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hoto-G allery: 
avid Cooper 

::dent de Vancouver, David Cooper s 'est 
-: :, 1 nom comme photographe de la 

,.,..e tbe&trale. II a debute sa carriere 
:me photographe et concepteur graphi
pour le Vancouver Playhouse. Son gout 
,.. la danse s'est considerablement avive 

,; :uite d'une visite de trois semaines 
='1.Sives aux studios du Ballet Royal de 

mpeg. ' ']'ai photographie des corps 
-~"" toutes sortes de contorsions et la rou-

- es danseurs dans leurs vieilles tenues 
·epetition usees, et a ma grande sur-
;e. je suis parti de Winnipeg sur une 
:e d'enthousiasme. " Ila un grand 

:..,ect pour I 'art de la danse et ses 
·e'7Jretes et, depuis qu 'il est devenu pig
f', rl a photographie de nombreuses 
••rpagnies de ballet et de danse moderne 

~-•1:i /es plus importantes. 
David Cooper a autant de talent pour la 
:o en studio que sur scene ou ii se sert 
., boitier special qui attenue le bruit de 

• areil photo pendant les representa-
.. .s. II apporte un soin particulier aux 
;:.es de prise de vue et pref ere /es angles 

....: ~ui accentuent l'effet dramatique. 

E ,en with all my long experience in thea
- .:al stage photography, dance remains 

most challenging of my work. Some
-es it seems so impossible and frustrat

.. • ·hat I begin to mumble to my camera, 
ng a dress rehearsal, and curse myself 
missing an important moment.' 

ese are the words of David Cooper 
.ose own very evident desire for perfec-

• ·n in his work mirrors his observation of 
\·ay dancers approach their art. 

Born in Toronto, where he spent two 
a: studying architecture at the Univer
- · of Toronto, David Cooper left to set-

• ;n ancouver where he began work as a 
rographer and graphic designer. For sev
years he was on the staff of the Van-

- - ~Yer Playhouse. 

E .,.,, Harr (hand colouring: Mia Johnson; 
r: ' n:crion: Eric Ashley) 
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In rehearsal- the Royal W innipeg Ballet 

With the help of a Canada Council 
grant, he travelled to Manitoba to watch 
and photograph the Royal Winnipeg Bal
let in class and rehearsal. He quickly devel
oped a special respect for dancers. 'There 
was an obsessive discipline to perfect their 
work that I had never seen in other stage 
performers.' During his three weeks in 
Winnipeg he set up a makeshift darkroom 
in a washroom. By feeding his results to 
the dancers he was able to learn from their 
comments. 

With his reputation already established 
in the Vancouver theatrical community, 
David Cooper left the Playhouse to free
lance generally in the performing arts. His 
dance work has been used by the Royal 
Winnipeg Ballet, the Alberta Ballet, Con
temporary Dancers, Pacific Northwest Bal
let, Terminal City, Anna Wyman, Judith 
Marcuse and many others, An exhibition 
of his work, Theatre Images, was shown at 
Presentation House and he produced a spe
cial, limited edition print, featuring 
Evelyn Hart, for Vancouver impresario 
David Y.H. Lui's 1981/ 82 season. 

In his studio, David Cooper has a 24-
foot-wide grey seamless 'cove' but often 
arranges a portable studio on location. He 
likes to keep his camera below waist level 
for a dramatic viewpoint and uses studio 
lighting designs simi lar to those employed 
on the stage- lots from the top and the 
sides. 

Some of his best action shots in the 
theatre are taken with an automatic 

camera inside a soundproof ' blimp'. He 
also uses Nikons for 35mm work-his 
most favoured lenses are an 85mm f2, a 
105mm fl.8 and a 135mm f2. For a larger 
format in the studio he turns to a Rollei 
SLX used with Norman strobes. 

For years, like so many photographers, 
his staple black and white stock was 

Kodak Tri-X (pushed to 1600 ASA) but 
David Cooper is a recent convert to II
ford's XPl. He does all his own black an 
whi te lab work, using an Ilford print pro
cessor to keep up with large print orders. 
For colour work, he shoots Kodak Ekta
chrome 160 (tungsten). 
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Michael Crabb 

A Decisive Decade 
Monique Michaud and the 
Canada Council's Dance Section 
While the Canada Council celebrates its 25th anniversary, the Dance Section marks its own 10th birthday. 
Throughout these often tumultuous and strife-ridden years for the dance community in Canada, Monique 
Michaud has continued to direct the affairs of the Dance Section. She has survived criticism to see many of her 
aims achieved and others reach the brink of fulfilment. 

Monique Michaud, Head of the Canada Council' s Dance Section is seen with her sraff: Barbara Plumprre, Dance Officer (left ) and Holly Gnaedinger, Dance Offi cer
Finance (right). 

Bien que le Conseil des Arts du Canada ait 
apporte son soutien financier a la danse des 
sa premiere annee d'activite (1957-58), ce 
n 'est qu 'en 1972 qu 'etait cree le Service de 
la danse, sous la direction de Monique 
M ichaud pendant Les dix premieres annees 
de son existence. Malgre Les critiques 
qu 'elle a re,;u pour certaines de ses poli
tiques et la pretendue manipulation des 
procedures d'evaluation du Conseil des 
Arts du Canada qui auraient f avorise cer
tains groupes, Monique Michaud a defen
du sa position et nombreux de ses espoirs 

se sont realises. Elle entrait au Conseil des 
Arts du Canada en 1965 apres avoir aban
donne une carriere en arts visuels. Elle ne 
pensait pas avoir le talent suffisant pour 
apporter une contribution artistique origi
nate. Ses parents avaient compris ['impor
tance d'une education artistique, mais bien 
que son premier amour soit la danse, ils 
ant pre/ere qu'elle etudie Les beaux-arts. 
Monique Michaud se considere a present 
comme une bureaucrate creatrice en aidant 
la communaute de la danse au Canada a 
definir et a atteindre ses objectif s avec le 

soutien financier du Conseil des Arts du 
Canada. Elle se felicite de /'amelioration 
dans la situation dont la danse jouit a 
present dans Les aff aires du Conseil par 
rapport a l'oubli dont elle souffrait aupara
vant. Malgre que le bien-fonde des poli
tiques de financement du Conseil des Arts 
du Canada soit toujours conteste, 
Monique Michaud a apporte une large 
contribution a l'essor de la danse en epou
sant sa cause aupres du Conseil. 



---rats are, by tradition, supposed to 
creatures, never seen and rarely 

_ -:1-ie Canada Council's staff, of 
. are nor bureaucrats in the ordinary 
: rhar rather derisory expression , 
· all Monique Michaud-the tiny, 
2 r who, since 1972, has ruled rhe 
,. • Dance Section and thereby 

.: a central, often controversial role in 
elopment of dance across Canada. 
· : choice and partly of necessity she 

drawn into the general turbulence 
· accompanied the growth of the 

~ an dance community. There was no 
cr to stay closeted in an Ottawa office 
- papers around like other bureau

e had to join the fray. 
• ique Michaud's physical appear

lies both her energy and derermina-
- e has a sl ight, short figure and a 

- .: minared by spectacles with disarm-
:· ick lenses. They sometimes give her 
ce-eyed look of a fanatic although 

- =- ·he ability to drain all sign of emo-
-om her face and to disguise what-
: oing through her mind. 

-::--a however, is nor Monique 
-- .;;.u 's characteristic style. She is an 
-- ly emotional woman with a hearty 
- ·or life who can laugh, drink and be 

· as easily as she can be cool, reason
a..~d intellectual. 

_ -e was born in Ottawa 5 3 years ago, 
second ch ild and first daughter in a 

- ,:· of six. Although the family was 
.- Canadian Monique Michaud de-
.- m the fact that her grandmother was 
- ·They say a drop of Irish never dries 

Perhaps this accounts for what she 
:ns is her fighting instinct and natural 

- arhy for life's underdogs. 
:-::er parents were both devoted to litera
~- Her father was a journalist by profes
- and managed to establish a French 

-- age newspaper in Kingston, Ontario, 
- :1g the height of the Grear Depression. 
.arer returned to work as a translator 
rrawa, among other things translating 

Rules of the House of Commons. 

· lfi lled creative bureaucrat 

• , amily', explains Michaud, 'was very 
- m ed with the arts. When each·of us 
- eight years old our parents asked what 

- ·se should like to study. I wanted dance 
bur at that time in Ottawa dance 

· nor quite the thing so I was sent to art 
instead. Dance was really my first 

e and although I never received any 
-· ing I've since watched classes all over 

rnrld. However, when I was about 15 
ea:--- old we used to go up to a summer 

, e in the Gatineaus and there I would 
--:ce as entertainment for my friends. I 

suppose it was my Isadora phase though 
then I had·no idea who she was. I am still 
a very physical person and have a very flex
ible body. Bur don 't think , because of that , 
I'm a frustrated artist. I am a fulfilled 
creative bureaucrat.' 

The route she took to her present posi
tion had its twists and turns. In the early 
fifties she lived for two years in New York 
as a traslator for the UN. ' I had what was 
then considered to be a huge salary. I felt 
rich, had tea at the Waldorf and went to 
the same hairdresser as Greer Garson. Ir 
was an exciting rime in New York and was 
my dance awakening. I went to everything 
and watched the beginnings of Balan
chine's company.' 

Her roots, however, were not English or 
American and she returned to Canada. Her 
training as a visual artist gave her a means 
of support between her two marriages. 
The first produced a son , now 28 years 
old, her only child. Yet she felt unsatisfied 
as an artist. ' I did not measure up to my 
own standards and that's why I stopped. I 
did not feel I could make an original con
tribution and, even now, I am very im
_patient with artists who are unwilling to 
recognize their own limits. You have to 
have confidence but you must be honest .' 

In 1965, Monique Michaud decided she 
wanted to be at the Canada Council. 'I 
just went in and told them I wanted to 
work there'. At the time, the Council was 
still a relatively small operation-a staff of 
only 45-and Michaud worked her way up 
through irs rapidl y expanding administra
tion. She served in finance with Andre 
Fortier, later to become the Council's 
director, but her two main influences were 
the former Theatre Officer, Jean Roberts, 
and the legendary Peter Dwyer. 

Like so many people in and outside the 
Council, Monique Michaud speaks of the 
late Peter Dwyer with a mixture of love 
and awe. An Englishman with patrician 
instincts, broad tastes and high ideals, 
Dwyer had come to the Council in 1958. 
Even now his earlier career in the British 
Intelligence Service is clouded in mystery 
and he did not like to be referred to as an 
ex-spy. Dwyer rose through the ranks of 
assistant and associate director to become 
the Council's head in 1969. He died in 
1972. He taught Michaud the duties and 
responsibilities of an arts administrator, 
how to be disinterested and passionately in
volved at the same time. Both Dwyer and 
Roberts were champions of standards and, 
despite its powerful influence for good, 
accepted that the Council could not force 
the emergence of an artistic culture in 
Canada. They could encourage and offer 
help when needed but they could not actu
ally create the culture themselves. 
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Conflicts of principle and personality 

Once in charge of her own section at the 
Council, Monique Michaud became re
sponsible for an artistic community in fer
ment. Although there has been a wide 
measure of support for the Canada Coun
cil's contribution to the dance there has 
also been dissent-conflicts over direction 
and principle and between personalities . 

Two of Michaud's most important 
actions when she became Dance Officer in 
1972 were the commissioning of a study, 
Directions for the Dance in Canada-the 
so-called McKinsey Report published in 
1973-and the issue of invitations to dance 
people across Canada to gather in Ottawa 
for a conference. Her purpose behind the 
latter move was to inform herself of the 
dance community's concerns and ideas for 
the future. The indirect result was the 
formation a year later of the Dance in 
Canada Association. Its relationship with 
Michaud, however, was not always 
cordial. 

The conflicts th at arose were more than 
idealistic. It was not just a question of 
how the Council should best proceed in 
serving the needs of dance, of whether 
money should be distributed more widely, 
decisions about allocation of money made 
more openly. Behind it all was a lingering 
suspicion among a vocal section of the 
dance community that Monique Michaud 
was Public Enemy Number One. She was 
accused openly and behind closed doors of 
manipulating the Council's established pro
cedures to favour a small entrenched group 
of organizations. She was perceived as the 
opponent of democratization and decen
tralization in the arts-at the time both 
very fashionable causes-and her private 
friendship with the National Ballet 
School's principal and director, Berry Oli
phant, was held to compromise Michaud's 
position as an impartial administrator. 

Brian Macdonald, Canada's best
known choreographer, still regards the 
operations of the Dance Section as a 'tra
vesty'. He speaks fondl y of Peter Dwyer 
and his 'heart-warming' encouragement 
but is not even on speaking terms with 
Monique Michaud. 

As Macdonald sees it, Michaud manipu
lates the system to the benefit of farnur
ites, in particular to the benefit of the 
National Ballet and the ational Baller 
School which together enjoy a lion 's share 
of the funds allocated to dance. Gone, says 
Macdonald, is Peter Dwyer's 'wonderful 
vision'. His personal feelings are bi rrer: 
'She has totally excommunicated me. I 
don ' t think she can even spell my name 
properly and presumably I don't know 
enough about dance in this country to sit 
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0n any jury'. (Timothy Porteous, the 
Council's new director, says that Brian 
Macdonald has, in fact, served as a Coun
cil assessor and jury-member in past years.) 

The question of integrity 

Although less bitter in tone, Grant Strate 
has been equally critical of the Dance Sec
tion's operations under Michaud. At the 
time of the controversial Brinson Report 
(1975/6) which argued that Canadian 
ballet training needed a centre of excel
lence (the National Ballet School) if a dis
tinctly Canadian style was to emerge, 
Strate went on record to condemn both 
the report and the Council. He accused the 
Dance Section of commissioning the 
report to give credence to a predetermined 
plan of action which took the form of a 
massive increase in the National Ballet 
School's Council subsidy. The integrity of 
the Canada Council was now in question, 
argued Strate. At the same time, Brian 
Macdonald wrote a satirical sketch of the 
dance scene in Canada as it would appear 
in 1984 with a Council issuing edicts to 
elevate the National Ballet School and the 
company to privileged heights while rele
gating everyone else to the boonies. 

Grant Strate and Monique Michaud do 
not talk to each other either. 

According to Tim Porteous, such inten
sity of feeling, openly expressed, does not 
unduly disturb the Council. As he correctly 
points out, for every critic there is at least 
one supporter. In addition, the Council 
accepts that its operating procedures, its 
insistence on a particular conception of 

, excellence-which, inevitably means the 
imposition of 'standards' -is going to 
create enemies. Beyond that, Porteous sees 
the dance community as among the most 
intense of the Council's customers 
('clients', as Michaud often calls them). 
'That intensity', comments Porteous, 
'seems to be endemic to a dancer's exist
ence and is reflected in everything, includ
ing the response to what we do. Assess
ments we receive in the Dance Section are 
the most extreme of any art form'. 

Monique Michaud, naturally enough, 
rejects the accusations of favouritism and 
assessment rigging which are still, occasion
ally, hurled at her. She points out that jur
ies assessing individuals are not her respon
sibility-they fall under the aegis of the 
Arts A wards Service where former Royal 
Winnipeg Ballet principal Richard Ruther
ford takes charge of dance. On the ques
tion of assessments, Michaud insists every
thing is done to give organizations that 
apply for operating or project grants a fair 
hearing. Applicants are permitted to sug
gest suitable assessors and Michaud says it 

is not at all uncommon to receive a nega
tive assessment from someone a company 
believes to be a supportive friend . 

'The policy here at the Council is that 
the artists themselves decide. They are ulti
mately responsible for the development of 
their art form and if they goof it's their re
sponsibility. The Council does not have i 
own aesthetic. The choices are not made 
by bureaucrats.' 

Michaud admits her position holds 
great potential power-the very power 
which her detractors accuse her of abus
ing- but insists it is peer judgment that 
decides to whom the Council 's limited 
funds will go. 'Sure there is power in this 
job if I wanted to use it but I'm not on a 
power trip. I think I can claim to go out o 
my way to make things difficult for 
myself. I could arrange things if I really 
wanted to make things more clear cut or 
to sway a decision. However, it 's not a 
question of power but of responsibility.' 

A controversial friendship 

Of her friendship with Betty Oliphant, 
Michaud is frank and undefensive. 'We are 
both very strong characters but, you know. 
we don't always agree. I think it's very 
funny that after 10 years people still seem 
to think I have only one friend in the 
dance community. It 's ironic that I'm ac
cused of favouring the National Ballet 
when Betty has been fairly outspoken at 
certain things there she is unhappy with. 
What my attackers are really saying is that 
I'm very unprofessional and that I don't 
have a personality of my own. Naturally I 
don 't like that and I don ' t think it true.' 

When Michaud came under heavy fire 
at the Dance in Canada conference of 
1977, (see Dance in Canada, number 14, 
Fall / Winter 1977 /78), in Winnipeg, it 
was Betty Oliphant who defended her. O n 
national radio, she accused a faction of the 
Association's board of, 'biting the hand 
which feeds them'. She went on to assert 
that the same faction wanted to take con
trol of the Council 's functions. 

Monique Michaud is herself amused at 
her image as a supporter of traditional 
values and of the big companies which 
supposedly uphold them. 'My tastes are 
really quite avant garde. I'm certainly not 
a traditionalist. It's just the size of the 
National Ballet's grant that gives that 
impression. Tim Porteous thinks of me as 
the champion of the little companies!' 

In crude numerical terms the National 
Ballet of Canada does appear to get more 
than its due share of a very limited cake. 
Figures published in the Council's 24th 
Annual Report covering 1980/ 81, show 
the National getting 35 per cent of the 



- allocation for performing companies 
:_:per cent of the Dance Section's total 

..:.r,ements- more in fact than the sum 
: the money granted to the small 

_pes receiving Council support. The 
• onal Baller School in the same period 

,ed approximately 20 per cent of the 
_- available to dance. 

o nique Michaud insists that the fig
reflect not only the real costs of these 
:iiza tions' activities but the measure of 
· ence felt for them by the Council's 

_ -:.iblic t rustees. 'People forget too ', 
· _ lichaud, 'that the National carries 
·est of the dance community on its 

- ·. Government knows the National. If 
,c ;:m it that does not mean the same 

um o f money would be available to 

-=-:'Jere is a sense of strained patience as 
.:: aud bemoans some of her critics' 

-ance of the way the Council operates, 
·:-e limited monies that must be appor

ed ou t according to established, ap-
ed policies. 

Tm Porteous is quick to point to the 
:--efficiency of the National Ballet, the 
-m·ely small proportion the Council's 
-,, represents as a part of the company's 
·a budget, the way the National opens 

• for dance in general by introducing 
- ences to the art form through spectac-
-•. colourful ballets. 

Federal Pas de Deux 

• o, M oniqe Michaud and her col
.llC2;;"'1les have been sensi rive enough to criri

of the Council's policies to push 
:nselves for change from within. In 
::ember, 1980, the Council published a 

::imary of recommendations put before 
Council by the Dance Section. The Art 

?.1rtnering Dance: A Federal Pas de 
·,x, addressed a wide range of problems 
..; offered solutions-all of them requir-
- a substantial increase in the Dance See

's a llotment of Council funds . ' Our 
<lards are excessively high' , said the 

·nors of the report . It expressed a desire 
:emrn to the situation, 'where the 

-ole of the discipline, as opposed to 

ecred parts, is supported and developed '. 
- ·poke of 'more flexible standards to 

• - ess the problems of regional dispari
.• of more funding for independent 
cers and choreographers. 

_ 1onique Michaud's report was favour
: · received. Her allotment for 

~ ·o/ 81- the year during which the 
,, rt was submitted- was $4.9 million. 

~.,e next year it rose to $6 .1 million and 
: 198 2/ 83 it will be $7.3 million-'per

even a little more if we're lucky' , says 
,chaud. 

She is justly proud of these develop
ments and of the general pattern of growth 
during the past decade. Alluding once 
again to the problems she has faced of try
ing to satisfy the large and diverse needs of 
dance in a period of government fiscal res
traint she says, ruefully, 'As an art form we 
chose a bad time to come of age' . 

Monique Michaud is amazingly placid 
and philosophical as she reflects on the 
tumultuous years during which it has been 
her job to tend the dance in Canada. 
Arguments about d irection, about assess
ment procedures, about defining standards 
of excellence will, she knows, continue. 
The virulent arguments, the politics of 
confrontation, seem, however, to be 
ended . Monique Michaud shows no signs 
of tiring of her duties. Instead she looks 
upon the past decade as a period of foun
dation laying. The really exciting things 
are yet to come. 

Real Achievements 

In reviewing the Council's growing com
mitment to dance, a development for 
which Michaud must largely be credited, 
she likes to point to the contrasts between 
the Council's relationships with dance in 
the early days and the situation today. In 
1957 the Council funded just three com
panies, now, quite apart from its direct 
funding to individuals through the Arts 
Awards Service, her office funds 26 organ
izations. In the decade during which there 
has been a separate Dance Section, she has 
fought for and won a growing share of 
available funds. 
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The original Act of Parliament which 
established the Canada Council did nor 
even mention dance in its list of what 
shoud be considered 'arts'. It relegated it 
to grab-all category- ' other similar crea
tive and interpretative act ivities'. N ow the 
word ' Dance' features prominently in all 
the Council's self-descriptive publications. 

As recently as 1970 Michaud recalls one 
exasperated Council member reacting to 
the appearance of dance on an agenda with 
the bored comment: 'Oh, no! We're not 
going to talk about tutus again are we?'. 
Ten years later, when dance had become a 
major preoccupation of the Council, 
Michaud was gently chided with the 
reminder: 'There are other forms than 
dance, you know' . 

Perhaps Monique Michaud's greates t 
personal satisfaction came on the day 
when the Canada Council officially cele
brated the 25th anniversa ry of its first 
meeting. There, before a VIP aud ience ar 
the National Arts Centre, was Canadian 
dance on film-Gala , the NFB's record of 
last spring's Canadian Dance Spectacular. 
Its warm reception by all who saw it grati
fied Michaud: 'Was I ever pleased! ' It was 
as if she had been waging a ten-year war 
for acceptance and had finally won . But 
even Michaud knows the battle has just 
moved into a different phase. She is ready 
to go on championing the cause of dance 
at the Canada Council and fully expects 
the next decade to be a story of victory and 
achievement. 



Penelope Doob 

Jennifer Penney 
Modest Reflections 
on the Road to Stardom 
Jennifer Penney has become one of the Royal Ballet's most widely admired artists, as gifted in the classical roles 
as in those created for her by Kenneth MacMillan. During a long conversation with Penelope Doob, she spoke 
about her career. Here, in a distillation of that interview, Jennifer Penney offers her reflections on being a 
dancer. 

Jennifer Penney with Julian Hosking in Kenneth MacMillan's Gloria. 

Nee a Vancouver en 1946, Jennifer Penni?) 
est membre du Royal Ballet d 'Angleterre 
depuis 1963. Elle a obtenu un grand succes 
dans une variete de roles, mais pour des 
raisons qu'elle explique, c'est en tant 
qu 'interprete des ballets de Kenneth Mac
Millan qu 'elle eprouve la plus profonde 
satisfaction. Jennifer Penney est d'une 
grande beaute et sa presence sur scene sug
gere une vulnerabilite et une legerete em
preintes de serenite. Elle recherche la per
fection, mais sait laisser de cote ses 
preoccupations professionnelles pour pro
fiter de moments de repos et se divertir. 
Comme elle l'explique elle-meme, elle 
attribue une grande part de son succes a la 
chance. Elle deplore cependant le f ait que 
Les grandes compagnies (comme le Royal 
Ballet) (assent une categorisation parmi les 
danseurs, ce qui limite leurs chances de 
developpement artistique. Elle a une recon
naissance prof onde pour Kenneth Mac
Millan qui Lui a permis de devenir dan
seuse dramatique. Pour la premiere fois en 
decembre 1981, elle etait en tete d 'affiche 
pour son Romeo et Juliette et remportait 
un succes f oudroyant aupres des specta
teurs et de la critique. 

I wish I could remember why I started 
dancing. I was about 11-1 started late 
-and although it wasn't easy, it was some
thing I felt at home doing. I started with a 
funny old teacher who used to whack me 
with a cane, which you'd think would 
have put me off, but obviously I do very 
well when whacked with canes! I studied 
with that teacher for a year or so, and the. 
I went to Gweneth Lloyd and Betty Far
rally. Because they took an interest in me. 
and because I was very fond of them, I 
began to take dancing seriously, and stud_ -



: rhem was whar kept me going. I 
.: with them until I was 15, and 

my parents were splitting up, I 
:· lived with my teachers: I'd come 
- rer school, they'd take me to class 

_ e me my lesson. It was a lovely 
. - n my life even though it shouldn't 
::ieen, but dance has that wonderful 
: :o carry you away from your per

~oblems. So I went on studying 
wh ile I was going to high school, 

·- I never finished-and that's some
.:: regret, but I suppose there's always 

:o o back when I'm older, and while 
- young you should be dancing if 

ifer Penney was born in Vancouver, 
m 1946. Along with Lynn Seymour 

.: \'\ ayne Eagling, she is one of three 
-:adian-born ballet dancers to have 

·- eved universal acclaim as a member 
ri tain's Royal Ballet. In March, 

- · . she was presented with the presti
Standard Award for Ballet by Prin-

.. largaret. 
_ enni fer Penney joined the Royal 

er in 1963, became a soloist three 
later and was made a principal in 

- - . Although she is noted for her par
.:_. ar response to the choreography of 
--.neth MacMillan, she has accumu-
. _ · a repertoire that spans the works of 
-:on, Cranko, Tudor, Robbins, Van 
·':en and many others. It was only last 
.::ember, however, that she finally 
-e to the title role in MacMillan's 

that's what you want. I've read a lot since, 
but I'd have liked more formal education. 

'Most of my big breaks came because 
someone was injured' 

I wonder now why I never thought of the 
National Ballet School, but it never 
occurred to me, and it didn't cross my 
teachers ' minds either. They were very pro
English and I guess they thought I should 
go where they'd have liked to be them
selves. I never even did an audition for the 
Royal Ballet School, which is something 
else I've never been able to figure out. All I 

version of Romeo and Juliet. The re
sponse of both audiences and critics was 
ecstatic. Penney's technical and dramatic 
gifts seemed to have found their ulti
mate, perfect match. She was acknow
ledged to be a ballerina of the highest 
order, dancing in her prime. 

Physically, Jennifer Penney is an 
exquisite creature. As a ballet technician 
she has always combined an astonishing 
facility with lightness and delicacy. 
Dame Ninette de Valois has compared 
her to Pavlova: 'There has always been 
something very, very special about Jen
nifer'. Her serenity and vulnerability on 
stage mask an intense perfectionism re
vealed in rehearsal and class. She arrives 
early, does much of her barre on point 
and looks like a textbook drawing of line 
and placement-when she is not mug-
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know is that some photographs and some 
sort of recommendation were sent, and 
that was it. I was very lucky-very lucky! I 
was at the school about nine months, and 
then I had another piece of luck, because it 
so happened that the company needed 
three girls, and I was just the right shape. 

Most of my big breaks came because 
someone was injured, so that meant I got 
to do a big role with a really good partner. 
I sometimes think that the story of my 
career was that Antoinette Sibley would 
be off and I'd get to do a new role with 
someone wonderful like Anthony Dowell ! 
Actually, I need partnering less than most 
people. If I had my way, I'd have two 
kinds of rehearsals-one where I'd do every
thing on my own to be sure I knew it, and 
only then with a partner. I can ' t bear rely
ing on the boy- it's not that I don ' t trust 
them, but they're all so different that it 's 
much safer to do it on your own as much 
as you can. 

Speaking of new roles, there have been 
three bad things that happened to me 
when I had to learn a role very fast, but 
the worst was Swan Lake, and that expe
rience coloured m y whole attitude to Swan 
Lake, which I hate even now. We were in 
New York, and I'd vaguely been told I 
could start learning it, but when you' re 
just out of the corps, that's hardly the 
same thing as really having a chance to 
rehearse. Suddenly I had three days to 
learn it properly and perform it in New 
York! I'd only done about two fouettes in 
my whole life! I actually contemplated 
committing suicide. The Swan Lake was 
with David Wall, and if it hadn ' t been for 
him, it would have been total disaster. I 
did the last rehearsal in floods of tears, 
with Michael Somes [ chief repetiteur] 

ging, scowling, or otherwise miming dis
gust at some miniscule fault. 

Whimsical and engaging when re
laxed, she also arrives at the theatre 
hours before a performance to try out in
numerable pairs of unsatisfactory shoes 
and to persuade herself that she can do 
the role. Several hours later, the introspec
tive worrier has become the most radiant
ly winning Aurora conceivable. 

Jennifer Penney attributes her success 
to luck. In fact, her discipline, concentra
tion, musicality and rare combination of 
strength and apparent fragility are really 
the qualities that have combined to make 
her such an enchanting artist, thereby 
winning her the hearts of audiences 
wherever the Royal Ballet is seen . 
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screaming and thumping about. I didn't 
have the stamina to get through the solos, 
never mind the whole ballet. 

'I'm just not built for arabesques' 

I took myself out of Swan Lake for five 
years, partly because of my initial exper
ience and partly because I don't feel suited 
to the role. The ballet consists of 29,000 
arabesques for a start, and I'm just not 
built for arabesques; if I manage a decent 
one, I can't breathe; an arabesque is the 
most painful thing on earth to me. And 
another problem with Swan Lake-every
one knows just what you're required to 
do, and that's very restricting. You can't 
play around as you can with one of Ken
neth MacMillan's ballets, because the 
audience wants to see you do what they've 
seen 5,000 other people do better. That 
kind of limitation isn't satisfying to me-I 
need much more freedom of interpreta
tion; that to me is dancing. With such a 
short career, why shouldn't you get plea
sure out of what you do? Well, I do Swan 
Lake again now, but mostly for disci
pline-if I gave up on that, I'd probably 
give up on other things as well, and Swan 
Lake keeps me strong for what I like to do, 
Kenneth's ballets, which take a lot of 
strength of a different kind. So I grit my 
teeth and do Swan Lake, but I'll never 
enjoy it, and I'll only do matinees-they're 
less strain on my nerves. Oddly I don't 
mind Aurora so much, even though that's 
the most taxing role of all! 

Two quick studies were Daphnis and 
Chloe and Symphonic Variations, which 
was awful because I learned it from 
scratch in two hours. I practically had 
notes written on the palms of my hands, 
and Anthony Dowell just carried me 
about. Even so, half the time I was in the 
wrong place, and that's the sort of baller 
where you can't make a single mistake. 
Everybody in the audience knew it by 
heart, so they must have been very con
fused that evening! 

'I've been a late starter in everything' 

My performances in the sixties and early 
seventies were missing a lot of dramatic 
power. I think I've been a late starter in 
everything, and a lot of that was the com
pany's fault-they tend to put you in stereo
typed roles, and I was a classical dancer 
and only that. I even believed it myself, so 
I never thought about adding a dramatic 
dimension to what I did because it seemed 
that people weren't looking for that in 
those roles, at least from me. But once 
Kenneth MacMillan started using me-
[ when he became Director of the Royal 

Ballet in 1970]-and I think The Seven 
Deadly Sins [1973] was the first slightly 
dramatic role he made for me- I found I 
was having a wonderful time thinking 
about something besides technique; in 
fact, everything is so much easier when 
you're expected to have a little something 
upstairs! If it hadn't been for Kenneth, I 
would just have dribbled on, doing 
nothing but mediocre Swan Lakes, never 
looking for anything more in myself. I 
would have been very unfulfilled, and I 
probably would have stopped dancing 
long ago. 

'I think I owe everything to Kenneth' 

When I first did Wedding Bouquet 
[Ashto~'s comic ballet with a text by Ger
trude Stein] I was the bride, the dumb 
blonde; but when we revived the ballet in 
1981, I did Josephine [a notorious 
tippler]. Now, no one would ever have 
dreamed that I could do that before! And 
yet, in some ways, I'm a natural come
dienne off stage, bur it's taken so long to 
show that on stage because I'm such a per
fectionist that if one step goes wrong, my 
face drops a mile, and that ruins the per
formance. But Josephine was such fun 
from the first that it whetted my appetite, 
and the more you do comic roles, the bet
ter you get at it. Thank God I was given 
the chance, because lots of dancers go 
through their whole careers doing just one 
sort of thing. That 's why I think I owe 
everything to Kenneth. 

Manon is my favourite role and next to 
that, Mary Vetsera [in MacMillan's 
Mayerling, the obsessed teenager who joins 
Crown Prince Rudolph in a suicide pact]; 
she's such a weird girl, but the moment 
you put that black nightie on for the 
seduction scene, that's it. Costumes are so 
large a part of Kenneth's ballets. In 
Manon , as soon as you have the blonde 
wig and that costume, you are Manon. 
Characterization is not a problem; there's 
no way you could be anything else. But 
what I love about working with Kenneth 
is that you wind up doing the most 
extraordinary things , and there's no way 
you'd ever be able to do those movements 
in any other ballet. Some people are 
appalled at what Kenneth does, but I 
think he has a wonderful way of exploring 
what bodies can do. And I love the kinki
ness of some of the characters-it's an 
escape from reality. I adore going in and 
being nuts for a few hours! I love Gloria 
too; Kenneth said he wanted it to be an 
abstract work, so we started in rehearsals 
with no interpretation at all, but in the 
dress rehearsal it all fell into place, and it's 
been growing ever since. There's so much 

beauty in it, and so much pessimism 
underneath, as often with Kenneth's wor · 
And then I love Song of the Earth- I wish 
we'd do that again! We have so many 
beautiful works, and yet we do so much 
trash a lot of the time. I don ' t know whr 
we didn't bring Manon or Mayerling on 
tour to Canada last year, maybe because 
the New York critics don't like Kenneth 's 
work, but audiences love both of those 
ballers. 

'The older you get the more you realiz 
that every debut is going to be chaos' 

Working with Kenneth is terribly excitin 
He'll give you an idea when he's making a 
baller, and when you do it, if something 
else happens and it's bizarre enough, you 
can go on doing it, but many choreo
graphers make you do exactly what they 
want, whether it suits you or not. You car. 
play with one of Kenneth's roles, you feel 
you can make your own contribution. 
This year I danced Juliet-it's like Giselle. 
you have to be 35 to do a teenager well. 
Juliet is the one role left that I was really 
longing to do. It's daunting, especially 
because you know you're not going to be 
really good until you've done it a dozen 
times, and I may only have one or so a 
year, so I may not have time to get into it 
before I retire. The older you get, the more 
you realize that every debut is going to be 
chaos, or at least that it will feel like 
chaos! 

Actually I'm a very nervous performer, 
but I need that nervous edge. You can eas
ily become far too casual, of course, but I 
think there must be a happy medium! 
Sometimes I tell myself that I simply can ' 
do a role, when I know perfectly well I 
could do it in my sleep, and I don't know 
what sets me off. There are still days wher. 
performing is a nightmare! But it's not 
anything like as terrible as it used to be. 
Maybe that 's because my personal life is 
happier and more relaxed these days. 
When I wss less happy, I did all right, but 
now my dancing is so much better. I used 
to talk about retiring all the time, but I 
don't any more. I'm just going to keep 
going along and see what happens. 
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ow We Get To See 
eDanceWeDo 

_ .ies dix dernieres annees, la danse 
;m essor considerable au Canada 

-·stinguee par sa diversite. Presenter 
. es canadiens a leur public reste un 

__ ,,,,,_.., complexe vu le cout des tournees 

• .entation incessante des autres 
c.: 1. est encore plus difficile d 'inviter 

-.mies etrangeres bien qu 'ii soit 
.ri, qu 'el/es se produisent devant le 
: .. -nadien. ]usqu 'a maintenant, 
c-.: maieure partie des impresarios 

-~~.i:mts qui se chargeaient des 
.-111111,11a--.:-,ents des artistes. Mais ils ant a 

· beaucoup de ma/ a survivre, et 
-o,wernementale prend un role de 

.. -;,lus decisif dans le choix des spec
,.~'.3 .;.:Ii seront presentes au public cana

J:wid Y.H. Lui, de Vancouver, est un 
~ es impresarios connaissant la reus-

-""15 le domaine de la danse. A 
.to, Mark Hammond et Uriel Luft 
:·ennent avec difficulte un public 
"Ines a leurs series de spectacles Ian
:, a deux ans. D 'autres aspects du 
m e des presentations de spectacles de 

x .2u Canada seront examines dans Les 

y who claims an interest in Cana
. ;:,erforming arts has failed to hear 

: the so-called 'dance explosion' 
~- in li ttle more than a decade, has 

an important new dimension to the 
- uy's cultural life. The efforts of long 

ing pioneers have matured and 
e fruit, new companies have emerged 

-: almost dangerous speed (some to col
with equal haste) and, most recently, 

~ has been a significant growth in the 
;.her of independent and solo artists at 
·. While 'explosion' may be an overly 

;:iaric word to define this transforma-
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Tue.,Aug.10at8pm:TcL ... - ., .. , . 
Concerto# 1 in G Major / Four Temperaments / 
Concerto in F. 
Wed., Aug. 11 at 8 pm: Capriccio / Rococo 
Variations / Toreador Pas de Duex / 
I Quattro Stagioni. 
Thur., Aug. 12 at 2:00 pm: Same program 
as Wed., Aug. 11. 
Thur., Aug. 12 at 8:00 pm: Same program 
as Tues., Aug. 10. 

THE FELD BALLET 

Tue. , Aug. 17 at 8 pm: Harbinger/ Circa / 
A Footstep of Air. 
Wed., Aug. 18 at 8 pm: Anatomic Balm / 
A Soldier's Tale I Play Bach. 
Thur. , Aug. 19 at 8 pm: Harbinger / 
The Gods Amused I At Midnight / Half Time. 
Fri., Aug. 20 at 8 pm: Theatre / Danzon 
Cubano / LaVida I A Footstep of Air. 
Sat. , Aug. 21 at 8 pm: The Consort/ Circa / 
Pl.ay Bach. 
Sun., Aug. 22 at 2 pm: Anatomic Balm / 
Danzon Cubano / LaVida / Half Time. 
Sun., Aug. 22 at 7 pm: Harbinger / 
The Gods Amused / At Midnight I Play Bach. 

THE NATIONAL BALLET 
OFCANADA 

Tue., Aug. 24 at 8 pm; Wed., Aug. 25 at 
2 pm and 8 pm: Giselle. 
Thur., Aug. 26 at 8 pm and Fri., Aug. 27 at 
8 pm: Les Sylphides / Los Siete Punales (The 
Seven Daggers) / Four Schumann Pieces. 
Sat., Aug. 28at 8 pm; Sun., Aug. 29at2 pm 
and 7 pm: La Sylphide / Washington Square 

-Program subject to change-

(j) Tickets range between $8~$3, and are on sale at 
the Artpark Box Office as well as at all Ticketron 
locations in the U.S. and Canada. 

BOX OFFICE TELEPHONE: (716) 
754-4375. From Buffalo, (716) 694-8191. 

FREE FESTIVAL GUIDE: Write 
Artpark, Box 371, Lewiston, NY 14092. 
By telephone, call (716) 754-9001 or 
(716) 745-3377. 

nize that despite the mcreasmg ava1lab1hty 
of Canadian dance performances, there are 
seemingly fewer and fewer opportunities 
to get a first-hand look at what other 
countries are producing-an unhealthy 
trend if local audiences are to acquire a 
sophisticated view of dance as an interna
tional art and to be able to place their own 
artists within that context. 

The little matter of money 

So, what determines the kinds of choices 
made available to us? Who has the power 
to mould our vision of dance? They are 
both important questions and neither has 
a simple answer but it should come as no 
surprise to learn that at root of it all is the 
little matter of money. 

Dance is expensive and someone, 
directly or indirectly, has to pick up the 
tab. Dancers want to dance but they also 
have to eat and pay rent. Audiences are 
willing to commit hard-earned dollars to 

see live performance but they also have 
other commitments and when ticket prices 
begin to move above the $20 level all but 
the richest or most imprudent begin to 

balk. There is a limit to the number of 
peanut-butter sandwiches even the most 
besotted dance-lover is willing to endure in 
order to underwrite an artistic obsession. 

The general issue can be broken down 
into a number of inter-related component 
parts. In attempting to understand the 
dance market-an odious but not inap
propriate expression-distinctions must be 
drawn. 

First, dancers have to appear somewhere 
for an audience to see them. They need 
stages, which cost money. Theatres have 

ure ot the past. He was the man, tar mo
than a mere producer, who selected atrr- -
tions according to his own taste, found _ 
suitable theatre, raised any necessary 
funds, bullied , comforted and cared for: 
artists and, at the end of it all- if he was 
lucky-got away without loosing his shir: 
The impresario , dodging creditors, send. 
flowers to ballerinas, ranting at choreo
graphers, sipping champagne, is among 
most colourful figures of theatre history,. 

But where is he today and what is he 
doing for Canadian dance audiences? 
Answer-to use a cliche: he is an endan
gered species. 

Impresarios have to be crazy 

In today's world you would not be like!_ 
to recognize an impresario on the street 
even if you were lucky enough to pass one 
Apart from the slightly harried look, he 
would be indistinguishable from the aver
age, attache-case-wielding businessman. 
Yet, he is different. For one thing, he's ce::
tain to be quite mad. Nobody in his righ: 
senses would take on all the worry and 
strain of being an impresario in an enter
tainment world transformed by televisior. 
and ravaged by ever upwardly spiralling 
costs. Only someone with an obsession , 
with a consuming love of the performing 
arts, with a childlike confidence and 
optimism and a resignation to the likel y 
prospect of stomach ulcers would dream 
of entering such a risky, volatile business. 
When the National Association of Con
cert Managers disbanded five years ago it 
had only 40 members. In its heyday there 
were 400. The numbers speak their own 
moral. 



- Lewiston, New York -

LOS ANGELES BALLET 

Tue., Aug. 10 at 8 pm: Tchaikovsky Piano 
Concerto# 1 in G Major/ Four Temperaments/ 
Concerto in F. 
Wed., Aug. 11 at 8 pm: Capriccio / Rococo 
Variations / Toreador Pas de Duex / 
I Quattro Scagioni. 
Thur., Aug. 12 at 2:00 pm: Same program 
as Wed., Aug. 11. 
Thur., Aug. 12 at 8:00 pm: Same program 
as Tues., Aug. 10. 

THE FELD BALLET 

Tue., Aug. 17 at 8 pm: Harbinger/ Circa/ 
A Footstep of Air. 
Wed., Aug. 18 at 8 pm: Anatomic Balm/ 
A Soldier's Tale I Play Bach. 
Thur., Aug. 19 at 8 pm: Harbinger/ 
The Gods Amused / At Midnight/ Half Time. 
Fri. , Aug. 20 at 8 pm: Theatre/ Danzon 
Cubano/ L.aVida I A Footstep of Air. 
Sat., Aug. 21 at 8 pm: The Consort/ Circa/ 
Play Bach. 
Sun., Aug. 22 at 2 pm: Anatomic Balm/ 
Danzon Cubano/ L.aVida / Half Time. 
Sun., Aug. 22 at 7 pm: Harbinger/ 
The Gods Amused/ At Midnight/ Play Bach. 

THE NATIONAL BALLET 
OFCANADA 

Tue., Aug. 24 at 8 pm; Wed., Aug. 25 at 
2 pm and 8 pm: Giselle. 
Thur., Aug. 26 at 8 pm and Fri., Aug. 27 at 
8 pm: Les Sylphides / Los Siete Punales (The 
Seven Daggers) / Four Schumann Pieces. 
Sat., Aug. 28at8 pm; Sun., Aug. 29 at 2 pm 
and 7 pm: La Sylphide / Washington Square 

-Program subject to change-

(i) Tickets range between $8~$3, and are on sale ar 
the Artpark Box Office as well as at all Tickerron 
locations in the U.S. and Canada. 

BOX OFFICE TELEPHONE: (716) 
754-4375. From Buffalo, (716) 694-8191. 

FREE FESTIVAL GUIDE: Write 
Artpark, Box 371, Lewiston, NY 14092. 
By telephone, call (716) 754-9001 or 
(716) 745-3377. 

tion, without question its effect has been 
to create a vital dance community in Can
ada in scale and variety beyond the wild
est, most optimistic dreams of dance
lovers 20 years ago. 

Alongside this, of course, there has been 
a reciprocal growth in the size of the dance 
audience. Cultural mandarins and com
pany fund-raisers are quick to pull out fig
ures to prove it whenever there's a chance 
of squeezing more dollars from govern
ment or corporate business coffers. Figures 
can, as we all know, be twisted to prove or 
justify almost anything but in this case 
they relate a true story. More people go to 

see dance performances in this country 
than ever before. What they see, however, 
the choices made available to them, 
depend on the vagaries of a complex set of 
economic, social and demographic factors. 
The impact of the dance explosion has, in 
certain respects, been selective-geographi
cally and aesthetically. 

Those with long memories will recog
nize that despite the increasing availability 
of Canadian dance performances, there are 
seemingly fewer and fewer opportunities 
to get a first-hand look at what other 
countries are producing-an unhealthy 
trend if local audiences are to acquire a 
sophisticated view of dance as an interna
tional art and to be able to place their own 
artists within that context. 

The little matter of money 

So, what determines the kinds of choices 
made available to us? Who has the power 
to mould our vision of dance? They are 
both important questions and neither has 
a simple answer but it should come as no 
surprise to learn that at root of it all is the 
little matter of money. 

Dance is expensive and someone, 
directly or indirectly, has to pick up the 
tab. Dancers want to dance but they also 
have to eat and pay rent. Audiences are 
willing to commit hard-earned dollars to 

see live performance but they also have 
other commitments and when ticket prices 
begin to move above the $20 level all but 
the richest or most imprudent begin to 
balk. There is a limit to the number of 
peanut-butter sandwiches even the most 
besotted dance-lover is willing to endure in 
order to underwrite an art istic obsession. 

The general issue can be broken down 
into a number of inter-related component 
parts. In attempting to understand the 
dance market-an odious but not inap
propriate expression-distinctions must be 
drawn. 

First, dancers have to appear somewhere 
for an audience to see them. They need 
stages, which cost money. Theatres have 

huge overheads of their own and, unless 
heavily subsidized (rare in this country) 
must charge rent for the use of the 
premises. 

Despite the fact that most of the large 
theatres across Canada are not privately 
owned by profit-motivated entreprenel.lfi 
that many of them work on a non-profi 
basis, their prices are still high. 

If a dance company is confident and h 
cash in the bank it can take a chance, boo 
the space, pay the management and pray 
that box-office receipts match expenses. 
That, however, rarely happens. The risks 
are too great. But who, then, is to take t , 
risk? Why, the impresario, of course! 

An Endangered Species 

The very word impresario summons up 
images of silver-topped canes, silk-lined 
capes and dark fedoras- all, you will nore 
the sartorial trimmings of a bygone age. 
The impresario is, in many respects, a fi -
ure of the past. He was the man, far mor
than a mere producer, who selected attra~
tions according to his own taste, found a 
suitable theatre, raised any necessary 
funds, bullied, comforted and cared for -
artists and, at the end of it all- if he wa 
lucky-got away without loosing his sh ire 
The impresario, dodging creditors, send· _ 
flowers to ballerinas, ranting at choreo
graphers, sipping champagne, is among:: 
most colourful figures of theatre histor}:, 

But where is he today and what is he 
doing for Canadian dance audiences? 
Answer- to use a cliche: he is an endan
gered species. 

Impresarios have to be crazy 

In today's world you would not be like]\ 
to recognize an impresario on the street 
even if you were lucky enough to pass on~ 
Apart from the slightly harried look, he 
would be indistinguishable from the ave:-
age, attache-case-wielding businessman. 
Yet, he is different. For one thing, he 's c -
rain to be quite mad. Nobody in his righ: 
senses would take on all the worry and 
strain of being an impresario in an enter
tainment world transformed by televis io:
and ravaged by ever upwardly spiralling 
costs. Only someone with an obsession , 
with a consuming love of the performin,,. 
arts, with a childlike confidence and 
optimism and a resignation to the likely 
prospect of stomach ulcers would dream 
of entering such a risky, volati le busines
When the National Association of Con
cert Managers disbanded five years ago i: 
had only 40 members. In its heyday the 
were 400. The numbers speak their own 
moral. 
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:: .1anr iry and variety of attractions 
ne else working independently in 

:..ui has had his disappointments. 
- :o possess his own dance stage 
_r ·ed out nor has he fulfilled the 
- . alternately admitted and 
~o establish a major ballet com-
' ·ancouver. But what riches his 

_.ac:..:·,,.._::,· have had! The list of major 
_...,._ .. -.,- and foreign companies to have 

-- ~ough his management reads like 
-=ational Who's Who of the best 

-~ an overseas troupe presents its 
- ,· set of problems. Canadian com-

.:an offer themselves at a lower price 
ave Touring Office backing. 

. however, some special cultural 
- 5e ar rangement has been made (and 
·: · cultural exchange agreements are 

: en motivated by political than 
1c considerations) the cost of bring-

.;. foreign troupe is prohibitive. 'For
~ludes US dance companies. The 

- al Endowment for the Arts (Ameri
e.-si on of the Canada Council ) does 
-: .::erwrite touring costs of US troupes 
::-ey cross the border. As a result, it 

re than $130,000 a week to 
The Joffrey Ballet, getting on for 

mill ion to hire American Ballet 

- urhern Ontario, dance lovers have 
eadi ng US companies approach as 
-- Buffalo or Lewiston (both on the 
· ·a River) but rarely does one of them 

_, · to Toronto or Hamilton. 

and sporadic visits by the Royal Winni
pegers and Les Grands Ballets Canadiens, 
but the local audience waited more than a 
decade to renew a direct acquaintance last 
summer with Britain's Royal Ballet. As for 
such great companies as the New York 
City Ballet, American Ballet Theatre or 
The Joffrey, the long wait has given way 
to a resignation that they will never be 
seen locally. 

An Experiment in Toronto 

In the modern dance area, Toronto has 
enjoyed an exciting variety of homegrown 
artistry but, again, it has had only the nar
rowest of contexts in which to situate the 
work of Canadian companies. The impres
sive flow of small foreign companies 
through York University dried up in the 
late seventies and the vast O ' Keefe Centre, 
with limited booking space available any
way because of its commitments to the 
National Ballet and the Canadian Opera 
Company, has only ventured so far as to 
present the Alvin Ailey dance company a 
couple of times in recent years. 

A sense of the pent-up frustration 
among Toronto's dance-lovers was among 
the factors which convinced Uriel Luft and 
Mark Hammond to take action. Con
fronted with the small choice of stages for 
dance in Toronto they settled on the rather 
inhospitable but available 1,500-seat 
Ryerson Theatre. That ruled out the pres
entation of large ballet companies but it 
did bring into shooting range the smaller 
but excellent American troupes such as 
those of Lar Lubovitch, Jennifer Muller, 
Twyla Tharp and Louis Falco. They do 
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- Canada, the general problems con-
: ng all would-be impresarios are 
-;:,ounded by the vast distances between 
. To engage a large dance company, 

_ · mple, far away from its home base 
ur a series of intermediate appearan
ng the way, is to incur almost 

:sible transportation costs. Mavericks 
-e business such as the late Nicholas 
:.riavtzeff of Montreal or America's 
.--iurok have not been replaced. Given 
-a;:- icular problems of Canada, only 
--erventon of government, through 
;,,ency of the Canada Council's Tour
~ifice, has ensured that national tours 
-5e, already well-subsidized Canadian 
-.:rnies can take place. 
~ ~ impresarios of today must concen

:::eir activities or work out co-
~ - ,·e arrangements with each other. 

: .. en, the risks are terrifying. 
;"eone who gives every outward 
--,rnce of taking the risks fully in his 
• - Vancouver's David Y.H. Lui who 
- ·ided his city's dance-lovers with a 

·er quantity and variety of attractions 
.:.-:1,·one else working independently in 
.::a. Lui has had his disappointments. 

- .1n to possess his own dance stage 
- ~·orked out nor has he fulfilled the 

· n alternately admitted and 
.::. ro establish a major ballet com
- Va ncouver. But what riches his = have had! The list of major 

.:: an and foreign companies to have 
·hrough his management reads like 

-;ernational Who's Who of the best 

··...- an overseas troupe presents its 
-ew set of problems. Canadian com

,.._ ::an offer themselves at a lower price 
. nave Touring Office backing. 

. however, some special cultural 
- ,,e arrangement has been made (and 
.::.1 • cultural exchange agreements are 

: en motivated by political than 
,c considerations) the cost of bring-

- a foreign troupe is prohibitive. 'For-
--ludes US dance companies. The 
- al Endowment for the Arts (Ameri-

-=-sion of the Canada Council) does 
- .::erwrite touring costs of US troupes 
·· _· cross the border. As a result, it 
- re than $130,000 a week to 

The Joffrey Ballet, getting on for 
~,Ilion to hire American Ballet 

them Ontario, dance lovers have 
~ing US companies approach as 
Buffalo or Lewiston (both on the 

·.a River) but rarely does one of them 
: ro Toronto or Hamilton. 

David Lui, an avid dance-lover himself, 
has been more aggressive in taking advan
tage of his proximity to Seattle and the US 
touring circuit. Although the costs are still 
high, with well-managed presentation and 
a large theatre, Lui has been able to bring 
American companies such as The Joffrey 
to Vancouver. While Lui acknowledges 
that ballet is a safer risk than modern 
dance, he has also introduced Vancouver 
audiences to modern troupes such as the 
Murray Louis company. His dance sub
scription series, now in its eighth year, 
attracts a very respectable average attend
ance of 85 per cent of capacity. 'Toe shoes 
and tutus sell', quips Lui. The 2,200 
names on his subscription list confirm the 
truth of it. 

While Vancouver audiences have for 
years been pampered by David Lui, 
Toronto has had to suffice with a dance 
diet of limited nutritional value. For the 
ballet-goers there has always been the 
National's regular seasons at the O'Keefe 
Centre (where it pays a preferential rent) 
and sporadic visits by the Royal Winni
pegers and Les Grands Ballets Canadiens, 
but the local audience waited more than a 
decade to renew a direct acquaintance last 
summer with Britain's Royal Ballet. As for 
such great companies as the New York 
City Ballet, American Ballet Theatre or 
The Joffrey, the long wait has given way 
to a resignation that they will never be 
seen locally. 

An Experiment in Toronto 

In the modern dance area, Toronto has 
enjoyed an exciting variety of homegrown 
artistry but, again, it has had only the nar
rowest of contexts in which to situate the 
work of Canadian companies. The impres
sive flow of small foreign companies 
through York University dried up in the 
late seventies and the vast O'Keefe Centre, 
with limited booking space available any
way because of its commitments to the 
National Ballet and the Canadian Opera 
Company, has only ventured so far as to 
present the Alvin Ailey dance company a 
couple of times in recent years. 

A sense of the pent-up frustration 
among Toronto's dance-lovers was among 
the factors which convinced Uriel Luft and 
Mark Hammond to take action. Con
fronted with the small choice of stages for 
dance in Toronto they settled on the rather 
inhospitable but available 1,500-seat 
Ryerson Theatre. That ruled out the pres
entation of large ballet companies but it 
did bring into shooting range the smaller 
but excellent American troupes such as 
those of Lar Lubovitch, Jennifer Muller , 
Twyla Tharp and Louis Falco. They do 
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nor come cheap bur in some instances were 
willing to negotiate very favourab le terms, 
even at a risk to themselves, in order to 

reach what was essentially virgin territory. 
Hammond and Luft find it very diffi

cult to put themselves behind something 
they cannot believe in. Although branch
ing our into rock concerts might have 
helped balance the books and offset possi
ble losses in dance, they have taken a huge 
risk and pushed ahead without a safety 
net. The first season, 1980/ 81, mer with 
enthusiastic response although there 
were complaints about Ryerson Theatre's 
poor sighrlines and what, to many 
members of the modern dance audience, 
seemed exorbitant ticker prices. 

The second season has been worrying 
for Luft and Hammond. Subscription 
sales were down and the final rally is likely 
to register a loss. 'Ir has been extremely 
difficult', says Hammond. 'We almost 
decided to cancel next year. We asked our
selves if there really are 10,000 people out 
of 2,500,000 in Toronto who want to see 
dance. We've figured we'll give them 
another year to show us.' 

Luft and Hammond both hope that the 
scheduled summer renovations to the 
Ryerson Theatre, which will reduce its 
capacity by 300 sears bur improve sight
lines and increase foyer space, will attract 
more subscribers~ If not, a courageous 
attempt to enrich Toronto's dance diet 
may be quickly ended. 

The Road to Subsidization 

Sam Gesser of Montreal, an impresario for 
over 30 years, now calls himself, 'the one 
who got out'. At a certain point the 
rewards of the business are so heavily out
weighed by the heartache that there seems 
little point in struggling on. 'The cost of 
theatre rentals, union fees and travelling 
expenses have made the expense of bring
ing in the great companies virtually impos-

LONDON 

sible', says Gesser. 'Five to six years ago, 
you needed a 60 per cent break-even point. 
Sell 60 per cent of the seats and you could 
pay your expenses. Now it is up to 75 to 
80 per cent. Therefore the groups you 
bring in have to be subsidized or there is 
no profit.' 

Subsidies, which rarely help a foreign 
company appear in Canada, have made 
many Canadian dance artists available to 
audiences across the country bur they have 
pushed the independent impresarios our. 
Sam Gesser, a fervent believer in market 
economics, is not satisfied with the results 
of government intervention. 'At one time, 
box office ruled but now the companies 
can log huge deficits and, in part, ignore 
the public. The arts should be competitive. 
Companies should have to work on the 
economic level.' 

Gesser's hard-line approach would, no 
doubt, meet with a good deal of opposi
tion from the companies themselves. Even 
a cost-efficient company such as the 
National Ballet with a huge domestic 
audience and, in proportion to each ticket 
sold, the smallest subsidies of any of the 
big Canadian troupes, still depends on 
those subsidies if it is to be able to present 
itself to audiences as distant from its 
Toronto base as those in Newfoundland or 
British Columbia. 

It is not just government subsidies that 
have made the independent impresario 's 
life excessively problematic. He has been 
largely overwhelmed by changes in the 
economics of the theatre and by the pecu
liar problems of working against the vast 
expanse of Canadian geography. In earlier, 
easier days dancers were even more pit
ifully paid than some of them still are. 
Costs have risen because artists expect 
more, stagehands expect more, materials 
of every kind cost more, because travelling 
is very costly. 

Interpreting and pooling these costs into 
individual ticket sales presents the major 
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problem confronting would-be presenters 
of dance. 

The trend , inevitably, is towards subsi
dy-of company tours, of theatres. Ir has 
given birth to a new sub-breed of the 
impresario-salaried booking managers 
and, of necessity, to a whole complex of 
innovative schemes for bringing dancers 
and audiences together. Unless the ordi
nary dance-goer is willing directly, out of 
his own pocket, to meet the demands of 
the dancers and companies he wants to see. 
he will have to allow what would other
wise be market decisions, determined by 
his own behaviour, to fall into the hands 
of others whose tastes and motives may be 
very different. Putting dance on stage is a 
very tricky business. 

In a further article, Dance in Canada will 
look at the way risk-taking impresarios 
have largely been replaced in dance by 
salaried bookers in university and other 
non-profit organizations. 

~ 
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Dancers interested in auditioning for the 
Vancouver based "Pacific Ballet Thea
tre" for the 82/83 season should write to 

RenaldRabu 
Artistic Director 

Pacific Ballet Theatre 
280 E. Cordova St. 

Vancouver, B.C. VSY 1L3 

*Please Enclose resume TRAINING TO PROFESSIONAL STANDARD BY HIGHLY 
QUALIFIED STAFF 

432 Waterloo Street London, Ont. N6B 2P2 (519) 439-8961 
Regisseur-Ballet Master/mistress required for 82/83 season 

send resume and salary expected to above address. 
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In Review 

Les Grands Ballets Cana
diens Place des Am 
Montreal 
11-27 March 1982 

Les Grands Ballets Canadiens 
celebrates its 25th anniversary 
on May 2nd but that does not 
mean the company is 25 years 
old. A ballet troupe is an orga
nism in constant flux, forever 
shedding skins. It is, in some 
respects, like a curious geologi
cal specimen which, when sub
jected to carbon dating proce
dures, reveals components of 
different vintage. 

Les Grands Ballets has, for 
example, Madame (the Chi
riaeff seems, under the circum
stances, almost superfluous) 
'fondatrice' and keeper of the 
flame for the first 21 years, 
unti l deposed in a bloodless (to 
the naked eye) coup to concen
trate her formidable energies on 
the company's three schools. 

It has Director General 
Colin McIntyre, an adroit and 
peripatetic administrator, who 
has used his ubiquitous connec
tions literally to will a new 
company into existence. Works 
by Lubovitch, H ynd, Sparem
blek and Paul Taylor have 
greased the evolution of the 
repertoire from mediocre classi
cal to catholic verging on the 
chaotic. This spring, ready or 
not, Les GBC is off to City 
Center in New York, Jacob's 
Pillow and, in August, to Lon
don 's Royal Festival Hall. 

And then there is the front 
line: the dancers. They range 
from Swedish ballerina 
Annette av Paul who married 
resident choreographer Brian 
Macdonald, and with him the 
company, in 1970, to Sylvain 
Senez, a gawky kid nicknamed 
Spaghetti, who came up from 
the school only three years ago 

a'nd is already making his pres
ence felt. 

There is Linda Stearns, 
former GBC soloist, who 
metamorphosed in 1969 into 
the company's meticulous, 
forceful, ever-optimistic ballet 
mistress, and Maurice Lemay, 
whose india rubber bounciness 
has too long been grounded 
because of internal conflicts. 
There is prim, kittenish Wendy 
Wright, who has laboured long 
and unnoticed, eclipsed by the 
1,000-watt Sylvie Kina!, who 
has now gone on to bigger and 
better things at Cleveland and 
ABT II. 

There are half a hundred 
people and stories and contri
butions within the current GBC 
but just because the company 
itself received its charter 25 
years ago, it does not mean that 
it has a uniform muscle 
memory. 

Mere longevity is no guaran
tee of success but it should lead 

to consistency. Maturity should 
equal dependability. Age 
should engender depth. Expe
rience should inculcate style. 
But the older the company gets, 
the more temporary the bulk of 
its members is and the more 
worrisome the experience of 
watching proves for the 
involved spectator. Given the 
miraculous alchemy of live per
formance which can yield dross 
one night and gold the next, 
one can witness moments of 
real excitement but usually 
only after hours of 
embarrassment. 

Given the state of the com
pany, the current season is 
ambitious to the point of folly. 

Company strength is down 
to 35. Almost a dozen dancers 
left last summer and two have 
been fired. Time has also taken 
its toll : the perem,1ial jeune 
premier, Vincent Warren, now 
teaches and his heroic ardour 
has proven to be, so far, irre-

placeable. Some replacemen · 
are, quite simply, inadequate. 
others have been dogged by 
injury. The net result is that 
one whole layer is missing. 
There are the reliable, not to 
say predictable, veterans at t 
top; there are a few sizzling 
kids coming up, but the tried
and-true middle range is not 
there. · 

There are money problem· 
too. With government subsi 
dies down 23 per cent in con
stant dollars over the last fiYe 
years, resources are having to 
husbanded with Scottish fru
gality. This has meant skeleta 
orchestras or, worse, tape to 
accompany performances. It 
has meant distributing the ri 
among many small scale com
missioned works that require a 
hybrid eclecticism. That has 
lead to a woeful lack of rehea:
sal time resulting in performa.~ 
ces that belong more properly 
in the rehearsal studio. It has 



,u that green youngs-
:: iven their baptism by 

r die, perform or per-
I view of a 3,000-seat 

-ally, it has relegated 
al to tryout status, 

·:ingly reminiscent of 
. 15 years ago, when 

_ lehta used to learn his 
re with the Montreal 
ny Orchestra, in time 

; right with the Los 
Philharmonic. 

-e apart from cumulative 
- m problems, the 1982 

._ ,eason was a killer. Of 
-ks performed over three 

~d , fully a third were 
s, just barely finished. 
thers were new to the 
y, one involved only the 

· . and the rest were revi
·-at had either not been 

\·ithin (mercifully short) 
- memory or had had to 
.:ely re-cast. Except for 
. - chronic Firebird, the 

ire was, in reality, all 
- most of the dancers. 
.::. o that, within the same 

an two major Balan
·orks were being re-

. fo r New York. The bed-

that the curtain rose on the first 
weekend. 

Opening night was a mara
thon that promised more than 
it delivered. Butler's short 
showy Othello pas de trois, 
with its spectacularly difficult 
dives and lifts, came off best. 
Rey Dizon, brought over from 
the Phillipines in 1979 to be 
the company's answer to 
Wayne Sleep, finally found his 
feet, both literally and figura
tively, as Iago. He was techni
cally flawless, a development 
not to be taken lightly, but it 
was his smouldering conviction 
which really made the differ
ence. Of the alternate Othellos 
and Desdemonas, David La 
Hay and Annette av Paul were 
the better, though unfortu
nately not paired. There is a 
matronly charm about av Paul 
nowadays, a delicate tentative
ness, her feet as sensi rive as 
antennae, which communicates 
not a lessening of control but a 
deepening of thought, that I for 
one find utterly beguiling. The 
bravura bits were nice but it 
was the interaction between the 
three that made the piece 
memorable. 

Limon's There Is A Time, 

one of the company's recent 
major acquisitions, ticked by 
slowly and came alive only in 
'A time to keep silent and a 
time to speak', thanks to 
Rosemary Neville's poignant 
mime and Sylvain Senez' fero
cious attack. On the whole, it 
lacked weight and inevitability, 
the grave ceremonial beauties I 
remembered, and it seemed 
literal to the point of 
illustration. 

Brian Macdonald's Double 
Quartet, a 1978 work I fear he 
is unlikely to surpass or even 
match, survived an almost 
wholly new cast (except for av 
Paul) with dignity. In new 
hands it became leaner, clearer, 
more distanced. Its portrayal of 
interdependence and vulnerabil
ity however, remains extremely 
moving. Had I been able to rid 
myself of the subliminal 
memory of the originals, it 
might have seemed perfect . 

Les Valses, Ronald Hynd's 
lovely period piece, a series of 
shipboard flirtations heralding 
the end of civilization as we 
knew it, still exudes vintage 
Noel Cowardice but, as cur
rently being performed by Les 
GBC, complete with fumbled 
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lifts and dropped ballerinas, 
might be more suitable for the 
Trocs repertoire. 

The company's inability to 
handle Hynd's often demand
ing neo-classical choreography 
is an indication of the price 
exacted by riding madly off in 
all directions. Les Valses was far 
from being an isolated incident. 
Ragged edges, visibly Hercu
lean effort and general sloppi
ness were the rule rather than 
the exception. There were 
honourable e·xceptions, of 
course, but even they were 
sometimes hard to assess by the 
palsied movements demanded 
of them in some choreo
graphers' apocalyptic visions. 
The long term implications, 
highlighted by the presence this 
season of two secure stylists 
from The National Ballet of 
Canada, James Kudelka and 
Karyn Tessmer, may have to be 
a choice between modern and 
classical , the usual dilemma 
between 'progress ' and box 
office. 

Not that there is a simple 
solution. The insatiable appe
tite of a novelty-hungry 
audience forces the company 
into a multiplicity of direc
tions. This requires ever more 
preparation time and money. 
They are not likely to be forth
coming. In the past five years, 
Les GBC has increased its box 
office revenues by 43 per cent. 
Close to 200,000 people now 
see the company annually. A 
plateau has been reached. 
Without a fairy godmother on 
the horizon, the Medicis being 
long dead and ballet being too 
unwieldy an art form to be 
commercially viable, Les GBC 
seems fated never to scale the 
heights. 

The company certainly did 
not soar with the eagles during 
its second weekend when it 
grouped fi ve Stravi nsky ballets 
and called them 'hommage'. 
Far from payi ng dutiful m·er
ence to the man whose music 
had revolutionized the face of 
ballet, the evening la ·ed · 
stance or d istinction. Un,ess ne 
homage paid i on a level \·ith 
the man being honoured , his 
memory is being dimini hed . 
One had on ly to recall the 
unprecedented creative explo
sion of the 90th Stravinsky 
birthday celebrations by the 
New York City Ballet 10 years 
ago, to define what homage 
really means. 



Balanchine's Capriccio 
(a.k.a. Rubies ) with its quirky 
footwork and jokey vaudevil
lian classicism should be a joy 
to behold and there was a time, 
not so long ago, when it was 
finally beginning to look as if 
Les GBC were about to cotton 
on to the Balanchine vocabu
lary. It's all Greek to them 
now. 

Poverty in the ranks has 
catapulted several dancers into 
the limelight this season and 
most of them have acquitted 
themselves surprisingly well 
despite the occasional blatant 
miscasting. Edward Hillyer and 
Gioconda Barbuto spring to 
mind in both contexts. Hillyer, 
who has not had a role that 
really suited him since Lubo
virch's Les Noces, literally 
sparkled in Kuldelka's short 
Genesis: a highlife/ lowlife 
octet for four chairs and four 
dancers. The jazzy 1940s frag
ment sent each dancer on a pri
vate trajectory tracing a square 
with shallow jumps and deep, 
dipping steps. Relationships 
were ambiguous bur choreo
graphic personalities emerged 
distinct and the piece had style 
and gloss. 
Genesis also served to show off 
two plum acquisitions (defec
tions?) from the National 
Ballet of Canada. We got an all 
too brief glimpse of Karyn 
Tessmer's gorgeous face and 
exquisite line. Tessmer, just 
recovered from a season-long 
injury, leaves the company 
again before New York to 
undergo corrective surgery. 

Les GBC is certainly getting 
its money's worth from James 
Kudelka. Though an ideal 
demi-car act ere, Kudelka is 
being pressed into overtime to 
dance in every conceivable style 
known to man and to choreo
graph as well. Perhaps the first 
is the price he has to pay for the 
second. 

Jardin d'hiver, Nicole 
Vachon's ballet blanc for the 
hothouse plants of Les GBC's 
schools, transformed the Pulci
nella score into a decorous 
parade of nubile young things. 
Nicole Lamontagne, the great 
white hope of the system since 
babyhood, proved a butterfly 
in the making, with a delight
fully pliant torso and an abso
lute sense of herself. The work 
itself was a diluted, telescoped 
neo-classical derivative of Les 
Slyphides, notable mainly for 

its symmetry. A far cry from 
the zany, spaghetti-flinging 
free-for-all that Balanchine had 
forever stamped on the same 
score,Jardin left an overall 
impression of extreme care, not 
to say caution, and severity: old 
fashioned virtues not to be 
sneezed at. 

The less said about Brian 
Macdonald's lamentable 1972 
Jeu de Carles, the better. Useful 
company piece that it is, its 
sledgehammer jokes and sim
plistic premise demean dancers 
and choreographer alike. Mac
donald has come such a long 
way since then thatJeu serves 
only as an embarrassing 
reminder of his youthful 
excesses. It is well past time to 
lay it to rest. 

Bejart's Firebird appears to 
have dislodged several other 
turkeys as the company's party 
piece. Is it retained in the reper
toire because it needs only two 
real dancers? True, it can 
camouflage a lot of the faceless 
ones but it is not fit to frame 
the gifted. If The Rite of Spring 
could accommodate Paul Tay
lor's madcap Dick Tracy who
dunit, there is no reason why 
Firebird could not carry a Mao
ist tract : but the plain fact is 
that it is not very good dance. 

Opening night of the third 
weekend coincided with the 
finals of the annual Place des 
Arts choreographic competition 
in which Daniel Leveille and 
Claire Patry were awarded 
joint first prize by a badly split 
jury of international experts. 

After the jagged visions of 
the noon-time finals, Les GBC's 
world premieres that night 
proved to be just two apoca
lypses too many. 

The evening began with 
Ronald Hynd's Scherzo Capric
cioso, a pretty but trite divertis
sement set to Dvorak, for six 
soloists and corps. Silhouetted 
against Desmond Heeley's 
lantern-hung midnight sky and 
gorgeously decked out in white, 
silver and ripe peach finery, 
most of the dancers were as 
unsteady as newborn lambs. 

From ersatz Raymonda at 
the start, Hynd switched with
out warning to Cape Canaveral 
in the dreamy second section. 
He backed a lyrical solo by 
leggy Andrea Davidson with 
nine recumbent boys, like so 
many male (clothed) Olympias 
by Manet, then catapulted her 
off the stage in an accurate bur 

inappropriate approximation 
of a space age launch. 

Winding up to the strains of 
Danses Slaves, Hynd found 
himself back in Ruritania, with 
most dancers having about as 
much idea of the style Mittel 
Europe demands as a group of 
Iroquois fresh off the reserva
tion. Evidently someone in the 
front office noticed the prob
lem as well because Scherzo 
was summarily yanked from 
the New York program. 

Linda Rabin's Tellurian 
(earth dweller) and Macdo
nald's Etapes (Stages), though 
vastly different in style and 
intent, had similar frenzied 
dynamics. The scores, elec
tronic sounds by Philip Werren 
and Roger Manon's Concerto 
for 2 Pianos and Orchestra, 
(performed live), were equally 
doom-laden and evoked 
atmosphere rather than com
pelling motion. 

Rabin wove three squads of 
six dancers, each distinguisha
ble by different cokured body 
stockings, into surging patterns 
of ebb and flow. The work, 
like some impressionist paint
ings, gained by being seen from 
a distance and was least effec
tive when most detailed. Its 
style was callisthenic mime, set 
in a post-atomic landscape, 
peopled (if that is the word) 
with androgynous humanoids 
behaving like unstable molecu
lar structures. The quality of 
Rabin's inspiration was not 
consistent but her sci-fi message 
is as valid today as it was when 
Bosch put it on canvas. 

But· the angst, malaise and 
alienation became tiresome in 
retrospect, followed as they 
were by the angst, malaise and 
alienation of Brian Macdo
nald's Etapes. Macdonald 
chose a contemporary setting 
for his alarms and confusions, 
rendered highly theatrical by 
being reflected in a huge tilted 
distorting mirror. What was 
being mirrored was a society or 
an individual in disarray, trying 
every ploy in the book, and 
failing, to come to terms with 
itself. Artist Claude Girard, 
who had also provided the mir
ror, clothed the 12 dancers in 
monochrome beachwear and 
dark glasses: intimations of 
hedonism, narcissism and 
blindness. Frankly, except for a 
brief glimpse of Annette av 
Paul, all in white, as an angel 
of mercy or fragile lifeguard 

leading the beachdwellers to 

temporary haven, their pligh· 
did not touch me. Etapes wa. 
energetic, full of scissors hi -
jumps and collapses, over
complicated muscle wrench 
contortions and at least one 
leap centre stage by Rey D iz 
worthy of Spectre de la Rose 
but it was too 'with it ' ro m 
a lasting statement. 

A dance company, or an\ 
endeavour, is judged by rwc 
standards: the care with wh 
it maintains tradition and -
boldness with which it ann- -
pates the future. If the firs t • 
weekends showed the holes 
Les GBC's maintenance OIJG" 
tions, the third was a wry 
replay of Shaw's comment 
after his visit to the USSR: ': 
have seen the future', he sai.: 
'-and it works'. Since then 
have seen which way the fu: 
went. 

It seems -to me I have see~ 
the future of Les Grands Ba 
Canadiens and it does not • 
get no sense of a consistent 
taste or philosophy. Trying : 
be all things to all people i 
precarious balancing act, n 
worth the effort, that does 
ensure a future. It is al war 
likely to remain a hit an<l°rr. 
proposition because, as 
Shaw's great contemporaf\ 
remarked, you cannot please 
of the people all of the time 

Besides, artists do not ere 
in order to please people or: 
provide bottoms for theatre 
seats. The possibility of co -
mercial success is irrelevan · 
the process of creation. Arr 
brooks no compromise, no 
concessions to budget or re 
Jirik; art, to be worthy oft-. 
name, is absolute, accounra 
only to its own goals. Arri • 
therefore, normally starve .. -: 
ballet company, in order to 

viable in these demonstrab l 
hard times, has to comprorr 
But it cannot compromise 
totally. It must retain one s 
core of passionate belief in 
least one thing it is doing. 
erwise what is the point of 
survival? 

There are half a hundred 
people who comprise the c ·
rent GBC and I would li ke: 
pose this question to each o: 
them. 

KATI VITA 



Wyman Dance Theatre 
Elizabeth Playhouse 

ill the hoopla had died 
- . after the red-carpet entry 

ials into the theatre, 
: e anthems, the recep
:he liquor, the food, the 
·av cake for the Canada 
.:ii's 25th aniversary, after 
-:--eiling of the latest Jack 

It painting, after all this 
.: menta had faded into 

·ground, the newest 
'yman dances sat there, 

- . She'd brought three of 
plus one older piece, for 
'ience that had paid $50 

• or the privilege of sup
this company's work. 

·ere respectful in their 
ation, but cautious; the 

~rnvoked no spontaneous 
• of applause, no people 
-: in the aisles clapping 

·:-,eir hands hurt. That 
. • response is rare anyway, 

night it wasn't even a 
. iry. 

- cally, the best dance of 
ming was also the oldest: 
-:ia has been in the reper-

ce 1979 and it's a 
:hat I have come to 
illSpired by Picasso's 
irting', Hamartia is a 

n carefully sequenced 
.:IS. The rivalry between 
o dancers, (Mary Louise 

. and Christopher Neil 
e~·), seems to have been 
.:inated to a more urgent 
:;rnggle which they both 
ence in their own ways. 
er spinning about on 

• ;,ny wheeled stools, or 
• 11g about the stage, or, as 

.:o at the end of the dance, 
g from a frame of a 

,·ay, the sense that these 
·ill never escape their pri

"urdens is convincingly 
cred. If a tragic flaw is to 

ti fied in the pair, it's 
• made obvious. What is 
:.illy evident is the conclu
:hat in this scheme of 

• there's absolutely no 
·e from the dilemma of 
: · living. 

~haps the reason that 
... -rtia stood up to the new 
so well was it directness 
roach. The other pieces, 
not exactly escapist, 

: challenge the audience in 
ay. Anna Wyman Dance 

. re On Tour, for example, 
hat it promised to be-a 

Dianne Garrett and Denise O'Brien in Anna Wyman's Cadenza. 

fairly linear, overly mimetic 
chronicle of the daily grind of 
touring. The bus trips, the bag 
gage, the hotel rooms, dressing 
rooms, the receptions, rehear
sals and performances are all 
here, in a piece that cried out 
for compression. It had its 
moments, to be sure: Neil Wor
tley easing his way into a sting
ing hot tub, another dancer 
writhing about, unable to 

for two women, (Dianne Gar
rett and Denise O'Brien), set to 
Andre Gagnon 's Mes Quatre 
Saisons, was intended to 
explore 'diverse moods of 
colour and tempo in solo and 
partnering relationships'. It 
was a fluffly dance, with the 
women floating and darting 
about the stage in their pastel 
chiffon, but there really wasn't 
much there. The whole affair 
was well-staged and beautifully 
lit , as are all Wyman produc
tions, but it had no soul. 
Cadenza had flow but little 
else. 

I'm being hard here, because 
compared to the last dance on 
the program, Cadenza was a 
delight. The big bomb was 
Adastra, one of those cosmic 
dances with helium balloons, 
the latest synthesiser-pop 
music, painted costumes, dry 
ice, a monstrous hinged stretch
nylon pool. Get the picture? 
Figures flitted about under the 
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nylon, looking like waves with 
heads, then the men entered 
and swam about for a bit, 
before the pool cantilevered 
itself upstage with much noise 
and cranking. A section fol
lowed in which the men fork
lifted the women for a while, 
and then the whole process rev
ersed itself. The dance was 
more a visual excercise than a 
dance. Beyond its technique, 
the ether loomed. 

There are times when I want 
this company to scrap all the 
effects, the music and trappings 
chat camouflage the move
ment . I want to see them 
dance, and dance things that 
have a hard centre to them, 
something that we as an 
audience can push against. It 
happens, but it happens 
infrequently. 

PETER RYAN 

sleep, the fascinat ion of watch
ing a company warm up (so 
that's what they do), then 
watching them do costume 
changes in the middle of a 
'simulated' performance. What 
really weakened the dance was 
the final dancing, supposedly 
the culmination and raison 
d'etre for doing it in the first 
place. Made up of bits canni
balized from other dances, the 
'performance' performance was 
cute and ineffectual and ended 
without shape or any sense of 
completion. Maybe that's what 
it's like out on tour. If so, it's 
accurate, but that still leaves 
the audience with a dance 
that's too long, and not worth 
the wait once it's over. 1069 St.Clair Avenue. West 656-9 6 

Much of the work of Anna 
Wyman isn't about flow, that 
feeling that the movement 
leads inexorably along and chat 
the dancers are along for the 
ride. It looks wonderful when 
it happens, and I think that 
many people have an uncons
cious belief that dancing is all 
about this magical ingredient _ 
called flow. Of the dances that 
premiered on opening night, 
Cadenza was the only one chat 
contained it. This lyrical duet 

June 21 through 26 
Registration for Summer Term 
9:30 a.m. - 9:30 p.m. 

Co,ering be ·nn r 1 

(16 ,-ear~ of a,,e r 

Senio r Dance Di, · i n 
For tudem. ";·h ..1 m n -..._:n 

· ~ear cf 1ra,ni:1; 

Jl":\IOR DA:\'CE D l \"ISIO'.'\ 
For children be11innin2 through 

Grade Four (4 I,; 16 ye';irs of ;ge) 
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Pacific Ballet Theatre 
UBC Old Auditorium 
Vancouver 
8-10 April 1982 

Vancouver is a town w ith a 
very active roster of visiting 
international ballet companies. 
That a local classical company 
could survive and even flourish 
is a small miracle, In spite of a 
lack of hometown support 
which keeps it on the verge of 
collapse, British Columbia's 
Pacific Ballet Theatre seems 
determined to achieve just such 
a miracle. 

In its five seasons as a fully 
professional company Pacific 
Ballet Theatre has had its share 
of ups and downs but the 
growth has, nevertheless, been 
remarkable. In his short tenure 
as PBT's artistic director and 
choreographer Renald Rabu 
has built a tight little group 
chat can no longer be ignored. 
Indeed, the Canada Council 
seemed impressed enough at the 
end of the last season to give 
the company a modest spot on 
its list of worthy causes. 

At present the repertory con
sists almost entirely of works 
by Rabu. This season, however, 
Margo Sappington spent sev
eral weeks in Vancouver 
mounting her ballet, Weewis 
and next year PBT plans to 
include one and possibly two 
works by other internationally 
recognized choreographers. 

But, for the present, Rabu's 
ballets are the mainstay of the 
repertory and he has done a 
creditable job providing a wide 
range of works- from Ropes , 
his award-winning study in 
eroticism, to the fanciful 
Pierrot . 

Pacific Ballet's spring season 
featured two new works: apart 
from Sappington's Weewis 
there was a new ballet by Rabu 
based on the life of Judy Gar
land and appropriately entitled, 
Forever Judy. 

Weewis was first presented 
by the Joffrey Balley in 1971 
and has since been performed 
by several other companies. 
Although it deals with relation
ships, a topic seemingly more 
suited to the sixties than the 
eighties, Weewis retains its 
relevance and power. The vio
lence and tension of the piece 
provide some very dynamic 
moments. The dancers demon
strated considerable versatility 
by skillfully manipulating a 

Suzanne Ouellette of Pacific Ballet Theatre in Renald Rabu 's Forever Judy. 

style so different from classical 
ballet. 

Rabu's Forever Judy is an 
ambitious undertaking for 
PBT. By small company stand
ards, it is a lavish ballet. 
Broadway style corps routines 
and striking set and costumes 
establish a stylized period 
tone for the work. Rabu has 
assembled a score including 12 
of Garland recordings to build 
a ballet drama that attempts to 
capture some sense of the 
dreams and tragedy of the 
legendary singer's life. 

The main dramatic focus of 
the ballet is a conflict between 
Judy 'the star' (Suzanne 
Ouellette) and the young Judy 
(Andrea Lougheed). The star is 
confronted by her alter-ego but 
succumbs in the end to the glit
ter of Hollywood. 

Several of the segments, 
aided by Ouellette's strong 
dramatic abilities, are particu
larily effective. At one point, 
toward the end of the ballet, a 
small standing window about 
four feet high is placed in front 
of Ouellette. The stage is com
pletely black except for a single 
white spot shining on the win
dow. Ouellette seems to be 
trapped in a large glass box. 
She performs a moving solo to 
Garland's The Man That Got 
Away. In a shocking finale she 
smears paint on the window in 
front of her, creating an 
abstract expressionistic paint
ing with her desparate and 
pathetic movements. 

Rabu's strength is more as a 
designer than as a choreo
grapher of steps . He is a 
craftsman of rich visual images. 

Above all he has a formidab • 
dramatic talent. It often !ear: 
to the sentimental but his ra 
includes the full spectrum o;: 
human emotions. His balle:_ 
tend to be warm and touchu:_ 

Rabu has been criticised : • 
lacking musicality and bein 
overly concerned with pictur~ 
at the cost of real movemen· 
While these accusations are;-: 
entirely without foundati on 
they tend to overlook the fa 
that his central concern seem 
to be one of total concept an.: 
design. He draws his inspi ra
tion from the emotions that : 
music evokes. 

Pacific Ballet Theatre is 
developing a very appealling 
look. The 10 dancers sparkle 
with youth and energy. Tech · 
cally they have some distance 
to go, but they are growing. 
The presence of Earl Kraul th 
year as ballet master has 
obviously born fruit. 

Stars are beginning to shi 
Charie Evans is the most nota· 
ble. She is a picture of grace 
and is proving herself to be an 
accomplished artist. Merri ll 
Lochhead , new to the com
pany, is another emerging tal
ent and Suzanne Ouellette's 
strong dramatic sense is an as. 
to the company. 

While the men too have 
their strengths, (Robbie Wald
man is a sprite, with considera
ble charm and stage presence . 
they lack the strength for som 
of the more demanding classi
cal work often showing the 
strain under a heavy load of 
lifts. 

The next few years are cri r:
cal for Pacific Ballet Theatre. "· 
has made significant strides 
towards building a BC-based 
classical company bur loca l 
support has been slow in com
ing and is still only a trickle. 
It's anyone's guess if it will 
arrive soon enough and in big 
enough doses to root firmly 
Pacific Ballet Theatre for time 
to come. 

LAWRENCE PANYCH 



Dance Theatre 
Elizabeth Playhouse 

ruary 1982 

ne Allan's Mountain 
Theatre 

• El izabeth Playhouse 
arch 1982 

dance burst into Van
er in a variety of new forms 

early 1970s. Important 
.,, the inf! uences was the 

ping dance program at 
_n Fraser University which 
_ced a number of interest-

xw dancers and stimulated 
who needed to be 

ned. Making use of 
= ment OFY and LIP grants 
-n were plentiful in that era, 
· of these dancers commit

·::emselves to establishing 
·e companies. All those 
:::ed during this period have 

,,one enormous upheavals: 
o f the survivors, Terminal 

.. \.1auryne Allan's Moun-
Da nce Theatre and Prism 

:,ce Theatre, have gradually 
oped distinctive identities. 

ominal City is Vancouv
and one of Canada's, most 
.g and brilliantly imagina-
.iance companies. The 
<ling members of the com
. Karen Rimmer, Savannah 
mg and Terry Hunter, are 

rly working with Ahmed 
; though much of their 

e:-ial is a result of collabora
rocesses each of the found

- been developing his or 
;vn prodigious choreogra-

- ra lent as well. They have in 
:mon a willingness to force 
ernent, voice, music and 
:nne into wildly unusual 
:ionships in order to con

the issues most basic to us 
-primal questions of identity 

he frustrating search for 
: ionship. These issues sound 
.rr heavy for a children's 

· but Terminal City's most 
r concert, carefully, and 
ally successfully, selected 

·erial appropriate for a 
ng audience. 

T vo of the works, Creature 
• Drum Mother, feature 

_ · Hunter in massive, color
=ostumes which incorporate 

:..JTl heads. The dances inte-
~e Hunter's skills as a percus
ist into earthy archetypal 
ges . Creature, the older 

Terry Hunter of Terminal City Dance in his Creature. 

work of the two, is the more 
successful. The rustling, 
harvest-colored raffia costume 
designed by Evelyn Roth is used 
to enact references to the myste
rious processes of evolution. 
The creature emerges from a 
plantlike state, shakes its drum
stick feet together with the ner
vous chirping of a cricket and 
races up the phyla until we 
finally get an intensely potent 
medicine man, completely in 
charge of a rich explosion of 
percussion. Drum Mother, in 
which Hunter wears a large 
Earth Mother mask and a huge 
orange and red hooped dress, 
does not fully explore the 
potential imagery of the cos
tume. Yet, Terminal City is 
usually patient enough to nur
ture their infant pieces. 

Banana Split, danced and 
choreographed by Savannah 
Walling and Ahmed Hassan, 

with a score by Elyra Campbell , 
is an hysterically funny dissec
tion of a relationship. The 
dance is a sophisticated play on 
manners; a number of uproar
ious episodes are set to changing 
versions of ' begging your par
don ' and 'excuse me'. In any 
other setting, I probably would 
have thought in terms of adult 
relationships as the conserva
tively dressed couple tease, 
harass, and make amends with 
each other. The children around 
me, however , shrieked deligh
tedly and knowingly as the two 
actor-dancers provoked each 
other with counterpoints of 
'You're driving me crazy-
- You're already crazy'. 

The other clear favorite with 
the kids was Hunter's Candy 
Man. A raggedly dressed Hun
ter darts on stage with a wheel
barrow full of goodies. As half 
demon, half saint, he coos and 
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growls at the audience as, 
unpredictably, he distributes 
and snatches up candy, money 
and spurts from a water pistol. 
Hunter is superb and his per
sona, tantalizingly dangerous, 
resonates on very adult levels as 
well. 

These wild antics are quire 
different from what one ets a 
a Mountain Dance perfo:-
mance. Even when an e:i.are 
evening is not ch 
Mauryne Allan. 
did do ali ix pi 
cert), the wor'· 
more abstract s 
gift increasin ~- ex. 
her work, is o in· 
abstract kinetic and composi
tional concern ,vith human 
emotion-sometimes warm, 
sometimes troubled, but always 
present. The dancers never 
become visual pawns lost in the 
service of a larger kinetic whole; 
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their human ity always remains 
important. 

Also evident in Allan's work 
is a determination to expand 
creative range: the pieces are 
quite varied. Short Circuit, ably 
danced by Paulette Bibeau, is a 
cheerful assemblage of mildly 
zany movement phrases. The 
down homeness of the Leon 
Redbone score is translated into 
a looselimbed cavort with 
quirky accumulations of body 
isolations, quick freezes and 
gleeful strollings and rollings. 
It's quite a contrast to the des
pairing quality of Here in This 
Hollow Space, in which a man 
and woman, initially confined 
in separate pools of light, seek 
to stretch and reach out of their 
isolation. Their union is a study 
of disunion; as one dancer curls 
or arches away from the other, 
each atte~1pt at harmony 
quickly erodes into suspicion 
and dissension. 

Also packed into this evening 
was And Wild Shall They 
Remain, a glimpse at Id imps 
who are able to achieve com
munication, and finally com
munity, through shared ritual. 
Phase 360 closely follows the 
concerns of a lushly repetitive 
Steve Reich score while manag
ing to keep its display of the 
dynamics of pure movement 
warmly human. Allan's tribute 
to Royal Winnipeg founder 
Gweneth Lloyd, entitled For 
Gweneth, features three dancers 
dressed in pastel leotards and 
silky skirts dancing a lyrical 
arrangement of always changing 
dance phrases. Even the ending, 
which had no real denouement 
continues with the fresh discov
ery of more movement, suggest
ing a life bubbling with una
bated vitality. Tangents, a new 
work, presents six dancers in 

performances 

loose shiny green body suits 
sweeping across the stage with 
full, rounded glides, leaps and 
jumps. Groups separate, indi
viduals travel separately, rejoin 
forces and continually create a 
feast of swirling, jubilant 
movement. 

Mauryne Allan, as this quick 
survey suggests, is a prolific cre
ator in terms of sheer volume of 
work- but at a price. Most of 
the works need editing and clar
ifying. Unlike watching Termi
nal City develop its repertoire 
through time, one rarely gets to 
see Allan's works undergo 
major surgery. Pieces just tend 
to drift away from the reper
toire to be replaced by studies 
representing Allan's latest inter
est. I don ' t think this is a totally 
reprehensible approach in a 
young choreographer. Allan's 
dances continue to indicate 
enough growth in craft to sug
gest that all these explorations 
are contributing to the devel
opment of her talent and, one 
hopes, in the future, to a some
what firmer and more polished 
presentation of her ideas. 

Another problem that's diffi
cult to overlook in the company 
is the unevenness of its dancing. 
The population of the group 
has changed drastically each 
season and not only are there 
problems in developing the per
formance and technical skills of 
new dancers, but ensemble 
work doesn't convey the kind of 
group rapport which can only 
emerge over time. 

Prism Dance Theatre has suf
ferred even more dramatically 
from the loss of good dancers. 
Many of the present company 
members have raw edges and 
neither of the artistic directors, 
Gisa Cole and Jamie Zagouda
kis, both charismatic per-

classes in: 

master classes ballet 
~------------) contemporary 

( 6450 Gilp,n St Burnaby BC VSG 2J3 jazz 

student/teacher shape-up 
workshops 

6450 GILPIN ST. 
BURNABY, B.C. V5G 2J3 
(604) 299·3210 
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formers, danced in recent con
certs. They seem to be 
concentrating on developing 
their choreographic skills. 
Zagoudakis has especially 
focused on branching out from 
his jazz roots and his work, 
Wading, shows how far he has 
come. The work features three 
dancers clad in subtle browns, 
the women in gauzy print 
dresses, the man in a darkly 
shimmering unitard. To a 
peacefully melodic score by 
Stavros Xarhakos, the dancers 
swing arms and torsos as water 
images ebb and flow. The dance 
evokes a certain hypnotic undu
lating quality but details that 
could perhaps be forgiven in 
earlier performances are now 
irritatingly glaring. The dancers 
only occasionally give the 
sweeping movements the kind 
of breathy extension they 
clearly need-a case of the 
dancers getting in the way of 
the dance. A compounding 
problem apparent in most of 
the works, concerned the atti
tude of the dancers. They con
vey an underlying confusion 
about what they 're doing in the 
dance. In Wading there was an 
inexplicable fluctuation 
between cool abstraction and 
the random attempt of one 
dancer or another to smile and 
make eye contact as if the piece 
was really supposed to suggest 
an underlying folksy 
camaraderie. 

Another work, Fascinatin ' 
Rhythms, a jazzy 1980 dance by 
Zagoudakis, is much less fascin
ating than it used to be. The 
dance opens and closes with a 
slick, bouncy collection of 
slides, turns and kicks per
formed in comfortable unison. 
The middle is a medley of var
ious character or mood pieces. 

These snippets have much !es 
character and mood now sin 
Jamie Zagoudakis is no longe
doing his bombastic solo stru· 
nor Shelley Cromie, (no longe:
with the company), bringing 
her sleek finesse to a high
stepping vamp number. The 
whole work, which used to 
burst its seams with energy, 
feels slack, and limps a little. 

The one improvement I sa 
in the dancing was in Zagou -
kis' Echoes, a sensuous, sculp·~ 
ral duet. A good solo dancer 
does not always make a good 
partner and Zagoudakis used 
invariably to indulge in idios -
cratic timings which created 
havoc with material in unisoc 
or canon. Now, with Robert 
Fung (replacing Zagoudaki 
and Sarah Williams perform
ing, it's a relaxed, graceful 
exploration of bodies coil in 
and stretching into space. 
Echoes is now able to reveal 
itself as a pleasant, well
designed dance. 

None of the growth in rhe 
Vancouver companies has pr 
ceeded on a smooth upward 
continuum; these spring sho -
ings catch the groups at quire 
different moments in their,. 
tile paths. The one thing th 
all share this season as in the 
past, is the struggle to capn.1.r:
Vancouver audiences who ar~ 
much more willing to take 
chances on large, imported 
dance events coming to the 
Queen Elizabeth Theatre tha:
on exploring the offerings of 
local groups. The audiences a· 
all three concerts were pit ifu : 
small. If only the viewers of 
dance in Vancouver had lea 
as much in the last decade as • 
dancers! 

SUSAN INMAN 
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·n experimental venture, the 
·;onal Ballet has chosen to 
de the Toronto component 
·s 1981 / 82 season into 
re rather than the usual two 
. . What used to be called a 
:mg Season' is now emphat

\" a winter season and, in its 
· -week span offered such 

·1ence favourites as La Fi/le 
- Gardee and Swan Lake 

wiching between them a 
ed bill of fare. This 

· ded the season's only new 
: •-Constantin Patsalas's 

··.iraja-which, inevitably, 
:e the full brunt of critical 
~ rmy. 

·•hat first strikes one about 
-- :zraja is the remoteness of 

central trio. Dressed in 
en body stockings and 

rate headdresses, Amalia 
el horn, David Nixon, and 

zell a Witkowsky stretch into 
e. li ke young gods waking 
;n sleep. Behind them looms 
· ell Jacques' enormous free

rm sculpture, a presence 
-ose sweeping curves suggest 

large public figures of 
nry Moore or Alexander 

- der. Suddenly there's a 
- h, and Kevin Pugh inter-

t , whipping wildly around 
cage, while a group of men 

wly carry their partners 
-oss. 

O ne thinks of Anthony 
or's Shadowplay, but rhe 

ri d he created was specific, a 
_ gle, wherein a single char
:er, The Boy with Matted 

...;air, worked our his conflict 
·ween innocence and power. 

_ ewise, in Nataraja, the con
er is inner and personal: 
.iva, lord of the dance, in con

t with himself and his 
wer, indeed desire, to create 

-d destroy. Each time he 
- ieves a kind of harmony, it 
!lapses, destroyed either by 
me internal drive or by some 

• ·rernal force. Patsalas' dances 
- nle relentlessly forward 

h ile Jacques ' sculpture moves 
- rough its inexorable rotation . 

But how does a choreo-
- apher make conflict clear to 
. audience without a list of 

.:, aracters or a lengthy program 
- re about The Young God 
- d The God He Must 

come? In particular, how 
.:oes a choreographer focus the 

Artists of rhe National Baller in Constantin Parsal~s• new work , Natara;a. 

attention of an audience when 
the conflict is presented by 
three dancers? 

In Nataraja Patsalas rakes us 
into a strange, exotic world. It 
might be one of ruined temples 
and monkey gods, though not 
the romantic world of La 
Bayadere, because the com
poser, Jacques Charpentier, has 
been fascinated by Eastern 
music for many years. Indeed, 
during the 1950s Charpentier 
was a pupil of Olivier Messi
aen, who taught him much 
about Eastern music and atti 
tudes. Or it might be the world 
of another planet, because the 
lighting is cool and distant and 
the dancers often move in a 
kind of slow morion, fre
quently against the rhythms of 
Charpentier's score. 

Committed to a trinity, Pat
salas and his colleagues have 
been immensely resourceful in 
attempting to resolve this for
mal question . Jacques Charpen
rier's Third Symphony (1969 ), 
subtitled Shiva Nataraja, is one 
of the most fascinating and 
complex modern scores the 
National has ever used. It 
requires a large orchestra wit.h 
additional percussion, such as 
maracas, a glockenspiel, and a 

xylophone, but George Crumb 
and the orchestra gave a good 
account of themselves. So too 
did the dancers, though the 
corps looked in need of more 
rehearsal. Several minutes into 
the ballet there is a long adagio 
for Schelhorn and several men, 
during which she is turned, 
twisted, and carried around the 
stage. She looked serene and 
confident; the men , however, 
looked ill at ease and unsure, so 
that what should have 
appeared seamless was jerky 
and edgy. Kevin Pugh executed 
all manner of turns, but looked 
strangely removed from the 
drama around him. So too did 
Kimberly Glasco. Nonetheless, 
Nataraja provides her an 
opportunity to display her 
handsome line. Bur balletgoers 
already know of Pugh 's turns 
and Glasco's arabesque. As 
well, we know that Schelhorn 
has wonderfully long legs, 
Witkowsky an imperious car
riage, and Nixon splendid 
arms. We know these things 
from other ballers. The fru s
tratin g thing about Nataraja is 
that we learn nothing more 
about the dancers, even though 
this ballet contains some of 
Patsalas' most arresting cho-
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reography. Its references to 
insect life are numerous and 
fascinating, and the movements 
often look right on the dancers. 

When everything is consi
dered, however, Nataraja fails 
to connect with the aud ience. 
There's a business-like imper
sonalness to the piece that pre
vents one from caring about it 
and encourages the suspicion 
that the best dance in Nataraja 
may be nothing more than Rus
sell Jacques ' sculpture moving 
slowly through 360 degrees 
from first moment to last. 

LAWRE CE HASKETT 
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Choreographers' Showcase 
Dalhousie Arts Centre 
Halifax 
5 March 1982 

Ten years of steady application 
and saintly long-suffering in 
cramped quarters have paid off 
for the Halifax contemporary 
dance community and nine of 
its most prominent 
personalities. 

Wisely having focused their 
energies in the past on the hon
ing of their choreographic tal
ents, the nine in question-Pat 
Richards, Francine Boucher, 
Jeanne Robinson, Penelope 
Evans, Diane Moore, Ellen 
Pierce, Duncan Holt, Valerie 
Dean and Don Rieder-decided 
this year ro take the plunge and 
gamble on their market value 
with the city's arts administra
tors. Late last fall they won 
their bid to stage a choreo
graphers' showcase in early 
March in Halifax's largest con
cert hall, the Rebecca Cohn 
Auditorium of the Dalhousie 
Arts Centre. 

Even to those on the outside, 
the win was seen as a major 
coup for dance in Halifax. 
Since the advent of the Halifax 
Dance Co-op in 1972, the local 
popularity of dance had blos
somed spectacularly. (The 
Halifax Dance Association, 
renamed last year, now tend to 
650 students a week. ) 

However, the various studios 
around town have seldom been 
adequate for performance pur
poses. Even the biggest shows 
have had to be mounted in 
small studios or modest rented 
facilities. Meanwhile across 
town one touring company 
after another has crossed the 
stage of the Rebecca Cohn 
Auditorium, playing in most 
cases to full houses. 'Why not 
us too?' asked the local groups. 
By late fall they had their 
answer: a place in the Dal
housie Cultural Activities' win
ter calendar, the financial back
ing of the Arts Centre and the 
Nova Scotia Department of 
Culture, Recreation and Fit
ness, and a director for their 
showcase in the form of the 
provincial department's Head 
of Performing Arts, Michael 
Ardenne. 

The challenge of the Rebecca 
Cohn Auditorium was two
fold: not only were the choreo
graphers faced with adapting 
their work to the expansive 

demensions of an 1,800 square 
foot stage, come March 5 there 
were 1,041 seats to fill. No one 
is giving arts groups a second 
chance these days, least of all 
Dalhousie Cultural Activities 
Director Erik Perth, who at the 
time of the showcase, had 
already declared a moratorium 
on classical music in Cultural 
Activities 1982/ 83 season, in 
response to flagging ticket 
sales. 

Knowing this, the choreo
graphers took the most efficient 
route open to them: they 
divided the program into nine 
roughly equal slots, each cho
reographer responsible for his 
own part in the scheme.Two 
weeks prior to the showcase 
they came together to meet on 
the Cohn stage from their var
ious settings around the city: 
Francine Boucher from the 
Theatre Department at Dal
'housie; Pat Richards from 
Dal's Physical Education 
Department; Jeanne Robinson 
and Duncan Holt from their 
own studio at Nova Dance 
Theatre in downtown Halifax; 
and only a few blocks distant 
from them, Penelope Evans 
from the Halifax Dance Asso
ciation; leaving the indepen
dents-the husband and wife 
team of Valerie Dean and Don 
Rieder (who comprise Klauni
ada) and Diane Moore and 
Ellen Pierce-to check in from 
their own private facilities. 

Their dream of broad public 
exposure was realized when the 
show sold-out days in advance 
of its opening. Theatre sources 
verified later that more than 
200 people had to be turned 
away at the door. 

The results inside the hall 
were predictably uneven-as 
varied in imagination and crea
tive skill as were the back
grounds and experiences repres
ented. Yet the overall 
impression was positive. 

Not surprisingly, the stand
ard of choreography was better 
than the dance itself. There is 
still a dearth of good dancing 
in Halifax, in stark contrast to 
the creative talents here. 

Nowhere was this more 
apparent than in Pat Richards' 
Which I is I, a superbly crafted 
philosophical probing of the 
human soul. Yet she lacked a 
group of dancers equal to her 
choreography. Jeanne Robinson 
skirted that problem in Shifting 
Gears by staging her work for a 

single dancer: herself. This was 
a fast, high-energy piece that 
sent her tracing geometric pat
terns in alternate corners of the 
stage. There was a little hum
our to go along, a little melo
drama in the presentation that 
guaranteed our attentiveness, 
altough it did, however, sag in 
the middle, never quite regain
ing its momentum. 

The synthesis of dance and 
nature in Francine Boucher's 
Dances from the Marshlands, 
was a third highlight in the 
program. Boucher's own solo 
'bird dance' was cleverly con
ceived and brilliantly executed. 
Her application of animal 
sympathies to the human form 
combined realism and surreal
ism in a striking display incor
porating colour, texture, slides, 
music and dance. By contrast, I 
found Duncan Holt's Squares 

. pretentious. The in-depth anal
ysis of dance and choreography 
that accompanied the dance 
(via voice-over) seemed inap
propriate given the visual evi
dence of a young choreographer 
(Holt) still coming to terms 
with his own creativity and not 
yet choreographing with mem
orable results. 

There was, however, mit
igating evidence of deep 
thought in Holt's work, more 
than I discerned in either Pene
lope Evans' Economics or 
Waltz, or Ellen Pierces' Run
ning Time 2:27 which (except 
Waltz ) leaned heavily for effect 
on large numbers of dancers, 
infectious music and attractive 
costumes. 

Which leaves for contempla
tion Diane Moore and the 
Klauniada team, Valerie Dean 
and Don Rieder. I confess I was 
lost throughout most of 
Moore's Short Stop, confused 
by her schizophrenic meshing 
of dance and theatre. The work 
was as authentic as dancers 
hawking imaginary peanuts, 
popcorn and cold beer in the 
audience could make it, but it 
did keep us wondering, every 
time the baseball game broke 
for a little traditional contem
porary dance, just what was 
gomg on. 

Valerie Dean followed a 
somewhat similar route in 
Amelia (read Earhart), hers 
with voice-over. The most 
exciting thing about the work 
was Dean's face in transition, 
lighting up with whatever 
expression or emotion each 

small segment (of many) con
veyed. The segments created a 
problem for the audience. So 
disjointed did each appear, th ac 
when Dean was finally fin
ished, there were a few 
moments of silence while the 
audience waited, unsure if the 
act was indeed over. 

Dean was again onstage for 
Don Rieder's Ward Variations 
playing a doctor on one side of 
the stage to Rieder's psychiatric 
patient on the other. The 
action switched from one to 
the other, with Rieder keeping 
up a steady stream of enor
mously funny. antics in the tra
dition of the Czech artists ' 
black humour. Rieder's comic 
timing was marvellous, though 
the relation.ship between him
self and the doctor, quietly 
working at her desk, was neve· 
clear. 

It's a curious fact that many 
of the nin•e choreographers are 
imports. Penelope Evans, Dun
can Holt, Ellen Pierce, Diane 
Moore and Valerie Dean have 
their roots here, yet of those 
five, four have spent extensive 
time away and have only 
returned within the past two :
three years. The others came a: 
different points: Jeanne Robi -
son from the Boston area, Par 
Richards from England, Fran
cine Boucher from Quebec, an: 
Don Rieder from the West 
Coast. 

One thing appears certain: 
they form the basis of a strong 
and mutually supportive con
temporary dance community ·:
Halifax. The Showcase's over
all success augers well for the 
future and there is already tal k 
of holding a similar event next 
year, this time for two nights. 

BARBARA SENCHUK 



Groupe de la Place Royale 
-arional Arts Centre 

ncegoers familiar with the 
rk of Le Groupe de la Place 
yale are now quite used to 
ing the dancers choreograph, 

· ce, sing, act, compose and 
ar music for their performan-
-_ Even so, it is still impres-
e and unusual to see a com
ny developing and 
couraging all these talents in 

; members. Le Groupe's pro
.am on March 31 followed an 
·ablished and successful for
ar: a work repeated from the 

·ious program (Peter Bone-
. 's Collector of Cold 
eather), and two new pieces 
e choreographed by the corn-

y, another by associate direc
; Jean-Pierre Perreault. The 
en ing had a nice rhythm: a 

- xrure of serious, funny, 
mil iar and inexplicable, and 

audience responded 
husiastically. 
T he new company work was 
led Surfaces, performed to a 

licate percussion and elec-
- nic score by Montreal com

r Harry Kirschner. It was 
.. .nly taped and partly played 

e by Michael Montanaro 
_ Janet Oxley (when she 

n' t dancing) . The set, 
igned by Perreault, was an 

~egral part of the dance-tall 
Yable screens, some solid 

ack or white, some transpar
r vinyl and mylar. The 

--:eens defined areas, and the 
·ncers were defined in relation 

the areas-sometimes 
c:: losed in a transparent cubi

e. sometimes reflected in mir-
• r images, sometimes appear
- and disappearing like 

ures in a house of mirrors. 
: moments the panels moved 

...--,-steriously, like doors slowly 
ning by themselves (we 

· · uldn' t see the dancers 
hind); at other times the 

.::.rncers were clearly seen mov
-g rhe panels, like stagehands. 

The encounters among these 
;.:reens were sometimes bright 
;id athletic, sometimes sudden 
.id violent, at other times slow 
;id dreamlike, now one, two 
~ three dancers, now all of 

-~em moving together. It 
tarted with Chris Ciccone and 
obert Chiarelli (new members 
; the company), dressed in 

ketball shorts and knee-high 
oollen leggings, moving and 
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Chris Ciccone and Janet Oxley in Jean-Pierre Perreaulc's new work for Le Groupe de la Place Royale, Calliope. 

grappling with each other. 
Meanwhile Suzanne McCarrey 
undulated in a bathing suit in a 
vinyl cubicle. Then we saw 
Suzy alone and the panels 
began to move. More of the 
dancers appeared, in coveralls 
of a warm pinkish fawn colour, 
and gradually everyone was 
dressed in coveralls. Coveralls 
of course have pockets, and one 
segment had Janet Oxley 
sprinting and darting around 
with her hands firmly in her 
pockets. Sometimes-especially 
in the slower movements-one 
was aware how much the cove
ralls hid the lines of their 
bodies and wished to see them 
more clearly. However in the 
more athletic moments and the 
sudden, fast appearances and 
disappearances - like quick 
snapshots- the coveralls worked 
very well, and went perfectly 
with the idea of dancers as both 
dancers and stagehands. 

Towards the end there was a 
marvelous slow, dreamlike 
sequence where the dancers 
seemed to be swimming 
underwater behind glass doors, 
staring and moving slowly 
towards us, one reflected 
behind another. I thought that 
was a perfect moment to end 
on, but they tacked on a coda 
in which Cathy Kyle slowly 
comes out of her coverall and 
moves into darkness in her 

bathing suit. Even though Kyle 
is slim and beautiful, it was a 
long, awkward disrobing, and 
didn't seem to have anything to 
do with the rest of the dance. 

Jean-Pierre Perreault's Calli
ope was certainly the more 
startling and funny of the even
ing's new works. Three men 
and three women, dressed in 
tuxedos with black bow ties 
and cummerbunds, all carried 
small black harmonicas, stuffed 
in their mouths and suggestive 
of bizarre moustaches. They 
breathe in and out through 
the harmonicas as they dance, 
and this provides the musical 
score, devised by Vancouver 
composer David MacIntyre. 
Once you got over the initial 
shock (and some didn't, calling 
it merely cutesy-pie), Calliope 
proved to be an extraordinarily 
well-defined and entertaining 
piece. The dancers didn't 
always have the harmonicas in 
their mouths: there was a series 
of dances by different couples 
while the other four sat on 
musicians' stools upstage and 
accompanied them. Jackets 
were removed and we saw that 
each dancer wore smart black 
suspenders over the white shirt. 
Dancers and players changed 
casually with each other: at one 
moment the three men 
(Michael Montanaro, William 
James and Chris Ciccone) 

danced together while the 
women (Tassy Teekman, Janet 
Oxley and Suzanne McCarrey) 
sang and played. It wasn' t so 
much singing as chanting quick 
patter, and I wish I could have 
caught their words more clearly 
(we heard 'sophisticated lady' 
and 'unsophisticted' repeated 
quite often ). Whenever I hear 
words, I want to hear them 
clearly. Even so, it was engag
ing and outrageous and I under
stood, as though for the first 
time, the meaning of mouth 
organ. 

After these two new works, 
coming back to The Collector 
of Cold Weather was like 
returning to an old friend, 
(reviewed in Dance in Canada 
No. 26) . 

Inexplicable and puzzling as 
it may be, The Collector of 
Cold Weather is a highly 
charged theatrical experience 
and one that could only be per
formed by excellent dancers 
who also have well trained rni
ces for speaking and singing. I 
don't know of any orher com
pany in Canada or the CS that 
develops such multiple talents 
in all its members- and 
encourages them to be choreo
graphers as well. Le Groupe de 
la Place Royale remains a uni
que and valuable institution. 

BURF KAY 
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Shumka 
O'Keefe Centre 
Toronto 
7 March 1982 

At the heart of traditional 
Ukranian folk dance lies ges
ture, gesture that is expressed 
within the stories of the dances. 
These story / legends have been 
preserved for many centuries 
and are illustrative of the hier
archical structure of the feudal 
societies of the Ukraine's four 
provinces. Gesture is the essence 
of Ukranian dance, giving it 
meaning and form and thus 
allowing it the honoured posi
tion of an archetypal art form 
rather than merely that of a 
circus-like acrobatic spectacle. 

Shumka, a Ukranian ensem
ble from Edmonton, was estab
lished in 1959, 'to preserve and 
promote the development and 
advancement of the Ukranian 
culture as part of the Canadian 
Heritage, through dance'. All 
50 members, (amateurs who 
earn their livings offstage), dis
played their dedication and 
professionalism with a high cal
ibre and spirited energy which 
brought a glistering perfor
mance and gave proof of the 
appropriateness of their com
pany name- 'Shumka' means 
'whirlwind' in Ukranian. But, 
it is this very glistering whirl 
which, by the third dance of a 
long program, begins to plague 
the senses. Shumka has 
obviously chosen to be a troupe 
noted for spectacle-dazzling 
costumes and high-pitched 
Stunts. 

When the troupe attempts to 
be authentic problems begin. In 
the welcoming dance Ukranian 
Spirit, for example, the dancers 
greet the audience in the cele
bration of the dance. The sym
bolic apron draped around the 
hands and the traditional Paska 
(Ukranian Easter bread) is 
offered. The overpowering 
music and over-extended smiles 

of the dancers did not allow the 
reverance and grace of the 
dance to permeate the audience. 
A dance such as this must be 
developed from the inside out 
in order to justify the intent of 
the gestures. If not, the gestures 
become empty and nebulous. 

Malanka Prelude, a group 
dance choreographed by the 
members of Shumka, is tradi
tional character dance which 
encompasses a large territory. 
There are actually three smaller 
dances within the one main 
theme. A fornine teller predicts 
both gloom and joy for four 
young couples. Then, a tradi 
tional Hutzul dance, with its 
beautiful patterns, brings back 
memories of youthful, high
spirited days for the Ukranians 
in the audience. Weaving in 
and out, the dancers form cir
cles which melt into each other. 
Sometimes there are three cir
cles going at once. The visual 
effect is impressive, even a little 
mesmerizing, but the dancers 
lacked the genuine gaiety 
needed to depict this dance in 
its real folk style. 

The core of Malanka Prelude 
centred on four masked anim
als who assume human charac
teristics. The elaborate masked 
headdresses were creatively and 
colourfully designed but I sus
pect I was not alone in my dif
ficulty to figure out what their 
purpose truly was. Like a barn
yard scene from 'Old Macdon
ald', the animals challenge the 
peasants one by one. They are 
ringing in the New Year. 

A further solo brings us a sad 
young maiden. The technical 
demands of this otherwise deli
cate dance are few-a smatter
ing of pirouettes-and the per
former must, therefore, draw 
on inner understanding and 
knowledge of the gesture. It 
only can give meaning to the 
dance. It was missing. Just how 
much of the true spirit and his
tory of Ukranian dance, one 

wonders, do these dancers 
really understand? Their danc
ing lacked the third dimension 
of authentic folk sensibility. A 
sense of spiritual emptiness 
prevailed. 

Napad, another traditional 
folk legend, includes the beauty 
of a symbolic kerchief dance. 
The women use their kerchiefs 
to accentuate the dance. This 
section, hidden within the 
greater spectacle of the men's 
dances, was the finest little 
piece of choreography in the 
whole program. The gentle 
sovereignty of the Ukranian 
maiden is truly felt by the 
dancers who display it with 
care and understanding. The 
delicate chiming of the soft 
music was rendered delightfully 
by the orchestra. 

Inevitably, there was a high
kicking acrobatic spectacle to 
close the show-the pyrotechni
cal bravura dancing of Cossack 
men. It was a good climax for 
all those Ukranians in the 
audience who needed to feel 
their heels again. However, 
after the program, I couldn't 
decide in my own mind 
whether I had actually seen 
traditional Ukranian folk 
dance or merely its representa
tion delivered to us all in a 
well-meaning attempt to 
uphold, patriotically, one ele
ment of Canada's diverse cultu
ral mosaic. 

My eyes saw but my senses 
were unable to feel. 

JUDITH POPIEL 
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EDMONTON'S MODERN DANCE COMPANY 

Toronto Dance Theatre 
June 1 0, 11 . 12 

Odeon Studio 
University of Ottawa 

June 18 & 19 

Tickets $7.50 Available at the door 

Toronto Dance Theatre 
Studio Theatre 
Toronto 
March 1982 

As of February 8, the Toronto 
Dance Theatre was officially 
back in operation, reassembled 
intact after a much-publicized 
eleven-week shutdown, and 
actively sketching its distincti\'e 
silhouette back into prominen , 
on the calendars of Toronto 
dance. 

Perhaps spurred on by the 
enforced rest-and shaken by 
thought of possible extinction. 
however remote at this point
the company spent March and 
April in a whirl of slightly schi
zophrenic activity. Easter founc: 
TOT performing co-artistic 
director David Earle's Faure 's 
Requiem Mass, a stirring wor · 
that flows with soft anguish 
and meditative human digniq·. 
Ceremonial in structure and 
humble in manner, Earle's ww 
demonstrates the power to be 
found in spare, unembroidered 
images. On Good Friday, the 
piece was effectively fragment -
between readings, sermons, 
offertories, and communion, 
and accompanied by the live 
choral music of the Christ 
Church, Deer Park, for An 
Ecumenical Celebration of the 
Eucharist, an evening-length 
drama. Three days later, the 
company launched into a two
week goodwill mission of bri -
ing culture to the white-collar 
lunchtime crowd, via the tram
poline. floorboards and shoebox 
surroundings of Solar Stage. 

In advance of these events 
and most important in assessine 
the company, were two pro
grams of works by co-artistic 
director Peter Randazzo, pre
sented from March 23 to 27 at 
the company's studio theatre. I, 
was the first time TOT had fea
tured just one of its three co
founder / directors' work. 

Randazzo is a choreographer 



of extreme moods, most of 
,hem intense. Whenever he 
:inks into passive reflection or 
:urns a clinical eye to pure move 
ment, he is a pleasure to be 
vith. The 1981 Octet is a her

:ulean onslaught of pure move
:nent; to the relentlessly repeti
:ious strains of Steve Reich. Its 
·ght dancers fling themselves 

.across the stage at the top of 
:heir lungs. 1971'sProspect 

:irk , a hazy memory of adoles
:enr flirtation that hangs in the 
·r like a warm and delicate 

scent, was given a tender read
ng by a bewitching cast that 

.:onsisted of Christopher House, 
_ lichael Conway, Grace Miya-
awa, and Lucie Boissinot. 

- But Randazzo has his ocher 
oods in which he is prone to 

purrs of unreined imagery and 
,engthy paroxyms of flamboy
.mt nonsense. The basic comic 
.ormula of A Simple Melody 
and Recital, both from 1977, is 
:o combine the hopelessly 
ncompatible in pursuit of sure
u-e laughs. A male trio dressed 

shower curtains and harle
· uin collars engages in a mock
alletic Anniversary Waltz; a 
ean-fisted gang in black army 

fatigues breaks into a Charles
ton; eight track-suited joggers 
intermingle port de bras and 
scissor kicks while Dick Powell 
croons By a Water{ all. Not to 
everyone's taste, and the gags 
wear thin once. the method 
becomes obvious. 

Randazzo's latest plunge into 
his bizarre fantasies is Tango:So!, 
first seen in the March pro
grams. Tango, a slapstick 
painted in surrealist hues, is 
designed for eight figures; four 
unflappable dancers inhabiting 
a mad world, and their coun
terparts, four life-sized dum
mies created in their images by 
Gordon Sim. 

The piece, however, begins 
by pretending it is for just four 
dancers, chic castoffs from a 
sophisticred 1920s world, who 
appear to be engaged in 
fashionably unorthodox rela
tionships beneath the flickering 
caress of a silver ballroom 
globe. As the sinuous, crafty 
chords of the Last Tango in 
Paris theme ooze through the 
air, Miyagawa and Sara Pettitt, 
two omnipotent ladies in elect
ric blue dresses, dance together 
centrestage. Circling about 
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them, elegant black tails flying, 
are Christopher House- fasci
natingly pristine and perverse, a 
brilliantined China doll in sub
rle cabaret makeup-and Cha
rles Flanders. Both at last come 
down to earth to lounge with 
chin in hand, gazing furtively at 
one another across the dancing 
women. 

The furtive gaze was a side
long hint of comic and offbeat 
things to come, a prelude to 
mayhem. With the unexpected 
entrance of a dummy which 
Miyagawa unceremoniously 
deposits upon Flanders' lap, 
Randazzo's own peculiar var
iety of hell breaks loose. The 
piece is a string of undeveloped 
fragments , isolated incidents 
each unencumbered by reason 
or consequence. With each 
entrance, the women's dresses 
steadily shorten into tackiness. 
The men lose their trousers and 
carry on as if nothing is amiss, 
one eventually trading what 
remains of his evening clothes 
for a creamy-white Disney ver
sion of a toreador 's costume. 
Machine-gun fire fills the air 
while the women unconcern
edly jabber in a mock-foreign 
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tongue. The dummies acquire 
unpredictable lives all their 
own. They peer out from fold
away doors, act as love interest, 
objects of jealousy, indulge in 
knockabout fights. Flanders 
dances a cooly loving dance 
with the dummy of himself-
- loads of double-bladed psy
chological implications in that 
one! But Randazzo is not inter
ested in following that route, of 
either studying or questioning 
it. He simply presents the image 
and then lets it drop with a cry 
of 'Next!' 

This, I regret to say, is central 
to Tango: Sol's ultimate down
fall. Randazzo's illogical comic 
world is aggressive, hard, rough, 
even hearrless. Yet the characters 
themselves are benign, neutral. 
They behave according to their 
own set of laws that exist far 
outside and beyond our reality, 
and they do so essentially with 
straight faces, intimidated and 
unthinking. The absurdity that 
the characters thrust our way in 
Tango: So! is humour stripped 
not only of sentimentality but 
also of humanity, without con
science, without intellectual or 
emotional meaning, and there-
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fore without sympathy. We can 
have no possible link to these 
men and women on any level. 

It is-also the humour of 
shock, of confusion; we can 
never be properly prepared for 
the next image, and so all we do 
is laugh. The laughs charge 
indiscriminately in and out of 
the blue like a bull into a china 
shop, with everything crashing 
down and apart at once. 

In his serious moods, the 
choreographer catapults to an 
opposite extreme. The week's 
solos, Arc (1981) and Enter the 
Dawn, a premiere, mark Ran
dazzo at his most controlled, his 
most minimal. 

Too minimal, I would ven
ture in the case of Enter the 
Dawn, although this study of 
big-city loneliness received 
enthusiastic approval from crit
ics and audiences alike. Inspired 
by an Edward Hopper painting 
and Sara Petti tt's particular 
brand of world-weary elegance, 
Dawn's setting is melancholy 
perfection; a bed constructed of 
a symbolically hard platform, 
the dingy, throbbing glow of 
neon lights from outside the 
woman's bedroom window, 
and the naked, plodding, bluesy 
Charlie Hayden score. As a 
woman struggling with her pri
vate miseries, Pettitt fulfills the 
lovely textures of Randazzo's 
arabesques and balances. But 
the formidable Pettitt is more 
presence than she is actress and 
she requires moves that mean 
something definite. The audi
ence, aided by music and set
ting, goes most of the way in 
filling in her thoughts and 
emotions. 

Vulnerability and compas
sion are not Randazzo's strong 
points, and neither are they Pet
titt's-she's too incisive, too 
'mean' , too strong for pathos. It 
was ample satisfaction to find, 
in Arc, the driest of Randazzo 
solos, emotion packing the 
strength of a crushing blow. 

Arc takes the form of a slow 
deliberate journey across the 
stage from wing to wing. 
Accompanied on the program 
notes by the words 'I am like an 
arrow . .. sent slowly .. . from 
God' , and with Gera Dillon's 
slides of dark, sky-licked 
waters, which by front projec
tion become both backdrop and 
costume, Arc is, in fact, two 
very different pieces with two 
different levels of meaning, 
because it is danced by two very 

different dancers. Randazzo 
seems to have done his share by 
setting up the work and then 
simply pointing Michael Moore 
and Charles Flanders in the 
proper direction. 

The theme is the transition 
of the human spirit during 
death by drowning. Moore's 
Arc is a straightforward depic
tion of the cruel deadlock of a 
life attempting to refuse death. 
With tightened, gently agonized 
features and a body agloss in 
waves and sweat, Moore alter
nately stretches and winds into 
a foetal curl of desperate recol
lection and protectiveness, 
hopelessly battling and at last 
surrendering to the inevitable. 

With Flanders, who cuts a 
more serene, majestic figure, the 
theme becomes ambiguous, 
ambitious, and certainly some
thing larger. Moore may suggest 
approaching death; Flanders 
goes beyond, transcending 
death, anticipating the next 
phase in man 's journey. Moving 
like breathing, and with fingers 
that might ripple through water
- or air- his crossing suggests a 
cycle, life giving way to death, 
but death becoming life. 

Subsequently, my attitude 
towards the surroundings 
changed; the morbid dark silken 
waters became more of what I 
think of water as being, the 
most sensuous of birth images. 
This is no last battle; this is a 
quiet trip, just one leg on an 
endless journey. The figure, 
haunted by a calm knowledge 
of the future, moves steadily, 
through death, towards spirit
ual rebirth. The image is remin
iscent, in my mind, of that 
magnificent final scene in 2001: 
A Space Odyssey, in which the 
Star-Child embryo, swathed in 
dignity and predestination, 
stares out over the earth that it 
slowly approaches. 

The human spirit endures 
death and continues . I have 
never been able to decide 
whether or not that is wishful 
thinking, but in Arc, choreo
grapher and dancer have joined 
forces to convey that philo
sophy as an unquestionable 
truth, and the idea is not an 
unhappy one. 

PAT KAISER 

Brian Webb Dance Company 
Grant McEwan College 
Edmonton 
18-20 March 1982 

Signs of developing maturity 
are always welcome in a young 
dance troupe and were clearly 
evident in the Brian Webb 
company's most recent home
town shows. 

In the past, Webb has tended 
to populate his programs with 
heavily self-indulgent personal 
pieces. Now we have one well
balanced program, pruned of 
excesses and another that 
includes worthy additions to 
the repertoire by two senior 
company's members, Ken 
Gould and Andrea Rabinovitch. 

Of the older works in the 
first program, White Water / 
Grey Sky reflects Brian Webb's 
powerful response to his physi
cal environment. The inspira
tion in this case was Banff 
National Park- 'the power of 
rapids and the calmness of an 
overcast sky'. There is an oddly 
effective feeling of spaciousness 
combined with a brooding 
quality. Webb usefully exploits 
the individual qualities of his 
dancers too: notably, Barbara 
Bonner-at her best in a role 
that calls for slow statuesque 
movements and an intrinsically 
imposing physique. 

In distinct contrast, a new 
work, I Love the Night, com
missioned by the Clifford E. 
Lee Foundation, is a tense, fre
netic portrayal, rather reminis
cent of the tough sleaziness of 
some of the dance scenes in 
West Side Story . The aura of 
the seamy side of city night life 
is simply but dramatically 
evoked by a stark set princi
pally comprised of garish fluo
rescent lights. This is aptly 
complemented by Bob Myers' 
hypnotically discordant guitar 
music which carries the dance 
forward to a brutal climax. 
Unusually for Webb, there is a 
very obvious story line: sym
bolic movement is easily 
interpreted. 

Field, on the other hand 
(another new work ), is puzzl
ing. Supposedly showing the 
sun playing across a field, (pre
sumably covered in snow), it 
opens with a graceful trio in 
floating white robes. Unfortu
nately, the robes tend to float a 
little too freely ·and the sight of 
ample female haunches detracts 
sadly from what might have 

been a lyrically beautiful 
sequence. Worse, however, is 
come as Webb and Gould grur:· 
neandenhally at each other 
across the stage and engage in 
some mock wrestling only to~ 
interrupted by the sun in red 
Lurex pyjamas! The remainde~ 
of the dance is equally dis
jointed as the company, by no 
totally pyjama-clad, perform 
collective callisthenics. This i 
neither a good abstract piece 
nor a well-constructed narra
tive. If it's all supposed to haYe 
some meaning it remains irri
tatingly out of reach. 

But it is a welcome mark n 
only of a developing profes
sional company but of a mam-
ing artistic director that Ken 
Gould and Andrea Rabino
vitch, dancers with the group 
almost since its inception, ha,. 
been given the opportunity to 
create something of their own 
rather than simply help imple
ment Webb's ideas. In Gould. 
case, in particular, there are 
clear signs of an emerging cho
reographic talent. His Wait in; 
Weighting is a deceptively sim
ple but appealing series of ba -
ances and counterbalances 
involving some difficult slow 
mancruvres for the three 
dancers. There is a tentative, 
exploring quality in his wor · 
he endeavours to sculpt live 
images and to shpw the grace 
of the human body in new 
ways. Well matched by Wene! 
Albrecht's score, this is a ve~ 
intimate view of dance bv one 
who seems to look on it ~s a 
highly analytical but always 
visually beautiful art. 

In a very different mood , t:
company relaxes and patent!) 
has fun with Andrea Rabino
vitch's much less demanding 
L.A. Suite. From a rather we 
beginning in Arrival, Freewa)
and Freebag, this piece picks -
tempo and vigor with the 
fourth section, the Mexic1n· 
sounding Palos Verdes, and 
winds up, literally, with a sna:;
as the final part, Funkin' at t 
Baked Potato, ends in the 
dancers 'photographing' the 
audience through a perfectly 
timed set of flash shots. 

Overall, the program is a 
step forward for the compan~ 
which has succeeded in main
taining a solid core of dancers 
whose progress is parallelled 
growth in Brian Webb himse.: 

MURIEL STRINGER 



a Ballet Company . 
ee Auditorium 

-:red, the Alberta Ballet has 
~ unusually demanding 
· ut this does not really 
~ the company's generally 

u rre end-of-season 
ration. 

~ 1e opening work, Daphnis 
~ hloii, choreographed by 

.::on Paige and Lambros 
.i:>rou, was potentially well 
_ to a medium-sized pro

nal company. Ravel's 
c is familiar, and the story 

• itself easily to small 
~ scenes as well as solo 
.·. Unfortunately, however, 

• even the vitality of Mari
e Beausejour as Chloe suc

.::.ed in salvaging the Alberta 
~ 's interpretation. Scott 

-ri as Daphnis, while tech
.ily adequate, projected lit

: the ardent lover and 
ed even more wooden 

. juxtaposed to the lively, 
- essive Beausejour. 

rrempts to inject energy 
• emotion into the overall 
= ishness at times led to 
.e unintentional humour. 

-:1 Derene as the leader of the 
-,,;,·e crew who capture Chloe 
• a tendency to exaggerate to 

;>0 int where, given the spir
- nature of the production 

2 whole, he crossed that fine 
e which divides drama from 

odrama. And the several 
.·ward attempts to heft 

- oe aloft by Vasile Petrutiu 
, e god Pan were surely not 

r of Paige's choreography. 
:-I.ere, too, the male corps 
• ed ill at ease and badly 
rdi nated, notably at the 

ing of the first act which 
:ed to communicate the joys 
·i llage dance and indeed 
wed little evidence of any 

·husiasm or animation. 
-~ a narrative ballet, Daph

.: :md Chloe should at least 
· .-e conveyed some sense of 

Michel Rahn of the Alberta Baller in Lambros Lambrou'sShostakovitch Piano 
Concerto #2. 

time, place and continuity but 
there was little to indicate that 
the story was set in ancient 
Greece, and, with the exception 
of the finale choreographed by 
Lambrou, neither the dance 
itself nor the costumes gave the 
presentation any sense of iden
tity. With the arrival of a group 
of Saracens part way through 
the first act, the ballet became 
even more disjointed and at 
times had a disturbingly ama
teur appearance. 

In Larry Hayden's The Vene
tian Twins, on the other hand, 
one certainly couldn't complain 
of lack of enthusiasm, although 
this was mostly manifested 
through a good deal of bawdy, 
often rather juvenile mime. 
Michel Rahn, dancing the parts 
of both twins, performed with 
particular gusto in roles seem
ingly very alien to his rather 

austere, reserved character. One 
could , it is true, legitimately 
question whether this so-called 
'comic ballet' really merits the 
term 'ballet' but comic it cer
tainly was and easily the 
crowd-pleaser of the evening, 
even though (or perhaps 
because) the jokes were mostly 
slapstick and there was no 
attempt to provide some of the 
more sophisticated elements of 
balletic humour. 

In this piece, the male per
formers far outshone their 
female counterparts, with Chip 
Seibert and Scott Harris clearly 
enjoying an opportunity for 
some light relief largely free 
from the technical demands 
made on them earlier in the 
program. Principal dancer Svea 
Eklof, however, was far from 
being at her best. Despite her 
customary strong, assured per-
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formance, she seemed unable to 
project the clownishness her 
role called for and emerged 
more as a performer and less as 
a participant in the general 
buffoonery. 

The Venetian Twins, while a 
rather strange choice as a dedi 
cation to Founding Director 
Ruth Carse, at least gave some 
impetus to a laboured program 
and showed a side of the com
pany seldom visible . 

But no company can present 
a selection of short pieces with
out including something over
tly classical. In this case, even 
the purest of the traditionalists 
would have found Lambros 
Lambrou's newest work satis
fying. Entitled simply Shosta
kovitch Piano Concerto #2, 
this was a neatly constructed , 
well-disciplined piece. Lam
brou's choreography is matur
ing, and many of his earlier, 
often bizarre forays into 
movement have been eschewed 
in favour of clean , graceful 
lines. 

Moving his groups of 
dancers in flowing patterns, he 
succeeded in giving the piece a 
consistently well-balanced 
appearance as well as a sense of 
continuous motion unusual in 
a work of this type. Soloists 
Michel Rahn and Svea Eklof, 
rather than being displayed 
against a relatively static corps, 
were skilfully complemented 
by the rest of the company to 
form an integrated, only 
slightly highlighted part of a 
cohesive whole. 

Lambrou's own sense of 
direction notwithstanding, this 
was not one of the Alberta 
Baller's better evenings, show
ing as it did a gallant bur weary 
company trying to bring off a 
fitting finale to a major anni
versary season and in the end 
falling back on its usual mix
ture of good and bad. 

MURIEL STRL GER 
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Dancemakers 
Hart House Theatre 
Toronto 
31 March-3 April 1982 

Dancemakers has always main
tained a self-effacingly low 
profile. It has won a reputation 
for being accommodating, 
homey, the kind of company an 
audience can relax into. Dance
makers' fans prefer it because it 
doesn't present Dance as TDT 
and the Grossman company do, 
but simply dance. The decision 
of the directors, past and pres
ent, to feature an eclectic reper
toire culled from a wide variety 
of sources- Janice Hladki to 
Robert Cohan-has meant that 
the company has never really 
achieved the kind of strong per
sonality that companies shaped 
exclusively by one or two or 
even three distinctive choreo
graphic talents have. This 
means that it is less intimidat
ing on the one hand but also 
less 'efficient': with each work 
it dances, the company is born 
and dies. 

Like many ballet companies 
that survive on an eclectic rep
ertory system, Dancemakers 
depends on the individual per
sonalities of its members to 
compensate for the company's 
collective facelessness. When 
they prove incapable of shoul
dering this (awesome) burden, 
they stand out in a way that 
insecure performers with TDT 
and Grossman never do; with 
the latter, strain is an artistic 
problem, with the former, it 
becomes personal, the failure of 
an acquaintance, a colleague, a 
seducer, and hence embarassing. 

It's lucky for them and us, 
therefore, that Dancemakers 
has several interesting, even 
beautiful dancers who are up to 
the challenge of recreating the 
company with each dance. 
Carol Anderson and Patricia 
Fraser (who are, incidentally, 
the current co-directors in a 
venerable line of femal co
directors) are wonderful 
enough as performers to fool 
you into believing the company 
has a very vivid identity indeed. 
Whenever either of them 
appears on stage, the scene 
immediately acquires a 
shimmer it lacks without them. 
They are very different dancers. 
Anderson, very quiet and reflec
tive, very centred. Fraser, for all 
her delicacy of feature, 1s more 
flamboyant, sociable, the solar 

Carol Anderson of Dancemakers in Paul Taylor's Aureole. 

counterpart to Anderson's 
lunar. 

Besides these two, Dance
makers has a very steady, like
able dancer in William Doug
las. There are dances when we 
are conscious that he is work
ing too hard, but in a work like 
Aureole, Paul Taylor's glorious 
response to the ballet blanc, we 
can sense in him an innate gra
ciousness and clarity of form 
that is truly buoyant. 

If only by default, Aureole, 
which opened the company's 
spring season at Hart House, 
might well turn into a signa
ture piece for Dancemakers, 
embodying as it does the com
pany's two major characteris
tics: its desire to accommodate 
and its desire simply to dance. 

The company is less lucky with 
the other big-name choreo
graphy on the recent program. 
Where Aureole allows the 
dancers to give full vent to their 
dance personalities, Robert 
Cohan's beautifully titled 
When Evening Spreads Itself 
Against the Sky takes little 
notice of the dancers on whom 
it was set and pitilessly encases 
them in strait jackets of move
ment of the ballet moderne 
type, the impersonality of 
which ultimately kills them. 
Not even Bach's fifth suite for 
unaccompanied cello can 
breathe life back into them 
once they h~ve succumbed and 
the costumes, ugly to begin 
with, end up as shrouds. 

A few seasons ago, Donald 

McKayle's Variations on a 
Summer Theme did in the 
dancers in a similar fashion 
though perhaps not so heart
lessly. By placing so much 
emphasis on the acquisition of 
works like this and Cohan's 
Evening ... Sky, the company 
demonstrates a keener aware
ness of its identity crisis than is 
at first apparent. Instead of 
glossing over its basic anonym
ity, however, trite (and worse 
works by McKayle, Cohan am: 
other big names only make the 
company's plight seem more 
transparent. When pro
grammed next to such interest
ing homegrown dances as Anna 
Blewchamp's a.k.a and Karen 
Rimmer's Walking the Line , 
these works look especially 



perate; we wonder why the 
' Dancemakers doesn't wake 

_ 'either Blewchamp's nor 
mmer's dance received any
ng like the hype Cohan's 
ening was given; Rimmer's, 
act, had to share its place on 
program with an alter-

·ely scheduled premiere by 
•ol Anderson called Intaglio. 
wchamp's a.k.a., though 
manding the closing posi
on both programs, was 

·ertheless sloppily, even 
ifferently, danced. As a sur
. of the ways in which social 

-nee forms mirror socio
lit ical changes from the 

~20s to the present, this work 
already in need of a set, per
ps projections, certainly a 

eaner tape so that we can get 
astringent juxtaposition of 

ord and movement, and defi
~ely better lighting (the light
,, fo r the Hart House season 

generally appalling); when 
dancers merely walk 

:rough the material as they 
, a. k .a. becomes a pointless 

_ mp. Only Susan McKenzie 
oved steadfast in adhering to 

:ewchamp's difficult and 
:ainy course. 

Ri mmer's Walking the Line 
on more of an effort from the 
• cers. Combining two of 
m mer's favourite motifs, one 
jlosophical-the alienation of 
e middle class, one kine-
~- the advancing and retreat

- ,, of lines of dancers, it closely 
· mbles Spiral, its predecessor 

- Dancemakers' repertoire. 
_ nl ike Spiral, however, its con

tion is much more fully 
eshed out-rather too much 
: there seems to be enough 

reographic material here for 
- ee dances-and it is more 
:.:ngently presented. Choreo

_aphed for six dancers wearing 

variations on red and black, 
Walking the Line builds up a 
furious momentum. The 
dancers, breaking from their 
opening line, try out combina
tions of relationships all of 
which contain some element of 
hostility, aggression and vio
lence. Finally it's not the des
tructiveness of these couplings 
that disturbs us most, but the 
sight of a reformed line of 
dancers advancing towards us 
at the end, united in their 
common experience of frustra
tion, anger and pain. Abetting 
Rimmer's grim vision is a 
wonderfully eerie staccato score 
by Henry Kucharzyk. Given the 
work's umistakable power it's 
more than a wonder that it was 
not performed every evening. 

The potential richness of 
Walking the Line and a.k.a. 
entitles them to higher priority 
in Dancemakers' programming. 
Rimmer and Blewchamp could 
well provide Dancemakers with 
the kind of stability the reper
tory system does not provide if 
it were to adopt one or both as 
choreographer-in-residence. In 
pursuing its original mandate 
to provide an alternative mod
ern dance experience to 
Toronto audiences, the com
pany is perhaps reluctant to 
give up the very thing that 
makes it different from TOT, 
Grossman and even TIDE: its 
eclecticism. When Toronto was 
still young in dance terms, this 
kind of mandate was at the 
very least useful. Now, how
ever, when Toronto is treated 
to the full gamut of dance 
expressions by specialists in · 
each , will Dancemakers end up 
pleasing no one with its late 
sixties heroic ideal of trying to 
please all? 

GRAHAM JACKSON 
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Danny Grossman Dance 
Company 
Young People's Theatre 
Toronto 
6-11 April 1982 

Nobody who has watched the 
progress of Danny Grossman 
the cho~eographer during the:: 
past seven years can question 
either his fundamental crafts
manship, his wry wit or his 
commitment to significant 
human issues. Himself a dancer 
of great accomplishment, 
Grossman has also managed to 
develop a troupe equal to the 
idiosyncracies of his movement 
style and to the varied purposes 
served by his choreography. 

Although Grossman likes to 
tackle meaty issues - the hor
rors of war, the silliness of jin
goistic patriotism, the anguish 
of sexual stereotyping - he is 
known across Canada and 
beyond for his sense of humour 
and for the very watchable, at 
times almost acrobatic way in 
which he choreographs. Under
standably, his company has 
been well received by audiences 
and critics alike and it was no 
surprise to find his most recent 
hometown performances 
attracting large crowds. 

Whether they got what they 
came for, however, is another 
matter because this time out, 
Grossman seemed in a particu
larly serious frame of mind 
presenting a program of 
hammer blows. The presence of 
National Spirit at the top of 
the show-given an oddly 
muted performance-hardly 
balanced the mostly melan
choly aura of Ecce Homo , the 
strident antiwar message of 
Endangered Species or the 
rather humourless new work, 
Portrait. 

This latest excursion into 
social commentary is , in certain 
respects, Grossman 's most 
ambitious work so far. It has 
the most elaborate set he has 
ever used-a domestic scene 
furnished by Mary Kerr with 
such items as a standing lamp, 
a large mirror, a bed, an arm
chair, a dressing-table and a 
toilet. It is arranged in such a 
way as to underline the fact 
that a wall has been lifted and 
we, the audience, are thus 
voyeurs. The furnishings them
selves, distorted as if seen 
through an astigmatic eye, and 
garishly upholstered where 
suitable in red, are not just a 
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backdrop. They are integral 
parts of the dance, get upended , 
crawled on and under and gen
erally used as weapons, play
things or whatever else takes 
the characters' fancy to do with 
them. 

Of these, there are six in Por
trait . Their exact identities are 
not specified in the house pro
gram but, to judge alone by the 
easy familiarity with which 
they run around in undergar
ments, we can tell that three of 
them constitute a famil y. 
Grossman plays an adolescent 
child whose emerging sexuality 
becomes confused as he en
counters the contrasting bom
bast and affection of his father 
(Gregg Parks), the neuroticism 
of his mother (Susan Macpher
son) and the flirtation of 
would-be lovers- male and 
female (Randy Glynn and 
Judith Miller). Eventually, 
after much running around, 
rolling on the floor, kissing, 
feeling of crotches and standing 
inside the toilet bowl (it also 
gets assaulted in other peculiar 
ways) the confused youngster 
runs off with a black man. 

Portrait holds the attention 
for part of its 35-minute course 
owing to the ominous forebod
ings of Murray Geddes' effec
tively edgy taped collage of 
sound and music. But, unless 
one counts adolescent identity 
confusion as an intriguing sub
ject, the work becomes tedious 
to watch. Where is the state
ment? What is the point? Who 
really gives a hoot? 

It matters not who the sub
ject of the portrait may be. Its 
details are essentially boring 
and inconsequential and not all 
the antics Grossman has in
jected, the athletic couplings , 
vaultings over armchairs, head
stands in toilets and so on , can 
really disguise this fact. Ironi
cally, the emotional drama that 
does exist might well have been 
better communicated in a more 
abstract dance form. In spe 1 

out details, Grossman has 
merely exposed the esse .r a 
banality of his chosen • e. ,e. 

KEV! 1 SIKGE)." 
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THE LABAN CENTRE FOR MOVEMENT 
AND DANCE 

at University of London Goldsmith's College, 
New Cross, London Se14 6NW, England 

Tele: 01 691 5750 & 01 692 0211 Ext 276 

B.A., M.A., Ph.D. PROGRAMMES 

Laban International Summer School 
1982 

26th July - 7th August inclusive 

Write for details to: Administrator 

Style #9090 
Short sleeve professional-weight 
/eotardSML $19.00 

Style #9190 
Long sleeve pro fessional-w eight 
leotard SM L $20.00 

Co-ordinating Danskin style 69 tight available for $5. 00 (regular price 
$10.00) with any one leotard purchase. FREE with any two or more. 
A vailable in sizes A , B, C & D. Colors available in all styles are: 
black, navy, theatrical pink, regal blue, wine. 

Order by mail with cheque enclosed plus Ontario Sales Tax, 
or calf 364-1251 with with your Visa :Z or Mastercard 0 
Please include $1.00 to cover handlin~ and mailin& 

GREAT SHAPES CANADA, INC. 
22 Leader Lane, Ste, 412 
Toronto, Ont . MSE 155 
For Personal Shopping of a full Oanskin selection plus 
20 Colors in our Fam ous Sweats . Visit our Sh oµ at 
Shoppers W orld. Brampton. 

Nova Dance Theatre 
Dalhousie Arts Centre 
Halifax 
29 April - 1 May, 1982 

Nova Dance T heatre's spring 
season at the Sir James Dunn 
Theatre offered Halifax's 
dance-hungry audience two 
premiers and a second look at 
some of the company's most 
recent work. The entire pro
gram was choreographed by 
artistic director Jeanne Robin
son and Angela and Duncan 
Holt and performed, with vary
ing degrees of success, by them 
and newcomer Louise Hoyt. 
The two new works, Jeanne 
Robinson's reMembering and 
Angela Holt's Fight I Flight 
provided considerable food for 
thought. 

Fight I Flight was a study of 
the two possible responses to 

stress-resistance or retreat. 
Dancers Holt and Robinson 
were costumed in fencing gear 
which effectively obscured their 
identities. Their very similar 
bodies lent an illusion 0f 
impersonal abstraction to the 
piece. A score blending fencing 
patter with the sound of a heart 
beating seemed to emphasize 
the conflicting elements-the 
primitive and the civilized
which motivated the dancers. 

Holt explored flight from 
another viewpoint in What 
Birds Dream About . As one 
might expect from a dance that 
is mainly flight simulation, it is 
technically demanding and 
there were times when dancers 
Angela and Duncan Holt 
appeared decidedly earth
bound. Still, there were 
moments when they created a 
miraculous sense of soaring 
freedom while having two feet 
and one hand firmly planted on 
the floor. Duncan Holt con
tributed two works to the pro
gram-Squares, a dance about 
dance, and a comic piece The 
G. The B. and The Ugly. 
Squares, danced by the Holts 
and Louise Hoyt, presented an 
inside look at the making of a 
dance with an accompanying 
score based on American cho
reographer Murray Louis' 
views on being a d_ancer. The 
work was well performed and 
contained some bits of wry 
humour such as a stylized game 
of leapfrog which seemed to 
symbolize the world of dance. 

The G. The B. and The Ugly 
was a light-hearted spoof in 

which Duncan managed to pl.;. 
both a horse and its rider. By 
some sleight of hand, or rarhe; 
foot, he created the impressior 
that his feet and the rest of hi 
body were completely inde
pendent of each other. Clever 
manipulation of an over-size 
cape and a cowboy hat deligh
ted the kids in the audience as 
Holt satirized the Hollywood 
western. 

Artistic director Jeanne 
Robinson's Shifting Gears wa 
danced by Louise Hoyt. I 
missed Robinson's own per
formance of this piece earlier i
the year, but the dance was so 
strongly.Robinson that I felt I 
was continually comparing 
Hoyt's version of it to Robin
son's own. It was a bit like see
ing a ghost. I imagine this 
stems from Hoyt 's determina
tion to do the piece right! No 
that she has accomplished rhi 
quire admirably I hope she wil 
go on to give it her own stam 
The last piece on the program 
was Robinson's reMembering . 
and it was wonderful. Lighrin 
by Ian Pygott clearly defined 
the boundaries of the work. 
There were horizontal bands of 
blue, orange and green across 
the stage which isolated the 
three dancers (the Hoyrs and 
Robinson) from one another. 
Within their separate corridors 
the dancers depicted the search 
for a connection, something to 
belong to, that begins for all o~ 
us the moment we realize as 
babies that mother is not part 
of us. Finally as a white light 
disperses the coloured bands ot 
isolation , the dancers find each 
other. They have re-membered_ 
Yet the central question 
remains unanswered. The 
dancers seem to be saying 
'Great, I have all these people 
to play with, but who am I?' 
And the search begins again. A 
powerful score by Bob Atkin
son with Kurt Haughn 
expresses in sound the question 
the dancers pose with move
ment. Technically and artisti
cally reMembering was a cut 
above anything else on the pro
gram and puts dance in Halifa.x 
firmly beyond the boundaries 
of mere local interest. 

CATRIONA TALBOT 
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The Ballet Goer's Guide, by movement achieved full flower. summation of his artistry. never forget our classes with the 
1ary Clarke and Clement Opened in 1934 as an adjunct Mr. Wydro's 224-page book live musicians, the mixture of 
· i p. (Knopf, 1981: $28.95) to a small and select Vermont is divided into two sections. professional dancers and 

liberal arts college which in the The first 33 pages are devoted Broadway performers. We 
, Virginia, another ballet midst of the Depression years to Luigi 's philosophy of dance. danced up a storm! We all went 
dbook, and another collab- sorely needed additional There is also a 'Note From to Luigi to relearn how to 

:ation by Clarke and Crisp, income, the school attracted as Luigi ' in which he writes: move freely, beautifully, 
· o have jointly issued so its founding faculty such giants 'Welcome to my jazz class. The beyond technique. To dance 

-any volumes on all aspects of as Martha Graham, Charles best way to take my class is to with the soul! This was his 
.ancing over the last several Weidman, Doris Humphrey, pretend that you've never had a secret as a teacher. He made us 
ears as to make one wonder Hanya Holm, Louis Horst and class in your life and that 'feel from the inside'. 
hen they might ever find time John Martin. Within a few together we are going to dis- He made me fall in love . go to the theatre. This item, years it was a seminal force; its cover new things about with Jazz. How? Why? It was 
hich has a rather business-like classrooms, laboratories and ourselves'. the way he moved! The grace 

:>rmat suggestive of certain performing spaces summoned One of the most crucial and elegance - and it was Jazz! 
·exrbooks in the social sciences, and generated the energies that events in Luigi's career was the Until I saw Luigi dance I didn't 

Hers the usual slice of dance established American dance as almost fatal car accident he suf- believe that Jazz could be taken 
srory, and brief rundowns on a legitimate and many-faceted fered as a young dancer. Ir cur- seriously as an art form. But 

-· oreography, music, and decor occupation. tailed his performing career but then my whole outlook on 
a favorite topic of this pair). Sali Ann Kriegsman offers a it was responsible for the tech- dance has changed. Ir opened 

-:-here's also an illustrated guide splendid history of the school's nique he developed. up a new creative field for me, 
-o the ballet steps and biogra- unique accomplishment . Her While Luigi was recovering which led me to find myself as 

ical dictionaries with entries painstaking research has yielded slowly, with the aid of his a dancer and as a teacher and 
·or 30 historically significant a brilliant document which no devoted teacher, he concen- choreographer. 
-· oreographers and some 70 serious scholar of the American crated with all his mind to But where are the proofs of 
~ rrently performing ballet modern dance movement 'make the body well, to free it, those magical moments in this 
.:ancers (here designated as should miss. The price that an to move without pain and res- book? Perhaps because Mr. 
-rnrs' ). The bulk of the vol ume inconsiderate publisher has triction', to be able to dance Wydro is not a dancer he can-

.:onsists of program notes for placed on this book, however, again. His philosophy of dance not recreate the height of 
:-B ballets, nearly all of which will put it beyond the reach of was born out of these long excitement and inspiration 
.:an be seen today in the reper- all but the most specialized hours of loneliness. The acci- Luigi meant for us dancers. 
-ories of the mainstream theatre collections in libraries dent was the key that opened The book can be useful for 
.:ompanies. where expense is a small the door to creativity! Ir was teachers who studied with 

As expected, there's little to concern. from it that he discovered a line Luigi and want to teach his 
:md fault with in this offering. of the body and a style of style, for students who worked 
The illustrations are fine , the LELAND WINDREICH movement that was to influ- with him and want to refresh 
:ext is concise and accurate, ence a new breed of dancers, their memories. But those who 
and choices made in selecting choreographers and teachers for never rook class with him 
iata seem quite prudent. Bal- The Luigi Jazz Dance Tech- years to come. would receive little guidance or 
:eromanes possessing even the nique, by Kenneth Wydro. The remainder of the book is understanding. Even though 
:-nost modest dance library will (Doubleday, 1981: US $19.50) a description of the Luigi Jazz the photographic illustrations 
~.ave no great need for this technique. Photographs dem- have been very carefull v 
~uide, bur as a first reference The prospect of reviewing a onstrating the succession of thought our it is impossible ro 
::,ook for the novice, it's as ser- book about Luigi, who as a movements in great detail are truly represent movement on 
i ceable as anything currently teacher had an important influ- arranged in the same order as the printed page. Dance i 
,n print and has the advantage ence on my professional danc- the exercises on the Luigi Jazz motion. It requires a -ine·1 
of timeliness, with its inclusion ing career, gave me great record. The reader is encour- awareness. 
of notes for ballets created as pleasure. aged to 'see the photos as a If I feel a certain disap-
recently as 1981. Author Kenneth Wydro ref- movie'. Wydro states that his pointment with chi boo · -

ers to Luigi as 'the pioneer in book is intended, 'for the because I ask for the irr:~- · -
Jazz dance and sculptor of the beginner who wants to learn ble? Is there a way to p~r - ~o 

_ 1odern Dance in America: the human body' . The book has the about how to condition the words the essence o moYe-
Bennington Years, by Sali Ann informal binding of a teacher's body, and to the professional ment ' To make Yisible the 
' iegsman. (G.K. Hall, 1981: manual. It is colourful and eye- who wants to come to a greater dancing soul? To hold onro 
~s $85.00) catching, but the cover photo, understanding of the Luigi magic? You might as well try ro 

unfortunately, does not capture technique'. catch the wind. 
During the nine years that the the uniqueness of Luigi, the I studied with Luigi when he 
Bennington School of Dance great master of Jazz. The image was the most important Jazz EVA VON GENCSY 
;unctioned, the modern dance I hold is found on page 222, a teacher in New York. I shall 
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the store for 

Workouts 
on Bellair at 

82 Bloor St. West 
Toronto, Ontario 

Canada M5S 1 L9 
(416) 921-9610 

Sherway Gardens 
25 The West Mall 
Sherway Gardens 
Etobicoke, Ontario 
Canada M9C 1 B8 

(416) 626-6412 

Oakville Place 
240 Leighland Avenue 

Oakville, Ontario 
Canada L6H 3H6 

(416) 844-4909 

DANCE 
SUMMER/FALL '82 

FEATURING: 

• Honours degree programs, B.A. or B.F.A. 

• Unique courses in ballet and contemporary dance, 
history, criticism, dance therapy, teaching, notation, 
composition, repertory 

• Graduate Studies (Master of Fine Arts) in dance 
history and criticism 

• Intensive SUMMER studio dance classes in ballet, 
contemporary and jazz, JULY 5-AUGUST 13 (credit 
and non-credit) 

• International roster of renowned dancers and dance 
instructors 

For further information -contact: 

Room 240. Faculty of Fine Arts, York University 
4700 Keele St reet. Downsvrew. Ontario, Canada M3J 1 P3 
Telephone (416)667-3243 

Le§ 

B<ALLE,'~. !BJSSE~ 
Dance Institute ii: ·t~f de Montreal 
Director: Mik.hail Berkut \ : Education Permit 749641 s~4,-~s?N 
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I::. BALLET¼JAZZ, 
Guest T~a_¢~r 

JOSEPH PUQWESE 
•••• Harkness Schci6\'N. Y. ?:C 

. .{ (8-21 AuguM(f \ 

CLASSES AT AL[ LEVELS 
ACCO MM ODA TION ASSISTANCE 
FALL SESSION FROM 7 SEPTEMBER 

INFORMATION (514) 288-1677 
1231 St. Catherine Street West, Suite 120 

MONTREAL, P.Q. H3G 1P5 

August 1 - 21 
Montreal, Canada 

Focus on Jazz brings together top choreographers 
and dance teachers to share an experience with stu
dents from across Canada and around the world . 
Guest Artists include: 

Jazz: Richard Jones 
Louise Kralka 
Danny Pepitone 
Anne Marie Porras 
Patricia Strauss 

Ballet: 
Modern: 

Eva von Gencsy 
Manon Larin 
Louis Solino 

To be part of this three week intensive dance ses
sion consisting of a daily schedule of classes, 
lectures and films, and workshops leading to 
closing public performances, write or phone 

Jeanne Marler 
c/ o Centre de danse Jeanne Marler 

P.O. Box 36, Ste. Anne de Bellevue, Quebec, 
Canada H9X 3L4 

(514) 849-7037 
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The Canada Council 
Conseil des Arts du Canada 
1957-1982 

The Canada Council was 
tablished by Parliament in 

1957 as an independent body 
o foster and promote the arts 
in Canada. During the 25 
_·ears of its existence, the 
Canada Council has played a 
major role in the development 
of all the arts. In particular, 
and especially with the found
mg of a separate Dance Sec
tion within the Arts Division 
in 1972, The Canada Council 

as assisted in the dramatic 
growth of dance activity 
across the country. Without 
1t involvement many indi
•:idua l artists and companies 
would never have had the 
opportunity to fulfil their 

oals and ambitions. Sim-
: arly, without the encour
agement and strong support 
of the Canada Council's 

· rit ing and Publication Sec
·ion, this and many other spe
ci alized arts publications 
could not exist. 

We thank the Canada 
Council for its efforts on 
behalf of dance and all the 
arts in Canada and send greet
.ngs in this its Silver Anniver
~ ry year and best wishes for 
·he next quarter century. 

C'est en 1957 que le Parle
ment creait le Conseil des Arts 
du Canada comme organisme 
independant dans le but de 
promouvoir les arts dans 
notre pays. Depuis ses debuts 
il ya 25 ans, le Conseil a ;oue 
un role important dans l'essor 
des arts. Et en particulier 
depuis la creation du Service 
de la Danse au sein de la Div
ision des arts en 1972, le 
Conseil des Arts du Canada a 
apporte son soutien au deve
loppement prodigieux que la 
danse connait dans le pays 
entier. Sans son concours, de 
nombreux artistes et compa
gnies n 'auraient iamais pu 
realiser leurs proiets et leurs 
ambitions. De meme, si ce 
n 'etait pour les encourage
ments et le soutien du Service 
des lettres et de ! 'edition du 
Conseil des Arts du Canada, 
notre magazine et bien d'au
tres revues artistiques specia
lisees n 'auraient iamais vu le 
/OUr. 

A !'occasion de son 25e 
anniversaire, nous adressons 
nos sinceres remerciements au 
Conseil des Arts du Canada 
pour ses efforts en f aveur de la 
danse et des arts au Canada et 
presentons nos meilleurs 
voeux pour le quart de siecle a 
venir. 

Dance-theatre Paul-Andre Fort
ier, the Danny Grossman 
Dance Company and Mime 
Omnibus will be part of a mass 
showing of Canadian arts and 
artists next winter in Berlin. 
The announcement was made 
at a news conference on April 
21 by Canada's ministry of 
external affairs which, with the , 
Canada Council, will make the 
necessary arrangements. The 
German sponsor is the Akade
mie de Kunste (Academy of 
Fine Arts) in Berlin which, 
from December 5, 1982 until 
January 30, 1983 will host the 
multi-disciplinary presentation 
of Canadian arts including, 
besides dance, historic and con
temporary painting, video art, 
architecture, literature, film, 
theatre and other performing 
arts. 

Christel Wallin announced her 
resignation as director of the 
School of the Toronto Dance 
Theatre on April 21. She had 
held the position for 18 months 
and was the sixth director to 
leave the 15-year-old school 
since its opening. Miss Wallin 
cited disagreemnt with TDT's 
artistic directors as the cause of 
her departure. Miss Wallin had 
expanded the classes offered by 
the school to include not only 
Graham technique but also 
ballet, jazz, Limon and Alex- . 
ander. In an interview with the 
Globe and Mail's Stephen 
Godfrey, Wallin said: 'I think 
Graham technique is a narrow 
language which doesn't make 
dancers well-equipped for any 
other company bur this one'. 
TDT's Patricia Beatty and Peter 
Randazzo had made it clear 
they wanted nothing but Gra
ham. Beatty claims Martha 
Graham took all she wanted 
from the ballet technique and 
incorporated it in her own. Bal-
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letically trained modern 
dancers were, she said, 'less 
expressive in the use of the 
torso and in the sense of 

·weight'. The TDT school, like 
the company, has been under 
severe financial pressure 
recently. It was the first modern 
dance school in Canada to 
receive Canada Council fund
ing but was informed last year 
that it will no longer receive the 
federal subsidy ($22,000 for 
the final granting period). 

Les Grands Ballets Canadiens 
paid its first visit in almost a 
decade to downtown New 
York last April. From April 7 
to 12 the company presented 
12 ballets arranged in three dif
ferent programs at the 55th 
Street City Center theatre. 
That's where the company 
made its earlier Manhattan 
appearance years ago playing 
Fernand Nault's ballet version 
of The Who's rock-opera 
Tommy. 

Some of the worst April 
weather in New Yorkers' 
memories - what the news 
called 'a life-threatening storm' 
- coincided with the Mont
realers' arrival. Ticket sales 
were slow at first. However, 
after the generally positive 
opening-night reviews, includ
ing a virtual rave from the :\'eit 
York Times's Anna Kisselgo f. 
things improved. Company 
management, knowing Les 
GBC's appearances at C · Cen
ter would clash wi th P · ..-er 
and Easter were conservac .-e i'l 

their estimates of ox-o ice 
revenue when the tour bud et 
was set. So, sa~·s company 
director general Col in McIn
tyre, 'we did what we set out to 
do and hope to return soon ' . 

But weather was not the 
only problem for Les GBC in 
New York City. There were 
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also a number of serious injur
ies among the dancers resulting 
in last-minute cast changes. 
Even so, the company, which 
gave a teaser engagement last 
year at Lehman College in the 
Bronx, returned to Montreal 
with the compliments of New 
York critics ringing in their 
ears. Kisselgoff called Les 
Grands Ballets, 'a company to 
cheer about', spoke of its 
'enormous vitality' and the 
'gleaming polish and pure plea
sure' of its dancing. 

The New York Post's Clive 
Barnes was less euphoric and 
had negative comments about 
items in the repertoire but 
endorsed Kisselgoff's impres
sion of the dancing saying it 
had,'that special vigor we now 
associate with Canadian 
dance' . Of the ballets receiving 
their New York premieres, 
Brian Macdonald's Etapes 
fared best with the critics. 
Barnes called it a work of 'elu
sive beauty and pounding 
energy'. 

Les Ballets Jazz and the Eddy 
Toussaint Dance Company also 
had great success during their 
foreign tours, except they 

· went farther afield - to 
Europe. 

The Eddy Toussaint Dance 
Company gave 26 performan
ces in 23 cities in France and 
Belgium, Febru_ary 16 to April 
3, and came back with a thick 
batch of glowing reviews. 

Les Ballets Jazz played in 
more than 30 cities in France 
and, briefly, Belgium and Swit
zerland, (March 2 to April 22). 
The company has only a short 
break before it begins a new 
season on July 9th with a five
week Central American tour of 
Jamaica, Bermuda, Venezuela 
and the Antilles. Later, in 
August, Les Ballets Jazz will 
return to the Shaw Festival, 
Niagara-on-the-Lake, Ontario, 
and will then head south for a 
week's performance at the 
Knoxville 1982 World's Fair in 
Tennessee. Then, it's on to 
Panama for the first engage
ment of a three-week South 
American tour! 

Timothy Porteous is the Can
ada Council's new director. 
The official announcement 
came on April 6. Mr. Porteous 
had been associate director of 
the Canada Council since 1973 
and acting director since 
December 31, 1981, when his 

predecessor , Charles Lusier, 
moved to his new job as Clerk 
of the Senate. Mr. Porteous 
was born in Montreal in 1933 
and attended university in both 
his home city (McGill and U of 
M) as well as in Paris. He was 
co-author and associate pro
ducer of My Fur Lady, a satiri
cal musical that toured Canada 
in 1957 and 1958 , but opted 
for the practice of law in 
Montreal until 1966 when he 
joined the federal civil service. 

The Dance Centre, the Toronto 
branch of Les Ballets Jazz 
school, has lost its two found
ing co-directors. Dennis 
Michaelson and Louis-Andre 
Paquette resigned on May 18 
-along with other administra
tive employees-apparently in 
response to a serious financial 
crisis and amid accusations by 
LHj's Montreal head office that 
the Toronto school had spent 
prodigally. The Toronto 
school 's staff had themselves 
earlier accused the Montreal 
office of gross financial mis
management and breach of 
contract. Caroline Salbaing, 
manager of LBJ and its four 
schools, said the Toronto office 
had ignored warnings to cut 
back on spending. Her brother
in-law, Patrick Salbaing, im
mediately assumed temporary 
management of the Toronto 
school whose summer program 
will still open as scheduled on 
June 28. 

The Canada Council 's Pilot 
Program in Dance providing 
support to presenters of inde
pendent dancers and choreo
graphers which was initiated 
last year, has been extended for 
one more year and has received 
an increase from $25,000 to 
$45,000. 

Karen Kain was sorely missed 
by her Toronto fans during the 
National Ballet of Canada's 
May hometown season. She 
appeared for only one perfor
mance of Romeo and Juliet . 
The reason? She was dancing in 
France as guest artist with 
Roland Petit's Ballets de Mar
seilles, performing in the pre
miere of Petit's Tales of 
Hoffman. 

Stephanie Ballard is the winner 
of the 1982 Clifford E. Lee 
Choreography Award. Ballard 
is associate artistic director of 
Winnipeg's Contemporary 
Dancers and has been part of 

1982 Clifford E. Lee Choreography 
Award winner Stephanie Ba llard. 

that company for the past 10 
years both as a dancer and cho
reographer. Two of her works, 
Prairie Song and Construction 
Company are in the company's 
repertoire. T he award is spon
sored jointly by the Edmonton 
based Clifford E. Lee Founda
tion and the Banff Centre 
School of Fine Arts. It includes 
a cash award of $3,000 and a 
summer residency at the Banff 
Centre where the winner's pro
posed new work is set on stu
dents of the Banff summer 
dance program and premiered 
as part of the Banff Festival of 
the Arts (July 29-31). 

Rina Singha, Kathak dancer, 
choreographer and educator, 
will be teaching and perform
ing at the Maine Folk Dance 
Camp in Bridgton, Maine (July 
2-6). In August she will attend 
the Dance and the Child Inter
national Conference in Stock
holm, Sweden, to give a presen
tation of her work using dance 
for language development with 
deaf and other handicapped 
children. She will also give solo 
Kathak concerts in Norway 
before her return to Canada. 

For the Love of Dance, the 
National Film Board's hour
long documentary about the 
day-to-day work of dancers in 
seven Canadian dance compan
ies, was selected as Best Film at 
the 11th Annual Dance Film 
Festival in New York last 
April. For the Love of Dance 
was directed in different loca
tions by John N. Smith, Cyn
thia Scott, Michael McKenni
rey and David Wilson and was 
seen a year ago on national 
television. 

The First International 
Summer School in Benesh 
Movement Notation is to be 
held this summer at the Univer
sity of Waterloo in Ontario 
(July 26 to August 13). This 
innovative program has an 

interesting history and promis
ing future. Although Sandra 
Caverly has been teaching 
Benesh notation at York Uni
versity for many years, 
advanced students have had to 
go to the Institute of Choreol
ogy in London, England, to 
complete their studies for certi
fication . At the instigation of 
the Canada Council , Rhonda 
Ryman of the University of 
Waterloo's Dance Group (her
self an Institute graduate) 
began discussions with the IOC 
in London with a view to start
ing a Canadian 'branch'. Mon
ica Parker, the lnstiture's direc
tor, visited Canada last 
November to inspect the facil i
ties at York and Waterloo and , 
on her return in December, 
confirmed that a series of 
summer programs leading ro 
professional certification could 
be offered at Waterloo. Seed 
money was made available by 
the Institute and Waterloo's 
Faculty of Human Kinetics and 
Leisure Studies and an addi
tional grant will come from the 
university's Teaching Resource 
Office. Additional government 
support is hoped for. The firs t 
course this summer will include 
both Monica Parker and 
Wendy Walker, (American 
Ballet Theatre's company cho
reologist ) as faculty. Enquiries 
and registrations have already 
been accepted from as far away 
as Venezuela. A few spots in 
the course, which is geared to 
ballet dancers, teachers and 
those planning a career in 
movement notation, are still 
open. The course can be app
lied towards a University of 
Waterloo degree as well as 
towards IOC certification. For 
further information, contact: 
The Dance Group, University 
of Waterloo, Waterloo, Onta
rio, N2L 3Gl. 

The Dance in Canada Associa
tion's 1982 conference to be 
held in Ottawa from June 23-
27 will be recorded for televi
sion by Rogers Cable. A crew 
of 16, using six cameras will 
document performances for 
archival purposes in a special 
studio in Ottawa as well as 
garnering material, including 
non-performance activities , for 
a series to be screened in 
Toronto starting this Sep
tember. This marks the first 
time such a comprehensive cov
erage of the DIC conference has 
been undertaken. 
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Betty Oliphant is presented with the Canadian Conference of the Arts' Diplome 
d'Honneur by federal fin.ance minister Allan MacEachern. 

Betty Oliphant, Director and 
Principal of the National Ballet 
School was awarded the Cana
dian Conference of the Arts 
Diplome d'Honneur during the 
CCA's annual conference in 
Ottawa, May 7. The award-a 
medal and citation-was pre
sented to Betty Oliphant by 
federal finance minister Allan 
MacEachern. 

Arnold Spohr, artistic director 
of the Royal Winnipeg Ballet 
was presented with one of the 
annual Dancemagazine A wards 
in a glittering, star-studded 
ceremony at the Sheraton Cen
tre in New York City on May 
3. He is the first Canadian
born artist, active in Canada, 
to receive the award. Melissa 
Hayden, born and initially 
trained in Toronto, received the 
Dancemagazine Award in 1961 
but rose to fame in the United 
States as a member of the New 
York City Ballet. 

In presenting the award to 
Arnold Spohr, celebrated 
American choreographer Agnes 
de Mille paid tribute to his 
genius as a ballet director and 
ability to inspire and retain the 
loyalty of his dancers. 

Gala, the National Film 
Board's documentary on the 
Canadian Dance Spectacular of 
May, 1981, was given its pre
miere screening at the National 
Arts Centre in Ottawa on April 
30. The evening was dedicated 
to the Canada Council which 
held its first meeting on the 
same date 25 years ago. Artists 
from across Canada gathered 
on the stage to pay tribute to 
the Council and to present, on 
behalf of the artistic commun
ity, a large Inuit sculpture of a 
bear which will stand in the 
Council's Ottawa 
headquarters. 

The documentary itself was 
a triumph for the NFB. It had 
stepped in a year before at two 
days notice to fill the breach 
left when a planned live telecast 
by the CBC had to be cancelled 
owing to strike action by 
members of NABET. In 90 
minutes, Gala successfully 
recreates not only the dancing 
on stage (accompanied by fine 
Dolby-Stereo sound) but the 
atmosphere of excitement and 
anticipation backstage and in 
the audience. Following its 
Ottawa premiere, Gala was 
screened in Montreal (May 8-

Arnold Spohr received the Dancemagazine Award in New York on May 3. Here he 
is greeted by former R WB dancer Gwen Ashton. Agnes de Mille (seated ) presented 
the award. 

11) , Saskatoon (May 25), 
Halifax (May 29) Edmonton 
(June 3,4,6,10,11 and 13), and 
Toronto (June 25-July 1). 
Other screening dates remained 
to be set. A full review of Gala 
will appear in the next issue of 
Dance in Canada. 

The Friends of Terpsichore is a 
new book service in Toronto 
dealing in used, rare and anti
quarian dance books. For more 
information contact Friends of 
Terpsichore, PO Box #563, Sta
tion Q, Toronto, Ontario M4T 
2N4. (416) 651-7262 or 
961-5560. 

BRITISH COLUMBIA 

Vancouver's Goh Ballet Group 
toured to Singapore in March 
with guest artist Jenny Chiang 
of the Northern Ballet Theatre 
and American dancer William 
Starrett. Artistic Director Chiat 
Goh, a native of Singapore, 
came to Vancouver in 1967 fol
lowing a 20-year career as prin
cipal dancer and ballet master 
with the China Ballet of Pek
ing. Since his arrival in Canada 
Goh has worked with the Anna 
Wyman Dance Theatre and has 
taught at York University, the 
Royal Winnipeg Ballet and the 
Banff Centre. Just two years 
ago Goh and his wife Lin Yee 
founded the ballet group and 
affiliated school. The touring 
repertoire included works by 
Goh and Xixian Wang, long
time ballet master of the Chi
nese Central Ballet Troupe. The 
company performed to audien
ces of more than 7,000 people 
and has been invited to perform 
in Hong Kong in the near 
future. In April, the Goh Ballet 
Group appeared in Vancouver's 
Queen Elizabeth Playhouse and 
is currently planning its first 
extensive tour of British 
Columbia schools. 

The Western Front Society in 
Vancouver presented that city's 
first Independent Choreo
grapher's Series at the Firehall 
Theatre over two weekends -
May 14-16 and May 21-23. 
There were three nights 
devoted to the work of indi
vidual choreographer/ per
formers and three 'mixed' even
ings of work by well-known or 
emerging local artists. Included 
in the series was an appearance 
by Marie Chouinard from 
Montreal. 

ALBERTA 

The Banff Centre will celebrate 
its 50th anniversary in 1983. 
The newly•formed Alumni 
Association is eager to re
establish contact with former 
students and faculty of both 
the School of Fine Arts and the 
School of Management who 
may be interested in the special 
events and projects planned for 
the anniversary celebrations. 
For more information contact 
the Alumni Association , Banff 
Centre, Box 1020, Banff, 
Alberta . TOL OCO. (403) 
762-6100. 

Children in Dance is a perform
ing company founded in Cal
gary in 1979 by Gayda Errett 
to give young dancers the 
opportunity to perform. In 
May the company presented 
Ting-a-Ling and the Five Magi
cians, a colourful production 
choreographed by artistic direc
tor Shirley Murray for a cast of 
37 girls and boys aged six to 
12. The two other company 
choreographers are Sonia Yud
covitch and Sheena Bean. 

Sun•Ergos celebrated its fifth 
anni versary in May with Cele
bration Chautauqua which fea
tured guest artist Menaka 
Thakkar, classical Indian 
dancer from Toronto , as well as 
40 dancers from the ethnic 
communities of Calgary. 
Sun• Ergos will spend the late 
summer/ early fall in Europe 
performing at the Dance and 
The Child International Con
ference in Stockholm, Sweden, 
(August 14-20) and the Edin
burgh Fringe Festival in Scot- · 
land (August 24-September 4). 
The company will tour the 
Scottish Highlands (September 
13-24) and the Mid-Pennine 
Arts Association Districts, 
Burnley, UK (September 26-
October 2), participate in the 
Swansea Fringe Festival, Wales, 
(October 3-9) and give perfor
mances in Cardiff, Wales 
(October 9, 10). The tour fin
ishes with residencies at Wor
cester College of Higher Educa
tion, Worcester, UK (October 
11-15) and Dunfermline Col
lege of Physical Education , 
Edinburgh, Scotland, (October 
17-21 ). 

Keith Urban and Maria For
molo have left Regina Dance
works and moved to Edmon
ton to found a new company -
Urban and Formolo Dance. In 



. larch and April the duo 
:oured to Toronto, Montreal, 

ttawa and Yellowknife and 
\· ill perform at the Riverside 
'.)ance Festival in New York 
J une 9-13). Their first home 
-ea.son in Edmonton is sche-

uled for the fall. Plans also 
nclude residencies and child

-en's performances. General 
_ tanager Ernst Eder, who 
·ounded Interface Magazine 
· d before chat Tournesol 
.::ance company, will begin his 
.::uries by finding the new com-
any a suitable studio. Future 
lans include a return to 

Toronto's Harbourfront and to 
-::-angente in Montreal this Sep
:ember as well as an interna
·1onal tour. 

Laura Alonso, bailee mistress 
ind principal teacher of the 
. ' ational Ballet of Cuba, will 
oe at the Banff Centre from 
June 28 to July 17 as guest 
~eacher in the Performance 
Class of the summer dance pro-

am. Laura Alonso, daughter 
of the famous ballerina Alicia 
. .\lonso, was herself a dancer 

he was trained in New York 
and Moscow) before retiring 
' rom the stage at the age of 35 
·o become a teacher. Brian 
.\11.acdonald, director of Banff's 
ummer dance program and 
imself a close friend of the 

. .\lonsos-he has choreographed 
vorks for Alicia and her com
any-~aid he was delighted 
hat such a distinguished 
eacher would be joining the 

'acuity. 

..\1ANITOBA 

The Royal Winnipeg Ballet 
ended an exceptionally busy 
and successful 1981/82 season 
on May 8 with a hometown 
engagement which included the 
.vorld premiere of Vicente 
_ ·ebrada's Firebird. During its 
19-city winter tour of the US 
22 performances and 7,434 

miles of traveling) the company 
averaged a total attendance of 

0 per cent capacity. The RWB 
played to 87 per cent houses for 
_ s short Winnipeg appearance 
..\1arch 3-7) and then headed 

off on another tour, this time 
:hrough southern Ontario, the 
_ fa ritimes and into Quebec 

·here it gave 34 performances 
.;!together. In Montreal and 

ttawa it presented its full
ength Romeo and Juliet (by 

. udi van Dantzig) to packed 
d enthusiastic audiences. To 

conclude a record-breaking 
1981 / 82 season, the Royal 
Winnipeg Ballet presented the 
world premiere of Stravinsky's 
The Firebird by Venezuelan
born choreographer, Vicente 
Nebrada. The spectacular new 
production starring Evelyn 
Hart, guest artist Zane Wilson 
and Susan Bennet received an 
ovation from irs opening-night 
audience in Winnipeg on May 
5. A full review of Firebird will 
appear in the next issue of 
Dance in Canada. Meanwhile, 
17 students from the profes
sional division of the R WB's 
school toured schools in and 
around Winnipeg with a mixed 
repertoire drawn from the 
company's own rep. Concert 
Hour Ballet, the young troupe's 
name, not only offers an intro
duction to the art for school 
children but brings bailee to 
smaller communities often 
denied live dance performance. 
Concert Hour Ballet gave 28 
performances from March 10 
to May 14. 

The RWB will become the 
first Canadian company to 
appear at the prestigious 
Athens Festival this summer 
when it appears in the 1,800-
year-old Odeon of Herodes 
Atticus, July 15-18 . The com
pany will also appear in Thesa
lonica during its Greek visit. 
Before that, the RWB gives a 
special benefit performance in 
Nicosia for the Cyprus Red 
Cross, July 9. 

ONTARIO 

Canadian Cameos: A Multicul
tural Showcase presented in 
April at the George lgnatieff 
Theatre, University of Toronto, 
consisted of 15 cameo perfor
mances by actors, singers, 
dancers and musicians. The 
performance, produced by 
Robert Glickman, was part of 
a fund-raising drive for the 
Bloor-Bathurst Information 
Centre. 

Ottawa Dance Theatre's spring 
season at the Odeon Theatre, 
University of Ottawa, featured 
the premiere of Diversions by 
Ted Marshall, formerly of the 
Royal Winnipeg Bailee and 
Street Suite by Louise Kralka , 
formerly of Les Ballets Jazz . 
The program also included the 
revival of artistic director 
Judith Davies' Lost Moments 
and Nikki Cole's Pacific 
Tidepools . 

Toronto's Harbourfront prob
ably presents more dance events 
than any other Canadian cen
tre. There has rarely been a 
dance-free week all year. This 
spring featured apearances by 
TIDE and the New Music Co
op in a collaboration called 
Colliding, the Richard Lyon 
Dance Troupe of native Indian 
performers, Ottawa's Le 
Groupe de la Place Royale, 
Toronto's Musicdance Orches
tra and the Danny Grossman 
Dance Company. The summer 
series of dance performances 
will include Danceworks 27 
(June 10-13), Douglas Nielsen 
Dance Company from New 
York (June 17-20), Wallflower 
Order Dance Collective from 
Boston (June 24-27), classical 
Indian dancer Menaka Thak
kar (July 30-August 1), Totem 
a collaboration by Vancouver 
performers Santa Aloi , Susan 
Osberg and Randy Raine
Reusch (August 6-8 ), Montreal 
fo lk dance troupe Kalinka 
(August 13-15) and Toronto's 
Folk Dance Theatre (August 
20-22). Highlights of the 
1982-83 Dance Canada Dance 
lineup will be the Paula Ross 
Dance Company of Vancouver, 
Le Groupe Nouvelle Aire of 
Montreal and the Brian Webb 
Dance Company of Edmonton. 

The Danny Grossman Dance 
Company's spring season at 
Toronto's Young People's 
Theatre featured the premiere 
of Grossman's new work Por
traits. In April and May, fol
lowing its Toronto season, the 
company performed in Mont
real, Huntsville, Ottawa and at 
the International Children's 
Festivals in Stanley Park, Van
couver and Harbourfront, 
Toronto. In August the com
pany has been invited to per
·form in the Internacional Fesci-
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val of Art and Architecture in 
L'Aquila, Italy and will make 
its first tour of the Mari times 
in the fall giving performances, 
master classes and lecture dem
onstrations in Fredericton 
(November 2), Sackville 
(November 4), Wolfville 
(November 9, 10), Halifax 
(November 12) and Rimouski, 
Quebec (November 17). Lacer 
in the fall the company returns 
to Europe for performances in 
the UK and West Germany. 
Dindi Lidge has joined the 
Grossman company this year. 
He was formerly with the 
Toronto Dance Theatre and 
joined the Martha Graham 
Company as a soloist in 1977. 

M adame Xu Shu-ying of the Peoples' 
Republic of China. 

Madame Xu Shu-ying, China's 
leading authority on and 
teacher of folk dance visited 
Canada as guest teacher with 
the National Ballet School 
from February 15 co March 19. 
Madame Xu then went on to 
Ottawa for a further two-week 
teaching engagement with the 

PAVLYCHENKO STUDIO ANNOUNCES: 

"A SUMMER SPECIAL" 
Master Class and Repertory Series 

July 19 - August 14 
guest teachers: 

CAROLYN ADAMS of the 
PAUL TAYLOR DANCE COMPANY and 

RAN KO YOKOYAMA of the 
LOUIS FALCO DANCE COMPANY 

(416) 922-1771 
orwrtte: 

THE PAVLYCHENKO STUDIO 
625 Yonge St., Toronto, Ont . 

M4Y 1Z8 
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School of Dance, Pre
Professional Program. 

Madame Xu, who gave a 
number of well-received 
lecture-demonstrations during 
her Canadian stay, taught a col
lection of authentic Chinese 
folk dances from the 56 minor
ity nationalities of the People's 
Republic. Madame Xu, a pio
neer of dance education in 
China, has travelled through
out the country learning and 
recording the dances. Her work 
rook on new urgency after the 
depradations of China's so
called Cultural Revolution, 
during which Madame Xu was 
branded an anti-revolutionary 
artist. The Revolution des
troyed a good deal of the work 
she had done and she now ref
ers to her efforts as a cul rural 
'rescue m1ss10n'. 

Ballet Shayda of Ottawa is 
touring western Canada this 
summer with a program 
entitled Martyrs: A Tribute in 
Dance, dedicated to the recent 
martyrs of the persecuted 
Baha'i faith in Iran . The com
pany was founded by Michele 
Danesh in 1973 and has since 
then performed her choreo
graphy throughout Ontario, 
Quebec, New Brunswick and 
the eastern US, participating in 
school tours and cultural festi
vals as well as giving perfor
mances on behalf of the Baha'i 
community. Roderick Johnson 
of Theatre Ballet of Canada 
will appear as guest artist on 
this tour, dancing with the 
company and also presenting 
some of his own work. Tour 
dates include Thunder Bay 
(July 19), Winnipeg (July 21, 
Brandon (July 22), Saskatoon 
(July 25), Lethbridge (July 27), 
Vernon (July 29), Vancouver 
(August 1), Duncan (August 3). 

The National Ballet School 
is one of three performing arts 
training institutions to benefit 
from an imaginative cultural 
support program of the Ameri
can Express Canada Corpora
tion. If you watch television, 
you may already have seen 
Peter Ustinov explaining how 
the plan works. During the 
Spring, American Express 
donated money for every new 
card membership registered, 
sale of traveller's cheques and 
for every card transaction. The 
amount raised-expected to be 
well in excess of $75,000 when 
the final tallies are in-will be 

split equally between the 
National Ballet School, the 
National Theatre School and 
National Youth Orchestra. 

The National Ballet of Canada 
was able to escape a particu
larly cold and gloomy Toronto 
in March to make a two-week 
tour of the southern US where 
the audiences were as warm as 
the sun. The company appeared 
in Palm Beach, Florida and in 
Houston and Fort Worth, 
Texas. Among the company's 
guest artists during the tour 
were Martine van Hamel, An
thony Dowell and Natalia 
Makarova. On its return to 
Toronto, the National went 
into rehearsal for a three-week 
May season at the O'Keefe 
Centre which included perfor
mances of Napoli, La Sylphide, 
Washington Square and Romeo 
and Juliet. Although Kevin 
Pugh was scheduled to dance 
his first Gennaro in Napoli he 
was eliminated from the season 
by injury. His place was taken 
by second-year corps member 
Jeremy Ransom. Together with 
Sabina Alleman, also making a 
debut in the leading female 
role, the two gave a remarkably 
confident and very popular per
formance as the young lovers in 
Napoli. During the season, 
another notable debut was that 
of Peter Ottmann in Romeo 
and Juliet. 

Shortly before the official 
close of its 1981/82 season the 
National announced several 
promotions. Among these was 
the elevation of Moscow silver 
medal winner Kimberley Glas
co from second to first soloist. 
She, however, soon after 
announced her decision to ac
cept an offer from American 
Ballet Theatre where William 
Stolar, who had been making a 
strong impression in recent 
National Ballet performances, 
had already decided to pursue 
his career. 

QUEBEC 

The Kalinka dance company 
celebrated one year of opera
tion with performances in 
April of a full program of 
Slavic dance and music at 
Montreal's Centaur Theatre. 
The company of 12 dancers, 
five musicians, three singers 
and a master of ceremonies per
form dances of Russia, the 
Ukraine and Poland set by 

artistic director Mikhail 
Berkut. 

Daniel Leveille, the Montreal
based choreographer, was 
awarded the Jacqueline 
Lemieux prize this year at the 
final performance of his criti
cally acclaimed Le Sacre du 
Printemps. The memorial 
prize, established in 1980, is 
given to the candidte for Can
ada Council dance awards that 
the jury finds the most deserv
ing. The first two Jacqueline 
Lemieux prizes went to Robert 
Desrosiers (1980) and Roxanne 
d'Orleans-Juste (1981). 

Leveille has performed with 
le group Nouvelle Aire, Axis 
and Qui Danse, has received 
numerous choreographic 
awards and has created eight 
works in the last five years. 

Tangente provided Montreal 
audiences with a busy May 
schedule including Lisa Kraus's 
Kabuki Home Movie, Van
couver's Terminal City Dance, 
the dance, music and poetry of 
Susan Munro and Zeeva Weisz 
and the Boston Dance Collec
tive's Rock Garden by Martha 
Armstrong Gray. Summer 
dance begins with Julien Meu
nie and Aline Ribiere via an 
exchange program between 
Montreal and Bordeaux (June 
5,6), Sherry Lee Hunter and 
Sylvia Lee Saunders from 
Halifax (June 11, 12) and 
Hommage a Sally Rand with 
the Fan Club (June 25-27). 
Former Falco dancer Louis 
Solino and Paul Jenden will 
perform solos by Jose Limon, 
Roberta Maxwell and works 
by Jenden (August 6-8). Tan
gente co-founder Dena Davida 
and Marsha Paludan will con
duct an intensive workshop 
exploring Releasing Technique 
and Contact Improvisation 
(August 7-11). 

Tangente now has a small 
gallery designed to exhibit a 
multitude of artistic endea
vours related to dance and 
movement. As well as painting, 
graphic and photographic art, 
Galerie Tangente presents film, 
video, three-dimensional instal
lations, writing and music. For 
information contact Robert 
Rayher or Denis Farley, Galerie 
Tangente, 1596 St. Laurent, 
Montreal, Quebec. (514) 
842-3532. 

Focus on Jazz is an intensive 
summer dance program run
ning August 1 to 21 at John 
Abbot College in Ste. Anne de 
Bellevue. The program, 
founded and directed by Jeanne 
Marler, offers a concentrated 
exposure to jazz dance as well 
as classes in ballet and modern 
and workshops with resident 
choreographers. The two resi
dent choreographers need little 
introduction in the jazz dance 
community. Eva von Gencsy, 
renowned teacher, choreo
grapher and co-founder of Les 
Ballets Jazz de Montreal, 
returns to Focus on Jazz for the 
third consecutive year. She will 
produce a new work for the 
professional level students and 
give master classes. Richard 
Jones returns for his second 
year to choreograph for stu
dents at Focus. 

The jazz faculty includes 
Louise Kralka from Montreal, 
Danny Pepitone from New 
York, Anne Marie Porras from 
Montpellier, France, and Patri
cia Strauss from Miami. Mont
real's Manon Larin will teach 
ballet and American dancer 
Louis Solino will teach Limon 
technique. 

An added feature this 
summer will be the presence of 
a professional company- the 
Miami-based L'Image de Ballet 
Jazz directed by Patricia 

Eva van Gencsy-a guest teacher at rhis lsummer's Focus on Jazz. 



Strauss. Company members 
will participate fully in classes 
and workshops and will present 
a ballet from the company 
repertoire for the closing 
performance. 

For more information about 
Focus on Jazz contact the Cen
re de Danse Jeanne Marler. PO 

Box 36, Ste. Anne de Bellevue, 
Q uebec. H9X 3L4 (514) 

49-7073. 

Studio Quebec is the title of 
one of the most original artist 
support programs yet to be 
evolved by a provincial 
government. Situated in the 
Soho district of New York, the 
studio space is being made 
available by the ministry of cul
ture to individual artists for a 
term of six months each. 
Appropriately enough, the first 
resident is a dancer/choreo
grapher from Montreal, Marie 
Chouinard. 

NOVA SCOTIA 

Dance Nova Scotia held its first 
annual dance conference May 
28 to 30 at the Lord Nelson 
Hotel in Halifax. Celia Franca, 
founder of the National Ballet, 
was present as guest of honour. 
Conference delegates were 
created to a broad range of 
dance forms from ballet and 
modern dance to ballroom and 
step dance, and participation 
was the order of the day. 

Nova Dance Theatre, the 
Halifax-based modern dance 
company, following its first 
anniversary performances at the 
Dalhousie Arts Centre (April 
29 to May 1), made a tour of 
Nova Scotia and will appear at 
the Ottawa Dance in Canada 
Conference. Plans are now 
almost finalized for Nova 
Dance Theatre's first overseas 
tour-to Europe- where Jeanne 
Robinson, Duncan and Angela 
Holt and Louise Hoyt will 
appear at the Edinburgh Fringe 
Festival (Scotland), the St. 
Edmunds Art Centre in Salis
bury, England, and at Susanne 
Linke's Folkwang-Tanz Studio 
in Essen, Germany. 

Letters 

Montreal 

I was intrigued to read Dr. 
Celeste's article 'Peak Perfor
mance' in your last issue since I 
have, quite inadvertently, 
become interested in this sub
ject myself by way of a related 
activity-music. I have noticed 
that many musicians with 
whom I've had contact are left
handed which seems to indicate 
high right hemisphere brain 
activity. I became curious and 
began researching the subject. 

Although I'm a translator by 
profession I have an active 
interest in ballet, music, jug
gling, figure skating and writ
ing and have also studied some 
architecture. I mention all these 
activities because, after reading 
about right and left brain hem
isphere activity, I made some 
interesting personal discoveries 
about which hemisphere is 
most helpful in specific 
activities. 

As far as motor control is 
concerned ('percepto-motor 
integration') I found from my 
juggling that it affected almost 
every other activity as well. In 
figure skating, for example, my 
perception of the symmetry of 
figure 8s improved noticeably! 
(Right hemisphere spatial abil
ity). I also felt more relaxed 
and, hence, 'artistic'! 

Other intriguing things hap-

pened too. Juggling four balls, 
for insrance, requires both 
hands to work independently 
but equally in a far more 
demanding way than for three 
balls. I would give my left hand 
a mental command to throw 
higher and, instead, my right 
hand would do it! To my sur
prise, I realized my command 
control wasn't bridging the 
hemispheres fast enough. 
Gradually, with practice, these 
particular messages got sorted 
out. 

What is clear is that motor 
and perceptual abilities are 
linked up with the two brain 
hemispheres which must work 
together. A music professor 
told me that the best per
formers , the smartest and most 
artistic, were, by his observa
tion, physically well
coordinated people- indicating 
that both brain hemispheres are 
working well together. 

I would say, therefore, in 
response to Dr. Celeste's arti
cle, that it is not so much a 
question of 'quieting the left 
brain' as of waking up both of 
them to work harmoniously 
together. 

I like Dr. Celeste's recom
mendation about focussing and 
making 'mental pictures' of 
oneself dancing. As for doing 
combinations from the middle, 
and backwards, I recall reading 
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that Charlie Chaplin (who was 
left-handed), to give himself a 
bit more of a challenge, would 
go through a routine com
pletely backwards. He would 
even fall upsrairs! If filmed , 
this unusual performance could 
be played in reverse and, to 
everyone's amazement, the se
quence would come out per
fectly in forward motion. His 
hemispheres must have been 
working together splendidly! 

Sincerely 
Ann Gamina 

Editor's Note 
In publishing Dr. Celeste's ar
ticle in our last issue we omit
ted to identify the two logos 
used to illustrate left and right 
brain modes. That for the left 
brain was by Erik Dzenis (omit
ting the word 'Dance' which 
was superimposed by us to em
phasize the verbal element of 
left brain activity). In its ori
ginal form, it is the logo of the 
Toronto Dancewear Centre
the city's maior outlet for 
Capezio. For the right brain 
mode, we used Uri Sendrahi
nai 's (Creative Direction), logo 
for The School of the Toronto 
Dance Theatre. Our apologies 
for not acknowledging this at 
the time. 

'They told me it was the ultimate answer to my weight problem.' 
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Dance at a Glance 

Ricardo Abreut 
143 George Street, Toronto, Ont. 
MSA 2M6 (416) 368-9589. Extensive 
experience in dance. Acompanisr
Percussionist-lmprovisa tion. 

Les Ballets Jazz, Ecole Superieure 
1231 Sr. Catherine St. W. 
(514) 849-6071 
Montreal, Quebec H3G 1P5 
Ministry of Education Permit #749889 
Jazz, Classical, Tap 
Prof. Adv. Int. Beg. 
Scholarships 
Founders: Genevit'.ve Salbaing, Eva von 
Gencsy 

Les Ballets Russes de Montreal 
Director: Mikhail Berkur. Classical 
Baller (Russian Method), Baller-Jazz, 
Character Dances, Beginners to Profes
sionals. Courses year round. Kalinka 
Slavic Dance Company. 1231 St. Cath
erine Sr. W., Monrreal H3G 1P5; (514) 
288-1677. 

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

Canadian College of Dance-Ryerson 
Theatre Dept. 
Teacher training Course. Coaching for 
RAD and !STD exams. 50 Gould Street, 
Toronto M5B JES, 595-5086. 

Artsperience July 5-23. Activities in 
visual Arts, crafts, dance and more. For 
derails write Artsperience, c/ o Canadore 
College, North Bay, Ont. PlB 8K9, or 
phone roll-free 1-800-461-9513. 

Consultations in Theatre 
for professionals and for self-develop
ment. Small studio atmosphere. Private 
sessions. (416) 924-1023. Raymond K. 
Cosgrove MFA, CAEA. 

Centre of Movement 
Our movement and dance work flows 
from the body's natural abi lity ro move 
efficiently and free ly. Strength and bal
ance come nor from straining and over
developing muscles, bur through 
ordered movements rendering resilience 
and breath. MOVEMENT ESSEN
TIALS FOR EVERYDAY LIFE, 
IMPROVISATION, DANCE. Ongoing 
classes. 466-9549 

The City Ballet 
Baller, Pointe, Jazz. 23 Brentcliffe Rd., 
Un it 352, Toronto, Ontario M4B 4B7. 
Tel. 421-8223. M. Bayer, Director 

Classical Jazz Dance Company 
Hal Mischka, Director 
Blending Baller with contemporary jazz 
movements 
427A Queen St. W. 3rd fl., 
Toronto MSV 2A5 
(416) 593-0696 

Concordia University 
7141 Sherbrooke St. West 
Montreal, Quebec H4B 1R608 
Developing Programme in Modern 
dance & Creativity in scholastic year. 
Professor Elizabeth Langley 
Tel: (514) 879-5803 

Contemporary Dancers, Winnipeg 
A Winning Style. For fees and booking, 
contact Dena Deeter, 2nd fl., 444 River 
Ave. Winnipeg, Manitoba R3L 0C7 
(204) 452-1239 

Dance Concepts Studio 
Biosomatic exercises; Baller Modern, 
Jazz and Fitness Classes. Children, 
teens and adults. 681 Markham Sr. 
(Bloor-Bathurst ) Tor. 533-2103. Lil
lian Jarvis, Director 

Ecole Nouvelle Aire 
Cours de danse moderne; placement au 
sol er technique Limon. Tous 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 per
forming arts department. Contact Tony 
Besant (604) 291-3363 

Goh Gallet Scho.ol 
Classical baller, chinese dance, charac
ter, jazz, pre-school ro adult, profes
sional training program. 2 studios in 
Vancouver, BC (604) 734-4437, 
879-9964 

Le Groupe de la Place Royale 
Classes in modern dance, baller, crea
tive movement, composition and voice. 
Beg. to prof. 130 Sparks Sr., Orrawa 
(613) 235-1492 

Diana Jablokava-Vorps School of Clas
sical Ballet-Kirov Method 
Arr. Dir.: Toronto Regional Baller and 
Toronto Summer School in Dance 
1920 Avenue Rd., Toronto, Ont. 
MSM 3B9 (416) 489-7597 

Literally Dance and Opera 
Dance books, dancewear, dance gifts. 
46a Sherbourne St. Toronto MSA 2P7 
(416) 366-7165 

Kyra Lober 
Developmental Movement Repattern
ing, a therapeutic method which faci li
tates one's ability ro move with more 
freedom, ease, grace and efficiency. Pri
vate sessions and workshops. Also 
classes in Feldenkrais Awareness 
Through Movement. Call (41°6) 964-
1575 Toronto. 

Lomi Bodywork 
Deep-tissue massage working with 
breath and awareness toward physical 
and emotional release, more aliveness 
and joy. Change posture and character 
rhru self-awareness massage. Fred 
Schloessinger. By appointment. (416) 
537-7998 

Lumitrol Limited 
Spotlights, Dimmers, Curtains, Supp
lies, Professional System design, manu
facture, sales 
Five Walker Ave., Toronto, Onrario 
M4V 1G3 Bruce Whitehead, P. Eng. 
(416) 921-6060 

Veronica Mazer School of Dance 
Mazer Dance Theatre. Intensive studies 
in Baller, Modern , Character, Jazz. 
1062 Islingron Ave., Tor. MSZ 4R6. 
233-6702. 

Ontario School of Baller and 
Related Arts 
1069 Sr. Clair Avenue West (midway 
between oakwood and Dufferin), 
Toronto, Ont. M6E 1A6, Phone: 
656-9568. 
Registrations accepted 4 terms per year. 
Ontario Baller Theatre 
Performing Oct. 25-April 30. For 
information call: 656-9568. 

Prism Dance Centre-Nucleus of Prism 
Dance Theatre 
Directors-Gisa Cole, Jamie Zagouda
kis, Danille Clifford 
Individual styles in Modern, Jazz, and 
Baller 
518 West Hastings St., Vancouver, BC 
V6B1 L6 (604) 681-6715. 

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

Russian Academy of Classical Baller Ltd. 
Mary Aslamazova, Director. Classes 
for children and adults, day and even
ing, from beginners to professionals. 
935 Bloor Sr . W. (at Ossington) , 
Toronto, Ontario, M6H 1L5; (416) 
532-2993. 

The Bonnie Sandison Dance Studio 
Jazz, Tap, Baller and Conditioning 
Classes 
Beg. to Adv. for amateur or profes
sional dancers 
18 Adelaide St. West, 3rd Floor, 
Toronto, M5H 1L6 
(416) 362-6784 

The School of the Toronto Dance 
Theatre 
30 Winchester Street, Toronto, Onta
rio M4X 1B2 (416) 967-6887 
Three-year professional training pro
gramme in modern dance. Entrance by 
aud ition only. Also offering open 
classes in modern and exercises for 
adults and children . Principal: Christel 
Wallin 

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

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

Sun Ergos, A Company of Theatre and 
Dance 
Dana Leubke & Robert Greenwood, 
Directors 2205, 
ZOO-9th Sr. SW, Calgary T2P 2B5 
Tel. (403) 264-4261 
Performances-Classes. 

Theatre books Limi red 
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 
V?V 1J5. Contemporary, baller, jazz, 
dance exercise. Children's training pro
gram and adult classes. (604) 926-6535 

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

Classified 

The Yorkron Dance Association 
requires a dance reacher for rhe 
1982/ 83 term to reach: RAD Syllabus, 
Modern Jazz and Canadian Tap. Apl y 
to: Yorkton Dance Association, 22 Kil
burn Bay, Yorkron, Saskatchewan. S3N 
3C8 

FULL TIME non-Graham modern and 
baller reacher required starring Sep
tember for commercial school affil iated 
with Le groupe de la Place Roya le, 
international touring company. Send 
resume to Peter Boneham, 130 Sparks 
Sr., Ottawa, Canada MIP 5B6. Profes
sional teachers with broad experience 
only please. 





The Great Canadian 
Magazine Deal 

. I nformation at your 
door - we'll deliver, 
you'll save! Yes. you 

can save a big 20 'X, by 
subscribing now to any of 
these Canadian maga
zines. We all want to be 
better informed about the 
things that matter to 
us and from now until 
I December 1982 yo u can 

STATUS OF WOMEN NEWS/IA 
smf~·/il'iii,oii.'i l'FJii.' REVUE SI;\TUS 
f!N;)!l, illJ..Ulff1f1H.•.~: DE IA FEMME 

A national , bi
lingual quarterly 
on women's 
issues: political 
and economic 
commentary, 

_::: ... :,=:;-z:~:·c news, features, 
'------~ columns on 
networking, lobbying and the law. 
$8/ 4 issues 

have the information you 
want delivered to your door 
and save 20 ~(. off the 
regular one year subscrip
tion price. How? Simply fill 
in the order form below 
and mail it to us. Select as 
many magazines as you 
would like and we'll start 
your suhscription right 
away. 

BICYCLING NEWS CANADA 
Canada's only 
national bicy
cling magazine. 
Featuring articles 
on touring, com
muting and rac
ing activities 
across Canada 
and critical re
views on equip

ment. $8/ 4 issues 

BRIARPATCH 

~ 
F.....:.'-~~ 

Stories, view
points and back
ground reports 
aboutenviron
mental, political 
and cultural 
events from a 
nonsectarian, 
left perspective. 

L------' $10/ 10 issues 

SATURDAY NIGHT 
- The key person

alities and in
stitutions in 
Canadian bus
iness, political 
and cultural life 
are proftled in 
depth by our 

u.-~~_;_J best writers and 
journalists in this beautifully 
designed magazine. Plus reviews, 
poetry and fiction. $21/ 12 issues 

CM: CANADIAN MATERIAI.5 
FOR SCHOOLS 
AND 
LIBRARIES 
Offers brief cri
tical reviews of 
Canadian mate
rials, print and 
non-print, for 
schools and pub

lic libraries. $20/ 4 issues 

THE CAPIIANO REVIEW 

--- ~~;:~~::~t-

i 
ducing readers 
to the most in-

·. novative art and 

.i . "· ~~~:~~r~;~;~ 
artists. $9/ 4 

L------' issues 

CITY 

NOW, until 
I December 1982 

you'll save 20% ·on 
the regular one year 

subscription price of these 
Canadian magazines. So fill 

this in and we'll keep you filled in 1 

NAME 

ADDRESS 

POSTAL CODE 

MAGAZINE AMOUNT 

ayable to: 
at Publishers' Association 

Send cheque p 
Canadian Periodic 

54 Wolseley Street, "(: oronto Ontario MST IAS 

SllB-TOTAL 

lllSCOUNT ( @ 20".,) 

TOTAL 
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