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JEAN A. CHALMERS AWARD 

IN CHOREOGRAPHY 
If you are a Canadian choreographer, you may 
apply for the $5,000 Jean A. Chalmers Award in 
Choreography. This award assists promising or 
deserving choreographers in improving 
choreographic skills. 

Deadline for applications is April 1, 1982. A 3/4" 
videotape cassette of your work must accompany 
your application. The winner will be selected by a 
nationally-based jury, chosen by the Dance in 
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The award is administered for the Floyd S. 
Chalmers Fund by the Ontario Arts Council. 

For further information and an application form, 
contact the Floyd S. Chalmers Fund, Ontario 
Arts Council, Suite 500, 151 Bloor Street West, 
Toronto, Ontario, M5S 1T6. 

The 
George Brown 

College 

School 
of Dance 

Lois Smith 
Artistic Director 

Ballet 
Pointe • Modern 

Pas de Deux • Repertoire 
Character 

Jazz 

Beginners to 
Advanced Level 

Two Year 
Professional Level 
Diploma Program 

Adult Classes 

An annual 
6week 

Summer School 

Anda4week 
Junior 

Summer School 

For further information , 
contact the School of Dance. 

George Brown College 
PO. Box 1015, Station B, Toronto 

MST 2T9 
Telephone ( 416) 363-9945 



3 DANSE AU CANADA 

ert Enright 

ve's Light Wings 
Royal Winnipeg Ballet soars to 
heights with Romeo and Juliet 

-.:et R oy al de Winnipeg n'a jamais 
de f ortune artistique plus ecla

q:1'avec sa production de Romeo 
iette dans une choregraphie de 
:-Jn Dantzig. C'est un des rares 

- en trois actes que la troupe ait 
~ < il a deja remporte aupres du 

public de Winnipeg un enorme succes. 
II est en outre representatif de la voie 
dans laquelle s'est engage le Ballet 
Royal de Winnipeg pour resoudre !es 
problemes de moral et d'intendance qui 
l'assaillaient ii y a a peine trois ans. 

For the first time in almost a decade the 
Royal Winnipeg Ballet has unveiled a 
full, evening-length ballet. It is some
how appropriate that the choice should 
have fallen on Romeo and Juliet since 
the ballet is replete with warring families, 
theatricality and youthful exhuberance -
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Gordon Wright as A Death Figure in van Dantzig's Romeo and Juliet. 

all which characteristics the RWB has 
manifested in the past, and some of 
which it sustains today. During the sum
mer of 1978 the company seemed to be 
a contemporary model for a war-torn 
family. By the end of that summer 1 S 
dancers and members of the musical 
staff had resigned and there was specula
tion that the company would not sur
vive the exodus. Nor was the RWB in 
better shape financially; dubious manage
ment had left it with a quarter of a mil
lion dollar deficit. 

But within three years the RWB ef
fected a miraculous transformation. To
day, it boasts a $380,000 surplus, the 
company is dancing better than ever be
fore and the administration is actively 
seeking a new building to house the com
pany in its fifth decade. Additionally, 
by including Rudi Van Dantzig's Romeo 
and Juliet in its repertoire, the RWB has 
ventured into a new and complex area 
of performance. Romeo and Juliet is 
only the company's third full-length 
ballet (the first was Brian Macdonald's 
Rose La Tulippe in 1966, then The Nut
cracker) and its most ambitious in a43-
year history. 

Romeo and Juliet is seen by both the 
company and the administration as the 
culmination of an artistic growth peri-
od which goes back either to 1970 or 
to 1958. The latter date marks the year 
that Arnold Spohr became artistic direc
tor, while the former was the year that 
David Moroni established the Profes
sional Division of the Royal Winnipeg 
Ballet School. Moroni's school has been 
of inestimable value in allowing the RWB 
to mount a production the size of 
Romeo and Juliet. Thirty-four of the 
thirty-six dancers on stage have receiv-
ed era· ning in Moroni 's professional pro-

gramme, and 22 of the 24 corps mem· 
bers are graduates of it. 

There are actually 3 9 dancers on 
stage; the company has been supple
mented by a dozen senior students from 
the Professional Division and by three 
members of the artistic staff, including 
regisseur Catherine Taylor as the nurse, 
Jacqueline Claire as Lady Capulet and 
David Moroni as Lord Capulet. It is par
ticularly ironic to see Mr. Moroni play
ing the 'heavy father' to Evelyn Hart's 
Juliet, since his constant guidance and 
support enabled both Miss Hart and 
David Peregrine to win medals in Varna. 
Playing the villain in Romeo and Juliet 
is a case of art being profoundly un
aware of life. 

Other performing arts groups in the 
country have become aware that very 
little done by the RWB imitates the 
lives they have come to lead. The com
pany adopted 'soaring world wide' as its 
current promotional rubric. This year 
the RWB is limiting its flight to North 
American centres: it will visit 9 out of 
10 Canadian provinces in a season that 
takes it from coast to coast, and in 
January and February will dance in the 
southern United States, ending up in 
Massachusetts and New York. It is a 
120-performance season, and only be
tween 20 and 25 of those performances 
are in Winnipeg. The touring is lucrative 
for the company: Canada Council and 
corporate funding (Nova: An Alberta 
Corporation are heavy corporate sup
porters of the RWB), combined with 
sponsor guarantees make the long hours 
and insane scheduling palatable by be
ing profitable . 

The company is no less popular at 
home than it is on the road. Romeo and 
Juliet played an astonishing 99.4% box 

office capacity during its six perfor
mances in Winnipeg, and the 8,3 SO
strong subscribers' list is the third larges
number in the company's history. A fe \\ 
years ago the RWB was badly out of 
touch with home-town audiences who 
were tired of what seemed a steady die t 
of Oscar Araiz ballets; subscriptions 
dramatically fell off and, in a Lear-like 
gesture, Arnold Spohr handed over the 
body kinetic to a three-person directo r
ship. The RWB was directionless and at 
one of the lowest points in its history. 
And then the phoenix-like transforma
tion. 

The Dutch Connection 

Certainly, part of the change is attribut
able to the 'Dutch Connection', the 
RWB's popular coinage for its associa
tion with choreographers Hans van 
Manen, Rudi van Dantzig and Toer van 
Schayk. As early as 1979, Arnold Spohr 
began plans to produce Romeo and 
Juliet, and van Dantzig was intrigued by 
the idea of adapting the ballet to Win
nipeg's smaller company. (Romeo and 
Juliet was originally choreographed in 
1965 for the Dutch National Ballet's 65 
dancers.) There were some substantial 
adjustments to be made in tailoring it 
to the RWB, notbaly having individual 
dancers perform multiple roles. Van 
Dantzig liked the intensity achieved 
through this sort of procrustean casting; 
the dancers were ' ... witnesses to all 
the action, and that made the tension 
on stage even greater. It is good because 
the dancers are with it all the time - they 
don't sit in the dressing room and smoke 
cigarettes'. 

The company members felt the same 
way. Catherine White , a first-year corps 
member, described the experience as 
invaluable. She plays both a market girl 
and one of the older women at the 
Capulet ball: 'even what we do is very 
important. Everyday you go in and try 
and make your small part more believ
able . You 're not just standing there 
watching, you're reacting'. 

The multiple casting is consistent with 
van Dantzig's tendency to pay scrupu
lous attention to details. There is a sort 
of democracy to Romeo and Juliet; it 
has watchable activity everywhere and 
not just at centre stage. 'I don't like a 
big set-up where there are two dancers 
and the rest are moving scenery', van 
Dantzig says, 'The drama is made by all 
the individuals together'. During rehears
als, he would scurry over to a drinking 
table and indicate the effect he wanted 
from a cluster of dancers, at the same 
time that he would keep his eye on the 



:1. His presence was ubiqui

no thing fastidious or trivial 
£-:e::-t io n to detail. It is simply 
• ~-: Dantzig Romeo and Juliet 
- _::.- a dialectical ballet. He 

- - -~ed to work out a language 
_ -e t and action which could 

:.. e t ension between the two 
.s •,·ell as within specific char

-.: :s adamant about the need to 
--~·=-.c· their motivation: ' ... The 

-- e ancers have to !hink about 
_;:d what and where of their 

_ _ the better it is'. Van Dantzig 
r'liil1•-,,...-.;_-.t· .•• g of a kinetic Stanislavskian 

- - __:: changed appreciably the 
-:- :bal t , Benvolio, the Nurse and, 

,1111111.,...__....~: Paris above and beyond their 
,--~~-.;;,·::::-ean incarnations. 

methods he uses to structure 
-- ·rama are sudden changes in 

_ - ' :one and a contradictory use 
-:: :it and music, as if the dance 

- er flo wing simultaneously in 
_;:-,ons. The transformations are 

- = em like part of the texture of 
,.....,..._,,,.,,_..-:.::e life; the Montagues pay 
----- _e-. orion to a religious procession, 

- ::,udes a giant death-figure, and 
-__ · nto ecstatic pandemonium 
• -.:;.,:ses. (At one point, a death
. _ ·en led about by the Monta-

- :i c anticipation of Mercutio's 
_ .) Van Dantzig's use of these 

._"""'l.l-.A.~- ::-esonances is extremely subtle 
- _r,_ e underlines how easily the 

__ oi burgeoning love can trans
- · . • does when Romeo realizes 

_ • :irio is dead - into a heady, 
:.-.e rage. Van Dantzig hovers 

::. aracters like an intelligent 
>·ng both ways. Toer van 

= exceptional set shares this de-
- ..,_::-nbivalence as well. He says 
-eeded ' ... a feeling of those 
s·ed lovers enclosed in stone 

-:- -e sets should look beautiful, 
:.:..e like a prison at the same 

~pproach achieves a sense of 
,_...,._,,_. ,._ elow the surface. The friendly, 

"91111111JN:S:·, . .:: mark~t scenes with the Mon
~e darkened by the impossibly 

,_ ... ,.,-'----.: oehaviour of the Capulets. Van 
_ consciously exploits this ten-

- :..1e ac tion of the ballet and 
- P::-okofiev's score: 'I sometimes 
; against the music , so that 
-:c dance almost irritate one 

I.: is a challenge for the dancers, 
- c5 much harder to play a villain 

- .s:c that doesn't help you to be 
- But when you get it across it 

Renaissance passion with a 
universal message 

It gets across in convincing ways. At the 
Capulet's Ball there is a chilling mo
ment when Tybalt and his kinsmen 
fashion themselves into a moving, con
spiratorial circle and leer back at the 
disguised Montagues. The gesture lasts 
only a few seconds, but its malevolence 
almost detonates on stage. When Romeo 
is discovered as an intruder, the Capu
lets converge on the ballroom like bro
caded sharks swishing in for the kill. 
They are dressed like rich wounds, both 
victimizers and - by the time Shake
speare's tragedy unravels - victims as 
well. 

Van Dantzig is even able to take ad
vantage of the scenes at Friar Lauren
tius' which, for the most part, are bereft 
of significant dance movement. They be
come symbolic vignettes, ways of struc
turing the powerful emotions engender
ed by the dance. There is a superb se
quence during the marriage scene in the 
chapel when the two lovers are startled 
by a novice monk dressed in a white 
robe. The monk almost glows on the 
darkened stage - the lighting is excep
tional throughout - and you are sudden
ly aware of a bright malevolence in the 
colour and in the being, like the flash of 
a rapier. Later, after being mortally 
wounded by Tybalt, Mercu tio will be
come a pied piper of death . His uncon
ventional instrument is a rapier which 
he mockingly plays like a mandolin. The 
chanson d'amour stumbles into a danse 
macabre and, in the process, the chapel 
scene and all the other whispers of 
menace become unbearably clear. 

Van Dantzig choreographed Romeo 
and Juliet with relentless care, which is 
nowhere more apparent than in the 
balcony pas de deux and in the death 
scene in the Capulet's tomb. It is impos
sible to describe how moving is this 
scene, although van Dantzig himself gets 
close to its spirit: 'It all comes together. 
The positiveness of those two people, 
the way that they love one another and 
that they prefer not to live if they can't 
have one another'. Van Dantzig 
pauses, there is a gentle flash in his eye 
and he looks directly at you, finding the 
language. ' It 's so incredible'. 

Robert Enright is the Western Corres
pondent for CBC PM's Stereo Morn
ing. 
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Paula Citron 

Schaufuss and Napoli 
The Re-creation of a Classic 

Une nouvelle production de Napoli, 
ballet en trois actes de Bournonville, est 
!'occasion pour le Ballet National du 
Canada de marquer la saison de son Joe 
anniversaire. Cette production, qui fait 
que le Ballet National du Canada devient 
la seule troupe nord-americaine a avoir 
jamais inclus le grand et populaire 
classique danois dans son repertoire, est 
due a Peter Schaufuss, danseur etoile 
de la troupe, dont la_reputation interna
tionale n 'est plus a faire. Ayant vu le 
jour et fait ses classes dans la plus pure 
tradition bournonvillesque, Peter Schau
fuss est deja !'auteur d'une production 
originate de la Sylphide, pour le compte 
du London Festival Ballet, dont le 
succes a ete eclatant. 

Peter Schau fuss et Alexander Grant, 
directeur artistique du Ballet National 
du Canada, sont convaincus que Napoli 
se traduira par de notables avantages 
pour la troupe. Travaillant d'arrache
pied, Schaufuss a pris toutes !es dispo
sitions necessaire pour que la troupe 
soit capable de danser cette oeuvre dans 
le plus pur style de Bournonville. Il 
explique que les ballets du grand mafrre 
danois ont generalement un ton et un 
denouement heureux. Ils ont toujours 
un grand fond moral. 

Il n 'en reste pas mains que la decision 
de monter Napoli a ete accueillie avec 
une certaine reserve par la presse. Le 
cout de l'operation, en particulier, a ete 
tres discute. Cependant, le chiffre des 
depenses engagees indique clairement 
que par rapport au cout de la Belle au 
bois dormant,dont la somptueuse pro
duction etait revenue a Rudolf Nouriev 
en 1972, celui de Napoli est tout a fait 
raisonnable. Schaufuss et Grant, con
fiants, pensent que Napoli s'averera une 
operation fructueuse a plus d'un titre. 

To celebrate its 30th birthday, the Na
tional Bal let of Canada presented a new 
production of Sapoli on. ovember 10 

in Toronto's O'Keefe Centre. It is the 
first full-evening ballet to be mounted 
by the company since La Pille Mal 
Gardee joined the repertoire five years 
ago and even before its premiere Napoli 
was generating a great deal of discussion 
in the ballet world . It has cost the Na
tional Ballet a large amount of money 
to acquire an artistic property which not 
all observers are confident will prove a 
success. The original Napoli was chore
ographed 140 years ago in Copenhagen 
by the great Danish ballet master, August 
Bournonville. It is probably his most 
popular work and has been performed 
by the Royal Danish Ballet well over 
700 times since 1842. Many generations 
of students in the Royal Danish Ballet 
School have made their stage debuts 
standing on the bridge in Act III of 
Napoli, among them the producer of the 
National Ballet's revised version, Peter 
Schau fuss. 

Schaufuss, who in the midst of an 
impressive roster of international com
mitments has been a principal dancer of 
the National Ballet since 1977 made a 
striking success in London two years 
ago when he restaged an expanded ver
sion of another Bournonville classic, 
La Sylphide, for the Festival Ballet. 
In approaching the task of mounting a 
'new' Napoli for the National he had no 
doubts about the importance of the 
ballet itself or of its appropriateness and 
value to the company. 

'It's an excellent idea. It's one of the 
few full-length classical ballets which 
isn't in the repertoire of a North Ameri
can company. If it's a success, and it 
should be, it will be a great asset for the 
National to take to New York, London 
or Paris because big companies are al
ways searching for rep that other com
panies don't have. Besides, the depth is 
there in the company to do Napoli. The 
boys are young and fabulous - just sen
sational. It's a step into the unknown for 

the company, but a smart one.' 
Alexander Grant elaborates further. 

'Napoli made great sense to me. There 
are a lot of company members with 
Bournonville training. Erik Bruhn teach
es the boys at The National Ballet Schooi 
variations from Napoli. I've also had a 
famous Danish dancer in the company 
for four years with a proven success in 
La Sylphide which won two major news
paper awards in England. With all these 
elements, I'd be a poor artistic director 
if I didn't take advantage of them.' 

An idea takes flight 
Just how the National came to do Napoli 
is an interesting story. Advance news of 
Peter Schaufuss's success in restaging 
La Sylphide for the London Festival 
Ballet in 1979 encouraged Marilyn Jones, 
artistic director of the Australian Ballet, 
to invite Schaufuss to produce Napoli 
for her company. Alexander Grant had 
also been hearing very good things about 
La Sylphide while on vacation in Eng
land. He had been considering various 
options the National Ballet might pur
sue to acquire a new three-act classical 
ballet and increasingly the choice seem
ed to point logically to Napoli. So, later 
in 1_979, at the Chicago International 
Ballet Festival, he asked Peter Schaufuss 
over dinner what he thought of the idea. 
Surprised to learn from Peter that the 
Australians were thinking along the same 
lines he said: 'But why don't you do it 
for us'? 'You haven't asked me yet', was 
Peter's reply. So Grant popped the direc~ 
question and got 'Yes' for an answer. 

From there it was a matter of getting 
the National's board of directors to sup
port the project, which they did. The 
formal announcement was made to the 
press in June 1980 and the Volunteer 
Committee which undertakes a variety 
of fund-raising campaigns for the Na
tional promised to sponsor Napoli to the 
tune of $150,000. Since then, the com-



,rribution has been increased 

-, . .--:::.s-:-·::. make-up, Bournonville was 
-:·· influenced by the social and 
_.ies of what, in Denmark, was 

::.. e 'Biedermayer philosophy'. 
p the virtues of family living 

: mate source of moral value 

_ ranee of this idea, if 
_-t-eaned in his own personal 
c~ ed his approach to chorea
:- -s, as Schau fuss explains, 
.::e's ballets are basically 

·, hap py endings, except for 
e which came originally from 

-:-nonville ballets also have a 
.gious influence. Napoli (sub-
. Fisherman and his Bride) is 
• :aithfulness of lovers - how 

true love wins by resisting evil. You 
come out on the other side as a peace
ful, happy person.' 

The uniqueness of Bournonville 
The Bournonville ballets are unique 
in Western classical repertoire. August 
Bournonville was the artistic director 
of The Royal Danish Ballet for most 
of the period from 1830 to 1877 and 
since he had studied earlier in Paris 
with the great teacher, Vestris, the 
French master 's traditions were also 
handed down through Bournonville's 
works. This Vestris/Bournonville style 
is preserved in the Danish repertoire 
which resisted the growing influence 
of the Russian choreographers during 
the latter half of the 19th century. 

Yet Bournonville, however much 
he cherished family life, was also 
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according to Schaufuss a hypocrite. 
Although a married man, he loved 
ballerinas and produced several bas
tards. The creation of Napoli came 
about because of an indiscretion. 

Bournonville had made advances 
to Caroline Fjeldsted and when the 
ballerina rejected him he became 
very hard on her. As a result he was 
booed by an audience in front of 
the Danish King, was temporarily 
suspended from his post and left 
the country. On a trip to Italy, he 
became inspired by Naples and wrote 
the scenario to Napoli on the train 
coming home. Ironically, Caroline 
Fjeldsted was the first Teresina with 
Bournonville as the first Gennaro! 
Nonetheless, no matter how much 
of a profligate Bournonville may 
have been, Schaufuss believes that 
he worked hard to raise the status 
of dancers generally and that he 
really never betrayed his strong social 
conscience. 

Schaufuss is not in the least sur
prised that he is in demand for the 
restaging of Bournonville's choreo
graphy. 'I thought about it a lot, 
being away from Denmark. I always 
knew that eventually Bournonville 
ballets would become popular be
cause they are the great untapped 
repertoire. I thought I'd be asked to 
do them because you need to know 
the ballet to stage it. It's something 
I've always wanted to do. Even as 
a child, I worked out the ballets in 
my mind.' 

As a student and later member of 
the Royal Danish Ballet, Peter 
Schaufuss danced the Danish reper
toire many times. He is also the son 
of two noted Danish dancers and 
so comes armed with impressive 
Bournonville credentials. Proof of 
this was his ability to create 22 min
utes of new choreography for the 
Festival Ballet's La Sylphide which, 
according to Alexander Grant, 'was 
about as Bournonville as you could 
get'. Thus, La Sylphide, as produced 
in London, can stand alone as a full 
evening's entertainment. 'It's like 
Giselle, a long two acts. After study
ing the original notes and score I 
could see Bournonville's ideas and 
integrated them with the existing 
ballet. I found a work for two violins 
by the same composer, Herman 
L0venskjold, and had it orchestrated. 
I used La Sylphide to create oppor
tunities for the next generation of 
younger dancers by creating dances 
for four peasant couples, a pas de 



trois for the leading sylph and two 
helper sylphs and a solo for Effie. 
I opened up the ballet.' 

Schaufuss's mandate 

Schaufuss believes that the mandate 
of a choreographer restaging a work 
must be, 'to preserve the original 
spirit and intention '. He does, how
ever, go on to point out that most 
ballets from the past are not really 
'authentic'. 'Over the years they have 
been tampered with in staging and 
interpretation' ; which means that a 
modern choreographer must research 
the original. 'Bournonville's ballets 
were danced in smaller more intimate 
theatres, so in staging Napoli for a 
big company, I have to turn up the 
volume a bit without losing the origi
nal in making it larger. For example, 
in La Sylphide, I upgraded the social 
status of James by making his home 
a big stone house. You can' t have 

40 people in a cottage! Because 
there was no TV or movies , Bour
nonville made his ballets realistic; 
they reflected life, especially his 
crowd scenes. I must make the Neo
politan street scenes realistic in his 
spirit.' 

Schaufuss stresses the uniqueness 
of the Bournonville style. 'You can't 
take short-cuts. Rehearsals are to do 
the impossible, to try something 
that the dancers haven't done before. 
It is the only way the style will be 
achieved. I've had to teach a Berlitz 
course in Bournonville, a class every 
day. The dancers have to get com
fortable because it's a relaxed style, 
not like the strained, forceful, 
powerful Russian style with its big 
jumps. A lot of the dancing is done 
in one spot; the footwork has a jump 
on each count of music. The Rus
sians have one jump over eight bars. 
Musically , in Bournonville, you have 

to be dead on, very precise. Physi
cally and technically, there are more 
steps. Artistically, there is more act
ing with more opportunity for mime. 
Bournonville should look like second 
nature, a natural part of what you are 
doing. It should never stand out like 
an art form. Bournonville is all-round 
choreography with turns to the right 
and left because he was trying to 
produce all-round dancers.' -

Stylistic differences 

As Alexander Grant sums up, 'Bour
nonville calls for a scholarly exact 
style. The technique is precise and 
this precision is good for the com
pany. It's another language, made up 
of purity, technique and co-ordina
tion, a school by itself. When I saw 
the third act of Napoli done at the 
Chicago Festival, I realized that the 
ballet has a very complicated story 
which is difficult to put over. The 



- ;niere had to be post-
7 :he spring season of 1981 
- company wasn't ready. 

die important mime 
-;::-0i.i is being taught by the 
- _ of mime", Niels Bjrbrn 

:i provides many oppor
ance in its meaty and 

__:...-j_atio ns and a lot of mime 
e,·er, the company is going 

ck.l e down to do the dis
urnonville. ' 

- ,, to Schaufuss, there are 
-' - in restaging Bournon-

- -1\·e to be careful to end 
... · .; Danish ballet and not a 
-- .:me with divertissements 

: 'lave anything to do with 
:- Bournonville, the dan-

- :: e story, not like the 
· ts which were overtaken 

- - _;_:id technique with con
•1•11110~-~... .dlin a ballet. Bournon

:--' show. Maybe it's the 
- -:_-ality . Danes don't get 
- re cool people, craftsmen 

· ·y. We don't dance to 
- ct:ence gasp. Danes don't 

- ;:,.1e middle of a variation. 
-5::i in the proscenium 
::, nhagen, "Ej blot ti! 
: nly for amusement". 
-? Bournonville.' 

--ering in Bournonville 
- __ ent from the Russian 

_.;er Grant explains. 'In 
e traditional things are 

- r destroyed. In his day 
• ;as de deux, the boy did 
-- ing as the girl. He rarely 
- -d was never just a partner. 

ogether. In Russian 
y became a porter! ' 

- -:S is retaining the music of 
"':5:nal composers of Napoli 
· :ne passages that have 
:::suse over the years and 

• _-earched and reorchestra-
- -h musicologist, Ole Nor

~-- imon Paulli and Edvard 
, -:e acts one and three, 

._:__--n Gade did act two and 
Lumbye the finale. 

··e was in a hurry. He had 
r one man to compose all 
He wasn't patient and wan

lanllllni:.:·:.;s .: ne quickly but he used 
-.e. Paulli and Helsted were 

- mposers, Gade was a 
_:i.delssohn and took over 
:::i. him, while Lumbye was 

d:rector of the Tivoli. 
•-t·•--·e:-. the music works.' 

The problem of Act II 

Perhaps some of the negative reaction 
to Napoli stems from what Schaufuss 
calls its 'Achilles' heel', its second act. 
'The joke in Copenhagen is that you 
go out for coffee during that act, but 
B~ur~on_ville himself wasn't happy 
With 1t either. From the original, only 
the costumes and the story remain. 
Napoli is a ballet rather like The Magic 
Flute. The lovers must resist tempt
ations like the danger of money and 
jealousy.' 

The original second act takes place 
in the Blue Grotto where Teresina has 
been abducted by Gelfo, the sea king. 
'The act contains pretty but boring 
nymphs in lines, a lot of mime and 
little dancing. I'm making a totally 
new Bournonville ballet with a touch 
of sexuality including a dream se
quence where Gennaro has a night
mare and Teresina wakes him up. I 
did research into what Bournonville 
wanted. He knew about Giselle with 
its mime roles and its other-world 
second act. I'm paralleling Giselle in 
my second act too.' 

Doubts have also been aired about 
the financial implications Napoli will 
have for the National Ballet. The es
timated price tag is close to $444,000 
and, after two seasons of modest bud
getary surplus, will carry the National 
into the red - to the tune of 
$520,000. Worried observers recall 
the problems created in 1972 when 
the company spent $427,000 to pro
duce Rudolf Nureyev's The Sleeping 
Beauty. Apart from the fact that 
~eauty has more than earned its keep 
m subsequent years, the bald figures 
m themselves arc misleading. 

In fact, taking into account the 
~f'.ects of inflation, Napoli, given what 
1t 1s, may be considered cheap at the 
price. In today 's money Beauty would 
run a company into production costs 
of one million dollars or more. In 
1972, the National Ballet committed 
~4% o~ its budget to Beauty. Napoli 
IS costmg only 5% of this year's bud
get. As for the deficit, it represents 
a manageable 5.9% of estimated ex
penditures whereas the deficit that 
went along with Beauty was 11.4% 
of budget. That 's why it almost crip
pled the company. 

Both Schaufuss and Grant are 
eager to bring a sense of proportion to 
those arguments which accuse Napoli 
of being extravagant. As Grant points 
out, t~e absolute numbers do indeed ap
pear high but the cost of producing new 
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ballets has risen far more quickly than 
the average rate of inflation. Unlike The 
Sleeping Beauty which, as Grant ex
plains, was done in a hurry because im
presario Sol Hurok wanted it for im
mediate touring in the United States, 
Napoli has been developed more gradual
ly, One of the other major reasons for 
Beauty's high cost was the almost un
controllable escalation of the design 
budget. It is no secret that Nicholas 
Georgiadis tends to design expensively. 
By contrast, as the National Ballet's pro
duction director, Dieter Penzhorn, 
points out, David Walker, the British de
signer for Napoli is economical and has 
also been willing to work in close co
operation with the company's produc-

Paula Citron 

tion staff. 'He trusts us', adds Penshorn. 
'That's a great help.' 

Schaufuss is also foUowing in the 
footsteps of the Danish master in his 
attitude to dance in general. 'Dance is 
a woman's world. They are better all
round dancers. The women have the 
vocabulary in dance; the men's vocabu
lary is limited because of physical limita
tions. Today's male dancers are waiting 
for their solos. The men have to be 
flashy but men's liberation in dancing 
will come when we can be one hundred 
percent dancers and not tricksters, when 
we can concentrate between the jumps. 
The audience doesn't see all the things 
we do in between. We have to educate 
the audience to listen to the music, to 

accept the steps between the flash. Act
ing ability will follow when technique 
becomes an extension of the music. One 
day the audience will accept the big 
steps as a part of the link of movements. 
This was Bournonville's thinking. Men 
also have difficulty in balancing the 
girls and matching their line. Men have 
got to work at partnering and acting. 
Most women dancers work at things 
they are not good at while men only 
practise things they can do! That's 
why Bournonville is good for male 
dancers. One of the reasons I left Den
mark was the belief that a good talented 
dancer can do anything. This is the skill 
which the Bournonville training gave 
me.' 

The First Five Years 
Alexander Grant and 
the National Ballet 
Alexander Grant became artistic director of the National Ballet of Canada during the company's 
25th anniversary year. Now, as the company celebrates another anniversary- its 30th-Alexander 
Grant looks back on his own five years ofleadership in extracts from a long conversation with 
Paula Citron. 

Alexander Grant est devenu le directeur 
artistique du Ballet National du Canada 
l'annee OU la troupe allait celebrer son 
25e anniversaire. Main tenant qu 'elle 
s'apprete a celebrer un autre anniver
saire - son Joe - Alexander Grant se 
penche sur ses cinq annees de direction 
au cours d'une conversation a batons 
rompus qu 'il a eue avec Paula Citron et 
dont voici des extraits. 

On Repertoire 

It's difficult to define the difference be
tween what is dance and what is ballet. 
What is a classical ballet company? For 
one thing there are no restrictions. So 
many different styles are done. Look at 
Nijinsky. He probably danced Petrushka, 
Spectre de la Rose and Apres midi d'un 
faune all in one night. Good dancers 
should be versatile. They want to be. 
Take Peter Schaufuss. He was with 

Balanchine's company and for our 25th 
anniversary tour, in New York, we asked 
him to dance with us in Swan Lake and 
Giselle. Peter Martins had been asked 
first because he knew the company's 
Swan Lake. Balanchine asked him not 
to and Peter Martins gave in. After danc
ing with us Schaufuss left New York 
City Ballet. He wanted to dance the old 
classics. 

The Russians have this hunger for a 
varied repertoire too. I'm convinced, if 
they were let out to experiment with 
other rep , they'd return to Russia after
wards. The Russian authorities however 
make it an all or nothing situation. 

It was really a challenge to come to 
the National after managing a little 
group of seven dancers, Ballet for All, in 
England. The time spent looking after 
other dancers is far greater than that 
spent looking after oneself. We are one 

of the smallest international companies 
doing the classical repertoire. The aver
age company has 85 dancers. I don't 
want the National to become too large 
but I would like to move up from our 
present 6 5 dancers to 70 - five dancers 
to swing so there won't be any holes 
when we have injuries and sickness. Too 
large a size restricts touring. 

We dance the classics because we 
are a classical company and that's one 
of the important things great classical 
companies do. They have the meaty 
roles. We are unique in this country. If 
we don't do The Sleeping Beauty there 
is no other company for the artists to 
dance it in and the audience itself should 
not have to wait for a visiting company 
to see it performed. Canadian audiences 
don't always know ballet but they do 
love classical ballet. We have to push the 
mixed bills but, I'm glad to see that 



_ al Canadian ballets are gaining in 
. ;:rnlarity. 

_ 1y aim is to produce an original 
::-·· fo r the company by a Canadian 

- reographer which the world is ask· 
; to perform. It will come. 

On Programming 

:::· wasn't the new Massey Hall built 
2. complex with an opera house? 
:· eefe Centre has little storage space 
: an't program as I'd like. For example, 

_ ::ke to show Swan Lake at the begin· 
-g of the season, then other works, 

- en Swan Lake again at the end. Peo· 
:: ~·ill come twice to see different casts 

· :._7,ey are separated in time. Also, all 
~ dancers can get a first night if the 
_ ::- ·s are split through the run and I 
. 't have to worry about any possibly 

-~:sed egos. It would be good at Christ-
- _;_s to do Cinderella, La Pille and Nut-

·;:ker in rotation but you can't at the 
: · eefe. And, as for Nutcracker - it 
~es money. Mothers want it to be 
~ -ame as they remember when they 

-.;;.g their children so to change the 
-"'.stmas tradition would be hard. It's 
~ only ballet where people will come 

-.;rdless of who's dancing. 

On Touring in Canada 

e usually spend three days in a place. 
.- , ipeg has always been a struggle. 

.1creal is difficult and unpredictable. 
-t. they are both ballet towns with 
:-:ipanies: audiences should have been 

_..:_t up by now. The longer we are able 
si:ay in a place, however, the more 

:: audience builds. The last perfor-
- ---.ce is usually packed. Also, after a 
- ~dren's matinee the box office is 
_zzing. They go home and tell their 
...::-e:1ts. Only in Newfoundland and Van

··er can we spend a week. Generally 
- ::2.King, Eastern audiences are' better. 

en though we do well in small towns, 
~ .ose money outside Toronto but we 
• che National Ballet and must show 

~c we can do to the nation. 

On Dancing 

·ou compare Moscow and Leningrad 
:: their t echniques, Leningrad's is more 
~e. They have wonderful dancers. Yet, 

-:: former Kirov director, now head of 
:: school, Sergeyev, acknowledges Mos
r's supremacy in the art. But the 

- ::.Ks the dancers perform are not the 
:: of the road. 
The actor/dancer should never be 

· =otten. All the greats were actor/ 
·-:cers, like Ulanova. They surpassed 
.::nique but the steps were there . You 

;.i!dn 't throw technique in the au-

Alexander Grant as Giacomo in Napoli. 

dience's face . This type of pure dancing 
is harder to achieve but, for every style, 
technique is necessary for what you 
want to say. It's the vocabulary. 

Character dancers are specialized 
artists. They are carrying on the tradi
tion of classical ballet. I made Victoria 
Bertram and Charles Kirby principals 
because of their expertise in these im
portant roles. In doing these you can 
reach the top and the young dancers 
should know it. 

There were those who said that 
Etudes was not for us, but if you don't 
have challenges, how will standards be 
raised? This is a director's responsibility. 
For example, Erik Bruhn left out the 
pas de trois in Swan Lake initially. A 
couple of years ago he refurbished the 
ballet and put it in. Now the dancers 
toss off all those variations. It's a try
out for the future . There is depth in the 
company. Peter Schaufuss is delighted 
with it in producing Napoli. When we're 
performing we are allowed only two 
hours of rehearsal each day - but, then, 
I believe you learn the most in perfor
mance. 

On London and Covent Garden 

London was one hectic week. Two weeks 
would have been better. We were suffer
ing from jet lag and the criticism was 
not really fair. For example, Stuttgart 
is a ballet town. After our performances 
there the audience called for an encore 
and after 25 curtain-calls and even after 
the safety curtain was down the com-
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pany had to squeeze in front for another 
call. So, why did London react that 
way? One feels something was afoot. 
The media was upset with a repertoire 
in part familiar. They wanted works 
they hadn't seen and were at us for do
ing works of the Royal Ballet. But why 
shouldn't we show Swan Lake? Ours is 
an original production and is anyway a 
Russian ballet now belonging to the 
world. The Royal Ballet brought their 
Swan Lake as their classical piece last 
time in Toronto. I know they thought 
our production handsome because they 
quickly made plans to refurbish their 
own. 

Pille was given as a compliment to 
the Royal Ballet and the Opera House. 
I was a protege of Sir Frederick Ashton . 
It was meant as a compliment. We used 
their sets and didn't need a lighting re
hearsal which saved us money ; but the 
Covent Garden props fell to pieces dur
ing performance! 

Also, there was so much fuss front 
of house. Every night was a gala with 
parties for sponsors. A first night gala 
would have been sufficient. The house 
was full of flowers and the crush bar was 
turned into a beautiful restaurant. The 
reaction was: 'Who are these Canadians 
showing us what to do with out theatre 
and with much of our repertoire?' But, 
remember we took Mad Shadows and 
although we had a lousy press we had 
good audience reaction and excellent 
ticket sales. 

On Critics 
Critics don ' t have to know pirouettes 
or arabesques. They should report as 
informed members of the public and 
write about how the works affected 
them. Sir Frederick Ashton would al· 
ways ask the stage crew their opinions 
on any new works. 

'A wonderful true story' 

At the Bolshoi canteen during the Mos
cow competitions this past summer I 
was munching caviar when a Russian 
gentleman, spotting the Canadian flag 
in my lapel, came over and asked, 'Can
adetz?'. When I nodded he said, 
'Hockey!' After the competition, the 
same man came up and tapped me on 
the shoulder. 'Canadetz' , he said -
'Ballet!' 
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Kevin Singen 

Dancers' Studio West 
Building an artistic dream 
in the temple of Mammon 

Elaine Bowman et son mari, Peter Hoff, 
sont les fondateurs de Dancers' Studio 
West, derniere-nee des troupes de danse 
albertaines, qui a choisi_ Calgary pour 
port d'attache. Sa representation in
augurate a eu lieu le 21 janvier, 1981, a 
l'Universite de Calgary. Outre l'emploi 
qu 'il o ffre a quatre danseurs et a un 
apprenti, le DSW s'est fixe pour tache 
de faire mieux connaitre et comprendre 
la danse moderne au public de Calgary 
grace a un systeme d'abonnement. 
L 'occasion de lancer ce systeme a ete 
fournie par la visite, en novembre, du 
Theatre Ballet du Canada. Un program
me d'activites paralleles, intitule 
'Methode de travail', est mis sur pied et 
mettra a contribution les musees de la 
ville pour des conferences illustrees ainsi 
que pour de veritables representations 
qui donneront a la danse moderne de 
Calgary le plus d'eclat possible. 

Calgary is a boom town. Everyone in 
Canada knows it. The popular image is 
of a city consumed with dreams of 
material wealth, a temple of mammon 
devoid of soul. To an extent the image 
holds true - all those glittering office 
towers and cigar-chewing, wheeling
dealing tycoons. But, of course, there's 
another side to Calgary - a spiritual 
dimension (if you want to use a high
falutin expression) - revealed in the 
city's rapidly growing cultural life. 

The latest manifestation of this trend 
is Dancers ' Studio West, a dream-child 
of Elaine Bowman and Peter Hoff. In 
little more than a year they have estab
lished a presence in Calgary as an innova
tive, determined dance organization and 
performing company. In some ways, the 
speed with which the DSW Company 
has emerged is unremarkable. After all, 
office-buildings in Calgary seem almost 
to spring up overnight. Yet, although 
Calgarians are eager to dispel the image 
of philistinism which . rightly or wrong-

Elaine Bowman and Douglas Hamburgh in Lynette Fry-Abra's Andromeda 
at the DSW Company debut. 

ly, has projected itself to other parts of 
Canada, it has been no easy task for the 
husband and wife team of Bowman and 
Hoff to build their dreams in the shade 
of the Rockies. 

From England to Calgary 
via Toronto 

The couple were married in 1979 and 
that fall left Toronto so that Elaine 
could take up her new teaching duties 
at the Un iversity of Calgary. She had 

been a late starter in dance - at age 24. 
In England, at the Leeds College of Art, 
she had studied graphic design. She went 
on to Dartington College of Art and 
then to the London School of Film 
Technique. Her childhood experiences 
had left her with a marked distaste for 
ballet at as early an age as six, but in 
London, as a young woman, she was 
attracted to the work of Robert Cohan's 
London Contemporary Dance Theatre 
and studied in its school. 



:n 1971, Elaine Bowman came to 

_ ,ada and soon began teaching at the 
. :-onto Dance Theatre school as well 

a ecting a community dance group, 
--::ources. In Toronto, Bowman found 
. "ance and inspiration from a variety 

• -olleagues and mentors: Anna Blew
-'11p, Kathryn Brown, Donald Himes 

- .::. Susan Macpherson: In 1975, she 
_.ed the Marie Marchowsky Dance 

-:eatre Company, becoming one of its 
_c:ing dancers. 

It was in Toronto that Elaine Bow
- -n met Peter Hoff whose interest in 

_;:ce video recording led him to tape 
-e of her performances. He came from 

ackground of radio and television 
·ogramming, music management and 

cert promotion. His involvement 
.-h various aspects of dance in Canada 

_ .~ends back over many years. In 1979 
_ co-ordinated and managed the Dance 

- Canada Association's annual confer-
--:.::e, an exercise repeated the next year 

:--en the association met in Banff. 
The idea of a Calgary-based modern 

_ ce company developed in their minds 
· on after Elaine began teaching at the 
_ -~versity. She wanted a modern dance 
_-pertory company, not the usual single
-: oreograph er, all-your-eggs-in-one-bas
.e: tro upe more familiar to the modern 
.:.. ce world. Peter, with a great deal of 
.:ministrative experience behind him, 

_ . jured up an organizational and ad
- .• nistrative framework within which a 
_ '.ll pany could prosper and grow. 

One of the first major problems was 
· fi nd a space. Calgary is a city of new 
__ iJ dings. Suitable space in such build
-: s is prohibitively expensive and there 
.:every few 'alternate' spaces - con-
e ed warehouses, lofts and cheap 
:·ices - to be had. In consequence, 

:)ancers' Studio West is, for the moment, 
· mpelled to use a school gym, adequate 
- a space - but condemned by the local 

:-:.:e department! Peter Hoff is hoping 
": will be able to acquire more suitable 
:;:-emises for the company in one of the 
:mer city's unused school buildings. 

An Administrative Framework 

~ e administrative paraphernalia of DSW 
- lodged in Elaine and Peter's own 

::ome, a situation which, they say, must 
-:1ange. In fact, DSW itself does not real
... have a cumbersome administration. 
Peter Hoff has established a complex of 

,ter-related corporate entities which 
service and mutually support each other. 
lost important in terms of goals and 

. eals is the performing company itself 
-hich receives public support from vari
us agencies, for the current fiscal year: 

$6,300 from the Canada Council's Ex
plorations program, $5,000 from the 
Calgary Regional Arts Foundation and 
$4,000 from Alberta Culture. To avoid 
a costly bureaucracy the company farms 
out most of its administrative work to a 
business partnership called Uptown 
Entertainment Associates. This in effect, 
provides Peter Hoff and staff with em
ployment, not just in connection with 
the affairs of DSW but with projects 
such as the Calgary Dance Series and 
the Red Deer Dance Series. 

Peter is also working on an 'alternate 
space' series, has secured a gallery area 
in Banff, another at the Nickle Art 
Museum at the University of Calgary 
and is searching for others. 

The Calgary Dance Series offers in a 
subscription package a variety of Cana
dian dance attractions, including, of 
course, DSW. It has the aim of increas
ing the city's exposure to dance, of mak
ing money and of building an audience 
for DSW. The Red Deer series was some
thing Hoff was invited to undertake with 
funding from the Alberta Foundation 
for the Performing Arts. Alberta Culture 
also takes the enlightened view that cul
ture dollars are better spent in helping 
underwrite the expenses of a dance 
sponsor than in feeding additional tour
ing funds to already funded dance com
panies. Uptown Entertainment is busy 
handling the affairs of the two series 
and DSW company and is now branch
ing into other profit-making areas such 
as music attractions. It has a staff of 
eight. 

In a sense, the administrative arrange
ments have got ahead of the real pur
pose of creating a vital artistic organism 

· but only in an indirect way. A frame
work is there which will facilitate artis
tic growth. 

The DSW company was founded in 
June 1980, incorporated that October 
and gave it's first performance in Jan
uary at the 500-seat University of 
Calgary Theatre, (reviewed in Dance in 
Canada, issue number 27). It's a perfect 
space for dance but is very much oc
cupied by the university's drama depart
ment. The only alternative is the vast 
2, 700-seat Jubilee Auditorium. Lack of 
suitable, available performing spaces is 
another local deficiency . 

Eclecticism and Audience Appeal 
That first performance, with Elaine Bow~ 
man and Douglas Hamburg (an instruc
tor colleague from the university and 
former Marchowsky company member) 
as 'the company' gave clear notice of 
Bowman's fundamental artistic inten-
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Elaine Bowman and Marc Berezowski in her No Matter What They Say. 

tions, to have an eclectic company with 
reasonably broad audience appeal - more 
along the lines of Toronto's Dancemak
ers or Winnipeg's Contemporary Dancers 
than, say, the Anna Wyman or Paula 
Ross companies which concentrate 
heavily or exclusively on their founders' 
choreography. 

In January there were items from 
Elaine Bowman herself, Douglas Ham· 
burg, Larry McKinnon, Brian Webb (who 
has his own troupe in Edmonton), 
Kathryn Brown and Lynette Fry-Abra. 
This season Bowman, Brown, McKinnon 
and Webb will have new offerings and 
Ricardo Abreut is scheduled to create 
a dance for DSW. 

Douglas Hamburg has left the com· 
pany which this season consists of two 
University of Calgary dance program 
graduates, Marc Berezowski and Jane 
Duncan, and apprentice dancer Michele 
Moss and, of course, Elaine Bowman. 
Edward Clark and Sharon Stott, who 
came with Elaine and Peter to Calgary 
from Toronto, bridge the gap between 
office and studio by attending classes, 
performing occasionally but also taking 
on administrative chores for UEA. 

Eventually, Elaine Bowman would 
like to have a formal school in Calgary 
where dancers could receive a sound 

modern dance training. At present, class 
is for the company and occasional in· 
vited dancers. On Mondays and Wednes
days there's a ballet class from Lynette 
Fry-Abra followed by Elaine's modern 
class. Tuesday and Friday Elaine holds 
sole pedagogical sway while Thursday is 
Larry McKinnon's turn to teach a class 
reflecting his own particular movement 
preferences. 

For a company so small and young, 
DSW has made its presence felt in Cal
gary in a short space of time. Peter Hoff 
speaks appreciatively of the media's re
sponsiveness, even enthusiasm, for what 
he and his wife are achieving - for their 
gutsy innovative approach and deter· 
mination, for having lofty ideals but al
so the hard-nosed common sense to 
know how best to go after them. It's an 
approach and philosophy very nicely 
attuned to the pervading self - help ethos 
of business-minded Calgary and one 
which, with that extra dash of good 
fortune which tends to bless those who 
deserve it, should establish Dancers' 
Studio West as a valuable addition to 
Calgary's blossoming cultural life. 
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ougPayne 

esearch Points the 
ay to a Better Future 

or Dancers' Feet 
Vickie Galea etudie a la section de re
cherches kinesiologiques de l'universite 
de Waterloo le comportement du pied 
quand il se dresse sur son extremite. 
Anatomiquement, il n 'etait pas destine 
a faire des pointes. De plus le chausson 
de pointe moderne, pietrement conru 
l'etaye mal et les materiaux utilises dans 
sa fabrication perdent vite leur rigidite. 
A ['aide de toutes sortes d'instruments 
scientifiques, certains de son invention, 
Vickie Galea procede a des observations 
statistiques sur les pressions que subit 
le pied d'une danseuse et espere que les 
resultats de ses investigation conduiront 
a !'amelioration respective du chausson 
et de l'enseignement. Sa preoccupation 
majeure est d'alleger les souffrances 
chroniques de ces artistes qui sont 
astrein tes a danser sur leurs orteils. 

Chronic foot and ankle problems are as 
much a part of the dancer's life as are 
pointe shoes and, ironically, it may be 
those shoes which created the problem 
in the first place. Research underway at 
the university of Waterloo may change 
all that. 

'The body just wasn't 
meant to stand on pointe' 

'The body just wasn't meant to stand 
on pointe', says Vicky Galea, whose in
terest in athletic and dance injuries re
sulted in her current work with the 
university's Department of Kinesiology. 
'Doctors have found that most dance in
juries are actual chronic changes - you 
start getting things like joint deformation 
because of the stresses that are placed, 
particularly , on the toe and ankle joints.' 

She is hoping her work, which is to 
be completed by December, will identi
fy ways in which dance training might 
be changed to relieve these physical 
stresses and to change postural deficien
cies that contribute to bad technique. 
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hoto-G allery: 
onald Diamond 

aid Diamond est photographe de 
.se, exer~ant principalement a 

:•1treal, depuis 1976. A l'universite ii 
it commence par s'interesser aux 

· _ niques cinematographiques mais a la 
:e d 'un sejour en Europe et d'une 

· re de Valerie et Galina Panov a 
'1treal ii a decouvert consecutivement 

photographie et la danse. Depuis !ors, 
-::iassion devorante pour Terpsichore 
s'est jamais assagie. II es time que le 
i du photographe de danse est de 
_-:"orcer, inlassablement, de saisir au 

_·'essence d'un mouvement et de la 

fixer dans un materiau qui est a la f ois 
silencieux et immuable. II a mis au point 
dans son labo des techniques originates. 
Dans !es calibres de 35mm ii utilise 
surtout deux Leicas et un Olympus 
OMl. Pour la couleur ii emploie Koda
color 400 et pour !es travaux en noir et 
blanc ii a adopte Ilf ord XP 1. II ne 
desespere pas trouver une methode 
commune de developpement pour ces 
deux pellicules. 

Ronald Diamond is essentially a self
taught dance photographer. Born in 
Ottawa and raised in Montreal he grad
uated from Sir George Williams (now 
Concordia) University with a degree in 
philosophy. In his student days he was 
intensely involved with film-making but 
when he left school concentrated on the 
one element of film-making he could do 
on his own - photography. He travelled 
for a year in the Middle East and West· 
ern Europe taking pictures wherever he 
went. 

On his return to Montreal, Ron Dia-









nReview 

udith Marcuse Dance 
ojects Society 

.;een Elizabeth Playhouse 

:.hough Judith Marcuse 
, ' ·es her home in Vancou

~T. a good part of her crea-

rive work as a choreographer 
has taken her away from the 
city. As a result, the only 
earlier Marcuse pieces I've had 
a chance to see have been the 
unforgettable sinewy solo she 
performed at the 197 9 Dance 
in Canada conference and a 
piquant miniature for Pacific 
Ballet Theatre called Spring 

Dance. Now I wish I had seen 
more in order to discover why, 
in her latest evening-length 
entertainment, Playgrounds, 
Marcuse has found it necessary 
to 'loosen up' and 'destruc
ture' her creative processes. 
This was what she indicated 
she was attempting in an in
terview given shortly before 

~ ml tor) Sacha Belinsky, Peggy Smith Baker, James Kudelka and Patsy Caplette in Playgrounds. 

23 DANSE AU CANADA 

Playground's Vancouver 
premiere (it later moved on 
to Toronto) and, from my 
own observation, I would say 
she has succeeded. Play
grounds comes across as a re
laxed conception, a cluster of 
theatrical exercises for her
self and five other dancers, 
for a jazz ensemble of four 
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Banff Festival of the Arts 
Eric Harvie Theatre 
Banff Centre 
20 - 22 August 1981 

Think about it. Acoustic 
Noose. As you tilt your head 
to listen, the rope drops, 
tightens. 

Jennifer Mascall has this 
thing about music. Shared 
over the years by many other 
dancers, it consists in a be
lief that music is an imposi
tion on dance, an insensitive 
and pushy element, a distrac
tion, almost, from a form 
that's primarily physical ra
ther than acoustic. Too great 
a reliance on music and the 
noose awaits .... 

This year Mascall, the 
1981 winner of the Clifford 
E. Lee Choreography Award, 
went one-on-one with music. 
Her opponent was Bach's 
Brandenburg Concerto No. 4 
in G Major. Somehow these 
two creations, the Concerto 
and Acoustic Noose, would 
have to share the attentions 
of the audience. 

At the first note, Mascall's 
17 dancers seemed to head 
off in 1 7 different directions. 
Every dancer was out there 
alone, together, sometimes in 
the proximity of others but 
rarely, if ever, doing the same 
movement. And the move
ment was unusual by Banff 
standards, though not if one 
has seen other Mascall work. 
Speed, clarity and accuracy 

Jennifer Mascall's Acoustic Noose. 

were the trademarks. The 
dancers conveyed constant in
tensity and occasional humour 
without resorting either to 
dramatic gestures or to mug
ging. The bodies read, but 
read in a way that expressed 
nothing but their own vitality 
and presence. 

The look was new. It was 
ballet turned inside out, peel
ed technique. It was contact 
improvisation bitten off in 
chunks and hurled across the 
stage. It was Tharp, but with
out camp or glitz. Ultimately 
it was Mascall, long-limbed 
movement arcing out of a 
fluid torso, lightning direc
tional shifts, falls, stillnesses, 
drops, jerks, spasms, jabs, 
rolls, jumps and sways. 

All over the stage the 
dance went on, a solo in the 

Mrs. Lila E. Lee presents Jennifer Mascall with the 1981 Clifford E. 
Lee Choreography Award. 

dark on the left side, five or 
six noodling about in the 
centre, another group yield
ing to gravity in great thumps 
on the right. The eye skitter
ed about, nothing central to 
concentrate on except the 
entire visual field while un
derneath, or perhaps off in 
the distance, Bach ticked 
away, surging and flashing, an 
apt companion to this dance. 

In their rainbow of cos
tumes and illuminated almost 
in Technicolor, the dancers 
looked confident and mobile. 
-Acoustic Noose stretched the 
dancers surely and positively. 
It most likely did the same to 
many of the audience, unpre
pared as they must have been 
for Jennifer Mascall 's blunt 
sensory and kinetic assault. 

Mascall's dance cast much 
of the remainder of the even
ing's dances into shadow. 
Anette Amand's staging of 
Bournonville's Konservatoriet 
opened the evening, an ap· 
propriate counterpoint to 
Acoustic Noose which follow
ed. The nature of the Bournon
ville piece was that of a per
formance within a perfor
mance. By imposing stringent 
demands on the dancers to 
display their technical talents, 
the work asked more of the 
Banff students than they 
could comfortably deliver. 
This made the resultant quiv
ering support limbs, the ragged 
lines, hopping turns and side
long glances all the more evi
dent. 

Peter George's Suspended 
Swing, danced to a composite 
score of Chopin and Dave 
Brubeck, was a somewhat 
brooding study, heavy on 

symbolism and stage trappings. 
Underneath this the dancing 
was sensitive and evocative of 
childhood angst, but the 
visual clutter rendered Suspen
ded Swing less effective than 
it might have been. 

Larry Hayden's Remem
brance of Things to Come (a 
beautiful title) was an elegan~ 
study in dance partnering. 
The duet and quartet work 
was clean and relaxed, full of 
lyric phrasing, yet again the 
dancing was obscured by 
clutter: layers of fabric, trees 
that unaccountably flew off 
into the heavens , costume 
changes that seemed without 
obvious reason. Accompanied 
by a quartet from Banff's 
Academy of Singing who per
formed Brahms' Neu es Liebes
lieder Waltzes with admirable 
flair, Remembrance of Things 
to Come was a work that o ne 
would wish to see again, were 
it visually streamlined. 

Of the four dances pre
sented at Banff this year, 
Mascall 's Acoustic Noose 
obviously spoke strongly of 
things to come. It may go 
against the grain to express 
the view that in tough times 
like these, it's incumbent on 
artists to move farther and 
faster rather than slowing 
down and covering the flan k 
When in doubt, take a chance 
or, as one singer counselled , 
'If we're treading on thin ice. 
then we might as well dance.' 
Mascall has taken that advice. 
Choreographers should reme:;,
ber that in their own times to 

come. 

PETER RYAN 



Susan Macpherson 
A Personal Collection 
-oung People's Theatre 

Yoronto 
: 7 - 19 September 1981 

[ wonder, had someone asked 
:. e novice Susan Macpherson 
\"hat kind of role she would 
. ost like to dance, whether 

:· e would have answered, 
:ieurotic woman'. Would she, 
_, fac t , have ever imagined 
:terself playing such a role at 

l ? Considering her own 
•·orks for herself, the play-
. l Postscript or Perrier or 
_:i.st year's Two Women which 
:. ough sombre, even sinister, 
•·as also delicate, I would 
-:ave said, 'No chance'. Inter-
- ingly enough, almost every 

;- ece she presented on her re
:ent solo program showed her 
~: wits' end. 

Christopher Bannerman 's 
Spirit Catcher (a work that 
::as not revealed new depths 

nee its premiere three years 
o) has her loose-tressed and 

;vitchy as she paws the 
_ ·ge of some psychic swamp. 
_"am es Kudelka's finely ob-
: rved Intimate Letter (1981) 
_so takes down her hair, puts 
::er in chic black pants and 
· s her twitching on the 
_ _:ge of another interior land
·ape, one with points and 
-gs and art deco angles ; she 

. -minds me of Gena Row-

. nds in Cassavetes' early 
=- m, Faces - a mid-town 
- urgeoise searching frantic
...'...y for herself in bars and 
.:_scos. In a lighter vein, this 
.::Taziness was celebrated in 
1argaret Dragu 's otherwise 

.~-np comedy number, The 
:rp ort Dance; sailing in, 

: wned in a flowing robe 
- ade of parachute silk and 
:oiffed with a headdress of 
:: o psticks, Macpherson man
- es to burlesque simultan

_ou sly the Statue of Liberty, 
ollywood geishas and any 

. i Martha Graham's Greek 
... dies. 

With Ricardo Abreut's 
'::bant for a Beggar Queen, 
::e is back among the points 
--:d jags, but this time the 

_eco angles are of vintage 
raham origin, down to the 

- ff-legged Egypto carriage 
:1d contracted hands. This 
eggar Queen, beautifully 

• bed in black and gold, 
- ems at first a displaced mon-

arch from ancient history, 
but as John Mills Cockell's 
score breaks in on her fierce 
meditation and a circlet of 
lights begins to descend 
around her, a breath of the 
1960s assails us and we can 
see in the tortured figure a 
drug fantasy. In stark con
trast to this woman is The 
Speaker in David Earle's The 
Recitation (196 8), an in
nocent who lyrically dances 
Archibald Lampman's vision 
of autumn, an innocent, how
ever, who cannot hold back 
Time; she decays, grows old 
and white, becomes a ghost 
of her former self. Earle's vo
cabulary for her is gently 
melancholy (and singularly 
unlike Graham's); like the 
Thomas Dewey painting on 
which it is based , the <lance's 
'neurotic ' quality rests in the 
odd juxtaposition of figures 
(Jackie Burroughs was The 
Listener), props (chairs), 
colours, light and dark, word 
and movement and music. 

In Bella ( 1977) by Danny 
Grossman and Judy Jarvis, 
sweetness dominates the 
Chagall-inspired tumblings of 
a girl and her beau (Grossman 
himself in a fabulous perfor
mance) over and around a big 
painted horsey. But this sweet
ness is thick enough to para
lyse. Like her Speaker in The 
Recitation Macpherson's smil
ing slightly ga-ga princess 
possesses an air of fatality; 
she, too, is a victim of Time, 
only here Time is not pro
ceeding with inexorable tread 
towards old age, senility and 
death, but rather has stopped 
dead in the midst of a hope
less adolescence. 

Back once more with vin
tage Grahamisms in Robert 
Cohan's Cancionese del Alma 
(1979), Macpherson delin
eates the agonized strainings 

of the mystic and martyr 
after spiritual perfection. The 
images she creates might have 
fallen from the pages of a 
Spanish hagiography; indeed 
she transforms herself into 
an idea of spiritual quest that 
St. John of the Cross, author 
of the text for Geoffrey 
Burgon 's score, would have 
no doubt recognized. 

Cohan, like most of the 
other choreographers repre
sented in A Personal Collec
tion , clinches his portrait of 
the neurotic woman by em
phasizing Macpherson's extra
ordinary arms. Throughout 
the concert, I was constantly 
made aware of those arms: 
upper arms often held close 
to the body while the lower 
cut strange staccato figures 
in the air fast as pinwheels; 
arms gnarled with anxiety or 
fear or maybe self-loathing; 
hands bursting into cryptic 
shell-like messages about 
destiny and resignation. Some
times the arms flew wide in 
swallow-like swoopings, but 
then the fingers would be 
knotted or splayed or jutting 

.off at peculiar angles to the 
hand. What these motifs con
veyed to me was a personal
ity so confined by a tradition, 
not of her own making, that 
she can only find release in 
short angry snatches of peri
pheral movement. The heart 
at the centre of this personal
ity seems, by implication, too 
molten an object to contem
plate at close quarters . 

In this vocabulary, legs 
figure hardly at all and when 
they do they function very 
much as 'lower' limbs, in
tended to complement the 
design of the upper. The one 
significant exception to this 
method of using Macpherson 
is Earle's. Arms and legs are 
of equal importance in The 
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Recitation, but the impulses 
they describe come clearly 
from the body's centre. This 
is no coincidence: fragmen
tary as the dance may appear 
on the surface (bits of a puz
zle really), the depiction of 
a soul altering as it confronts 
the disintegration of the body 
is its goal and, finally, its 
achievement. Earle has turn
ed Dewey 's painting into a 
mural that in turn opens up 
Macpherson's range as a per
former. 

What Earle shares with the 
other choreographers is a 
sense of how Macpherson's 
height can add to the drama
tic impact of a piece. Certain
ly the combination of her 
grandeur and the incisive 

. quality of so much of her 
vocabulary is an overwhelm
ing one. Add to that the 
beauty of the bones in her 
face and shoulders and hands 
and Macpherson becomes a 
veritable Turandot. 

Aesthetic considerations 
aside, Macpherson proved 
several things by her concert. 
For one thing she demonstrat
ed that a solo concert on this 
scale can work. Toronto has 
no tradition of such concerts 
and Macpherson in the pio
neering spirit that has dis
tinguished her career has 
once more broken ground, 
making it possible for others 
to follow suit. (Why not Pa
tricia Beatty or David Earle, 
Danny Grossman or Veronica 
Tennant?) She has also re
minded us how rare a dance 
artist of her stature is in this 
diffident nation of ours. We 
are grateful for the reminder. 
Grateful, and hungry for more. 

GRAHAM JACKSON 
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Molissa Fenley, who claims to 
be working toward a form of 
pure abstract dance, disclaims 
any ethnic or regional ele
ments in the pulsating scores 
she writes and the hip rota
tions they inspire, despite her 
residence for some years in 
Nigeria. Senta Driver, whose 
Missing Persons had her au
diences expiring with mirth, 
announced at a panel appear
ance that the work is a study 
in grief. 

Some of the dance offer
ings supplied persistent imag
ery. Laura Dean's Song has 
her six dancers dealing with 
the now familiar elements of 
a Dean conception - spinning, 
stomping, singing in unison 
and canon, ordered and intri
cate group progressions, di
gressions into solo statements 
suggestive of Eastern stances 
and materials from Slavic 
dance forms. With their fresh, 
sweet faces, Dean's dancers 
seem like the kids next door 
in the unlikely occupation of 
achieving Nirvana. Recent 
long-term appearances in Min
neapolis and the filming of 
Tympani this year for local 
television have made Laura 
Dean a household term in the 
region ; her work was the only 
offering to receive a robust 
standing ovation. 

Lucinda Childs, who deals 
with a similar musical im-
pulse - metered phrases like 
funnels laid stem to stem -
failed to enchant the 4000-
odd patrons who got her as 

' the opener in a big series 
package which would offer 
the more soothing presence 
of ABT the following week. 
Her Dance celebrates many 
Judson issues - running, skip
ping, hopping, simple and 
flowing turns with head erect 
and arms loose. But she has 
added elements of accelera
tion of pace and virtuosity 
suggestive of a strong ballet 
influence. The superimposition 
on a scrim of filmed dance 
over the actual performance 
creates variety for the viewer 
who often must contend with 
three or four consecutive per
formances (including at one 
point a film within a film). In 
the second of her two solo 
renditions, Childs dances with 
an enormous projection of 
her own imposing image. A 
stunning beauty, resembling 
a catatonic Karen Kain, Childs 

covers the vast stage with her 
brisk, busy horizontal and 
diagonal amblings which see .. 
to bring her back to the poin· 
which can never offer rest. 
Often the meanderings sugges: 
the purposelessness of a psy
chotic's fugue, while the im
personal choric flow of her 
dancers remind one of the 
endless play of the tides su
pervised by a capricious moo 

Senta Driver's aforemen
tioned misinterpreted tragedy 
shows a concern for a clear 
structure as the five dancers 
use unlikely parts of their 
a·natomy in grotesque respons
es to a suite of yesteryear's 
songs - the sort once popular 
at weddings and funerals. 
Driver's stint with Paul Taylor 
has afforded her a strong con
sciousness for achieving effec
tive theatre and her work is 
intelligent and deliciously 
whimsical. After years of ex
ploration of more stringent 
dance forms, Douglas Dunn 
in Skid (1981) and Jim Self 
in Marking Time (1980) new
ly demonstrate their debt to 
the work of Merce Cunning
ham, whose influences over 
many of the delegates were 
manifestly vast. Kei Takei, 
Eiko and Koma, and Margaret 
Fisher and the True and False 
Occult Company reveal roots 
in other art forms - the visual 
arts, the nature-obsessed J apa
nese theatre and, in the case 
of Fisher, the kinky Dada era 
and Marcel Duchamp. Of the 
Minneapolis dancers represent
ed, Charles Moulton, a Cun
ningham disciple who once 
worked with the Winnipeg 
Contemporary dancers -
creates taut contrapuntal 
dances in Arch Extract, while 
Maria Cheng and Sage Cowles, 
who chose to do solo com
positions, offered cases of in
cipient and advanced self
indulgence respectively. 

At the panels where critics 
confronted creative dancers 
in the audience, a lot of fur 
got flying, and it was clear 
that we have a long way to go 
toward realizing the common 
ground shared by these two 
professions - a passion for 
the dance and the willingness 
to accept poverty as the con
dition for satisfying the obses
s10n. 

LELAND WINDREIGH 



The Houston Ballet 
ueen Elizabeth Theatre 
·ancouver 

:5 - 17 October 1981 

Given the proper ingredients, 
:. sensitivity to period styles, 
::: e ability to unify a diversity 

f theatrical elements and 
:, enty of cash, a gifted chore· 

~rapher can produce in 1981 
.: brilliant replica of a 19th 
:entury Romantic ballet. Ben 
- evenson has done just that 
i th his instant classic, Peer 

~yn t, which had its Houston 
:,remiere in June and was 
·· own to Vancouver audienc· 

o n the first lap of a major 
: u r. 

Stevenson's heritage as a 
.,"loreographer stems from the 
_e Valois-Ashton-MacMillan 
: ·hool and he bypasses Petipa 
-: h is backward look at ballet . 
.• e result is a creation which 

3 urnonville surely would 
·:i.ve endorsed. He uses tradi· 
:..onal mime sparingly, a good 
.ea! of naturalistic panto· 
-..:me, passages of dramatic 
_ance drawn from his own 
_a, ethnic materials and vir· 
- o so dancing requiring the 

JCabulary of ballet. These 
•. ements flow naturally and 
·-e movement in any specific 
-assage invariably seems ap· 
-~opriate. Peer's realistic teas· 
-g o f his mother, for ex· 
;;pie, sends them into a 

msy rustic dance which 
-:spires him to a progression 
: tours en !'air. At the wed· 
.ng, three bouncy lads do a 
.gh-flying romp on the ban· 

et table, conveying an ir· 
. pressible display of zeal at 
celebration - presumably 

_Jtheran - which otherwise 
·centuates the staid. The in· 

-.ates in the asylum move as 
=k people rather than per· 
rmers striving to emulate 

-adness theatrically. Absent 
- the proceedings are the 
.mogeneous corps (the 40 

k-alikes representing a 
mmon persuasion) and the 

:1.1ctured ballet pas which 
. uire pauses for rest and 
-plause. As a result, many 
: the extraordinary dancing 
_ ts cannot appropriately be 

·nowledged without break· 
?, the spell of the narrative. 

Ibsen's dramatic allegory 
ut an oaf who is irresist· 

e to women - mortal or 
:· erwise - and who ultimate· 

Kenneth McCombie and Jennifer Holmes in Ben Stevenson's Peer Gynt. 

ly pays for his extravagances 
with a stint in a madhouse, a 
shipwreck and general welt· 
schmerz, indeed contains most 
of the issues favorable for a 
ballet a la Bournonville. The 
play is set at the time when 
the Romantic ballet era was 
in flower and makes the 
obligatory moral statement 
that the Danish master requir· 
ed. It also deals with a favor· 
ite topic of Romantic ballet -
travel to foreign and exotic 
shores. 

Peter Farmer's winsome 
Victorian designs enhance the 
action in the 10 scenes and 
provide scrims which permit 
links for the transitions. A 
grove of trees on a transparent 
rideau creates a glade for the 
dancers to transverse en route 
to the wedding. After Peer's 
abduction of the bride and 
his rejection of her love, the 
russet forest backdrop parts 
to reveal the foggy den of the 
Mountain King and his trolls. 
In the second act voluptuous 
peacock-blue and green drap· 
eries frame the sequence set 
in Egypt, with the lady tour· 
ists dressed in warm pastel 
crinolines . 

The role of Peer offers an 
extraordinary challenge for 
the male dancer who is on 
stage for nearly the entire 
evening. During that time he's 
required to perform several 
intricate and demanding solos 

and to support seven ballerin· 
as, meanwhile undergoing a 
transition from unprincipled 
bumpkin to foppish cad and, 
finally, to humbled and bro· 
ken adult. 

Kenneth Mccombie, for 
whom the part was created, 
fulfilled all the demands on 
opening night, and the role 
was shared on subsequent 
evenings by other principals. 
Likewise, the ballerina roles 
were democratically cast. On 
opening night the lyrical 
Janie Parker was an eloquent 
Solveig; Jennifer Holmes as 
the abandoned Ingrid and 
Kristine Richmond as the 
madwoman gave touching 
performances in more frenetic 
roles. The witty Jeanne Doorn· 
bos as the caustic American 
mistress who accompanies 
Peer to Egypt moved with a 
bitchy self-assurance. As Aase,. 
Peer's mother, Rosemary 
Miles brought depth to a pure· 
ly mime role. The two sirens 
were appropriately voluptu· 
ous. The Woman in Green, 
who parents with Peer Gynt 
a troll child, was portrayed as 
a creature of sincere albeit 
predatory motives by Andrea 
Vodehnal. Diedre Myles as 
the angelic-faced, foul-playing 
Anitra stunned au.diences in 
what appeared to be a parody 
of the Rose Adagio from 
Sleeping Beauty, in which she 
was obliged to swivel on ara· 
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besque to reach the support· 
ing hands of four turbaned 
cavaliers. 

Obviously the Houston 
dancers have been spending 
time on matters of movement 
style, character interpreta· 
tion, dramatic expression and 
dress - elements barely touch
ed upon in the training pro· 
grams of other regional ballet 
companies who draw upon th e 
more stringent resources of 
the Balanchine-monitored 
School of American Ballet. 
While full maturity lies ahead 
for all of the company's solo
ists, it's comforting to witness 

I the ease with which they 
adapt themselves to the work's 
massive demands. 

Its score, by the way, is 
drawn from the incidental 
music Grieg wrote for Ibsen's 
play and material from less 

1 
familiar works by th e Norwe

' gian master. John Lanch bery, 
who strung it all into a ser· 
viceable score, fares better 
when orchestrating the music 
of dreck composers like 
Minkus. Grieg had a mind of 
his own, and Lanchbery has 
neutralized his originals, sacri
ficing in the process much of 
the expected piquancy and 
bite. 

LELAND WINDREICH 
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Members of the Nikolais Dance Theatre in Gallery. 

Nikolais Dance Theatre 
National Arts Centre 
Ottawa 
19-20October 1981 

Alwin Nikolais may not be as 
well known to Canadians as 
other modern American cho
reographers. The Nikolais 
Dance Theatre has performed 
here only three times in re
cent years: at the National 
Arts Centre and Hamilton 
Place in 1974 and last sum
mer at a festival in Edmon
ton. Their second visit to 

· Ottawa was their only Cana
dian appearance this season, 
so Nikolais is still hardly a 
household word. 

Nikolais himself has always 
been considered something of 
a maverick in dance. Today a 
jolly white-haired figure, he 

was born in 1912 in Connecti
cut, studied piano and paint
ing, worked in theatre (where 
he became fascinated with the 
techniques of stagecraft) and 
played piano for silent movies 
(which meant fitting music to 
movement). In 1933 he saw 
Mary Wigman perform and 
began to study dance at the 
Wigman School in Hartford, 
then at Bennington und~r 
Hanya Holm. (This is signifi
cant: Holm has never been as 
well known as Martha Graham, 
though she too exerted a 
seminal influence on dance in 
the thirties. Her approach was 
more metaphysical than psy
chological, and to a certain 
extent, one could say the 
same of Nikolais.) He also 
directed the Hartford Mario
nette Theater (critics have 
not failed to point out that 
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he often treats his dancers 
like puppets), and produced 
his first dance work in 193 9. 
After serving in the war, he 
studied again under Hanya 
Holm, and came to New York 
in 1948, where he created 
dance plays for a children's 
theatre and founded the com
pany that became the Niko
lais Dance Theatre. 

His company scored a great 
success in France (where he 
was invited to establish a 
school for modern dance 
training) and South America, 
but has always generated mix
ed reactions at home, from 
the enthusiastic 'Wow, what a 
marvellous show! ' to the com
plaint, 'But they're not danc
ing'. Like Merce Cunningham, 
Nikolais has eliminated role 
playing and psychological or 
sexual confrontation. His 
dancers all wear the same 
costumes and are often dis
guised by masks or head 
covers. Sometimes they do 
act like puppets - or rather 
ambivalent creatures who are 
partly human, partly mechan
ical - and the fun is watching 
them change. One section of 
The Mechanical Organ has 
five men moving close to the 
floor, where the lighting cuts 
their bodies in half - for about 
a foot off the floor they're 
bright green, with the upper 
part more brightly lit, so that 
they look as though they're 
living half in and half out of 
water. In Trio from Vaude
ville three women, dressed in 
white costumes stretched 
over a series of hoops that 
make them look like stately 
chess pieces, glide around as 
if on rollers. In Gallery they 
become moving targets in a 
shooting gallery , clowns, acro
bats, contortionists, sideshow 
performers, ending up as tar
gets that get blasted to smi
thereens. 

Nikolais creates every
thing: choreography, lighting 
(he's famous for it), costumes, 
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electronic music, the whole 
shebang. It's interesting to 
see how he has evolved since 
the sixties and early seven
ties. At that time his music 
was more psychedelic, his 
dancers were constantly bath
ed in psychedelic changing 
light patterns, and they 
seemed more anonymous in 
the overall pattern. Now - at 
least judging from The Me
chanical Organ, the most re
cent (1980) work we saw at 
the Arts Centre - he lets us 
see the dancers more; and they 
do more dancing - though 
probably still not enough to 
satisfy the diehards. His music 
is still electronic, but less 
psychedelic: it comes more 
from Terry Riley, Steve Reich 
and late Miles Davis; it's tight
er, more diatonic, more up
beat and rhythmic. Nikolais 
has been accused of dehuman
izing his dancers and it look-
ed as though The Mechanical 
Organ was partly a response 
to this: a suite of 10 dances, 
with four solos (by Dale 
Thompson, Jessica Sayre, Joy 
Hintz and Gerald Otte), all of 
it pervaded by a bright, quirky. 
blissed-out sense of humour, 
with the dancers popping 
open their mouths at the end 
and looking like surprised 
organ pipes themselves. It had 
no symbolic overtones about 
the post-apocalypse genera
tion; it was sprightly, witty 
and lots of fun. 

It has often been said that 
Nikolais appeals more to non
dance audiences than to regu
lar dancegoers. I don't think 
anyone would claim that as a 
choreographer, he is as origi
nal or authoritative as Cun
ningham, Taylor or Tharp, 
but if you just relax and let 
the jolly old magician pour 
out his magic box of tricks 
for you, there's a lot of enter
tainment and enjoyment in 
the Nikolais Dance Theatre. 

BURF KAY 

Leotards & Tights 
by 
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Book Beat 

Recent Dance Publications 

lt would be very embarrassing 
:o have to say unkind things 
w out a new American dance 
~ook which in its list of sug
"'ested readings refers, flatter
:ngly, to Dance in Canada 
:nagazine as, 'an attractive, 
well-produced publication'. 
Fortunately, there is no cause 
:o say anything nasty about 
:he book in question, Ellen 
Jacob's Dancing: A Guide for 
::be Dancer You Can Be (Ad
dison-Wesley, 1981), since 
:t is in every respect an 
admirable volume. 

Ellen Jacob, who co
authored with Christopher 
Jo nas, the highly successful 
!ellide, Dance in New York 
-reviewed in issue number 26 
of this magazine) again brings 
~o her subject the comple
:nentary gifts of lucid expres
-ion and common sense. 

Dancing is packed full of 
:ound, wise and worldly 
advice. Its premise is that 
dance lurks within us all - in 
most cases just waiting for an 
opportunity to burst forth. 
Th e book then explains how 
one can uncover and develop 
me dance within. 

Jacob repeatedly empha
sizes the need for realistic 
self-assessment. There is no 
:iarm in having a dream but 
• must be the right dream, 
one that takes account of age, 
body characteristics and 
temperament. 
· Dancing will be most valu
;;.ble as a resource for begin
ning dancers (and their 
;:iarents) but will most cer-
7ainly provide fascinating 
.insights for the general dance 
.mdience since it answers 
::nany of those nuts-and-bolts 
guestions which people on 

the periphery of the dance 
world are forever asking. 

It is hard to think of any 
area of dance career develop
ment that has been omitted. 
There are tips on evaluating 
teachers and classes, on self
evaluation, on nutrition, 
clothing, injuries (and their 
prevention) and many other 
topics. 

In all, Ellen Jacob's Danc
ing will quickly become a 
classic. It says it all. 

There's no accounting for 
the whims of publishers. In 
1977, Oxford University Press 
published an English version 
of a German dance dictionary 
(Friedrichs Ballettlexikon 
von A-Z) by Horst Koegler. 
The Concise Oxford Diction
ary of Ballet included much 
new material and had many 
virtues; for example, it inclu
ded entries on musical com
posers connected with ballet, 
on recurrent themes and even 
on major cities that have had 
an important role in the his
tory of ballet. There were also 
bibliographical notes for 
many of the entries. All this 
has now been reissued in 
paperback form with an 
attractive glossy cover but, 
unfortunately, while the 
book's virtues are intact so 
are the many errors and 
omissions. No attempt at 
revision or updating has been 
made which is shameful be
haviour from a publishing 
house as renowned as Oxford. 
Some of the mistakes could 
easily have been remedied 
prior to this reprinting and 
indeed should never have oc
curred at the outset since 
careful copy-editing would 
have uncovered several dis
crepancies between related 
entries. 

A more responsible ap
proach has been taken by Pan 
Books in the republication of 
an updated and expanded 
version of what first appeared 
in 1970 as Ballet For All by 
the British dance historians 
and critics Peter Brinson and 
Clement Crisp. That book was 
produced to accompany a 
Thames Television series and 
while by no means a compre
hensive dictionary of ballet 
did nevertheless present a 
valuable guide to the develop
ment of ballet and to its 
leading creators. The new 
edition, The Pan Book of 
Ballet and Dance, (1981) , is 
just as refreshingly opiniona
ted as its predecessor. Its 
major drawback for a North 
American readership is the 
heavily British bias. One ques
tions the wisdom of including 
a section on 'British Modern 
Choreography' when the real 
leadership in this creative area 
reposes firmly on our side of 
the Atlantic. However, the 
book is fundamentally design
ed as a companion for the 
dance-goer in Great Britain. 
It can still be read with bene
fit elsewhere. It is illustrated 
with black and white photo
graphs. 

A hot contender for pride 
of place in the dance division 
of coffee-table books for 
Christmas is a plush monster 
costing $50 called The World's 
Great Ballets, (Prentice-Hall, 
1981). It is by the American 
critic John Gruen whose ear
lier dance books have inclu-
ded a biography of Erik . 
Bruhn and a rather saccharine 
collection of biographical 
sketches, The Private World 
of Ballet. 
· There is no question that 

Gruen 's newest book is a 
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masterpiece of production. It 
contains more than 160 
photographs of which 60 are 
in colour - often full or 
double page spreads. The 
printing is superb as is the 
binding - both, not surprising
ly , accomplished in Japan. 

The problems begin when 
one tries to pin down the pre
cise purpose of The World's 
Great Ballets. The publisher's 
blurb on the dust jacket 
makes more exalted claims 
than does Gruen himself. The 
book surveys 62 ballets rang
ing from La Pille Mal Gardee 
(17 89) to George Balanchine's 
recent Davidsbundlertiinze. 
These the publisher chooses 
to call 'land-mark' ballets as 
if to imply that the book has 
some serious intellectual 
theme. 

While indeed there are 
'land-mark' ballets in Gruen 's 
book there are many more 
which are not. They have 
been included for what one 
can only surmise is a mixed 
package of motives. First is 
the desire to highlight those 
works most likely to be seen 
by an American audience. 
Second is the desire to pro
vide a visual catalogue of a 
large range of international 
companies and artists. Third 
is the need to present the 
material in a comfortable, 
mentally untaxing form suit
able for the carriage trade. 

Thus, we find token repre
sentation of such notable 
choreographers as Alvin 
Ailey, Maurice Bejart, Martha 
Graham, J iri Ky lian and 
many more. But then , Balan
chine gets 10 entries, Ashton 
six and Robbins four. Poor 
Kenneth MacMillan is repre
sented only by his staging of 
Romeo and Juliet, (hardly a 
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land-mark for all its virtues), 
while more ambitious and 
artistically important works 
of his such as Song of the 
Earth or even a full-lengther 
such as Manon or Mayerling 
is neglected. 

The uninitiated reader 
would not get a useful sense 
of the development of chore
ography through reading this 
book and the more experienc
ed reader will be frustrated 
by its inherent lack of focus. 
Gruen is uneven in his des
cussion of individual ballets 
and is generally reluctant to 
deliver interesting critical 
judgements, so much so in 
fact that he is willing not 
only to include but to praise 
as thin a work as Cranko's 
The Taming of the Shrew. 

An 'Appendix of signifi
cant first performances' is no 
great help either. For ex
ample, it is a serious omission 
to have overlooked Peter 
Schaufuss's substantially re
worked version of La Sylphide 
for the London Festival 
Ballet in 1979 and it would 
have been more proper to 
mention the fact that Nur-

eyev's The Sleeping Beauty 
first appeared at La Scala, 
Milan in 1966 under the title 
La Bella Addormentata - a 
full six years before its rein
carnation within the reper
toire of Canada's National 
Ballet. 

Many readers will already 
have noted the appearance in 
English of Bronislava Nijinska's 
Early Memoirs. The book is a 
veritable mine of historic 
riches for those interested in 
Nijinska, her brother Vaslav 
and the early years of the 
Diaghilev Ballet. A full ex
amination of this important 
work will be published in the 
next issue of Dance in Canada. 

MICHAEL CRABB 
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Divine Dancer 
A Biography of 
Ruth St Denis 
Suzanne Shelton 
Toronto: Doubleday 1981 

In Divine Dancer, former 
dancer, established American 
dance critic, historian and 
scholar, Suzanne Shelton il
luminates the complex per
sona of Ruth St. Denis and 
offers fascinating new in-
sigh ts to the dancer's work 
and the era in which she flour
ished. It's the historian rather 
than the critic who chose the 
word 'divine' in the title. In-

. deed, Shelton tactfully holds 
her judgmental tongue while 
laying out the vast resources 
of her research, but she keeps 
us constantly reminded of 
Miss Ruth's Christian origin 
and her preoccupation with 
the spiritual, showing how 
these issues governed her per
sonal and artistic destinies. 
We see her not as the roman
tic ding-dong set afire by a 
picture of Isis on a cigarette 
advertisement but as a serious 
and dutiful proponent of the 

Delsarte system of expression, 
inspired in her by performanc
es of its American high
priestess, Genevieve Stebbins. 
The Delsarte philosophy advo
cated also an encompassing 
life-style which one was not 
likely ever to achieve in the 
theatre. We begin to see be
fore long how artfully Miss 
Ruth handled the various 
paradoxes. Unlike her less re
sponsible compatriots and 
colleagues-Loi'e Fuller and 
Isadora Duncan-she certainly 
had her head on right when 
it came to basic morality. 

For a dancer, being re
spectable and remaining in 
the theatre was the major con
tradiction she was required to 
reconcile. During the early 
years of the century the 
Reverend Mordecai Ham 
launched from his pulpit in 
Texas ' bible-belt an anti-dance 
campaign which would have 
far-reaching effects on public 
opinion and morality, and 
the president of the Univer
sity of Kansas medical school 
would solemnly claim to the 
press that one tenth of the in
mates in America's madhous-
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es were victims of a compul
sion for dancing. St. Denis 
opened a road that led else
where than to the brothel or 
the asylum. The remoteness 
of the Oriental goddesses she 
portrayed in her dancing 
created the necessary objec
tivity. She doted on the erotic 
but portrayed it as an element 
necessary for depictions of 
evolution to a higher spiritual 
state. This way her audiences 
could enjoy the wickedness as 
it became replaced by sub
lime good. Propriety was of 
enormous importance to Miss 
Ruth. 

When she decided to take 
the young Ted Shawn into 
her creative sphere as soul
mate and partner, marriage 
was imperative to keep a 
wholesome public image, des
pite the fact that Shawn was 
12 years her junior and a then 
latent homosexual. The price 
fo r respectability was nearly 
20 years of sexual unfulfill
ment until 1934 when the 
55-year-old St. Denis took as 
a lover the young Chinese 
poet-philosopher Sum Nung 
Au-Young. Presumably the 
long period of deprivation had 
its ultimate reward, for Au
Young was a master in the 
Oriental erotic arts. This late 
achievement suggests that 
St. Denis ' career was on one 
level a mighty exercise in sub
limation. 

As for her dance creations, 
Shelton offers vivid and in
tricately detailed descrip
tions of five works: Radha, 
Egypta, The Spirit of the Sea, 
White Jade and Babylon. 
These are interpolated into 
the chronology of the bio
graphy and they rival August 
Bournonville's rich verbaliza
tio ns of his own ballets or 
Cyril Beaumont's fastidious 
narratives of the Fokine 
repertoire. It's difficult, how
ever, to take the content of 
her creations seriously and to 
regard them as anything other 
man purest kitsch. 

I saw Miss Ruth at one of 
er frequent 'farewell' recitals 

vhen she was 6 7 and I was 
i 9. Incense, White Jade, 
. ·au tch, and 'music visualiza
:io ns' to Schubert works were 
ner solo offerings, while an 
JI-matched corps of sundry 
-hapes and ages joined her for 
some of her mystical and ec-
!esiastical ensembles. One 

could not help but be caught 
up in Miss Ruth's total involve
ment and her still potent 
theatrical authority, but the 
dances seemed as intrinsically 
shallow and craftless as they 
had appeared to my mother, 
who had seen them 25 years 
earlier at the height of the 
Denishawn era. 

There is a current tendency 
to look at the Denishawn ma
terials with a lot more charity 
than these works deserved in 
the past. I don't think that 
Suzanne Shelton intended for 
a moment that we start re
garding Ruth St. Denis as a 
neglected genius. This study 
reveals frequently a basic lack 
of discernment in most of 
Miss Ruth's life involvements. 
The innumerable compro
mises she made with what 
often appears to be a high
falu ting philosophy reveal 
how she handled her many 
conflicts in an era when the 
deck was stacked against 
women in general and dancers 
in particular. I find, however, 
that after reading this intense 
and brilliantly documented 
study that the role of Mother 
of American dance which St. 
Denis appears to have achiev
ed in the light of history is 
one she acquired by default 
rather than determination. 
Her limited aesthetics and a 
basic puritanism prevented 
her from offering nurturing 
support to her two great rebel 
apprentices - Martha Graham 
and Doris Humphrey - whose 
work she continued to pass 
off as ugly and perverse. As 
parent to these giants of 
dance, Miss Ruth was a reluc
tant one, much too self-indulg
ent to assume the approp
riate responsibilities. 

LELAND WINDREICH 

Dance in Its Time 
Walter Sorrell 
Toronto: Doubleday 1981 

A sharp sense of deja vu came 
over me as I read Walter 
Sorell's newest dance book. 
It seems that Sorell has at
tempted to create something 
on the model of Kenneth 
Clark's Civilisation with dance 
as the central character. Of 
course, Sorell set out to write 
a book while Clark first made 
his magnificent BBC film 
series and then edited his 
script for publication into a 
lavishly illustrated volume. 
Both authors limit themselves 
to the western world, omit 
Spain, and try to survey 
western thought in a broad, 
cultural perspective. Sorell 
has much more text (469 
pages) and has picked up on 
Clark 's stated omissions: the 
German philosophers and 
romantics, a section on the 
classical tradition from 
Palladio to the end of the 
17th century, Shakespeare 
(somewhat), and has added 
his own and our fond subjects, 
the performing arts of dance 
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and ballet. While Clark has 
hardly anything to say about 
the dance, Sorell is a seasoned 
writer on dance and other arts, 
a critic and observer of the 
creative process, a former 
teacher of dance history and 
a painter. He was born in 
Vienna 76 years ago and 
brings to his fourteenth book 
a lifetime of work and acer
tain licence to do what he 
wants to do. Clark called his 
book 'a personal view' and 
Sorell 's is the same. Not a 
work of scholarship, Dance in 
Its Time may inspire or annoy 
the scholar who will follow 
up and dig in to a wealth of 
ideas and sources presented 
here. 

The book should not be 
regarded as a history of dance 
despite Clive Barnes's exhor
tation on the dust jacket and 
a broad chronological organi
zation. The work has no basis 
in narrative presentation of 
facts, evidence, or interpreta
tion - all usually accepted 
criteria for historical writing. 
Sorell states that the book 
strives to make known 'both 
the simultaneous creations 
in other fields of artistic activ-
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ity and the total ity of human 
experience of the era'. He 
does this by wandering, rath er 
selectively, through ideas 
from literature, history , phi
losoph y and the arts, often 
recalling an idea or perso n al
ready discussed in some other 
context. One reads of Noverre 
as one of the 'ancients' ; later, 
as a writer in the late 18th
century style of books as col
lections of letters; again, as a 
critic of the Academy; and, 
of course, as a choreographer 
embroiled in the hierarchical 
politics of the Paris Opera. 
There is very little that is new 
here, but the juxtapositions 
remind us to think broadly of 
Noverre - in many contexts. 

Dance history as a disci
pline now requires more than 
ever before a contextual frame
work of social and cultural 
history, philosophy, art and 
politics. To investigate dance 
activity one must build an 
understanding from material 
culture (things left over) such 

as prints and notations, con
tracts and wills, contempo
rary descriptions and ideas in 
their own socio-cultural-eco
nomic context. Such a view 
often brings us to re-evaluate 
and qu estion the old war
horse assumptions we have 
been t aught. Older and still 
widely used methods view 
dance history in a linear fa
shion with a birth metaphor 
attached. The concentration 
is on key personalities and 
choreographic landmarks 
which spawn the next genera
tion of themselves. 

Unfortunately, Sorell 's 
clusters of literary or theatri
cal activity , for example, are 
too weakly linked to dance 
or to each other. Their con
nectedness is sometimes so 
imaginatively co nceived, with
out supporting evidence, that 
no progress in understanding is 
made. I was struck particular
ly by the idea that Filippo 
Brunelleschi (the Renaissance 
designer who may have invent-

ed perspective painting) is the 
person to whom choreography 
is indebted. 'Without his in
troduction of geometric forms, 
of distance and depth, no 
balletic stage image could 
have taken shape. ' Sorell sug
gests that Beau joyeulx, crea
tor of the famed 1581 Ballet 
Comique, profited from the 
designer 's work: 'What the 
invention of persp ective 
meant to painting, the applica
tion of geometry meant to 
dance'. Is Sorell forgetting 
that the ballet in question 
was designed in the medieval 
mode of simultaneous setting 
and that the audience was 
placed around and above the 
action on three sides of a rec
tangular room so that per
spective in the Ren aissance 
sense could not have been a 
consideration? We need more 
information to convince us of 
the connection 

The birth metaphor is a 
cliche and a short cut used as 
a substitute for adequate ex
planations. Sorell writes that 
the Rom an mimes gave birth 
to commedia dell'arte; tourna
ments gave birth t o equestrian 
ballets; and the quadrille and 
the cancan are both children 
of the minuet. He thus reveals 
his isolation from current 
dance research in which the 
impotency of this metaphor 
has been demo nstrated . 

Old methods are combin-
ed with old information. 
Sorell 's treatment of the 
minuet is a case in point. He 
describes this dance as having 
small min.cing ~reps (an affect
ed daintiness), being inter
rupted by stereotyped bows 
and done in powdered wigs. 
The minuet was popular for 
over 150 years (from about 
1670), was widely notated 
and studied, now and in its 
own time. Its tempo, figures 
and steps changed subtly and 
drastically over the years. Small 
steps (the length of one foot) 
were characteristic of many 
dances but we will never 
know if people 'minced' 
through the minuet. Bows 
were presc ribed, described 
and carefully learned. To call 
them stereotypical in a period 
when individu alism in public 
behaviour was reprehensible 
is an imposition of values. The 
minuet, like all dances done 
at cou rt , had bows at th e 
beginning and at the end. 

There is no evidence in the 
<lance's entire history (so far) 
of interruptions by bowing. 
Powdered wigs were worn 
when in fashion but not as a 
general characteristic of the 
minuet. 

Interspersed with these in
accuracies are attractive tid
bits such as the mention of 
Goethe's minuet lessons from 
his father and the remark 
that the dancing couple was 
admired, and at the end, 
applauded. Wanting to read 
more about the applause part, 
I turn to the bibliography 
where I am referre d to 
Goethe's Samtliche Werke. 

At first glance the biblio
graphy of source materials is 
impressive. Many authors 
wrote in German and are un
translated such as Hugo von 
Hofmannsthall and Heinrich 
von Kleist. But why is Curt 
Sachs 's World History of 
Dance cited in the transla-
tion when only the original 
German has retained the full 
documentation? It is most 
disturbing that old editions are 
listed and among the dance 
literature one finds almost no 
scholarship published in the 
last 15 years. This m ay ex
plain the old facts and assump
tions. There are no systematic 
notes which will lead the 
reader to a precise page num
ber for further reading or 
checking. Fortunately a good 
index was prepared. 

Dance in Its Time is most 
valuable as an introduction 
to contemporary writers and 
creators who helped shape 
the culture in th eir time. It 
is left to the experienced 
dance scholars t o fully ex
plore and validate the con
nections here suggested. 

DIANNE L. WOODRUFF 
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WHAT ARE THEY? 
These competitive awards give financial assistance to 
professionals in the performing arts who want to study 
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WHEN DO YOU APPl.Y? 
The application deadline for the Performing Arts 
Training Awards is March 1, 1982 but applications are 
being accepted now for study projects in the Fall, 1982. 
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Pre-Professional 

Programme 
School Year 1982-83 

will be held 
February 18, 1982. 
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KlY 3B8 
(613) 729-3756 
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Noticeboard 

Ed Oscapella, General Manager of 
the Toronto Dance Theatre. 

With the close of its Toronto 
season on November 21, Tor
onto Dance Theatre suspen
ded operations and will not 
reopen until February 15 , 
1982. This dramatic step was 
taken to enable TDT to cure 
its longstanding financial 
problems. Ever since it moved 
into its new premises in 1979, 
TDT has been fighting to pay 
off substantial debts. At pre
sent, the accumulated deficit 
is $276,000, an amount which, 
according to TDT's new 

Christopher House, Resident 
Choreographer of The Toronto 
Dance Theatre. 

manager, Ed Oscapella (ap
pointed September 14) is 
insupportable. He recom
mended the drastic measure 
of laying off all but three staff 
as a means of solving the 
immediate cash-flow crisis. 
Canada Council and the On
tario Arts Council chose to 
freeze TDT's sizeable grants 
for this year at the same level 
awarded for 1980/81. In 
effect, they have told TDT 
_that this is the company's 
final opportunity to set its 
house in order. 

Ed Oscapella is confident 
that TDT can weather the 
present difficulties and has 
set in motion an extensive 
series of cost-cutting measures. 
New fund-raising projects 
are being launch ed (a Dancer's 
Ball on Octo ber 24 yielded 
an encouraging $1,200 profit) 
and help should be afforded 
by a deficit retirement 
scheme of the federal depart
ment of communications. 

As if to underline its con
fidence in the future, TDT has 
appointed company member 
Christopher House as its first 
resident choreographer. House 
has already made two distin
guished contributions to the 
company's repertoire, Toss 
Quintet and Schola Cantorum. 
House is a graduate of York 
University's dance program 
where some of his earliest 
choreography was created. 

Dawn, September 26, found 
an assorted group of people 
gathered on the soggy beach 
of Heart Lake shivering in the 
cold and rain. They had been 
bused into the Ontario wilder
ness at 5: 30 a.m. to witness 
what was supposed to be com
poser R. Murray Schafer's 
tribute to natural phenomena 

- The Princess of the Stars. 
Schafer and his collaborators 
are indeed a brave lot to place 
the fate of an entire theatrical 
production in the capricious 
hands of Mother Nature. Had 
she chosen to smile graciously 
that morning the valiant on
lookers would have observed 
the ritual enactment of a con
temporary legend devised by 
Schafer in the manner of 
traditional Indian legendry. 
Things didn't go quite as 
planned. The principal char
acters of the story are elabor
ately costumed and masked as 
'Wolf', 'Sun Disc', 'Dawn 
Birds' and so on. They occupy 
the bows of 10 canoes which 
are guided over the lake by 
20 paddlers. The musicians 
and singers are positioned 
around the perimeter of the 
small lake so that their music 
seems to emanate from the 
forest. But as the drama un
folded the main character 
refused to make his appear
ance. He sulked stubbornly 
behind a blanket of grey 
clouds refusing to shine. The 
audience experienced a little 
awkward amusement as the 
Presenter (a sort of interpreter 
of the action) went ahead and 
eulogized the majesty of the 
rising sun anyways. And the 
persistent drumming rain 
drowned out all but the loud
est parts of music. Neverthe
less the potential of such a 
fanciful production does cap
ture the imagination. Perhaps 
next year, if funds are avail
able and all the proper prayers 
and sacrifices performed, 
Nature will see fit to play her 
part as Schafer wrote it. 

For the record, Sallie 
Lyons did the choreography. 
This is her second collabora
tion with Schafer. (Last year 

she created the dances for his 
extravagant spectacle Apocal
ypsis.) The dancers were Irene 
Grainger (assistant choreo
grapher), Margaret Atkinson, 
Mimi Beck, Melodie Benger, 
Denise Fujiwara and Ingrid 
Remkins. Other performers 
included The Four Horsemen, 
musicians Robert Aitken, 
James Campbell , James Spragg, 
Harcus Hennigar, John Dow
den and John Wyre, soprano 
Kathy Terrell and the Tapes
try Singers. The canoeists 
were from Camp Kandalore. 

Anorexia nervosa and its 
associated syndrome, buli
marexia, are increasingly 
widespread and dangerous. 
Chief symptoms are self
induced starvation and/or 
binge eating and vomiting. 
As a group, dancers are so 
acutely pre-occupied with 
body image it is not surprising 
they experience these pro
blems at a rate shockingly 
higher than the general public, 
(see an article in issue number 
20, Summer 1979 of Dance 
in Canada). It is devastating 
to the sufferer and destruc
tive to other family members. 
Yet, if the problem is detec
ted early enough it can be 
treated. The National Asso
ciation of Anorexia N ervosa 
and Associated Disorders 
(ANAD) is a non-profit organ
ization in the US dedicated to 
alleviating eating disorders of 
this type. It seeks to educate, 
assist in the formation of 
self-help groups, encourage 
research and provide informa
tion and counsel. ANAD has 
located over 1,000 therapists, 
hospitals and clinics in the US 
and Canada treating anorexia 
and provides referrals to 
anorexics and families seeking 



professional help. For infor
mation contact ANAD, Box 
2 71, Highland Park, Illinois, 
60035, USA. (312) 831-3438. 

This year's Jacqueline 
Lemieux Prize was awarded 
to Roxanne D'Orleans Juste. 
Miss D'Orleans Juste holds a 
diploma from the National 
Ballet School and is the reci
pient of an Arts Grant B 
from the Canada Council. The 
prize will add $1,000 to her 
grant. The award, given to 
the best candidate in each of 
the Council's two annual 
competitions in dance, was 
established in December 1980 
in memory of Jacqueline 
Lemieux, dance teacher, co
founder and administrator of 
the former Entre-Six Dance 
Company. 

The Canada Council has ap
proved a pilot program to 
support presenters of indepen
dent dancers and choreogra
phers as recommended by the 
Dance Section. Funds will be 
available to organizers of 
dance series, festivals and 
artist-run spaces to a maxi
mum of $5,000. The money 
is to aid the presentation of 
work by artists who have no 
access to regular Council 
fu nding and is inter.ded pri
marily to support administra
tive and promotional costs. 

Brian Macdonald is the newly 
appointed director of the 
Banff Centre's restructured 
summer dance program. In 
addition to the established 
training program, the Banff 
Centre has introduced a pro
fessional level program which, 
it is hoped , will appeal to 
young dancers already estab
lished in a professional career 

or at the point of joining a 
company who would benefit 
from the intensive training 
experience Banff can offer. 
Next summer, students of the 
professional program will per
form in John Cran ko 's Pine
apple Poll and Brian Mac
donald's Aimez-vous Bach. 
Reid Anderson of the Stutt
gart Ballet will be in Banff to 
stage Pineapple Poll and 
Brydon Paige, artistic director 
of the Alberta Ballet, will 
assist Brian Macdonald. Betty 
Farrally, long associated with 
Banff's summer dance proc 
gram and a recent recipient of 
the Order of Canada will re
main as an artistic adviser. 
The application deadline for 
the new summer program is 
January 31, 1982. 

Brian Macdonald's Hangman's 
Reel - Fete Carignan, choreo
graphed for Les Grands Ballets 
Canadiens, has become a great 
audience favourite. Now, the 
music which originally inspir
ed Macdonald to create the 
ballet is available on record 
from McGill University Re
cords (Stereo 80010) with 
GBC music director Vladimir 
Jelinek conducting the 
company orchestra. 

Jean Carignan is a legen
dary folk fiddler in Quebec 
and it is his music, arranged 
as an orchestral suite and 
subsequently as a ballet score 
by Donald Patriquin, which 
gives Hangman's Reel its 
infectious appeal. Patriquin is 
a professor in the music 
faculty at McGill and has 
masterfully woven Carignan' s 
folk melodies into a score 
which retains the lilt of its 
source while adding the 
textural colour afforded by 
an orchestra. The record also 

8WIJffi director 
MARGO PERRY 

ballet master 
RICHARD 
SUGARMAN 

continuous classes 
all levels 

for information call 
416 968-7050 

103 bellevue 

toronto, ontario 
M5T·2N8 

ballet jazz tap 

provides examples of Carignan 
in performance - with piano 
accompaniment by Gilles 
Losier. 

BRITISH COLUMBIA 

The Anna Wyman Dance 
Theatre spent the first part of 
its current season on a four
week tour of British Colum
bia, appearing in 14 centres, 
among them Prince George, 
Terrace, Granisle and Quesnel. 
Audiences, many of whom 
had never seen the company 
before, were treated to Wyman 
favourites such as Tremolo, 
Scribouillage and the more 
recent A Dancer's Circus. In 
February and March the 
troupe will tour Quebec, 
visiting over 15 centres inclu
ding Trois-Rivieres, Montreal, 
Sherbrooke, Drummondville 
and Quebec City. In the spring 
the company will present their 
home season at the Queen 
Elizabeth Playhouse (April 15 
- 17) which will feature the 
Vancouver premieres of 
several new works by Wyman. 

Dance Masks: The World of 
Margaret Severn by Vancouver 
filmmaker Peter Lipskis, had 
its premiere screening at the 
Ridge Theatre on October 25 , 
with the producer and Ms 
Severn on hand to discuss 
the film. Ms Severn, who has 
lived in Vancouver in retire
ment for nearly a decade, 
studied ballet in the United 
States and Europe and was a 
soloist with the Ida Rubin
stein and Bronislava Nijinska 
companies. As a concert and 
vaudeville performer she 
learned the process of making 
masks in the style of Benda, 
which she used in her recital 
presentations. The 33-minute 
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colour film contains footage 
of Severn dancing and teach
ing in New York in 1929 and 
1931 interpolated with cur
rent performances by the 
80-year old dancer using the 
original mask creations. 

Presentation House direc-
tor Chris Tyrell acquired the 
remarkable exhibition of 
historical dance photographs 
organized by the International 
Center of Photography in 
New York for a two-month 
showing in North Vancouver. 
Fleeting Gestures covers a 
span from 1887 to the present 
and a range from the multiple
image motion studies by 
Muybridge to an electronic 
representation of post-moder
nist dancer Simone Forti in a 
hologram image. The 157 
dance photographs cover a 
wide range of subjects repre
senting a veritable history of 
photography as well. Included 
are examples of Barbara 
Morgan's well-known studies 
of Martha Graham and Gjon 
Mili's multiple exposures of 
ballet steps made for Life 
Magazine during the early 
days of Ballet Theatre. Rare 
intimate portraits of Irene 
Castle, Shawn and St. Denis, 
Agnes de Mille, Anna Pavlova, 
and Tamara Toumanova 
drawn from numerous private 
collections enhance a brilliant 
display of the camera's art. 

Karen Rimmer of Terminal 
City Dance is working with 
several independent dancers 
on a new work to be presen
ted in the Simon Fraser Uni
versity Spring Celebration for 
the Centre for the Arts. Inclu
ded in the piece are Barbara 
Bourget ai~d Peter Bingham. 

1069 St.Clair Avenue, West 656-9568 
Hegistration for our Winter Term: ADULT DANCE DIVISION 
flee. l~th - 17th 9:.10 am - 10:00pm Cove ring beginners to Advanced 

9:.10 am - 8:00 pm ( 16 years of age or olde r) 

Dec. 19th 9:.10 am - 5:00 pm 
Senior Dance Division 

For students with a minimum of 
5 yea rs of training 

Jl'NIOR DANCE DIVISION 
For ch ildre n beginning through 

Grade Four (4 to 16 years of age) 
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Open Showings, a forum for 
Vancouver dancers and 
musicians, is now in its second 
season. Studio viewings of 
artists' works and works-in
progress are held at the Wes
tern Front on the second 
Sunday of every month. 
Auditions are held two weeks 
prior at the Front. 

Santa Aloi and Susan Osberg 
will present a new collabora
tive dance work entitled 
Totem at the Western Front 
(Dec. 12, 13 ). Totem, based 
on Northwest coast Indian 
motifs, includes within its 
collaborative structure several 
solos the performers have 
choreographed for each other. 
Randy Raine-Reusch provides 
musical accompaniment using 
an array of ethnic instruments. 

ALBERTA 

The Alberta Ballet Company 
celebrated its fifteenth anni
versary with gala performan
ces in Edmonton and Calgary, 
November 18 and 20 respec
tively. The celebration 
honoured the four founding 
artistic directors of Canada's 
major ballet companies: Betty 
Farrally and Gweneth Lloyd 
of the Royal Winnipeg Ballet, 
Ludmilla Chiriaeff of Les 
Grands Ballets Canadiens and 
Celia Franca of the National 
Ballet of Canada. It is largely 
thanks to the courage and 
vision of these four remark
able women that early in the 
1950s the birth of Canadian 
ballet occurred in the shape 
of the three companies. The 
gala, under the guidance of 
Honorary Chairman Mrs. 
Jeanne Lougheed approached 
dazzling proportions. A num
ber of distinguished figures 
from the world of dance were 
invited. These included Sir 
Anton Dolin, Robert Jaffrey, 
Ruth Page, Lois Smith, Dun
can Noble, Kay Armstrong, 
Melissa Hayden, Brian Mac
donald, John Gilpin and 
Arnold Spohr. A jet, donated 
by Westburne International, 
flew the guest celebrities and 
numerous government digni
taries to Edmonton. But all 
the stars were not in the 
audience. Guest artists Marcia 
Haydee and Richard Cragun 
from the Stuttgart Ballet pre
miered Something Special, a 
work created for them this 

George Crum conducts the orchestra in 'Happy Birthday', a cake is wheeled in from the wings and balloons 
rain down on the cast of Napoli as the National Ballet celebrates its 30th anniversary performance on 
November 12 at the O'Keefe Centre. 

year by Dalah Aschar. They 
also performed a pas de deux 
from John Cranko's Taming 
of the Shrew. Artists of the 
Royal Winnipeg Ballet, Evelyn 
Hart and David Peregrine, 
danced Norbert Vesak 's ac
claimed Belong pas de deux. 
Brian Macdonald's Double 
Quartet was performed by 
Annette av Paul with Jacques 
Drapeau, Sylvain LaFortune 
and Jean-Hugues Rochette of 
Les Grands Ballets Canadiens. 
Cynthia Lucas and David 
Roxander of the National 
Ballet performed the popular 
and exciting Corsaire Pas de 
Deux. Last but not least the 
Alberta Ballet Company, fea
turing principal dancers Svea 
Eklof and Michel Rahn, per
formed Brydon Paige's 1980 
version of The Firebird. 

SASKATCHEWAN 

Regina Modern Dance Works 
premiered several new works 
this fall including Popular 
Songs, a suite o{ six short 
dances for artistic directors 
Maria Formolo and Keith 
Urban choreographed by 
Peter Sparling of New York. 
The Christmas performances 

at Dark Hall in Regina (Dec. 
12, 13) and at Castle Theatre 
in Saskatoon (Dec. 19, 20), 
will feature the premier of 
Formolo's Sun, Moon, Star 
which is based on an unusual 
nativity story by Kurt Von
negut. It is danced by For
molo, Urban, new company 
member Suzanne Morley and 
members of the Dance Works 
school. In the spring Urban's 
Beauty and the Beast will 
receive its first performance 
along with a newly commis
sioned work by Robert Cohan, 
the artistic director of London 
Contemporary Dance Theatre. 

ONTARIO 

To celebrate the company's 
30th birthday, the National 
Ballet gave a special perfor
mance of Peter Schau fuss' new 
production of Napoli on 
November 12 at the O'Keefe 
Centre. Among those making 
special guest appearances for 
this festive evening were Celia 
Franca, the company 's foun
der, Erik Bruhn - who has had 
a close association with the 
National since he produced 
La Sylphide for it in 1964, 
former company stars Lois 

Smith and Yves Cousineau, 
and Niels Bjorn Larsen - one 
of the most senior and cele
brated members of the Royal 
Danish Ballet. The National's 
artistic director appeared the 
same evening as Giacomo - a 
role which marks his regular 
return this season to the stage. 
He also appeared during the 
company's Toronto fall sea
son (November 10 - 29) in a 
new ballet Los Siete Puna/es 
- The Seven Daggers by 
Susana. Apart from its normal 
Canadian touring commit
ments, the National Ballet will 
make a short US tour in the 
new year. 

Primedia, a Toronto-based 
visual media production com
pany, has concluded an agree
ment with the National Ballet 
of Canada by which the com
pany, headed by Pat Ferns, 
will advise the company on all 
matters related to the market
ing of the National in media 
other than live theatrical 
performance. The company 
hopes the arrangement will 
strengthen its market position 
within the burgeoning pay 
television and cable channels. 



The dance series at Toronto's 
Harbourfront is doing much 
to develop the city's dance 
audience. The winter months 
promise even more activity as 
a different dance company 
appears almost every week. 
The new year brings perfor
mances by Peggy Mccann and 
Dancers (Jan. 7 - 10), the 
Toronto debut of Kingston's 
Spindrift Dance Company 
(Jan. 14 - 17), City Ballet of 
Toronto (Jan. 28 - 31), 
Dancemakers (Feb. 4 - 7), 
Quebec's Dansepartout (Feb. 
18 - 21), Pointepienu (Feb. 
25 - 28) and Edouard Lock 
and Dancers' Toronto debut 
(March 11 - 14). The series 
ends in the spring with 
Ottawa's Le Groupe de la 
Place Royale (April 22 - 25) 
and Toronto Independent 
Dance Enterprise with the 
new Music Co-op (April 8-11). 

Toronto Independent Dance 
Enterprise spent the month 
of November on tour in south
western Ontario, Michigan 
and Ottawa where they per
formed works from the 
repertoire as well as a new 
library performance aimed at 
introducing adults to the 
world of new dance. Second 
Wind, the new group work 
directed by Paula Ravitz and 
premiered at the Dance in 
Canada Conference last sum
mer, was documented by 
Rogers Cable TV. The film 
was first broadcast in August 
and will be shown again in 
February. Choreographer 

Sallie Lyons has joined TIDE 
this season. 

The Dance Company of 
Ontario has regretfully suc
cumbed to the harsh econo
mic realities of keeping a small 
dance company afloat. It will 
not perform during the 1981/ 
82 season largely because the 
nature of its performance 
focus - dance for children -
made it ineligible for much 
of the usual ballet company 
funding. Artistic director Lois 
Smith intends to maintain her 
commitment to acquaint the 
young people of Ontario with 
ballet. The Lois Smith Dance 
Foundation will continue 
with its fundraising for scho
larships to young dance 
students. As well, the Dance
smiths, an apprentice group 
of second-year students of 
the George Brown College 
School of Dance (Lois Smith, 
Chairman) will tour with a 
modified version of Coppelia 
for four weeks in early 1982 
under the auspices of Pro
logue to the Performing Arts. 

Robert McCollum, former 
DCO member, is now on the 
teaching faculty of the School 
of Dance. Earl Kraul, former 
ballet master, has moved to 
Vancouver where, among 
many teaching engagements, 
he will be Ballet Master for 
Pacific Ballet Theatre. 

Timbrel, the Toronto-based 
liturgical dance company 
began its 1981/82 season with 
the performance of Harvest 

Happening, choreographed by 
Susan Daniels with new com
pany members Chris Adder
son, Alison Windecker, Fran 
Stubbs and singer Shawne 
Beames. Timbrel was founded 
five years ago by Martha Bell, 
Susan Daniels and Stephanie 
Avon. Ms. Daniels has re
turned from her position as 
assistant artistic director of 
Atlantic Dance Theatre in 
Moncton to direct the com
pany. Activities will be expan
ded beyond church perfor
mances of dances with spiritu
al themes, children 's concerts 
and workshops, to introduce 
liturgical dance to the separ
ate school system and private 
colleges. 

Did you know the popular 
independent choreographer 
series Danceworks has been 
running since 1977? For the 
last five years Danceworks 
performers have been show
ing up all over Toronto in 
places such as the Music 
Gallery, 15 Dance Lab, a de
serted office building and 
most recently the thorough-
ly respectable Harbourfront 
Studio Theatre. On January 
27 Danceworks will celebrate 
its twenty-fifth engagement 
with a gala celebration at the 
Town Hall. There will be 25 
dance events involving many 
of those original Dancework
ers such as Janice Hladki, 
Johanna Householder, Carolyn 
Schafer, Louise Garfield, Mimi 
Beck and Irene Grainger in a 
collaborative evening of new 
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work and revivals. Danceworks 
26 will be held at the Toron
to Dance Theatre (April 15 -
18) and will feature Peggy 
McCann, Judy Miller and two 
performance artists. Dance
works 2 7 will return to the 
Harbourfront Studio Theatre 
(June 10 - 13) with Michael 
Montanaro, Gina Lori Riley 
and performance artist Cather
ine Carmichael. 

The Musicdance Orchestra, 
a Toronto group of compo
sers and choreographers 
directed by Robert W. Steven
son and Holly Small, will 
give its first performance of 
1982 at the Toronto Dance 
Theatre (Jan. 21 - 23). The 
program will feature guest 
choreographer Trish Beatty's 
new work Mas Ha Rai to 
Michael J. Baker's score as 
well as a new work by Susan 
Cash with music by Henry 
Kucharzyk and Holly Small's 
Quartet For Cannibals set to 
Wes Wragget's score Amin or 
Amen. The connecting thread 
of the program is the music -
all three scores are for acous
tic instrument and tape. The 
group plans a fourth collabo
rative work involving all six 
artists with music composed 
for the three instruments, 
which happen to be bass clari
net, trombone and accordian! 
Performers on this program 
will include 111usicians Robert 
W. Stevenson and Eugene 
Laskewicz, dancers Wendy 
Chiles, Roberta Mohler, 
Claudia Moore and Jeannie 

IMPERIAL SOCIETY OF TEACHERS OF DANCING 
President: Alex Moore, MBE Chairman: Diana Barker 

General Secretary: Peter Pearson, FCA 
Vice-Chairman: Bill Irvine, MBE 

Theatre Department, Canadian College of Dance 
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INTERNATIONAL SUMMER SCHOOL - TORONTO 
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Fee (for the two weeks) $320. 

TEACHERS' COURSE - MASTER CLASSES FOR STUDENTS 
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EARLY BOOKING AOVISABLE: CLOSING DATE MARCH 31, 1982 
Brochure/application available from E. Gammans Siguard, Theatre Department, Ryerson Polytechnical Institute, 

50 Gould Street, Toronto M5B 1 ES, Canada. 
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Teillet as well as artists o.f 
the Toronto Dance Theatre. 

William D. Poole has been 
appointed administrative 
director and academic princi
pal of the National Ballet 
School. He succeeds Gerry 
Eldred who has been appoint
ed executive director of the 
Stratford Festival. Mr. Poole, 
who was previously develop
ment director of the National 
Ballet of Canada, brings to 
the position 10 years of experi
ence in business management 
and arts administration. 

Ryerson Polytechnical Insti
tute has appointed Maisie 
MacPhee as the new Director 
of the Canadian College of 
Dance. Miss MacPhee suc
ceeds Sonia Chamberlain. 
She is a Children's Examiner 
for the Royal Academy of 
Dancing and an Associate of 
the Imperial Society of Teach
ers of Dancing. She was the 
first teacher in Canada to win 
the Isabel Haxell Cup, an in
ternational award presented 
by the ISTD and has been 
affiliated with the Canadian 
College of Dance since it be
came part of Ryerson's 
Theatre Department in 1971. 

Theatre Ballet of Canada 
toured extensively in western 
Canada this fall beginning in 
Winnipeg, November 4, and 
ending in Victoria, November 
25. Following a short break 
for Christmas the company 
will spend most of January 
and February in its Ottawa 
studios rehearsing two new 
ballets by Lawrence Gradus 
and one by guest choreogra
pher Phyllis Lamhut. Ms. 
Lamhut is known to Cana
dian dancers for her work at 

Quebec Ete Danse. A vibrant 
dancer, she was a featured per
former with the Alwin Niko
lais and Murray Louis com
panies before forming her 
own New York troupe. 
Theatre Ballet's new program 
will be premiered on tour 
this spring in Ontario and 
Quebec. The company has 
several new dancers: Mavis 
Staines from Toronto, Chris
topher Kales from Chicago, 
Luiz Nascimento from Brazil 
and Jonathan Olivadoti from 
Ottawa. 

The Quinte Dance Centre, 
Belleville's full-time profes
sional dance school, has ac
quired a new residence for its 
ever-growing body of students. 
The centre, under the direc
tion of Brian Scott, has been 
in operation for four years 
and seeks, with the addition 
of the renovated Williamsburg 
style house, to provide a great
er number of young dancers 
with a home-like environment 
in which to pursue their dance 
education. 

Les Ballets Jazz' Toronto 
branch, The Dance Centre, 
has launched a new perform
ing company - 'Dancers'. The 
troupe, consisting of dancers 
from the Centre's Professional 
Training program, made its 
debut in November at Toron
to's lunchtime theatre Solar 
Stage. 

Dancemakers began its eigh th 
season with an ambitious 
western t our which included 
a week in residence at Simon 
Fraser University and partici
pation in dance series in Ed
monton, Fort McMurray and 
Lethbridge. The company's 
Ontario engagements includ-
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ed the National Arts Centre 
in Ottawa and the dance 
series at Toronto's Harbour
front. Included in this year's 
repertory is one of Dance
maker's oldest and strongest 
works, Anna Blewchamp's 
Arrival of All Time and Paul 
Taylor's masterpiece, Aureole, 
acquired by the company 
just last year. New works will 
be by Robert Cohan, art istic 
director of London Contem
porary Dance Theatre, Karen 
Rimmer in collaboration with 
composer Henry Kucharzyk 
and Dancemakers own co
director Carol Anderson. 

In 1982 Dancemakers will 
present its Hart House season 
and make its New York debut 
at the Riverside Dance Festi
val (Feb. 24 ). 

QUEBEC 

Le Service de l 'Animation de 
la Place des Arts in Montreal 
has announced its second 
Choreographic Competition. 
The jury will consist of Lud
milla Chiriaeff, Jeanne Re
naud, Bill Como (editor of 
Dance Magazine) , Antoine 
Livio (critic for Radio-France 
and Radio-Suisse), and Heinz 
Spaerli (director of the Ballet 
de Bale, Switzerland). The 
winner will participate in the 
choreographic workshop of 
the Compagnie de Bale under 
the direction of Heinz Spaerli. 
This competition is open only 
to choreographers resident 
in Quebec for a minimum of 
two years. Applications and 
videotapes should be sub
mitted to M. Henri Barras, 
directeur du service de !'Ani
mation de la Place des Arts, 
1501 ru e Jeanne-Mance, Mon
treal, Quebec. H2X 1Z9. 
(514) 285-4253 . Deadline for 

ACCESSOIRES 

submissions is December 22, 
1981. 

Le Theatre Experimental des 
Femmes is presenting for the 
second consecutive year a 
series of Monday night con
ferences on the history of 
women in the arts. The series 
will cover a full gamut of sub
jects over the year but of par
ticular interest to the dance 
audience was the November 
9 conference - Trois Femmes 
de la Danse. The three women, 
well-known on the Montreal 
dance scene, are Dena Davida, 
Silvy Panet-Raymond and 
Frarn;:oise Sullivan. The even
ing began with brief lectures 
on the genesis of modern 
dance and the developments 
in post-modern dance. Then 
each dancer/c horeographer 
discussed her own work and 
presented it in live perfor
mance. Frans:oise Sullivan 
showed slides of her work 
and Ginette Laurin perform
ed Sullivan's Dedales, origin
ally choreographed in 1948 
and remounted especially for 
the conference. Silvy Panet
Raymond performed an ex
tract from her latest work 
Chat's Last Draught. Dena 
Davida, with Evelyn Ginsberg, 
gave a demonstration of Con
tact Improvisation, a move
ment form that has become 
well-entrenched in Montreal 
largely because of Davida's 
effo rts . 

Quebec City 's Dansepartout 
will spend the month of 
January working with two 
well-known Canadian chore
ographers. Grant Strate will 
create a new work for the 
company and Maria Formolo 
will add her third work to 
Dansepartou t's repertoire. 
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The company already per
forms her solo work Mysteri
oso and Baleines (Whales). 
The new works will premiere 
at the Grand Theatre de 
Quebec on January 27 on a 
program which also features 
performances by guest artists 
Formolo and her partner 
Keith Urban (co-directors of 
Regina Modern Dance Works). 
Lucie Boissinot , Luc Trem
blay and Gabriel Mongrain 
have left the company. The 
remaining dancers, Louise 
Lemonde and Catherine 
Martin, are joined this season 
by Marie-Josee Paradis, 
Chantal Cote and Philippe 
Heroux. 

Le Groupe de la Place Royale 
completed their first UK tour 
on November 4, 16 perfor
mances in five cities, Manches
ter, Liverpool, London, 
Brighton and Cardiff (Wales). 
Audiences were generally 
receptive to Le Groupe's 
unique blend of dance, music 
and voice and Bill Harpe, 
reviewing the Liverpool per
formances for the Manchester 
Evening News wrote enthusi
astically about the company's 
gift for producing 'total 
theatre '. After the tour, Le 
Groupe's dancers took their 
first holiday in a year and a 
half. In January they will be 
in residence at the University 
of Western Ontario, London 
(February 21-27) and open 
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Allison Masters, a Halifax ballet teacher with Duncan Holt, a dancer 
with Nova Dance Theatre at the official opening of Dancexchange. 

their season of new repertoire 
at the NAC, Ottawa on March 
31. They will bring this pro
gram to Montreal (April 7-10) 
and Toronto (April 22- 25). 

NOVA SCOTIA 

The new studios of Jeanne 
Robinson's pet project, Dane-

I MUSICIANS 

exchange, officially opened 
September 11. The new facil
ities, located in Halifax's 
historic Marble Building will 
be the new shared home of 
Alison Master's School of 
Russian Ballet and Nova 
Dance Theatre. 
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CORRECTION 

In our last issue (number 29 ; 
page 6) it was reported that 
the ballet Poemes Intimes, 
choreographed especially for 
Kevin Pugh and Kimberly 
Glasco by Constantin Patsalas, 
'did not go over well with the 
judges or the audience' at the 
Moscow International Ballet 
Competition last summer. 

It has since been brought 
to our attention that, in fact, 
the judges and audience in 
Moscow saw only a truncated 
version of Constantin Patsalas' 
ballet and were not therefore 
able to make a fair judgment 
of the choreographer 's inten
tions or achievement. 

Dans notre dernier numero 
(29; page 6) nous rapportons 
que Poemes intimes, speciale
ment choregraphie par Con
stantin Patsalas a !'intention 
de Kevin Pugh et de Kimberly 
Glasco, 'n 'a pas trop bien 
marche aupres du jury OU du 
public' au C oncours Interna
tional de Ballet de Moscou, 
l'ete dernier. 

Il nous a ete depuis precise 
qu 'en realite le jury et le 
public moscovites n 'ont vu 
qu'une version tronquee du 
ballet et qu 'ils n 'etaient done 
point en mesure de juger, en 
toute objectivite, les inten
tions ou la contribution du 
choregraphe. 

@ ~ ~ ~ ~ 
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Dance at a Glance 

Ricardo Abreut 
264 Ontario Street, Apt. 4, 
Toronto, Ont. (416) 368-9589 
Extensive experience in dance. 
Accompanist-Percussionist
Improvisation 

Les Ballets Jazz, Ecole Superieure 
1231 St. Catherine St. W. 
(514) 849-6071 
Montreal, Quebec H3G lPS 
Ministry of Education Permit 
#749889 
Jazz, Classical, Tap 
Prof. Adv. Int. Beg. 
Scholarships 
Founders: Genevieve Salbaing, 
Eva von Gencsy 

Les Ballets Russes de Montreal 
Director: Mikhail Berkut. Classical 
Ballet (Russian Method), Ballet
Jazz, Character Dances, Beginners 
to Professionals. Courses year 
round. Kalinka Slavic Dance Com
pany. 1231 St. Catherine St. W., 
Montreal H3G lPS; (514) 288-
1677. 

The Bayview School of Ballet and 
Bayview Dancers, AM/PM classes, 
Cecchetti, jazz, character. M. Sor
rell, Director/Teacher, 130 Willow
dale Ave., Willowdale, Ont. 
M2N4Y2,222-5111 . 

The Body Works (RMT), 
Toronto. Therapeutic, Remedial 
and Relaxation Massage. By ap
pointment 416-925-8220. 

Canadian College of Dance -
Ryerson Theatre Dept. 
Teacher Training Course. 
Coaching for RAD and !STD 
exams. 50 Gould Street, Toronto 
MSB 1E8, 595-5086. 

Centre of Movement 
Our movement and dance work 
flows from the body 's natural abil
ity to move efficiently and freely. 
Strength and balance come not 
from straining and overdeveloping 
muscles, but through ordered move
ments rendering resilience and 
breath. MOVEMENT ESSEN
TIALS FOR EVERYDAY LIFE, 
IMPROVISATION, DANCE. 
Ongoing classes. 466-9549 

The City Ballet 
Ballet, Pointe, Jazz. 23 Brentcliffe 
Rd .. Unit 352. Toronto. Ontario 
M4G 4B7 Tel. 421-8223 
M. Bayer, Director 

Classical Jazz Dance Company 
Hal Mischka, Director 
Blending Ballet with contempo
rary jazz movements 
427 A Queen St. W. 3rd fl., 
Toronto MSV 2A5 
(416) 364-9876 

Concordia University 
7141 Sherbrooke St. West 
Montreal, Quebec H4B 1R6 
Developing Programme in Modern 
dance & Creativity in Sch olastic 
year. Professor El izabeth L angley 
Tel : (514) 879-5 803 

Contemporary Dancers, Winnipeg 
A Winning Style. For fees and 
booking, contact Dena Deeter, 
2nd fl ., 444 River Ave. Winnipeg, 
Manitoba R3L OC7 (204) 452-1239 

Dance Concepts Studio 
Biosomatic Exercises; Ballet 
Modem, Jazz and Fitness Classes. 
Children, teens and adults. 
681 Markham St. (Bloor-Bathurst) 
Tor. 533-2103. Lillian Jarvis, 
Director 

Ecole Nouvelle Aire 
Cours de danse moderne: place
ment au sol et technique Limon. 
Taus niveaux. Tel : (514) 286-
9690. 1276 Sainte-Andre, 
Montreal, Quebec H2L 3S9 

Simon Fraser University Centre 
for the Arts 
Grant Strate- Director 
BA degree program with a dance 
major in an interdisciplinary fine 
and performing arts department. 
Contact Tony Besant 
(604) 291-3363 

Le Groupe de la Place Royale 
Classes in modern dance, ballet, 
music & movement, voice & move
ment. Beg. to prof. 
130 Sparks St., Ottawa 
(613) 235-1492 

Diana Jablokova-Vorps School o·f 
Classical Ballet-Kirov Method 
Art. Dir. : Toronto Regional Ballet 
and Toronto Summer School in 
Dance 
1920 Avenue Rd. , Toronto, Ont. 
MSM 3B9 (416) 489-7597 

Kyra Lober 
Developmental Repatterning and 
Experiential Anatomy to Facili
tate the dancer's ability to perform 
with more power, precision, ease 
and pleasure. Group Classes and 
Individual sessions. 
304 Spadina Road, Toronto 
928-9364 

Lumitrol Limited 'Theatre Design 
Centre' 
Spotlights, Dimmers, Curtains, 
Supplies, Professional System 
design, manufacture, sales 
Five Walker Ave., T oronto, Ontario 
M4V 1G3 Bruce Whitehead, P. Eng. 
(416) 921-6060 

Veronica Mazer School of Dance 
Mazer Dance Theatre. Intensive 
studies in Ballet, Modem, Charac
ter, Jazz. 1062 Islington Ave. 
Tor. MSZ 4R6. 233-6702. 

Mercury Studio of Movement 
Modem, Ballet, Body Awareness, 
Jazz, Improvisation. Weekend 
Workshops. Classes daily. 
All levels. Pro rates. 
51 Bulwer St. (Queen & Sp~dina) 
Toronto 862-0562 

Ontario School of Ballet and 
Related Arts 
1069 St. Clair Avenue West (mid
way between Oakwood and Duffer
in), Toronto, Ont. M6E 1A6, 
Phone: 656-9568. 
Registrations accepted 4 terms 
per year. 
Ontario Ballet Theatre 
Performing Oct. 2 5-April 30. For 
information call: 656-9568 

PEI Ballet Association 
(Ballet, Pre-Ballet, RAD Adult) , 
Jazz-Stretch, !STD National. 
Classes Mon-Sat Info: (902) 
894-4608 or (902) 436-2498 
PO Box 2384 Charlottetown. 

Prism Dance Centre-Nucleus of 
Prism 
Dance Theatre 
Directors - Gisa Cole, Jamie 
Zagoudakis, Danille Clifford 
Individual styles in Modern, 
Jazz, and Ballet 
518 West Hastings St., Vancouver, 
BC V6B 1L6 (604) 681-6715. 

Quinte Dance Centre 
Full professional program to gra
duate level. Enquiries invited for 
winter and summer schools. 
Box 534, Belleville, Ont. K8N 5B2 
(613) 962-9938. 

Russian Academy of Classi~al 
Ballet Ltd. Mary Aslamazova, Di
rector. Classes for children and 
adults, day and evening, from be
ginners to professionals. 9 3 5 Bloor 
St. W. (at Ossington), Toronto, 
Ontario, M6H lLS ; (416) 532-
2993. 

The Bonnie Sandison Dance Studio 
Jazz, Tap, Ballet and Conditioning 
Cla~ses 
Beg. to Adv. for amateur or profes
sional dancers 
18 Adelaide St. West, 3rd Floor, 
Toronto, MSH 1L6 
(416) 362-6784 

Joseph Shulman, The Other 
Agency, Public Relations 
1179A Bloor St. West, Toronto, 
Ontario M6H 1M9 
Telephone (416) 532-6519. 

Lois Smith 
George Brown College School 
of Dance 
200 King Street East, Toronto 
(416) 363-9945 
Ballet, Pointe, Character, Modern, 
Jazz, Junior, Senior and Adult 
Classes. Two-year diploma program 
- professional level. 

Sun Ergos, A Company of 
Theatre and Dance 
Dana Luebke & Robert Green
wood, Directors 2205, 
700-9th St. SW, Calgary T2P 2B5 
Tel. (403) 264-4621 
Performances-Classes. 

Theatrebooks Limited 
659 Yonge Street 
Toronto, Ontario M4Y 1Z9 
(416) 922-7175 
Canada's finest selection of Dance 
books. 

Anna Wyman School of Dance Arts 
1705 Marine Dr. West Vancouver, 
BC , V7V lJS . Ballet, Contemporary 
Jazz, History, Anatomy, Gym for 
Dancers, Adult beginner to 
advanced. 

York University , Dance 
Department 
Yves L-Ph. Cousineau, Chairman, 
B.A. (Hons), B.F.A. (Hons), Perfor
mance, Notation, Teaching, History, 
and Criticism, Dance Therapy; 
M.F.A. in History and Criticism or 
Notation; SUMMER SESSION: 
Credit or non-Credit. 
(416) 667-3243, 4700 Keele St. , 
Toronto, Ontario 

Classified 

Dance Position 
Simon Fraser University expects 
to make a Faculty/Appointment 
in Dance at the rank of Assistant 
Professor commencing September 
1982. This is a full-time, tenure 
track appointment. 

Primary responsibilities include 
teaching all levels of contemporary 
dance technique, composition 
and improvisation within an inter
disciplinary Fine and Performing 
Arts Department. Other teaching 
assignments may include work in 
related academic areas or ballet. 

Qualifications should include 
substantial professional teaching 
and performing experience and/or 
university degree(s). Additional 
qualifications in Dance History 
and Theory, Ballet, or Kinesiology 
for Dance are desirable. Prefer
ence will be given to candidates 
eligible for employment in Canada 
at the time of application. 

Letters of application, curricu
lum vitae and names of 3 referees 
should be receives by December 
31 , 1981 , and should be sent 
to: 
Professor Grant Strate 
Director 
Centre for the Arts 
Simon Fraser University 
Burnaby, BC, Canada 
VSA 1S6 

Teachers wanted for new school 
in Barrie (1 hour from Toronto), 
Ballet (Cecchetti) , Tap, Jazz, etc. 
Box 69 , Collingwood, Ontario 
L9Y 324 ; (705) 445-7133. 

For Sale, A dance school in Willow
dale, Ontario. Excellent floors and 
location. Send inquiries marked 
'Re: Dance School for Sale', 
c/o Dance in Canada, 325 - 100 
Richmond St. E., Toronto, Ontario 
MSC 2P9. 








