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    Introduction


    THE QUEER ENCYCLOPEDIA OF MUSIC, DANCE & Musical Theater introduces a remarkably rich cultural achievement. It surveys the contributions of gay, lesbian, bisexual, transgender, and queer people to popular and classical music, modern dance and ballet, and musical theater and opera, and also their representation in and sometimes vexed relationship to these varied arts. That is, this work is interested in glbtq individuals not only as composers, choreographers, lyricists, and performers, but also as subjects and objects and consumers of music, dance, and musical theater.


    Presenting some 170 articles on individuals, artistic movements, musical genres, and topics such as Music and AIDS, Women's Music, and Cabarets and Revues, The Queer Encyclopedia of Music, Dance & Musical Theater offers a revisionist history of these arts by seeing them through a queer lens. It places the achievements of gay, lesbian, bisexual, transgender, and queer composers, musicians, and performers in historical contexts and privileges the representation of subjects that have traditionally been censored or marginalized.


    Celebrating the richness and variety of queer contributions to the musical arts, this book presents that achievement as an invaluable cultural legacy to be celebrated and treasured. This legacy includes accomplishments as diverse as the protean and transforming vision of Sergei Diaghilev and the iconoclasm of John Cage; the contributions of composers as different but equally seminal as George Frideric Handel, Cole Porter, and Billy Strayhorn; the vital work of blues artists as redoubtable as "Ma" Rainey and Bessie Smith; the accomplishments of performers as distinct as Joan Baez, Ray Bourbon, Liberace, Janis Joplin, Peter Pears, Charles Pierce, and the Indigo Girls; and the community-building efforts of gay and lesbian choruses and bands and women's music festivals.


    It would be hard to imagine twentieth-century classical music without the presence of such gay or bisexual composers as Aaron Copland, Samuel Barber, Leonard Bernstein, Benjamin Britten, Manuel de Falla, or Karol Szymanowski, or to appreciate opera without understanding the phenomena of castrati, opera queens, and diva worship. But glbtq performers and composers have also influenced musical genres as apparently "nongay" as hard rock and even as reputedly "antigay" as jazz and country music, even as they have also pioneered in creating genres particularly associated with modern lesbian and gay culture, such as women's music, drag performance, and disco and dance music. Moreover, certain performers—Judy Garland, Mabel Mercer, and Chavela Vargas, for example—and certain genres—opera and musical theater, most obviously—have had a particular resonance with glbtq audiences.


    The queer presence in the musical arts is so various and pervasive that it resists neat summary. Indeed, it is an integral part of humanity's artistic expression, and as diverse as humanity itself. It can scarcely be divorced from "mainstream music and dance," for so many of the world's most prominent composers, choreographers, and performers have in fact been of alternative sexualities. One could not write a history of world music and dance without acknowledging the pivotal contributions of individuals whose sexual interests or gender expression varied from the orthodox (though, of course, many histories have been written that suppress the sexualities of those individuals).


    Yet there is real value in isolating queer contributions to music and dance in order to see them in their own terms as expressions of a multifaceted queer artistic impulse and as documentations of the variety of queer experience. That these contributions have often been made in the face of rejection and prejudice, and at the expense of denial and invisibility, make them even more remarkable.


    Not only have gay men and lesbians made enormous contributions to musical theater, cabaret, dance, and opera, but these art forms have enjoyed particular favor with glbtq audiences. Hence, the relationship of queer audiences to particular forms of music and dance is also a recurrent subject of this book.


    Queer art has so often been denigrated, suppressed, or robbed of its specificity and roots in efforts to render it "universal," that it has very infrequently been seen whole and in the contexts that gave it life. The aim of The Queer Encyclopedia of Music, Dance & Musical Theater is to help remedy the effects of an old but still active, homophobic project of exclusion and denial, by in fact presenting queer music and dance whole and in the multiple contexts that helped shape it. Doing so yields new insight into the creation of art and increases our understanding of a wide range of artistic achievements.


    Recovering and Reclaiming Our Artistic Heritage


    Recovering our cultural heritage is a crucially important endeavor for everyone, but it is especially significant for gay men, lesbians, and others who have grown up in families and societies in which their sexual identities or gender expressions have been ignored, concealed, or condemned. They often come to a realization of their difference with little or no understanding of alternative sexualities beyond the negative stereotypes that pervade contemporary society, and they usually feel isolated and frightened at the very time they most need reassurance and encouragement.


    Not surprisingly, a staple of the gay and lesbian coming-out story is the trip to the local library, where the young homosexual, desperate for the most basic information, is usually utterly confused or bitterly disappointed by what he or she discovers, for even now our society does not make it easy for young people to find accurate information about alternative sexualities. Only later is the radical loneliness of young people who have accepted their sexual identity assuaged by the discovery of a large and varied cultural heritage, one that speaks directly to the experience of contemporary men and women in the West but that also reflects other forms of same-sex love and desire in different times and places.


    This volume is at once a documentation and reclamation of that cultural legacy and also a contribution to it. It participates in a long endeavor by queer men and women to recover a social and cultural history that has frequently been deliberately distorted and censored.


    For centuries, educated and literate homosexuals living in eras that condemned homosexuality have looked to other ages and other societies in order to find cultural permission for homosexual behavior, to experience some relief from the incessant attacks on their self-esteem, and to penetrate the barriers of censorship that precluded open discussion of the love that dared not speak its name. Such attempts range from the ubiquitous lists of famous homosexuals in history to more elaborate and sophisticated historical research, such as that of Jeremy Bentham in the eighteenth century and of Edward Carpenter and John Addington Symonds at the end of the nineteenth century, as well as the recurrent attempts by gay and lesbian artists and writers to discover traditions and languages through which to express themselves.


    Too often, however, attempts to document the gay and lesbian cultural legacy paid little attention to historical differences and tended to make few distinctions between different kinds of homosexualities, equating the emergent homosexual of the nineteenth century with the ancient Greek pederast, the medieval sodomite, and the Native North American berdache, for example, as though all four phenomena were merely minor variations on the same pattern.


    The Queer Encyclopedia of Music, Dance & Musical Theater is motivated by the same impulse to understand the past and to recover the (often suppressed or disguised) artistic expressions of same-sex love that propelled earlier projects. But as the beneficiary of a more open climate and a recent explosion of knowledge about homosexuality in history, it is in a far better position to discover a usable past. The new understanding of sexuality in history and culture that emerged in the 1980s and 1990s has in fact enabled this particular enterprise. Without the gay, lesbian, and queer studies movement, this volume would not have been possible.


    Gay, Lesbian, Queer Studies Movement


    In entering the academic mainstream, gay, lesbian, and queer studies have enlarged our understanding of the meaning of sexual identities, both in our own culture and in other times and places. They have challenged naive, uninformed, and prejudiced views, and, perhaps most important, have discovered and recovered significant artifacts and neglected artists.


    Queer studies in music and dance have also reclaimed established and celebrated composers and performers, revealing the pertinence and centrality of (frequently disguised or previously misinterpreted) same-sex relationships and queer experience to understanding canonical works. They have viewed celebrated achievements through a queer lens, in the process discovering aspects of the world's artistic heritage that either had not been noticed or had been suppressed.


    But although gay, lesbian, and queer studies have enriched the academic study of history and culture, they still tend to be ghettoized in elite universities, often in women's studies programs that are themselves frequently isolated. Meanwhile, standard cultural histories continue all too often to omit or discount gay and lesbian representations, fail to supply relevant biographical information about gay, lesbian, bisexual, and transgender artists, and foster the grievously mistaken impression that the world's artistic traditions are almost exclusively heterosexual.


    The Queer Encyclopedia of Music, Dance [image: i_Image7] Musical Theater aims to redress these deficiencies. It seeks to place portrayals of same-sex desire in historical context, to provide accurate biographical information about artists who have contributed to queer artistic traditions, and to explore important questions about the presence of homoeroticism in the world's artistic legacy.


    How does the homosexuality of an artist affect his or her work even when that work has nothing specifically to do with homosexuality? How does one decipher the "coding" of works in which the homosexual import is disguised? Is there such a thing as a gay sensibility? Are some musical genres more amenable to homoeroticism than others? Why have gay men been especially enthralled by ballet, opera, and musical theater? Why have folk music traditions been so important in the creation of women's music? Why is Judy Garland such an icon of gay men of a certain age? Why is drag performance so important a feature of gay male and (more recently) lesbian culture? Why have so few gay conductors been able to be open about their sexuality? These are some of the questions asked and variously answered in this book.


    Theoretical Issues


    The study of the representation of alternative sexualities in culture must inevitably confront a variety of vexed issues, including basic conceptual questions of definition and identity. Who, exactly, is a homosexual? What constitutes sexual identity? To what extent is sexuality the product of broadly defined social forces? To what degree do sexual object-choices manifest a biological or psychological essence within the desiring individual? These questions not only are problematic for the historical study of homosexuality and of queer art, but also reflect current controversies about contemporary and historical sexual roles and categories, and they resist glib answers.


    Although contemporary North Americans and Western Europeans typically think in terms of a dichotomy between homosexuality and heterosexuality, and between the homosexual and the heterosexual, with vague compartments for bisexuality and bisexuals, such a conception is a historically contingent cultural construct, more revealing of our own age's sexual ideology than of actual erotic practices even today. The range of human sexual response is considerably less restricted than these artificial classifications suggest, and different ages and cultures have interpreted (and regulated) sexual behavior differently.


    Because human sexual behavior and emotions are fluid and various rather than static or exclusive, the sexologist Alfred Kinsey and others have argued that the terms homosexual and heterosexual should more properly be used as adjectives rather than nouns, referring to acts and emotions but not to people. Moreover, the conception of homosexuality and heterosexuality as essential and exclusive categories has historically operated as a form of social control, defining the person who responds erotically to individuals of his or her own sex as the "Other," or, more particularly, as queer or unnatural.


    But though it may be tempting to conclude that there are no such entities as homosexuals or heterosexuals or bisexuals, this view, which so attractively stresses the commonality of human beings and minimizes the significance of sexual object-choices, poses its own dangers. Human sexuality is simply not as plastic as some theorists assert, and to deny the existence of homosexuals, bisexuals, and heterosexuals—or the pertinence of such categories—is to deny the genuineness of the personal identities and forms of erotic life that exist today. It is, indeed, to engage in a process of denial and erasure, rendering invisible a group that has had to struggle for recognition and visibility.


    For most people, sexual orientation is not merely a matter of choice or preference but a classification that reflects a deep-seated internal, as well as social, reality. However arbitrary, subjective, inexact, and culture-bound the labels may be, they are impossible to escape and they affect individuals—especially those in the minority categories—in profound and manifold ways.


    The most painful and destructive injustice visited upon people of alternative sexuality has been their separation from the normal and the natural, their stigmatization as queer. Yet the internalization of this stigma has also been their greatest strength and, indeed, the core of their identity in societies that regularly assign individuals to ostensibly exclusive categories of sexual desire. The consciousness of difference both spurred and made possible the recent creation of a homosexual minority—a gay and lesbian community—in the Western democracies, a process that involved transforming the conception of homosexuality from a "social problem" and personal failing to an individual and collective identity.


    Quite apart from the fact that it facilitates identity politics, however, an acceptance of otherness, whether defined as lesbian, gay, bisexual, transgender, or the umbrella term queer, is also often personally empowering. Fostering qualities of introspection and encouraging social analysis, it enables people who feel excluded from some of the core assumptions and rituals of their society to evaluate themselves and their society from an ambiguous and often revealing perspective.


    Homoerotic desire and behavior have been documented in every conceivable kind of society. What varies are the meanings that they are accorded from era to era and place to place. In some societies, homosexuality is tolerated and even institutionalized, whereas in others it is vilified and persecuted. In every society, there are undoubtedly individuals who are predominantly attracted to members of their own sex or who do not conform easily to gender expectations, but the extent to which that sexual attraction or gender nonconformity functions as a defining characteristic of these individuals' personal and social identities varies considerably from culture to culture.


    Thus, any transhistorical and transcultural exploration of the queer artistic heritage must guard against the risk of anachronism, of inappropriately imposing contemporary culture-bound conceptions of homosexuality on earlier ages and different societies. Sexual categories are always historically and culturally specific rather than universal and invariant.


    On the other hand, however, the recognition of cultural specificity in regard to sexual attitudes need not estrange the past or obscure connections and continuities between historical periods and between sexual ideologies. For instance, modern North American and Western European male homosexuality, which is predominantly androphilic (that is, between adult men), egalitarian, and socially disdained, is in many crucial respects quite different from ancient Greek male homosexuality, which was predominantly—though by no means exclusively—pederastic, asymmetrical in power, and socially valorized; but awareness of those differences does not obviate the similarities that link the two distinct historical constructs.


    Neither does the acknowledgment of the distinctions between ancient Greek homosexuality and modern homosexuality entail the dismissal of the enormous influence that classical Greek attitudes toward same-sex love exerted on the formation of modern Western attitudes toward homosexuality. For many individuals in the early modern and modern eras, ancient Greek literature, philosophy, and art helped counter the negative attitudes toward same-sex eroticism fostered by Christian culture. Ancient Greek literature and art have provided readers, writers, and artists of subsequent centuries a pantheon of heroes, a catalogue of images, and a set of references by which same-sex desire could be encoded into their own representations and through which they could interpret their own experiences.


    Nor should our sensitivity to the cultural specificity of sexual attitudes cause us to rob individual artists of individual perspectives or to condescend toward the past. All artists exist in relation to their time and must necessarily create from within their world views, or, as philosopher Michel Foucault would say, the epistemes of their ages. But the fact that artists are embedded in their cultures does not mean that they lack agency and individuality.


    Artists tend to be more independent than their contemporaries, not less; and though they may express the tendencies and suppositions of their societies, they also frequently challenge them, even if those challenges are themselves facilitated and contained by societal beliefs. Hence, it is a mistake to assume that artists of earlier ages, before the general emergence of a modern homosexual identity, could not share important aspects of that consciousness, including a subjective awareness of difference and a sense of alienation from society. One of the rewards of studying the queer artistic heritage is, in fact, the discovery of a queer subjectivity in the past and of the affinities as well as differences between earlier and later homosexualities.


    A Beginning, Not an End


    For all its considerable heft, The Queer Encyclopedia of Music, Dance & Musical Theater has no pretensions to comprehensiveness. There are some notable omissions of topics and artists, due variously to lack of space, an absence of available information and research, a difficulty in finding qualified contributors, and a continuing fearfulness on the part of many performers and artists to acknowledge their sexuality, even in fields such as opera or musical theater that would seem to be queer friendly. Moreover, The Queer Encyclopedia of Music, Dance & Musical Theater is undoubtedly biased in favor of European and American musical traditions, even as it also provides a great deal of information about other traditions and cultures.


    The point that needs emphasis, however, is that as the first comprehensive work of its kind, this encyclopedia is an important beginning, not an end. It introduces readers to a wealth of achievement in the areas of music and dance, making accessible the fruits of the intense study that has recently been focused on queer culture.

  


  
    How to Use The Queer Encyclopedia of Music, Dance & Musical Theater


    SIR FRANCIS BACON DIVIDED BOOKS INTO THREE TYPES."Some books are to be tasted, others to be swallowed, and some few to be chewed and digested: that is, some books are to be read only in parts; others to be read, but cursorily; and some few to be read wholly and with diligence and attention." This book aspires to all three categories.


    We certainly believe that The Queer Encyclopedia of Music, Dance & Musical Theater is inviting and rewarding enough to entice readers into diligent and attentive study. At the same time, however, we hope that the book will also invite browsers, who will dip into it repeatedly over time for pleasure and enlightenment. In addition, we hope that it will serve as a valuable reference tool for readers who need to find particular information quickly.


    The essays in the Encyclopedia are presented alphabetically, an arrangement that should encourage browsing. They are generally of three types: overviews of musical and dance genres, essays on topics or movements of particular significance for the queer musical and dance traditions, and entries on individual artists important to the queer musical and dance heritage. The A-to-Z List of Entries provides a convenient, alphabetical guide to the entries.


    The entries on individual artists are diverse, varying from succinct accounts to in-depth critical analyses of major figures. The most important criterion in determining whether an artist was assigned an entry is his or her contribution to the queer musical and dance tradition. The lack of an individual entry for a composer or dancer or performer does not, however, mean that the individual is not significant to the glbtq heritage or is not discussed in the volume. For example, there are no entries for Francesca Caccini, often credited as the first woman opera composer, or for the contemporary choreographer Matthew Bourne, who has staged some spectacularly homoerotic dances, but both can be found in the volume. Discussions of artists who are not accorded individual author entries can most conveniently be found via the Index of Names.


    The frequent cross-references should be helpful for readers interested in related topics or in finding further discussions of particular authors. At the end of nearly all the articles, readers are urged to "see also" other entries.


    Each article is followed by a brief bibliography. With some exceptions, the bibliographies emphasize secondary rather than primary material, pointing the reader to other studies of the topic or artist.


    Finally, the volume's two indexes should be of help in maneuvering through this large collection. The Topical Index conveniently groups entries that are related to each other in various ways, such as sharing the same musical genre or profession. One can tell at a glance, for example, what entries discuss popular music or classical music or musical theater or dance or composers or choreographers, and so on. The Index of Names should be especially valuable in enabling readers to discover discussions of individual artists or other figures, some of whom are discussed in several entries in addition to—or in lieu of—their own entries.

  


  
    A-to-Z List of Entries


    Ailey, Alvin


    Allan, Maud


    Allen, Peter


    Ashman, Howard


    Ashton, Sir Frederick


    Baez, Joan


    Ballet


    Ballets Russes


    Ballets Trockadero de Monte Carlo


    Barber, Samuel


    Bèjart' Maurice


    Bell, Andy


    Bennett, Michael


    Bentley, Gladys


    Berners, Baron Gerald Hugh Tyrwhitt-Wilson


    Bernstein, Leonard


    Blitzstein, Marc


    Blues Music


    Boulanger, Nadia


    Bourbon, Ray


    Bowery, Leigh


    Bowie, David


    Boy George (George O'Dowd)


    Britten, Benjamin


    Bruhn, Erik


    Bussotti, Sylvano


    Cabarets and Revues


    Cage, John


    Castrati


    Cheung, Leslie


    Choruses and Bands


    Christian, Meg


    Classical Music


    Cliburn, Van


    Conductors


    Copland, Aaron


    Corelli, Arcangelo


    Corigliano, John


    Country Music


    Coward, Sir Noël


    Cowell, Henry


    Cunningham, Merce


    Curry, John


    Dance


    Davies, Sir Peter Maxwell


    Del Tredici, David


    Diaghilev, Sergei


    Dietrich, Marlene


    DiFranco, Ani


    Disco and Dance Music


    Divas


    Divine (Harris Glenn Milstead)


    Doone, Rupert


    Drag Shows: Drag Kings and Male Impersonators


    Drag Shows: Drag Queens and Female Impersonators


    Duncan, Isadora


    Edens, Roger


    Epstein, Brian


    Etheridge, Melissa


    Falla (y Matheu), Manuel de


    Faye, Frances


    Feinstein, Michael


    Fernie, Lynne


    Finn, William


    Garland, Judy


    Geffen, David


    Goode, Joe


    Griffes, Charles Tomlinson


    Handel, George Frideric


    Harrison, Lou


    Hart, Lorenz


    Heath, Gordon


    Henze, Hans Werner


    Herman, Jerry


    Hildegard of Bingen


    Hindle, Annie


    Hunter, Alberta


    Ian, Janis


    Indigo Girls


    Jazz


    Jett, Joan


    Joffrey, Robert


    John, Sir Elton


    Jones, Bill T


    Joplin, Janis


    Jorgensen, Christine


    Kabuki


    Kander, John, and Fred Ebb


    Kemp, Lindsay


    Kirstein, Lincoln


    Landowska, Wanda


    Lane, Nathan


    lang, k.d


    Laurents, Arthur


    Liberace


    Lifar, Serge


    Little Richard (Richard Penniman)


    Lully, Jean-Baptiste


    Mathis, Johnny


    McPhee, Colin


    Menotti, Gian Carlo


    Mercer, Mabel


    Mercury, Freddie


    Michael, George


    Minnelli, Vincente


    Mitropoulos, Dimitri


    Molina, Miguel de


    Morris, Mark


    Music and AIDS


    Music Video


    Musical Theater and Film


    Near, Holly


    Nijinsky, Vaslav


    Novello, Ivor


    Nureyev, Rudolf


    Opera


    Pansy Division


    Pears, Peter


    Pet Shop Boys


    Pierce, Charles


    Popular Music


    Porter, Cole


    Poulenc, Francis


    Rainey, Gertrude ("Ma")


    Ravel, Maurice


    Reed, Lou


    Robbins, Jerome


    Robinson, Tom


    Rock Music


    Rorem, Ned


    Rosenmüller, Johann


    RuPaul (RuPaul Andre Charles)


    Russell, Craig


    Saint-Saëns, Camille


    Schlesinger, John


    Schubert, Franz


    Set and Costume Design


    Shaiman, Marc, and Scott Wittman


    Smith, Bessie


    Smiths, The, and Morrissey


    Smyth, Dame Ethel


    Somerville, Jimmy


    Sondheim, Stephen


    Springfield, Dust


    Stipe, Michael


    Strayhorn, William Thomas


    Susa, Conrad


    Sweet Honey in the Rock


    Sylvester (Sylvester James)


    Szymanowski, Karol Maciej


    Takarazuka (Japanese All-Female Revues)


    Taylor, Paul


    Tchaikovsky, Pyotr Ilich


    Thomson, Virgil


    Tilson Thomas, Michael


    Tippett, Sir Michael


    Tune, Tommy


    Van Dantzig, Rudi


    Vargas, Chavela


    Variety and Vaudeville


    Village People


    Wagnerism


    Wainwright, Rufus


    Waters, Ethel


    Williamson, Cris


    Wolfe, George C


    Women's Music


    Women's Music Festivals


    Wright, Robert, and George "Chet" Forrest


    Zeffirelli, Franco
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    Ailey, Alvin (1931-1989)


    AS A DANCER, ALVIN AILEY WAS NOTED FOR HIS SEXUAL charisma. Lena Horne famously described him as "like a young lion and yet like an earth man." But he achieved international acclaim as a choreographer. His company has performed before an estimated fifteen million people in forty-eight states and forty-five countries.


    Ailey was born on January 5, 1931, in direst poverty in the Brazos Valley of Texas. His father abandoned him and his mother three months later. At various stages of his life Ailey had to contend with racism, homophobia, issues of political correctness, exploitative sexual partners, and venal management. In the face of all these obstacles, he triumphed as a creative genius. But homophobia, especially that of his mother, undermined his sense of worth as a man and helped make his personal life a tragedy.


    When Ailey was a child, he moved with his mother to Los Angeles, where she secured work in an aircraft factory.School was a haven for him. He spent long hours in the library, reading and writing poetry. The large, solidly built boy who looked like fullback material managed to avoid contact sports—and avoid being stigmatized as a sissy—by taking up gymnastics.


    At the age of eighteen, Ailey caught the eye of Lester Horton, a white dancer, teacher, and choreographer who had created in Los Angeles the first multiracial dance company in the United States. With Horton, Ailey found an emotional home and quickly learned dance styles and Alvin Ailey, photographed by Carl Van Vechten in 1955.techniques from classical ballet to Native American dance. He performed in Horton's company and found work in Hollywood films, eventually succeeding Horton as director upon the latter's death in 1953.


    
      [image: i_Image7]

      Alvin Ailey, photographed by Carl Van Vechten in 1955.

    


    For the first two years that Ailey danced with the Lester Horton company, he kept his life in dance a secret from his mother. When she first came to his dressing room and saw him in stage makeup, she slapped his face.


    Ailey moved to New York in 1954 to dance on Broadway. He appeared in House of Flowers (1954), with Harry Belafonte in Sing, Man, Sing (1956), and with Lena Horne in Jamaica (1957). He also studied with teachers such as Martha Graham, Hanya Holm, and Karel Shook, while beginning to choreograph pieces of his own.


    In 1957, Ailey formed his own group, which presented its inaugural concert on March 30, 1958. Among the dances premiered in that concert was his Blues Suite, a work deriving from blues songs that expresses the pain and anger felt by African Americans. With its combination of ballet, modern dance, jazz, and black dance techniques, plus flamboyant theatricality and intense emotional appeal, Blues Suite was an instant success and defined Ailey's particular genius.


    In 1960, for his company's third season, Ailey created his masterpiece, Revelations. Based on African American spirituals and gospel music, it is perhaps the most popular ballet created in the twentieth century.


    While Ailey continued to choreograph for his own company, he created dances for other companies as well. For example, in 1973 he created Ariadne for the Harkness Ballet, with Maria Tallchief in the title role; and in 1983 he devised Precipice for the Paris Opera Ballet.


    Ailey was proud that his company was multiracial. On the one hand, he wanted to give black dancers, who had often been discriminated against by other dance companies, an opportunity to dance; but he also wanted to transcend the issue of negritude—what in later years would be called black pride. His company employed dancers, composers, and choreographers of all hues based entirely on their artistic talent.


    While Ailey was pleased that the U.S. State Department sponsored his company's first overseas tour in 1962, he suspected that the sponsors' motives were propagandistic rather than altruistic, as they wanted to demonstrate that "a modern Negro dance group" could flourish in the United States.


    Ailey was profoundly honored when American Ballet Theatre commissioned The River (1970), to music of Duke Ellington. He looked upon the commission as an opportunity to work with some of the best ballet dancers in the world, particularly the great dramatic ballerina Sally Wilson. However, he was deeply disappointed when ABT insisted that the leading male role be danced by the only black man in the company, who was a conspicuously mediocre dancer.


    Although his company was sometimes described as patriarchal, with male dancers the center of attention, Ailey was also known for fostering the careers of several important female dancers, most notably Judith Jamison, who debuted with the company in 1965 and who spoke of Ailey as a great teacher. One of Ailey's major successes was Cry (1971), which he dedicated to his mother and to black women everywhere and which became a signature piece for Jamison.


    Ailey was a loving man, who was adored by many devoted friends and who functioned as a father figure to his dancers. However, his personal and professional lives were dogged with problems. Abused by lovers, he seemed in later life to enjoy the company of street hustlers. Similarly, he entrusted management and money matters to people who victimized him.


    The Alvin Ailey American Dance Theater did not secure a permanent home and stable management until 1979, when the company and school moved into splendid facilities in the Broadway theater district of Manhattan. But by this time, Ailey had become erratic. He was addicted to cocaine, increasingly crippled by arthritis, and dependent on lithium as a mood regulator.


    Like many men of his generation, including Jerome Robbins, for example, Ailey was deeply ashamed of his homosexuality. For years, he refused to consider writing an autobiography because "my mother wouldn't like it." When he finally did collaborate on an autobiography, it was sexually sanitized, notwithstanding the fact that it was to be published posthumously. To spare his mother the social stigma of his death of AIDS in 1989, Ailey asked his doctor to announce that he had died of terminal blood dyscrasia.


    Although the choreographer could sincerely dance to the words "I've been 'buked and I've been scorned," he nevertheless managed to celebrate the beauty of his heritage and translate his pain into art. His ballets embody his aspirations for all-encompassing love and compassion. They still rock the soul of a worldwide audience.


    —Douglas Blair Turnbaugh
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    Allan, Maud (1873-1956)


    IN THE EARLY YEARS OF THE TWENTIETH CENTURY, Maud Allan achieved worldwide renown as "the Salome Dancer" for her stunning performances of the bestknown piece in her repertoire, The Vision of Salome . She is also remembered for a lawsuit that she brought against a newspaper publisher for alleging that she was a lesbian. Although it was Allan who charged libel, in court her opponent tried to put both her and Oscar Wilde's play Salome on trial.



    Early Life and Education


    Born Beulah Maud Durrant in 1873 in Toronto, Allan was the daughter of William Allan Durrant, a shoemaker, and Isa (also known as Isabella) Matilda Hutchinson. Three years after her birth, William Durrant moved to San Francisco, where he bounced from job to job, mainly in the shoe manufacturing industry. In 1879, Isabella Durrant followed with their two children, Maud and her brother William Henry Theodore (usually known as Theo).


    As a youngster Allan excelled at arts and crafts—carving, clay modeling, sketching, and sewing. She also showed talent for music and studied to be a concert pianist. It may be that the dream of a career for Allan on the concert stage was at least as much her mother's as her own, but the young woman showed sufficient promise that her teacher, Eugene Bonelli of the San Francisco Grand Academy of Music, advised her to go to Germany to complete her musical studies.


    In February 1895, Allan set off for Berlin, where she was admitted to the Hochschule für Musik. Hardly had she begun her studies, however, when she received the shocking news that her brother had been arrested for murder.


    In April 1895, the bodies of two young women were discovered in San Francisco's Emmanuel Baptist Church, where Theo Durrant was the assistant Sunday School superintendent. The grisly murders, which were compared to the crimes of Jack the Ripper, received sensational and sometimes speculative coverage in the California press. Over 3,600 potential jurors needed to be examined before twelve could be chosen to hear the case.


    On November 1, the jury found Durrant guilty of first-degree murder. He was sentenced to be put to death on February 21, 1896, but appeals of the case delayed the execution three times. Durrant was finally hanged for murder on January 7, 1898.


    Throughout this entire period, Maud Allan, at her brother's request, remained in Europe. The siblings, who had always been extremely close, kept in frequent contact by letter. Allan held out hope for a reprieve until the very end, and she never stopped asserting her belief in her brother's innocence.


    With little money coming from her family in America, Allan needed to work while pursuing her studies. She sometimes gave English lessons but earned little in this way. She had greater success when she joined with several other people in a corset-making business. (Allan designed, sewed, and even modeled the product.) On one occasion she put her drawing skills to use, illustrating a sex manual for women, Illustriertes Konversations-Lexikon der Frau (1900).



    Dancing Career


    Although Allan continued her piano studies as her mother wished, she had become intrigued with the idea of "dancing as an art of poetical and musical expression." A pivotal point in her career came when she met the Belgian musician and critic Marcel Rémy, who encouraged her to explore and develop her thoughts on dance and who wrote the music for The Vision of Salome, the performance piece for which Allan would become famous.


    Allan would always emphasize that she had never taken a dancing lesson and insist that her style of dancing was entirely her own creation. What rankled her especially was to be compared to Isadora Duncan, whom she strongly disliked. While Allan's claims of complete originality were overstated, she did show great imagination and creativity. These, combined with her unconventional costumes (which she designed and sometimes sewed herself), lent uniqueness to her art. Her musicality and natural grace allowed her to suit her movements to music most effectively. As one reviewer put it, "She simply alchemized a piece of music for you."


    Although Allan's repertoire consisted of a wide variety of pieces, including Mendelssohn's Spring Song, Schubert's Ave Maria, and Chopin's Marche funébre, it was Rémy's The Vision of Salome that made her reputation and earned her the nickname "the Salome Dancer." Her interpretation of the piece was all the more powerful because Rémy had caused her to associate the execution of John the Baptist with that of her own brother, thus evoking an especially passionate performance of this work.


    In 1908, Allan went to London and took the city by storm, giving more than 250 performances that year. As a result of her fame, she received the patronage of members of royalty and of Prime Minister Herbert Asquith and his wife Margot. Allan developed a close friendship with Margot Asquith, who for many years paid the rent for Allan's luxurious living quarters in the west wing of Holford House, a villa overlooking Regent's Park.


    In 1910, Allan left Europe and toured extensively for several years, performing in America, Africa, Asia, and Australia. In 1915, she went to California to spend time with her parents. During that sojourn she played the title role in a silent film called The Rugmaker's Daughter. It featured excerpts of three of her dances, including The Vision of Salome. Unfortunately, no copies of this film are known to survive.



    "The Cult of the Clitoris" Libel Case


    In 1916, Allan returned to England in hopes of reviving her faltering career. In 1918, she became involved in a bizarre court case resulting from her performance in a production of Oscar Wilde's Salome. The case was a tangled thicket of personal and political animosity as well as homophobia, anti-Semitism, and wartime hysteria.


    Allan sued for libel against an Independent Member of Parliament, Noel Pemberton Billing. In addition to his political career, Billing ran a newspaper called the Imperialist, later renamed the Vigilante, which he used to promulgate his views that Germany was a thoroughly degenerate country owing to the power of Jews and homosexuals there and that German agents were attempting to weaken the moral fabric of Britain by luring its citizens into vice. In the January 26, 1918, issue of the Imperialist,


    Billing claimed that the Germans had a "Black Book" containing the names of 47,000 British men and women who were vulnerable to blackmail or had betrayed state secrets because of their "sexual peculiarities." His source for this claim was Captain Harold Spencer, who had been invalided out of the British Army and British Secret Service for "delusional insanity."


    Billing invited a lawsuit from Allan by printing an item in the February 16, 1918, issue of the Vigilante headlined "The Cult of the Clitoris." In the brief article he suggested that subscribers to Allan's upcoming private performance of Wilde's Salome were likely to be among the 47,000 listed in the "Black Book."


    The use of the word clitoris was a calculated one by Billing and Spencer. The latter testified that, in the course of searching for a headline "that would only be understood by those whom it should be understood by," he had elicited the word from a village doctor, who had informed him that the clitoris was an "organ that, when unduly excited...possessed the most dreadful influence on any woman...." Allan's acknowledgment that she knew the word was presented as evidence of sexual perversion.


    Billing further used innuendo by introducing the fact that Allan was the sister of a convicted murderer. His argument was that murder showed evidence of sadism (defined, in the testimony of Spencer, as "the lust for dead bodies"), which Billing alleged was hereditary. He discussed various perversions that he claimed to find in Wilde's Salome, implying that a performer willing to depict these might well practice them herself. He also tried to insinuate that Allan had an unusually close friendship with Margot Asquith.


    Another witness, Eileen Villiers-Stuart, who claimed to have seen the "Black Book," testified that the names of both Herbert and Margot Asquith were in it (along with that of Charles Darling, the judge presiding in the case). On the final day of the trial, Billing suddenly claimed that he had never suggested that Allan was a lesbian, only that "she was pandering to those who practised unnatural vice by her performance."


    Following long and rather confusing instructions from the judge, the jury deliberated for less than an hour and a half before returning a verdict in Billing's favor.
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      Maude Allan, photographed by Arnold Genthe in 1916.

    



    Later Years


    After the trial, Allan resumed her career, but her popularity soon waned.


    For at least ten years, from the late 1920s to 1938, Allan shared the west wing of Holford House with Verna Aldrich, her secretary, who became her lover.


    Allan lived out her final years in California. A film loosely based on her life, Salome, Where She Danced, was directed by Charles Lamont and produced by Walter Wanger in 1951.


    Allan died on October 7, 1956, at the age of eightyfour.


    —Linda Rapp
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    Allen, Peter (1944-1992)


    CAMPY AND FLAMBOYANT, PETER ALLEN WAS THE supreme gay performer, a song-and-dance man with flash, romance, and a sense of humor about himself. A lifelong entertainer and award-winning songwriter, Allen won fame first as Judy Garland's protégé and Liza Minnelli's husband, then as a semicloseted gay artist whose scandalous affairs were whispered loudly around the entertainment world.


    Although some critics sneered that Allen's success was due less to talent than to his relentless self-promotion, his rapid decline and death of AIDS in 1992 cut short a career that had been as irrepressible as Allen himself.


    An Australian, Allen was born Peter Allen Woolnough in Tenterfield, New South Wales. When he was still a child, his father committed suicide, leaving Allen, his mother, and his sister to fend for themselves. Allen was a natural extrovert and took to the stage early, earning extra money for the family by singing in local pubs as early as age twelve. In 1959, he sought his fortune in the big city, moving to Sydney, where he met singer Chris Ball. Together they formed the popular Allen Brothers and sang rock and roll on television and in clubs around Australia and abroad.


    On one of these tours, in 1964, while performing at the Hong Kong Hilton's Starlight Room, Allen met Judy Garland, who was attending the show with husband Mark Herron. Garland hired Allen's group to open for her, thus pushing Peter Allen further into the international limelight. Allen became close to Garland and her family. He married Garland's daughter Liza Minnelli in 1967 (they were divorced in 1970), and he had a relationship with Herron, Garland's soon-to-be-ex-husband.


    After moving to the United States, Allen developed a campy cabaret act and pursued a fertile career as a songwriter. He wrote songs for fellow Australians Olivia Newton-John and Helen Reddy, including Newton-John's chart-topping hit "I Honestly Love You" (1974). He won a Grammy and an Oscar for his 1981 collaboration with Burt Bacharach, Christopher Cross, and Carole Bayer Sager on "Arthur's Theme" ("Best That You Can Do").


    Allen also collaborated with Carole Bayer Sager on well-received tunes for Rita Coolidge and Melissa Manchester, as well as a touching tribute to Judy Garland called "Quiet Please, There's a Lady on the Stage" (1980). He teamed up with Australian songwriter Angry Anderson in 1979 to write the energetic rhythms of "I Go to Rio," which became his signature song.


    But Allen was not content to remain behind the pen. His career was prolific and varied, even frenetic. During the 1980s, he performed to packed houses at Radio City Music Hall and created a long-running autobiographical musical titled "Up in One—More than a Concert." He remained popular in Australia; his "I Still Call Australia Home" (1972) has long been the advertising theme for Qantas Airways.


    In 1988, he collaborated with Harvey Fierstein and Charles Suppon to create the ambitious Broadway musical flop Legs Diamond. Despite his disappointment at the musical's spectacular failure, Allen could not be defeated. At his last concert in Sydney, in January, 1992, he was still singing, dancing, and clowning before soldout audiences.


    While he was in Australia for that concert, Allen was bothered by a nagging sore throat. Trips to the doctor revealed that the pain in his throat was caused by Kaposi's sarcoma, an AIDS-related cancer. Allen died just five months later, on June 18, 1992, of AIDS-related complications.


    Although his sexual orientation was widely known or suspected in the entertainment and gay communities,


    Allen was never publicly out as a gay man. However, his flamboyant persona and the subtexts of many of his songs, from the impossible romance of "I Honestly Love You" to the defiant raunch of "Honest Queen" (1971), clearly identified Allen to his gay fans.


    Allen's life and music are the subject of the musical The Boy from Oz, featuring a book by playwright Martin Sherman and an acclaimed performance by Hugh Jackman as Allen. Despite mixed reviews, it scored a Broadway success in 2003.


    —Tina Gianoulis
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    Ashman, Howard (1950-1991)


    AWARD-WINNING LYRICIST AND PLAYWRIGHT HOWARD Ashman collaborated with Alan Menken on projects as diverse as the stage musical Little Shop of Horrors and the animated Disney film Beauty and the Beast.


    A native of Baltimore, born on May 17, 1950, Howard Elliott Ashman studied at Goddard College and Boston University and earned a Master of Fine Arts degree from Indiana University. The aspiring playwright moved to New York in 1974, taking an editing job at Grossett & Dunlap to earn a living while working at his craft.


    Ashman's early plays include 'Cause Maggie's Afraid of the Dark, The Confirmation, and Dreamstuff. The last, a musical version of Shakespeare's The Tempest, was presented at the WPA Theater in 1976. The theater closed shortly thereafter, but it reopened the following year with Ashman as its artistic director, a post he held until 1982.


    During this time, Ashman began his musical collaboration with Alan Menken. Their first work, God Bless You, Mr. Rosewater, based on the Kurt Vonnegut Jr. novel of the same name, was produced in 1979, with Ashman directing. The play had moderate success, but greater things lay ahead.


    Ashman wrote the book, and he and Menken the score, for Little Shop of Horrors, a musical based on Roger Corman's 1960 film. The play, which opened in 1982, was a spectacular success, becoming the highestgrossing off-Broadway musical to that time. The show earned the New York Drama Critics' Circle Award for Best Musical. The quirky story of flower-shop worker Seymour, his love-interest Audrey, and a monstrous man-eating plant became a movie musical in 1986. Frank Oz directed, and Ashman wrote the screenplay. Ashman and Menken received an Academy Award nomination for their music.


    Ashman teamed with Marvin Hamlisch for Smile (1986), a musical stage version of Michael Ritchie's 1975 film spoofing beauty pageants. The show closed after a short run, but Ashman garnered a Tony nomination for Best Book. Ashman reunited with Menken to write the music for John Musker and Ron Clements's Disney-animated feature film The Little Mermaid (1989). Their work earned them a Golden Globe Award, two Grammy Awards, and an Academy Award for the song "Under the Sea," a catchy calypso number.


    In 1991, Ashman and Menken had another triumph with Gary Trousdale and Kirk Wise's Beauty and the Beast, another Disney production. The film, not originally conceived as a musical, gained direction when Ashman was brought on board as executive producer. It was he who encouraged the writers and producers to place the focus on the Beast's becoming a person, and to turn props—a candelabrum, a clock, and a teapot—into characters.


    Ashman's contributions added considerably to the artistic richness of the film, elevating it from a mere cartoon to "what we used to see on Broadway," in the words of Angela Lansbury, who voiced Mrs. Potts, the teapot. Beauty and the Beast became the first fully-animated film to receive an Academy Award nomination as Best Picture.


    Ashman worked on Beauty and the Beast when he was terminally ill with AIDS, a condition that he concealed even from Menken until after they had won the Oscar for The Little Mermaid. Tragically, Ashman was terrified of losing the opportunity to work and feared that "friends would be afraid to have their children sit on his lap, or to go out to dinner with him," according to Menken.


    Ashman died on March 14, 1991. The following year, when the title song from Beauty and the Beast won the Oscar for Best Original Song, it was Ashman's life partner, architect William P. Lauch, who joined Menken in accepting the award. In a moving speech, Lauch proudly declared, "Howard and I shared a home and a life together." He went on to note that this was "the first Academy Award given to someone we've lost to AIDS." Later, he praised the Disney Company and the Motion Picture Academy for treating him as Ashman's survivor.


    Beauty and the Beast bears a dedication to Ashman: "To our friend, Howard, who gave a mermaid her voice and a beast his soul, we will be forever grateful."


    Until shortly before his death, Ashman had been collaborating with Menken on the score for another animated Disney feature, Musker and Clements's Aladdin (1992). One of their songs, "Friend Like Me," was nominated for an Oscar. When Ashman could no longer work, Tim Rice was brought in as lyricist to complete the score.


    Menken stated that Ashman "was the best librettist of our generation" and praised his generous friendship, saying, "He was a tremendous support for a lot of people, including me."


    Critics, impressed by the collaborative work of


    Ashman and Menken, saw in them the potential for taking a place among the great teams of musical theater.


    Their music ended too soon.


    —Linda Rapp
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    Ashton, Sir Frederick (1904-1988)


    SIR FREDERICK ASHTON MAY BE DESCRIBED AS THE choreographer who most fully defined British ballet in the twentieth century.


    He was born on September 17, 1904, in Guayaquil, Ecuador, of English parents. In Lima, Peru, at the susceptible age of thirteen, he saw Anna Pavlova dance. In the great ballerina he recognized exquisite feminine qualities that he felt within himself. Pavlova became a template of the personality he was to become.


    His father was repelled by Ashton's effeminacy. However, his siblings were not. "I was buggered by all of my brothers," Ashton recalled, adding that he "rather enjoyed it" with Charlie, the brother who later paid for his ballet lessons.


    When he was fourteen, Ashton was sent to school in England. In London, he saw Sergei Diaghilev's Ballets Russes. He soon began to study dance with Léonide Massine, one of the Ballets Russes's leading choreographers.


    After a brief career dancing with the Rubenstein Ballet in Paris, Ashton returned to England. Encouraged by Marie Rambert, he began creating ballets for her Ballet Club and the Camargo Society, as well as dances for revues and musical comedies.


    Ashton's first great success, Façade (1931), still in active repertoire, epitomizes the combined qualities of wit, fantasy, elegance, and sophistication that distinguish him from all other choreographers. These qualities give Ashton a place in ballet akin to that of Oscar Wilde in literature.


    In 1934, Ashton staged the Virgil Thomson-Gertrude Stein opera Four Saints in Three Acts in Hartford, Connecticut. The following year, Ninette de Valois invited him to join the Vic-Wells Ballet as dancer and choreographer.


    Ashton remained with this company, which successively became the Sadler's Wells Ballet and then the Royal Ballet, for the next thirty-five years. He served as its artistic director from 1963 to 1970, the years of the company's greatest success. It was here that Ashton discovered in the ballerina Margot Fonteyn his alter ego. He would create leading roles for Fonteyn for twenty-five years.


    Although he could not perform the ethereal roles for ballerina that he created for Fonteyn, Ashton did choreograph and perform great comic travesti roles, notably the Ugly Sisters in Cinderella (1948) and Widow Simone in La Fille mal gardée (1960). Ashton's hilarious performance as the older Ugly Sister, with Robert Helpman in a high-camp turn as the younger Ugly Sister, has become legendary, and these are now coveted roles.


    Another of Ashton's great comic inventions is Bottom, the peasant weaver changed into an ass by naughty Puck in The Dream (1964, based on Shakespeare's A Midsummer's Night's Dream). Not only does the male dancer performing the role wear an ass mask, but he dances en pointe to give the effect of being hoofed.


    Love is an essential theme and human relationships an important thread in all of Ashton's ballets, which are filled with tender moments. Although his oeuvre cannot be described as homoerotic, his creations are often the realization of a gay man's fantasy of being the goddess Pavlova, of being adored and lovingly partnered by a heterosexual man.


    This subtext was not recognized by the general public, but it did reflect Ashton's own life. The choreographer's emotional life focused on the unattainable and the unsuitable, and it often wreaked havoc in his ballet company, as when, in the case of the heterosexual Michael Somes (Fonteyn's principal partner), Ashton's beloved enjoyed and exploited his favoritism to the point that other dancers signed a petition of protest.


    Ashton, like so many other famous gay men of his epoch, including Cecil Beaton and Noël Coward, was necessarily discreet, but he was not closeted. The British high society in which he moved enjoyed the scintillating company of flamboyant gay artists.


    Ashton was a member of the circle of gay men who surrounded Queen Elizabeth, the late Queen Mother, whom he taught to tango. When she heard that Ashton, a formidable mimic, did imitations of her, she retaliated by imitating his own queenly manners.


    For services to British ballet, Ashton was created a C.B.E. (Commander of the Order of the British Empire) in 1950 and was knighted in 1962.


    Ashton died in his sleep on August 19, 1988, aged 83. Regarding his sex life, Ashton remarked, "I was always the loser." However, his true love was ballet, and his happy, lifelong affair with dance produced masterpieces that re\main among the most popular ballets in the world.


    —Douglas Blair Turnbaugh
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    Baez, Joan (b. 1941)


    JOAN BAEZ IS NOTHING LESS THAN A LEGEND, BOTH AS a folk musician and as a catalyst for social change. A singer, guitarist, and songwriter with eight gold records and six Grammy nominations thus far, Baez has long been visible as a protest figure supporting civil rights, peace efforts, and human rights through her direct activism and numerous free concerts.


    Born on January 9, 1941, in Staten Island, New York, to a Scottish mother and Mexican American father, Baez moved with her family to California when she was a small child. She lived in Baghdad from 1951 to 1952; there, confronted with rampant poverty and human suffering in the streets, she first realized her passion for social justice.


    Baez stood out as an artistic nonconformist and peace activist in her high school in Palo Alto, California, and then at Boston University—where she remained for only a short time. She had begun playing at local coffeehouses and decided to drop out of school in 1958 to concentrate on her musical career.


    Only a year after leaving Boston University, Baez started playing in clubs such as Gate of Horn, which belonged to the impresario (and Baez's future manager) Albert Grossman, and appearing with well-known musicians such as Pete Seeger. She gave a highly successful performance at the inaugural Newport Folk Festival in August of 1959.


    In 1960, her first album, Joan Baez, was released to huge acclaim by Vanguard Recording Society. Gifted with an extraordinarily beautiful voice, she also brought an unusual intelligence to the interpretation of folk songs, both traditional and new.


    As the 1960s progressed, Baez became increasingly involved with the civil rights movement, using her growing fame as a means of drawing attention to a cause she believed in deeply. She often shared the stage with Dr. Martin Luther King Jr.; Dr. King's speeches and Baez's singing were a staple of demonstrations and rallies during the turbulent 1960s.


    Baez also became very active in promoting nonviolence.


    During the Vietnam War, she visited Hanoi for thirteen days to witness the horrors of war herself, and for ten years she withheld the percentage of her income taxes that would have been put toward military expenses. In 1967, she was arrested twice-and jailed for a month- for blocking the entrance of the Armed Forces Induction Center in Oakland, California.


    All the while, she continued recording albums in her signature clear soprano, both writing her own material and performing classic songs of resistance such as "We Shall Overcome," "Oh, Freedom," and "Where Have All the Flowers Gone?"


    She founded both the Institute for the Study of Nonviolence (now The Resource Center for Nonviolence) in California in 1965 and the Humanitas International Human Rights Committee, which she headed from 1979 until its demise thirteen years later.


    In August 1975, she was honored with a Public Service Award at the first annual Rock Music Awards and with a "Joan Baez Day" in Atlanta.


    Although she may be most famous for her activism on behalf of civil rights and peace, Baez has also been prominent in the struggle for gay and lesbian rights. She has been open about the relationship she had with a woman in 1962; in an interview a decade later, she told a reporter that she basically considered herself bisexual, a statement she stood by despite the controversy it sparked. She married activist David Harris in 1968, and had their son Gabe in 1969; although the couple eventually divorced, Baez never again pursued a lesbian relationship.


    Still, she has been visible in the gay community; in 1978, she performed at several benefit concerts to defeat Proposition 6 (the Briggs Initiative), which proposed banning all openly gay people from teaching in the public schools of California. Later that year, she participated in memorial marches for the assassinated San Francisco city supervisor, openly gay Harvey Milk.


    Alongside Janis Ian, she played a benefit for the National Gay and Lesbian Task Force in 1994, and has performed numerous times with the lesbian duo Indigo Girls.


    To date, Baez has recorded over forty albums— including several greatest hits records, compilations, live albums, and a boxed set. She has written two memoirs: the best-selling Daybreak (1968) and the more recent And a Voice to Sing With (1987).


    Baez continues to pursue an active schedule of concerts and tours.


    —Teresa Theophano
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    Ballet


    MEN IN TIGHTS ON THE FOOTBALL FIELD BATTLING each other with calculated brutality and jumping into each other's embrace with screams of orgiastic pleasure whenever a point is scored are presumed to be heterosexual models for American youth. On the other hand, men in tights on the stage romantically dancing with women, tenderly carrying them overhead in apparently effortless lifts, are presumed to be gay and, therefore, unmanly.


    But the gauge for manliness has not always been brute force. In other times, virility was idealized through grace achieved by control and refinement of physical strength. And by that measure, ballet dancers are virile indeed.


    Although it has sometimes proved embarrassing to those who periodically attempt to construct a macho image for ballet dancers, the enduring and persistent connection between ballet and male homosexuality is undeniable. This connection is undoubtedly related to ballet's remarkably masculine provenance. Unlike dance in general, which early on celebrated the fecundity of the female, the ballet was initially designed to celebrate male power.



    Origins and Early Development of Ballet


    The first ballet star was Louis XIV of France (1638-1715), the Sun King, who danced in extravagant fêtes with his court at Versailles. In 1661, Louis established the Académie Royale de la Danse, to teach his courtiers to dance and to train ballet masters and choreographers, who then disseminated this form throughout Europe.


    Until 1681, boys danced the female roles in professional ballets. Moreover, the physical technique unique to the ballet is directly based on the elegant but physically demanding martial art of fencing with the épée. An element of this discipline is grace under pressure. To show any sign of strain or physical effort would be beneath the dignity of a nobleman, as it is even today for a danseur noble.


    Ballet's floor patterns were based on social dances of the French court, such as minuets and gavottes, while the dancers' movements were based on the very high style of the king's courtiers, who were accomplished swordsmen. Bows, flexibility of the wrists, épaulement (or carriage of the torso, in fencing a device to protect the chest from the opponent's épée) and "turnout" (or twisting the leg in the hip socket so that the foot is turned sideways, in fencing a device to improve balance), are examples of the martial arts techniques that became integral to ballet.


    These basic techniques allowed for revolutionary developments later, as, for example, the addition of pirouettes and grands jetés, the multiple turns and big jumps always so appreciated by audiences.


    By the 1720s, professional ballets were being given in opera houses all over Europe and women began to emerge as stars, notably Marie Camargo and her rival Marie Sallé. Their theatrical costumes became lighter than the heavy court costumes, and high-heeled shoes were supplanted by soft slippers, allowing freer movement. An undergarment, the forerunner of tights, became standard stage wear as skirts were shortened to expose the legs. Over time, skirts went as high as they could go, ultimately culminating in the tutu.


    Jean-Georges Noverre (1727-1810), a celebrated French choreographer, advanced the art of ballet through his ideas for the ballet d'action, or ballet with a plot and with mythological, heroic, or pastoral themes. Masks were discarded and spoken words were dispensed with, leaving the story to be told through movement, mime, and facial expression.


    Noverre visited England, where he was dubbed "the Shakespeare of the dance." He became ballet master at the court of the Duke of Württemberg in Stuttgart and later worked in Vienna with the composer Gluck to create Iphigenie en Tauris (1779), and with Mozart, who wrote Les Petits Riens (1778) for him. He also taught ballet to Marie Antoinette; when she became Queen of France, he was appointed ballet master at the Paris Opera.


    For three generations, men of the Vestris family were stars of the ballet stage, notably Gaetan (1729-1808), his son Auguste (1760-1842), and Auguste's son Armand (1787-1825). Auguste had great physical technique; the height of his jumps was tremendous and his entrechats and pirouettes exhibited new virtuosity.


    Carlo Blasis (1803-1878), ballet master of Teatro alla Scala in Milan, invented the ballet position attitude, based on the statue of Mercury by Giovanni di Bologna. This statue is almost as famous in gay iconography as Michelangelo's David. Blasis also published the first textbook for ballet dancers and teachers.


    All over Europe, ballet developed from court entertainments into professional theater. In Sweden, King Gustav III (1746-1792), who liked to appear on stage himself, engaged a French ballet master and dancer, Antoine Bournonville (1760-1843), and twenty-four dancers to found the Swedish Royal Ballet.


    In Denmark, where court dance spectacles had flourished from the time of Frederick II (1559-1588), ballet was well established at the Royal Theatre by 1771. Auguste Bournonville (1806-1879), son of Antoine, administered Danish ballet for nearly fifty years and developed a distinctive technique that is still influential today.


    Women became the dancing stars in the Romantic period. Ballerinas Maria Taglioni (1804-1884), Fanny Elssler (1810-1884), and Carlotta Grisi (1819-1899) became internationally famous. Elssler is also notable for introducing national folk dances into ballet choreography.


    Tragic love, the Romantic motif par excellence, emphasized the fragility and ethereal spirit of maidens. The introduction of the "toeshoe," which gave support to the foot and toes, allowed the dancer to rise onto the tips of her toes, which helped to create the illusion of defying gravity.


    In this period, male dancers became mere porteurs, hoisting the ladies into the air to give them the appearance of weightlessness. The epitome of the ballets of this period is Giselle (1841, music by Adolphe Adam; choreography by Jean Coralli and Jules Perrot). In Act 1, Giselle, a peasant girl, dies after being seduced and abandoned by a nobleman; and in Act 2, she is initiated by other victims of men into a conspicuously lesbian spirit world. Giselle remains a defining work for ballerinas today.


    As the art of ballet in Western Europe declined in the second half of the nineteenth century, men disappeared from the stage altogether. Men's roles were danced en travesti by women. As several paintings by Degas illustrate, the opera houses' green rooms became a sexual marketplace
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