Writingon the Left:The RemarkableCareer of Edna Ocko
LynnGarafola
I firstmet EdnaOckoin the early 1980s.She was my mother-in-law's
best friendfromcollege days,someonewho wroteaboutdancein the 1930sandtooka dimview of criticssince.
My husbandwas a littlein awe of Edna,andthe firsttime she cameto the house,I was told
to cookanextrapoundof pastabecauseEdnawascoming.Tomy amazement,she was almost
as tiny as my grandmother.
Wehada lot of pastaleft over.
EdnaOcko,or EdnaMeyers,as we knewher,was a formidablewoman.She hadbeen a
mae at hearta membero
andremained
ths
communistin the 1930s
Party,bondedby decadesof
of heryouth.She was punchyandarticulate,with strong
friendshipto the comrades-in-arms
that
neverwaveredeven when she was namedas a comand
convictions
opinions political
ActivitiesCommitteein 1953.She
munistby JeromeRobbinsbeforetheHouseUn-American
could
was also a first-ratedancecriticwho knewthe differencebetweenartandpropaganda,
frombad,andwrotewith verve.She was a crackeditor,with a nose
tell good choreography
for a story, who understoodintuitively how to balance differentvoices and views: unsurprisingly, her best days as a dance journalistcoincided with the PopularFront, which embraced

liberalsand leftistsalike.Finally,she was an intellectual,curious,well read,stimulatedby
ideas,who countedevenballetomaneslike LincolnKirsteinamonghercolleagues.

In 1993 I did a public interview with Edna for the Society of Dance History Scholarsconference "Of, By, and For the People." She was eighty-five and nervous about appearingin
public, so to allay her fears and also to familiarizemyself with her life, I had two lengthy conversationswith her at her home abouttwo weeks priorto the conference.The conferenceinterview was never taped. Luckily, I had the presence of mind to tape these preliminaryconversations. What follows is largely based on this material.
Edna Ocko was born in New York City in 1908. Her father was a cigarmaker,an ardent
left-winger, and an activist in one of the era's most progressive unions. She grew up in
Harlem, where many immigrantJews then lived. Her first contact with dance came when a
friend of the family took her to a recital by IsadoraDuncan, probablyduringWorldWarI:
I was a little girl, and I was immediatelytaken by the music, which was very
exciting to me, and, of course, I was takenby the flow of the dance. Thatwas
my first introductionto dance.
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Music was Edna's entry into the dance field. While still a student at Lydia Wadleigh High
School, she began to play for Sophie Berensohnand MathildaNaaman,pupils of Bird Larson.
She took her pay in the form of dance classes. She "studied everything," except ballet.
"Dancersliked me to be their accompanistbecause I understoodthe movements, so I could
make up music thatwould be appropriatefor the movement, and then I could get free lessons."
Edna entered HunterCollege in 1925. She majoredin English, joined poetry and music
societies, and discovered Marx.
The left-wing was proselytizing. I remember they said why don't you
read...7he CommunistManifesto?...So I went to the 42nd Street library...I
read it and I cried. I remembercrying in the reading room; it was the most
beautiful thing I had ever read...So that's how I got involved.
In 1929 Ocko graduatedfrom Hunter with honors. She received a substitute teacher's
license, and from 1930 to 1935 taught English in New York City high schools-a good job
in those terribleyears of the Depression. She continuedto write and to play for dance classes.
Then, in 1931, she began studying with Hanya Holm at the newly opened Mary Wigman
school. She had a scholarshipand no longer had to barterher services as an accompanist.She
could be "serious"about dancing, and the experience gave new direction to her life. At the
Wigman school she found students who sharedher political sympathies, and with them she
founded the New Dance Groupin February1932.
Their slogan was "The Dance is a Weapon,"their goal to bring modem dance to the
masses. Theirfirst headquarterswas a donatedroom in the CentralOperaHouse (Anyon 1933,
4), and it was here that Edna, as a member of the group's Dance and Editorial Committees
(Anyon 1933, 12), found her true calling.' "Basically,I was an organizer,"she told me. The
New Dance Groupgrew by leaps and bounds. Office workers,school teachers,shop workers,
housewives, and college studentspouredinto the organization,and within six months a "lay"
group was formed.Meanwhile, working-classorganizationsin the "hinterlands"of Brooklyn,
the Bronx, andHarlemkept up a continuousdemandfor performancesat union halls andpolitical rallies (Delman 1944, 8; Ocko 1934b, 29).
Teachingwas a majoractivity. "Lessons for ten cents an hour,with a political discussion
thrown in gratis,"was how Edna later describedthe Group's classes (Ocko n.d., 1). Classes
consisted of three hour-long sessions: one hour for technique, one for creative work on subject matter suggested by the Group's "EducationalCommittee,"and one for a meeting that
included "discussionof technical and political problems"(Ocko 1934b, 28). Intermediateand
advanced studentswere eligible to join one of several performinggroups, and anyone could
propose an idea for a projectto the Dance Committee.Leadershipwas collective. "Thereis no
one dance choreographer,or director,"Edna told readers of New Theatre in 1934 (Ocko
1934b, 28). The Group sponsoredsocial activities, including membershipmeetings with folk
dancing, and lectures on subjects like the origin of the revolutionarydance, and even a children's section (Delman 1944, 8; Anyon 1933, 5). Any techniquewas acceptable."Withinsix
months we began to teach tap dancing and ballet. Anna Sokolow starteda group and taught
Grahamtechnique.Then we had someone.. .teaching Duncan....We taughtwhatevera teacher
was willing to teach."The Group also sent teachers out to trade unions. "It was part of our
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has a rightto
beliefs,"saidEdna,"thatthe masseshave a rightto culture,thatthe proletariat
the bestof culture,andwe thoughtwe werethebest of culture."
Withthefoundingof theWorkersDanceLeaguelatein 1932,theradicaldancemovement
structure.Earlymembersof the Leagueincludedthe New Dance
acquiredan organizational
Harlem
Dance
Group,
Group,and Red Dancers,severalunion-sponsored
groups,groups
sponsoredby recreationalorganizations(NatureFriendsDance Group),and youth groups
(JuniorRedDancersandAmericanYouthFederationDanceGroup)(Gordon1933,6). Later
membersincludedthe New DuncanGroupandthe ModemNegroDanceGroup,foundedby
(Gordon1933, 15),
HemsleyWinfield.In 1933the Leaguesponsoreda NationalSpartakiad
the firstof severaleventsthatsignaledits emergenceas an influentialNew Yorkpresenterof
modemdance.By 1935,withsomefifty groupsoutsideNew Yorkaffiliatedwiththe League
(now renamedthe New DanceLeague),"theworkers'dancemovementof New York,"as
Ednawrotein New Theatre,"[hadbecome]a nationalmovement."
Approximatelya half million people attendeddance recitalsin the year
1934-1935. Of these, more than ninetyper cent came to see New Dance
or the New DanceLeaguewentto them....Whenone
Leagueperformances,
remembersthatthe modemdancehas had, of all the arts,the most limited
appeal,andthereforethe mostindifferentaudience,thesefactstakeon even
moresignificance.(Sellars1935,7)
Ednawasin thethickof it. "Iorganizeda greatmanythings.I organizedorganizations....
The WorkersDanceLeague,the New DanceLeague-I was behindthem."She was full of
ideas.Onewas fora 1935concertcalled"Menin TheDance"thatwas sponsoredby theNew
DanceLeagueandthe magazineNew Theatre,of whichshe was the danceeditor."Wewere
reallyinterestedin men,"a pointborneoutby thefactthattheNew DanceGroupearlyon had
a men'ssection(Ocko1934b,28). "And...thereweremenin the dance.WehadJoseLimon,
Charles Weidman and his group, Paul Draper, Bill [William] Dollar, Roger Pryor
Muchto Edna'ssurprisethe two perDodge....[W]ithdancerslike that,we hada program."
formancessold out in the first couple of days. "It took me a long time to figure out
why....Backthen,we wereveryinnocentabouthomosexuality."
The numberswere phenomenal.In December 1935, for a recital to benefit the
LaborDefense, "CarnegieHall was packedto the rafters"(Skrip1935b, 5).
International
Earlierin the year,for a programof groupandsolo dancespresentedby theWorkersDance
Leagueat the CenterTheatrefor the benefitof TheDaily Worker,"standingroomwas sold
out for the firsttimein thehistoryof RadioCity"(Skrip1935a,5). No wonderRalphTaylor,
in reviewingthe "Menin the Dance"concertfor Louis Horst'sDance Observer,felt com"The'New'DanceLeague,"he wrote,"is
pelledto denouncetheLeague's"totalbankruptcy."
which
welcomes
concert
a
commercial
but
anyoneandeveryoneproviding
agency
nothing
and
their
contribute
to
are
talent,time, energy-gratis-to helpgarnertheshekels
they willing
for a 'programagainstWar,FascismandCensorship"'(Taylor1935,64). In fact,the revolutionarydancemovementrepresenteda challengeto the hegemonyof moderndanceas this
was exemplifiedby theBenningtonSchoolof theDance,withits relativelyprivilegedstudent
bodyof college girlsfromMiddleAmericaandphysicaleducationteachers.The dancecom-
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munitythatEdnahelpedpropelinto being was heavilyJewish,with roots in New York's
theater,music,andartcommunities.
immigrantghettosandties to its avant-garde
Communists
ranfor
Inthe 1930stheCommunist
was
not
a clandestineorganization.
Party
office and were sometimeselected.Beginningin 1935, when the Partyline shiftedto the
to makecommoncausewithliberals.ThechangPopularFront,communistswereencouraged
of the DanceLeaguereflectsthis politicalshift, as did the emphasison
ing nomenclature
line of the early1930s.
the proletarian
antifascism,whichlargelysupplanted
The left, Edna explains, was "a force" in the dance field "becauseit broughta receptive,

enthusiasticaudienceto a danceworldthatwas prettyeffeteandclosedin on itself."
At thistimetherewas a big upsurgein the arts,andit was mainlyconnected
withthe fact thattherewas an audiencefor the artsthathadn'thadaccessto
them.This audiencewouldn'tgo to the GuildTheatre,for instance,to see a
dancerecitalby MarthaGraham,butif we gavea concertat theHippodrome,
they came. Not only becausewe offereda broadspectrumof dancers,but
becauseit was not expensive.The audiencenarroweddownwhenit became
expensive;theycouldn'taffordit.
Earlyon, Ednarealizedthatherusefulnessto the dancefield lay in activitiesotherthan
Herworkas anorganizerwasanacknowledgment
of this,as wasthewritingand
performance.
A selectionof heressays
the
that
became
as
decade
advanced.
editing
increasinglyimportant
andreviews,editedby StaceyPrickett,was publishedin 1994(Prickett1994),butthisis only
the tip of the iceberg.Ednawas a prolificwriter,publishingin boththe left-wingandmainstreampress,and she wroteundera half-dozennames-Edna Poe, Skrip,ElizabethSkrip,
MarionSellars,Eve Stebbins,FrancesSteuben.Even EdnaOcko, her maidenname,was
somethingof a pseudonym,since in privatelife she used her marriedname,EdnaMeyers.
filmmakerSidneyMeyersin
(She had marriedthe musician,film critic,and documentary
"I
1930.) What accountedfor the multipleidentities? really think...I adopteddifferent
names...sothatI couldgo to the samerecitalmorethanonce."Anotherreason,surely,must
If Ednawas a mover-andhave been the problemof wearingso manyhats simultaneously.
shakerof the revolutionarydance movement, someone who made it happen, she was also its
critic and public advocate. Editorswere happy to look the other way. "[T]herewas very little
competition.I was literate;I was...able to talk a good line, and I was one of the few people
who really knew the dance field."
Her writing was remarkablyfree of cant, and she was very clear about her loyalties:

My responsibilityto the dancefield was to makesurethatthe people who
read...whatevermagazineI was writingfor developeda pointof view that
would be catholic, in the sense of being able to accept dances, if they were
good, no matterwhat their content was....I was not unscrupulouslypartisan.
I was more interestedin good dancing. I felt that the proletariatdeserved the
best....We were radicalin the sense that we believed that change had to take
place, that it shouldn'tbe commercialbut had to be artistic....We were gen-

erous,I think,towardthebaddancersin the field, if theyhadthe rightideas,
butwe neverpraisedthemonly for therightideas.
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As a critic, Edna could be tough. Reviewing a WorkersDance League concert in 1934,
she praised the organizationfor its "ability to appeal not only to thousands of workers and
intellectuals, but actually to invoke continued encouragementand praise from bourgeois as
well as proletariancritics."But she criticized the League for "expos[ing] itself to attackfrom
all quartersif, either throughlack of artisticforces or lack of self-imposed discipline, it permits a recital of the calibre of the first appearanceof revolutionarydance groups this season....The recital was not only ill-advised artistically,but unfortunatefrom the technical end
as well"(Skrip 1934, 5).
Because she knew the field inside out, she knew that only a minorityof the revolutionary
dance groups were professional:
Groups like Edith Segal's Red Dancers were agit-prop groups. They were
dancing because they liked to dance, but they were not professional dancers,
whereas people in...the New Dance Groupwere all studying dancing someplace else-with Hanya Holm...or Martha Graham...[or] the HumphreyWeidmangroup. These were the more professional dancers; the dancers in
Nature Friends and a lot of other groups studied dancing only with
us.... [T]hroughoutthe countrythere was the same split between amateurand
more professionalgroups.
Edna often alluded to this split in her reviews. "As it now stands,"she wrote in 1935,
only two groups,the New Dance Group,and the TheatreUnion Dance Group,
are creating dances that rightfully belong on the concert stage. The Red
Dancers and the Nature Friends, while they are to be commended for their
sincere efforts, are not only unsuitedtechnically for recitalwork, but as a matter of fact are creating,not concertdances, but a commendablevarietyof agitprop dance... .On the concertplatform,...where...a large partof the audience
is composed of intellectualand bourgeoiselements, these dances have neither
subtlety of theme, nor richness of form to commend them, and the more
developed dance audience finds these dances both crude and wearisome.
(Ocko 1935, 25)
Edith Segal was Edna's bete noire. "I never publicly trouncedEdith Segal," she told me, "but
I knew she wasn't a good dancer;she was an agit-propperson."In fact, Edna was always critical of Segal. Of Black and White,one of Segal's most populardances, Edna wrote:
Put any negro and white performeron the stage, show them strugglingunder
similar conditions, show their initial enmity and their final heroic handclasp
and fist salute, and you have ideal conditions for applause.Black and White,
by the Red Dancers, recreatesa slogan in pantomimicmovement, but surely
no one can claim for it an imaginativeor original approachto the negro question, despite the fact that it evokes lusty applause.(Ocko 1935, 25)2
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However much Edna applaudedthe sentiments,good propagandawas not automaticallygood
art.3

Still, she felt that the "infusion of revolutionaryideology" into modem dance was salutary.Unlike MarthaGraham4and other modem dancersof the early 1930s, the revolutionary
dancers did not shy away from depicting the world aroundthem. Ratherthey embraced it,
finding in the turbulenceand cruelty of contemporarylife both a ready source of materialand
a new expressive content. Revolutionaryideology also prompted"valuableexperimentation
in form" (Skrip 1935a, 5). The use of improvisation as a choreographic tool was
widespread.Music was abjured.Many dances were set to poems or had verbal accompaniment, a practice that anticipatedby several years MarthaGraham'sinnovative use of text in
AmericanDocument.
In 1934 Edna became the dance editor of New Theatre,a left-wing monthly devoted to
theater,dance, music, and film. She did some of her best writing for New Theatre,and built
the dance pages into one of the magazine's liveliest sections and a force in the dance world.
She had a stable of writers, including Edith Segal, Blanche Evan, Paul Love, and Mignon
Verne,a founderof the New Duncan Dancers.
I couldn't disown the bad dancers, and I couldn't praise them. But if they
wrote aboutother dancersor if they wrote aboutthemselves, they would have
articles in New Theatre....Remember,people are very eager to put forward
their point of view. So if they were asked to write about themselves-even if
they had to do it for nothing, as they all did-they jumped at the chance.
MarthaGrahamand Doris Humphreywere among the many dancersand choreographers
who contributedto New Theatre."I asked them to talk aboutdancing.They didn'thave to talk
aboutthe revolution."There were articles aboutwage scales for dancers(Mitchell 1937), men
in the dance (Friedmanand Lansky 1934), music for the dance (Siegmeister 1935), revolutionarydance forms (Ignatin 1935), and a surprisinglylarge numberof articles aboutballetabout Massine by Irving Deakin (1936), the Fokine ballets by Blanche Evan (1935),
Nijinsky's tragedy by Lydia Nadejina (1934), and any number of articles by Edna's most
gifted "discovery"-Lincoln Kirstein.5
She didn't rememberwhen or how they met, but by October 1934 he was writing for her.
His first article was "RevolutionaryBallet Forms,"in which he assertedthat "the destruction
of the proscenium arch...the use of negroes in conjunctionwith white dancers, the replacement of an audienceof snobs by a wide popularsupportare all partof Balanchine'sarticulate
program"(Kirstein 1934)-a measure of how close Kirstein had drawn to the left. Other
essays followed--"The Dance as Theatre"(1936a; in which he defended ballet against modem dance), "JamesCagney"(1935b; in which he called the Hollywood tough "thebest young
male actor in America"),"A Museum of Ballet" (1935a; in which he criticized the de Basil
Ballet Russe for failing to offer the "freshand creative experience"of the old Diaghilev company), and "Dancingin Films" (1936b; in which he concludedthat "Thecameraas an eye for
dancingis as yet more unstudiedthanmisunderstood").These were not casual pieces of work,
but articulatedideas that reappearedin Kirstein'swork for decades.
For all their differencesEdna and "Lincoln,"as she always called him, had certainthings
in common. Both were young, and they were advocates, eager to get their ideas across to the

58

Dance Research Journal 34/1 (Summer2002)

public.They werealso intellectuals.Theyreadbooksandthoughtaboutthem.Ednahad an
"encyclopedicknowledgeof.. .dance,past and present,"wroteNew TheatreeditorHerbert
Kline (1985, 199) in a memoir.Klinemay have foundthis daunting,but how it musthave
appealedto Kirstein.Likeotherleft-wingintellectualsof thetime,she readHoundandHorn,
which he had founded, "becauseit had things to say aboutthe arts [a]nd was.. .left of center."

In November1936anunsignednoticein New Theatreannouncedthatcontraryto rumorsand
even "positivestatementsto the effect,"it was notplanningto "sponsora dancemagazine."
in scope,to
Thereis a definiteandcryingneedfor a magazine,international
withtheatreandfilm.Such
dealwithall phasesof theart,andits interrelation
a magazine,to includetranslations
andreprintsof hithertounavailablematerial,historicalandanalyticalarticles,illustrativematerialrangingfromaction
to stagedesignsfor theatredances,creativematerialincluding
photographs
rather
librettiandscriptsof varioussorts-in short,a periodicalof permanent,
de la
thantopicalinterest,modeledperhapsaftertheArchivesInternationales
Danse.("DanceQuarterly"
1936)
andIrvingDeakin,LincolnKirstein,PaulLove,Paul
Themagazinewasto be a quarterly,
were
mentioned
as beingmembersof the tentativeeditorialboard.
and
Edna
Ocko
Magriel,
Forthe momentnothingcameof theirplans.The followingyearNew Theatrefolded,andin
1938, after a visit to the Soviet Union, Ednabecamethe editor-in-chiefof TAC,an arts
monthlypublishedby the TheatreArtsCommittee.Whenthis ceasedpublicationin August
1940, Ednaprettymuchretiredfrom the dancefield. But in 1942 the magazinethat she,
Kirstein,andthe othershaddreamedof foundingcameto fruitionwithDanceIndex.Except
thatnow,withEdnagone andthe firstroundof anti-Communist
hearingsunderway,thepolexist
undertheunofficialauswould
Dance
Index
vanished.
with
its
associated
itics
gestation
pices of the Museumof Moder Art.
was deciEdnakepta low profilein the late 1940sandearly1950s,whenMcCarthyism
6
mating the left. By 1953, when she was publicly named before HUAC by Jerome Robbins,

she had been doingpublicrelationsworkfor the AlbertEinsteinCollege of Medicineand
institutionsfora decade.Shereturnedto schoolin 1957,earnandcharitable
othereducational
in
remedial
a
master's
reading,a doctoratein counseling,andherNew YorkState
degree
ing
was a
certificationas a psychologist.She remainedan intellectualof theleft. Herdissertation
Negro boys," and she workedfor more thantwentyyears at the
studyof "disadvantaged
NorthsideCenterin Harlem,firstas a readingspecialist,thenas chiefpsychologist.Shetaught
at City College from 1967 to 1980.7
Edna mellowed with age. "Youknow, I separatedmy political leanings from my aesthetic
feelings," she told me. "If they dancedwell, if they did somethingthat was expressive, I liked
them, regardless of whether they were politicalized or not." But she added, "they became
political."Edna never lost her punch.
Notes
Recitalprogram(p. 12) Ocko-as EdnaPoe, one
1. In the New DanceGroupFirstAnniversary
of her many pseudonyms-is listed as a memberof both the Dance Committeeand the
EditorialCommittee.
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2.

From the startAfrican-Americanstudentswere welcomed at the New Dance League, according to Edna. However, they were a "minority."'There was really no prejudice....The thinking
aroundthe Communist Party was very importantfor all of us who grew up wanting to be
decent humanbeings."

3.

Edna was even more critical of Segal's TomMooney, a solo "whose use of a poem was oversimplificationto a point of crudity"(Ocko 1934c, 30). This was a review of a WorkersDance
League recital of seven artists in revolutionarydance solos, presentedunder the auspices of
New Theatre, at the Civic RepertoryTheatre on November 25, 1934. For a more judicious
appraisalof Segal's work, see Ellen Graff (1997, chap.2). For a charmingmemoir of Segal in
the early 1980s, see Jowitt (1985).

4.

On Graham'seschewal of the contemporary,see Ocko (1934a, 7).

5.

In October 1935 and in November 1936 Sol Hurok took full-page advertisementsin New
Theatrefor the Ballet Russe de Monte Carlo,a measureof how importanthe regardedthe magazine's readership.

6.

For a transcriptof Robbins's testimony, see Bentley (1971, 625-634). For a discussion of this
episode in Robbin's life, see Lawrence (2001, 199-211).

7.

Most of this biographicalinformationcomes from Edna's resume dated September1980.

WorksCited
Anyon, Nell [pseud. of Nadia Chilkovsky]. 1933. "Whatis the New Dance Group?"In New Dance
GroupFirst AnniversaryRecital program,March26.
Bentley, Eric, ed. 1971. ThirtyYearsof Treason:Excerptsfrom Hearings before the House Committee
on Un-AmericanActivities, 1938-1968. New York:Viking.
"A Dance Quarterly?"1936. New Theatre.(November):28.
Deakin, Irving. 1936. "Massine."New Theatre(November):27-28.
Delman, Judith. 1944. "TheNew Dance Group."Dance Observer(January).
Evan, Blanche. 1935. "The Fokine Ballets." New Theatre.(September):26.
Friedman,Ezra and Irving Lansky. 1934. "Men in the Moder Dance." New Theatre(June):21.
Gordon, Midi. 1933. "The WorkersDance League." In New Dance Group First AnniversaryRecital
program,March 26.
Graff,Ellen. 1997. SteppingLeft:Dance and Politics in New YorkCity, 1928-1942. Durham,NC: Duke
University Press.
Ignatin,Irving. 1935. "'Revolutionary'Dance Forms."New Theatre(December): 28-29.
Jowitt, Deborah. 1985. "A Lifetime of Art on the Left" [Village Voice,July 6, 1982], 267-272. In The
Dance in Mind: Profiles and Reviews 1976-83. Boston: David Godine.
Kirstein,Lincoln. 1934. "RevolutionaryBallet Forms."New Theatre(October):14.
. 1935a. "The Dance as Theatre."New Theatre(May): 20-22.
. [underthe pseud. ForrestClark]. 1935b. "JamesCagney."New Theatre(December): 14.
. 1936a. "A Museum of Ballet." New Theatre.(June):20-21ff.
. 1936b. "Dancingin Films." New Theatre(September):11-13.

60

Dance ResearchJournal 34/1 (Summer2002)

Kline, Herbert, ed. and commentary. 1985. New Theatre and Film 1934 to 1937: An Anthology.
Forewordby ArthurKnight. San Diego: CA: HarcourtBrace Jovanovich.
Lawrence,Greg. 2001. Dance with Demons: The Life of JeromeRobbins. New York:Putnam.
Mitchell, Louise. 1937. "WageScales for Dancers."New Theatreand Film (April): 32-33ff.
Nadejina,Lydia. 1934. "Nijinsky'sTragedy."New Theatre(September):27.
Ocko, Edna.n.d. "Of Leotardsand Lenin."Unpublishedmanuscript.Collection of Edna Ocko Meyers.
.1934a. "WhitherMarthaGraham?"New Theatre(April).
. 1934b. "The New Dance Group."New Theatre(November).
.1934c. 'The Dance."New Masses (December4).
. 1935. "The Dance League Recital" [review of WorkersDance League concert, Town Hall,
December 23, 1934]. New Theatre(February).
Prickett,Stacey, sel. and intro. 1994. "Reviewing on the Left: The Dance Criticism of Edna Ocko." In
Of, By, and For the People: Dancing on the Left in the 1930s. Edited by Lynn Garafola,65-103.
Studies in Dance History 5, no. 1 (Spring).
Sellars, Marion [pseud. of Edna Ocko]. 1935. "The RevolutionaryDance Achieves a Mass Audience."
Daily Worker(December 12).
Siegmeister,Elie. 1935. "Music for the Dance."New Theatre(October):10-1 ff.
Skrip, Elizabeth [pseud. of Edna Ocko]. 1934. "Worldof the Dance: WorkersDance League in Group
Recital."Daily Worker(December 27).
. 1935a. "World of the Dance: Outstanding Program by Dance League." Daily Worker
(February20).
.1935b. " Dance: A Notable Recital."Daily Worker(December 19).
T[aylor], R[alph]. 1935. "Men in the Dance." Dance Observer(Summer).

34/1 (Summer2002) Dance Research Journal

61

