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The 20th Anniversary of 
Le Groupe de la Place Royale 
A Celebration and a Legacy for Canadian 
Modern Dance 

by Hilary McLaughlin 

T he survival of modern dance, its declining an n .me 
mated cosily with declining public fundin;. 1 n · 
talked about metaphorically or philosopluc.1lh. Th 

discussion is about pay for the dancers, the studio rem.ii. ·h 
reined-in season in the recycled costumes. 

With only modest fanfare, Le Groupe de la Place Ro\.ll 
celebrated its 20th anniversary in February . Again r a l • 
odds, and facing a lot of resistance, it has survived a rou;h • -
cade in Montreal, and another in Ottawa. 

The fact that the company mounted a fall season ar 
tawa 's York Street Theatre and its anniversary sea on 
National Arts Centre-and didn ' t look tacky in the proc 
is nothing short of a triumph. 

But survival is a daily concern for all dance compani m 
Canada. Le Groupe's 11i11gtai11e is important becau e 01· ch 
hope it brings- the proof that it can be done. 

Far more interesting, however, is what it is that ha. b 1 

done. What, after 20 years, is Le Groupe de la Place Ru~ al 
Where is it? What's behind the company? What's ahead; 

The history of Le Groupe reflects the history ofQueb l . 
the arts in Quebec, of interesting artists in Quebec. It 1 a h1 -
tory of aesthetics and change. 

The beginning was incredibly exciting. Peter Boneham. a 
30, having chucked dancing after an unsatisfactory c.,r~ r m 
ballet followed by Broadway, was lured from the 111 

States to Montreal by his pal Vincent Warren to jom L~ 
Grands Ballets Canadiens and to try some modem dannn..: 
with "a couple of crazy ladies". 

Not so crazy, as it turned out. One of them wa · JL 1111 • 

Renaud, of whom Boneham says: "My mentor, mayb -
more than a strong influence on my life. A great psycholo
gist, a fine crea tor, a vibrant person. She made me loo at 
myself and find out what I wanted from dance." 

Renaud, plugged into the entire Quebec arts scene, w a. ti.ill 
of ideas and energy. Boneham suggested she form a cc.n -
pany; she made him assistant artistic director. Ballet had ; unl 
stale for him; with Renaud and Le Groupe he had the charKl 
to create. 

"Jeanne was very encouraging to me as a creator," Bonl
ham recalls. "Very generous-a catalyst. We'd do a program 
of five numbers; four would be hers, but always there \\·ould 
be one of mine." 

The musicians, the sculptors, the painters of Quebec \\ er.:-

pressed into service, not just to score or design, but to partici
pa te actively in the preparation of a total theatrical work. Fes-
111't1! .\1agazine reported in early 1967 that Le Groupe "works 
closely with sculptors, composers, poets and other artists and 
presents productions that appeal to those who arc interested 
m all forms of artistic expression of our time". 

O ne of those who was interested was an 18-ycar-old who 
6.:-came a student at, what was then, the very small school of 
Le Groupe de la Place Royalc. His name was Jean-Pierre Per
reault. Twenty years later, he remembers the atmosphere of 
the ea rly days: "Jeanne couldn't pay us much, but she gave 
dmners all the time, especially to Peter and me. We'd be sit
·mg at the table with the most interesting artists of the day. 

_I anne was wonderful-teaching us to take risks, to try 
hmgs , not to be afraid." 

Looking back, both Boncham and Perreault refer to those 
arly days of the company in terms of Diaghilev. To them. 

Renaud was a female, Quebec counterpart. 
T he fledgling company made its mark on artistic Mon

treal-aided, in part, by the lack of competition. Arts pre
Yie\\"S in the newspapers gave Le Groupe equal space with
and sometimes higher billing than- Les Grands Ballet 
Canadiens. 

Renaud's works were identified as having discipline and 
flo w; Boneham's were characterized as more calisthenic and 
balletic. While he was acknowledged as displaying a grain or 
humour in his works, she was a choreographer "who insi t 
tha t she has no use for emotion in her choreography, which 1 

meant to express only her feeling for form or structure". 
Early photographs of the company illustrate that the\ 

created a striking visual impact onstage; they also bear ou 
John Fraser's contention, published in the Globe and Mail 11 . 

I 9-2, that "this company owes as much to ballet as to mod
ern dance". 

From the first, the dancer were good. ora Hemenwa\ 
Cheryl Prophet, Mary (later Maria) Formolo. Perreault, wh 
tar ted dancing at the relatively late age of 18, admits. · : 

couldn't do much technically, but you could always put m 
on a stage. " The combination of a ureyev-like appearam 
and a kind of c/111tzpah garnered him reviews as good as the 
of his betters. What he may have lacked in technique, he cc:;
tri buted in imagination. 

But, while Quebec's artistic community was a motherlo 
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Members of the company (left to right: Cheryl Prophet, William James , Jean-Pierre Perreault and Roberta Mohler) in Les Nouveaux 
Espaces, choreographed by Peter Boneham and Jean-Pierre Perreault. 

for the company's creative spirits, and a substantial following 
was being built up in Montreal and around Quebec, the prov
ince was deaf to pleas for financial support. Only the Canada 
Council was producing any grants, and the company was 
constantly on the brink of folding for lack of funds. 

The battle became too much for Jeanne Renaud, and she 
departed in 1972. Boneham was tempted to let it all go with 
her. Maria Formolo (who was an American, like Boneham) 
urged him to keep Le Groupe going. "She would have 
been the obvious choice as co-director, " Boneham recalls. 
"She was the best dancer, the most ready. But-two 
Americans .. . " 

He invited Jean-Pierre Perreault to become assis tant 
director. After eight months of this arrangement, how
ever, Perreault felt he "couldn't be Peter's assis tant any 
more". He decided to quit. Boneham countered by offer
ing him co-directorship. Perreault accepted- and stayed 
for nine more years. 

In 1977, fed up with the miserliness of Quebec funding 
agencies- despite the company's steady growth in reputa
tion and popularity-Le Groupe de la Place Royale moved 
to Ottawa. With the company came a core of dancers who, 
with few changes, would stay together until the summer 
of 1985. 

One of these dancers was Michael Montanaro , who be
came assistant to Boneham when Perreault left in 1982. 
Montanaro himselfleft in 1984, to return, as Perreault had, 
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to Montreal. It was with Montanaro's exit that Peter Bone
ham finally took the reins, single-handedly, of the company 
he had helped to found. 

But that is to anticipate: the definition, the direction and 
the character of Le Groupe de la Place Royale belong, ob
viously, to the decade of joint leadership by Boneham and 
Perreault . 

"We were so different." Perreault cannot emphasize this 
point often enough in reminiscing about the company 
(which he , unlike Renaud, does willingly-not uncriti
cally, but enthusiastically). It is true. Boneham knows and 
admits it, and it is as clear as day when one sees a program 
featuring the work of both choreographers . 

"Jean-Pierre is so intellectual. If art comes from the gut, his 
gut is in his head," says Boneham. "He delves so strongly 
into everything, he reads and reads, he studies philosophy. 
For instance, he's profoundly influenced by his travels in 
Asia. He's almost like a perfect person." 

"Peter is more intuitive than I am," says Perreault. "He 
would have instant responses. He's emotional, a people per
son. He has very personal relationships with the dancers. His 
centre of gravity is high, mine is low ." 

Talking of artists who have passed through the company 
and gone on-and thinking specifically of Perreault-Bone
ham says, "You're proud to be a part of it. It's like being a 
parent-you're always harder on your own kids than others, 
and hardest of all if the kid is an idiot-in some ways, Jean-
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Bill James and Tassy Teekman in Jean-Pierre Perreault 's 
production of Calliope. 

Pierre was my idiot child." 
"Peter is paternalistic in some ways," declares Perreaulr. 

" He's a good teacher; he'll get much out of people. He made 
me look fantastic when I'd been dancing a year. He lows the 
challenge of taking some little, fat butterball and making him 
dance-he could work with basket-cases." 

Other differences involved methods of administering the 
company, ways of dealing with the dancers, interpretarion 
of democracy. As creators, the two followed their own star . 
which lent agreeable variety to the repertoire for both dancer 
and audiences. There were plenty of storms, but much was 
accomplished: a substantial body of work from each of the 
directors, the beginnings of choreography from member or
the company, consistently strong performances as the com
pany toured. 

With most ofBoneham's later works requiring the dancer
to sing and/or speak, members of the company had been re
ceiving voice lessons since the mid-1970s. Perreault's \\·ork 
frequently employed visuals, such as slides or films a did 
some ofBoneham's), and one of his signatures was the ra ·ed 
set, or ramps. 

Both spoke of aesthetics and purity of art, and of total the
atrical experiences-like-minded, but artistically very di im
ilar. Perreault's movement tended toward the abstract. the 
distilled; Boneham's was often more illustrative. 

Inevitably, the demands on the dancers varied, to the 
point that both choreographers could not be satisfied w hile 
keeping the company together. "Peter was moving more 
and more into voice," Perreault says of the period 1980- I. 
when he began to make his final moves toward leaving the 
company. "Both our work had reached a certain maturity. 
and there was no room for compromise any more. We 
each needed certain types of performers and structures. Le 
Groupe had become a high-budget, administratiwly
heavy company-if I had stayed, it would have had to be 
more free. I needed more freedom. It wasn't a hard separa
tion-Peter needed a company for his work, I didn't. " 

Meanwhile, Michael Montanaro was emerging as a 
choreographer of sufficient promise to have his workshop 
pieces increasingly absorbed into the company's repertoire. 

By the early 1980s, Le Groupe de la Place Royale was fi
nancially better off than it had ever been. But it still was not 
easy for a dancer to make a great living; and the demands on 
the company's members were heavy: teaching, voice lessons, 
classes, rehearsals and choreography. 

The spirit of Ariel finally overtook Perreault's insecurity
" ! was looking in the Citizen for jobs- as a shoe salesman. 
Then, by the end of the first week I was booked for two 
years. "-and he went. 

Michael Montanaro's tenure as Boneham's assistant was 
brief, chiefly because he found the financial responsibility for 
company members' lives a terrific strain, detrimental to his 
creative work at a point where it was just coming into its 
own. 

When Montanaro left, Boneham formed a sort of artistic 
committee of senior dancers to help steer the company along. 
He occasionally reflects as to whether they felt that one or 
more of them would accede to Montanaro's title. No one re
ceived an offer, however; for Boneham, after one of his peri
odic soul-searches as to whether he should go or stay, finally 
realized what the others always knew, and decided to fly solo 
fo r the first time. 

" Peter needs a company right now. And he needs a young 
company right now," avers Perreault. That's what he has, for 
the majority of the "old" company left in the summer of 
1985, after each had spent almost 10 years with the company. 
They were all in their '30s; they had all done too much to stay 
with Le Groupe any longer. "It was time," Boneham de
clares . Easy for him to say. 

When Le Groupe opened at the York Street Theatre last 
_ · ovember, the company Boneham presented had only 
been together for a few weeks, and only two of the dancer 
had been in the company the previous season. But if yot1 
had11't known, you wouldn't have known. Boneham simply 
raided his school, and the company was born again- as co
hesive as the old, but new. 

Boneham took a critical pummeling in 1983 for his Faustus. 
bill ed as an opera for dancers. In a way, it was the culmina
tion of where his work had been leading him for the past few 
yea rs. As his interest in voice grew, it was inevitable that he 
would attempt a work in which it was of paramount impor-

.\.1ichael Montanaro and T as sy Tcckman in Derniere Paille, 
choreographed by Jean-Pierre Perreault . 

Dance in Canada Spring I %6 



Members of Le Groupe 
de la Place Royale in 
Michael Montanaro's 
production of Walking 011 

Class. 

tance. He still feels pain at the memory of ho\v the piece was 
received in certain segments of the dance community, but 
says that without Faustus, there could not have been The Liv
ing Room and Hank's Place, his subsequent piece . 

Hank's Place features quite a clever use of a television moni
tor (upgraded to the status of "video"). le also has an onstage 
sax player and a great deal of spoken text, as \Yell as some 
well-considered and energetic movement. 

The texts are more spoken than sung these days, and 
Boneham is talking more of dramatic coaches than singing 
ones for the company. 

Most of all, however, he is talking about technology. " It 
moves so fast, you can't keep up . Bue it' big bucks, and I 
don't have the money. Dance is becoming R & D [research 
and development], not experimental! I'd like co work with 
robotic things. I see my work more and more as making 
movies, more than dance. I want the audience closer, 
smaller." 

Presumably we can expect to hear more from Le Groupe's 
dancers, as well as to see them and- depending on the 
funds- more screens, multiplying images. 

If Hank's Place , Boneham's latest major work, and his re
cent utterances are any clue, Le Groupe is well along a route 
that is becoming known as dance-theatre. Britain"s Second 
Stride, recently seen in Canada, practises this genre, though 
not as well as Le Groupe de la Place Royale- which, perhaps , 
provides a long-missing clue as to why Le Groupe has been 
so successful in Europe in recent years . Its work is in the van
guard of what is being done there, and is on a par with the 
local product. 

Peter Boneham will have more successes, and more fail
ures, in his next phase with Le Groupe. As always, we can 
expect the unexpected, count on being surprised. 

What lies ahead, however, is not limited to what comes out 
of the Sparks Street Mall in Ottawa. Le Groupe, more than 
any other company in the country, has produced a legacy. 
"Le Groupe has taken the arts so far," says Michael Montan
aro. "Peter Boneham may or may not be famous, but dance 
history in Canada will show that Le Groupe will be one of the 
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most influential companies-not only in the people who 
came through it, but in the groundwork they have laid. " 

Across the country-from Maria Formolo opening up the 
west to Jeanne Renaud running Les Grands Ballets Cana
diens, to Cheryl Prophet dancing , for a time, with Paul
Andre Fortier, and Bill James teaching and choreographing in 
Toronto-the offspring of Le Groupe de la Place Royale are 
making their mark on Canadian dance, as choreographers, as 
dancers , as teachers. 

"They're rooted," Boneham says of the ones he helped pro
duce. "They can teach, create, do other things-they have 
whole minds and interes ts ." 

Boneham continues: " It's the people I remember . I don't 
want videos of my classes to pass on, but there are very few 
good modern dance teachers around; all of my people are 
good ones. Thar's how it's passed on. Tassy [Teekman], Bill 
Qames]-chey're doing it their way, but .. . I taught Jean
Pierre. Now he teaches, in his own way." 

He says Perreault " is standing in a class of his own, one of 
the best choreographers-not just in Canada, but in the 
world. When I went to see Jean-Pierre's Joe, it was magnifi
cent. I went to see Stella and I cried. I'm proud to have been a 
part of it. " 

Montanaro is well on his way as a choreographer to be 
reckoned with . True to his roots, he longs for "a multi-media 
centre, where all these artists will be working together-and 
it won't just be dance". 

His new company, Montanaro Dance, made its debut, per
forming East of Egypt, a long work using six screens, at Mon
treal's Interna tional Festival of New Dance last fall. (Also fea
tured at the Festival were works by Perreault and former Le 
Groupe dancers Tassy Teekman and Janet Oxley.) 

'Tm a born teacher," Boneham has said of himself, "and I 
know dance best, so I teach dance. I'm a born leader." 

His former colleagues, in various ways, readily concede 
this. "Peter needs followers right now, " says Jean-Pierre Per
reault . What he means , really, is that Boneham's choreo
graphy is at such a stage that he wants to work with dancers 
who will just take it on and perform it . 
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Michael Montanaro gets somewhat closer to it: "Peter is a 
difficult person." (An assessment Boneham himself would 
not deny.) "He will, however, help people mature to the 
point that they're as strong as he is, and then they'll want to 
leave. He's very selfish, but he's very generous about giving 
opportunities to others. He's a true artistic director, and the 
company exists because of that. 

"He's a leader, he's open, he says whatever's on his mind. 
Sometimes that means a lack of discretion or tact. People of 
his personality type are often hated for what they say. He's 
not of the generation that sees the grey area-it's all black and 
white for Peter. But I'm finding out slowly what he already 
knew when I met him ." 

Peter Boneham is 51 now, and far from rich, although, 
with luck, he won't have to sell his furniture again to make 
ends meet. "I've never been interested in security," he says. 
" I'll want a change again. I don't want to spend till I'm 65 
with the company." 

What he dreams of, from time to time, is "a laboratory 
where people can come and see a product develop- a small 
place, with video, doing experimental work. Things that we 
show when they're ready to be shown, things with a short 
lifespan. I want a small space where the independents can 
come and perform. We have to make the creative process in
teresting and attractive to the public." 

Perreault says Boneham will stay with the company for
ever. But if he does, it will be with a company that regularly 
undergoes transmogrifications. 

Le Groupe de la Place Royale has taken dance away from 
old-and even recent-definitions of what dance is and 
should be. A recurring question is whether what the com
pany does is really dance. Are they- Boneham, Perreault. 
.\1ontanaro and, perhaps, the others- really redefining 
dance?--or are they rejecting it? 

Recently, in an impatient aside, Perreault declared. 
"The trouble with choreographers is they deal too much with 
dancing!" 

Boneham's recorded views on this huge question haYe 
evolved over the years, but it seems likely that he would ad
here to a remark made in an interview published in Peiformi11g 
Arts in Canada in 1974. "Life," he claimed, "is dance." 

Life is also full of irony. Over the years, Le Groupe has de
veloped a following that is supportive of- and even devoted 
to-its cutting-edge work. It has also had its critics, fostered 
into hostility by the very sharpness of those edges. 

Yet, reviewing Perreault's Stella at the International Festi
val of New Dance in Montreal last fall, Anna Kisselgoff 
wrote in the New York Times: "Perreault is not a newcomer 
to dance. He received a mainstream modem-dance back
ground while performing from 1967 to 1981 with . . . Le 
Groupe de la Place Royale." 

Mainstream, indeed . This of Perreault, who often said, in 
one form or another, that he neither sought nor expected to 
appeal to 99 per cent of the audience population. 

Kisselgoffs words just prove that if one survives long 
enough, one becomes perceived as part of the establishment. 
or the established. Is it too long since she has seen LL 
Groupe?--or is she right on top of the game? Is the "main
stream" these days occupied by choreographers whose lea 
concern is dance? 

Le Groupe de la Place Royale will probably provide the an
swer to this question in the years to come. The company is 
part-a great part--of the reason the question has to be asked 
And that, too, is a legacy. • 
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duMaurier 
sets the stage 

Thousands of talented Canadians have enjoyed 
support from the du Maurier Council for the Arts 

since its inception in 1971. Nearly five million dollars 
in council support has been granted to creative groups 

and organizations from coast to coast. 

du Maurier participates in the belief that there 
is a wealth of talent requiring only the opportunity 

to be showcased, thus enabling all Canadians 
to enjoy the lively, flourishing world of the arts. 

du Maurier Council for the Arts 
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Prologue to the Performing Arts: 
Education is the Key 

by Maureen Lennon 

F 
or many thousands of Ontario school children , the only 
opportunity that they will ever have to witnes a liw 
performance by a professional dance company como 

their way courtesy of their school's administration and the or
ganization known as Prologue to the Performing Arts . 

First established by a corps of volunteers nearly 20 year 
ago, Prologue to the Performing Arts was designed to bring a 
wide range of performing arts into the schools of the pro,·
ince. Since its inception in 1967, Prologue has quadrupled the 
size of its staff and volunteers, and the number of perfor
mances available to Ontario students has increased from 111 
the first year to over 1,600 annually. There is no other organi
zation like it in Canada. 

Prologue functions like an artists' management firm. There 
is a roster of individual artists and performing arts companie . 
each presenting various types of programs. Prologue sell 
these programs to school boards or individual school 
throughout the province. 

The annual operating budget is S750,000, one-quarter of 
which is funded by the Ontario Arts Council; the remainder 
is generated by program sales. The support from the Ontario 
Arts Council enables Prologue to offer top-quality program 
to schools at a reasonable fee-regardless of the location of the 
school. Thus, schools in northern Ontario can take advantage 
of the programs offered by Prologue as easily as school in 
and around the metropolitan centres (where most of the per
forming companies are based) . 

Prospective artists and performing arts companies are audi
tioned before being taken on contract. As well, companies re
maining with Prologue over a number of years are monitored 
constantly to make sure that their standard of performance re
mains consistently high. 

In addition to high-calibre performances, Prologue look 
for imaginative programming specifically geared to young 
audiences. "We're trying to expose the youth in Ontario 
schools to high-quality performances which are presented in 
an accessible manner," says Terri Kuhl , Prologue's executive 
director. "We'll entertain any possibility . We try to provide 
something that will be of the most benefit to the students- to 
give them an experience that they might not seek out on their 
own." 

Last year Prologue sold a total of 120 dance performance 
to Ontario schools. There are four dance companies on the 

Prologue roster for the 1985-86 season: Dancemakers, the 
ational Ballet of Canada, the National Tap Dance Com

pany of Canada and Ottawa Dance Theatre. 
A typical Prologue dance program will run approximately 

50 to 60 minutes. Each company designs its own presenta
tion , and some try to give the students a look at the support
ing elements that accompany a dance performance. 

" I suggested we do some makeup, because I thought it 
would appeal to the children," explains Victoria Bertram, a 
principal character dancer with the National Ballet of Canada. 

he and her husband, Jacques Gorrissen, another principal 
character dancer with the National Ballet, put on witch 
makeup for the students. 

Bertram describes what happens: "Jacques puts on Madge 
from La Sylphide, which disguises him as a woman, and I put 
on the Carabosse witch makeup from Sleeping Beauty. We 
sta rt off with no makeup at all, so that the children see our 
faces-that we're just ordinary-looking people. As the show 
progresses, we put on our theatrical makeup, right there in 
front of them. 

"Meanwhile, Charles [Kirby, also a principal character 
dancer with the company] is explaining about the theatre
that this is the makeup area; that Mary McDonald [the com
pany's principal pianist] represents the orchestra, which we 
couldn't, of course, bring. Then there's a demonstration, like 
a small class. 

" I feel that, for children who are slightly bored with watch
ing the exercises, having the makeup go on at the same ti me 
is like having a two-ring circus. There's a diversion. 

" They really enjoy watching the makeup. We get lots of 
ques tions. Does it hurt our faces?-things like that." 

The National Ballet's program also includes a session or
mime interpretation, during which children from the audi
ence are brought up on the stage and encouraged to decipher 
,,·ha t Bertram is saying with her hands. As well, there are ex
cerpts from the classical repertoire which demonstrate dif
ferent dance styles, a solo jazz number and a question-and
answer period at the end. 

Ottawa Dance Theatre has a program which introduces the 
students to the history of dancing and demonstrates the influ
ences that other arts, such as music and film, have had on 
dance . 

" We present a series of vignettes on the evolution of dance 
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as a performing art," says Judith Davies. che company· artis
tic director. "Students learn how classical bailee technique 
evolved, how modern technique evok ed. what che exercises 
are, why they're done, what the difference I between thea tri
cal dancing and folk dancing, the influence of mu-ic. film, 
ecc. We basically try to capsulize for young cer " ·ha- dance is 
all about." 

Dancemakers, which was formed in 19-4. began working 
with Prologue in 1976 and, with the excepnon of rn·o sea
sons, has performed in Ontario schools each year ince chen. 
The company presents a combination of drama and modem 
dance specifically tailored for students in grad1: one through 
eight. 

Terri Kuhl comments: "Dancemakers go1: bac · qu1ce a 
way with Prologue. They used to present more of a lecture
demo program, but now they've changed. There· · no one 
magic formula to make something educa tional. .. 

The current production offered through Prologue i rl 7wz 
clze Bo11gh Breaks, in which choreog rapher Pamoa Fraser 
examines some of the rewards and difficul ties of peaceful 
co-existence. 

"They use movement to convey emotion _-· ay Kuhl. 
"'The students see that the body can express feelings and 
ideas." 

The National Tap Dance Company of Canada has two 
brief productions designed for students from kinderga rten to 
grade six level. The dancing is a potpourri of jigs . reels, step
dancing and tap, accompanied by French-Canadian folk 
music and original music. 

This company is, perhaps , one of the most unique on the 
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Prologue roster. "No repertoire for a tap company exists," 
explains Steve Dymond, one of the co-founders [with Wil
liam Orlowski] of the National Tap Dance Company. 
"Everything is new. Prologue has been one of the strongest 
factors in the development of the company, because they 
have commissioned three works which later entered the main 
repertoire of the company." 

Jennifer's Dream and The Sandwich are featured during the 
company's 1985-86 Prologue season. Jennifer's Dream deals 
with a young girl 's relationship with her grandfather. The 
Sandwich is a lesson in tolerance. This is the third year that it 
has been offered through Prologue. 

Apparently, high-tech gizmos are not the only things that 
hold children's interest these days. "The kids in the schools 
are a whole new audience for tap dancing," says Dymond 
gleefully. "They like it because they can hear it, and they will 
jump up and try to do it immediately." 

Educational touring does not make money for the dance 
companies, who believe that bringing live dance perfor
mances into schools is an investment in future audiences. 
"Education is the key to absolutely everything," asserts 
Charles Kirby. "The more that any audience understands, at 
any age, then the easier it becomes to establish repertoire." 

For years , of all the performing arts, dance in particular has 
been subject to stereotypical misconceptions and pre-con
ceived notions. Bringing dance programs into schools in a 
format which allows students to see the artists, first of all, as 
people and , secondly, as creative artists has helped to dispel 
some of the old myths. 

"Nothing impresses anybody as much as true dedication to 

C harles Kirby, principal character dancer with the ational 13,illet of Canada , addresses the young members of a Prologue audience. 
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anything, whether it's a sport, dance, music- whateYer." 
says Judith Davies. "To see that these people can talk and uf
fer injuries like the students' favourite hockey player or their 
favourite football players, and to see that they have ro tram o 
hard to get to their level of physical proficiency, ,Yhich 1 ob
vious once they start to move, immediately tends ro dampen 

Part of the National Ballet's Prologue program involves a mime 
demonstration. Here, a young member of the audience, aided by 
Charles Kirby, tries to decipher the mimed gestures of principal 
character dancer Victoria Bertram , dressed as Carabosse from The 
Sleeping Beauty. 

any preconceived notions of guys runmng around, fli tting 
about on tiptoe." 

Victoria Bertram has noticed that even some of the teacher 
tease one another about seeing the ballet with their student : 
however, they, too, are soon caught up in the spell of a li,·e 
performance. "After the first five minutes, it's amazing ,' · he 
relates. "There's a hush, and even the teachers are sitting there 
wide-eyed about a whole different aspect of ballet that they 
were probably never aware of." 

For the dancers involved in Prologue performances, the 
feedback is immediate and easily interpreted. "The kids ooh 
and aah when 'Mr. Muscleman', David Roxander [a fir t so
loist with the National Ballet], comes out," says Bertram. 
"He's a particularly good asset to our program, because he 
represents the more athletic dancer, rather than the refined, 
sophisticated dancer. There's an actual two-minute stop in the 
program while the kids recover from seeing him. He does a 
jazz solo with a saxophone and a black hat, and they think 
he's just great. They're always asking him if he does weight
lifting or breakdancing ." 

Often the companies receive letters from the children, 

thanking the performers for their visit. The children also 
ask for more information about the technique of dancing and, 
invariably, they invite the performers to return as soon as 
possible. 

Now that Prologue has been in place long enough for a 
generation to pass through the school system and out into the 
world, performing groups are beginning to notice a new so
phistication in their audiences . "When we do our major 
school matinees at [Toronto's] O'Keefe Centre, the children 
now respond completely differently than they used to,' · 
Charles Kirby notes. "When I joined the company [in 1965]. 
and we did school matinees, it would sometimes sound like a 
free-for-all. The kids were rowdy and restless and noisy. 

" It isn't like that any more. They have become more· ex
posed to theatre through Prologue. The kids have learned 
that they shouldn't be leery of it. They've been getting inside 
information on what not just ballet, but all theatre people do. 
So now they can go and just be an audience and enjoy the 
show.'' 

When asked if Prologue is working, all those connected 
with it agree that it is . Victoria Bertram, who has two chil
dren, says "I think it is necessary for the schools. It's great to 
get in there and have the human element. You can put it on a 
TV screen, but it's not the same as actually meeting people., . 

Judith Davies agrees: "I think the work that we do through 
Prologue is extremely important. Often we're going into 
smaller towns in northern Ontario, where they receive little 
or no exposure to live performing arts. They see it on televi
sion or films. But the actual live, hands-on experience of hav
ing performers right there, being able to talk with them, I feel 
is extremely important." 

The dancers who tour for Prologue are quite used to walk
ing into performing environments which are less than ideal. 

ometimes the temperature of the room isn't comfortable, or 
the lighting is poor. Often they are dancing on small, make
shift stages. 

School gymnasiums are the most common performing 
spaces available, and their floors are usually concrete. It is 
much easier to sustain an injury working on this type of sur
face than a wooden stage floor. 

Last year, however, members of Ottawa Dance Theatre 
encountered something far more hostile in one school audito
rium . "We went into an inner-city school, in probably one oi 

.\II embers of the ational T ap Dance Company of Canada (/,efi to 
nghr: Heather Ronald , Les lie McAfee, Stephen Greig and Glen 
Kotyk) in William Orlowski's production of The Sandwich . 
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.vtichael Conway ofDancemakers in Patricia 
Fraser's production of When the Bough Breaks . 

the toughest neighbourhoods in Toronto , to do a group of 
performances for junior high school srudencs, ·· rela tes Judith 
Davies. "Because of their attitudes at that age, they are proba
bly the most difficult audience to play. It's that wonderful age 
where they know everything, no matter what. The situation 
was compounded by the fact that these kids were often from 
underprivileged families that have had no exposure to the 
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arts. A lot of factors governing the background of these kids 
put them into the category of touch kids to teach. 

"When we walked into that school, it was like walking into 
a war zone. It was them against us. The attitude of the teach
ers was, 'I hope you know what you're getting yourselves 
into. We don't know what the reaction is going to be. This 
could be a riot, you know.' 

"Well, we have a program that includes a lot of jazz, and 
we also get the kids up breakdancing, because it's a street 
dance. It's something they relate to immediately. 

"At this particular performance, there was the usual snick
ering and snorting in the background as the men, particu
larly, went through a classical ballet barre and centre. But, 
very slowly, within the next 20 minutes, I realized that we 
had them. By the end of the performance, we had kids cheer
ing, screaming, hooting and yelling. 

"AU of a sudden, one lad, who was obviously the school 
trouble-maker, yelled out from the balcony, 'How come that 
dancer likes to hit kids?' He was referring to Ron Proulx, a 
dancer who is a phenomenal athlete. Ron had chucked some 
little kids under the chin or ruffled their hair as he was danc
ing-so this kid was just being really provocative . 

"Ron turned around and answered, 'Because I just love 
mutilating little kids. Ha, ha, ha!' With that, he tore across the 
room, scaled a 15-foot wall, flew over the balcony with what 
can only be described as a flying camel, grabbed the kid and 
gave him a big hug. 

"Everybody went nuts. It was total, universal enthusiasm 
for something that everybody in that room could relate to. 
What had basically been them against us in the beginning had 
turned into them with us." • 

English Education -
Russian Ballet 

for less than $8,500 per year!! !Founder: Madame N. Nicolaeva-Legat) 
Director: Derek Westlake 

Ballet Principal: Madame Eunice Bartell 
Head of Academic Studies Mrs. J.D. Bilitch 

Set in 5 2 acres of beautiful grounds and parkland 5 miles from Royal Tunbridge Wells with 
swimming pool and tennis courts, this was the first boarding school in Britain to combine Ballet 
and Music to Professional Standard with full General Education to G.C.E. Level. In addition 
a Teacher Training Course (Russian Ballet Society Syllabus). Snort Term and Refresher Courses 
are also available. 

Boys and Girls - Residential and Day - Monthly Auditions 

Ballet and Academic Courses (IO to 18 years of age) 
3 year Senior Ballet Course (from 16 years of age) 

Accredited by the Council for Dance Education and Training. 

CLASSES: Classical Ballet and Character (Russian Systems), Pas de Deux. Repertoire. 
Boys· Technique. Modern Dance (Contemporary and Jazz). Yoga. Professional Top. 

Small group classes and private lessons as appropriate. 

Full det£1ils from: The Secret.ary, Tel : Rotherfield (089 285) 2353 . 
The Legat School. Mark Cross. nr. Crowborough, East Sussex . TN6 3NJ. England. 
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Les Sortileges 
Createurs et interpretes d'un etat d'ame 

par Marici Dillon 

Le Valse-Lancier se dansait a Montreal au debut du siecle. 

Q uand en 1966, on avait tout simplement demande a 
Jimmy Di Genova de preparer une partie du spec
tacle pour le gala de l'ecole Saint-Stanislas ou ii en

seigna1t, aurait-il pu s'imaginer que, 20 ans plus tard , ii 
tiendrait la scene de la Place des Arts avec une cinquantaine 
de danseurs nous entrainant sans relache clans un etourdis
sant tour du monde en 28 numeros et 500 costumes? C'est 
a nous maintenant de Jui tirer la reverence et de Jui dire 
bravo! pour cet extraordinaire cheminement. 

II ya effectivemcnt de quoi s'en emerveiller d'autant plu 
que !'Ensemble national de folklore Les Sortileges, qui se 
declare la seule troupe de danse folklorique professionnelle 

au Quebec et au Canada, a toujours vecu clans une situation 
precaire. Peut-etre doit-il sa survie au fait que son fonda
teur, M. Di Genova, cumule !es fonctions de directeur ar
cistique et administratif, une situation rare au Canada, qui 
Jui permet de rever sans toutefois batir de chateaux en Es
pagne. Pourtant, il nous devoile une come d'abondance a 
laquelle ii pourrait puiser a volonte si la realite des moyen 
financiers limites dont ii dispose ne mettait un frein a la 
realisation de mises en scene a la mesure de la richesse du 
folklo re international. 

Car Les Sortileges depassent largcment le perimetre de 
leur province et ne font pas "que du quebecois" comme le 
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ublic en a conclu en voyant leurs repre ema□on pour 
Expo 67 OU encore a la television vers la fin de annees 70. 

Le repertoire qu'ils nous Ont presence fin nowmbre 19 5 
our celebrer leur 20e anniversaire nou a au i fan craver
er une douzaine de pays dont l'Italie, la Roumanie. la Rus

-ie , le Mexique, !'Ukraine et Israel. Er a,·ec Q11.1 1i,111t. I' An
~leterre, l'Irlande, les Etats-Unis er le Quebec on pour une 
fois accorde leurs violons clans une chore""raphie qui 
demontre l'universalite du folklore. 

Jimmy Di Genova me precisait a ce propo · cercam · affi
nites clans !es traditions occidentales . II a par exe1'1ple re-
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Le Centre diffuse sept disques recreant !'ambiance des 
soirees d'antan et cinq volumes de danses enfantines et tra
ditionnelles quebecoises clans !es collectionsj'ai tant danse et 
Chant de mon pays. 

Il lance a present un appel aux editeurs interesses pour 
publier un document sur "le costume en milieu rural 
au Quebec au 19e siecle" qui a demande cinq annees de 
recherches. 

Les Sortileges perpetuent une histoire et des traditions 
qui risquent fort de comber clans l'oubli le plus total s'ils ne 
Jes faisaient si bien revivre sur scene. Leur directeur trans
met avec fougue sa passion du folklor~ aux jeunes genera-
tions. Ses danseurs ne se contentent d'ailleurs pas de giguer 
sur scene, et pour etre veritablement porteur du message 
des peuples qui ont fait le folklore, ils doivent avoir un vecu 
en dehors de la scene. Ils danseront par exemple avec des 
Israeliens clans une fete pour savourer et faire ]'experience 
de cet etat d'ame dont ils seront l'interprete et qu'ils feront 
vivre au public . Ils confectionnent eux-memes !es ceintures 
flechees qu'ils portent pendant leurs representations. En vi
vant ainsi le folklore, ils sont a meme de redonner vie 
a l'ame villageoise avec sensibilite et authenticite, car 
aux Sortileges, le danseur se veut tout autant createur 

>- qu'interprete. 
~ L'Ensemble forme ses propres danseurs. Ils n'ont d'ail
l leurs pas le choix car il n'y a pas d'ecole nationale de folk
: lore au Canada et personne d 'autre ne donne de formation 
~ professionnelle clans cette discipline . C'est peut-etre regret

table, mais par contre , !es futurs professionnels qui sont re
crutes entre 18 et 25 ans, sont modeles au style Sortileges 
en entrant directement clans leur pensee . 

La mariee va bient6t devoiler son joli visage clan 
de Pologne. 

marque que Jes danseurs Morris de Grande-Brecagne que 
!'on a vus a !'oeuvre clans Rapper Sword Dance. er !es Calu
_·lzari de Roumanie sont de la meme famille. et leurs danses 
on t la meme origine celtique. 

On pourrait d'ailleurs aller beaucoup plus loin, me di
sai t-il , et "recrire l'histoire par le biais du folklore en pous-
ant !es recherches ethnologiques". Un projec excessive

ment ambitieux pour un direcreur arcisriq ue, me 
direz-vous! Mais ne vous y trompez pas. Jimmy Di Ge
nova sait de quoi ii parle. II est une mine d'or de connais
sances sur des civilisations et des modes de vie qui se sont 
perdus en raison du developpement economique et rechno
logique-des connaissances qu 'ii a acquises en faisan t !es 
recherches necessaires pour faire revivre chacune de ses 
danses sur scene clans toute leur authenticire. 

Quand a la fin de leur spectacle en Turquie en jui ll et 
1983, le public s'adressait a eux en cure , pensant avoir vu 
leurs propres compatriotes danser, c'erair pour Les Sor
rileges le plus beau compliment qu'on pouvair leur faire et 
l"indice probant qu 'ils avaient reussi a interpreter un eta t 
d'a me juste. 

Bien qu'il n 'en n'ait pas le titre , M. Di Genova est un 
,·eritable ethnologue, et tous !es documents qu'il a ras
embles sont regroupes, depuis 1977, au Centre de docu

men tation Marius B a rbeau (le celebre folkloris te 
quebecois), sous le meme toit que l'ecole des Sortileges . 
C'es t le plus important centre prive au Quebec qui se con-
acre aux arts et aux traditions populaires. La bibliotheque 

compte un millier de volumes sur le costume, la danse et la 
musique tradi tionnelle au Quebec et a l'etranger, des perio
diques ct des tiroirs pleins a craquer de dossiers et de nota
tions de danse. II y a aussi une videotheque ct une collec
tion de diapositives. 
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Un des objecrifs de la compagnie est d'ailleurs d 'aug
menter le nombre de ses danseurs . Elle voudrait egalement 
developper davantage le chant, et le reve serait d'avoir Jes 
musiciens sur scene. Mais connaissant la variete du reper
toire des Sortileges, ce serait un luxe qui les menerait in
contestablement a la ruine. Imaginons simplement le nom
bre et la variere des instruments de musique quand on passe 
du Mexique en Pologne, ou du Quebec en Armenie, et 
ainsi de suite! 

Mais on peut tout de meme se permettre certaines satis
factions com me par exemple quand ils ont eu la joie d'ac
cueillir le meilleur musicien de Roumanie au Festival inter-

Sur unc choregraphic de Sonia Vartanian, Kem11m1clw tire son nom 
d'un in strument armenicn. 
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national de Drummond ville, en juillet 1982 , ou encore les 
chanteurs, !es danseurs et les musiciens du groupe Zig 
Zaghini de Molise en Italie, en septembre dernier. 

Sur le plan international, Les Sortileges ont bien roule 
leur bosse depuis 196 7. Leurs tournees !es ont mene emre 
autres en France, en Israel , en Grande-Bretagne, a la .\lar i
nique , en Bulgarie, aux Etats-Unis , en Turquie et tour 
dernierement, en aout et septembre 1985, au Japon. 

Dans les periodes de 7 minutes qu'on leur avait accorde 
pendant 15 jours a !'Exposition universelle de T sukuba. ils 
ont remporte un enorme succes aupres d'un publicjaponais 
fascine par !'art quebecois de "faire chanter les pied ... Que 
d'exotisme et que d'exuberance sur un rythme accelere 
pour cette nation ou, traditionnellement , les moU\·emem 
corporels sont reduits a leur plus simple expression! 

Les Sortileges doivent d'ailleurs revenir au Japon en 
86-87 clans le cadre d'une tournee en Extreme-Oriem- un 
projet qui devrait aboutir a des evenements organise anc 
Hong Kong, Taiwan, le Japon, I' Australie et d'aucre pay 
du sud-est asiatique . Dans un avenir plus proche, ii doi
vent se rendre en Europe clans un an et !es prepararif om 
ete entames !ors d'une pre-tournee en decembre dernier a 
Belgrade, Bucares t, Budapest, Prague, Varsovie, Franc
fort, Bruxelles et Paris . Et tres bientot , le 20 mars. ii ,·one 
tenir la scene du Carnegie Hall a New York! Ils om au i 
ete invites a participer au prochain Festival du Mexique et 
au Festival d ' Athenes. Les offres ne manquent done pa . c~ 
qui indiquerait que le folklore est en bonne sante. 

Pour en revenir au Canada, !'Ensemble marque a 
presence aussi bien sur scene a Montreal OU en tou rnee . que 
par ses ateliers-conferences, ses programmes d'ani macion 
clans !es ecoles , et son enseignement aupres des enfanc et 
des adultes qui peuvent s'initier a la gigue, aux tradition 
populaires et a la danse quebecoise et ethnique. Cho e 
etonnante, ils ne sont venus qu'une seule fois a Toronto. en 
aout 1982 au Harbourfront Theatre , alors qu 'a priori, on 
pourrait penser que le multiculturalisme de la plus grande 
ville du Canada serait un facteur favorable et que le public 
serait attire par leurs danses internationales. 

M.F.A. in Dance 
at York University 

This two year graduate degree program offers the 
study of dance through historical research, critical 
writing, and movement analysis and reconstruction. 
Students participate in courses, seminars, field trips, 
and independent projects or theses. Graduates from 
the program are now involved in teaching, wdting, 
editing, and library and archival work. 

Students are admitted every second year. Informa
tion and applications for entrance in September 1986 
are now available . Write Admissions Office, Faculty 
of Graduate Studies, York University, 4700 Keele 
Street, North York (Toronto), Ontario M3J 1P3. 

II reste encore beaucoup d'incomprehension et d'igno
rance comme en Ont temoigne les fous rires au Theatre 
Maisonneuve au beau milieu de Clamoc, le numero le plus 
poignant du Gala d'anniversaire . Dans la penombre et le si
lence ponctue par le rythme de leurs pas et de leurs medail
les, les danseurs evoquaient cette periode de !'occupation 
turque en Bosnie-Herzegovine ou !es villageois se reti
ra ient clans !es montagnes pour se divertir, leurs 
conquerants leur ayant interdit de danser. Ces spectateurs 
n 'auraient sans doute pas montre un tel manque de tact s'ils 
s'etaient donne la peine de lire !es notes explicatives que Les 
Sortileges prennent toujours le soin de reproduire pour 
chaque numero au programme. 

L'incomprehension est enracinee encore plus pro
fondement quand on pense que le Conseil des Arts du Ca
nada ne reconnait toujours pas le folklore parmi les formes 
de danse qu'il subventionne. Les Sortileges prouvent une 
fois de plus que nu! n'est prophete en son pays. On entre
voit cependant une lueur d'espoir maintenant que, non 
sans ma! et avec toute la persuasion qu'on lui connait, M . 
Di Genova a reussi a ce que le Conseil des Arts delegue 
enfin quelqu 'un pour assister au Gala du 20e anniversaire . 
Ce qui ne veut pas pour autant dire que !es subvention 
vont commencer a pleuvoir, loin de la. On en est tout sim
plement au stade de la simple reconnaissance. 

Ils ont tout de meme re<_;:u la benediction du ministere de 
!'Education et le ministere des Affaires culturelles du 
Q uebec leur a accorde cette annee une subvention au fonc
tionnement de l'ordre de 50 000 $. Les milieux d'affaire 
s'interessent a eux, en particulier Hydro-Quebec, qui grace 
a l'entremise de son president-directeur general, M. Guy 
Coulombe, egalement president d'honneur des Sortileges . 
a agi t en qualite de commanditaire pour la soiree du 27 no
Yembre dernier. 

On ne peut enfin evoquer Les Sortileges sans parler de la 
richesse et des couleurs de leurs costumes realises depui 
plusieurs annees par Monique Cyr et son equipe. Ceux qui 
n'on t pas encore eu la chance de voir !es danseurs sur scene 
peuvent avoir un aper<_;:u de la qualite des costumes en feuil
le tanc la brochure-souvenir des 20 ans avec ses reproduc
tions en couleur tres attrayantes. Monique Cyr tient avan
tou t a l'authenticite a laquelle elle parvient par ses recher
ches et ses lectures , en consultant des photos ou des dessin~ 
ou en faisant appel a la memoire des danseurs qui, clan 
leurs tournees, ont pu voir des costumes authentiques. 

Les Sortileges possedent vingt-trois costumes d' origine-
differentes et neuf series de vetements quebecois. Ils ont et 
executes selon !es modeles d'autrefois en !es adaptant clan 
ce rtains cas a la scene, comme par exemple clans Sortilege: 
ou !es toutes petites fleurs traditionnelles de "l'indienne" du 
costume feminin ont du etre grossies pour que !es specta
teurs puissent !es apprecier, sans toutefois trahir le style d 
vetement. 

Les Sortileges ont fait le pas en recreant sur scene !es tra
ditions, !es festivites saisonnieres et la saveur et le labeur d 
la vie paysannc. La participation sociale qui allait autref01 
de pair avec de telles rejouissances, n'existe plus a presen 
On ne peut plus creer de folklore car ii s'inscrit clans le con
texte d 'une vie rurale qui n 'a plus cours. Le folklore e : 
maincenant un art de la scene a part entiere, et a ce tit re. 
corn me Jimmy Di Genova aimerait nous le faire compren
dre, permettons a ceux qui veulent le perpetuer de lui don
ner une qualite artist ique en leur laissant leur propre fa <_;:or 
de !' interpreter et de le presenter. • 
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Russian Dancers in Alberta 
The Start of a New Era 
of Cultural Exchange 

by Igor and Jessica Levental 

Alexandre Bogatyrev Nina AnanyashYili 

L
ast October, with much fanfare, the Alberta Ballet 
Company formally announced the greatest coup in its 
history. After three years of negotiations invoh·ing 

some of the highest-ranking figures in the Alberta and Soviet 
governments, two of Russia's leading ballet stars, Nadezhda 
Pavlova and Alexandre Bogatyrev, were to perform as guest 
artists with the Alberta Ballet Company in Edmonton and 
Calgary in mid-November. 

A mere two days before the dancers were scheduled to ar
rive, however, their appearances were suddenly cancelled by 
Gosconcert, the Soviet government booking agency . 

A last-minute replacement was arranged by Peter Roberts, 
once Canada's ambassador to the U .S.S .R., now director of 
the Canada Council. 

Had he not been able to do this , the unexpected turn of 

events would have spelled a permanent end to a high-le\· 
cultural exchange that began in June 1982 when Mary LeM __ 
surier, Alberta's minister of culture, wrote to her SonL · 
counterpart, Piotr Demichev, formally inviting the Bolsh 
dancers to Alberta. 

In March 1985, Gosconcert had paved the way for the fi r · 
Canadian appearance by Soviet dancers in 10 years when · 
confirmed that two Bolshoi dancers, Tatiana Golikova ari 
Mikhail T zivin , would perform in Alberta. But following c • 
Alberta visit, last May, of Politburo member Vitaly VoroCT'-
kov, the Russians decided to cement their growing cordiali 
w ith Alberta by sending bigger stars: Pavlova and Bogatyre 
Then , in early November, the telegram arrived cancelling 
visit. 

" We were deeply disappointed," recalls Blair Odney, 
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Alberta Ballet Company's marketing manager. Still, the 
Company managed to salvage the situation by enlisting the 
aid of Peter Roberts. 

Less than two days later, the Alberta Ballet Company 
learned that Nina Ananyashvili, a young dancer who recently 
won a gold medal at the Moscow International Comperirion 
of Ballet Artists, would accompany Bogatyrev to Alberta in 
Pavlova's place. The dates of the Russian dancers ' appearance 
in Calgary were hastily changed from November 8-9 to ~o
vember 18-19. (The Edmonton dates, November 12- 13. re
mained the same.) 

The program was also swiftly rearranged. The Grand Pas 
de deux from The Sleeping Beauty remained, but The D) mg 
Swan and the Pas de deux from The Flames of Paris \Vere re
placed by the Vision Pas de deux from Raymonda and the 
Black Swan Pas de deux from the third act of Swan Lake. 

Overall, Ananyashvili and Bogatyrev danced with such a 
high degree of precision and control that on opening night in 
Edmonton one could not have guessed that the two had ar
rived a mere eight hours earlier, after a 16-hour flight from 
Moscow. 

The Russians' performances, which were nothing less than 

Mariane Beausejour and C laude Caron in Brydon Paige's 
production of The N111cracka for the Alberta Ballet Company. 

The Alberta Ballet Company 

According to the second edition of the Concise 0;,ford Dictionary o( 
Ballet, Canada has three top ballet companies: the Royal Winni
peg Ballet, the National Ballet of Canada and Les Grands Ballets 
Canadiens. 

There is a fourth company, in Western Canada, however, that 
soon may command enough attention to join the big three. It is 
the Alberta Ballet Company, which has grown in size and reputa
tion to the point where it has built up a respectable repertoire and 
is now the fourth largest ballet company in the country . During 
its 1984-85 season, the Company performed, in Alberta and on 
tour, for audiences in excess of 60,000. 

The Alberta Ballet Company traces its roots to the early '50s 
and to its founder, Ruth Carse, who was then director of the bai
lee program at the Muriel Taylor School of Dance in Edmonton . 
Around chat time, a smalJ group of dancers formed a troupe 
called Dance Interlude. In 1960 it became the Edmonton Bailee. 
and in 1967 the Alberta Ballet Company . In 1975 it became the 
province's first permanent, professional dance organization. 

breathtaking, received warm and unrestrained applause from 
the audience. Backstage they received an even longer ovation 
from the dancers of the Alberta Ballet Company, who re
mained behind to pay private tribute to their guests. 

The gesture was much appreciated. "We were met by true 
friends; we were very touched," Ananyashvili said later. 

Mariane Beausejour, principal dancer with the Alberta Bal
let Company, appeared in the three works presented by the 
Company on the program- artistic director Brydon Paige's 
production of The Firebird, Brian Macdonald's Canto Indio 
and George Balanchine's Allegro Brillante. She confirms that 
the feeling was mutual: "We felt that they were a part of us , 
and they quickly won our respect." 

At 22, Nina Ananyashvili was a newcomer to Canada, al
though she had already danced in Germany, Belgium, Mex
ico, Bulgaria and several other countries. In addition to her 
gold medal from the Moscow competition, in 1981 she won 
the Grand Prix in the international competition held at Varna. 
Bulgaria. 

At the age of six, she started as a figure skater in Tbilisi, in 
the Soviet Republic of Georgia. Her dancing ability was spot
ted very early, and at the age of nine she entered a local ballet 

Now, 11 years later, the Alberta Ballet Company has some 30 
\\'Orks in its repertoire and an impressive touring record. In addi
tion to its annual Alberta tours, over the last three years the Com
pany has performed in British Columbia and in the United States . 
In 1985 the Alberta BalJet Company made its Toronto debut. 

Brydon Paige, artistic director of the Alberta BalJet Company 
ince 1976, has helped create a company that Toronto critic 

Deirdre Kelly, writing in the Globe and Mail, described as "truly 
young . vivacious and enthusiastic". 

These characteristics arc particularly apparent in such ballets as 
Paige's own production of The Firebird and George Balanchine's 
.4.lh:~ro Brillante, which, first performed by the Alberta Ballet 
Company last November, exhibited the Company's growing 
en,c of artistic maturity, as well as its youthful vigour. 

The repertoire also includes Paige's productions of The Nut
cracker and Coppelia, which succeed as the theatrical spectacles 
they arc designed to be, stories expressed through dance. 

Part of the reason for the strong dramatic element in the Com
pany's productions must be attributed to the style of principal 
dancer Mariane Beausejour. A capable actress, she performs her 
roles with tremendous conviction and sensitivity . She is cur
rent ly partnered by Claude Caron, who, like Bcausejour, is from 
Quebec. 

Both dancers stand out, artistically and technically, from the 
rest of the Alberta Bailee Company, demonstrating secure move
ment and steady line. The dancing ability of the corps de baUet, 
on the ocher hand, is generally inconsistent, which is hardly un
characteristic of a young and growing company. 

Constrained by a $250,000 accumulated deficit, the Alberta 
Ballet Company has been forced to perform to recorded music 
since the 1980-81 season. Its music policy is currently being re
evaluated: through 3 recent survey, the Alberta Ballet Company 
is trying to determine whether its audience (which has been main
tained at over 30,000 per season in Edmonton and Calgary) 
would be willing to pay a S2 to SS premium, per ticket , to bring 
back live music. 

The Company has thus arrived at a plateau of sorts in its devel
opment. Depending on the future funding situation, the Alberta 
Ballet Company's management will be in a position to decide 
how to improve artistic quality within the Company. By bring
ing in better dancers, using a live orchestra and providing more 
elaborate sets, the Alberta l:3allct Company has the potential to 
propel itself into the cop ranks of Canadian ballet. 
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chool. Four years later, she moved to . lo_ O\\ . 

Ananyashvili made her debut \\;th the B _ hoi Ballet in 
: '-J I, dancing the role of Odette-Odile m ' 1 Li 't . Her 
·pertoire, which is primarily classical. include . lynha. Kitri 

.md Raymonda. She has danced \\'ith mo t 01· ·h Bo! hoi's 
?nncipal dancers. 

As for Alexandre Bogatyrev, his career tu .... · ,/r· m I 967 
- ·hen , still a student, he was awarded the \' L·- . '1Jm ky 
Prize, the highest award at the Pari Dance :\c ·nr .. In 1969 

joined the Bolshoi Ballet; he is nO\\. a pnnapal ancer \\·ith 
·he company. 

At 36, he has performed most of the leadin~ ma!' rok in 
·lassical dance. His credits also include ne\\' balle .. uch as 
Padion Schedrin's The Seagull and Tl1t Lid1 • z;h .i Dog, 
-•:hich he performed with the legendary Maya Pbe _ ·aya . 

Bogatyrev's most frequent partner at the BoLhoi. how
~\·er, is Natalia Bessmertnova, one of the foremo_ t inter
..,reters of classical roles in the Soviet Union toda:. 

Ananyashvili and Bogatyrev both take pride in the face that 
~e Soviet school of dance is so strongly onented tO\nrds 
lassical ballet. "Our tradi tion is classical.·· ac · O\\'ledged 

Bogatyrev. "It is also over 200 years old. With a company of 
290 dancers, the Bolshoi is able to stage the traditional reper
toire in the grandiose style it requires. Furthermore. we have 
cultivated a style of technique whereby you can .,.]way recog
nize a Russian dancer by his line, posture, hand mO\·ement, 

eportment." 
How did the Russian dancers react to the :\Iberra Ballet 

Company's performances of modem balle~? .. \Ve admire 
'estcm dancers," said Bogaryrev. "They haw a polished 

·echnique, excellent stage presence and a high ense of 
rama." He did, however, admit that chi form of dance is 

not nearly as well accepted, or as frequently performed, in the 
C.S .S.R. as it is in the West. 

Part of the reason for the slow introduction of modem 
. .mce/ballet into the Soviet Union is certainly cultural taste 

and a strong sense of heritage associated \\'ith classical ballet. 
Another factor may be that the U.S.S.R. ha had wry limited 
contact with Western choreographers. Roland Petit's staging 

i ."\.otre Dame de Paris for the Kirov Ballet in Leningrad and 
Pierre Lacotte's production of Sathalie for .\!lo cow's Classic 
Ballet arc exceptions to the rule.) 

oviet choreographers rarely venture Wt: t, but Soviet 
ncers often do. Ananyashvili and Bogatyrev \\'ill continue 

~o spend a lot of time abroad; in early 19 6 they are expected 
·o perform in Austria, Argentina and Brazil. 

During their stay in Alberta, the Soviet dancers took three 
ays off to travel to the Rockies . They also spent some time 

':leering with members of the dance community-Boga
._,;rev, who spends part of his time in Russia teaching, gave a 
.1a tcr class while he was in Calgary. 

Although Ananyashvili speaks virtually no English, Boga
··:rev is next to fluent and served as spokesman for the two . 
But, nevertheless, they arc both gregarious types. "We love 
;neeting new people, " affirmed Bogatyrev. 

After the Russian dancers ' visit was over, Mariane 
Beausejour remarked, "They don't behave like stars, they act 
'.! ·e down-to-earth human beings ." 

It is hoped that this visit represents only the beginning of 
~nhanced relations between Soviet and Canadian dancers. 
, 'ill the Alberta Ballet Company send some of its members 

·o Moscow in the future? Mariane Beausejour, probably 
peaking on behalf of all her colleagues , answers, " Maybe 

one day." • 
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Robert Desrosiers: 
Like No One But Himself 

by Pat Kaiser 

In a recent CBC television profile, Robert Bateman. che 
acclaimed wildlife artist, offhandedly remarked, "There 
are no rules to the imagination." 

Sad to say, his declaration is, for the mosc part , \Yi hful 
thinking. Right from the beginning , the individual's imagina
tion is cultivated according to very definite, accepted can
dards of expression. The rules to the imagination are laid 
down firmly, to guide everything from the Tooth Fairies and 
Easter Bunnies of childhood to the "correct" colour co-ordi
nations of adulthood- even to the methods and the vocabu
lary of putting together a dance. 

Ultrncity was a 
landmark piece for 
Desrosiers Dance 
Theatre: (left to right) 
Robert Desrosiers, 
David Wood, Sylvie 
Plamondon. 

Canadian <lance's most potent violator of these rules is 
Robert Desrosiers, winner of the 1985 Jean A. Chalmers 
Choreographic A ward. Since establishing Desrosiers Dance 
Theatre in 1980, he has not so much rewritten the existing 
codes as gone codeless. 

The credit "concept and choreography by Robert Desro-
iers" in a program note is a warning to the uninitiated: what 

\Yill be seen is fu]J of entrancing incompatibles and sheer in
comprehensibles. The giddy contents of a costume closet, a 
makeup trunk and a bulging special effects carpetbag literally 
pour out, with stream-of-consciousness unpredictability , 
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._:/rmcity: (jloor, left to right) Caiclan Maggs, Claudia .\1oore; (upper level, left to right) Jean Franc;ois Maccabee, Tom Brouillette, Danielle 
Tardif, Daniel Tremblay, Eric Tessier-LaYigne. 

oYer Desrosiers' amalgam of dance, mime. ong. acrobatics, 
n udeville and live music. His works break mo t of the tradi
tional rules of dance and theatre. 

Numbering around a dozen, his concoction tend to be 
~tructurally unsound and on the anaemic side in choreogra
phic invention. Yet, paradoxically , it must be said: he is age
nius. No other word seems to do. 

His odysseys send admirers bolting for the thesaurus, in 
-earch of dazzling nouns and adjectives. Every past \·iolator of 
-ense, logic and reality-from Harpo Marx to Hieronymous 
Bosch to Buster Keaton- has been dredged up by \\Titers for 
comparison, as if Desrosiers' similarity to such legendary fig
ures will, somehow, legitimize our belief in his brilliance . 

But the scattered, bewigged pianist in L 'H Mel Perd11 is not 
at all like Harpo Marx; a buoyant Desrosiers playground 
bears little resemblance to a cruel Bosch garden; and the only 
hing truly like Keaton about the cow-spinning central figure 

1.11 Bad Weather is his hat. 
Desrosiers has certainly had specific theatrical influences; 

but they have been appropriated, submerged and, now, have 
given way to Desrosiers' own development. He has emerged 
like no one but himself. 

William Littler, after seeing the 1984 Ultracity at Toronto's 
Premiere Dance Theatre, wrote in the Toronto Star: '· I have to 
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make an appointment with my analyst. Desrosiers himself 
probably doesn't need one." 

The fibre of Desrosiers' approach to life has its roots in 
Eastern philosophy, and his conversation is marked by brief 
phrases that touch on a painstaking personal voyage of explo
ration and discovery. "Whatever one refines in one's life-for 
me, my dance, for example-it affects everything else. Each 
moment, each of my actions, every thought." 

He speaks quietly, with acute clarity and conviction, with a 
compelling glow, almost perversely charming. 

An insistent refrain resonates through the man. "Com
plete, complete, complete positiveness in everything! You can 
let something get too big for you; you can feel crushed, com
pletely paranoid," he says forcefully. "You have to stop look
ing at it that way." 

Easier said than done; but, for his collaborators, there is lit
tle that is tortured about this genius, and the quality rubs off 
pleasantly. 

Gregg Parks, a member of Desrosiers Dance Theatre, 
praises Desrosiers' outlook when encountering the frustra
tions of the business. "Robert has this genuine confidence," 
he relates. " ' It doesn't matter, it'll be all right.' We need that. 
And he's right- it's the only way. I think it's one of the 
things that makes him a joy to work with." 
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John Alleyne in the 
National Ballet of 
Canada production of 
Blue Snake. Erik Bruhn, 
the company's artistic 
director, remarked chat 
Desrosiers made the 
dancers "move in such a 
way that their families 
and friends could not 
recognize them". 

By engaging Desrosiers to choreograph Blue 11ake for the 
· ational Ballet of Canada, Erik Bruhn, the company's artis
c director, set sail on lively waters very foreign to the Na
onal Ballet's dancers and audiences. Blm 1wke was a pricey 

; em, but Bruhn didn't worry. "It was newr a ri k." he says . 
Robert has an attitude chat inspires complete cruse. ·Every

:hing will be okay,' he says, and, of cour e. it is. I never 
oubted him for one moment." 
Blue Snake was as structurally unsound and choreographi-

.,lly as in need as any of Desrosiers' pieces for his own com
Fany- and as wonderful. "Meaning" wa there. for chose 
•:ho required it . Witness Desrosiers' program nme: .. The Li

:urgy of the Process of Life is the Shedding of Skin within 
forever." "No Meaning" was also there, for those happy 
:1th knockout visuals. 

Desrosiers eases into a mild little smile. "Blur 11ake is Dis-
- eyland." He shrugs. There is no contradiction; to Desro-
1ers, the meadow of the mind is a rich, open pasture, not to 
e fenced off into neat corrals. Buddha, Marcel Marceau and 
cartoonist's flaming dragon are not all that far away from 

ne another. 
It makes for good, colourful copy; and Desrosiers leaves 

. 1mself open, from time to time, for journalists co paint a 
;:,orcrait of picturesque dementia. 

Yet something resembling common sanity lurk calmly 
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around the man whose National Ballet colossus has made his 
name familiar and fashionable to drop as far afield as Swan 
Lake suburbia. 

He seems unimpressed. " It changes nothing, popularity. 
I'm stuck with \\"hat I am." Shrug. "In one sense, it has its 
freedom. The popularity allows me to not have to struggle to 
show my work. It allows me access to myself. 

"I look at my work, and I still see it as being undeveloped; 
yet, I like it. The acceptance of me is, perhaps, because my 
work show I'm interested in people, in entertaining them. I 
think I put on shO\vs / would like co see." 

Desrosiers talks about the need he feels for an empathetic 
relationship with the audience. "Not that you are creating just 
for your audience," he says. "For instance, John Cage says it 
doesn't matter how much you're strangling your audience. 
To a certain extent, he's probably right. But it's one of 
my addictions . le does matter to me that people are receiving 
energy and not being drowned, or crawling away with 
boredom . 

"Watching Pina Bausch, I found her work quite fabulous; 
but, at the amc time, I certainly wouldn't do that to my audi
ence. I don't mind being bored for a half-hour when there are 
also [in Bausch's work] passages chat arc powerful. I feel very 
good about the attempt, and I respect it. " 

Desrosiers credits Lindsay Kemp, whose company he 
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danced with in 1978, as the source of his regard for the people 
out front. "[Kemp] was like that about his audiences ," he 
nods. 

With Kemp, Desrosiers learned the skills of stagecraft , but 
it was the eye-searing visuals and deafening pitch which had 
some locals writing off Desrosiers Dance Theatre as a "Kemp 
rip-off' in its early Toronto appearances. 

Although the company itself skyrocketed to prominence, 
its founder spent considerable time grappling around in the 
dark shadows of a great many sources before he found the 
launching pad. 

Desrosiers' abandonment of the National Ballet, after year 
at the National Ballet School and just one year in the com
pany's corps de ballet, is something of a legend. "I knew. 
from a very early age, that it was the theatre I was in love 
with, not exactly the dancing," he says. 

What followed, too, is the stuff oflegend: the probing trek 
to self-discovery. He moved through the dance worlds of 
New York, London and Europe, burrowing deep into Tai 
Chi and Eastern philosophies, before briefly resettling in hi 
hometown of Montreal, where he worked with "a mad Mex
ican character, Hugo Romero". 

For Desrosiers, "Romero provided the first real boost to 
just moving, giving me the confidence to throw myself all 
over the place, in touch with that primal quality". 

Montreal was the site for a few early, ambitious stabs at 
dance-theatre before Desrosiers returned to Toronto, to \\·ork 
briefly with Dancemakers, Ballet Ys and Toronto Dance 
Theatre. 

His time with Toronto Dance Theatre produced work on 
Night Clown and the emergence of Dream in a Drea111, 
with Mitch Kirsch, for a 1980 workshop. Yet it is not the 
fledgling choreographer, but the dancer whom Toronto 
Dance Theatre's co-founder Peter Randazzo recalls: "A phe
nomenal dancer! He did things-does things-I've never seen 
before." 

With fanciful eloquence, Desrosiers sprinkles his talk with 
thoughts on the "small seeds", the "small germs", that re
main when the chaff of the creative process is cleared away. 
He cites Dream in a Dream, in which two Little Men soft-shoe 
in the face of a machine-gun, as his "germ piece". He 
explains: "It showed me how it all might blend. In my 
first Brass Fountain, I was consciously devising a style of 
movement." 

He put together the company "because it was the only 
thing for me to do with what I wanted to do with theatre". 
Shortly thereafter, early in 1981, he was the first recipient of 
the Jacqueline Lemieux Prize. 

"My early performers-such as Helen Jones, Nancy Fer
guson, Mitch Kirsch-we were all in search of 'something 
else'," he recalls. Part of the means to that "something else" 
had been demonstrated, for Desrosiers, in Lindsay Kemp ' 
sturdy inter-relation with those with whom he works-a 
feature Desrosiers finds regrettably absent in other dance 
dynasties. 

Dancer Claudia Moore-there since the beginning, sharing 
Desrosiers' explorations- reflects on the close ties of the 
company members, some of whom participated in its 
"birth". She agrees that a musketeer-like camaraderie perme
ates the workplace. "I could never imagine Robert holding an 
audition!" she says. "He likes to have personal connection 
with his people." 

Desrosiers comments: "I've found, in having my own 
company, the key thing is working with people, the working 

together. You can reach this dictatorial state where you say, 
'We must do it my way!'-but you must allow those cords to 
loosen." 

Ultracity was a landmark for its mastermind in more than 
its full-evening length and rather unprecedented use of a plot 
peg: it occupied two of the three weeks of the company's suc
cessful run at Toronto's Premiere Dance Theatre last year. 
The running time was a venture not previously undertaken in 
the theatre's history. 

Gregg Parks (listed in the 1985 Ultracity program as com
pany performer, assistant artistic director and company man
ager-"They can't find me a title," he confides) is so unshake
ably certain about Desrosiers' audience appeal that he would 
have liked to flaunt it during the Toronto run of Ultracity last 
fall. 

"I wanted to put a big advertisement in the newspaper that 
read, 'If you don't have a good time, we'll give you your 
money back!'," he explains. "It's not that we couldn't afford 
to do that- we couldn't afford the ad! 

"But I believe Robert's work can satisfy a full range, from a 
true theatre audience to a dance audience to [people] going 
out for their one-night-a-year. Maybe, in going to Ultracity, 
they won't understand it, but they'll have a good time." 

Claudia Moore speaks of Desrosiers' choreographic 
methods and the creative roles his dozen dancers play: "Rob
ert tends to keep things to himself, to let them cook inside 
him. I think Ultracity was festering away inside for about a 
year. We found [it] through workshop improvisations. 

"That's what makes him so satisfying to work with. A 
dancer is much more than a choreographer's tool. One might 
play with a prop in a way he did not imagine, and that's fine, 
it's welcome. For the Moon duet [in Ultracity ], we found a 
fe\Y props at Camus [the company's home]. We didn't know 
where they came from, or who they belonged to. We just 
put on the video machine and improvised for a couple of 
hours. And that's typical." 

Parks comments on Desrosiers, the choreographer: "Rob
ert is one of the most open creators I've seen. Of course, he's 
demanding when he's working to get something specific, 
but, once it's there, he opens it up for others to play with. 

" He never stops someone from experimenting, and impro
visation goes on all the time during performances. If some
thing doesn't work, he doesn't mind-as long as the person 
recognizes that it doesn't work." 

Improvisation in performance is also practised by the three 
musician-composers who perform live with the company. 
Lindsay Kemp's example of the live music format has proven 
invaluable: the triumvirate of John Lang, Ahmed Hassan and 
Jean Dorais has fashioned a witty, definitive Desrosiers 
sound of pulsing drive, misty delicacy and spiralling 
delirium. 

Lang lives at the synthesizer, as if part of the beast; Hassan 
handles percussion and voice sounds; and Dorais takes care of 
electric guitar. 

The three joke that Desrosiers "rescued each of us from 
various states of destitution". Lang relates: "We started at 
Lennoxville, two years ago. None of us had met before that. 
Robert said, 'I need electronic sounds.' I said, 'I have a room
ful!. Come, take a look.' " 

Lang feels that Desrosiers' work "has a variety impossible 
to touch. His theatrical concept is not a chicken-or-egg, 
dance-or-music first thing. The goal is the realization of a 
storyboard and whatever elements fill it in." 

He believes firml y that the Desrosiers players are in inspir-

Dance in Canada Spring 1986 



Robert Desrosiers and 
Claudia Moore in Pe er 
Randazzo's A Simple 
Melody (1979) for 
Toronto Dance Theatre. 
Randazzo, co-founder of 
the company, say of 
Desrosiers: " A 
phenomenal dancer! He 
did things-does 
things-I've ne\·er een 
before." 

synchronization. "We're a good team. Roben ·nows he 
:an say to us, 'I want a Reichian on of chin~ .· :\ nd he'll get 
.· . You know, he really does want the \,·orl .·· 

Lang says it with approval, and adds ... Roben reels there 
'lJYe been no failures. Ciel Ro11ge [crea ted in 19 ~}-there was 

no-prop piece that had no life of ics ~rnn . but H pawned a 
ot that popped up elsewhere." 

A Desrosiers creation is not sacred territory . but is subject 
:o enormous visual and audio rewrites . The li,·e mu ic format 
_lJows the triumvirate "to play with the ound e,·ery night, 
..nd it's a unique opportunity . One of u generally functions 
- the 'glue' -taking care of entrances, exits. particular pro

; ressions in the action-while the ochers craYel and banter 
round it on instinct and imagination. Roben believes live 
nusic is vital." 

With its taped soundscape, Blue Snake ,n a necessary 
compromise for Hassan and Lang . 

It was also a radical change for a choreographer not known 
··or punctuality, and accustomed to creacin . Yia workshop, 
Jl spotty, improvisational steps. " I had to \\·alk in there with 
~ pretty defined idea of the entire piece- the mu ic. the cos
:umes [by Jerrard Smith]-scarc co fini sh .·· recall De rosiers. 
· It was a new experience for me. " 

When he began the project, D esrosier had a higher ambi
non in mind than tailoring the ational Bailee· dancers to fit 
!u style. "I wanted Blue Snake to be their . to cand for 
,hem," he says. 

Erik Bruhn recalls: "He was very patient . making [the dan
cers] move in such a way that their fa milies and friends could 
riot recognize them . Generally , a body \\·ill re,·eal itself to a 
:- arent, even if covered up-but they didn 't know their own 
.· ·n. That's where real art begins; chat's ,Yhac Robert did for 
J . And it was painless. " 

Desrosiers confesses that it was a luxury , "having every
·hing built for me. And not dancing in it relieved a lot of pres
ure." But he believes he is "like [Merce] Cunningham, 

._,·anting to be a part of everything. If my dancers have to split 
·heir feet, I like to be part of that, too." 

Erik Bruhn makes no bones about his admira tion for 

Dance 111 Canada Spring I 986 

29 

Desrosiers. "Robert is the one on the Toronto dance scene 
who fascinates me," he declares. "Robert, I know, will go ori 
and expand. There will be periods of fallow, periods of repe
tition. And so what? Go to an art gallery and study the great
est painters-Picasso goes in stages and steps (his Blue period, 
then Cubism, and so on); but the signature is there. Robert is 
just at the beginning of what is yet to come." 

Desrosiers himself is less partial to making predictions. "I 
know I'm going forward, that's all. And that is a feeling, not 
really a thought with any shape." 

His interest in video suggests a natural direction. Dancing 
the role of the yearning bellhop in the Ann Ditchburn-Leon
ard Cohen production I am a Hotel, Desrosiers demonstrated 
the sort of curious, instant tension that forbids a camera eye to 
look away. 

His duet with Claudia Moore in All That Bach, broadcast 
last year on the CBC and TV Ontario, indicated that the fasci
nation could go beyond simple presence and incredible danc
ing ability. The brief dance served the composer surprisingly 
well-and the medium even better. 

"He w as to tally involved in the medium [in creating the 
duet]," recalls Larry Weinstein, director of All That Bach. 
"He was in on the cutting, making suggestions for jump
cuts, dissoh·es, chat sore of thing." 

The prog ram's producer, Niv Fichman, exclaims, "Think 
of what he could do with film!" Fichman, who has been im
pressed with the possibilities since his first sight of Desrosiers 
in 1981 , fl acly insists, "That's where he's ultimately heading. 
It's the perfect medium for him; it's already there in his 
pieces ." 

During the filming of a study of Canadian composers, 
director Fichman, although focusing on Ahmed Hassan and 
John Lang , conveniently overshot the making of Blue Snake, 
including the final ballet, in full. With Desrosiers overseeing 
bits of the process, the extra footage was subsequently assem
bled into a television hour, which is likely to appear-with 
the fiscal blessing of the National Film Board and the CBC
sometime chis fall. 

Gregg Parks is certain that television can be an effective 
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canvas for Desrosiers' artistry. "His work is ideal for it. He 
can be successful at it-and get a larger audience," he asserts, 
determinedly turning the conversation toward the subject of 
finances. 

In 1985, the company's box office was up 300 per cent; but , 
still, the creation of a new piece had to be postponed. 

"We need a bigger market," says Parks. "A Desrosiers 
piece costs money to mount." He offers a one-word illustra
tion of his point: "Ultra city." 

Desrosiers comments: "Financially, the company's just 
pulling together now. I've only been collecting anything re
sembling a salary for a year-and-a-half. My father got us 
through the beginning-he's wonderful, he never questions 
his children's ambitions. And before that ... " 

He shrugs. "I spent years making masks- living on peanut 
butter for weeks, because there wasn't anything else. I didn't 
mind it; I wasn't suffering. I chose it. 

"I was restructuring myself all that time," he continues. "It 
accumulates without your knowing w here it's heading. You 
could say it took six months to make Blue Snake, but it took 
years." 

1985 was an important year for Desrosiers and his com
pany. Beyond Blue Snake, Ultracity and the Jean A. Chalmers 
Choreographic A ward, there was a major restructuring of the 
administrative side of the company. "We are now an orga11-
ized organization," says Gregg Parks. 

And there were critically acclaimed performances away 
from home. France, however, was more pleased with the 
company's Paris premiere than was Desrosiers. An artist 
known for blithely sailing past the limitations of the stage, he 
found himself up against unavoidable limitations. "The Pom
pidou Centre is an art gallery, not the place for my dances. 
A.11d all those.fire regulations!" he says, shaking his head. 

Of the company's appearance at the International Festival 
of ew Dance in Montreal last fall, Desrosiers says, "We 
tried, but sometimes the stars aren't in the right order." Ac
cepting, he brushes it off. 

At the beginning of this year, in February, members of 
Desrosiers Dance Theatre headed for Hong Kong. During 
the summer, they will appear at Expo 86 in Vancouver. 

Parks casts ambitious eyes across the 49th parallel. "Run
ning Ultracity in a big theatre in the United States-it's a step 
Robert must take," says Parks. "I believe he can gain more 
popularity in the States than anyone from Canada yet has." 

The Americans have taken approving note of the com
pany's small forays into the southern market. There have 
been performances at such prestigious events as Jacob's Pil
low in Massachusetts and the American Dance Festival in 

orth Carolina. 
"When I was in the States last summer," relates Desrosiers. 

"spinning my cow [in Bad Weather ]-I think it may be very 
simple imagery, but it was fresh for them." 

Searching for the words to explain, he is plainly dissatis
fied , dealing again with a feeling, not a thought that lends it
elf to words. "So111ethi11g was there for them-that the Amer

icans don't have in the same way." 
ot much like the bigger, bleaker, callously '80s stream of 

modern dance emanating from Quebec. When this is pointed 
out to him, he seems surprisingly surprised. "No," he re
flects, "I'm not much like them, am I? My accordion and har
monica-and my cow!" 

Robert Desrosiers pauses to consider, and then arrives at a 
elf-assessment sure to raise a few eyebrows. "Well," he 

muses, "maybe I'm old-fashioned." • 
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Education: The UniYer it of Waterloo 

y Kirsten Y. Gunter 

Dwindling public funds wreak economic haYOC on 
many members of Canada· dance community. and 
the word austerity has taken on ne\\ meanin fo r 

.any areas of the dance world, includin,,. the dance depart-

.enc at the University of Waterloo in One.mo. 
Having come through a difficulc econonuc period and 
eathered the storm, the UniYer ity· dance program, 

. a somewhat revamped form, recen·ed rarincaoon last 
mmer. 
It was felt that those students interested in the b10-physical 

ciences could keep their link with the dance department by 
· ·ing a minor in dance, while obtaining their bachelor of 
:ience degrees from the department of kines10logy. o, the 

...:niversity of Waterloo's unique bachelor of oence degree in 

.:ance is no longer offered, although there are hopes . should 
e economic situation improve, that ir mi~ hr be reYived in 

· e future. 
The result is a dance program that has trengchened its gen

_ ,al and honours bachelor of arts degree program by refining 
: focus. The overall concept is the study of Western theatri
.J dance, and the two main areas of concentration are devel-
pmental foundations in dance and history culture. 

Developmental foundations of the training process-the 
ecialty of Ruth Priddle, chairman of the department--ex

mines, in depth, motor and motor-perceptual development 
'1 conjunction with cognitive and phy ical growth in the 
ancer aged six to 16. The applied setting 1 rhe Carousel 
ance Centre, operated by Dr. Priddle ac che Uni\'ersity; 

ere students work with children on de\'eloping technique 
.md creativity. 

History/culture includes several dance hi cory cour es and 
,ne ethnology course in its core curriculum. The changes and 
ddicion of upper-level courses-including a history of dance 

:n Canada and an ethnology course on festi,·als and rituals in 
Canada-have not altered the basic shape of the degree. If 
anything, they have reinforced an already highly crucrured 

rogram. 
Increased pre-requisites for che student's cho en area of 

oncentration will encourage students to cream earlier and, it 
hoped, will enable them to develop a stronger background 

rn a specific area of study. 
Until these changes were made, students came out of the 

program with a good general knowledge of dance; but some, 
5oing on to graduate studies, had difficulty in fulfilling pre
~equisite requirements in their chosen fields of specialization. 

As well, job-conscious students may attempt to diversify 
their studies, now that the average bachelor of arts degree is 
no longer an automatic guarantee of employment. To that 
end, joint honours degrees are now available in dance and 
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history, dance and psychology, and dance and recreation and 
leisure studies. 

The University of Waterloo offers a serious academic 
dance program. The fact that the dance program is firmly 
rooted in the academic tradition explains why students do not 
audition. Dance classes are an integral part of the program, 
but are not mandatory--except for students in the develop
mental foundations in dance stream, for whom comprehen
sive knowledge of dance techniques (ballet and modem) is a 
must. 

It is, first and foremost, a university degree program. 
There is a heavy course load demand on students, who carry 
six full courses in the first two years. Those in the honours 
degree program will have to complete 22 full courses, of 
which 16 are degree requirements, before graduation. 

If the program seems a little too rigidly constructed, it is 
perhaps due to the fear that has nagged dance scholars since 
dance degrees were first granted by universities: the fear of 
not being taken serious] y. 

There are five full-time faculty members; they conduct re
search and teach in five distinct areas. Ruth Priddle, chairman 
of the department, is continuing post-doctoral research on 
creativity in children. 

Jillian Officer, past chairman, is compiling a dictionary of 
Canadian dance, an activity which reflects her background in 
dance history. 

Rhonda Ryman is one of the few people in the world with 
full qualifications in both Benesh and Laban notation. She has 
worked extensively with the University's computer science 
department, using a computer on Benesh scores, and is 
now working with the kinesiology department to develop 
notation for gait analysis. 

Nina De Shane, currently finishing her doctorate in ethno
musicology, is heavily involved in various aspects of multi
culturalism. 

The newest addition to the faculty is John Chapman, for
mer director of the National Academy of Indian Dance in 
London, England. He holds a PhD in dance history and 
teaches courses in dance criticism. 

If there are doubts on the part of students caught in the 
midst of the degree changes, there are also assurances on the 
part of the facul ty that no student will be forced to sacrifice 
his or her program of study as a result of the transition. Those 
students already in the bachelor of science in dance program 
will be offered the necessary courses to complete their de
grees. Student who enter the new dance program at the Uni
versity of Waterloo will belong to a new breed of renais
sance-in the classical sense of the word-dance scholars. 

Out with the old; in with the new! • 
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In Review: Performances 

Toronto 
Reviewed by William Littler 

When I think about 1985 in dance terms, I see a giant head 
staring from the stage of O'Keefe Centre, grabbing 
the dancers of the National Ballet in its enormous fists and 
shoving them into its mouth . 

Yes, this was the year of Blue Snake, the most visually 
spectacular production ever staged by this country's major 
ballet company and the badge of Robert Desrosiers' emer
gence into the front ranks of Canadian choreographers. 

Before the year was out, this same Robert Desrosiers had 
become the first figure in Canadian dance to sustain a three
week season at Harbourfront with his own company. Add 
the company's European and New York debuts to this list of 

Veronica Tennant made 
her Toronto debut as 
Tatiana in the National 
Ballet of Canada 
production of John 
Cranko's 011egin during 
the company's 
November season . 

achievements and it is easy to see why the National Ballet 
School alumnus deserves to be identified as man of the year in 
dance. 

Not that the year has been otherwise uneventful. Although 
its less than brilliantly organized European tour did not en
tirely fulfil Erik Bruhn's expectations for the revitalized Na
tional Ballet, the dancers have probably never looked better. 

Remember their week of November 19? It would have 
been memorable enough, just for the experience of watching 

atalia Makarova partnered by Reid Anderson in a hand
some production of John Cranko's Onegin. 

But this was a company that could also offer, on succeed
ing days, world class casts of Onegin headed by Veronica 
Tennant, Karen Kain , Sabina Allemann and Frank Augustyn. 
Kain, by the way, danced like a dream all year. 
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.-\!though it has been a good year in rm 
:.us, Cynthia Gregory, Fernando Bu_10 . 
'l1ong them, it has been a typically bad yea

-:~ ballet companies. 
Oh, one or two interesting smaller en m . onnnued to 

..:ome our way, notably Sweden' Cullbe-; Ba · Bu· where 
ere the great European and Amencan a · om;:-ame:, rhat 

:1ould have been ornamenting O'Keete C 
Thanks largely to the enterpri e of Har 

::-1eked up where the late, lamented Ryec n " 
:T. we have at least continued co be well . ;:- m main
·ream modem dance, with the Paul Tay or D :1 , Company 
,. ding particular distinction co rhe e on. 

But some of the most innoYariYe wor'.
itors, but from the folks ar home. en·ral :· ·· ~ '11 found a 

·aluable showcase in the mid-Octob r L'1-.., I or-
,::anized by Terrill Maguire at 1 - ) . and 
vrhers of whom continued co ::ind _h .·,r the 
.1mbrella known as Dance\,·ork . whi h · -Wch 
production) anniversary. 

Anyone harbouring the misconc p on d :m:o 19 5 chat 
:he independent performance arri,,c a ~ -~on o~· the past 
::-iust have had both eyes opened by Eliza ch Clurry" .\fora/ 
Passion. Anyone tempted to \\·rire off E y To _ain iollow
:ng some devastating London re\·iew mu • haw ·cmnd equal 
.id-raising provocation in his cagm~ o · • 1oza~·- R q111e111 for 
:ne Mainly Mozart Festival. 

But, for me, 1985 will be remembered p cially as the year 
I saw Paul Draper live for the fir!>t ame. The cendary tap 
dancer arrived in May for a series of master cl · under the 
auspices of the National Tap Dance Company. and would 
\·ou believe it? There he wa . m lus -6ch year, still 
rapping away with the besr of chem. 
Reprinted with permission-The Toromo :..1 ,.J1c.1Ce. 

Winnipeg 
Reviewed by Jacqui Good 

Ir has been a season for building, ,,;ch bric'· and dance seeps , 
for both major dance companies in ~1arucoba. 

The Royal Winnipeg Baller nor only bro.·e round for a 
new home [Dance in Ca11ada. Winter 19- · n. I ue. umber 
➔6], but also set off on an excen i,·e cro -Canada tour 
underwritten by the duMaurier Foundation· larges t-ever 
donation to dance. 

This season Arnold Spohr the Royal Wmrupe~ Bailee's ar
tistic director, commissioned three new Canadian works for 
the company. One will mark the rerum of former company 
choreographer Brian Macdonald. And wo. remarkably, 
have been commissioned from reacher at the Royal Winni
peg Ballet School. Jacques Lemay, director of the jazz divi-
ion, will offer an upbeat circus tory. The Bi Top, this 

· pring. Sandra Neels' The War Colleaion receiYed its world 
premiere in October. 

The subtitle of Neels' work is "a enes of war portraits, in
spired by the times". The work i exactly chat- a series of 
images, snapshots almost , on the theme of war and peace in
spired by the times (the MX , the Cruise, the mushroom 
cloud) and the choreographer's visit last year to San Diego, 
where she saw a harbour full of warships. and tourists 
blithely eating ice-cream cones, totally unaware of the 
lethal possibilities all around them. 

From that image sprung eels' portrait of a rurure time 
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and a people who respond automatically, unthinkingly, to a 
call to war. The first section, a sort of unisex military drill, is 
particularly effective. And it is hard to forget the appearance 
of three world leaders on roller skates, with sparklers 
attached . 

Sandra Neels has come up with a dance that is made-to
measure for the audience and the times. Manitoba recently 
declared itself a nuclear-free province, and the first night audi
ence responded enthusiastically to the combination of special 
effects, strong images and a political message that is not at all 
threatening. How can you not applaud an ending that shows 
ordinary people turning a nuclear missile into a dove? 

I did wonder why Spohr commissioned an anti-war piece 
when the best one ever created-The Green Table, by Kurt 
Jooss- is already in the company repertoire. The Green Table 
is extremely powerful; but perhaps that is its problem: it 
definitely doesn't leave a smile on your face, and smiles 
and sparklers seem the order of the '80s and of The War 
Collection. 

The rest of the company's October home program ap
peared to be exhumed from the '60s and '70s. The longest and 
least successful of the works was Brian Macdonald's Aimez• 
Vous Bach?. This time around, the dance seemed self-con
scious- arch, instead of witty. And it was under-rehearsed. 
The season's new dancers hadn't yet melded their styles, or 
even managed to get all the legs and arms going in the same 
direction at the same time. 

But then along came John Kaminski , as a sort of dancing 
rebel without a cause, and the stage came alive. He is a dancer 
who has just become better and better over the past couple of 
seasons. He's warm and assured, and a treat to watch. Ka-
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minski has that indefinable something: stage presence. And so 
does Patti Caplette, his partner in Pas de deux Romantique. 

Speaking of stage presence, there's Evelyn Hart, who has it 
in spades. Her Black Swan was fluid and fluttery, with just 
the right touch of menace. She's the complete femme fatale, a 
black-widow spider of a woman. And she set off sparks with 
partner Barry Watt, who recently joined the company. 

The Royal Winnipeg Ballet's Evelyn Hart, who, says 
re\'iewer Jacqui Good, "is almost certainly the best 
dancer in the country". 

~ 
c.. 
0 
0 u 

""' 8 

One pas de deux from Hart in October was not enough for 
local Royal Winnipeg Ballet fans, who can only hope that a 
future commission will yield a juicy, demanding role for the 
woman who is almost certainly the best dancer in the 
country. 

Contemporary Dancers Canada opened much-needed nev,· 
rehearsal and studio space in November, and named it after 
founding artistic director Rachel Browne. 

The company was kept busy through the fall, rehearsing 
four newly-commissioned works to be presented in January. 
Works by Charles Moulton, Michael Montanaro, Murray 
Darroch and company choreographer Ruth Cansfield prom
ise to stretch Contemporary Dancers Canada further in the 
avant-garde direction set by the company's artistic director. 
Tedd Robinson. 

Contemporary Dancers Canada opened the season with a 
return engagement by solo artist Margie Gillis, who was the 
hit of last spring's Festival of Contemporary Dance. She ha 
acquired what amounts to a cult following in Winnipeg. 

In December the company offered Dance Experience, a pro
gram of new works by its members. Highlights of the eve
ning included David Kurzer's Three Short Studies, portraits of 
woman through the past decades, and Fiona Drinnan's A11d 
it's all good (lean J,m. 

Drinnan's work employed the considerable dramatic and 
dancing skills of D-Anne Kuby and Algernon Williams to 

provide a disturbing counterpoint to a tape of increasingly 
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·acy King and Bridget 
:= ·mandez, members of 

·ewfoundland Dance 
-:-heatre' s Young 

lancers, in Desiderata. 

:.1 teless, sexist and racist humour. Th 
houlders and the slams to the floor ma · ha\· 

_ ut they had an undeniable effect. 
Contemporary Dancers Canada. like 

Ballet, has looked to its member for ne \ w o ~.
_een disappointed. 

t. John's 
eviewed by Linda L. Rim ay 

on 

mrupeg 
d has not 

The fall of 1985 was mainly a period o - pre ara · on for ew
:oundland's two regional dance compani : - che .A.tlanric 
Dance Company and ewfoundland Dane Thearre. Both 
,·ill be giving major performances ear ,. L"l 1 

One memorable performance in . John· 
.. peek at what the choreographic fu r :101 -. In keeping 
with the spirit created by che Imerna on Year or Youth, 
. ewfoundland Dance Theatre pon or · .-im. · 
.:ipportunity for young artis . mu 1 

dancers and choreographers to hare cheir a · · 
with the public. 

Whether it is fair or not, I think we .zen rail · nd to think 
of young artists' presentation as a -en or hree-minute 
dance routines set to popular mu 1c. uch was. happily, not 
:he case with this production. 

Six dance works were presented. wich a ma riry m ubject 
.. nd composition worthy of many notabl m e iield. The 
,.,·o rks fell into two main categories: man · con 1ic . and pure 
:novement. 

Upheava l, by Kate Story, was a well- thou:::-ht-out 13-min
te modern piece reflecting primiriw in nnc \\'Ith rega rd to 

na ture's oddities. Working with 10 dancers, Story continually 
provided a combination of a balanced stage and dramatic 
xcitement. 

Two other works , The .\Iissing Link, by Jennifer Dick, and 
Jessica Webb's ... Divided We Fall, both explored a contem

orary version of the same ba ic. primiriYe quah · in man. 
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Dick's work became a bit more complicated in structure as 
she established an interesting visual problem to solve, contin
ually trying to maintain a triangle in one form or another 
with her dancers. It was the lack of a third side which kept 
things in morion. 

Bridget Fernandez used two dancers in Desiderata in an ef
fort to explore the need to understand one's self. This, too, 
was a work of conflict, and the dancers demonstrated the op-
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posing qualities of personality in an attempt to define their 
own. Also evident was the concept of the ideal personality, 
which sometimes calls us back from being who or what we 
would like to be at any given moment. 

Margaret Rehner's work for five dancers accurately re
flected the quality suggested by its title, Air. She placed the 
dancers in solos and in groups -of two, three, four and five, as 
they explored all possible levels and directions of movement. 
There was no attempt at a profound statement-which was a 
pleasant contrast to the other works, as it allowed us to par
take of the pleasure of watching dancers move through space 
with envied freedom and control. 

Europa, by Diane Crocker, was also without philosophical 
commentary, but was more intellectually challenging for any 
audience willing to exert themselves and watch how the 
movement so clearly reflected the intricacies of the music. 
The ease with which one movement went into the next was 
often covered by a very sophisticated series of events. 

So many of us involved in dance-as critics, choreo
graphers, artistic directors, dancers, etc. - are so firmly 
lodged in the ruts of the traditional or the trendy, that we 
often fail to realize the necessity of looking at works choreo
graphed by relatively inexperienced artists. These are the very 
works we need to see, to give us the necessary competitive 
nudge which will give us cause to look at an artistic problem 
with new insight and imagination. 

Earlier this year, in February, Newfoundland Dance 
Theatre's Young Dancers were invited to perform at the 
Centre for the Arts in Michigan. In March, the Atlantic 
Dance Company returns to St. John's Arts and Culture 
Centre with a completely new repertoire . 

T he interest in and enthusiasm for dance in Newfoundland 
has grown considerably over the past few years, to such an 
extent that there is now talk of the creation of another 
regional company in the near future. • 

Directors: 

Full-time Programme. Adult Recreational Classes. 

Celia Franca 
Merrilee Hodgins 

Joyce Shietze 
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The Karen Jamieson Dance Com
pany is scheduled to presem 1- .::·:· 

evening-long piece, Alta111ir,1. a· · • 
Vancouver East Cultural Centre, 
2-5. The work features a music 
ronment by composer Bruce R 
and musician Sal Ferreras, and co ., 
by Barbara Claydon. 

Transitions '86, the dance courin= co 
pany based at the Laban Cenrr m lo -
don, England, has commis 10n n 
works from Simon Fra er C .: ·e : 
Grant Strate and Santa Aloi ·or 1· 

1986 season. 

Ballet British Columbia . an
couver's new classical ballec comp,un, 
is scheduled to make ics debu a· · 
Queen Elizabeth Theatre. i\pril 11-L. 

Rooted in Ballet Horizon and Paa· 
Ballet Theatre, Ballet British Col m 
is a company of 14 young dancer \'. o 
will perform a repercoire of cl 
contemporary works. 

Annette av Paul , former p:m :' 
dancer with Les Grand Balle · Cm -
diens, is serving as artistic con ul·an ·o· 
che company. 

The mixed program for the ma ;; -
ral performances includes Bnan 1a -
donald's Time 011t of .\lmd and ·h 
Rose Adagio from Tl,~ fttpi11 & 
both staged by Annetce a,· Paul. 

In February, Chan Hon Goh o · 
couver won the Prix de Lau ann ~ a- • 
International Competition ot Dane 
Switzerland. She has been ofrer a •· 
scholarship at Rosella Hi=hcow r·. 
summer school in Cannes. France 

The only Canadian dancer m • 
competition, Chan Hon Goh · :h 
daughter of Choo Chiac Goh. foun.; r 
and artistic director of ancom·er· Goh 
Ballet Academy and the Goh Ballec. 

Western Theatre Ballet is chedul 
to make its first tour of British Colum
bia this spring, appearing in Kelowna. 
Kamloops, Victoria , orth Vancouver 
and Kitimat. 

Repertoire includ es Li Clas:c. 
choreographed by the company· arti -
tic director, Ian J. Robenson: George 
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··: Happening ... People, Performances and Exhibits 

:::. • P. ;,1rale; and Paquita, staged by 
1alek. 

· e Zero Dance, a new modem and 
m,,.,1,.-, . dance company in Ed
&in ..... • . ., ... :::ave ics first performances in 

a· the John L. Haar Theatre at 
Ewan Community College. 

mp.my, formed by co-artistic 
:\ndrea Rabinovitch and 

·a .z both of whom teach 
a· G am MacEwan Community 

d are former members of the 
Dance Company), takes an 

·?linary approach to dance. A 
"'hasis has been placed on col
with other dancers and musi

~ a crong visual element has 
- .::uced through work with Al-

. and designers. 

= · m che roster of the Alberta 
Ballet Company: Claude Caron, now 

· ·· urth season with the company, 
promoted to principal dancer. 

Jamin::: che company are Desiree 
C a. ,pan. a former principal dancer 

a kacchewan Theatre Ballet; 
Bia ·ely and Stephen Lawrence 

. ;ormer apprentices with the Al
Bailee Company; and Kelly 

) ·. a graduate of the professional 
:- • ;ram of che Alberta Ballet School. 

ncers replace Sandra Currie, 
pman Seibert, Traci Owens 
Franklin, who have lefc the 

un-Ergos will present a 
~- ~ho , .. Doors and Corridors, ac che 

ro Community Centre. April 
_ .!.. 1a - . 

:\ :-a~ o · che 1986 Banff Festival of 
the Arts . he Festival Ballet will present 
ap· t:-ramofshortballets , July 17- 19. 

The program is scheduled to include 
Frederic· Ashton's Les Rendez-Vous, 
caged by Alexander Grant, and George 

Balanchine's The Four Temperaments, 
caged by Patricia Neary . As well , there 

,,ill be a new work by the recipient of 
the Cli ford E. Lee Choreography 
Awar • plus another work to be an
non 

There will also be a workshop pro
duction of contemporary and classical 
dance works, August 7-9. 

This spring, Saskatchewan Theatre 
Ballet will present two ballets devel
oped with the aid of CUSO/CIDA: 
They Planted Many Seeds and Breaking 
the Silence, both choreographed by 
Robyn Allen. 

The company's tour will include per
formances in Banff (May 18), Calgary 
(May 24), Vancouver (May 30) and 
Victoria (May 31). 

The spring tour of the Royal Winni
peg Ballet continues in April, with 
performances in Ontario (London, 
April 4-5; Ottawa, April 7-8; Kingston, 
April 14; Kitchener, April 15), Quebec 
(Montreal, April 10-12) and the United 
States (Detroit, Michigan, April 16-20; 
St. Paul, Minnesota, April 22-23; 
Denver, Colorado, April 25-26). 

Repertoire for the tour includes 
George Balanchine's Allegro Brillante; 
The War Collection, choreographed by 
Sandra Neels; Nuages and Symphony in 
D , both by Jiri Kylian; Brian Macdon
ald 's Airnez-Vous Bach? ; Translucent 
Tones, by Nils Christe; and Maurice 
Bejart's Song of a Wayfarer. 

Andalucia Dancers will present Fla
menco Concert III, under the direction of 
Carmen de Torres, at the Manitoba 
Theatre Centre in Winnipeg, June 29. 

The performance will feature a spe
cial appearance by Spain's Carlos 
Robles. 

Susan Benson, one of Canada's leading 
designers for theatre, ballet and opera, 
has been named a member of the Royal 
Canadian Academy of Arts. 

She is designing the costumes for a 
new work choreographed by Brian 
Macdonald for the Royal Winnipeg 
Ballet. The production will receive its 
premiere in May. 

During the 1983-84 season, she de
signed the costumes for the National 
Ballet of Canada's production of L 'Ile 
Inconnue by Constantin Pacsalas. 
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This spring, Le Groupe de la Place 
Royale will present its annual Choreo
graphic Events at the company's studio in 
Ottawa. 

The first program, March 27-29, fea
tures the company's dancers in new 
choreography by Michael Montanaro, 
who has created a multi-media dance 
trilogy, Dreams----one of the largest 
dance projects ever conceived of and 
undertaken singlehandedly by one 
choreographer. 

Dreams has been set on three Cana
dian modern dance companies: Part I, 
When You Least Expect It . .. Here !Am, 
on Le Groupe de la Place Royale; Part II 
on Contemporary Dancers Canada; and 
Part III, East of Egypt, which received its 
premiere at the Montreal International 
Festival of New Dance in 1985, on the . 
Montanaro Dance Company. 

The entire trilogy will be performed 
in Winnipeg at the Contemporary 
Dance Festival, May 14-16. 

The second program, April 25-26, 
features the dancers of Le Groupe de la 
Place Royale in Public Works/Travaux 
Publiques, a new dance by Julie West. 

The National Ballet of Canada has 
announced plans for its 1986-87 
Toronto performances . 

The fall season (November 8-30) will 
feature The Merry Widow, a full-length 
ballet by Ronald Hynd; Peter Wright's 
production of Giselle, with guest artists 
Evelyn Hart, principal dancer with the 
Royal Winnipeg Ballet, and Jean
Charles Gil, principal dancer with Ro
land Petit's Ballet de Marseille; and a 

mixed program-H ara ld Lander's 
Etudes, Constantin Patsalas' Piano Con
certo and a new work by company 
member David Allan. 

The National Ballet's annual Nut
cracker performances will be from De
cember 17 to January 2. 

The winter season (February 11-
March 1) includes Erik Bruhn's produc
tion of Coppelia; a revival of the com
pany's acclaimed Tribute to George 
Balanchine, fearuring Serenade, The Four 
Temperaments and Symphony in C; and a 
mixed program-Bruhn's Here We 
Come, Maurice Bejart's Song of a Way
farer, Raymonda .-\.ct III and a new ballet 
by Patsalas. 

A highlight of the winter season will 
be a 35th anniversary celebration, which 
artistic directo r Erik Bruhn has invited 
Celia Franca, the company's founder, to 
produce. 

The spring season (April 22-May 8) 
includes performances of Rudolf 
Nureyev's Sleep111g Beauty, with guest 
artist Evelyn Hart, and a mixed pro
gram featurin Les Sylphides and Robert 
Desrosiers ' Blue 11ake. 

In January, Danny Grossman Dance 
Company made its seventh appearance 
at Harbourfront in Toronto, perform
ing for a week at Premiere Dance 
Theatre. 

Among the works featured were 
Scherzi, Ces Plars1rs (commissioned for 
the 1985 Guelph pring Festival), Mag
neto Dynamo, Dw111e Air, Bella and En
dangered Species . 

Grossman is choreographing a new 

The Koffler Centre 
School of Dance and 

Related Arts 

Jewish Community Centre of Toronto 
4588 Bathurst Street 

WIiiowdaie, Ontario M2R 1W6 
636-1880 

Providing opportunity for personal 
and artistic growth. 

work for the National Ballet of Canada, 
to be presented during the company's 
spring season in Toronto, April 30-May 
11. It will be the second of his works
following Endangered Species, which the 
company first performed during the 
1983-84 season-to enter the National 
Ballet's repertoire. 

Theatre Ballet of Canada celebrated 
its fifth anniversary with a performance 
at the National Arts Centre in Ottawa, 
February 13. 

The program featured four works by 
Lawrence Gradus, the company's artis
tic director: revivals of Symetrie 
inquietante and Angel, and two new 
works-Secrets, set to music by Oliver 
Knussen, and Twenty Dances, a collec
tion of 20 choreographic miniatures set 
to piano selections by Franz Schubert. 
Also on the program, Gerald Arpino's 
Confetti. 

The program for performances by 
T.I.D.E. at Premiere Dance Theatre in 
Toronto, February 27-March 1, was 
scheduled to include Read Between the 
Lines and Acrylic Lace, both by Kathryn 
Ricketts; Two Have and Two Hold, by 
Paula Ravitz; and Denise Fujiwara's Life 
Lines. 

Nadia Potts gave her final perfor
mance with the National Ballet of Can
ada on March 1 at the O'Keefe Centre 
in Toronto . Partnered by Tomas Schra
mek, she danced the role of Lise in Fre
derick Ashton's La Fi/le Mal Gardee. 

A member of the National Ballet for 
20 years (17 as a principal dancer), she 
has left the company to pursue a teach
mg career. 

H appenings at Danceworks in 
Toronto: Danceworks 41 (March 19-22) 
featured the work of Daniel Tremblay 
(The Passenger, Stanza, Forgotten Jour
ney), Miryam Moutillet (Free Lance, 
Nickel-Odeon, In Extremis) and Julie 
West (ABC, a world premiere) . 

Works by Louise Parent and Dena 
Davida (Piece de Resistance), Andrew 
Harwood and James Saya (Above See 
Level) and Rhonda Abrams (The Pedes
trians) are scheduled for Danceworks 42 
(April 30-May 3). 

Manhattan Tap Company and works 
by Tassy Teekman and Susan 
McNaughton have been announced for 
Danceworks 43 (May 7-10). 

The program for the 1986-87 season of 
dance performances at Harbourfront's 
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Premiere Dance Theatre m Toro 
has been announced. 

Artists and companies che 
appear are MOMIX ( eptemb 

_ · adia Potts was 
howered with flowers 

dunng curtain calls 
follo wing her final 
performance with the 
. 'arional Ballet of 
Canada in March. 

members Susan McKenzie, 
C r , xandrowicz (Gaga), Dan-

, &- , } ·t 011dine) and Philip Drube 
I .\latter Baby?); and Desperate 

crea ted by guest choreo
an Cash. 

October 4), Tango X 4 Octob T - - • 

11), Maria Benitez Spanish Dance 
Company, with guest arri tJo e G,, · 
(October 28-November 1 . Desro ier ual spring performances by 

e· Quinte Dance Centre will 
r-1 e m Belleville (April 12) and 

.' ::- -~ n \April 13). 

Dance Theatre (November I -: . 
The Manhattan Ballet Decem 
13), Ann Ditchburn Dances :JJ 
13-17), Toronto Dance Theatre _ 
uary 20-24), Northern Lights Dance 
Theatre Qanuary T-31. :\largie 
Gillis (February 3-1-t), American Bal
let Comedy (February , - -21 . Danny 
Grossman Dance Company 
10-21), the Alberta Ballet Compan~· 
(March 24-28) and Randy Glynn 
Dance Project (April -- 11 . 

Dancemakers will pre em 
graphic workshop at its Toro · 
dio, April 8-12. 

The program will include a r 
of artistic director Carol An' 
Angel Food, which fearures an on_ 
score by Michael J . Baker. wor · 

G~ _r arti t Kimberly Glasco and 
-_, l · ·01e. members of the ational 

B ,· Canada, will perform the 
and Pas de deux from Les 

on the program: excerpts from 
. ·u·:ra· tr; Wand of Youth, choreo

. \ the ational Ballet's David 
~ Expectations, a new work by 

B~ heu of the Quinte Dance 

o-- a ed Gina Lori Riley 
Dance Enterprises is scheduled to ap

r miere Dance Theatre in 
.-,riJ 13, presenting the local 

o ·· Riley's full-length \\·ork, 
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Mabel-Two Nights at the Bowling Alley 
and We Can Do That. 

The company's April tour also in
cludes performances in the United 
States: Detroit (April 5), Toledo (April 
16-18) and Cleveland (April 24-25). 

Dance Theatre Workshop, a new 
company directed by Dennis Michael
son, Louis-Andre Paquette and Dianne 
Sharp, will present its first season, May 
1-10, at the Ryerson Theatre in 
Toronto. 

Repertoire is scheduled to include 
Clear Passage, choreographed by Bayla 
Goldman; Wrap the Rock, The Magic in 
Allofus, Zara and It Takes Two to Tango, 
all by Louis-Andre Paquette; and 
Dennis Michaelson's Styles and 
Rhythms. 

The National Ballet School will 
present its annual performances, May 
15-17, at the MacMillan Theatre in 
Toronto. 

The program will include A Choreo
graphic Offering, choreographed by Jose 
Limon; an excerpt from Swan Lake; 
and a new ballet created for the School 
by Rudi van Dantzig, artistic director 
of the Dutch National Ballet. 

Donald Himes ' Toronto Dance Theatre 
production of Babar, The Little Elephant 
will be performed by students from the 
School of Toronto Dance Theatre at 
Harbourfront in Toronto, May 17-19, 
as part of the International Children's 
Festival. 

Desrosiers Dance Theatre will appear 
at the 1986 Guelph Spring Festival in 
May. 

The National Ballet of Canada has 
been invited to perform at the Metro
politan Opera House in New York, 
July 22-27. 

Repertoire will include Alice, the 
ational Ballet's new work by Glen 

Tetley, plus another work to be 
announced. 

Erik Bruhn, the company's artistic 

700 - 9th Street SW., Calgary, Alberta, Canada T2P 285 

~ SUN·ERGOS 
~}f,Y 'e~~ a company of theatre and dance 

Robert Greenwood and Dana Luebke (403) 264-4621 
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director, comments: "When I became 
artistic director of the National Ballet of 
Canada in 1983, I was committed to 
fostering an indigenous repertoire for 
the company. With Tetley's latest 
work, created especially for the Na
tional Ballet, we will be presenting a 
unique program which will showcase 
the wealth of talent within the com
pany." 

Fortier Danse Creation will present 
Chaleurs, choreographed by Paul-Andre 
Fortier, in Montreal, March 4-16. 

The work, with music by Walter 
Boudreau, features dancers Vincent 
Warren, Christina Coleman, Gilles 
Brisson, Luc Charpentier, Marie
Andree Gougeon, Denis Lavoie, 
Manon Levac and Catherine Tardif. 

Passage, a ballet created by James Ku
delka for American Ballet Theatre II in 
1983, enters the repertoire of Les 
Grands Ballets Canadiens and the Jof
frey Ballet this spring. It is set to a 
motet, Spem in Alium, by 17th-century 
English composer Thomas Tallis. 

Following a tour of Belgium, 0 Ver
tigo Danse will appear in its first Mon
treal season, March 12-30. 

Featured will be the world premiere 
of Timber, a work staged and choreo
graphed by Ginette Laurin, the com
pany's founder, with the collaboration 
of company members Louise Bedard, 
Kenneth Gould, Johanne Madore and 
Gilles Simard. The original score has 

June 29-July 18, 1986 
Study with the best! 

In Residence: 
Dan Wagoner and Dancers 
Stephanie Skura 

been composed by Rene Lussier. Cine
matic elements have been directed by 
Pierre Hebert and produced by the Na
tional Film Board of Canada. 

Jerilyn Dana has retired from Les 
Grands Bailees Canadiens . She gave her 
final performance at Place des Arts in 
Montreal on March 22. 

She joined the company in 1975 and 
was promoted to principal dancer in 
1977. 

Linda Steam . co-artistic director of 
Les Grands Bailees Canadiens, com
ments: "Above all. Jerilyn will be re
membered for her extreme profession
alism and dedication to her art form. 
Her quiet manner. loyalty and devotion 
have provided a fine example for her 
fellow company members to follow." 

Homer Bryant of Dance Theatre of Harlem 
Danny Buraczeski-Jazzdance 
Suzanne Levy, CMA, Dance Historian and Critic 
Classes in improvisation, composition, Theatredance, modern ballet, 
jazz, history/criticism, repertory. Films, lectures , and performances. 

College credit, on-campus housing, work scholarships a\ailable. Limited 
enrollment. 

Bates Dance Festival 
303 Lane Hall, Bates College 
Lewiston, ME 04240 (207) 786-6077 Eli zabeth Zimmer (212) 683-3868 

Festival Director 

Jerilyn Dana 
principal dancer 
with Les 
Grands Ballets 
Canadiens, in 
Alliances, 
choreo
graphed by 
James Kudelka. 
After an 
11-year career 
with the 
company, she 
retired in 

f March. 
t 
i5 
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On March 20, Montreal-based Les 
Sortileges will appear at Carnegie Hall 
in New York. 

This spring, La Compagnie danse Jo 
Lechay will appear in Brussels, Bel
gium (April 25-29) and in four cities in 
France-Montpellier (May 1-6), Tou
louse (May 7-16), Dreux (May 19-25) 
and St. Germain (May 22). 

Nova Dance Theatre will present a 
season of modem dance at the Sir James 
Dunn Theatre in Halifax, April 11-13. 

The program will include two pre
mieres: Anthemological Persuasion, 
choreographed by Francine Boucher, 
and Shakin' the Blues, by company 
member Leica Hardy. Also featured 
will be Grecia, by Jeanne Robinson, 
Nova Dance Theatre's artistic director, 
and Beverly Brown's Yesterday at Dawn 
When No One Thought to Look . 

The Atlantic Dance Festival, a multi
cultural and multi-disciplinary event to 
be held in Halifax in May, is a unique 
merging of two simultaneous yet inde
pendent dance festivals. 

One festival, organized by Dance 
Nova Scotia and the Dance in Canada 
Association, Atlantic Region, will 
showcase such diverse dance forms as 
modem, ballet, ballroom, folk and 
Highland in six evenings of perfor
mances . As well, there will be demon
strations, displays and film showings 
throughout the city. 

Developing choreographers will have 
their work judged, and the first Atlantic 
Choreographer's Award, consisting of 
a S500 scholarship, will be presented. 

The second festival, sponsored by 
the Eye Level Gallery, will feature the 
work of Canadian independent dancer/ 
choreographers . • 
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Dance in Canada 
Association 

ON TRACK 

Conference '86 
Vancouver-

Vancouver, it will of er so e 
delegates and pub11c gves·: _,.. 
86, the Vancouver cen·er-- a a-_· -:' • 
completion of the Canac a 
with a sophisticated focvs n •-= 
across our nation. 

In keeping with the ;re r.;e c =~ 
Communication, "Man 
DANCE ON TRACK 1D1-·.S= = -= -:-= 
performances, act1v, e = 
expression of this theme 

DANCE ON TRACK 
topics as the choreogr 
booking and funding ; 
professionals; aesthe; 

The Dance in Cana 
bring together the e 
from all walks of the 
assessment and gro,', 
ENTR 'ACTE will not o 

The performances : 
TRACK/DANSE E T 
Canada 's dance co~ 
been scheduled on s1, 
as part of the Roya1 Ba 

A major highlight of 
Canada!, a "Canada 
Bank/Expo 86 World F 
Canada through the D 
project, which started 
choreography compe 
commission funds to 
premieres to be produ 
TRACK!DANSE ENTR .:.c;-= 

Dance in Canada ! na: e -
of the high quality of ar: :· : = 
dance community. 

From Montreal, the s x- =~:: 
fast been gaining a se-sa· --= 

gust 11-17 DANSE 
ENTR'ACTE 

Toronto Dance Theatre will offer a premiere by gifted artist 
Christopher House, one of the company's resident 
choreographers . The piece, as yet untitled, is a collaboration 
with Canadian composer Ann Southam. 

From Vancouver, Lee Eisler-choreographer, performance 
artist and co-director of Jumpstart- wi// present a premiere in 
collaboration with mufti-disciplinary artist (and co-director) 
Nelson Gray and composer John Chi/Iona. 

Paula Ross, choreographer and director of Vancouver's 
Paula Ross Dance Company, will present Mobile, a work, 
created in collaboration with set designer Bodo Pfeiffer, which 
focuses on man 's need to e;<plore, travel and communicate. 

Also from Vancouver, Jennifer Mascall of E.D.A.M. 
(Experimenta l Dance and Music) will present Parade, a "not 
literal", theatncaf reconstruction of Jean Cocteau's 1917 work, 
with music by Erik Satie, John Oswald and Henry Kaiser. 

Dance in Canada! performances ( August 12, 13 and 14 at 
the Vancouver Playhouse) will provide an exceptional 
opportunity to catch the latest from these major artists and will 
stir our 1maginat1ons about new ideas and forms developing 
today, thereby influencing the growth of tomorrow's dance. 

In addition, other performances to watch for during DANCE 
ON TRACK/DANSE ENTR 'ACTE are. the World Festival 
production of Ballet Gala, featuring world premieres from 
Canada s top three ballet companies.· Les Grands Ballets 
Canadiens, Canada's Royal Winnipeg Ballet and the National 
Ba llet of Canada Dance in Canada showcases, noon-hour 
and evenmg performances featuring works by a variety of 
professional companies and independents from across the 
country, and Encore! Encore!, a project which brings 
Canada s heatrical dance hentage back to life through the 
reconstruction of choreography from before 1950, to be 
presented durmg DANCE ON TRACK!DANSE ENTR'ACTE at 
the Canada Paviflon. 

The 14th Dance m Canada Association conference will be 
housed on he beautdul University of British Columbia campus , 
with performances occurring on campus, downtown and at the 
Expo 86 site 

energetic style, wil p-ese- __ ~- :;a;:: - ·::..--

For n ormat1on, contact Nicola Follows , Co-ordinator, Suite 
501 1 Alexander Street, Vancouver, B.C. V6A 182. (604) 
684- 1 404 

by artistic director Ginette Lau · 

oa,-,ce Ca-ac2 
and a·e soo-s::;·e 

- -= = ::::,esents" feature attractions at the Royal Bank/EXPO 86 World Festival 
rough the Department of Communications. 
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Teachers 

1~ 
"I've only 
been in 
business 
five years 
... suggestions 
by oldtimers 
help new 
teachers." 

Studio Owner 

DANCE TEACHER NOW 
Subscription Dept. G 
P.O. Box 1074 
Davis, CA 95617 

Canada / Mexico(*) 
D$26 / 9 issues D$46 / 18 issues 

Overseas(*) 
D$39 / 9 issues D$54 / 18 issues 

(*) Payable in U.S. Currency 

ARTS UMBRELLA 

Vancouver's Visual & 
Performing Arts Centre for 

Children 

Arts Umbrella requires an Ar
Director, Choreographer 

Instructor for their 
company. The 

tistic 
and Jazz 
youth dance 
position commences 
tember 1986. 

Sep-

Please send resume, including 
references, stating qualifica
tions and training to: 

Gloria Schwartz 
Co-Executive Director 
Arts Umbrella 
1286 Cartwright Street 
Granville Island 
Vancouver, B.C. 
V6H 3R8 (604) 681-5268 

Dance at a Glance 

Les Ateliers de danse moderne de Montreal Inc. 
Directors: Candace Loubert, Linda Rabin. Modern 
technique-all levels . Floor barre, ballet, body ther
apy, special workshops. Full training program. 
Permis de culture personnelle #749571. 372 Ste
Catherine ouest, #332. Montreal, Quebec H 3B 1 A2. 
(514) 866--9814. 

Bayview School of Ballet under the direction of 
Bella Kovarsky. Ballet Russ ian Method) , character 
and jazz. All levels. 1-l Willowdale Ave. , Toronto. 
(416) 222-5111. 

Douglas D. Durand-3-D Arts Management 
Bookings & tour coordination, publicity & public re
lations. P.O. Box 11 2. Station F. Toronto, Ontario 
M4Y 2T8. (416) 922-ii6-!9. 

Edmonton School of Ballet 
General and profesSional programme, 7330-113th St. , 
Edmonton, Alta. T 6G IL6. 

Friends of Terpsichore 
DANCE BOOK and rela ted material bought and 
sold at Friends ofTerpS1chore. 569½ Yonge Street, 
Toronto. (416) 960-5 , -

Gina Lori Riley Dance Enterprises 
Professional modem dance company. Performances , 
workshops, instrucm 1n a,·.1.1lable. Beginners co profes
sional level. 152 Pm t \1:'., Suite 2, Windsor , On
tario N9A 5L4. (51 9 2:>+-0940. 

Goh Ballet Academ y 
Classical ballet, Jazz. ch.,racter. Pre- school to adult. 
Professional craimng pri..!;r.1m and company. Four 
new studios in VancoU\er. B.C. (604) 872-4014/872-
4220. 

Le Groupe de la Place Royale. Complete modern 
dance program. Beginner to Professional levels. 
Spring . Fall & Winter ,ions and Annual Summer 
School. 130 Sparks Stm.·t. O ttaw a. (613) 235- 1492. 

London Academy of Dance and Theatre Arts. 
Dorothy Scruton , Pnnap.J. Training to professional 
standard by highly qu~hiied staff 432 Waterloo St. , 
London , Ont. N6B 2P2 - 19) 439-8%1. 

Lu.mitrol Limited 
Spotlights, Dimmer. C.un..in:,. Supplies, Professional 
System design, rent ,1'. ,.I _. 253 Merton St., 
Toronto, Ontario MJ I-\ - 416) 485-4817. 

Main Dance Place 
Direcrors: Gisa Cole. Hden Evans, Nicola Follows, 
Andrea Porter. Classn 1.1 modern, ballet and jazz. 
Studio rentals-rehears.al performance. 2214 M ain 
Street, Vancouver. B.C.. \" -T 3C7. (604) 874-7223. 

PEI Ballet Association 
Ballet & J azz/ Modern Dtn>1uns. All levels. 4 teaching 
centres. Info rmation: <;,. 2- - 984 or 902-436--5302. 
P.O. Box 2384, Charlutt<< ,wn. PEI, CIA SCI. 

Russian Academy of Classical Ballet Ltd. 
Mary Aslamazova, D1rectur Classes day and evening. 
from beginners to prott:'.)s1on.J'.). Co mplete summer 
school. 935 Bloor Street We., •t Ossington), 
T oronto, Ontario M6H IL5. J I6 532-2993. 

School of Winnipeg's Contemporary Dancers 
M o dern, Ballet, Creative Dance. Jazz. General , Pre
Profcssional, Professional Program mes. 2nd Floor. 
444 River Avenue, Winni peg . Mani toba 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. Biblical and Liturgical dance perfor
mance and workshops. 173 Coxwell Ave., Toronto 
M4L 3B4, (4 16) 463- 1710. 

Stage Management-Dance & Touring 
John McGurran, P.O. Box 51, Charing Cross, 
Ontario N OP IGO. (519) 354-2371. 

The School of the Toronto Dance Theatre 
80 Winchester Street, Toronto, Ontario M4X 1 B2 
(41 6) 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. 

Classified 
Composer of Experimental Band Music wishes to 
connect with choreographer/ dance company. Multi
instrumental, multi- rhythmic music, full of colour, 
texture, contrast, energy and humour. Write for 
demo tape: Cameron Tingley, 74 Ellsworth Avenue, 
Toronto, Ontario M6G 2K3. 

Artsperience '86---July 7-26, 1986. Three-week 
dance program, plus a Dance Teachers' Workshop. 
Instruaors: ancy Paris. jazz; Suzette Sherman, mod
ern; William Orlowski, tap; Renee Rouleau, baller. 
Other outstanding programs are offered in fibre arts, 
music, photography, pottery and creative writing. 
CANADORE COLLEGE, P 0. Box 5001, North 
Bay, Ontario PIB 8 K9. (705) 474-7600 or (from area 
codes 416, 6 13, 705, 519) 1-800-46 1-9513. 

DANCE 10 offers workshops , seminars and consult
ing services to suit the needs of dance schools, col
leges, universities and community groups that offer 
programs in dance and musical theatre. Packages 
available from a two-hour master class wi th a single 
teacher to a month-long session with full faculty. 
Contact Anne Wootten: 1074 Avenue Road, Toronto, 
Ontario MSN 2C9. (416) 484-0980. 

Full-time Ballet Teacher required for September 
1986. Professional background with choreographic 
experience. Knowledge ofR.A .D . syllabus an asset. 
Salary S16,000-S 19,000 for a ten- month , renewable 
contract. Send resume and photograph to: Alberta 
Ballet School, 10210-108 Avenue, Edmonton, Alberta 
T5H IA8. 

Dance m Canada Spring 1986 
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20ieme anniversaire 
20th anniversary 

«Les Sortileges» de Claude Le Sauteur 
(huile sur toile) a ete creee a !'occasion 
de notre 20ieme anniversaire. 125 seri
graphies sont disponibles au coot de 
400 $ chacune a l'adresse ci-dessous 
mentionnee. Des affiches sont aussi 
disponibles au coot de 15 $ chacune. 

"Les Sortileges", an original painting by 
Claude Le Sauteur, has been created to 
celebrate our 20th anniversary. Available 
at the cost of 400$ each are 125 
serigraphies. Also posters at 15$ 
each. Orders must be sent to the address 
below. 

Nous souhaitons remercier de fac;:on 
toute speciale les commanditaires qui 
ont tenu a souligner notre 20ieme anni
versaire en participant a notre soiree
gala: 

Special thanks and appreciation are 
expressed to the following corporations 
for their support in our 20th anniversary 
gala-evening celebrations: 

Hydro-Quebec et/and Air Canada • 
Alcan • Fonds F.I.C. • La Lauren
tienne, mutuelle d'Assurance • Bell 
Canada • Le Groupe SNC • Lavalin • 
La Banque Nationale du Canada • 
Les Caisses populaires Desjardins • 
Le Groupe Dessau • Levesque, 
Beaubien • QIT Fer et Titane • 
Rousseau, Sauve, Warren 

L'ENSEMBLE NATIONAL DE 
FOLKLORE 

lt1,S" 
Jimmy Di Genova 
Fondateur /Founder 

Des auditions se t1endront 
Auditions will be held : 

12 avril 1986 / Apn 12, 1986 

Faire parvenir votre curriculum vitae a: 
Curriculum vitae should be sent to: 

Miss Monik Vincent, 6560 Chambord, 
MONTREAL (Queber>-' ' -...._ ~G.o 

Les tournees suivantes sont inscrites au 
calendrier de !'Ensemble national de 
folklore Les Sortileges: 

The upcoming tours of the only 
professional folkdance company of 
Canada are: 

Vancouver EXPO 86 • France et/and 
Europe de l'est • Mexique • Sud-est 
asiatique 

L'Ensemble national de folklore 
Les Sortileges 
6560 Chambord 
Montreal (Quebec) 
H2G389 
Tel.: (514) 274-5655 


