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Volume 1l (1-45 Davs)

This year, the Royal Academy of
Dance celebrates its 90th
anniversary. To mark this
occasion, from 1 October 2010, and
every day for the 90 days, a new
article, image or interview will
populate this e- book recalling
the most important milestones in
the history of the Academy.

Photographs and other archived
material from the RAD's Philip
Richardson Library will be
published in many cases for the
first time.

Join us 1n our celebration!

® Every effort has been made to trace copyright
helders and gain permission for use of images
within this e- book. We would be grateful for
any information concerning copyright and will
withdraw images immediately on copyright
helder's request.
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Day 45

Genée Internaticnal Ballet
Competition 1982

Fellowing the advent of the
Phyllis Bedells bursary - for
younger students - it was agreed
that the Genée should return to
its prior-1973 format.

From 1982, entry qualifications
had to be the Advanced Executant
Examination with Highly Commended
or Honours, or Solo Seal, and the
age limit had to be under 19
years of age by 1 December of the
year preceeding the competition
Two new variations were
introduced: the Girls Variations
by Julia Farron and the Boys
Variations by Alan Hooper. No
gold medal was awarded that year.

The judges panel comprised of
Phyilis Bedells, Dame l—jel}] Grey Timothy Rushton, Bronze Medallist, 1982

B
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and Kenneth Macmillan. Fhoto: RAD Archive
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The Genée International Ballet

Competitionrevised in 1973

The Genée, as it 1s no
affectionately known, has been held
since 1931 - even the World Wars did
not prevent the Academy from
producing this exciting competition.

However, for reasons explained in
the dance gazette article published
overleaf, 1972 saw a suspension of
this event for one year.

The main reason was the revision of
- e Genée International Ballet Competit
the nature of the Gold Medal Award; S 2 EES S R
Left to right: Anthony Dowell, Angailika
MacArthur (Silver Medal), Sheila Styles

. e
ion 1973.

as a forward thinking organisation,

the RAD wanted to keep up with (Brenze Medal), Phyllis Bedells, Jane Devine
! - : y . (Gold Medal Merle Park.
times: "if times are changing, The : )y

: : : Photo: Jennie Walton
Royal Academy of Dancing must change

with them".



The Adeline Genée
Gold Medal Award (Revised 1973)

Photograph by Jenmie Walton

Members will be aware that there has been
no Adeline Genée Gold Medal Award in
1972.

The reasons are various, but high on the list
has been the feeling among the Executive
Committee of T'he Royal Academy of Dancing
nnd other committees that in thc chnngmg

of the

structure of the country and the structure of
dance schools it seemed desireble to review
the nature of the Gold Medal Award. If times
were changing, The Royal Academy of
Dancing must change with them.

Dame Adeline herself instituted the Gold
Medal Award and presented the Gold Medal
and in our extensive study of various plans

io

The Adeline Genée Gald Medal.

we have striven to adhere to her main objec-
tives as fur as possible. For instance, Dame
Adeline was particularly anxious that the
Award should be a means of secking out
potential talent of a high order.

Briefly, the revised (1973) Gold Medal Award
does just that. However, instead of looking
for this talent among students aged about 1%
or over we have decided to search for it among
students at an earlier stage in their careers.

Thus, the revised (1973) Gold Medal Award
will be open only to students who have
passed The Royal Academy of Dancing
Intermediate Examination with Honours or
Highly Commended. The Rules and the

Conditions of Entry of the revised Award are
given below.

It is hoped that this uvlud Award will attract
many stud. of p P I and
that chers who these

among whom will be Gold \‘lcdulhsls~mll
get their proper recognition.

Please note that for the next few years the
title of the Award will be THE ADELINE
GENEE GOLD MEDAL AWARD (Revised
1973).

Rules

Under these revised Rules, the Adeline Genée
Gold Medal Award will occupy up to an
entire day at the annual Royal Academy of
Dancing Assembly in January of each yeur,
It will consist of two parts: a moming Award
Class, followed in the afternoon by the per-
formance of solos, This part of the Award
will be called the Adeline Genée Award
Performance.

The Award Class will be given in the presence
of the Judging Panel only. The Award Per-
formance will take place before the Judging
Panel, an audience of Royal Academy of
Dancing teachers, members of the general
public and representatives of the Press.

Prizes

I'he prizes for the Adeline Genée Gold Medal
Award (Revised 1973) are as follows:

Girls oys
Gold Medal and £ 100 As for girls
Silver Medal "

Bronze Medal
In addition, the Royal Ballet Quhool will
accept both Gold Medallists, subject to a
satisfactory physiotherapy examination.
N.B. The L1co prizes are to be spent under
the jurisdiction of The Royal Academy of

Dancing.

Judging Panel

The Judging Panel will consist of a Major
Examiner, the Ballet Principal of the Royal
Ballet School, not less than one professional
duncer (u[LSemur Pnnclpal rl.nk) nnd,ur a

chor p of inter P

Conditions of Entry
1. Candidates must fulfil the following quali-
fications at the date of performance:

{a) Be Members of The Royal Academy
of Dancing.

(b) Have passed the Intermediate Exam-
ination of the Royal Academy of
Dancing with Honours or Ihghly
C led. If, after the In-
termediate Examination at the’ requi-
site level, a candidate also takes the
Advanced Examination, he or she may
enter subject to (c) below,

(c) Candidates should not be clder than
16 on the 318t December immediately
preceding the date of the Award.

(d) Candidates must have been pupils of
their current teacher for at least 6
months prior to the Award. (This does
not apply to overseas pupils who have
been in the UK for less than 6 months.)

2. The morning Award Class will last not
longer than 1} hours, The purpoese of the
Awerd Class 15 to assess the candidates’
technical abilities und also their standard
of achievement in various styles of work
which will be set by the teacher. It will
include “unseen” enchainements. (The
teacher will not be a member of the
Judging Panel.)

3. The afternoon Adeline Genée Award Per-
formance shall consist of classical solos
chosen by candidates from those sct by
The Royal Academy of Dancing specially
for the Gold Medal Award.

4. The following must be forwarded with the
Entry Form:

(a) The candidate’s full name, age, date of
Intermediate Examination and where
held. Whether Honours or Highly
Commended were obtained.

(b) The name and address of teacher and
school,

(c) An Entry Fee of £3.00.

5. The Entry Form plus any enclosures must
be forwarded to: The Royal Academy of
Dancing, not later than Saturday, and
December, 1972,

Set Dances

6. There will be two set dances for girls and
two for boys. Candidates will choose one
of their respective set dances. No set dance
will last longer than 1} minutes.

Dress

7. For the morning Award Class girls and
boys must wear Examination dress, For
the afternoon Adeline Genéde Medal Award
Performance tutus can be worn or a cos-
tume appropriate to the solo.

. The Royal Academy of Dancing reserves
the right to withhold medals and prizes if
the required standard is not achieved,

9. The Academy reserves the right to refuse

entries and to alter any rule as it may think

fit from time to time.

o

Information for Teachers

1. The Royal Academy of Dancing will set
two dances for girls and two for boys,

2. These dances will be taught to interested
teachers in London at the end of October.
(Date to be announced.)

3. Application to attend this session must
reach The Royal Academy of Dancing not
later than Saturday, 7th October, 1972

4. The fee for the teaching session will be
announced shortly,

W



The Genée International Ballet
Competition

The first "Genée" was held in
1931 and was called 'The Adeline
Genée Award'. The competition
was, and still is, dedicated to
promote and reward standards of
excellence in young dancers.

As you can read from the dance
gazette extract on the next page,
the number of candidates who
entered was 4.

The Genée International Ballet
Competition 2010 starts today (12
November 2010). 71 candidates are
entering the competition making
it almost 18 bigger since the
start!

Three medals may be awarded -
gold, silver and bronze - in a
male and female category.

Candidates are coming from all

THE

OPERATIC ASSOCIATION

GAZRBTTE

The Official Organ of the Association of Operatic Dancing of Great Britain

No. 4 Quarerly

AUGUST, 1931 Members

COMMUNICATIONS

Al commumications, except in special cases
mentioned in the following pages, showid be
addressed ' The Secretary, The Association of
Operatic Dancing of Greal Britain, 154 Holland
Park  Avenwe, Londow, W.IL" and ot fo
any wmember of the Councid by wame, The
felephone number is Park 7197,

THE ASSOCIATION OF OPERATIC
DANCING OF GREAT BRITAIN
Patromess :

Her Majusty Tux Quees
President ;

Madame AprrLine GeNEggs, 1 et AL

Vice- Prestdonts :
Madame Lucia Cormaxi
Madame YvoNNE DavuNT-STEIN.

Counail :

Madame Jupitit EspiNoga,
Mr, P, J. S Ricnarpsox.
Miss KatrieeN DaNirren

Sub-Commitee :
(Children’s Examinations)
Miss Gracie Coxe  Miss LonraiNg Nortos,
Mrs. Freoa Graxt, Madame Smurtiwarte,
Miss Inexe Hasmoxn, Miss Line Coxe
|Secretary).
Secvetary
Mr, Puiie ], 8. Ricuarpsox,
Premises :
154 Hotraxn Park Avesuve, W,

THE ** ADELINE GENEE " GOLD
MEDAL

A very handsome Gold Medal has been pre-
sented 10 the Assoclation by Mr. Frank S, N
lsitt to be competed for each vear by holders
of the Solo Seal Certificate, but only to be
awarded in the event of conspicuous merit
being shown,

The medal will be held by the winner for
one year, at the end of which period he or she
will receive a small replica to keep. The
winner of the medal in any yvear will not be
ehgible to compete again for it

This year's competition was held at Head
quarters on July 25th, and four candidates
were required to do a demi-character dance of
their own armangement and also a dance of
which the enchainement had been set by the
Council.

I'he Council awarded the Medal to Felicity
Garratt,

THE PAVLOVA CASKET

In 1013 Madame Paviova had seven regular
pupils to whom she gave lessons at Ivy House,
These seven presented ber with a handsome

Jewel Casket,”” on which their names were
inscribed

At the recent sale of Madame Paviova's
cfiects at Ivy House, this casket was purchased
by Mr. P. ]. S. Richandson, who i presenting
it to the Association, to be competed for
annually m & " Group Competition.”

11 s tentatively suggested that the ' Casket "
should be bedd for one year by the School
which presents the best group, but exact details
of the Competition have not yet been arranged.,

It 15 hoped 1o be able o announce these in
the October Gazicers

Page One




as far as Australia, Canada,
Indonesia, Israel, Japan, Mexico,
New Zealand, South Africa, Taiwan,
and, of course, UK and Europe.

We wish good luck to all candidates!

/
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OCne of the Genée medals.
Photo: Rekha Kotecha

HISTORY OF THE
MEDAL AWARDS

In 1930 Dame Adeline Genée, Founder-President
of the Royal Academy of Dancing, proposed the
institution of a medal as a means of seeking out
the talented dancer of real potential. The first
Adeline Genée Gold Medal for Girls was
presented by her husband, Frank N. Isitt in 1951
to be competed for each year by holders of the
‘Solo Seal’, but only to be awarded in the event of
conspicuous merit being shown,
In 1934 Mr Isitt also presented a Silver Medal for
Girls, and later Miss Phyllis Bedells presented the
Bronze Medal for Girls.
The Adeline Genée Gold Medal for Boys was
presented by Miss Gillian Scaife in 1938, also to
be competed for each year by holders of the Solo
Seal. The Silver Medal for Boys was presented in
1942,
In April 1962 it was decided the Adeline Genée
Medal Awards and the Solo Seal should be
combined and held in public and this was put
into effect on January 11, 1963, Judges and
theatres were as follows
1963: Phyllis Bedells, Julia Farron, Michael
Somes — City Temple Hall.
1964: Phyllis Bedells, Beryl Grey, Stanislas
Idzikowski — City Temple Hall,
1965: Phyllis Bedells, Ruth French, Stanislas
Idzikowski — City Temple Hall.
1966: Phyllis Bedells, John Gilpin, Claude
Newman — City Temple Hall,
1967: Phyllis Bedells, Ruth French, Donald
McLeary, Merle Park — City Temple Hall
1968: Irina Baronova, Phyllis Bedells, Anton
Dolin — City Temple Hall.
1969: Phyllis Bedells, Anton Dolin, Annette
Page, Sybil Spencer — Collegiate Theatre.
1970: Phyllis Bedells, Alexander Bennett,
Galina Samsova, Valerie Taylor
Cripplegate Theatre
1971: Phyllis Bedells, Beryl Grey, André
Prokovsky — Collegiate Theatre.
With the progression of standards over the years it
was agreed that it was desirable to seek out
potential talent at an carlier age. So, in 1972 the
Executive Committee invited Miss Phyllis
Bedells, a Founder-Member and Vice-President
of the Academy and a distinguished ballerina, to
chair # committee consisting of Mr David Blair,
Miss Pamela May and Mrs Jean Tovey, who
together would devise a new approach, This
Committee decided it would be more
appropriate to invite entries from those who had
been awarded the Intermediate or subsequently
the Advanced Examination with Highly
Commended or Honours and were under 17
years of age on December 1 of the year
preceeding the Awards performance. The Medal
Awirds became known as “The Adeline Genée
Medal Awards (revised 1973)". At the Awards,

subject to the requisite standard being achieved,
a Gold, Silver and Bronze Medal is awarded and
the winner of the Gold Medal will, in addition to
£150, receive direct entry to The Royal Ballet
School without further audition, subject to a
satisfactory orthopaedic examination. Winners
of Silver Medals will receive an award of £100
kindly donated by Stella Mann, and winners of
Bronze Medals will receive an award of £75.
The judges and theatres were as follows:
1978: Phyllis Bedells, Anthony Dowell, Merle
Park — Sadler’s Wells Theatre.
1974: Phyllis Bedells, Alexander Grant, Alicia
Markova, Peter Schaufuss — Sadler’s
Wells Theatre
1975: Phyllis Bedells, Paul Clarke, Doreen
Wells — Sadler’s Wells Theatre

_—
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Day 42

1960s: RAD Summer School

In 1965, the RAD hosted the first
summer school. Unfortunately we
have no material from that
occasion, but we published the
booklet from the second summer
school, held in 1966, with
pictures from the previous year.

The production was by Jean
Bedells - daughter of Phyllis
Bedells — and teachers included
Tamara Xarsavina, Marie Rambert,
Maria Fay, Lucette Aldous, Anton
Dolin, Michael Somes and John
Gilpin, among others.

under the distinguished@® patronage of

,-.--::‘@AWRGOI F(_) ITEYN de ARIAS D.B.E.

- —md

SUMMER SCHOOL of BALLET

Camberley, Surrey
ENGLAND
August 1966

THE ROYAL ACADEMY OF DANCING
INCORPORATED BY ROYAL CHARTER




A RESIDENTIAL SUMMER SCHOOL
for BALLET STUDENTS

From 3rd to 24th August, 1966

Under the direction of

The Rovar Acapemy or DancinG,
15 Holland Park Gardens, London, W. 14,
ExGLAND

at

Elmhurst School, Camberley, Surrey, England

The second R.AD. Summer School will be
held at Elmhurst School in Camberley, a
delightful house one hour's train journey
from London. It will be open to students
and teachers over the age of 16 who have
studied Ballet for at least three vears.

Miss Louise Browne will again direct the Summer School and
classes will include Classical Ballet, Character, Pas de Deux,
National and Modern. Instruction on lighting, stagecraft and
costume, as well as secing a producer at work, will enable
those taking part to gain some practical experience of production,
culminating in two public performances by the students of the
Summer School in the Elmhurst Theatre. The production will
be by Jean Bedells, who was a Ballet Mistress with the Royal Ballet.
During the School teachers attending will be brought to London
to stay at The Royal Academy of Dancing hostel at Fairfield Lodge,
6 Addison Road, W.14, for a concentrated course on Academy
Syllabuses.

It is hoped that lecturers and teachers will
include Madame Tamara Karsavina, Dame
Maric Rambert, Madame Maria Fay,
Lucette  Aldous, Anton  Dolin, Michael
Somes and John Gilpin, among others,

Sight-seeing tours planned include visits to
Stratford-on-Avon, Oxford, Windsor, Chichester and London.

The President of The Royal Academy of Dancing. Dame Margot
Fonteyn, is taking a keen interest in the plans and preparations
and will visit the School if her professional engagements permit.

The inclusive fee is £150 sterling and includes
tuition, board and sight-secing trips from the
time of arrival at Elmhurst School to the time
of departure; also the visit of the teachers
to London.

Application forms for Canadians can be

obtained from Miss Doreen Scouler, 125
Snowdon Avenue, Toronto 12; for U.S.A. applicants from Mrs,
Blanche Marvin, 215 East 12 Street, New York 3; and for anyone
clse wishing to attend from the General Secretary. The Royal
Academy of Dancing, 15 Holland Park Gardens, London, W.14,
England.

Application forms, plus a registration fee of £10 sterling, must be
returned to the appropriate address above to arrive not later than
31st May, 1966. Applications will be dealt with in strict rotation
and the balance of payment must be received by 21st June, 1966.

Where the total fee is received by 21st June,
1966, the registration fee will be offsct against
this. otherwise it will be forfeited. After the
above date, no part of the monies paid
will be refunded except in extenuating
circumstances, in which case the costs
involved will be deducted and the balance
refunded.

The Royal Academy of Dancing reserves the right to amend, alter
or otherwise change the programme or to cancel the Summer
School should unforescen conditions warrant this. In the latter
circumstances there would be a refund of the full, or of an equitable

amount,

7



R.A.D. SUMMER

o 4

A class being given
by
MISS LOUISE BROWNE

SCHOOL, 1965

A group of Students from Overscas

at one of the parties




NOTES FOR PARENTS

Supervision Mrs. John Mortimer, the Principal of Elmhurst,
will be in residence during the Summer School. The Elmhurst
Medical Officer will also be available if required.

Documents A valid passport and a vaccination certificate will
be required for those travelling from overseas.

Clothing Students should bring their usual practice dress o1
leotards or tunics, tights and shoes. A raincoat and sweater should
be included.

Registration Early reservations are strongly recommended as
the School accommodation is limited. An application form accom-
panies this leaflet and should be returned to:

Miss Doreen Scouler,
125 Snowdon Avenue,
Toronto 12,
CANADA.

or:

Myrs, Blanche Marvin,
215 East 12 Street,
New York 3,
U.S.A.
or:
The General Secretary,
The Royal Academy of Dancing,
15 Holland Park Gardens,
London, W.14,
ENGLAND.

This form, plus a registration fee of £10 sterling, must be received
by 31st May, 1966, and applications will be dealt with in strict
rotation. The balance of payment of £140 sterling must be received
by 21st June, 1966.

ELMHURST SCHOOL, CAMBERLEY, SURREY

Elmhurst School is composed of two main houses on large properties

conveniently close to each other and to Camberley Station. It has
a studio theatre which was opened by Michael Somes in 1960,
which provides a magnificent studio, assembly hall and fully-
equipped theatre
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Queen Elizabeth Award 2010

This year's QE II Award was held
today - 10 November 2010 - at the
Royal Opera House, London. The
Queen Elizabeth Award is the
Academy's most prestigious award
and it is given to figures from the
dance world for outstanding
services to the art of dance (see
Day 40).

Dame Antoinette Sibley presented
the award to Rachel Cameron, to
mark her lifetime contribution to
dance. Guests came from as far as
Australia, Israel and Japan to
attend the ceremony.

Rachel Cameron with Wayne Sleep OBE at

the QE II Award 2010.

Photo:

Mark Lees
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The instituticonof the Queen Elizabeth
11T Award

In order to thank Her Majesty Queen
Elizabeth II to have extended her
Patronage to the RAD, the Academy
instituted the Queen Elizabeth II
Award (QE II Award), an awara to be
given annually to someone who has
rendered outstanding services to the
art of ballet:

The first recipient was Dame Ninette
de Valols, and many others followed
including Alexander Grant CBE,
Gillian Lynne CBE, Sir Peter Wright,
and most recently Victor and Lilian
Hochhauser (2009).

The QE II Award 2010 will be given
tomorrow 9/11/2010.

ROYAL ACADEMY OF DANCING
QUEEN ELIZABETH II CORONATION AWARD
; ‘

The announcement of the institution of
the QE II in dance gazette

Dame Adeline Genée presenting the

award to Anton Delin
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Dame Margot Fonteyn, Dame Adeline

Genée and Anton Dolin.

Photo: RAD Archive Dame Margot Fonteyn, Dame Adeline

Geneée and Dame Ninette de Valois.

Photo: RAD Archive



FTHE ROYAL ACADEMY OF DANCING GAZETTE

Day 39

1953: Queen Elizabeth IT becomes
Patron of the Roval Academy of
Dance

HER MAJESTY THE QUEEN

HAS BEEN

GRACIOUSLY PLEASED TO EXTEND

HER PATRONAGE TO

THE ROYAL ACADEMY OF DANCING

Photy by Her Msjesty The Queen
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Development of the Library

The 1960s signalled a significant
period of development for the
Academy's library book collections.

Although there had been many gifts and
donations prior to this time - the
earliest recorded being a bequest in
1925 from the Reverend Stewart Headlam
which included several important
texts by Blasis — in 1960 Miss Audrey
Lloyd from Manchester donated over 230
book on ballet and the theatre to go
to Fairfield Lodge.

There were also donations from Iris
Lorraine, Ivor Guest and Phyllis
Bedells, and a formal inventory of the
collections was carried out by Ifan
Kyrle Fletcher who alsoc proposed a
classification scheme for the students
library at Fairfield Lodge.

R

In 1963, Philip Richardson bequeathed
the majority of his personal book
collections to the Royal Academy of
Dancing, the most significant of which
had been described in a 19254
publication by Ifan Kyrle Fletcher
called 'Bibliographical Descriptions
of Forty Rare Books, relating to, The
Art of Dancing, in the collection of
S @ Bail: Y

Richardson,

Choregraphie ou
L'Art de
De'Crire LA
DANCE - Feuillet,
dated 1701.

Article continues over page7
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The collection was preserved on
microfilm in the 1970s and the
Library still houses some of the
original texts including Caroso's Il
Ballarino (1581); Menestrier's Des
Ballets Anciens et Modernes (1682);
Feuillet's Chorégraphie (1701); and
Noverre's Lettres Sur La Danse

(BT 600,

Richardson's beguest also included a
fascinating scrapbook containing
original press cuttings relating to
'Assemblies' given by Mrs Therese
Cornely at Carlisle House, Soho
Sguare, between 1763-1780 and a
notebook containing his handwritten
notes for four chapters of 'The
Autobiography of a Dancer'.

Some of the original press cuttings relating
to 'Assemblies' given by Mrs Therese Cornely
at Carlisle House, Scho Square, between
1763-1780.
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RAD GalaMatinées

A series of gala matinées took place
between 1958 and 1969 to raise funds
for the Academy. They were usually
held at Drury Lane. The galas
attracted a cast of renowned dancers
from across the world including
Roland Petit, Eric Bruhn, Maria
Tallchief, Jean Babilée, Carla Fracci
amongst many others. The first gala
took place at the Coliseum in 1958,
organised by Anton Dolin and Dame
Ninette and amongst the dancers were
Fonteyn, Marakova and John Gilpin.

In the later years Fonteyn took over
the organisation of the galas and in
1961 Dame Margot invited Rudolph
Nureyev to perform. The RAD gala
matinée was to be the Russian's
English premiere performance and the
legendary partnership of Nureyev and
Fonteyn developed shortly after.

RAD gala matinée programme cover (1961),
Rudolph Nureyev's English premiere at
Drury Lane.

THE ROYAL ACADEMY OF DANCING

INCORPORATED BY RAVAL CHARTEN

GALA MATINEE OF

(BaLLEY)

\~m~*<;\m“m~»#;;7«mmw{

THEATRE ROYAL - DRURY LANE

THURSDAY NOVEMBER 2nd 1961
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Whips and Carrots: Exerci
Athletes

In 1960, the booklet "Ba
for Athletes" was publis

ses for

llet Exercises
hed by the RAD

in collaboration with the Amateur

Athletics Association, a
Andrew Hardie: it was il
the popular Punch artist

nd devised by
lustrated by

|”

rougasse.

Photo:

Photo: RAD Archive

View a clip showing Andrew Hardie
teaching a class of athletes:
http:// www.britishpathe.com/ record.php? id=738
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The President of the
Royal Academy of Dancing
and

The Chairman of the
A.A.A. Coaching Committee I

This is the story of a marriage

between art and science. The ballet of by

dancer is a professional theatre 2
artist whose method of daily train- ( )
ing has evolved over the centurics.

The athlete is an amateur scientist

who goes into a special period of training, lrymg to analyse
and improve the technxque for one particular event.

It was h?h rs who first thought they might gain
something from ballet traini ul}?. They approached the Royal
Academy of Dancing initially in 1956 and this was the
begimning of an experiment which has proved rewarding and
stimulating to both parties.

We believe this union will continue to develop and provide
an increasing contrib-
ution to our knowledge

i l]a m’r A Fhise.
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NTRODOCTION
by Andrew Hardie and A. A. Gold

Fora work-out at least six of the following exercises
should be done, always beginning with exercises 1 and 2, and
never taking less than fifteen minutes for a work-out.

The speed or rhythm of the excrcises should not be
excessive. Aim rather for a slow and deliberate tensing and
relaxing than any quick jerks.

Most of the exercises are done with one hand holding
some fixed support—a rail or fence outdoors, a strong ledge
or gymnasium bar indoors.

At the beginning of cach exercise stand firmly on both
feet as shown opposite, sideways to the support.

Perform cach exercise with alternate legs, starting with
the leg furthest away from the support, then face the other
direction to rt'pul with the other leg Throughout each
exercise the free arm should be extend sidewnys
parallel to the ground, muscles slightly tensed, unless
otherwise stated.

g

The Committee expresses its appreciation to Fougasse
Jor generously contributing the illustrations

Exercise No. 1

Starting position S

By
d

1. Keeping back wpright and
WP ot - 3

bend knees as far as possible
while keeping both heels on the
ground,

i

3. Lower heels to floor, keep-
ing as much knee bending as
possible.

=
<

5. Raise heels and try to keep
balance on both feet.

§~.

2. When no further progress Is
possible, raise heels slightly from
floor and increase the bend
until the thighs are horizontal.

=

4, With heels on floor,
straighten knees.

6. Return to starting position.

To be repeated at Jeast four times on each side in a very siow and
delibera

te manner.

page three
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Whips and Carrots

In 1954, a new series of work emerged
following an approach made to the
Academy by the Whip and Carrot Club -
an association of high jumpers who
were also members of the Amateur
Athletics Association (AAA).

The athletes had heard, from
experimentation in the USA, that
athletes had benefited from ballet
classes — in particular high jumpers,
hurdlers, divers and skaters — as it
was thought to give greater elevation
and control.

There were several meetings held
between the AAA and Academy officials
and a series of experimental ballet
classes were given.

One such meeting was a 'Demonstration
and Discussion between Members of the
Whip and Carrot Club and The Royal
Academy of Dancing', held on Thursday
27 January 1955, in which there was a
demonstration of exercises to compare
the different jumping and leaping
technigques available.

Please find the full Whip and Carrot
Club Report (1955) owver the page...



yhip and carrot ~lub nnd The Rovel Academy of Daneing, held at
Jainfis14 Todze on Mhmraday, 27th gemsry, 1955.

o e e

The Mesting wan opened by Mpe 2T, Hureay, Hionarary Becretary
of he Whip and cavrot 0lib, who introdused ur. Irevor gimwons to
eanduct the Aiscussion,
we. 2imrane bogan br explpining that 7he Whip and Qarrot Club,
whish 13 a sinb of hWgh=jumers, it looking Tor wavs snd mothods off
{vpraving jumping and to attain the mytbical 7' Jump, 8nd sowcons
WaA sugreated that the mallet had sorething fron whiech they epuld
benefit. o then tatwodnosd hr. Avthur gold, 8. former Lntoynationsl
high jumper, and the Preaidsct of The Whip and garrot nub, to open
the dipeussion. »
1e. Bold showed two short £ilms of high jumpers, the £irnt
showing ’struaw ond the second the 'eatern rall' - the
l1ottor donﬂu%h Ste when he wns over hers rasently. !z, "old
explained thati their one sim was to inevensa sheir helsht - Lha
present world resard deing 6' 41 5/84. They wantzd fo compars thotr
methads of ‘sreinine Por high jumping with the doncers' training Lor
inoseaasd elavation. "heir training ineluded runving, hurdling and
an exeseiss ¥hich entsiled throwing the leg up to kiek s hox down.
Their seohlem wes to mot up in the sir and to mske the best use of
tha npring, olso the matter of so-ordinstion. The run before the
Jump wes to give tha apring up and not rorword, the teke-off wes with
{16 Doy leaninc bockward, one heael prossed downwards end the ofhes
Jeg snd botl adms thrown up in the air to gpet exirs lift. Yhat
thaw warted €O Imow woe the tyne of troining thephad for elevation,
And whot was TtarefPect = Atd trsining result in sseater elevotion
“p epenten sontrol, end would overtraining tend tqdeaden el_evnniun'f
o Dirther ahart filma were shown, one of them showing Hro.
Dorothy 7rlar, tho latew demonntratad on beholf of the Club.
wn, Alaude Newmen then explained that the 3allet itraining
win axtramely alew. Slevation in s guestlon of sirength, and 1t is
{scresged with practies. Hedght 18 gained with ateength and the ain
16 to make it look essy. Hxercises to strensthen the oot ave mood,
an the fopt gives the ssning snd acts oo 0 cunliton for Jandine, Tn
Ballet the landing mat be controlled, and muat be Tight.
yr. Stonislaus Tdzikowski asid that 1t was 3ll s matter of .
bhresth control snd this was sgreed to by sll the dnngwrs present. I8
a bpenth wis taken, and held, 8t the moment of take-off o grontey
neiznt was pegohsd. Considersbie Algoussion waa hald on this polint,
as ome or two of the sthletic coaches felt thet, eonsiderine the
1awn of body mechanies, this could not have any effect on the heignt
the Jump.

-2

r. Jorny Jurn Shen Adewongtrsted dome of the exsmeisas whieh
holp to strangihen the oot end leg msclen.

M. deven Ashbeldse tald the meotine that st the apge of sixteen,
having brained fo¢ the Bellet aince he was o ohild, ko sat up o new
Yew Zssland pohool raccrd high j\mp-‘a‘ 5t 8% eiter only a fortnicht'a
cosening. It wem zenerally sgread by the coschos snd athletesn nresent
that 9ll pellet exercisos sre exesllent training for 81l ntm.ot;u.

A demonstration of ceptain of She hick Jumperal ;;rotnou wan
given by Dovoihy vler and Ohseles Yan Dyck, sfter whish all throe
deronztrators porfovmed sSome leape and fumpa £0 compare the A¥fferent
techniques. Y% was agreed Shst elevation 49 o gift, bdut 1t can be
inmproved hy tesining, and 1t wea unanimously ngreed by tho daneers
that canslatenyt training, fapr from desdening elevation, halpad $o
inorenaa it. '

v, Happer, Lhe Direator of Phvalenl Bducation at the Mivernity
af Vanchaster, 8nld thet he falt these oxesolges aNould ba leavnt i
arder to prepare Lo boly, rashen than just to cansententa on jumpice
movements. o

ir. Ellle, Headmagtap off Orley Bawn School, @014 thnt thews 1n
no Aoubt that tho boys et his achool resped & sena®sl bHonalit foam
thess exepcings in their ganeral dightness -end in thetir desorteént,

Jagk grunp, Cheirpan of the British Athletic Feard, miorontal
that nn experinent should be carried out o oo if a ssurse of Nallet
exerelsss yould, in fact, help high jumsers to incronse thals haimhs.

feplfraz Dyaon, chiel Jntioml Cosch in thia gountey, anid that
he wonld Yike, 1T 46 could be nrsenged, for the ohampionn and coaches
%o sttend a course in 3sllet exorpises,

Zrpest Clynes, Hoposary Seeretsry of the Am&iur Athlotic
Aeaoclotion, nroposdd a Voie of *hnaks on behalf of the Amsteur

thlztie Assoslstion and the Whip ond cerrot Olub, and hopad that
more moatinga waitld be poasible.

Arnold imatell, n Viea Prosident of the Doyal Aeademy of Daneing,
oropoaed 8 Vote of Lhania on behalf off the Academy and said that he
hosed that this wms only the firat of meny such 2veningo,




The RAD Production Club

In the 1950's the RAD Production Club
introduced a course on Ballet
Production, with the aim of encouraging

choreographic talent and to provide RAD
members with knowledge of the technigques

of Production.

On July 21 1956 and in conjunction with
the Genée Gold Medal Tests at Wyndham's
Theatre, there were performances given
by Production Club members of the
'Course on the Theory and Practice of
across the UK,
showcasing what had been learnt

Ballet Production'

throughout the courses.

Liverpool's Sheila Roberts emerged as

the winner, with her 'Spring
Breeze' number, and received
Harlequin Trophy, donated to
Production Club by Stanislas
In addition to members'
Cranko's two

Club were presented.

) Please see the Chairman's Report from the Gazette
‘ "',_.-1'956) and turn over the page to see the programme...

own work, John
'Choreographic Studies',
arranged on members of the Production

in the
the
the
Idzikowski.
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Ballet School in Camberley. In 18538 she
joined the Tenchers' Training Course. During
the three years she gained her Advanced
R.AD., Combined Syllabus and ALS.T.D,
) Commended. She received her
icentisteship of The Royal Academy of
Dancing in 1956. She will be returming to
Noarthern Rhodesia to a school of her own.

LETTER OF THANKS

THE Corrace,
6 Appisoxy Roan,
W.14.
Mr, and Mrs. Barber wish to thank Miss
Stella  Swinglehurst and all Third Year
students for their charming and useful gift.
We wish you all good luck in the future,

R.A.D. Probucrion CLur

Chairman: Unsura MoRerox.
Viee.Chairman: G. B. L, Wirsox,
Clommittes:

Donald Albery, Kathleen bl

Winifred Edward

Felivity Gray, Antony Hopkins,

Marian Knight, Marjory Middleton, Kathleen Oliver, Grace Seppings, Wilma Vanne.
Hon. Treasurer: KENNETH CONSTABLE.
Orgmivising Secretary: DoroTEY WATKINS,

CHAIRMAN'S REPORT

The Course on the Theory and Practice of
Ballet Production hes now been ranning in
London for three years and one year in the
Northern Area. Its aim has been to en-
gourage choreographic talent and to provide
W opportunity for members to gain know-
ledge of the technique of Production. It
Jias been planned on post-geaduate lines and
haa beon designed to promote the desire to
seek and pursue individual knowledge and
study—to give Tenchers, Students of the
Dunce, members of Ballet Clubz and anyone
interested in the Arts and the Theatre in
wither an active or passive capacity o
planned series of Lectures end Classes to
pover a specific period in the history of Art
(Fashion, Architocture, Style), Music, Ballet
{Dance and  Allied Technical subjects),
Literature (Manners, Modes, Folklore, Poetry
and Prose).

On July 21st, in conjunction with the
Adsline Genée Gold Medad Tests at Wynd.
ham's Theatre, members gave & short pes-
formance of their own works, based on the
knowledge they had gained during the
Courses, Two numbers were presented by
London members, one by Liverpool mem-
bers, and one by York members; these were
open  to petition for the Harlequi
Trophy. Members appreciated the great
honour bestowed upon them by Dame

Liverpool, for the number sreanged by
Sheils Roberts, “Spring in the Broeze™; this
number was musically and choreographieally
very satisfying. 1, personally, was expecially
delighted that the awand went to » Northern
Group o4 it confirms my belief that the
Production Club hax something to offer out.
side as well as within the London Area.

In addition to members own work, Mr.
John Cranko’s two “Choreographic Studies™
arranged on members of the Production
Club, were presented. The finst year Study
danced by members of the York Group
demonstrated gronp construetion and shapes
which can be made by certain numbers of

An expl 'y Y was
read by Mr. David Poole, in the unavoidable
absence of Mr. Cranko. The secomd year
Study, dunced by students of the Sadler’s
Wells School (by kind permission of the
Director) showed the use of these technical
“effects" to a more expressive or interpretive
end.

The performance was under the direction
of Mr. Harold Arneil —a staunch ally—who
has belped us on 8o many oceasions snd who
has been responsible for lectures on Stage-
craft, Lighting and General Presentation
during the Course,

Mr. David Poole was responsible for the
production side, his wide experience and

Margot F wn, our Presid and Mr.
Idzikowski (the donor of the Harlequin
Trophy) consenting to judge their offorts,

1 th \ 1

work both at rehearsals snd during
the Course when he taught John Cranke's
study in the Northern Area, have been in-
v

The jud y
imu::ufiuin ‘the sims of the Club and
pleased with the results as shown by the
studies presented. After much deliberation
they decided that the award should go to

valuable, to both these friends I extend my
grateful thanks. 1 would like alao to express
my deep appreciation of the co-operation
and support given me by my Panel of
Lecturers and Teachers, whose untiring



The Programme for "Choreographic Studies”

presented by the RAD Production Club

WCHOHEOCRAPHIC STUDIES"

Presomted by the i.A.D. Producticn Club
Chidamane o s veves«  Ursula sioreton

The tw studiss arranged by John Crankoe aro intendsd as exerciscs
demonstrating technical aspects of choreosz"sw. The Pirst Year Study
demonstrates gogactric group construction the shapea vhich can be nado
by certain mmbors of dancers. 'The Sacond Year Study demonstrates the use
of these technical "effects" to a more expressive or interpretive end,

They ere not finished theatrical performances to entertain.

QGrowps numbers 2, 3, L and 6, shows by Student Mesbors of the
Productdon Club, are ths rosult of the xnowlsdge they have sssimilated Drom
the Course on “The Theory and Practice of Sallst Productien®, and will be
Judged for the "Harleguint, Mwuw“mmhdwmhdmim
Club by Standslas Id and will awarded to the Kember's group
which, in the opinicn of the Judges show the best choreographic arrangement,

PEOGREAMME
GROUP No, 1

FIRST ¥BAR STULX

Busic: "Tha jfge of Chivalry", Martin I'roy
CHN CRANKO
Intromx:thn by JOHN CRANKO
Dancod by mambers of the York Centro.
HIBKRBSIE
iusic: Max Reger
Hedgar, Shir Snul
oo, K i s

Susan Channar.

;

SPRING IN TIE BRELZ

Music: Ballst music from the Opera "adiana Lacouvrewr"
Arrarged by Sheila Robarts. by Cilda

'l

STUDY

lusic:  Frelude from Lo ‘l'anbom de Couperin, iaurice Rawol
Arranged by Falth Worth,

GO Fo. SECUMD 78R STUDE

lusic: Herdlasechn

Arranged by JOHN CRANKD
Introductisn by JCHN CRAEC

Danced by students of Sadlare #ells School, by kind
perniosion of tho Ballut Principal.
GROUP Ho, 6
mﬂmﬂ'&'— SaUDADES do DRAZIL
Ifusios Dardus uilhend
arcanged by J411 Hunt and Mary Hocknsy

AT THE PIANO - HARGARET QUIELS
FRODUCTION - DaVID POCLE
STAE DIRSCIION - HAROLD ARVEIL
STAUE iWANA0RR - IENIS BEIFCAD
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Instructional Film Strips

In 1956 the Academy issued a set
instructional film strips along

an explanatory leaflet,
direction of Miss
series explored the
dancer and the Art

No.l and Strip No.

the Royal Ac
8/6 each.

training
of Ballet.
2 were on

Ve

=

Photo:

The original film strips (1956).

of

with
under the
Ursula Moreton.
of a
Strip
sale from
ademy of Dancing, pri

ced

RAD

The

Please find the full or

i\.
as published in the 1956 Gazette.

ginal art

icle
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First Examinations in the Caribbean

In 1954, examinations were held in
the Caribbean for the first time,
organised by Normandelle 'Punkie'
Facey. The children were observed by
the examiners as charming, inventive
and uninhibited.

At one examination session, a little
girl, instead of gracefully leaving
the room with the others, ran to the
examiner, put her elbows on the
table and said “Now how did I do?”

Examination Howlers
Examiner: Wheredo you look in an
exercise for head movement?
Student: (aftermuchdeliberation)
Well, youalways look where your face is.
Examiner: (unsure of pronounciation):
And what is your name, dear?

Student: Have a guess!

Examiner: What is a rond de jambe?
Student: Circulation of the leg.
Student(after examination): Wasn't the

examiner clever? — she knew it all by
heart!

Cocllection of "Examination Howlers" from
our 75th Anniversary boock by Derek Parker.
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Appeal for archivematerial

In 1955 Arnold Haskell offered to
donate his personal collection of
photographs and programmes to the
Academy as a wedding present to the
President Margot Fonteyn.

The offer was accepted and, in
August 1955, Fonteyn expressed her
wish for a new building to
accommodate, among other things, a
small museum and library.

The following year Haskell's
editorial patronised the
development of the 'Margot Fonteyn
Archives' and appealed to readers
to donate any material of interest.

Haskell's own donation included a
large collection of photographs of
the ballerina Tamara Toumanova,
many of which are inscribed to him

personally, and items received as a
direct result of his appeal include
documents relating to the business
affairs of Anna Pavlova and Serge
Diaghilev, presented by Major
Rudolph Mayer, son of Daniel Mayer
JiePloy dn 19857,

Arnold Haskell and Tamara Toumanova,
1952. RAD Archive

Please turn over...

v
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EpiTorian
The Margot Fonteyn Archives

One of the most interesting museums 1
have ever seen was housed in an

l)laghlleﬂ'. do lhml l’vu(l\nl Rambert,
Walls, Ii and o on.

ous shack in & small provincial town, Tts
collection consisted of odds and ends origin.
ally sssormbled by a private collector at a
negligible cost. There were 'bus and tram
tickets, 1014-1018 War ration books, ad.
vertising leaflets and all the bits and pieces
that [llustrated the social life of the town
since the turn of the century. Trivial
on_gi::lly but now of priceless value.

famous Gabrielle Enthoven collection
of programmes was started in a similar way;
to«day it is invalusble to students of the
theatre.

The Royal Academy of Dancing needs
archives and a museum of the dance. It
ahould become & centre of study and research,
It has started with s sizeable collection of
photographs, posters and progr which
are now being mounted and filed, This
collection is to be known as The Margot
Fonteyn Archives,

Muny of our readers will have tucked away
in some drawer programmes of the Empire
and Alhambres period, of Paviova seasons,

They may have plmwgnphn. drawings,
gketohes of scenery, romantic lithographs
and the like. It would surely bo possible to
gllber the nuolsus of a oollmtum worthy of
d ively short time,
l!Am mdnr hau anyltomﬂhlt sho thinks
are of interest, would she drop a lino to the
offiee marked “Archives" on the «umlupa.
Tt is safer than sending the item i
as naturally with limited spaco wo wish 10
avoid too much duplication.

From time to time the Gazette will publish
lists of items received so that members can
wateh the collection grow. Now vspecially
i the time to record in such w fashion tho
exciting of the rapid development of
ballet in the Dominions. In a short time
these early records will be completely
dispersed. It should be possible to have &
enmplmmd record now of Bellet in Australia

Canada.
Large oolhch:uhn that the owner does not
wish to with at present may be loft to
e Asway:

Mgs. Frepa Grant

u i wi(hgtutugmtthnthelixmuve
d i of
M.u(-nntfmmtho d “ lemy Com-

came a Major Examiner, and in this sphere
nhe has continued her most successful work

mittees of which she was such a valued
member,

Mrs, Grant was one of the first candidates
10 entor for the uummuom and since then
has Iv for: the Aosd
A mmnbu-ohhoﬂmchxldmu Exumm-
nm()ommmeomdoneofthecngmsl
Children's Examiners, Mrs. Grant travelled

hout the C: Ith, There are
mnny who will ber with grati-
tude their classes with Mrs., Grant, she was
one of the rare “born" teachers and had &
gift for conveying knowledge.
Mus, Gnntugomgu- live at Eastbourne

butummmg membership of the

many miles in this country and overseas

emnmmlagandmhmg t«ho
l‘l!l':,!m Ofw War, was

elected to the I i wnd

d and the C ittee is sure that the
mambul mll join with them in wishing her
and ng her of

wwmmhomwhmdnwmm

ATHLETICS AND BALLET

“Pilot Experiment”

nmimgh.lmpushnbmgwmtoum

The Specialists Clubs i have
now approached The Royal Academy of
Dumlnnnnduhubomognodwset.up-
amall C: ittoo of T from
both hodies to devise a sy of t

the Specislist Clubs Com-
mittee md was considored at the Joint
Committee Meoting held on Thursday,
July 26th.

The (x i isted of:

hvnnuunfﬂwooEmundhylh
amden'. ol' hdlst wluch may be umught

'y

Jumpers" and “Hurdlers™. "
A guide as to the requi of Hurdk

Specialist Clubs Committee: Mr. Rowloy
Harper, Mr. Arthur Gold, Mr. R«onuld
Murray.

RA.D.: Mr. Stamislas Tdzikowsks, Mr,
Claude N Mr. And Hardie.

» the extremaly inter-
ha Margot Ponteynm

s gtavrted snd 1
tﬁ sot them :ff
thay wif1
am also
leave the watoh to

It #1121 % s to o t')"l n to

talic of BETY COMMOT I sz 30 sorry I heve not
mlmnv,l dgod thes 1 hed to 20 over to the
Bouth of Franes var) édenly and hsve only just roturnod,
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LINGUAPHONE

Ballet Terms

Produced by
THE LINGUAPHONE INSTITUTE
in collaboration with
THE ROYAL ACADEMY OF DANCING

Correct pronunciation (2)

The Linguaphone vinyl published on Day
29 - which recorded the correct
pronunciation of French ballet terms -
was accompanied by this booklet.

Published by

LINGUAPHONE INSTITUTE LTD.
207-209 Regent Street, London, W.1

Copyright. All rights reserved



FOREWORD

Voltaire called ballet both an art and a science. A science demands a
precise and an international language, Ballet is fortunate in this respect
since its mother tongue is French. Yet all these advantages are lost if the
French is mispronounced beyond recognition, which, alas, it usually is.
1 say nothing of the distortion of a very beautiful language, as painful to
the ear as a badly turned pointe is to the eye. To follow the pronunciation
laid down on this record is an important part of the dancer’s education ;
it is an essential part of the teacher’s equipment.

Let us banish those cacophonous * cooroos " from the class-room
and substitute words that are as expressive and poetical as the movements
they describe.

ARNOLD L. HASKELL, M.A.
Chairman, Education Committee,
Royal Academy of Dancing.
Director and Principal,

Sadler's Wells School.

1
GENERAL REMARKS AND INSTRUCTIONS

The ballet terms spoken on the record that accompanies this leaflet are
those that have been adopted in this country, but it does not follow, of
course, that all of them have been accepted by all schools of ballet, in some
of which slightly different expressions may be used. We would also point
out that it is impossible to satisfy everyone regarding the form and spelling
of these terms, since they depend upon custom rather than grammar,
They have, morcover, travelled the world.

The Education Committee of the Royal Academy of Dancing is very

grateful to Madame Zambelli and Monsieur Aveline of the Paris Opera,

and to Monsieur Pierre Tugal of the Archives Internationales de la Danse,

Paris, for having taken so much trouble to verify the terms used here.

m must not, however, be held responsible for any variations that may
ill persist,

As Mr. Haskell has implied in his Foreword, the aim of the Lingua-
phone record is to establish uniformity of pronunciation among ers
and students of ballet who may not otherwise have much occasion to use
the French and whose ears have consequently become less
sensitive to the di between French and English, especially in the
matter of the vowel-sounds.

The record starts off with a list of examples of French sounds, and these
dwuldbepnakedbefmwinf.mmdummpktelmofhucnm
from which these isolated words have been taken. For the purpose of the
present record, this preliminary practice does not deal with all the French
sounds, but only with those exemplified in the ballet terms that follow.
The stress is on the vowels and nasals, but the consonants are dealt with
indirectly. For instance, while seconde ostensibly illustrates the neutral ¢
sound, it also indicates that ¢ is here pronounced as hard g. Similarly,
hard and soft g appear, as in dégagé. Also included are words that might
casily be mispronounced owing to their similarity to English words : e.g.,
attitude, position. Note, too, in (¥), courru is given to show the distinction
between ou and w.
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PLAN OF STUDY

Do not attempt to study the whole record at once, but listen to it
section by section according to the following plan :

Exercise 1.
Play over the portion you are studying several times, without looking
at the printed text, just getting your car attuned to the sounds.

Exercise 2.
Play over the portion several times more, but now look at the printed
text while listening to the record.

Exercise 3.
Finally, taking a few words at a time, listen first to the record and
then repeat the words aloud.

%eﬂmyourmmmmuon ion is modelled ns closely as possible on the
speaker’s, and that it has the proper inflections and?l'nomtion. Persevere
witl:hcthisuntilyoufeclthntyourpmnnncinionisuncdythcsamcndm
on the record.

Having now achieved aim, do not fall into the error of thinking
that the record is of no further use to you. You will find it a good plan
to listen to it regularly in order to maintain the purity of your accent,

TECHNIQUE FOR STOPPING AND RESTARTING
THE RECORD

It is useful to acquire the simple technique of u?p the record at
any given place and starting it where it left off. ile the record
is playing, put the index finger of the left hand firmly on the record. This
causes it to come to a stop. Do not apply the brake nor lift the needle.
To restart the record, give it a firm forward with the same finger.
T'here is no need to lift the needle. To repeat a phrase, proceed as above,
but while the record is stationary, lift the sound-box with the right hand
and put the needle back into the ing groove. Then restart the record
as before. The whole action should be done deliberately and firmly.

6
TEXT OF RECORD—SIDE 1

Exemples de sons frangais

(1) demi petit

(2) plié dégagé brisé chassé

(3) derriére terre exercice troisitme
(1) manége arabesque balancé

() bas pas

(6) cabriole dévcloppé robe

(7) coté posé sauté

(%) sou-sou dessous coupé gargouillade
(9) tutu dessus attitude courru
(10) deux danseuse

(11) seconde retiré relevé

(12) pointe cing
(13) avant devant battement temps jambe
(11) rond rotation position contretemps

(15) trois croix crois¢ voyagé poisson

EXERCICES A LA BARRE

Plis Les cinq positions—premiére, se-
Battements en rond conde, troisiéme, quatriéme,
Battements glissés en croix cinquiéme

Battements sur le cou-de-pied Assemblés soutenus

Battements tendus relevés Retirés

Battements tendus Fouettés ronds de jambe en tour-
Battements frappés nant

Battements frappés sur le cou-de- Demi-pointe

pied Ronds de jambe a terre
Petits battements serrés Ronds de jambe en I'air
Développé battements en croix Dévelop,
Grands battements Exercices sur la demi-pointe
Demi battement fouetté Ballottés
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TEXT OF RECORD—SIDE 2

ADAGE
Dégagé Pirouette en dedans
s o . S
ues — , VO ;
Coupé dessous penchée
Atti Arabesque @ deux bras
Attitude ordinaire & terre Chassé
Attitude ordinaire en l'air Chassé passé
Détourné Posé
Relevé Assemblé soutenu en tournant
Rotation Fouetté
Pirouette sur le cou-de-pied Demi-fouetté
Pirouette en dehors sur le cou-de-  Bras bas
pied Bras croisée
PAS
Pas marché Gargouillade
Pas de chat Coupé sauté
Pas de basque Sissonne
Pas de cheval Sissonne doublée
Pas de bourréc Glissade
Retiré sauté Jeté
Benappt. Grand e
Temps levé Jeté en tournant
Temps de fieche
-cuisse Déboité

o —-— g‘oubrenult

‘ours en l'air
Pas V:h':m
Cabriole Contretemps
Déboulés
Emboité

BATTERIE

Royale fermée Brisé Télémaque
Royale simple Petit brisé en tournant
Changement gmchat trois
Chmgunent battu trechat q_uatrc
Jeté battu Entrechat cing ramassé
Brisé Entrechat cinq de volée
Coupé brisé Entrechat six

Ouverte en arriére
Croisée en arriére
En avant

De coté

Derridre

Devant croisée
Devant ouverte
En diagonal

Ea areive

DIRECTIONS

Croisée en avant
Ouverte en avant
Derriére ouverte
Derriére croisée
En face

Devant

En ouverte

En croisée

Manége

La robe de la danseuse : Tutu
Enchainement

Printed in Great Britain for International Catalogues Ltd., 207-209 Regent Street,
London, W.1., by W. & J. Mackay & Co., Ltd., Chatham.

(M.250 1st.)—FREN. 243.
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Correct pronunciation (1)

In August 1950, Arnold Haskell,
editor of dance gazette, wrote:

"The correct pronunciation of the
French ballet terms is not a
luxury, but a necessity. [:.:]
Many ballet companies are
completely international in
composition and babel will result
without a standardised
pronunciation. [...] These words
are the tools of the trade and
the fine artisan takes good care
ofhis toolsY

The Academy produced, in
association with Linguaphone, a
gramophone record. You can listen
to it, by clicking on the audio
file on the next page.

LINGUAPHONE

LANGUAGE COURSES

- LUINGUAPHONE

LINGUAPHONE |

LITERARY TRAVEL
A COURSES IN: COURSES IN:
|| FRENCH  GERMAN

'HONE MORSE CODE COURST
erarrean it b cgmabies
pofiedoqe el S iy R

E

itk u-.--.-yd-h diatiaciby,
.—‘-hq.uﬁ-u.-l——l-d—-_

LWGUMHONI ADJUSTABLE REPEATER (v
evivn seabding the w'“
_-l—yl-hn.—- i—hh‘cﬁ.nlﬁ*m

MADE . BGLAND

. — A
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Party fornew President

A
In January 1955, the Academy ///fﬁm
celebrated its new President, ‘ ’.&MU
Margot Fonteyn, with a party at
Fairfield Lodge.

\ ) WINES
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The menu, which is still kept - S /
on the Academy's premises, hout /
bears signatures of Adeline o 18 /«F
Genée and Tamara Karsavina, /
among others, and a special 0 2

J 7

thank you to Philip Richardson s
by Margot Fonteyn. (
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La Tortee Verwe au Sherry

Lev Bnndilles Diaklées

Le Viiet e Truke Saumonée 2w Chimpagne

La Scle d'Agoeau du Dorset i I Broche

Les Pesits Poss Nouvesus 3  Membe

Loy Pommes de Jorscy Fondsmes

La Visqee de Fraises & Qearticrs d'Anians

12 Bomhe Fonteyn

Le Cafg
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1854 : Dame Genée retires and Dame

Margot Fonteyn becomes the President of
the RAD

Dame Adeline Genée was, as Kathleen
Gordon, Director of the RAD at the
time, recalled "prejudiced and
intolerant, with a streak of
ruthlessness that is part of the
make— up of most great men and
women; but malice, meanness of soul
and dishonesty of mind were unknown
to her. She had her wvisions and
dreamed her dreams - the Academy was
one of them".

AZREIN
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dﬁﬂnﬂw old Medal of
P o e e ﬁ”
waamxndddhhﬁqﬂmwmmﬂumu

IITH PROFOTIND ADMIRATION, AFFECTION
AND GRATITUDE FROM
THE MEMBERS OF THE EXECUTIVE COMMITTEE OF
THEROVRLRCRDEPQZOFDK}KTNQ
<L 1920 1954 o
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e

Dame Fonteyn wrote in the Foreward
of the November issue of dance
gazette, 1954: "She [Dame Genée] has
proposed me as her successor and I
can think of no greater honour, nor
of any overwhelming task than to be
called upon to succeed such a very
great Founder— President".
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TheRAD inMalta (part 2)

by Ingrid Desira Buttigieg, MA,
B.Phil (Hons), RAD Teaching
Diploma

This was to be the first of an
uninterrupted 38 years during
which Lilian Attard presented
students for their classical
ballet and teaching examinations
with the RAD. With Malta being a
British colony, her students were
mostly children of military
personnel or colonial officials.
This proved to be somewhat
frustrating in the fact that she
was unable to see her students
through to the higher grades and
complete their training under her
tuition, as girls generally left
the island when their fathers
received new postings.

However, this assocciation with the

British forces did have its
benefits: Lilian was assisted by

those army wives who were trained
teachers, a help that was much
appreciated as an inexperienced
teacher. She recollects that she had
been assisted by Ms Cherry Good, Ms
Betty Towers, Ms Hartgrieves and Ms
Deirdre Parton, amongst others. These
women complemented Lilian's teaching,
adding to the technical component of
the classes. In 1966, Lilian appointed
a full- time foreign professional
ballet teacher, Ms Jennifer Lynam,
from the UK.

A mile stone in her career was when in
1965 she was granted permission to use
the Manoel Theatre for her ballet show
Sleeping Beauty. It was the first time
that young students studying the RAD
system were to perform on a national
stage.

The assistance that Lilian Attard
received from the Forces stationed on
Ehe’ 1sland cannot be left untold.

In 1966 she was putting up Cinderella
at the Manocel Island Theatre in Gzira,
and was busy collecting the funds for
the costumes when the wife of the rear
Admiral Walwyn approached her and

Vi



offered to help. Mrs Walwyn managed to
get together a group of officers who
were able to play musical instruments.
In no time at all these officers
managed to compile a musical script
for this production. Instruments
ranging from violas, violins, drums,
flute to trombones, were borrowed from
the many band clubs situated on the
island and an orchestra was born for
this production. Parents helped with
the actual design and production of
the scenery. Mothers tock charge of
the students back stage ensuring that
they were entertained and 'ready' to
appear on stage. This production was a
great success and went on showing for
a whole week as many parents were ever
so thrilled to watch their children
dance on stage.

In 1966 Lilian was invited by the
Academy to the headquarters in London
to watch the college students being
trained as teachers. During this trip,
and at the various events organized,
she met with Margot Fonteyn, Adeline
Genée, Madame Karsavina, Ninette

A

de Valois, Ruth French, Arnocld
Haskell and Noel Coward. It was at
this time that she was asked to
become the local RAD representative,
a post which she held for 29 years,
as she retired in 1995.

In 1993 Lilian was awarded the
President Award for her dedicated
service to the Academy. Throughout
these years she has striven to give
the art of ballet the status it
deserves. In 1998 she was awarded the
"medal ja Gih ir - Reubblika"™ (medal
for services rendered to the
Republic) for her dedication towards
the development of the art of ballet
on the island.

Since the introduction of the RAD to
Malta way back in the 1950s, the RAD
has grown extensively and presently
lays claim to 9 ballet schools. This
yvyear, a remarkable number of 682
Maltese students were entered for
examinations at Graded and Vocational
Graded levels. A rather significant
increase from the mere 8 presented in
1958!
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TheRAD inMalta (part 1)
by Ingrid Desira Buttigieg, MA,
B.Phil (Hons), RAD Teaching Diploma

The idyllic island of Malta,
situated in the middle of the
Mediterranean Sea, has an enormous
cultural and historical legacy.
This is mainly due to the strategic
position which it enjoys. It was a
British colony for 164 years during
which time an affinity for 'all
things British' penetrated all
aspects of the social and cultural
IS fel

The British Forces were stationed
with their families in various
parts of the island and sought to
organize social and theatrical
events. A few of the theatrical and
social clubs that were initiated
during their stay are still
thriving to this day, a British
legacy which is still apparent on
the island.

Activities for British children
were also provided and these
ranged from a ballet club, which
was setup in 1950/51, under the
direction of Ms. Rowe, to drama,
athletics, swimming and music.
These clubs were held at the
Verdala or Tal Handag barracks on
a twice- a—- week basis. As Miss
Rowe, the person responsible for
teaching the Royal Academy of
Dancing syllabus to the young
students, states in her article in
the Tal Handag School Magazine:
“Classes appear to grow larger and
larger as time goes on! Despite
the continual leaving for UK there
is always a waiting list, and the
Hall, where classes are held, is
practically bursting at the
seams!”

In 1957 Miss Peggy Whitley was on
the island conducting a series of
Ballet in Education examinations.
Realising that there was a
significant demand for dancing
classes, she placed an advert in
the newspaper asking for 'any



teacher interested in learning the
grades examinations of the RAD to
contact a Miss Isabel Monroe'. Miss
Whitely was searching for more venues
for the RAD to be taught on the
island.

Spurred on by curiosity and her
enormous love for the theatre, Lilian
Attard applied. This was to be the
start of her long and distinguished
association with the RAD. In 1957,
when Malta had finally started to
emerge from the devastation wrecked
by the Second World War, Lilian
Attard opened a ballet school out of
her mother's apartment in St.
ghilian®s. In those early days;
Lilian's knowledge of dance was very
limited and for the first ten years
she was wholly dependent upon and
supported by the RAD in London. In
her younger days Lilian Attard had
danced, although not ballet.

Each year, specific teachers, such as
Ms. Whitley, were sent over to Malta
to help and guide her, teaching her
one grade at a time. She was taught
not only the syllabus but also the

N

technique. She had much to learn and
did so very quickly as she was very
interested. Miss Kathleen Gordon,
the Director of the Academy, visited
Malta specifically to 'sit in and
watch the examinations in progress
to ensure that a good standard was
being achieved. On the 14 July 1958
Lilian Attard was the first Maltese
teacher to present 8 Maltese
candidates for their 'Ballet in
Education Examinations' which were
conducted by Miss Kathleen Oliver.

To be continued...
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Ballet in Education

In 1947 the Academy published the
"Children's Revised Syllabus"
(dance gazette, 1946) with the
aim to give children a basic
vocabulary of steps and allowing
them to make use of what they
learnt in simple dances. The
revised syllabus also focussed
strongly on the importance of the
relationship between music and
drama.

Regarding this last aspect,
Arnold Haskell commented:
"The Royal Academy of Dancing
does not wish to encourage a
'stage child', but the true
artist with a sound cultural
back- ground".
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Adeline Geneée's 50th anniversary

On 22 December 1947, Dame Adeline
Genée celebrated the 50th
anniversary of her first
professional appearance in
England. On that occasion she was
presented with an eighteen
century patch box, previously
owed by Anna Pavlova.

The box is made out of
tortoiseshell with a narrow gold
rim, in the inside of which is
inscribed "1897. To Adeline Genée
from the RAD, 1947".

The patch box is still on the
Academy's premises.
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New home!

In 1947, the Academy purchased
Fairfield Lodge to house the
three— year Teachers' Training
Course.

Dame Adeline Genée was
photographed by G. B. L. Wilson
while playing quoits at the
inauguration party.
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dance gazette is 80!

The first edition of dance
gazette appeared in 1930: it was
six pages long and no pictures
were featured in it (see Day 11).
In 1946 Arnold Haskell was
appointed new editor. Under his
guidance, our members'
publication assumed a new
direction loocking more like a
modern magazine, with an
appealing cover and images.
"Letter to the Editor" became one
of the new features: one example
is on the next page, praising the
publication's "wider scope" for
its coverage of "items of general
interest to us all".

Since then gazette has changed a
lot and it is still changing!
You can have an idea of how the
magazine looked like through the
years opening page 24 of the
current issue of dance gazette!

The Royal Academy of Dancing Gazette

-3

LerTer 1o THE EDITOR

Dear Sir,

I was delighted to see that The Roval Academy of
Dancing Gasefte is to widen its scope and cover items
of general interest to us all.

Although through the war, and owing to the fact
that I have developed tuberculosis, I have been unable
to take an active part in The Academy’s doings for some
years, the Gazette is always a source of great interest to me.

1 bave been ill since August, 1944 and have been in
bed most of the time or only getting up for a few hours
cach day. You may therefore be surprised to learn what
a lot of pleasure I have derived during this time from
my interest in ballet,

Through dancing myself, and later from visits to the
ballet, I first learned to appreciate music—not forgetting
the help of a very excellent teacher in this respect. Now,
«)?h a radio beside my bed [ sometimes hear portions of well-loved ballet music and memories
of the dancing give me a special pleasure in listening to the music.

Similarly, although I had always been interested in colour and painting it was really through
ballet I began to appreciate good pictures, and that is something else from which I can gain
any amount of pleasure to-day.

f 1 was very interested in your article on Ballet in Education, as 1 realise that had it not
for parents who first had the idea that I should learn dancing and allowed me to continue

I reached intermediate standard I should probably be without many of my present forms
of ent. I can remember even when [ was at school finding how nice it was to know how
% control and move one’s body and limbs and it is amazing when the sclf-discipline, which
¥ou mentioned, comes quite unexpectedly into force. 1 will explain to you what I mean.

During some medical treatment I had quite recently it was necessary that while it was in

I should bend slowly forward and then back, to the side and, in fact, into any position
Jwhich might help the doctor. 1 took it for granted that I should move as he told me and remain
(@8 position as long as he wanted and it was not until the Sister passed a certain comment
“one day that I suddenly realised that in these most unusual circumstances my dancing training
“Bad come so automatically into play. It was not only a help to me, but I was able to help
those who were trying to make me well.

So, you see, I am greatly in favour of dancing being linked with general education and being

correctly in schools, so that every child may have the benefit of learning through dancing,
nd it is ntl:t just the privilege of the lucky few whose parents allow them to attend a separate
! school.
I wanted you to know how heartily 1 agreed with your article and the new project of The
3 Academy, also to say how much active help and pleasure I have gained in my small way
0 dancing and the ballet, especially in these past months when time might have hung
Beavily on my hands.

Yours Sincerely,
SveiL J. JRFFERY.

AxNuaL GENERAL MEETING

The Annual General Meeting of The Royal Academy of Dancing was held at Claridges
‘Hotel, Brook Street, on Friday, July 19th.

- There were present the foilowing members of the Grand Council : Madame Genée in the
, Miss Phyllis Bedells, Dr, and Mrs. Brincker, Miss Grace Cone, Mr. and Mrs, Chamberlain,
Winifred Cullis, Miss Kathleen Danetree, Mr. Felix Demery, Lady Ebbisham, Madame
Espinosa, Lady Fladgate, Miss Ruth French, Mr. Anmer Hall, Mr. Arnold Haskell,
- Fred Isitt, Mr, Goodwyn Isitt, Madame Karsavina, Mr. D. G. MacLennan, Reverend C. B.
s Mr. P. J. S. Richardson, the Viscountess Snowden, Mrs, Jepson Turner, Miss Ninette
Valois and about 106 members.

~ The Chairman said that as the Balance Sheet and Report had been circulated to all the

, she would not recapitulate its contents, but would take it as read. There were,
, One or two items to which she would like to call attention.

The members would have noticed that the Balance Sheet again showed a profit, which
M to £1,285. Though not as high as in the previous year, the decrease had been
W at the meeting in 1945, One reason for this was to be found in the raising of the
3 of Overseas Scholarships from £100 to £200 sterling, which had been done to enable
#ehols to come to England to study., The rule had been made retrospective to cover the
War years, which had necessitated creating a reserve of some £700 in the accounts for the ye:/

A3
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The Wimipeg Tribune

e

First RAD examinations held in
Canada

In 1941 Dame Adeline Genée went
to Canada to hold the first RAD
examinations.

Five years later, Phyllis
Bedells followed her steps
landing in Winnipeg in 1946. The
event was reported by the
Winnipeg Tribune on 16 May 1946,
although the newspaper spelt
Miss Bedells's surname
incorrectly.

.-

BALLERINA: Former Lon-
doners will remember MISS
PHYLLIS BIDELLS, England's
great ballerina, who first danc-
ed at the Empire Theatre in
1907, She arrived in Winnipeg

‘| this morning to examine ballet
‘|students for the Royal Academy

of Dancing, Miss Bidells retired
from public dancing in 1935
and since that time has con-

ducted examinations for . the
v. This will be
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Patroness : HER MAJESTY QUEEN MARY.

THE ROYAL ACADEMY OF DANCING

Incorporated by Royal Charter.

LONDON

President : Madame AperiNe Gexte, M.I. et A.

The importance of teachers' training
courses

The RAD was founded in order to set
standards of teachers' training in
the UK.
In January 1939 Miss E. R. Gwatkin
produced a lecture on the need of
training courses for dance teachers.
Unfortunately, because of the World ‘{‘A\:PW
War, this new proposal was put aside W yiﬁ?g
and implemented only in 1946. "; ‘ﬂ&)},
LSNP,

Following Miss Gwatkin's lecture, a
"Very Important” notice was also
issued announcing the importance of
a training programme for girls "who
hope ultimately to obtain posts as LECTURE
Eeachers" .

GIVEN BY
Miss E. R. Gwarkin, M.A.,
ON A
SUGGESTED TRAINING COURSE
FOR TEACHE 9 NCING
Please turn over... NS, U DN
AT THE RoyAL AcApeEmY oF DANCING,

ON 8TH JANUARY, 1939.
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VERY IMPORTANT.

Special Training Course for Teachers
of Dancing

In addition to providing a training course for teachers of
Executants, The Royal Academy of Dancing is, in the
Autumn, instituting a course for training girls who hope
ultimately to obtain posts as teachers on the regular staff of
Ednucational Schools,

Those who have studied the lecture given by Miss Gwatkin
in January last and circularised to all Members will realise
the need for special training, also the essential difference
in the aims of the teacher of the professional and the
teacher of the child who is learning dancing as part of her
general education,

It is generally recognised that girls who wish to be teachers
of any subject should remain at school until the age of 18,
continuing their general education and giving special attention
to their chosen subject. These girls should have a knowledge
of the sciences on which their art is based, and also make a
study of the principles and method of education. In the case
of would-be teachers of dancing, however, there is real
difficulty as they must give a good deal of time to their special
subject while they are still young and their muscles supple.
Also under present conditions it is difficult to obtain sufficient
training in dancing inside the curriculum of the ordinary
secondary school.

This Training Course has been designed to meet these
difficulties as far as possible, and to fit the young teacher
for the time when dancing takes its place as an art in the
regular curriculum of the Educational School.

The Course will be of three years duration, consisting of

three terms of ten weeks per year. The classes and lectures
will be held on Saturday mornings and afternoons, the
student being under instruction in her dancing school for the
rest of the week.

The syllabi for Anatomy, Physiology, and Music have been
compiled in consultation with Teachers of the University of
London.

The conditions of entry for this Course are as follows :—
1. The candidate must be 17 years of age or older.

2. The candidate must have passed the Elementary
Examination of The Royal Academy of Dancing.

3. The candidate must have passed the School Certificate
or an equivalent examination or produce a letter
from her Head Mistress stating that she has reached
this standard in her general education.

4. The candidate's parent or guardian must give a
written undertaking that she will attend the full
course,

Entrance for the Course can be made by the candidate
herself, by the parent or guardian if the girl is a minor, or by
the Dancing School which she attends ; if the latter course
is adopted, however, The Royal Academy of Dancing gives
no undertaking to bind the candidate to attend the same
Dancing School for the duration of the Course.

The candidate must attend an interview with the repre-
sentatives of The Royal Academy of Dancing before she can
be accepted as a student.

The fee will be 456 guineas for the three years inclusive of
examinations, 16 guineas being payable at the beginning of
the first year.

Full details of the syllabus for the first year, together
with entry forms, can be obtained from the Secretary, The
Royal Academy of Dancing, 154 Holland Park Avenue,
London, W.11.
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War time efforts

During the war, the Academy held
knitting parties and sent regular
supplies of woollen garments, books,
sweets, cigarettes and fruits to the
crew of a minesweeper on the East
Coast. In 1944, the RAD received a
'vase' made out of a shell as a thank
you from the officers and crew.

The crew used to keep regular contact
with Kathleen Gordon, Director of the
Royal Academy of Dancing, by letter
one of which is published overleaf.
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The engraving reads: "To the Members of
the RAD with appreciation from the Ship's

Company, HMS Floreat III, 1944"






Day 17 Ivor Guest's RAD Memories...

i ; My first contact, so to speak, with
Happy 20th Birthday Ivor Guest

the Royal Academy of Dancing was
through Dame Adeline Genée. During the
time that I was preparing her
biography, we met almost weekly to
delve intoc her past experiences. She
was delightful, if rather formal, it
was always Dame Adeline, of course,
but it was also always Mr. Guest, even
though I was so much younger than she.
She would go over the chapters with
me as they progressed, making comments
and minor corrections. While the
focus was not on the Academy, I became
aware of it and what the organisation
was planning to achieve. This was in
Ehe late 1:9950s.

As part of our 20th Anniversary
celebration we want to acknowledge and
celebrate key individuals, members and
friends who are also turning 90 this
year and share in their memories of the
RAD.

I enjoyed very much my 23 years as
Chairman of the R.A.D, although there
were a few 'hairy' moments (I've never
understood how hair became associated
with serious problems) but, with
wonderful colleagues, we pulled
through. My next little story relates
to my retirement. On that occasion

Dame Antoinette Sibley, Tvor Guest & RAD dance ot S te wRndernn L er bt o e

school students at Ivor's 20th Brithday Party at glfts S lie to me. The most unusual

\ the RAD. Photo: Mark Lees /




gift was
Hotel at
was able
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experien
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COWS wer
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not scar
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outside
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and out

took on

the stay at the Headland
Newquay in Cornwall where I
to enjoy a balloon ride, a
rience. And what an
ce! Being part of the breeze

ws you along, seeing the cows,
s, the houses gradually become

tant, it was magic. But the
e the problem, for, when it

e to land, there seemed few

n that part of the country
such inhabitants, and we must
e them for that would offend
ers. Although carefully

ed NOT to put our limbs

the basket, the rather hasty
caused the basket to tip over
shot my right arm. Drat! It
the shape of a banana.

Ivor Guest in hospital with a broken arm.

Photo: RAD archive

We landed at the edge of a field, next
to a large collection of white
buildings. Lady Luck was with us 1Lt
was a modern hospital! A shaft of metal
with eight screws now became part of
me, to go “Beep beep” at airport
security. “Is your wife a sensible
lady?” asked the doctor when he
considered renewing the cast. I assured
him that she was, and so I was able to
start our summer holiday with only a

‘ stocking' protection.

Ann and Ivor Guest, still dancing.
Photo: Mark Lees ///
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Memories from Ivy House — Part Two by
Patricia Storelli RADRTS

The property used to belong to Turner
the painter and Pavlova had often said
she was glad to be living in a house
that had belonged to an artist. Ivy
House was big enough to accommodate a
rehearsal hall, her St. Petersburg
furniture, all of her company's
costumes and settings and children's
classes. I went downstairs and paid a
visit to the old stone cellars — even
there some “rencvation” was going on —
which ran under the whole extent of the
house. That area looked a little scary
and labyrinth- like. There Pavlova, as
I have already mentioned, used to store
all her company's sceneries, costumes,
wigs and theatrical properties. But the
part of the house I really longed to
see was the famous garden and Anna's
beloved pond, where she used to keep
swans, flamingoes and pigeons. It was
next to that pond that Anna spent most
of her time, whenever she was at Ivy
House, generally during the summer
months. There, lying in her hammock,
&;;? would observe her birds, feed them

Soon after Pavlova and Dandre' moved
to Ivy House, Anna was given two swans
as a present. Jack, the male, was a
beautiful bird but bad tempered and
only with time and the help of an
“Yexpert in swans” (the used to call
him the “swan professor”) she could
tame it and have him even pose with
her for pictures. Next to the little
pond — that she later enlarged - there
used to be a tent in which she liked
to have tea with her friends. I stood
by the pond, of course now deserted by
any kind of bird or swan, and then I
took a walk in the garden and sat
down. I was there, sitting in the
grass, where Anna had sat so many
times chatting with her husband or her
friends, with Maestro Cecchetti, or
entertaining guests. My visit to Ivy
House had come to an end, it was
almost five in the afternocon and the
keepers were getting ready to close
the gate. I thought my pilgrimage
would not have been complete without a
visit to Pavlova's resting place, the
Golder's Green Crematorium. After
Pavliova's sudden deathin The Hague,
Dandre' decided to bring her body back
to England and have her cremated. The
cemetery he chose is called ///



“The Garden of Rest” or “The Gardens
of Remembrance” and belongs to the
Golders Green Crematorium. It is
situated within walking distance from
Ivy House, maybe twenty minutes'
walk. The address is: 62 Hoop Lane,
Golders Green. Following instructions
kindly given by a passer— by, I
really enjoyed the beautiful walk
through gardens and mansions leading
to the Crematorium. Closing time was
approaching so I had to be quick. It
might sound funny or creepy but “The
Garden of Rest” is a really wonderful
place, with thousands of flowers,
especially roses, everywhere. To me
it looked like a vision from another
world, a window opened onto some kind
of magic land. The keeper kindly
asked us if we were looking for
someone in particular and when we
said “Anna Pavlova” he guided us to
the “Anna Pavlova Rose Bed”, a bed of
roses dedicated to her - other beds
were named after other famous people
— where a few graves were scattered.
I told the keeper I wanted to see
Pavlova's urn, but I didn't know
exactly where it was, sc he advised
to ask the main office. The manager,
an old - probably Jewish - charming

q

™ ady, received us very kindly

Anna Pavlova's Urn photo: Patricia Storelli

and showed us am album full of
Pavlova's pictures and newspaper
articles of the time. They were all
visibly much honored to have her in
their cemetery. She handed us a map of
the pace — that I still keep — and
said she would call the pardon in
charge of that area, the East
Columbarium, to guide us to Pavlova's
urn. I asked her if Dandre, was also
resting there, but she didn't seem to
remember, she just said we should
hurry because it was almest closing
time. The keeper came and took me to



Pavlova's urn. He was a very kind and
eloquent fellow who gave us a whole
wealth of information. He told me that
she has very few visits during the
year, except for the anniversary of
her birth; he also said there used to
be a pair of her pointe shoes next to
the urn, but they were stolen
afterwards. Pavlova's and Dandre's
ashes had to be flown to Moscow for
reburial on 14 March, 2001, but at the
last moment permission was withdrawn
by the Russian authorities and we will
now remain at Golders Green
Crematorium. The keeper showed me the
cases that would have transported
Pavlova and my Dandre's ashes to
Moscow. Their names were engraved on
top of the cases, on a golden metal
plagque, both in English and in
Russian. They were very happy — he
said — that Pavlova is still with
them. They had been the guardians of
her ashes since her death, in 1931. T
stood for a moment in front of Anna's
little curtain.. It contained so much
history, grace and beauty. A little
porcelain swan and a ballerina were on
each side of the urn, along with a
poem left by some unknown admirer.

Underneath Anna's was was Dandre's
urn, an artificial rose lying and a
little white swan in front of it.
There was so much tenderness in these
two urns, especially looking at
Dandre's, lying beneath the one of his
beloved Anoushka, whom he had
worshipped as a woman and as an
artist, faithfully following her even
after death. This is the image that I
took with me leaving the cemetery: the
one of a great woman who, in spite of
her glamorous success could never find
happiness and the one of a man who
followed his idol and his ideal for
more than twenty two years, always in
the shadow, faithfully, reaching very
close but never being able to
penetrate her real feelings. My
“pilgrimage” had come to an end and I
promised myself to be back to the
Golders green crematorium on my next
trip to London. I wish all people
involved in ballet visiting London
would stop by Ivy House and Pavlova's
resting place. It would be a fair
tribute to one of the greatest
ballerinas ever existed, such an
example of beauty, strength and
ethereal grace.
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Memories from Ivy House — Part One

byPatricia Storelli RAD RTS

During one of my trips to London, March
2005, I decided to wisit Anna Pavlova's
beloved “Ivy House”. This wonderful
mansion had been purchased by the
Russian ballerina and her husband
Victor Dandre, back 1912. Many
societies and associations owned the
's death and

in

property after Pavlova
recently Ivy House was purchased by the
London Jewish Cultural Center (LJCC),
and not yet re—- opened to the public.
To be more precise, King Alfred School
has bought the freehold of the whole
site and leased the main house to LJCC.
The school would retain the other
buildings and the grounds to use for
the benefits of its pupils. After a few
phone calls finally obtained
authorization to visit the house and
the surrounding property. I was shocked
by the indifference of LJCC's employees
when I mentioned my desire to visit the
place where Pavlova lived her last
years. They almost seemed bothered by
the fact

A

haa

that someone remembered her..

Tt was a beautiful and sunny day,

unusually warm for that time of year.
setloff early 1n the afternoon,
train to Golders Green and from there
started to look for North End Road.
House 1s actually situated in between
Golders Green and Hampstead, and from

both underground stations the wvisitor
has to walk for about a mile. It is a
pleasant walk, on a road lined by

parks,
houses.

W

s

"Tilaz

"Ivy House", pheto: Patricia Storelli

took a

beautiful trees and prestigious

i

Ivy
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From the Golders Green station we It was a bitter surprise that the whole

climbed Ehe little hill leading te place had been turned into a
Golders Hill Park, which borders Ivy construction site, with workers going
House. Golders Green 1is a very nice to and forth with bags of cement and
suburb, mostly inhabited by Jewish, other building materials, adding a wall
and it must have looked like a quiet or a door, destroying something else.
countryside village at the time Did they know about Pavlova? They
Pavlova was alive. I walked for bout surely didn't care..
twenty minutes an all of a sudden I
saw Ivy House, proudly dominating the I knocked the door of the construction
little hill of Hampstead Heath, office and told the responsible that I
enclosed by a high wall covered in had previously called and was there to
ivy, beautiful example of a British visit the house. “Okay, go ahead..” was
mansion. A blue plaque was indicating the answer, and I really did not need
that Pavlova had lived there from 1912 § more from him, all I wanted was to
o 1931 visit Ivy House and Anna's famous
garden and pond. The entrance door
A ToRPOR A A immediately captured my attention: a
A heavy, dark wooden door still bearing
PJPJ/\ the old locks of the time. I touched

the handle, a gesture that Pavlova had
surely repeated so many times.. In the
house everything was being rebuilt or
. altered: walls, windows, floors,

“VE‘d here | everything was being “restored”. I
19L2‘]93l would rather say “changed”.

pAVLOVA

I felt this was a profanation: that
place should have been a “Pavlova
Museum” (like the one John and Roberta

\ Photo: Patricia Steorelli /




Lazzarinl tried to create) and every
single part of it kept as original as
it was, but unfortunately it did not
happen. A few workers were inside the
house, busy in their tasks, curiously
glancing at me from time to time. Ivy
House is huge, like a labyrinth, you
can get lost in it.. I climbed the old
dusty stairs to the upper floor and
found myself into Anna's bedroom. Next
to it was her practice room. I opened
the big window overlooking the garden
and stood there, leaning on the
balcony, enjoying the view of Golders
Green below, like Anna had surely done
so many times over the years. I could
feel Pavlova's presence, very strong
everywhere, in the house that saw her
happy, the place she surely loved the
most after her grandmother's house in
Ligovo, where she spent her childhood.

When Pavlova came to London, she
started by renting a small house in
Golders Green — not far from Ivy House
~ but soon it became too small for
her. By chance she saw a sign on the
wall of Ivy House, indicating it was
Fors saile.

As soon as she visited the property
she just fell 1in Vove with) it;she
particularly liked the huge
descending garden flanked by the
municipal park and, of course, the
famous pond at the end of the
property. Pavlova was immediately
attracted to ivy House. This is what
Victor Dandre' - Pavlova's husband -
wrote in his book “Anna Pavlova in
Art and Life”.

“At first we rented it and then,
after having lived there for one
summer, she resolved to buy it and
began to settle into it, bringing
over her furniture from St.
Petersburg.” “I take the house” -
exclaimed, and looking at the pond
she said: “There I will have swans!”

she

te be continued...



TheFirst RADBall, 1939

In the first edition of dance gazette
(1920) the Association revealed their
ambition to 'build for itself premises
worthy of the Art of the Dance'. For
this purpose a special “Building Fund”
was opened. In aid of this the Royal
Academy of Dancing, as it was then
known, organised the first RAD ball.

The ball was a great social occasion,
which took place at Grosvenor House on
June 8, 1939. Princess Marie Louilse
chaired the organising Committee, and

E Programme Cover for Grand Féte de Ballet,1939

Ninette de Valoils devised the
entertainment - a Grand Féte de Ballet
based on the foundation by Louis XIV of
the Académie Royal de Danse.

centinues over page

Prefiminaty Notice.

PATRONESS :
HER MAJESTY QUEEN MARY

THE ROYAL ACADEMY OF DANCING

{incovperated by Reyal Charter)
President : Madame ADELINE GENEE, MJ. e A.

The First R.A.D.

BALL

IN AID OF THE
BUILDING FUND of The Royal Academy of Dancing
will be held
at Grosvenor House, Park Lane
on Thursday, 8th June, 1939, at 10 p.m.

President sod Chabrman of the Committes =

HER HIGHNESS PRINCESS MARIE LOUISE

The BALL will include a
GRAND FETE de BALLET

Louis XIV, founder of the first Académie Royale de la Danse,
views the famous Dancers from 1661 to 1845.

Arranged by NINETTE de VALOIS,

Tickets: TWO GUINEAS For Tx;:‘mlm please a::; to1
(including Supper) 15§ Holland Pack Avenne, W11

Preliminary Notice of the First RAD Ball,1939

7



Genée opened the ball partnered by
Philip Richardson. Eight hundred guests
attended the event and they all danced
until dawn. The ball was a triumphant
success and raised £1200 for the
building fund. It was immediately
decided that it should become an annual
event, sadly England was at war within
four months, and all focus was devoted
to the war effort.

Wr-» 7/:;,/

First RAD Ball,Bedells and Genée, 1939

THE FIRST R.A.D. BALL

AT
GROSVENOR HOUSE, PARK LANE, W.1, on THURSDAY, JUNE 8th, 1939
IN AID OF THE BUILDING FUND OF
THE ROYAL ACADEMY OF DANCING
Prasidest asd Chatrmon «
HER HIGHNESS PRINCESS MARIE LOUISE

Depaity Chubrmman
MRS, KINNELL

Vier-Chatroven
MADAME ADELINE GENER, MLst A
MRS, GEORGE NOLRSWORTH

Hom. Tressurer PRVopon MHES, NONMAN LASKI
EOMUND MEISCH, Feg LADY WADDILOVE
ROOM =2, CLANIDGE'S HOTEL
Sevretiry BROOK STREET, Wi Orgnindoes
Mine Onscana Telophone  Muylele ST Mws Fasan Bodmav

Als WA ks '{Z"/('"U.'/ ; s
4 U

I should 1like to thank you, on bahalf of
The Royal Academy of Dansing, for your Xkindness
in becoming & Member of the Committes for The
First R.A.D. Ball, snd for your very valuable
support.

I know you will be pleused to learn that,
with all expenses paid, we sh have mads
approximately £1,200.

Mey I also sxpress the grateful thanks of
our Chairman - Her Highness Princess Haris Louise -
%0 you, asnd her appraciation of your intersst which
helped to make the Ball a really great succsss.

Yours sincersly,

7

pe ’ /
Vol e
y ~ T et
/}‘(lu Hitdeessy %m«/b /’r' WEC by
{124 ’

hét

Thank you letter from Genée to Phyllis Bedells
for the First RAD Ball, 1939.
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Pamela May

Pamela May was one of England's
earliest ballerinas, second only to her
close friend Margot Fonteyn. Born Doris
May in San Fernando, Trinidad, where
her father worked as an oil engineer,
she was brought to England at the
tender age of four and studied dance
with Freda Grant. Pamela made her debut
in 1932, aged 15, while still a scholar
of the Royal Academy of Dancing.

h

Pamela then went on teo perform as a
principal dancer with the Royal Ballet
until 1952 and continued performing
with the company until she retired from
the stage completely in 1982. After her
retirement as a principal dancer, de
Valois invited May to become a teacher
at the Royal Ballet School, a position
which she held from 1954 until 1977.
Pamela May greatly influenced the
future of ballet in Britain and served
as a Vice- President of the Royal
Academy of Dance.

Please turn over the page to read
Clement Crips' article on Pamela May,
as see in dance gazette, lssue 3, 2005

Pamela May with Haskell,
photo: Brian Worth

Pamela May, photo:
Felix Fonteyn

Pamela May with
Students, photo:
Brain Worth



Clement Crisp pays tribute to an enchanting ballerina

Flawless style,
grace of means

emembering Pamela May, two Bowcive was sublimely mondaine). And
imeediate insiges of ber dancing sprmg  came her woek for the Royal Balket School, for

mind. The first is of her Aurora at thar  the Roval Academy of Dang

fioe grood causes

wgnificant mament when the Sadier's Wells All bevasght the imvolvement of
buallet moved to Covent Garden in February

1946. The opening might had, of course, shown

us Fonteyn's Aurora, but the secood E v, acdmired her vastly, rejoiced in
performance (and as [ recall it was 3 matinee) muments when we could talk. The Last time 1
b it Pancla May to the role, And was i Bermimgham al o matince

wonderfully chear in my mensory is her radiant Bleeninghans Royal Ballet 2 year ago. | was with
Mary Clarke {as much a fan as 1), and we met
With one

beauaty - blonde, serene - and the unassuming
cur of ber style. Here was an Aurora who Pamcla M
e live, most voice we started to recall her artistry as Auroes
ncers of that and Swanilda,

ay in the aisle as we left

grand

by an aristocrat, with nol

patidd our tributes 1o

b
stened o N artist, 01w  last happy

memory of her presence, and | shall treasure it,
as 1 do ber performances, as testimony to a
performer crucial to the great development amd
od a attainments of oar natsonal ballet

their scores! Constant La
throughout their ion
with a ravishing a
Aurors was marked by dgnity «

hesque. Pamela M

e

15 was

s which illuminased the rol
serpectation (how dearly |

techini

a memorably fin

ears!)
Grace of means tooched everything Pansela
May danced - we have but 1o recall her created

role in Symphowic Viriutions - bat my sevond
memory of ber comes from 1943, Alexandrs
Dranilovs and Froderick Franklin we
the Sadler’s Wells Ballet, and Danilova’s mag
Ber wit, her Petersburg authority, her

impeccable Jegs, and the
presence were intoxicateng. Alas, ingory struck
Doer final perforisance s Swanilda in Coppwlia
Whocould possibly reg
danced in her place and
enchanting readings of this d
role that 1 have ever seen. No sense of
dissppointment! Ma

wests of

danced radiantly, with
sunnaest humout, a delicrous saucioess and
flawless style. She remains, with Dantlova, the
most adorable inserpecter of the rule | have seen

There were many other roles she
illuminated. She was moanlight in Les
beautiful in all thing:

Théodore ie

Creation of
Befiore Us was utterly fetching, and when injury

curaailed her duncing, mime rofes were taken
and wittily so: ber Mothes in Cranko's Bonne

Here was an Aurora who was
truly an aristocrat, blessed with
a ravishing arabesque

Parreda May a3 Aurona in
The

150e 13005 dance gasette 77

A celebration of Pamela May

Ijust danced

Pometa My o Dunie ol

(RAD Aachivel

amela May, who died on 6 June 2008,
Pmm}.«hm;.u«na n with the RAI

She jained the Vic-Wells Ballet in 1934,
v in the cassics and creating hey rokcs in
sutte and The Prospect Before Us by de
Valois, and m Ashiton's Les Patimeurs, Syspk
fli May recalls career
milestones in previously unpublided interviews
wigh Janet Gillis

Born in Trinkdad (1917)

My father was 2 civil enginesr and he was sent to
Trinidad 10 work the oil fields. | can remember
asa child, the flames of the fires when they

w on stilts, It

caght. Onar hoene was 3 bunga

fso on the odge of a sugas forest, We used 1o
e caw sugar. | came home [t England
finally wiven | was four,

26 dance gavette hsus 3

Made by the RAD

The RAD prodduced me. | was
the RAD syllabes from sbout the
By the time | was 15, T had taken the final
examination - and that was the year when
Ninette de Valods first ssw me dance, when |
audstiomed 10 join the Sadler’s Wells Ballee, She
wrote in het fiest book that T was the be

phetely taught

e of seven

trasned chidd she had cver seen, and 1 was pute
RAD trained. | was very fortusate to have such a
teacher, Mrs Froda Grant

i said: "I can't bear the “e"on
May, | shall look like a hat shop’

Deris into Pamcls
Dame Ninette didn't B Doris [ May's real
marnc], We thought of a few
Same 10 me one nght be
Bell me that | was i the programme as Pamela
f, dancing the Pretude in Sylplides
WO Mactarn. 1 it bear the e on May, 1 shall
ok ke o hat shop. She agreed and took it off

de Valois
Ninette knew 10 every nose of the music
was going to give vou to do with your
hody. your onr feet, your head,
feves, right down to the litle finger, and you
0 gt cvery mament exactly right Bet it
85 50 chose that it was very easy 1o learn

and Les Patineurs |1937)

s, and she

he perfoemance 10

M danced with Ashton very early on in a haflet

allod Do, 1t ook place at & Customs, we
weere the fappers, §had 8o dance with Ashion in
this lintle pus de deus which was o high kicks.
He was lovely to dance with, he had such
wonderful chythm. Ashton has the music, and he
konows the music, and he plays
and he mowes around the studio. [For Loy
Pasinewrs|, be [was| soetof skar.
skate hehind him, And until he saw in your body
2t be Bad in ks mind « and he didn’t nund i
you thought up meovements yoursell ard showed
k that way

music 10 you

nd you'd

it and o was Bascimating 1o
And of course ich i all Ashron ke
exactly what be wansed. You y
make yourself fodd that you were danc

Touring to Paris (1945)
W had emany fricmds in the army who would

arties for us and 2 lot of generals and

v
brigadicr generals who were
Bulles would invite us for supper after the

We discovered that all the botels
3 had bot runming water, We didn't
o have & bath was very dithoult

terested I the

When we arrived ot these purties, the first thing
we used 1o say 1o them was,'H
hot water, may we have a barl hey were

absolutely marvellous. Two by two we would
rush off to the bathroom and have 2 hot bath.

1

€ YOU GOt any

Symphowmic Variations (1946)
1 wass ome of the three gicks, That was the

g, et 10 be I, We were on §

music | by Franck] - old-fashio
gramophone — we used 1o 5
roam and listen 10 this music for howrs, 1 think

[Ashion] spemt &

n the chorcography of

that ballet than any other, We bad 10 cancel the
first night becawse of Michael Somes hurting his

knee and it was really one of the best things that

1, because we had so much
time 10 change things. F think that's why it i
00e, BCause It was given time to

could have h.

such a perfiect

gt it absoluzely right
it was better to be blonde -1
have a more blonde personality

Going blonde
I homic Viriations|, the second girl was
Murgot Fonteyn, and she has very dark black

hair, and the girl o the right was Maira Shearer,

it red haer, and me on the left - mouse. Ar
arovich [the

whe

e up 10 me and said,
Pamela you huve got to goblonde! Sol gota
botthe of i, bleached it,
dried it, went dowr and | was blonde,
absolusely bloede, Ar
be hlande, because | danced Aurora [in
g Beauty] at that time, and it was
betrertobeac -mp‘nrh different Aurora [to
Fon because [ have a more blosde
personality

staved bMonde, It was

One night of Coppelia {1948)
At Covent Garden | had so stand in for
| Adexancira Danilos
1 had oely been tokd the mi
her foot was too bad, and | had

because she had an injury.
ht befure that
] dlidnt

e tell mysell, |

mybedy. | didn't e
¢ quaetly through the day _ and
age. Even Ninetie wrote to me

afterwards and she said, "Pamela, I wish you
always had fl gave the most superb
performance. Everything came off - 1 held
halances foe Jonger than I've ever hdd them in
my life, | did single double turns |'ve never
dared do on the stage befoee, all because | fdt 1
had ot 10 do this as 1 was standing in for
Danilora It was as if | was in a dream. | had no

nerves, 1 ddn't care, | just danced

Everything came off in Coppélia
~ it was as if I was in @ dream
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Some years later a second application
was submitted and in August 1935, HM
IheRoyal Charter King George V, at the last Privy
Council of his reign, approved the
Royal Charter for the Association of
Operatic Dancing. The charter was

In June 1933, Sir William Llewellyn,
President of the Royal Academy,
suggested that the Association now
needed and deserved a Royal Charter.

Genée set to work immediately and put Roval Chatter.
a petition together for the Royal
1 Georye (e Fifth, by the Graee of
Charter. However, the first oo lliond ey Wil o
3 2 King, Uefonder of the Paith, Bmporor
application was refused. at Tndin
= _‘_ I— ,_‘? - 1‘;‘|:R.1‘4I'rlll;1:;mm Shosw Prosents shall vome,

Petition for Ropal Charter.

To_The King's Most Eweellent Majesty in Council
ur

LN AL, LLI, Bir
Wil Lbewellyn, G0V .0, F5-A. Sir Hugh
Albenr, GALV.O. DMee, A Siss Lillan
e Boyts, C.H. Sie Willlam Henry  Willeox,
KOLE, OB, CMG, MD, P ROPF, Dase

Mue Konelal Grimmton, TLUBE, Sie Proderio
Cowent, Mus Doe. Sir Jolmeon Forbos
Robwrtson, M.A. Sly John Wlackwood Me¥iwrm,
MoA, LLD, Mas T, PR AN Sir Henry
John Geuvain, MA, MDD, MOk, FRCS
Profrasar Lauis Xapeleon Goavge Pilon, 0.8, K.,
o F.RS. Roglnadd Cheyne
2., M., F.RCH. Kenneth Ralph
tip John Sampry Tiohardson,
Mise Phiylbie Hodelbe and Mucann Adoline G
Iniet, Motting forth to the offoct following : -

M sy | L. What the Petitiomees s an Associstinon
andd wleo enrtuin of the Offlecrs theroof and
wortain other persons who are interested In
the urt of operatic chassion] and  national

dancing

Sak ki e budww i—

L
1he (Wi
LR ey 2. That the antd Assoctation (tloeeinafior
called * the Assoviation ) was founded on
the Slet day of Decsmber 1920 anil roceived
tho gracioos patromage of Hor Majwty the
Quieett k. Mateh 1624, N

[P -

o e whim ol Kb Avesetati ot 1

|
[ETE ST - y

s The Royal Charter, granted in 1935.
Petition for Royal Charter } '




eventually stamped with the Royal
Seal in 1936, and the Association of
Operatic Dancing officially became
the 'Royal Academy of Dancing' (RAD).
The following year in 1937, a coat of
arms was granted and the Royal
Academy of Dancing was presented with
armorial bearings.

THE ARMORIAL BEARINGS OF
THE ROYAL ACADEMY
OF DANCING

The Armorial Bearings of
Royal Academy of Dancing,granted in 1237

|-

PATRONEGS )| WER MAJERTY THE QUEEN.
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TELEPHONE
PARK TIO7,

154, HOLLAND PARY AvEnuE,
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15th August, 1935.

[ Aok soews: g

Kise Phyllis Bedells,
28, Quex Road,
London, N.W.S8.

Nogise to_the Grand Council
KZ4@é%.

I have the honour to inform you that His

& x)(}/lr"_'//f;;.f

Majesty the King has been graciously pleased to

command that the Asscciation of Operatic Dancing

of Great Britain sasll in future have the privilege

of being known s3 the Royal Academy of Danecing.
Yours faithfully,

M-
“ﬁ@%yﬁhh

A A r

Letter from Genée to Phyllis Bedells relaying the

news that the Royval Charter had been granted,
15 August 1935.

President.

N

f//



The first dance gazette

The very first dance gazette, The
Operatic Association 'GAZETTE', as it
was then known appeared in November
1930. The publication was free to
members and consisted of six pages and
no pictures. The main story was 'The
Story of the Association'. The GAZETTE
stated that the public must disabuse
themselves of the impression that the
technique of Operatic Dancing only
leads to the grand ballet and that it

must be studied only by one who wishes
to become a prima ballerina.

The Operatic Association GAZETTE,
November 1930. Turn the page to
view the first ever issue in full.




THE

OPERATIC ASSOCIATION

GAZETTE

The Official Organ of the Association of Operatic Dancing of Great Britain

No. 1 NOVEMBER, 1930 Trete
COMMUNICATIONS THE STORY OF THE ASSOCIATION

All communications, except in special cases
mentioned tn the following pages, should be
addressed ** The Secretary, The Association of
Operatic Dancing of Great Brilain, 154 Holland
Park Avenwe, Lomdow, W.11," and not to
any member of the Council by wame. The
Telephone number (s Park 7197,

THE ASSOCIATION OF OPERATIC
DANCING OF GREAT BRITAIN

Patroness :
Her MajrsTY THE QUEEN,
President :
Madame Apeuise Genér, Iet A,
Vice-Presidents :
Madame Lucia Cormast
Madame YvonNe Dauxt-Sreix.
Council :
Miss Puvirs Bepeus,
Madame Tamar Kansavixa.
Mr. D. G. MACLENNAN.
Mr. TrLix DEMERY,
Madame Jupimn EspiNosa.
(There are two vacancies to be filled.)
Sub-Committee :
(Children’s Examinations)
Miss Gracis Coxe  Miss Lorrary: Nortox.
Mrs. Frioa Graxr, Madame SMURTHWAITE.
Miss TrExE Hammoxp, Miss Licuie Cong

(Seceetary).
Secretary
Mr. Puiie J, S, RicHARDSON.
Premises ;

154 Hotraxn Park Avesug, W.

In the sccond quarter of the nineteenth
century, when those great Continental dancers,
Taglioni, Grahn, Cerito, Grisi and the two
Elsslers, then at the hcighl; of ht:f“ fame, were

uently appearing at Her Majesty’s Opera
imm in) London, the ballets then presented
proved of greater attraction to the Opera goens
than the Operas themselves and, possibly on
account of this very inumalemamdaﬂon l:‘ﬁm
Opera that form of dancing which is popularly
referred to as “ ballet "' dancing, became known
in this country as " Opcﬁtic‘;mdamin‘i %

" Operatic " or * ballet * dancing began
take a definite shape in the third quarter of
the seventeenth century when Louis XIV. of
France (“ Le Roi Soleil '} founded the * Acad-
emie Royale de Danse " with the ptimg.object
of correcting the many emors which were
creeping into the dance of that day owing to
the absence of any controlling body into whose
care could be entrusted the preservation of the
correct and traditional technique.

Ten years later this body became the
* Academie Royale de Musique et de Danse "
and, cxcept that the w “ Royale " has
become " Nationale," its title may be read over
the portico of the present Opera House in
Paris, its modern headquarters.

At different times and in other countries
similar institutions were created either by
Governments or Kings—in Milan, in Copen-
hagen, in Petrograd and in Moscow, and it may
be said that owing to the existence of these
Schools where the true technique of the dance
was preserved, the wonderful dancing of
Camargo, of Prevost, of the Vestris, of Marie
Taglioni and, in more recent days, of Genée, of
Pavlova, of Zambelli, and of stars of the
Draghileft Ballet was made possible.

The public must disabuse themselves of the
impression that the technique of Operatic
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Dancing only leads to the grand ballet and
that it must be studied only by one who wishes
to become a prima ballerina

It is the basis of two-thirds of the dancing
that is seen in the theatre, the music-hall or
the cabaret, and it helps in one hundred per
cent. of all dancing, except modem ballroom.

But the technique of operatic dancing has
nmcthingmannmnmhﬂiculm: it
has a d physical develop value.
b&camwmmmmuuw-

ly as perfect as is pessible, and by this is
meant, not the abnormal development of any

icular set of muscles, but the normal
lopment of every part of the bedy, includ-
ing the Jungs and all other urgans,

A very large part of the operatic training is
devoted to exercises which encourage this
normal development and help to give the brain
complete and instantancous comtrol over all
muscles and movements, The other part of
the training is devoted to the leaming of the
correct way to do those movements,

Now perfect bodies are desired not only by
dancers : every growing child desires one, and
%0 part of the operatic training could, with
advantage, be given to every schoolboy and
schoolgirl in this country,

The above short introduction will help to
make it clear how very essential it is, not only
from an wsthetic point of view, but alo from
A health point of view, that operatic dancing
should be taught correctly in this country.

Owing to the absence of any State or Royal
School which could be turned to as a critetion,
t=aching in England only a few years ago was
ata very law ebb. Students were being taught

d to

Madame Thamar Karsavina, Madame Lucia
Cormani, Miss Phyllis Bedells and Mr. Espinosa,
with Mr. P. ]. S. Richardson, Editor of The
Dancing Times, which paper had instituted
the * Dinners,” as A
Broadly, the aims and of of this Asso-
ciation are the improvement of the standard of
Operatic D:‘nuul;g and ;he clevation and ad-
vancement Art of Dancing generally in
the British Empire, in particular :— ?
(a) By accepting as Members only those who
g:yl:ewrlnlytkcmmc
ve a knowledge of the correct
Elementary Technique of Operatic
Dancing.
(4) By insisting that all Members who are
Teachers teach the Operatic technique

% correctly.

(€) By undertaking from time to time any
activities such as lectures, demonstra-
tions and classes which may belp to
bring about the aforementioned ob-

jects.

(d) By stressing the Educational and Physical
value of dancing for young children
by the holding of * Children’s Exam-
inations ' in sim Operatic and
mc:‘ approved of dancing

ich encourage poise, line and physi-
cal development.

How far the Association has succeeded in
carrying out these ideals may to some extent
be gathered from the fact that in March, 1928,
the Association was honoured by Her Majesty
the Queen, who graciously consented to become
its Patroness, and from’ figures given by the
President at the last Annual General Meeting :

The Associati b h

not only bad dancing, but were p
do harmful exercises. " Toe work," before the
legs had been prepared for it, was itted

now 1w

and individeal parts of the bodies were devel-
oped at the expense of others.

Recognising that littke or no help could be
ex from the authorities, who have so far
methetls vai of roordag- pag-todbsn

i ing. a fow thinking
members of the dandn:" ion decided to
take matters in their own hands. A tentative
attempt to do this during the War had failed
largely owing to lack of confidence in each other,

This lack of lence was prob d

E: and many its more advanced ones.

The number of candidates attempting the
El v, I i Ad d and Salo
Examinations during 1929 was 001, an increase
of 108 over the ing vear. Of these 339
were successful

During 1929 thirtysix special classes were
given to members by the Council, nine of
these being held in the provinces.

No fewer than 225 classes were given for
f of the Association” in London,

ham and Notti

when the “Dancers Circle Dinners™ were
instituted in 1920, and teachers and artists
were enabled to meet one another and exchange
ideas. The immedial iate result of this exchange
of ideas was the founding on December $1st,

By 3

The entries for the “ Children’s Examina.
tions "' totalled 3,086, being an increase of 201
for the vear.,

In the ten vears of its existence it must be

1020, of the " Association of Operatic Dancing
of Great Britain," with Madame Adeline Genée
as President and a C i ssting of

d d that a great deal has been done. For
u long time its work was purely curative : the
evils that had grown up on all 'sides had to be

di 1, and s0, to many, its progress may
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seem to have been slow, From the beginning,
however, it was recognised that to attempt
creative work until a sound foundation had
been sccured would be to court ultimate
disaster, To-day the foundations are nearing
completion, and the object of this brief notice
is to draw attention, firstly, to the work that
has been done and, secondly, to the importance
of good dancing not only as a spectacle but as
an instrament which can play an important
part in the education and physical development
of Young England,

JANUARY EXAMINATIONS
The January Examinations will be held at
154 Holland Park Avenue us follows :
Monday, Jan, 12—Elementary
(Teachers” Day).

Tuesday, ,, 13—Elementary

{Students and Pupils),
Wednesday ,  14—El -

(Students and Pupils),
Thursday, ,,  15—Intermediate

(Teachess' Day).
Friday, . 16—Intermediate
(Students and Pupils),
Ad P

A

day, , 18 2
The closing date for Entries for the above
Examinations is Wednesday, December 315t
Entry forms may be obtained of the Secretary.

PROVINCIAL EXAMINATIONS
In resp {0 many eng and requests,
the Comcil has decided to hold Flementary
and Intermediate Examinations in certain
provincial centres in order to save candidates
the c:?eme of a long journey to London.
These i will be conducted on lines
exactly similar to thoe purswed in London.
A commencement will be made in January
with the following : i
SHEFFIELD : Friday, January 23rd—
El In the af

yvin the £
there will be a “ Free Class" given by a
member of the Council open to all members,
including those who have passed the Elemen-
tary Examination in the moming,
LIVERPOOL : Saturday, January 24th —
Elementary at 10 am l'!lmmidiatz at
2 pm, at Crane Hall.
The Closing date for entries for these Ex-
aminations at Liverpool and Shefield is
Wednesday, December 3lst.  The entries

should be made on a special form (obtainable
of the Secretary in London).

FREE CLASSES
LONDON

The following “ Free Classes " have Ieen
arranged, Each class is o) to all members
of the Grade specified, They are held at 154
Holland Park Aveaue,
Wed, Oct. 8 (3 pm.),

Elem. and Inter. .
Tues, Oct. 21 (4

pm.), Inter,

Fri, Oct. 31 (3
pm.), Advanced . Mme. Gende,
Wed,, Nov. 5 (3 p.m.)

Elem. and Inter. . Mme. Judith Espinosa.
Fri., Nov, 14 (4 p.m.),

Inter; .. . ..
Fri, Nov. 21 (2.30

pm), Elem. and

IBURE 57 o
Fri, Dec. & (4 pm.),

Jnfer,. . 4.

Mme, Judith Espincsa.

Miss Bedells.

Miss Bedells.

Mr, Demery.

. Miss Bedells,
Fri, Dec. 12 (230
.m.), Elem, and
nter. . . ., , Mr Demery.
Thurs., Dec. 18 (3
pan), Advanced . Mme, Genée,
Thurs, Jan. 15 (8
pam.), all members  Mr. MacLennan.

PROVINCIAL
(In every case open to all members.)
Bresincuasu—
Sat, Oct. 25 (2
pm} . . . Mr Demery,
Please apply to Mme Lehmiski, 61 Station
Street, Birmingham,
Liverroor—
Sat., Nov. 15 (2.15
pm.) at Cranes Mme Karsavina.
Please apply to Miss Butterworth, Cranes

Buildings, Liverpool.
MaNcHEsTER—
Sat. Nov. 15 {10
am) at 602

Stretford Road Mme. Karsavina,

Piease apply to Miss Suffield, 250 Deans-
gate, Manchester, before November
12th.

Page There
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Drrsy—
Sat., Dec. 6th (4.30
pm.) at 19 Sg,
Peter St. Mme, Judith Espinosa,
Please apply to Miss Nanecy Clarke, §
Western Terrace, The Park, Notting-
ham, before December 3rd.

SHEFFIELD——
Fri, Jan. 23. (3.15

p-m.) at the

Builders' Ex-

change, Cross

Burgess St.,

Please apply Miss Estelle King, 159
Burngreave Road, Sheffield.

BRADFORD —
Sat., Jan. 10 (4.30

p-m.) at 32

Keighley Road . Mr. MacLennan.

Please apply to Miss Braybrooke, 32
Keighley Road, Bradford, before Jan-
uary Tth,

Hur—
Sat., Jan, 17 (245
.m.) at the

salisbury Hall . Mr. MacLennan.

Please apply to the Scerctary, 154 Holland
l’a:ﬁ Avenue, London, W.11, hefore
January 14th,

SEPTEMBER EXAMINATIONS

The following pussed the Elementary Ex-
amination (—

Adeline Mary Andrews, Joyee Bradbury,
Doreen Breyer, Susan Brown, Winifred Bruce,
Joan Davison, Sheila Drake, Lorna Drews,
Norah East, Betty Ellisdon, Lulu Featherstone,
Marion Fletcher, Viola Frymann, Olga Gjukitch-
Gilman, Ninette Gold, Rosie Hale, Kathleen
Howard, Olga Jackson, Barbara Stewart Kent,
Helen Killick, Mollie Kilner, Theo Langley-
Jones, Betty Joan Lockier, Annie Arthur Love,
Vera Mail, Mary Meekings, Barbara Miles

Peggy Bullin, Rosalind Melville Copley, Daphne
Joyee Corbett, Doreen Corral, Margaret Tsobel
Daniels, Susan Edmondson, Barbara Ellis,
Joyce Fiske, Bronwen Grove, Margaret Hoare,
Jovee Holloway, Margaret Annie Jones, Doris
May, Doris Mortlock, Barbara Moseley, Audrey
Simmons, Fanny Spicer, Mollie Wainwright,
Phyllis  Williams, Barbara Wood, Alice
Woodward,
—_—

SCHOLARSHIP CLASSES

An Audition is held in the Spring of each
vear for pupils of members who wish to benefit
by these classes.  The children must be between
the ages of nine and thirteen at the time of the
andition, and those who are chosen benefit to
the extent of two free classes a week, given by
an Advanced Member of the Associati

Children who are accepted for these classes
must guarantee to continue to take their usual
number of lessons with their regular teacher,

The centres where these classes are at present
held are ;—

Loxpox. Teacher, Miss Noreen Bush, (Miss
Dorothy Chaplin is acting as deputy
duning Miss Bush's indisposition.)

Nornscram,  Teacher, Miss Nora Feam,

Birsmincras.  Teacher, Miss Kathleen
Danetree,

All classes will be suspended from December

20th until January 1st for the Christmas
holiday.

SPECIAL NOTICE
The Operatic  Assoctation Gasetle will be
posted froe to all Members of the ** Association
of Operatic Dancing of Great Britain ' four
times a year. The dates of publication will be
approximately the first of November, Februiry,
May and August.

THE LIBRARY

A number of exceedingly valuable old books
on dancing are © ined in the Association’s

Florence  Newbegin, Kathleen H 1
Newbery, Andrewina Ovenstone, Rhoda
Esmond Parks, Dorothy Pitt, Betty Powell,
Alma Purkiss, Doris Margaret Russell, Molly
Simpson, Pamela Standish, Phyllis Stanley,
Marion Swingler, Elsie Walker, Ruth Ward,
Pixie West, Mabel Wilford, Beryl White,
Doreen Whitfield.

The following members passed the Inter
mediate Examination :—

Ruby Bokenham Abbott, Meryl Marjoric
Baker, Margot Bassett-Smith, Daphne Bettys,

Page Four

Library. The majority of these were be-
queathed to the Association by the late Rev.
Ste\\"ﬂ Headl AL 1 may 1t m
books, but may not remove them from the
Association’s premises.  Application should be
made to the Assistant Secrctary,

THE TAGLIONI WINDOW
The stained-glass window at 154 Holland
Park Avenue, between the entrance hall and the
office, in which Marie Taglioni is depicted, was
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originally in the “ Empire Theatre," London.
&'molmun of that building this window
auld also many costume designs by the late
C. Wilbelm were purclused by Madame Genée
and p d to the Associ

A SOLO DANCE
The following is a description of the Solo

Dance arranged by Miss Bedells and shewn by

her to the members last July.

Music : " Passe pied " from ** Le Rei s'Amuse "
by Delibes.

L Enter from up stage L. Two Gavotte

ps forward R. and L. Four little

cms devant and two dainty walks.

epeat the whole—which finishes down
stage centre,

2. Posé en avant : coupé dessous and pas de
bourrée dessous. Repeat to cther side :
glissade en amritre and pesé en arriére
in arabesque de face once each side
then emboites to L. front corner.

4. The next step travels towards the R. across
the front and round in a semi-<circle to
up stage centre. Four glissades alter-

CHILDREN'S
EXAMINATIONS
THEIR OBJECT

As it is now becoming generally recognised
that Dancing, properly taught, provides one of
the best forms of physical and artistic culture,
the * Association of Operatic Dancing of Great
Britain "' has formulated this series of Exam-
inations in Dancing for Children with the
intention of providing

{a} a carefully graduated course of artistic

and technical study in dancing based

upon the soundest principle and suit-

able for the amateur pupil who has,

perhaps, only one lesson per week,
and

(8) a means of g expert
from time to time as to the pmgmss
which the young student is making,
This series of Examinations is absolutely non-
competitive, and must in no way be confused
vﬁlh the Mcmbemhlp anminauam of the

nately dessous and dessus—one sissone
doubk—posé R ala Qecnnde and one

ent t en dedans,
then mpcat the whole.

4. Six pas de bouréc devant with the back
foot and one pas de bourée dessous—
then six derriére with the front foot and
one dessous . the fondu and extension
is accented before the first of each group
of pas de bourées,

5. Sissonc passé en avant—; en avant and
close Sth sissone de}:-:sre posé  en
arriére and close Sth—then four pas de
bourées alternately en avant and en
arnére.  Repeat the whole,

6. Four sissones fermé en avant, one demi
contre temps one coupé dessous and
pas de bourée renversé, Repeat the
whole to the other side.

7. Four coup® fouetté raccourci; then coupé
dessous and dégagé L. in fourth ouverte

—petite battements in front of the
lnstep and dégagé 4th then four Retirés

L 8 Esﬂuhu quatre and relevé passé en avant
times travelling forward ; then
to R. and dégagé L.—then step to
L. and dégagé R. Finish with two
sur place in 5th and curtsey.
Thx Exp.
may be done sur les pointes or
Costume 18th Century.

iHd

This
in

4

* which require a far
lugbcr standard of knowledge, and are formu-
lated for the student who is about to take up
dancing as a career.

Examinations are held both in the Operatic
and Greek styles, and are divided into four
Grades

The Syllabus for the Four Examinations
(Operatic) has been drawn up by a Committee
of Teachers who have had experience with
children of all ages.

The Syllabus for the Four Examinztions
(Greek) has been drawn up by the ** Association
of Teachers of the Revived Greek Dance,"
with whom the Committee of the Operatic
Assceiation will consult on all matters apper-
taining to the Greek Dance,

The Examiners are appointed by the Com-
mittee of the * Operatic Association.” Anyone
who is required to examine the Greek pomon of
the Syllabus has been approved by the ** Asso-
ciation of Teachers of the Revived Greek
Dance."

A umfom system of marking is followesd by
the E at all E Candi-
dates who obtain 65 per cent. of the possible
marks shall be entitled 1o receive a Certificate :
those who obtain 85 per cent. shall receive an
* Honours Certificate.”

These Certificates catitle the holder to no
E::Icgu at all above the satisfaction of

wing that they have successfully reached a
certain stage in their work.
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Entries must be made on a special form
which can be obtained from the Secretary.

The Examination Fees, which must be sent
at the time of making the entry, are as follows :

Grade. Operatic, Greek.

1 7s. 6d. Ts. 6d

2 10s. 6d. 10s. 64

3 15. 0d. 1. 0d.

‘ s, M 2s. N
Candid 1 No
weshallbepuenuu themmdnmgm
Exami except the Exami an officer
of the " Operatic Association " and the accom-
panist. latter shall be in the room only

whilst actually accompanying.

Al panying must be ged for by
the Candidate. The Candidate will be given
due notice of the date and time of the Examina-
tion.

There is no age limit for Candidates. A
commencement may be made with any Grade.
There is no necessity to pass Grade 1. before
Grade IL be attempted, and so on.

DATES OF
WINTER EXAMINATIONS
Approximate dates—December Ist to 20th.
Closing date of Emtries—From the Provinces,
November 8th | from London, November 10th.
No Entries will be accepted after these dates
under any circumstances. Whenever possible,
eutry forms and fees should be sent in to &
Local Organiser.

LocaL SECRETARIES AND ORGANISERS.

Birmingh Madame Lebmaski ftesbury
Bnhﬁnp, Station Sum.

B h and Miss Wood-
ward, Norman and Saxon Studio, Gervis
Place, Bournemouth.

Bradford—Miss Braybrooks, MAT.RGD.
(Miss M. &-ms«ml Inter.Cert), 32

Manningham.

Keighley Road,
Brighton—>Miss Grey, Regency Hall.
Bristol—The Misses Parnall (Miss Peggy King,
Elem ), Studio of Dancing, 20 West Park,
Clifton,
Chester—Miss Hammend, Grosvenor Hotel,
Hastings—Miss Edith Carlyon, 29 Magdalene
Road, St. Leonands-on-Sea.

Liv —Miss Butterworth, Cranes Building,
anover Street,
Manchester—Misy Mollie Suffield, 258 Deans-

Fate.
Newcastle-on-Tyne—Miss Lazenby, 10 Oshorne
Termace Teamond.

Northampt, Miss Deverson
Jimm&_hool B By Ah::

\mm;h:m—)lu Nancy Clarke, 9 Western
Terrace, The Park,

Sheffield—Miss Estelle King, 159 Bumngreave

Southsea nd Portsmouth—Miss P. Whitely,
29 Palmenston Road, Southsea.

Westclifie and Sn-md—)li- Heaven, 153
Hamlet Court Road, Westcliffe-on-Sea.

\Vut;no:;per-uuh){m Blott, 68 Walliscote

EXAMINERS

The following ladies have been appointed
" Chikiren's Examiners.” The letters O, and
G, after their names signify " Operatic " and
* Greek " respectively.

Miss Chamier (G.).

Miss Grace Cone (0. and G.).
Miss 1D. Cope (0, and G.),

Miss Kathleen Danetree (0.}
Mrs. Freda Grant (O, and G.),
Miss Irene Hammond (0,).
Miss Olive Handley (0.),

Mrs. Hay (G.).

Miss Theresa Heyman (0. and G.).
Miss Estelle King (0.},

Miss Doris Idle (G.).

Miss Moreen Lawrence (0)),
Miss McBride (G),

Miss Lommaine Norton (0.).
Miss K. Oliver (0.

Mme. Smurthwaite (0. and G),
Miss Sybil Spencer (0.).

Mrs. Van Dusen (O0.).

BUILDING FUND
llbdnmbnimolﬁn.\-whﬁonhhull

for itself worthy of the Art of the
Dance, For this purpose & special ** Building
Fund " has been Already  the

President has received a number of donations
from those who approve of the work the Associa-
tion is doing.

Members are invited to contribate towanls
this fund to the best of their ability, Already
several have devoted either the whole or a
part of the net proceeds of Entertainments
which they and their pupils have given. It is
hoped that many more will follow their
example.

g
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Focus ona RAD Life Member

Patricia Beadle, 9
years old in
scholarship ballet
dress 1937 (N.B.
hair down but only
for the photo, for
in class in a
tight bunl)

Patricia Adams (Née Beadle)ARAD,FISTD

Patricia Adams (stage name Patricia
Barry), a life member of the RAD, has
had a long and memorable career as a
professional dancer, teacher and
choreographer. Studying under the
tutelage of Madam Judith Espinosa,
Patricia was one of the few to be
selected to perform with the RAD's
Production Club “Grand Fete de Ballet”,
arranged by Dame Ninette de Valois and
Dame Alicia Markova. The performance
was held at Claridges Hotel, attended
by H.M. Queen Mary.

In 1940, Patricia received the Solo Patricia Barry,
Seal Award and worked with Ivor Novello| Duke of ¥ork Theatre
for five years.Patricia then opened a
School of Dancing at Plumstead Common,
London where all her pupils entered RAD
grades and later major exams. She has
also choreographed for TV and theatre
all over the country.

Please turn ocver...

A
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Day 9

The First PublicMatinée

In October 1923, the RAD, still the
Association of Operatic Dancing
moved into its own premises at 154
Holland Park, London. In November
of the same year, it also produced
its very first and extremely
successful matinée performance at
the Gaiety Theatre. Genée herself
danced in public for the first time
in seven years, partnered by
Phyllis Bedells, en travesti.

Programme for the Association of Operatic
Dancing of Great Britain's First Annual
Matinée, held at the Gaiety Theatre on
November 8 1923.

Please turn over...

ASSOCIATION OF
OPERATIC DANCING
OF GREAT BRITAIN.

FIRST ANNUAL ...

MATINEE

Unider the Grichwm Patrosage af
HER MAJESTY QUEEN ALEXANDRA.

Gaiety Theatre
(Kindly besst by ROBERY EVE TT. Bag )
NOVEMBER 8th, 1923,
245 p.m,



Prog

" Excelsior ™ Marenco
THE ORCHESTRA.

(Conductor—Mg, MerLix MORGAN.)

1 OVERTURE

2 “NO ENGLISH NEED APPLY."

A Divertissement with Words.  Written by P, J. 8, RiciHARDSOX,
Music selected. Produced by Espixosa.
Scenc—The Office of a Super-Agent.

The Super-Agent - " SrerHeN Havy,
Miss Smith, hu typist .. v LENA Kine
Biffles, his office boy W BETTY ARvsTrONG
The Super-Producer . W. CARLYLE ATKINSON

Dutch Duncers: Jover CarFvy, K.mum\ \hmu\. PuyLus Saxox,
Eiekex Tapeuiir, NowkiN Ricwanps, Movrtg JEFFERsSON, EDNA
MovsiHax, DapHne Saxow,

Russian Dancers : Puviias Npat, Hecesa Lewsiski, Prooy Beary,
Mawdony Poxcia, KATHLEEN Law, DoRotHY Lawsox.

Danscuses Grotesques : Viorer Minteie, VioLer Forrescur, YVoNNe Vax
pER  ELsT, ELPREDA PARKER, K ATHLEEN HEWITsoN, MARGARET
Hemury, Lovie Epwarps,

3 Authentic Scorcn Daxces.
Arrunged by D. G, MacLexxas.

** The Roud to the Isles.” ... Doxatn R. MacLENNAN

o bc:mn 'I'mbh.u avs D. G. MacLexxax
Scormisa Liky ok Jig - .« drax G, Lawsox
Swokn Daxcs .. ALeX, McInTosH
STRATHSPEY AND [(kEL 0 TuLLOCH  ...D.G, MacLEsNAN, ALEX. MCINTOSH
MOREEN LAWRENCE, JEAN G. LAWSON

Bacemes MAwcH ..
OLp HigHeaNn Daxci

4 Genuine ITALIAN TARANTELLA.
Arrunged by Lucia Cormast. Music from La Dansa by Rossing,

Boys: Dasy Davzien, Jovee Bumy, Enxa MovNimax, Vera Surroxs,
Iiis MONTGOMERY,

Girls: Dororny Cuapuix, PHyLuis SaxoN, KaTHLEGN Murrax, BELeguoa
PANKER, VERA MILLICAN.

5 “LE CABARET."

Synopsis by Eve KeLLaxp, Music selected,
Arranged by EspiNosa.

The Girl - “ v Errin Laxpav
The Boy ... Espinosa, Jun,
The Waiter H. WHITESIDE

Extrgat from the Hules made Ghassboriain, 1. The ;
T 1 l‘-m wan leave Ih‘)ﬁllﬂ‘ e end wf the I—!’ﬁ*:‘:‘m '.

¢

me.

6 A Suite oF 18tH CexTURY DANCES ...
ApBLINE GENER

.»\ccompauicd by the Cuartix Trio (Harpsichord, Nellie Chaplin ;
Violo d'Amere, Kate Chap n; Viola da Gamba, Mabel Chuplin),

(@) Musette ... - e Ramean
(5) Tambourin o ” o Ramean
(c) Colinette  ka Cour vve w  Gretry
{d) Solo Harpsichord—Sonata No. §, Poco Lnfgo . DN

(€) Gavotte %
) Instrumental Ente'acte—Courante from Playford” s " Dancmg \hnur "
W) Victorian Menuet—"' Le Celebre Menuet d' Eund -

In this dance AbELINE GENEE will huve PuyLLis BEDELLS as p.lrtnu'

INTERVAL.

wo “Coppeia™ .. .. .. Delibes

THE ORCHESTRA.
(Conductor—Mr, MerLIN MORGAN.)

7 SELECTION ...

8 A Revival of the famous Empire Ballet—
“THE DANCING MASTER"
A Ballet-Divertissement by C. WiLHELY,  Music by Cutniirr CLanke.
Produced by Espinosa.
Scene—~A Practice Room attached to an Opera House.

A Violinist ... Grace Coxn
Coulisse, a call boy - <. MoLLY Setox
Lutine, a mischievous pupil ... «  Bans EspiNosa
Armand, son of M, Plrouctte . Hexry WHITESIDE
Celestine, Madame Pi ... THERESA HEYMAN

Raphacl, a dandy, son of the Baron
Monsicur Pirouette (his orij inal pa Espixosa
Mimi Lafleur, a debutante (her onguml pam " PrvLiis BEDELLS
Madame Lafleur, her mother .. as S JEANIE SMURTHWAITE
The Baron SrepHeNy HaLL
Rosita, pfcm-ere d-ucuu o( the Opem Evrie Laxpav
A Scenic A W. CARLYLE ATKINSON

'?hen: Moum&x L.\wuuxcv.. THERESA Masnk, Heeexa Lummiskl,

zouy Braty, Maworie Poxcia, Karurees Law, Noweex BUsH,

Mumu CARPENTER, BETTY SKINNER, NORERN RICHARDS, PHYLLIS
EAL, DorotHy Lawsox, FREDA CLARKR, PHYLLIS SAXON.

Dandu:s Eoxa Movsinay, Puyvius Porter, Buespa Dusaerr, Joves
Buny, VEra Sutrox, Imis MONTGOMERY, JEAN BOGGON.

Pupils: Vera Micuicay, Bemvi Pave, Brexpa Burserr, BiLue
SrewaArT, DapHxe Saxox, Gravys Hawmsox, Dusy  Daczies,
Dororay  Crarein, Katueeey  Hewimsox, VIOLET  FORTESCUE,
ELFREDA PARKER, KATHLEEN Harvier, EiLEex TAPERELL, JOVCE
CarryN, Jessie Picguart, Katuiesy Merran, Dorotay WILLIAMS,
VERA ANsSTEE, BArBARA WiLLIAMS, MoLLig JirparsoN, BELLE Davey,
Yvosse VAN DER ELST, MARGARET Hmu«v. BETTY ARMSTRONG.

_ Euxice Wesrox

Miss Ex 1 -la Aind of M R, ll (n'll nml Julhn Wik
gt ey e vy 4 r.,..a..““ﬁ‘:’u.‘f.m.a.n"i‘ - kissou, and
Em mL n”nr by kind purmissson of Mr, Mn ! ﬁ.

and responsible Masager of the ‘nuun m—l I- prhl-l oo -vny ’hylﬂl
" Wheen

entrance doore which mist e ceibmasde

Please turn over...
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The second public matinée, also at
the Gaiety Theatre was in 1929. It
marked the last public performance
by Espinosa but also featured
Karsarvina, Anton Dolin and
Phyllis Bedells, dancing Swanhilda
and Ninette de Valois, now a
member of the Association (RAD).

ASSOCIATION OF
OPERATIC DANCING
OF GREAT BRITAIN

SPECIAL
Programme for the Asscociation of
Operatic Dancing of Great Britain's -

Second Special Matinée, held at the
Gaiety Theatre on July 4 1929.

Gaiety Theatre

(Kingly tent by LADDIE CLIFF, Hug)

JULY 4ru, 1929

please turn cver... AT 245 P




AMME

1. OVERTURE - - “The Shoe ** - - - Ansell A SHORT INTERVAL
Conducted by T unuuum
2, MENUET - - - - - - - Boccherini -
Dasiced by * Scholars ' of the Aunrlulmn 5 HEITes 2 g
NERYL LAVERICK BARNARA ELLIS BETTY £ DENISE WUNT 0. SELECTION - - - < “Coppelin ' - - . - Delibes
PEGGY BANDY BARIARY BUin KATHLEGN FEAKCE GWYNITIMATHEWS
Arranged by Madame Grsue. 10 An excerpt from the Ballet
3. “HOMMAGE AUX BELLES VIENNOISES " Schubert “COPPELIA™
& = " " Produced by Mr. ALEXANDER GENEE
{a) TPasde Trols «  BILEEN BAKER, SIHEILA McCARTIY, WALTER GOMWX S b M -
' o < PEIAX DEMERY Th sl < NANCY MUNRO
(#) Pasde Quatre L R IR NRPARA: (WA Friends of Swanilta - NOREEN BUSH, BILEEN BAKER, DOROTHY, CHAPLIN, JOAN
£ WILSON,  JANET COWLEY, EILEEN KEED, IRINE STEWAT, SISSUE SHITI WILMA vin DUSEN
(c) Pas de Huit B o VI, BRTTY WEDOWOOD, TeovA Conducted by Mr. Jolx ANSELL
-4 By SHAATE NROOKING, GWYNETIE MATHIOVS M, Ansuil, uppeats by permision of the 810
(d) Pasde l'eux NINETTE DN VALOIS, STANLEY JUDSON
Choregraphy Ly NivweTs oE Vators 1. Vira Saviza
4 Dot Rickixsox Danstt Russtt - - - - - - - - Tchaikowshy
“ The Broken Rendezvons'' - - Cynil Scolt Arranged by M. MAsSsINE
Arranged by Miss Gracte CoNE - i &
NTON OLIN
5, THE TRUE STORY OF KING ALFRED “HESPAGNOLY - < = = = o+ - Albeniz
(An anachronistic ballet by MOLLIE SUFFINLD, set to the mmlc nl Haydn)
King Alfred - KATHLEEX ORMROD The Srwllion - GREY
Ar Royal Coud ST B KTON P
?‘.‘:’2-;15”.’?2.1 H B Bt i Laution o the Coutt 13. Taamar KARSAVINA
R . A ViexNesg WarLrz .. .= - Lanner
0. ¢EN FAMILLE—A da";’ occurrence ’ e KARAAVINA‘spposi By grmbedin of . DNAdHIERS
* Ome Toweh of Humene wakes the family grin *
Baliet Music by T, E, ATRINSON Conducted by T. E. ATKINSON . .
Fidie - B KELLAND ESPINOSA  abs EAIINOKA " Axton Doux axo Vera Savina
Keconbs D Taux Coposmis G Pas pr DEUX £ - - D 3 i 2 B g Reval
7 Luciexne LaMpaLLe 0.\mng:’lxlz rxu, ?.;::m
(Premiére Danseuse Etoile from the Upeta. I'nm) Mr. Dimax appesrs by permision of 3, Disciers
(a) Pizzicato - - - - o (;IIMI‘JMK;
(b) Polichinelle - . = v - Rachmaninof) 4 2 5 ~ =
Choregraphy by Madame 100sova  Mlle, LAMRALLE appears by permisdon of M. Roveni 15 DIVERTISSEMENT (-L.'\-\SIQUE
8 BRITISH DANCES Arranged by Eseiosa.  Music by T. B, Atkixsox, Introducing

wrranged by Mr. D, G, MACLENNAN
Insa-—(a) Pour Hand Reel and Solo Reed blqn
TNOROTHY CHAPLIN, EILEEN BAKEX,  MOLLY BERLANDINA
uolu.mn -wn DOROTHY GRENNIILL
) lnah llnmpi
ERE, PHYLLIS WALLERS,  MAVIS NITHEL
ExcLisg Sullun llump:
ELSOL MAGDIN,  OLIVI KILLINGEACK
sScorrist—Two old Highland Dunces now revived for the fint time by
My, MACLEXNAN
. . NANCY MUNRO
- HLSIE MADGIN

Reel arranged by

lll RLANDING  DOROTHY CHAPLIN
LSSIN 12 MAGDIN DBOROTHY GREENIILL
RILEN u\lu-u nmm'm\ REED
wnuml hy Modern Step Dasce KIELLAND ESMINOSA
volved from 1he stegn of the -Inne ‘tquunnl lnnm

Frsans Exsionas Tuw CHICKHN RuRL,

Lucignse LamsaLte
Sappocted by

BETTY ROYLANC D REED, D, RENHILL, M DUNMILL, L FISHUER,
P, NOBLE, M, DEACON o, s AL DEACO! M, IRWIN, E COLLIS
B, MORGAN, . VOSTHEN, N REED, I STHWART, M. NEMRLANDINA,
MEAVEN, J, BARTLETT, B, RETH, AMDROSY, V. AMBROSHE, |, WATKI?
¥, YROST, D, HOUSE]L D, HOLMAN, M, BARTON, . SMITH, K, O'DRIS
J. LARRINGTON, P, HO L, B D NFIELD, B, CLELLAD

K THELWELL, ¥. BROOKS, RUTH BE

THE BABIES:

BETTY ENGLAND, KATHLEEN PEARCE, JOAN McCARTHY, with NOREXN nuUsit

Mile. Lanpareg's * Caprice’ de Teherepnin arranged by Madame BGOokova
The Diverti d 1 by the Composer

Gound Plano kindly lent by Coarems & Co

GOD SAVE THE KING

Extracts from the Rules maide bp the Lond Chamberiuin.—1, The vame of
Fobiic cau feave Tt T entie. AL U enct of the pesfarmance by all
Jrrvesenbum Gpening it st b Loweresd ut Jouat cmee: do

[ R paveages auwb st e

Lang respriauibic Mamafer al the Thontre st b Jrinted om every playhiil. 3.—Tie
a1 ewtrunier dooen, which sk upes it wiiad Nhere Uhere b b fisvipmund werom

emsuro f1s hedng i proges workisg s b Semking s permitted n
e chata a¢ ity uther obst e tions, Whether permanest of temrary.




Day 8

Membership & Exams in 1921

In 1921, the annual subscription
for membership of the Association
of Operatic Dancing of Great
Britain, as the RAD was then
known, was £1.11, which in today's
terms would be approximately
£31.84.

By 1924 the first Children's
(Amateur) Examinations were held.
The syllabus was designed for the
amateur student (one lesson a
week) and was open to any child of
any age for a small fee of 7s and
sixpence (£16.67 in today's
money) .

In 1228 there were over 2,000
candidates for each of the two
Children's examinations and

21 Hasoau 49((!{
w.i

¢ //(Il/ 3 'd
g zr

Bcac M Ko dha oo
‘)u Qs . Qeree fb(}'oa\ Mitcr ?%’

& l)a-,,46\c&xu,\ gﬁouhaﬂ
;Z ,Jz VIIL‘d avo Lol

loke Lo n.dlud 4( £5C Qrat Ot om

Dy C/{Oka’(lf 9 P
7{'100 ftu/y

d. dutheta.d

Letter from S. Sutherland, dated May 3 1921,
enclosing £1.11 for her annual subscription in
order Lo enter her ballet examination.



as a result, the Committee decided
to create a 'solo examination' so
that a candidate who had already
achieved the Association's (RAD)
advanced certificate, would only
have to dance an 'operatic solo
arranged by themselves to music of
their own selection'; a character
or demi- caractére dance, and an
impromptu variation set by the
judges. This was to become the
Solo Seal examination, today known
as the Solo Seal Award.

Certificate of membership for 'The Association
of Operatic Dancing of Great Britain',
presented to Miss Dina Campanini and signed by
Adeline Genée, Tamara Karsavina, Phyllis
Bedells, Lucia Cormani and Edouard Espinocsa, 9
May 1921.
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B ciard] In 1830, Espinosa resigned as Chief

Edoua Espinosa

/]

Examiner at the Association and went
i on to co— found the British Ballet
Organisation.

Born in Moscow in 1872, the son
Leon Espinocsa who rose to fame at
the Imperial Maryinsky Theatre in
Russia, Edouard Espinosa was famed
as a teacher and choreographer,
rather than a dancer. He was a
maitre de ballet who had founded a
school in South West London in 1908,
which was the first school to hold
examinations and issue certificates.
In 1920 he became a member of The 1871-1950
Association of Operatic Dancing of MAITRE pe BALLE
Great Britain. uhgﬁm,ﬁjwuq,pww
1913 ~1950

l \I 1N( >\ \

Espinosa's bocok The Elementary

Technique of Operatic Dancing was
published in 1928 and was originally

called the 'Syllabus of elementary Woolborough House, London SW13
technique as explained by Espinosa’.

He described five positions “in Read Jane Pritchard's article on
which the weight of the body is Espinosa it appeared in dance

as
evenly distributed on both feet. The gazette, Issue 3, 2005.
fourth position may be ouverte or

croisee.”

A



He failed as a dentist, but transformed ballet teaching.
Jane Pritchard uncovers the RAD's French founder

Espy sets out

~

douard Espincsa (1871-1950), known

1o his friends as ‘Espy’ was ane of the

key figures when it camse to placing
ballet training in Britain on a sound basis, He
was instrumental (n the establishment of the
Association of Teachers of Operatic Dancing
reat Britain, now the Royal Acadeny of
Dance. Indeed be argued that at the
outset be was the mast significant of the five
founders, for it was Espinosa, with Philip
ichardson (the editor of The Dancing
Thes), who began the campaign before the
1914- 18 war 1o establish 2 tribunal to judge

the merits of dancing teachers and to ssue
certifica Although he plaved a crucial role
the Associati vidence

ike his father, was
always prepared to speak his own mind and
nat the best collaborator, so it was hardly
surprising that within a decade he had broken
with the other founders. Espinosa had a

in unchiag
sts that Edouar

st

successful career as a performer and as the

predominant choreographer of musical

theatre for his day. M
I was recognised as
chers of has generation
“his mark on the

he London stag: e
importantly, boweve

he leading 1

Ninette de Valois noted

one o

5 dance gaaette Isue 3 ) 3005

English School is 1o be reckoned with’

Edouard was born in Moscow where his
father, the virtuoso danseur and
choreograpber Léon, was performing. Léon
had been boen in the Netherlands, of
Spanish/Jewish extraction. the name
‘Espinoss’ was apparently taken from the
town Espinosa de Jos Monteros, on the coast
in the Spanish province of Leon. Léoa's

peripmetic carcer made him a star in Paris,
Moscow .mJ London, and he was very rvudl

iked to be surrounds

members of his family at all times, Edouard
grow up surrounded by

nat pushed intc

cers but he wis

1 dance and

areer i

amempted several others in the theatre and

clsewhere before beginning his training, In
hen he danced (1946)
ertaining about his far

pas a dentiss!
the age of 16 that he

his memoir, And

Espinosa is highly en

from successful apprentices]
Tt was not until abe

began 1o train and very quickly became
assistant to his father, whose performing
career had been curtailed after a serious leg
injury

As a dancer Edouard made his debut at

the Aquarium, Westminster, in 1889 and

undertook a wide range of roles, moszly in
but he also worked w

the great actor Henry Erving whi p m‘\m..
establish his reputation. He danced in
popular theatres, where his act woukl
combine a ra

of dance styles including
academic ballet and s eaificant acrobatic

dauble-work in which be often partnered one

of his sisters. Edouard was lucky with all the
his family had in the theatre but he
was also 2 hard warker (often juggling several
projects at once) and was prepared to gamble
with risky situations. His own career really
took off in the 18905 when he began staging

cont

condemned

actually injurious

limbs of young pupils’

Carlo(1896) that 't
styke" of ensembles

Monte Carlowas staged at the Avenue

atre, London, and then toured the

regions. As Espinosa said, ‘it was my first
attempt at musical comedy produxction, and
asembles on the
basis of the recognised ballet farma
the evalutions and steps contained a fair

It was the very
first production of dance ensembles with set

. J decided to arrange the

ns: also

amount

¢ choseography

Figures and formation of
musical comedy” In his memoir Espinosa

s ever Jone in

inality, but in the
ntury he certainly

may be overstating his or
first decades of the 20th
becime the most successful arrangy
dances in musicals with some 300 West End

productions, including the long-runmimg Chi
Chin Chowand The Maid of the Mountains,

s credit: a trse successor 1 John 1Y Aubar
the leading arranger of musical productions

in the late 19th century. In addstion, Espinosa

arranged thye dances in several pantomimes
each Christmas. He also arranged his own

and other dancers” acts in variety, served as
ballet master at Covent Gardel
sarapbed a nimber of independent

ballets induding tres (1910) set in
lndn,.ml'lu opical Europe (1914) for the

inl and

es [k

Empire Theatre (and on tour) where earlier
that year be had rew
Mas,

rhed The Dancing

1n spite of all his other activities it isasa
teacher that Fdoward Espinosa was mast
influential. As Richardson recalled ina

Dvancing Times obituary of his friend, Espy

was steeped 'in the traditional technaque of
the classical ballet and horrified at the lack of

knowledge which resulted in pot only faulty

teaching but frequently teaching that was
actually injurious to the limbs of young
pupils’ Richardson mset Espinoss in 1912 2t
Arabian Nights' Ball” at Covent Garden
and Espinosa allowed the writer to attend his

classes 1o understand what was required of a
theatre dancer as his own background was the

baliroom, As a result of their relationship The

Dancing Times published the first edition of

Espinosa’s Techrica
subtitled "What the teacher must know: what
the dancer should know’ (1913), During the
war years Espinosa and Rich:
particubarly akr
the kater 19105 Espinosa was abroad a great

tiowary of Dancing,

ardson were
ed by poor teaching but in

deal and Richardson felt it better o wait for
pportunity to bring together the leaders
of the dance professioa in Britain 1o work for
the establishment of a propased examining
body. It was therefore not untl 1920
Richardson arranged the first Dancers’ Circle

anc

hich brought together the founders
AD and their supporters. Initially it

pst’s examination syliabus that was
RAD's work but by 1929
irreconcilable differences had arisen and

Espenosa preferred 1o break away and
establish the British Ballet Organisation

under has total control in 1930, The BBO still
survives based at Woalborough House
Barnes, which Fspinosa had bought as his

ome in 1913

Espinasa had opened his first school, the
Court School of Dancing, at the King’s Hall,
Halborn, in September 1896, just after his

success with Maonte € His school moved

premises an a nurmber of occas

1s being
based in the City, in Chelsea, in Pimlico and
N the West End, taking the name the British

chool of Dancing
The 1932

2 publica

bl

teach
abslity to anal

yse movement. In Step by Step
(1977) Ninetre de Valos gave 2 us
summuary of the strengths of ber te

ncluding Espinos m she felt ook

analytical approach to dance because he had
begun late. She recorded that be codified his
father’s teachings which combined the best
elements of the French and Russian schools,
10 form the basis of his own syllabus. De

Vidois took dlass with Espinosa three times a
week (two half-h
he years 1914-17,

r private lessons and one

class

‘Reasoningand clarification played an all-
important role in the proceedings” She
remembered that his kessons were ‘very guick
with much terre & terre work. He excelled in

the old French school of petit batterie and
pirouctres. His footwork was extremely

strengthening, but le bras andl big

steps of cevation played a smaller part in the

lesson,” De Vadois found it helpful to make

ptes after each of his dlasses and work alone
on the mat en at a slower pace, She
was critical of the stance he favoured, 'not

erial g

hedped by the fiact that we had 1o wear small,

foreshortened corsets’ which

e an
exaggerated curve 1o the spine’ Nevertheless,
she acknowledge that he had been able to

correct the damage that had been dooe to e
et having been put or pointe by Lila Fiekd to
dance The Swan without proper tratning
Tspincsa suraged his dancers to
their feet, recommending that after
i laced ar buttoned boots
o support the ankles.

Espinasa’s outsize personality and
s { Trader Faulkner, st

warys en

care

class they wore li

eccentr

figure...Pan 60 years on..a goblin!') made
him son
spoke his own mind and his view of the
development of ballet

hing of a lone vuice. He always

2 western Eurape is,
e wsual

rhaps, 8 usefud corrective to th

perspective dominated by the impact of the

Russian ballet. In his work Espinosa crossed
atrical frontiers and worked

ment of ballet and
Brtain. His own

assiduously for the develoy

its teaching, particularly in
tions are now often unfairly

contrs
overloaked (i the latest Ouford Dicrionary of

[2000-4] he is only given seven fines
within & short general eatry on the whole
family) bat it is clear that without his

campaign for improved standards, for which
be gained the support of Richardson, the

RAD woul

sot have been liunched in 1920

05 dance garette |



Day 6

Lucia Cormani

Lucia Cormani was an Italian
ballerina; her life is not well
documented, in part because she was
never to dance in the most famous
female roles. In fact her tall
muscular frame led her to be cast
a2s en travesti (a woman dressed as
a man) on more than one occasion.
Perhaps her greatest achievement
outside of her collaboration with
the other founders of the RAD was
as a choreographer. In 1903 she
choreographed a production of
Carmen for the Alhambra Theatre in
London.

The first ever RAD examinations
were held at Madame Cormani's
studio in Fitzroy Street, London
and she herself was an examiner.

Read Jane Pritchard's report on
Lucia Cormani as it appeared in
dance \gazette, 2005

Scene from the ballet Carmen, produced on 7 May
1903 at the Alhambra Theatre, London, with
Rosario Guerrerc in the title role and
M. Volbert as Don José. Music by Georges Bizet
and George W. Byng, the piece was choreographed
by Lucia Cormani.

(Photo: Unknown, London, 1903)



Jane Pritchard goes in search of the Academy’s
forgotten founder, Lucia Cormani

Out of the
shadows

dramatic dancer with an inter
national career; one of the keading
Ihallet teachers of her day in London;

a choreographer at London's leading theatre
for ballet; one of the five founders of the
Royal Academy of Dance; with credentials
like these it might be expectod that Lucia
Cormani’s career would be well documented.
Bust ‘google’ Lucia Cormani an the internet,
loak in ballet dictionaries, and it guickly
becomes evident that litthe is documented
about her successful career. Oaly two facts
are constantly repeated: that she was the
representative of the Ttalian school” among
the RAD's founders and that she choreo-
graphed the ballet Carmen for the Alhambra
I 1903 While not presending to have
unearthed the full picture this artide presents
conssderably more information on Cormani
than is currently available
Advertisements for Loca Cormani'’s
independent ballet school in Covent Garden
in the 19105 prociaim that she had been a
pupdl at La Scala, Milan, for ten years (some
accounts say eight) where her teachers
Inchuded M. Corbetta, Madam Vago and
Giovanni Casati. Casati (1811-95), teacher of
the chasses of perfection, was 4 member of the
celebrated family of dancers and a chareo.
grapher of international repute. He had been
ballet master far the Royal Halian Opera st
Covent Garden from 184749, during
brief period in the 19th century whes ballet
fourished there. His nephew, Eugenio, would
oreate rodes for Cormani at the Alhambra,
Havinyg graduated in 1874, Cormani, like
most Itabian haflerinas of the 19th century,
began a peripatetic career that took her to
Berlies, Brussels, St Petersburg (where she
presumably danced in popular theatre rather
than with the Imperial Ballet) and the
Americas. Across the Atlantic she danced in
Guaremada, appeared in the spectacular balles
Jabma in Boston (1883) and was one of three
leading dancers for the 1884-85 winter
scason at the Metropolitan Opera, New York,
Cormans's name tencls 10 be listed second
on announcements for productions and in
reviews which suggests that she 1ok the role
of the lcading man at many performances.
According to Fdouard Espinasa it was his
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father, Léon, who encouraged the tall,
muscular Cormisani 1o undertake leading roles
en travestic (ie dressed as a man), to play the
Iero oe villain of the ballet. Cormani was
perfarming at a time when male performers
(outside ltaly and Russia) were refegated to
character or demi-caractire virtuoso roles
added to the ballet foe effect rather than being
integrated into the plot. [t was certainly as
principal travesty dancer that Cormani
arrived in London

Cormani was invited to dance at the
Alhamhra, Lelcester Square, in 1836 as the
hero in Dresding (a ballet featuring 2 dream
of porceain and crystal) and as a "stascly
raven'in the winter scene of The Seasons
both choreographed by Joseph Hansen.
Here Cormani’s elevation was admired
and she was regarded as hoth graceful and
powerful, n 1886, the Burr'acte nosed, in
hardly hattering terms, that the Alhambea
‘should never be hard up for a “chucker
out”.... while this muscular and clever
danscuse is on the premises. Cormani quickly
became one of a nudeus of dancers around
whom the influential ballet master, Hansen,
bailt his productions, using the dancer knowrs
sinply as Marte s hero and Cormani as villain,
often with Emma Palladino as hallerina/
beroine. Cormani’s appearances quickly
becime nated for her cloguent mime and

Bertrand’s balkets at the first Alhambra before
its destruction by fire in 1882) who had
moved on to work in the USA, She wasa
member of an elite group that included the
Ttalians Malvina Cavallazzi and Francesca
Zanfretta, and two British dancens Marie,
and Jubia Seale.

Cormans arrived at the Alhambea when
ballet s an independent art (rather than as
a feature of operetta-style production) had
Just come back into focus, With s retuen
to aperating as a music hall under a music
and dancing licence the Alhambra could
nat legally present rarrative ballets (ballet
dacton) but choreographers tried constantly
to prush the boandarics from dances on &

The Alhambra should never be hard up for a ‘chucker out’ while
this muscular and clever danseuse is on the premises

‘spirited activity The critic of the Entr'acte
described Cormani as the pirate chief in
Algeria (1887). She is not ‘n possession

of those personal charms which lend
enchantment to terpsichorean essays,

bt she ts 8 marvellowsly good pantomimist
and a very clever dancer. [t seems a matter
for regret that she is not permitted s greater
share of dancing, Mlle Cormani is the best
pantomamist that has been seen bere since
the days of Mile Gillert.!

Cormans shoud indeed be acknowledged
asone of the half dozen lesding travesty
dancers in London in the late 19th century.
She was often perceived as successor 10
Theodoea de Gillert (the ‘hero’ of Aime

theme to those that really told 2 story.
Ballets choreographed by Hansen's successor,
Eugenio Casati, seem to fly in the face of the
law with narratives of impossible complexity.
Nevertheless his ballets offered consaderable
opportunities 1o Cormani. In Emchaniment,
for example, she was admired as 3
Mephistophelean sorcerer boilimg ‘snakes,
skulls and ather pleasant ingredients in a
magic caukdron’ During this first phase a1
the Alhambra it shoald alsa be noted that
Cormani supported three of the greatest
ballerinas of the era, Emma Palladino,
Emma Bessone and Piering Legnari,

What caused Cormani 1 take & break
from the Alhambea s not clear, by 1889

she performed with Mile Prioris in Cinderella
at Her Magesty's Theatre. In 1891 she played
Antoory in Katti Lanner's Cleoparra which
apened the Palace Theatre in Marchester. [n
1893 Cormani again perfoemed at the ARwambra,
as Tartini in Gredule's farmyard-based
Fidela, and from then on made occassonal

which could be regarded as muscal theatre
rather than academic ballets. By the time
Cormani was choreographing, the theatre’s
management dictated very precisely the
subject matter, strocture and effiects they
wished their ballet master or mistress to
achieve and Cormani i sometimes sinply

She was admired as a sorcerer boiling ‘snakes, skulls and other
pleasant ingredients’in a cauldron

appearances in mime roles including in the
Virginian scene of her own celebration of
tobacco, My Lady Nicotine (1905}, However
ber peincipal role at the Athambra bad
became teacher of the appreatice dancers
of the Albambra's ballet school.

As ateacher the Alhambra employed
Cormani until 1910 when the school was
closed and in this capacity she made o lasting
contrbution to the devedoping dance scene
in Britain, Neither the AThambra’s school
nor her own in Covent Garden attracted the
pubdicity thas was granted to Katti Lanner's
Natsonal Training School and while at the
Alhambra she was frustrated at not having
a stxdio dedicated to training so classes had
t0 be held on the stage. Information on
Cormani us a teacher is found in her correspon
dence (now in London's Theatre Museum)
with the Alhambra’s manager, Alfred Moal, in
191011 when he finst closed the school and
then considered re-opening it Clearly she
respected the teaching of the traditional
academies of Paris, St Petersburg and Milan
and insisted ‘T make dancers and pantomim.
13, | do pot profess to teach acrobatism’

Cormani's ability to arrange dances
resulsed in the Allsambra's management wsing
ber to ch several of

credited with arranging the dances for the
corps de ballet, Several of the ballets Carman:
contributed 10 were revue-style productions
on a theme; scenes from Parssian life i The
Gy Ciry (1900) and the months of the year
n All the Yeur Rourd {1904). For the latter,
which was to prove hugely successful and
on which Cormani collaborated with Fred
Farren and Signor Rosi, the producers fell
back on their local team when they failed
w0 find a more original talent, 1903 was the
year in which Corman| achieved her greatest
successes as a choreographer. She was
responsible for the dances in the ballet
Enspired by Germanic legends, The Devil's
Forge, andd in Carmen, inspired by Merimée's
novel and Bizet's opera. This narrative work
did run into problems with the licensing
authorities but with modifications was
allowed 10 continue
Cormani does not appear to have

undertaken a significant careet as a choreo-
grapher meay from the Athambra. In 191011
shie was ballet mistress for the winter opera
seasan at Covent Garden and arranged
dances for groups of ber pupils for perfore-
ance. One of the last references to Cormani
woeking in London conses pesar 1o het

i when the Diancing Timesin

rap

Programme tor Dresfng ot the Khambn, Iustiated
by Lucien Besche. designes of the costumes (sutheor's
cobection

Oppovte page: Cormant playing Demano b= Mok t
the Alhambea - 3 detail from the programime, fatratnd
by Lseses Besche (uithors cotectar

1923 described an authentic taranteika she
arranged for sea dancers, This matinee in aid
of the Association of Operatic Dancing (as
the Academy was originally known) had been
anostalgic performance for it also included
arevival of one the Empire Theatre’s old
ballets, Espinos’s The Duncing Master. It
appears that with ber retirement in 1924
Cormani returned to Italy and ceased to play
an active role for the Academy although she
remained listed as a Vice-President in dance
guzente until 1934,

It is reasonable to complain that
Cormani’s carcer has been oversbadowed
by that of dancer-teacher-choreagrapher,
Katti Lanner at the Empire Theatee, the rival
80 the Alhambira, She did not create roles for
dancers of lasting fanse but she did create
whale generations of competent corps de
ballet dancers. The art of dancing en travestic,
of which she was a supeemse exponen, has
attracted fittle serious study. Althoagh it
cannot be claimed that Cormani was an
ariginal choreographer she served her
managers well and needs 1o be recognesed as
one of a substantial group of women working
i this fiek! at the start of the 20th century,

Teg pertrait of Lucks Cormrs (RAD Arhiom)
Abowe: Cormani (with bunle] in Dvesding 2t
e Nhamba | atorc Ll Besche

Guthar's caliectior

0
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Day 5

Phyllis Bedells

Phyllis Bedells was born in Bristol
and was taught most notably by
Enrico Cecchetti, by Adeline Gené€e
herself and Anna Pavlova. Bedells,
like Genée was well- known due to
her performances at the Empire,
Leicester Sguare where she had
become the first English prima
ballerina.

Bedellls) told the story @fF the
founding of the RAD in her
autocbiography My Dancing Days.

Today, the Bedells Studio at
Academy headquarters is a permanent
tribute to her and each year young
dancers from all over the world
compete for the Phyllis Bedells
Bursary, which was set up 1286 by
her daughter Miss Jean Bedells, in
her honour.

Phyllis Bedells in the Blue Bird Pas
de Deux, 1927, RAD Archive.

Read Jane Pritchard account as
appeared in dance gazette, 2006.




Jane Pritchard investigates the youngest of the Academy’s founders

The British ballerina

hyllis Bedells was the youngest of the
Pquxnm of founders of the Association

of Operatic Dancing of Great Britain
(mow the Royal Academy of Dance) and the
one who actively served the organisation, of
which she became Vice-President in 1946, for
the longest period of time. Bedells had the
advantage over ber co-founders baving
trained in all four ‘schools’ of baliet that the
other founders represented - the French,
Ialian, Russian and Danish schools - and it is
surely because she was recognised s having
this remarkable beritage, as well as being the
Dest established Bestish ballerina in 1920, that
led Philip Richardson to enlist her support. It
was, of course, approprizte that the English
representative shoukd have such a richly
varied background, far it was the coming
together of so maxny traditions that made
20th-century Beitish ballet the satisfying art
form it becanye. It was also appropriate that
Bedells represented the British school for, as
Anton Dobin wrote ina tribuite in Dumce and
Dancers (December 1956), her ‘art as a dancer
was as British, as strong and loyal 1o this
country as the words of Sir Winston
Churchill'

Early in her carver Bedells worked closely
with two of the ather founders of the
Academy, Adeline Genée and Edouard
Espinosa. Bedells adored Genée, having been
captivated by the dancer since sceing ber as
Swanilda in Coppéliaat the Empire Theatre,
London, in the summer of 1906, For Bedells,
Gende was not anly a great ballerina bat also
an inspiring example of a conscientious and
hard-working woman. It must have been
satisfyimg that Genée recognised Bedells's
qualities in many fickds, requesting that
Bedells succeed her as the presding jadge for
the Adeline Gende Awards, Bedells's
relationship with Espinost was not 25 smaoth
bt i hiis revised production of The Dancing
Masterin 1914 (a ballet of which she was
particularly fond ), Bedells danced the
ballerina role, She was p larly touched

Bodel b in Clowr de Lamwe Pt Dobasn Stuson, Liverpoo

when he keft the Association of Operatic
Dancing to establish his rival British Baliet
Organasation.

Bedells was born near Bristol in 1893, to
parents who loved mussc, Her father

by the basket of aechids and violets he sent 1o
her on her retirement from the stage in
November 1935. Altbough Espinosa liked to
chaim ber as one of his pupils, she had taken
few classes from him and they had fallen our
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established the Bristol Amatewr Operatic
Seciety and her mother appeared in musical
comsedy for the imy George Edward

theatre, Bedells's parents encouraged ber 1o
study dancing with Edna Stacey (who was
apparently a pupil of Alexander Genée),
whose training focused on deportment and
simple dances. Subsequently, in Nottingham,
Bedells trained with Theodore Gilmer (whose
own training was in French ballet), With this
foundation she joined her mother in Pawl

(who also played a sgnificant role in
productions at the Empire). Recognising that
their daughter shased ther interest in musical

Mills Concert Party at Lowestoft in 1906,
dancing at matinecs in diffevent popular
stybes. [Dustrations in her autobiography, My

[hancing Days (Phoenix Howse, 1954), show
ber performing an Irish jig and ‘Coon’ skirt
and sunshade dances. This give her valuable
stage experience even before her first London
appearances in Alice im Wonderkand (1 506).
The confidence these smaller-scale
productions gave her surely enabled her to
take 10 the large Empire stage as a child star -
shye was only 13 when she made her debut in a
majoe ballet.

Bedells's career was laursched at the time
of the death of the Empire’s influential ballet
mistress, Katti Lanner. This resulted in
Bedells recelving more varied teaching than
previous British aspirants to the role of
ballering at the Empire. For ber first year at
the Empare, Bedells was taught by the former
Ttalian balierina and mime Malvina
Cavallazz in a basemnent in Henrsetta Street
When it was felt that her dancing was losing
its spontaneity and hecoming set in the
Ttabzan style she was sent 1o Alexander Genée.
Later she took advantage of the visit by
Russian dancers to train and during the three
seasons that Diaghilev's company came to
Loodoa she had private lessons with Maestro
Cecchetti at 9am each morning, Her Russian-
style trasning continued when Anna Paviova
imvited Bedells to join her classes at by
House, Pavlovi so admired Bedells that in
1913 she asked her to join ber company as
second ballering - an honaur Bedells coald
B0t sccept as she was firmly contracted to the
Empire, wha soon promoted her 1o be their
premiere dansewse. Even before she became
the Empire's ballerina she was described by
The Tames (in her created role of a Ray of Sun
in The Reuper’s Dream, February 1913) as
having ‘a touch of the merriment of Gende
about ber; and ..., she communicates her joy’
Apart from this joie de vivre Bedells was
noted throughout her dancing career for her
Eghtness and the quality of her port de bras,

Although Bedells began her career asa
child star ~ essentially a novelty for the
Empare - she quickly filled an important
niche in the company, Originally engaged for
ten wieks she remaened at the Empire for
nine years, through a period of change from a
theatre at which the focas of the programme
was meticulously peepared baliets to one in
which the ballets were reduced in scale o
beconse part of revaes. Much of Bedells's
carect was spent in the commendial sector but
towards its close she made a sgnificant
contrbution as dancer and commitice
member to the Cansargo Society and she ook
partin the 1932 trip o Copenhagen arranged
by Gende and the Association of Operatic
Dancing to showcase the emerging Beitish
baller. Anton Dolin, who partnered Bedells in
1926-7, wrote in his tribute that he
cansidered their work together contributed
10 laying ‘the foundation of English ballet’

Bedells had made other excursions into
the realms of ballet ashigh art’ - for exansple
when she danced at Covent Garden — bt she

Bedells and Adsine Gerte #1 the (AD lall i 93y
Phiotes by Durs gl

found the whole experience disilbusioning.
Productions were simply thrown together. [n
desperation she creatod her own costume for
Pierrot of the Mirute (1919) chorcographed
by Alesandee Gavrilow for a Thomas
Beecham season, as the one with which she
was supplied was so inappeopriate. Indeed,
Hedells' dancing career was remarkably
varied. In 1916 she danced in the film, A Baby
Boy's Dreame ire Fvirytamdd (now apparently
lost) in which, according to The Dancing
Times { fanuary 1919) the grace and beauty
shone through' in spite of having to dance on
beavy, wes tarl.

Phiyllis Bedells was only 27 when she
became ane of the tounders of the
Association of Operatic Dancing, &
generation younger than her colleagoes, umwd
shie remained committed 10 the Academy
wintil her death in 1985, As she noted in My
Diancing Datys,"the aims for which the
Association had striven had always been near
20 1y heart’, Bedells was involved with the
development of the original syllabus, a far
more systematic and satisfactory approach to
seaching the baller than she had experienced.
Shie was also recognised as one of the
Academy's leading examiners, constantly
alert through the loag carly exams a
travelling extensavely on behalf of the
Acadenry. The Acadeny became a focus of the
family’s life and Bedells’s mother (who had
chaperonad the child star) now assisted ber
with its development; selecting. dearing
copyright for and even, where necessary,
writing the music to accompany the
Academy's syllabes,

Bedells's carcer encapsulated the

Prytis Sedets with her parents and Prmce the dog
t Cotdens Croes in 191§

development of ballet in Beitain in the 20th
ventury both 2s performer and teacher, She
combined being 2 ballering with being a wife
(she married Major lan Machean im 1918),
mother (her two children, David and Jean,
were born in 1923 and 1924), teacher (she
opened her first school in 1923) and producer
of ballets. From the outset of her career
Bedells had arranged many of her own dances
for inclusion in the Empire ballets and she
continued to arrarge ballets foe herself in
revues and for her pugpils, For S0 years, from
hes retirement from the stage until her death
in 1985, Bedells worked tirelessly to improve
the quality of dancers and their teachers. Such
arich carcer deserves 1o be remembered,

Dacells with Prikp Bchardson
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Day 4

Tamara Karsavina

Tamara Karsavina was arguably the
most prestigious of the RAD's
founders and also renowned for
her beauty. She was born in St
Petersburg in 1885 and studied at
Imperial Ballet School under some
of the most famous Russian
teachers including Enrico
Cecchetti. In 1909 she left St
Petersburg to join Sergei
Diaghilev's company, the Ballets
Russes, where she became a
leading ballerina and formed a
legendary partnership with
Nijinski.

Karsarvina was a Vice- President
of the RAD for more than 30 years
and such she became a major
influence in British ballet.

Read Jane Pritchard's article on
Tamare Karsavina as published in
dance gazette in 2006.

Tamara Karsavina, G. B. L. Wilson collectien,
RAD Archive.



Tamara Karsavina escaped the Revolution and danced for Diaghilev —and also co-founded the
RAD. Jane Pritchard concludes her series on the architects of the Academy

The first modern
ballerina

Karkndn couching Mangot Formteyn is The Fisebind in 1954

¢ final dancer/teacher in this series on

the fourders of the Association of

Operatic Dancing of Great Britain
(mow the Royal Academy of Dance) is Tamara
Karsavina, a ballerina of great beauty whose
carcer encompasses the last phase of the
Imperial Russian Ballet in St Petersburg and
the foundation of 20ch-century Beitish balles,
bat wha is most widely remembered for her
work with Serge Diaghilev's Ballets Russes. At
the time of he Acadenyy’s foundation
Karsavina was recognised as prima ballcrina
of Diaghiley's company and in 1917 she had
married Heary | Bruce, an English diplomat
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who worked at the British Embassy in St
Petersbarg, Karsavina therefore made London
e principal home in the years after the
Russian Revolution. She was well placed to be
the representative of the Russian school
amang Philip Richardson's hand- picked tcam
Karsavina's career united the traditions of
Russian academic ballet with the artistic
revolution of the 20¢h century and Arnold
Haskell, in his obétuary for dance gezette
(October 1978}, described her as ‘the first
modern hallerina: This modernity incuded
being an artist who handled her own career,
flor she also worked extensively &5 a freelance

Karsirna in Lo Fille M
Pheto Dascthy Widing

artist. From 1909 she appeared at the Londan
Coliscum, 3 major venue for ballet in the
early 20th century, becoming popular in
Britain before Diaghilev's company arrived.
As an independent ballerina her repertaire
combined new minsature ballets witl
variatians from the Imperial Baliet’s
repertoire. She employed young dancers to
form small corps de ballets to support herself
and a carefully chasen partner, most of whom
were Russian — though she also invited British
danseurs Anton Dolin and Keith Lester to
woark with her. After the war she appeared as
guest ballerina with the Ballets Russes on her
own terms, and she was passionate about

on the traditions of ballet which she
jed. In"On the Interpretation of

1’ in the Adelphi (November 1952)
she acknowledged her for e "t have been
on stage at the time when great parts
ahounded, including a number inberited
from the Romantic era, 'and to have been thve
interpreter of [Miched| ine's conception
of new dramatised ballet’

Karsavinsa (1885-1978) beloaged 1o the
third generation of performers. Her father
was a danscur, mime and teacher at the
Maryinsky who avercame his reluctance for
bis daughter to train for 5o hard a profession
when his wife noted Tamara'’s excitement at
seeing La Syiphide. He began to seach her
hinssel before she was accepted at the
Imperial Russian Ballet School. Karaavina
was thrilled at performing in the crowd in
Coppeliaand as a page in The Skerping Beety
and even as a child was fascinated by all
aspects of stagecraft, Her recollections of the

Karsavios in Artrashba in 1gn [BAD Archine)

prodoctions on the Maryinsky stage are some
of the most lluminating that
Alongside her greatness as a haflerina she

became an important writer on dance. Her

vive

own traitning is singularly well docansenited in
aseries of articles for Duncing Times

(1964-65), describing the qualities acquired
from a range of achers, Among them Pavel
Gerdt (ixcr godfather) developed her style and
all-round artistry; Fugenia Sokolova

agthened her pointe work, speed and
jom of movement; while the Trakan
Caterina Beretta, with whom Kanavina
studied for three months in 1907, developed

her virtuasity and stamina. After graduating
n 1902, Karsavina joined the ‘dlass of
perfection’”. Initially this was taught by
Christian Jobansson, whose classes she found
traditional and challersging although when
Nicolai Legat succeeded him they became
more forward-looking and experimental,
with new Italian sieps added to the syllabus

Nevertheless Karsavina claimed that the

teacher she admired most was Johansson's
daughser, Anns
analyse their weaknesses as well as add

could help dancers

‘virtuosity and artistic finash’ | Damcing Tines
Janusary 1965),

Karsavina made her official debut in the
“Pearl and Fisherman' pas de deux added 1o
Javeste i 1902 and five years later undertook
ber first leadeng role in a full-evening hallet,
Medora in Petipa's Le Corsaire. Among later
leadling roles were Raymonda (1909), Aurora
(1911), Paquita (1912) and Lise (1915), Her
pasition as ballering at the Maryinsky was
central 1o ber life untsl May 1918 when, after a
ast performance as Nikiva in La Bayndere, she
escaped from Petragrad with her hushand and
son travelling by boat, by horse-drawn cart

through dense forest and, finally, on o coal
ship which docked at Middlesborough.

Fakine was a major influence on

Karsavira's career. She supported him during
the dancers’ campaign 10 improve their

conditions at the time of the 1905 October
Revolution and enbanced his productions
which aimed at dramatic truth and coherence.
1t was to dance in Fokine's ballets tha
Karsavina was invited 10 join Diaghilev's
Ballets Russes. After the success of the first
season in Parss, Diaghaler bullied her with
unending tefegrams asking her 10 return to
the company, as promoters throughout
Europe demanded ber presence as a condition
of the engagement. However, it was their
mutual respect and affection, as well as her
abdity to work with Nijinsky, which enabled
ber to return regularly 10 the Ballets Russes.
Although she created roles for Nifinsky,
Massine and Nijinska, she appears to have
been happiest dancing the roles Fokine
created for her, in which she was never simply
typecast. For Fokine she became an ethercal
sylph dancing the Mazurka i Les Splphides
(1909} an exotic bird of prey in The Firchind
(1910}; a maturing young girl in Le Spectre de
Lo rose; a thoughtless Doll in Perrowchia (both
1911} despot in Tharmarand the gentier
Queen of Shemuakhan in Le Cog d'or (1914)

Karsavina's support for the developing
ballet in Britain was evident from the 19205 o
the 1960 She danced with the Marie
Rambert's Dancers in London and
Manchester (1930-31) helping o stage three
of Fokine's creations; she served on the
committee of, and danced with, the influential
Camargo Ballet Society; she was ane of the

very s to appear an British

933 at the request of Adcline
hilip Richardson, who had
arranged that the Acadeny should be
responsible for the bullets during the opera
season at Covent Garden, Karsavina produced
the dances in Aida, taking the Jead herself,

Karsaving coschieg BAD TC studetts In mime frcheigue 1n 1952 5ot

Even after her retirement in the mid- 1930y
she continued 10 coach dancers in rodes she
had made her own, includeng Forsteyn in The
Firebird, Moira Shearer in Giselle. and
Western Theatre Ballet in Le Carnal,

ick Ashtan would turn to ber f
and encouragement, consulting her about
dancers’ potential, getting her blessing for his

new interpretation of Daphis and Chloeand

incarparating her recoliections of earlier

productions [ most notably the mime into his

own version of La Fille mul gardée

The beautiful ballerina with

ia air
dark hai

inmistakable
Karsavina remained a Vice-President of
the RAD for moee than theee decades and
became Technical Adviser to the RAD's
Teacher Training course in 1945, Her lessons
were formalised as the Karsavina Syllabus in
1933, launched the following year, and are
still taght by her successors. Through this
syllabus, which drew on het own training in
pre-Revolutionary Russia, incorporating

enchalnmen: first danced b

earlier, and her demonstrations of 19th-

A century

century hallet mime and as a caach of keading
dancers, Karsavina hecan

unique fink in
the passing on of the traditions and styles of
ballet. She continoes to exert a fascination on
those interested in the history of ballet. The
ntage of the beautsfi ballerina with dark

hair and big, liquid eyes is unmistakable, and
her writing in ber sutobiography, Theatre

Streer (1930) and many articles is vivid

Probably more than any other ballerina of the
early 20th century she links the past to the

present. In ber the Academy truly found a
kecper of the flame.

caser Lk of the
i pacrial s

ssue 3/ 2006 dance gaselte 33 /



Day 3

The RAD's First President

Adeline Genée became the first
president of the Royal Academy of
Dance — or Association of the
Teachers of Operatic Dancing of
Great Britain to give it its
original title - a position she held
for 34 years. Although her name is
perhaps less familiar to the general
public now, then she was as well-
known in England as Karsarvina. She
was Danish and by the age of 15, she
already had 5 years experience on
the stage in Europe and she often
appeared at the Empire Theatre,
Leicester Square, between 1897 and
1307,

As a ballerina Genée was a
perfectionist and she became a
staunch advocate for improved dance
teaching thoroughly committed to
improving the quality of teachers,
dancers and their working
conditions.

Adeline Genée in The Dancing Doll,
RAD Archive

1905,



As President of the RAD, Genée was
actively involved in launching and
developing syllabi and
examinations, travelling
extensively in Britain overseeing
examinations and raising the
profile of the newly developing
British ballet. She also secured
the Academy's royal charter and
patronage.

Today she is remembered at the RAD
with a dance studio named in her
honour and one of the most
prestigious ballet competitions,
the Genée International Ballet
Competition, which continues her
legacy celebrating both quality
teaching and coaching and the art
of performing.
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Read Jane Pritchard's account of
Adeline Genée as published in dance

Adeline Genée, early RAD years, ©Photopress, gazette, 2006.
RAD Archive




The RAD's first president brought Danish finesse to the London stage, finds Jane Pritchard

‘Her feet twinkled,
so did her mind’

Adeline Genbe with RAD scholan Fhoto Pictogrens

hilip Richardson, edisor of The
Pl)umung Times and campaigner for the

improved status of dance and dancers,
knvew exactly what be was doing when in
1920, encouraged by Edovard Espinosa, he
beought together distinguished
representatives of the great continental
schools of dancing to realise s plans 1o raise
the standard of the teaching in Britam. Asa
result, Adeline Genée became the first
presicdent of the Royal Acadeny of Dance - e
Association of the Teachers of Operatic
Dancieg of Great Britain 1o give it s first,
somewhat cumsbersome, title — a position she
held for 34 years. By the end of the First
Workl War Genée had essentially retired from
the stage, bt her second career was oaly
about to begin. As a ballerina Genée strove for
perfection in performance as an advocate for
impraved teaching she was commitied to the
quality of teachers, dancers and their working
conditions. On her own initistive she secured
the Academy’s royal charter and patronage as
well as being actively imvolved in launching

Britain (and in Canada in 1940)

superintending the Academy’s examinations
and making contact with those working in
the field, and boosted the newly developing
British ballet.

Born in Jutland in 1878, Genée was the
survivor of fermale twans born to the Dansh
farmer, Peter Jensen, and his wife, Kirsten,
Stve was baptised Anina Margarete Kristina
Petra and ber family's delight in music was
reflecsed in her love of dancing. This
encouraged her uncle, Alexander ( who sook
Iyis stage name from the composer Richard
Genee) and his wife and partner, the
Hungarian ballerina, Antonia Zimmermann,
o adopt her in 1886, She was given the name
Adeline, after the great opera star Adcling
Patty, for whom Alexander Genée had once
arranged dances in Carmen. Adeline’s formal
training and upbringing was supervised by
her undle and aunt as they toured with a small
company in Scandinavia and she made her
debut aged ten in a demi-caractére solo, Polks
it fa Picarde, at Christiana ( Oslo), Norway.

and developeng syllale and As
President, Gende travellod extensively in
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der subsequently accepted a posstion
s bailet master and manager of the

Centralhalien Theatre, Ssettin (Saczecin),
where Genée kearnt a wide range of corps de
ballet and soo roles in a repertory that
induded Gselle and Syfvia, and opera ballets
such as La Favoriee and Robert ke Diable.

A clear indication of Genée's potential
was shown when in 1896, aged 18, she was
mvited to replace Antionetta Dell'Era. the
Berlin Opera’s powerful Italian ballerina, in
Die Rase von Schiras during Dell'Era’s
summer vacation, Genée's performance was
well recerved but she realised that if she
remained in Berlin she would be in the prima
ballering’s shadow. Nevertheless, one
variation from Dic Rose wr Schines became a
signature dance, She inserted it into the ewel
scerse from Morte Cristo when she made her
debut in Londoa in November 1897, and
frequently added it into halless when she
meeded 10 make a strong impeession (this was
common practice in the late 19th century).

The offer of a six-week contract at the
Emypire Theatre, London, resulted in her
remaining there for the next decade. A 'palace
of varietics was a demanding place in which
1o work. At the Empire Genée usually had o
dance six nights a week all year round - whilst
at opera houses ballerinas would perform
only occasionally, and in a more varied
repertoire. Gende's decision to remain at the
Empire certainy limised the development of
her career, but enabled her to become
Londot's best-loved ballering, lo turn ber
fame and impeccable standards in both her
professional and private life enabled her to
enhance the position of dancers in the
public’s estimation and raise the quality of
dance teaching in her adopted country,

The Empire put ballet at the core of its
programme, Usually two ballets were
performed with a wide range of other visual
acts preceding and between them, the
programme finishing with a selection from
the bioscope, Sometimes, however, there
would be just one longer work and
supporting programme. The theatre’s ballet
mistress, Katti Lanner quickly recognised the
stremgths of the new star and gradually ber
rodes developed to show mare of her
vensatility as a soubrette actress as well as
classical balkerina, Initially, Genée just danced
classical variations as the ballerinas ook little
part in the action of the work. It was as the

Cende in Round the Town Agsin Photcx Hani Studeos

charming French maid, Lizette, in Rownd the
Town Agair (1899), that Genée first had the
opportunity to play a more rounded
character,

A petite, pretty, blonde ballerina of great
charm, Genée was noted for light, precise
footwark: for pirouettes, jumps, brisées and
bourrées; also for ber characterisation
through mime, She performed in both
classical and demi-caractére work drawing on
her Franco-Danish training, which, unlike
the rival halian school, did not place an
emphasis on obvious virtuosity. Later, after
the companies of Pavlova and Diaghley had
become well-known in Britain, it was noted
that her dancing was less cxotic and sensual
than that of the Russians. Many critics tried
o compare Genéde with Pavlova or Karssvina
but, noted DG MacLennan, 'they waste their
time; they were never comparable. Pavava
was poetry, Karsavina the astist of the ballet,
but Genée was prose - vivid, precise, brilliant

prose. Her feet twinkled, so did her mind, Her
tragedy was she was never “stretched ™,
|REFERENCE TO FOLLOW]

Gende was, nevertheless, admired by
mformed audiences. In 1902 she was invited
0 appear as o goest with the Royal Danish
Ballet in Coppéfnrand Bournonville's Flower
Festival in Genzano. Ballet Master, Hans Beck,
weas so impressed by Genée's technique that
heinsisted all the company be present at a
reheansal to see her entrechats six (which
Danish dancers dad not then attempt) and
dauhle pirouettes. She also worked hard to
adopt the Bournoaville style for Flower
Fastival, A decade kater Diaghiley 1ried,
without saccess, 10 persuade her to join his
company.

Although for much of her career Gende
remained under ber undle’s domination, she
revealed a strong will of her own. She had a
sense of her own status and was determined
that roles would be worthy of her talent, In

Gende receming hes Fellowship of the BAD fSeorm
Margot Forteys Phoio: 3aevatt's PRaoto Press

1906 she refused to renew her contract uatil
the management agreed 1o allow her undle to
mount Coppélia for hes. 1n many respects
Genée's productions Jooked back to 19th-
century creations. Hoth Coppéfiaand the
baliet from Robyrt the Devil (produced for ber
at the Empire by Alexander), were already
henitage works. Her own creations {often
collaborations with the designer Wilhelm and
compaser Dora Bright) derived from
Romantic traditiors. These indaded the
pastocal, The Dryad, in which 3 wood-symph
fails 1o find the haman love needed 1o release
her, and a series of ballet-miniatures incuding
La Camargo and La Danse which took the
histary of dance as their subject. These were
on a much snsaliee scale than the buge Empire
productions and were convenient for tours
and shoet seasons at the London Coliseum,
which became a second home for the ballerina
alfter 1911 From 1908 Genée interspersed her
performances in Londoa with six tours in the
United States: initially in musical productions
rather than ballets. [n 1913 she toured to
Australia and New Zealand. Genée (advertised
a8 "The World's greatest Dancer”) was
partnered by the Russian danseur noble,
Alexandre Volinine,

Although her stage appearances after 1917
were rare, Genée sought opportunities 1o
encourage the development of 20th-century
Bestish ballet. She took a troupe of dancers 1o
Copenhagen during the British Industries
Fairin 1932 and the following vear, with
Richardson, arranged for the RAD (or AOD as
it st was) to be responsible for the opera-
buallet at Covent Garden. As a ballerina,
Genée's performing career spanned from
Queen Victoria's Diamand Jubilee to one of
the earliest transmissions of dance on BBC
televisson [ Love Songs, with Antoa Dolin, was
transmitted in 1933), As an advocate for
dance she worked assiduously, guiding the
development of the RAD until she retired
from its presidency in 1954 and remained
snvolved with the art form whase status she
had seen elevated unsil her death in 1970,
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Day 2

Philip Richardson

Philip Richardson was in effect
the founding father of the Royal
Academy of Dance; organising the
dancers' circle dinners that led
to the formation of 'The Operatic
Association' in 1920 (now the
Royal Academy of Dance).

Richardson was a keen ballroom
dancer and his early interest in
social dance is evident from the
many articles he contributed to
various books and periodicals.

In 1951 Richardson received an
OBE for his services to dancing
from the late King George VI and
in 1962 was made an honorary
'Fellow' of the Royal Academy of
Dance (FRAD).

His interest in the history of
dancing led him to become an avid
collector of rare books on the
subject and his personal library

collection was bequeathed to
the Royal Academy of Dance
after his death in 1963.

Interesting fact:

Philip Richardson, [then]
editor of Dancing Times,
complained that excessive
freedom on the dance floor
amounted to "artistic
bolshevism”". In 19220-1921 he
called a series of conferences
of teachers to settle upon
standardised steps. He founded
the Committee of Ballroom
Dancing, which sanctioned only
four official dances - the
waltz, foxtrot, quickstep and
tango — and banned "illegal
steps” such as side kicks and
lifts.

Turn over to see images of
Philip Richardson.
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Philip Richardson, photographed by Paul
Wilson, in the office of Dancing Times,

1950.



Day 1

How it all began

The Royal Academy of Dance was
established in 1920 in London, by
a small group of eminent dance
professionals. Brought together
by Philip Richardson, former
editor of the Dancing Times, the
group represented the leading
European schools of ballet:
Adeline Genée (the Danish
School), Tamara Karsavina (the
Russian School), Lucia Cormani
(the Italian School), Edouard
Espinosa (the French School) and
Phyllis Bedells (the English
SChooli) .
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