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" errand into the fzze is one of those rare pieces, virtually

a solo though with anocther pesrson involved, which scmencw

give the impreésion of a totally complete work. Even in

Le Spectre de 1la A03e and Le Jeune Homme et la Maort, the two

most notable classical sxamples of this category, bath
charscters in each case meet an an equal lsvel, but in
errand the Ariadne part is geverything while the Minotaur
figure is little mor= than a presence, aslbeit & vitally
important BGreESENCE. In the Ariacdne part, Grahem ran the
gamut af all the things she is and stands ftor, and although
Jechn Fercival writes about the dancing later, I must s&Yy
something abcut Satsheva's Rina Scherfeald bscause it is
uncn the performance in the Arisdne role that thz entire

uoTk restse.

This was a perfesct exzmple cf houw another artist can ta
gvuser 3 rcle znd while sticking closely to every essenti
in the part's constructicn, can make it seem sometning
ttsrly porscnal eng, I would say, as valid as when-it
was done by the first and great crestcr. This did not
come from the fact that Schenfeld is & young ana heautiful
girl, possibly neAarsr to the age group we imagine for
ariadne, because the part is sgeless. Although the work
cn the surface ccricerns Ariacne ancd the Cretan Minoteur,
the over-riding theme is of woman's ccnguest of fear,
possibly sexual fear, and how by entering a mental land-
scape 'like the maze of her own heart!' she can follow

the threzad which leads to her eventual fresdom with the
cverthrow of that hidden fear symboliszad by the Mminotaur.
Schenfeld's triumph was that she managed to hold the stage

with the undesrstatement of surging emctiuns.

The solidarity of fear is emphasisasd by tha fact that the
Minctaur, powsrful and impassively played by Mgshe EFréti,
has to move through all his living moiments with his arms

pinioned by a hugh bone uhich givas che total silhouestte &

-



certain menace. Althoughk this is a work for two people
thereois /@ third elamant which seems an integral part of. the
wholg - Noguchi's setting. His phallic verticals which forr
entrance to' thae teritory into which Ariacne moves, ana around
which she uigps the all-important almost umbiliczl cord, his
menacing Miro-esous silhouetts forms in the Jistance, all
this together with sensitive lighting crezte the terrain

for this dsrk journey intc the mind.

Jealausy is the burning fzcter in Cave cof the Heart, the

third of fraham's wcrks tic oe mounted on the B8atsiisva company.
flthouch it comes from ajrproximestely the same period as

Errand into the f(iaze, cre=ted a yesr after in 1947, it brings

a2 far mcre narrative apprczch to the Medza l=gend, a fact
emphasised by the use of 2 Chorus (Schenfeld again) who
virtually dominztes the wori I think, though, that thes

balzncz betwezn this 2nd the Medea rcle alters according to

<

whe plays them, Althcugh I never szw Graham's Medea, I
did s=e Helen Mcfehes whcse dancing, burning up with hatreg,
rtainly deminatsd the work. With Satsheva, the Chorus,
telling the tale as well 2s intarceding in an zttempt to
halt the flow of sinistzr svents, dcminstes Medea (Rena

Gluck) as she resvesnges herself on the embitiogus Jason
(Efrati) after he had forsaken her and their children in
ords=r to marry the Frincesss of Corinth (Galya Gat) whose

death was caused by a2 pciscned croun.

Cave of the Heart is a microcosm cof the way in which,

with the greatsst eccnomy, Rraham can tell in movement
a tale of dark desds in high places - scmething she was
ta develap and elzborate in her later and possibly greatest

work, Clytemnestra. The most heartening thing about all

three G(raham revivals was that, groviding a company is éas

good as the Batsheva now is, many of Graham's works can be,

kept alive for posterity.”



