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effects on their contrast with the mighty force of Public Library drapery, deriving ultimately from

standard ballet tradition. For a hundred and fifty
years this has meant a stiff tutu or floating drapes
for her, sleek tights and fitted tunics for him; and it
is itgelf a variant on the white-tie-and-tails-for-him,
frills-and-veils-for-her theme sustained in elegant
ballraoms during the same historical period and
iminortalized by Fred and Ginger.

The ballet has distilled and intensified this
romantic convention of dress for the sexes, repeat-
edly ringing changes on the motif in hundreds
of inventive ways, of which the black-and-white-
practice-costume version inaugurated by Balanchine
was an inspired modern example. The great
Karinska had an apparently endless fund of imagi-
nation to tap for producing perpetually different
new examples of it, without losing immediacy or
flair. The therne has great strength and great appeal
in itself, reinforcing Romantic relations between
the sexes in an ambiance of great beauty, further

Duncan and Graham, still
appear on the modern-dance stage, aiming to be
deliberately at odds with custoin, however liberated
that has become.,

But rebellion has again changed its flavor, after
the early knitted drapes and the later jeans and
leather became standard. Very noticeable on the
present dance stage is a reflection of the present
youthful desire to wear outsize clothing that forms
extraneous creases, instead of a second skin or a
pattern of draped folds and controlied shapes.
Ioose and wrinkly pants and shirts are everywhere,
even in the gold-tissue versions for Trisha Brown’s
Foray/Forét. The New York City Ballet wears them
for Peter Marting’s The Chairmarn Dances. They in
fact constitute an echo of Eastern cultures, even of
several third-world cultures, demonstrating ways
to dress that have never been common in our
smooth-fitting Western visions and habits, even in
a rebellious vein.
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Untailored garments that crush easily, and that
neither conform to the body nor otherwise enhance
its shape, have been thrilling Westerners for cen-
turies since the "pyjama” was first brought back
from India by the English around 1660. But paja-
mas became a staple only of intimate wardrobes;
it has taken centuries to get them out onto Western
stages and Western streets. Now, with the fragmen-
tation of the world, such effects are neither extreme-
ly exotic nor publicly forbidden, and they give
Western dancers still another way to relate to their
clothing on the stage, to show us possibilities we
hadn’t suspected. Their randomly uneven surfaces
and floppy movements have their own life, making
a counterpoint to bodily leap and gesture.

Some ancient stage habits have never ceased to
resonate all over the world, with the power of the
earliest civilizations. Chief of these is the use of
masks, Unlike most of the soiled and withered
finery of past balleis, a huge variety of dance masks
has survived; except, of course, for the ones made of
nothing but paint. The desire that iransforms the
living dancer into a rare and uncanny being is
perfectly fulfilted just by giving him or her another
head, or a costume that can be nothing but a hood
with holes. Unlike the actor's mask, the dancer’s is
silent: it gives greater range to the body’s eloquence,
but nevertheless draws all bodily significance into

West Side Story;
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itself. The fluid body can’t do otherwise than serve
the rigid face.

Looking at the animal-headed divinities of
ancient Egypt, one can see how normal human
bodies are transfigured by such august completion
above the shoulders. If the body below such a noble
structure were to move, all its movements would
be noble; and under a grotesque and fearsome head,
every gesture would be terrifying. The rest of the
costurmne can be a neutral version of ordinary dress;
ballets like The Green Table have made good uses of
this antique fact. For dancers in opera who must
portray subhuman Nibelungen in Wagner’s Ring
or entranced beasts in The Magic Flute, the same
brown boedysuits will do very well so long as suitable
heads appear above.

Nudity is another universal costume, represent-
ing a similar condition of acute meaning in different
societies. Since adult persons are not normally
undressed or unadorned or unequipped with
customary trappings, the denuding of anybody is a
special case. Such a case can be entertaining,
thrilling, or sacred, but it is never “natural.” Stage
riakedness thus has a broad and long history and
itself constitutes a significant mode of dress.




The Folles Bergeres daucer, wearing only frmged
: and spangled extensions that encircle and set off
her naked body, demonstrates impersonal eroticism
. “with the help of the venerahle idea that a female_ '
“nude is always a prime jewel in any decorative
“scheme. Other stage nudes of either sex can connote
-f.'sacnﬁce poverty, inn cence, penitence, and differ-
" ent flavors of supernatural force, along with shades
: \of sexualily; but the tense meaning invested in the
nzked body keeps nud dancers from ever bemg

Fashion designers. tend to fall as destgners for
dance costumes, although not invariably. Modish-
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* ‘Graham, draping her slage with slick and vivid. .
- fabrics that had a degrading and disharmonious
- “effect on the choreography. In a different vein,
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Theatre’s Gaité Parisienne also tend to take over the
- stage with an independent bid, so that this delicate
-and sweetly trivial ballel-becomes a coarse parade’
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*the tartan.theme but adhering quite closely to
" established ballet convention. This device puts a
= sultable frame around the wit, so that it serves
e -the dance and not the designer.

‘Dance. ostumnes are the oldest costumes, and

 always the newest. They have had a stronger force

Than any other stage clothes, since they transcend all

SO fexts and speak directly to the following eye. The
- history of stage dancing is bound up with the end-
7 less play « of mobile garments that have entranced
e __audlences for centuries, and that continue lo.
E .enhghten spectators with new visions. Meanwhile,
_the unique Anna Pavlova will always live
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