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By CLAUDIA LA ROCCO

HIS month, Richard Move is resur-
recting a pair of giants: Achilles and

Martha.
On April 27, “The Show (Achilles
Heels)" makes its New York debut at
the Kitchen. And on Tuesday, Mr. Move is to em-
body Martha Graham once again, this time in
her company’s scheduled celebration of its 80th
anniversary at the Skirball Center. His variety
show “Martha @" has been thrilling audiences
around the world since 1996, but he has never
shared the stage with the grande dame’s troupe.

“I love epic,” he said of the two projects with
one of his big laughs. “It’s in my DNA.”

Rasta Thomas, most recently seen on
Broadway in Twyla Tharp’s “Movin’ Out,” will
play the beautiful, doomed Achilles. The role was
originally a vehicle for Mikhail Baryshnikov,
who commissioned the piece for his White Oak
Dance Project in 2002. It was performed only a
few times before White Oak disbanded, but Mr.

Richard Move is impersonating
a legend once again, but this time at the
invitation of her dance troupe.

Baryshnikov is helping to present it through the
Baryshnikov Dance Foundation.

In directing and choreographing “The
Show,” Mr. Move draws heavily on “The Iliad,”
but also invokes 1950’s Hollywood films and
game-show culture. Mixing pure dance with ele-
ments of performance art and a self-conscious
theatricality, the work moves easily between
high drama and playfulness. Fascinated by di-
chotomies in the myth, Mr. Move has empha-

‘sized both Achilles’ ambivalence toward war

and his desire for glory, as well as his love affair

Elye New York Times
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Fast on the Heels of Achilles and Martha Graham

with his childhood friend Patroclus, whose death
spurs the magnificent warrior to battle.

And, of course, there are the gods.

For Athena, Mr. Move has employed a con-
temporary goddess: the new Rock and Roll Hall
of Fame inductee Deborah Harry will sing and
act in this production. “She is the icon,” he said of
Ms. Harry. “And somehow, the Athena story, it’s
a compression of her own.”

Asked what she thought of being likened to

an ancient warrior goddess, Ms. Harry laughed
and said she supposed she did feel as if she was
sometimes “doing battle.” “He’s a funny person,
Richard,” she said. Mr. Move comes up with
“yery interesting and beautiful things,” she add-
ed. “I can’t imagine what made him be so in-
sightful as to try to become Martha Graham.”
Though steeped in classical literature and
early modern dance, Mr. Move (real name:
Richard Winberg) is a wholly contemporary

After a decade of
playing Martha
Graham in his
own unauthorized
show, Richard
Move, above, was
asked to
participate in her
troupe’s
80th-anniversary
celebration.

P-Engraph-s by Josefl Astor

creature, one who says that “everything is avail-
able for me to use.” His apartment, in a Midtown
highi-rise with a truly epic view of the city, illus-
trates this blend of sensibilities, from minimalist
vases containing fish and Japanese bamboo to
ornately framed mirrors and an imposing skull
staff (a Graham prop).

He has given the singular Helen of Troy,
who he says is underdeveloped as a character in
the literature, a special movement language:
the Graham technique. But no impersonations
here. The role is performed by Katherine Crock-
ett, a principal dancer with the Graham compa-
ny.

Mr. Move gets his chance to be Martha on
Tuesday in one of his Graham monologues and a
reconstruction of the 1965 Graham duet “Part
Real, Part Dream,” with the former Alvin Ailey
star Desmond Richardson. The entire evening
seems part real and part dream to him — an un-
imaginable opportunity, especially given that
Mr. Move's relationship with the Graham estate
began on rocky footing. (When Mr. Move first
started impersonating Graham, he received a
letter from lawyers for her estate seeking
among other things a disclaimer in his show’'s
program, distancing the estate from his produc-
tion.) b
“I had heard rumblings,” Mr. Move said,
about being invited to perform with the compa-
ny, “and I just thought, ‘Oh, puh-lease, that will
never happen in a million years.” And 1 was
shocked and awed when I did get that call” from
the Graham company’s artistic director, Janet
Eilber.

Not all Graham-watchers are thrilled, but
Mr. Move, well aware that his inclusion will ruf-
fle some feathers, seems unconcerned.

“And you know, the irony isn’t lost on any-
one, that my relationship with the official Gra-
ham enterprise began with cease-and-desist or-
ders.” He paused mischievously. “And now here
I 'am, finally performing with my company
again.”
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By GIA KOURLAS

ICHARD MOVE plays Mar-
tha Graham big. At 6-foot-4,
he is at least a foot taller
than the diminutive Gra-

ham (and his mountainous bun adds
even more inches). Yet armed with
great style and a makeup brush, Mr.
Move has brought the mother of mod-
ern dance back to life.

Barring the occasional benefit, it
has been more than three years since
Mr. Move’s poignant, meticulously re-
searched and hilarious interpretation
of Ms. Graham has graced a New
York stage. On Thursday, ‘“Mar-
tha @,” the variety show that origi-
nated in 1996 at Mother, a meat-pack-
ing district club that has since closed,
relocates to the Jane Street Theater
for a new installment featuring the
guest artists Lar Lubovitch, Isaac
Mizrahi, Stuart Hodes and Julie Atlas
Muz. As always, Mr. Move plays Gra-
ham — both a genial and irritable

Graham was always

larger than life.

Now she’s backas a
_6-foot-4 man.

hostess whom he aptly captures
through versions of her dances, mono-
logues taken from her writing and
stories passed along by former danc-
ers and friends.

“I think he’s blackly funny,” Mr.
Mizrahi said. “He’s always got a
tongue in his cheek, but because he’s
such an earnest fellow himself, it al-
ways comes out without air quotes.
He’s not parodying anything, because
he has such range and such beauty.”

Sitting in his West Village loft, Mr.
Move considered his subject. I think
she’ll have more to talk about than
ever,” he said. ‘‘I want to address her
absence in New York. I want to ad-
dress her experiences in film. You
know, Paramount offered her an ex-
traordinary amount of money to make
her life story starring Cyd Charisse.
She said: ‘No thank you. I can ruin my
own reputation in five minutes.” ”’

Graham, who died in 1991, left be-
hind delicious fodder for a drag per-
former like Mr. Move. With fine comic
timing and unwavering concentration,
Mr. Move is a terrific actor who most
recently returned from New Mexico,
where he portrayed another Martha (the boozer made
famous by Elizabeth Taylor) in an otherwise straight-
forward production of Edward Albee’s “Who'’s Afraid of
Virginia Woolf?”’

For the film director Stephen Daldry, who has known
Mr. Move for years, it was always clear that he was an
incredible actor with or without the wig. ‘‘The wonderful
thing about Richard’s performance as Martha is that it
totally transcends the genre,” Mr. Daldry said. “He
manages to make a piece of work that totally upsets all

Gia Kourlas is the di'nce editor of Time Out New York.

", JUNE 13, 2004

Martha Graham Like
You've Never Seen Him

your preconceptions about drag. Although there’s great
comedy in it, he’s actually doing something else: It’s a
serious and intellectual exercise.”

Mr. Move, who refuses to give his age (‘‘A lady never
tells,”” he said in his falsetto Graham voice), is also a
serious choreographer. He directed ‘“Move-Opolis!,” a
nonstop four-hour show in Lille, France, that featured 16
Greco-Roman wrestlers. ‘It was my version of a cir-
cus,” Mr. Move said. ‘It took place in an old airplane
hanger.” His full-evening work for Mikhail Baryshni-
kov’s White Oak Dance Project, “The Show (Achilles
Heels),” a modern staging of the Greek myth, will be

Josc( Astor (above) ; Robin Holland (right)

presented by the Baryshnikov Dance Foundation
during its forthcoming tour.

But even with such steady outside work, Mr. Move
says he will never abandon Martha. He stars as Graham
in “Ghostlight,”” an independent film directed by Chris-
topher Herrmann that opens at the Pioneer Theater on
June 23, and he has written a play with Lisa Kron that
features his one-man portrayal of Graham.

Since his last presentation of ‘““Martha @’ in 2001 at
Town Hall, he has taken the show on the road to cities as
varied as Cedar Rapids, Iowa, and Rome, where he
delivered his monologues in fluent Italian. “We came-up

Richard Move as himself, below,
and as Martha Graham in
“Martha (@,” which returns to
New York this week.

with an incredibly right translation
that included verb tenses that were no
longer used,” Mr. Move said, “but
might have been spoken by a rather
extremely eccentric well-educated
woman 50 years ago.”
The show’s absence in New York
was largely related to money issues;
the cost of self-producing, he said,
was exorbitant. Though he had been
invited to appear at many of New
York’s dance theaters, Mr. Move
said, he felt that presenting the series
in a conventional space would tamper
with the show’s inherent magic. ““I
had this idea to keep ‘Martha’ in
special environments and out of the
dance-company model of having a
New York season once a year and all
the infrastructure that goes with
that,” he said. “I wanted her to ap-
pear like she did all those years in a
special and unusual way.”
He cautioned that fans of the show,
especially in its early days, might
notice a change in Martha’s general
mood. ‘‘Her vulnerability and her
fear are more present now,”’ he said.
“The humor is still there. I want to
send up things when it’s appropriate,
but I feel like her loneliness has en-
tered the picture a little more. But it’s
just as loving. You can’t not love a
subject you've dedicated this much
time to. It’s impossible.”
Mr. Move, who grew up in rural
Virginia, is just as striking without
his makeup. Finely arched brows and
a halo of streaky blond hair frame his
wide, angelic face; despite his large
frame, he is a picture of graceful
refinement. Dangling
from his right wrist
is a chunky silver
bracelet that he nev-
er removes; it was a
present from the for-
mer Graham dancer
¢ Linda Hodes.
T Y “Here’s why bore-
L dom does not equal
& & Martha Graham,” he
said. “I’ll have a mo-
ment with Linda
Hodes, and she’ll pull
out a beautiful piece
of jewelry that Mar-
tha gave her and give
it to me. I think: she
understands that T'll
| treasure it.”’
i While Mr. Move
avoids  ftrivializing
Graham’s life, he is haunted by her in a dream. “I'm.in
the back of a cab driving up Park Avenue at night,”> he
said. “We’re moving along in an normal fashion, start-
ing and stopping, and the taxi speeds up and runs lights.
There’s one near-collision after another, and then I feel
a little gloved hand on mine, and I look over and it’s
Martha and she’s smiling at me.”” Mr. Move roared with
laughter. “And then I wake up. I have no idea what it
means.”’ O




MARTHA, MY DEAR

The closing of the Meatpacking District's beloved club Mother last June couldn’t
stop choreographer Richard Move, who first glided haughtily onstage, black bun and
all, as the divine Martha Graham in Martha @ Mother, in 1996. He and copresenter
Janet Stapleton are simply taking their act to Town Hall, with the first show set for
January 20. Part impresario and part impersonator, Move is a New York fixture—a

testament to the fact that dance can be serious and hilarious at the same time.
“Martha has renewed my faith that art is communicative and transformative,” says
Move, who is also the director of LES MIZrahi (Isaac Mizrahi's new one-man Off
Broadway show) and star of the forthcoming docudrama Martha's World. “That
sounds like a Martha quote! | can't separate us, | guess.”

PHOTOGRAPH BY ERIC OGDEN
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ALL THE RIGHT MOVES

‘MARTHA@": GRAHAM EXPERT DELIVERS SHORTHAND
VERSION OF CHOREOGRAPHER'S BEST WORKS

By Janice Steinberg

EW YORK — Richard Move wasn’t the

first person to do a takeoff on Martha

Graham. That honor belongs to Ziegfeld
Follies star Fanny Brice, who called her 1935
spoof “Rewolt.” »

“It was inspired by the period of Martha’s
she called the ‘long woolens’ period that was
all about women in revolt, basically,” says
Move, interviewed in his apartment 40 sto-
ries above midtown Manhattan.

Wearing a track suit and a multicolored
knit cap, the 6-foot-4 Move looks nothing like
the 5-foot-1 choreographer he'll impersonate
at the | — until you no-
ticeh the lithe grace of

his gestures as he fixes a cup of tea and set-
tles into a sofa covered with purple faux fur.

“Can you imagine what it must have been
like to see Graham’s ‘Heretic’ in the 1930s?”
says Move, whose cabaret-style “Martha@”
is being presented here — as is the Martha
Graham Dance Company the following
weekend — in the La Jolla Music Society’s
“American Movement” festival.

- “It must have been extraordinary, but also
extreme, and probably easier to satire then
than now, because now of course we know
it’s great art and the dance equivalent of that
period of modernism.” _

If Move sounds like a ¢ 10lar, 1t's

Move, 6

“Playing with gender roles and perceptions is one of the final frontiers in terms of what can

ruffle people’s feathers,” says Richard Move. Josef Astor
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(Move's) focus in “Martha®" is on that “grande dame” personality ... and on Graham as a
20th-century cultural glant whose influence he feels is often not given its due. ...

» MOVE.
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certainly not what he had in mind
when he first donned the persona of
the ultimate dance diva at a meat- -
packing district cabaret in the mid-
1990s. “You know how people have
five-year plans? [ just wanted to get
through the first show!”

A decade, two New York Dance
and Performance (Bessie) Awards,
and a film (“Ghostlight”) later, howev-
er, Move has become a historian of
the choreographer who performed
her first original work in 1926 and left
alegacy of 181 dances by the time of
her death in 1991.

“From the first show, people start-
ed coming ot of the woodwork to
give me books, stories,” he says.
“(Things like) ‘Did I ever tell you
about the time Martha threw a jar of
honey at me in the studio?””

Move, in his mid- to late-30s (“Ala-
dy never tells her age!” he insists),
has also received enough memorabil-
ia to make his apartment a small but
exquisite Graham museum. Showing
avisitor around with Southern gra-
ciousness (he grew up in rural Vir-
ginia), he points out photographs of
Graham with Gloria Swanson at Stu-
dio 54 and with Pope John Paul II,
and another of Graham in full stage
makeup hung in the bathroom next
to a photo of a handsome young cou-
ple, Move’s grandparents. (Also dis-
played in the bathroom is one of
Isadora Duncan’s scarves.)

A pencil drawing — of Graham dra-
matically posed in her stretchy
“Lamentation” costume — could be
the basis for a class in American
dance history: The drawing was done
by Kenneth Shopen at the ground-
breaking Bennington (Vermont)
School of the Dance, where Graham
taught, and it was previously owned
hy choreographer Alwin Nikolais,
who gave it to choreographer Murray
Louis. Louis gave it to Move..

He performs “Lamentation,” as
well as several other classics, in
“Martha@,” although he’s quick to
describe his dancing as “Cliffs Notes”
versions, for instance a four-minute
distillation of a 25-minute dance. He
always has an expert demonstrate
Graham’s signature, pelvic-centered
technique. In San Diego; that will be
Denise Vale, who was a principal with
the Graham Company for 10 years.

Move also, in the cabaret spirit of
the show, features local choreogra-
phers — he was delighted when a
messenger came to the door with a
video of work by Nancy McCaleb and
Sadie Weinberg, which will be per-
formed here.

Move's only live experience of Gra-
ham was seeing her take a bow after a
performance by her company in the
1980s. Exposed to Graham technique
in a high school performing arts mag-

Richard Move has been immersing himself in the persona of Martha Graham
since the mid-1990s. Josef Astor .

DATEBOOK

“Martha®"” starring Richard Move
8 tonight and tomorrow,

7 and 10 p.m. Saturday, 3 and 7 p.m. Sunday
Lyceum Space Theatre, Horton Plaza
$27-$35
(619) 544-1000

net, he was drawn to its “poetry and
philosophy,” but in college at Virginia
Commonwealth University, he
learned that she was considered
passé. (The two former Graham
dancers who became the leading
choreographers of the next genera-
tion, Merce Cunningham and Paul
Taylor, both actively rejected her the-
atricality.)

Move, however, was enlranced by
the “extreme, kooky, eccentric, mag-
netic person” he saw in the Graham
film “Dancer’s World.” “I remember
thinking, ‘Who is that woman who is
like this oracular priestess, goddess,
mad religious leader?””

His focus in “Martha@” is on that
“grande dame” personality ... and on
Graham as a 20th-century cultural gi-

ant whose influence he feels is often
not given its due — for instance, her
collaboration with Aaron Copland,
who, on commission from Graham,
composed the score for “Appalachian
Spring,” beirig performed here by the
Graham Company and in Move’s
abridged form. (The “American
Movement” festival celebrates both
Copland and Graham.) '
“People think Aaron Copland is
more important than Martha Gra- -
ham,” Move says. “I want to explain
to people that Martha said, ‘Oh,
Aaron, dear, do you know that old
Quaker hymn, “The Gift to Be Sim-
ple?”’ ” He sings the first line of the
hymn, which Copland wove through
his Pulitzer Prize-winning composi-
tion. “Martha’s the one who said,
‘Let’s use the-Quaker theme.””
Move's knowledge of and respect
for Graham are what inspired Mary
Lou Aleskie, president/CEO of the La
Jolla Music Society, to include him in
the “American Movement” Festival.
(His show is being co-presented by
LIJMS and Sushi in collaboration with
the San Diego Repertory Theatre.)

“I was so taken with Richard’s abili-
ty to interpret with knowledge and
passion, without his own persenalitv
being imiposcd on Martha,” says
Aleskie, who met Move Jast year
through the Baryshnikov Founda-
tion. (Mikhail Baryshnikov has been
a strong supporter of Move's work.)
“1 thought he would be an important
element in helping to illuminate
Martha and her legacy.”

LIMS is breaking new ground by
making the first official connection
between the Graham Company and
Move, a relationship that at one time
involved a “cease and desist” letter
from the Graham Trust. He surely
raised some hackles, as well, during
the four years when the company did-
n't perform due to litigation over the
ownership of Graham's work, which
ironically left Move the one person
representing her artistic legacy on-
stage.

Proud of afflicting the comfortable,
Move feels'it took several years of do-
ing “Martha@” to understand why

* some people find it so disturbing. “I

have felt that playing with gender
roles and perceptions’is one of the fi-
nal frontiers in terms of what can ruf-
fle people’s feathers. I think it’s the
core of criticism of me and the show,”
he says.

“And the Martha show pushes
even more buttons because unlike,
say, the Dame Edna show or whatev-
er, Martha is deeply sexual. Her work
is deeply sexual, and it's sexual from
a woman's point of view.”

Along with ruffling feathers,
“Martha@” has also opened doors for
Move. Recent projects include star-
ring as Graham in the film “Ghost-
light,” and choreographing the Amy
Sedaris film “Strangers With Candy”
(being released this year) and “The
Show (Achilles Heels)” for Barysh-
nikov; first done by the White Oak
Dance Project in 2002, it’s being re-
mounted next fall by the new Barysh-
nikov Dance Foundation.

For a run of “Martha@” in Italy last
fail, Move, who's fluent in Italian,
translated the entire script. “The
speeches in ltalian are stunning, like
the one from ‘Night Journey’ — in
English, it’s ‘torn by her passion, her
terror, her fear, her unbridled lust,
her wanton desire. ... ” He spits out
the words in Italian, and you expect
the sofa to catch on fire.

And he just got back from hosting
(as Martha) the ceremony for the Ni-
jinsky Award given by the Monaco
Dance Foundation, sharing the stage
with Prince Albert and Princess
Stephanie. “None of this I could have
ever predicted!

“You know what I say now?” he
says. “That I just stay out of Martha’s
way. Because there’s just no telling
where she's going to end up next.”

Janice Steinberg is a San Diego dance
writer.



By Jennifer de Poyen

The San Diego Union-Tribune * Saturday, March 5, 2005

Performer-impersonator Richard Move brings the Martha
Graham legacy to life in his compelling “Martha@,” a
multimedia cabaret show. K.C.Alfred /| Union-Tribune

Move's ‘Martha@’ odd yet moving

West, who said, ‘What's
wrong with it? Women have

DATEBOOK
“Martha@,"” starring
Richard Move .

7 and 10 tonight, 3 and 7 p.m.
tomorrow :

Lyceum Space Theatre, Horton
Plaza, downtown

$27-$35

(619) 544-1000

matized for his entertain-
ing, richly informative and
tonally weird show, which
continues through the
weekend at the Lyceum
Space Theatre.

Move, a fervent amateur
Graham historian, has cul-
led lots of material — some
juicy, some oddly affecting
—from Graham’s autobiog-

l DANCE CRITIC:
atching Richard
Move, the 6-foot-
something, solidly
built actor, impersonate
Martha Graham, the dimin-
utive grande dame of mod-
ern dance, in his “Mar-
tha@,” it’s interesting t6
speculate what Graham
herself would make of the
multimedia cabaret show.
In her bizarre yet fasci-
nating autobiography,
“Blood Memory,” publish-
ed the year she died, i ‘
1991, Graham spokegp- .
provingly of satirists like
Fanny Brice, who did an
early Graham takeoff for
the Ziegfeld Follieg, and to the idea of female imper-
Danny Kaye, whoperform-  sonators,” shewroteina
ed with a band of dancers typically amused, ambiva-
he called the Grahaip lent and self-aggrandizing
Crackers. / tone, “but then I sort of
"rvenevmahmnned have to agree with Mae
T e .
i ‘MARTHA@' What makes all of this inter-
! CONTINUED FROME! ~esting, and not juspto tance en-
thusiasts, is that teally
Move manages  wasbothagroundbreakingart
. ist who changed the way we -
to eerily embody ookt dance anda arger.than
® s . life, personality who mingled
-the dance diva with the rich and famous — -
' presidents, Hollywoad ; acto;:s,
Graham's. “ADancer’s World”  Serious artists, clothing design-
the 1957 documentary about ers. Besides which, Moveisa

“i “herwark, is both spoofed and
% lovinglyevoked. Move also of-
| ,5 fers capsule versions of Gra-
% ham’s dances, at once funny
-3 and moving. And there are
traces of information from Gra-
Y _ham admirers, who have of-
*  fered up stories, writings and
[(' memorabilia in the years'since
: Move’s first show.

captivating perforiner, much as
Grahiam was. His show brings

Graham’s legacy to vivid life.
Like all great female ‘imper-
sonators, Move both eerily em-
bodies his subject: and uses his
performance to comment on it.
Graham had a distinctive way
of spéaking,-and Move abso-
luteldy nails it; close your eyes,

ed from Nancy McCaleb’s
haunting “La Rumorosa,” and
Sadie Weinberg (ooking un-
commonly Grahamesque) and
Alison Diettetle-Smith present-
ed excerpts from Weinberg’s
anguished “Mourner’s Dance.”
No doubt the show plays dif
ferently here than it did in New
York, the center of the dance
world, where Graham’s work
has been performed almost
continuously for 80 years.
Move’s early audiences there

Ta

show, and fed Move’s perfor-
mance. Still, for local audi-
ences, “Martha@” is arare
chance to encounter the Gra-
ham legend in a theatrical set-
ting, which is where it belongs.

been doing it for years.’” ra.\phy; the lines that get the
This is one of many biggestlaughs are really
stories from the historical
record that Move has dra- SEe ‘Martha®,’ ES
and it’s easy to imagine those maker Charles Atlas.
slow, dreamy, carefully enunci- He is joined intermittently by
ated words coming from Gra- Denise Vale, a former member
ham’s own mouth. of the Martha Graham Dance -
Graham was such adiva,ess  Company, who demonstrates
pecially in later years, thatshe ~ Graham's pioneering (and
almost was a drag performer deeply beautiful) technique and
herself, proving Mae West's pel_'forms aseries of dances that
point about female imperson- resimagine, and faintly parody,
ation. Move’sresponseisnotto ~ some of Graham's great dance
camp it up— he does not, as a works. Vale is a terrific dancer,
rule, play Martha forlaughs, - and she does what Move, '
His humor is quiet, apprecia- whose technique is limited,
tive, loving. Call it earnest cannot: She evokes the power
* camp, maybe. Or seriousdrag.  and meaning of Graham'’s
“Throughout the evening, work.
Move serves as hostess and In keeping with the cabaret
narrator, both on the stage,ina  spirit, Move also shares the
4eries of fabulous diva-worthy stage with some local dance art-
- gowns and costumes, and in ists. Greg Lane and Eric Geiger
video segments by the film- performed an edgy duet adapt-
were full of Graham followers
— acolytes and detractors alike
— who became part of the
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GHOSTLIGHT » MUSAGETE

DANCE

Body Snatchiers

Richard Move’s glorious, goofy homage to
Martha Graham; Boris Eifman’s distinctly
un-Balanchine Balanchine. BY LAURA SHAPIRO

Y TRADITION, a stage is never left
B completely dark when the show is

over: A bare bulb known as the
ghostlight burns all night. Martha Gra-
ham called it “a svmbol of all the lives
and legends that are still in this theater.”
Too bad the great pioneer of modern
dance couldn’t know that after her death
she would be awarded her own personal
ghostlight. in human form. There’s no
other category in which to put Richard
Move’s relation to Graham. no perform-
ance mode that adequately describes
what he does in her name. Such terms as
drag and parody seem irrelevant. He is
Graham’s ghostlight: When he shines,
the glitter we see is hers.

Since 1996, Move has been staging
Graham evenings in New York and
around the country. declaiming her ful-
some truths about life and art and
offering loopy versions of her most fa-
mous works, accompanied by dancers
he plucks right from the Graham school
and company. Now this funny, loving,
dazzling homage has been captured in

50 NEWYORKMETRO.COM

Ghostlight. a film by Christopher Herr-
mann that is currently playing at the
Pioneer Theater.

Herrmann. who worked with Gra-
ham from 1987 until her death in 1991,
loosely structures the film as a fictional
documentary. Downtown performer
Ann Magnuson plays Barbara Rosen, a
filmmaker long besotted with Graham

“Couldthe
impersonation ofa
genius have alonger
shelflife than the
genmusdid?”

who's following her idol with a camera
crew as she choreographs a new work.
There’s a story line of sorts involving a
financial crisis: therc are cameo

appearances bv Mark Morris, Deborah |

Harry, and Isaac Mizrahi: but the main

NEPOR

event is Move. Rosen watches starry-
eyed as Graham—six-four, draped in
robes and adorned with jewels. her eves
made up so richly they could be a couple
of peacocks—grandly descends a wind-
ing stair in a sumptuous duplex. She
doesn’t greet her guests so much as ac-
knowledge a fresh audience. “The neck-
lace is a gift from the Emperor Akihitn.”
she announces in a breathy. operatic
| alto, gazing up toward the balcony of a
theater only she can see. [t's her version
of “Nice to meet vou.”

Move's Graham is a fully realized
entity: there isn't a hint of hairv-legged
humor in this characterization. Plung-
ing across the rehearsal studio as a
crazed and ravaged Phaedra. berating
her assistants, flinging wisdom at her
company (“You must dance from vour
vagina!”), or contemplating the city from
her rooftop with a bottle of whiskey.
Graham towers like one of those giant
Buddhas that dwarfs all worshippers.
Herrmann includes wonderful se-
quences of fake historical footage show-
ing the youthful Graham working
ardently with her disciples, or racing
through a dreamscape in a toga, hair flv-
ing in the wind—imagery that seems to
be emanating from Graham’s own psy-
che. Move’s version of Graham operates
as if he'd been able to locate the exact
person Graham dreamed of being, the
one she carefully placed in the mirror to
play the part of her reflection. Is it pos-
| sible that the impersonation of a genius
might have a longer shelf life than the
genius did? Much of Graham’s work
looks sadly dated now, but Move’s per-
formance is one for the ages.
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Richard Move’s ‘Martha’: A Drag Homage That Soars

By Saran KaurPMAN
Washm.gton. Post Staff Writer

ith his wide-set eyes, round face
[ and broad, glossy smile, Richard
. Move in makeup bears more of a

" resemblance to Jackie Kennedy

than to petite, angular modern dance matron
Martha Graham. But as his show “Martha-
@Dance Place” progresses, Move reveals
the esserice of Graham and her groundbreak-
ing art in surprising and deeply touching

ways.

Move launched his drag impersonation of
Graham in 1996 in a tiny club in Manhattan’s
meatpacking district. The former go-go
dancer and club rat had a soft side for Gra-
Ham's disarming sentimentality about her
work, and for her deeply felt frankness about
the power of dance and what it could reveal
about the human spirit. It was this quasi-
religious belief in dance that led Graham to
retool the art form into a vehicle of searing
expression such as the world had never seen.
This serious philosophical side of Graham is
as much a part of Move’s show, performed

= @h¢ Washington Dost =

over the weekend at Dance Place, as are the
hilarious send-ups of her severe, spare move-
ment style and her divaesque declarations of
self-importance.

“Martha” is essentially a variety show
with Graham as emcee, presiding over ex-
cerpts from her works and performances by
guest artists. Move presents a decidedly out-
spoken Graham who is acutely aware of her
legendary status in the world of art, even if
others aren't. The evening begins with

Charles Atlag’s hilarious film montage of .
dance snippets, from contortionists to a re-’

construction of Nijinsky’s “Rite of Spring.”
Cue the soaring strings of Aaron Copland’s
“Appalachian Spring,” and enter Moves
towering version of Graham—he stands
over six feet tall—in a gold-trimmed gown
and floor-length cape. “Yes, I am the mother
of contemporary dance,” he begins, listing
various awards Graham garnered thyough-
out her 96 years. “And I am a national trea-
sure”—dramatic pause—“n Japan.” His

-dramatically fringed eyeballs roll.

- An excerpt from Graham’s “Night Jour-
ney,” the Oedipus myth from his mother’s

Monpay, OcToBER 15, 2001

perspective, follows. In the space of a few
minutes, Move bnlhantly caricatures Gra-
ham’s ferocity of expression, the unrelenting
tension and the illicit passion. of Queen Jo-
casta for her own son, wittily depicted by
blond hunk Reid Hutchins (a Playgirl center-
fold and Move’s classmate when both ‘were
at Virginia Commonwealth University)
wearing only a gold cape and spiky silver
thong. “As you can see,” Move purrs as
Hutchins struts into the wings, “we must al-
ways dress the women, and undress the
men.” If Graham herself didn’t pen these
words, she must have thought them, given
her tendency for just such a division of the
sexes in many of her works.

As Move points out in one of his many
monologues, Graham, who died a decade
ago, was a forceful personality offstage as

well. She declined an invitation to dance at.

Constitution Hall after black singer Marian
Anderson had been denied a recital there.
She refused to tour in Hitler’s Germany.
Washington honored her many times: She
was awarded the National Medal of Freedom

and the Kennedy Center Honors, and she _

was the first dancer to perform at the White
House. But she was not always appreciated
here. Move relates with pride how Graham’s
ballet “Phaedra” was denounced by Con-
gress as “lewd.”

Graham’s recollections about performing
in.a Spanish bullfighting arena—where, as
Move tells it, she reveled in its echoes of pas-
sion, terror and agony—segued neatly into a
performance by local flamenco dancer “La
Furia,” Debra Belo. Other guests included lo-

- cal choreographer Laura Schandelmeier in a

rambling solo, “Mademoiselle”; brightly cos-
turmned performers in a modern version of
bhangra, a folk dance from northern India
and Pakistan; and leading Washington Ballet
dancer Erin Mahoney—Ilooking taller and
even more commanding on Dance Place’s
small stage—in a sharp-angled solo choreo-
graphed by Septime Webre.

Webre, artistic director of the ballet com-
pany, was 2 Graham student—for all of three
days. “Your floor work is excruciating,” he
complained to Move in an onstage interview.
Move flashed a self-satisfied grin. (Earljer,
one of the three Graham—tramed ‘women -

who are regular members of Move’s show
had performed a telling demonstration of
that excruciating technique, with its whip-
lash contractions of the midsection.)

. Buth(;lve r}fmamed the show’s solid cen-
er, and when he was onstage in his gleamin
black wig and regal Halston knockoffs ymgx
could look nowhere else. His deliberative,
hushed voice was uncannily like Graham’s,
as was ‘clear when she was occasionally
heard on tape, and his deadpan expressions
and sidelong glances gave added bite to his
pronouncements, most of them taken dlrect-

ly from Graham’s writings.

His show is funny and wry, but its earnest
moments are what stay with you. Unlike the
spoof of “Night Journey,” Move paid tender

tribute to “Appalachian Spring”—first per-
formed at the Library of Congress—and
“Frontier,” undersconng their evocations of
new love and the expansiveness of the Amer-
ican spirit. In our postmodern age, it is un-
fashionable to be so openly romantic about
one’s art. Move’s homage to Grahim re-
minds us of how truly pioneering she was,
and continues to be.
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Dance

Martha’s
divine seed

Richard Move

Brick Lane Music Hall,
[London

Jedehk
When Richard Move first
started performing his

Martha Graham imperson-
ations in the New York night
-club Mother, he was issued
with numerous cease and de-
sist notices by the Graham es-
tate.
Seeing his show at the Brick
l.Lane Music Hall, it’s easy to

"eoo whi thic Aft 4in brancuoc.

Diva Iight - Richard Moves quivers and quakes as Martha Graham Photograph: Tristram Kenton

tite should so unnerve the of-
ficial guardians of Graham’s
work. 1o his finely trodden
line between homage and
parody, Move captures a mix
of grandeur and absurdity

thaot’e vormr olaca ta hoswe tha

late, great choreographer
might have been.

Move is a foot taller than his
subject and cannot recreate
the unique shock of her dra-
matically ravaged face. But his

malasunic norfaet and whon

he speaks he gets Graham’s
voice down to its deepest diva
vowels and brittie girlish over-
tnes.

He also possesses her capac-
ity to dominate the stage, and

thn ennnonene anf flrahamoin.

spired choreography per-
formed by him and his four
dancers are expertly mas-
tered. Jane Dudley, who
danced with Graham for
many years, was heard to ac-
knowlege at Sunday’s show,
“Well, they sure can move.”

The single male dancer in
the show is an exact, comic
quintessence of the stiff-
legged hunks who played sec-
ond fiddle to Graham’s histri-
oni¢c heroines while the
women (Move included) arch
and quiver in intense Graham
mode.

However, they also wickedly
exaggerate the style’s most
hectic mannerisms, so that as
you delight in their accuracy
you're also laughing like a
drain. Graham, after all, trod
her own line between genius
and nonsense, and nowhere
more than in her writings,
which Move quotes and paro-
dies.

[ doubt Graham actually
said that her male dancers
should walk as if they carried
the world’s only seed, but she
could easily have done.

The show’s cabaret format
makes it easy for Move to
switch between reverence and
comedy. What's less successful
is his inclusion of other artists
in the programme, whose con-
tributions do not quite add up.

The exception is a hizzarely
wonderful solo performed by
Mark Morris, set to a tape
recording of a sleeptalker, com-
pulsively narrating a dream
about a balloon flight to the
moon. Morris looking de-
ranged in a night shirt, dances
a tragi-comic evocation of a
man lost in cloudy visions,
which is also a perfect comple-
ment to Graham — whose own
grealness was rooted in her

Innely avearuwsoninge comrait.

ment to her art.
Comicorserious, il is the tilt-
ing towering drama of Gra-
ham’s life and work that Move
s0 expertly communicates.
Through him we recognise the
scale of an artist who made al-
most everyone else look sale
and small.
Judith Mackrell
At the Brick Lane Music Hall,
London EC2 (0171-387 0031),
tonighe, City Varieties, Leeds
(0113-24.3 0808), November 1,
and Sandfield Theutre, Not-
tingham (0115-952 6611),
November 3.



turbulence

Richard Move's ‘Martha @

BY MARCIA B. SIEGEL NEW YORK — Martha Graham wasn’t al-
ways. treated as reverentially as she is now, Surrogate matriarchs ap-
peared in other people’s dances as eatly as the 1930s, and comiedians

have parodied her gaudy zstheti--

cism. But the Graham interpreta-
tions of Richard Move go beyond
send-up. Move, a dancer and per-
formance artist, has been hosting
— or hostessing — the “Martha

@ ‘series since 1996. Wearing a_

wardrobe of exquisite knockoffs,
Move as Martha stages his own re-
ductions of Graham choreography,
and he introduces stellar guests as-
sociated with Graham and young
artists born too late to have seen
her perform. Last Saturday the
nonrepeatable show, which is usu-
ally installed in-a tiny downtown
club, played to a packed audience
at the 1500-seat Town Hall.
The main attraction was
Move’s version of Phadra, a 1962

epic based on the story of the

queen of Athens, who'fell in love
with her-stepson. By the time the
original dance was made, Graham
was -deep into her Greek period,

tos: ‘deep ‘perhaps, The Legend of’

"Phadra ‘boasts all the decadent
signs and impedimenta that had

.- Graham' movement,
gives the whole enterprise a his-~

become trademdrks of Graham’s
dance theater: the horny-charac-

‘ters, the implacable choruses and
harbingers of doom, the symbolic *

1
I
|
I
i
h
I

props.and sets, and, at the center '

of it all, Martha in gorgeous cos-
tumes and eyelashes, writhing
with farbidden desire.

Maybe token' Grahamism will
be. our legacy, at least until the
decade-long feud over. her cre-
ative inheritance is concluded.
But Move and the cast, including

Jennifer Binford as Aphrodite and

Amy Piantaggini as Artermnis- (the

two bitch goddesses sparring for.

Phadra’s soul), Rob Besserer as
King Theseus, and Reid Hutchins
as the toy-boy Hippolytus, gave a
believable account of a dance |
haven’t seen in decades. Some
less respectful. imitators might be
confent to mime and -mug Gra-
ham’s iconography, but Move has
gathered real dancers who do real
and this

torical dimension.
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Graham’s 1959 semi-collab-

oration with George Balan-
chiné provided Move with an-
other - regal character. Using
only one New York City Ballet
dancer,. Sallie Wilson (Balan-
chine in turn made a solo for
Paul Taylor), Graham devised a
climactic tennis game as pro-
logue for the.execution of Mary
Queen of Scots."Move/Martha
introduced Mary’s Episode in a
monologue, one of a series of
expdsitions layered to showcase
Graham’s choreographxc inten-
tions and her flowery epigrams
at the same time that they de-

lineate a chronic scene stealer..

Throughout the evening, a ret-
inue of costumed dancers at-
tend her, handing her the mi-

crophone or taking away a prop’ 5

with obsequious bows as she
waves them away. Even the big

stars who’ve come to performr

with her get acknowled ged only.
as they reflect-her, -~ <=
She asks Merce Cunnine-

ham, “a distinguished former
member of my company,”
inisce a bit, and he tells charming
stories, none of them adulatory
endugh to satisfy Martha. She

wonders what. he’s been doing

since leaving her company in
1944. He counters that she re-
minds him of someone he used to
know whose name he can’t quite

1_remember._, _ .
Cunningham, now 81, g Fus"

Chair Solo, a series of moves he
can put together according to the
- shape he’s in on a given evening.
As always, he was riveting. He sat
perfectly still, looking intently at

_the audience. With a sudden im-

pulse, he’d change his whole body,
including his face. He’d recede
into stillness, then begin another
move and recovery. Some things
were " drastic; some were whispers

BEYOND SEND-UP' -dancer and’ perfor-r-w"*
“imance artist” Mové. has ‘béen:hostessing the” that wasn’t often. practlced.
“Martha @7 sevies since. 1006

fo rem-

.— a sketchy port de bras, a series
of leg brushes, a stirring of _the
hips. Each new reorientation was
filled with a tremendous presence
and a depthless calm.

Former Paul Taylor dancer
Sharon Kinney performed one of
Taylor’s first dances, Epic (1957),
which has attained almost mythic
status. In Martha’s words, “a series
of so-called .everyday movements

“and postures . . . misconstrued as
dance,” it “ushered in the dreaded
postmodern movement.”

The audience, for all its millen-
nial sophistication, got restless as
Kinney imperturbably stood on
one leg and then the other and a

- telephone operator announced the

time in- 10-second intervals for five
full minutes. Epic bore a strange
resemblance to Cunningham’s
Chair Solo, a startling reminder
that Taylor owed more to
Cunningham at that point
than he did to Graham.
Meredith Monk " (“Her
téacher was Bessi¢ Schon-
berg, a former member of
-my company”) sang thrée of
‘her wordless, evocative
_songs. Not least of the thrills
on this amazing concert was
a. world premiere. by Mark
-Morris in which he and:Lau-
fen Grant danced a sevillana
with castanets and Morris
developed a sultry attraction
to the waiter who kept pour-
B8 ing them glasses of wine.

In adopting a drag-queen
‘persona, Richard Move is
playing to the audience for
‘kitsch references, insider
.dance recognition, and gen-
der-based innuendo.- But
“Martha @” has an inclu-
| siveness that broadens the

-show’s appeal and. its reso-
naneé;’a generosity- of spirit

b Mava’e mantarace - =
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In ‘Martha@Summerdance,”
he lets her spirit Move him

By MICHAEL SMITH
NEWS-PRESS CORRESPONDENT
e-mail: life@newspress.com - -

drag Martha Graham? It

seemed like a dubious

idea. Thehighpriestessof

modern dance had

already
become an artifact of.
lost idealism by the
end of her long life;
and since her death,
her legacy has been further damaged
by squabbles among her legal and
artistic heirs. What could be the point
of another caricature?

Richard Move, who premiered his
Graham takeoff at a downtown Man-
hattan bar in 1996 and has ridden it to
glory, neutralized these doubts with a
unique mix of sincerity, wit and
respect for his model. In
“Martha@Summerdance,” he affec-
tionately sent up Graham’s preten-
sions but transmitted a profound
admiration for her vision and
achievement. -

Before the show, the audience at
Center Stage Theater was greeted by
a pricelessly hilarious and exhilarat-
ing video collage by Charles Atlas of

dance moments mostly from movies, -

everything from Elvis Presley to voo-
doo trance dancing, from the Joffrey
Ballet’'s “Rite of Spring” to Dean

Martin and Jerry Lewis. What was .

amazing in these clips was the quality,
humor and sheer intensity of the

dancereview

dancing, the like of which is hardly
seen anymore. The message was that
dancing is fun. We were ready for
anything when the lights went down.

Mr. Move as Ms. Graham made a
stately entrance in a spotlight, statu-
esque in an elegant chinoiserie coat
overacolumnaraqua
gown, made upwithin
an inch of his life.
Whipping out a
microphone, he
greeted the audience. The voice was
soft, the diction precise and slightly
drawled, the pace deliberate. The
pronouncements were a little ridicu-
lous — “There are only two kinds of
dance, good and bad” and “Center
Stage is where I am,” for example —
but there was only a hint of dry self-
mockery in the delivery, a wry glint of
shared amusement in the timing.

This was a homecoming of sorts,
said Martha, recounting the facts of
her family’s move from grimy, gray
Pittsburgh to sunny, liberating Santa
Barbarawhenshewas 10.Shewasvice
president of the Student Council at
Santa Barbara High School and editor
oftheyearbook Thenshesaw Ruth St.
Denis dance in Los Angeles and real-
ized she was “doomed to be adancer.”
When she bragged about her later
accomplishments — George Bal-
anchine called Graham’s style “the
other classical technique” — she was
telling the plain truth,

Mr. Move didn’t look like Graham,

though she wore justasmuch make:
buthe uncannily caught and reflec!
her animating, inspiring spirit,
performance more a tribute than
imitation. When he kidded her, it v
with love.

The evening’s dancing consistec
impressionistic renditions of ma
Graham works. These too presente
disconcertingdouble image. Mr. Mc
offered a few moves from “Apps
chian Spring” with a short length
fence and a rope as props. Katheri
Crockett, as his “company,” dem
strated the Graham technique wh
Mr. Move described it, - using wi
sounded like Graham’s own wor
Excerpts from Graham’s portrayals
Medea, Jocasta and Clytemnes
followed; these figures from Gre
tragedy are ‘“every woman,” s
declared.

The movement fragments referr
to Graham — the flexed foot, pel
thrusts, angular extensions, fa
contractions — without even trying
duplicate her dancing. Ms. Crocket
nothing like a Graham dancer but t
a sharp technique of her own a
looked great, especially in her fi
costume, which hugged and reveal
her taut body like a silver film. b
Move’s dancing was more ground
but less technical, his presence wai
and engaging as he channeled t
woman who possesses him, son
times looking rather Egyptian. Ex:
gerations and jokes abounded.

Some of the monologues betwe
dances wereontape,smoothly maki
time for changes into further exa
ples of Pilar Limosner’s wonder
costumes. Here, Mr. Move was mo
mannered and the stories were mo
preposterous, but they too may w
have been drawn from Grahan
memoirs.

He ended with “Lamentation:
Graham’s 1930 evocation of univers
grief, visibly barechested in a purg
tube of stretchy cloth, no longer me
ing any point of impersonating
woman, wholly serious now, remin
ing us that dance can have the highe
aspirations and reach to express tl
deepest human experience, which
well worth remembering in our po:
ironic time. Summerdance is to |
commended for bringing us this sot
ful entertainment.

(The final performance
“Martha@Summerdance’is tonight
8 at Center Stage Theater, upstairs
the Paseo Nuevo mall. Tickets, whic
are $22-$25, may be purchased at t
box office or by calling 963-0408.)



at’s Gone Came Back to the Joyce and Town Hall .

IDENTITIES ON THE MIOVE

_BY DEBORAH JOWITT

1 Fans of the "Martha @ Mother” series did
their best to turn Town Hall into a club for
Richard Move's performance there January
20. The cramped little dive where the series
originated had a certain je ne sais quoi, but it
was nice to see our cabaret hostess, a soft- -
voiced, soignée six-foot-five Martha Graham
{Move), in a space where her imposing chignon
doesn’t practically brush the ceiling and her
vengeful chorus of Furies is not in danger of
hitting the walls. - .

“Martha” may raise her painted eyebrows
or roll her eyes in ladylike dismay at the rarmi-.
pages of postmodernism, but Move presenits in-
novation as well as historical parody. Merce
Cunningharm dances a brief and-riveting chair
solo before reminiscing about his days as Gra-
ham’s second leading man. Meredith Monk uri-
leashes her uncanny voicé in some of her com-
positions. “CrutchMaster” Bill Shannon
performs a marvel of soft fluid maneuvers on
crutches; it looks like brealk dancing gone to
heaven. And David Neumann and Stacy Daw- -
son convulse us with excerpts from their Pear!
River, their rivalrous court-and-kill moves set
bewitchingly in and out of sync with a martial-
arts movie soundtrack. - .

“Martha” is fond of remembering that Cun-~
ningham and Paul Taylor were once her boys,
and, as a historical treat, Sharon Kinney (an

early Taylor dancer) revives Epic, ‘a trans-
gressive solo from Taylor's 1957 concert featur-
ing stillness.and ordinary moves. To the recorded
voice of a telephone operator giving the time,
Kirney, ih a dark suit, performs a range of in-
teresting, clean-cutmoves: She squats, assumes
a stance, raises an arm slightly, walks to a new
spot, and so on. Kinney is deft (although not
quite deadpan enough), and the solo, keeping
us aware of every passing second, is both mad-
dening-and compelhng

In a delicious piéce d’occasion, From old
Seville, Mark Morris, looking frowsy in a suit,
and Lauren Grant, smart in heels and a re-
vealing little black dress, embark bn the Se-
villanas, castanets crackling. Between-coplas,

they repair to a small table and drain glasses, -

then return to the fray, Morris becoming more
visibly lubricated anddmpassioned, Grant ever
cooler and more bored. .

Move’s “Graham” pieces, like many good

parodies, blend love of the subject with a wicked "

eye for its foibles. A degree of gaucheness or of
dislocation lies at the heart of parody; knowl-
edge of the subject has to be thorough, but the
rendition can't be a perfect copy of what it

sends up. In Move's final appearance-in La-

ment, his bare male torsois visible under the
famous stretch-jersey tube—as if t0 remind us

that he is not Martha Graham, but has deﬁmtely-

gotten under her skin.

)ANCE

February 6, 2001 =

‘MARTHA @ TOWN HALL Practicing the highest form of
flattery, the six-foot-five Richard Move becomes Martha
Graham, only queen-size, and moves his hysterically
funny and aesthetically chéll,er'l_gi_ng mixed. bill uptown.
Finally you can reve! in.Moves'witty sénd-up and breathe
clean air and sit in a real theatér seat, all at the samé time.
Guest artists. for this opce-in-a-lifetime event include
Merce Cun‘ningh‘am dancing and in conversation with
“Martha,” Mark Morris, Sharon Kinney dancing Paul
Taylor's legendary, 1957 Epic, Meredith Monk, David

_ Neumann.anid, Stacy Dawson, and Bill Shannon, a/k/a

f Crutchmaster, Hurry: To Tckets are almost gone. SATURDAY  :

- avs, Town Hall, 123 West 43rd Street, 840-2824. (Zimmer) '
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in the spirit of Jack Smith, patron saint of the avant-garde, Interview spotlights provocative artists who are

pushing the outer edges of performance, music, architecture, dance, theater, and fashion

RICHARD MOVE History repeats itself in
Richard Move’s dance cabaret Martha@Mother, as
tragedy and farce simultaneously. The six-foot-four
sometime bouncer resurrects modern-dance pio-
neer Martha Graham as the host of a Downtown per-
formance variety show. “It is satirical, but it's a
real homage,” says Move, who has also danced
with Karole Armitage and DANCENOISE. “She was the
ultimate radical. She believed what she was doing

INTERVIEW February 2000

could change the world, and it did. Her search for the
truth in that uncompromising, religious approach to
art fuels me.” Graham'’s estate disavows the series
(which begins its fourth season in March), but former
Graham company members and dance luminaries
like Mikhail Baryshnikov and Mark Morris have
actually graced its tiny club setting in New York’s
meatpacking district. Move is now working on a
feature-length film about Graham (directed by Graham

Text by Evelyn McDonnell

Above: Dancer and choreographer Richard Move pays homage to Martha Graham.

associate Christopher Herrmann and co-starring
Ann Magnuson), as well as a possible off-Broadway
mounting of the best of Martha@Mother. “People
identify with Martha as the quintessential diva,
with the glamour and the drama,” says Move.
“Martha’s really accessible because of her wit and
humor . . . and because you have somebody letting
you into the psyche of the creative process and
the creative artist.” (more Creatures page 48)

Photo: ANDREW HETHERINGTON
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and then, ‘| want to be her' or
anything,” recalls Move, 30,
reaching down to pet Kathy, his
pit bull. “That would be a little
too weird, even for me.” He rolls
his neck, in the way that friends
of the dance often do, and turns
his cheek to the sun, sipping
Merlot in profile. “But | began to
feel more and more possessed
by her brilliance and vision and
oracular qualities. . . ."

RICHARD MOVE HAS
DEVELOPED A CULT
FOLLOWING WITH "
HIS HOMAGE TO
MARTHA GRAHAM. deny Martha no longer.

By the time he was
28 (and six feet four
inches tall), Move could

His hilarious. techni-
cally perfect impersonation,
Martha @ Mother, named for the
baroque New York modern night-
club that hosts it, has become

i J !'! . .
;“i % gar S "!a 6 er m |a§‘ ‘ﬁ a hot ticket. Here you will see—
i bt £l J 'iL i if you are a Baryshnikov or a

henever she was asked to

assess her talent, Martha

Graham would scoff. Ha! You

can have talent and desire

and all the right slippers, Graham would insist,

“but without a technique . .. you can go out
and fall flat on your face.”

Graham, of course, never fell—unless she
wanted to. Having inspired Baryshnikov, Nureyev,
Hawkins, Cunningham, and Taylor, she per-
formed well into her seventies—a deranged, bare-
ly five-foot-tall Hecuba, for instance—and was
still creating dances at the time of her death,
at the age of 95, in 1991. Graham routinely de-
scribed herself as a goddess flout: yg mortality,
and according to the dancer/parformance
artist/night creature Richard Move, she is a spir-
it “begging to be channeled.” For years, he re-
sisted the calling. It began, Move says, when
he was sixteen—with his first class in Graham
technique, where he was taught to breathe from
his pelvis. “It wasn't like | just said right there

Francesco Clemente or someone who can some-
how snag one of the 60 seats—outrageous ab-
breviations of Graham's greatest works. often
performed by current and former Graham-com-
pany members. The monthly series works both
as loving homage and as a raucous. rather lib-
erating introduction to the mysteries of modern
dance. it belongs, of course, to the newly mint-
ed theatrical genre Night of the Living Diva.
wherein the Callases and Vreelands and Hell-
mans and Dinah Washingtons hold forth on this
and that, making us love them and hate them
and quote them. His contribution is refreshing-
ly technical, satirizing and adoring Martha with
the actual tools of her art. “We start from an ex-
acting factual base,” Move confides. “That's the
only way we can sort of get away with the paro-
dy, with the female-impersonation thing.” He looks
around the café to see who might be listening.
“You see, Martha was quite nervous about. um,
female impersonators.” And, after all, you don’t
mess with Martha.—BoB ICKES pata w (5N



~1T°S A CLASSIC STORY,” SAYS RICHARD

MOVE, KICKING BACK IN HIS SPRAWLING
apartment over a sex club in the meatpacking
district. “Someone comes to New York from
the hinterlands—I'm from rural Virginia—and
then invents a whole way of life: a name, a per-
sonality, everything.” « Actually, Move created
two new identities for himself: first as a go-
go dancer (bomn Richard Winberg, he was chris-
tened “Move™ by the ‘club promoter Michael
Alig, who's now behind bars for killing a drug
dealer and chopping up the body), then as

a keen impersonator of Martha Graham.

His drag riff on the matriarch of modern
dance, which comes to Town Hall January 20,
has been a cult sensation since its premiere in
1996. Long staged at Mother, a tiny nightclub
near Move’s home, it has lured a dazzling retinue
of guest artists including Mikhail Baryshnikov and
played before the likes of Francesco Clemente
and Julia Roberts. The show—a cabaret act with
arch monologues, clever impressions of Gra-
ham’s oeuvre, and short dances by a range of
luminaries—earned Move and coproducer Janet
Stapleton a Bessie Award in 1997.

Move’s impersonations gain further reso-.
nance because of the bitter contest over Gra-
ham’s legacy. The pioneering choreographer
left her estate, including the rights to her
dances, to her longtime associate, Ron Protas.
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Last May the board of the Martha Graham Cen-
ter for Contemporary Dance voted to remove
Protas as artistic director. The company shut
down a few weeks later, and may never per-
form again. The school, which also suspended
operations last summer, is set to reopen Tues-
day under the direction of Stuart Hodes, who
began dancing for Graham in the 1950s.
AtTown Hall, Move will stage his miniature
Phaedra. adding a chorus of women and new
sets to Graham's 1962 erotic thriller. He's also
preparing a solo based on the 1959 Episodes,
“that strange, historic collaboration™ by Graham
and George Balanchine for the New York City Bal-
let. The bill also includes solo performances by
Merce Cunningham, Mark Morris, and Mered-
ith Monk. And Sharon Kinney will give a rare ren--

AS RIVAL

dition of Paul Tavlor’s £pic. a minimalist “anti-

FACTIONS FIGHT
OVER MARTHA
GRAHAM'S LEGACY,
RICHARD MOVE
RE-CREATES THE
DIVA'S SINGULAR
MYSTIQUE

BY CHRISTOPHER
REARDON




dance” whose 1957 premiere left critics aghast.

Move's act has come under fire, chiefly
from people who've never seen it. Mostly he's
accused of cheapening Graham's artistic leg:ilcy
by plying the audience with misinformation
and playing her creative genius for laughs.

Even before the 1996 launch of *"Martha@
Mother,” lawyers for the Graham Center sent let-
ters telling Move to cease and desist. He made a
few concessions (like dropping a photo of Gra-
ham and adding a disclaimer to his promotional
materials), but the show goes on.

*I have every right to impersonate a pub-
lic figure like her,” says Move, who dwarfs his
five-foot-one alter ego by 16 inches. “And as far
as confusing the public that they’re seeing real

Graham work: You have to be very small-minded to think that's what's going on.” He takes pains
to ensure that his monologues are historically accurate, drawing on books, videos, and former
Graham dancers who call him up with anecdotes. “1 won't say, ‘Lamentation premiered in 1930°
onstage unless I've done my homework.” he says. “I'm a scholar now on the subject. | take  lot
of liberties, but it's from a point of knowledge.”
He describes his dances as "Cliffs Notes versions™ that use none of Graham’s copyrighted ma-
- terial ut evoke its essence. “She has an evening-length Clytemnestra,” he explains. “I do'a 10-minute
version where | eliminate the minor characters and just go right for the love triangle and the murders.”

The show's tone oscillates between homage and satire. *I just think those two elements are
occurring simultaneously in everything I do,” says Move. “How could it not be homage when you
invest so much time and creative energy?”

Move grew up halfway between Fredericksburg, Virginia—"America’s most historic city,” he du-
tifully drawls—and the Marine Corps base at Quantico. His father had a long career in law enforce-
ment with the federal government, but Move won't elaborate. (“I'm not allowed to say anything else,”
he says.) His mother works for a federal court, but he says he’s not at liberty to discuss that either.

A high school drama teacher, Frederick Franklin, turned him on to theater, chaperoning trips

to Washington, D.C., to study at the Folger
Shakespeare Library and see productions by
Martha Clarke, Robert Wilson, and Graham. “1
remember Martha Graham taking a bow, held
up by nearly naked beautiful men,” Move says.
“The dance was beyond my comprehension at
the time, but I understood it was mythic and
dramatic and so sexy and violent. Clearly it was
one of her Greek pieces.”

At Virginia Commonwealth University. he
majored in dance under the tutelage of Kinney,
who had danced for Taylor and Twyla Tharp.
After graduating in 1989, he worked as a go-go
dancer at Manhattan clubs like Limelight, Pal-
adin, Red Zone, and the Roxy. By day, he
danced with Mark Dendy and Karole Armitage.

“Martha@Mother™ began “out of despera-
tion,” Move says. As one of the founders and
producers of Jackie 60, a scathing cabaret that
tock on everyone from Laurie Anderson to
Tonya Harding, he was in constant need of new
material. Onc weekend in 1995 he put together
a show based on dance legends. Robert
LaFosse did Nijinsky, Maxine Sherman did
Ruth St. Denis. And Move, for the first ime, did
Martha. “I thought it was going to be too arisy
and obtuse even for our audience,” he says.

He thought wrong. As “Martha@" enters
its fifth season, he sees no shortage of interest
or material, “The booking of guest slots can go
on indefinitely.” he says. “I'm dying to get Ann
Reinking on the show, And Tommy Tune. And
with all the young and emerging artists, it's
almost limitless.”

He also has a wealth of material for his
Graham monologues and dances. “She made
at least 180 ballets,” he says. “I've done 20 of
them, maybe 25.” Still to come are adaptations
of Dark Meadow (1946), Judith (1950), and
Seraphic Dialogue (1955).

Mave continues to find favor with some of
the dancers who knew Martha best: Yuriko,
Bertram Ross, Linda Hodes, Mary Hinkson,
Matt Turney, and Stuart Hodes. “Those are
people who really know Martha,” he says.
“And they have embraced what I do by telling
me little stories or finding me videos. Stuart,
who was Martha’s partner in the 1930s, has
actually performed with us three times. To me,
that’s the ultimate satisfaction, the ultimate
scal of approval.” 1

Photos of Move as a young modern dancer may
be viewed at wwu.vitlagevoice.com.
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By WILLIAM HARRIS

ESPITE forensic evidence, the
modern-dance pioneer Martha
Graham did not die in 1991. She
» can be found performing, name
dropping and introducing guest choreogra-
phers the first Wednesday and Thursday of
most months at a club in Manhattan’s meat-
i packing district. Oh, she also grew 16 inches
iand is often mistaken for a soft-spoken,
{witty man named Richard Move.
. Martha@Mother is the event, a satiric
‘character study of Graham as artist, diva
;and publicity hound — all portrayed by the
6-foot-4-inch Mr. Move in Graham drag — as
.well as a loving tribute to modern dance and
'its practitioners. The combination of serious
dance and high camp was devised by Mr.
Move, 30, in collaboration with Janet Staple-
ton, 38, the co-managing director at Dance
Theater Workshop, New York’s premier
showcase for young choreographers. Mr.
Move and Ms. Stapleton wanted to create an
event that fused their shared love for both
contemporary choreography and the
_sweaty energy of the club scene.
i~ “I'have lived in both the dance world and
i the late-night experimental cabaret world,”
'says Mr. Move, who came to New York in
11989 after graduating from Virginia Com-
tmonwealth University with a degree in
*dance. (Back then, his last name was Win-
"berg.) He has danced with Karole Armitage,
Mark Dendy and Pooh Kaye, among others,
and created ‘‘Jackie 60,” a drag revue also
presented at the club Mother. “I have an
equal respect for the work that can be done
at 1 AM. in a nightclub and something
performed at the Joyce Theater, and I don’t
see one as superior esthetically or more
important than the other.”

With no advertising but lots of word of
mouth, and very limited seating, Martha-
@Mother, now in its third season, has be-
come a hot ticket downtown. The club, at 875

In Manhattan s

meatpaAckmrg dlsﬁrlct

a trlbute @o the prlestess

of modern dance mixes

hlgh serlousness

and hlgh camp.

Washington Street at West 14th Street, seats
only 60, with room for 25 standees. A second
show has been added on Wednesdays in
response to ticket demand. Mikhail Barysh-
nikov has attended, and so have the painters
Brice Marden and Francesco Clemente and
legendary miembers of the Graham troupe
from the halcyon 1950’s — Yuriko, Bertram
Ross, Matt Turney, Mary Hinkson and Lin-
da Hodes. Two other Graham company

- alumni, Stuart Hodes and Gus Solomons Jr.,
-have performed on the 8-by-14-foot stage.
- “One thing everyone learns once they’ve
:performed at Martha,” says Mr. Move, “is
‘how much space they’ve wasted their whole

. careers.”

;. The format is that of a variety show, with
- Mr. Move serving as M.C. for works by
{ contemporary choreographers. The evening
opens with Mr. Move and his troupe of three
“women and one man — Reid Hutchins, a

:friend since college and- Playgirl maga-

:zine’s 25th-anniversary centerfold — doing

. a takeoff of a Graham dance, often to the

“music from the film “Psycho.” The move-

‘ment is based on Graham technique and is

:performed with deadpan seriousness,

:which, along with some lip quivering and

:glaring by Mr. Move, gives the parody bite.

“I use Reid to exemplify and personify
sthe Graham hunk,” Mr. Move explains.
“The men in the troupe were painfully gor-
5 William Harris writes abovt dance, art

-and theater in Manhattan.

I
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Rz(-hard Move portrays Martha Graham and Reid Hutchins a “Graham hunk” in the deadpau parody that opens the evening of modern dance called Martha(@Mother.

geous and for the most part did very little
onstage and had no clothes on. They became
props for these fierce women who were
doing this incredible movement and were
the stars of the show.”

What follows is a cornucopia of Martha
Graham anecdotes and pontifications, deliv-
ered by Mr. Move with deliciously exagger-
ated diction, that introduce and link the
subsequent dance performances. Mi. Move
has culled his material from Graham’s
autobiography as well as the biographies
written by Agnes DeMille and Robert Tra-
cy.

““I think people are very moved by Mar-
tha’s words, because it’s very unfashionable
to be so sentimental about your art,” Mr.
Move says. “She equated art with religion.
For a lot of dance people who come to the
shows, hearing Graham’s words rekindles

their early years and memories of why they

started dancing.”

Mr. Tracy actually appeared at the No-
vember edition of Martha@Mother, giving a
slide lecture about Graham’s collaborations
with the sculptor Isamu Noguchi. The hip-
ster audience was rapt. Later the same

evening, it howled at the performance artist
John Kelly’s sly impersonation of Pina
Bausch, the moody German choreographer.
By the evening’s finale, it was gasping audi-
bly at the delicate beauty of a stick figure
manipulated by the puppeteer Basil Twist.

“I love Richard’s integrity,” says Mr.
Kelly, who was also featured on the very
first Martha@Mother program. ‘“I’m really
able to appreciate the Graham choreogra-
phy by seeing it through this lens of pathos
and irony, which is what travestie does. The
energy of the choreography on that tiny
stage adds to the pleasure. It’s time for us to
look at Graham anew, both the beauty and
the tackiness.”

Mr. Move and Ms. Stapleton initially
asked their friends in the dance world to
participate. Now, choreographers are call-
ing them for a slot. Ultimately, they invite
artists whose work they admire. The only
restriction they have imposed is that no
dance can be longer than 10 minutes. (The
rule applies to Mr. Move’s group as well.)
Choreographers are free to do as they
please — show old work or devise something
new. Tere O’Connor packed 16 of his dance

students from New York University onto the
stage. John Jasperse showed a duet from a

" dance that will have its premiere in the

spring. Every artist is paid a modest fee.

CTUALLY, the show starts at the
door. The ticket taker is a drag
king named Willy Ryder, slender
and handsome with a tough-guy

stance. Once inside, there is a bar and a
preshow video collage, compiled by Charles
Atlas, featuring historical dance footage,
numbers from movie musicals and any film
clips in which the name Martha is men-
tioned, or screamed, as it is in ‘“Who’s
Afraid of Virginia Woolf.” “We wanted to
bring a whole environment to the event and
not just create a dance showcase,” Ms.
Stapleton says.

There was one rocky moment. Back in
November 1996, five days before the first
Martha@Mother, Ms. Stapleton and Mr.
Move received hand-delivered letters from
lawyers representing the Graham estate,
basically asking them to cease and desist.
The two had used a photograph of Graham
on their flyer, an image given to them by the

photographer. Now Mr. Move and his danc-
ers appear on the flyers. “We took the letter
very seriously,” Ms. Stapleton says, ‘“‘and
also answered it immediately, assuring
them that nobody was performing copy-
righted works of Martha Graham. They
asked for a few other things, which we were
willing to do, including a disclaimer.” The
disclaimer, visible on the program and fly-
er, reads: “This event is in no way connect-
ed to or sponsored by “The Martha Graham
Entities.” ” There has been no correspond-
ence from the estate since.

The next Martha@Mother is Jan. 6 and 7.
Appearing on the program will be the mid-
career choreographers Molissa Fenley and
Lance Gries, as well as José Navas (who is
flying in from Montreal), Hope Clark (best
known as a dancer in Elizabeth Strebs’s
company), Sandra Kaufman (a newcomer)
and Murray Louis, now 72 and the artistic
director of the Murray Louis and Nikolais
Dance Company. ‘“‘Martha and Murray will
sit on the stage and reminisce,” Mr. Move
says, smiling. He pauses, then adds, “I love
dance, but I’'m also happy to trash it.” O



