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Les Grands Ballets Canadiens 
in the Far East 
Reminiscences of the ''Tour of a Lifetime'' 

by David La Hay 

I t was a love affair between thousands of Asians and the 
dancers, administrative staff, technicians, the National 
Film Board crew and journalists who were part of Les 

Grands Ballets Canadiens' tour of the Far East in 1984. Per
forming a repertoire of 20 ballets, ranging from our own 
Canadian works to those of George Balanchine and Antony 
Tudor-and even one Chinese dance-we travelled to 20 
cities in 6 different countries and gave 40 performances. Over 
a period of 69 days, we travelled 55,000 kilometres. 

The "tour of a lifetime", as several of us were to describe it, 
had moments of incredible joy, as well as trials and tribula
tions. With a minimum of injuries, we all survived the long 
hours of travel and ensuing fatigue, the heavy performance 
schedule, the unusual and exotic food, an earthquake, rats and 
snakes in dining rooms-and even a collapsing stage! Yet 
none of the difficulties seem of any importance when com
pared to the endless fond memories of wonderful people, 
warm audiences, sold-out performances and countless invita
tions for us to return. It was a tour which, for varied reasons, 
left all of us changed in one way or another. 

We left Montreal on May 7th and, after a day and a half of 
exhausting travel, finally arrived in Beijing, to begin more 
than two months of wonderful, fascinating culture-shock. 
Surrounded by hundreds of blue Mao-suited Chinese on bi
cycles, we took in the Forbidden City and were constantly 
greeted by inquisitive stares and a chorus of "hurroh's", as 
people practised their meagre English with us. 

While we were all subjects of interest, it was Jerilyn Dana's 
red hair that fascinated them the most. John Stanzel, who 
made instant friends wherever he went, was later described at 
press conferences as our "secret weapon". 

The Tian Qiao Theatre, like most of the theatres we per
formed in throughout China, was small and quite old. We 
were treated, however, to the luxury of an in-house acupres
surist. The doctor, who works with the Beijing Ballet, was 
amazed by what he called our "old" injuries. Comparing us 
with the Chinese dancers he usually treats, he said it was typi
cal of Western dancers to leave injuries untreated for too long, 

or return to work too soon-resulting in complications or re
current injuries. In China dancers are treated immediately and 
not allowed to return until completely recovered. 

We availed ourselves of his talents and watched in fascina
tion as he treated everything from colds and allergies to pulled 
muscles and minor strains. 

We had been told not to expect an overly enthusiastic re
sponse from the normally reserved Chinese audience. While 
it was not the reception we were used to, it was quite appre
ciative. Members of the diplomatic corps said that they could 
not remember when a foreign troupe touched the people so 
deeply, or received the response that we did. 

It was astounding how perceptive audiences were in pick
ing out the subtleties of Antony Tudor's Lilac Garden and the 
humour of David Lichine's Graduation Ball. Indeed, they sur
passed the Western audiences we were used to in their aware
ness and appreciation of nuance and innuendo. They were 
deeply impressed with our contemporary works, responding 
especially to James Kudelka's In Paradisum-a work which 
had not been accepted originally by officials as part of our 
programming, as it involved a male pas de deux, as well as 
costumes that revealed the male torso. However, due to the 
insistence of Colin McIntyre, a member of the artistic direc
tion, the work was included and was performed with great 
success throughout the tour. 

An interesting feature about Chinese audiences is their 
noisy behaviour during the beginning moments of each per
formance. At the theatre, it is customary to spend time greet
ing friends, exchanging gossip and seats, eating and drink
ing--even if the program has commenced. Although slow to 
settle down, audiences are attentive once they do so, and they 
were quite interested in seeing anything from the West, so 
they could compare their own companies' styles and tech
niques with ours. 

The Chinese audiences are particularly fond of story bal
lets. When they could not understand our neo-classica.. 
works, they even invented stories, trying to make Balanchine 
relevant to their understanding of dance. 

Dance in Canada Winter I -
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Jerilyn Dana outside the Tian Qiao Theatre in Beijing. 
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Sylvain Lafortune and Edward Hillyer in James Kudelka's In Paradisum-a work which deeply impressed Chinese audiences . 

John Stanzel and Jerilyn Dana in Astaire . Excerpts from this work were a highlight of the gala performance given by the company in 
Bangkok, Thailand. 

Dance in Canada Winter I 



Sightseeing in China- in the gardens of Beijing's Forbidden City. 

The biggest success of the Chinese portion of our tour was 
the Chinese Red Ribbon Dance, set on the company by the 
wonderful Madame Zhang Yu Yi. Impressed not only with 
the fact that we honoured them by performing one of their 
famous works, the Chinese were delighted with how well it 
was executed, pointing out that they liked our presentation 
better than that of any other foreign company which had 
learned the work. It was greeted everywhere with rousing ap
plause and warm praise. 

While in Beijing we attended a joint class with members of 
the Beijing Ballet and were treated to a studio performance by 
students of the Beijing Dance Institute, under the direction of 
Madame Zhang. While the demonstration of ethnic dances, 
ranging from Tibetan to Korean, was overwhelming, it was 
the performance by Madame Zhang herself that was the 
highlight of our visit. Her ballet Spring Moon Refl,ected on the 
Water showed what a great artist and very special person she 
is, and we sat in hushed silence, spellbound, as this woman, 
who had retired from the stage more than 10 years ago, wove 
magic for us. It was a moment none of us will ever forget. 

Our next stop was Shanghai, an even larger city than 
Beijing, with a population of more than 12 million. The city's 
history as an international port has given it a broad and cos
mopolitan outlook, and it is very European in appearance. 
Here the audiences are somewhat more sophisticated and 
greeted our contemporary works more warmly. This is due, 
in part, to the international tours made by the Shanghai Bal
let, which have included a trip to Canada- in which several 
of our own technicians had taken part. 

One of the most memorable moments in Shanghai was the 
earthquake. It sent most people in the city rushing into the 
streets at midnight. While most people fled from the hotel, a 
few of us slept on through the excitement-putting _our fates 
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in the hands of the Chinese gods who, it seemed, were mer
ciful and caused no damage. 

The fondest and most moving memory of our visit to 
Shanghai, however, was the studio performance given by the 
Shanghai Ballet. They showed us some of their classical rep
ertoire, as well as their own choreographies, which were 
quite dramatic and emotional. Yet it was the pas de deux 
from Don Quixote, danced by Wong Chi Fong (a small and 
unassuming dancer) and her partner, that left us all deeply im
pressed. It was an exhibition of flawless technique and amaz
ing artistry. Never before had we seen such incredible bal
ances-done so naturally-or a coda of double fouettes 
executed so effortlessly. (It was Wong Chi Fong who had 
caused such a sensation at Jackson, only to have her partner 
defect midway through the competition.) 

When our applause had finally died down, it was difficult 
to find words to thank everyone for their hospitality and to 
say goodbye to these wonderful people who were so anxious 
to give us back some of the joy and happiness they had ex
perienced at our performances. 

Our last days in China were spent in Guangzhou and in
cluded a boat trip on the Pearl River. We then travelled to 
Hong Kong by train, through the wet and humid area of 
southeast China. The countryside was rich in green tropical 
foliage, with the proverbial rice paddies and water buffalo . 

While we had all enjoyed China, it was time to eat Western 
food again! Arriving in the bustling city of Hong Kong was a 
welcome shock. After we had run out for hamburgers and 
french fries, we were treated to a sunset rocktail cruise around 
the harbour. 

Our opening performance at the City Hall Auditorium 
was a resounding success, with numerous curtain calls for all 
the ballets-but especially for In Paradisum, the Red Ribbon 
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Sightseeing in Japan-at the Nijo Castle in Kyoto. 

Dance and Brian Macdonald's Tam Ti Delam, which really 
caught the interest of the audience. They were highly appre
ciative of the magic of John Stanzel in this ballet. Sold-out 
performances and enthusiastic audiences made up for the 
small size and hardness of the stage. 

When the rest of the company left Hong Kong for Bang
kok, where they were greeted with a floral reception and po
lice escort into the city, Annette av Paul and I remained be
hind to dance the balcony pas de deux from Macdonald's 
Romeo and Juliet at the Hong Kong Ballet's 20th anniversary 
fund-raising gala. 

The following day we joined everyone in Bangkok, and I 
settled down to prepare for another gala-this one in aid of 
the leprosy foundation chaired by the king of Thailand, Bhu
miphol Adulyadej. The highlight of the evening was the pre
miere of James Kudelka's Candlelight Blues, set to the jazz 
music of the same name composed by the king himself. 

Members of the royal family, although they had been sche
duled to attend, were in official mourning for the king's aunt 
and were unable to be present at the performance. The distin
guished audience, however, did include Thailand's prime 
minister and the president of the privy council. 

Everyone was impressed with the ballet and delighted by 
the jazzy choreography. The audience displayed special inter
est in excerpts from Graduation Ball, Tam Ti De/am, Brydon 
Paige's Astaire, John Butler's Quest and For Brad, a work 
choreographed by principal dancer Edward Hillyer. The gen
eral mood was one of excited surprise--everyone had ex
pected a traditional menu of extracts from the classics, but in
stead they were treated to a lively cross-section of our own 

varied repertoire. 
It was while we were in Bangkok that, during a rehearsat 

the stage partially collapsed. This resulted in several injuries, 
including a nasty case of whiplash for Betsy Baron, who had 
to dance in Candlelight Blues. While the performance wen 
on- as it always does-Betsy spent the rest of the tour sport
ing a stylish neck brace. 

The next day we moved into the National Theatre, where 
the raked stage posed a new set of problems for us to solve. 
After two successful, sold-out performances, we were treated 
to a day off, spent touring temples and boating on the Chao 
Phraya River. 

That evening, the Siam Kolkarn Music Foundation, our 
sponsor in Thailand, entertained us with a traditional Thai 
dinner, followed by a demonstration of Thai dances. The in
tricate hand gestures and colourful costumes from all region 
of the country showed us the rich and ancient background oi 
these wonderful people. 

It was especially sad to leave this fabulous city and the 
many new friends we had made there, but it was on to Singa
pore next, where we opened the Singapore Arts Festival, ac
companied by the Singapore Symphony. Held every two 
years, the festival is one of the most important events of its 
kind held in Asia. Our engagement marked the first time tha~ 
a visiting company had used a local orchestra. 

We shared the National Theatre with a large family o:
swallows which nested backstage and flew around, providin; 
noisy criticism at all hours. Our classes and rehearsals wer 
open to members of the public, and they found it quite amu 
ing when a dead bird fell from the flies, almost hitting one o:" 

Dance in Canada Winter I .: 
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rmette av Paul in Antony Tudor's Lilac Carden, the ballet in which she danced her final performance with the company. 
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• ... 
~----~ ~-; A!. 

John Stanzel and friends, feeding fish in the gardens of the hotel in Tokyo. Known as the company's "secret weapon", he made instant 
friends everywhere on the tour. 

Dance in Canada Winter I 
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-----~ace i: opened to ;veryb~dy ;h~t .love~ peace . 
we believe Ballet is culture and one of 
the greatest symbols of 
Therefore you. Les grands 
are greatly welcomed here. 

peace. 
Ballets canadiens. 

Japanese dancer performed for members of the company at the Kyushu Ikeda Peace Memorial Hall. 

::he dancers. 
O nce again, the public took us to their hearts, while the 

critics, on the other hand, had problems understanding some 
f our contemporary works. They found the music and 

choreography of Brian Macdonald's Double Quartet puzzling; 
however they were impressed with Lilac Garden and totally 
s .vept away by Tam Ti Delam . 

After the necessary trip to the legendary Railles Hotel to 
:,ample Singapore Slings, we were off to Japan- and some of 
- e most incredible, as well as the most difficult, moments of 
::he entire tour. 

Beginning in Tokyo, we gave 19 performances in 13 cities 
m four weeks, criss-crossing the country from top to bottom. 
The schedule was often gruelling, sometimes involving travel 
frer shows. And lots of busing- a dancer's nightmare! 

Yet the sponsoring agency, the Min'On Concert Associa
n, worked tirelessly in conjunction with the Japan Travel 

Bureau to smooth out every problem and make us welcome. 
Our crew members were especially grateful when they 
· arned that the same house crew would work the entire tour, 
:..1-iereby making set-up and take-out very efficient. 

Everywhere we went in Japan, we were greeted most 
,·arrnly . Quite often the reception was overwhelming, with 
_ ,vds of smiling faces singing to us after performances, de

anding autographs, giving us handmade gifts and calling 
mara" as our buses pulled away. 

In Tokyo we opened to a sold-out house at the large Kan-i 
rt en Hall, accompanied by the New Japan Symphony, 

iich played beautifully. The three royal princes who at-
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tended abandoned all protocol and led the standing ovation at 
the end of Astaire. Prince Mikasa, who studied at Queen's 
University in Kingston, Ontario, had already seen the com
pany in Canada and attended several official functions with 
us, making numerous friends. 

The Japanese audiences were wildly enthusiastic through
out our tour and were interested in the company's style, 
which they found to be youthfully exuberant. The critics ad
mired the diversity of the troupe and related this quality to the 
numerous cultural backgrounds that make up the heritages of 
Quebec and Canada. Montreal was cited in the major news
papers as a leading dance centre, where new- as well as estab
lished- choreographers enjoy the artistic freedom to create 
new works. 

It was evident everywhere that Canada holds a special place 
in the hearts of the Japanese, and we were always greeted as 
cultural ambassadors, with respect and politeness, enthusiasm 
and friendship. 

Certain events which occurred during our month in Japan 
stand out in recollection. Demonstrations of traditional 
dances at our first reception delighted all of us . We were 
shown not only the strict discipline of the court dances, but 
also the humour and human qualities of the peasant dances. 
Several Japanese dance celebrities- including dancers from 
the Buto company and the foremost exponent of flamenco 
dance in Japan- performed for us at a disco party. But it was 
a team of tap-dancing brothers who thrilled us, especially 
when they performed an impromptu routine with John Stan
zel. 
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Principal dancer Rey Dizon with Thai dancers at a reception given for the company in Bangkok. 

In Japan we began to feel the strain of the tour. Sylvain 
Senez suffered a back injury in Tokyo and missed two weeks 
of performances . Jerilyn Dana separated a ligament in her 
foot and was on surprise vacation for several days. Despite 
the hardships, however, the company pulled together and 
continued to fill the theatres and win the hearts of the audi
ences. 

It was at our last performance, in Omiya, where we felt the 
full warmth of Japanese hospitality. As we all gathered on
stage for our farewell bows, streamers and a huge banner 
spelling out Sayonara Les Grands Ballets Canadiens were 
lowered from the flies. Flowers were thrown onto the stage. 
The entire audience stood, touched by our dancing. We were 
in tears , touched by their gratitude. D ancers truly have the 
power to cross all borders and philosophies, to show the one
ness of man, no matter where he may live. 

Two performances in Seoul, South Korea, remained be
fore we returned home. Not only would we be ending the 
tour, but Annette av Paul would be ending her dancing 
career. She made her farewell in a touching performance of 
Lilac Garden. In the ballet she bade a sad goodbye to the 
guests at her engagement party and, her arm in mine, I led 
her from the stage for the last time. Her eyes brimming with 
tears as Chausson's haunting music came to an end, Annette 
av Paul ended a career which had brought joy and happiness 
to thousands of people around the world. She had danced su
perbly throughout the tour, giving some of her best per-

formances to audiences that would only get the chance to ex
perience her artistry once. 

For me, it was a time to remember all those special mo
ments I had shared with her over the years, in ballets ranging 
from Giselle to Swan Lake, Serenade to the Tschaikovsky Pas de 
deux, Romeo and Juliet to Lilac Garden. What an incredible way 
to end a tour! 

And so it was home to Montreal, our minds filled with 
stories to remember over the years, our suitcases loaded 
down with souvenirs. The "tour of a lifetime" will never be 
forgotten. • 

David La Hay is a principal 
dancer with Les Grands Bal
lets Canadiens. Born in Bar
rie, Ontario, he holds a 

,._ B.A. from Trent University 
j in Peterborough and an 
ill Honours B.F.A. in dance 
_g from York University. He 
~ joined Les Grands Ballets 

Canadiens' Compagnons de la Danse in 1973 and 
the company itself in 1974. 
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___ ren Jatnieson 
eveloping a Unique Dance Signature 

· Leland Windreich 

I 
n ancient lore Sisyphus was a king who, as punishment 
or his mortal sins, was obliged to roll a marble boulder 
phill throughout eternity. As the boulder invariably 

- .:ed down when he reached the top of the hill, Sisyphus 
never without a pressing task. 

-:liere is no boulder visible in the dance which Karen Ja-
- _ on has created on the Sisyphus myth, but the chores fac-

; the central figure and six cohorts are full of the urgency 
inevitability which characterizes this West Coast choreo

.::~ her's creative preoccupations. 
The reclining dancers, in clusters of twos and threes, roll 

.- :',vard like the tide, rise to run and intersect with their peers 
· hurl their bodies, arms high with palms open, at an invin

.:: ;e wall. Sheer exhaustion leads them to pool their energies 
- • a regrouping that will involve a different onslaught. Sisy

us emerges to create a structure from the bodies of his 
mpanions. An arched back becomes a stepping stone to a 

- r of shoulders, which he mounts for a brief triumph at the 
_ mrnit, only to be forced earthward when the fragile pile 

llapses . 
The climb and the moment of balance at the top of a heap 

.- dancers constitutes a feat of great daring for the performer. 
_ rnieson enjoys sharing the tension which danger creates; in 

r olo from Coming out of Chaos, as the lights rise she is re
. aled precariously perched at the top of a 10-foot ladder. Ra

- nally we know that there is but one direction she can take, 
_ m we are persuaded to join her in contemplating a number 

:- alternatives. The power of her recent work demands the 
· d of involvement which audiences delight in experienc-
.., 

•::,Participation is a big factor in Jamieson's concept of dance . 
.! a child she was taken to ballet and became aware early of 
::. process of identification and the magic which make the 
-:ewer an essential part of the performance process. 

L" e many of the avant-garde performer-choreographers 
o have emerged in North America since the '60s, Jamieson 

a e her commitment to dance late, without family or com
·nity precedents. Born in Vancouver in 1946, she is the sec-

- · of four daughters in a family with passionate political 
rnitments. At the University of British Columbia she 
·ec:1 philosophy and anthropology. In her senior year she 
ti1m-maker David Rimmer and, through their marriage, 

- ·e :r: Canada Winter 1985 

Kai Lai and Sandra Acton in Jamieson's production of Dionysus, 
first shown during Vancouver Dance Week in November 1984. 
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Karen Jamieson 

made her first practical connection with the theatre. 
Jamieson's decision to enter the education program at the 

newly organized Simon Fraser University brought her into a 
dance course offered by Iris Garland, whose generous point 
of view on dance and philosophy that anything humanly 
generated is humanly possible struck a responsive nerve
presenting to Jamieson a fresh option of starting from scratch 
in the mastery of a completely new discipline. 

Among Jamieson's peers were Savannah Walling and 

Terry Hunter (who would later become her collaborators) . 
Visiting dancers and artists-in-residence, including Erick 
Hawkins, Yvonne Rainer, Murray Louis and Albert Reid, 
shared the wealth of their respective heritages in American 
dance and the excitement of their bold innovations. 

Then David Rimmer received a Canada Council grant to 
work in New York City. For four years Karen Jamieson 
availed herself of the city's dance offerings. Her days were oc
cupied with classes with Alwin Nikolais and Phyllis Lamhut 
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• opporturuues in their companies; study 
· er and at the Graham and Cunningham 

· :....cive, exploratory work in choreography. 
.::. on weekends she took full advantage of the 

- ~ · of the world's dance capital. The classic mod-
- a Graham and Jose Limon-had the strongest 

· m pact. There was the New York City Ballet, of-
- ·n ectrum of the Balanchine repertoire in seasons 

-an for months. Paul Taylor was forging his remark-
.:- y . Twyla Tharp was a revelation for her celebra
..- · ·neric pleasure. The iconoclasts of the Judson Church 

.men •.:ere settling down to the business of making 

.: :..'"1 unique molds. This was indeed an ideal time for a 
-premiceship. 
9- -l the Rimmers returned to Vancouver and Jamieson 

to the dance department at Simon Fraser to work 
:each. Vancouver, as a place for refining the rudiments 
onsolidating the influences of New York, was a com
ry at a different stage of development. Here existed the 

:· ility of achieving a kind of presentation with its own 
-:· e identity. 

:rh Savannah Walling and Terry Hunter, she formed 
. · al City Dance- a collective group with a fluctuating 

.. ::bership of from three to seven dancers. It made its most 

.::corable statements when the three of them presided. Im
• ·. · ational processes evolved into evening-long, free-flow

erformances. The dynamics of relationships often be
e the issue for exploration, and a variety of theatrical 

: ·edients was used. Audacious confrontations, within the 
-- p or with the audience, occurred-fascinating a loyal 

,.. of viewers, repelling others. Ultimately the trio began to 
·k in more personal formats, and the collaboration ran its 

.. rse. 
dependence brought with it Karen Jamieson Rimmer's 
ion to work as a choreographer using her maiden name. 
choice appears to have been a practical one, rather than 

-, expression of a shift in loyalties. Supported and en-
uraged through the years by those close to her, she has re

--:ained intensely dutiful as a family member. Her work, 
. wever, had begun to require a heightened dedication. Win

- · g rhe Jean A. Chalmers Award for Choreography in 1980 
couraged her to develop a unique signature, representing a 

· rmidable new force in Canadian dance. 
Chaos is a subject which fascinates Jamieson. It is , she 
es, the original divinity in many mythologies and the 

urce of most descending hierarchies of gods. Coming out of 
'iaos, a clamorous dance statement she made in 1982, 

:eemed the apotheosis of her experiments with Terminal City 

Dana: in Canada Wimer 1985 
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Members of the Karen Jamieson Dance Company in Rain Forest . 
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1embers of the Karen Jamieson Dance Company in Sisyphus, a work choreographed by Jamieson in 1983. 

Dance. In Sisyphus, made the following year, the violence is 
ontained in the comforting framework of a myth. Her 1984 

creation, In Darkness and In Light, may strike viewers as a syn
• esis of earlier interests, offered in an almost lyrical group 
.xchange. 

In Sisyphus, protagonist Jay Hirabayashi experiences four 
• counters. The first, with a hostile man, involves him in 
:·Liocious combat. The second is a tender exchange with a 
=·r . a lyrical tryst expressed in sweeping lifts. Then a stri
.ient, formidable harridan hurls harsh blasts of sexual chal
.'!1::,e at him, grimacing with contempt at his uncertainty and 
:.tlnerability. The fourth encounter is with a moppet
. other-seeming but half his size- who caringly soothes, 
· · and incorporates him into her protective fold. 
The role of the threatening hag in Sisyphus, portrayed with 

- zy by Jamieson, contrasts sharply with that of the victim 
-: Despair Comics, a solo created in the same year, in which 
·-:. choreographer contemplates the rituals of one trapped in a 

__ rrictive, pressurized contemporary existence. As a per-
- rmer in her own dances, Jamieson validates her ideas and 

-t-ires the essential participation. 
';'i;"ith Dionysus-first shown in November 1984 during 

couver Dance Week-Jamieson took on another mythic 
<ect. The dangerous physical challenges have been re

ed by a more elaborate choreographic plan, and the bold
- : of the attack refined by the ingeniousness of the means. 
., result is like looking at filigree in cast iron. Bright orange 
·cs for the four women and the single man give the work 
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an indisputably Attic flavour, and the frequent use of two
dimensional hand postures suggests the features of ancient 
friezes. The refinement apparent in this and other recent cre
ations is due largely to the availability of skillful, well-trained 
dancers who are drawn to Jamieson's work and find continual 
challenge in its performance. 

A recent Canada Council grant has made it possible for her 
to concentrate on the development of a company, and much 
of her current involvement is with the mechanics of its orga
nization. A myriad of responsibilities related to the practical 
matters of theatre confronts her and, as with her work as a 
choreographer, she proceeds slowly and with patience . 

A new studio in Vancouver and a spring residence at the 
Arts Umbrella Dance Studio on Granville Island offer am
biance for new projects. A tour of British Columbia in the 
spring of 1984 took her dances to new audiences. In o
vember 1984 the Karen Jamieson Dance Company made its 
first appearance at the National Arts Centre in Ottawa, and 
Vancouver audiences saw the premiere of D aYid Rimmer' 
extraordinary video production of Sisyphus. 

At present, work compels Jamieson more than the chance 
to gather trophies. And further explorations of the collabora
tive process- with musicians, with film-maker - mu c be 
balanced with the exigencies of touring. Her dererrnination is 
to arrive at a distinctly Canadian point of \;ew for dance. and. 
for the growing rank of fascinated obser...-er an · eager per
formers of her dances, Karen Jamieson is \\·ell on her way to 
this achievement . • 
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Royal Academy 
of Dancing/Canada 

Patron HER MAJESTY THE QUEEN 

President DAME MARGOT FONTEYN DE ARIAS DBE 

The Royal Academy of Dancing's fundamental 
purpose is the maintenance and improvement of 
standards of dance teaching. The Academy now 
operates its graded system for classical ballet 
training and examinations in 43 countries. 

Services for Teachers 

• A graded system of training in classical ballet 
for children and professio!1al students 

• Annual examinations from coast to coast 

• Examinations to gain teaching qualifications 

• Workshops and refresher courses 

Summer Workshop for 
Teachers 1985 

TORONTO 
VANCOUVER 

SASKATOON 
OTTAWA 
HALIFAX 

The Art of Teaching Children 

For information (416) 489-2813 or write 
Royal Academy of Dancing, Suite 209 
3050 Yonge Street 
Toronto, Ontario 
M4N 2K4 
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on1en in Dance: Part II 
Problems, Demands and Changes 

y Paula Citron 

Women in Dance: Part I" (Spring 1984, Issue Number 39) dealt 
irh the impact of the feminine consciousness on an art form which 

· 1tains an overwhelming number of women. The article began with 
..; discussion of how dance came to be a woman's domain, stressing the 
.. ,lcural and economic forces which have tended to limit men's in
. olvement in dance in the 20th century . This was followed by a look 
·; che various ways contemporary dance has treated feminist issues, 
r 1e place of dance in feminine politics and the liberating aspects of 
• odern dance for women in general. The article concluded with a 
.·catement about the effect that the dominance of women in dance has 
:1.id upon the cultural life of the country-particularly its humaniz
·Hg and civilizing spirit. "Women in Dance: Part II" continues 
•·1e examination of women in dance by looking at the various prob
'ems and demands facing female artists in a world of shifting social 
:ilues . 

W
omen have been accepted as professional dancers 
ever since the composer Lully allowed the partici
pation of Mlle Lafontaine and three other bal

erinas in his opera-ballet Le Triomphe de /'Amour in 1681. Al
- o ugh the subsequent history of dance is filled with glowing 
.::escriptions of virtuosi ballerinas, female choreographers 
,.·ere virtually non-existent prior to this century. In fact, in 

::,allet today women choreographers are rare indeed. 
O ne problem facing women in dance is the strength of will 

::equired to move beyond being a dancer to become a choreo
p-apher. Chantal Belhumeur of Dansepartout explains: "Be
·ause men have traditionally been more daring than women, 
.-ou will find a higher proportion of male creators in the arts 
·n general, and dance in particular. Although women are ac
cepted as interpreters, there has been prejudice against 
· ·omen as creative artists. When I started choreographing in 
· 972, I felt I was breaking the rules. I had to learn I could be a 
creator and still maintain my integrity as a woman." 

Many dancers who began their training in ballet feel that 
he nature of the craft has stifled the emergence of women 
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Leica Hardy: "Women are no longer the movers or shakers in 
dance." 
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Ann Ditchburn: "Choreography is making decisions, and dancers don't make decisions." 
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raphers. Ann Ditchburn, one of the few female 
:oo raphers the ballet world has produced, points out that 
: raining has tended to limit the number of male choreo-

- -=- ers as well. 
.:Choreography is making decisions, and dancers don't 
·-e decisions," she states. "They tend to be in a weakened 

- --tion, produced by years of educating the body while ig
ring their spiritual and intellectual life. That is why there 

few classical choreographers generally. 
··Jn ballet, women are trained to be docile and seem to ac

- t the restraints. Although they have more stamina and 
_ rseverance, women seem less ambitious. Men, on the other 
:.and, react to the restraints by becoming aggressive, so a 
_ -eater number break out into other areas of dance, like 
-=-:ioreography or administration." 

Realizing that other training was needed if she was to be 
-:-:ore than an interpreter of dance, Ditchburn took courses in 
--:;.odern dance and acting improvisation to forge her crea-
-·.i ty. 

An increasing number of women ballet choreographers 
-eem to be transcending tradition, as recent choreographic 

-o rkshops presented by the National Ballet of Canada have 
:: monstrated. 

Although the pioneers of modern dance, in their rebellion 
.._~ainst the restraints of ballet, brought a sense ofliberation to 

·omen performers, most female dancers concede that there is 
:.ill an image problem that must be overcome. Leica Hardy 

.:alls the attitude which forces women to conform to the 
_ orm of femininity a "high-heels mentality" and explains: 
··Ballet has stereotyped women in a negative way. The rule 
·ns submit, obey and be molded. Individuality was sup
,:-ressed. For example, I could do the male jumps but I was 
;-ever allowed to use them in performance, because ballet is 
;:-retty and everyone has to look like a sylph. 

·'When I left ballet and danced with Spindrift Dance 
Theatre, I was given roles meant for men and felt free in 
.:iance for the first time. Unfortunately, the myth of women 
" ing equated with grace has lingered on, and this image has 
· ed to dance lagging behind the rest of the arts by 50 years." 

Louise Latreille, founder of La Troupe de Danse 
Pointepienu, points out that when she is interviewed by the 
:nedia, her looks are stressed, and the questions tend to re
·olve around what she eats, not what she dances. 

In a similar vein, Denise Fujiwara of Toronto Independent 
Dance Enterprises (T.I.D.E.) is concerned about the image of 
\·omen dancers depicted in movies like Flashdance. "This 

....ind of film is bad for women and bad for dance." 
In part, this female stereotyping is being offset by the blur

-ing of gender lines in pure dance and contact improvisation, 
and most women in dance find this trend towards androgyny 
:o be a positive step . 

Surprisingly, the control of choreography which women 
;ained with the advent of modern dance has not necessarily 
xen accompanied by a corresponding increase in their confi

ence as creative artists. As Mimi Beck ofDanceworks points 
ut, women are afraid of not being taken seriously in their 

s-aft , which has resulted in women adopting an overwhelm-
:igly ponderous tone for their dance works. 

When Peggy McCann included a lighter piece, using the 
:nusic of Scott Joplin, in a program several years ago, she was 
.,_ccused of selling out. "I was made to feel guilty," states 
_ 1cCann, "because any lack of seriousness on the part of a 
.,.-oman choreographer is regarded as diminishing our role in 
die art." 
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Hand-in-glove with this adage-which Maria Formolo 
refers to as the "you can't be popular and be good syn
drome" -seems to be a fear of success. McCann explains: 
"Women are not gutsy, and hustling is not a feminine attri
bute. In our rarefied cocoons, we have been brought up to 
believe that our role in the arts is one of quiet starvation and 
poverty. If we make money, then we are doing frivolous 
things or going commercial." 

Diane Carriere reinforces this spiritual-versus-business 
aspect of women in dance: "The old myths state that dance in 
this century is woman's stuff, so women are not pushed com
mercially in their art. Because dance is supposed to be filling 
an emotional need for us, it is presumed that we will be con
tent to stay at a low economic level." 

And from Maria Formolo: "Because women artists were 
never seen as serious, we feel we have to give up social values 
like cars and credit cards-as if our suffering will prove our 
seriousness!" 

This lack of confidence on the part of women dance cre
ators has, in turn, led to a situation where women are holding 
fewer and fewer power positions. "Women are no longer the 
movers or shakers in dance," points out Leica Hardy. "Be
cause the role of men in dance has become more acceptable, 
men are taking power back from the women by obtaining 
positions where they hire dancers and choreographers. When 
one thinks about administrators and choreographers today, it 
is the men who come to mind first-Erik Bruhn, David 
Earle, Robert Desrosiers, Danny Grossman." 

Denise Fujiwara adds that, as dance companies become in
stitutions, the role of the administrator has changed. "Dance 
has become big business. Women might have laid the 
groundwork establishing dance in this country, but it is now 
perceived that the role of a dance administrator needs a man 
who understands business. Also, women feel that being an -
administrator takes away from creativity and are therefore 
prepared to give up control." 

Perhaps the most ominous note is sounded by Marie 
Chouinard, who points out that, while men have the ability 
to think big, most women in dance are engaged in small-scale 
pursuits, either in tiny companies or alone. "Are women in 
the dance world acting like this because they are conforming 
to what men want?" she asks. "Women are not considered 
real artists. Men don't think that we are looking for enlight
enment in art." 

Although women in dance are a dominant force, male 
chauvinism intrudes into their world in various ways. On one 
of T.I.D.E.'s tours, the roadie would only take orders from 
co-director Allan Risdill, not from the women. "Because we 
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Denise Fujiwara: "Dance has become big business . Women might have laid the groundwo rk establishing dance in this country, but it is 
now perceived that the role of a dance administrator needs a man who understands business." 
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DANCE 
SUMMER85 
FALL/WINTER 85/86 

FEATURING: 
• Four-year degree programs in performance (BFA) 

or dance studies (BA) 
• Daily study in ballet and modern techniques; 

specialized courses in history, criticism, dance 
therapy, teaching, notation, composition, 
repertory 

• Graduate Studies (MFA) in dance history and 
criticism 

• Special summer courses and workshops (credit 
and non-credit); May to August. 

For further information, contact: 

Room 240, Department of Dance, Faculty of Fine 
Arts, York University, 4700 Keele Street, Downsview, 
Ontario, Canada M3J 1 P3 
Telephone: (416) 667-3243 

- UNIVERSITE CONCORDIA 
CONCORDIA UNIVERSITY 

Programme de 3 ans en 
CHOREGRAPHIE ET 
INTERPRETATION 

3- Year programme in 
CHOREOGRAPHY & PERFORMANCE 

B.F.A. with Contemporary Dance 
Major 

Renseignements: 
Universite Concordia 
Division des arts d'interpretation 
1455 de Maisonneuve Blvd west 
Montreal, Quebec H3G 1 MB 
Canada Tel.: (514) 879-5803 

For information: 
Concordia University 
Performing Arts Division 
1455 de Maisonneuve Blvd. west 
Montreal, Quebec H3G 1 MB 
Canada Tel.: (514) 879-5803 

La. langue d'enseignement de /'Universite est l'anglais. 
~s examens et Jes travaux ecrit peuvent etre 
=·= e~ ·es e fran<;ais ou en anglais. 

had no time to waste," says Paula Ravitz, "we decided to le: 
Allan take complete charge, instead of having our decisions 
confronted all the time. But we learned a lesson. Now when 
we hire someone-be it a roadie or a dancer-his or her value 
system has to conform to ours. " 

Many of the women interviewed for this article have had 
problems with male dancers and managers who were sensi
tive about taking orders from them. Genevieve Salbaing, 
director of Les Ballets Jazz de Montreal, tells about the fierce 
resistance shown by male dancers in her company to a female 
ballet mistress. 

French-Canadian women, in particular, have often found it 
difficult to earn the respect of men while pursuing their 
careers. As Martine Epoque says: "Even though I was sur
rounded by men and was never oppressed by them regarding 
dance, they never helped me either. It took years before I was 
considered an artist." 

Patricia Beatty, one of the co-founders of Toronto Dance 
Theatre, found that businessmen on her company's board of 
directors tended to address questions to David Earle and Peter 
Randazzo rather than to her. 

Maria Formolo had an astonishing experience with a female 
colleague who reacted badly to her as a decision-maker-be
cause the woman was used to taking orders from men! 

Operating in the world of ballet, Ann Ditchburn has ex
perienced more chauvinism than most women choreo
graphers and has strong feelings on the subject. "Guys in bal-

L -
Paula Ravitz: "Women just make dance because we have noth-
ing to lose!" 

What Women in Dance 
Think About Men in Dance 

Without a doubt, the most contentious issue concerning 
women and men in dance is that male dancers, who are not as 
competent technically, can get better jobs and advancement, 
earn more money and capture more publicity-because there 
are fewer of them. Women, on the other hand, must be 
fiercely competitive. Leica Hardy cautions: "Men who are 
pushed ahead with inadequate training can, in the long run, be 
damaging to the art form." 

ft is interesting to note that women in dance consider men 
in dance to be more sensitive to pressure, more temperamental 
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..:. to be defensive because they've been surrounded by 
· _ ,_ I always make sure I know my stuff, so I can't be put 
::. O nce when I had trouble with a lighting man who 

· sa ; ing that the things I wanted were impossible, I 
-:- · about lighting and patched the show myself to show 

knew what I was talking about. 
':b en I felt limited by my training as a woman dancer, I 

m ale ballet classes so that I could learn to choreograph 
- men . How many men take women's classes? In the final 

\ sis , women in power positions are considered either dif
t bitches or eccentric free spirits-labels which men don't 

· e to put up with ." 
3,nother problem facing women in dance is the precarious 

ce that must be maintained between the outside world 
.:: the dance world. Jo Lechay feels that the dilemma facing 
men in dance is the same as that facing any career-oriented 
man. " It is a question," she says, "of how to spend one's 

me between the demands of your home and family, your 
ching, your own training and the running of your corn
y ." 

The 20th century has seen women in dance move from the 
·e of dancer into the realm of creative artist, a position they 

:-e not going to relinquish-despite the problems facing 
• em and the demands made on their time. "My art is worth 
:= ; hting for," states Carol Anderson, co-artistic director of 

ancemakers. The women interviewed for this article would 
; ree with her. • 

d inclined to give up more easily. As Patricia Fraser, co-
tic director of Dancemakers, says: "Men get to a certain 

inc where their intelligence exceeds their technical ability; 
ey then get frustrated and want to leave dance." 
Denise Fujiwara takes this analysis one step further by ob
ving that personality and work are intertwined for men, 

cause a career is an important part of how men assess them
lws . Because women do not identify themselves with their 
bs as much, this presents less of a problem for them. 
Women are more willing than men to put up with the fi
ncial stress caused by the low income dancers earn. "Men 
me to dance late, and so their expectations have been 
uched by outside career choices, " says Carol Anderson. 
Yet most women feel that men have better career futures in 
nee. Paula Ravitz explains: "If the man is ambitious, ta
red and smart, he has a chance of going right to the top in a 
s position-either as a choreographer, an administrator or 

teacher. Because a man is subjected to the social pressure 
ncerning success, his desire and ambition are stronger than a 
oman's." 
With more men coming into dance, women now have to 
oreograph for them, and this has been daunting. Jo Lechay 
tes: "Because I was used to all-female companies, when I 

rst started to work with men I couldn't get beyond the 
creotypical approach, and it took me a while to learn how to 
' them in choreography. Now my classes are about 40 per 

cent male, and I find that men, particularly Quebec men, arc 
ore physical than women. They give themselves to dance 
cause they are not physically repressed." 
O n the subject of the content of male choreography, Ravitz 

men as being more concrete and traditional in their ap-
roach, particularly in depicting the roles of women and men. 

Because men are more success-oriented, she feels they tend 
t to be as experimental. As she says, "Women just make 
nee because we have nothing to lose!" 
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Danse contemporaine, creation et fondement theorique de la danse 
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Making Dance Education a Reality 
A Unique Approach to Teacher Training in Arts Education 

by Garth Pickard 

Saskatchewan schools will be introduced to a new aesthetic core cur
riculum, kindergarten to grade nine, in early 1985. Because of this 
change, children will have the opportunity to learn about dance out
side its present arena--physical education. The degree program of 
fered by the University of Regina's Faculty of Education-as out
lined in this article by Garth Pickard, a member of the faculty-is an 
educational alternative designed to ensure a literate dance public, 
especially school-aged children. Offering a foundation to ensure that 
teaching professionals will be ready for the change, the program rep
resents a progressive step toward making dance education a reality in 
schools. 

D 
ance edu. cators are directing their energies toward a 
significant change in the preparation of future dance 
educators for Canadian schools. Proper preparation 

of teachers in the arts has been severely lacking, and dance has 
been no exception. In an article, "The Thinking Foot: Teach
ing Dance Literacy in School", published in Dance in Canada 
(Fall 1983, Issue Number 37), Grant Strate stressed that chil
dren are not equipped in school "to recognize dance as an art 
form". 

The chance that dance may be viewed as an important art 
form, worthy of being taught in all schools, may soon be a 
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,sever. A reality in the sense that teacher training 
dy taken a giant leap forward to ensure that future 

- r have a basic knowledge of all the arts and, through 
, an expertise in dance and education. This breed of 
:: is being developed in the new arts education program 

· _e Faculty of Education at the University of Regina. Five 
- ,;; ciplines-dance, visual arts, music, drama and litera-
-_- are included in the program, which is being viewed in-

·onally as unique. 
cause of a felt need to improve the delivery of the arts 

::.!-mi all schools, a decision was made to design and imple-
~ :: a four-year undergraduate program for arts educators. 

r to establishing a design for the new program, the most 
:-rent research on the status of the arts and education was 

;:.::jzed to provide the foundation for the development. 
Faculty members involved in the development of strategies 
· blished a series of conferences with faculty and adminis

~--:::ion of the university, personnel of relevant agencies and 
_ \·emment officials to provide information and develop a 
- ader base of support for the program. 

imultaneously, involved faculty members were also at
:_11ding to the refinement of the program design, creating 
-;omotional materials, making presentations to potential stu
.::.ents throughout the province and planning for the initial 
- ear of the program. As a result, the arts education program 
- ame a reality in September 1982. 

All students in the program are required to enroll in a com
. n first year in the Faculty of Education. This unique aspect 
· the program is an obvious departure from first-year re

guirements of more traditional programs. In years two, three 
and four, the required educational classes in each of the five 
.ins disciplines follow a parallel structure. 

For example, dance education classes focus on curriculum 
3evelopment in year two; teaching strategies and theories of 
ai.struction in year three; and a post-internship focus in year 
rour which emphasizes decision-making and administrative 
::.ci.11 development for the purposes of initiating and imple
:nenting arts programs to meet the needs of the schools and 
m mmunities. 

The pattern for the three aesthetic education classes is deve
opmental. The first class deals with theories of aesthetic edu

cation. In year two, students become involved in the design 
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and creation of instructional materials and events. The third 
class provides the opportunity to field-test and apply concepts 
and materials through workshops, video productions and 
formal presentations. 

The general education aspects of the program were already 
well established on the Regina campus prior to the develop
ment of the arts education program. The emphasis in general 
education is the sequential development of professional 
growth for the teacher-in-training. 

Modifications of this structure have been adopted for the 
arts education students. In year one, the students take an in
troductory course in general education. The practical aspect 
of this class requires students to attend seven half-days in 
school settings, for directed observational assignments . 

The general education requirement in the second year is 
directed towards the development of skills and strategies of 
teaching. For practical application, the students spend one day 
a week in the schools. They are assigned, for a semester each, 
to elementary classrooms and secondary schools . 

In the internship semester, students have options for vari
ous experiences. They may choose a maximum of two practi
cum sites, one of which must be either an elementary or sec
ondary school. Alternative settings, such as libraries, 
galleries, museums, hospitals or community centres, may be 
chosen by students as part of their internship experience. 

Post-internship practica in year four are linked directly to 
specific classes related to the student's discipline. 

During the second, third and fourth years, dance majors 
are concurrently enrolled in dance, theory, general move
ment and dance technique courses . Emphasis is placed on all 
forms of dance, with students selecting the ones which reflect 
their needs . Professional dance schools also participate in full
or part-course credit exchange programs, which provide 
more depth of field . 

In summary, the newly established arts education program 
at the University of Regina will produce graduates who will 
generate educational programs to alter traditional practices in 
arts education and therefore better meet the needs of the com
munity. 

Educators from this program will be viewed as having a 
significant role as change agents in bringing about a new 
direction for more comprehensive arts education . • 
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WADDINGTON'S 

DANCE WEAR & 
THEATRICAL SUPPLIES SHOP 

RECITAL COSTUMES 

• Flexatard Leotards • Capezio Shoes 
• Ballet Shoes • Make Up 
• DANSKIN Leotards • Tights 
• Gamba Pointe Shoes • Character Shoes 
• Gymnastic Shoes • Tap Shoes 
• Highland Shoes • Batons 

Three Toronto Locations 

4920 Yonge St. (N. ofSheppard) 221-0609 
2126 Bloor St. W., (E. of Runnymede) 766-0392 
117 Danforth Ave. (E. of Broadview) 465-6367 

Jean A. Chalmers Award 
in Choreo8raphy 

If you are a professional Canadian 
choreographer, you may be eligible to 
compete for the Jean A. Chalmers 
Award in Choreography. This $5,000 
prize is awarded annually to assist a 
promising or deserving choreographer. 

DEADLINE for application is APRIL 1, 
1985. For detailed information about 
the award and an application form, 
contact: 

Dance Office 
Ontario Arts Council 
151 Bloor-Street West 

Toronto, Ontario M5S 1T6 
(416) 961-1660 

Choreosraphers-A 8tep Ahead 

Books in Review 

by Leland Windreich 

Baryshnikov in Russia 
by Nina Alovert 
Holt, Rinehart & Winston, 1984 

As a theatrical photographer in Leningrad, Nina Alovert wit
nessed Mikhail Baryshnikov's debut and seven-year career at 
the Kirov Theatre. She also befriended him. 

Now living in the West, she has written a text to accom
pany a collection of her own photographs of the dancer and 
his Leningrad colleagues, supplemented by photos of Barysh
nikov's television debut as an actor in a production of Ernest 
Hemingway's The Sun Also Rises. A few shots of the dancer 
as a child in Riga are included. Most of the illustrations in the 
book were smuggled out of Russia by visiting balletomanes. 

Alovert's text offers an intimate look at an artist in conflict 
and affords sound reasons for the contemplation of defection. 
The grand format of the book, however, seems somewhat 
more ambitious than its contents. 

That's Dancing 
by Tony Thomas 
A bra ms (Prentice-Hall Canada), 1984 

Issued as a companion to the new MGM documentary fea
ture film of the same name, this breezy survey of dancing in 
films never carries the clout that its high-powered packaging 
requires. Tony Thomas has written a score of books about 
the movies, but this project would have been better served by 
a dance scholar, who would have approached the task with a 
broader perspective. 

The 10 giants whom Thomas honours rose out of the 
1,500 musical films produced since the advent of the talkies. 
Fred Astaire, Busby Berkeley, Ray Bolger, Cyd Charisse, 
Ruby Keeler, Gene Kelly, Ann Miller, Gene Nelson, Donald 
O'Connor and Eleanor Powell are paid affectionate tribute, 
and well-chosen shots from their films make even the unin
formed reader aware of the special magic that each pos
sessed. 

An introductory chapter presents an overview of film 
dancing from the era of Marilyn Miller to that of John Tra
volta. Hard to understand, however, are full-page spreads of 
certain luminaries-Barbra Streisand, Cary Grant and Steve 
Martin, for example-who will never be remembered for 
their dancing! 

Balanchine, A Biography 
by Bernard Taper 
Times Books, 1984 

The third edition of a biography first published in 1963, this 
book is substantially a complete rewriting of the 1974 text. 
Bernard Taper has made corrections, recast a number of am
biguous statements and added anecdotal material made avail-
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:o him in the last decade. At the end of the book are two 
chapters covering Balanchine's final years. New photo

complement the splendid core collection, and the list 
·.mchine's ballets has been brought up to date. 
earlier editions the author's respect for Balanchine kept 
omewhat in awe of his subject. Now, after Balanchine's 

;:h. Taper seems more free to contemplate contrasting 
_ of his genius. Attention is paid to Balanchine's hazard

~eiationships with the male superstars he accepted into his 
j at the height of their popularity-including Erik Bruhn, 

··- ail Baryshnikov and Peter Martins, who made the dra
cic choice to retire at the peak of his dancing prowess to 
eed the master. 

Taper boldly suggests that the controversial, truncated ver
n of Apollo revived in 1979 as a vehicle for Baryshnikov 

·: ht not have been the essential synthesis of an outdated 
et, but an example of the kind of vandalism perpetrated 

· an artist on his own work when his basic faculties are start
-:~ to fail him. 

-In the last chapters-which are bound to be of most interest 
• readers familiar with the original text-Taper offers fine 
. Yerage of Balanchine's last activities as a choreographer, the 
:··ectionate relationships he developed in later years and the 

i~ Yoted vigil kept by his associates during his final illness. 
Ta per has organized the facts of the life and work of one of 
r century's greatest figures into a passionate biography, 

·J.Scinating and accessible to all readers. 

Briefly: 
_ an Lawson's Teaching Young Dancers (Collier-MacMil
: ·n Canada, 1984) is available in a new edition. First published 
:n 1975, the work deals with muscular co-ordination in classi
·al ballet. Textual amendments have been made, and there is 

new chapter on physical timing written in consultation with 
:11e Royal Ballet's orthopedic surgeon and chief physiothera

ist. 
Differences in purpose and links between classical ballet 

..nd mime are explored in Anya Peterson Royce's Move
ment and Meaning (Indiana University Press, 1984) . Royce 
·urveys and analyzes the two performance genres. There are 
:::-enerous and diverse examples, ranging from commedia dell' 
·ne forms to the dances of Twyla Tharp. A chapter dealing 
·. ith the many choreographic treatments of Shakespeare's 
Romeo and Juliet is fascinating reading as an example of the fu-
. on of the two genres. 
Jean Cocteau and the French Scene (Abbeville Press, 

9 4) contains nine essays which survey the enormous contri
urion to 20th-century art made by a man who has been 

·ailed the "mirror and victim of his times". Nearly 100 splen
uid photographs complement the text. There is excellent cov
rage of Cocteau's work in ballet in "The Theatre of Jean 

Cocteau" by Neal Oxenhandler and Ned Rorem's "Cocteau 

The Faculty of Part-Time and Continuing Education 

and the Faculty of Physical Education 

PRESENT 

The Medical 
Aspects of Dance 
A conference for Physical Therapists, 
Medical Specialists treating dancers, 

and Dance Professionals 

MAY 24-25, 1985 
The University of Western Ontario 

• outstanding speakers 
• panel discussions with leading experts 

in the fields of dance and dance medicine 
• specific seminars given by orthopaedists, 
physiotherapists, psychiatrists , dance injury 

and training specialists 

For conference brochure write or call: 
Part-Time and Continuing Education, 
The University of Western Ontario, 

London, Ontario, Canada. N6A 5B8. (519) 679-3631 

ENDORSED BY THE PROGRAM IN PHYSICAL THERAPY AND 
THE DIVISION OF ORTHOPAEDIC SURGERY (SPORT MEDICINE) AT 

THE UNIVERSITY OF WESTERN ONTARIO. 

JEWISH COMMUN ITY CE TRE 
4588 BATHURST STREET 

WILLOWDALE , ONTARIO M2R t. 6 

636-1880 
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d Music", which contains a complete list of his ballets and \_ 
: ectacles from 1912 to 1962. • ~---------- - - --------~ 
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n.b. What's New and What's Happening ... People, Performances and Exhibits. 

Mildred Wickson 

Mildred Wickson, first president of 
the Canadian Dance Teachers Asso
ciation, died November 7, 1984. 

A former student of Boris Vol
koff, she went to the 1936 Olympic 
Games in Berlin as a member of his 
ballet company. 

Her own company performed in 
Toronto at the Varsity Proms Con
certs in 1951. 

"She opened her first ballet studio 
in 1932, in Oakville. In 1940 she 
started her Toronto studio, which 
flourished until her retirement in 
1967. 

Among her former students are 
Lilian Jarvis, Katherine Stewart and 
Walter Foster (all of them charter 
members of the National Ballet of 
Canada), and Carole Chadwick, 
vice-principal of ballet at the Na
tional Ballet School. 

She was an early supporter of 
Celia Franca in her efforts to establish 
the National Ballet and later became 
a member of the company's board of 
directors. 

She helped, together with Elsie 
Agnew, to find the site on Maitland 
Street which was to become home of 
he . T acional Ballet School in 1959. 

is survived by 

Members of the Anna Wyman Dance Theatre in A Dancer's Circus. The company will 
make its New York debut as part of the Dance Canada Festival at the Brooklyn Center for 
the Performing Arts in 1985. 

Constantin Patsalas, resident 
choreographer for the National Ballet 
of Canada , has been named winner of 
the 1985 Clifford E. Lee Choreo
graphy Award. 

Five· Canadian companies will appear 
at New York City's Brooklyn Center 
for the Performing Arts in the next 
two years . The Dance Canada Festival 
will include performances by 
Toronto Dance Theatre, the Anna 

Wyman Dance Theatre, Theatre 
Ballet of Canada, Desrosiers Dance 
Theatre and Les Ballets Jazz de 
Montreal. 

KID CO, the Victoria-based theatre/ 
dance troupe for young people formed 
by Kerry-Lynn Krich in 1983, has 
been invited to perform in Auckland, 
New Zealand. The company, whose 
members range in age from nine to 19 
years, will appear at the August 1985 
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awn Pyke and David MacGillivray of the Alberta Ballet Company in Sundances , choreographed by Lambros Lambrou. This 
included in the company's repertoire when it makes its Toronto debut in February. 

. nference organized by Dance and 
Child International, a member of 

~. ESCO's Conseil International de 
Danse. 

ographer, Lambro lam r 
has been comrnis ioned o 
full-length balle or 
let of Cuba. 

31 

' embers of the Alberta Ballet 

Company participated in the Interna
tional Ballet Festival held in Cuba last 
fall. Principal dancers Mariane 
Beausejour and Scott Harris per
formed Cryin' Time and Adieu , works 
by the company's resident chore- Tree Whispers , a work first performed 

in Canada Winter 1985 
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Desiree Champion joined Saskatchewan Theatre Ballet as a principal dancer this season. 
Other new company members are Josee Carriere and Terry Scheiche. 

by Robert Greenwood and Dana 
Luebke of Sun-Ergos at the Edin
burgh Festival last August, will receive 
its Calgary premiere in February 
1985. 

Mount Royal College School of 
Dance has been named the official 
school of the Alberta Ballet Company 
in Calgary. 

Alberta Dance Alliance is planning 
its first provincial dance week, tenta
tively scheduled for the end of April 
1985. 

Saskatchewan Theatre Ballet has 
added a new work to its repertoire this 
season. They Planted Many Seeds, 
created by Regina choreographer 
Robyn Allan, traces the transforma-

Write or phone for Teachers prices 

MAKERS OF 

Soft Ballet Shoes 
Highland Ghillies 
Leotards & Tights 
Tap Shoes 

'~ANGEL" 
BALLET SHOES 
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Gym Pumps 
Character Shoes 
Gamba Pointes 

tion of a small community in Centri. 
America and was supported by a proj
ect grant from CUSO and CIDA, the 
Canadian International Development 
Agency. 

Lubica Dobalova, a former principal 
dancer with the Slovak Theatre Ballet 
of Bratislava, has been named ballet 
mistress. She will also choreograph 
and perform with the company. 

Dance Saskatchewan held a confer
ence in Saskatoon last October. At a 
gala ball, Lusia Pavlychenko was hon
oured as the first recipient of Dance 
Saskatchewan's Celebrity of the Year 
award. 

Joost Pelt has resigned as artistic director of 
Manitoba Dance Theatre. 

Frederick Ashton's Facade was sched
uled to receive its company premiere 
during home performances by the 
Royal Winnipeg Ballet at the end of 
December. 

Leotards & Tights 
by 

-~ndnr Cl~~ 

u 
0. 
0 
0 
u 
-0 

> a 

685 Bloor St. W., 
Toronto, Ont. M6G 1L3 
532-5767 Angel Pointe Shoes Made to Order 
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mson, assistant artistic 
- Con emporary Dancers 

; ·.ited to join Nrtyakala, 
clian dance groupe based in 

-or a si.x-week tour of India 
an in December. The com

· - directed by Menaka Thakkar, 
- ·.,.-horn Thomson had previously 
- ed at York University. 
" addition to performing, Thom
. ·,·as asked to teach workshops in 
~- and modem dance in Bombay, 
-ras, Manglor, Calcutta, Banglor 

:. Pon di cherry. 

e 25th anniversary gala perform
e of the National Ballet School 

.:..:ured the world premiere of six 
rks, all danced by graduates of the 

:hool. Rudi van Dantzig's Autumn 
· ze was performed by Jane Lord and 

rry Watt of the Dutch National Bal-

Rain Song-2, choreographed by John 
·eumeier, was danced by Jeffrey 
· irk, of the Hamburg Ballet. 

John Alleyne, formerly of the Stutt
..:art Ballet and now a soloist with the 
· · ational Ballet of Canada, appeared 
• Uwe Scholz's Piano-Rag-Music 

- Tango. Scholz is company choreo
;rapher for the Stuttgart Ballet and ar
:istic-director-designate of the Zurich 
Ballet. 

Robert Desrosiers' Rendez-vous Lun
~1re was performed by Desrosiers and 
Claudia Moore. David Nixon danced 

usana's Labyrinth. 
Martine van Hamel of American 

Ballet Theater appeared in Odalisque, 
.:horeographed by Glen Tetley. 

Guest artists with Toronto Dance 
Theatre during its Christmas per
iormances of Court of Miracles included 
Celia Franca (in her first appearance 
·,-ith a modem dance company), James 

udelka, Veronica Tennant, pianist 
Elyakim Taussig and actress Jackie 
Burroughs. 

Rene Highway has rejoined the 
company after an absence of several 
· ars. 

Companies scheduled to appear during 
ola r Stage's Winter Dance Festival, 

'..e din Toronto in January, include the 
Danny Grossman Dance Com
pany, in its first performance of a new 

·ork-in-progress; the National Tap 
Dance Company of Canada, pres
•. ing the Canadian premiere of For 

Love of George, a tribute to the 
'"'c:.Jsic of George Gershwin; the Paula 
Moreno Spanish Dance Company, 

- :e in Canada Winter 1985 
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Lucy Potts of the National Ballet School has donated a Russian ballet costume to 
Toronto's Royal Ontario Museum in her daughter's name. Nadia Potts, a principal dancer 
with the National Ballet of Canada, and Mary Holford of the ROM's Textile Department 
are shown with the costume, which was worn by a dancer with the Maryinsky Theatre 
(ca. 1900-1910), possibly in a production of The Sleeping Beauty. The Royal Ontario Mu
seum's collection includes ballet costumes from the early part of this century to about 1940. 
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t _____ _. al 

----Setty Oliphant and some of the National Ballet School graduates who danced in the School's 25th anniversary gala, onstage at the O 'Keefe 
Centre at the end of the performance. On the day of the anniversary Federal Minister of Communications Marcel Masse and Susan Fish, 
Ontario Minister of Citizenship and Culture, announced contributions totalling nearly $5 million towards completion of the School's capi
tal development program. 

Susan Bennet and John Kaminski in the Royal Winnipeg Ballet's production of Translucent Tones, choreographed by Nils Christe. The bal
let is part of the company's repertoire for its winter tour of Western Canada and the United States, which began in mid-iJanuary. 
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Francisco Alvarez and Philip Drube in unfinished business, choreographed by James Ku
ielka for Dancemakers' fall performances at Premiere Dance Theatre in Toronto. The 
company marks its 10th anniversary this season. 

'Yhich will present two new pieces, 
Espana and Soledad; and Dance
m akers, featuring works by Carol 
e\nderson, Patricia Fraser and Conrad 

exandrowicz. 

:\liriam Adams, conference co
ordinator for the Dance in Canada As
-ociation, has been named to the 
Toronto Arts Council. 

Toronto-based Dancemakers will 
-debrate its 10th anniversary season 
ith performances at Toronto's Pre

- ·ere Dance Theatre in early April. 

mce in Canada Winter 1985 

Later that month, the company will 
depart on a tour of Western Europe. 
They have also announced plans to 
tour Eastern Europe in 1986. 

Bach 300, a festival of music and dance 
commemorating the 300th birthday of 
Johann Sebastian Bach, will be held in 
Toronto in March. Dance Bach, one of 
many programs to be presented during 
the 17-day celebration, will feature 
Canadian dance companies in perfor
mance at the Bluma Appel Theatre, 
St. Lawrence Centre. Les Grands 
Ballets Canadiens, Les Ballets Jazz 
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.Goh Ballet 
) Academy 

PROFESSIONAL 
TRAINING COMPANY 

For Auditions a_nd 
Information call 

Academy. 

CHOO CHIA T GOH 
Artistic Director 

FACULTY 
Choo Chiat Goh 
Lin Yee Goh Che Chur 
Jaydene Ireland 
Annette Ullrich 
Jamie Zegoudaki s 

SCHOOL YEAR 1984/ 85. 
Profess ional Training 
Division 
General Program 
Children's Division 
Adult Program 

REGISTER NOW FOR SPRING 
PROGRAMS AND TRAINING 

COMPANY AUDITIONS 

For further information write the school: 
2345 Main Street 
Vancouver, B.C. 

VST 3C7 
Phone: 

(604) 872-4I04 (604) 872-4220 

LINDA RABIN 
DANSE MODERNE 

Winter Session 
Jan. 7-April 4 

Modern Technique-all levels 
Ballet 
Children's and adolescents 
classes 

Full training program for 3 
months beg. Jan. 
Guest Teachers: Irene 
Dowd and Pat Miner 

Information and Registra ·o 
372 St. Catherine St. Wes # 324 

Montreal, Que. H3B 1A2 
Tel.: (514) 866-981 4 
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Karen Kain and guest artist Peter Schaufuss are scheduled to dance in the National Ballet 
of Canada's production of Napoli during the company's winter season at Toronto's 
O'Keefe Centre, February 20 to March 3. Other works to be performed include Robert 
Desrosiers' new work, Blue Snake, as well as Les Sylphides and Canciones. 

de Montreal, Desro siers Dance 
Theatre, the National Tap Dance 
Company of Canada, Toronto 
Dance Theatre and Susan Cash will 
each present a birthday tribute to the 
composer. 

Folk Ballet Theatre participated in the 13th 
annual Ontario Multicultural Theatre Festi
val, held in Toronto last November. 

Susan Keen, a former member of the 
National Ballet of Canada and, more 
recently, a soloist with Ballet West in 
Utah, has joined the staff of Dance 
Ontario as office administrator . 

The Danny Grossman Dance Com
pany will perform at two of Ontario's 
major arts festivals this year. A new 
work by Grossman, inspired by the 
music of Eric Satie, will receive its pre-

~ miere at the Guelph Spring Festival in 

5 May. The group will also appear at the 
0 Shaw Festival, in Niagara-on-the
] Lake, in late August. 
" < 

Performances of The Nutcracker by Les 
Grands Ballets Canadiens this past 
Christmas marked the 20th anniver
sary of the company's production, 

2205, 700 - 9th Street S. W., Calgary, Alberta, Canada T2P 285 

:~ SUN·ERGOS ,,rJt a companv of theatre and dance 
~ .t · Robert Greenwood and Dana Luebke (403) 264-4621 
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1n October 1984, Fernand Nault, one of 
Les Grands Ballets Canadiens' resident 
choreographers, was awarded the Prix 
Denise-Pelletier, the highest award Quebec 
,,ives to its performing artists. 

w hich was choreographed by Fernand 
Nault. Among the "guest performers" 
invited to appear as the King of Can
dyland during the Montreal run were 
Pierre Despres, president of Les 
Grands Ballets Canadiens, former 
principal dancer Vincent Warren 
and-as the Queen of Candyland
actress Claire Pimpare, best known for 
her work on Radio Quebec's award
winning television show Passe-Partout. 

Following February performances at 
Toronto's Ryerson Theatre and a 
March tour of American cities , Les 
Ballets Jazz de Montreal travels 
to Africa for a month-long series of 
performances. 

In December, Nova Dance Theatre 
appeared with Newfoundland Dance 
T heatre in a tour of Newfoundland. 
T he tour was part of an inter-provin
cial cultural exchange program co-
ponsored by the Departments of 

Culture of Nova Scotia and New
o undland. 

Dianne Milligan, former company 
manager of Nova Dance Theatre, has 
been appointed executive director of 
Dance Nova Scotia (DANS), a non
profit, provincially funded organiza
.:ion which was created to promote 
and encourage dance activity in Nova 

cotia. • 
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DIANA JABLOKOVA-VORPS, Artistic Director 

FACULTY: 
HAZAROS SURMEYAN 

The National Ballet of Canada 
LORNA GEDDES 

The National Ballet of Canada 
CHRISTOPHE OONOVAN 
Les Ballets Jazz de Montreal 

BERNO JUCHE 
Toronto Regional Ballet Company 

MARCIA CROSSLEY 
Toronto Regional Ballet Company 

Classes for all levels of professionally 
oriented dance students, B yrs. & up. 

RESIDENCE ACCOMMODATIONS 

FOR BROCHURE WR/TE TO: 
Carl D. Vorps, General Manager, 

Toronto Summer School in Dance, 
15 Armour Boulevard, 

Toronto, Ontario Canada M5M 389 
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Brown 
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School 
of Dance Lois Smith 

Artistic Director 

carefully designed and graded 
programs for the 

professional, pre-professional 
and non-professional student 

curriculum includes: 
Ballet 

Pointe Modern 
Pas de Deux Repertoire 

Character 
jazz 

for further information and 
audition dates 

contact the School of Dance 
George Brown College 

P.O. Box 1015, Station B 
Toronto, Ontario 

CANADA M5T 2T9 
Telephone (416) 363-9945 
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Dance at a Glanc~ 

American Dance Guild Book Club 
Ballet, modern, technique, biography: the best and 
the newest at discount. Write Box I 09, Princeton, NJ 
08540 USA. 

Anna Wyman School of Dance Arts 
1705 Marine Dr. West, Vancouver, BC V7V 1J5. 
Contemporary, ballet, jazz, dance exercise. Children's 
training program and adult classes. (604) 926-6535. 

Ballet, Etc.. . P.O. Box 351, Charlottetown, 
P.E. l. Cl A 7K7, 902-894-4608. Ballet, Jazz, RAD 
classes, Performing Company. 

Bayview School of Ballet under the direction of 
Bella Kovarsky. Ballet (Russian Method) character 
and Jazz. All levels. 130 Willowdale Ave., Toronto. 
(416) 222-5111. 

Ryerson Polytechnical Institute, 
Canadian College of Dance, 
Ryerson Theatre School. Teacher training course. 
Coaching for RAD and !STD exams. 350 Victoria 
Street, Toronto MSB 2K3, 595-5086. 

Centre of Movement 
171 Hampton Ave., Toronto M4K 2Z3, 466-9549. 
Private sessions, classes & workshops. Teacher/ Direc
tor: Leslie French. 

Concordia University 
7141 Sherbrooke St. West, Montreal, Quebec 
H4B IR6 Developing Programme in Modern dance 

-=-~~ eativity in scholastic year. Professor Elizabeth 
Langley. Tel: (514) 879-5803. 

Jim Dawson Photowork. Promotional photogra
phy for performers and organizations. Resume and 
portfolio shots; poster, brochure, publicity. Studio 2, 
2 Boulton Ave., Toronto, Ont. M4M 2]3. (41 6) 465-
6716. 

Diana Jablokava- Vorps School of Classical Bal
let-Kirov method. Art. Dir.: Toronto Regional 
Ballet and Toronto Summer School in Dance. 256 
Wilson Ave., Downsview, Ontario M3H 1S6. (416) 
489-7597. 

Ecole Dansepartout 
336 rue du Roi, C.P. 3158, Succ. St-Roch, Quebec, 
Quebec, GlK 6Y2. (418) 525-4657. Dansc classique, 
danse moderne, jazz, danse creative, ateliers , pro
gramme de formation professionnellc. 

Ecole de Danse Pointepienu. 
Programme de formation professionnelle ballet classi
que, danse moderne, directeur Claude Champoux. 
5415 Chemin Queen Mary, Montreal, Quebec 
H3X 1 VJ. (514) 487-5622. 
Classical ballet and modern classes. For information: 
Ecole de dansc Pointepienu, 5415 Chemin Queen 
Mary, Montreal, Quebec H3X 1V1. (514) 487-5622. 

Edmonton School of Ballet 
General and professional programme. 7330-! 13tb St., 
Edmonton, Alta. T6G 1 L6. 

Goh Ballet School 
Classical ballet, chincsc dance, character, jazz, pre
school to adult, professional training program. 2 stu
dios in Vancouver, BC. (604) 872-4014. 

Lauren Goldhamer Studio-Bartenicff Movement 
Fundamentals 
A Laban based body therapy programme that helps 
you achieve efficiency, case and co-ordin ation within 

your style or technique. Reduces residual tension and 
strain. 
Also-Dance & Exercise; Children's Creative Dance 
and Dance Technique . 
Director: Lauren Goldhamer, Certified Movement 
Analyst, 419 College Street, Toronto. 363-0148. 

Grant MacEwan Community College 
Edmonton Alberta. 2 year diploma in dance or dance 
teacher training. Nationally renowned instructors. 
Call 1-403-483-2331. 

Le Groupe de la Place Royale. Complete modern 
dance program. Beginner to Professional le vels. 
Spring, Fall & Winter Sessions and Annual Summer 
School. 130 Sparks Street, Ottawa. (6 13) 235-1492. 

London Academy of Dance and Theatre Arts. 
Dorothy Scruton, Principal, Training to professional 
standard by highly qualified staff. 432 Waterloo St., 
London, Ont. N6B 2P2. (519) 439-8961. 

Les Ballets Jazz, Ecole Superieure 
1231 St. Catherine St. W. (514) 849-6071. Montreal, 
Quebec H3G 1 PS. Ministry of Education Permit 
# 749889. Jazz , Classical, Tap. Prof. Adv. int. Beg. 
Scholarslups. 
Founders: GeneviCve Salbaing, Eva von Gcncsy. 

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

Lumitrol Limited 
Spotlights, Dimmers, Curtains, Supplies, Professional 
System design , rentals, sales. 253 Merton St., 
Toronto, Ontario M4S IA7. (416) 485-4817. 

Mount Royal College School of Dance-the of
ficial school of the Alberta Ballet Company in 
Calgary. Contact: Faculty of Continuing Education 
& Extension, Mount Royal College, 4825 Richard 
Road, S. W., Calgary, Alta. T3E 6K6. (403) 240-
6012. 

Sheila Nixon Teaches Jazz 
A Thorough Dance Technique Performance-Oriented 
for Musical Theatre. 18 Adelaide W. 532-1602. 

Ontario Ballet Theatre 
Performing Oct. 25-April 30. For information call: 
656-9568. 

Ontario School of Ballet and Related Arts 
1069 St. Clair Avenue West (midway between Oak
wood and Dufferin), Toronto, Ont. M6E 1A6, 
Phone: 656-9568. Registrations accepted 4 terms per 
year. 

PEI Ballet Association 
Ballet & Jazz/Modern Divisions. All levels. 4 teaching 
centres. Information: 902-894-7984 or 902-436-5302. 
P.O. Box 2384, Charlottetown, PEI, CIA SCI. 

Russian Academy of Classical Ballet Ltd. 
Mary Aslamazova, Director. Classes day and evening, 
from beginners to professionals. 935 Bloor St. W. (at 
Ossington), Toronto, Ontario, M6H !LS (416) 532-
2993. 

School of Winnipeg's Contemporary Dancers 
Modern, Ballet, Creative Dance, Jazz, General , Pre
Professional, Professional Programmes . 2nd Floor, 
444 River Avenue, Winnipeg, Manitoba R3L 0C7. 
(204) 452-1239. 

Rina Singha, The Kathak Institute 
Kathak ancient classical temple and court dance of 
Northern India. Beginner and Professional research 
and conservation. Bi blical and Liturgical dance perfor
mance and workshops. 173 Coxwell Ave., Toronto 
M4L 3B4, (416) 463-1 710. 

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

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

Theatrebooks Limited 
25 Bloor St. W., Toronto, Ontario, M4W 1A3. 
Canada's finest selection of Dance books. 

The School of Dance 
Celia Franca/ Merrilee Hodgins/Joyce Shietze 1339 
Wellington St., Ottawa, Ont.KI Y 3B8. (6 13) 729-
3756. Pre-Professional Programme Junior and Senior 
School. 

The School of the Toronto Dance Theatre 
80 Winchester Street, Toronto, Ontario M4X 1B2 
(416) 967-6887. 
Three-year professional training programme in mod
ern dance . Entrance by audition only. Also offering 
open classes in modern and exercises for adults and 
children. Principal: Billyann Balay. 

Tinda Holland Centre of Movement 
48 Fieldway Road, Etobicoke, Ontario M8Z 3L2 
(Islington subway). Ballet, pointe (Cecchetti exams), 
pre-character, tap and jazz. Martial arts program 
available on premises. 7,000 sq. ft. complex with 3 
spacious studios & shower facilities. Rentals avail
able, daytime and weekends only. (416) 239-0111. 

York University: Dance Department 
Dianne L. Woodruff, Chairperson, B.A. (Hons), 
B.F.A., (Hons) in Performance Choreography, Nota
tion, Teaching, History, Criticism, Dance Therapy; 
M.F.A. in History and Criticism. SUMMER SES
SION: Credit or non-credit. (4 16) 667-3243, 4700 
Keele St ., Toronto, Ontario M3J 1P3. 

Classified 
Composer Available. Experience in dance, theatre 
& contemporary music. Stylistic variety. Rates ne
gotiable. Call /write: Michael Horwood, 8.Grovetree 
Pl., Bramalea, Ontario L6S 1S8. (416) 791-1778. 
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