify as women except when they worship or participate in the performance of Muslim rituals as males. In this case, where sexual identity is situational, varying within different social, political and/or reli-gious contexts, the western binary categories become extremely blurred and incoherent. Other communities that recognize a third gender are the hijras in India and Pakistan, the Fa’afafine in Polynesia, and the Lakota Winyanktehca or Wintke referred to as two-souls-persons. The Wintke have a sacred and special place in Lakota society as they symbolize the reconciliation of the fundamental gender divide.24

With regard to Duncan’s aesthetic of “woman,” these examples of third gender persons raise numerous questions such as the following: How are Duncan’s early 20th century constructs of “femininity,” “woman,” and “sen-suality” transformed when/if males or third gender persons dance the choreography? Can transgender and other third gender persons embody Isadora's aesthetic of the divine feminine with verisimilitude? Does a male or a third gender person dancing the repertory based on Greek mythology contradict the archetypal meanings of the divine feminine as symbolized by Greek goddesses such as Artemis, Athena, and Aphrodite?

In the 21st century, third gender persons, especially those who are transgender, have become much more visible and vocal about their self-identities, and increasingly have gained more public and media tolerance and acceptance. Additionally, transgender persons, along with advance-ments in evolutionary biology, genetics, and biomedical engineering, ren-der Duncan’s notion of the “natural body” nearly obsolete, calling into question the very meaning of “natural.” While I have discussed in prior chapters that Stephanie Bastos with one artificial leg can powerfully embody Duncan’s principles of natural movement, can an individual with multiple bionic body parts also successfully do so and be deemed “nat-ural”? Future Duncan scholars and- practitioners no doubt will have to
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tackle these problematic issues and determine the parameters of what it means to be “feminine” and “natural,” as well as contend with the history of Duncan’s inability to transcend the racism of her time as exemplified in her expressed disdain for the “jazz rhythms of the primitive savage” and the “sexual convulsions of the Negro.” 25


It is the nature of the act of re-remembering or re/constructing to re/define and re/contextualize what dancing a legacy means over time: Who can dance it? When, where, and how should it be danced? In sum, what does it mean to “dance Duncan?” It is beyond the scope of this book nor its intention to answer these questions. Rather, it is hoped that by raising more questions, the art will become richer and more vital. I believe that all of the endeavors to dance Duncan, whether that of schools, organ-izations, solo artists, companies, therapists, scholars, and/or novices, with their own unique visions, interpretations, and perspectives, despite the lack of a centralized Trust or Foundation, may contribute, in some meas-ure, to furthering the legacy and our depth of understanding of Isadora’s work. These endeavors, whether focused on reconstruction, re/membered choreography, new work, therapeutic techniques, education and training, technique, and/or scholarship will, as they always have, rise and fall, suc-ceed and fail, according to their own worth and merit as deemed by audi-ences, critics, clients, and pupils.


Perhaps the most auspicious and promising vision, addressed by both younger and older Duncan practitioners, is the hope for Duncan dance to serve as a catalyst for ethical and social change and spiritual transforma-tion. It is in this realm that the Duncan dance of the future can make its greatest contributions. Perhaps the dance can serve as a catalyst for devel-oping whole persons who could set their egos aside and truly be high priest-esses who live and dance in the light, spread the light, and embody the highest ideals of humanity.


With the rise of Neoplatonic and early Christian dualism in the west, our bodies, minds, and emotions were split into compartments. When Descartes proclaimed, “I think, therefore I am,” the faculty of reason was exalted and the Dionysian element suppressed. With the advent of the Industrial Revolution, western society increasingly focused on objective knowledge — the scientific, material, and technological— at the expense of the subjective and the intuitive. Disconnected from the vital life force with its primal emotions and creative rhythms, modern humanity suffered a fatal fragmentation. The intellect is often overdeveloped at the expense of emotional maturity. The body is overdeveloped at the expense of the mind, and emotions may run in rampant disorder somewhere in between.
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	Inherent in Duncan’s art is a fervent paean to the interconnectedness of
	

	the body, mind, and spirit and to the whole of life, as well as to our moral
	

	
	
	
	
	
	
	
	
	
	
	
	
	

	and ethical responsibility to others and the natural world.
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	The dominance of scientific materialism also has led to a degradation
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	of the environment and an ecosystem increasingly at peril as rainforests
	
	
	
	
	
	

	are decimated; arctic glaciers are melting at an alarming rate, and species
	
	
	
	
	
	

	increasingly becoming extinct. While'Duncan’s notion of the natural body
	
	
	
	
	
	

	may be problematic in the 21st century, Isadora’s ideal of Beauty and her
	
	
	
	
	
	

	vision of the natural body nonetheless reminds us to cherish nature rather
	
	
	
	
	
	

	than exploit it and to turn inwards to access, remember, and connect to
	
	
	
	
	
	

	the deep roots of our sensory and emotional life. This inward turning is
	
	
	
	
	
	

	vital as an antidote to our culture’s obsessive preoccupation with external
	
	
	
	
	
	

	appearances and the fetishizing of youth and physical beauty over the wis-
	
	
	
	
	
	

	dom of age, evident through omnipresent plastic surgery and the glorifi-
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	cation of extreme makeovers on reality TV.
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	

	
	
	More than a hundred years after Isadora, the female body is still sub-
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	

	jugated in many cultures throughout the world and exploited as a sexual
	
	
	
	
	
	

	object in the west by pop culture and the media. The environmental crisis,
	
	
	
	
	
	

	nuclear Armageddon, and/or economic collapse may bring us close to the
	
	
	
	
	
	

	“end of our days” in the not too distant future. In the last decade, we have
	
	
	
	
	
	

	witnessed an economic order fueled by greed and overconsumption tee-
	
	
	
	
	
	

	tering on the brink of collapse, and global warming, advancing at an alarm-
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	

	ing rate, threatens the very existence of planetary life.
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	

	
	
	John Martin, dance critic for the New York Times, was prescient in
	
	
	
	
	

	
	
	
	
	
	
	
	

	recognizing in the early 20th century that Duncan’s discovery of the wave
	
	
	
	

	principle as a fundamental law of nature had profound implications for
	
	
	
	

	all humanity. He understood that her discovery of the root of the impulse
	
	
	
	

	toward movement as a response to every experience was and is a colossal
	
	
	
	

	concept, not only affecting the dance but virtually adding another dimen-
	
	
	
	

	
	
	
	
	
	
	

	sion to life:
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	Without benefit of formal psychology, she [Isadora] knew as no other dancer
	
	
	

	
	
	on record had known that spontaneous movement of the body is the first
	
	
	

	
	
	reaction of all men to sensory or emotional stimuli.... A revival of the con-
	

	
	
	scious use of this faculty would mean deepening and broadening the whole
	

	
	
	range of life.... Only when he has developed the power to touch life at first
	

	
	
	hand does he begin to be aware of his inherent selfhood, and until he has
	

	
	
	become thus aware, he cannot develop his true bent or resist the forces that
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	would conventionalize him into a mass product.
	
	
	

	
	
	
	
	

	
	
	Over a hundred years later, the digital revolution has fostered a cul-
	
	

	
	

	ture where most people are “plugged in” to smart phones, computers,
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	iPads, iPods, televisions, and other technology for
	the majority of each


day. Technology draws our attention outwards towards an increasing bom-bardment of data, information, and other external stimuli, further discon-necting us from an innate bodily awareness where we are attentive to internal sensations and finely-tuned emotional sensitivities. To counteract this constant bombardment of stimuli, as well as to cope with the stresses of contemporary life, thousands of people are turning to yoga and other rnind/body practices where they can "tune in” and be more in touch with these internal rhythms. However, many of the most popular Hatha yoga practices taught in studios today emphasize mainly the physical practice of the postures (asanas). The asanas often are taught as a series of held poses that move mechanically from one posture to the next. While most yoga schools emphasize the use of the breath, many neglect to stress or to comprehend what Isadora understood so profoundly— that the breath is a wave of energy and motion that constantly ebbs and flows, and even in its most subtle form, it is never static but rather it is constantly pulsat-ing, moving, and flowing.

Isadora prophesized well over 100 years ago that “the dancer of the future will be one whose body and soul have grown so harmoniously together that the natural language of that soul will have become the move-ment of the body. The dancer will not belong to a nation but to all human-ity.” 27 As dance scholar LaMothe writes, “The knowledge that Duncan dance provides is knowledge that redefines 'dance' as a therapeutic Theo praxis — an activity in and through which we create and become our high-est ideals.” 28 While Duncan’s main goal in her lifetime was to create a new vision for the art of the dance, she may not have realized that her prophetic vision had broad implications for all humankind. However, in a 21st cen-tury globalized world, Duncan’s ideal of a fully integrated dancer, has not yet arrived, nor is such an ideal a priority for the majority of humanity. Those who live in social conditions plagued by war, poverty, or disease are merely struggling to survive; those who live in more affluent countries or conditions are most often consumed by the desire for wealth, fame, power or recognition. Isadora’s great vision and ideals are still potently relevant for this age of post-postmodernism (or metamodernism as some theorists have designated this period) as they can encourage and inspire us to envision not only a harmoniously integrated dancer of the future, but also more broadly, a humanity with an elevated soul, consciousness, and intellect.

“If artists,” she wrote, “would realize that true art is the revelation of highest truth, that they are the high priests of the religion of beauty ...

	
	
	

	
	
	E p i l o g u e

	228
	
	


Utopia would probably come true.”29 By Beauty, she meant not just out-ward appearance, but essential human goodness — a state of being in har-mony with self, others and the cosmos. Irma recounts in her autobiography that the first English words she learned from Isadora were Keats’ famous lines: “Beauty is Truth, Truth Beauty, — that is all/ye know on earth, and all ye need to know.” 30 I believe that the ethical and spiritual imperatives that Isadora advocated for so strongly are more critical now than ever before as we are uniquely poised at an unprecedented moment in history when we may become the architects of our owrt extinction.

In a disconnected, fragmented, and increasingly relativistic world, Duncan’s humanistic, spiritual vision is a balm for the soul, reminding us that art has the power to uplift, to redeem, to heal and transform hearts and minds. In reconnecting body, mind, and emotion in the living, dancing present, the 21st century fragmented self can become whole.
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chorus: Ave Maria 87-9; Blessed Spirits 96, 97-8, 99; as collective 139- 42, 148; Dubinushka 200, 202, 204; empathy 148; gaze 39; Gluck 184; role in tragedy 97; soloist as 97-8, 111-14, 142

CID (International Dance Council) 214-15 circle: exercises 44, 50; rituals 61-2; sacred


and indigenous dance 220-1 clairvoyance 103

Clara, Jose 23, 41, 109

Classical Duet 53, 54, 55

classwork 67-9, 152-3; children 46-51, 156-7; see also rehearsal

coda 143, 236«8

Cohen, Bonnie Bainbridge 221

collective: chorus as collective 139-42, 148; community of players 147-8; Soviet influence 206-7

color in costumes 161

Communism 211, 213; see also Russia community: audience empathy 145-8; cho-

rus as collective 139-42, 148; dance ther-apy 219, 220; Duncan schools 222; indigenous and sacred dance 220-1; of players 147-8


competitions, dance 59-60 conflicts, personal 78 -80 connection: audience empathy 145-8;

focus of eyes 39, 141-2; rituals in rehearsal 61-3; self-examination 81; Slow Mazurka 125-6; trauma 80; see also mind/body connection

consciousness: Bacchanal 177; beingness 90-2; emotions 73-4; mysticism 103-7, 175, 190; and presence 89-90

Contemporary Duncan Dancers 19 conversation 80-1

costumes: Ave Maria 87; Butterfly Etude

124; contemporary dancers 159-61; Dubinushka 200; freedom of 14, 161-2; Harp Etude 122; tunics 157-61, 159, 200; see also scarves

Courmont, Fabienne 215 Craig, Gordon 13-14, 71, 87

creativity: beingness 90-2; as divine 1-2; duende 177; later generations 218; listen-ing to music 187; luminosity 99-100; rec-iprocity and empathy 147; in re/constructions 23, 145; rehearsals 69 - 70, 117; solar plexus and breath 31-3; Superman 167; symbiosis of teaching with dance 24-5

crew 63, 147


criticism: dancer’s role 75, 116-17; direc-tor/teacher's role 75-7

The Crossing 195

culture and context: of dancer 65; individ-ualism 174; reconstructions 23; see also race and ethnicity

curved lines see wave principle
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	30; wave principle 36-7; see also sacred-
	
	
	

	
	
	Cymbals 130-1
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	cymbals in Bacchanal 168, 170
	ness in dance

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Dora Stratou Dance Theater 215
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Czech Republic, schools and
	organizations
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	

	215
	drama see conflicts, personal
	

	
	dress reform 157

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	D-Kompani 215
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	dualism 101 -2, 225

	
	
	Dalcroze, Emile
	Jacques 180, 181
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Dubinushka 200, 201, 202-6, 206, 208,
	
	
	
	
	
	
	
	
	
	

	Daly,
	Ann 88, 89, 155-6
	210, 213

	
	
	
	
	
	
	duende
	
	

	
	Damrosch, Walter 183, 185, 187
	
	
	177

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	“Duncan, Anna 34, 160; American School
	
	
	
	

	
	dance competitions 59-60
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Dance Moms 60
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	of Duncan Dancers 211; Ramm on 216;
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	seagull dance 49; teaching by 17, 69
	

	dance notation
	7, 9, 18-19, 144
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	Dance of the Blessed Spirits see
	
	Blessed
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Duncan, Deidre 13, 86, 103, 192-4, 193
	
	
	
	
	
	
	
	
	
	
	

	
	Spirits
	
	Duncan, Elizabeth 15, 16, 17, 69, 194
	

	
	
	Dance of
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	the Furies 98-9, 119, 133-7, 168;
	
	
	
	
	
	
	
	
	Duncan, Erika 17
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	see also
	Blessed Spirits
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Duncan, Irma 34;
	
	
	on beauty 228; Brahms
	
	
	
	

	dance terms, use of 231«25
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	waltzes 129; Dances from Revolutionary
	
	
	
	

	dance therapy
	218-20
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Russia 210; on Duncan's teaching of chil-
	
	

	
	
	Dance Visions NY 215
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	dren 45; Elgin marbles 151; on imitators
	
	

	
	Dances by Isadora 217
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	18; manual 9, 16, 18; Mother 194-5; pick-
	
	

	
	
	Dances from Revolutionary Russia: conver-
	
	
	
	
	
	
	
	ing up gesture 154; teaching by 17-18,
	
	
	
	
	
	
	
	

	
	
	
	sation 80-1;
	Dubinushka 200, 201, 202-
	
	
	
	
	
	
	
	
	
	211; on tunics 157-8; Universe exercise
	
	
	
	
	
	
	
	

	
	
	
	6, 206, 208, 210, 213; emotion and
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	30; on waltz 180
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	dancer trauma 79; Marche Slave 209;
	
	
	
	
	
	
	
	
	
	
	
	
	
	Duncan, Isadora 14, 41, 94, 100, 150, 153,
	
	
	

	
	
	
	Varshiavianka 203, 204, 210
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	159; artist renderings 23, 68, 151; death
	
	
	
	
	

	darkness see light
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	162; family 103, 192 -4, 193; film 23;
	
	
	
	
	
	
	
	
	
	
	

	death: ballet as living death 35; Duncan
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	health 90, 162, 194; as performer 43,
	88,
	
	
	

	
	
	
	162; Duncan’s children 86, 103, 192-4
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	89-90, 103, 109-10, 113-14, 142, 185;
	
	
	
	
	
	
	
	
	
	
	

	
	
	Deer dance 2
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	racism 173, 225; research on 9; teaching
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	by 16, 45-6, 77; training 14, 15; see also
	
	
	
	

	
	de Fina, Pamela 215
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	Delacroix, Eugene 114
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	art influence on Duncan; Duncan dance;
	
	
	
	

	
	
	Delphic Oracle 169
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	legacy and influence; music; specific
	
	
	
	
	
	
	
	
	

	
	
	Delsarte, Francois
	154
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	dances
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Delsarte exercises 15,
	66, 154-5
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Duncan,
	Lisa 17, 34, 160
	
	
	
	
	
	
	
	
	
	
	
	
	

	demi plie 48, 232ch2n8
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Duncan, Margherita 88-
	9, 133
	
	
	
	
	
	
	
	
	
	

	de Mille, Agnes 209
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Duncan, Margot 17, 160
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Denis, Maurice
	23,
	
	151
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Duncan, Maria -Theresa:
	archives 215;
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Depart des Volontaires
	dit la Marseillaise
	
	
	
	
	
	
	
	
	
	
	expansion of work 17, 18, 218; Isadora
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	see La Marseillaise
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Duncan International Institute 215; Noc-
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	turne 190; Under the Scarf 160; teaching
	
	

	
	
	
	Diaghileff, Serge 207
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Dikovskaya, Lily 18
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	by 17, 69
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Dionysian ecstasy:
	Bacchanal 167-8, 170-
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	Duncan, Patrick 86, 103, 192-4, 193
	
	
	
	
	
	

	
	
	
	1, 172, 175, 176, 177; Dance of the Furies
	
	
	
	
	
	
	
	Duncan,
	Raymond 94, 155
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	168
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	Duncan dance: children’s classwork
	46—51,

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Dionysian Festival 216
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	156-7; classwork 46-51, 67-9, 152-3,
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	156-7; as coherent principle and tech-
	
	
	
	

	Dionysian movement
	97, 165, 170-2
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Dionysus: Great Schubert Symphony
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	No. 9,
	
	
	
	
	
	
	nique 7, 8-9, 14-16, 23; locomotion prin-
	

	
	
	
	D 944 in C major 144; Scriabin Etudes
	
	
	
	
	
	
	
	
	ciples 39-43; organizations 214-17; solar
	

	
	
	
	184; vs. Apollo and spirit of dance 168-
	
	
	
	
	
	
	
	plexus as center of movement 31-3; see
	
	

	
	
	
	70; see also Dionysian ecstasy; Dionysian
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	also beauty; individualism principle;
	
	
	
	
	
	

	
	movement
	
	
	wave principle
	
	

	
	
	
	
	

	director: casting 77-8, 119, 198-9; conflicts
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	Duncan Dance: A Guide for Young People
	

	
	
	
	78- 80, 81; as performer 138; role 75-7,
	
	
	
	
	
	
	
	(Levien) 5, 9
	
	
	
	
	
	
	
	

	
	
	
	81, 147; self-examination 76-7, 82; soloist
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	Duncan Dancers
	235 20
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	training 117-18
	
	
	
	
	
	
	
	
	Duncan Dancers Company
	216
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	discipline: children
	45, 48; emotional
	
	
	
	
	
	
	Dunham, Katherine 110
	
	
	
	
	

	
	
	
	expression 192; lack of in imitators
	14, 18;
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	Durham, Valerie 216, 235 20
	
	
	

	
	
	
	vs. freedom 74 -5, 82, 116, 138, 169-70
	
	
	
	
	Duse, Elenora 109
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	divine: accessing through dance 107- 8;
	
	
	
	.
	
	
	
	

	
	
	
	
	
	dynamics: Greek
	influence 98; manipula-
	
	

	
	
	
	creativity as 1-2; Universe exercise 27 -
	
	
	
	
	tion by Duncan 184-5; repetition 180-1
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“Early Days of Modern Dance” conference 3 Echo 127

Ecossaise 53 - 4

ecstatic states: Bacchanal 167-8, 170-1, 172, 175, 176, 177; Duncan 103; mysticism 106


electricity 36 elevation 42


Elgin marbles ISO, 150-1, 188 Elizabeth Duncan Schule 215 Elysian Fields 98 - 9


emotion: children’s classes 47- 8; Dance of the Furies 135, 136-7; dance therapy 219; Deisartism 154; empathy 145-8; eyes 38 - 9; handling company 74, 75, 78-80; Harp Etude 124; and memory 71 -4, 137, 188; rehearsal and exercises 70, 73, 135, 192; relation to movement 10-11, 13, 42; sim-ulation 191-2; Slow Mazurka 79, 125-6; solar plexus and breath 31-3; soloists 114-15, 116, 117, 137-8, 191; trauma 79 - 80, 83 - 4


empathy 145-8, 146 encores 15, 131-3 endorphins 92

energy: dance therapy 221 -2; mind/body connection exercises 66; Stanislavski on 73 - 4

England, schools and organizations 215 enthousiasmos 167

environmentalism 223, 226

Erinyes see Dance of the Furies Erste Walzer (Schubert) 49 Essenin, Serge 210, 211-12


ethnicity and race 81, 118-19, 173-4, 223, 225

Eurydice: Blessed Spirits 96, 98-9; Dance of the Furies 119, 133-4

Eurythmic s 181 evolutionary theory 36


exercises: barre 48 - 9, 67 - 9, 231k25, 233c7z2wlO; children's classes 47- 51; classwork 67-9; Delsarte 15, 66, 154 -5; folding and unfoldfhg 35-6; imagery 70; listening 178-9; lying down 149-51, 150; mind/body connection 65 - 6; plant exer-cises 35 - 6, 48; Tanagra figures 120, 152-4, 153; Universe 27-30, 28; walking and running 40; wave 35, 49


eyes see gaze

Fa’afafine 224

falling 40
;


family, company as 11, 78, 81-2, 83; see also mothers

Fatima Suarez Escola Contemporanea de Danca 215

Federovskaya, Elena 18

feet: listening to music 180; locomotive principles 42-3; wave principle 37



female identity: Bacchanal 163-5, 167-8, 169, 176; beauty and self-image 58 -9; costumes 161-2; dress reform 157; Dun-can's aims 57-9; gender of dancers 118-19, 223-4; maenads 36, 167-8, 169, 169; New Woman 166; see also identity

fern exercise 48

fertility in Bacchanal 168, 170

fifth generation contributions 217-18 film and video: of Duncan 23; Isadora


Duncan Masterworks: 1905-1923, 6; Isadora Duncan Technique and Repertory

5, 6, 219

finances, Duncan’s 90

fire: maenads 168; Minute Waltz 125

Fire Dance (Fuller) 125

first generation designation 230 - lintro.wl8, 231n24

Flame 130-1 flamenco 2, 177 Fliss, Eric 46


Floating see Seagull (dance) floor work 47 - 8,67 - 9 (lower-picking dance 49

focus: beingness 92; eyes 38 -9; Greek influence 98; presence 89; Southern Roses 141-2

Fokine, Michel 43

folding and unfolding exercise 35 - 6

Four Winds see Ecossaise

fourth generation: author relationship 3; contributions 20, 216-17, 218, 231«24; designation 230-lintro. wl8, 231n24; Ramm on 216; training 20

fractals 36-7, 2'32chlnl6 Fraleigh, Sondra 89

France: French revolutionary art influence 114; schools and organizations 17, 215, 230pref.«15

Francis, Elizabeth 207 Franko, Mark 23

freedom: costumes 14, 161-2; individual-ism of dancer 24; rehearsal 64; vs. disci-pline 74-5, 82, 116, 138, 169-70

French dance terms, use of 231/725 Fuller, Loie 110, 125, 161 Fundamentals 221, 222


Furies 133; see also Dance of the Furies Furies see Dance of the Furies

Gallant, Catherine 3, 217

games: Ballspiel (Chopin) 124; children’s dances 51-3; children’s exercises 49 - 50

Gamson, Annabelle 19-20


Garcia Lorca, Federico 177 Garland, Mignon 19

The Gates of Hell (Rodin) 133, 134 “Gavotte” (Orfeo ed Eurydice) [Gluck] 185 gaze: dance therapy 220; pre-stage rituals


62; Slow Mazurka 125-6; Southern Roses
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	141-2;  Strauss waltzes 140; use of 38-9,
	
	
	
	
	

	
	140-1
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Gefter, Maya
	
	44, 46, 50, SI
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Gefter, Shelley
	50, SI, 140,
	191
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	gender 118-19,
	218, 223-4, 230pref.wl5
	
	
	
	
	
	
	
	

	generation designations 230-lintro.«18,
	
	
	
	
	
	
	
	

	
	231n24
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	—

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Genthe, Arnold
	23, 34, 90, 100, ISO
	
	

	German Dance, D. 783, No.7 (Schubert)
	
	
	
	
	
	
	
	
	
	

	
	see Lullaby (Schubert)
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	German Dance, D. 783,
	No.10 (Schubert)
	
	
	
	
	
	
	

	
	see Classical Duet
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Germany, schools and organizations 17, 215
	

	gestures: Bacchanal 175-6; dance therapy
	
	
	
	
	

	
	220; Delsartism 154; Greek influence 98;
	
	
	
	

	
	
	
	
	
	

	
	labor 207, 208; lying down exercise 150;
	
	
	

	
	sacred ritual dance 220; shock 24, 171;
	
	
	
	
	
	
	

	
	similarity with indigenous dance 107-8;
	
	
	
	

	
	Tanagra figures 152-4, 153; Universe 27
	
	
	
	

	
	
	-
	
	

	
	30, 28, 48, 189; wave 35
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Giants Tall 52
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	gliding 40
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	globalization
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	2, 118-19, 174
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Gluck, Christoph Willibald: Blessed Spirits
	
	
	

	
	42, 70, 96, 97-9, 100, 161; Dance of the
	
	
	
	
	

	
	Furies 98-9, 119, 133-7, 168; influence
	
	
	
	

	
	
	on
	

	
	Duncan 183-4;
	Iphigenie en Tauride 39,
	
	
	
	

	
	184, 185; maenads 167; Orfeo ed Eurydice
	
	
	
	
	

	'■
	96, 97-9, 100, 184, 185; see also Baccha-
	
	
	
	

	
	nal
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Gold, Michael
	207
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Gold, Sylvia 18-19
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Gonzalez, Cynthia
	6
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Gonzalez, Maribel
	
	6; Bacchanal 165, 169;
	
	

	
	career 22; casting 119; on challenges 137;
	
	
	
	
	

	
	Dubinushka 201; Gypsy Mazurka 126;
	
	
	
	
	

	
	
	
	
	
	
	

	
	Southern Roses 140
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	goodness: beingness 91, 92, 93; connection
	

	
	and self- examination 81; Duncan’s defini-
	
	
	

	
	tions 43; relation to beauty and truth
	
	
	
	
	
	
	
	
	

	
	227-8
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Graham, Martha: dance as knowledge in
	
	

	
	itself 93; influence on modern Russian
	
	
	

	
	dance 211; pleadings 204; soloist as pri
	-
	
	
	
	
	

	
	mary 110; truthful movement 64
	
	
	
	
	
	

	
	
	
	
	
	
	
	

	grand battement
	49, 233cfi2wl4
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	grande pile 48, 233c/z2rz9
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Grandjouan, Jules
	23
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Great Schubert Symphony No. 9, D 944 in
	

	
	C major 144
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Great Spirit
	220-1
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	Greece, schools and
	organizations 215
	
	
	
	

	Greek influence on Duncan: Acropolis
	and
	

	
	Parthenon
	
	94, 95, 188; Elgin marbles
	
	
	

	
	150, 150-1,
	
	188; female identity and
	
	
	
	

	
	
	
	
	
	
	
	

	
	equality 58, 166; movement 36, 98-
	9;
	
	

	
	religion and mysticism 107, 167; stance
	
	
	
	
	
	
	
	
	

	
	154, 158; statue posing 154-5; study of
	

	
	nature 155-6,
	
	157; Tanagra figures 120,
	

	
	152-4, 153, 158; tragedy 97; tunics 157;
	




	
	
	see also Apollo; Bacchanal; Blessed Spir-
	
	
	
	
	

	
	
	its; Dance of the Furies; Harp Etude
	
	
	
	
	
	
	
	
	
	
	
	

	
	Greeting 129
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	gross states
	106, 107
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Grosz, Elizabeth 111
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Gusman Concert Hall
	
	
	
	
	performance 3, 57
	
	
	
	
	
	

	
	gymnastics 47, 66 - 7, 154, 181; see also Del-

	
	

	
	
	sarte exercises
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Gypsy  130-1
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	'gypsy dances: casting 119; Gypsy (Brahms)
	
	
	
	

	
	
	130-1;
	Gypsy Mazurka (Chopin) 126;
	
	
	
	
	
	
	
	
	

	
	
	scarves 161
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Gypsy Mazurka 126,131
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	The Harkness Dance School 215
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	harmony: Apollonian harmony 151-2;  in
	
	
	
	
	

	
	
	form and movement 155-6; Greek cho
	-
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	rus 97
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Harp Etude 119, 122-4, 161
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	head: Dionysian movement
	170-1;
	initia-
	
	
	
	

	
	
	tion of movement 38-9; Tanagra figures
	
	
	
	

	
	
	
	
	
	
	

	
	
	154; wave 35
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	healing arts and
	health care 218-20
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	heart: as center of movement 31-3;
	
	Uni-
	
	
	
	
	
	

	
	
	verse gesture 27, 30
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	heart chakra 31, 232cfilw7
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Heidegger, Martin 90
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Hewitt, Harry 19
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	hijras 224
	dancers 118; see also race and eth-

	
	Hispanic
	

	
	
	nicity
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Hof-Atelier Elvira 153
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Hoffman, Riva 53, 54
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	holistic model 222 - 3
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	hopping: Bacchanal 165, 171; basic princi-
	
	
	

	
	
	ples 40, 42
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Horn, Laurie
	3 - 4, 57
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Hraniotis, Marybeth 219
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Hubbard, W.L. 101
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Humphrey, Doris 110
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Hurricane Andrew 196, 198
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	hybridity 174
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Ich Sehe Amerika Tanzen (Schmidt) 5
	
	
	
	
	
	
	
	
	

	
	identity: audience identification 145-
	8;
	
	
	
	
	
	

	
	
	criticism 76; culture 174; emotional
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	depth and dance 84; sexual identity
	223 -
	

	
	
	4; soloist's multiplicity of identities 111-
	

	
	
	14; soul in Ave Maria 87-9; see also
	
	
	
	
	
	
	
	

	
	
	female identity
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	Iliaskou, Penelope
	215
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	imagery and visualizations: Bacchanal 175;
	

	
	
	blindness 180; Chopin Prelude 120-2;
	
	
	
	

	
	
	creativity rehearsal 70; Duncan schools
	
	
	
	
	
	
	
	

	
	
	holistic model 223; listening exercise
	
	
	
	

	
	
	
	
	
	
	

	
	
	178-9; Valse Brillante 70
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	imitators: avoiding 156-7;
	director’s role
	

	
	
	77; emotional simulation 191-2;
	Irma
	
	
	

	
	
	Duncan on 18; lack of discipline 14, 18;
	

	
	
	plastique schools 212
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improvisation: children’s classes 47, 49-51; by Duncan 14-16; emotional release 135; rehearsal 61, 63, 67, 70

“Incontro de Orfeo con Eurydice” (Orfeo ed Eurydice) [Gluck] 185

indifferent focus of eyes 39

indigenous dance: authenticity 25; author’s study 2; community 220- 1; gestures 107 - 8; isolation of body parts 40

indirect focus of eyes 39

individualism principle: culture 174; free-dom 24; harmony in form and movement 155-6; Romantic era music 181; soloist as primary in 20th c. dance 110; soloist’s interpretation 115-16, 123-4, 156-7; Universe gesture 30


influence see legacy and influence innocence in children’s dances 53, 57, 59 Instituto Superior de Danza Isadora Dun-

can 215

internal focus of eyes 39

International Dance Council (CID) 214-15 International Goethe Festival 211-13 Internationales Tanzfestival 5 intoxication of music 185-7


Iphigenia (The Suppliants of Aeschylus) 113 Iphigenie en Aulide (Gluck) see Bacchanal Iphigenie en Tauride (Duncan) 185 Iphigenie en Tauride (Gluck) 39, 184, 185 Irma Duncan Dancers 19


Isadora Duncan Archival Committee gener-ation designations 230-lintro.nl8, 231w24

Isadora Duncan Centenary Dance Company 19

Isadora Duncan Children’s Troupe 44, 46 - 53, 50, 51

Isadora Duncan Cultural Center of Pure Arts 212, 215

Isadora Duncan Dance Ensemble 4, 6; con-flicts 78 -80; conversation 80-1; dissolu-tion 22; evolution 3-5; as family 11, 78, 83; philosophical ideals 11; physical activ-ity 67; race and ethnicity 81, 118-19, 173-4; Russian trip 211-13; South Middle School dancers 54-5; see also specific dancers


Isadora Duncan Dance Foundation 215 Isadora Duncan Dance Group 215 Isadora Duncan Dance Research Center

215

Isadora Duncan International Institute 215 Isadora Duncan International Symposiums: author’s research 9; dance therapy 218— 20; future vision 223; generation designa-


tions 230-lintro.nl8; organizing 217; panelists 217-20

Isadora Duncan Masterworks: 1905-1923 6 Isadora Duncan School for Creative Move-

ment and Dance 216



Isadora Duncan Technique and Repertory

5, 6, 219


Isadora Duncan: The Dances (Nahumck) 7, 9, 18-19


The Isadorables: debut 3; Harp Etude 122; Isadora Duncan Dance Ensemble as 4; second generation designation 230 - 1 intro.«18; Southern Roses 143; see also


Duncan, Anna; Duncan, Erika; Duncan, Irma; Duncan, Lisa; Duncan, Margot; Duncan, Maria-Theresa

IsadoraNOW 217-18

isolation: of body parts 40; in Slow Mazurka 125-6; of solo dancer 110-11

Jaeger, Suzanne 89

James, William 104

Japan, schools and organizations 215 jazz 182, 211

jealousy 75, 77

Joffrey Ballet School 216 Johnson, Vicki 216

Jose Limon Company 119, 136 Joseph, Therese Anne 216 Jowitt, Deborah 196

Joy, Francois 32, 112

joy in Southern Roses 79, 140, 147 Jucovy, Beth 3, 215-16, 223

Juggler 53, 54 - 6

Kane, Barbara 215 kapalabhati breathing 66 Kendall, Elizabeth 87


Kickasola, Michelle Vazquez see Vazquez, Michelle

Kinderszenen, Op. 15, No. 3 in b minor (Schumann) see Blind Man’s Bluff

kinesthetic empathy 146

kinetic connection with audience 145-8 King, Eleanor 2-3, 116

Kirstein, Lincoln 15

Kissclkoff, Anna 214 Konzervatof Duncan Centre 215

Kooluris, Hortense 21, author relationship 3; Ballspiel 53; Chopin Prelude 120; col-laborations with Levien 19, 231 26; Con-temporary Duncan Dancers 19; learning from 116; Nahumck’s dance notation 19;


Nocturne 190

Laban, Rudolf 221

Labanotation 19; see also dance notation Lakota third gender people 224 "Lamento” (Orfeo ed Eurydice) [Gluck]

185

LaMothe, Kimerer: dance and identity 84; dance as therapeutic 227; dancers as gods and goddesses 95; Duncan’s concept of soul 106; empathy 145-6; on Nietzsche 102, 167


254
I n d e x

Langer, Susanne 175, 182 Lanner, Katti 15

leaps: basic principles 40; scarf exercise 50-1; wave principle 37 - 8

left brain 70

legacy and influence: appeal 15, 214; on ballet 38; dance therapy 218-20; docu-mentation 5 -7; education 16-20, 222-3; innovations in later generations 19, 217-18, 231n26; modernism 214; organiza-tions 214-17; on other arts 13-14; re/constructions effect 225; see also imi-tators; Levien, Julia; specific dancers

legato in Minute Waltz 125

legs: locomotive principles 40 - 2; wave principle 37

leotards 158 Lepecki, Andre 145

Levien, Julia 21, 186; as artistic advisor 4 - 5, 22; Bacchanal 165, 174-5; on ballet training 118; books and videos 5, 9, 219; Chopin Prelude 120, 121; Contemporary Duncan Dancers 19; creative imagery 70; Elgin marbles 151; Harp Etude 122; indi-vidualism 115; Isadora Duncan Children’s Troupe 44, 51; Kooluris collaborations 19, 231/726; male dancers 235wl7; meet-ing author 2-3; Mother 195; Nahumck's


· dance notation 19; Narcissus 128; Noc-turne 190-1; phrasing 181; recreation vs. reconstruction 23; Revolutionary 208; Rose Petals 133; teaching 44 - 5, 46-51, 69-70, 116; as third generation member

19, 20-2, 231/126; Water Study 38 Levinson, Andre 101

Liberty Leading the People 114 Liberty silks 157, 158

light: Blessed Spirits 98, 99; Dance of the Furies 133-4; dance therapy 219-20; “Liquid Light” 220; Marche Funebre 194; music as wellspring of art 181-2; Noc-turne 190 - 2

lighting, stage 144

Limon dance see Jose Limon Company “Liquid Light” 220

listening to music 178-81, 186-7, 222 Liszt, Franz 184

Lobanovskaya, Tamara 18

locomotion: children’s classwork 49; class-work 67-9; principles 39 - 43


love: Brahms waltzes 80, 129-31; Chopin Prelude 120; conversation 80; develop-ment of young dancers 58-9; Moment Musical 57; motherhood 194; Narcissus 127, 128

Lovers 129

Lullaby (Schubert) 52-3, 194

Lullaby (Waltz in E major, Op. 39, No. 2) [Brahms] 129, 194

luminosity: authenticity of recreations 23 -



4; beingness 92-3, 99 -100; defined 23 - 4; of Duncan 101, 109; as gift 25; mind/body connection exercises 66

Lunacharsky, Anatoly 210

lying down exercise/position 149-51, 150, 188-90

Lynn, Janea Rose 216

Macy, Dicki Johnson 220 'maenads 36, 167-8, 169, 169 male dancers 118-19, 218, 223-4,

230pref.«15


Maloney, Heather 123, 127-8, 137-8 Mansfield, Tobi 4, 6, 55, 130

The Many Faces of Love (Brahms) 129-31 Marche Funebre 194

Marche Slave in B flat minor, Op 31 (Tchaikovsky) 209

Maria-Theresa Duncan Archives 215

La Marseillaise 15, 112, 113, 114, 209-10 Marti, Adrianna Jimenez 119, 235w20 Martin, John: actor vs. dancer methodol-

ogy 73; Duncan’s innovations 10-11; fear 137; influences on Duncan 182; relation of emotion to movement 10, 13; wave principle 226

mass see weight and mass Matthews, Karen 4, 6 May, Jim 119

Mazo, Joseph 13, 15

Mazurka in A minor, Op. 17, No. 4 (Chopin) see Slow Mazurka Mazurka in A minor, Op. 68, No. 2 (Chopin) see Gypsy Mazurka

Mazurka in B flat major, Op. 17, No. 1 (Chopin) see Sisters

mazurkas: timing 236w29; see also Gypsy Mazurka; Sisters; Slow Mazurka

McDonald, Nesta 215

media: Bastos accident 205; dance on tele-vision 59-60; sexualization 172-3, 226

medicine wheel 220-1

meditation: brain 91; breathing 63, 65 - 6; creativity and mystic experiences 105, 107; walking 42 - 3

memory and emotion 71-4, 137, 188 Mendelssohn, Felix 49

metaphor, art poses as 114

Miami: schools and organizations 216; South Miami Middle School 53 -7, 65 - 6; see also Isadora Duncan Dance Ensemble


Midsummer Night’s Dream (Mendelssohn) 49

mimetic empathy 146 miming 15, 43, 232c/zln24

mind/body connection: accessing divine 107-8; ballet 64 - 5; dance therapy 221-3; Dionysus vs. Apollo 169-70; dualism 101-2, 225-6; embodiment of soul 106 - 7; holistic model of Duncan schools 223;
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listening to music 187, 222; practices 65 - 6; reaction to technology 227

“Minuet” (Orfeo ed Eurydice) [Gluck] 185

Minute Waltz 37, 125 mirrors 75

modernism: fragmentation 225; generation designations 230-lintro.M8

modesty 110

Moment Musical (D. 780, No, 3) [Schubert] 57

Morita, Reiko 215

Moscow Isadora Duncan Dancers 18 Moscow school 17-18, 210, 211, 213

Mother 194-9, 198

mothers: Ave Maria 85-9, 88, 194; Dance Moms 60; dances for children 51-3; Dun-can as 192-4; in Isadora Duncan Chil-dren’s Troupe 44, 46, 47; Lullaby 52-3, 194; Mother 195- 9, 198; Nocturne 187 — 92, 191; Waltz in E major, Op. 39, No. 2 (Brahms) 129, 194

motor in the soul: method 11; music 182; mysticism 104-5; solar plexus and breath 31-3; Stanislavski 71; Tanagra figures 152; see also soul

multidirectional focus of eyes 39 music: concert music incorporation 14;

dialogue between music and dance 179-81; as impulse for motion and emotion 73; influences on Duncan 182-5; intoxi-cation 185-7; listening to 178-81, 186-7, 222; manipulation by Duncan 184-5; non-traditional for exercises 69; sequence of movement 42; as wellspring 181-2


My Pigeon House 52

Mykovskaya, Maria “Mussia” 18

mysticism 1, 103-7, 175

Nachbar, Martin 30

Nadi Shodhana breathing 66

Nahumck, Nadia Chilkovsky: dance nota-tion 7, 9, 18-19, 144; Isadora Duncan: The Dances 7 , 9, 1 -19; manipulation of music 185; Mother 196; movement from the center 180; spatial magnitude 144; stance 154

Nancy, Jean-Luc 110-11

Narcissus 70, 126-9, 128

Native American dance see indigenous dance

Native American sexual identity 224 nature: beauty 43, 226; bemgness 91; envi-

ronmentalism 223, 226; natural body 224; observation by Duncan 108, 155-6, 157, 221; observation in children’s classes 47-8, 157-8; transformative states 107; truth in 43; wave principle 34-5, 36 - 7, 156, 226


Nemesis 127



“Nenia delle Driadi per la mortede Eury-dice” (Orfeo ed Eurydice) [Gluck] 185

Neoplatonists 101-2, 225 Nereids 122 - 3

Neuilly school 17 neurasthenia 194

New Woman 166; see also female identity New World School of the Arts 67; see also

Isadora Duncan Dance Ensemble New York Isadora Duncan International

Institute 215

New York, schools and organizations 18, 215, 216

New York University 215

Nietzsche, Friedrich: Apollo and Dionysus 169; chorus 97; dance as religion 166-7; duende 177; objectified will 206, 207; soul 102

Ninth Symphony (Beethoven) 183

Nocturne 188-92, 191

Nocturne in E flat major, Opus 9, No. 2 (Chopin) see Nocturne

non-dual states 106 nudity 166 numinous 105


objectified will 206, 207

observation: of nature by Duncan 108, 155-6, 157, 221; of nature in children’s classes 47-8, 157-8; Stanislavski 72

On the Beautiful Blue Danube (Strauss) see The Blue Danube

"On Wings of Song” (Mendelssohn) 49 Ondine 119, 122 - 3

oppression, conversation on 80 - 1 Oracle at Delphi 169

orcibasia 167-8 Orestes 184

Orfeo ed Eurydice (Gluck) see Blessed Spirits; Dance of the Furies

organizations, Duncan dance 214-17

Orientale see Gypsy Mazurka Originaltanze (Erste Walzer) [Schubert] 49 Orixa/Orisha dancers 173

Orpheus: Blessed Spirits 96, 98—9; Dance of the Furies 119, 133-4

the other and racism 174 Otto, Rudolph 105 outdoor rehearsals 66

outward, direct focus of eyes 39

pantomime see miming

Parthenon 94, 95, 188; see also Elgin mar-bles

pas de chat 134, 236 34

Pastor, Alfredo 88, 164, 169, 201, 203, 206 pelvis: running 40; walking 42; wave prin-

ciple 37 - 8

performance: beingness and luminosity 92-3; Duncan as 43, 88, 89-90, 103,
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109-10, 113-14, 142, 185; multiple iden-tity in 111-14; presence 88, 89- 90, 91 -2, 99; rituals 61-3; spontaneity in 63-4, 138

phallic imagery in Bacchanal 168, 171 Phelan, Peggy 89

philosophical ideals: Duncan’s schools 17, 45-6, 216, 230pref.n21; influences on Duncan 102-3, 166- 7; Isadora Duncan Dance Ensemble 11; Levien’s classes for children 47; see also school for life

pianists' 184

picking up gesture 154 Pilates 67

Pirn 57

plant exercises 35-6, 48 Plastic Ballet Theater 212 plastique schools 212 play in schools 223

pile 42, 48, 232cA2/r8 polka 44, 51

Poltarack, Vanessa 46, 50, 51 Pond, Julia 217

port de bra 35, 48- 9, 233c7/2«13 Portuguese dancers 118; see also race and

ethnicity

practice see rehearsal

Prana 73-4; see also energy Pravitz, Laura 219 Praxiteles 154

Prelude in A major, Op. 28, No. 7 (Chopin) 120-2, 121

presence 88, 89-90, 91-2, 99; see also charisma

present 89-90, 91-2, 99; see also beingness Preston, Carrie 114

Priestess 39

La Primavera (Botticelli) 55, 56-7, 157 profane dance 101

professionalism 78-80 Puritanism 101, 102, 110, 166 pursuit gesture 154

Pythia 169

quantum physics 36 -7, 232c/zl«16 Quinlan-Zetterberg, Kathleen 3, 215

race and ethnicity 81, 118-19, 173-4, 223, 225

Raftis, Alkis C. 214-15

Ramm, Adrianne 3, 49, 181, 216 reclining: children's classes 47; lying down

exercise/position 149-51, 150, 188-90 re/constructions: creativity in 23, 145;

dances for children 51- 2; as documenta-tion 7, 22- 4, 30; effect 225; as practice of

re-enactment 30; as re-membered chore-ography 7, 23, 30; transmissions 22-4

"Recontre key a Orphee et Eurydice” (Orfeo ed Eurydice) [Gluck] 185

recreation see re/constructions



Red Scare 211

rehearsal: Bacchanal 175; classwork 67 -9; conversation 80- 1; creativity 69-70, 117; emotions 70, 73, 135, 192; listening to music 178-9; as preparation for child rearing 81-2; as ritual 63-4; rituals for 61- 3; self -examination 115, 116; spon-taneity in 63-4, 138

releve 48, 232chlnl7, 233ch2nU, 236n27 religion: contemporary spirituality 104-6;

dance as 100-2, 104, 166-7; of Duncan 101-3; indigenous dance 220-1; mysti-cism 1, 103-6, 103 -7, 175; transformative states 107; see also sacredness in dance; soul

repetition: dynamics 180-1; manipulation by modern choreographers 144, 170-1; transformative states 107

repose 155

representation and presence 89 retreat gesture 152-4, 153

Revolutionary 195, 198, 207-9, 208, 213 Revolutionary dances see Dances from

Revolutionary Russia

Reynolds, Nancy 101

rhythm: anacrusis 180-1, 238c/?10w4; breath 33; movement from center 180-1; rubato 143, 180-1, 236«6, 238chl0n5

right brain 70

Risola, Maria Salas 123, 140, 169, 201 rites, communal: Bacchanal 175; Southern

Roses 141-2 rites of passage 58

rituals: in rehearsal 61-3; rehearsal as 63 - 4; sacred dance 219-20

Robert Muller School of Fairview 216 Rodin, Auguste 14, 23, 133, 134

Rollason, Nikki 6, 119, 124 Rose Petals 15, 50, 131-3

Rosen aus dem Suden, Op. 388 (Strauss) see Southern Roses

Rosenberg, Elyssa Dru 217-18

roses see Rose Petals; Southern Roses

Rothman, Renee 93 Rousseau, Jean-Jacques 167

rubato 143, 180-1, 236»6, 238cA10«5 Rude, Franqois 32, 112, 113, 114 running 37, 40

Russell-Curry, Pattee 219-20

Russia: The Crossing 195; Irma Duncan 17-18, 210, 211; Isadora Duncan Dance Ensemble 211-13; organizations 215; Rev-olutionary 195, 198, 207-9, 208, 213; schools 17-18, 206-7, 210-13, 215, 230pref.wl5; see also Dances from Revo-lutionary Russia

sacred sensuality 173, 176

sacredness in dance: author’s connection to Duncan dance 1-2; body as sacred 101,
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103, 106-7; community ritual 220-1; dance therapy 219-20; Duncan on 1-2, 91; sexuality 173-4, 176; transformative states 107

St. Denis, Ruth 110

St. Petersburg, schools and organizations 211-13, 215

Sales, Isadora 46, 50, 51 Sales, Rue 46

Sano, Mary 216

Sato, Michiyo 215 Saxon, Thryn 46, 50, 51

scarves: Blessed Spirits 96, 98, 99, 161; But-terfly Etude 161; Dubinushka 200; Dun-can’s death 162; exercises 49, 50-1; gypsy dances 161; Gypsy Mazurka 126; Harp Etude 122, 123, 161; overscarves 158-9, 161; Under the Scarf 53, 160, 161; wave principle 161

Schmidt, Jochen 5

Schneider, Ilya 212

school for life: conflicts 78- 80; conversa-tion 80-1; Duncan on 17; emotional reso-nance of dances 83- 4; Isadora Duncan Dance Ensemble 11; see also schools, Duncan; self-awareness and examination; teaching


schools, Duncan: gender 230pref.ul5; holistic model 222-3; legacy 16 -20; modern 214-17; philosophy 17, 45-6, 216, 230pref.»21; plastique 212; Russia 17-18, 206- 7, 210-13, 215, 230pref.wl5; teaching by Duncan 16, 77; see also school for life; teaching


Schubert, Franz: Ave Maria 85-9, 194, 213; Beinswingen 49; children’s dances 3, 53 - 7; Ecossaise, D.734, No. 1, 53-4; German Dance, D. 783, No.10 (Classical Duet) 53, 54; Great Schubert Symphony No. 9, D 944 in C major 144; Lullaby (German Dance, D. 783, No. 7) 52-3, 194; Moment Musical (D. 780, No. 3) 57; Originaltanze (Erste Walzer) 49; Unfinished Symphony


89; Waltz, D. 145, No. 3 (Juggler) 53, 54 - 6; Waltz, D. 365, No. 15 (Three Graces)

53, 56-7, 185; Waltz, D. 779, No. 6

(Around the Linden Tree) 53, 54; Waltz,

D. 779, No. 12 (Under the Scarf) 53, 161; Waltz, D. 924, No. 10 (Ballspiel) 53, 119;

Waltz in A major, D. 779, No. 13 (Boy-Girl) 53; Water Study 37, 53, 70; wave principle 37

Schumann, Robert 52, 123

Schwartz, Elisabeth 3, 215

Scriabin, Alexander: Etude, Op. 2 No. 1 (Mother) 194-9; Etude, Op. 8, No. 12 (Revolutionary) 195, 198, 207-9, 213;


Etude, Op. 42, No. 5 (The Crossing) 195 Scriabin Etudes: The Crossing 195;

Dionysian spirit 184; Mother 194-9;



phrasing 181; Revolutionary 195, 198, 207-9, 213

script for accessing emotions 73 sculpture: of Duncan 68; statue posing

154-5; see also art influence on Duncan Seagull (dance) 129-30

seagull exercise 49

second generation: contributions 17-19; designation 230- lintro.«18, 231 n24

Seidel, Andrea Mantell: Ave Maria 88, 213;

Isadora Duncan Technique and Repertory 5, 219; Mother 198; Varshiavianka 203; see also Isadora Duncan Dance Ensemble

Seidel, David 196

Seidel, Merina: adoption 196; Isadora Dun-can Children's Troupe 44, 46, 50, 51; Russian trip 211-13

Self: Ave Maria 87 -9; Bacchanal 163-5; beingness 90- 5; solar plexus and breath 31-3; Universe exercise 27- 30; vulnera-bility of soloist 111; see also self-awareness and examination; self-image; soul


self-awareness and examination: conversa-tion 81; criticism 76; Duncan schools 222-3; learning and teaching 75- 7, 82-3; rehearsal 115, 116; soloist 114-15, 138; see also Self

self-control see discipline

self-image: criticism 76; female identity 58-9; see also Self; self-awareness and examination

self-integration 11 senior citizen centers 145 sensuality see sexuality

Serbo-Russian March see Marche Slave in B flat minor, Op 31 (Tchaikovsky)

Seventh Symphony (Beethoven) 183 sexual abuse 79

sexuality: Bacchanal 163-5, 168, 172-3, 176; Moment Musical 57; sacred dance 173-4, 176; sexual identity 223-4; sexual-ization 60, 166, 172-3, 226

Shaw, Bernard 110 Shimazaki, Saturo 119, 235ul7

shock: Bacchanal 166, 171; Duncan's per-sonal life 24, 165-6; gestures 24, 171

Sicilienne 52

silence 95; see also stillness silk 157, 158, 161

Singer, Paris 17

Sisters 39

sixth generation contributions 217-18 skipping: Bacchanal 165, 170-1; basic prin-

ciples 40-2; teaching with discovery 156; wave principle 37

Sklar, Deidre 146

Slavonic March see Marche Slave in B flat minor, Op 31 (Tchaikovsky)

Slow Mazurka: audience connection 147-8; choreography 125-6; conversation 80;
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emotion and dancer trauma 79, 125—6; gaze 39; walking as meditation 42

solar plexus: basic locomotive principles 40; breath 31-3; as center of movement 31-3; dance therapy 219; listening to music 180; mind/body connection exer-cises 66; soul 11, 33, 101; Stanislavski 71, 74; wave 37

soldiers in Nocturne 187

solo dan,ces: aloneness 110-11; casting 77-8, 119, 198-9; children’s classwork 50-2; cri-teria for soloists 117-18; dancers’ growth 77, 80; emotion 114-15, 116, 117, 137-8, 191; gender 118-19; individualism 110, 115-16, 123 -4, 156-7; multiplicity of identities 111-14; race 118; self- examination 114-15, 138; soloist as chorus 97-8, 111-14, 142; soloist as primary 109, 110; training 115-17; see also specific dances

somatic empathy 146

Sonata Op. 35, No. 2 (Chopin) see Marche Funebre

"Song of the Open Road” (Whitman) 40 Sotomayor, Ivette: on audience empathy

146; Bacchanal 169, 176; career 22; cast-ing 119; Dubinushka 201, 206; Gypsy 131;

Narcissus 127-9; reflections 82-3; Rus-sian trip 213; Southern Roses 140

soul: Ave Maria 87-9; beingness 90- 2; dance as expression of 7, 11; dance ther-apy 219; Duncan's concept of 102-6; embodiment 106-7; eyes 38-9; Harp Etude 122, 123, 124; luminosity 99 -100; music 181-2, 186-7; Nietzsche on 102; solar plexus 11, 33, 101; see also motor in the soul; Self

sous-sus 125, 236m27 soutenu 122, 235wl9

soutenus en tournant 119, 235«19

South America, schools and organizations 215

South Miami Middle School 53-7, 65 - 6 Southern Roses 140; audience empathy 146,

147; choreography 143-4; chorus as col-lective 139-41; emotion and dancer trauma 79-80; gaze 39

Soviet Union see Russia

Spanish 130, 130-1 spine in ballet 33

spirituality see religion; sacredness in dance

spontaneity 63- 4, 138 Sprowl, Jennifer 216 staccato 143, 236«9 stage lighting 144

stage presence see presence stance, basic 154, 158

Stanislavski, Konstantin 14, 63 - 4, 71-4, 117 statue posing 154—5

Stebbins, Genevieve 154, 157



Steichen, Edward 23

stillness: influence of Terry and Duse 109 - 10; listening 178-9, 181; Slow Mazurka 125-6; source of dance 95

Stine, Dale 198

Strauss, Johann: The Blue Danube 15, 70, 142-3, 144; Southern Roses 139-41, 143 - 4, 146, 147; Tritsch Tratsch Polka 51;

, waltzes 139-44, 145 strength-building exercises 67 Suarez, Fatima 215 subconscious emotions 72, 73 - 4 subtle states 106, 107

Superman and creativity 167

The Suppliants of Aeschylus 114

Sutton Dance Writing Method 19 Swanson, Amy 215

Sweden, schools and organizations 215 Symphony No. 9, D. 944 in C major (Schu-

bert) 39

Symphony Society of New York 185 syncretism 174

Tamiris, Helen 43

Tanagra figures 120, 152- 4, 153, 158, 219 tangibility of miming 43, 232cA1m24 tardiness 78

Tchaikovsky, Pyotr lllyich 209

teaching: by Anna Duncan 17, 69; authority 74, 76, 82; by discovery 156-7; by Dun-can 16, 45 - 6, 77; by Elizabeth Duncan 15, 16, 17, 69; freedom vs. discipline 74-

	5, 82, 116; by Irma Duncan 17-18,
	211; by

	Levien 44 - 5, 46-51, 69 -70, 116; by
	
	
	

	Maria-Theresa Duncan 17, 69; modern
	

	schools and organizations 215-17;
	as
	
	

	preparation for child rearing 81-2;
	self-


awareness and examination 75-7, 82-3; soloists’ interpretation 115-16; symbiosis with dance 24-5; see also classwork; schools, Duncan

The Technique of Isadora Duncan (Duncan) 9, 16, 18, 30

technology 226 - 7

tempo: repetition 180-1; rubato 238cA10»5 Terentieva, Elena 18

Terry, Ellen 109, 111 Terry, Walter 15

Texas schools and organizations 216 Theater of Dionysus 167

therapy, dance 218-20 third gender 223 - 4

third generation: contributions 19, 20-2, 218; designation 230-lintro.«18, 231n24

Three Graces 53, 56-7, 185

Thus Spoke Zarathustra (Nietzsche) 166 thyrsus 168, 170

tights 158

toes: skipping 156; walking 42

torso: barre exercises 49; basic locomotive
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principles 40-2; folding and unfolding 35 -6; as in-between space 156; listening to music 180; twisting 41, 48; wave prin-ciple 35, 37-8, 49


Tost-Fliss, Celestial 46, 50, 51 tour en lair 139, 236w3

traditional dance see indigenous dance tragedy: affirmation of life 167; Dionysus vs. Apollo 169; effect on choreography

194; Mother 196; role of chorus 97 training see teaching transformative states and dance 107 transgender dancers 223-4 transpersonal states 106

tremolo 122, 143, 235-6m23, 236n7

Tritsch Tratsch Polka (Strauss) 51 Troul, Olga 212, 215

truth: beingness 91, 92, 93; connection and self-examination 81; Graham on truthful movement 64; in nature 43; relation to beauty and goodness 227-8

tunics 157-61, 159, 200 turn out 42

turns: Bacchanal 170-1; soutenus en tour-

nant 122, 235wl9; tour en lair 139, 236»3

Twirling see Juggler

ugliness in Dance of the Furies 134, 168 unconscious see consciousness

Under the Scarf 53, 160, 161 Undine see Ondine undulating see wave principle

Unfinished Symphony (Schubert) 89, 150

Universe exercise/gesture 27-30, 28, 48, 189

Urban Bush Women Dance Company 205

Valse Brillante 70, 144

Van Vectin, Carl: on Duncan’s multiplicity in performance 113-14; on Duncan’s teaching 77; emotional resonance of Duncan 192; Marche Slave 209; La Mar-seillaise 210


Varshiavianka 203, .04, 210 Vashentseva, Yulia 18

Vazquez, Michelle 4; audience empathy 146; Bacchanal 169; on challenges 137; Chopin Prelude 120; Dance and Music Academy 216; Dubinushka 201; Harp Etude 123; Nocturne 191; post-Isadora Duncan Dance Ensemble 22; pre-stage


rituals 62; reflections 82-3; Rose Petals 50, 133; Russian trip 213; Southern Roses 140, 236nl; Spanish 130, 131; Varshia-vianka 203; as young dancer 54, 229m5

virtues see beauty; goodness; truth visualization see imagery and visualiza-

tions

Von Terra, Drachin 113, 215, 219 vulgarity 166



vulnerability: Dance of the Furies 135; emo-tional expression 192; soloist 111

Wagner, Cosima 167, 183 Wagner, Richard 167

walking: basic principles 40, 42-3; chil-dren’s classes 47; as meditation 42-3; rit-uals 66; wave principle 37

walking barre 69 Walkowitz, Abraham 23, 151

Waltz, D. 779, No. 6 (Schubert) see

Around the Linden Tree

Waltz, D. 924, No.12 (Schubert) see Water Study


Waltz in A flat major, Op. 34, No.l (Chopin) see Valse Brillante

Waltz in A major, Op. 39, No. 15 (Brahms) see Rose Petals

Waltz in A minor, Op. 39, No. 14 (Brahms) see Flame

Waltz in B flat major, Op. 39, No. 8 (Brahms) see Seagull (dance)

Waltz in B major, Op. 39, No. 1 (Brahms) see Greeting

Waltz in B minor, Op. 39, No. 11 (Brahms) see Spanish

Waltz in C major, Op. 39, No. 13 (Brahms) see Cymbals

Waltz in C sharp minor, Op. 39, No. 7 (Brahms) see Lovers

Waltz in C sharp minor, Op.64, No. 2 (Chopin) see Narcissus


Waltz in D flat major, Op. 64, No. 1 (Chopin) see Minute Waltz

Waltz in E major, Op. 39, No. 2 (Brahms) 129, 194


Waltz in E minor, Op. 39, No. 4 (Brahms) see Gypsy


Waltz in G flat major, Op. 70, No. 1 (Chopin) see Ballspiel (Chopin)

Wankan Tanka 221 Warburton, Edward 91-2, 146 Ward, Patricia 216

Waria 224

Water Study 37, 38, 53, 70

wave principle 34; about 34-8; beingness 93- 5; Blessed Spirits 99; breath 34, 35, 37, 227; dance therapy 219; exercises 47, 49; Harp Etude 122; Mother 196; nature 34-5, 36-7, 156, 226; performance 92; scarves 161; Strauss waltzes 143, 144;

Valse Brillante 144

weight and mass: ballet 154; gender and center of gravity 218; lying down exercise 149-51; Revolutionary dances 207; Tana-gra figures 154, 158


Welch, Tamara 4, 6; casting 119; Harp Etude 123; as original company member 229w5; Three Graces 56

Whitlock, Trevor 24
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Whitman, Walt 40, 104-5, 143-4, 167

Wigman, Mary 110

Wilbur, Ken 106, 107

will, objectified 206, 207

Wintke 224

Winyanktehca 224

witnessing self in solo dances 114-15
.

womanhood see female identity

Word, Cynthia 217



Word Dance Theater 217

yoga 65, 66, 227

Young, Niurka see Anaya, Niurka (Nikki)

Zaehner, R.C. 106


Zahn, Anita 3, 18







“In a seamless narrative, Seidel weaves accounts of Duncan’s life, philosophy, and art through relevant dance scholarship and Seidel’s own dance experiences to offer a heart-felt tribute to Duncan, an inspiring gift to fellow Duncan followers, and a compelling  invitation to Duncan dancers of the future.”

— Kimerer L. LaMothe, author of Why We Dance: A Philosophy of Bodily Becoming and Nietzsche's Dancers: Isadora Duncan, Martha  Graham, and the Revaluation  of Christian  Values

art artistic study, part intimate memoir, this book illuminates the technique and repertory


JL. of American dancer Isadora Duncan ( 1877-1927) and her enduring legacy from the perspective of an artist and scholar who has reconstructed and performed her work for 35 years. Providing an overview of modern activities and trends in the teaching and performance

of Duncan’s dance, the author describes her own work directing The Isadora Duncan Dance Ensemble, the company that sought to implement Duncan’s mission to create not a school of dance but “a school of life.”

ANDREA MaNTELL Seidel is a professor emeritus of dance, associate professor of religious studies and former

· founding director of the Intercultural Dance and Music Institute of the Latin American and Caribbean Center at Florida International University. She lives in Miami.
On the cover: inset portrait photograph of Isadora Duncan, between 1916 and 1918 (Library of Congress); Members of the Isadora Duncan Childrens Troupe in an improvisational dance inspired by Brahms’s Waltz in A major, Op. 39, No. 15 (Rose Petals) from left to right-. Thryne Andree Saxon, Julia Duba, Merina Seidel, Maya Gefter, Isadora Sales, Celestial Tost-Fliss,


Vanessa Poltarack, adult center Michelle Vasquez (Photographer Shelley Gefter)
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