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MODEL
The layout plan of the Climate Change

exhibit is displayed in this 1/10 scale model.

MURAL
This is the introduction mural to the Climate

Change exhibit depicting the Keeling

Graph, or the increase of atmospheric

carbon dioxidethroughout history.

EXHIBIT
A magnification of a small part of the

introduction mural graphics.
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climaTe change exhibiTiOn aT amnh
mODel anD inTrODucTOrY mural Of climaTe change 2008-2009 
aT The american museum Of naTural hisTOrY

www.amnh.Org/exhibiTiOns/climaTechange/



The hOrse exhibiTiOn aT amnh
waYfinDing squares, graphic panel anD phOTOgraphs  
Of exhibiTiOn maTerial frOm The hOrse exhibiTiOn 2008-2009  
aT The american museum Of naTural hisTOrY

www.amnh.Org/exhibiTiOns/hOrse/

EXHIBIT
These images show the Horse exhibit and

how the graphics appear and influence it.

LABEL DECK
Label deckís like this explain different items

on display at the Horse exhibit.
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THE TIES THAT BIND

March 14 - August 13, 2011

THE DONALD AND MARY OENSLAGER GALLERY

THE NEW YORK PUBLIC LIBRARY FOR THE PERFORMING ARTS
DOROTHY AND LEWIS B. CULLMAN CENTER
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The very name evokes a host of associations, images, and emotions 

in the United States. The roots of these are deep chronologically and 

rich culturally. Ireland lures, America beckons, both inspiring artistic 

expression in each other.  

Ireland is a temperate and verdant island in a north Atlantic 

archipelago whose nearest American neighbor is the state of Maine, 

roughly its equivalent in size. How is it, then, that across the vast 

reaches of the United States, even to its farthest corners, things Irish 

still resonate? Why does a small country on the edge of Europe have 

such enduring appeal here?    

The Ties that Bind looks at one aspect of this unique relationship – 

performance – to explore why certain airs and songs, particular dances 

and dramatic roles, continue to imagine Ireland for Americans. From 

the melodies of Thomas Moore to the percussion of Riverdance, Irish 

arts have been attracting audiences in the United States for more than 

two hundred years.

The history of the Irish in America is girded with performing arts. Its 

range of expression is influenced by Irish tradition as well as American 

popular culture. That heady mix was passed to each successive 

generation by new means - in the home, on the street or the stage, via 

concert hall, records, and radio - thus continuing to inspire creativity, 

identification with, and affection for Ireland in the United States. 

Right: Chauncey Olcott in The Isle O’Dreams, the play which introduced 
“When Irish Eyes Are Smiling”(1913). The Billy Rose Theatre Division, The 
New York Public Library for the Performing Arts.

Below: Shamrocks from Dion Boucicault’s The Story of Ireland, 1881.

The New York Public Library for the Performing Arts will also present 

throughout the course of the exhibition several poetry readings, 

musical performances, staged readings and panel discussions.  

A series of case exhibitions on American avant-garde theater, dance 

and music inspired by James Joyce can be seen in the 3rd floor 

reading room. Rare artifacts from The Library’s archival collections 

include Zero Mostel’s annotated script for Ulysses in Nighttown  

(Off-Broadway, 1958) and John Cage scores.
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Ireland has a long history, with very old artistic and cultural traditions. Its 

geography made it vulnerable, thus successive waves of invaders – Celts, 

Vikings, Normans, Anglo-Saxons – and multiple religious traditions on 

the island all added elements to what we now understand as “Irish.” 

Stories and songs that chronicle centuries of conquest, rebellion, 

economic, political and social turmoil have rehearsed Irish history from 

time immemorial.  Its contours were well known among those who left 

Ireland for North America even before the American Revolution.     

Growing urban centers like Philadelphia and Baltimore, as well as frontier 

communities all along the Appalachian divide, were home to many Irish 

people (mostly Presbyterians from Ulster) as the nineteenth century 

opened. America suited Irish men and women seeking opportunities 

for work or land and freedom from intolerance. The proportion of the 

population of the United States which was ethnically Irish soared as 

deteriorating conditions in Ireland spurred emigration after 1815 and 

episodically thereafter right into the twentieth century. A devastating 

famine between 1845 and 1851 created such huge enclaves of Catholic 

Irish in New York City that it still remains the epicenter of the Irish 

Diaspora today.

The movement of Irish people across the Atlantic also helped to 

circulate artistic expression. Dennis Ryan’s acting company showcased 

the hornpipe in its pantomimes during the 1783 season in Baltimore, 

inspiring the young American dancer John Durang. As early as 1807 New 

York publisher James Hewitt could sell a volume of twelve Hibernian 

melodies. The actor Tyrone Power, born in County Waterford, found 

enthusiastic American audiences for Irish-themed plays in the 1830s. 

Catherine Hayes, a soprano known as the Swan of Erin, reportedly reaped 

$45,000 from concerts in California in 1853. Tours of the United States by 

Irish entertainers like Power, Hayes, Samuel Lover and Johnny Patterson, 

were important because they introduced songs and roles into the evolving 

repertoire of Irish American performance.  

By far, the man with the most influence on American perceptions of 

Ireland in the nineteenth century was Thomas Moore. Moore was inspired 

by both the Romantic canon, with its classical allusions and glorification 

of nature, and by the aspirations of the United Irishmen, a nationalist 

movement whose hopes were crushed by the British Government between 

1798 and Robert Emmet’s rebellion in 1803. He took very old Irish airs 

formerly played on the harp in the bardic tradition – such as “Grá mo 

chroí a Máire,” “Eibhlín a Rúin,” and “Móirín” – and transformed them 

into songs for English and American drawing room pianos, known today 

as “The Harp that Once through Tara’s Halls,” “Erin, the Tear and the 

Smile,” and “The Minstrel Boy.” Moore’s Melodies, first published in 1808, 

remained in print for more than a century. Its popularity, Moore observed 

in 1829, was simply because “our music is the truest of all comments 

upon our history.” Perhaps more significantly, Moore’s Melodies introduced 

a visual and literary vocabulary for Ireland that emphasized the harp, the 

color green, and a strong nostalgia for home.   

This symbolism of the “Emerald Isle” infused 

the early stage in the United States, particularly 

in melodrama. There, Ireland long helped  

pay the rent for many dramatists and actors, 

from Barney Williams to William Scanlan  

and Chauncey Olcott. The giant of Irish 

melodrama in the nineteenth century was  

Dion Boucicault, a Dubliner who wrote a 

trilogy of plays that were enormously popular 

representations of Ireland. After Broadway,  

The Colleen Bawn (1860), Arrah-na-Pogue (1865) 

and The Shaughraun (1874) were revived in 

regional and amateur theatres all over the 

United States.1  New York’s Governor Alfred E. 

Smith had the fondest memories of playing  

the villain in The Shaughraun for a production  

at St. James’ parish on the Lower East Side  

in the 1890s.

Such Irish plays – which incorporated a litany of 

Irish historical grievances such as eviction and 

emigration – also made songs as integral to plot 

development as action. Boucicault wrote new 

lyrics to an old song of rebellion for Arrah-na-

Pogue and it is his version of “The Wearing of 

the Green” that is still sung today. Melodramas 

also established a very long association of the 

tenor voice with the Irish. Olcott, whose mother 

emigrated from Ireland, introduced many new 

songs, such as “When Irish Eyes are Smiling” 

(from the play The Isle O’Dreams, 1913). Thomas 

Moore’s vocabulary was taken to the limit of its 

commercial viability in the hands of Olcott’s 

contemporaries working in Tin Pan Alley, who 

churned out thousands of derivative Irish tunes 

like “Laughing Irish Eyes” and “There’s a Charm 

of Dear Old Ireland in Your Eyes.”

Below: Title page of The Music of Erin, printed in New York, 1807. 
Music Division, The New York Public Library for the Performing Arts.

Left: St. Patrick’s Day postcard, circa 1910. Moloney Collection, Archives of 
Irish America, New York University.

Right: In 1968 the iconic Irish folksingers, The Clancy Brothers and Tommy 
Makem, released Home, Boys, Home, their twelfth album on the Columbia 
Records label. Rodgers and Hammerstein Archives of Recorded Sound, The 
New York Public Library for the Performing Arts.
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Technological innovations, especially the 

new field of recorded sound, combined with 

impressive talent, made the cream rise as the 

twentieth century opened. John McCormack, 

a native of County Westmeath, could hold a 

Carnegie Hall audience as equally with “Mother 

Machree” (composed in 1910 by Olcott) as with 

the hymn “Panis Angelicus.” Likewise, Dublin’s 

Victor Herbert, perhaps best remembered today 

for operettas like Babes in Toyland (1903), could 

premiere his second cello concerto with the 

New York Philharmonic and write a nationalist 

opera, Eileen, in the wake of Ireland’s bid for 

independence from Great Britain in 1916. 

Herbert conducted McCormack on recordings 

that found their way into parlors across the 

United States, filling homes with Irish music 

whether their roots were in Ireland or not. The 

process went East as well as West. Records made 

in the United States by the traditional musician 

Michael Coleman, who emigrated from County 

Sligo in 1914, found their way back to Ireland 

and influenced a generation there in a particular 

regional style of fiddle playing.

Coleman and his contemporaries, such as the 

dancing master Tommy Hill, were superstars 

in their own constellation, a world of Irish 

traditional performing arts that simultaneously 

existed but only rarely trod the boards or saw 

the inside of a concert hall. Until the 1950s, 

it remained part of an ethnic subculture in 

the United States even though emigration 

continued to transplant master musicians, 

singers, and dancers who were steeped in 

Ireland’s folk traditions. American fascination 

with the genre dates back to Elias Howe’s 

Musician’s Omnibus, published in 1864, which 

included 250 Irish tunes for instruments like 

the violin or flute. Howe’s work of compiling 

what we might call the soundtrack of the Irish 

immigrant home was greatly expanded by two 

other collectors, William Ryan in Boston and 

Francis O’Neill in Chicago. In particular O’Neill, 

a native of County Cork, helped to insure that 

the connection between jigs or reels as solo 

dance steps was not lost, publishing a thousand 

tunes in 1907 called The Dance Music of Ireland. 

The American folkdance scholar Elizabeth 

Burchenal was inspired to publish Rinnce na 

h-Éireann in 1924, which detailed footwork for a 

collection of céilí dances like the popular “Siege 

of Ennis.” Regional styles and such titles bound 

the Irish abroad to the local in Ireland in ways 

that defied time and space. ‘Home’ was both 

there and here, especially when the teaching, 

practicing, and performance of Irish traditional 

arts most frequently occurred in the homes of 

immigrants and the second generation. 

Domestic settings dominated much in Irish 

theatre too, where hearth, kitchen, or parlor are 

the center of the action. Its intimacy allowed 

for a range of emotions to be expressed that 

otherwise were kept hidden: frustration or 

rage resulting from dysfunction, for example, 

but also Irish language terms of endearment 

like mo mhurinín and a stóir (respectively, my 

darling and my dear, anglicized as mavourneen 

and asthore). Both impulses are sprinkled 

across and throughout Irish American drama. 

“The Babies on Our Block,” a song from Ed 

Harrigan’s 1879 play The Mulligan Guard Ball, is 

arguably the first dramatic revelation of Ireland 

rising in a new world: 

There’s the Phalens and the Whalens 

From the sweet Dunochadee,2 

They are sitting on the railings 

With their children on their knee. 

All gossiping and talking 

With their neighbors in a flock 

Singing “Little Sally Waters” 

With the babies on our block.

Right: Flyer for the 1973 American tour of Comhaltas Ceoltóirí Éireann.
Archives of Irish America, New York University.

Below: Fr. Charlie Coen, an All-Ireland champion concertina player  
from Co. Galway, rehearses with his Gaelic Choir, Staten Island,  
New York, 1979. Photograph by Peter Dolan. Archives of Irish  
America, New York University.

Left: The Colleen Bawn Songster, 1873. Music Division, The New York Public 
Library for the Performing Arts.

Below: Advertisement, Irish Advocate, circa 1920. Courtesy of John T. Ridge.

87
Below: The Advocate Players, 1932, a New York Irish entertainment troupe under the direction of radio host James A. Hayden (top row, 
standing far right), included the step dancing champion Tommy Hill (second row, standing far right), the McNulty family (Annie, standing 
second row with accordian, between her children Eileen and Peter, in top hats), as well as the Hayden and Hill children (seated, fourth row).  
McNulty Collection, Archives of Irish America, New York University. 

Children raised in Irish homes had a ringside 

seat to the process of performing Ireland 

while becoming American. Eugene O’Neill’s 

masterpiece, Long Day’s Journey into Night, 

could not have been written without growing 

up with James O’Neill, his Irish-born actor 

father, who was personally balancing both the 

inarticulateness of Famine Ireland and the 

loquaciousness of the American stage.

In 1900 there were more than four million 

Americans with direct family ties to Ireland. 

Its efforts to promote cultural nationalism 

as a prelude to political independence found 

fertile soil in the United States. The Gaelic 

Revival prompted Irish Americans to study 

the language, folklore, and literature of their 

homeland. Ireland’s Abbey Theatre made its 

first tour of the United States in 1911, presenting 

twenty plays including J.M. Synge’s then 

controversial The Playboy of the Western World. 

American tours were financially critical to 

the Abbey’s survival before it became a state-

subsidized national theatre. A major legacy 

of those tours was local dramatic companies 

who performed the Abbey repertoire in the 

United States, such as The Courting of Mary 

Doyle and Look at the Heffernans by New York 

City’s Thomas Davis Irish Players. The Abbey 

also defined the type of play that twentieth 

century Broadway audiences would accept; only 

certain dramas, usually domestic ones like Sean 

O’Casey’s Juno and the Paycock, Brian Friel’s 

Philadelphia, Here I Come!, or Hugh Leonard’s 

Da could make it critically and commercially, 

paving the way for the recent successes of, 

for example, Dancing at Lughnasa and The 

Beauty Queen of Leenane. But innovation and 

the unexpected could always be found in off-

Broadway productions by the Irish Theater 

(Sheridan Square in the 1920s), by the Irish 

Players (Seven Arts Center in the 1950s), 

by the Irish Arts Center (Clinton since the 

1970s), and the Irish Repertory Theatre 

(Chelsea since the 1990s). 

With only a handful of exceptions, American 

Irish radio programming between 1930 and 

1960 was permeated with an Irish musical 

repertoire that had nineteenth and early 

twentieth century origins, helped in no small 

measure by popular artists like Bing Crosby and 

Morton Downey. “Danny Boy” (lyrics written 

in 1910) inspired versions by Glenn Miller and 

Harry Belafonte in the 1950s even as modern 

Ireland began to emerge after decades of slow 

nation-building in the wake of independence in 

1922. Fresh Irish voices began to be heard on 

the American scene, where there was growing 

receptivity to folk traditions, and television 

allowed Ireland to be heard in a new way. The 

Clancy Brothers and Tommy Makem began with 

songs – strong vocal interpretations from the 

Irish ballad tradition – while others like the Irish 

Festival Singers and Mary O’Hara resurrected 

Thomas Moore and the eighteenth century harp 

music that inspired him. Without them, the 

subsequent careers of artists like The Chieftains, 

James Galway, Frank Patterson and Ronan 

Tynan would have been very different. In every 

generation since the 1970s, Ireland has debuted 

talent that continues to revive and reinvigorate 

ways of performing Ireland.  

The circulatory movement of music, dance and 

drama between Ireland and the United States 

has always been evident in the annual pageantry 

of St. Patrick’s Day parades, a tradition which 

Left: Kitty O’Neill, an Irish dancer on the vaudeville stage in 1877. Jerome 
Robbins Dance Division, The New York Public Library for the Performing Arts.
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VINCENT ASTOR GALLERY
OCTOBER 21, 2010 - 
JANUARY 15,  2011

Choreographer Alwin Nikolais (1910-1993) is known 
as a master of stage illusion. He has been called 
a Merlin of theater and one of the most versatile, 
innovative and influential artists of the last century.

In his centennial year, choreographer Alwin Nikolais 
is being honored with an exhibition developed by  
The New York Public Library for the Performing Arts 
that explores a career that influenced dance, theater, television, and  
dance education throughout the 20th century and into the 21st. This 
exhibition has two aims, to acquaint the public with the person, Alwin 
Nikolais, and to introduce viewers to an environment of Total Theater 
of Motion. The New York Public Library for the Performing Arts holds 
an impressive amount of material by and about choreographer Alwin 
Nikolais. The Jerome Robbins Dance Division holds the bulk of the 
material, while theater and recorded sound are also represented, as 
would be expected of an artist who considered sound, set, costume, 
and light design – indeed all production resources – to be integral and 
indispensable elements of his theater of motion. Articles Nikolais wrote 
and interviews he gave are abundant in print, audio and videotape media, 
as are films and videos of his stage and television productions. Library 
holdings represent the six decades of Nikolais’ career and extend to 
reconstructions of his work in the 21st century. 

In the early 1950’s Nikolais startled the performing arts community with 
a nonliteral approach to choreography and with staging that employed 
resources of the theater in a way that had not been seen before. Dance is 
the generative source with which he energizes light and shadow, sound, 
color, and material objects. His interdisciplinary choreography, the sum 
of all these elements, results in a Total Theater of Motion. 

Nikolais introduced a pedagogic method based on attention to space, 
time, shape, and motion and led students to discovery through 
deliberately structured classes in improvisation. Iconoclastic at the time, 
he was prophetic in asking dancers to collaborate in the creative process, 
a practice many choreographers came to use by the late 20th century. 
He pioneered stage technologies that are in wide use today, preparing 
audiences for multi-sensory perception in 21th century dance  
and dance theater.
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Nikolais’ first contributions to staged theater came 
in 1936 when he arranged movement and provided 
sound — a speaking chorus and percussion — for The 
Pretty Sabine Women by the European high modernist 
playwright Leonid Andreyeff. In 1937 he contributed 
choreography and percussion accompaniment for The 
World We Live In by the Czech playwrights Josef and 
Karl Capek. Both works were produced by the Gilpin 
Players, the WPA Federal Theater Negro Unit. In 1939 
he collaborated with Kashmann to create his first 
major choreographic work, the anti-war Eight Column 
Line, produced at Avery Memorial Theater in Hartford 
and supported by a group calling itself “The Friends 
and Enemies of Modern Music.” The dance used a 
newly-composed sixty-minute score by Ernst Krenek, 
who was expelled from Austria after the Anschluss, 
and was known for the uncompromising modernity 
of his musical language. Thus, Nikolais’ entrée into 
professional theater aligned him with the European-
American avant-garde. 

In 1940 and 1941 Nikolais presented six works with 
his own company at Avery Memorial Theater and 
at Hartt College of Music, where he taught dance. 
He was drafted into the Army in 1942 and served in 
Europe in the Intelligence Corps. After his discharge 
in 1946 he continued teaching at Hartt College 
of Musicand choreographed operas directed by 
internationally known Elmer Nagy. Nagy was also a 
stage designer, which may have reinforced Nikolais’ 
penchant to create all components of his theater works.  

Nikolais then settled in New York City and dedicated 
himself to study with Hanya Holm. He became her 
assistant in New York and at her summer institute in 
Colorado. On Holm’s recommendation, the Henry 
Street Settlement and Neighborhood Playhouse on the 
lower East Side of Manhattan invited him to direct a 
new dance program in the Settlement’s Music School. 
The tiny proscenium theater on Grand Street became 
his dance laboratory for 23 years. Nikolais served the 
community with a thriving dance school for students 
of all ages and created dance dramas for children. 
He mentored his advanced students as teachers 
and choreographers and built a dance company that 
became world-renowned. The Playhouse Dance 
Company came to national attention in 1956 with 
the premiere of Kaleidoscope at The American Dance 
Festival. The opening section of “Disks” can be seen at 
one of the viewing stations in this exhibition.  
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Nikolais was born in Southington, Connecticut on 
November 25, 1910. He studied piano and, as a teenager, 
put that training to use by playing the organ in the 
Westport Connecticut Movie House during the waning 
days of silent film. While seated in the orchestra pit 
below the movie screen, he could not discern characters 
and action distinctly, but by interpreting the dynamics 
and timing of shadowy forms above him, he was able 
to improvise appropriate music for romance, mystery, 
fright, chase scenes, etc. He later said that the experience 
led him to realize that subject could be created abstractly, 
without specificity of character and plot.

The future choreographer first achieved celebrity as 
a puppeteer. By 1934 he was directing a marionette 
theater, dividing his time between his puppets and 
the Southington Drama Center, which he co-directed 
with Michael Adrian. The two men organized a school 
of theater arts and produced plays in which Nikolais 
sometimes acted, directed or designed lighting and 
sets. In 1935 The New Haven Parks Department hired 
Nikolais to present marionette shows and to teach 
puppetry. Hartford wooed him away the next year.  
The Hartford Daily Times counted forty-one performances 
for audiences of more than 12,000 during eight days 

in July. With WPA support his stage was mounted on a trailer so that it 
could move swiftly from one audience to the next. He performed at every 
county fair in the state.

Through enhancing his puppet theater Nikolais developed an interest 
in technology. He installed an amplification system to project the voices 
of his actor-operators as if from the center of the stage. A specially 
designed switchboard controlled lighting effects. He molded the heads 
of his puppets himself and put them through shenanigans that delighted 
children and adults. In the introduction to an Index of Puppetry, which  
he edited, he confessed that once created, the dolls commanded him,  
a harbinger of his later assertion that once his concept for a ballet was 
set, “it tells me where it wants to go.” The Index to Puppetry is on  
display along with photographs of Nikolais’ marionettes and his 
“theater on wheels.” A charming photograph shows a crowd of joyful 
and intensely focused children sitting on a hillside watching a puppet 
show. It can be related to a later photograph of children in the crowded 
auditorium of the Henry Street Playhouse responding excitedly to a 
dance drama (10 cents admission). 

In the early 1930’s Nikolais was taken to a performance by the highly 
acclaimed German dance soloist Mary Wigman. It was his first exposure 
to concert dance. He recognized the quality of Wigman’s performance 
and was impressed with her use of percussion accompaniment. He 
sought out Wigman-trained Truda Kashmann to learn about the exotic 
instruments he had heard. Kashmann insisted that he study dance as 
well, which, he later confessed to an interviewer, is what he wanted to do 
all along. From 1936 to 1939 he and Kashmann attended the Bennington 
Summer School of the Dance in Bennington, Vermont, where he 
encountered the teaching of Martha Graham, Doris Humphrey, Charles 
Weidman, and Wigman’s representative in this country, Hanya Holm. 
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Some other major works of Nikolais’ early period 
are: Prism (1956), The Bewitched (1957), Allegory 
(1959), Totem (1960), Imago: The City Curious (1963), 
and Vaudeville of the Elements (1965). International 
bookings began in 1968 and by the 1980s the 
company was on the road for as many as  
42 weeks a year.

Beginning in 1959, after several performances on the 
Steve Allen Show, Nikolais became interested in the 
medium of television. In 1968 he created the highly 
acclaimed Limbo. Visitors can watch this “Electronic 
Experiment for Television” at one of the viewing 
stations in this exhibition. In interviews shown on 
a second viewing station, Nikolais speaks about the 
differences between choreographing for the stage and  
for television and about the unique opportunities of  
each medium. He also discusses his break with realism  
and his abandonment of the Aristotelian model of 
unity of time and place. He uses as many as 300 
atmospheric light changes in one-half hour of a piece. 

Thanks to his mentoring, many of Nikolais’ dancers 
became prominent choreographers and performers 
including Murray Louis, Carolyn Carlson, Phyllis 
Lamhut, Simona Bucci, Bharat Sharma, and Beverly 
Blossom. They and their students carry on a legacy 
of dance training using theory and practice which 
encourages individual creation.
 
Today the Ririe Woodbury Dance Company performs 
full programs of Nikolais’ works, reconstructed by 
Alberto Del Saz, who is associate director, with Murray 
Louis of the Nikolais Louis Foundation for Dance. 
They tour extensively in this country and in Europe.
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And... The President of  Klopstokia

W.C. Fields confers with the camera operator on the set of  “It’s aGift” (1934). Courtesy A.M.P.A.S.

The Peregrinations & Pettifoggery of  W. C. Fields was organized by the Academy of  
Motion Picture Arts and Sciences, Beverly Hills, California. Curated for the Academy 
by Joe Adamson and Howard Prouty, Special Collections, Margaret Herrick Library; 
Organized by Ellen Harrington, Director of  Exhibitions and Special Events and Julie 
Gumpert, Special Events and Exhibitions Manager; Preparators: Alex Yust and Joe 
Gott; Conservator: Jennifer Kim.

The New York presentation of  The Peregrinations & Pettifoggery of  W. C. Fields is a 
project of  The New York Public Library for the Performing Arts: Jacqueline Z. 
Davis, Barbara G. and Lawrence A. Fleischman Executive Director; Barbara Cohen-
Stratyner, Judy R. and Alfred A. Rosenberg Curator of  Exhibitions; David Callahan, 
Reserve Film and Video Collection. The exhibition was installed by The Performing 
Arts Museum staff: Caitlin Mack, Designer, with Laura Clifford; René Ronda and 
Herbert Ruiz, Installers. Manager of  Public Programs: Cheryl Raymond. Film 
programming: Steve Massa and David Callahan. We are deeply grateful to the many 
staff  members for their assistance and support. 

A selection of  W. C. Fields ephemera from the research divisions of  The New 
York Public Library for the Performing Arts can be seen on the 3rd floor.

Materials in this exhibition are from the Academy of  Motion Picture Arts and 
Sciences’ Margaret Herrick Library, W.C. Fields Papers. Special Thanks to W.C. Fields 
Productions and the family of  W.C. Fields: William C. Fields, III, Dr. Harriet Fields, 
Allen A. Fields, Ronald J. Fields. We thank the following for the loan of  additional 
materials: Joe Adamson, Automobile Club of  Southern California Archives, Mike 
Hawks, Howard Prouty, Patty Tobias, Paul Gierucki. We are grateful to the following 
for permission to show excerpts from Fields’ films in the gallery: The Douris 
Corporation, Paramount Pictures, Warner Bros., W.C. Fields Productions, Universal 
Studios, Robert B. Weide and Whyaduck Productions

The New York Public Library for the Performing Arts gratefully acknowledges 
the leadership support of  Dorothy and Lewis B. Cullman. Additional support for 
exhibitions has been provided by Judy R. and Alfred A. Rosenberg and the Miriam 
and Harold Steinberg Foundation.

W.C. Fields and Mae West take a break during the shooting of  “My Little Chickadee” (1940). Courtesy A.M.P.A.S.

        UBLIC            ROGRAMS
 

It’s a Gift: W.C. Fields in the Movies
Tuesdays at 2:30pm in the Bruno Walter Auditorium
Admission to all programs is free and on a first come, first served basis.   
For more information please call 212-870-1700 or visit www.nypl.org.   
Programs are subject to last minute change or cancellation.

Series programmed by Steve Massa of  the Billy Rose Theatre Collection 
and David Callahan of  the Reserve Film and Video Collection.

June 1
SALLY OF THE SAWDUST (1925)
Directed by D. W. Griffith, 113 min.
Silent film with music score

June 8
POOL SHARKS (1915)
Directed by Edwin Middleton, 15 min.
SO’S YOUR OLD MAN (1926)
Directed by Gregory La Cava, 67 min.
Silent films with music accompaniment  
by Ben Model

June 15
THE GOLF SPECIALIST (1930)
Directed by Monte Brice, 20 min.
RUNNING WILD (1927)
Directed by Gregory La Cava, 68 min.
Silent film with music score

June 22
THE DENTIST (1932)
Directed by Leslie Pearce, 21 min.
YOU’RE TELLING ME! (1934)
Directed by Erle C. Kenton, 66 min.

June 29
IT’S A GIFT (1934)
Directed by Norman Z. McLeod, 68 min.

July 6
THE FATAL GLASS OF BEER (1933)
Directed by Clyde Bruckman, 21 min.
THE BANK DICK (1940)
Directed by Edward F. Cline, 72 min.

Cover Image: W.C. Fields in costume as “Prof. Eustace McGargle” 
in the 1923 musical comedy “Poppy.” Courtesy A.M.P.A.S.
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Fashion, Performance, Finance: the critical triumvirate of a city 
defined by their function and interdependence. New York City’s 
most vital and glamorous industries – entertainment and fashion – 
have been intertwined throughout the 20th and 21st centuries.  
This exhibition, at the country’s fashion and performance 
epicenter, celebrates the collaborations of performers, directors 
and choreographers with fashion designers, who together  
brought contemporary clothing style to theater, opera and dance. 
Many designers choose to work in live performance as a favor 
for clients and muses, whether performers or producers. Some 
feel a personal or professional affinity for opera or dance, or are 
drawn to a specific period. The couture, sportswear and retail 
designers, and the garment industry as a whole, recognized that 
the introduction of fashion on stage would promote them to their 
targeted market, the performance audience.  

On Stage in Fashion examines the cooperative heritage of performance 

and fashion in New York City by linking the clothing that attracted 

audiences with the media materials which promoted it. The garments, 

photographs, ephemera and media on display focus on these two 

concurrent forms of collaboration throughout the 20th century and into 

the present. In modern-dress plays, couture and 7th Avenue fashion 

designers conspired with actors and actresses to provide clothes 

that could convey vital facts about their characters – income, social 

status, aspirations, as well as fatal flaws. The stage appearances 

served to introduce and popularize designers from Chanel and Lanvin 

to Mainbocher and Hattie Carnegie to theater-goers and, through 

promotional articles and photographs, to the general public. Other major 

designers, among them Halston, Willi Smith and Isaac Mizrahi, have 

worked with opera, ballet, modern and post-modern choreographers to 

develop garments that reflect mood and amplify movement.  
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During World War II, stoppages of 

imports from Europe and fabric  

rationing there and here added to the 

growing reliance on American designers 

and those who had established New 

York studios. Actresses turned to 

transatlantic fashion greats Molyneux 

and Mainbocher and developing talents 

such as Norman Norell, Elizabeth 

Hawes, and Valentina. 

The American resort wear and sportswear industries grew tremendously 

in the post-World War II era. Bonnie Cashin, Tina Leser, Donald Brooks, 

and fellow 7th Avenue designers used theater and film to publicize their 

collections and persuade women that their more casual un-structured 

silhouettes were socially acceptable, as well as comfortable.  

This section focuses on three designers who performers 

favored as their favorites for stage and street wear. Mariano 

Fortuny’s timeless garments based on archaic designs 

attracted many of the major actresses and dancers at the 

turn of the 20th century. Isadora Duncan and members of her 

family and circle wore them off-stage. Julia Marlowe wore his 

tunics and robes for Shakespearean roles. In the 1930s - 

1950s, Valentina minimized surface decoration in her 

gowns and costumes for Katharine Cornell and other 

dramatic stars. Mary Martin required that Mainbocher 

design for her roles and private life, including the dirndls 

and wedding dress for The Sound of Music, as well as her 

opening night gown and cloak.

The 1960s and 1970s saw a rise in collaborations and 

cross promotions in which designers were recognized as 

celebrities as much as the performers who they dressed. 

Leonard Stillman commissioned gowns by many of 

7th Avenue’s best known fashion figures, among 

them Geoffrey Beene, Bill Blass, and Oscar de la 

Renta, for his New Faces revues. In this spirit, Halston 

designed not only Lucifer, the Martha Graham duet 

for Margot Fonteyn and Rudolf Nureyev, but also 

gala curtain call gowns for Graham, Fonteyn and 

guest of honor Betty Ford.
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The New Woman of Broadway, film and exhibition ballroom 

dance in the 1910 - 1920s needed outfits that were 

spectacular, but facilitated movement. Some imported their 

gowns from Paris designers Boué Soeurs, Callot Soeurs,  

or Paquin. Others frequented Mme. Francis or Lucile, Ltd. 

which maintained salons in New York, as well as 

London and New York. Scrapbooks of articles  

and programs reveal that designers, beauty 

products, and even fabric manufacturers were 

endorsed in this period by performers such 

as Irene Castle, star of stage, screen and 

Corticelli silk advertisements. 

Modern dress comedies and musical 

comedies swamped the Broadway stage in 

the 1920s and 1930s. Performers requested 

flattering garments that represented their 

characters’ social status and personality.  

European performers known for their style and stars with 

sufficient sway over producers imported the latest from Paris. 

The styles by new fashion stars, Chanel, Lanvin and Poiret, 

were introduced to America through Broadway appearances 

by Ann Andrews, Irene Bordoni, Ina Claire, Lynn Fontanne, 

and Gertrude Lawrence.  

Many American actresses supported New York’s younger, 

independent designers working out of their own salons or 

stores, such as Peggy Holt, Henri Bendel, Sally Milgrim, and 

Hattie Carnegie. Many salons served as incubators for the 

talents of even younger designers, working as assistants or 

house designers, such as Norman Norell for Hattie Carnegie. 

Retail cross-promotions, now associated with film and 

television, were introduced for live theater, with department 

stores dedicating windows to publicize shows and stars 

appearing in designer and retail advertisements in PLAYBILL. 

Haberdasheries provided men’s clothes to shows, linking their 

print ads to show titles. Stylists connected Broadway producers 

and performers with department stores, such as Margaret 

Pemberton’s work with Saks Fifth Avenue.  
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The grandeur of production in opera 

attracts fashion designers. Into the  

mid 20th century, many opera stars 

traveled with their own costumes by 

Worth (Marcella Sembrich and Lillian 

Nordica), Valentina (Lily Pons) and the 

studios of Mme. Karinska and Helene 

Pons. In recent years, fashion designers 

have brought their experiments with 

color and scale to opera companies 

throughout the world, included  

Lincoln Center’s Metropolitan Opera 

and New York City Opera.

Ballet companies and luxury products 

had shared audiences and program 

advertisers since Diaghilev, but the  

most innovative choreographers 

collaborated with painters and visual 

artists. The tradition of couture designs 

for gala performances spread from 

the audience to the stage into recent 

work by Christian Lacroix for American 

Ballet Theatre, Ferragamo for Dance 

Theatre of Harlem, and Oscar de la 

Renta and Joe Eula for the New York 

City Ballet. By the 1970s, American 

sportswear designers found inspiration 

in collaborations with modern and 

post-modern choreographers. Martha 

Graham engaged Calvin Klein and 

Halston for her later works. Twyla Tharp 

has used Chester Weinberg, Norma 

Kamali and Isaac Mizrahi. Willi Smith 

created costumes for Bill T. Jones/Arnie 

Zane and Dianne McIntyre/Sounds in 

Motion. Isaac Mizrahi has collaborated 

with Mark Morris on dance and opera 

productions. Stephen Petronio works 

frequently with fashion and menswear 

innovators, among them, Rachel Roy 

and Tara Subkoff/Imitation of Christ. 

Examples of their repertory works and 

one-time collaborations from DIFFA 

benefits are featured in gallery videotapes.

Fashion, Performance, and the industries that support them are core 

concerns for The New York Public Library for the Performing Arts and 

the Museum of the City of New York. Our collections and curators 

collaborate to illuminate these co-joined fields of culture and finances 

through garments, designs, photographs, sumptuous descriptions of 

colors, fabrics and trim for contemporary sources, costume bibles, 

scrapbooks, and video-documentation. Be inspired. Adapt our research 

into your fashion lines, or your personal wardrobe. Feel free to stroke the 

fabric samples and sketch in the gallery. Please join us as well for film 

screenings, public discussions, educational programming, and tours.

1.  Bonnie Cashin. Design for dancer at The Roxy 
Theater, ca. 1938. The New York Public Library 
for the Performing Arts, Billy Rose Theatre 
Division, Bonnie Cashin Collection.

2.  Illustration of Irene Castle from a brochure 
promoting her fashion designs for Corticelli 
Silks. The New York Public Library for the 
Performing Arts, Billy Rose Theatre Division, 
Irene Castle Collection

3.  Lucile, Ltd. Design for gown and opera cloak, 
ca. 1919. The New York Public Library for the 
Performing Arts, Billy Rose Theatre Division

4.  Peggy Hoyt. Photograph of Ann Andrews in 
The Royal Family , 1928. The New York Public 
Library for the Performing Arts, Billy Rose 
Theatre Division

5.  Sally Milgrim. Evening dress, 1933-1934.  
Museum of the City of New York, Gift of the 
estate of Mary H. Beekman.

6.  Chanel. Gertrude Lawrence in Candlelight, 
1929 (detail).  Photograph by Vandamm Studio. 
The New York Public Library for the Performing 
Arts, Billy Rose Theatre Division,Vandamm 
Studio Collection

7.  Bonwit-Teller window promoting The Petticoat 
Influence, starring Helen Hayes. The New York 
Public Library for the Performing Arts, Billy Rose 
Theatre Division, Helen Hayes Papers

8.  Mainbocher. Costume designed for Mary Martin 
in The Sound of Music, 1959. Museum of the 
City of New York, Gift of Mary Martin

9.  Valentina. Lynn Fontanne in Amphitryon ‘38,  
1937. Photograph by Vandamm Studio.  
The New York Public Library for the Performing 
Arts, Billy Rose Theatre Division, Vandamm 
Studio Collection

10. Elsie Ferguson paper doll, published in 
Photoplay. (1920) The New York Public Library 
for the Performing Arts, Billy Rose Theatre 
Division, Robinson Locke Scrapbook Collection

11. Isaac Mizahi. Platee, choreographed by 
Mark Morris (New York City Opera, 2000).  
Photograph by Bill Cooper.

12. Joe Eula. Design for Dances at a Gathering, 
choreographed by Jerome Robbins  
(New York City Ballet, 1969) The New York 
Public Library for the Performing Arts,  
Jerome Robbins Dance Division

13. Star! Still courtesy of Joseph Yranski

14. Miss Goldblum’s Gowns Still courtesy of 
Jennifer Sloan

11

12

For more information, please visit us at  
www.nypl.org and www.mcny.org.

CO-CURATED BY PHYLLIS MAGIDSON, MCNY, 
AND BARBARA COHEN-STRATYNER, LPA
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