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Sadlers Wells
Theatre

Sadler's Wells Theatre, Rosebery Avenue,
London EC1R 4TN

Box Office 01-278 8916 (5 lines)
All other enquiries 01-278 6563
Telex 894006 Sadler G

Sadler's Wells Theatre was re-opened by Lilian Baylis on 6 January
1931 having originally been established as a place of entertainment
in 1683. The theatre is owned by Sadler's Wells Foundation and is
mgnaged under licence from the Foundation by Sadler's Wells Trust
Ltd.

Sadlers Wells Foundation
and Sadlers Wells Trust Ltd

Patron
Her Majesty Queen Elizabeth The Queen Mother

President
Her Royal Highness The Princess Margaret, Countess of Snowdon

Board of Governors of the
Foundation and Sadler’s
Wells Trust Ltd

Chairman: Sir Roger Falk, OBE, Hon. D Litt; Vice-Chairman:
Professor Gerald Manners; Secretaries to the Trust: Stephen
Remington; Joseph Karaviotis; Directors of the Trust: Councillor
Arthur Bell; Sir Basil Engholm, KCB; Councillor A.J. Farrell; K.J.
Gillespie; Councillor Andy Harris; Roger Harrison; Miss A. Hayter,
OBE; Bernard Heaphy, OBE; Peter Hemmings; L.G.Huddy; Wallis
G.G. Hunt; Drummond Leslie; Clive Jenkins; Sir John Mayhew-
Sanders; Sir David Scott, GCMG; T.H. Vaughan

Sadler’s Wells Theatre

Director Stephen Remington; Finance Director Joseph
Karaviotis;Technical Director Paul Richardson;Administrator Alan
Wood;Appeal Administrator Jack Phipps; Box Office Manager
Stephen Freeth; Theatre Manager Mary Jones;Assistant Theatre
Manager Jennifer F. Jones; Catering Manager Andreas Karaviotis;
Chief Electrician Colin Scott; Press & Publicity Manager Liz
Stolls; Marketing Manager William Tayleur; Chief Accountant
Brian Wright;

Sadler’s Wells Association
Inc

President Mrs Alexander Hehmeyer (Chicago); Patron Lady Wright;

Directors: Mrs Charles Ball Jr(Dallas); Stanley M Freehling
(Chicago); Mr & Mrs Edward A Freeburg (Los Angeles); Mrs Charles
Price Il (London); Nathan Hale (New York); Crown Prince Alexander
of Jugoslavia (Washington DC); Mrs Walter O'Brien (New York),

Mary, Viscountess Rothermere (New York); Henry Shapiro (Chicago);

Hugh Swofford (New York); Mrs Richard D Walk (Washington DC);
Mrs William Wood Prince (Chicago); Honorary Directors: Sir Roger
Falk, OBE; Sir Basil Engholm, KCB; Stephen Remington

The association exists in the United States, to support the work of Sadler's Wells in general
and, in particular, in relation to the exchange of performing companies between the US and

Sadler's Wells

Sadler’s Wells-Wishers

The Actor’s Retreat Wine Bar &
Restaurant

American Express

T.H. Bull & Sons Ltd

M J Cagney (Civil Engineering) Ltd
Camden Passage & The Mall
Antiques Centre

The City University

Compass Press

Derek and Sylvie Cooke
Frederick’s Restaurant

Geraldo Entertainments

Julius’s Restaurant & Upper’s Bistro
J.P. Malnick & Co. Solicitor’s
The Marinella Restaurant

The May Fair Hotel

Music International

0O.G.F. (Butchers) Ltd

Panache Display Mannequins Ltd
Portofino Restaurant

Rance & Co

Andrew H. Scott

Sonar Gaon Indian Cuisine

Sadler's Wells-Wishers are business organisa-
tions and individuals who wish to support and be
seen to support Sadler's Wells. In return for a
small annual membership fee, the Theatre offers
Wells-Wishers a number of penefits of commer-
cial importance. <

If you would like to know more about Sadler’s
Wells-Wishers, pleaSe contact

Frances Berwick

Sadler’s Wells-Wishers,

Sadler’s Wells Theatre

Rosebery Avenue, London EC1R 4T'&< &F

Telephone: 01-278 6563 ; \«o%
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Sadler’s Wells Theatre

presents

MERCE CUNNINGHAM
DANCE COMPRANY

14-25 May 1985
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Dancers
Helen Barrow Neil Greenberg Kristy Santimyer
Merce Cunningham Catherine Kerr Kevin Schroder
Karen Fink Chris Komar Robert Swinston
Victoria Finlayson Patricia Lent Megan Walker
Alan Good Rob Remley Susan Quinn Young
Musicians
John Cage Takehisa Kosugi David Tudor
Choreography Musical Advisor Artistic Advisors
Merce Cunningham John Cage Bill Anastasi

Dove Bradshaw

Executive Director

Production Supervisor
Art Becofsky

Martin S Cabot

Production Stage Manager Gary Mintz Sound Consultant David Meschter
Technical Director William Schaffner Choreographer’s Assistant Chris Komar
Wardrobe Supervisor Suzanne Gallo Company Manager Therese Barbanel

-

The Merce Cunningham season is part of the American Festival, the largest celebration of the culture of the*United States ever held in Britain. Under
the patronage of HRH, The Prince Philip, Duke of Edinburgh, KG, KT, over forty concerts, plays, exhibitions and special events are being presented in
London, Cardiff and Glasgow. The Festival has been co-ordinated by the British American Arts Association and Harold Holt Ltd., and is presented by

Endless Holdings Ltd.. Individual events are sponsored by British and American corporations.

The Cunningham Dance Foundation wishes to thank the Anglo-American Contemporary Dance Trust for their help in making this visit to London
possible.
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Sadler's Wells Trust Limited gratefully acknowledges financial assistance from the Greater London Council and Islington Borough Council towargs annual Ub COS1s

In response to general request, latecomers cannol be admitted IO Iwu seats until a suitable break in the performance. The taking of photographs and the useb\reco guiggnent d
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Tuesday May 14, Thursday May 16,
Wednesday May 22 at 7.30 pm

DUETS (1980)

Composer: John Cage
IMPROVISATION 111*

Dancers

Helen Barrow - Rob Remley
Megan Walker - Alan Good
Catherine Kerr - Robert Swinston
Karen Fink - Chris Komar
Patricia Lent - Kevin Schroder
Susan Quinn Young - Neil Greenberg

Musicians: John Cage, Takehisa Kosugi, David Meschter, David Tudor
Design and Lighting: Mark Lancaster

*Cassette recordings made by Paedar and Mel Mercier are used as
material for this accompaniment.

INTERVAL

PICTURES (1984

Composer: David Behrman
INTERSPECIES SMALLTALK

Dancers
Helen Barrow
Merce Cunningham

Neil Greenberg
Catherine Kerr

Kristy Santimyer
Kevin Schroder

Karen Fink Chris Komar Robert Swinston
Victoria Finlayson Patricia Lent Megan Walker
Alan Good Rob Remley Susan Quinn Young

The design for this work was made possible in part by a grant from the
National Broadcasting Company, Inc.

Musicians: Takehisa Kosugi, David Meschter
Costumes and Lighting: Mark Lancaster

INTERVAL

LOCALE (1979)

Composer: Takehisa Kosugi

INTERSPERSION
Dancers
Helen Barrow Catherine Kerr Kristy Santimyer
Karen Fink Chris Komar Kevin Schroder
Victoria Finlayson Patricia Lent Robert Swinston
Alan Good Rob Remley Megan Walker

Neil Greenberg Susan Quinn Young

This is a stage version of a work originally choreographed for film. The
film, under the direction of Charles Atlas, was shot at the Cunningham

Studio in January 1979. &U\CK & LA
Recitation: John Cage, Takehisa Kosugix‘ 4'9,\
Musicians: Takehisa Kosugi Musicians: David Tudor d‘_},
Design and Lighting: Mark Lancaster Design and Lighting: Mark Lancasté? %
e
’~ 1981-1986 =1
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Wednesday May 15, Saturday May 18,
Thursday May 23 at 7.30 pm.

INLETS 2 (1983)
Composer: John Cage
INLETS

May 15 and 23
Dancers

Victoria Finlayson
Neil Greenberg

Robert Swinston
Susan Quinn Young

Catherine Kerr
Rob Remley
Kristy Santimyer

May 18

Dancers Alan Good Kevin Schroder
Helen Barrow Chris Komar Megan Walker
Karen Fink Patricia Lent

Musicians: John Cage, Takehisa Kosugi, David Tudor
Design and Lighting: Mark Lancaster

Inlets 2 is a variation of Inlets. ~ The same gamut of movements was
supjected again to other chance operations, this time for seven dancers
instead of six.

INTERVAL

PHRASES (1989)

Composer: David Tudor

Dancers
Helen Barrow
Merce Cunningham

Neil Greenberg
Catherine Kerr

Kristy Santimyer
Kevin Schroder

Karen Fink Chris Komar Robert Swinston
Victoria Finlayson Patricia Lent Megan Walker
Alan Good Rob Remley Susan Quinn Young

Musician: David Tudor
Set and Lighting Design: William Anastasi
Costume Design: Dove Bradshaw

Phrases was choreographed during the residency of the Merce
Cunningham Dance Company in Angers, France. The residency was at
the invitation of the Centre Nationale de Danse Contemporaine.

INTERVAL

ROADRUNNERS (1979)

Composer: Yasunao Tone
GEOGRAPHY AND MUSIC

Dancers S
Helen Barrow Neil-Greenberg
Merce Cunningham Catherine Kerr

Kristy Santimyer
Kevin Schroder

Karen Fink _Chris Komar Robert Swinston
Victoria Finlayson Patricia Lent Megan Walker
Alan Good Rob Remley Susan Quinn Young

This dance was first commissioned by and first presented at the
American Dance Festival, Durham, North Carolina, on July 19, 1979,

Working for London

archive.parmindervir.com g



Friday May 17, Tuesday May 21,
Friday May 24 at 7.30 pm.

DOUBLES (1984)

Composer: Takehisa Kosugi

SPACINGS
May 17 and 24
Dancers Victoria Finlayson Chris Komar
Helen Barrow Alan Good Robert Swinston
Karen Fink Catherine Kerr
May 21
Dancers Neil Greenberg Megan Walker
Helen Barrow Patricia Lent Susan Quinn Young
Alan Good Rob Remley

Musician: Takehisa Kosugi
Design and Lighting: Mark Lancaster

This work is an American Dance Festival *‘Golden Commission’’, and
was made possible by generous contributions from AT&T Foundation
and Mr. Samuel H.Scripps.

INTERVAL

QUARTET (1982

Composer: David Tudor
SEXTET FOR SEVEN

Dancers

Helen Barrow
Merce Cunningham
| Karen Fink

Rob Remley

Susan Quinn Young

Musician: David Tudor
Design and Lighting: Mark Lancaster

INTERVAL

PICTURES (1984

Composer: David Behrman
INTERSPECIES SMALLTALK

Dancers

Helen Barrow Neil Greenberg Kristy Santimyer
Merce Cunningham Catherine Kerr Kevin Schroder
Karen Fink Chris Komar Robert Swinston
Victoria Finlayson Patricia Lent Megan Walker
Alan Good Rob Remley Susan Quinn Young

The design for this work was made possible in part by a grant from the
National Broadcasting Company, Inc.

Musicians: Takehisa Kosugi, David Meschter’
Costumes and Lighting: Mark Lancaster

Monday May 20 and Saturday May 25 at 7.30 pm.

TRAILS (1982

Dancers
Karen Fink
Alan Good

Neil Greenberg

Musician: John Cage

Composer: John Cage
INSTANCES OF SILENCE

Catherine Kerr
Chris Komar
Patricia Lent
Rob Remley

Design and Lighting: Mark Lancaster

INTERVAL

NATIVE GREEN (1985)

Dancers
Helen Barrow
Alan Good

Chris Komar
Patricia Lent

Musician: Takehisa Kosugi
Set and Costume Design: William Anastasi
Lighting Design: Dove Bradshaw

PHRASES (1984)

Dancers

Helen Barrow
Merce Cunningham
Karen Fink

Victoria Finlayson
Alan Good

Musician: David Tudor

INTERVAL

Neil Greenberg
Catherine Kerr
Chris Komar
«“Patricia Lent
Rob Remley

Set and Lighting Design: William Anastasi
Costume Design: Dove Bradshaw

g\J»\CK & ETH/V
Phrases was choreographed during tQ‘é re Melﬁe
Cunningham Dance Company in Angers ran SI ncy was &t
the invitation of the Centre National dg anse -

archive. parmmdervlr ComyENeaRe

Robert Swinston
Megan Walker
Susan Quinn Young

Composer: John King
GLISS IN SIGHS

Robert Swinston
Megan Walker

Composer: David Tudor

Kristy Santimyer
Kevin Schroder
Robert Swinston
Megan Walker
Susan Quinn Young

1981-1986
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MERCE CUNNINGHAM, born in
Centralia, Washington, received
his first formal dance and theatre
training at the Cornish Institute of
Allied Arts in Seattle. From 1939 to
1945, he was a soloist in the com-
pany of Martha Graham. In 1944
he presented his first programme
of solos in New York City. His col-
laboration with the composer, John
Cage, began at that time, and con-
tinues into the present.

In the summer of 1953, Cunn-
ingham worked with a company at
Black Mountain College in North
Carolina, their first New York
season takmg place the following
winter. Since that time, Cunn-
ingham has choreographed some
one-hundred works which have
been presented on yearly tours in
the United States and Europe, the
Far East, and recently in annual
seasons in New York.

He has also choreographed two
works for the New York City Ballet:
The Seasons (John Cage/lsamu
Noguchi, 1947), and a version of
Summerspace (Morton Feld-
man/Robert Rauschenberg,
original 1958, NYCB version 1966).
Un jour ou deux (John Cage/Jasper
Johns, 1973), an evening-length
work, was commissioned by the
Paris Autumn Festival for the ballet
of the Paris Opera. Cunningham's
works, Duets, was _presented by
the American Ballet Theatre in May
1982 in New York City. His works
have also been included in the
repertories of the Boston Ballet,
the Cullberg Ballet, Stockholm, the
Theatre du Silence, France, the
Ballet Rambert, London, and the
GRCOP, the expenmental wing of
the Paris Opera Ballet.

Robert Rauschenberg, Jasper
Johns and later Mark Lancaster
served as artistic advisors and
designers for the company. At pre-
sent William Anastasi and Dove
Bradshaw act in this capacity.
Other painters, designers, and
sculptored who have collaborated
with Cunningham include Richard
Lippold, David Hare, Sonja Sekula,
Remy Charlip, Frank Stella, Andy
Warhol, Robert Morris, Bruce
Nauman, Neil Jenney, Richard
Nelson, Beverly Emmons, Morris
Graves Charles Atlas and Monika
Fullemann. Cunningham has col-
laborated with Charles Atlas, film-
maker, on three original works for
video: Westbeth (1974), Blue
Studio: Five Segments (WNET/TV
Lab 1975), and Fractions | and I
(1978); and three film/dances,
Locale (1979), Channels/Inserts
(1981), and Coast Zone (1983).
Fractions, Locale, Chan-
nels/inserts, and Coast Zone were
all subsequently remade for stage
presentation. Cunningham's other
activities include, along with
presenting classes and workshops
at the Cunningham Studio, guest
lessons and lectures both in the
United States and abroad. Current-
ly, the Cunningham Dance Founda-
tion is producing a documentary
film on the collaboration of Merce
Cunningham and John Cage, partly
funded by PBS, under the direction
of Elliot aplan

Cunningham has collaborated on
two books about his work,

Changes: Notes on Choreography,
with Frances Starr (Something
Else Press, New York, 1968), and
Le Danseur et la Danse, interviews
with Jacqueline Lesschaeve (Bel-
fond, Paris, 1980). He has received
two Guggenheim Fellowships for
choreography in 1954 and 1959;
the Dance Magazine Award, 1960;
the Medal for the Society for the
Advancement of Dancing in
Sweden, 1964; the Gold Medal for
Choreographic Invention at the
Fourth International Festival of
Dance in Paris, 1966; an honorary
Doctorate of Letters from the
University of lllinois, 1972; the New
York State Award, 1975; the
Capezio Award, 1977, the Samuel
H Scripps/American Dance
Festival Award for lifetime con-
tribution to dance, 1982; and the
Mayor of New York's Award of
Honor for Arts and Culture, 19883.
At the end of his company’s tour of
France in the autumn of 1982, he
was made Commander of the
Order of Arts and Letters by the
French Minister of Culture. In
1984, he was inducted into the
American Academy and Institute of
Arts and Letters.

The 20th Anniversary World Tour of
Merce Cunningham Dance Com-
pany began in October 1983, and
included performances in Belgium,
France, Germany and the Far East.
The 1984-1985 season began with
performances at the Berlin Festival
in September, followed by a series
of Event performances at the
Joyce Theatre in New York City,
and a rehearsal residency in
Angers, France, in November-
/December. This Spring, the Com-
pany’'s activities include
engagements in Urbana, lllinois,
Washington DC, Berkeley, Califor-
nia, and Chicago, in addition to its
annual City Centre season in Mar-
ch, and the American premiere of
Roaratorio at the Seventh Regi-
ment Armory on Park Avenue in

June, 1985. Upcoming foreign
engagements include Istanbul,
Montpellier, Avignon and
Barcelona.

HELEN BARROW Washington
Ballet, SUNY Purchase, Ton
Simons, Jim Self, Merce Cunn-
ingahzam Dance Company August
1982,

KAREN FINK graduated from Cor-
nell University with a degree in
Dance and English. She began
working with the Company as a
Student Understudy in December
1982, and joined the Company in
May 1983.

VICTORIA FINLAYSON grew up
outside Boston, and studied

classical ballet from age 8 to age
18. She then went to Swarthmore
College where she received a

degree in chemistry. Victoria mov-
ed to New York in October 1983
and joined Merce Cunningham
Dance Company a year later.

ALAN GOOD grew up in Ann Ar-
bor and Munich, Germany. He
started dancing his last year in high
school. That same year, 1972, he
first saw Cunningham and didn't
understand it. After two years pre-
medical at University of Michigan,
three years of Dance (BFA) at

SUNY at Purchase, performing with
Mel Wong, Martha Graham, Ken-
neth King and Pauline Koner, he
joined Cunningham in June, 1978.
In 1981 he outlined a system for real
time graphic notation of human
movement by computer. In
November 1983 he showed his first
concert of dances in New York City.
Choreographers Kyoo Hyun Cho
and Arnold Stern directed Good in
their dances last autumn. In January
1985 he presented his second pro-
gramme in Rome, Italy.

NEIL GREENBERG Merce Cunn-
ingham Dance Company - January,
1980; ballet - Janet Panetta; Amnes-
ty - his most recent choreography
-presented by Danspace Project at

aint Mark's Church this past
January.

CATHERINE KERR joined the
Merce Cunningham Dance Com-
pany in 1974. During 1977 she
presented her choreography at the
Los Angeles Institute for Contem-
porary Arts, the Walker Art Centre,
and the Institute for Dance and Ex-
perimental Arts. She has also per-
formed in works by Laura Dean,
Marjorie Gamso, Sally Bowden, and
Shirley Henderson. She is on the
teaching staff of the Cunningham
Studio, and has taught in the United
States and Europe.

CHRIS KOMAR, born in
Milwaukee, Wisconsin; 1957 began
music studies with the clarinet,
1959 learned rock'n'roll dances
from his sister Eunice, 1960
studied ballroom dancing from his
sister Norma Sue who taught for
Arthur Murray Dance Studios,
1965-1969 majored in music,
minored in dance at the University
of Wisconsin-Milwaukee,
1966-1969 taught music in public
and private schools, 1969 changed
music major to dance, 1969-1971
danced with the Milwaukee Ballet
Company, 1979 took a BFA in
dance at the University of
Wisconsin-Milwaukee, 1970-1971
was a member of the University of
Wisconsin-Milwaukee dance facul-
ty, 1972 joined Merce Cunningham
Dance Company. A teacher at the
Cunningham Studio since 1973 he
has assisted and taught repertory
workshops in the USA and Europe
and mounted Cunningham works
on the Theatre du Silence in
France, the Ohio Ballet, U.S. terp-
sichore of N.Y., American Ballet
Theatre, Ballet Rambert of London,
the Choreographic Research
Group of the Paris Opéra and
Werkcentrum Dans, Rotterdam. In
1982, he produced and hosted a
cable-television show, Rhythms in
Space.

PATRICIA LENT was born and
began dancing in McLean, Virginia,
She graduated from the UnivErsity
of Virginia with a degree in Political
Theory. In the summer of 1982 she
moved to New York, and joined
Merce Cunningham Dance Com-
pany in January 1984. She current-
ly studies ballet with Marjorie
Mussman.

ROB REMLEY was born in Texas,
and raised in California. He began
dancing at the University of Califor-
nia, Berkeley in 1972, received an
MA in dance from Ohio State

University in 1975, and performed
with Dance Montana 1976 to 1977.
Rob joined Merce Cunningham
Dance Company in 1978, and cur-
rently studies ballet with Janet
Panetta.

KRISTY SANTIMYER, from North
Irwin, Pennsylvania, joined Merce
Cunningham Dance Company in
January 1985. Previously, Kristy
performed in Pittsburgh with the
American Dance Ensemble, Janet
Gillespie Present Company and the
Pittsburgh Ballet Theatre. Her
training includes study at Point
Park College, the University of
Alabama in Birmingham, the Jof-
frey School of Ballet, Ballet West,
and the NYU School of the Arts.

KEVIN SCHRODER was raised on
a farm outside of Buckeye,
Arizona. After attending the
University of Arizona, he danced
with the San Francisco Moving
Company and Lar Lubovitch Dance
Company. He joined Merce Cunn-
ingham Dance Company in
January 1985,

ROBERT SWINSTON was born in
Pittsburgh, PA and attended Mid-
dlebury College and the Juilliard
School where he received a BFA in
Dance. He has danced with the
Martha Graham Apprentice Com-
pany, Kazuko Hirabayashi Dance
Theatre, the Jose Limon Dance
Company, and also with Charles
Moulton and Jim Seli. He joined
Merce Cunningham Dance Com-
pany in August, 1980.

MEGAN WALKER has been danc-
ing with Merce Cunningham Dance
Company since August of 1980.
Prior to that time she danced with
Kenneth King, Lucinda Childs, and
Douglas Dunn. She was born in
Vernon, British Columbia and grew
up primarily in the Bay Area near
San Francisco. After completing
her degree at the University of
California at Berkeley she moved
to New York City. She studies
ballet with Maggie Black.

SUSAN QUINN YOUNG grew up
in  Milton, Massachusetts. She
received much of her early training
from Boston Conservatory of
Music. After moving to New York
she attended Skidmore College
and NYU School of the Arts where
she received a BFA in dance.
Previously a member of Gus
""Solomon's Company Dance'', she
currently studies ballet with Mag-
gie Black, and joined Merce Cunn-
ingham Dance Company in Oc-
tober, 1981.

JOHN CAGE was born in Los

“ Angeles in 1912. He studied with

Richard Buhlig, Henry Cowell,
Adolph Weiss, and Arnold Schoen-
berg. In 1949 he received a Gug-
genheim Fellowship and an Award
from the National Academy of Arts
and Letters for having extended
the boundaries of music through
his work with percussion orchestra
and his invention of the prepared

piano (1940 organlzed
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pening. A 25-year retrospective
concert of his composition was
presented at Town Hall in 1958.

He is Musical Advisor for Merce
Cunningham Dance Company,
having been associated with
Merce Cunningham since 1943.
Cage was elected to the Institute of
the American Academy and In-
stitute of Arts and Letters in 1968,
to the American Academy of Arts
and Sciences in 1978, and was
made Commander of the Order of
Arts and Letters by the French
Minister of Culture in 1982. He has
been a Fellow of the Centres for
Advanced Studies at Wesleyan
University and at the University of
Illinois, and Composer in
Residence at the University of Cin-
cinnati and the University of
California at Davis. He was
Regent’s Lecturer at the University
of California at San Diego (1980).
Recent commissions include Thirty
Pieces for String Quartet (1983) for
the Kronos Quartet, and Souvenir
for the American Guild of
Organists. Cage is the author of
Silence (1961), A Year from Mon-
day (1968), M (1973), Empty Words
(1979), X (1983) (all published by
the Wesleyan University Press),
Notations (with Alison Knowles,
1969), published by Something
Else Press, Writings through Fin-
negans Wake, published by Printed
Editions (1979), For the Birds
(conversations with Daniel
Charles, 1981) (Marian Boyars),
Another Song (accompanying
photographs by Susan Barron) and
Mud Book (with illustrations by Lois
Long) (both Callaway Editions), and
Themes and Variations published
by the Station Hill Press, 1982. His
graphic works include Not Wanting
to Say Anything about Marcel with
Calvin Sumsion (1969), Mushroom
Book with Lois Long and Alexander
Smith (1974), Seven-Day Diary,
Signals, 17 Drawings by Thoreau,
Changes and Dissappearances,

On the Surface, and  Ryoanji
Series (etchings made at the
Crown Point Press, Oakland,

California, 1978-1982). A Praeger
Documentary Monograph in
Modern Art, edited by Richard
Kostelanetz, is devoted to his
work. His music is published by the
Henmar Press of C.F. Peters Cor-
poration. Recordings are available
on Columbia, Nonesuch, Folkways,
Everest, Time, Cramps, Tomato,
and other labels. Roaratorio, an
Irish Circus on Finnegans Wake
(1979), co-produced by the West
German Radio, the South German
Radio, and the Dutch Catholic
Radio, and realized in collaboration
with John Fullemann in the IRCAM
studios in Paris, was awarded the
Karl Sczuka prize in 1979.

TAKEHISA KOSUGI was born in
Tokyo in 1938, and graduated from
Tokyo University of Arts in 1962,
where he studied musicology and
improvisation. He founded the
Group Ongaku in 1961 which was
devoted to creating improvisa-
tional and event music in Japan.
He joined Fluxus as a composer of
event music, and participated in
the Cunningham Dance Com-
pany's concert tour in Japan in
1964. He stayed in New York from
1965 to 1967 to give concerts and
to participate in festivals, touring

Europe for the same purposes in
1967. He founded the Intermedia
Art Festival in Tokyo in 1969, and
founded the Taj Mahal Travellers (a
group of collective improvisation
and multi-media music) in Tokyo in
1969. He participated in Expo ‘70
in Osaka as a music designer for
the Plaza's events. He organized
the tour of the Taj Mahal
Traveller's concerts in Europe in
1971 and 1972, then continued the
touring event to the Taj Mahal in In-
dia. He participated in the festival
Ices '72 in London, and toured
England and Europe to give con-
certs and to record (BBC—1 TV
“music fusion') in 1972. He gave
weekly performances of the Taj
Mahal Travellers in Tokyo through-
out 1973 and 1974, including par-
ticipation in jazz and rock-music
concerts in Japan. He recorded
solo performances of his own com-
positions on CBS/SONY records,
and with Taj Mahal Travellers' per-
formances on Nippon Columbia
Records in 1974. He participated in
the Group Onga’s concert tour of
Europe of 1974. He opened his
class room in Tokyo and Suva City
in 1975 based on his meta-media-
music practices. In 1976 he toured
with the Cunningham Dance Com-
pany in Australia and Japan.

DAVID TUDOR was born in Phil-
adelphia, PA in 1926. He studied
with H. William Hawks (organ,
theory), Irma Wolpe Rademacher
(piano) and Stefan Wolpe (com-
position and analysis). His first pro-
fessional activity was as organist.
He became known as the leading
avant garde pianist of the day with
his highly acclaimed American
premiére of Pierre Boulez' Deux-
ieme Sonate pour Piano (1950) and
first performances of compositions
by Earle Brown, Sylvano Bussotti,
John Cage, Morton Feldman,
Karlheinz Stockhausen, and Chris-
tian Wolif. During this period, Mr
Tudor held positions as Instructor
and Pianist in Residence at Black
Mountain College, North Carolina,
and at the Internationale
Ferienkurse fur Neue Musik, Darm-
stadt, and expanded his perfor-
mance activity to include Merce
Cunningham Dance Company, and
John Cage's "'Project of Music for
Magnetic Tape''. In the early
1960's he and Cage initiated a
trend toward 'live''.as distinct
from taped, electronic music. Mr.
Tudor has conducted seminars in
Electronic Performance at various
American Universities and at the
National Institute of Design in
Ahmadabad, India.

As composer, Tudor draws upon
technological resources that are
both flexible and complex: he
employs, for the most part,
custom-built modular electronic
devices, many of his own manufac-
ture. His method employs choices
of specific electronic components
and transducers, and their inter-
connections, that define both com-
position and performance. His
sound materials unfold through
large gestures in time and space,
and many of his compositions are
associated with collaborative
visual forces: light systems, dance,
television, theatre, film, or four-
colour laser projections. Bando-
neon! produced at the 9 Evenings:

Theatre and Engineering, New
York, 1966, calls for lighting and
audio circuitry, moving
loudspeaker sculptures, and pro-
jected video images all actuated by
the bandoneon. Other col-
laborative works included Reunion
(with David Behrman, John Cage,
Lowell Cross, Marcel Duchamp,
and Gordon Mumma, 1968), and a
number of works for video andfor
four-colour laser display in con-
junction with Lowell Cross and Car-
son Jeffries (1969 to 1977).

Mr Tudor was one of four Core Ar-
tists who collaborated on the
design of the Pepsi Pavillion for Ex-
po '70, Osaka, Japan, a project of
Experiments in Art and Tecnology,
Inc. There he produced 10 com-
positional programmes, including
Microphone (first version). current-
ly Mr. Tudor is presenting Rain-
forest 4 as a group composi-
tionfenvironment, with his elec-
tronic performance group Com-
posers Inside Electronics. Rain-
forest 1 was commissioned in 1968
for Merce Cunningham Dance
Company. Other electronic works
for Cunningham include Toneburst
(1974), and Forest Speech (1976),
Weatherings (1978) and Phonemes
(1981). His piece Video Pulsers is
an electronic score integral to
Brazos River, A Video Collabora-
tion of Viola Farber, Robert
Rauschenberg, and David Tudor.
Most recently he premiéred a new
work Likeness to Voices/Dialects
(1982) at IRCAM in Paris, commis-
sioned by the Gulbenkian Founda-
tion and realised at the Metz Cen-
tre Europeen pour la Recherche
Musicale. At present, Mr Tudor is
developing a sound and fog en-
vironment, /sland Eye island Ear,
for an island in Sweden.

WILLIAM ANASTASI was born in
Philadelphia in 1933. He has lived
in New York since 1963. His pain-
tings, sculptures, films and videos
have been exhibited at Dwan
Gallery, The American Academy of
Arts and Letters, The .Whitney
Museum of American Art (NYC),
Kunstmuseum Dusseldorf, the
Hetzler Gallery in Cologne, Ger-
many, The American Centre in
Paris, etc. He teaches painting at
the School of Visual Arts, New
York, and his work is included in
the permanent collections of The
Metropolitan Museum of Art, The
Philadelphia Museum of Art, The
Brooklyn Museum of Art, The
Atlanta Museum, The Phoenix
Museum, etc. He was appointed
with Dove Bradshaw as Artistic Ad-
visor for Merce Cunningham
Dance Company in 1984. L
DOVE BRADSHAW was born in
New York in 1949. She recgsived a
BFA from the Boston Museum
School of Fine Arts. In 1975 she
was awarded a National Endow-
ment for The Arts grant. She has
exhibited at The American
Academy of Arts and Letters, P.S.
1, The Institute for Art and Urban
Resources, The Graham Gallery,
The Ericson Gallery, Wave Hill,
New York, Muestra Internacional
de Arte Grafico, Bilbao, Spain, The
American Center in Paris,
Syracuse University, etc. She
designed an installation for Time &
Space Limited, New York, for

which a theatre piece was created.
This production travelled to
Syracuse University. Her work is in
the permanent collections of The
Metropolitan Museum of Art, The
Brooklyn Museum of Art, and the
Philadelphia Museum of Art, Tufts
University, Jennison Capitol Cor-
poration, Best Products, etc. She
was appointed with William
Anastasi as Artistic Advisor for
Merce Cunningham Dance Com-
pany in 1984.

ART BECOFSKY was born in New
York City, did undergraduate
studies at Duke University and
graduate work at Columbia Univer-
sity in political science. He began
work at the Cunningham Dance
Foundation in 1974, serves on the
Board of Directors of Dance/USA
and is that organisation’s first
Treasurer. He is a member of the
U.S. National Endowment for the
Arts' Dance Panel and is a Director
of the American Arts Alliance in
Washington, D.C. Art has played
electric guitar with Rhys Chatham
and the Din in Karole Armitage
Group’s Drastic Ciassicism in
Chateauvallon, France, at the
Walker Arts Center's New Dance
Festival in 1981, and composed
music for choreographer Katy
Matheson’s dances, Secretarial
Suite (1980), TRACK: One Monday
in January (19883, a collaboration
with Chris Koma?, and Get Real,
Cassandra 1985). His
photographs of Merce Cunn-
ingham Dance Company have
been exhibited at the Centre Pom-
pidou in Paris, and a journal about
his experiences with the Cunn-
ingham Company is in progress.
He has written "The Road Show
Abroad", a chapter on foreign tour-
ing for a book entitled The Road
Show (ACA: 1985), written by Rena
Shagan. Under the auspices of
Dance/USA, he is presently writing
a National Touring Contract for
American Dance Companies.
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Wish Sadler’s Wells every
success and everyone
present a most enjoyable
evening
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We are proud that
Harlequin is
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used by

Merce Cunningham

Dance Company

DANCE FLOORINGS BY
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Perfect surfaces

for classical ballet

or modern dance.

For permanent use or touring, small dance
studio or international company.
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A NOTE FROM THE
EDITORS

For the first time, we at Dance
Theatre Journal find ourselves
addressing two audiences: our
regular readers and the dance
patrons of Sadler's Wells
Theatre. For this issue devoted
to Merce Cunningham we col-
laborated with Sadler's Wells
Theatre to produce a combined
magazine and programme with
extensive articles on Merce
Cunningham as well as our
regular news, views and
reviews of the magazine.

We hope that our regular
readers will be encouraged to
go to Sadler’'s Wells to see this
major dance company too long
absent from the London scene
and here under the auspices of
the American Festival.

It is a measure of the
significance that we attach to
Merce Cunningham's contribu-
tion to dance that this is only
the second choreographer to
whom we have devoted an en-
tire issue (the first being Sir
Frederick Ashton, Vol.2 no.3).

We weuld like to thank Stephen
Remington, William Tayleur
and Janet Eade of the Sadler's
Wells Theatre, Stephen Rogers
of the British American Arts
Association, Art Becofsky and
David Vaughan from the Cunn-
ingham Foundation for the help
they have given to the realisa-
tion of this project.

Chris de Marigny

CONTRIBUTORS TO THIS
ISSUE

Sophie Constanti is a regular
contributor to DTJ and lives in Lon-
don. Jennifer Dunning writes
about dance for the New York
Times. Stephanie Jordan is the
dance critic for the New St
atesman. Alastair Macaulay con-
tributes articles on dance to The
Guardian, Dancing Times, Ballet
Review and is an editor of DTJ.
Sarah Rubidge contributes
regularly to DTJ and is a founding
member of the Bristol Dance Cen-
tre. Nancy Vreeland is a con-
tributing editor of Dance Magazine
and dance and theatre critic for
WNYC-FM, the public radio station
of New York City.

Merce Cunningham and Jonn Cage. Photo: Peter Sayers

“The natural world is one
of infinite varieties and
complexities, a multi-
dimensional world which
contains no straight lines
completely regular

or
shapes, where things do

not happen in sequ-
ences, but all tog-
ether....” Fritjof Capra,
The Tao of Physics.

"

The Merce Cunningham Dance
Company has just finished a
season at City Center. And so,
to find that noted iconoclast of
dance, one must proceed
south to an artists” housing
complex called Westbeth that
is ensconced in a former
telephone company plant at
the edge of the Hudson River in
lower Manhatten.

A maze of deadeningly institu-
tional hallways, studded with
brave scraps of notices of
political, artistic and money-
making enterprises, leads to
lurching elevators that do their
work with a maddening
patience uncharacteristic of
any other mode of travel in
New York. But at last one
reaches the eleventh and top
floor. Stumble through the door
to the right and you end up on a
battered, tar-floored promon-
tory that looks out on the most

breathtaking of city skyscapes.
Follow the surge of men and
women - tall and willowy or
built like fireplugs but dressed
alike in bright ragtag clothes
-through the door to the left and
you are plunged into mayhem
epitomising Capra’s jumbled
physical world.

Students and professional
dancers from across the world
pour in for afternoon classes.
The sturdy young woman at the
desk fields guestions calmly as
bodies brush and squeeze past
each together to dressing
rooms that are unnavigable-
looking seas of unlaced runn-
ing shoes and towels.

The size of a large closet, the
small studio across the hall
from the dressing rooms is fill-

.ed with dancers at alert rest for

the moment. The door to, the
large studio is shut, for
Cunningham is rehearsing
there with his company. But no
one who has taken class there
could fail to envision that room
at the. slightest prompting, so
huge and airy is its expanse of
open floor. It has been sug-
gested that George Bal-
anchine's spacious Serenade
was in part a response to the
vastness of his first American
studio. And so, one imagines,

¢

may this studio have encourag-
ed two generations ol
Cunningham-trained dancers
to move as if poised in flight.

The studio is framed by a pianc
and old church pews where au
diences sit to watch Cunn
ingham events and perfor
mances by the younger, less
known choreographers whc
often rent the studio. Cunn
ingham comes and goes, the
practical and the sublime
merged in his meditative ex
pression. Feet arch dramatical-
ly here and legs rise amazing
extra degrees whenever he
pads through, his head slightly
bowed in some thought,
perhaps, of a half-completed
drawing or dance-phrase. He
choses his dancers, everybody
kmows, from the advanced

~ classes. Where there is class,
there is hope.

In rehearsals, his dancers
pause for a moment on the
steps at the back that lead to a
kind of altar platform beloved
of dance critics as seating for
performances. Sometimes the
dancers perch on the sills,
hard-breathing silhouettes

before a of Manhat-
apers Eat‘f\s@agmal

tan
atg#ight. Cunningham “palks
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— MERCE CUNNINGHAM ™
in 1985

thoughtfully, adjusting a leg or
an arm or murmuring an ad-
justment in attack. Often he
consults a yellow pad on which
he has writtern abstruse
choreographic plottings that
have come to be admired by
forward-looking New York art
collectors. Such a drawing was
reproduced on the signs adver-
tising his 1984 season in New
York - eliciting disapproving
clucks about graffiti,
Cunningham recalls with
amusement, from two
passengers on a Manhattan
bus in which such an ad was
posted.

Today, just a week after the
close of the City Center
season, the company is about
to embark on the first of a long
series of national and interna-
tional tours. Rehearsal is runn-
ing over. A tiny, hyperactive
photographer paces back and
forth along a tiny hall in the
back of the crowded school.
She has set up her lights and
light-diffusing white umbrellas.
Will there be enough time for
all the shots she needs for her
magazine? Straddling the
dancers’ neat touring trunks, a
reporter slumps on a bench,
one of many to interview Cunn-
ingham that week.

The photographer's affec-
tionate, time-killing talk of “'The
Boy'' - Boy George - is inter-
rupted by a sudden influx of
dancers. Rehearsal is over.
They flock to a small corner
refrigerator that holds a few
bottles of fruit juice and seltzer.
They light up cigarettes. ‘“'No!
No!" the photographer cries.
The smoke will cloud her light.
She coaxes the dancers into a
dressing room, a hen among
chickens, and tells them not to
come out until she's finished.

The door opens and Cunn-
ingham enters, dressed in a
dove-grey sweat suit, rugger
shirt and white jazz shoes and
socks. Only the antic
unruliness of his bushy
eyebrows and the froth of hair

that tops the long, chiselled
face suggests the quizzical
humour the eyes consistently
reveal. He has survived about
four decades as a renegade
modern dance pioneer. More
choreographers have emerged
from his company and school
than have been produced by
any other creator of dance in
America. It is not dogged
observance of canons of
behaviour that has kept him
producing, but intense curiosi-
ty, pragmatism and a highly
developed sense of the absurd
that is devoid of the hide-saving
irony characteristic of so much
of the work of his creative pro-

geny.

The photo session is over.
“You can come out,”" he calls
softly to the trapped dancers.
“It's all right now."" The
photographer packs up her
gear. Cunningham moves to
the bench and sits, spine
casually straight, for the next of
the afternoon’s events.

To some, his dances are
jumbles of activity performed
to ear-splitting or idiotic noises.
But Cunningham has talked of
the work as reflecting the world
about him. Emotions or
scenarios are not of impor-
tance here. This is a world of
natural processes, a world that
does not accommodate the
eye of the observer with the
near arrangement of objects
and occurrences in time and
space to be found in ballet and
much of modern dance. And
the observer, a child of the
twentieth century, is increas-
ingly likely to be familiar with
such concepts as relativity, the
speed of light and satellite
transmission, and to take for
granted the clipped time and
visual frames that emanate
from the telly on the table.

“We have to deal with so many
things now, doing one thing
and thinking about another and
listening to something else on
the way,” Cunningham once

said. ““And there is no strict
division, except that it happens
in time. But when we go to the
theatre, we think things should
be made clear. But it is clear. |
don't think what | do is confu-
sion. It's complex. That | agree
to.”

All dance movement comes
from walking. The mechanism
is the same for every human
being. But each walks a little
differently. '“So | took that as a
kind of way to think about mov-
ing. Since my work is always
concerned - at least | think it is
-with going on or continuing
with something else, I'm not
making pieces for a public,
although | present the pieces
to it. | really make them for
myself, and for the dancers."”
“Problems'’ are always
presenting themselves. Steps,
phrases or gestures need to be
more closely investigated. "“It's
very simple with me, really. I've
always been interested in
dance. | work at dancing
because |I'm interested in it."”

But, more and more, there is
enthusiastic and even affec-

tionate interest in Cunn-
ingham's dance. Once a scan-
dalising eccentric, he is in-
creasingly ‘‘the America of
choreographers,” as the
dance critic Arlene Croce
recently put it. The small but
devoted standing ovations he
gets at City Center are not so
surprising any more. ‘It used
to be that they were standing
up to leave,"” Cunningham says
gently. "'It's different," he adds
when asked if the experience is
a pleasant one. ‘'I'm delighted
if people like what we do. I'm
not objecting. | also think lots
of things used to disturb people
about us."” A frequent sticking
point for new and wary au-
diences was the fact that Cunn-
ingham does not choreograph
to music but commissions
scores after the fact, exposing
the dancers to them just by the
first performance. ‘I don't hear
about the separation of music
and dance so much any more.
The question doesn't come up.
People are more used to us.
We've been around. And it's in
life, too. Television is full of it.”
There was a concert years
ago, performed in a ‘tiny

Merce Ci h Dance C
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place' with no music and just
one light. At the end of the per-
formance, a woman seized on
Cunningham. ‘'She was livid.
‘How can there be rhythm and
dance without music?' she ask-
ed. At that moment, an ab-
solutely gorgeous moth flew in-
to the light. One of those great
big, marvellous ones. We were
all transfixed. ‘Look’ | said.
‘The rhythm'. It didn't satisfy
her, but other people liked it."

The ten dances chosen for per-
formance in London represent
the Merce Cunningham of to-
day. "“We're performing what's
in the active repertory, what

Dance C

Merce Cunningh

we've got kicking,”” Cunn-
ingham explains. “'And also we
tried to gear the repertory to
the Sadler's Wells stage, which
is relatively small.” Some have
speculated that his new Pic-
tures and Native Green repre-
sent a more mellow and ac-
cessible Cunningham. His
head tilts back in laughter. "‘I'm
trying to work at something dif-
ferent, but not necessarily
more mellow.” What about ac-
cessibility? '"*‘No, my mind
doesn’t work that way."

One difference is the company
itself, whose dancers have
gone thorugh stages of looking
like a family and like a group of
fairly grim and fearful worship-
pers. It may have something to
do with the position of Cunn-
ingham himself amongst his
dancers. While always preserv-
ing the creator’s distance from
the instruments of creation,
Cunningham was long a
dancer active in the company
as an equal among equals.
Pioneers grow older; their com-
panies do not. Dance, his
sense of humour, and a mac-
robiotic diet have kept him lean
lean and vital, but at 65 Cunn-
ingham has had to cut back his

pany. Pictures. Chor: M. Cunningham. Photo: Lois Greenfeld

performing repertory and allow
his relationship to it and to the
dancers to change gradually.

He appears in the disturbing -
Quartet as a dark animator of
souls. In Roadrunner, he is the
engaging ‘‘Merce,” surviving
the idiocies that beset him. A
highlight of that comic piece is
a passage where a barmy
would-be ballerina swoops and
wafts about him as he tries to
put on additional clothes. There
is the larger issue of the pro-
tective quality of clothes to be
considered, of course, but the
most immediate sense is of a
hapless scramble through an
alien world. |s the moment, one
of the funniest in the repertory,
a metaphor for his life in
dance? ‘‘Probably,'” he says
with a slightly guarded smile.
“Trying to keep going on with

nits, Cumwmgharme wd, Dawit, Companss

all this going on at the same
time."'Had he started to work
on the dance with the idea of
making something funny? *'I
started with the idea of making
something out of these posi-
tions that could be construed
as funny. You know, W.C.
Fields didn't think he was fun-
ny. He thought everybody else
was funny.” He laughs. A
favourite story has come to
mind of Fields in the garden,
beating the roses with his stick

_ cherished ones.
©writer

and roaring,
you. Bloom.™")

"“Bloom, de

There is a growing dista
between him and his danc
a distance that some say

given the dancers a look
greater freedom. '“The rec
pieces are less ensem
dances | think," Cunningt
says. “In a sense, they

slightly more individualic
The company is larger. We
travelled so much and pla
so many places. | used to th
when we didn’t dance so of
that | had to put everyone
each piece. As we toured m
| realised that was

hausting."” The casts are gr
ing smaller, to “‘allow a kinc
breath for people. | think 1
begins to change the comp
ion of the company. You dt
always see the same peop!
More and more, Cunninghar
creating for two casts, a pi
tice that gave the invigora
new Doubles its name. ~
dance contains five solos.
making it, I'd work with «
person and not let the ot
see. The dances were clc
but not exactly the same. -
rhythms were the same but
bodies were different. Work
on a phrase, I'd try somett
out with one and not the ott
They'd go off and compar
knew they would. But | wan
to make each feel it was
him or her separately. It toc
long time, and we didn't h:
the time. There is always
idea for something diffic
when there’s fifteen minute
In turn, Cunningham's very
teresting and accomplist
current company behaves
an aggregate of individuals.

And the ‘‘instruments”
The dar
Robert Gresko:
describes the moment at
Cunningham's dive into

clothes in Roadrunners, wt
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he stands behind the ballerina-
figure and moulds her leg
carefully into an extension.
“Thre is something especially
poignant in such moments,”
Greskovic wrote in ‘Merce
Cunningham as Sculptor, a
probing overview of the 1984
season that was published in
Ballet Review's Winter 1984
issue. ‘'Even when they're part
of a generally light, whimsical
air, these manipulations re-
mind us of the unbounded
delight Cunningham takes in
shaping the dancer’s figure in-
to a dance. There is no sign on
his face, as he performs his in-
terested work in full view of his
audience, that he's melancholy
over the fact that his own body
is not as easily manipulated as
it once was. Quite to the con-
trary, there is the sly sense of
relish he takes in being able to
stand back and create further
new ways for dance to live in
its spaces. And the extra
sparkle that comes into Cunn-
ingham’s eyes suggests that
beyond the pleasure he takes
in giving us some view of a
dancer we've not quite had
before, there is a more private
thrill; the one Cunningham
himself feels when his explora-
tions show him something even
he's never quite seen before."

Cunningham moves through
Hume's unpredictable world of
stimuli like some sea creature
simultaneously sweeping up
and screening foreign bodies
with its cilia. "'l like to see the
way they look in class,’”™ he
says of students and company
members who take the advanc-
ed class he teaches at the Cun-
ningham studio. “It's not the
same thing when you just wat-
ch. You're looking in a different
way. And | get ideas from the
way people do things in class. |
usually work on things I'm in-
terested in, as exercises,
repeating one side and the
other so they can find out what
it is. Phrases. Short and long
movements. One summer |
made a dance in class. Every
day | added to it. It became
Rebus.”

An exhibition of his insect and
animal drawings was shown in
a New York gallery’ last year.
The insects have a careful look
to them. Staring as he draws at
the dried husks friends send
him from all over the world,
Cunningham has to remember

not to breathe too hard. He has
spent too much time on his
hands and knees, searching for
errant models that have blown
onto the floor. A subject lost
during an interview on tour last
year in Bombay caused him
much regret. ‘| was sitting
near a hotel window,” he rec
shortly after the experience,
“watching the birds outside.
Such birds. One hopped
around in a most odd way. |
couldn't figure out how it did
it."” Distracted, he missed a
few of the interviewer's ques-
tions. He tried the hop himself
later in his hotel room. *‘I|
couldnt. | didn't know how. But
the rhythm was marvellous.”
Another such experiment, also
unsuccessful, occurred when
he noticed and tried to copy
the kind of movement he saw
on film run backwards on a
dance he was creating for the
camera.

Cunningham lives in a loft filled
with light and plants, in a mid-
town district that was crowded
with fashionable department
stores at the turn of the cen-
tury. There he and the com-
poser John Cage, his long-time
collaborator and co-creator of
art by chance processes, once

IM E'R C
[CUNNINGHAM

attempted to assist the Cunn-
ingham company's fund-
raisers by sending a chain let-
ter to an individual in each of
the fifty American states. Cunn-
ingham took twenty four states
west of the Mississippi River,
writing to friends and local arts
councils. Cage wrote to a
university dance department in
each of his twenty six states
east of the Mississippi, ad-
dressing his letters to any
“dance major or enthusiast
whose last name begins with a,
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b, ¢c or d,”" and so on, in fours,
through the alphabet. Those
who received them were asked
to send the company one dollar
and to distribute ten copies of
the letter. Several months
later, the two had raised only
$203, most of it from Montana,
a Western state most
Easterners imagine to be in-
habited by cowboys to whom a
“pas’ is short of "'Poppa.”

One is likely to come away
from an afternoon cup of green
tea in the Cunningham-Cage
household laden with informa-
tion on a terrific health food
restaurant, an even better nut
shop, or a couple who appear
at dawn one morning a month
on a corner in nether Manhat-
tan to sell the fantastically
shaped and coloured squashes
that wait on the kitchen table to
be sliced and cooked. How are
the plants doing these days?
“There are more of them than
ever,”" Cunningham says.
‘‘Cactuses. Gardenia. Two
hibiscus. Geranium.Bergonias.
Crown of thorns. All blooming,
Marvellous cut tulips, blooming
away.”

London beckons almost as col--
ourfully. "I love going there,”
Cunningham says. "It's a ¢y,
a beautiful city with a
marvellous character to it, full
of interesting things to see. |
hope they like us. And the peo-
ple who run the Laban Centre
-Bonnie Bird is there, you know
-have really done a marvellous
job."" He does wonder if this
time around he will be able to
negotiate the mysteries of the

backstage area of Sadler's
Wells. "It was built on some
kind of triangle. You get lost. Or
| do. You end up on the street if
you go through one door. |
remember | was getting dress-
ed after one of our perfor-
mances last time when there
was a pounding on the door. |
opened it and there stood
several people, including
Ninette De Valois. ‘I spent so
many years in this theatre,"
she said, ‘and | still can’t find
my way around."'”'

Somehow, he has time to
answer mail. A young sculptor
who has just discovered and
fallen in love with Cunn-
ingham's dances writes to him
and is touched and awed to
receive a friendly note of
thanks. And somehow,
whatever else calls urgently to
be done, there is always a
class or rehearsal to be taken
care of. It is just after 6 p.m.
and Cunningham was due on
the hour in the big studio. He
rises from the bench and
heads for the room, then pulls
his visitor into the lobby just
outside. ‘| have to tell you
about'a wonderful sign | saw in

Jone of the dressing rooms,”" he

says, his eyes glowing with
delight as he describes yet
another small oddity of life.
Then he turns on his heel and
disappears with a wave back
into the bustling order that ex-
ists to celebrate and extend
that life.m

Jennifer Dgcgmg& ETH/V
Jenn&e? Dunning writes a
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in 1939 when | was teachiqg b
dance at the Cornish School in &
Seattle, Washington, Mother

Moss, the lady in charge of
dressing rooms who kept a&

wise eye cocked for the s
welfare of the students came &
consterna- &

o see me in some
“Mercier has not g

tion saying |
eaten lunch for a week. | arQ
worried, he is thin enough.

After class that day | asked &

Merce why he was not eating.

He looked a bit flustered, then &
said quietly 'l am saving to buy &
I'll eat §
And sure enough &

some special shoes.
next week.”

he did, wearing those special

shoes: white leather, with t_hick
crepe rubber soles, wide silver §
metal zippers instead of laces &
and holes the size of dimes all |

over them.
Bonnie Bird

ding
head of Dance Theatre, Laban

Centre for Movement and

Dance.

The studio is packed with
dancers chatting and warming
up. Merce strolls from the back
of the space to the front, during
this walk silence sets in. With
one click of his fingers class
has started. For one and a half
hours the whole spectrum of
dance is explored: from very
slow to impossibly fast move-
ment, simple to extremely com-
plex dance phrases and, nearly
always, the use of all direc-
tions. The legs up high, the use
of the back, the jumps slow, he
says “'You are free in the air'.
Electric eager energy drives
the dancer this way, draws it
that, gathers here, spreads
there - fleeing, resting, rising
and so forth whilst Merce sits
in the window calmly clicking
the beat and maybe saying
now and again '‘The accent is
on 2",

The magic of all this is the ac-
cessibility to experience, to
rediscover dance without a
right or wrong, but just by be-

4 ing.
His first “‘real" teacher (accor || Ellen Van Schuylenburch

to Cunningham). Now &
2 Company

Dancer with Michael Clark &

At the Cunningham Studio the
worst kept secret was always
which classes Merce himself
was to teach. No matter whose
name was deviously posted on
the noticeboard, word
mysteriously got around, and
when Merce emerged from his
office at the back, the studio
was packed with as many as
seventy dancers. Merce at that
time (1976) was teaching a
simple and seldom varied
warm-up, enriched with almost
inaudible nuggets of informa-
tion, followed by extensive
combinations through the
space. It was a method all too
easy to misunderstand, and
many students found it
frustrating.

Merce would rapidly mark
through a long and complex
phrase, quietly emphasising .-
the rhythmic pulse. He then left
the class with this material,
whether they had undegstood it
or not (no quéstions), and
droves of dancers would pro-
ceed across the room,
repeatedly sweeping towards
the mirror, sometimes the
same group coming across SiX
or seven times before the
relentless drive was stopped.

a : -
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tion to the movement problem !
he had set, and move on impa- |
tiently to new steps.

It took some months for me to
realise what Merce was doing
-how, in giving the dancer raw
material to sort out, plus the
time to make sense of it, he
was allowing the class the
chance to teach itself. By
analysing the phrase and wat-
ching clearly what sixtynine
other dancers made of it one
could use each actual crossing
to find out further information.
Eventually, if the problem re-
mained, Merce would give one
the key, almost like checking
the solution of a puzzle - of no
further interest once solved.

Sometimes, though, the
elements of a step became
quickly clear and one could sai
across the room, happily con
vinced that one was doing ex
actly what was required anc
would gain approbation from
Merce; on such occasions ¢
surreptitious glance would in
variably reveal Merce gazing
out of the window, deeply ag
preciative of the New Jerse

sunsete\ ACK & ET,
Ogé/6 H/V/C\
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Root of an Unfocus

Long ago | asked

: Atim “Why?"

His reply was “Why not." | ri/éd

go answer. Later | realised my
yes were seeing differently

my ears hearing differently, my

brain thinkin i

| g differently.
Merce hac ledmetoa differer)wlt
perception of dance. | thank

him for the sh
fresh air. ock - and the

Nprman Morris
Director of The Royal Ballet

The last time | danced in Lon-&
don it was as a member of the
Merce Cunningham Dance,
Company, nearly twenty years
ago. Probably the most
memorable advice Merce gave @
me, was to work every day. _He
said the hardest part is getting
started, '‘But every time | work
| learn something new.' | have
tried to follow that advice and |
think about it even on those
days when | don't go to the
studio and start.

Gus Solomons
her and Dancer
Ehoreograp e G

1938

lc)aesair Merce, on thig joyous oc-
i on a fervent tribute to the
ness, the purity, the power

the ever-livin
g spar
work. With deep‘?ovzle oF Your

Nina Fonaroff
Fellow member
Graham Dap
Director of ¢
the London

Dance School

of the Martha
ce Company,
horeography  at
Con[empofa,y

One day a choreographerr,‘
noted for the improvisatory, noti¥
to say haphazard, nature of herjg
performances came 10 watchg

the advanced class at the
Merce Cunningham Studio. Aty
the end, she asked severalg

dancers if they would be in-

terested in working with her.|§
_She had good taste - most of g
“them she asked were ing Douglas Dunn
Merce’s company. When | told§

3

him about her visit, he said,

“*Oh, she must have a concerts
tomorrow.™ i
David Vaughan #

One day in 1970 we arriv ‘
rehearsal at the Third A\(/agnfL?er IT‘
Studio to find large chunks of “|
plaster, fallen from the twenty- |
foot ceiling, lying on the floor

A layer of plaster dust covered H
the area. It was a pretty sight: §
fresh snow on a rocky Iand—"
scape. Mr Cunningham was _‘"f
nowhere to be found. :

S

=
y
K

Choreographer [ |
and former
member of the Cunningham ¥ °'

—

fE—

Dance Company

T e e

2 In Antic Meet, 1958
o

Dance critic and archivist ofw.b‘ | was sitting in the green room

the Cunningham Foundation

When | first saw Merce
Cunningham and Sum-
merspace lcame into a new
world which has held and in-
spired me ever since. | have
stood in line, been crushed,
waited and done all the groupie
actions for Merce's seasons
wherever they were.

| cherish the special birth-
day evening Merce Cunn-
ingham and John Cage gave to
Porter McCray at Japan House
in New York. And the delight it
was for me to bring Elizabeth
Bergner to Sadler's Wells to
see the Company for the first
time and note her joy in that ex-
perience.

| remember one evening
at Westbeth when the dancers
suddenly took off, Merce
among them, and they danced.

"

" j)fhthe Sydney Opera House.
ohn Cage was nearby, he
noticed me and asked why |
was not watching the perfor-
mance.

“I'just can’t watch Rebus,” |
said. “'All the dancers are so
much younger than Merce.
They race ahead and leave him
struggling. It makes him look so
yulnerable. I'm sure he never
intended it that way.

John replied *“‘How do you
know he never intended it that
way?"

lan Spink Choreographer Se-
cqnd Stride, Former Dancer
with Cunningham Company

And danced and danced and [§
danced. There was only the @
sound of their breathing and
the slap of their feet on the
floor. On and on. When they |
stopped at least we had all left &
the earth and they were smiling
the mysterious smiles from the [

archaic heads of ancient|
Greece. [@;
. |

Such freedom deriving

from their discipline reaffirmed 4
for me any doubts | might have Fu;

hard work andi.

had about

dedication. It also stirred my-“. -
| &

convictions about the fusion of
the arts towards the whole.

Cunningham’s visions.

Irene Worth
Actress

e
o
In a world of rather many 8

star burns it gives one a feelingh 3
of roots to partake of Merce B 19s1. Teaching at the Laban Centre

)

In 1958, | left England for g
America because | was con-
sidered very tall for dancing.
Soon after my arrival | met§
Merce and was encouraged by‘
his height. He made me feel at
home by teaching class with §
the window open and dazzled §
me with a rhythmic sensibility
both mind-bogglingly complex §
and completely clear. | thought |
he was a force as powerful as |
the sun: if | got too close | ®
could get burnt but if | N
understood where to place |
myself | would grow. Some g
seeds planted then continue 10 |
flourish today. k&
Valda Setterfield i
Former member of the Cunn- i
ingham Dance Comparny. Part-
ner, collaborator and inter- I

preter of choreographer David §
Gordon..
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WITH SPECIAL GUESTS

LABAN CENTRE FACULTY

July 22 — August 2

LAURIE BOOTH
PATRICIA MACKENZIE

and
JANET SMITH

SUMMER SCHOOL

(a]a]

BEATRICE BERRY, PENELOPE BEST, ANTHONY BOWNE, PETER BRINSON, ROSS CAMERON, PETER CURTIS, LUIS GONZALEZ,
CATHI GORMAN, PHILLIP GROSSER, ANGELA KANE, TERESA KELSEY, WALLI MEIER, MARION NORTH, VALERIE PRESTON-
DUNLOP, DALE THOMPSON, TREVOR WHITTOCK, PATRICIA ZARETTI

TECHNIQUE (CONTEMPORARY/BALLET)
CONTACT IMPROVISATION
EXPERIMENTAL WORKSHOP

WITH LAURIE BOOTH
BASIC COMPOSITION

ADVANCED COMPOSITION

FEES: £120 + £10 Non-returnable Registration Fee
Accommodation available on campus: £106 for 12 nights

FURTHER DETAILS FROM:

JANET SMITH WORKSHOP
COSTUME DESIGN

VIDEO FOR DANCE

BASIC NOTATION

DANCE HISTORY

MUSIC FOR DANCERS

PRODUCTION WORKSHOP
LABAN STUDIES

DANCE IN THE COMMUNITY
YOUNG PEOPLE'S COURSE
SPECIAL EDUCATION

Sarah Lattimore, Summer School Secretary, Laban Centre for Movement and Dance at University of London, Goldsmiths'’
College, New Cross, London SE14 6NW. Telephone: 01-691 5750/692 4070
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It is the old conundrum of
recognition, and the old conun-
drum inverted: How do you tell
the forest from the trees? The
trees from the forest? It is our
problem, too: How do we tell
the dance from the dancers?
The dancers from the dance?
And how, when the curtain
goes up, do we tell one dancer
from another?

Itis four years since The Merce
Cunningham Dance Company
was last in London. Some of
the dancers on stage are
familiar, other familiar figures
are gone. Just as some
members of the audience are
new, so are some of the com-
pany. And yet, for all the
changes, you know them at
once. How? First, by their
technique, which is Cunn-
ingham technique. They have
the lifted carriage and the
beautiful, gentled hands of
ballet dancers, and open, ex-
pressive backs; they can hold
their legs up as if they were
arms; they can change direc-
tiop like hummingbirds. They
have a strange, balletic way of
getting their upper bodies up
into the air, out of the way, so
that their legs can really move;
and yet they have a natural
weight, and marvellous, still
centres. They never flatten out
on stage; because of the quali-
ty of Cunningham’s movement,

they are always in the round.

We know the dancers by cer-
tain samenesses, too. Dancing
the same dances day after day,
they have come to look alike,
as do husbands and wives who
share the same meals year
after year. This is not a com-
pany selected on a principle of
uniformity. Catherine Kerr's
legs are lush, curving into
generous hips, but Megan
Walker's long limbs never stop
until her armpits; Chris Komar
has rapier sinews, but Rob
Remley has rounded muscle.
At times the dancers seem to
have been chosen for their
very unalikeness. Yet despite
all their differences, these
bodies seem to have the same
amazing hinges.

We also know the dancers by
their lineage, or so we can im-
agine, for they all were chosen
by Cunningham, who has - or
so at least it seems - certain
predilections. Years after they
are gone from his stage, parts
of his dancers reappear, so
that a dancer is new but the
feet are familiar, or the short-
ness of the waist. Here is the
partial reincarnation of Viola
Farber, and there is Sandra
Neels.
We

seize upon these

because our

resemblances,

10
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music. But Cunningham
dancers assume no characters
and act no parts. They are
costumed more or less at ran-
dom. Unlike dancers in other
modern dance and ballet com-
panies, they borrow no musical
mood, for the dances are made
apart from the music.

This lack of invented roles and
moods has led some viewers to
find these dances abstract or
impersonal, but the exact op-
posite is true. What could be
more personal, after all, than
dancers who are always danc-
ing as themselves? This is
precisely what we see in the
Cunningham company, where
we get to know the dancers as
we get to know no others.

At first, we know them by the
colour of their hair and the way
they style it; in some dances,
we tell them apart by the col-
ours of their leotards or other
costume quirks. Susan Quinn
Yong's short hair is gleaming
blonde, Alan Good's is dark:
Karen Fink now sports a mop
of curls; Neil Greenberg wears
the big sweater in Phrases. -
Soon, we learn to recognise
their faces and their shapes.
Later, we not only recognise
their shapes, but the shape
they give the movement. We
learn how they dance, which

favourite dancers lurk in the

back of the mind long after they
leave the company. We loved
them, and so we miss them,
and often they are women:
Carolyn Brown, Valda Setter-
field, Karole Armitage, Lise
Friedman. If the men have
vanished more readily, it is
because, until recent years,
they were eclipsed by Cunn-
ingham himself. He is the
dancer we know the best, hav-
ing seen him the longest, and
yet in all this time (40 years of
performing) he has managed to
become more enigmatic.

When we see the dancers for
the first time, then, they all look
alike except for Cunningham,
who is differentiated by his age
and by the way he sets himself
apart from the company. When
he is in a dance, it tends to be
"“about" him, for his presence
evokes metaphor, story,
association. By instinct, by
position, and by the cir-
cumstance of his age, he plays
a role. But his dancers are not
identified by roles, nor by
special costumes, nor by
musical themes that are theirs
for the length of a dance.

At the ballet, you can always
tell who Juliet is: she is
Romeo's sweetheart; she
dances the whole third act in
her nightie; she has special
in tnis company means we

13
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learn how they are. We can see
tension or pleasure, and*we
can see how bodies change

with dancing and with age.

We come to enjoy watching the
dancers watch each other
dance, and we learn to enjoy
the different ways they dance
with each other. Karen Fink is a
wonderful partner for Chris
Komar because she is so plush
and he is so incisive. He is also
magisterial and orderly; you
can sense his attentiveness to
everything that is happening on
stage. But then, a constant
acknowledging of and ad-
justing to each other runs
through all the dancers like
electricity.

Sometimes a night (or even a
season) seems to belong to
one of them - usually one of the
men, and often because of a
solo part within a dance. One
evening, it is Robert Swinston;
suddenly you cannot take your
eyes off him; and always after-
wards you see him differently,
even though you cannot say
quite why. This process of
knowing can take an evening, a
week, two weeks, a season, a
decade.

But sooner or later, we grow
accustomed to it all, and begin
to mistrust change. When a
new dancer joins the company,

L 2T

we tend to be suspicious, and
forget that all the dancers once
were new. If the dancer is
cautious, we are impatient. But
those who are not annoy us
too; they seem obnoxious in
their self-assurance. If we stop
now to ask why Cunningham
chose this one, and try to see
through his eyes, our own eyes
will adjust. We look at Kristy
Santimyer and we see her
beautiful calm, and the way
she connects phrases so that
even the fastest movement has
an underwater stillness. But
sometimes we wait.

We wait to see what Cunn-
ingham will draw out of a
dancer, for one has the feeling
about much of the company
that they make gifts of
themselves to the
choreographer and he, in turn,
gives them back themselves.
We may wait for a year, or two
We wait as a new dancer’s
body changes, growing taller,
leaner, stronger, more supple.
We wait, and Cunningham
waits, until one day he makes a
part in a new dance that seems
to belong to this new dancer.
Then the part is his, or hers,
and so are we, and the dancer
is no longer new.

In the meantime, we have been
left
leaves

as Cunningham usually
us: to shift for

ourselves, to look where we
will and to think what we like.
We can choose a dancer or
two, and follow them through a
work, seeing how they meet
and re-meet, or do not; we can
choose one part of the stage to
look at, and see who passes
through it; we can make the
storage into a canvas or a
screen, and try to see the
dance whole; we can make up
stories; we can banish thought
and let dance take its place.
We can gaze at the forest, or
we can memorise a single tree.

Often as we pay attention to
the dancers, their attention and
energy seem to be directed in-
ward, or, at least, in some
direction other than ours. If
they are not dancing for us, for
whom are they dancing? They
are dancing for the choreog-
rapher and for the choreog-
raphy, their modesty an article
of their faith in their work. Thus
it is that sometimes we do not
notice them at all, but only see
the steps, so that when the
evening ends the dance is held
in mind, but not the dancers.

Only when we see a dance
again will we realise that these
particular dancers made it hap-
pen, for next time it will look dif-
ferent; the same, but different.
Not only will a different phrase
draw us in or a different cor-

respondence set itself up. That
much change is inspired by our
own caprice, or perhaps the
caprice of a dancer. But there
is something else. A vagary of
casting one dancer
substituting for another, begins
the revelation. An entirely dif-
ferent cast (Cunningham has
begun to double cast his new
work) suggests still more.
Finally, revival of a dance from
years before, so that all the
dancers are new to the work,
suggests the most.

From somewhere, somehow, a
platonic version of a dance
emerges from its various per-
formances. We get a sense of
the dance in the true abstract,
between its performances and
apart from its dancers. We feel
the Locale-ness of Locale and
its green world, discover what
is always in Duets and what is
put there by particular
dancers. At the same time
time, we learn that only the
dancers can possess the
dance. We can merely see it,
and remember, but it is in their
bodies. Here, as in other mat-
ters of passion, recognition is
our act of possession. By
knowing the dancers we come
to know the dance.m

NANCY VREELAND
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BRITAIN and CUNNINGHAM

In his book Off the Wall, Calvin
Tomkins describes the first
visit of the Merce Cunningham
Company to London in 1964 as
“‘an unexpected triumph'’,
given that the British were
“‘'supposedly impervious to
modern dance'. So great was
the triumph that a week of per-
formances at Sadler's Wells
was exlended by a further
three weeks at the Phoenix
Theatre. Alexander Bland
wrote in The Observer that the
programmes were ‘'so full of
invention that they will be a
mine for imitators for years".
He was right, but it took a few
years, great enthusiasm being
all we had in London then
rather than any opportunity for
solid ftraining in a complex
discipline. In fact, England was
still two years away from the
establishment of its first per-
manent school of modern
dance, the London School of
Contemporary Dance, where
the prevailing dance technique
was to be, as it still is, that of
Martha Graham. The official
advocacy of this sytem, since
dubbed '‘contemporary dance
technique' in England, has
perhaps led students into the
mistaken belief that Graham
represents the one
mainstream. But at the time
that Graham was becoming
respectable here, while the
first intake of students got
underway, American dance
was already into its post-
modern phase. We had a lot of

catching up to do.

Cunningham who made return
visits to London in 1966 (at the
old Saville Theatre), 1973, 1980
and 1981, soon attracted a
core of adherents. Of those
followers in Britain, none was
more influenced than Richard
Alston, the rebel who, in turn,
influenced and encouraged a
cluster of choreographers,
such as, emerging in the
Seventies, Maedee Dupres,
Siobhan Davies, Christine Juffs
and lan Spink, a former ballet
dancer who had toured with
the Cunnningham Company in
Australia in 1976. Alston first
encountered Cunningham in
1966 while still an art student.
In 1969, he took classes with
Viola Farber, late of the Com-
pany, and never again took
Graham class. At that time, he
says, it was a case of finding
Cunningham classes where
you could - the odd visitor from
Cunningham's New York
Studio or Company: for in-
stance, Barbara Lloyd or Jeff
Slayton. Then in 1970, he and
Davies experienced the Road
to Damascus conversion, you
might say, upon seeing Cunn-
ingham’s Company perform at
St Paul de Vence in the South
of France. In the same vyear,
Alstop assembled a group to
tour an independent pro-
gramme - independent and in-

digenous, but the dominantly
Alston repertoire had an affinity
to Cunningham.

Ballet Rambert. Fielding Sixes
Catherine Becque. Photo: Cathering Ashmore
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Chor: Merce Cunningham

Dancers: Alpert van Nierop and

Second Stride: Doublework (1978-82), Chor:

In the era of gurus, Alston’s
debt to Cunningham was over-
whelming. A duet from his
Nowhere Slowly(1970) incor-
porated a post taken from a
photograph in Dance Perspec-
tives 34 (the Cunningham issue
- Alston's bible) of Cunningham
and Carolyn Brown in Suite for
5. ’in his subsequent group
Strider (1972-5), the technigue
that was taught was Cunn-
ingham, by Nanett Hassall, an
ex-member of the Company
who joined Strider in 1973.
Later, Alston himself taught it
to his group and at evening
classes. Cunningham's name
figured in the group’s publicity;
in 1974-5, they toured as a
moving accompaniment to an
exhibition of drawings by the
distinguished Cunningham col-
laborator, Jasper Johns.

Alston's identification with
things Cunninghamesque
culminated in his removal to
New York for two yeagss
(1975-77) in order to “‘find out
what it was like to be Merce’'.
Many have followed, a cons-
tant stream that has included
Davies, Eva Karczag, Virginia
Taylor, Juffs and Tony That-
cher. The search for further
modern dance training has
tended to lead most naturally
to the studios where Cunn-
ingham is taught.

Richard Alston. Dancers. Mathew Hawkins
lan Spink, Siobhan Davies. Phota: David Buckland

Meanwhile, we have had a str-
ing of teachers over here con-
ducting short courses in Cunn-
ingham. This was largely the
responsibility of Juffs who took
over Alston's freelance
teaching and who, with That-
cher, formed Dancework, a
company indebted to Cunn-
ingham ideas with a strong
dose of repertory from
choreographer/teachers from
his Studio. Up at St-Peter-le-
Poor, Muswell Hill, where
Dancework taught and
rehearsed, you encountered
part of what Juffs has describ-
ed as ‘“'a dialogue with the
Studio'’: Susan Alexander,
Ruth Barnes, Louise Burns and
more. Other visitors have in-
cluded ex-members of the
Company: Robert Kovich, who
worked briefly with Second
Stride, Karole Armitage, who
worked with Extemporary and
Michael ~Clark, Albert Reid,
ber® for Spiral and Viola Farber
teaching and choreographing
on students of London Contem-
porary Dance School.

A new wave of interest follow-
ed the teaching visits of Cunn-
ingham himself in 1980 and
‘81, first for a week at the
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Composers, University of Sur-
rey. There, whilst John Cage in-
itiated musicians in the pro-
cedures of chance applied to
music for dance, Cunningham
and Komar taught class,
choreography and Torse (1976)
as repertoire. One difference
was that, for the first time, Cun-
ningham was teaching British
dancers from a ballet
background, not simply con-
verts from Graham, amongst
them, ex-Royal Ballet School
Michael Popper, Matthew
Hawkins and Michael Clark.
These are part of a second
generation of Cunningham - in-
fluenced choreographers and
their experience is as likely to
be derived from his successors
over here as from his own
teaching. Michael Clark, for in-
stance, acknowledges that his
understanding of Cunningham
owes as much to Alston's inter-
pretation of the word as to the
original. The same is true of
Ashley Page, a Royal Ballet
choreographer who has work-
ed closely with Alston and who
never had the opportunity to
work with Cunningham (one
class at the Cunningham
Studio is all that he’s ever had
of the technigue), but whose
distinctive style is undoubtedly
cast from the mould.

But for all the professional and
student interest, for all the in-
itiates, Cunningham in Britain
remains elusive. The Company
may be here in 1985 for their
sixth visit in nineteen years but,
extraordinarily, there is still no
regular teaching of his techni-
que available to professional
dancers. Thus it was in the Six-
ties and similarly sporadic it

.zhas been ever since. You will

not even find much ‘‘Brilish
Cunningham’ and only one
work has crept into the British
repertoire: Fielding Sixes
(1980) revived for Ballet
Rambert in 1983. It is perhaps
surprising that, despite this
lack of recognition, the work
has made a deep impression
on our best choreographers,
but there are several reasons
why it is so useful and in-
teresting to them.

First, there is the emphasis on
dancing for dancing’s sake,
rather than as a vehicle for
stories or spectacle and all
else that goes with this in Cunn-
ingham’s work: density of
material - the new generation
readily accepts Cunningham's
assertion that more informa-
tion can be absorbed by
modern audiences,
spatial/thematic freedom,

Doublework (1678). Chor: Richard Alston, Dancers: lan Spink, Maedée Duprés, Siobhan
Davies, Richard Alston. Photo: David Buckiand
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Second Stride. The Brilliant and the Dark {1983), Chor: Richard Alston. Dancers: Siobhan
Davies and Mathew Hawkins. Photo: David Buckiand

rhythmic intricacy and in-
dependance from music. For
those on the International
Dance Course, Torse turned
out to be a relevation in all
these respects, a model of
rigorous thinking in pure dance
terms, with its multi-directional
graph-like use of space, its
phrases, each based on a
precise number of changes of
weight, juxtaposed in constant-
ly changing sequence. Cunn-
ingham taught, some for the
first time, how to think in move-
ment, without music, that
pieces can be made without
any rhythmic or structural tie to
a score. Steps function on their
own terms; interestingly, unlike
Graham or ballet, a Cunn-
ingham class can work well in
silence.

Then there is the technique
itself, the way of moving.
Graham does not suit everyone
physically: the stretched posi-
tions on the floor, for instance,
work against the particular
build of some dancers. Cunn-
ingham’s fast, intricate steppy
combinations are stimulating
rhythmically and intellectually.
The style offers the possibility
of travel through space and a
sense of movement liberation

as well as form and discipline.
You can look and feel accom
plished at a rather earlier stage
than in the study of Graham or
ballet, but there is scope for
the application of as much
nicety and strength - Cunn-
ingham can be very demanding
- as is required to achieve the
highest standards in either of
these. In this respect, open-
minded ballet dancers find that
it challenges as well as suits
them. For some dancers, like
Juffs, the vocabulary of the
class has also been a useful
basis for creation.

Chance in creation and indeter-
minacy in performance, addi-
tional features of Cunningham,
have been readily employed by
British choreographers Micha
Bergese, Clark and Hawkins
after their exposure to such
ideas in 1981. Thus, in one of
his first pieces Of a feather
flock (1982), Clark had his
dancers composing their own
phrases while he established
order by chance. The same
year Hawkins made an indeter-
minate work Current Response
in which one person signalled
or cued the phrase responses
of two otheri\ g%cre had the
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creative habits and opening up
unforeseen possibilities in form
and continuity.

Cunningham’'s energy and
clarity as a thinker, his no-
nonsense approach and the
demands that he makes upon
others have produced a com-
pany of physical super-
persons. Such conviction and
its obviously positive results
thrill and inspire those dancers
nurtured in and not entirely ap-
proving of gentle English ways.

Finally, there is Cunningham
the choreography teacher,
helping you to take risks, to
free yourself from habits of
thought, as he himself has
done. He is more interested in
the development of
choreographic thinking from an
initial idea than he is in its end
product, leaving you, the stu-
dent, free to broaden into
endeavours that he might not
have thought of and certainly
would not presume to judge.

Thus, in the UK, we have used
his ideas as the starting point
for our own enterprises. The
technique ‘'Cunningham-
based" is softer, with fall and
recovery, submitting to gravity
and resisting it again, flow and
integrated use of the body.
Alston’s classes are of this
kind: a mixture of the Cunn-
ingham of ten to fifteen years
ago (the Carolyn Brown era)
-the way Cunningham himself
teaches has changed since,
the sign of a still lively teacher
-and ideas that are indeed quite
opposed to New York Cunn-
ingham. There, the tasks of
arms, legs and torso are more
separate, the technique is
more placed, and the weight
clearly up or down and the
positions clearly defined.

A warning: often what we see
advertised as ‘‘Cunningham-
based” is so loose in its
associations that it might as
well, only more truthfully, be
called ‘‘Protection Against
Graham*'. It means that you
don't sit on the floor or stand at
a barre but that you do a fair bit
of travelling across a space. It
is often no more strictly Cunn-
ingham than that. Additionally,
no British classes require the
strength of the advanced New
York classes or the ability to
assimilate complexity so readi-

ly.
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That apart, the main drift of the
British development is via an
evolving technique and the

very loose adherence in
choreography to Cunn-
ingham’s movement

vocabulary. Alston's work is
remote from the vocabulary
now, with ideas since taken
from ballet and absorbed into
what is a thoroughly personal
style. But even in Doublework
(1978) and Rainbow Bandit
(1977), made immediately after
his return from New York,
though the Cunningham ar-
ches, tilts, curves and
characteristic arm positions
were there, there was a dif-
ferent fluidity, the organic rela-
tionship between body and
arms and the fall and recovery

that also informs Alston’s
classes.
Clark is another example

-knowledge of Cunningham
vocabulary reaching him via
Alston and Armitage - hints of
the real thing within what is
now an arresting, idiosyncratic
vocabulary. And for Clark,
chance methods are now used
sparingly, if at all.

| suppose that it looks as if |
have not made a very strong
case for the influence of Cunn-
ingham in Britain: no regular
teaching, no repertoire, and a
watered-down technique
without the rigour of the New
York original, our
choreographers merely
poaching from him what they
can put to their personal use,
following directions greatly at
odds with his own. But a guru
he still is, instructing in a way
of thinking about movement
and dance rather than stating
final principles. Thus he has in-
structed us in clarity of shape
and steps, rhythmic variety and
subtlety, integrity and complex-
ity of movement in space and
time, movement for abstrac-
tion, as in the case of Alston or
Clark, or, in the case of Davies
or Spink, the foundation for
semi-narrative essays.

So too, the risks he takes in his
work and the clarity upon
which he insists in creation and
presentation continue to in-
spire our most original
choreographers.m

STEPHANIE JORDAN and
HOWARD FRIEND

— Waiting for
Notes on the

l. The visit of the Merce Cunn-
ingham Dance Company to
Sadler's Wells is a timely occa-
sion to observe that in dance
there’s no substitute for seeing
major choreographic works
danced by artists thoroughly
prepared for the purpose by
the choregrapher. It's an ob-
vious point. But we in Britain
must keep reminding ourselves
of it.

Only one or two of our smaller
companies are dominated by
the work of a resident dance-
maker. Some companies have
""resident choreographers"'
whose works nonetheless form
a minority of the repertory. See
MacMillan at the Royal Ballet,
Alston at Ballet Rambert.
These two companies have
other choreographers who also
share the task of providing new
works. London Contemporary
Dance Theatre, once
dominated by Robert Cohan's
work, now has a similar situa-
tion. All terribly democratic.

Well, we wouldn't want these
reps to become dominated by
any one man’s works, would
we? We say so. And yet we ap-
plaud the achievement of Bour-
nonville and Petipa and Balan-
chine, who did just that
-dominate. The choreographer
as the autocrat of a dance
company: that's why those
men were ballet masters.

America is the mother of
modern democracy: her
modern dance scene is largely
a land of autocrats. Graham,
Cunningham, Taylor, Tharp are
just the best known. And yet .
British dance, modern or 6thet-
wise, does not imitate the
States in this vital respect. The
British system, which with a
very few exceptions does not
let any resident choreographer
have a predominant influence
on company rep., is actually
hostile to certain aspects of
choreographic creativity.

Il A choreographer doesn't
just create a work, he creates
a style. Develops it, varies it,
builds on it. This connection of
a choreographic work to a
dance style should be natural,
yet it's not hard here amid the
rep. system to see works being
performed without the style
needed to make them per-
suasive.

Oh yes, I've been to see Ballet
Imperial. The recent revival by
the Royal Ballet of Balan-
chine's palatial 1941 work has
been one of those occasions
when London critical opinion
has been about as unanimously
hostile as it ever can be.The se-
cond and third casts were
somewhat better than the
dreadful first; Fiona Chadwick
as the thirdcast ballerina was
actually good; Karen Paisey
and Maria Almeida were fair
enough as the two demi-
soloists; by the fifth perfor-
mance there were signs that
the whole thing had been
spruced up a little... But there's
no point in listing the redeem:-
ing factors like this about the
revival, because the list of
ruinous factors on the other
side would be several times
longer.

Better/good/fair/dread-
fullworse/worst: I'm talking only
of the relative terms of the
dancers' performances. And
here's the most depressing
thing about the whole business:
beneath all the shoddy dancing
and foolish new designs, there
is one..of the century’'s great
ballets, a masterpiece of
drganisation that gives us the
essence of what Balanchine
valued in Petipa, an essence
made tight, brilliant grand, wit-
ty, constantly various. Not the
least of the ballet's marvels is
that it brings out the shape and
drive of its score - Tchaikov-
sky's secon%(\’m@n@ gppcerto
-more r ably thaVithe
music €T reveals when hea@/\
aloneg &
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Merce:
British dance repertory system

At Covent Garden in 1985,
however, one's mind keeps
veering off all that. Theaway one
has to distinguish bétween the
text and the performance of so
many great works in the Royal
Ballet's repertory is an increas-
ing cause of misery to a Lon-
don dance-goer. It's hard to
persuade anyone who has
recently come to The Sleeping
Beauty at Covent Garden for
the first time that this has been
acclaimed as the greatest of all
ballets.

And it's nonsense to think that
the company is excellent at all
its home-made works. Much of
the Ashton repertory is being
eroded. Almost eight years
have gone since Symphonic
Variations was danced with the
style that once made it the cor-
nerstone of the company reper-
tory. Trois Gnossiennes (the
green, first, pas de trois of
Monotones) was so jerkily per-
formed at its last revival in 1983
that newcomers in the au-
dience could not accept it as
one of Ashton's major composi-
tions. Well, danced like that, it
no longer was one.

IIl Too little thought is address-
ed to the structure of our dance
companies - that structure in
which most of our
choreographers have to work.
A Second Stride, a Michael
Clark Dance Company, are ex-
ceptions. Those companies
have made conditions in which
their choreographers can pro-
duce exceptional work: the re-
cent TV documentary on
Siobhan Davies’ working on
Sitent Partners for Second
Stride in 1984 made this clear.
Time to ask whether the more
traditional framework of dance
companies in Britain - based on
the repertory theatre system -is
not in fact conducive to
choreographic mediocrity,
does not in fact hamper
choreographers in developing
the most personal aspects of
their styles, simply because
any one choreographer in most

British dance companies is just
a minor factor among many.

Of course the trad. rep. system
can work. Witness the great
years of the Royal Ballet.
(Those of you who remember
them, the rest of us who've
read about them). But the
deference of an Ashton, fitting
in so tidily into de Valois’
scheme, is an exception.
Foolish to ask all British chor-
eographers, for the Royal or
other companies, to follow suit.
MacMillan is not required, as
Ashton was by de Valois, to
produce a different dish for the
menu each time. He can go on
making one post-expressionist
piece after another. (Gloria,
Isadora, Orpheus, Valley of
Shadows, Different Drummer,
to cite his sequence of ballets
between 1980 and 1984 for the
Covent Garden company.) No
body seems to be stopping
him. Why shouldn’t he? Mac-
Millan is a resident choreog-
rapher who still feels he has to
surprise his audience out of the
prim complacency engendered
by the more traditional
heritage. When you have a
resident choreographer who
nonetheless sees himself as
the odd man out, you have a
truly odd situation. Yet that is
why he carries on making the
works he does. As he does so,
he's becoming, like his
favourite dancers Wayne Eagl-
ing and Alessandra Ferri, his
own lowest common denom-
inator, the sum of self-made
clichés, producing only what's
most predictable; and, like
those two dancers, he deser-
ves a better fate. But nobody's
challenging him to change.

It is as if publishers allowed
British poets to contribute only
to omnium gatherum an-
thologies, but to issue no col-
lections just of their own.

IV Almost unthinkable that our
British choreographers should
dominate a single company's
rep. the way that several of

their American equivalents do.
A whole repertory of Kenneth
MacMillan works? of Christ-
opher Bruce works? At first the
mind boggles... and yet such
conditions might place
valuable demands on those
men to attempt more variety,
demands not being made of
them now.

Imagine now the reverse - a
Graham, Tharp, Balanchine or
Cunningham having to work in-
stead for the Royal, LCDT or
Rambert and others - and you
see how the British climate
would reduce those giants,
make them tame.

| don't mean to set Britain off
merely against the States. |'ve
cited the cases of Bournonville
and Petipa. The scope Diag-
hilev gave to his five
choreographers - the chance
to contribute a fresh series of
works to the repertory, em-
phasising the new rather than
the traditional - is another ex-
ample. On the other hand
several troupes in the States
and elsewhere follow the
repertory system. But here it's
the rule.

V ‘““But oh the variety of the
repertory system’'’. The
popular notion here is that a
collection made from several
choreographers' works (how
many companies seem to
follow the recipe ‘'‘Something
old, something new, something
borrowed, something blue"
must automatically be more in-
teresting than the work of a
single choreographer. And that
therefore, for example, the
Royal Ballet's “‘eclectic’ rep.
must have a wider range than
the New York City Ballet's
largely-Balanchine rep. This is
a notion worth stamping on.
John Percival observed yonks
ago of the Royal Ballet that
there's no point in having a
wide rep when everything is
danced the same way. Stylistic
variety is the important thing:

which one choreographer can
achieve for one company,
given the right climate.

VI I've sounded off in this
fashion, proposing one-
choreographer companies in
Britain as if | were the Spartans
removing democracies around
Greece and setting up tyran-
nies instead. The British fear of
such choreographic autocrats
is very like a fear of tyranny or
fascism. I'm not kidding. To
many Britons the dominion of a
Balanchine or a Tharp or a
Bausch is distasteful and solip-
sistic. But | want for once to
draw attention to the dreadful
constraints the local system
puts on our own choreog-
raphers.

Ballet Imperial as seen at Co-
vent Garden in 1985 is an ob-
ject lesson of the divorce of
style from form that the Royal
Ballet (and British) organisation
has brought upon itself. But
that ballet's fate is less rele-
vant here than that of home-
made work. The British dance
world keeps pushing its
choreographers into subor-
dinate positions, as if
choreography was not the
most important factor in dance.
(Indeed some companies don't
place a high priority on
choreography at all. | keep
hearing of the rejuvenation of
London Festival Ballet under
the new direction of Peter
Schaufuss, but while the com-
pany carries on without any
proper choreographer of its
own, | can't take it too
seriously).

Despite all this, a few British
choreographers produce a few
works that are better than
mediocre, and some just
wonderful. When they do, of
course we're grateful. But we
should also be surprised.m
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' REED orLonbon

Freed dancewear, ballet, dance,
ballroom and theatrical shoes.

For more than half a century, they
have been in demand by every major
ballet, operatic and theatrical
company in the world. A significant
recognition of the unrivalled quality of
workmanship and materials.

retail shops in UK. head office and wholesale stores in USA.

94 St. Martin’s Lane 62-64 Well Street 108 West 57th Street
London London New York 10019
WC2N 4AT E9 7PX USA

Tel. 01-240 0432 Tel. 01-985 6121 Tel. 212-489-1055
810 Christchurch Road 142 Newbury Street
Boscombe Boston MAS§, 02116
Bournemouth BH7 6DF USA )

Tel. 0202-424848 Tel. 61 7-__267-0778
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=NATIONAL DANCE LISTINGS=——=

The information in this section is a free service to dance audiences and artists. We make no charge for listing information.
Details should be sent to the Listings Editor, Dance Theatre Journal, at the Laban Centre, Laurie Grove, London SE14, no
later than 26 July to cover the period September, October, November. We list information under the following heads: Tours,
Performances, Classes/Workshops, Conferences/Seminars, Vacancies and Useful Addresses. All information is correct at
the time of going to press, but we advise members of the public to check details with venues.

Classes/Workshops are not listed during the summer period . A new up to date list of classes and workshops will
appear in our Septemberissue in time for the new academic year.

-

A

FESTIVALS . -~

THE AMERICAN FESTIVAL
49 Wellington Street

London

WC2E 7BN

Tel: 01-379 7755

Mitchell Theatre

Glasgow
16-18 May
The Joel Hall Dancers

The Albany Empire

Douglas Way

Deptford

London

SE8

13-25 May

From Across the Bridge
(Youth Theatre)

The Bloomsbury Theatre

Gordon Street
London WC1

Tel: 01-387 9629
SOLID STATE ARTS
presents

14 May - 1 June

New Music Consort

Mark Dendy and Company
Linda Kehl and Dancers

The Solomons Copmpany/Dance Inc
Gael Stepanek and Company
Muna Tseng Dance Project
Christina Jones - Solo dance
Sheila Kaminsky - Solo dance
Felicia Norton - Solo dance
Steven Laub - Video Artist
Tom Patrick - Video Artist
Irene Buszko - Artist Painter
Michael Brain - Artist Painter
Dawvid Rohn - Visual Artist

GREENWICH FESTIVAL
Greenwich Festival Box Office
25 Woolwich New Road
London

SE18 6EU

For Bookings

Tel: 01-317 8687

cc: 01-855 5900

For Tickets:

Greenwich Theatre Box Office
Crooms Hill

London

SE10

For Information; 01-854 8888 Ext.2314/2320

TOURS

Art Link Dance Company

Rhondda Community Arts

Sevenoaks Summer Festival

Present

Bead of Blood, New Tribes, Soundings,
New Gr ich Festival Ci issi

16 June 8.00 pm

Tridgent Hall, Park Row, next to Trafalgar
Tavern SE10

TOURS

CENTRE OCEAN STREAM

28 Sholing Road

Itchen

Southampton

Hants

Tel: 0703 420114

TOUR TO: ISLE OF WIGHT, SOMERSET

Parc and Dare Theatre
Treorchy

Mid Glamorgan

Tel: 0443-776090

30 May - 1 June

Workshops and Performance
(to be confirmed)

Dyfed

6 and 7 June
Workshops in Schools

Llanelli Leisure Centre

Sevenoaks School
Kent
1 and 2 July

FOOTLOOSE DANCE COMPANY
Drama Centre

Tremont Road

Llandrindod Wells

Tel:

TOUR TO: GWENNYFED, BRECON,
PRESTEIGNE, BRACKNELL

Llanelli

Dyfea

Tel: 0554-752659
8 June
Performance

(to be confirmed)

Gy yfed/Brecon/Presteigne High
Schools

20-24 May

Secondary Schools Project details

by request.

Bracknell Arts Centre

Jacob's Wells

Quay Arts Centre

Sea Street

Newport

Isle of Wight

18 June - 11 July

Exhibition of Costumes, Masks and Sets of
Cenlre Ocean Stream’s last Four Productions
18 June Evening

Opening Leclure/Demonstration
at Upper Chine School
Shanklin

Glastonbury Festival

Bristol

Tel: 0272-292118
15 June
Performance

(to be confirmed)

DUBLIN CITY BALLET
Town Hall

Blackrock

Co. Dublin

Ireland

Tel: 0001-889136
VISIT TO: LONDON

Pilton

Somerset

21.23 June

Qut-door Performances

CWMNI DAWNS GWYLAN
(Seagull Dance Company)
Faith Wilson

Flal 4

110 Westbourne Road
Penarth

South Glamorgan

Tel: 0222-706754

VISIT TO: CARDIFF

The Palace Theatre

Chapter Arts Centre

Lumiere & Son

Present

Vulture Culture

5-8 June 8.00 pm

12-15 June 8.00 pm
Albany Empire, Douglas Way, Depliord SEB
Open Air

1 June 12.00 am
Thamesmead

1 June 4.00 pm
Blackheath Village Fayre
10 June 7.30 pm
Thames Barrier

Nandini Alva Dance Troupe
PresentNatyashastra

8 June 8.00 pm

In aid of the Bhopal Disaster

Woolwich Public Hall, Market Street, SE18

Cardiff
Tel: 0222-396061
57 June

DIVERSIONS

Welsh Repertory Dance Company

Od YMCA

Station Terrace

Cardiff

CF1 4EW

Tel: 0222-374845

TOUR TO: POWYS, TREORCHY, DYFED
LLANELLI, BRISTOL

17 Dukes Road

London

WC1H 9AB

Tel: 01-387 0031

20-22 June

An Evening of Works by ANNA SOKOLOW

ENGLISH DANCE THEATRE

Dance City

Peel Lane

Off Waterloo Street
Newcastle-upon-Tyne

NE1 4DW

Tel: 0632 610505

TOUR TO: BOLTON, MANCHESTER,
LEIGH, KENT, CUMBRIA

20-28 June
Eye of Horus
Project for Secondary Schools

HOWARD AND EBERLE DANCE
THEATRE

Flat 4

110 Westbourne Road

Penarth

South Glamorgan

Tel: D222-706754

TOUR TO: LANCASTER, BANGOR,
MERSEYSIDE, BURY

Nuffield Theatre Ciub
University of Lancaster
Tel: 0524-65201 ext 4335
15 and 16 May

On the Rocks

Theatr Gwynedd

Bangor
18 May
On the Rocks

Merseyside Youth Association

Dance Group
wic 24 June
Choreographic Commission

Bury Metro Arts Association

Octagon Theatre

Wysside Arts Centre

Builth Wells

Powys

LD2 38BN

Tel: 0982-552555

20-25 May

Week's Residency of Workshops
25 May

Performance

Bolton

Tel: 0204-29407

19 May

Full Half Crescent, Persona, Cakes and
Ale, If not for You too, Morag’s Wedding

Abraham Moss Centre

Manchester

Tel: 061-740 1491

21 May

Full Half Crescent, En Dolor, Cakes and
Ale, The Night Side, Morag’s Wedding

Drama Centre

Bury

Greater Manchester
Tel: 061-761 2216
113 July
Residency

JANET SMITH AND DANCERS
295/297 Kentish Town Road
London

NWS 2TJ

Tel: 01-482 2908

VISIT TO: WORCESTER

Leigh College of Further Education

Leigh

Tel: 0942 605258

23 May

Full Half Crescent, En Dolor, Cakes and
Ale, The Night Side, Morag’s Wedding

Swan Theatre
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TOURS

LONDON CITY BALLET

London City Ballet Trust Ltd

Third Floor

58 St. James's Street

London

SW1A 1PR

Tel: 01-491 4708

TOUR TO: FINLAND, DARTFORD,
MALVERN, LEATHERHEAD, NORWICH,
BIRMINGHAM, BUXTON, MAIDSTONE

7June 2.00 pm

Children’s Matinee

Three Epitaphs, Esplanade, Chasm
from Agora

Fred Longworth High School

Tyldesley
30 and 31 May

27 June and 4 July
Let’s Face the Music and Dance
Secondary Schools Programme

The Place

Moreton School

Theatr Clwyd

Tour of Finland

22 May - 6 June
Swan Lake

Orchard Theatre

Dartford
wic 17 June
Carmen

Festival Theatre

Malvern
28-29 June
Swan Lake, Triple Bill

Thorndike Thealre

16 Fiaxman Terrace

London

WC1H 9AT

Tel; 01-387 0161

17-20 July

Company Choreographic and workshop
performancgs. Admission Free.

LONDON FESTIVAL BALLET
Festival Ballet House

39 Jay Mews

London

SW7 2ES

Tel: 01-581 1245

TOUR TO: COPENHAGEN, LONDON

Wolverhampton
10-14 June

MAEDEE DUPRES AND
CHRISTODOULOS GEORGIADES
Dance Umbrella

Pineapple Kensington

38 Harrington Road

Civic Centre

Mald

Clwyd

CH7 1YA

Tel: 0352-56331

9 and 10 July

Sergeant Early's Dream, Voices and
Light Footsteps, Death and the Maiden
11-13 July

London New Robert North Dallel Rulnbow
SW7 Ripples, Dangerous , Ghost
Tel: 01-589 0498/0516 Dances

TOUR TO: SALISBURY, WINDSOR

Salisbury Arts Centre The Big Top

23 May

AC rt of New Dance and Music

The Royal Theatre in the Tivoli

Leatherhead
wic 1 July
Swan Lake, . Triple Bill

Theatre Royal
Norwich

wic 8 July
Triple Bill

11 and 12 June
La Sylphide

13 and 14 June
Giselle

15 and 16 June
Mixed Bill

London Coliseum

Alexandra Theatre

St Martins Lane
London

WOC2N 4ES

Tel: 01-836 3161
2-8 July 7.30 pm
6 July 2.30 pm
.C, W

Birmingham
wic 15 July
Carmen, Swan Lake

Buxton Festival

24-26 July
Carmen

Leeds Caslle

Maidstone
29-31 July
Swan Lake

LONDON CONTEMPORARY DANCE
THEATRE

The Place

16 Flaxman Terrace

London

WC1H 9AT

Tel: 01-387 0161/3041

TOUR TO: PLYMOUTH, CANTERBURY,
LONDON

8-13 July 7.30 pm

13 July 2.30 pm

Onegin

15-18 July 7.30 pm

20 July 2.30 pm

Night Creature, L’Arlesienne, Don
Quixote Pas de Deux, Etudes
19-20 July

*New Bruce Ballet, Song of a Wayfarer,
Don Quixote, Etudes

27 July 230 pm

23-27 July

**Romeo and Juliet (by

Sir Frederick Ashton)

Tickets: £3.50-£15,00

Concesslons available

* World Premiere
* *British Premiére

Windsor Arts Centre
24 May
A Concert of New Dance and Music

NORTHERN BALLET THEATRE
11 Zion Crescent

Hulme Walk

Manchester

M15 5BY

Tel; 061-226 3309/5381

TOUR TO: BINGLEY, JERSEY,
BRADFORD,

NOTTINGHAM, NEWCASTLE,
MANCHESTER

Arts Centre

Bingley
Tel: 09766-567982
16 May
Mixed Programme

Opera House

Booking: Box Office

48 Floral Street

Covent Garden

London

wcC2

Tel: 01-240 1066/1911

22-25 July 7.30 pm

An Occasion for some Revolutionary
Gestures, Rainbow Ripples, Dangerous
Liaisons, Ghost Dances

26, 27 and 29 July 7.30 pm

Sergeant Early’s Dream, New Robert
North Ballet, Java

31 July and 1-3 August 7.30 pm
Voices and Light Footsteps, Pierrot
Lunaire, Entre dos Aguas

THE SCOTTISH BALLET

261 West Princes Street

Glasgow

G4 9EE

Tel: 041-331 2931

TOUR TO: EDINBURGH, GLASGOW,
INVERNESS, BELFAST

Jersey

Tel: 0534-22165

26 May - 1 June

Les Sylphides, Romeo and Juliet, Sleepng
Beauty Act 3, Coppelia

Edinburgh Playhouse

Edinburgh

Tel: 031-557 2590
15-18 May 7.20 pm
Swan Lake

St George's Hall

Theatre Royal

Bradford

Tel: 0274-752000
6 and 7 June
Coppelia

Royal Festival Hall

Theatre Royal

Glasgow

Tel: 041-331 1234
21.254 May 7.15 pm
25 May 2.15 pm
Swan Lake

Theatre Royal

Royal Parade

Plymouth

PL1 2TR

Tel: 0752-669595

14-15 May 7.30 pm

:Agora, Bridge the Distance, Rite Electrik
16-18 May 7.30 pm

Run Like Thunder, Doublework, Esplanade
17 May 2.00 pm

Agora, Bridge the Distance, Rite Electrik

The Marlowe Theatre

The Friars

Canterbury

Kent

CT12AS

Tel: 0227.67246

21 and 22 May 7.30 pm

Skyward, Bridge the Distance, Rite
Electrik

23-25 May 7.30 pm

24 May 2.00 pm

Agora, Bridge m Distance, Esplanade

South Bank Concert Halls
lLondon

SE1 BXX

Tet: 01-928 3191

29 July - 3 August 7 .30 pm
Coppelia

5-10 August 7.30 pm

10 August 3.00 pm

Romeo and Juliet (by Sir Frederick Ashton)
12-17 August 7.30 pm

17 August 3.00 pm

La Sylphide

Tickets: 3.50-£12.50
Concessions available

LUDUS DANCE COMPANY

Owen House

6 Thurnham Street

Lancaster

LAt 1YD

Tel: 0524-35936

TOUR TO: WIGAN, BIRMINGHAM,
MIDLANDS, TYLDESLEY,
WOLVERHAMPTON

All performances of Paper Tiger

Nottingham

Tel: 0602-472328

11.15 June

Les Sylphides, Alice in Wonderland

Eden Court Theatre

Theatre Royal

Inverness

Tel; 0463-221718

29 May - 1 June 7.45 pm
Swan Lake

Newcastle

Tel: 0632-322061

18-22 June

Les Sylphides, Alice in Wonderland

Grand Opera House

Palace Theatre

Holyhead School

Manchester

Tel: 061-236 9922

25-29 June

A Midsummer Night's Dream

BALLET RAMBERT
94 Chiswick High Road
London

W4 1SH

Tel: 01-995 4246

TOUR TO: BRISTOL,MOLD, THE BIG TOP-

Belfast

Tel: 0232 241919
4.8 June 7.30 pm
8 June 2,30 pm
Swan Lake

Edinburgh Festival

World Premiere of Peter Darrall's Carmen

SPIRAL CONTEMPORARY DANCE
COMPANY

5 Hope Streer

Liverpoal”

L1 98G

Tel: 051-709 4484

TOUR TO: RUNCORN, PAISLEY,

_~ GLASGOW, EDINBURGH, PECKHAM

Sadler's Welis Theatre

Rosebury Avenue

London

EC1

Tel: 01-278 8916

3-5 June 7.30 pm

Bridge the Distance, Skyward, Rite
Electrik

6-8 June 7.30 pm

Bridge the Distance, Esplanade, Agora

18

Hansworth
Birmingham
14 May

Theatre Royal

St Mary's Primary Scrool

Midlands Arts Tour

Midiand Arts Centre and other venues 10 be
confirmed.
1517 May

Shevington High School

Wigan
20-24 May

Bristol

25-27 June

Sergeant Early's Dream, Voices and Light
Footsteps, Death and the Maiden

28 June - 2 July

An O ion for some Re i
Gestures, Pierrot Lunaire, Entre Dos
Aguas

3-6 July

New North ballel, Mythologies, Dangerous
Liaisons, Ghost Dances

Runcorn
21 May
Waorkshops

Beechwood C.P. School

Runcorn
22 May
Workshops

(,,QLACK &E TH/V
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PERFORMANCES

Spiral Dance Company, under the artistic direction
of Timothy Lanford is one of the most imaginative
and exciting contemporary dance companies
working nationally today and, almost certainly, the
most experienced at working on residencies within
the education system.

May 20, 21

Teatr Blik Mime Company from Poland
2 day course from 11,00 am -1.00 pm
May 22, 23

Teatr Blik Performances 8.00 pm

Laban Studio Theatre

e

Paisley Festival

Scotland

28 and 29 May

Workshops and Rep. Performances .
=

PERFORMANCES

BRISTOL

7

Scoltish Tour -

Bristal Community Dance Centre

30 May - 4 June i
Venues include Glasgow and Edinburgh

North Peckham Civic Centre

London SE15

6 June

Monkey of the Inkpot
7June

Rep. Performance

TRANSITIONS 85

Laban Centre for Movement and Dance
Laurie Grove

New Cross

London

SE14 6NW

Tel: 01-691 5750

TOUR TO: COVENTRY, LONDON,
MARLBOROUGH EXETER, TORQUAY,
SIDMOUTH, WINGLEIGH, EXETER

Coverntry Certre for e Perdoming Artsleasowes Avenug
Coventry

Tel: 0203-418668

23 May

Performance and Workshops

Jacobs Wells Road

Hotwells

Bristol BS8 1DX

Tel: 0272-292118

18 May

BEG Contemporary

25 May

BEG Contemporary

1 June

BEG Jazz Nuala Campbell

Gen. Jazz Nuala Campbell

8 June

BEG Jazz

Master Class/Warkshop

15 June

BEG Contemporary
Gymnastic Worksnop for Children up to 11
years

22 June

BEG Contemporary

Ballel Ramber! Class Creative Wrokshop
28 June

BEG Cont

Ballet Rambert - Richard Alston
Ciass/Workshop

BURY

Laurie Grove

New Cross

London

SE14 6NW

Tel: 01-692 4070

14-17 May 7.30 pm

Dance Theatre B A. (Hons) 3rd year
Admission Free

30 and 31 May 7.30 pm

M.A. Dance Students
Admission Free

11-14 June 7.30 pm

Dance Theatre (Cert.) 3rd year
Admission Free

19 and 20 June 7.30 pm

One Year Course Students
Admission Free

24.26 June 7.30 pm

Laban Centre Gala

Tickets: £2.50 (£2.00)

THE ROYAL BALLET

The Royal Opera House

Covent Garden

London

WCZ2E 90D

Tel: 01-240 1066

AT: COVENT GARDEN AND THE BIG TOP

The Royal Opera-House

John Mowat - Mime

80 Herne Hill Road

London SE24 0AN

Tel: 01-274 3821

June 10 - July 29

John Mowat will be hosting a series of mime
workshops at the City Lit, Stukeley Street,
WC2 Monday evenings

The Place

Laban Centre Studio Theatre

Bury Melro Arls Association

New Cross
London

Tel: 01-692 4070
3 and 4 June
Performances

St John's School

Marlborougn
Wiltshire

6 and 7 June
Workshop

Marlborough College

Deroy Hall

Marke! Street, Bury, Lancs BL9 OBN
Tel: 061-761 7107

31 May 8.00 pm

Annie Stainer in Changing Woman
1-13 July

Howard ang Eberle Dance Thealre in
residence,

13 July 8.00 pm

Howard and Eberle in On the Rocks plus
core group performance

CUMBRIA

Marlborough
Wiltshire

Tel: 0672-54466
6 June
Performance

St Luke's College

Exeter

Tel: 0392219741
12 June
Performance

Rosehill Theatre

South Devon College

Torguay

Tel 0392-219741
13 June
Performance

Moresby, Whitehaven,

Cumbria CA28 6SE

Tel: 0946-2422

18 July 8.00 om

Pertormance in Whitehaven Civic Hall
English Dance Theatre

tile dtj 10e

GUILDFORD

17 Duke' Road

London

WC1

Tel: 01-387 0031

28 May - 1 June 8.00 pm

The Student Choreographic Warkshop Perfor-

mances
Tickets: £1.00

6-8 June 7.30 pm

Central School of Ballet

Tickets: £3.00 (£2.00)

10-13 June 8.00 pm

Piace Series One

Choreographic Showcase

Tickets: £1.00

20-22 June 8 00 pm

Duolin City Ballet

An Evening with Anna Sokolow

8-13 July 8.00 pm

Student Choreographic Workshop Perfor-
mances

Tickets; £1.00

17-20 July 8.00 pm

London Contemporary Dance Theatre
Chareographic Worksnop Performances
Admission Free

North Peckham Civic Centre

14 June
Nelson Fernandez, Jackie Wilford and
Scott Clark will present a joint concer!.

The Royal Opera House

University of Surrey

Manor Pavillion

Sigmouth

Tel: 03955-2799
14 June
Performance

Bealord Centre

Wingleigh

Tel 0853-201

15 June

Parformance and Workshops

Exater and Devon Aris Centre

Dance Department

Guildford, GU2 5XH

Tel: D4B3-571281 Ext. 544496
May 18

Society for Dance Research

LANCASTER

Nuffield Theatre Studio

University of Lancaster

Bailrigg, Lancaster LA1 4YW

Tel: 0524-65201 Ext 4335

15 and 16 May 8.00 pm

Howard and Eberle Dance Theatre presents
On the Rocks

LONDON

Exater
Tel 0392-219741
16 June

Workshops

Battersea Arts Centre

Old Town Hall
Lavender Hill
London SW11
Tel; 01-223 8413

Covent Garden

London

WC2E 9DD

Tel: 01-240 1066/1911

SADLER'S WELLS ROYAL BALLET"
14 May

Swan Lake

15 May

Les Sylphides, Petrushka, Choros
16 May

Swan Lake

18 May

Swan Lake

Covent Garden

London

WC2

Tel: 01-240 1066/1911

5 June 7.30 pm

La Bayadére, Consort Lessons, A Month
in the Country

7 June 7.30 pm

La Fille mal gardée

10 June 7.30 pm

La Bayadére, Consort Lessons, A Month
in the Country

12 June 7.30 pm

La Fille mal gardée
14 June 7.30 pm
La Bayadére, Ci L
in the Commy

18 June 8.00 pm

La Fille mal gardée
19 Jufe 7.30 pm

La Bayadére, Consort Lessons, A
Month inthe Country

21 June 7.30 pm

La Bayadére, Consort Lessons, A Month
in the Country

24 June 7 30 pm

La Bayadére, Consort Lessons, A Month
in the Country

26 June 130

Schools Matinee: La Fille mal gardée

26 June 7.30 pm

La Bayadére, Consort Lesson, A Month in
the Country

15 July 7.30 pm

La Fille mal gardée

16 July 7.30 pm

La Fille mal gardée

17 July 7.30 pm

Royal Ballet School Performance

18 July 7.30 pm

Swan Lake

19 July 7.30 pm

Swan Lake

20 July 2.30 pm and 7.30 pm

Swan Lake

22 July 7.30 pm

Swan Lake

23 July 7.30 pm

Swan Lake

24 July 7.30 pm

La Fille mal gardée

25 July 7.30 pm

Birthday Offering, New ballet by Jennifer
Jackson, La Bayadére

26 July 7.30 pm

Birthday Offering, New ballet by

Wayne Eagling, La Bayadére

27 July 2.30 pm and 7.30 pm

Varii Capricci, Enigma Variati

New baliet by Wayne Eagling

29 July 7.30 pm

La Bayadére, New ballet by Jennifer
Jackson, Enigma Variations

30 July 7.30 pm

Varii Capricci, Enigma Variations,

New ballet by Wayne Eagling

31 July 7.30 pm

Birthday Offering, New ballet by Jennifer
Jackson, La Bayadére

1 August 7.30 pm

Birthday Offering, New ballet by Jennifer
Jackson, La Bayadére

2 August 7.30 pm

Romeo and Juliet

3 August 7.30 pm

Romeo and Juliet

, A Month

The Big Top

Booking: Box Office

48 Floral Street

Covenl Garden

London

wcC2

TGel: 01-240 1066/1911

1 July 7.30 pm

2 duly 230 anc, 7@K & ET,
2 July 2.30 an
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N.R.C.D

National Resource
Centre for Dance

SUMMER
SCHOOL
29 Aug - 1 Sept 1985

Resources for Teaching
Dance

University of Surrey

Details from: The Secretary,
National Resource Centre for
Dance,

University of Surrey, Guildford
GU2 5XH

== S

LONDON CONTEMPORARY DANCE
THEATRE AND THE ALVIN AILEY
AMERICAN DANCE THEATRE

11 July 7.30 pm

Celebration of Dance

Gala Performance

NOTTINGHAM

Theatre Gwynedd

The Midland Group

Tani Morena Spanish Dance
Centre

Classes near Leicester Square

Tel: 01-452 0407

Several workshops both Classical and
Flamenco

OXFORD

The Oid Fire Station Arts Centre

24-32 Carlton Street

Nottingham NG1 1NN

Tel: 0602-582636

14, 15 May

Lisa Kraus and Stephanie Skura

18 May

Michael Quaintence W'Shop (1bc) Mary
Fulkerson

31 May
(+ Workshop

i
9

+ Two D

PLYMOUTH

Bangor, Gwynedd

Tel: 0248-351707

18 May

Howard and Eberle On the Rocks
17 May 4.00 pm

Workshop

Theatre Halfren

Newtown

Powys, Mid Wales

Tel: 0686-25007

May 24 8.00 pm

Nahid Siddiqui - Kathak Dance Evening

Wyeside Arts Centre

5 July 7.30 pm

La Fille mal gardée
6 July 2.30 pm and 7.30 pm

La Fille mal gardee

8 July 7.30 pm

Romeo and Julist

9 July 2.30 pm and 7.30 pm
Romeo and Juliet

190 July 7 30 pm

Romeo and Juliet

11 July 7.30 pm

Romeo and Juliet

12 July 7.30 pm

Birthday Offering, Return to the
Strange Land, Elite Syncopations
13 July 2,30 pm and 7.30 pm
Birthday Offering, Return to the
Strange Land, Elite Syncopations

40 George Street

Oxford

Tel: 0865 722648

1 June 8.00 pm

Bridges Dance Company in performance
with New Works Speciaily made by and for
them

NEWCASTLE UPON TYNE

Barbican Theatre

Gulbenkian Studio

Piymouth PL1 2NJ

Tel: 0752-267131

28 June - 19 July
Premiere Callas

22 July - 2 August
Summer School of Mime

WALES

Caslle Street
Builth Wells
Powys

Tel: 0982-552555
20-25 May

Event Workshop

ANNOUNCEMENT

Greater London Arts Association

Kings Walk, Haymarket,

Newcastle upon Tyne

Tel: 0632 329974

15-17 May 7.30 pm

English Dance Theaire: New York

28 and 29 May 10.30 am - 2.00 pm

Allic: Jonothan Kay and Stephen Solloway
The Adventures of Mr Corky and

Mr Balloon (Mime)

31 May

Sally Sykes 10.30 am Children’s Workshop
7.30 pm Dodo Dances

1 June 2.00 pm

Sally Sykes Children’'s Workshop

3 June 2.00 pm

Gamboling Guizers Children’s Workshop

3 June 7.30 pm

Dish of the Day ana Aunt Chrissie’s Hats

Sherman Theatre

Senghennydd Road
Cardiff CF2 4YE

Tel: 0222-30451

3, 4 May 7.30 pm
Dancemakers of Toronto
29 July - 10 August
Summer School

Theatr Clwyd

The Civic Centre
Mold

Clwyd

CH7 1YA

Tel: 0352-56331
9-13 July

BALLET RAMBERT

25/31 Tavistock Place

London

WC1H 9SF

Tel: 01-388 2211

Dance and Mime Youth and Amateur
Awards 1985/86

Deadline for applications: 31 May 1985
Applications to: Lynn Maree or Linca Dyos

L
London Coliseum 2-27 July 1985
X 74 2 July Coppélia Gala Premiere*
To Benefit the Save the Children Fund
IDND N and LFB Development Fund
3-6 July Coppélia Sponsored by
8-13 July Onegin
Sponsored by &% National Westminster Bank <%
5-18 July  Night Creature London Premiere, Don
B AI I E’r Quixote Pas de Deux, L'Arlesienne
L AL/A London Premiere, Etudes
Artistic Director 19-20 July New Bruce Ballet™ World Premiere.
Peter Schaufuss Song of a Wayfarer, Don Quixote Pas de
Principal Artists appearing in the Coliseum Season: Deux, Etudes
Patiick Armand il Bjaen Larsen® 22 July Sir Frederick Ashton’s Romeo & Juliet
I\I/l)aurizlio Bellez:ia Natalia Makarova* Royal Premiere s
atrick Dupon Mary McKendry 23- ly Romeo & Juliet s 7 CITIBANC®
Eva Evdokimova Janette Mulligan 327 Ity < e ponso'red‘by
Denys Ganiot Raffaele Paganini
J%Iexarln_clier Granl: Kevin Pugh Seats £3.50 to £15.00 )
t Patricia R . 8 .,
Kot Healy Poter Schatfuss Box Office 01-836 3161 Credit Cards 01-240 5258
' Lis Jeppersen Matz Skoog Mailing List Subscribers priority postal booking open
Nicholas Johnson Raymond Smith General Public Booking at Box Office opens 29 April
Dominique Khalfouni ~ Alexander Sombart Friends of London Festival Ballet Concessionary booking opens 29 April
S o e o he Box Offfice London Col
| * : ; urther details of Party rates contact the Box ice London Coliseum,
AssocxateA_rt:st  Bllm | St Martins Lane, London WC2N 4ES CK &
GLC Lﬁ;'%@ *Seat prices: £5- £40 details from LFB Development Depaét@%& 1-581 1§[§7/V/c
funded | o arear wmiam tSponsored by Tom Merrifield R <,
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1= Muna Teng Dance Projects ~ Mark Dendy and Company - Christina Jones - Linda Kohl and Dancers -~ Shella-
istina Jones ~ Linda Kohl antl Dancers « Sheila-Kaminsky ~ Felicia Norton + ™~ = \usic Consort ~ Felicia No

e~ Steven Laub - Gael Stepanek and Company - Michael R~ wn Patrick - David Rohn -
' Projects ~ David Rohn -+ Muna Teeng Dance P~-- #tark Dendy and Company
minsky - Felicia Norton == The ¥~ Q‘L The Solomons Compan

- Michae| Besi= - vid Rohn -~ Muna Tseng
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icia Norton = Th
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Ballet Rambert. Wildlife. Chor: Richard Alston. Set: Richard Smith. Photo: Catherine Ashmore

looks

Constanti

Sophie

at new

works

by Alston, Bruce and Wagoner

March 1983. A performance of
Richard Alston’s Chicago
Brass convinces me that Ballet
Rambert is well and truly
“establishment work'' but not
entirely conformist.

March 1985. New works. New
dancers. | feel the same way
about this company. They
haven't changed or / haven't.
Both or neither?

Thre are a number of implica-
tions in the suggestion that
Rambert is ‘'establishment’.
The label might signify that it is
conventional, unenterprising
and unprogressive. but
Rambert fits none of these
descriptions. Its present posi-
tion in the dance hierarchy is

22

perhaps a direct result of its
fascinating, but most respec-
table history, which, in turn, is
may be why the Arts Council
and major sponsors such as
Imperial Tobacco and Lloyds
Bank think that this dance com-
pany is worth funding. Conse-
quently, the onus is on
Rambert to operate in a way
that meets the approval of
those holding the purse strings.
The Company fulfils its obliga-
tions. Audiences return year in,
year out. But does Rambert
make artistic compromises to
achieve all this?

The sad irony lies in the fact
that, whilst the major dance
companies, to a limited extent,
have the financial and thus

creative means to commission
works from our more talented
choreographers, they are,
simultaneously, stifled and op-
pressed by the very nature of
their delicate position. In order
to safeguard the next Arts
Council grant, nothing must be
done to disturb the status quo.
Rambert is not entirely confor-
mist: they maintain a fresh and

everchanging repertoire andy

although much of the work is
gently entertaining, it is never
arbitrary, banal, or desperately
trying to please. Likewise, the
dancers can be dazzling to
watch without simply offering
technigue for technique’s sake
- and this they could easily do,
since Rambert is not without
it's share of technically strong

Par/n,-/ )

dancers. But the company's
main strength is in its capacity
for sensitive interpretation, and
the dancers look equally at
home -but not complacent - in
the three very different styles
of the house choreographers:
Richard. Alston, Christopher
Bruce and Robert North.

Sergeant Early’s Dream is
Bruce's latest work and,
although it was premiered last
October in Canterbury the
ballet is new to London au-
diences. Usin mlxture of
British, lgg&i‘éﬁ% Q\rﬁ an Folk
Son ruce offers us rles
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telling of the life and cultural
roots of a migrant population.
The tone is predominantly Irish
and, in the tradition of folk
dance gatherings, it is quite apt
that the musicians should
share the stage with the nine
dancers. Bruce has again
chosen to work with Walter
Nobbe the artist who designed
both Concertino and Intimate
Pages. For Sergeant Early’s..
Dream, Nobbe provides “a
backdrop of sea and sky in
delicate pastels, looking-out to
the horizon with the”same in-
finity as the Iandscape in
Kylian's Sinfonietta. Having
said that, | am loath to rein-
force the now fashionable
assumption that everything
Bruce does has Kylianesque
undertones. Certainly there are
influences, but those who con-
tinue to pigeonhole Bruce in
this way are simply ignoring his
wider concerns. Bruce's work
has always been people-
orientated and, in recent years,
ballets such as Requiem (1982)
and Ghost Dances (1981) have
contained strong political and
social messages.

Sergeant Early's Dream is
hardly radical, but it is another
fine example of Bruce's
predilection for exploring the
human condition. Some
boisterous ensemble se-
quences are linked by brief
episodes of tenderness,
humour and, finally, death.
Bruce uses the language of
folk dance but adapts and
refines it to achieve his
choreographic ends. There are
the familiar inflections of hips
and feet, shoulders and wrists,
the folded arms and skippy
mood of gay abandon, but to all
this Bruce adds fast and in-
tricate footwork, quirky jumps
and complex floor patterns.
And, of course, there is the
rhythmic, often syncopated
clapping, stamping and heel
tapping of which Lucy
Bethune, dancing solo, gives
an eloquent and stylish
demonstration. A trio of
drunken pals try their best to
appear sober as a disdainful
Peggy Gordon (Frances Carty)
watches their antics. A playful
Catherine Becque rejects the
advances of four men in hot
pursuit. She eventually
changes her mind, only to find
that none of them are in-
terested. A daughter (Diane
Walker), dances a duet with

her mother (Carty), in which
she reveals her longing to be
wed. | must, at this point, men-
tion Maggie Boyle, whose
hauntingly beautiful voice is
not easily forgotten and whose
renditions of Eighteen Years
Old and Black is The Colour of
My True Love's Hair did far
more than just enhance the
dancing or provide storylines
far it. The dirge for Barbara
Allen and her deceased lover
precedes the final section in
which some bright and zippy
dances are brought to a gentle
close, partners reluctantly go-
ing their separate ways. But as
the lights fade on a single
figure looking into the distance,
the themes of hope and op-
timism in the piece are reaf-
firmed.

Dan Wagoner's An Occasion
for Some Revolutionary
Gestures, North’'s Death and
the Maiden, Alston's
Mythologies and his Wildlife
made up the selection of new
work for this season. The
Wagoner ballet has only
recently been completed, and
Alston’s Mythologies, actually
premiered at Sadler's Wells,
but Death and the Maiden and
Wildlife have now been touring
for four and nine months
respectively.

| first saw Wildlife during the
Brighton Festival in 1984. Un-
fortunately the tiny stage at the
Theatre Royal lends neither
grace nor intimacy to dance
performances. Richard Smith’s
designs completely dominated
the space and the dancers
spent most of their time
carefully avoiding these poten-
tially lethal structures. Wat-
ching the piece almost a year
later, and in a larger (but not
ideal) theatre, | feel that it is
one of Alston's finest works for
the company: a rare example
of a collaboration where no
part becomes subservient to
another.

Alston arranges the six
dancers - three women, three
men - into various permuta-
tions. There are solos, duets;
two men; a woman joins in to
make it a trio, later it's a trio of
men; couples suddenly
become a corps. Amongst this
action, Smith's designs also
change form. He has con-
structed two enormous
mobiles of vibrantly coloured

fabric stretched across a net-
work of silver tubing or rods.
These '‘kites’" are suspended,
one in front of the other, centre
stage, and they are lowered,
lifted and allowed to open up.
Very soon we discover that
each kite is a formation of two
or three overlapping segments.
The dancers disappear behind
them and,through strategically
placed gaps,we catch glimp-
ses of their bodies in motion
and stillness through
strategically placed gaps.

Before the mysterious urgency
of Nigel Osborne’s score builds
up to its thrilling climax, there
is a prolonged duet for
Cathrine Price and Mark
Baldwin. The movement is
calm and studious: arabesques
that tip into penchée;
developpés that continue to ex-
tend; hands linked in support
and countertension. Price
comes out of a soft fouett turn,
stepping onto a forced arch,
pelvis thrust forward, torso
leaning back, holding on to
Baldwin for a split second,
enough time for the image to
become frozen in our minds.
The duet comes to a tentative
conclusion as he carries her
towards the wings, but Price
breaks away from his hold,
refusing this final gesture by
making her own exit. Baldwin
joins the other two men (Robert
Poole and Bruce Michelson),
who lie awake in the shadows,
and we watch his hand tracing
a line from ankle to head as his
body gently lowers backwards
and then rolls sideways in lazy
contemplation. Peter Mum-
ford's lighting creates an at-
mosphere of alternating dark
serenity and psychedelic
weirdness, where the action
takes place amongst eerie
shadows suddenly transformed
into patches of violent purple,
At times, the stage area is
bathed in green and red light,
almost blinding in its intensity -
the visual exposition of
Osborne's (by now)
marvellously frenetic score.

A number of viewers, myself in-
cluded, have drawn parallels
between the ancient art of
calligraphy, Smith's designs
and Alston’s dance images.
The connection becomes more
apparent if one considers the
origin and development of
Chinese characters and the
way in which a change in mean

ing is achieved, not through
introducing new pictorial im-
ages or ideographs, but in the
juxtaposition of images already
there. Thus, for example, when
two dancers are joined by a
third for a reiteration of
movements which the former
have just executed, the placing
of the three bodies is what
changes the meaning of the
same dance passages. It is
when the choreographic im-
ages are positioned that they
are best ‘“'understood’’ through
suggestion or imagination.
Such an instance occurs
where the three men stand,
backs to the audience, each
with just one arm stretched up-
wards, the wrist bent into a
sharp right angle, while the air-
borne structure in the
foreground turns anti-
clockwise until its three sec-
tions are revealed. Three men
in the same resolute position.
Three irregular portions of the
same mobile, moving, then
holding still. Is this one state-
ment or two? A question and
answer? There are also
references to Chinese
calligraphy in the shape and
dynamic of Alston’s
choreography: the high speed;
the easy flow between
movements; the way in which
curved lines become angular;
the notions of horizontal and
vertical offered separately,
as in the men's floorwork or
when Becque spirals to the
ground like a spinning top, or
concurrently, as in the
Baldwin/Price duet.

And why did he choose
Wildlife as a title? Well, we
can’t be sure, but the main in-
spiration behind Chinese
calligraphy, as in the case of all
Chinese arts, is nature and cer-
tainly every stroke of Alston's
writing has the energy of a liv-
ing thing: impetus, momentum
and equilibrium; the inter-
change of action and reaction.
Add to this Alston's classical
ideals of harmony, order and
proportion and what develops
is a work of potent and
liberated beauty.

Mythologies Alston's latest

work, takes its title from Nigel

Osborne's music based on a
“a structural s(udy by Claude
Levi-Strauss ¢f &
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Asdiwal (Mark Baldwin), son of
the bird-god, Hatsenas (Robert
North) who gives his son magic

objects for protection.
However, on one journey
Asdiwal forgets the objects

and, as a result, is lost in the
snow and frozen forever.
Although Alston has used nar-
rative before, this is his first
“story"’ ballet in that it has a
beginning, middle and end.
Alston immediately puts
himself at a disadvantage: the
Story of Asdiwal is obscure and
difficult enough, but enacted
through movement, it has none
of the power of the more ar-
chetypal myths. Alston makes

the whole thing even less
understandable through over-
sophistication. All his

choreographic trademarks are
there: refined port de bras,
jumps of suspended elegance,
focussed balances and poise
and, as is so tempting with
Alston’s work, | found myself
concentrating on and enjoying
the movement for its own sake,
rather than battling to place it
in context. However, both
Peter Mumford's set and
lighting and Candida Cook's
custumes especially her
“winged’ cloak for Hatsenas
-stayed more in touch with the
subject matter. Having watch-
ed three performances of
Mythologies, it's a work that
becomes more rewarding on
subsequent viewings when one
can appreciate the subtleties
of Alston's work, rather than
just point at what he hasn't
achieved.

Programme 1 ended with a
revival of Robert North's Death
and the Maiden, the original
danced by London Contem-
porary Dance Theatre some
five years ago. | remember it
well: North as Death, Linda
Gibbs as the Maiden, Stabat
Mater-ish dresses in shades of
grey, Death and his Maiden in
deadly black. He struts around
(real macho), she makes
melodramatic entrances, falls
to the ground, tries to escape
the clutches of Death, he pulls
her back, they struggle, she’s
helpless, he lifts her high, sw-
ings her round, crushes her to
the ground.... After twenty
minutes you ask yourself,
“When will it all end?” Well,
finally, as predicted, the
Maiden gives in and offers her
hand to Death. Would you offer
your hand to Robert North?
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This kind of stuff looked fine on
LCDT with all those agonised
contractions, but it seems to
have no place in the Rambert
rep. Slotted in between Wildlife
and Sergeant Early on prog. 4,
it was acceptable. But, most
definitely, it's not a ballet with
which to end a programme (as
it did on the four nights of prog
1).

The American choreographer
Dan Wagoner recently worked
with Rambert for three weeks
to create An Occasion for
Some Revolutionary Gestures.
My only other experience of
Wagoner's work was his Spik-
ed Sonata for Extemporary, in
which | detected a sharp and
innovative body language and
wonderfully subtle humour. But
An Occasion For Some Revolu-
tionary Gestures tries too hard
for the laughs and Wagoner
never fulfils the expectation in
the title of his work. What en-
sues is neither radical nor
revolutionary. The dancing is
an odd mix of ballet steps and
undulating torso movements
interlaced with nonsensical ac-
tions such as boxing and drink-
ing cups of tea. No doubt
Wagoner had his reasons....
The sections for the whole
group take on the geometry of
a ballet class, with the au-
dience as the mirror and a
strong use of épaulement. It's
an opportunity for Rambert’'s
dancers to demonstrate their
capacity to move quickly and
stay together in time. But
since, we know that anyway, it
hardly induces excitement.
There was, however, evidence
of Wagoner's talent in the
duets of Lucy Bethune and
Bruce Michelson and Diane
Walker with Mark Baldwin
which showed the same
tightness and economy as his
partnerwork for Spiked Sonata.
It is in these smaller groupings
that Wagoner's idiosyncratic
movement is best appreciated.
And the music? Well, what am |
supposed to feel when | hear
Michael Sahl's endless Piano
Variations on Yankee Doodle
Dandy? Am | expected to feel
patriotic?. Sorry, impossible.
Besides, |'ve always hated that
song and here is this man play-
ing around with the tune until
he's reduced it to vacuous sen-
timentality. Mr Sahl, is your real
name Barry Manilow? m
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TWO ON THEIRR OWN

DUPRES

Maedée Duprés. Photo: Chris Harris

and

CLAYDEN

Paul Clayden

Solo dancers have
perhaps one of the most dif-
ficult tasks in the dance world.
For one performer to sustain
the interest of their audience
for an hour and a half or more
is a Herculean feat, and not on-
ly in terms of physical stamina.
Two artists who have recently
been touring solo shows,
Maedee Duprés and Paul
Clayden, have admirably faced
the challenge, and have given
us thought provoking shows as
well as compelling individual
performances.

Dupres and Clayden have
both worked with Second
Stride and were both trained at
the London School of Contem-
porary Dance - but there the
resemblance ends. Whilst
Clayden is a representative of
a third generation of Place
graduates, Dupreés has been
presenting solo shows since
1978, when Dance and Slide
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toured the country, a show
notable for its professional
presentation on a very low
budget, its choreographic
variety and the vivacity of its
dancing. Many have followed
since then, all contributing to
Dupres’s artistic development,
and all offering choreog-
raphers, artists or compaosers
an opportunity to contribute to
the programme. Commission-
ed choreographers have in-
cluded Kate Flatt, Tim Lam-
ford, Jacky Lansley and
Richard Alston, and commis-
sioned designers, Craig
Givens, who was responsible
for the design for A Concert of

New Music and Dance,
Duprés’s current programm-
me.

In her latest programme
Dupres's plans to commission
New Music were thwarted by
the reduction of funding award-
ed by the Arts Council. (Duprés

was awarded only one third of
her original request). The New
Music was, as a consequence,
old New Music composed by
John Cage and George Crumb.
Performed live by Christ-
odoulos Georgiades, who was
in evidence on the stage for the
whole of the show, both as
pianist and as performer.

New Music and Dance
was, to my mind, one of the
most developed programmes
Duprés has shown in recent
years. Although it lacked thg
risk factor which has
characterised Duprés’
presentations in the past, it ex-
uded a maturity and integrity
which made it a pleasure to
behold - and an experience to
savour well after the perfor-
mance was over.

Each of the twelve was
one of the a series of changing

movement scenarios, rich in
imagery, and rewarding to wat-
ch. Now balanced, slow, con-
sidered (Sagittarius), now ex-
cited, unpredictable, rushing
hither and thither with sharp
light movement (Pisces) now
forceful square on to audience,
assertive (Taurus) Duprés car-
ried us with her through the
variety of human nature encap-
sulated in astrological theory,
but in doing so she gave us a
truly -aesthetic experience, in-

_eifably sensuous delight.

The pleasure of the work, for
me, lay not so much in the sub-
ject matter, but in the dance
itself. With expressive use of
the stage space (each dance
seemed to focus on particular
floor patterns to great effect)
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were incorporated into the
movement being used to
enclose the dancer, to hide

behind, to push through and
the musical input (Georgiades
played his grand piano from a
corner of the stage, not so
much an accompanist as a
fellow performer), Portraits
was a finely structured piece of
dance theatre. The movement
images themselves were more
sculpted than the s/v}veeping
style preferred by Duprés
usually allows.” They were
notable for their clarity of line
and sharp definition, a powerful
complement to the free-flowing
movements for which Duprés
is so famous. Long delicate
balances punctuated the work,
as did sudden excitable flur-
ries, all contributing to the
sense of optimistic anticipation
which Duprés communicated.

4'3’" (Cage), an interlude
between the two major works
was for me too ‘'busy'’,
although not unenjoyable. It
was packed with incidents and
with images, both amusing and
powerful, Duprés cleaning her
teeth whilst ‘‘marking’ a
dance, or draping the skirt of
her long black dress over the
music stand. However, | found
the multitude of props distrac-
ting, the visual '‘notes’ too
loud. Perhaps | am being too
purist, for many found it, as it
was on one level, great fun.
Nevertheless | would have lik-
ed to have been offered a less
consciously choreographed
piece, and the opportunity to
find the interest in accidental
movement, just as Cage of-
fered the opportunity for the
listener to find the interest in
the sounds which permeate
four minutes thirty three
seconds of silence.

Confluence, choregraph-
ed to Cage's Inlets, displayed
another side of Dupreés. It drew
for its material on the Chinese
conceptions of Yin and Yang,
and on the movement
giscipline of T'ai Chi. Some two
tnirds of this piece took place
on the floor, for me the most
satisfying two thirds of the
work. Dupres slowly rocked
2nd rolled as if moved by the
=ob and flow of the tide - the
tde of energy, of life, of the
sea, the choice is yours. Then
she would wrap herself into a
tant ball, its shape carefully

constructed to display a visual
interest as well as make its
movement statement, and
emerge to face the will of the
environment once more. Her
soft yielding movements em-
phasised the Yin, aspect of
nature, a necessary comple-
ment to the Yang, represented
by the final section of the

‘‘dance in which Duprés rose to

her feet. Here she asserted her
presence on the space, albeit
with a rounded quality, unlike
the piercing assertion which
characterises Western at-
titudes to making one mark on
the world.

Paul Clayden in his work Nettle City

sher social and political
climate than that in which
Dupres's images had their gen-
sis.

Clayden, like Duprés, suc-
cessfully employs improvisa-
tional methods embedded
within a clear choreographic
structure, and, like Duprés,
shows that improvisation is a
valid and artistically coherent
form of presentation. But how
different the results.

Nettle City comprised a

series of miniatures, almost a
suite of dances, although that

;

The accompaniment to
the piece made use of natural
sounds, of water and of fire.
Some was recorded on tape,
some created by Georgiades,
who sat downstage surrounded
by shells of various sizes which
he filled with water and rocked
and rolled in his hands to pro-
duce added depth to the pre-
recorded sound score. The set
used the gauzes from Portraits
which were supplemented by
banners of deep blue silk which
shot across the stage like ar-
rows of colour. The watery im-
ages of the work were enhanc-
ed by the setting, which gave
the impression of the shifting
light and dark of the under-
water world.

Paul Clayden offered a dif-
ferent, yet equally compelling
programme. Darker in im-
agery, more obviously asser-
tive in presentation, Nettle City
shared with us a different
world, a world which has
emerged as a result of a har-

is a word | would hesitate to
use in this context. Set in a
bare space, with only a kitchen
chair, a few bare light bulbs
and two masks as props and
setting, the piece was austere,
disturbing and captivating.

Clayden has devised a
way of moving which draws on
a variety of influences, but
which is, in spite of this, uni-
que. His movement is a
facinating combination of the
sweeping lines of Sue Davies,
Richard Alston and the like,
and a staccato angularity,
which owes more to street dan-
cing than to the “'art’’ of dance.
He creates images of great
power through this movement
material, distorting lines, trun-
cating movements in mid-flow,
twisting images out of shape,
replacing them with a new, and
unexpected, developments of
barely glimpsed themes.

The hands and feet, the
extremities of the Ilimbs
assume great importance in

Clayden's work, as do the
isolated articulations “of limbs
and trunk, each section of the
body part seeming to operate
almost as an independently ex-
pressive tool. Such features
give the style a refreshingly dif-
ferent character, and make it
an original voice in British
modern dance.

Nettle City commenced with
Clayden, face obscured by a
mask, creeping in along the
back wall of the stage, exuding
a streetwise alertness, perhaps
even a sense of underlying
fear. He moved out in to the
body of the stage, almost pierc-
ing the space, hands clawlike,
limbs punching out from his
centre, then obsessively
gathering the surroundings
back into his body. He seemed
to scuttle across the perform-
ing area, movements placed
low, centre of gravity deep.
Broad deep pliés in second,
reminiscent of the martial arts
rather than the dance recurred
throughout the piece, a curious
hunched mode of traversing
the stage was another
repeating image, as was the
use of angular profiles, and
masks. Here Clayden gave us
images of the underworld, but,
unlike many of his colleagues
in dance, his was an under-
world firmly based in the reality
of the city life, not in the
mythologies of ancient
cultures.

The only time that my at-
tention really wandered in this
work was when Clayden
presented a section which
drew almost exclusively on
familiar dance material. Deep
lunges, sweeping battements,
and attitudes, scooping en-
folding movements opened the
second half of the programme.
They seemed somehow in-
congruous embedded in the
rest of the work, a non-sequitur
of movement which could well
have been omitted. | felt that
Clayden momentarily lost the
courage of his own convic-
tions, and that the piece was
not the better for it. His own
voice is, | believe, far more in-
teresting than the reiterated
images from other
choreographers.
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Maedée Duprés. Photo: Chris Harris

the cameos which formed the
body of the piece gave another
view of the shifting world of the
city dweller. Images which
have remained with me include
the hopeless scream frozen on
the face of a mask, generating
a despair which permeated the
whole section -the fragmenta-
tion of individual consc-
iousness induced by the use of
strobe light - the terrible im-
ages of what seemed to be a
frightened creature attempting
to escape from...what? An un-
formulated fear? An unknown
foe? Few sections relieved the
sense of dis-ease which ac-
companied Clayden's vision of
the city, nor were any comfor-
table solutions offered, he
simply showed us without the
use of sensational images,
what is there beneath and
sometimes on the surface of ci-
ty life.

The music was created
and produced by Clayden and
Del Collie, the masks by Alan
John, all on a minimal budget,
though this was not obviously
apparent.

These two shows were, to

my mind, miracles of profes-
sionalism and dedication and,
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because of this, raise several
issues which should be aired.
Although it is not the place of
the critics to concern
themselves with extraneous
issues such as funding (their
job is, after all, simply to com-
ment on the work), it seems
that it should be noted that
both these shows were the
result of sacrifice on the part of
the artists, both personally and
artistically. Such sacrifices
have been a part of dance
since its inception in the early
years of this century. However,
a fact of history such as this
does not justify artists continu-
ing to make similar sacrifices
eighty years on. Dupres is an
established artist, a client of
the Arts Council for approx-
imately ten years. The reduc-
tion by two thirds of the re-
guested grant by the Arts
Council resulted in con-
siderable personal sacrifice on
the part of the three artists in-
volved. Such compromises, it
must be said, are detrimental
to the development of new
dance in Britain. Under such
circumstances artists are forc-
ed to make time rather than
progress as they would wisha

SARAH RUBIDGE

AN

LUMIERE & SON present
VULTURE CULTURE

with a cast of over 100
a full orchestra and 25 singers
Directed by Hilary Westlake

June 5 to 8 and 12 to 15 at 8pm
ALBANY EMPIRE Douglas Way SE8

£3.50 £3 (Concessions £2.50 £2) Plus Membership
Free Outdoor Performances, Ring for details

NANDINI ALVA DANCE TROUPE

Direct from India in aid of The Bhopal Disaster
Traditional dance from Bangalore

Saturday 8 June at 8pm

WOOLWICH PUBLIC HALL Market Street SE18
£2.50 {Concessions £2)

ARTLINK DANCE COMPANY

Original works based on Erik Hawkins technique
including “Bead of Blood” (Cormanghast) and a new
commission

Sunday 16 June at 8pm

TRIDENT HALL Park Row (next Trafalgar Tavern) SE10
£2.50 (Concessions £2)

Apply Now!
For Your:Freé Brochure
Undoubtedly, the broadest-based
Festival in the country today!

Greenwich Festival

25 Woolwich New Road, Woolwich, London SET2
Box Office 01-317 8687 Credit C:rd<(C1-8F 5 5300
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THE MAJOR CENTRE FOR THE TRAINING OF PROFESSIONAL

CONTEMPORARY DANCERS: OUTSIDE NORTH AMERICA

Artistic Adviser — Robert Cohan

Principal - Richard Ralph M.A., D.Phil

Senior Faculty - Jane Dudl/y, Nina Fonaroff, Juliet Fisher, Viola Farber, Brenda Last,
Ronald Emblen, Gary Carpenter, Gerda Geddes, Belinda Quirey and Peter Connell.
Visiting Teachers ~ Helen McGehee, Anthony van Laast and Maryon Lane.

Diploma, Certificate and B.A. (Hons) Degree Courses in contemporary dance.
Audition dates: 18 May/8 June(29 June

SUMMER STUDENT PERFORMANCES WHICH INCLUDE

THREE EARLY DANCES BY DORIS HUMPHREYS 8-13 JULY AT 8.00pm

ONE-WEEK SUMMER SEASON
SADLER'S WELLS THEATRE
3-8 JUNE AT 7.30PM
LONDON PREMIERE OF SIOBHAN DAVIES' BRIDGE THE DISTANCE

Two programmes which include the London Premiere of Bridge The Distance;
Rite Electrik, Esplanade, Skyward and Agora.

Ticket Prices: £2-£9 Box Office: 01-278 8916

AN ANGLO-AMERICAN CELEBRATION OF DANCE

Performances of NEW WORKS created by senior students of the School,
Performances of WATER STUDY, AIR FOR THE G STRING and SHAKERS,

a rare re-construction of the early works of the American modern dance innovator,
DORIS HUMPHREYS. Re-constructed and produced by Ernestine Stodelle.

SUMMER SCHOBL 22 JULY-16 AUGUST

ONE AND TWO-WEEK COURSES IN CONTEMPORARY DANCE, BALLET, JAZZ,

BODY-CONDITIONING AND T'Al CHI CHU'AN

Artistic Director — Jane Dudley
Summer School Faculty — Richard Gain, Jazz/Contemporary Dance

Viola Farber, Contemporary Dance

Maryon Lane, Ballet

Daniela Loretz, Jazz

Gaye Andrews, Contemporary Dance

Chris Carter, Contemporary Dance

Sonia Noonan, Body-conditioning

Gerda Geddes, T'ai Chi Chu'an

Khin Thitsa, T"ai Chi Chu’an
An ideal opportunity for those wishing to take part in an intensive course for pre-vocational
training, or for those wishing to develop their interest in dance as recreation.
Closing date for enrolment — 5 July, course fees start at £20.00

THE PLACE, 16 FLAXMAN TERRACE, LONDON WC1H 9AT. TELEPHONE: 01-387 0161

A RDYAL GALA IN THE PRESENCE OF HRH PRINCESS MICHAEL OF KENT
AT THE ROYAL OPERA HOUSE 11 JULY AT 7.30PM

A spectacular evening of dance, compéred by Natalia Makarova.

The guests include THE NEW YORK CITY BREAKERS making their British debut,
THE ALVIN AILEY AMERICAN DANCE THEATER performing 'Concerto in F’,
and LCDT performing ‘Class’ and a suite of three Solo dances especially created
by Sir Kenneth MacMillan. And in the Gala tradition, a surprise or two . . .!
Ticket Prices: £2-£100 Box Office: 01-240 1066/240 1911

Postal Booking 10 April Personal/ Telephone Booking 10 May

COMPANY CHOREOGRAPHIC WORKSHOP PERFORMANCES
THE PLACE THEATRE 17-20 JULY AT 8PM

Informal performances directed by Siobhan Davies who will also be directing this
week of choreographic study. Admission Free. To reserve seats send an SAE to
The Place Theatre. Early booking is advised.

THE PLACE, 16 FLAXMAN TERRACE, LONDON WC1H 9AT. TELEPHONE: 01-387 0161/0324

WEST SUSSEX INSTITUTE OF HIGHER EDUCATION

Study Dance with

Music
Literature
Art

in the B.A. (Honours) Related
Arts Degree (CNAA) at the

m West Sussex Institute

T\T\Of Higher Education

Enquiries from:

Admiissions Secretary,

Room G125,

West Sussex Institute of Higher Education,
The Dome,

Upper Bognor Road,

Bognor Regis,

West Sussex, PO 21 1HR.

(Telephone 0243 865581)

incorporating Bishop Otter, Chichester and
Bognor Regis Colleges
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UNIVERSITY
Fﬁn  OF SURREY

B.A.(HONS.) DANCE IN SOCIETY

3/4 year degree course with one year on
professional attachment.

Theoretical and practical studies in dance with
training for careers in DANCE ADMINISTRATION
ARCHIVES RESOURCES/DANCE TEACHING
THERAPY/ COMMUNITY WORK DANCE
NOTATION RECONSTRUCTION
DANCE CRITICISM/HISTORY

M.A. DANCE STUDIES

One year full time or two years part time.

PRACTICAL CHOREOGRAPHY
DANCE ANALYSIS & CRITICISM
U.K. C20 DANCE HISTORY
DANCE EDUCATION
DANCE RESOURCES & ARCHIVES

For further information please contact
The Secretary, Dance Studies,
University of Surrey,

[gH=al

UGl

Guildford, Surrey GU2 5XH

i)

peter sayers
01-459 4021 (24 hrs)

dance photography
graphic design

GABY AGIS AND ASHLEY PAGE

30

B UNIVERSITY
{1V OF SURREY

NATIONAL RESOURCE CENTRE FOR DANCE

VIDEO PROJECT

National Resource Centre for Dance (NRCD)
& London Contemporary Dance
Theatre collaborate

HUNTER OF ANGELS

(Cohan 1959)

Video ® Photographs e Slides
® Written Materials
e Sound Tape

Other Publications:
Catalogue of dance film & video,
journal “Dance Awareness Bulletin”
and other directories
o7

Details from:
The Secretary, National Resource Centre for Dance,
University of Surrey, Guildford, ENGLAND GU2 5XH.

The Laban Centre (U.K.)
and
Hahnemann University
Medical School (U.S.A.)

Offers an

MA DANCE/MOVEMENT
THERAPY

2 years Full Time
3/4 years Part Time

The First Course of it's kind in Europe

Studies combine theoreticat, practical and
clinical aspects of the subject

For Further Detdils write to:

The Administrator,

Laban Centre for Movement
and Dance,

University of London,
Goldsmith's College,
London SE14 6NW
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———————N{)\; NEWS

The National Organisation for
Dance and Mime is an impor-
tant forum for discussion as
well as a major lobbyist on
behalf of all those who work in
or care about dance and mime.
We would also like to ep-
courage all our readers’t to sup-
port this important organisation
by becoming a member. The
larger the meémbership, the
more influential the lobby - fight
for the art you care about!
C.d.M.

Due to to the genorosity of the
editors of DTJ, the National
Organisation of Dance and
Mime is to have a regular page
in each issue of the magazine.
This is a remendous facility as
it will provide NODM's
membership and executive
with a public platform upon
which to present and discuss
important issues, and to report
on the activities of the
organisation to as wide a
cross-section of the profession
as possible.

In this issue, one of its
members, who also happens to
be an executive committee
member, brings you up to date
on two of the areas of activity
that NODM is currently engag-
ed in, areas in which we plan to
increase our influence and
endeavours during the months
ahead.

THE DANCE AND MIME
MEDICAL REGISTER

The profession will recall that
in November 1983, Susann
Dinan on behalf of NODM, er
barked on a major undertaking,
the research and compilation
of a National Medical Register
for Dance and Mime. Partly in-
spired by the achievement in
the USA of the International
Center for Dance Or-
thopaedics and Dance Therapy
(Los Angeles), and by the con-
cern that was being expressed
in the UK over the lack of this
resource here, NODM under-
ook to provide the profession
with a central register of
specialists, knowledgeable and
sympathetic to the particular
needs of dancers and mimes.
in the short-term, NODM was
0 provide the British profes-
sion with an essential

resource; in the long-term it is
hoped that it will encompass in-
formation already available in
other countries so that NODM
members have some measure
of protection and advice
wherever they are in the world.

The completion of the task has
taken much longer than we in-
itially hoped. In November
1983 Susann made the first of-
ficial approaches to the major
companies and schools, and to
as many individuals in the pro-
fession that she knew would be
anxious to take part in the
research. Considerable help
and advice was given by many
helpful people who have for
years provided the profession
with their specialised skill and
care, and special thanks here
must go to Dr B. Grimaldi, then
G.P. to London Festival Ballet.
NODM's primary concern was
to offer the entire profession a
confidential referral system to
specialist and general practi-
tioners of orthodox and unor-
thodox medicine and therapy.
Whilst the major companies
and schools are well looked
after, the regional companies
are not, and individuals even
less so. Some may have ade-
quate provision for certain
aspects of health-care, but
often they do not have a direct
route to the specialists that the
major companies automatical-
ly consult in times of need.

Susann drew up an official
form/questionnaire which was
asking the profession to give
particulars of all medics and
para-medics used and recom-
mended by themselves. The
headings were as follows:

Orthopaedics, Neurologists,
Osteopaths, Chiropractors,
Physiotherapists, Body condi-
tioning experts, Acupunc-
turists, Chiropodists,
Podiatrists, Reflexologists,
Homeopaths, Herbalists,
Masseurs, Dentists,
Gynaecologists, Psychologists,
Dentists, Dieticians, G.P.'s,
etc. Recipients of the form

were asked to give as much
relevant information as possi-
ble, including the practitioner’s
specialisation where ap-
plicable. In due course the

N.O.D.M., write to us at 16 Chenies St. London WC1 E7ET.

forms began to trickle back to
NODM and in the interim many
phone calls were made to try to
ensure that the information be-
ing given was as comprehen-
sive as possible. In tandem
with the task of compiling the
register, discussions were also
being held with Equity, BUPA
and PPP on the whole area of
health and medical insurance
schemes, and the particular
needs of the dance and mime
profession.

Discussions were also held
with the British Medical
Association on the ethical pro-
blem surrounding the compila-
tion of the register. The BMA
does not permit its members to
advertise themselves. NODM,
therefore, may not publish the
register; we may only make its
information available to NODM
members, and the document
itself must be treated as con-
fidential. On these points there
can be no exceptions. Informa-
tion and advice will te given
verbally in all cases, and in
order to facilitate the availabili-
ty of the information, the
register will be held centrally at
NODM headquarters, by the
Dance Umbrella Management
and at the National Resource
Centre for Dance, Surrey
University. It is eventually
hoped that the Dance Depart-
ments of the Arts Coun-
cils/lEngland, Scotland and
Wales will hold the register, as
well as the Dance Officers in
all the Regional Arts Associa-
tions. NODM members will
always be given procedural in-
structions when they apply for
information.

It is hoped that the register will
continue to expand and to what
extent this is achieved depends
entirely upon the on-going
commitment of the profession.
Many more regional recom-
mendations are needed as the
register is at present heavily
biased towards London. Not
surprising, since that's where
many eminent members of
the medical profession are
located, but nevertheless, not
of .great help to those who live
and work hundreds of miles
from the capital, and who
merely require the urgent ser-
vices of an acupuncturist! It is

also hoped that the register will
ultimately operate in conjunc-
tion with the medical insurance
scheme which is now available
through NODM for the profes-
sion.

The register is now in its final
stage of the first stage of com-
pilation. As such it will be in
operation within the next few
weeks. Further research work
will continue and anyone who
wishes to offer their voluntary
services in this work should
contact Susann Dinan via
NODM's administrator. Please
use the register. Please tell
others about it. Please join
NODM in order that you have
access to it. The register is
available to all individuals and
associate members, all
members of revenue funded
companies, all companies and
organisations that have cor-
porate NODM membership and
their employees.

One notable point that arose
out of the research was the
following:- How many of you
out there have your own per-
sonal medical/health/injury
Identikit picture? For your own
reference and for the
reference of any practitioner
you may wish to consult, to
have a personal record of your
medical history is invaluable.
Memories are never the most
reliable means of remembering
a long history of professional
detail and so don't rely upon
them in this important area of
your well-being.

The Dance and Mime Medical
Register will in the first in-
stance be held by NODM's ad-
ministrator, Vicky Harbord and
her telephone number is
01-636 6226.

NODM would like to take this
opportunity of thanking the pro-
fession for creating the
register, to Susann Dinan
whose sterling endeavour has
made the dream a reality, and
to others behind the scenes
who have given time and effort
in s0 many dlgﬁrgnt and impor-
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CERTIRIE

One of the Foremost Centres for Dance
Studies in the U.K.

COMMUNITY DANCE & MOVEMENT COURSE
(Full or part time)

ADVANCED PERFORMANCE COURSE
(1 year full time)

M Phil & PhD RESEARCH DEGREES

DANCE THEATRE TRAINING
COURSES Leading to
BA Hons or Certificate

MA in DANCE STUDIES
(Full or part time)

WRITE FOR FULL PROSPECTUS TO:
THE ADMINISTRATOR

LABAN CENTRE FOR MOVEMENT & DANCE

at UNIVERSITY OF LONDON GOLDSMITHS’ COLLEGE
LONDON SE14 6NW

TEL: 01-691 5750 & 6924070

July15..27
For Professional Dancers

LUIS GONZALEZ
contemporary

CHRISTINE BROCK
classical

LISA KRAUS
composition
CONTACT:

DANCE DEPT.

WELSH ARTS COUNCIL
MUSEUM PLACE
CARDIFF CF1 3NX
TEL--(0222) 394711

. SUMMER SCHOOL

MINIMUM AGE 14

July 29 -- August 10
CONTEMPORARY
IMPROVISATION

WORKSHOPS
CHOREOGRAPHY

CONTACT:
CWMNI DAWNS R§PE RTORI CYMRU

WELSH REPEHTORY DANCE COMPANY

Adnmumistrator Mandy Wix

STATION JERRACET,,

\v<. , OLD YMCA BUILDING -
= (02@3’374845

CARDIFF CF14EW -
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This column of the magazine is
devoted to news and events at
the Laban Centre for Move-
ment and Dance. The Centre
and its Friends play a signifi-
cant role in sponsoring the
Journal and the information
presented in this space =13
designed for their benefit.
Nevertheless, we also_fiope it
will be of interest to the general
reader because “of the wide
range of activities undertaken
at the Centre.

NEW MA IN DANCE/MOVE-
MENT THERAPY

The Laban Centre in associa-
tion with Hahnemann Universi-
ty and Medical School
Philadelphia, U.S.A. is now of-
fering an MA in Dance and
Movement Therapy. This will
be the first course of its kind in
Europe. The Laban Centre has
sought this validation in order
to benefit from the long ex-
perience of Hahnemann
University and the US in this
field. Studies will combine
theoretical, practical and
clinical aspects of the subject.

The Centre has been in the
forefront, spearheading the
development of dance studies
in this country: The Centre
pioneered the first BA (Hons)
Dance Course in the UK some
seven years ago and followed
this with the first MA in Dance
Studies in 1981.

Those interested in applying
should write to the Ad-
ministrator at the address at
the bottom of this page.

DEBORAH JOWITT
-SPECIAL COURSE ON
DANCE CRITICISM

Dance Theatre Journal, in
association with the Laban
Centre Summer School is
organising a special 9 day
course in dance criticism, led
oy the well-known American
dance critic, Deborah Jowitt,
from 22 July to 2 August.

The course has been set up in
response to the well perceived
need to train a younger genera-
ton of dance critics to deal

Transitions "85, /ndians. Chor: Claudia Gitelman, Photo: Tony Nandi.

with the problems of writing
about dance in general and
contemporary dance in par-
ticular. The course will cover
the short review, the longer
critical review and the feature
article. Films, videos and live
performances will all be used
during the course.

Because of the nature of the
course Ms Jowitt can only ac-
cept a maximum of 12 people.
It is, therefore, advisable for
thoseas possible since demand
is likely to be heavy.

Closing date for registration:
3 June 1985.

Fees;, £100 + £10 Non-
returnable Registration Fee
Write or phone to address at
the bottom of this page.

CENTRE STUDENT JOINS
ENGLISH DANCE THEATRE

Cathy Childs, BA (Hons)
graduate and at present study-
ing on the Advanced Perfor-
mance Course has been ap-
pointed as a full member of
English Dance Theatre from
next September. The Advanc-
ed Performance Course is
specifically designed for train-
ed students as an intensive
year of study concentrating on
performance skills to prepare
young dancers for a full time
career in dance. Former Cen-
tre students are now perform-

ing in the following companies:
Extemporary Dance Theatre,
Mantis, Diversions, English
Dance Theatre, Steps Out
(Scottish Ballet Education Unit)
and many others as well as
with numerous independent
dance enterprises.

LABAN INDEPENDENTS

The Centre presented its se-
cond annual programme of
choreographic works by young
independent choreographers
all of whom have been former
Centre students. The purpose
of these events is to offer not
only a platform to present new
work but to open a forum for
dicussion in order to en-
courage work to be developed
and extended. In many cases
the Centre offers practical help
in providing free rehearsal
space and technical help to
enable these artists to continue
to work. Works were presented
over two nights at the beginn-
ing of February and both per-
formances played to packed
houses. The next Laban In-
dependents will be presented
on July 24 and 25 during the
Summer School.

1985 SUMMER SCHOOL
JULY - 2 AUGUST

The Centre's Annual Summer
School has as its special
guests this year Janet Smith
and Laurie Booth, both of
whom will be conducting inten-
sive workshops. There are a
wide variety of courses to
choose from:

Technigue (Ballet & Contem-
porary):. Contact Improvisation-
Composition-Laban Studies:
Costume Design and Video for
Dance-Notation-Dance
History-Music for Dance-
Production Workshops-
Community Dance.

In addition there are two
special courses: A Young
People’s Course for 14 to 17
year olds and a Dance in
Special Education Course
taught by Walli Meier.

Faculty: Beatrice Berry,
Penelope Best, Anthony
Bowne, Peter Brinson, Ross
Cameron, Peter Curtis, Luis
Gonzalez, Cathi Gorman,
Phillip Grosser, Angela Kane,
Teresa Kelsey, Walli Meier,
Marion North, Valeria Preston-
Dunlop, Dale Thompson,
Trevor Whittock, Patricia Zaret-
ti, and special guest Patricia
Mackenzie.

Full Course: £120 plus £10
registration fee. Further
details from the Summer
School Secretary at the ad-
dress below. Accommodation
on campus is also available.

GALA CONCERT

The Centre's Annual Gala Con-
cert showing the best
choreographic works produced
by Centre students during the
year will take place on the
24th, 25th and 26th July.
Tickets: £2.50 and £2.00. Book-
ing: Tel: 01-692 4070.

Laban Centre for Movement
and Dance at iyersity of
London Gg{;&‘rﬁl é‘éféﬂg e
New g\(@ss London S
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The easy way to travel

between Central London and Sadler’s Wells

Waiting right outside the foyer doors after each evening performance, just walk on and hand
your fare to the driver!

The service will take you from the theatre to the following stations: Holborn, Waterloo,
Westminster, Victoria, Hyde Park, Marble Arch and Paddington.

Pick up a leaflet in the foyer for details of the incoming service.

Next time, bring
your friends...
and hire a coach!

Hiring a coach is a bit like having your own
rather larger taxi. It picks you up and drops
you off where you want it to.

The Sadler’s
Wells Party
Coach Service

offers a simple, trouble-free means of booking
your party's theatre tickets and coach at the
same time. All you have to do is decide on the

No searching for a parking space. And when
you're ready to go home the coach is ready
too. The price, convenience and comfort of the

What's more, hiring a coach is incredibly
economical. Depending on the numbers
travelling, the cost per person can be as low
as 3p per mile! How's that for value?

Want to know more? Ring Alan Boyle on 01-278 6853

The Stagecoach is sponsored by London Crusader and operated by
Green Line - both part of the National Bus Company

time and place you want the coach to pick
you up. We'll do everything else.

coach make it a marvellous way to travel.
Sadler’'s Wells events are always worth seeing
- 80 it's an unbeatable combination!

COMMUNITY PROJECT

The Community Project at Sadler’s Wells is organised by the
Community Development Officer, Theresa Beattie, and aims to
help and encourage everybody to make the best possible use of
the theatre. The project was established primarily for the
people of Islinfton, but we also welcome participation by
people from al

over London, and indeed Great Britain.

Community Project Events include:
Backstage Theatre Tours for people of all ages giving a

fascinating insight into a working theatre; especially
interesting for schools and colleges.

Open Rehearsals given by a wide variety of visiting

companies.

Theatre Days for schools, individuals and groups, geared to

the specific needs of each.

Classes and Workshops to cater for various age-groups, s

taken by artists from visiting companies. &

-

School holiday and half-term workshops and classes for
all age groups. £

A Slide/Lecture Package covering the history of the theatre
is available, and can be given either at the theatre or taken
out to interested groups in the Greater London area. For
those living further away a slide collection complete with
notes is available by post.

The public are invited to write in to the Community Development
Officer with requests for activities for themselves or a group with
which they are involved, in order to plan future activities that reflect
specific needs, we would like to hear any ideas, opinions or
suggestions from schools or group leaders.

For further information please contact:

Theresa Beattie, Community Development
6563 ext 23. R
-
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Did you know

that there will soon be two theatres at Sadler’'s Wells?

If you walk down Ar%irﬁton Way at the side of the theatre you will
see a brand new building - the Sadler's Wells Studio Theatre!
Recently built with a generous grant of £502,000 from the GLC, this
new theatre will seat around 167 people; it will also house a
rehearsal space; and plans include a bar and cafe area,

Sadler's Wells now has to raise more funds to finish off and equip
the studio theatre which will play a large part in our expanding Com-
munity Programme, led by our Community Development Officer.
We are already in consultation with the people of Islington, the GLC
and the Inner London Education Authority to make sure that our
studio theatre is fully used to present an increasing range of
activities to an even broader section of the community.

So watch out for our programme of performances, events and
workshops - and much more - at the second theatre at Sadler's
Wells!

Model showing performance area and rehearsal space

If you wish to keep in touch with the progress of the Studio Theatre, please contact: Theresa Beattie, Com-
munity Development Officer, Sadler's Wells, Rosebery Avenue, London EC1R 4TN

Sadler’s Wells
Mailing List

If you'd like to keep in touch with

everything that's happening at Sadler’s

Wells , then join our mailing list! We'll

send you regular advance information on all

our forthcoming presentations for an annual
membership fee of just £2.50 (£3.50 for overseas
members). Simply complete this form and send

it to Sadler's "vells, Mailing List, Rosebery Avenue,

London EC1R 4TN with a cheque or postal order payable to Sadler’s Wells Trust Ltd.

Name.

Address

(Your posicode is imporiant)

Postcode

NB. If you're a Friend of Sadler's Wells, a previous Subscriber, or a Season Ticket booker, then youk-moembership is free. 9
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Walk through the Door

s fiond

of Sadler’s Wells....

<

...and become part of the life of one of London’s most exciting and  historic theatres!

» Advance information about all our presentations

* Priority Booking
» Aregular Newsletter about the Friends’ activities'

*» Substantial Discounts on particular performances
*» Open Rehearsals, Talks, Demonstrations,

AND MUCH MORE....

Sadler's Wells Theatre, Rosebery Avenue, LondonEC1R4TN. Tel: 01-278 6@6@ x30.

3

For further information, pick up a leaflet in the Foyer or contact Fiona Neill, Friends' Organisig@@é@i‘e&&‘fm,v/
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Royal
Ba{let

b

A Royal Opera House Corfipany

[ u2szess: Arts Council s |

Royal Opera House

La Bayadere
Consort Lessons
A Month in the Country

_ June 5, 10, 14, 19, 21, 24, 26 at 7.30pm

La Fille mal gardée

June 7, 12; July 15, 16, 24 at 7.30pm
June 18 at 8.00pm

Swan Lake

July 18, 19, 20, 22, 23 at 7.30pm;
July 20 at 2.30pm

New ballet by Jennifer Jackson

with Birthday Offering &
La Bayadere

July 25, 31; Aug 1 at 7.30pm
with La Bayadere &
Enigma Variations

July 29 at 7.30pm

The Big Top
Battersea Park July 1-13

Sponsored by *} Midland Bank

The Battersea Park season is supported by
the Greater London Council

Manon

July 1, 2, 3, 4 at 7.30pm;

July 2 at 2.30pm

La Fille mal gardée

July 5, 6 at 7.30pm; July 6 at 2.30pm

Romeo and Juliet

July 8, 9, 10, 11 at 7.30pm;
July 9 at 2.30pm

New ballet by Wayne Eagling

with Birthday Offering &
La Bayadére

July 26 at 7.30pm

with Varii Capricci &
Enigma Variations
July 27, 30 at 7.30pm;
July 27 at 2.30pm

Romeo and Juliet

Aug 2, 3 at 7.30pm; Aug 3 at 2.30pm

Personal booking opens May 1 (June performances)
June 1 (July performances)

Birthday Offering

Return to the Strange Land
Elite Syncopations

July 12, 13 at 7.30pm;

July 13 at 2.30pm

Tickets from the Royal Opera House Box Office

Personal booking opens May 20

Booking Information

Royal Opera House Box Office:
48 Floral Street, WC2E 7QA.

Telephone reservations: 01-240 1066/1911
Access/Visa

Ticket Prices:
The Royal Opera House £1-£21 eves £1-£12.50 mats
The Big Top £4.50-£9.50 eves £2-£6.50 mats
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The World's Greatest
Performances of Opera

and Ballet on Video

A magnificent collection of “live” perform-
ances of the greatest in Opera and Ballet is
now available on video cassette through
THORN EMI Screen Entertainment.

Start your collection by selecting from
the first 12 titles from The National Video
Corporation, which include John Schlesingers
LES CONTES D’HOFFMANN, CARLO MARIA
GIULINI conducting FALSTAFF, the legendary
Kirov Ballet in GISELLE and THE SLEEPING
BEAUTY, the open-air grand spectacle of
TURANDOT and MADAMA BUTTERFLY from
Verona, the charm of Glyndebourne, as well as
celebrated performances from such stars as
PLACIDO DOMINGO and KIRI TE KANAWA
from fabled Covent Garden,and savour the
atmosphere of live performances time and

time again. Each opera cassette is
accompanied by a full libretto

D'HOFFMANN (The

These great works

GISELLE - MADAMA BUTTERFLY - TURANDOT - AIDA -
MANON LESCAUT - FALSTAFF - MANON - LA BOHEME
THE SLEEPING BEAUTY * SAMSON ET DALILA -

LA CENERENTOLA (Cinderella) - LES CONTES -

es of Hoffmann).

These are the finest and most recent video
recordings ever made available on video
cassette and only the latest camera and
stereo sound technology is applied to each
production, thereby guaranteeing the
presentation of the greatest in today’s Opera
and Ballet as a collectable series, in their
brilliance, with maximum fidelity for all time.

To help you judge the superlative quality
for yourself, we have prepared a special 30-
minute video cassette featuring some of the
highlights from these full-length productions.
This sampler cassette costs $2.95 which is g&
fully refundable against your first
purchase.

All you have to do is phone
051-708 8202 with your name
and address quoting your
credit card number, or use
the coupon below.

AN TO: THORN EMI Screen Entertainment, Great Opera & Ballet Collection,

Tick
box:

FREEPOST MeclIntyre House, Liverpool L1 8AB. Or telephone order to 051-708 8202

Please send me the Great Opera & Ballet Performances 30-min trailer on VHS/BETA ( Strike out whichever
does not apply).1 enclose my cheque for §2.95 made payable to THORN EMI Screen Entertainment.
Please charge my Visa/Access;American Express/Diners Card.

=[] EY]

= (20

Card

e TTTTTTIIIIITILE

Signature
Name
Address
Postcode
: X Please allow up to 28 days for delivery. If for any reason, you are not completely satis! -lﬁ\,N“K &ET,
| promwsen  simply return your cassettes to us in the original packing,and we will refund your m(oﬁy n full. J 1
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JOHN BROWN

Engineering with
imagination

Engineering & Construction
Biotechnology

Underwater Systems
Textile Machinery

Plastics Machinery
Machine Tools
Transportation Equipment
Agricultural Equipment
Heavy Engineering

Mining & Tunnelling
Equipment

Working for London
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AHEAD IN THE ARTS BY LEAPS AND BOUNDS.

Daily Telegraph

Hard news and an infernal crossword

Q/%\J\CK & ET/‘//V/

86

Working for London



By way of an Encore

The Harlequin

Beat the interval queues and come

round the corner to the theatre’'s

oub, . THEACTOR'S
e RETREAT

It's a cosy little bar with a warm and -~ WINE BAR -
RESTAURANT

friendly atmosphere. A variety of hot 326, ST.JOHN'S STREET,

— LONDON.E.C.1. —
TELEPHONE: 01-837 0722

and cold snacks is available. And the

Two minutes walk from Sadler’'s Wells

interval bells ring in the pub as well Theatre
/ Monday-Frid
as the foyer - so relax and enjoy 11.3oogmatyo g.o%ypm

and
5.30 pm to 11.00 pm

your drink!
Saturday
6.00 pm to 11.00 pm

Closed on Sunday
Fully Licensed

39 Camden Passage, N.1

Open Monday-Saturday 12.30-2.30 pm : 6.30-11.30 pm

A warm welcome awaits you with superb Italian
food and fine wines, in an atmoshere that creates a
genuine feeling of traditional hospitality, gently
accompanied by guitar music on Thursday, Friday

and Saturday.

For reservations, Tel. 01-226 0884 S\ ACK & £,
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Forthcoming Attractions at
Sadler’'s Wells

London Contemporary Dance

Theatre
June 3,4, 5 Bridge The Distance*, Skyward,

Rite Electrik
June 6, 7, 8 Bridge The Distance, Esplanade, Agora
June 7 at 2 pm Special introductory matinee for schools

Children of a Lesser God

June 11 - July 6 eves  Mark Medoff's award-winning play starring
and Sat mats Jean St Clair and Ron Aldridge

Handel Opera

July 17, 19, 20 Rodrigo

London International Festival of
Theatre Alé Els Comediants

July 30, 31 August

14y

*London Premiére All evening performances start at 7.30 pm
and all matinees at 2.30 pm unless other- London Contemporary Dance Theatre. Bridge The Distance, Photo: David
wise staged. Buckland

Bovis Construction Limited
Member of the P&O Group

1981-1986
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THE MAJOR CENTRE FOR THE TRAINING OF PROFESSIONAL

CONTEMPORARY DANCERS OUTSIDE NORTH AMERICA

Artistic Adviser — Robert Cohan

Principal - Richard Ralph M.A., D.Phil

Senior Faculty — Jane Dudley, Nina<Fonaroff, Juliet Fisher, Viola Farber, Brenda Last,
Ronald Emblen, Gary Carpentef; Gerda Geddes, Belinda Quirey and Peter Connell.
Visiting Teachers — Helen McGehee, Anthony van Laast and Maryon Lane.

Diploma, Certificate and B.A. (Hons) Degree Courses in contemporary dance.
Audition dates: 18 May/8 June/29 June

SUMMER STUDENT PERFORMANCES WHICH INCLUDE

THREE EARLY DANCES BY DORIS HUMPHREYS 8-13 JULY AT 8.00pm

ONE-WEEK SUMMER SEASON
SADLER’'S WELLS THEATRE
3-8 JUNE AT 7.30PM
LONDON PREMIERE OF SIOBHAN DAVIES' BRIDGE THE DISTANCE

Two programmes which include the London Premiere of Bridge The Distance;
Rite Electrik, Esplanade, Skyward and Agora.

Ticket Prices: £2-£9 Box Office: 01-278 8916

AN ANGLO-AMERICAN CELEBRATION OF DANCE

Performances of NEW WORKS created by senior students of the School.
Performances of WATER STUDY, AIR FOR THE G STRING and SHAKERS,

a rare re-construction of the early works of the American modern dance innovator,
DORIS HUMPHREYS. Re-constructed and produced by Ernestine Stodelle.

SUMMER SCHOOL 22 JULY-16 AUGUST

ONE AND TWO-WEEK COURSES IN CONTEMPORARY DANCE, BALLET, JAZZ,

BODY-CONDITIONING AND T'Al CHI CHU'AN

Artistic Director — Jane Dudley
Summer School Faculty — Richard Gain, Jazz/Contemporary Dance

Viola Farber, Contemporary Dance

Maryon Lane, Ballet

Daniela Loretz, Jazz

Gaye Andrews, Contemporary Dance

Chris Carter, Contemporary Dance

Sonia Noonan, Body-conditioning

Gerda Geddes, T'ai Chi Chu'an

Khin Thitsa, Tai Chi Chu'an
An ideal opportunity for those wishing to take part in an intensive course for pre-vocational
training, or for those wishing to develop their inferest in dance as recreation.
Closing date for enrolment — 5 July, course fess start at £20.00

A ROYAL GALA IN THE PRESENCE OF HRH PRINCESS MICHAEL OF KENT
AT THE ROYAL OPERA HOUSE 11 JULY AT 7.30PM

A spectacular evening of dance, compered by Natalia Makarova.

The guests include THE NEW YORK CITY BREAKERS making their British debut,
THE ALVIN AILEY AMERICAN DANCE THEATER performing ‘Concerto in F’,
and LCDT performing ‘Class’ and a suite of three Solo dances especially created
by Sir Kenneth MacMillan. And in the Gala tradition, a surprise or two . . .!
Ticket Prices: £2-£100 Box Office: 01-240 1066/240 1911

Postal Baoking 10 April Personal/ Telephone Booking 10 May

COMPANY CHOREOGRAPHIC WORKSHOP PERFORMANCES
THE PLACE THEATRE 17-20 JULY AT 8PM

Informal performances directed by Siobhan Davies who will also be directing this
week of choreographic study. Admission Free. To reserve seats send an SAE to
The Place Theatre. Early booking is advised.

THE PLACE, 16 FLAXMAN TERRACE, LONDON WC1H SAT. TELEPHONE: 01-387 0161

THE PLACE, 16 FLAXMAN TERRACE, LONDON WC1H 9AT. TELEPHONE: 01.387 0161/0324

r
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Personal Service and Modern Technology

worked together to produce this special
SOUVENIR EDITION.

PRINTKINGS - The Proesional Prin%ggc[g%

18 Steele Road, Park Royal, London. NW10 }sﬁé
Telephone: (01) 961 1622 for your personal sgrvi LC
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Its events like these we help get off the ground.

Every year NatWest Sponsor many Arts events. We encourage Theatre,
Opera, Ballet, Jazz Bands and Choral Societies.

It's a policy we're very proud of. And a policy we intend to continue.

& NatWest e STy
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Sadlers Wells
o

Sponsorship at Sadler’s Wells

The comprehensive and adventurous artistic programme at Sadler's
Wells, which includes the best dance and opera companies from
Bfri‘t'?ln and abroad, can attract audiences of all ages from all walks
of life.

In order to continue to attract companies of the calibre of Sadler's
Wells Royal Ballet, London Contemporary Dance Theatre, Twyla
Tharp or Handel Opera & Buxton Festival, Sadler's Wells Theatre
must maintain and build its pool of sponsors. Without regular finan-
cial help from the Arts Council, Sadler's Wells must be self-
supporting through its Box Office revenue supplemented by dona-
tions and sponsorship.

Without sponsorship, the artistic Frogramme will undoubtedly
deteriorate and Sadler’'s Wells will slide gently into history - after 300
years we can't afford to let this happen.

We extend our thanks to those companies and individuals whose
names appear below, for their continued support for the work of
Sadler's Wells.

Register of Sponsors

Production Sponsor

National Westminster Bank for New Sadler's Wells Opera
Conoco for Sadler's Wells Royal Ballet (April 1984)

Gilbert & Sullivan Trust for The Mikado, The Gondoliers (NSWO)
Provincial Insurance plc for Northern Ballet Theatre

Theatre Sponsors

Bass pic; BICC plc; Bovis Construction Ltd; John Brown plc; London
Crusader; Wearwell pic; O.S. Prenn; W. Endersby (Painting Contrac-
tors); Esmee Fairbairn Charitable Trust; Glaxo Holdings plc; Ultramar
plc; Rio Tinto Zinc Corporation plc; Hambro Life Charitable Trust Ltd;
Aetna Montagu Life Insurance Co Ltd; Allied Lyons plc; British Gas;
British Petroleum Company plc; Mars; Sealink UK Ltd; O.C.S. Group
Ltd; Sadler's Wells Association Inc.(USA); Blue Circle Industries plc;
London Weekend Television; Thames Television; Wakeman Trower &
Partners; Charrington & Company Ltd; Conde Nast (Vogue; House &
Garden); Mrs Sue Hammerson, OBE; Ranks Hovis McDougall plc;
The Electricity Council

Fhor Eelp with the auditorium redecoration we extend particular

thanks to:

Baring Foundation; Royal Victoria Hall Foundation; W Endersby
(Painting Contractors); T. Taylor (Carpet and Lineoleum Contractors);
Parker Knoll Textiles Ltd; British Home Stores; Taylor & Burt;
Polyflor (James Halstead Ltd); The Goldsmiths Company.

Can you help?

Contact: Joseph Karaviotis, Finance Director, Sadler's Wells
ghsgatre. Rosebery Avenue, London EC1R 4TN. Telephone 01-278
3.

Mailing List Advance Programme information can be
received regularly by joining the Mailing
List. Annual Membership £2.50. You will find

an application form in this programme.

Concessions At nearly all performances there are reduc-
ed ticket prices for under-18s, senior
citizens and registered unemployed,
PARTIES: As well as offering big reductions
for parties at certain performances, we also
offer a complete service for parties to cover
bookings, cheap rail travel, coach hire, par-
ty suppers and occasionally backstage
tours of the theatre.

For details of all these services ring Alan
Boyle on 01-278 6853 or write to him at
Sadler's Wells Theatre, Rosebery Avenue,
London EC1R 4TN.

The Friends of
Sadler's Wells

Please see seperate page for details.

The Vic-Wells
Association

Annual subscription £3.50. Particulars from
the Hon. Secretary, c/o Sadler's Wells
Theatre, Rosebery Avenue, London EC1R
4TN, or from the Library Assistants in the
Baylis Room on Tuesdays, Thursdays and
Saturdays from 6.30 pm to the end of the
first interval.

Catering & Bars Coffee and sandwiches will be available in
Reservations 01-278
563 the Baylis Room and the Upper Circle Buf-
fet one hour before each performance. Col

Buffet available by reservation only up to
4 pm on the day.
Drinks are available from our three licensed

bars.

The Management reserves the right to refuse admission, and to
make any alteration to the programme without previous notice.

In accordance with
the requirements of
the Greater London
Council

1 The Public may leave at the end of the
performance by all exit doors and such
doors that at that time be open.

2 All gangways, passages and staircases
must be kept entirely free from chairs or
any other obstructions.

3 Persons shall not in any circumstances be
permitted to stand or sit in any of the
gangways intersecting the seating or to sit
in any of the other gangways. If standing be
permitted in the gangways at the sides and
rear of seating, it shall be strictly limited to
the number indicated in the notices ex-
hibited in those positions.

4 The Safety Curtain must be lowered and
raised in the presence of each audience.

Hard of Hearing By turning your hearing aid to the 'T' posi-
tion your enjoyment of the performance will

be greatly enhanced due to our induction

loop system.
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MIDDLE TAR as defined by H.M. Government s pLACK & Ef/m
DANGER: Government Health WARNING:

CIGARETTES CAN SERIOUSLY DAMAGE Y! IGIE@TH
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ERRATUM

Page 10 "Cunningham Dancers"
been reversed and should be &

favourte dancers lurk in the

back of the mind long after they
leave the compary. We loved
them, and so we miss them,
and often they are women
Carolyn Brown, Vvalda Setter.
field, Karole Armitage. Lise
Friedman If the men have
vanished more r=adily, 1t 18
because, until recent vyears,
they were echpsed by Cunn-
ingham himself. He is the
dancer we know the best, hav-
ing seen him the 'ongest. and
yet in all this time (40 years of

performing) he has managedto -

become more enigmalic

When we see the dancers for
the first ime, then they all look
alke except for Cunningham,
who is differentiated by his age
and by the way he sets himself
apart from the company When
he i1s in a dance, I' tends to be
“about’ hum, lor his presence
evokes melapror, story,
association. By nstinct, by
position, and by the cir
cumstance of his age. he plays
a role. But his dancers are not
identified by roles, nor by
special costumes, nor by
musical themes trat are therrs
for the length of a dance.

At the ballet, you can always
tell who Juliet 15 she s
Romeo's sweetheart. she
dances the whole third act in

columns three and four have

as follows:

usic  But Cunningham
dancers assume na characlers
and act no parts. They are
ccstumed more or 1ess al ran-
dom Unlike dancers in other
modern dance and ballet com-
panies, they horrow no musical
moaod, for the dances are made
apart from the music.

This lack of invented roles and
moods has led some viewers 10
hnd these dances absiracl ur
impersonal, but the exac! op-
postte is true. What could be
more personal, after all. than
dancers who are always danc-
ing as themselves? This s
precisely what we see in the
Cunningham company, where
we get to know the dancers as
we get to know no others

At first, we know them by the
colour of their hair and the way
they style it, in some dances,
we tell them apart by the col
ours of their leotards or other
costume quirks. Gusdil wuinn
Yong's short hair 1s gleaming
blonde, Alan Good's 1S dark,
Karen Fink now sports a mop
of curls. Neil Greenberg wears
the big swealer in Phrases.

Soon, we learn 1o recognise
their faces and their shapes
Later, we not only recognise
their shapes, but lhe shape

they give the movemem \gié”\CK&E%

learn how they dance,

"GLC "
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