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Editorial 

Dance in Canada Magazine has 
taken on a new look with this 
issue! It's less formal, easier 
to read and altogether more 
in keeping with the lively ap
proach of our contributors. 
Magazines have a personality 
of their own. They are organic. 
They grow. We've grown; not 
just in the number of our sub
scribers (double the figl\re 
four years ago) but in the 
way we look at dance across 
Canada. Our goal is to treat 
dance and dancers with the 
seriousness both deserve but 
to do so in a way that is lively, 
incisive, critically mature and 
easily accessible to the general 
reader as well as the seasoned 
dance buff. 

That's why we've adopted 
a new look. It's a bold way of 
saying that Dance in Canada 
Magazine is serious about 
dance - but not stuffy about 
it. We want everybody to feel 
they can share in what Can
ada's dance community has 
to offer. And that leads to 
another important item. Bi
lingualism. 

We would like to be able 
to present all our material in 
both official languages all the 
time but the logistical and fi
nancial implications are at pre
sent insuperable. So, we have 

a policy whereby articles are 
published in their official lan
guage of origin. Now, we've 
gone a small step further. Each 
feature article will be preceded 
by a concise summary of its 
contents in the alternate offic
ial language. It may help some 
of our readers decide whether 
they want to labour with a 
dictionary or get a fluentl y 
bi-lingual friend to translate 
an item for them. It's an im
perfect situation, we admit, 
but it's more than a token ges
ture. It's part of our ultimate 
goal to be as accessible as pos
sible. 
· And, finally, all our readers 

can enjoy photographs. They 
are created in a universal lan
guage so we are trying to bring 
you more and better photo
graphs. In fact, we 've opened 
our very own 'Photo-Gallery' 
where, each issue, you '11 be 
able to enjoy the work of a 
distinguished Canadian dance 
photographer. 

We hope these changes will 
make Dance in Canada Maga
zine an even more important 
and pleasurable part of your 
essential reading list. 

A partir de maintenant, la 
revue Danse au Canada prend 
une nouvelle 'forme'. Elle est 
moins officielle, plus facile a 
lire et plus pres de ses collabo
rateurs. Les revues ont une 
personnalite qui leur est pro
pre. Elles sont vivantes, elles 
croissent. Nous avons grandi. 
Notre objectif est maintenant 
de traiter !es danseurs et la 
danse avec le serieux qui leur 
est du, et de la faire de fa~on 
vivante, perspicace, d'un oeil 
critique. Nous nous voulons 
accessibles aussi bien aux lec
teurs en general qu'aux mor
dus de la danse. Voila pour
quoi nous adoptons cette 
nouvelle attitude. C'est une 
fa~on audacieuse de dire que 
Danse au Canada se veut 
serieuse sans etre ennuyante. 
Nous voulons que tout la 
monde puisse participer aux 
evenements de la danse au 
Canada. 

Ceci nous amene a un autre 
point tres important. Le Bi
linguisme. Nous aimerions 
pouvoir presenter tout notre 
materiel dans !es deux langues 
officielles, mais les implica
tions logiques et financieres 
sont actuellement insurmon
tables. Notre politique etant 
de publier les articles dans 

leur langue d'origine, nous 
avons maintenant fait un petit 
pas en avant; chaque -article 
sera precede d'un precis redige 
soit en anglais ou en fran~ais 
selon la langue de !'article, 
Ceci pourrait influencer la de
cision de nos lecteurs a savoir 
s'ils desirent travailler avec 
leur dictionnaire ou demander 
a un ami bilingue de leur 
traduire !'article. Nous admet
tons qu 'ii s'agit la d'une situa
tion imparfaite mais c'est tout 
de meme plus qu'un geste 
symbolique. Le fait d'etre ac
cessible a tous est un de nos 
objectifs fondamentaux. 

De plus, nos lecteurs pour
ront enfin apprecier Jes photo
graphies. Nous nous effor~ons 
de publier une revue ou les 
photographies, con~ues dans 
un language universe!, seront 
plus nombreuses et de meil
leure qualite. Nous avons en 
effet ouvert notre 'Gallerie
Photo' qui vous permettra, a 
partir de maintenant, d'admir
er le travail des photographes 
canadiens de la danse. Nous 
esperons que ces changements 
feront de Danse au Canada 
une revue importante et agre
able qui viendra s'ajouter a la 
liste de vos lectures. 

Behind every 
successful dancer stands a 
teacher with fresh ideas. 

The National Ballet School 
Annual Teachers' Course, June 17 to 26, 1981. 

An intensive 10 day refresher seminar. Application Deadline June 4, 1981. 

For information contact the Registrar, The National Ballet School, 
105 Maitland Street. Toronto, Ontario M4Y 1E4'. Telephone: (416) 964-3780. 
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Hilary McLaughlin 

Theatre Ballet of 
Canada: A Second Generation 
Dance Venture-A Test for 
Lawrence Gradus 
Il ya un an, Ballet-Theatre voyait le jour 
alors que Lawrence Gradus acceptait de 
devenir le directeur artistique de cette 
compagnie auparavant connue sous le 
nom de Ballet Ys. Au meme moment, 
cette derniere faisait part de ses inten
tions de quitter Toronto pour alter s'in
staller a Ottawa. 

La compagnie Entre-Six fondee a 
Montreal par Gradus et sa femme, 
Jacqueline Lemieux, souffrait de difficul
tes financieres et de problemes de gestion. 
La mart de Jacqueline Lemieux en 1979 
deprivait la compagnie de son soutien 
vital. Ballet-Theatre s'installait par la 
suite dans ses studios a Ottawa. Apres 
leur debut au Centre National des Arts, 
its entreprendront une tournee durant 
le prochaine saison. La compagnie com
prend normalement huit danseurs, mais 
grace a un programme d'echange culture/, 
deux danseurs de Pekin se sont joints 
temporairement a la compagnie. 

If Lawrence Gradus, choreographer and 
artistic director, suffered any anxieties 
over the demise last year of his Montreal 
company, Entre-Six, his worries seem, -
at least for the present, to be over. 

By fortuitous circumstance, Entre
Six suffered its death rattles, largely 
owing to the vacuum in administration 
left by the tragic death of Gradus' wife, 
Jacqueline Lemieux, at the same time as 
Toronto's Ballet Ys was about to lose its 
artistic director, Gloria Grant. Ballet Ys 
had not prepared for any change of com
mand in the creative stream; Grant had 
been its founder and artistic force. With
out her there was an ably-run shell with 
no sound of the sea. 

The marriage was inspired, and per
haps also a symbol of the coming-of
age of dance in Canada. Celia Franca, 
almost 30 years after founding the Na
tional Ballet of Canada, was a consultant 
to Ballet Ys and a friend and supporter 
of Larry Gradus. She saw the fruitful 
combination of talents here, in the 

Joel Simkin and Fabyenne Gosselin in Symetrie Inquietante 

second generation of major professional 
dance ventures in Canada. Last spring, 
Ballet Ys announced that it had sought 
and received the services of Larry Grad us, 
that the existing Ballet Ys board would 
be augmented, that Theatre Ballet of 
Canada would be founded (to make its 
debut in 1981), and - to the shock and 
consternation of many - that it would 

make its home in Ottawa. 
Gradus ruminated upon it all in his 

elegant Lower Town home overlooking 
the Ottawa River one wintry day not 
long before the company's debut at the 
National Arts Centre. 'I like it here. It's 
quiet; I can work here'. The dance com
munity can thank its lucky stars that 
the native New Yorker has never heard 
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of Tuktoyaktuk. 

Gradus is cheerful, optimistic, cau
tious, questioning. Although secure in 
his feelings about his work, he is almost 
completely without ego. Thinking about 
the gala debut, he often intersperses, ' I 
hope people like it. I think it will look 
good'. 

Theatre Ballet has eight dancers at 
present, two short of the goal Gradus 
had when he began to audition. He 
doesn't fancy a l;irger company. 'Too 
much diversion drives you crazy - even 
now I'm involved in some of the admini
stration. And it's hard to establish the 
feeling of a company, but it's getting 
there. The dancers are looking good '. 

The short history, or pre-history, of 
Theatre Ballet has not been entirely 
smooth sailing. Only after Christmas did 
the dancers move into studios of their 
own, after borrowing space from Joyce 
Shietze 's School of Dance since arriving 
in Ottawa last summer. The new space, 
much m.ore centrally-located, is far from 
complete. 'We're using our smaller stu
dio', Gradus smiled. 'It's the only one 
with heat so far'. Prior to the NAC open
ing, the company did a preview show in 
Waterloo, and in order to test the four 
works, two new, two reworked, on a 
stage, Theatre Ballet and all its accoutre
ments trooped over to a CEGEP in the 
wilds of suburban Hull, during two of 
the snowiest days of a typical capital . 
blanketing. 

'All of my work makes a statement.' 
'Waterloo was the first time the pack

age was put together', Gradus recalls. 
'Frans;ois Barbeau was responsible for 
the entire design concept - costumes, 
sets, lights, properties, everything. We 

didn't have everything in Hull, so Water
loo was the first time we really saw it. I 
think it went well, I think to the public 
it was okay. I think it had to be refined 
and polished, but there were no major 
things to work on. Mainly it gave the 
dancers a chance to work through the 
whole program - that was the first time 
they had done it all at once. It was a 
shock to them - after Tribute (a 16-
minute Bach ballet which opens the pro
gram) they said they couldn't breathe. 
It 's a hard ballet, and the finale is very 
quick'. · 

'I'm always thinking of steps.' 
Gradus talks of his choreography in 

terms of metier - 'Craft, I suppose, in 
English' . He likes to see dances which go 
somewhere. ' It can't just sit there like a 
lump. My work has flow, unity, force -
each in its own way. When it's over it 
has said something, just one thing'. Un
li.ke many people making dances these 
days, he makes no bones about meaning. 
'All of my work makes a statement, each 
piece. But it's craft - without craft you 
don't know where it is. It's like writing', 
he adds. 'The more perfect your sentence, 
the more you can express.' 

After their premiere in Ottawa - 'I 
hope people come to see the company, 
and book us ' - Theatre Ballet will take 
a short holiday before embarking upon 
their 'year of prmieres', with an eastern 
swing in early summer and a western 
one in the fall. Visits to Montreal and 
Toronto are on the agenda for Year One 
also, and, along with Ottawa, are to be 
annual engagements for the company. 

For Gradus, who is spending the two
week break in the Bahamas, a busy spring 

· lies ahead. 'I have to get away from it 

for a bit - I'm always thinking of steps ', 
he confesses. 'I'd like to do something 
more with Barbeau - I'd like him to de
sign a set and I'd build a ballet around it, 
which is not the way I usually work. 
Usually I start from the music. I need 
stimulus, people like Frans;ois, so I don't 
take it out of only myself all the time '. 

-After the break, he will be working on 
one or two new pieces. 

Stimulus may come from two dancers 
who were added to the company roster 
late in January - Miss Guo Pei-Hui and 
Mr. Wang Jia-Hong, from the People's 
Republic of China. Visiting Canada for 
a year to work with Theatre Ballet, under 
the auspices of the Department of Ex
ternal Affairs (and Celia Franca's inspira
tion), the two, with little English at their 
disposal, make their way, unescorted, to 
the studios by bus every day. According 
to Gradus, they are adapting very fast. 
'They'll dance with us ' , he says confident
ly, although their arrival came too late 
for them to make their Canadian debuts 
at the company premiere. 'They're not 
blase', he says of them, recalling some 
unspoken memories of other dancers. 
'They're looking forward to things. 
They're learning English - I guess I can 
make an effort and learn. some Chinese!' 
He talks, vaguely as yet, of working some
thing out for them to do based on prin
ciples of Chinese dancing, but they are 
classically-trained and fluent, if not in 
English, in the international lexicon of 
ballet. 

Gradus, too, is not blase. 'I'm very 
happy that this is finally coming. I'm giv
ing myself a chance. It's been a long time.' 
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LABAN CENTRE FOR MOVEMENT AND DANCE 
at University of London Goldsmiths' College 

New Cross, London SE14 6NW 

Tel : 01 691 5750 and 01 692 0211 ext 276 

DANCE THEATRE STUDIES 1981 /2 
TECHNIQUE CHOREOGRAPHY 

PRODUCTION (Lighting & Costume) 
and associated additional subjects 

Young men and women who wish to work in the field of 
dance in 

PERFORMANCE - CHOREOGRAPHY - PRODUCTION 
TEACHING - COMMUNITY WORK - ARTS ADMINISTARTION 

RESEARCH 
MAY FIND ONE OF THE FOLLOWING COURSES OF INTEREST: 

BA (HONS) DANCE (CNAA) 
3 YEAR FULL TIME COURSE 

DANCE THEATRE CERTIFICATE 
3 YEAR FULL TIME COURSE 

ADVANCED COURSES (for those 
with prior experience in dance or other fields) 

PERFORMANCE and CHOREOGRAPHY 
DANCE NOTATION 
DANCE EDUCATION 
DANCE IN SPECIAL EDUCATION 

as well as individually arranged 
courses of study which may lead to 
Laban Centre qualifications, or to 
M.PHIL or Ph.D 

INTERNATIONAL SUMMER SCHOOL 
AND DANCE FESTIVAL 1981 

27th July to 7th August 

AUDITION DATES (FOR FULL TIME COURSES) 

Dr. Marion North and Bonnie Bird will interview U.S. 
students by appointment in: 

SEATTLE: 
LOS ANGELES: 
NEW YORK: 
SAN FRANCISCO: 
MEXICO CITY: 

March 30 
April 4 

April 16 
April 2 
April 9 

Write for details to: Mr. G. Hutton, Administrator 
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Performing Arts Management wi ll provide 
training in fundamental business practices 

unique to artistic orga nizations. The 
program features case studies. guest 
lectures and encounter sessions with 

leading personalities in the performing arts. 
50% of program time w ill involve 

placements with performing arts companies 
throughout Canada. 

Program subjects include; Accounti ng/ 
Marketing the Performing Arts/Theat re 

Management/Tou r and Company 
Management/ Pub lic Relations/Contract 
Administration / Aesthetics/Policies and 

Polit ics. 

For further information. write: 

Admissions Office 
Confederation College 

Box 398, Thunder Bay, Ontario 
P7C 4W1 
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Michael Crabb 

Dancein 
The Ivory 
Tower ... 

butwithFeet 
Firmly on 
the Ground 

Bien que des gens croient encore que la 
scene et le studio soient les seuls en
droits adequats pour pratiquer la danse, 
une etude serieuse a revele que la danse 
au niveau universitaire et post-secon
daire est consideree comme une disci
pline valable. Depuis dix ans, les pro
grammes menant a un diplome en danse 
se sont multiplies. Le temps est revolu 

· ou dans une universite, la seule forme 
de danse etait le fruit d'un etudiant 
'parti' ou une activite pour les etudian
tes qui n'aimaient pas le ballon-panier! 
L'integration de ces programmes a pro
voque des changements importants 
dans le domaine de la danse au Canada; 
elle a rendu a la danse le respect que 
l'on avait deja accorde a la musique et 
aux Beaux-Arts dans les universites. 
Plusieurs institutions of/rent un pro
gramme theorique et pratique equilibre. 
Ils esperent aussi pouvoir offrir un jour 
le materiel necessaire aux travaux 
menant a un diplome plus avancee. 
(Jusqu 'a maintenant, l'universite York 
est la seule institution qui offre un pro
gramme menant a une maitrise en 
danse.) 

Little more than a decade ago, Cana
dian universities were still relegating 
dance courses to the obscure corners 

of Physical Edu.cation departments 
where they served as a convenient alter
native 'activity' for female students 

who did not care for basketball. Al
though dance had already won for it
self a respected place in many notable 
colleges and universities south of the 
border, there was no place at home for 
a Canadian student to take a degree in 
dance. 

A Decisive Decade 
Today, the situation presents a 
dramatic contrast. In 10 years of whirl
wind activity, an impressive range of 
programs has emerged in this country 
to offer students diverse and imagina
tive courses of dance study. The pro
cess is far from complete. As yet, for 
example, only one institution has a 
graduate program and in several cases 
dance courses can still only be found 
amidst the muscular preoccupations of 
Phys Ed faculties. The trend, however, 
is firmly established and all those in
volved in this dynamic growth process 
look optimistically to the future. 

It is, no doubt, more than a coinci
dence that this decisive decade for 
dance in higher education parallels the 
equally important growth that has oc
curred in the area of professional dance 
performance. Indeed, several of our ex
isting companies can trace their an-
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CHOREO, a computer system for choreography is one of the innovative dance research projects at Waterloo. 

cestry to a university campus. The con
nection, however, between stage and 
academe is not necessarily harmonious. 
There are still those who will tell you 
that only failed dancers bother to study 
dance in universities and colleges where, 
so the theory goes, in abortions called 
'student concerts', the disappointed 
tyro can at least in some small way 
satisfy the craving for a stage career. 

An unjust stigma, though fading fast , 
still clings to the public image of 
these dance programs. Grant Strate, 
now director of the Centre for the Arts 
at Simon Fraser University and 
one of the most important figures in 
the evolution of dance in Canadian 
higher education, readily admits the un
fortunate way this image affected stu
dents' attitudes in the years when he 
was building a solid program at York 
University. 'For the first five years, it 
was overwhelming until finally I just 
gave up thinking about it.' . 

At the heart of this stupid prejudice 
lies a general perception of the univer
sity as the remote ivoty tower, a rest
home for egg-heads and those too 
timid to face the harsh realities of a com
plex and wicked world. Added to this 
general misconception is the notion 

that dance is not a fit subject for educa
tion - only for training. It is the pre
judice of the conservatory. The notion 
that the body is itself literate, that 
dance is not just a stage but a whole 
world seems to have escaped the atten
tion of those with eyes only for the 
footlights . 

Thinking Dancers 
In fact, what the emergence of dance 
in higher education has done for Can
ada is to enrich the life of the whole 
dance community in ways that are just 
now becoming clearly evident. It has 
given the art a respectability to com
pare with that long accorded the fine 
arts and music. It has created a genera
tion of thinking dancers. It has opened 
up productive avenues of personal de
velopment to those whose love of the 
dance never contemplated a performing 
career. It has helped create and sustain 
a whole new market for dance on uni
versity and college stages. It has given 
birth to an ever-widening audience 
made up of people who look for more 
than simple entertainment - who de
mand, above all, an idea. 

A good example of how immediate 

an effect dance programs have had can 
be observed in the field of dance criti
cism. Ten years ago, a magazine such 
as Dance in Canada would have had a 
hard time to find a sufficiently broad 
range of informed writers to comment 
intelligently about what was happening 
on Canadian stages. Now, we find an 
increasing number of young writers, 
bolstered with courses in dance history, 
theory, criticism and practical studio 
experience, able to bring educated 
minds to bear on the art in performance 

In the area of pedagogy a similarly 
important development is afoot. As 
Grant Strate pointed out in an inter
view discussing his role in university 
dance education, one of the chronic 
deficiencies of the conservatories is 
their unwillingness to question their 
own methods and pedagogical princi
ples. 'There is an assumption that the 
accumulated experience of 400 years 
has of necessity been progressive,' Yet, 
we are little closer to dealing with the 
early physical burnout of most dancers 
than people were a century ago. In the 
setting of a university, amidst an en
vironment that espouses scholarship 
and scientific enquiry, there is a chance 
to take a cool new look at the hallowed 
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principles that have sometimes made 
arthritic wrecks of so many dancers 
by early middle age. 

A Scientific Revolution 
This is the increasingly important re
search dimension of university dance 
programs where answers to some of 
the chronic mysteries (and myths) of 
dance are eagerly being sought. Profes
sor Rhonda Ryman of Waterloo Uni
versity, whose series of articles Train
ing the Dancer appeared in this maga
zine between 1977 and 1980, is typical 
of the new breed of dance scholar. Her 
research in the kinesiological analysis 
of dance is uncovering things about 
traditional ballet training that could 
seriously alter traditional pedagogical 
approaches in the future. 

Not surprisingly , people like Rhon
da Ryman are not always appreciated 
in the dance world any more than 
Galileo was altogether appreciated by 
the unforgiving purveyors of Aristotel
ianism in the 16th century. The new 
breed of dance scholars are, in effect, 
launching a scientific revolution in 
dance and those with tottering thrones 
had better watch out. 

The student approaching a univer
sity or college education today is con
fronted with a variety of possible ways 
of integrating dance into his ~r her ex
perience. The accompanying tables pro
vide a convenient summary of what is 
in store, ranging all the way from non
credit recreational dance classes to 
York's masters program, (soon to be 
joined by equivalent programs in other 
universities). Although the young danc
er firmly set on pursuing a career in 
classical ballet is still probably best ad
vised to follow the traditional routes 
to a professional company, many mo
dern dancers have found university pro
grams an ideal way to feed the dancing 
mind and the dancing body simultan
eously. The professional ballet dancer, 
however, can benefit, from the research 
of the academics and, later, when 
dancing days are over, find a new outlet 
as a mature student in a university 
program. 

While none of the existing university 
degree courses aim consciously to pro
duce performers they all regard the 
practice of dancing as a primary part 
of their activity. York and Waterloo, 
for example, insist that all students 
take what in the jargon of registrars are 
known as 'labs'. Theory must bounce 
off practice. The mind and body are 
one. 

Class at York University 

Flexible Programs 

As the charts show, most programs 
offer different streams of specializa
tion. Waterloo, untypically not settled 
within an arts faculty, even offers a 
Bachelor of Science degree as well as 
another honours degree (B.A.) and a 
general arts degree in dance. The possi
bilities provided by Waterloo's com
plex structure of programs have earned 
it the reputation of being exclusively 
academic and non-performance orient
ed but, as is so often the case, image 
and reality bear little relation to each 
other. For all its rigour in the pursuit 
of a scientific understanding of dance, 
Waterloo has produced its own share of 
professional dancers, mounts regular 
student concerts and even boasts a 
group that presents authentic recon
structions of Renaissance dances, (see 
Dance in Canada, issue number 20). 

Just as Waterloo has been labelled as 
a colony ·of menacing brainy frii.uleins, 
so York, with the oldest full degree pro
gram, has come to be regarded primarily 
as a performance-oriented school. Cer
tainly its graduates have distinguished 
themselves as professional dancers and 
its student concerts sometimes com-

pare favourably with the offerings of 
established companies, but it is as 'much 
an academic institution as anywhere 
else. In part, York's reputation was an 
inevitable result of how outsiders chose 
to perceive the role of its founding 
chairman, Grant Strate. As a former 
dancer and later as resident choreogra
pher of the National Ballet it was 
wrongly assumed that he would turn 
York into a sort of personal company, 
In fact, he determined from the start 
to establish a balanced program that 
would complement the profession and 
do some of the things the companies 
and conservatories could not or would 
not do themselves. Although he active
ly sponsored the establishment of 
Dancemakers it was to be an indepen
dent company, not an appendage of 
York. 

Misleading Images 
The colleges seem to have taken a 
more focused approach to dance. Grant 
McEwan College in Edmonton, with a 
two-year certificate program now in its 
seventh year and just recently the ec
static occupant of a brand new build
ing with magnificent, airy bright stu
dios, concentrates on performance and 



even has the Brian Webb company (see 
Dance in Canada, issue number 24) in 
residence. It is also trying to work out 
a mutually productive relationship with 
the Alberta Ballet although the precise 
shape this may take it is as yet unwill
ing to define. George Brown College in 
Toronto is equally focused on perfor
mance. Its dance program is in effect 
t: e Lois Smith School of Oance writ 
arge. From it there has now emerged 

the Dance Company of Ontario. 
Sometimes, the external image of a 

u:u\·ersity or college program is estab
lished by the students themselves . The 
University of Quebec in Montreal, now 
in its second year, provides a three
year baccalaureate with either a gener
al or a teaching stream. So far, most 
students have opted for the later in 
the hope, no doubt, that it will lead to 
jobs in the Quebec school system. But 
the program itself offers as much va
riet y as the students want to take. 

Job prospects, naturally enough, 
play a significant role in student's 
choices of a university education. Most 
faculty members agree that the current 
trend is towards a depressing Conserva
tism. Students are not as adventurous 
as they used to be. They want security 
before they've even found out who 

they really are. Once in a program they 
tend to be blinkered. Inter-disciplinary 
cross-pollination, the fond hope of 
many a curriculum planner, is often 
cleverly avoided by the student with 
preconceived notions of what his ca
reer development demands. 

Higher education as a whole is under
going a massive process of self-examina
tion· and reassessment in th.e light of 
growing public criticism about its func
tion and usefullness. F_ortunately, most 
of the dance programs need have little 
fear of th.e results. Most have been de
signed and implemented not by card~ 
carrying academics but by people with 
feet firmly planted in the real world. 
What they offer to the prospective stu
dent with an interest in dance is a flex
ible selection of possibilities that may 
make him a dance therapist, historian, 
critic, performer, teacher - or even a 
combination of them all. Obviously if 
your heart is set dn making a million 
by the time you're thirty, dance has 
nothing for you. Head straight for com
merce; or, if you think you're a bud- · 
ding Makarova or Baryshnikov, head 
straight for the Met. For the rest, a 
new world of rewarding possibilities 
has opened up, something that is, al
ready changing dance in Canada. 
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Season 

Enseiµbles 

C<1nadian Brass 
Canadian Chamber Ensemble, 

chamber orchestra 
Dalatt Trio, piano trio 
Elmer Iseler Singers 

Nexus, percussion ensemble 
Quartet Canada, piano quartet 

Instrumentalists 

Liona Boyd, classical guitar 
Karen Quinton, piano 
Steven Staryk, violin 
Willam Tritt, piano 

Ronald Turini, piano 
Harry & David Owen,jlamenco guitar 

Dancers 

Annette av Paul 
Vanessa Harwood 

Actors 

Susi Cuthbert 
Don Goodspeed 

Maxim Mazumdar 

Attractions 

An Evening with Monica Gaylord 
"Anne of Green Gables" 

Canadian Brass in "Hornsmoke" 
The Catherine McKinnon Show 

Catherine McKinnon 
with special guest Don Harron 

The American Boychoir 
Famous People Players 

Lois Marshall, National Tour 
Masters of Chinese 

Instrumental Music (Peking) 
Maxim Mazumdar in Repertory 

"Sleuth'; with 
Tony Van Bridge, P!!ter Jobin, 

director Timothy Bond 
Theatre Beyond Words 

Conductors, Directors, 
Choreographers 

Boris Brott 
Victor FeldbriJl 

Brian Macdonald 

Narrator _·. 
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Post Secondary Institutions 
Offering Dance Programs 

Concordia University 
Loyola Campus, 
7141 Sherbrooke Street West, Montreal, PQ. 
H4B 1R6. 

George Brown College/Lois Smith School of Dance 
PO Box 1050, Station B, 
Toronto, Ontario, MST 2T9. 

Grant MacEwan Community College 
10045-156 St., 
Edmonton, Alberta, TSP 2P7. 

Ryerson Theatre Canadian College of Dance 
50 Gould Street, 
Toronto, Ontario, M5B 1E8. 

York University 
4700 Keele Street, 
Downsview, Ontario, M3J 1P3. 

Simon Fraser Univ:ersity Centre for the Arts 
Burnaby, British Columbia, V5A 1S6. 

Universite de Quebec a Montreal 
1495 Rue St. Denis, 
Montreal, PQ, H3C 3P8. 

University of Waterloo 
Waterloo, Ontario, N2L 3Gl. 

Universite de Montreal 
2100 Edouard-Montpetit, #8213, 
Montreal, PQ, H3C 3J7. 

Degree/Diploma Offered & 
Program Length 

Bachelor of Fine Arts with a Major 
in Modern Dance. 
3 years 

Diploma in Dance. 
2 years 

Diploma in Dance. 
2 years 

Diploma in Dance. 
3 years 

Theory-oriented stream leads to 
the Honours Bachelor of Arts: per
formance-oriented stream leads to 
the Bachelor of Fine Arts with 
Honours. 4 years. 
Also: Graduate Study in Dance 
History and Criticism. 

Bachelor of Arts with a Major in 
Modern Dance - also a dance 
minor program within the faculty 
of Fine Arts. 
4 years 

Baccalaureate in Dance 
3 years 

Honours Bachelor of Science 
Honours Bachelor of Arts 
General Bachelor of Arts 
3 years (general) 
4 years (honours) 

Certificate program. 
1 year 

Technique Classes Offered 

1st Year: 6 hrs technique, 6 hrs 
lab, 6 hrs. creative process. 2nd & 
3rd Year: Same as first with ad
dition of choreographic projects. 

Ballet classes daily, modern twice 
a week, jazz and pas de deux twice 
a week. 

Daily class in Modern and ballet, 
second year jazz classes, repertoire 
class once a week; Colloquium 
classes with guest speakers, com
position twice a week in ballet 
and modern. 

Royal Academy of Dance (elemen
tary, intermediate, and advanced 
exams), Syllabus of the Imperial 
Society of Teachers of Dance (El
ementary, intermediate, advanced); 
Jazz; Contemporary Dance (Gra
ham and Limon techniques) ; Op
tion to take Associate Exams in 
Modern Dance. 

All students must be enrolled in a 
minimum of 10½ hrs. of studio 
classes per week - contemporary 
dance, ballet. 

Contemporary Dance, Struc
tural approach to Ballet, Dance 
Composition. 

Modern dance, Ballet, Jazz. 

Modern dance, classical ballet, Im
provisation, Rhythm, Composi
tion, Production class. 



Required Electives 

--:,ce History, Modern Dance His
r:,. 3 credits in Theatre perfor-
- ce, 3 credits in visual arts area, 
cedits in music. 

lknesh Notation and music relat
:o dance, Anatomy, Acting, 

e-up. 

:: Courses, History of Dance, 

· Lory of Dance, Anatomy, 
sic related to Dance, Music Ap

eciarion, Pedagogy, General 
;;.rvey of History of Theatre and 

Drama, Theatre Make-up, Sound 
· ting for Production, Costume 

design and construction, Business 
. l.anagement/ Accounting. 

Tne Nature of Dance, Music for 
Dancers, Movement Notation 
Survey of Dance, History, (all in 
::rst two years). 
Psychology required for dance 

erapy majors, Dance Therapy 
courses include: Movement analy
s:s fo r Therapy and Teaching, Cur
:cent theories of Movement Analy
sis for Therapy and Teaching, 
Dance Therapy. 

Histo ry of Dance, Dance Criticism 
or Aesthetics, Directed Studies, 
Dance Analysis or Intensive Stu
dies in Dance (Summer Workshop), 
:hree elective courses from among 
Ballet, Film, Theatre, Music, Vi
sual Arts, Technical Theatre. 

Total of 11 courses required incl ud
ing Dance History, Theory, Tech
nique and Composition. 

Ballet : Technique, History, Chore
ography, Movement Notation 
Analysis, Aesthetics and Criticism, 
Dance Ethnology. 

Entry Requirements 

Interview to enter program. 
Audition in 2nd/3rd year to continue in 
program 

Audition with advanced ballet class. 

Must write English entrance exams to College. 
Placement auditions according to level. 

At least 5 years previous experience in ballet. 
Audition 

Completion of an application to the Office 
of Admissions. 
Completion of an Evaluation Application 
form for the dance department audition (in
cluding group class, solo, and interview with 
adjudicators). 
Student must be a graduate with at least a 
B standing. 
Background in dance and its history, and 
submit a 500-word statement outlining 
career objectives. 

Entrance into first year studies course by 
evaluation: application is made through the 
Registrar's Office. Formal admission to the 
Dance Major does not occur 'till 3rd year 
and depends on progress in dance as well as 
academic standing. 

CEGEP degree or equivalent unless candidate 
is over age 22. Audition and interview also 
required. 

Completion of Grade 13 with an overall 
average of 60%. 
Interview. 
Placement auditions. 

If under 21 a college degree is required. 
Intermediate level of dance, audition plus 
interview. 
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Special Features of Program/ 
Performance Opportunities 

Program is aimed towards performance and 
choreography 
• concerned with creative artist in the dancer. 
• each dancer gets one to one consideration 

Emphasis on performance 
• to train professional ballet dancers 
• performances 3 times a year. 

Give students an introduction to dance tech
niques and performing experience so they am 
go on in more advanced performing/and tech
nique I evels. 
• Christmas and Spring performance. 
• Brian Webb Modern Dance Company in 

residence at College. 
• Alberta Ballet Company residence under 

discussion. 

Emphasis on teacher education 
• Unique .blend of teaching and performance 

skills. 
Students graduate from all levels in The 
Royal Academy of Dance and the Imperial 
Society of Teachers 

• In 3rd year students practice-teach in the 
public school system . 

Program's objective is to prepare students 
for careers in dance and in dance related 
fields. It also provides a strong foundation 
for those who wish to pursue dance studies. 
Academic goals of the program are pursued 
by an intensive investigation and interpreta
tion of historical and critical materials cul
minating in a major project or thesis. Experi
ence includes courses, seminars, and collo
quia combined with independent research. 

Train dancers and choreographers withi.a 
the context of the interdisciplinary pro== 
of all five areas of fine arts (,1isual, m-e · -
theatre, dance, film. ) 

University of Quebec at .\fontre1i has ,._ 
era! stream and a teaching scream. 
• Teaching stream is aimed at produ~ 

teachers for the primary and secondal"'· 
level. 

Enables students to pursue dan ce as an en
tire field of study - creative, theoretical and 
applied. 
• The Carousel Dance School directed by 

Ruth Priddle is an experimental school 
of dance for children and teenagers and 
serves to attract students to observe the 
school. 

• The World of Dance Series offers 12 dance 
events to the students. 

• Rare Dance Book Collection in the Library. 
• University of Waterloo Renaissance Danc

ers performs 15th, 16th, 17th century 
court dances. 

Designed for people with extensive dance 
backgrounds. and highlights teaching skills 
• Trains teachers to teach in the recreational 

area. 
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Dance Training at Post Secondary Institutions for Credit and Non-Credit. 

LEGEND 
1 2 
Credit Courses Offered Only to Physical 
Education Students 

Credit Courses Open to All Students 

Acadia University 
Wolfville, New Brunswick. 

1 
All dance courses are part of the 
activity credits that a physical edu
cation student must acquire. 

University of Calgary · 
Calgary, Alberta, 

1 
Program offers a dance-education
al major: courses offered: Dance 
Education, History and Philoso
phy of Dance in Education, Fun
damentals of Rhythm, Dance Edu
cation (Laban movement), Design 
in movement, Dance Education 
Stimuli for dance, Dance Educa
tion (4th year), Dance Therapy, 
Dance Education (School Produc
tions), Dance Practicum. Physical 
Activity Credits, Round/Square 
dancing, Ballet I, Ballroom Dance, 
Folk Dance, Jazz Dance, Modern 
Dance, Tap Dance, Children's Folk 
Dance. 

2 
Program offers a Dance Minor in 
the .Department of Fine Arts. Jazz 
in all four years, modern in all 
four years, ballet (2 years), Chore
ography, Dance History. 

Lakehead University 
Thunder Bay, Ontario. 

1 
Creative Dance, Modern Dance, 
Folk Dance, Rhythmics. 

Laurentian University 
Sudbury, Ontario. 

1 
Folk and Social Dance, Modern 
Dance, Rhythmics. 

McMaster University 
Hamilton, Ontario . 

1 
Modern Dance, Jazz, Social Dance, 
Folk Dance. 

2 
Perspectives in Dance (Historical 
survey); Perspectives in Dance 
(Contemporary Society) 

3 
Modern, jazz, ballet. 

Selkirk College 
Castlegar, British Columbia. 

3 
Aeorobic Dancercize, ball room 
dancing, touch dancing, belly 
dancing. 

Humber College of Applied 
Arts and Technology 
Rexdale, Ontario. 

2 
Ballet Jazz 

3 
Social dance for instructors, dance 
club and party, Viennese social 
dance, Exer-dance. 

University of Alberta 
Edmonton, Alberta. 

2 
Concentration in area--of cr.eative 
dance, offer International Folk 
dance, Jazz, Dance Practicum 
Course (dance, lighting, staging) 
Intro Modern dance, Ballet, Inter
national Folk dance, Dance Forms 
(guest instructors), 

Movement Education Dept: 
Creative Dance for Children 
Creative Dance for Elem. Child 
Creative Dance for Young Child. 

Directed Studies in dance therapy 
with graduate/masters level stu
dents. 

Carlton University 
Ottawa, Ontario. 

3 
Modern dance, improvisation, jazz, 
ballet, belly dancing, ballroom. 

Banff Centre 
School of Fine Arts 
Banff, Alberta. 

2 
Music/ Theatre Ensemble for pro
fessional dancers/ actors/ musi
sicians. Two~emester program, 
concentrates on integration of 
skills. Auditions required. 

Capilano College 
North Vancouver, BC. 

3 
Jazz offered 4 times a wk., theatre 
department has contact improvi
sation program. 

The College of 
New Caledonia 
Prince George, BC. 

3 
Ballet 

Douglas College 
New Westminster, BC. 

3 
Social dance 

Notre Dame University 
of Nelson 
Nelson, BC. 

2 
Movement means (Theatre stu
dents), Dance (includes condition
ing stretching, choreography -
finishes in performance) 

Dalhousie University 
Halifax, Nova Scotia. 

1 
Modern Dance, Historical Dance, 
Folk Dance, Square dance. 

University of . 
British Columbia 
Vancouver, BC. 

1 
Dance Forms, Contemporary 
Dance, Ballroom dance, Square 
dance, National dancing, Contem
porary jazz, Contemporary Dance 
II, Ballroom Dancing II. 

University of Victoria 
Victoria, BC. 

1 
Movement Education course, 
Dance Technique, Advanced 
Dance Technique (course open to 
undergraduate students if class 
does not fill up with Phys. Ed. 
students), Recreational Dance, 
Folk and Social Dance. 

2 
Will be offering movement educa
tion course in summer session on 
credit/non-credit basis 

3 
Ballet, ballroom dance, jazz, belly 
dancing, rock n'roll, disco, musi
cal comedy - improvisational 
movement. 

Vancouver 
Community College 
Vancouver, BC. 

1 
Intro. to Dance, Ballroom Dance, 
Square Dance, Contemporary 
Dance. 

3 
Afro-Jazz Dancercize conditioning, 
Afro-Jazz Dancing, body work and 
improvisation, modern dance tech
nique. 

University of Regina 
Regina, Saskatchewan. 

1 
Social dance, Folk Dance, Modern 
Dance 

3 
Social dance, jazz. 

University of Saskatchewan 
Saskatoon, Saskatchewan 

1 
Modern Dance, Jazz Dance, Social 
Dance/Ballroom, Folk Dance, 
Square and Round Dance, Creative 
Dance for Children. 

2 
Introduction to Dance 
History and Origins of Dance. 
Dance Practicum. 

University of Manitoba 
Winnipeg, Manitoba. 

1 
Modern Dance 1, 2, 3. Movement 
Principals and Expressive Arts. 

2 
Faculty of Education offers course 
in Dance Rhythmics. 

3 
Jazz, modern, social dance. 

Queen's University 
Kingston , Ontario. 

1 
Social Dance, Jazz Dance. 

3 
Rhythmics, modern, ballet, jazz, 
jazz fitness, Jive. 

McGill University 
Montreal, PQ. 

1 
Creative Dance (Intro. and Advanc
ed), Folk and Social Dance, Rhy
thmic Dance. 

3 
Recreational Programs (Non-Credit) 

3 
Ballet, jazz ballet, modern dance 
social dance, Hawaiian dance, belly 
dancing, aeorobic dancing. 

St. Clair College 
of Applied Arts 
Windsor, Ontario. 

3 
Ballet, ballroom dancing, belly 
dancing, contemporary jazz, eth
nic dance, square dance, tap danc
ing. 

St. Lawrence College 
Cornwall, Ontario. 

3 
Belly dancing, disco, jazz. 

Sir Sanford Fleming College 
Peterborough, Ontario. 

3 
Dance Fitness 

University of Guelph 
Guelph, Ontario. 

2 
Modern Dance Practicum, Ethnic 
Dance, Annual Workshop every 
year. 

3 
Modern jazz, modern dance, ballet, 
social dance. 

University of New Brunswick 
Fredericton, NB. 

1 
Creative Dance. 

2 
Credit courses in dance offered. 

University of Toronto 
Toronto, Ontario. 

1 
History of Dance, Evolution of 
Dance, Basic Dance. 

University of Western Ontario 
London, Ontario. 

1 
Folk and Traditional Dance, Intro 
to Modern Dance, Elementary 
Modern Dance, Intro to Jazz. A 
Survey of Danc~, .Beginning Dance 
Composition, and Production 
Theory and Analysis of Modern 
Educational Dance, Dance Nota
tion, Intermediate Dance Compo
sition and Production. 

3 
Ballet, beginning dance, modern 
dance, jazz, stretch and strength, 
social and ballroom, Scottish 
country dance, children's dance. 

University of Windsor 
Windsor, Ontario. 

2 
Practicum for performance of 
Modern Dance Skilfs, Folk and 
Social Dance, Practicum for per
formance of Advanced Modern 
Dance, Modern Jazz Dance, 
Theory and Analysis of Dance 
Technique, Theory and Analysis 
in Dance Production. 

3 
Jazz. 
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For donors of$1 25 or more: 
□ Please do not list my name in the Souvenir 
Program. I wish to remain anonymous. 

The National Ballet of Canada is a registered 
charitable organization No. 0079772-22-13. 
All donations are tax deductible. 

Please mail this coupon to: 
The National Ballet of Canada, 15 7 King Street 
East, Toronto, Ontario MSC 1G9 
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Christopher Hurst 

Massage 
ADancer's E 

Le massage est un art de guerison ancien 
qui malheureusement souffre encore des 
fausses opinions publics en ce qui con
cerne sa nature. Cependant, il existe 
aujourd'hui des signes apparents d'une 
renouveau accompagne de la naissance 
d'un nombre deroutant de nouvelles 
techniques. Le danseur pour qui le mas
sage est une therapie particulierement 
utile (guerison et prevention des bles
sures), devrait suivre de bans conseils 
et choisir un masseur et une technique 
repondant a ses besoins. La therapie de 
massage est regle par la loi seulement 
dans les provinces de !'Ontario et de la 
C olombie-Britannique. C ependant, le 
massage n'a pas encore ete adopte au 
programme de l 'assurance-maladie. 

It has been a disastrous week. You have 
had a difficult time getting to sleep at 
night, rehearsals were long and unproduc
tive, then this morning your back seized 
up during class. Now, at the urging of a 
friend, you are struggling along the 
street hoping to be on time for an ap
pointment with a massage therapist. 
Having never had a professional massage 
before, the prospect of placing your hurt 
back in the hands of a stranger, has you 
feeling less than enthusiastic. Two hours 
later, emerging from .the clinic, your 
earlier fears have been forgotten. The 
massage session was definitely worth 
coming for. In fact, you wish that you 
had discovered the benefits of massage 
sooner. Your voice is a little lower, your 
body more fluid and calm, you feel in 
touch with yourself physically and, best 
of all , the spasm and pain in your back 
has been reduced to a manageable level. 
Not only that, but you are pretty sure 
that additional treatments will help you 
deal with tension problems in your neck, 
lower back and hips, the ones that have 
been nagging and limiting you for far too 
long. 

An Instinctive Healing Art 

The urge to soothe pain and discomfort 
through touch, or to knead stiff and 
aching areas, seems to be as instinctively 
human as the desire to dance. It is not 
surprising, therefore, that massage de
veloped into a healing art early in human 
history, or that it enjoys a considerable 
and growing respect in many countries 
throughout the world. Unfortunately, 
what is surprising, is that Canada and the 
United' States cannot be counted among 
them. Perhaps because of our love a·ffair 
with technology and our patent dismissal 
of old 'European' methods, little atten
tion has been paid to massage by the 
North American medical world or the 
general population. 

Massage has existed for the most part 
on the fringe of mainstream culture, em
braced by athletes, dancers, and sma11 
segments of various European sub
cultures. However, there are now signs 
that massage and related therapies are 
slowly gathering a new following and 
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getting a second look. The present-day 
enthusiasm for physical activities of all 
kinds, the continued growth of the 
dance community, the appearance of 
body-related psychotherapies and final
ly the spreading distrust of highly spe
cialized chemo-centred western medicine 
have all aided this rekindled interest in 
the age-old therapy of massage. 

Despite this glimmering interest in th e 
value of massage, many dance people 
and members of the public at large, still 
have little knowledge of how massage 
works or what it can accomplish . In fact. 
regardless of their falsity, the time
honoured stereotypes of the hulking 
masseur labouring heavily in some athle
tic backroom, pummeling his victim 
with hands the size of meat cleavers, or, 
of the sexy masseuse offering additional 
services in a dimly lit backroom off 
Yonge Street , lives on. Contemporary 
massage therapists are, needless to say, a 
far cry from these musty cliches. To
day's generation of well-trained thera
pists are more likely to use a compen-
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Christopher Hurst 

Massage: 
· A Dancer's Best Friend 

Le massage est un art de guerison ancien 
qui malheureusement souffre encore des 
fausses opinions publics en ce qui con
cerne sa nature. Cependant, il existe 
aujourd'hui des signes apparents d'une 
renouveau accompagne de la naissance 
d'un nombre deroutant de nouvelles 
techniques. Le danseur pour qui le mas
sage est une therapie particulierement 
utile (guerison et prevention des bles
sures), devrait suivre de bans conseils 
et choisir un masseur et une technique 
repondant a ses besoins. La therapie de 
massage est regle par la loi seulement 
dans /es provinces de !'Ontario et de la 
C olombie-Britannique. C ependant, le 
massage n 'a pas encore ete adopte au 
programme de l'assurance-maladie. 

It has been a disastrous week. You have 
had a difficult time getting to sleep at 
night, rehearsals were long and unproduc
tive, then this morning your back seized 
up during class. Now, at the urging of a 
friend, you are struggling along the 
street hoping to be on time for an ap
pointment with a massage therapist. 
Having never had a professional massage 
before, the prospect of placing your hurt 
back in the hands of a stranger, has you 
feeling less than enthusiastic. Two hours 
later, emerging from .the clinic, your 
earlier fears have been forgotten. The 
massage session was definitely worth 
coming for. In fact, you wish that you 
had discovered the benefits of massage 
sooner. Your voice is a little lower, your 
body more fluid and calm, you feel in 
touch with yourself physically and, best 
of all, the spasm and pain in your back 
has been reduced to a manageable level. 
Not only that, but you are pretty sure 
that additional treatments will help you 
deal with tension problems in your neck, 
lower back and hips, the ones that have 
been nagging and limiting you for far too 
long. 

An Instinctive Healing Art 

The urge to soothe pain and discomfort 
through touch, or to knead stiff and 
aching areas, seems to be as instinctively 
human as the desire to dance. It is not 
surprising, therefore, that massage de
veloped into a healing art early in human 
history, or that it enjoys a considerable 
and growing respect in many countries 
throughout the world. Unfortunately, 
what is surprising, is that Canada and the 
United' States cannot be counted among 
them. Perhaps because of our love affair 
with technology and our patent dismissal 
of old 'European' methods, little atten
tion has been paid to massage by the 
North American medical world or the 
general population. 

Massage has existed for the most part 
on the fringe of mainstream culture, em
braced by athletes, dancers, and small 
segments of various European sub
cultures. However, there are now signs 
that massage and related therapies are 
slowly gathering a new following and 
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regardless of their falsity, the time
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services in a dimly lit backroom off 
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day's generation of well-trained thera
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down adhesions - places where tissues 
have become joined together during the 
healing of an injury, sometimes reducing 
mobility and strength. 

On a larger scale, massage accomplish
es a surprising number of effects : muscle 
spasms and associated pain can be re-
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lieved, joint mobility, general body 
fluidity and awareness increased, recov
ery time from fatigue shortened, the 
ability to withstand higher stress levels 
enhanced and mental anxiety reduced. 
Additional benefits can be a reduction in 
susceptibility to illness, a speed-up in 
the healing process of soft tissue injuries, 
and the partial elimination of potential 
injury areas. 

Although injuries will never be elimi
nated from dance, a great many of them 
are in some way the result of muscular 
tension. A tight neck or lower back is 
less able to withstand th·e sudden stress
es and shocks of dance, than a muscula
_ture which is supple and elastic. Ideally, 
a dancer's movement should come from 
such a sound structural base that un
necessary tensions can be eliminated. 
Realistically, of course, most of us carry 
a great deal of unnecessary tension, 
drawn from emotional and functional 
sources. Massage treatment can reduce 
this tension and increase the dancer's 
odds of escaping injury. 

A Dangerous Dichotomy 
Another major factor in the occurrence 
of injuries stems from a dancer's attitude 
towards his or her own body. Ironically, 
dance schooling and professional de-

les ballets jazz announces the opening of Toronto's Dance Centre 
rounders: Gene~ieve Salbaing 

Eva von Gencsy brand new spacious facilities and studios 
make The Dance Centre one of the most attractive dance spaces in the city 

Co-Directors: Dennis Michaelson and Louis-Andre Paquette 

OPENING SPRING SESSION, April 20 to June 27, 1981 
The Spring Session features an exciting line up of classes and guest teachers 
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Louis-Andre Paquette Toronto National Ballet of Canada Toronto Toronto 

Stello Calaglas Nadia Potts Clinton Rothwell Alan Scofield Gretchen Warren . 
National Ballet of Canada National Ballet of Canada New York New York · 
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Registration March 20 to April 20, 1981 

Summer Session June 29 to August 22, 1981. Program T.B.A. 

For complete details write or phone for your copy of The Dance Centre's brochure and class schedule: 

Jes ballets jazz The Dance Centre, 207 Adelaide Street East, Toronto, Ontario MSA 1MB Tel: (416) 862-7114 
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Dancer/teacher Stelio Calagias gets the 
treatment. 
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mands often create a separation between 
dancers and their bodies. The body is 
made subject to the will, ambition, and 
stylistic aesthetic chosen by the dancer. 
A high pain threshold is developed and 
a deaf ear turned towards the suffering 
cries of an abused body. This dichotomy 
causes many students and mature danc
ers to suffer serious and damaging 
injuries needlessly. Massage, through its 
ability to make the mind take note of 
what the body is deperately trying to 
tell it can remedy the situation. Time 
spent listening to the tension patterns 
and pain in a body awakened during 
massage can help prevent a dancer from 
over-extending herself, from going too 
far too fast, and thus exceeding her own 
body's particular limitations and capabil
ities. 

Massage should, therefore, become 
more accessible to dance students at 
serious advanced schools. Simple mas
sage techniques should also 1:-,e taught, as 
well as information on injury prevention 
and care. 

Government Legislation and 
Health Insurance Plans 

Despite the fact that massage is under
going a renaissance of sorts, with the 
number of well-trained therapists in
creasing each year, in some areas, par
ticularly those of government regulation, 
massage is still in its infancy in Canada. 
At this time only two provinces, Ontario 
and British Columbia, have established 
mechanisms. for examining and licensing 

· massage therapists. In addition, profes-
. sional schools offering adequate clinical 
training are only beginning to emerge, 
and at present exist in Ontario exclusive
ly. The lack of government controls and 
self-regulation by professional associa
tions have caused massage to be virtually 
ignored by provincial health insurance, 
with the exception of British Columbia, 
and only covered marginally by private 
health plans. Whether more adequate 
regulatory mechanisms and health insur
ance coverage will be developed for mas
sage therapy in the future is difficult to 
say. However, the ramifications of the 
present situation for dancers and others 
interested in the benefits of massage, are 
the high cost of treatment and a lack of 
guarantees regarding the consistency of 
training and qualifications held by per
sons practising massage in Canada. 

Choosing A Therapist 

The present day proliferation of special
ized massage forms, such as shiatsu, 
polarity, rolfing and vitaflex, ( the list 

goes on and on), has in most urban 
centres eliminated an old problem for 
Canadian dancers - where to find treat
ment - and created a new one - who t o 
choose. The following list should help 
you select wisely from an array of 
available therapies. 

1. Massage therapists are not trained to 
diagnose and in some instances particu
lar problems should not receive massage 
treatment. Therefore, injuries or nagging 
problems which you suspect to be seri
ous should be looked at by a physician 
or surgeon - ideally, someone who is 
familiar with dancers' problems or sports 
medicine. 

2. Try to find someone who has some 
experience in working with dancers and 
is highly recommended by an acquaint
ance whose opinion you respect. 

3. Check to see if the therapist you are 
interested irr is licensed and that he or 
she has studied formally for a sufficient 
length of time at a reputable school. 

4. Find out the going rates for treat
ments. Try to choose someone who is 
not excessively expensive and who 
doesn't require a large financial commit
ment to a long series of massages. The 
going rate for professional treatment 
should be $25 to $30 for an hour to 90 
minutes treatment. 

5. If you are in the process of undergo
ing a series of treatments, assess your 
progress periodically. Are you satisfied 
with the level of treatment and attention 
that you are receiving? 

6. Be sure to shop around. Techniques, 
attitudes and personalities change from 
one therapist to the next. Make sure you 
find someone with whom you can feel 
comfortable and whose technique suits 
your needs. 

7. Finally, trust your own sense of judg
ment about what you are told and whe
ther the therapist's claims seem reason
able. Remember, in the last analysis the 
responsibility for your own health is 
yours alone. 

Christopher Hurst is a registered mas
sage therapist practising in Toronto. A 
reading list to accompany his article can 
be obtained, free of charge, by sending 
a self-addressed, stamped envelope to: 
Dance in Canada Magazine, "Massage 
Therapy", 100 Richmond Street East, 
Suite 325, Toronto, Ontario, MSC 2P9. 
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~ The Royal Ballet 
You are cordially invited to Celebrate 

the 50th Anniversary Season! 
Toronto's 

O'KEEFE CENTRE 
July 7 - 12, 1981 

• - 8:00 p.m. · July 8 - 8:00 p.m. July 9 and 10 - 8:00 p.m. July 11 - 2:00 and 8:00 p.m. 
July 12 - 3:00 p.m. 5- 2:00p.m. 

phnis and Chloe/Ashton Daphnis and Chloe/Ashton *Isadora/MacMillan Swan Lake/Petipa 
Ivanov/Ashton . fonth In The Country/ Scenes de ballet/Ashton 

*Gloria/MacMillan 
0 n Premieres (programming subject to change) 

O'KEEFE CENTRE BOX OFFICE AND ALL BASS OUTLETS OPEN SATURDAY, APRIL 4. 

THE 9TH ANNUAL NATIONAL 
· DANCE IN CANADA 

CONFERENCE JUNE 17 TO 21, 1981 

UNIVERSITE DU QUEBEC A MONTREAL 

PA\IILLON JUDITH JASMIN 

SEMINARS, CLASSES, FORUMS 

EVENTSAND PERFORMANCES GIVEN BY 

CANAD4'S D4NCE ARTISTS 

CONCEPTION• JACQUES CORRIVEAU DESIGNER INC. 

REGISTER NOW! 

(SPECIAL PRICE BEFOREAPRIL 15) 

INFORMATION AND REGISTRATION: 

ORG4NIZING COMMITTEE 

DANCE IN CANADA 

239 NOTRE-DAME WEST 

MONTREAL, P.Q. H2Y 1 T4 

C/O LYSE GEORGE (514) 845-4512 
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oto-G allery: 
ndrew Oxenham 

-:__ Oxenbam a commence a danser 

5 eterre quand il etait enfant. En 
- :. a quitte le Ballet National a 

.rune lesion grave. 
e il etait deja un pbotograpbe 
11e, il fit de son passe-temps une 
~n en utilisant son amour et sa 
ebension de la danse classique et 
.e pour devenir l'un des meilleurs 
.ipbes de danse au Canada. Ila 

·i' .ivec pratiquement toutes les 
.....,...,. •.. ~-,~~11ies canadiennes ainsi qu'avec 

breuses compagnies tbeatrales. 
:ere travailler en noir et blanc et 
: ea presenter les danseurs tel 
sont, au nature!. 

'I want to make dancers look like danc
ers'. This is the way Andrew Oxenham, 
one of Canada's most successful and 
widely known dance photographers de
fines his approach. At a time when ad
vancing technology has placed special 
effects at the fingertips of even the most 
unskilled photographers, Oxenham pre
fers a more traditional, natural approach. 
'I suppose because I was a dancer I feel 
my basic loyalty is to the dance. I don't 
like seeing dancers used as gimmicks 
which in themselves quickly become 
photographic cliches'. 

Andrew Oxenham was born in Eng
land and was brought to Canada by his 

parents as a young child. He had already 
begun dance training in England and 
continued in Toronto with Gweneth 
Lloyd. Later, he was to become the first 
male graduate of the National Ballet 
School. He danced in the National Ballet 
for many years having become a soloist 
in 1966 but left for an extended leave 
of absence to dance with the late John 
Cranko 's company in Stuttgart. When he 
returned, in 1973, Andrew Oxenham 
was already suffering from a back injury 
and this was finally to cause his pre
mature retirement from the stage a year 
later. 

The change of careers, however, came 
naturally. From his childhood, Oxenham 
has been a keen photographer and had 
started to work professionally towards 
the end of his dancing days. Since 1974, 
Andrew Oxenham has photographed 
virtually every professional dance com
pany in Canada as well as an impressive 
list of theatre companies. In 1977, 
Simon and Pierre published a large 
volume of Oxenham's pictures compris
ing, at that time , every professional 
company in Canada. Last year, his sec
ond book, Puppetry in Canada appeared. 

Oxenham works mainly in black and 
white. It's a medium in which he excels, 
using its ability to be at once simple and 
subtle. He works a great deal in the the
atre and tries to see everything run 
through at least once. Even in the studio, 
he tries to create a sense of movement 
through careful use of lighting. As a 
former dancer, his movement-memory 
and musical .sense helps him choose just 
the right moment to press the shutter al
though, nowadays, Andrew Oxenham 
rarely goes anywhere without his motor
drive. He may easily shoot 50 rolls of 
film in a three-hour session. 

For theatre work, Andrew Oxenham 

Jacques Marcil and Anne Barnett 

OPPOSITE PAGE Peter Schaufuss 
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normally uses a Nilfon 3 5mm SLR with 
a 105-180mm f2.8 zoom lens (also 
Nikon). In the studio, he generally pre
fers to use his Hasselblad with a 2¼-inch 
format. His standard black and white 
film is Ilford HPS, pushed to 800 ASA 
or sometimes 1600 ASA and developed 
(in his own darkroom) with Acufine. He 
carries his own complete lighting system 
and backdrops for studio work. 

It all amounts to a heavy investment 
but for Andrew Oxenham it has finally 
paid off. He can support himself and his 
family working in a profession which he 

enjoys and which keeps him in close 
daily contact with the world of dance 
from which he came. 

ABOVE LEFT 

BELOW LEFT 
Eugen Valukin 

RIGHT Vanessa Harwood 

OPPOSITE PAGE Charles Flan 
and Helen Jones 
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OBITUARY 
Nicholas Koudriavtzeff 
1896 - 1980 

When he was born, in a small 
village near Odessa, Nicholas 
II was Tsar of All the Russias, 
Chekov had just written The 
Seagull, Rimsky Korsakov was 
revising Boris Godunov and 
Diaghilev was a 14-year-old 
school boy. 

When he died in Montreal 
on August 30, from complica
tions following an operation, 
Nicholas Koudriavtzeff was 
eulogized as the dean of Can
adian impresarios, a seminal 
influence on post-war cultur
al tastes in his adopted coun
try. 

Born into a family of 
wealthy landowners, Koudriav
tzeff was orphaned early and 
brought up by his grandmother 
who first took him to the 
opera when he was only three. 
It was to be the beginning of a 
lifelong love affair with the 
stage. 

Koudriavtzeff was educated 
in St. Petersburg and fled Rus
sia during the Revolu tion. 
After brief stops in Constanti
nople and Berlin, he settled in 
Paris in 1924. For several 
years he was active in the pub
lishing of Russian emigre jour
nals, then became press agent 
for Les Ballets Russes of 
Colonel de Basil and travelled 
the world with them. In 1939 
the outbreak of the war strand
ed him i-n New York where he 
worked with Sol Hurok but, 
in 1942, at his suggestion, he 
moved to virgin territory. 

The following year he and 
his dancer wife, Tatiana, 
founded Canadian Concerts 
and Artists in Montreal. Dur
ing the next 38 years, Nicho
las Koudriavtzeff introduced 
the Canadian public to almost 
every major artist on the inter
national scene. He was the 
first to bring us David Oistrakh, 
Rostropovich and Richter; The 
Bolshoi, The Kirov and The 
Royal Ballet; Gerard Philipe 
and Edwige Feuillere; 
Roland Petit, the Folklorico 
from Mexico and Pilobolus. 
The list is literally endless. He 
seemed daring and imaginative 

but the truth is, he trusted his 
own instinct for talent implic
itly. He was a civilized and 
kindly man, endlessly solici
tous of his artists, providing 
food, drink, flowers, grand 
pianos and, if the occasion 
called for it, even fur coats. 

With his trim white goatee 
and elegant walking stick, he 
was a familiar figure at Mont
real first nights. He was unfail
ingly courteous, with the 
straight-backed, elaborately 
old world good manners of a 
bygone age. 

Koudriavtzeff made and 
lost several fortunes durtng his 
career, most recently when 
Gosconcert blamed him for 
Baryshnikov's defection, but 
he continued undaunted be
cause money was the least of 
his incentives. He scoured the 
capitals of Europe ceaselessly 
and, without subsidies, with
out advisors, brought back 
each year the pick of the crop. 
Empty houses, philistine gov
ernments, did not stop him. 
Deep down, he believed that 
people would recognize beau
ty. 'The Russian soul' , said his 
second wife, Rita, 'still believ
es in fairy tales'. 

K.V. 

NECROLOGIE 
Nicholas Koudriavtzeff 
1896-1980 

Nicholas Koudriavtzeff vit le 
jour en 1896 clans un petit 
village pres d'Odessa. A l'epo
que, Nicholas II etait Tsar de 
toutes les Russies, Tchekov 
venait determiner La Mautte, 
Rimsky-Korsakov revisait Boris 
Godounov et Diaghilev etait 
un etudiant de 14 ans. 

Lors de la mort de Koud
riavtzeff a Montreal le 30 aout 
dernier, on lui rendit hommage 
saluant en sa personne le doyen 
des impresarios canadiens. Cet 
homme cut de l'influence sur 
les gouts culturele d'apres
guerre de son pays adoptif. 
Provenant d'une famille de 
proprietaires riches, il fut or
phelin tres jeune. C'est sa 
grand-mere qui en prit soin et 
qui, pour la premiere fois, 
l'emmena a l'opera a !'age de 
trois ans. Ce fut, entre lui et 
la scene, le commencement 
d'une liaison amoureuse qui 
dura toute une vie. 

Koudriavtzeff re9ut son 
education a St-Petersbourg et 
s'enfuit de la Russie pendant 
le revolution. A pres de breves 
escales clans les villes de Con
stantinople et de Berlin, il 
s'installa a Paris en 1924. 11 
travailla pendant plusieurs 
annees a la publication d'un 
journal pour !es emigres russes. 

11 devint par la suite agent de 
publicite pour les Ballet Russes 
du Colonel de Basil, ce qui lui 
permit de parcourir le monde. 
Le debut de la guerre, en 1939, 
for9a Koudriavtzeff a rester a 
New-York. C'est ace moment 
qu 'il commen9a a travailler 
avec Sol Hurok. En 1942, sui
vant !es conseils de Hurok, il 
alla s'installer sur une terre 
culturellement vierge. 

L'annee suivante, sa femme 
Tatiana et lui fonderent Con
certs et Artistes Canadiens. 
Grace a Koudriavtzeff, le pub
lic canadien a, pendant 38 and, 
pu decouvrir presque tous les 
artistes de la scene interna
tionale. 11 fut le premier a 
nous presenter David Oistrakh, 
Rostropovich et Richter, !es 
Bolshoi, le Kirov, le Ballet 
Royal, Gerard Philipe, Edwidge 
Feuillere, Roland Petit, le 
Folklorico du Mexique et Pilo
bolus; la liste est sans fin. 
Nicholas Koudriavtz.eff etait 
un homme audacieux, plein 
d'imagination. 11 faisait con
fiance a son instinct pour 
denicher les talents. 11 etait 
toujours plein de gentillesse. 
Preoccupe du bien-etre des 
artistes, ii leur offrait nour
riture, fleurs, pianos a queue 
et si la situation l'exigeait, 
manteaux de fourrure. 

Avec sa barbiche blanche, 
ii marchait le dos droit mani
ant sa canne de fa9on elegante. 
D'une courtoisie infallible, 
Koudriavtzeff connaissait les 
bonnes manieres des gens 
d'autrefois. 11 etait unperson
nage bien connu !ors des 
premieres de spectacles a 
Montreal. 

Pendant sa carriere, 
Koudriavtzeff a gagne et 
perdu plus d'une fortune, Gos
concert lui reprochait recom
ment d'etre responsable de la 
defection de Baryshnikov. 
Mais il continuait sans se lais
ser intimider parce que l'arge 
etait le moindre de ses soucis. 
11 parcourait continuellement 
les capitales de l'Europe et, 
sans subvention ni conseiller, 
ramenait chaque annee l'artis· e 
le plus populaire. Maisons vid~ 
beotiens, gouvernements 
philistins, rien ne l'arretait. II 
croyait, au plus profond de 
son etre, que !es gens sauraient 
reconnaftre la beaute. 'L'a.me 
russe', disait Rita, sa seconde 
femme 'croit encore aux 
co.ntes de fee.' 
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· dering the hoopla and 
hype preceding the of

ebu t of Theatre Ballet 
ada I suppose nobody 

d really be surprised to 
. that the actual event ..:. a 
a premiere" - ran serious 

- of becoming a social ra
than an artistic occasion. 

~oothly oiled administra
:nachine had all but dis
d t he fact that Theatre 

et is, in artistic terms, a 
rrected Entre-Six under 

anagement. When, at 
~:1d of the opening perfor

- e, artistic director Law
e Gradus and ballet 

• ess Margery Lambert 
ed the eight dancers on 
ewe found ourselves look

_ - .at a company which com-
.es 60 percent of the late 
arted Entre-Six Dance 

:-:-ipany of Montreal. 
Theatre Ballet is the pro
ct of a marriage (salvage 
ration?) between the ad-

- strative machine of the 
.. er Toronto-based Ballet 
and the artistic heart of 

-:re-Six - with the rites per
ed by the Canada Coun
nd Celia Franca whom 

C boss Donald MacSween 
• rred to in a public address 

r the performance as the 
•1ence grise of the whole 
rat ion. 
'hat all this means, of 

· rse, is that the artistic pro
ct on the NAC stage and 
w to be seen in a year of 
buts across Canada is not 

_ llv that new. Theatre Ballet 
1: h ave more money to 

ash around than either 
~tre-Six or Ballet Ys had 
- d it is backed with an or-

ganization which could pro
bably turn itself to selling 
cornflakes without any great 
mental readjustment. 

Thankfully, the actual 
artistic element in all this 
managed to assert itself firm
ly on opening night in a 
polished performance reflect
ing months of careful prepara
tion , including a dry-run last 
January at the University of 
Waterloo. 

Of the four works present
ed in the opening program 
two, Tribute and Symetrie 
Inquietante were new. Rain 
Garden and Excursions are re
worked versions of older bal
lets - all are by Lawrence 
Gradus who seems to have de
cided that, for the moment 
anyway, Theatre Ballet will 
be a one-choreographer show. 
In some ways this is a danger
ous approach. So much hangs 
on the creative gifts of one 
man. Against this, however, is 
the chance to produce a com
pany with a very individual 
personality and style of danc
ing. 

Gradus has always been 
adept at tailoring steps to 
dancers' talents and now, with 
a generally stronger troupe, he 
has been able to move ahead 
in terms of choreographic in
vention. His is yet an im
mature style but its main con
tours are clear enough. Al
though he puts dancers on 
point and draws heavily from 
a classical vocabulary the 
tone of most of his work is 
contemporary, somewhat in 
the manner of Eliot Feld or 
Jerome Robbins with whom 
Gradus shares a devotion to 
the full use of stage space and 
a decidedly dynamic approach 
to dance-making. 

Lawrence Gradus is also 
mi:tsical in a particular way -

one that leans fairly heavily 
on the rhythmic structure of 
any chosen piece but which 
is sensitive to its inner emo
tional pulse. We saw this most 
clearly in Symetrie where dis
turbing elements in Ruth 
Crawford Seeger's String 
Quartet were echoed in the 
movement and implied rela
tionships between the dancers. 

Gradus still at times seems 
too willing to go for the cle
ver effect without providing 
any real justification - a ten
dency evident in his continu
ed delight in quasi-acrobatic 
movement and complicated 
lifts - but all in all he is a 
choreographer with the gift 
of making well crafted dances 
that are accessible to a wide 
audienc <; while, at the same 
time, conveying a sense of 
purpose. 

KEVIN SINGEN 
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Le Groupe Nouvelle Aire 
Salle D.B. Clark 
Universite Concordia 
10 - 14 decembre 1980 

La trilogie de la montagne 
(une choregraphie d'une cin
quantaine de minutes accompag
nee d'une musique electro
acoustique composee par Michel 
Longtin), est l'achevement de 
!'oeuvre Pour conjurer la mon
tagne que nous avons pu voir 
il y a quelque annees au 
Theatre Centaur. C'est mainte
nant le deuxieme volet de La 
trilogie. 

La trilogie nous fait sentir 
la menace d'une catastrophe 
planetaire et nous montre un 
mouvement de conjuration 
qui permet de passer a un etat 
d'harmonie et de lumiere. 
Cette progression allant d'un 
etat de panique, d'angoisse et 
d'incomprehension a un etat 
d'equilibre et d'harmonie, se 
fai t a l 'interieur d 'une atmos
phere a laquelle nous ont 
rendu sensible la litterature et 
le cinema de science-fiction. 

Martine Epoque nous fait 
voir clans cette creation son 
potentiel narratif, qu'alimente 

' ... Mountain Dance Theatre is 
versati le ... outstanding character 
dancers ... the ir work is warm, gent le, 
humorous ... a delight.' Tricia Dunn, 
CHQM radio 

' ... funny and delicate and touching 
all at once .. .' Elizabeth Zimmer, 
The Courier 

· ... ideas are fresh communications 
in a strong dance tradition.' Max 

M,;u,!ainDanotlhoo1n1 •&160~si-- -~ a c. Y!!(,2J3.tliDC)~ Wyman, Vancou ver Sun 
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une connaissance sensible du 
registre des emotions collec
tives contemporaines. A cet 
egard-la musique de Michel 
Longtin fait un heureux 
mariage avec la choregraphie. 

Cette oeuvre touche certains 
aspects les plus profonds de la 
nature humaine, soit la con
science d'une menace de 
destruction collective, !'in
stinct de protection, !'intel
ligence et l'espoir de l'avene
ment d'un lieu ou !'Homme 
pourrait etre en harmonie 
avec son milieu de vie. 

La menace illustree dans la 
premiere partie se traduit par 
le deplacement des danseurs 
d'une fas:on angoissee et dans 
un etat panique. Les danseurs 
empruntent une demarche qui 
semble programmee, comme 
repondant aux stimulis de 
notre epoque. On y voit des 
panneaux - d'une douzaine 
de pieds de haut sur environ 
six de large - qui donnent 
!.'impression de grandeur et 
d'etouffement comme a l'in
terieur d'un labyrinthe. 

Ces panneaux vont se de
placer sous !'impulsion d'un 
leitmotiv musical laissant ap
paraftre dans la deuxieme 
partie la danseuse soliste qui 
tentera de conjurer ce qui 
symbolise la menace - un 
grand disque d'environ dix 
pieds de diametre et coupe en 
deux parties inegales. Encore 
ici !'atmosphere est tendue et 
l'eclairage sombre. Le disque 
est hachure de bandes grises 
et noires et !es danseurs por
tent des costumes bigarres a 
!'image de ceux des soldats 
dans la brousse. II n'y a que 
la soliste qui porte le haut de 
son costume uni indiquant le 
debut de la mutation. 

Cette deuxieme partie 
debute par l'entree de la dan
seuse soliste qui decouvre le 
disque. Elle a des mouvements 
de curiosite et de repulsion 
successifs. Ensuite elle est re
jointe par deux danseurs et le 
groupe executera un enchafne
ment. Finalement, pour mar
quer la transformation, on 
verra apparaftre les au tres 
danseurs, un a un, sur les 
allees de cote. Cette partie se 
termine, accompagnee du leit
motiv musical, sur un deplace
ment de panneaux vers le 
centre. On entend pour la 
premiere fois un chant in
intelligible mais melodieux qui 
prophetisera en quelque sorte 

!'ere nouvelle. Cette derniere 
poussee dramatique devoilera 
une scene lumineuse et blanche 
sur fond jaune, des danseurs 
rayonnants aux gestes har
monieux, accompagnes d'une 
musique unifiante. Cette 
derniere scene laisse voir des 
spheres lumineuses suspen-

-dues par un reseau de fils 
blancs que deux danseurs 
embrasseront a la fin. Tout se 
termine sur une penombre. 
Le repos succede a la menace 
conjuree. 

L'execution des danseurs 
etait tres bien. Ils apparais
saient comme guides par la 
force narrative de !'Oeuvre, 
comme s'ils etaient les acteurs 
d'une scene incontrolable. 
(En fait n'est-ce pas ce qui ar
rive a !'Homme lorsqu'une 
menace devient imminents?) 
Et cela, loin d'etre au detri
ment des danseurs ou d~ 
!'oeuvre, contribue plutot a 
renforcer l'authenticite de la 
representation. 

La musique de Michel 
Longtin est emotivement tres 
forte. Elle contribue tres bien 
a faire sentir la menace qui 
pese sur l'humanite et a pro
phetiser une ere nouvelle, qui 
se traduit par un choeur. Ce 
moment ou !'on entend le 
choeur est tres intense et 
marque un tournant dans le 
deroulement de !'oeuvre. II 
nous fait sentir l'espoir qu'un 
lieu harmonieux se construit 
et que nous approchons de 
l'aube d'une ere nouvelle. Au 
moment ou nous reentendons 
le choeur, la mutation est 
effectuee. 

Par cette oeuvre, Martine 
Epoque nous montre que la 
danse est un art d'interpreta
tion et que, avec [es moyens 
propres aux arts d'interpreta
tion, tout en conservant le 
caractere specifique de la 
danse, ii Jui est possible d'illustre::
d'une fas:on moderne et nar
rative les problemes, Jes 
angoisses et les espoirs de 
l'homme contemporain. 

GAE.TAN PATENAUDE 



porary Dancers 
w.rfront 

a!"e occupational ha-
•· at go along with being 

a.1.i1uem dance repertory com
The great modern dance 
:iies of today are almost 
:Jly performing agents 
~ choreographic genius 
-~ ·ounders. They may 
: other work but the 
:id identity of the coin
- rooted in the chore-

::y of the artistic direc-

:::emporary Dincers has 
.::., st yle or identity. Al-
t: its founder and artistic 

:or, Rachel Brown, has 
: -: ously contril;:mted to 
~pertoire she is :not po-

of a sufficiently strong 
eographic personality to 

.- :he troupe as her own. 

. ~ :s really no such thing 
'Browne dancer' as there 

T:.arp , Taylor or Lubo-
-: dancers. What the com-
. does have is personality -
:· of giving to everything 
,forms as much integrity 
?Ossible when the original 

~eographer is not around to 
-~"1Se. 
ry as it might, however, 

·epertory company seems 
-ompletely to escape the 
f dancing everything in 

omogenized way that in-
_a.:ily diminishes whatever 
reographic subtlety a piece 

possess. 
'though it smacks of clit

:o say so, this probably 
_ . ot matter to most of the 
right-stand audiences be

- ,·horn companies such as 
-:emporary Dancers regu-
._. perform. When, however, 
. · appear before an au-
ce that includes a good 
ure of sophisticated 

::g modern dancers, as hap
ed during the company's 

ourfront engagement, it 
t altogether surprising to 

• -he kind of despairing 
ment of one local dancer: 

es. but what's the point of . , 

• e answer to that is simple. 
ere is an inherent pleasure 
seeing someone as accomp
ed as Monica George or 

Cansfield dancing well. 
. it can be interesting, if 

• ultimately satisfying, to 
a broad choreographic 
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stop at Brock University, is 

Gaile Petursson-Hiley in Stephanie Ballard's Construction Company . 

one of those relentlessly good
natured romp 's that almost 
every company nowadays 
seems obliged to present as a 
closing number. More meaty 
was Prairie Song. According to 
a program note this aims t_o ex
plore 'the mysteries of isola
tion'. I have reservations con
cerning its success in this re
gard. What it did have never
theless was a finely honed 
structure that left no move
ment or image dangling gratui
tously. Each of the 5-member 
cast contributed to an accumu
lating series of human mood 
portraits of which the most 
effective was the frenetic, dis
turbed, perhaps even suicidal, 
solo for Gaile Petursson-Hiley. 
Here was a personality on the 
verge of disintegration, far re
moved from the almost serene 
acceptance of isolation depict
ed by D-Anne Kuby in a solo 
rich in nuance - tiny hesita
tions quickly followed by 
sweeping, generous turns and 
rapid shifts of direction. 

sampling in one show. But 
still, everything returns to the 
question of a raison d'etre. 

Why, for example, does a 
company such as Contempo
rary Dancers have to acquire a 
work by Brian Macdonald that 
is infinitely better suited to a 
chamber ballet company? 
Tryst, (receiving its Toronto 
Premiere) was pretty, trendy 
(in its rather aimless combina
tion ·of two musical and chore
ographic styles) and easily ac
cessible. It presented little 
challenge to the audience but a 
greater one to the dancers. 
They struggled hard but simp
ly could not infuse it with any 
real conviction. Those pasted
on smiles were unconvincing 
in the Renaissance-periodized 
opening section. In the actual 
tryst that followed it was hard 
to imagine a male dancer send
ing out a clearer message of un
love towards his partner than 
did Robert Jayne. The mere 
entwining of bodies is not 
enough. 

Perhaps because Stephanie 
Ballard is now the company 's 
associate artistic director and 
therefore on hand to watch 
what's going on, her choreo
graphy, like Rachel's, was 
danced with strength and con
sequently by comparison 
with other items on the pro-

gram came out looking :eat. MICHAEL CRABB 
Construction Company, which 
I caught on an earlier tour 
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Apocalypsis 
Centennial Hall 
London, Ontario 
28-29 November 1980 

The apocalypse is always in 
fashion. No matter how far 
back in history you explore, 
there's always someone con
vinced that the world will, or 
ought to, end imminently. 

· But few have matched the sur
real visions of St. John the 
Divine, author of the Book of 
Revelations, and patron saint 
of latter-day visionaries as 
different as William Blake and 
Aleister Crowley. 

Armageddon is one of the 
Big Themes. Despite the many 
works of art inspired by it, 
there have been relatively few 
which actually try to deliver 
the Apocalypse, whole. 

It was therefore with a feel
ing compounded _of interest 
and apprehension that I went 
to see composer R. Murray 
Schafer's massive staging in 
London, Ontario, of his score 
entitled Apocalypsis. The pro
duction was rumoured to in
clude a cast of nearly 500, in
cluding dancers choreograph-

specializing 
in 

books 
posters 
reC<Jrds 
and 
other 

.goodies 
fir 

dance 
and 
opera 

en!husia.s!S 

4S tA. Sllcrbourqe 
(atRiilg) 
388·7185 

ed by Sally Lyons, multiple 
choirs, 28 percussionists, a 
symphony orchestra, Ren
naisance music group, pipe 
and drum band, electronic · 
music on tape, three-quarters 
of the Four Horsemen (Can
ada's best-known group of 
sound poets) and the Lord 
only knows what else. 

In his program notes, 
Schafer described the world 
premiere of the full piece as an 
attempt to recall 'the great 
dramatic pageants constructed 
for performance in cathedrals 
on-festive occasions. Musicians, 
actors, dancers, guilds and 
townspeople participated in 
these productions ... Such 
events ... brought artists and 
public into firm unity of pur
pose.' 

I wondered if this was go
ing to be Canada's version of 
Parade, a ballet staged by 
Diaghilev's Ballet Russe in 
Paris during 1917. It included 
music by Erik Satie, scenario 
by Jean Cocteau, sets and cos
tumes by Pablo Picasso ... and 
was apparently a glorious flop. 
Would Apocalypsis prove to 
be a similar burn-out of Can
adian talents in the paradoxi-

cally peaceful setting of Lon
don? 

The production was staged 
in the city's largest theatre, 
Centennial Hall, which unfor
tunately was not quite large 
enough. So much room was 
required for the various per
formers that nearly all of the 
audience was relegated to side 
seats on the first floor, or to 
the balcony. the angle of view, 
plus the large lighting towers 
erected for the production, 
made it difficult to see all the 
action except from a few seats 
at the back of the theatre. 

The floor area represented 
Hell in Lyons's staging, and 
the raised stage represented 
Heaven. She incorporated the 
number seven, which recurs 
throughout Revelations, by 
using a total of seven dancers: 
Stephanie Leigh, Ingrid Rem
kins, Jo Leslie and Margaret 
Atkinson as the Four Horse
men and the locust dancers; 
and Susan Green, Judy Jarvis, 
and Paras Terezakis as the 
Angels. 

The performance began 
dramatically. Hooded monks 
wandered through the down
stairs area, chanting and swing-

ing censers. The various choirs 
gradually filtered into their 
places (their exits and entranc
es were smoothly choreograph
ed by Donna Peterson and 
Kim Plausini). Seven dancers 
then entered in darkness, with 
flaming torches, circled the 
space and ascended the stage. 
There stood bp Nichol as St. 
John, dressed in flowing white. 

A slide of an almost-demon
ic mask of the Cosmic Christ 
(designed by Susan Rome) ap
peared on the back wall, and 
the Apocalypse got underway. 
A mob of actors - the damned 
and about-to-be-damned -
rushed back and forth between 
Hell and Heaven. In counter
poise were the figures of St. 
John and the Archangel 
Michael (played by Paul 
Dutton) who remained on 
their podium almost as still as 
the seven huge and colourful 
banners hanging behind them. 
No doubt this stillness was 
meant to evoke the seer at the 
centre of the visions - but in 
Revelations, John is led vari
ous places by his angelic 
guides. 

Also moving rather mini
mally were the four living 

ce 
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i Margaret Stephenson Coole's striking costumes for Apocalysis. 
dancer is Jo Leslie. 

_,aures. They are winged 
. - ns with the heads of vari
: .mimals who surround the 

:: :ie of God in the vision. 
Tile energy with which the 

:semen of the apocalypse 
·ered provided a strong con-

...;r. Moving in phrases of 
en, they successively burst 

: the stage, leaping and 
-:ering like centaurs to the 
...:.nderous sounds of Schaf
: :nusic. As they embody 

-:..er grim forces - war, fa
,e, death - they should 
e had an appropriately 

__;_,ing effect on the audience. 
That they failed is no re-
- ion on the dancers or the 
reographer. It was a result 

-' tbe scale of the whole per
:::nance. It's difficult for 
.Jr dancers to communicate 

-:':ectively to an audience se-
-ated from them by dis-
-ce and a large number of 

:...'cer performers, and not ap
""r dwarfed. Their dance 
::nanded the scale and inti

y that only film can de
er. The only way to deliver 

- _,.t impact in such a huge 
r::>duction (and space) would 
a· e been to use the dancers 

-- ::orm one composite body
zs :he Living Theatre did in its 
~:-oduction of Frankenstein -

r :o invent some other way 
: ::::iagnifying their movement. 

The dancers later reappear-
- as a swarm of locusts with 

..:: rpion stings in their tails, 
::.e of the many plagues visit
: on the faithless in Joh n's 
s ons. They hissed, and 

--:-_wled, then gradually rose 
• · their feet, writhing vigor-

;y to Schafer's percussive 
-:15ic. The tails on their cos-

tumes, effectively designed 
by Margaret Stephenson 
Coole, flicked almost as men
acingly as if they could sting. 

After a rather slow-moving 
sequence featuring the three 
angels on a podium, Steve Mc
Caffery and Judy Jarvis creat
ed the most theatrical moments 
of the evening. As .the jack
booted Antichrist, Mccaffery 
harangued the crowd to the 
accompaniment of distorted 
tapes of his own voice: 'Des
troy the museums! Smash all 
art!' Jarvis impersonated the 
Whore of Babylon as a belly 
dancer, moaning and undulat
ing in smoky red light (approp
riately used, since this is the 
colour assigned to mere forni
cation in the Tibetan Book of 
the Dead). Her panting, earthy 
performance was more sensual 
than the movement quality 
one has come to expect from 
Judy Jarvis. 

Needless to say, much more 
took place that evening, but 
not in the realm of dance. The 
audience applauded wildly at 
the end, probably with a sense 
of relief that the world had 
not in fact ended, as well as in 
praise of an inspiring produc
tion. The one thing that could 
have made the whole produc
tion more effective would 
have been an appropriate lo
cale, where the audience could 
move around and through the 
event, and actually see all of 
it - somewhere with an ap
propriately apocalyptic setting, 
like the slag heaps of Sudbury, 
or the slopes of Mount St. 
Helens. 

JOHN OUGHTON 
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AXIS 
D.B. Clarke Theatre 
Concordia University 
Montreal 
4-7 December 1980 

AXIS is a loose confederation 
of independent Montreal 
dancers, founded by Greek
born Iro Tembeck in 1977. 
Tembeck is both mainspring 
and wet-nurse to the group 
which performs here about 
twice a year. Though at last 
count, of the 25 works creat
ed expressly for AXIS, 12 
have been hers, Tembeck's 
statuesque body and striking 
profile have tended to over
shadow her choreography. She 
has long wanted to create a 
full-length work, perhaps in 
response to her own need to 

explore the limits of her chor
eographic gifts. This year, 
finally, with grants totalling 
$8,000 - most df which went 
toward an elaborate, caco
phonous soundtrack - Tern
beck presented her first three
act dance: Triagonal. The first 
and second acts had already 
been seen here during the past 
two years as separate pieces 
but the addition of a third act 
revealed them, in retrospect, 
to have been preliminary 
sketches for her master plan. 

The thread which connects 
the three sections is the evolu
tion of the artist from a state 
of primaeval innocence 
through the discipline impos
ed by successive civilizations 
to eventual decadence. 

Tembeck has been working 
intensively with Andy Smith, 
a New York percussionist who 
is not only a delightful one
man-band but moves like 
Bojangles crossed with Bolger. 
When the two of them are on 
stage together, frontiers be-

faculty 

PETER GEORGE 
(artistic director) 

tween sound and movement 
blur: she chants·, he cavorts; 
he growls, she leaps. 

The first two sections of 
Triagonal are pithy and finely 
focused. 'Dialogue' is just 
that: two bodies, gingerly test
ing the ground and each other, 
exploring their own limbs, dis
covering the infinity of 
possibilities in rhythm and 
motion. 

'Terracotta' is dance his
tory in a nutshell. A bearded 
Jesus figure in long robes (who 
turns out to be Concordia pro
fessor Kevin Austin, an elec
tro-acoustic composer) sits in 
the lotus position at the side 
of the stage, alternately hissing 
and stroking a gong. Four 
Grecian lovelies in pink satin 
drapery sidle on, dipping in 
deep knee-bends like figures 
on an urn. They introduce 
Smith to drum and flute 
(shades of Apollon Musagete) 
and give way to the Pygmalion 
and Galatea section in which 
Smith fashions Tembeck ra
ther too literally as if she were 
a lump of red clay, then sum
mons her to life with his 
music. 

After intermission comes 
Act Three, 'Vortex,' which is 
as long as the first two sec
tions put together but seems 
longer. At fully 45 minutes, it 
is an overstatement. Tembeck 
lays on her message of confu
sion and alienation with a 
trowel. I recognize her predic
ament: in the interests of 
sociological fidelity, she is 
incapable of omitting a single 
development which has affect
ed artists in the 20th century. 
Academically it is valid but 
dance derives its drama not 
from the number of compo
nents but their density. 

'Vortex' begins with a 

Andy Smith and Iro Tembeck in Triagonal: 

carefree, playful boy-meet
girl scene, like something out 
of Brigadoon or Oklahoma. 
Tembeck and Smith clap, slap 
and tap out the rhythm while 
the four Grecian lovelies, now 
dressed like debauchees from 
Cabaret, creep by. Rhythm 
and joy peter out appalled; 
and electronic blips, like dis
torted gunfire, accompany the 
grotesque quartet which flops 
around like shell-shocked 
rabbits. 

Jesus arrives in reverse in 
an armchair mounted on cas
ters, they recite doggerel from 
Italian Futurist sintesi; there 
is a rock'n roll section, a pas 
de trois with a chair, a tele
scoped horse race in which 
one dancer (Gabriele Delori
mier) gives a bravura perfor
mance of four horses simul
taneously ... all this while a 
polyglot Babel issues from 
numerous speakers in glorious 
stereophonic sound. It is too 
much: it becomes the very 
thing it seeks to deride. 

Tembeck's single most 
effective visual metaphor 
showed Jesus, now clad like a 

stockbroker, dancing with the 
bottom half of an upside down 
mannequin, one foot sporting · 
a birdcage, the other festoon
ed with twinkling Christmas
tree lights. That would have 
been enough. It said it all. 

The disparity is enormous 
between the first two sections 
which were created on a shoe
string and therefore called on 
everything Tembeck and 
Smith could contribute - and 
the last section where the sud
den availability of money 
sent the.m in search of effects. 
It has also created an imbal
ance within the work itself. 
The anarchy of the current 
century is but a blink of an 
eye in the five thousand year 
history of the dance, yet Tern
beck devotes the lion's share 
of Triagonal to its excesses. 

My own feeling is that 
Tembeck was diverted from 
her aim. Triagonal shows that 
she has wit, an easy grasp of 
style and of logistics; not, 
alas, of choreography. 

KATI VITA 
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·a;:ional Ballet presented 
-e,-..- works during its fall 
- . Playhouse, by James 

_ Ka., and Newcomers, by 
- lacdonald. 
· .. g a group of piano 

__ by Dmitri Shostakovich, 
··a has arranged a series 
s. pas de deux, and 

dances to suggest - ac-
- _ to the program note -

. all the world's a stage, 
ople play, in all senses 
word, as they wait for 

..,rtain to rise .. . .' Run-
• •· rough the ballet is a 
• m tails, danced either 
·.ctoria Bertram or James 
•· "a. At times this charac-

:er of ceremonies as, for 
-:-.ple, in the final mo-
:s when he/she seems to 

eading the other dancers 
_ ;:id Astrid J anson's back

:, of faces to another 
-. - home? The theatre? 

rever. 
• :s the vagueness of the 
sage, together with Jan
; unflattering costume 
,, ns, that gets in the way 
;;me rather attractive 

- ~es. Those for the princi-
:oloist, for example, have 
en sense of energy, but 
· are made to look some
t trite with the tails flap-

• about. Kudelka, as might 
.·pected, danced with 

;.t vigour and passion. 
.se are qualities we have 
::,e to expect from him in 

:>a.st season or two. Ber-
.: . on the other hand, was 

tense, more witty, and 
:~, her performance the 

et took on a wit and charm 
.. : played nicely with the 

-ation of Chopin in some 
• e music. 
The ballet was a particular 

.:a.sure for two things espe-

Victoria Bertram in James Kudelka's Playhouse. 

cially: Gary Arbour's skilled 
accompaniment, and the final 
dance, in which Kudelka dis
played a thoroughly profes
sional handling of the corps. 
Indeed this segment is his 
finest piece of extended cho
reography yet presented on 
the O'Keefe stage, and one 
looks forward to a revival of 
Playhouse, this time without 
costumes or set - or the coy 
program note. With those dis
tractions out of the way, 
audiences would have a chance 
to examine Kudelka's chore
ographic response to the 
music. 

Newcomers makes huge de
mands, involving three pairs 
of principals, several junior 
soloists, a large corps, and a 
sizeable orchestra. The cos
tumes are,by Suzanne Mess, 

and the stunning backdrops 
by Claude Giraud are among 
the most beautiful designs the 
National Ballet has ever shown. 
For the pictures themselves, 
the show is worth visiting. 

Newcomers is in four sec
tions ; each has music by a 
different composer, a ques
tionable artistic decision. The 
first section (music by Andre 
Prevost) aims to suggest the 
savagery of this new land with 
fairly conventional arm wav
ing and foot stomping that 
must be hell to dance, (and 
must also demand fairly in
tensive rehearsal). Their dance 
over, the primitives - I hesi
tate to call them native peo
ples - give way to the new
comers, Mary Jago, Veronica 
Tennant and Clinton Roth
well. It's a striking moment -
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timorous Tennant, doubtful 
Jago, stalwart Rothwell, slow
ly passing across the stage on 
a diagonal into strong light. 
These three are joined by 
others, and the wh ole group 
twists and turns its way across 
the stage. At this point and 
well into the high-spirited 
second section (music by 
Harry Freedman) one felt that 
Macdonald was on the verge 
of giving the company a tri
umph: a skillful and demand
ing ballet that in its way en
couraged all the dancers to 
their best, and touched the 
hearts of a public desperate to 
learn something about its past. 
Such, however, was not to be 
the case; one's expectations, 
unfairly, were too high. 

The third movement, a 
kind of hoedown to John 
Weinzweig), is the most conven
tional from a choreographic 
point of view. Here Macdon
ald puts his dancers through 
their classroom paces, and 
while Kevin Pugh and Ray
mond Smith and Peter Ott
mann perform well, the whole 
thing looks academic. And be
cause the music is folksy and 
rhythmical, the audience is 
supposed to love these pio
neers at play. Sadly, Newcom
ers begins to feel cheap, and 
one wonders again about the 
integrity of the choreograph
er's intentions, his response 
to music. In the final moment 
of the concluding movement 
(music by Lothar Klein) Mac
donald strives for another 
potent image, lining his danc
ers across the stage looking 
out to the future. Children 
come up from behind, rush to 
the footlights, and also look 
out. Behind them, the adults 
don masks; with that gesture 
the choreographer mocks and 
dismisses his own work. The 
audience is cheated terribly . 

LAWRENCE HASKETT 

ALMA COLLEGE DEPARTMENT OF DANCE AND MUSIC 

Residential and Day Secondary School offering dance and music education. 
Training to professional ·standard - students prepared for examinations with 

the Royal Academy and the Imperial Society. 
Summer School July, 1981 

Alma College, 96 Moore Street, St. Thomas, Ontario N5R 586 
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Dancers' Studio West 
University of Calgary Theatre 
21 January 1981 

The premier performance of 
the Calgary-based Dancers' 
Studio West questioned the 
concept of regionalism in 
dance. It seemed to ask, does 
regionalism even exist in 
dance? 

If An Evening of Solos and 
Duets is any indication, the 
answer is no. The works of the 
five Alberta choreographers 
revealed no common trait that 
indicated they were all dances 
of people who live on a flat 
bald prairie. Personality, not 
place, seems to be the deciding 
factor in determining style. 
As a choreographer, Douglas 
Hamburgh is witty, Brian 
Webb sentimental, Larry Mc
Kinnon romantic, Elaine Bow
man dramatic and Lynette 
Fry-Abra sweet. 

Add those diverse styles to 
the upbeat funk of guest chor
eographer Kathryn Brown 
from Toronto and you have a 
program with samples from a 
wide spectrum of choreogra
phic styles. 

Unfortunately, to portray 

l.,c!llli 

all these styles the com-
pany has just two dancers -
Elaine Bowman and Douglas 
Hamburgh. Both are Univer
sity of Calgary modern dance 
instructors and past members 
of Toronto's Marie Marchow
sky Dance Company. 

The reason Elaine and 
Douglas attempted the chal
lenge of dancing so many 
styles themselves is a simple 
one. They are victims of what 
has become known as 'The Al
berta Boom-Boom Phenome
na'. No one out here tells any
one that anything is impos
sible. So Elaine and Douglas 
just went ahead and danced 
the whole program themselves. 
And for the most part, they 
didn't do it all that badly. 

Elaine has never danced 
better - her dynamics are ac
tually dynamic, her extensions 
way up there. Douglas is a 
weaker dancer, plagued by a 
body more suited to a football 
uniform than a leotard. Al
though he has a dramatic stage 
presence, his faltering dance 
technique is often distracting. 

The two are best in works 
that rely more on dramatics 
than dance technique, such as 

B~LLE~S f\VSSE~ 
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Elaine Bowman and Douglas Hamburg in The Dark Stream. 

Ham burgh's The Dark Stream. 
The lights go up to reveal 

Douglas hanging upside down 
from a rope. The 'score ' 
sounds like an airplane going 
overhead! Elaine begins to 
move. She's not the girl next 
door. Dressed in a gown cut 
every which way, her hips 
move sensually as Douglas sli
thers down the rope. Some
thing is wrong. Synchronized 
phrases are attempted but 
they shatter into mere move
ment snatches. 

On stage, there is a dyna
mism between Elaine and 
Douglas. Call it energy, animal 
magnetism. Whatever you call 
it, there is no denying some
thing sexy bounces between 
the two. 

It's no surprise, then that 
they excelled in Kathryn 
Brown's piece First Impres
sions. Based on real-life drama, 
the first part of the dance is 
segmented onto two television 
screens on the sides of the 
stage and one large screen in 
the middle. 

On the videos David Wood 
and Karen Wroblewski are 
slowly and delicately caressing. 
Someone's arm embraces a 
waist. You notice the nape of 
her neck. Then, their lips 
fumble . Hair gets into her eyes. 
You are reminded that you are 
watching a porno flick made 
in Canada, a country where 

clothes don't melt off, they 
must be unzipped. 

Elaine and Douglas appear 
from the darkness below the 
screens to give their version 
of the mating ritual. They 
grind their hips. They strut. 
The message is alienation, not 
romance. It's a finely crafted 
message that credits Kathryn's 
choreographic capabilities. 

Capabilities - it's one of 
Alberta's buzz words. People 
transplanted in Alberta find 
they have more of them than 
they ever imagined. The first 
performance of Dancers' Stu
dio West is a perfect example. 
Elaine and Douglas pulled a 
coup most others wouldn't 
even entertain as a passing 
whim. And they have more 
planned. 

Dancers' Studio West plans 
to tour their two-member 
company across Alberta, build 
a new dance studio in Calgary 
for advanced dancers and 
sponsor modern dance perfor
mances. 

Lofty plans? To answer 
the question , Canadian region
alism becomes important. In 
Alberta, the answer is no. No
thing is impossible. 

SUSAN PEDWELL 



-...Mt.-.- Desrosiers Dance 
any 
~:front 

.'.lDert Desrosiers Dance 
_:-iy has truly captured 
• gination of Toronto's 

_ audience. Not since the 
__ 3.nce of the Lindsay 
~ Company (with whom 
::ers performed for a 
_;: 1978, has a dance/ 

:::-e troupe had such a wide 
- almost snob appeal. 
mpany packed the Har

_:ont Theatre for three 
cutive weekends . On 

__ ·en evening the crowds 
-e fai thful and the curious 
.;ed teenage punks with 

.:. k crew-cuts, National 
_: chool teachers, the 

elite of the New Dance 
.. ~entsia, timid little old 

. - even a large contingent 
egant foreign diplomats. 
.:ien you remember this 

:"'..edgling modern dance 
n ny performing in apa-
c Toronto you must ad

.t"s a rare triumph. Rare, 
:wt surprising considering 

sier's extraordinarily 
,c background, which has 
_ded National Ballet train

eriods in France, Eng
Venezuela and Spain -
ppearances with more 

- half a dozen different 
anies. He has most re-

~- - worked with the Kemp 
any and the Toronto 
e Theatre. 

·1ght Clown, which pre
-ed as Visions: With Death 

Clown in 1979, and 
111 in a Dream which pre-

-ed the same year in a 
. t o Dance Theatre Cho

_,aph ic Workshop, are both 
.• -like progressions of 

-=- _ . The progression is 
.al, it never looks back 

::elf but through constant, 
--:--.s:cal and unpredictable 

ion finds itself back 
e it started. 
eam In A Dream brings 

: : er two strangely com
e:nary characters (Des

,::-s and Mitch Kirsch). 
r:.:i black suits which 
~a.;Jy appear to bleed from 
~-· n cuts, the chalk-faced 

ull and roll and lift and 
-· e each other. They are 

ed in the midst of this 
ecine duet by menacing 
'.igh ts - no, spotlights 

now - these two are prison
ers? lunatics? Nevermind, 
now they're doing a raggedy 
soft shoe routine. Machine
gun fire mows them down 
and suddenly Desrosiers is 
alone. Slithering out of his 
bloodstained rags he emerges 
an exotic savage with fawn 
leather thongs snaking 'round 
his legs. He performs a tortur
ed, questioning solo , then 
opens the backdrop to reveal 
Kirsch rendered larger than 
life by an enormous, grotesque 
mask. He turns to stare ac
cusingly at us, the lights black 
out tQ a final image - eery yet 
comical - of a blinking green
eyed monster. 

The pace of Night Clown 
is considerably wilder. It be
gins at fever pitch, with a crash 
of cymbals and a thundering 
drum roll. We are at the circus, 
a gypsy circus of lost souls, 
mad clowns scarcely human. 
Again one event follows ano
ther in a seemingly arbitrary 
progression. Twin clowns, 
shadows of Pierrot, toy with 
a demented ringmaster, then 
calmly do him in. A sightless 
dragonfly struggles free of her 
sentry box and circles 'round 
and 'round herself beseeching 
us with fluttery hands. Alan
guid swami (suavely sketched 
by Kirsch) slinks across the 
stage to commune, not with 
the helpless lady dragonfly, 
but with the sentry box which 
seems to have a more alluring 
life of its own. A boxer in 
gleaming golden bloomers en
ters the ring one last time to 
exorcise the demons that pos
sess him. It is in this role that 
Desrosiers seems truly in his 
element, with both feet free 
of the ground, body arched, 
head flung back, suspended in 
the air. Claudia Moore is also 
very much at home in the air. 
Her pas de deux with Des
rosiers takes many twists and 
turns but the image that re
mains is of Moore gently sup
ported on his shoulder. His 
body blends into the backdrop 
and she seems to float away 
from us , a vision in white. A 
very different sort of energy 
charges the air when Helen 
Jones appears as an enigmatic 
madamoiselle in a contorted 
mask. The drapery of her 
orange gown echoes her twist
ed face yet she vibrates with 
challenge and a very direct 
sexuality. She demands atten
tion and receives ... Mitch 

Kirsch 's head on a platter. 
(Shades of Kemp's Salome.) 

The circus images tumble 
inexorably onward to some 
distant reckoning. The music 
is deafening. The audience sur
renders to any possibility , 
any bizarre or savage twist. 
Had Desrosiers crushed that 
struggling dove with his bare 
hands and scattered blood 
and feathers every where no 
one would really have been 
surprised - horrified yes, but 
not surprised. The fine line 
between illusion and reality 
has been blurred. Anything 
can happen. 

Night Clown succeeds as a 
synthesis of many theatrical 
elements. There is of course 
movement, beautifully exe
cuted by some of this coun
try's most skillful dancers. 
There is also mime and voice -
Albert Gedraitis' bittersweet 
monologue: 'Look, the moon!' 
provides a haunting prelude 
to the work. The live music 
of Gordon Phillips, Michael 
Brooks and Sarah Dalton is 
frequently the driving force 
of the producton urging the 
players from one scene to the 
next; at times stunning the 
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audience with its sheer force. 
The lighting, set design and 
costumes would do justice to 
a company with twice the 
funds at its disposal. The cos
tumes seem to have a life of 
their own. They lend their 
shape, their texture , their 
weight, their flowing or spiky 
movement to the total effect . 

The one new work by Des
rosier - Brass Fountain -
shows the choreographer at 
his most vulnerable. It em
bodies his many strengths and 
also his weaknesses. There is 
madness. The frenetic pre
sence of Desrosiers, in gold 
body paint, brilliant red mili
tary jacket whirling across the 
stage, a blaring trumpet press
ed to his lips is juxtaposed 
with the fragility of a pair of 
antiquated 'opera singers' 
complete with towering pow
dered wigs. Italian Opera 
meets American Brass Band . 
There is mystery. Two women 
(Moore and Jones), singly and 
together, perform exquisitely 
stylized movements. Arms are 
held behind the body in a 
gently distorted manner, backs 
bend low to the ground, turns 
and extensions recur in precise 
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Robert Desrosiers in Brass Fountain. 

patterns. They are costumed 
in classy, sexy black gowns 
reminiscent of the glamour
ous impeccably dressed movie 
stars of the late forties. 

Desrosiers' intuitive sense 
of what is visually pleasing, 
startling and evocative is well 
in evidence. Yet without the 
pounding tumult which, in 
Night Clown, overwhelms the 
senses and seduces one into 
letting music and movement 
wash over you, gobbling up 
all the rich images and never 
questioning why? just what 
next? - you find yourself 
looking at the choreography, 
becoming aware of 'craft'. 
In Brass Fountain the chore
ographic motifs which recur 
in such a careful way are never 
developed. After a while the 

beautiful women in black hold 
no surprises. Their concentra
tion, control and never-chang
ing downward gaze are no 
longer mysterious . They have 
become as predictable as the 
mad trumpeter is disorienting. 
It is in the area of craft that 
Desrosiers needs stretching, 
experimenting. Those bizarre, 
erotic and magical movement 
images can be turned inside 
out, upside down, taken apart, 
put together in a new way, 
really developed. Desrosiers' 
tantalizing collection of thea
trical postcards can grow into 
fully expressive and personal 
communications of the artist 's 
world view. 

HOLLY SMALL 

Dansepartout 
Salle Gerin Lajoie 
University of Quebec in 
Montreal 
15 November 1980 

Founded in Quebec City in 
1976 by Chantal Belhumeur, 
Dansepartout calls itself a 
'compagnie de creation' with 
the avowed aim of disseminat
ing contemporary dance. On 
one level it is eminently suc
cessful. Since it is the only 
such company based outside 
Montreal, its pioneering spade
work plus governmental sensi
tivity to a need to be seen to 
distribute wealth to the re
gions, have won it both feder
al and provincial assistance. 

On the other hand, handi0 

capped by lack of enough 
money, insufficiently trained 
and frequently nomadic danc
ers and a disproportionately 
mediocre repertoire, Danse
partout survives through sheer 
stubbornness, without an 
artistic raison d'etre. 

The company currently 
consists of two men and four 
women, of whom only one, 
Lucie Boissinot (ex-Grands 
Ballets Canadiens), can actual
ly dance. 

Until recently, Dansepar
tout's poverty tethered it 
forcibly to Madame Belhu
meur's choreography. This 
year, with the infusion of 
minuscule grants totalling 
about $3,000, the company 
has finally obtained three 
works by other choreographers. 
It was certainly a move in the 
right direction except for the 
fact that in dance, as else
where, the best things in life 
are rarely free. 

The first half of the Mont
real program was devoted 
to the three new acquisitions, 
two of them world premieres. 

Quintet a Corps, to Stra
vinsky, was credited (to my 
mind, erroneously) to Marcus 
Schulkind. On the basis of 

this one work, Schulkind is 
not a dancemaker but a 
sponge. He incorporated a 
veritable lexicon of New York 
mannerisms, borrowing from 
everyone between Paul Taylor 
and Trisha Brown, without 
adding anything of his own. 
At best, it could be fun as a 
basis for a parlour game called 
'Spot the Plagiarism'. 

Maria Formolo's Whales, 
a 1973 work in her usual, 
literal style for three heaving, 
undulating grey forms, was 
set to the curiously moving 
sound of the leviathans .. . 
now like a creaky door, now 
like a child in distress. It is 
dedicated to endangered spe
cies with which Formolo, 
whose own Regina Modern 
Dance Works is constantly 
threatened with extinction, 
would be only too familiar. 
Whales is harmonious in con
cept but, even in this revised ~ 
version lasting 10 minutes, 
rather long. 

Dansepartout had spent 
several weeks in Paris last 
autumn, performing in the 
studio of Michel Nourkil who 
created a pas de deux and a 
pas de trois for them. In 
Montreal they showed only 
the pas de deux: a deliberate, 
involved, passionate piece 
with intimations of the loss 
of innocence. It was well lit 
and strongly danced, especial
ly by Lucie Boissinot, to a 
grave, beautiful Sonata for 
Cello and Piano by Kodaly. 

A reprise of Chantal Bel
humeur's 1978 work, Totem, 
remains as confusing as ever. 
She herself describes it as 
known characters in an un
known situation. As the char
acters are defined by costume 
rather than movement, the ex
planation did not go very far 
in yielding the key to the 
chornographer's intent. 

The evening closed with 
the first public performance 
of Belhumeur's new dance 
drama, Scenes from the Life 
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· -gin Mary, set to an 
~:om Bach's B-minor 
_ ~ premise is that at 

-~mw-. :noment of the An-
n, Mary already has 
rtio n of Calvary. The 
und and the superim-

- of two distinct emo
::nes has dramatic 

- .i:.. Poses echo Raphael 
::::cell i with occasional 

: .\1artha Graham but 
r to tableau vivant 

- s.:ructured dance and 
ered ludicrous by the 

e. 
Dansepartout rarely 

in Montreal, it is of 
?Ossible that I caught 
:i an off night although 

- ~ seen in previous years 
_ oint to that. 
-:ame Belhumeur has the 

- _ and the organizational 
;:o ensure the survival 
small company in the 

_ ,iJderness of Quebec 
: Jt, after four years, she 
,:Y succeeded in entren-

- mediocrity. ; 
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Dancemakers 
Harbourfront 
Toronto 
15-18 January 1981 

What do you do when your 
straight-A kid comes home 
one term with a handful of 
C's? Give him a big hug, tell 
him you love him anyway, 
and lie awake all night hop-
ing he 's just going through a 
bad patch, I guess. So too 
with dance companies, most 
of whom suffer similar lapses 
of confidence and concentra
tion . A few years ago I walk-
ed out of several New York 
City Ballet performances, 
thoroughly shaken by sloppy 
dancing, an inert corps, and 
singularly lacklustre star turns, 
but a year later, the same 
dancers, in some of the saine 
pieces, convinced me that the 
NYCB had to be the most 
talented and vibrant company 
around. So I'm trying not to 
lose sleep over the latest fall 
from grace, that of Dance
makers at their recent Harbour
front appearance - which gets 
about a C+. 

Zella Wolofsky, Patricia Fraser and Carol Anderson in Peggy Smith Dancemakers, an eclectic 
and well-trained group of Baker's Disc. 
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radiantly individualistic danc
ers, has been in recent years 
one of the two Toronto-based 
groups (Danny Grossman 
Company is the other) whose 
programs serve equally well 
as enticing hors d'oeuvres for 
those uninitiated into the 
pleasures of dance and as 
piquant sherberts to clear jad
ed palates for the subtleties 
of la nouvelle cuisine, and 
this has been true despite 
more changes in artistic direc
tion than most companie·s 
could stand. The recent depar
ture of Peggy Smith Baker for 
the Lar Lubovitch Company 
seems to have been a jolt from 
which the company souffle 
has not recovered. The group 
has lost its most exceptional 
dancer so that the absence of 
previous favourites like Patri
cia Miner and Keith Urban is 
even more marked, and Dance 
makers' new directing duo, 
Carol Anderson and Patricia 
Fraser, have not found the 
right touch to make a balanced 
feast as opposed to a potluck 
assortment of variously season 
ed items. Somehow even the 
group's timing seemed off, its 
sense of pace either sluggish 

or frantic, and since tapes pro
vide the music, I can only con
clude that attack, energy levels 
and focus were out of whack. 

In Anderson's Quick Studies 
(1980), the metaphorical cur
tain-raiser, dancers Anderson, 
Fraser, William Douglas, Grant 
McDaniel, Zella Wolofsky, 
and Dale Woodland showed 
considerable assurance and 
control, with Wolofsky's deli
cate shading of phrases and 
Fraser's womanly generosity 
of movement all one might 
wish; but only McDaniel's in
trospective solo, a compas
sionate study of a Walter 
Mitty-ish character trying to 
soar beyond his earth-bound 
limitations and finding each 
surge of optimism undercut 
by a crisis of nerves, seemed 
truly well-crafted choreogra
phically. Gleanings of Natural 
History, a November acquisi
tion from Martha Bowers, de
tailed the habits of the faint
ly spotted, sweetly hooved 
African species Lecknongi 
Reticulata (?), neatly animated 
by Wolofsky and Pierre La
Chasseur; but the work, with 
voice-over commentary and 
species-specific hissings and 

KOFFLER CENTRE OF THE ARTS 
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gruntings, was itself dispro
portionately long in the neck 
for a joke or a dance. The open
ing and closing moments in 
which these alien creatures 
pranced, peered, and stalked 
with clumsy dignity were 
more striking than the overt
ly comic rutting season in the' 
ballet's extensive midsections. 

Arrival of All Time (1975), 
that brooding study of three 
Bronte-types in sly flight from 
their author, lacked the sharp 
dramatic focus it has shown 
in the past; this year it seems 
more simply neurotic and less 
eerily Gothic, less evil. Ano
ther old work, Anderson's 
1975 Lumen, seemed well 
danced by Douglas and Wood
land, but somehow this ballet 
blanc, almost mathematically 
symmetrical in structure and 
movement, oscillated between 
serenity and tension in a man
ner both jarring and inter
minable. Whether the fault 
lay in the choreography, the 
performance, or the audience's 
mood I can't say, but a work 
which should have been lovely 
just wasn't. Disc, Peggy Smith 
Baker's commentary on the 
disco scene, seemed frenetic 
as a closing piece. It did, how
ever, give us a glimpse of ap
prentice Susan McKenzie, 
who seems to have the con
centration, sense of style, and 
compelling stage presence that 
may, mean she has what it 
takes to replace Baker in a 
virtuoso piece like Janice 
Hladki's Fading Fast (1978), 
a work I'd have like to see on 
this programme. 

In fact, I spent much of 
the evening wishing for more 
of my old favourites in the 
repertoire (a bit of Baker's 
Album, or Barry Smith's 
Galliard, or Nina Wiener's 
sparkling A Friend Is Better 
Than A Dollar). Of course, 
companies have to move on
ward and upward choreogra
phically, and comparatively 
new works have to be given a 
chance to settle in and prove 
themselves. But the quality of 
choreography we saw in the 
Brigantine Room seemed a 
greater problem than the qual
ity of dancing, there wasn't 
anything very beautiful or 
very funny or very dramatic 
or very inventive, and there 
was nothing as tongue-in-cheek 
or as hypnotic as Wiener's or 
Hladki's pieces. 

Dancemakers used to make 
me want to leap up and cheer, 
but only two pieces provoked 
moments of joy at Harbour
front, and both belonged to 
guest artist Judith Marcuse: 
Folk . Song, a stunning 1978 
solo to Bulgarian music, and 
Blues, her savage, sexy, self
destructive tantrum of a solo 
from Mirrors, Masques, and 
Transformations ( 1980). Folk 
Song, simultaneously passion
ate and controlled, is an al
most ritualistic exploration of 
exploration: what happens 
when you shift your centre of 
gravity without moving your 
feet, what happens when you 
reach too far and must con
tract back convulsively to a 
tenable balance, what happens 
if you change the speed or 
attack of a step? Marcuse - a 
wisp of a woman, vulnerable, 
quiveringly intense yet mystic
ally concentrated - had, in 
her dancing and her dances, 
much of what was missing in 
the rest of the evening. But 
you cannot balance a pro
gram by bringing in a com
plementary guest, nor can a 
visiting chef save the dinner 
with a few choice dishes. Oh, 
well, every kitchen has its off 
nights, and shortly the new 
co-directors should find the 
knack of selecting prime ingre
dients, adjusting the season
ing, finding the right garnish
es, and ordering the menu 
with the taste and wit we have 
come to expect of this small 
gem of a company. 

PENELOPE D00B 



raham 
Dances in 
aphs 

organ 
Holt, Rinehart and 

The essence of a good photo
graph is that it speaks for itself 
Therefore little need be said 
about the republication in a 
facsimile edition of Barbara 
Morgan's ravishing collection 

of Martha Graham dance pho
tographs. 

They were originally taken 
in the years 193 5-41, in the 
studio or at special sessions in 
theatres, and do far more than 
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record the 16 works selected 
for inclusion. They constitute 
an extended visual poem, a 
paean from one great artist 
for the work of another. 

Barbara Morgan's photo
graphs remind us how power
fully the black and white 
medium can evoke images -
in many ways far more effec
tively than colour - and also 
to what a degree good dance 
photography is a matter of the 
soul rather than of technical 
gadgetry. Her approach is un
cluttered and eloquent, abso
lutely un-artsy. Each photo
graph conveys a sense of the 
photographer's own reverence 
for the work itself. 

Although the price ($3 9) 
may intimidate potential buy
ers it is worth remembering 
that the chances of a third edi
tion appearing are improbable; 
and who will want to risk 
waiting another 20 years? This 
is a collector's item. The up
dating of an appended list of 
Martha Graham's dance com
positions adds to its usefull
ness as a reference work. 

KEVIN SINGEN 

DANCE OLY 
82 Rl~EVA 

TORONTO, 0 
MUSKOKA 



DANCE IN CANADA 36 

AN EXCITING SEASON OF CONTEMPORARY DANCE FEATURING DANCEMAKERS PREMIERE OF PAUL TAYLOR'S AUREOLE, 
CUTS BY JUDITH MARCUSE AND TRIO BY CAROL ANDERSON TOGETHER WITH A RIV/VAL OF ROBERT COHAN'S FOREST 

TICKETS AVAILABLE AT HART HOUSE BOX OFFICE, U of T, (from April6/81) TEL: 978-8668, 1pm -6pm, AND AT BASS TICKET OUTLETS 
TICKETS: ADULTS $7,00 STUDENTS/SENIORS $5.00 

THIS SEASON IS PRODUCED WITH THE SUPPORT OF THE CITY OF TORONTO THROUGH THE TORONTO ARTS COUNCIL 

Compagnie 
de Danse 

~ 
qjJussaint 

Rattachee a la Compagnie. 
\'Ecole .de Danse Eddy Toussaint 
offre des cours de ballet classique, 
jazz, moderne. a tous \es niveaux. 

Pour de plus amples information au sujet 
de spectacles et tou rnees. 
M.Yves Lahaie. di·recteur des tournees 

551 rue Mont-Royal est. 
Montreal , Que . H2J 1 W6 
527-7770 524-3749 
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Anna Wyman Dance 
1·•-·-e returned to Vancou-

- J anuary 4 from a three
. whirlwind tour of the 

--:e·s Republic of China. It 
-· e first visit to China 
:-nade by a modern dance 
;:,any from the West. The 
: dancers performed be-

_.. total audience of 12,000 
--:e in the theatres of Soo-

·. Hangchow, Shanghai 
Peking as well as before 

students in local schools. 
Le pioneering visit of 
-rreal-based dancer/chore-
-?her Margie Gillis in 1979 
·\·hetted an appetite for 

-em dance among the 
-ese. Anna Wyman and her 
.:ers found not only a 

:::;i welcome awaiting them 
also an unbounded curi

:-.- and desire to learn 
~ng Chinese ballet dancers. 

_. · have already been invit
· o return in 1983. 
Chinese audiences have be

e used to a local diet of 

.es of statistics are always 
- for the arithmetically-

ded. Among the more amus-. 
_ and instructive) to appear 
-:- year - at least so far as 

p~rforming arts are con-
... ed - is the survey produc-
:, · t he Council for Business 

aad the Arts in Canada (CBAC), 
"'ed by Arnold Edinbor-

. It includes those perfor
-"' arts institutions with 
:~ an nual revenues of more 

- 100,000. That rules out 
.ral of Canada's smaller 

-~e companies] But it does 
..:.tle all the 'biggies' . 

_ :a tis tics, of course, like 
:a.tions from scripture, can 

-:ade to prove anything 
\·ant. Even so, some con

about the health of 

narrative ballet, usually with 
epic themes. Nevertheless, the 
audiences adapted eagerly to 
Anna Wyman's more abstract 
style and were equally delight
ed with her comic works, 
Number One and Dance 
Is . . . 

Apart from public perfor
mances, the company also 
appeared in a 1½-hour tele
vision recording broadcast 
across the country. The Bri
tish Columbia Culture Divi
sion and CP Air help_ed finance 
the trip while costs within 
China were met by local or
ganizations. Anna Wyman, 
who had already visited China 
last October to lecture at The 
National Minorities Dance Fes
tival, has no reservations about 
the unqualified success of her 
Company's visit. 'We showed 
them a different way of danc
ing . . . Everyone was so over
whelmingly friendly, so eager 
to learn what modern dance 
is all about'. 

our dance companies is pos
sible. For example, there has 
been a general trend towards 
the reduction of deficits by all 
performing arts organizations 
in the reported period, 1979-
80. The Royal Winnipeg Ballet 
and Les Grands Ballets Cana
diens have had marked success 
in this area. The National 
Ballet boasts a modest surplus. 
Toronto Dance Theatre still 
labours under the unfavour
able financial handicap of the 
debts left by its relocation 
and renovation program. 

The CBAC survey helps put 
several contentious issues in 
perspective. Observers tend to 
get carried away when they 
look at total numbers in ab
straction. The National Ballet 

got a whopping (so it would 
seem) government subsidy of 
$2,131,785 in 1979-80. That's 
more than a third of all the 
public money handed not to 
dance companies covered in 
the survey. However, the Na
tional's subsidy, as expressed 
as a proportion of its total 
revenue is only 34% compared 
with say, Winnipeg's Con
temporary Dancers whose 
grants represent 70% of the 
company's total income, or, 
Toronto Dance Theatre where 
the equivalent figure is 68%. 

Another way of analysing 
the impact of government sub
sidy is to calculate from re
ported figures what public 
handouts represented in 1979-
80 per audience member. In 
this respect, Les Ballets Jazz 
(which gets very little public 
funding) was the obvious com
mercial success. Government 
grants account for only 9% of 
revenue and the subsidy per 
audience member was only _41 
cents. Compare this with Con
temporary Dancers where aach 
audience member cost the pub
lic purse $14.31 - or Le 
Groupe de la Place Royale at 
$15.05. Of all the major Can
ada Council funded companies 
The National Ballet was the 
lowest on this score at $5 .80. 
To have your own fun with 
figures just drop a line to Sarah 
Edinborough, Research Assis
tant, CBAC, Suite 1507, P.O. 
Box 7, 401 Bay Street, Toron
to, Ontario, M5H 2Y4. And 
get those calculators ready! 

Last December, the Canada 
Council approved in principle 
a wide-ranging policy docu
ment presented by officers of 
the Dance Section and titled, 
The Art of Partnering Dance -
A Federal Pas de Deux. A sum
mary released soon after the 
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Council meeting lists the ma
jor areas of concern for a divi
sion of the performing arts 
that has, in many cases, been 
allowed to slip dangerously be
low required support levels or, 
worse still, where specific areas 
within the general division 
have received no support at 
all. 

The 14 recommendations 
amount to a pipe-dream, given 
the existing overall constraints · 
on public spending but they 
were sufficient to encourage 
the Council to direct special 
attention to dance and to aug
ment its immediate share of 
Council funds ata more favour
able rate than before. 

If the Canada Council is 
not to be faced with the thank
less task of robbing Peter to 
pay Paul, it will have to appeal 
for greater government help in 
order to meet such worthy ob
jectives as those contained in 
the dance policy paper. 

James Kudelka, a resident cho
reographer (and soloist) of the 
National Ballet has been chos
en from 9 5 applicants to chore
ograph for the Ballet Reper
tory Company - junior off
shoot of American Ballet 
Theatre. 

Canadian-born and trained 
Jennifer Penny will be among 
the roster of artists to appear 
with The Royal Ballet when it 
opens its six-day Toronto sea
son (the first since 1967) on 
July 7. Penny was recently 
the recipient of an important 
British ballet award and her 
dancing will no doubt com
fort those who were looking 
forward to seeing another 
Canadian, Lynn Seymour, 
dance again at the O'Keefe 
Centre. Miss Seymour is wide
ly regarded as among the great-



Margie Gillis 

est dramatic dancers of our 
age and her retirement from 
the Royal Ballet in January 
has saddened her thousands of 
admirers. In the repertory for 
the Royal Ballet's only Cana
dian stop during its sixteenth 
North American tour are the 
following: Swan Lake (de 
Valois after Petipa-Ivanov), 
Isadora and Gloria (MacMillan) 
and Daphnis and C hloii, A 
Month in the Country and 
Scenes de ballet (all by Ash
ton). It was in Ashton's Month 
that Alexander Grant, now 
artistic director of the National 
Ballet of Canada, gave his last 
performance with the Royal 
Ballet in Washington, D.C. 
five years ago. 

Globe-trotting solo dancer 
Margie Gillis is touring the 
Pacific this spring. Following a 
successful engagement at Mont
real's Tritorium, Margie Gillis 
left on February 2 3 for Hono
lulu, Hawaii. Her tour itiner
ary includes New Zealand, 
Kuala Lumpur, Madras, Ban
galore, Goa, Bombay and Hong 
Kong. The tour, which ends 
May 7, is assisted by the De
partment of External Affairs 

and the Ministere des Affaires 
intergouvernementales. Ms. 
Gillis will be performing se
veral works now familiar to 
Canadian audiences, such as 
Mercy and Waltzing Matilda, 
as well as four new dances: On 
the Nickle, The Window, Bro
ken English and Once Upon a 
Time Right Now. A European 
tour is in the works for the 
summer and plans are already 
settled for a two-week engage
ment at Toronto's Harbour
front Theatre this fall. 

When was the Anna Wyman 
Dance Company founded? 
How many different compan
ies has Brian Macdonald crea
ted ballets for? When did 
Arnold Spohr dance with Alic
ia Markova? Who is Canada's 
most senior dance critic? 

If you've wanted answers 
to questions such as these and 
have had to scramble around 
to find the information you 
are in for a pleasant surprise. 
Within the next three years 
you will be able to reach for 
the Dictionary of Canadian 
Dance - that is if all the plans 
of Waterloo University's Jillian 
Officer come to fruition. 

York University• Faculty of Fine Arts 

Summer Studies in Dance 
June 29 to August?, 1981 

Special Dance Studio. Studio classes in dance 
technique featuring an international roster of 
notable dancers and dance instructors. Ballet, 
Modern, Jazz, Tap, Spanish. Professional dancers 
welcome. (Credit and non-credit) 
Introduction to Movement Exploration: The Young 
Child. Creative dance for the child, designed for 
teachers and therapists. 
The Dance Experience (May4-August 14; 2evenings 
per week): Basic instruction in a variety of 
contemporary dance movement techniques, for 
beginners. 
Courses also offered in Film, Music, Theatre and 
Visual Arts. 

JOIN US AS A SUMMER FINE ARTS STUDENT! 

For further information, brochure and application form, 
contact: Summer Studies, Faculty of Fine Arts, York 
University, Downsview(Toronto), Ontario, Canada M3J 1 P3 
Telephone (416) 667-3615 



-as just been awarded 
- 0 grant by the Social 
, - and Humanities Re
Council to compile in

: on for a compendious 
:-eference work - the 
: its kind devoted to 

.:essor Officer has all her 
:napped out and work is 

·,·underway. She will be 
-:: ing widely with mem-

: the dance community 
--'..Ire that the finished die-

Canada. Choreographer Brian 
Macdonald will give the key
note address. 

Eight dance companies will 
participate, with the National 
Arts Centre Orchestra, in a 
Canadian Dance Spectacular 
May 28 to 30 at the Opera of 
the National Arts Centre in 
Ottawa. This celebration of 
our country's vigorous dance 
scene is presented by the Can
adian Association of Profes-
sional Dance Organizations 

r;· is as comprehensive , (CAPDO) and brings together 
cu rate as possible. If you the Anna Wyman Dance 

.· vou have information 
-:,ight like to know about Theatre, Winnipeg's Contem-

·-e _
0 

Professor Officer at porary Dancers, the Royal 

Dance Department, Water
~-niversity, Waterloo, On
:. N2L 3Gl. 

, 1981 Dance in Canada 
·erence will be held in 

-::real June 17 to 21. The 
of Conference '81 is the 
ersity of Quebec at Mont
' -hich is located down-
:. close to the restaurants 
shops the city is known 

• There will be seminars, 
-~shops and classes as well 
•. -ening performances fea

-:;ig dancers from all over 

Winnipeg Ballet, The National 
Ballet of Canada, the Toronto 
Dance Theatre, the Danny 
Grossman Dance Company, Le 
Groupe de la Place Royale 
and Les Grands Ballets Cana
diens. The three-day festival 
will finish with a gala perfor
mance on May 30, telecast 
live on English CBC-TV. (This 
show will be aired at a later 
date on the CBC-TV French 
network series Les Beaux 
Dimanches.) Norman Campbell, 
whose television productions 
of ballets have been interna-

SUMMER 
DANCE 

WORKSHOP 

May 11 to June 5 

Structural alignment, 
odern dance technique, 

mprovisation and composition 
ith 

GARY MASTERS 
FRED MATHEWS 
MARSHA PALUDAN 

tionally acclaimed, will direct 
the 140 dancers performing in · 
the Canadian Dance Spectacu
lar. Accompanying the live 
telecast is a film documentary 
of the eight companies focus
ing on the training of a dancer 
and the building of a dance 
company . The film is co
produced by the National 
Film Board (NFB) and the 
Canada Council. Not only is 
this the first time the eight 
modern and ballet companies 
have performed on the same 
programs, it is also the first 
time CAPDO, the NAC, the 
NFB, the CBC and the Canada 
Council have collaborated on 
such an event. 

Dance artists and organiza
tions should take note that 
the Canada Council's Music 
Section offers grants for the 
commissioning of new works 
by Canadian composers. All 
professional artists and per
forming arts organizations, in
cluding dance companies and 
performers are eligible for 
funding to acquire new Can
adian compositions for pre
mier performances or for al
ready existing choreography. 
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The Danny Grossman Dance 
Company has been invited for 
the third time to appear in 
New York City under the au
spices of the Dance Umbrella. 

When the company appears 
(April 7 - 12), it will be as part 
of the inaugural celebrations 
for the newly renovated 300-
seat City Centre Theatre. 
Danny Grossman's is the only 
Canadian company invited. 

BRITISH COLUMBIA 

The Vancouver Ballet Society 
will welcome Duncan Noble to 
teach its Spring Seminar, April 
10 to 18. Classes will be offer
ed in the evenings to the gen
eral public . 

Terminal City Dance of Van
couver is at present making its 
first tour of major Eastern 
cities including Ottawa (March 
7 and 8), Montreal (March 11-
14) and Toronto (April 9 - 11). 
Included in the touring rep is 
a new work by Savannah Wall
ing created in collaboration 
with Toronto composer, John 
Oswald. 

MANITOBA 

In February the Royal Win-

~ 81 

Deadlines for applications, April 15 
Send to: Tony Besant 

Centre for the Arts 
Simon Fraser University 
Burnaby, B.C. V5A 1 S6 

"Ladies and Gentlemen, would you all please stand for a moment 
of silence for one of our dancers, Edith Klezmer, who will be 
performing tonight with hips a good two inches larger than they 
were this time last year." 
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Canadore College 
P.O. Box 5001 
North Bay, Ontario 
P1B 8K9 

ARTS PER I ENCE 
Which way to North Bay? Why North Bay? 
Because if you're interested in 
DANCE 
you won't want to miss 

* 
Lois Smith 
Bi 11 Orlowski 
Joanne Warren 

Visual arts and crafts, dance, music. Artsperience has it all. 
Three weeks, July 6 - 24, 1981 filled with adventure for 
you and your entire family. 

We believe our program is unparalleled, the setting 
magnificent, and the people of North Bay the 
friendliest anywhere. So please, do come and share 
with us Artsperience. 

For further information phone: 

1-800-461-9513 toll free 
or mail this handy coupon today 

Jo -·-·-·-·-·-·-·-·-·-·-
To: ARTSPERIENCE 

Box 5001 
NORTH BAY, ONTARIO 
P1B 8K9 

DC 103 

Yes, I'd like more information on Artsperience. 
Please rush me complete information as marked. 
□ VISUAL ARTS □ DANCE □ MUSIC 

NAME ____ _________ _ 

ADDRESS __________ _ _ 

-------~ ·OStal Code ___ ____ _ 

D Check here if you would like travel Informa
tion from the North Bay Travel Bureau. 

Is there someone else to whom we can send 
Information as well? 

-·-•-■- ■- ■-•-·-·-·-·-

nipeg Ballet toured Washing· 
ton and Oregon performing a 
varied repertory of classical 
and contemporary ballets. On 
March 3 they begin a month
long extensive tour of Western 
Canada. 

They return to Winnipeg for 
the final performances of the 
season at the Centennial Con
cert Hall (Apr. 8 -12) where 
they will premier Paddy 
Stone's Bolero, 

Winnipeg's Contemporary 
Dancers returned from a six
week tour of Ontario on Feb
ruary 19 to prepare for a tour 
of southern Manitoba (March 
16 - 21) and their last home 
show of the season at the Play
house Theatre (April 2 - 4). 

ONTARIO 
Roberts Desrosiers, the Toron
to-based dancer/choreograph
er, was presented with a 
cheque for $ 1000 by Mavor 
Moore, Chairman of the Can
ada Council, on the stage of 
the Theatre of the National 
Arts Centre in a special cere
mony immediately following 
the debut of Theatre Ballet of 
Canada. The award is named 

~,I I h ~ JOHN ABBOTT 

' J \\1 COLLEGE 

in honour of the late Jacque
line Lemieux and is given to 
the most deserving candidate 
in each of the Canada Coun
cil's two annual competitions 
for grants to individuals in 
dance. 

The National Ballet of Canada 
has bowed to pressure from 
Toronto alderman Ying Hope 
who had objected to the osten
sible caricature of Chinese 
people in part of the Act II 
divertissements of the Nation
al Ballet's production of The 
Nutcracker, first choreograph-

. ed by Celia Franca in 1967. 
Not surprisingly, the protest 
was not met with the universal 
seriousness that Ying Hope no 
doubt expected. There were ac
cusations in the press of "cul
ture-bashing", quizzical mus
ings about the future of kilts 
in La Sylphide, etc. and gen
eral misgiving about what we 
may expect to see the next 
time the National Ballet rolls 
its popular chestnut out for 
the Christmas family entertain
ment market. 

Finding somewhere to perform 
has been a chronic problem 
for dance artists in Toronto. 

JOHN ABBOTT COLLEGE 
SUMMER DANCE 

1981 
Director: Marilyn Harrison 

• CLASSICAL BALLET • JAZZ 
• MODERN• MUSICAL COMEDY TAP 

• CHILDREN'S PROGRAM 
Daily credit * program - May 19 to June 6 
Daily credit * and non-credit program 

July 6 to August 15 
• tuition-free to qualifying credit students 

Country campus - 25 minutes from downtown Montreal 

Residence available for students 14 years and older 

For brochure, call or write: 



y the mega-budget ballet 
upes can play the cavernous 
· eefe Centre. Other suitable 
es are generally unavail-

.e. The situation has always 
n particularly acute for 

all mod<:;rn dance troupes 
d solo artists and was made 
en worse by the closing of 
:'teen Dance Laboratorium 
1980. Harbourfront's dance 
es has helped but the pres-

re on space remains. So, the 
a opening on January 31 

: a new 'alternate' dance 
ace in the Poor Alex Theatre 
as an important event. Al
ough the 15-year-old thea-
e is tiny (a stage 22 by 40 

t) and seats only 140 peo-
e it will be made available 

nee artists on a regular 
is. To be known as The 

AD, the refurbished space 
house the long-running 

Daoceworks series and be 
en to local and visiting art

ts for experimental work 
at needs an intimate setting. 

.ans for the new project were 
otiated by the board of the 

oor Alex and Dance Ontario. 
:ie space will generally be 
ailable on weekends. Twenty-

five percent of box office re
ceipts will go to the Poor Alex; 
the rest to the artists. 

Classes at the Toronto Branch 
of Les Ballets Jazz have prov
en so popular the school has 
been forced to seek out larger 
quarters. It opened last Sep
tember at a Queen Street loca
tion and since then enrolment 
has swelled to 430 students. 
The new studios, under the 
direction of Dennis Michael
son and Louis-Andre Paquette, 
are in the old Factory Theatre 
Lab building at Adelaide and 
Jarvis Streets. Extensive reno
vations are now underway and 
the school should be moved 
to its new home by mid-April. 

Kimberly Glasco, Sabina 
Alleman and Kevin Pugh of 
the National Ballet and Owen 
Montague from the National 
Ballet School will participate 
in the Moscow International 
Competition. 

Toronto choreographer Susan 
Cash has been showing her 
work at 'informal' studio 
events quite regularly for the 
last year on shared programs 
with Murray Darroch. This 
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, 
s 

~B ~-
artistic director: ARNOLD SPOHR 

Summer 
Dance 
Programmes 

The School: 
A non-residence 
programme running 
fromJune 29-July 31 

The Professional 
Programme: 
A residency programme 
running fromJuly 13 to 
August 14 

Both programmes may 
be taken as a two-week, 
three week, or full five 
week programme. 

THESCHOOL 
Principal:Jean McKenzie 

Six different programmes from an extensive ~5-: :-. ~-s 
per week course that includes ballet, charade::- .:= a.-:: 
pointe, to a two hour per week evening p~og::-c..--:---:-._ 
ballet or jazz. 
Teaching staff: Jean McKenzie, Viola Robe.'1SC:-:. _ ..a.--~ 
Nicholson. 

THE PROFESSIONAL PROGRAMME 
Principal: David Moroni 

An. extensive training for dance students. :::-. a:: -
daily ballet classes a variety of other dance :::.:,.;·=::...::~~;, .::.::2 

offered, availability dependent upon the stu:ie....: 
development. Students are placed in the a;:r;:. ;-
gramme by staff with consideration to p~ ~ ::-c..::-__ 
programme is open to students from age 9 a:::. - ~ 
from 171/2 hours to 24 hours per week in i-}e .. c.5 

programme. 
Teaching staff: David Moroni.Jacqueline ···ey
Julia Arkos,Jacques Lemay, Elaine Weme::
Arlene Minkhorst. 
Guest Teachers: Kirsten Ralov, Ruth Ba.-::e.s 
Paula Moreno.Jill Beck. 
Special features: Dance Injury Preventio:: :...;--....:--e 
Pianist and Teachers Seminars. 

FOR FURTHER INFORMA.IIO 
Faith Rynders , Regis-~-a: 
Royal Winnipeg Balle• 
289 Portage Avenue 
WINNIPEG, R3B 2:BL: 
(204) 956-0183 
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Canadian Childrens' Dance Theatre. 

month she's gearing up to pre
sent her choreography in a 
fully theatricai setting at Har
bourfront (March 20 - 22) 
presenting an evening of new 
work titled Staying out to 
dance featuring nine dancers, 
two composers and guest cho
reographer Murray Darroch. 

The Canadian Children's 
Dance Theatre will make its 
debut this month at the Leah 
Posluns Theatre in Toronto 
(March 24 - 29). The com-
is the only performance-orient
ed dance group for children in 
this city, probably the only 
such group in the country. 
Founded and directed by 
choreographer Deborah Lund
mark and writer Michael de 

Coninck Smith, the company 
consists of 40 boys and girls 
aged 8 to 14. Lundmark and 
de Coninck Smith have col
laborated on the company's 
repertoire. The new works to 
be presented are The White 
Goddess, a ballet rooted in 
mythology, Street Songs a 
lively work to the music of 
Carl Orff and Serge Prokofiev, 
and A Winter Bonfire, the 
most ambitious work of the 
three which uses all 40 young 
company members. 

Jean-Pierre Perreault has re
signed as co-artistic director 
of Le Groupe de la Place 
Royale to pursue his own 
work as an independent cho
reographer. His first engage-

The Irma Hahn Graded Piano Music Series 
For Ballet Class Instruction 

currently available: 

Book 1 - Beginner's Ballet 
Book 2 - Ballet Music for the Young 
Book 3 - Seven Dances 
Book 4 - Intermediate and Advanced Ballet 
Book 5 - Intermediate and Advanced Ballet 
Book 6 - Thirty-three Adages 
Book 7 - Seven Dances 
Book 8 - Children at Play - Introduction to Movement 

$8.00 per individual book. 
If complete set purchased, 10% discount. 
A graded series of piano music composed specifically to suit the needs of 
different levels of ballet instruction. 

· cheques payable to: Irma Hahn Music Publishing Co., 
175 Ferris Road, Toronto, Ontario M4B 1 H1 

ment outside the company 
structure was as artist-in
residence at Simon Fraser Uni
versity (January through 
March, 1981). Perreault plans 
to mount his own productions, 
appear as guest artist with 
other companies and also re
tains a position as associated 
artistic director of Le Groupe. 

QUEBEC 

Tangente, Montreal's first per
forming space devoted entirely 
to dance, opened its doors to 
dance artists and their public 
this January. The space is in
tended essentially for experi
mental dance artists in Que
bec but is also available to 
visiting dancers and choreogra
phers as well as performing 
artists in related disciplines 
such as music, film, video, 
theatre. Artists who have ap
peared at Tangente this winter 
include American choreogra
pher Lisa Kraus who perform
ed a· program of her own solos 
and solo versions of works by 
Trisha Brown with whom she 
has danced since 1977. Jean
Marc Matos et danseuses per
formed Matos' work UnDeux-

Trois. This small New York 
company features Canadian 
dancer Elaine Rudnicki. As 
well, Freddie Long, familiar 
to Canadian dance audiences 
as a founding member of 
Mountain Dance Theatre, ap
peared with John Le Fan, a 
founding member of the Cali
fornia group Mangrove, in a 
program of their own works 
ranging from the purely ab
stract to the highly theatrical. 

Upcoming performances 
include Qui Danse? (March 5 -
8) Terminal City Dance (March 
27, 28). A festival of experi
mental dance is planned to 
coincide with the 1981 Dance 
in Canada Conference. Inter
ested performers should con
tact Dena Davida (514) 842-
6528. Tangente is located at 
1602 St. Laurent, Montreal. 

Les Grands Ballets Canadiens' 
Spring Season at Place des 
Arts (March 5 - 7, 19 - 21) 
features several premiers. Fer
nand Nault's work to the music 
of Frarn;:ois Poulenc, Songs of 
S arrow and Joy will receive 
its first performance March 5. 
Also on that program are Brian 
Macdonald's Cordes and 
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at Anna Pavlova wrote to Salvatore Capezio 
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Signor Capezio:-

vour theatrieal sboes, sandals, 

eto. t!-Sed by me am the members of my . 

oompaJl1' are indeed the beet I ever used •• 

Sincerely yours, 

Signors. Capesio, 
127 W,, 40th St•• 
lT. Y. 

February 27th, 1915. 



The Canadian name in the world of dance. 

Mondor leotards and tights. By Canadians. For Canadians. 
With a name for quality that stretches back a quarter of a 
century, yet is very today in styling and fabric technology. 

Fully fashioned, of course. 

If you love to dance, you'll think the world of Mondor. 

Leotards & Tights 
by 

cJ!!i?mtor 
785Mercier 

Iberville, Quebec 
(514)347-5321 


