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Dance Critics Association

DCA’s 2010
Annual Conference

New York City, 16-18 July

Place: The Kimmel Center (New
York University) and Dance The-
ater Workshop.

For full information, please
visit the DCA Web site: www.
dancecritics.org/conference.html.

The 2010 Dance Critics Association
conference will take place July 16-18,
2010, in conjunction with the World
Dance Alliance in New York City. Part
of the conference program is being
organized by the Dance Critics Asso-
ciation, and part by the World Dance
Alliance.

Between the DCA and the WDA, a
great program is being put together.
While some details are still being
worked out, many panels and speak-
ers have already been arranged.

Register for the conference today!

(continued on page 9)

2010 Pulitzer Prize
in Criticism

Goes to Washington Post Dance
Critic Sarah Kaufman

Only two Pulitzers in criticism have
gone to dance critics, and both have
served at The Washington Post. The
first was awarded to Alan Kriegsman,
in 1976.

The next issue of the DCA News
will, we hope, be able to give you
samples of writing by each.

Inside this issue

Senior Critic Honoree Jennifer Dunning

Senior Critic Honoree Sunil Kothari

Dance USA / Dance Critics
Association Panel

“Writing About Dance - Past Relic or Persistent Craft?”
Washington, D.C. area - Thursday, 17 June 2010, 1-2:30 p.m.
Part of the Dance USA Annual Conference

pace in commercial
S publications for both dance

reportage and reviews has
dwindled. As regular staff positions
disappear, is the dance writer
becoming an endangered species?
The amount of print coverage also
has consequences for dance artists
and, beyond its practical uses,
the art form. To what extent are
alternative print and electronic
venues for news and opinion filling
the gap? What of the new models
for funding dance writing? Join
dance writers and editors working
in diverse venues (or, now, not
working) to discuss the media crisis!
Be prepared to comment on how you
are coping with affected areas - such
as ticket sales, advertising, grant
submissions, visa applications, and
conceiving tomorrow’s dance.

Panelists
Alastair Macaulay (chief dance critic,
The New York Times)

Alexandra Tomalonis (dance
critic and editor, danceviewtimes.com)

Christopher Blank (dance and
drama critic, Memphis, Tennessee)

Reports on DCA panels in San Francisco, 2009
Schedule for 2010 annual DCA conference

Monica Moseley Remembered

Michael Crabb (dance critic, Canada)

Nancy Galeota Wozny (arts
and health writer, Houston, Texas)

Moderators
Carmel Morgan (dance critic and
lawyer, Washington, DC)

George Jackson (Ballet Review, ex-
chair DCA)

The panel will take place at the
Ritz-Carlton Hotel, Pentagon City, Ar-
lington, Virginia @ the Pentagon City
Station on the Blue and Yellow lines
of Washington’s metro system.

To attend, please sign up on Dance
USA, www.danceusa.org, and follow
conference directions.
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The late Clive Barnes and his wife Valerie Tay-
lor-Barnes, who has just established The Clive
Barnes Foundation to help young performers
in dance and theater. Please see page 10.
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Message

Robert Abrams

ne good way to reassure
O yourself that you are not

alone is to make a list of
people to thank. When it comes
to the Dance Critics Association,
there are many people to thank. It
may not be harvest time, at least
here in North America, but it is a
good time to spring into dance, so
I am going to exercise the powers
granted to me by the members of the
Dance Critics Association to declare
whichever day you receive this issue
of the DCA News as an official day of
Thanksgiving.

The DCA News would not be in
your hands without the dedicated
work of Mindy Aloff as editor and
Sean Doyle, who has provided superb
design and layout assistance. Mi-
croPage has been providing quality
printing for a reasonable price. When
Tommy DeFrantz is not fusing tap
and technology, he is providing able

service for the book reviews.

When it comes to making the dif-
ficult decisions, the spirited debate
and insight of the DCA Board is
indispensable. Thanks, at least once
per month, are due to Robert John-
son, Dawn Lille, Joel Lobenthal, Tom
Borek, Kena Herod, Sandra Kurtz,
Alastair Macaulay, Carmel Morgan
and Lori Ortiz.

Sometimes, thanking a person
once isn’t enough. A second thanks
goes out to Lori Ortiz for her excel-
lent work on the 2010 DCA Confer-
ence brochure. The preparations for
the July 2010 conference are pro-
ceeding apace because of the keen
work of Karyn Collins.

Thanks are also due to Steve
Sucato for overseeing the mentoring
program.

Thanks times ten goes to Anita
King, for her service as the DCA Ad-

ministrator over more than a decade.

Need some Thanks in your life?
Volunteer with the DCA!

Greeting Card Sale

All proceeds from the sale of the cards
to be donated to

the Gary Parks Scholarship Fund!

ExploreDance.com's greeting cards, available in four designs, are
now only $1 each. Use the Special Offer Code "DCA"
to have the donation made to the Gary Parks Scholarship Fund.

To place your order, please go to:
http://www.exploredance.com/greetingcardorderform.html

The cards are 5 by 7 inches, are blank on the inside and include
envelopes. They feature photographs of Deanna McBrearty in
three ballet poses, plus a tribute to Josephine Baker.
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To the Editor:

he situation at the New

York Public Library for
the Performing Arts (LPA) is
considerably more perilous than
indicated in your Winter issue.
In recent years I have curated
several exhibitions at LPA
and come to know its staff as
colleagues and friends. Although
the Library may not have laid off
members of staff, as asserted in
DCA Neuws, it has offered early
retirement to many, with the
understanding that the jobs of
those who chose to stay would
not be secure. Needless to say,
many professional staff members
accepted the retirement offer,
decimating the ranks of a
number of departments.

Even more disturbing have
been the results of a reorganiza-
tion mandated from the highest
levels of the Library’s central
administration. Specifically
targeting the research divisions,
this reorganization has resulted
in the dismantling of the Slavic
and Baltic Division (42" Street)
and significantly reduced the
number of specialist librarians
available to help researchers at
LPA. In the zeal to save money
and rationalize operations, the
Library’s corporate leaders have
forgotten that the measure of a
great research institution, even
in times of financial stringency,
lies as much in its superb staff
as in its collections.

Lynn Garafola

Professor of Dance

Barnard College

lg97@columbia.edu



Gary Parks
Scholarship

eloved by many members of the

dance critics’ community, Gary
Parks’s enthusiasm for good dancing
and for good writing is remembered
by the Dance Critics Association’s
scholarships in his name, which
provide educational opportunities
to established and emerging dance
critics. The reviews editor for Dance
Magazine for many years, until his
death in 1999, Gary Parks leaves
a legacy as a meticulous editor and
thoughtful critic who remained in
contact with writers around the
globe.

DCA’s scholarships in honor of
Parks’s role as a connecting point
among myriad colleagues bring
the awardees to the organization’s
annual conference. The scholarship
is designed to encourage young writ-
ers to network with their peers and to
assist established writers who might,
because of geographical isolation, be
otherwise unable to attend.

2010 Gary Parks Scholars:

Zachary Whittenburg - established
writer

Mr. Whittenburg writes about
dance in Chicago. Originally a
contributor to Flavorpill.com and
the Windy City Times, more recently
he’s written for SeeChicagoDance.
com and the Chicago Dancemakers
Forum’s Silverspace Salon series. He
is currently the dance editor at Time
Out Chicago.

Julie Potter - emerging writer

Ms Potter is the “SF Dance Ex-
aminer” for Examiner.com. Before
moving to the Bay Area, she wrote
for YAC About Dance, a publication of
Dance/NYC’s Youth Advisory Com-
mittee. Originally from Pittsburgh,
she has worked as a publicist at The
dJuilliard School and for Weber Shand-
wick New York’s Travel and Lifestyle
Practice.

DCAs 2010

Senior Critic Honorees

These interviews were conducted

by E-mail. A phone interview with
George Jackson, recipient of a
special DCA award this year for
lifetime achievement, will appear in
the next issue of the newsletter. ML.A.

On Fandom, Food Fights,
and Supreme Fictions

Jennifer Dunning, The New York Times

How - and how early - did you become
fascinated with theatrical dancing?

My parents liked the theater, and,
for my father, theater included ballet.
My first memory is of curious, gauzy
white shapes moving in dusky blue
light, which I think must have been
Les Sylphides. We moved to Paris
when I was ten, and I got to see a lot
of Roland Petit, featuring a teenaged
Violette Verdy, and Festival Ballet,
where I did not get to see Markova
dance Giselle. She is too old, my
father said. Who cares how old she is?
I wondered sadly.

By then I was smitten. Too shy to
take class, I stalked about our thread-
bare Louis XIV-apartment entryway
in rock-hard French point shoes, in
ballets of my own creation. “What is
that character?” my mother asked
once, as I swaggered lasciviously, or so
I thought, to music from Swan Lake.
I had made a ballet about returning
soldiers, whom I also played with a
tubby intensity. “A war,” I answered,
not knowing to pronounce the “h” in
“whore,” a word I had only read. My
mother laughed.

Back in America, I slipped into the
fandom that I imagine has helped
to define my entire career, for better
or worse. I had a crush on Jacques
d’Amboise. “Rowena Jackson and
Sleeping Beauty were boring but
you were great,” I wrote to a ravish-
ing young Red Riding Hood named

Antoinette Sibley. I was the official
organizer of hallway ballet exhibitions
in high school.

I didn’t love modern dance until
much later. Having bolted midway
from college to come to New York City
and “be alive,” I became friendly with
a fellow Speedwriting student, who
took me to see programs by Norman
Walker, in which an exquisite young
dancer, named Cora Cahan, taught
me about the rare art of filling the
stage quietly.

When—and why - did you begin to
write dance criticism?

My first piece of ballet criticism must
have been a belligerent essay, for
tenth-grade English, on why audienc-
es would enjoy Swan Lake a lot longer
than George Balanchine’s chill chore-
ography. I suspect that, loving to write
and loving ballet, I yearned subcon-
sciously to write reviews. I remember
seeing Illuminations — then, as later,
preferring to look at most work before
reading about it — and telling myself
this probably wasn’t Balanchine.
“Wow,” I thought when I saw Ashton’s
name in the program notes. “I could
be a critic.”

I came to The New York Times in
1969 as the art, dance, architecture,
and antiques secretary. The first thing
I had had published had been a letter
to the Times, urging the unseating of
the all-white Mississippi delegation to
the Democratic Convention of 1964.
My next published effort came about
a decade later with my first Times
review, of cast changes in a Joffrey
Ballet performance of The Moor’s
Pavane. In the midst of dictating the
week’s schedule, Clive Barnes had
suddenly asked me if I would review
that performance. I was stunned.

But my rule then was always to say
“yes.” I think I filled an entire steno
book with notes. “Are you writing a

(continued on following page)
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Senior Critic Honorees

(continued from previous page)

review?” someone asked. “No, a term
paper,” I said, never expecting the
review to run. I became a staff dance
writer in 1977, unwillingly, I must
admit, because, as an apprentice re-
porter, I had discovered the exhilara-
tion of writing about the city.

Did you have any advisors, mentors, or
teachers whom you’d like to recognize
for their help to your career as a writer?
I would not have become a reviewer
—a term I much prefer to “critic” — if it
had not been for Hilton Kramer, the
then-art critic, and his wife Esta, with
whom I became friendly as a fellow
dance lover in one office job and who
urged me to try out for the secre-
tarial job. I owe a great deal, too, to
Bill Luce and Tom Lask, two culture
editors whose belief in me then was
astonishing.

It becomes impossible to take the
profession of criticism entirely seri-
ously once you've seen an office food
fight amongst critics, as I did in my
secretarial days. But Clive’s unassum-
ing breadth of knowledge and his wit
suggested what was possible, as did
the evocative clarity and simplicity of
Doris Hering’s early writing about the
pioneers and the delicious pleasure
of Arlene Croce’s essay-writing and
presence. I am profoundly grateful to
dance artists I reviewed for showing
me what was important about my job.
I am even more grateful to the teach-
ers of ballet and modern dance whose
classes gave me a physical equivalent
to the almost tactile pleasure of trying
to evoke in writing the metaphors —
the “supreme fiction,” to borrow from
Wallace Stevens — of dance.

Which was more fun: reviewing or
reporting?

I hated traditional reporting and
was terrible at it. But reviewing has
always seemed a form of reporting
on what was seen and experienced in
a particular moment by a particular
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person. Iloved interviewing, and it
became an almost equal pleasure to
reviewing. I dream of writing a book
of outtakes, about the moments and
small events, usually after the inter-
view was done, when I was exposed to
the dearness and humor — the human-
ity — of so many otherwise awe-inspir-
ing dance greats.

Did you feel part of a community of
dance critics (as opposed to the village
that is The New York Times)? Do you
think such a community exists?

The Times was a community, for most
of the time I was lucky enough to be
there, of larger-than-life, hard-living,
secretly idealistic men who passed
down the vivid traditions of old-school
journalism. The world of New York
reviewers was the village, and I did
not feel a part of it. In fact, I am as
mystified by this award [from DCA]
as I am appreciative of it.

Did specific standards or principles
guide your dance writing, or were they
situational?

I realized eventually that I ap-
proached most new dance experiences
with a sense of trying to figure out
what the artists intended and wheth-
er they succeeded. I did usually try to
give artists the benefit of the doubt,
in spite of agreeing with my dear
friend Robert Greskovic that this can
be a disservice to audiences. A ter-
rific Times copy editor, Don Caswell,
shook with laughter reading one of
my reviews years ago. “You're start-
ing the review by talking about the
nice choice of music?” he asked. “Must
have been a disaster.” I don’t believe
in absolute standards, with the excep-
tion of questions of technique, and it
has shocked me over the years to hear
reviewers talk about “getting it right.”

Are there dances or dancers whom
you consider aesthetic nourishment for
the soul?

Most of what I have seen over the
years has been nourishing in some
way: a stark, straight-up, arabesque
penchée by an unschooled young
dancer in Garth Fagan’s first compa-
ny, which taught me about the nature
of the arabesque; the caviar of a Kim
Highton, a Ballet Theatre dancer
years ago; the crabbed magic of
Antony Tudor’s Romeo and Juliet; the
almost imperceptible shifts of Jiuta-
mai. But most nourishing has been
exposure to artists (and writers) who
have persisted in the art they love,
despite odds, because it is life to them.
Among those people: choreographers
Beverly Blossom and Mary Anthony;
dancer and stager James Truitte; and
critic and historian Don McDonagh,
who has also taught me about gener-
osity and courage over the years.

What advice would you offer to a young
person now who wants to be a dance
critic?

Take the work seriously, not yourself.
Be vigilant against agendas, against
feeling triumphant, for example, when
an artist you find disappointing cre-
ates a disappointing work. Get yourself
an editor or two who is not a friend. Do
not write defensively. And enjoy what
you do. So much of dance re-viewing
can be what you want it to be.

Jennifer Dunning was a staff dance
writer for The New York Times from
1977 to 2008. She also contributed
writing about the field to Dance Maga-
zine, The New Leader, Ballet Review,
and The SoHo Weekly News, as well
as essays to books on the town of
Saratoga Springs, on the PBS “Dance
in America” series, and on the photo-
graphs of Nijinsky’s Faune by Baron
Adolf de Meyer. Books by her are: But
First a School (a history of the New
York City Ballet-affiliated School of
American Ballet), Alvin Ailey: A Life
in Dance, and Geoffrey Holder: A Life
in Theater, Dance and ART. ¢
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Glorious Past, No
Visible Future

Sunil Kothari, The Times of India

How many years did you write for The
Times in Delhi?

For 40 years, for The Times of India
Group of publications. The Times
Group had a national weekly, entitled
The Illustrated Weekly of India; a
women’s magazine, a fortnightly,
entitled Femina; and a daily Evening
News of India, where I wrote mainly
for the Bombay/ Mumbai edition,

as I was based in Bombay/Mumbai.
The Delhi edition and other cities’
editions had not started then.

What publishing projects are you
involved in now?

Besides what my Web site shows, I
am currently working on three major
books: Dance Seminar Papers 1958
for Sangeet Natak Akademi, Sattriya
Dances of Assam, and A Companion
to Indian Dance, for Oxford Univer-
sity Press. Please see my Web site:
www.sunilkothari.com

Any other information about your
career?

I was trained as a CPA Certified
Chartered Accountant; in India, it is
called “Chartered” [i.e., rather than
“Certified Public”] Accountant. We
were ten children: seven brothers
and three sisters. I was the young-
est son. My parents indulged me and
thought, let him learn dance, as I was
always dancing to any music. They
did not even, in their wildest dreams,
have a thought that I would turn
into a dance writer, a critic, if not a
dancer! They did not like my giving
up a lucrative career of a CPA!! I
belonged to a conservative Gujarati
mercantile family, where dance was a
no-no. Music was okay.

How did you become a dance critic?
Dr. Mulk Raj Anand, the editor of
MARG publications, took me to the
editor of The Times of India and
introduced me and said that I should
be writing on dance for The Times of
India. 1 was asked to write a para-
graph on dance. I did, and it was sent
to a sub-editor. The sub-editor said
that it was okay, but my English was
wonky. The editor showed me the
note. I told the editor, “Sir, don’t you
have subs?” Meaning ‘sub-editor.’ “It
is their job to sub the copy.” He was
amused and said, “You know sub-
editors and what it means to ‘sub

the copy’?” I said, “Yes.” And I asked
him a little boldly, “Sir, may I ask you
some thing?” He said, “Yes, go ahead.”
I asked him, “Sir, do you know
Sanskrit?” He said he did not. I said,
“Very interesting; we are expected to
know English but not Sanskrit? All
classical arts, like music and dance,
have roots in Sanskrit.” He smiled
and looked at Dr. Mulk Raj Anand
and said, “Okay, start from tomor-
row.” I was introduced to the new
editor, who looked after assigning re-
views and also receiving and sending
copy to sub-editors for publication. It
was on the 9% of April, 1964, that I
started writing reviews for The Times
of India, without the byline “Sunil
Kothari” but “by Our Dance Critic.”
The Times of India was following

the British model, whereas British
papers had already started giving
bylines to critics!

Did you start as a dancer?

No. No question of dancing and, at
the same time, criticizing other danc-
ers. It was not encouraged, except

in one or two cases; and soon it was
discontinued [in those cases].

Did you study academically to write
about dancing?

No, there were no academies or
colleges where dance was a part of

curriculum. But I knew Sanskrit; and
the study of the Sanskrit texts, like
the Natyasastra, which deals with
dance, music, theater, poetry, and
related areas of aesthetics, helped me
to express myself sufficiently intelli-
gently to readers and dancers.

Did you regularly review all traditions
and styles of dance, or did you prefer
to concentrate on a few?

We were expected to write on all
major classical dance forms. And

if troupes from different countries
arrived to perform under cultural ex-
change programs, we were also asked
to write on their performances.

What is the most pleasure you've de-
rived as a dance critic?

I have enjoyed performances of
great dancers, legendary ones, like
Balasaraswati (Bharatanatyam),
Kalamandalam Krishnan Nair
(Kathakali), Kalanidhi Naryanan
(Bharatanatyam), Birju Maharaj
(Kathak), Guru Kelucharan Mahap-
tra (Odissi), Guru Bipinsingh (Ma-
nipuri), and Guru Vempati Chinna
Satyam (Kuchipudi). Also, the female
impersonator in that genre: Vedan-
tam Satyanarayan Sarma, aka Ve-
dantam Satyam. From my younger
generation, there were dancers like
Yamini Krishnamurty (Bharatanaty-
am), Sonal Mansigh (Odissi), and
Durgalal (Kathak). Each style threw
up vastly gifted dancers. I always
marveled at their artistry.

Would you speak about one or two
challenges you've met as a critic?

Oh, yes. Prima donnas, like Yamini
Krishnamurty, Sonal Mansingh, and
Kanak Rele (Mohini Attam) took
umbrage; and Yamini Krishnamurty
sent legal notices. However, nothing
happened. As a matter of fact, there
started interesting repartees in the

(continued on following page)
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George Jackson, DCA’s 2010 awardee for
lifetime achievement in dance criticism, is
based in Washington, D.C.

newspapers, in readers’ columns; and
such legal threats only catapulted
me into fame! Our famous cartoonist,
R.K. Laxman, drew a cartoon show-
ing a dancer fighting with a dance
critic from the stage, as a member

of the audience is telling her: “Don’t
start fighting with that dance critic.
Just start dancing!”

Are dance critics in India allocated
sufficient space for reviews, in view of
how much dancing there is to see?

No, it is the worst. Barring one na-
tional newspaper, The Hindu, which
covers dance, theater, music, and
painting once a week, on Fridays,

no newspapers give any reviews of
any of the art forms. The space has
shrunk completely; and, instead, so-
cialites and celebrities appear on the
third page. The “third-page” phenom-
enon has taken away all space for
performing and plastic arts.

Are dance critics generally respected
by the periodicals to which they
contribute?

Yes, in general, respect is shown. But
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now they [i.e., the newspapers] have
become faceless. So, barring senior
dancers, the young generation does
not know us [i.e., the dance critics],
we who are practically retired from
newspapers.

Do you see a distinction between
being a dance critic and a dance
historian?

A dance historian has a wider scope,
and he can write frankly and histori-
cally, assessing dancers’ contribu-
tions to the dance scene. A dance
critic’s role is limited. And now, since
dance critics have no space in print
media, they have become redundant.

Are you optimistic about the future
of dance criticism as a journalistic
endeavor?

No.

If not, what conditions would need to
obtain to stimulate your optimism?

In a country like India, there is
little hope for dance criticism being
restored. The editors have no interest
in performing and plastic arts. The
owners/press barons could not care
less. They are interested in using the
space for reviews to earn money or
to cater to public tastes, giving them
[i.e., readers], as it is being told with
sarcasm and concern, food, fashion
and fucking! No newspaper, barring
The Hindu, bothers to have reviews.
Once, The Times of India set the
pattern. Others followed. The Times
of India decided to do away with
reviews: others followed. No protests
from a section of the public or even
from dancers had any effect on the
press barons or editors.

One excellent portal is the e-jour-
nal www.narthaki.com. Some of the
critics have columns, and we send
our copy to the editor for the site to
carry our reviews. None of us are

paid for all this we do.

The slide [for dance criticism in
India] has been so rapid to such a
ridiculously low level that there is no
hope. The young generation of danc-
ers will never have critical reviews of
performances, as in the past.

What would you advise to a young
person who wants to be a dance critic
today?

You must be kidding. He has no
future. I would advise him to take

to film criticism. That would bring
him money; and, if he is lucky, he can
indulge in some absorbing, meaning-
ful activity. And it can bring to him
opportunities to view cinema of the
world.

Sunil Kothari is the author of
many books about dance in India
(Please see his Web site for titles:
www.sunilkothari.com). ¢



SDHS/DCA Conference:

20 June 2009 at Stanford University
21 June 2009 at ODC/SF

Joanna G. Harris

hree meetings at the conference
Tfeatured DCA critics in

discussion. On Saturday, June
21%t, at 3:45 p.m., Sandi Kurtz, from
Seattle, Washington, moderated
“Writing About Difference in Dance.”
With her were Judith Smith, artistic
director of Axis Dance Company, and
Ann Cooper Albright, from Oberlin
College. Albright is the author of
Choreographing Difference, which
concerns dance and disability. Ms
Smith’s Oakland, California company
employs both “abled” and “disabled”
dancers.

After considerable discussion
concerning the terminology used to
describe the work of “mixed skilled’
companies,” such as the choreographic
boundaries and varied audience
response to the work, Ms Smith made
clear that, for her, the limitations are
only in the talent of the choreogra-
phers. In the last several years, she
has therefore had Joe Goode, Bill T.
Jones, and Joanna Haigood, among
others, do brilliant work with her
dancers. We saw that in the com-
pany’s performance at ODC/SF, on
June 21¢*. Ms Albright pointed out,
nevertheless, that there are social as
well as “politically correct” limitations
for both audiences and writers in the
viewing of companies such as Axis.

Next, DCA sponsored a critical
discussion on “West Coast Dance in
the National Media.” Robert Johnson,
dance critic of the Newark Star-Led-
ger, led a distinguished roundtable
discussion, with Robert Cole, director
emeritus of Cal Performances, U.C.
Berkeley; Marc Kirschner, manager
of TenduTV; Alastair Macauley, chief
dance critic of The New York Times;
Arsen Serobian, CEO of Dance Chan-
nel TV, Inc.; and Aime Ts’ao, critic for
The Dance Insider. Each noted how he

or she reports on West Coast dance.
Mr. Cole brings national and interna-
tional artists to draw media attention;
Mr. Macauley is able to travel widely
on behalf of The New York Times;
Ms Ts’ao attends and reports on the
danceinsider.com Web site; and both
Messers. Serobian and Kirschner
are involved with current and future
plans for dance on TV. Mr. Serobian
interviews dancers and critics, report-
ing background information on dance.
Mr. Kirschner is developing HD, high-
definition technology, which will go
beyond video viewing as we now know
it. Except for their current concerns
with dwindling print media, all were
optimistic about the future of national
and international dance coverage.
Last, this writer, joined by Tom
Borek, former editor of the dance mag-
azine Eddy and a former West Coast
dancer; and Ann Murphy, local writer
and lecturer at Mills College, dis-
cussed “Dance History and Criticism
in the Bay Area.” In 2009, I published
a study of Bay Area dance history,
1915-1965, entitled Beyond Isadora.
It is, to my knowledge, the only study
of the early years of the Bay Area’s
dance history in print. Therefore, I
concentrated on how historical infor-
mation brings insight and dimension
to dance criticism. For example, the
unique environment of the Bay Area
early on has made possible continuing
experiments in “site-specific works-
-in local amphitheaters, parks, and
open-air spaces; and on public build-
ings, docks, and even trolley cars. The
diverse peoples who came here, to
“the edge of the world,” brought a love
of music and dance that led to the
development of opera, opera-ballet,
and, finally, of the Bay Area’s annual
Ethnic Dance Festival. Distinguished
dance critics have reported this his-
tory, from Redford Mason, who wrote
about Isadora, to Alfred Frankenstein

and David Gere.

Ann Murphy read a thoughtful
paper on the former Village Voice
critic Jill Johnston, who, according
to Murphy, broke barriers with her
reporting style and “avant-garde”
challenges. For Ms Murphy, Ms John-
ston’s style is what’s need to review
Bay Area dance. Mr. Borek recalled
some of his days in San Francisco
with Anna Halprin, Charles Weid-
man, and even Raymond Duncan! The
discussion among the many critics in
attendance—including Rita Felciano,
Renee Renouf, Paul Parish, Ms Kurtz,
and the panelists—noted the current
limitations of dance writing in print.
Most write for Web sites or report to
journals. Nevertheless, the daunting
challenge of letting the world know
about the lively scene that is Bay
Area Dance is being met by these
talented and dedicated writers.

Joanna G. Harris, Ph.D., is a dance
teacher, critic, historian and dance
therapist. ¢

(Re) Dis-Covering Dance:
Deconstructing the
Dance Critic’s Identity

Brian Schaefer

hen the Dance Critics
Association comes to
California, what’s a young,

isolated critic in San Diego to do but
take off a few vacation days from his
real job and see what this world is all
about?

Of course, this year it wasn’t just
about DCA. I wasn’t quite prepared for
the dominance of the Society for Dance
History Scholars (SDHS) and the
academic vernacular that pervaded all

(continued on following page)
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(Re) Dis-Covering Dance

(continued from previous page)

aspects of the conference. Still, it was
fascinating to sit in on sessions and
try to make sense of the theories being
tossed around. I came with an unclear
sense of the relationship between critic
and scholar and left with a lot of ques-
tions about how the two fields can best
serve each other.

SDHS President Janice Ross noted
that dance critics used to be public
dance scholars. Clearly, she senses
we’re not anymore, and it made me
think about whether that’s a role we
need to reclaim. Yes, we have a frac-
tion of the space these days to consid-
er scholarly ideas in 300-word reviews.
Still, new to this field, I wonder if I
can, or should, see myself in that way.

As critics, how do we integrate
history and historical analysis into
increasingly short reviews, which are
more and more out of the public eye?
Are we prepared and sufficiently well-
equipped to discuss issues such as
race and gender in our writing? Do we
have a theoretical framework or lens
to apply to our viewing? Do we really
need one?

Of course, there is the issue of
language. Ontologies, corporeality,
topographies? Thankfully, my fairy
godmother, Joanna Harris, provided a
nifty dictionary so that I may under-
stand this strange academic vernacu-
lar in real-world terms. Such a useful
tool really should have been provided
with my registration packet.

Still, it helped me appreciate that I
get to write about dance with simple,
beautiful language. I'm grateful that I
don’t have to impress or innovate with
theory but rather am able (or at least
strive) to explain and illuminate with
poetry.

DCA-organized sessions offered
the opportunity to delve into some
weighty issues, such as writing about
disability in dance. Moderator Sandi
Kurtz suggested that critics are
uncomfortable writing about physi-
cally integrated companies because
we don’t know how to talk about the
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subject — the words scare us. The
discussion made me think of the other
words we are afraid to say sometimes,
the underlying politics that perhaps
we don’t notice or choose not to ad-
dress because, well, we’ve only got 50
words left.

In that session, Judy Smith, artistic
director of Axis Dance, spoke fondly
the first negative review her com-
pany received, which she appreciated
because it took the work seriously.

So often, we as critics hear the com-
plaints of dancers who receive less-
than-glowing reviews. How refreshing
to encounter an artist who under-
stands that to offer criticism is to take
the work and the artist seriously and
to hope for the success of both.

Sunday morning found us in San
Francisco at ODC Commons, a stun-
ningly beautiful dance facility, tucked
into a quiet neighborhood in the Mis-
sion district. Three hours of dance, by
nearly 20 local companies, awaited us
in the upstairs studio theater.

For me, the showcase wasn’t a
mere viewing opportunity — it was a
homework assignment. You see, it was
Elizabeth Zimmer’s Kamikaze Writ-
ing Workshop that initially enticed me
to attend the conference in the first
place. The opportunity to get construc-
tive feedback on one’s own dance writ-
ing is so rare, let alone from such an
accomplished critic, I couldn’t pass up
the chance.

We were required to submit two
reviews over the course of the week-
end, one of which was about the ODC
showcase. Given a series of circum-
stances that are not so pertinent to
this article, I found myself up at 4:30
a.m. that night working on my review,
careful not to overuse the copulative
verbs. I daresay most of you didn’t
experience such a conference schedule.
But I'd do it again. In addition to get-
ting some much-needed editing advice,
chatting it up with Elizabeth was a
highlight of the conference for me.

Another treat was the “Dance

History & Criticism in the Bay Area”
panel, with Tom Borek, Ann Murphy,
and Joanna Harris, which felt like an
intimate chat among old friends. Ann
gave a wonderful mini-synopsis of the
area’s dance scene, noting, “The Bay
Area is the home of counterculture.
The sense of anarchy in San Francisco
dance is real, both to its empowerment
and detriment.” For a born-and-bred
Californian like myself who has been
given a rather New York-centric his-
tory of dance, how refreshing to delve
into the exciting and robust lineage of
dance on the West Coast.

The panelists, and those in the audi-
ence, of course lamented the current
state of the field and the fact that few
critics working today really know their
dance history. As Joanna put it, “If we
don’t understand our history, we're
doomed to repeat ourselves. Maybe
we should.” I interpreted her to mean
that maybe we need to look again with
fresh eyes and relive the excitement
that the birth of modern dance pro-
vided and the energy that came forth
from the writings about it.

But the panel also offered just
enough glory from the past to inspire
an emerging writer and to hint to the
entire audience that something about
all this is worthwhile.

Brian Schaefer is the dance writer
for San Diego News Network (sdnn.
com). He holds degrees in dance and
communication from the University of
California at San Diego and attended
the Dance Critics Institute at the
American Dance Festival in 2007. He
recently received a Dorot Fellowship
to explore the role of dance in Israeli
society and will be based in Tel Aviv
beginning August 2010. A collection of
his writings can be found at
MyTwoLeftFeet.net. ¢



Schedule for the DCA 2010 Conference

(as of April 26, 2010)

FRIDAY (JULY 16) @ KIMMEL

9 a.m. - Registration

9:30 a.m. - Welcome, Opening remarks

9:45-10:45 a.m. - Keynote, Apollinaire
Scherr, The Financial Times

11-12:30 noon - Classical Indian Dance:
Vocabulary and Critical Questions -
panel and demonstration

12:30-1:30 p.m. - Lunch break

1:30-3 p.m. - Critics response session

3:15-4:45 p.m. - “A Panel on Dance,
Politics and Activism”

SATURDAY (JULY 17) @ DTW
10:15 a.m. - Registration
10:30-12 noon- Senior Critics
presentations/speeches
12-1 p.m. - Lunch break
1-2:25 p.m. - Cultural Exchange in 2010
2:30-4 p.m. - Critic’s response session

SUNDAY (JULY 18) @ DTW

12:15-1:45 p.m. - Dance, Technology,
and the Law: brown bag lunch ses-
sion (BYO)

2-3 p.m. - DCA Membership meeting

3:15-4:45 p.m. - Dance on Camera -
film showing and discussion

5-5:30 p.m. - Conference wrap/
reflections

Critics response sessions in
which a panel of critics discuss
the previous night’s performanc-
es at DTW, are scheduled for:

TUESDAY
July 13, 2:30-4 p.m. — DTW

WEDNESDAY
July 14, 2:30-4 p.m. — DTW

THURSDAY
July 15, 2:30-4 p.m. — DTW

FRIDAY
July 16, 1:30-3 p.m. — Kimmel

SATURDAY
July 17, 2:30-4 p.m. — DTW

All Critics Response sessions will be
open to DCA members. DCA members

planning to attend sessions before the
DCA conference begins, who are not
registered with the WDA conference—
should contact Karyn Collins (kdc13@
verizon.net) to make sure their names
are on the list for entry.

Keynote address: Apollinaire
Scherr, the New York-based dance
critic for The Financial Times and a
writing professor at the Fashion Insti-
tute of Technology (see the DCA web
site for Ms. Scherr’s full bio)

Panels

Classical Indian Dance:

Vocabulary
and Critical Questions

A panel and demonstration designed
to give dance critics a deeper vocabu-
lary for, and understanding of, clas-
sical Indian dance, with particular
reference to Bharatanatyam, the
paradigm of classical Indian dance.
Participants include Sunil Kothari,
Rajika Puri, Malini Srinivasan, Preeti
Vasudevan, Robert Abrams, and Maya
Chadda. The presentation will begin
with a demonstration of some ele-
ments common to classical Indian
dance styles and will cover both the
physical and symbolic components of
these elements. Audience members
will be given an opportunity to try a
few elements themselves. This will
be followed by a discussion of what

it means to critique Indian dance:
How does knowing the idiom of dance
enhance appreciation, and what does
one need to know? Do you have to

be Indian to critique Indian dance?

Is a critique of Indian dance written
from a pure dance perspective in fact
a sign of respect? How can a knowl-
edge of the aesthetic intent of Indian
dance vocabulary improve critiques
of dance, Indian or otherwise? What
is the state of Indian dance in India
and the diaspora? What is the state
of dance criticism in India (of any
styles—Indian or not—performed
there)? Finally, there will be questions

and answers between the participants
and the audience. (We may continue
consideration of these questions in an
on-line discussion and/or follow-up
workshops after the DCA conference.
Such continued discussions will likely
include questions about the fusion of
Indian dance with Western forms.)

Participants:

Sunil Kothari - dance critic for the
Times of India group for 40 years and
former dean of Rabindra Bharati and
Jawaharlal Nehru Universities.
Rajika Puri (session moderator) -
dance writer and critic (ExploreDance.
com, Visual Anthropology) and an
acclaimed performer/interpreter of
classical Indian dance.

Malini Srinivasan - lecturer in Asian
& Asian-American Studies at SUNY-
Stony Brook and third-generation
Bharatanatyam dancer and teacher.
Preeti Vasudevan - creator of Dancing
for the Gods, an educational DVD and
Web site about Bharatanatyam, and
founder of the Thresh dance company.
Robert Abrams — DCA president,
editor of ExploreDance.com, and
Odissi fan because of Rajika Puri.
Maya Chadda - dancer, dance scholar,
and professor of political science at
William Patterson University.

Cultural Exchange in 2010

Today’s artist is increasingly cosmo-
politan. People from all cultures and
subcultures tell their own stories now.
It was not long ago that art of ‘other’
cultures served as subject matter.
Now, instead, we have little use for
the word ‘other’ and we aspire to
genuine dialogue. Cultural exchange
has become a survival tactic for critics
too.

Participants:

Eva Yaa Asantewaa, Eiko (Eiko &
Koma), Valerie Gladstone, Baraka
Sele, Jawole Willa Jo Zollar, Lori
Ortiz (moderator).

(continued on following page)
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Schedule for the DCA
2010 Conference

(continued from previous page)

Dance, Technology and the Law
The panel will address issues involv-
ing the intersection of law, technology,
and dance. The discussion will focus
primarily on copyright issues in the
world of dance and will largely center
around the Dance Heritage Coalition’s
Fair Use Statement -- how it was com-
piled, its content, and how it is put
into practice. Obstacles to the dance
field’s legacy materials being avail-
able for research, teaching, and public
programs will also be discussed.

Participants:

Libby Smigel, Executive Director of
the Dance Heritage Coalition; Peter
Jaszi, professor of domestic and
international copyright law at Ameri-
can University’s Washington College
of Law; and Julia Rhoads of Lucky
Plush, a Chicago artist who creates
new dance works by “sampling” and
videography.

Dance on Camera - film showing
and discussion

One of the goals for the discussion
will be to make critics more aware of
film language and more comfortable
about reviewing dance made for the
camera.

Participants:

Deirdre Towers (panel organizer),
Somi Roy, and John Rockwell
(discussants).

Dance films to be shown:
Mysteries of Nature (Korea) - shown
in full

Movement (R)evolution (Africa) -
excerpt

Nora (US/UK/Mozambique) - excerpt
Scrap Life (Sweden, with butoh in-
fluence) - shown in full

Dancing Across Borders (U.S.A.,
Cambodia) - excerpt

New York Dance (U.S.A., curated by
Gia Kourlas of Time Out and The
New York Times)

10 DC/News | Spring 2010

1he Clive Barnes Foundation
Establishes Two Annual Awards

‘ ralerie Taylor-Barnes, wife

of the late Clive Barnes, the

much-loved dance and theater

critic for The New York Post and,
before that, The New York Times,
has announced that the newly-
established Clive Barnes Foundation
will make two awards annually to
talented young performers, one in
dance and one in theater. “Each
will receive a financial stipend to
help alleviate the burdens so often
associated with artists pursuing
their passion,” Ms Taylor-Barnes
writes.

A panel of eminent judges will
select the winners. The 2010 selec-
tion committee, comprised of artists,
critics, and longtime observers in the
performing arts, consists of: Edward
Albee, Zoe Caldwell, Richard Chen
See, Gwin Joh Chin, Howard Kissel,
Jacques le Sourd, Damian Woetzel,
Craig Wright, and Ms Taylor-Barnes,
a former dancer with The Royal
Ballet, where she worked with,
among other choreographers, Fred-
erick Ashton and Kenneth MacMil-
lan and where her colleagues and
friends included Margot Fonteyn.
Ms Taylor-Barnes also has extensive
experience as a teacher of ballet for
The Royal Ballet, the Royal Academy
of Dancing, and the school affiliated
with the Dance Theatre of Harlem.

PHOTO: CRAIG WRIGHT

The late dance and theater critic and DCA Senior
Critic honoree, Clive Barnes.

The board of directors for The
Clive Barnes Foundation consists
of: Ms Taylor-Barnes (President),
Brenda Anderson, William H.
Ausman, Ms Chin, Jennifer Dun-
ning, Mr. Kissel, Michael Riedel,
Spring Sirkin, Damian Woetzel, and
Mr. Wright.

Contributions to the foundation—
which has a 501(c)3 status—are most
welcome and fully tax-deductible.
Inquiries may be made to: The Clive
Barnes Foundation, 241 W. 23" St,.,
Apt. 4A, New York, N.Y. 10011, (tel.)
212.463.8955, clivbar@aol.com. ¢

Conference locations -

Kimmel Center: 60 Washington Square So.
Dance Theater Workshop: 219 W. 19th Street

Conference hotel -
Doubletree Hotel Chelsea

128 W. 29th Street, New York, NY 10001
212-564-0994 ask for the WDA/DCA special rate



From the Field

Monica Moseley

Performer, Scholar, Curator, Archivist
(16 January 1942- 6 January 2010)

Rose Anne Thom

onica Moseley played many
roles during her too-brief
life, and she brought to

each endeavor an extraordinary
intelligence, imagination, and
passion. Her sudden death on
January 6% in New York City
stunned and saddened the many who
knew and cared for her.

Born in Tacoma, Washington,
Monica trained in ballet with Pat
Cairns. After graduating from Reed
College, where she studied calligra-
phy with Lloyd J. Reynolds, Monica
moved to New York. She worked at
Dance Magazine from 1964 to 1968,
as Lydia Joel’s editorial assistant
and then with Herb Migdoll, in the
art department, while also studying
the techniques of Martha Graham,
Lester Horton, and Merce Cun-
ningham. An original member of
Meredith Monk/The House, Monica
created memorable roles in Juice,
Education of the Girlchild, Chacon,
and Quarry, among many other
works from the late ’60’s through
the early ’80’s. In 1981, she received
her M.S. from the School of Library
Science, Columbia University, and
joined the staff of The Jerome Rob-
bins Dance Division at The New
York Public Library for the Per-
forming Arts. The assistant curator
from 1983 until her retirement in
2005, she contributed to and helped
edit the seminal book on collect-
ing dance, titled: A Core Collection
in Dance (2001). Monica served on
the board of directors of both the
Society of Dance History Scholars
and the Committee on Research in
Dance. Post retirement, she was

The late Monica Moseley, during her era as a
performer with Meredith Monk.

responsible for several exhibitions of
photography at the New York State
Theater: with Edward Bigelow for
the Lincoln Kirstein Centennial in
2006, in conjunction with a tribute
booklet for New York City Ballet’s
Jerome Robbins Celebration in 2008,
and in 2009 for the 75th anniversary
of the School of American Ballet. In
2005, Monica was the archival con-
sultant for Martha Graham Resourc-
es. She prepared several short films
for the New York City Ballet and
worked with Patrick Bensard on his
2006 film, Lucinda Childs. She was
coordinating research on Léonide
Massine for a screening in Paris at
the time of her death. Also unfin-
ished was Monica’s role as project
consultant for the Dance Heritage

Coalition’s “Mellon Foundation
Dance Archive Project,” to which she
brought a dancer’s sensibility, an
archivist’s methodology, and a gener-
ous personal enthusiasm.

It’s easy to remember Monica:
meticulously arranging photos for
a layout at Dance Magazine, hold-
ing forth as an imperious royal in
Meredith Monk/The House’s 1976
Quarry, or sharing some wonderful
treasure from the Performing Arts
archive with a privileged visitor.
While Monica was quiet, reserved,
and unassuming, her wonderful wit
surfaced often and unexpectedly.
Her appreciation of all forms and
aspects of dance was remarkable, so
she was a profound source of knowl-
edge and expertise for writers who
sought her advice and assistance
at the Library. For the many critics
who invited her to accompany them
to performances, Monica’s death is a
poignant personal loss.

A memorial service for Monica
took place on 5 April 2010 at the
Bruno Walter Auditorium of the
NYPL at Lincoln Center.

Rose Anne Thom holds the Joseph
Campbell Chair in the Humanities
at Sarah Lawrence College. She has
been writing about dance for many

years and was a founding member of
the DCA. ¢
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The End of Expertise
Or, Everybody’s a Critic

Elizabeth Zimmer

s a dance writer formerly
employed full-time, I now
ave plenty of leisure to

peruse reports in various media
of the demise of the professional
critic. A.O. Scott is quite lucid on
the subject in The New York Times
of Sunday, April 4, 2010. He just
lost his second job, moonlighting
as a film critic on a long-running
TV show out of Chicago. On April
11*, the day Washington Post writer
Sarah Kaufman won a Pulitzer
Prize for her dance writing, her
colleague Howard Kurtz, a media
critic, wondered in the paper if
specialized professional critics
weren’t “old hat.”

We currently have exactly one
full-time dance writer working on
an American daily newspaper. On
March 9%, the Los Angeles Times
reported that the chief theater and
film critics who'd been full-time staff
writers at Variety were being laid off;
they expected to be invited into the
ranks of freelancers contributing to
the paper. It’s been a couple of years
now since the same thing happened
to Deborah Jowitt at The Village
Voice. Advertising is down all over,
and with it the funds to support staff
writers and the editors who assign
and groom arts stories.

Also abroad in the land are reports
of layoffs among the ranks of food
critics (always a big cost center for
publishers, since papers must pay for
the food they and their friends eat,
as well as their salaries); amateur
sites are usurping their authority. In
The New York Times on March 31%,

I spotted Stephanie Clifford’s story
about the problems eager amateurs
with digital cameras are creating
for professional photographers. Now
that technology makes it possible to
index, and pay for, digital shots from
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Elizabeth Zimmer: dance critic, editor, perform-
er, Kamikaze teacher of critics.

a great range of contributors, the
practice of hiring a pro to shoot origi-
nal pictures to illustrate an editorial
spread is becoming less common.

In this story, reporter Clifford
documented the decline in revenue
for “the professional eye.” Those
of us who write about dance know
this situation all too well. Dance
Web sites proliferate, and many of
our members write for them, usu-
ally for remuneration substantially
lower than they formerly earned at
print outlets, and sometimes for no
remuneration.

“Having something that is valu-
able enough to pay for is the trick,”
Martin Kaplan of the Norman Lear
Center for the study of entertain-
ment and society told Clifford. As
the kind of industry news we once
bought newspapers to get is now
widely available for free on the Web,
full-time jobs for journalists are
evaporating in print media.

Even freelance opportunities are
shrinking. When a bunch of writ-
ers at the London Daily Telegraph
found their assignments evaporating

last year, they started an arts Web
site called “The Arts Desk,” which
prides itself on posting long, thor-
ough reviews online faster than
print colleagues can get their work
out. It’s a great site. There is, so far,
one major hitch. Nobody is paying
for their work. They’re doing it

for love. After years of being paid
professionals, these mid-career arts
journalists have regained the status
of amateurs.

As a writer who has long champi-
oned the legitimacy of amateur arts
activities, and who has also, in the
past couple of years, done a remark-
able amount of uncompensated writ-
ing (this essay being an example),
far be it from me to complain about
these developments. It’s just that
I'm not interested in writing dance
reviews for free. A number of years
ago the DCA surveyed its members,
asking them why they reviewed
dance. One respondent, if memory
serves, replied, “It’s a job.” That
person, I believe, was me. I got into
freelance journalism for the money,
segued into dance writing with great
pleasure at the height of the dance
boom, and moved to Manhattan 32
years ago, where I was invited to
write for Dance Magazine and The
Village Voice.

The money, at that point, was
adequate, especially at the Voice, but
what lingers in the memory is the
invitation. My colleagues had heard
me on the radio (where I was work-
ing for free) and invited me to review
dance, for money, in their print pub-
lications. I was grateful—and felt
validated.

Those publications are no longer
inviting me. I was asked to write for
a daily newspaper in Australia, and
for a website called Obit-mag.com;in
both places the money is OK but the
assignments only occasional.

I've been contemplating posting
a project on an innovative Web site



called Kickstarter. You design an
idea and invite people you know to
contribute money to actualize it;
only if they pledge the amount of
money you want are people’s credit
cards debited and the money deliv-
ered. (See Randall Stross’s story in
the Business section of the Times on
April 4th for an example of how this
works.)

What I'm planning to propose is
that people who are still interested
in reading my dance reviews commit
themselves to paying, say, $20 for a
year’s worth of twice-a-week bul-
letins. If a thousand people sign
up, that would net me slightly less
than twenty grand (the site takes a
service fee), which would be enough,
alongside the Social Security checks
I'll start drawing next January, to
sustain my frugal life in New York,
to pay someone to set up a Web site
for me, and to underwrite the occa-
sional cab ride home from a show. If
too few people sign up, I'll know my
writing is not missed nearly as much
as some have led me to believe.

It’s the new media economy, folks:
self-promotion and self-publishing.
Just thinking about it makes my
head hurt. But if you’re one of those
who might be interested in reading
my stuff on a regular basis, email me
at ezimmer@rcn.com, and I'll put you
on my Kickstarter list.

Elizabeth Zimmer, a native New
Yorker, writes about dance, theater,
and books for Ballet Review, The
Australian, and the free New York
daily Metro, and contributes to many
other print and online publications.
She served as the dance editor of
New York’s Village Voice from 1992
until 2006 and reviewed ballet for
The Philadelphia Inquirer from 1997
through 2005. Since 1972, she has
reviewed dance in cities across North
America and taught writing and
dance history at several universities.

Since 1979, she has consulted for
the New York State Council on the
Arts and the National Endowment
for the Arts, and she adjudicates
choreography and performance for
the American College Dance Festival
Association.

She began her career as a broad-
caster for the Canadian Broadcasting
Corporation in Halifax and Vancou-
ver, returning to New York to manage
the American Dance Guild. Her
“Kamikaze Writing Workshop”is a
feature of the annual meetings of the
Dance Critics Association, and she
has lectured on various dance sub-
Jects in Taiwan, Taormina, Berkeley,
Chicago, and New York. She edited
two widely respected books, Body
Against Body: The Dance and other
Collaborations of Bill T. Jones and
Arnie Zane (Station Hill Press, 1989)
and Envisioning Dance for Film and
Video (Routledge, 2002) and devel-
oped a dance history curriculum for
teachers in urban schools. She has
studied stand-up comedy, yoga, Pi-
lates, and many forms of dance, and
she has also appeared in the work of
New York choreographers, including
Christopher Williams, Kriota Will-
berg, and Tina Croll. Her one-woman
show, North Wing, was recently
produced at two off-off-Broadway
theaters. This past April 24", she
served as the Grand Marshal for the
Dance Parade during International
Dance Day, in New York. ¢

Adventures
of a
Dance Critic

Patrick O'Connor

Bookmaker

Raney, editor-in-chief of Ivan
Obolensky, when he took on a
new manuscript by Doris Humphrey,
edited by Barbara Pollack, called

Making Dances. It was Miss
Humphrey who gave it the title:
“Making Dances,’ you know, like
‘making bread.” Everyone in the
publishing house loved the title;
it had a Shakerish quality about
it. After all, the Shakers invented
the clothespin, and what could be
plainer than that.

I don’t intend to turn this into a
eulogy for Bill Raney, but he did take
a chance on the book when no one
else was interested in it. Bill Raney
was a cowboy from Montana who
always had a wad of one-hundred-
dollar bills in his pocket, he was a
WW II hero, never went to college,
edited The Naked and the Dead, and
was the best and best-looking editor
New York had ever seen. He was
lecturing one summer at Bread Loaf,
when the kind poet (Poets are never
kind!) John Ciardi asked Bill if he
would look at a manuscript by a very
tall, eccentric woman, whom no one
else would pay any attention to. Bill
looked at the manuscript, saw its
worth, and gave it to his good friend
Bill Koshland, at Knopf. It was, of
course, Mastering the Art of French
Cooking.

Iwas the assistant to William

(continued on following page)
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The End of Expertise

(continued from previous page)

Bill presented Making Dances
at the Obolensky sales conference.
Publishing sales conferences strike
terror into the hearts of most editors.
Editors, usually nervous women with
no public speaking experience, are
required to sell their books (No plots
please!) to 40 or 50 drunk or hun-
gover salesmen. Since the book com-
panies have begun hiring women,
the sales conferences are less rowdy,
but book salespeople, whether men
or women, are a rum bunch. The
minute Bill Raney’s presentation
was over, one of the salesmen (I wish
I could remember who: I would go to
his grave and put a stake through
his heart.) got up and said, “We can’t
sell a book called Making Dances. It
sounds like a cookbook; you know,
like ‘Making Bread.” You have to call
it The Art of Making Dances.” In the
book business, salesmen rule.

Years later, I published tons of
dance books in mass market paper-
back, pro bonum publican. In fact,

I published the Denby books twice,
once at Curtis Books and once at
Popular Library. So revered was
Edwin Denby that Baryshnikov
and Gelsey Kirkland allowed me

to put their pictures on the covers,
even though the pieces in the Denby
books were written long before
Misha and Gelsey were born. As a
result of my publishing dance books
in mass market paperback, every
time a dance book was published in
hardcover it was sent to me, often
three copies. I would send one to
The Dance Theatre of Harlem and
the other to the Bat-Dor company,
in Israel. Eventually, I got a letter
from Israel, saying that they were
calling the collection “The O’Connor
Dance Library,” which pleased me
immensely. Meanwhile, Anne Wilson
Wangh started The Dance Library
of Israel. Whereas before, Israel had
no dance library, now they had two.
(“One I go to, one I wouldn’t set foot
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in.”) I was seduced and cajoled by

a truly formidable woman, Estelle
Sommers, into folding my library
into The Dance Library of Israel, for
which I was awarded a place on the
New York board. (No good deed goes
unpunished.)

Years later, The Dance Library of
Israel decided they wanted to pub-
lish The Art of Making Dances in
Hebrew, in Tel Aviv, and appealed
for money to the New York board. I
told Tel Aviv that we would happily
supply them with the money for the
publication of The Art of Making
Dances only if they called it in
Hebrew, Making Dances: You Know,
Like ‘Making Bread’.”

Vision

reviewed dance for the Jersey

Journal, in Jersey City, and,
eventually, for Channel 13/ WNET,
in the New York-New Jersey area.
I prided myself on giving better
coverage to dance than The New
York Times. If someone was dancing
en pointe in a bathroom in Brooklyn
between a Saturday matinee and
an evening performance, Patricia
Barnes and I were there. I wasn’t
a very good dance critic, but I was
insanely enthusiastic about what I
liked and occasionally funny, a rare
thing in dance critics. And, after
all, someone had to defend Gerald
Arpino.

I covered the early performances
of Meredith Monk. The look of the
audience at a Monk concert was
painfully predictable. Everyone in
Village, Hippie, beatnik clothes, lots
of gray and black. Most in black
turtlenecks, with torn jeans. The
only people in the audience with
coats and ties were Don McDonagh,
of the Times, and me. I'm pretty
sure what happened was at Monk’s
first concert. Suddenly a sensational

woman appeared in the audience:
She was dazzling in her modified
Marie Antoinette hair style, beau-
tifully made up and covered with
gorgeous jewelry, and in sequins
and bugle beads and Joan Crawford
Fuck-Me shoes, a sight for sore eyes.
Considering the rest of the audience,
she was a revelation. I asked George
Dorris, who knows everything, if he
knew who she was, and he said, “It’s
Meredith’s mother, she used to be a
band singer.”

Since I had a tough time figuring
out what Meredith Monk was all
about, I wrote about her mother and
how much joy it gave me to see the
genuine article: a girl singer dressed
and ready to go on. I went to a lot of
Meredith’s concerts, always hoping
her mother would show up; and, once
in a while, she did.

On Sunday, 21 February, I read her
obituary in The New York Times, and
I shed a few tears. Her obit was not
a big deal—just one of those paid-
for small announcements. “Audrey
Marsh Monk (1911-2009), a well-
known big band and radio singer
and the voice behind the Duz soap,
Muriel Cigar and Blue Bonnet Mar-
garine commercials.” I hope she died
with her Jimmy Choo’s on.

Patrick O’Connor, 84, was the
second president of the Dance Critics
Association. He was for 40 years ed-
itor-in-chief of a number of publish-
ing companies, where he published
Edwin Denby (three times) and many
other dance books. He retired from
publishing at 65 and become a ski
instructor for ten years. Books: The
Prayers of Man; The Monkees Go
Mod; No Poem for Fritz (poetry); and
Don’t Look Back, A Memoir. He cur-
rently writes a weekly column for The
Valley Mirror in Munhall, Pennsyl-
vania, and lives in Pompano Beach,
Florida, and Glendale, California.
patrick@mapplucia.com. ¢



CollectingHistoric Dance Photography

David S. Shields

ver the past twenty years,
OI have collected American

performing arts photography
of the early 20™ century—publicity
portraits and stills from silent
cinema, production shots and
portraits from Broadway and
vaudeville, and dance images. I did
so conscious that, (1) photographic
history has failed to engage
systematically with this very
influential body of imagery, reckoning
it commercial and instrumental,
and, (2) that photographs remain
the most concrete evidence of the
character of performance for each
of these genres—even silent motion
pictures, for over 80% of the original
films have perished. At first I sought
images striking for the glimpses they
provided of extraordinary performers
or famous performances. Yet, when
I attempted to find out about the
pictures—who took them, under what
circumstance, for what audience,
with what equipment—I encountered
a paucity of reliable comment. No
connoisseurship existed for most
of the camera artists. Some were
simply names with no biographical
information whatsoever. As a scholar,
I reckoned that I was as prepared
as anyone to undertake the task of
discovering the creators of this body
of imagery, of creating an archive,
and of considering what sorts of
alterations to our understanding
have been effected by such
photographs—alterations to our ideas
of the development of dramaturgy,
décor, and audience address in the
movies and on stage.

So I began collecting systematically,
seeking images from every working
photographer in New York, Chicago,
Kansas City, Boston, Los Angeles,
Philadelphia, and San Francisco who
portrayed players and dancers from
1900 to 1930. I combed the photo

Ziegfeld star Harriet Hoctor, photographed by

Edward Thayer Monroe.

morgues of newspapers and library
theater collections and bought thou-
sands of images from dealers and
from sellers on eBay. Simultaneously,
I gathered every scrap of information
I could about the photographers, their
businesses, their publication outlets,
and their most important projects. I've
always believed in sharing knowledge.
In 2007, I built a Web site, “Broadway
Photographs,” which profiled the work
of the 64 most significant photogra-
phers for the stage. [http:/ / broadway.
cas.sc.edu] I have also written a book,
scheduled to be published in 2011 by
the Harvard University Press, called
The Magic Mirror: Photography &
American Silent Cinema. But here I
want to discuss the portion of my col-
lection devoted to dance photography.
I did not build my collection with
an intention of illustrating particular
styles or traditions of dance, according
them an a priori importance. I tried
to collect whatever circulated in the
world of publicity or enjoyed favor in
the world of exhibitions. So my images
do not fix exclusively upon those
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traditions that enjoy particular favor
in academic dance history—the Rus-
sian ballet, Isadora Duncan’s Greek
Dance movement, modernist ex-
perimentalism, black vernacular and
stage dancing. They include exhibition
(ballroom) dancing, acrobatic dancing,
chorus kicking, and novelty stepping.
Indeed, what became apparent after
the images began to multiply was that
the world of stage dancing was much
more prominent, stylistically ramified,
and aesthetically experimental than
received opinion indicates. Indeed,
what one sees is a world whose dance
categories closely resemble the types
of dancing laid out in Ned Wayburn’s
1925 The Art of Stage Dancing—a
range of types, which distinguish
themselves from social ballroom danc-
ing by elements of choreography or
virtuosity that give them commercial
appeal: “Musical Comedy Dancing,
Tap and Step Dancing (Clogging),
Acrobatic Dancing, Exhibition Danc-
ing (Ball-room), Modern American-
ized Ballet Dancing.” The last named
includes all the best variety of ballet
dances, such as toe, classical, char-
acter, interpretive, oriental, folk, and
national, and covers Spanish, Rus-
sian, Greek, Javanese, etc.

One characteristic of American
stage dancing, in the period these
photographs represent, that distin-
guished it from classical ballet was
its elevation of personality projection
over characterization. “It is because
of this quality that the performance
of stars like Evelyn Law, Marilyn
Miller, Ann Pennington, Gilda Gray
and Fred and Adele Astaire leaves
a lasting impression. Every step,
every movement is designed to drive
home the characteristics of their
individuality. Even more important
than the actual dancing steps they do
is the manner in which they execute
them—the individuality which gives

(continued on following page)
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Collecting Historic
Dance Photography

(continued from previous page)

Evelyn Law, photographed by George Lucas of
White Studio, NY.

expression to all that they do. It is
the almost indefinable factor called
personality which lifts one out of the
ranks of the chorus and makes the
solo dancer.” Wayburn’s observation is
instantly confirmable by any reader
unable to recall the distinct character
features of Guy Holden, Huckleberry
Haines, Jerry Travers, Bake Baker,
Lucky Garnett, Petrov, Jerry Hal-
liday, and Tony Flagg—the various
personae Fred Astaire played in his
movies of the 1930s.

How does an acrobatic dancer
project personality? An image of
Evelyn Law by George Lucas, of
White Studio, NY, suggests how. While
vaudeville developed a tradition of
dancers “paying attention” to a par-
ticular part of their body in various
“dead leg” routines, or drunk “rubber
leg” comic vignettes (Leon Errol of
the Ziegfeld Follies was the great-
est practitioner), Evelyn Law doesn’t
make incapacity the reason for her
attention. Instead, her kicking leg
astonishes and pleases her with its
virtuosity, and she playfully admon-
ishes it for its ambition and daring.
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5
Studio, NY.

In acrobatic dancing, virtuosity is all,
and one projects personality in the
course of stage tricking by displaying
an attitude to what one is doing. The
face and the body play two characters
engaged in a dialogue.

Single images convey much about
style and personality. Bodies of
imagery reveal historical influences
and tendencies. When one gathers
images and information about the
early adherents of the Greek Dance
movement (figures such as Gertrude
Hoffman, Margaret Edwards, An-
nette Kellerman), their debts to
the ideology of the physical culture
movement—its messianic exhibition-
ism, its impetus to display exemplary
bodies—becomes strikingly clear.
Another thing that becomes apparent
is that the parodic spirit of Broadway
revues led to occasions in which danc-
ers tried on other styles for effect.

We think of Irene Castle as a central
figure of the exhibition tradition,
known for championing an elegant
line with her slender silhouette, en-
longated by dancing in heels. James
Abbé’s photograph of Castle dancing

Grouping from Michel Fokine’s Schéhérazade, with décor by Léon Bakst, photographed by White
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barefoot, a la Isadora, suggests the
extent to which the stage in the late
1910s and “20s operated as a free
play zone, where syncretic experi-
ments in stylistic fusion took place.
Perhaps the least esteemed of
such fusions today concern Ameri-
can classical ballet of the 1920s and
early ’30s (i.e. pre-Balanchine). This
style became a force in the wake of
Pavlova’s tours of the United States,
was galvanized by Diaghilev’s Bal-
lets Russes during its WWI visit to
New York, and was consolidated by
Michel Fokine’s and Adolph Bolm’s
residencies in New York to choreo-
graph Broadway shows, Met operas,
and revue dances. Florenz Ziegfeld
made toe dancing a component of his
Follies. Yet the Broadway producers
wanted a more acrobatic, extrava-
gantly gestured style than traditional
classicism. Fokine’s pantomimic nar-
rative met them half way. And Fokine
experimented—beginning in Aphro-
dite (1919)-with the sorts of presenta-
tions that had WOW moments. The
1920s stage featured a succession
of works choreographed by women



dancers—Gertrude Hoffman, Har-
riet Hoctor, Albertina Rasch—which
developed this syncretic Russian-
American style. The athleticism and
acrobatics of this style would have its
own influence on the Ballets Russes
in Bronislava Nijinska’s choreography
of Le Train Bleu, in 1924.

Certain dancers and choreogra-
phers developed profound collab-
orative relationships with certain
photographers. Gertrude Hoffman
with ex-actor Frank C. Bangs. Ruth
St. Denis with Arthur Kales and
Orval Hixon. Isadora Duncan with
Arnold Genthe. Albertina Rasch with
Nicholas Haz. Harald Kreutzberg

with Maurice Goldberg. Martha
Graham with Soichi Sunami. And
certain photographers made dance
their métier. Genthe had a particu-
lar love of participants in the Greek
Dance movement. Nickolas Muray,
the visual chronicler of the Bohe-
mian performance world of Green-
wich Village, loved the experimental
modernists. Perhaps the greatest of
the pre-1930s dance photographers
in range of interest, sympathy, and
capacity to distil the signature of a
performer was Russian-born New
Yorker Maurice Goldberg, who was
the staff photographer for Theatre
magazine through the 1920s and shot

much of the dance imagery published
then in The New York Times. This
great camera artist deserves a retro-
spective exhibition.

I believe it important that infor-
mation resources be made available
to those who would profit most by
contact with them. For this reason, I
have put 60 of the most resonant vin-
tage prints on long-term loan to the
dance department of the University of
South Carolina for classroom use and
display in practice spaces. I've invited
my colleague, Susan Anderson, head
of the department, to comment, below,
on how historical images play upon
the imaginations of students.

Photography ¢ Dance Pedagogy

Susan Anderson

he dance program at USC has
I a 34-year history of dance

instruction, which spans
the teaching of dance appreciation
as well as dance history, to a
population of approximately 3,000
undergraduate students per year.
The dance photo collection on loan
from Professor David Shields brings
60 historic dance images to the walls
and classrooms of the USC dance
program. These photos, by world-
renowned photographers, take dance
images and make of them an art
form. The halls and classrooms will
be adorned with images upon whose
artistry dance students are able to
stop and reflect.

The photos are of the highest qual-
ity and present dance from an artistic
perspective. A template will be de-
veloped in the near future to address
questions that the dance majors in
Performance/Choreography, as well as
in Dance Education, will research and
present in various courses, including
Introduction to Dance, Western Eu-
ropean Dance History, Contemporary
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The great Tamara Toumanova, perhaps in
Costume for Léonide Massine’s Choreartium.
Photographed by Maurice Seymour.

Dance History, Laban Movement
Analysis, and Choreography.

These images—which chronicle the
evolution of theatrical dance, from the
1920s through the ‘40s—document
the life force and rhythmic vitality of
this significant period. The photos of
Maud Adams, Isadora Duncan, and
Ruth St. Denis are used in choreogra-
phy class as well as in contemporary
dance history and. most importantly,
in the Dance Appreciation course,
which serves over 2,000 students a
year from the university at large.

The photos have already made a
great impact on the Dance Appre-
ciation students, who are primarily
non-dancers. Their course deals with
major figures in dance history as well
as with dance idioms and styles. The
curriculum includes a special session
on Musical Theatre, as well as dance
in Hollywood, with emphasis on tap,
jazz, and the glamour of photography
in dance. Professor Shields made the
decision to loan his collection to the
University Dance Program based on
the broad opportunity they provide
for us to use the images in multidisci-
plinary education.

David Shields is McClintock
Professor of Southern Letters at the
University of South Carolina. His
most recent book, The Magic Mirror:
Photography and the American
Silent Cinema, is forthcoming from
Harvard University Press.

Susan Anderson, Director of Dance
at the University of South Carolina,
was made the Governor’s Professor
of the Year and the Michael J. Mungo
Distinguished Professor in 2009. ¢
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Passing the Torch

Gelsey
Kirkland,
Prima
Ballerina,
Teacher,

at City Ballet
of San Diego

Sheila Orysiek

teven Wistrich, artistic
S director, and Elizabeth
Wistrich, resident

choreographer, of City Ballet of
San Diego know the importance of
bringing in extraordinary teaching
talent from the upper firmaments of
ballet heaven. These guest teachers
offer the students fresh ideas and
approaches to classical dance both
technically and artistically.

A prima ballerina is a rare jewel,
a lyrical prima ballerina the rarest.
Gelsey Kirkland was such a rarity.
Many who read this will have seen
her in The Nutcracker with Mikhail
Baryshnikov, which has been shown
on television since 1978. As a prin-
cipal dancer with the New York City
Ballet and American Ballet Theatre,
and as a guest principal dancer with
The Royal Ballet at London’s Covent
Garden, she inspired choreogra-
phers George Balanchine, Jerome
Robbins, Antony Tudor, and John
Neumeier to create major ballets for
her. Balanchine described her as a
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hummingbird.

Illness, injury, and personal chal-
lenges interrupted and shortened her
performing career. However, she has
since taught and coached, both in the
U.S. and abroad, and also set bal-
lets, such as a new production of The
Sleeping Beauty for American Ballet
Theatre, in which she undertook
the character role of Carabosse, the
wicked fairy, at some performances.

During the 1980’s I attended an
ABT performance of La Sylphide,
in which Kirkland was partnered
by the late Patrick Bissell. As the
Sylph steps through a tall paned
window and pauses on the sill, one
foot crossed in front of the other, her
hands delicately framing her face,
Kirkland brought to the moment the
kind of magic for which one attends
the theater; she gave living breath to
the mysterious grace of the ballets of
the Romantic Era. From that moment
she possessed the stage. One is re-
minded why the royalties of France,
Denmark, and Russia fell in love with
the ballet during the 18" and 19™
centuries.

On 30 July 2008, I was invited to
observe a class taught by the bal-
lerina who was that Sylph. Kirkland
permits no interviews, but simply
watching her teach was a treat. As the
class proceeded, she gave voice to the
thought process that had produced
the magic so indelibly impressed upon
my mind. Her commentary, along with
actual demonstration for the students,
opened up windows on how a balle-
rina internalizes and then performs
the character she is dancing.

THE SETTING

ity Ballet’s studios are entered
through — literally — a hole in
a wall located in an alley. While
climbing a flight of steep enclosed
stairs, there is no prospect of what
awaits at the top. But then another

PHOTO: PHOTOGRAPHER UNKNOWN

Gelsey Kirkland and Mikhail Baryshnikov in

Baryshnikov’s staging of The Nutcracker, for
American Ballet Theatre

world opens up — a warren of offices,
lobby, and studios, all overrun with
young people in various stages

of ballet attire; lots of bustle and
anticipation.

Approximately 30 dancers, inter-
mediate level and up, crowded into a
studio already sultry. The number of
observers was strictly limited with ten
chairs arranged around a front corner
of the room. Upon taking a seat, one
adheres to an unspoken protocol:
silence throughout the duration of the
class with no moving about to distract
the teacher or students in any way.
The class was two hours in length.

Steven Wistrich graciously intro-
duced Kirkland, welcoming her back
and complimenting her on the posi-
tive effect of her teaching in previous
engagements with City Ballet of San
Diego. The ballerina is a petite lady,
an inch or two above five feet, with a
surprisingly strong voice, which easily
cut through the sounds of the piano as
well as the sound of jumping bodies
responding to gravity. She was attired
in a long-sleeved white shirt, which
had been put on over a black top, and



loose black trousers, which draped
over the tops of squared-off, clunky
black shoes, like heavy-duty walking
shoes—making it impossible to see
much of anything of her feet. Except
for that white shirt, everything else
on her was black, black, black.

However, this sublime dancer could
not be hidden by her everyday cloth-
ing. I could easily discern the regal
ballerina in a white tutu, dancing Bal-
anchine’s Theme and Variations with
Baryshnikov to Tchaikovsky’s sweep-
ing music. The Sylph of La Sylphide
was there, too. The way she stood, the
direction of her eyes when she moved,
the grace of her arms, the flow of that
grace into her fingers: had she been
fully veiled, that grace would have
shown through. Nothing could hide it.

Performing is about preparing
oneself to communicate with an
anonymous audience. Teaching is
about—all about—communicating
one on one, from teacher to student.
For a prima ballerina to make the
transition from one state to the other
is to turn herself inside-out and find,
within, a new persona, a new vehicle
through which to communicate. For
the student—no matter the level of
accomplishment—Dbeing under the eye
of a legendary ballerina is daunting.
One is constantly tempted to simply
stop and watch; when such a dancer
teaches, it’s a ballet.

Kirkland presents the most lyrical
ballet class I've seen in a long time.
She continuously emphasized the
coordination—she called it “organiza-
tion”—of the hands, fingers, direction
of gaze and inclination of the head.
Most ballet classes—and therefore
most ballet students—are very much
caught up with degree of turnout, leg
extension, height of jump. And, while
this is necessary to an extent, it is not
the final goal. To Kirkland, movement
isn’t dance until the eyes, arms, and
fingers dance. She puts the beauty
back into the art form, gives it the

importance it originally had. Though
her own dancing was technically as
perfect as one could get, she obvi-
ously considered that secondary to the
element of living beauty that is the
imprimatur of a true classical lyrical
ballerina.

KIRKLAND’S WORDS FROM THE CLASS

“Create a world for people in the
audience.”

“Plan ahead to look where you
want the audience to see.”

“Eyes and fingers open at the
same time. Open out the space
around you.”

“Look like you are looking at
something amazing, and every-
one will want to know what it is.

“See a light at the end of a
tunnel.”

“Your fingers are like your eyes.
they have to ‘see’, too.”

“The hand-eye relationship is
like a beautiful mystery.”

“Your spirit has to come through
your arms.”

“Draw the line with your
fingers.”

She did not neglect technique,
but placed it within the context of a
support for the dance, rather than
the ultimate goal of the dancer. “Line
of sight” was dissected into various
diagonals (left/right, lowered, erect,
lifted), but as important was that the
eyes be open—seeing, truly seeing—
and therefore engaging the audience.
When she demonstrated—no
matter the tempo—she presented
a complete picture, her eyes open,

her spirit coming through her arms,
her fingers, defining space. For those
students able to incorporate her ideas,
the result was striking. Suddenly,
they weren’t simply dancing: they
were alive and dancing.

THE CLASS

efore the first plié, Kirkland set

the opening of the arm, adding a
lyrical element to the usual path of
bras bas, to devant, to a la seconde. It
was only when this was achieved that
she went on to set the plié exercise.

In tendu, she stressed separating
the parts of the foot as it stretches
out from, and then returns to, one of
the five positions: “Massage the floor.
When you extend into tendu, be a
lion with a big claw.” She explained
that the reach of the arm from the
rounded devant to allongé is not so
much a straightening of the limb as a
“stretching out of the fingers.”

The second tendu exercise included
instruction for a “diagonal line of
sight” for the eyes and for inclinations
of the head—right/left, up/down, front,
effacé/écarté—with corresponding
arms. Thus, she added to the head po-
sitions of the Cecchetti School (lifted,
erect, lowered, turned and inclined)
three different levels for line of sight.

She wanted balance tested by
letting go of the barre in the dégagé
(battement glissé)-pas de cheval
sequence, but her continuing empha-
sis throughout was on “line of sight.”
Some students began immediately
incorporating this important element,
but others remained glued to their
images in the mirror. One shouldn’t
therefore assume that the instruction
was lost; it may simply have taken
time for the student to understand
and then to be physically able to
incorporate it. In the rond de jambe a
terre and en l'air, she wanted balance

(continued on following page)
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Passing the Torch
(continued from previous page)

checked as each rond was completed—
a splendid idea.

None of the exercises—either at
barre or in the center—was complex
in composition. The complexity and
the challenge were in her insistence
on a total picture, her planning ahead
the choreography for the head, arms,
fingers, and eyes.

She also varied the tempo at which
this all occurred: sometimes the arms
flowed from position to position and
sometimes flashed into an explosive
finish.

She discussed the “primary focus”
when in balance: that is, the body’s
being “organized” with a slight open-
ing of the ribs, while the navel is
pressed against the spine.

In fondu, she demonstrated the
timing of the working and supporting
leg—their opening and closing togeth-
er—an often overlooked component in
this particular exercise. In fact, it is
this element that makes this exercise
valuable. In addition, as with every-
thing—everything—Kirkland wanted
all the port de bras, head inclina-
tions, and corresponding line of sight
planned out and shown.

She also spoke about “having some-
where to go.” If the head is constantly
lifted, it can’t go up higher. However,
if it starts down, it can move through
many degrees before reaching its
final height. This is true of the arms
as well, which she demonstrated in
port de corps: going front, recovering
to vertical, and then, instead of going
straight into the backbend, moving
forward a little and then bending
back. This adds a lyrical move-
ment and becomes a dance, rather
than merely a back stretch at the
barre.

The adagio was a study in effacé
and écarté, which opened new pos-
sibilities for the choreography of arm/
head/eyes/fingers. She constantly re-
minded the dancers to plan ahead—to
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pick their focal points—but wanted
this done with subtlety.

Her instruction in the flow of
energy continued into the leg stretch,
heel in hand, at the barre segment:
“Drive the energy down through the
supporting leg.”

Kirkland corrects the class fairly
extensively between right- and
left-side executions of the exercise.
Though corrections are given to the
group, rather than to individuals,
she praises both. The class is a posi-
tive one; I didn’t hear any negative
admonitions.

The center began with a lyrical
adagio and the visual instruction,
“As you extend the leg, scoop out the
energy.” Added to previous comments
concerning “line of sight” was: “When
you move, the focus moves.” Adagio
was followed with a tendu. Many
teachers use this order of progres-
sion in the center, but it is not one I
understand. It seems to me that, just
as at the barre, the sequence should
be tendu first and then adagio.

She suggested using a stretched
rather than a curved arm in front as
preparation for pirouette. Barysh-
nikov, she told the class, turned with
his arms en bas, using only his chest
for power. The pirouette exercise
she set combined en dedans and en
dehors, ending in fifth position (a
more difficult way to finish), rather
than in fourth. She wanted the hands
to continue the movement after the
pirouette, finishing the picture after
the legs had come home: “One arm
opens the door to the pirouette; the
other arm closes the door.”

Center continued with a gallop,
en diagonal, of chassé coupé; a quick
tempo of petit jeté; and then chassé
coupé entournant en l'air, followed by
a study in sissonnes.

As Kirkland demonstrated each
sequence, albeit not fully executing
the movements with the legs, the

enchainement were fully realized in
the presentation of her head/arms/
eyes/fingers, like a Mozart sympho-
ny—fully realized at birth: complete.
Class continued with a grand allegro,
including grand jeté, temps de fleche,
and grand assemblé. In the temps de
fleche, she drew attention to the slight
backward inclination of the upper
torso.

Class finished with a port a corps
front and back and a révérence fol-
lowed by well-deserved applause from
students and observers.

Sheila Orysiek has been involved
with the ballet for over 40 years as
a dancer, teacher, coach, lecturer
and writer. A frequent contributor
to DCA News, she writes for Ballet.
co.uk (under the pen name “Anjuli
Bai”) and is dance columnist for the
SanDiegoJewishWorld.com. She can
be contacted at ORZAK@aol.com. ¢



Books

Tell Me How You Started Dancing

Thomas F. DeFrantz

11 of the literary arts change
oner time, buoyed and directed

by emerging technologies
of mass reproduction and other
publishing shifts; and writers learn
to follow suit or be left out. Dance
writers experience these transitions
of means and fate with various
successes and frustrations. Some find
ways to blog, while others look for
teaching opportunities, which allow
us to stay connected to dance and the
movement arts. Pacing is everything
in these revisions; inevitably, it seems
we have to speed up our activity to
stay involved.

Recent offerings confirm that
publishing houses, too, find ways to
stay current and produce work that
is saleable and possibly quick to
make. The celebrity interview is a
tried-and-true fast offering, one that
will surely find some sort of audience
before relegation to the remainder
table. It may seem that compilation-
interview books live in that murky
space where no one really has to be
responsible to anyone in particular.
The publisher can defer to the editor
to choose interesting subjects; the
editor defers to the celebrity to say
something interesting; the celebrity
defers to the editor to make her sound
worthy of the already-conferred celeb-
rity; the editor defers to the publisher
to make the book look good. The book
doesn’t have to answer any particular
question or tell any particular story
that helps readers understand a his-
tory of dance. As often as not, dance
celebrities tell the same story again
and again to all the writers who come
seeking the basic interview material:
How did you get started in dance?
Who were your first teachers? What
do you have to say to young dancers?

It isn’t that these questions aren’t
worthwhile or of general interest.

Surely these compilations of stories
fill a publishing niche that keep dance
books in production. But a steady diet
of relatively undigested first-person
storytelling can start to feel like the
modern publishing equivalent of real-
ity television shows.

HHEXXXXX

hotographer Rose Eichenbaum

has released two interview
books within five years: The Dancer
Within: Intimate Conversations
with Great Dancers (Wesleyan
University Press, 2008) and Masters
of Movement: Portraits of America’s
Great Choreographers (Smithsonian
Books, 2004). Eichenbaum’s
compelling portraits offer artists
in various states: relaxed, posed,
dancing, goofing, staring defiantly,
looking joyfully. Eichenbaum tells
her readers that she composes these
books to be close to the art form that
she loves; her diverse subjects offer
something for anyone interested in
pretty much any genre of Western
theatrical dance. Edited by her
brother, Eichenbaum offers smooth,
readable texts to accompany each
portrait. She allows herself a place in
the stories, casting herself as a sort
of a historian’s apprentice curious
about the lives of the celebrities she
interviews for her own edification. At
times, she lets her subjects simply
divulge information, as in the chapter
where Lori Belilove talks about the
teachings of Isadora Duncan. But
mostly, Eichenbaum captures the
dancers’ oft-told stories of romance
with an art, nurtured by teachers who
ignited their passion years ago. Look
for Shirley MacLaine, who hounds
Eichenbaum to talk about herself
more and ask trite questions less, and
Jacques d’Amboise, who seems to be
genuinely interested in Eichenbaum’s
dancing past. Eichenbaum tells

d’Amboise that she started dancing
in Rose Gold’s modern class in

high school; we later learn that she
continued to study dance at UCLA.
The other subjects in Dancer Within
are Yuriko, Barrie Chase, Ethan
Stiefel, Leslie Caron, Fernando
Bujones, Leonard Crofoot, Cynthia
Gregory, Dudley Williams, Mary
Hinkson, Bill Evans, Brenda Bufalino,
Chet Walker, Donna McKechnie, Mitzi
Gaynor, Joe Tremaine, Chita Rivera,
Russ Tamblyn, Rita Moreno, Natalia
Makarova, Mikhail Baryshnikov,
Liza Minnelli, Joel Grey, Ben Vereen,
Rasta Thomas, Marine Jahan, Robert
La Fosse, Gemze de Lappe, James
Mitchell, Paula Kelly, Martine van
Hamel, Desmond Richardson, Jean
Butler, Peter Boal, Marge Champion,
Eiko and Koma, Julio Bocca, and Mr.
Wiggles.

Subjects of Eichenbaum’s earlier
book, Masters of Movement, come
with evocative chapter titles, like
“Donald McKayle - Dance Aficionado”
and “Carmen de Lavallade - Vision
of Loveliness”; but that collection
enjoys a similar format and quality of
interest. Dancers represented there:
Fayard Nicholas, Graciela Daniele,
Edward Villella, Susan Stroman, Eliot
Feld, Bella Lewitzky, Helgi Tomasson,
Onna White, Gregory Hines, Michael
Kidd, Toni Basil, David Parsons, Pi-
lobolus, Anna Sokolow, Mark Morris,
Ann Reinking, Vincent Paterson,
Debbie Allen, Dee Dee Wood and
Marc Breaux, Katherine Dunham,
Gus Solomons jr, Patricia Birch, Rob
Marshall, Sophie Maslow, Jose Greco,
Tommy Tune, Luigi, Judith Jamison,
Dwight Rhoden, Garth Fagan, Mer-
edith Monk, Moses Pendleton, Lar
Lubovitch, Murray Louis, Mary An-
thony, Bill T. Jones, Elizabeth Streb,
Rennie Harris, Cholly Atkins, Alex
Romero, Kenny Ortega, Paul Taylor,

(continued on following page)
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Tell Me How You
Started Dancing

(continued from previous page)

Lynne Taylor Corbett, Eleo Pomare,
Christopher Wheeldon, Grover Dale,
Mia Michaels, Alonzo King, Cleo
Parker Robinson, Donald Byrd, Alan
Johnson, Glen Tetley, Doug Varone,
Ronald K. Brown, Daniel Ezralow,
Anna Halprin, and Russell Clark.

EXEXXXX

Interviews that Katja Kolcio
conducted with the founders of six
dance organizations form the core of
Movable Pillars: Organizing Dance
1956-1978 (Wesleyan University
Press, 2009). The outgrowth of a
project initiated in 1998 by Marilyn
Dantz and the American Dance Guild
to make historical sense of Y2K,
the project counted the ADG, the
Congress on Research in Dance, the
American Dance Therapy Association,
the American College Dance Festival
Association, the Dance Critics
Association, and the Society of Dance
History Scholars as its subjects. The
interviews were published separately
as Branching Out: Oral Histories of
the Founders of Six National Dance
Organizations during the 2000
Dancing in the Millenium mega-
conference in Washington, D.C.; for
this volume, Kolcio has added a long,
contextualizing essay and re-edited
the interviews to fit her current goals.

Here, readers find the basic infor-
mation of how these organizations
were formed, who knew who for
how long before they started work-
ing together, and what each group
hoped to do in their fizzy first years
of incorporation. (Note that much of
this information is freely available on
the Web site for each of these still-
operating groups.) The years of the
title refer to the span during which
these six national dance organizations
“became a forum for the investiga-
tion of intelligent bodily practice,”
with ADG leading the way and SDHS
bringing up the rear.

Kolcio seems to want the
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information she assembled for the
earlier project to feed directly into her
new thesis, that “the founding of these
groups marked a new period of col-
lective action in dance and . . .helped
position dance as an autonomous and
significant intellectual discipline.” I
wouldn’t argue against organization
as a mode that can raise visibility and
viability in the marketplace, but I do
cringe a bit when the author claims
her book to be “the first to focus on
the development of dance from the
new vantage point of its national
organizational structures, and the
first to contextualize and articulate
the founding of these six organiza-
tions between 1956 and 1978 as a
distinct moment in dance history.” I'm
not sure how 22 years constitute a
“moment” in history, or what might be
gained by being the “first” to construct
a various grouping of organizations
and call them a unit.

Kolcio’s contextualizing essay—
which constitutes the first half
of the volume—avoids academic
jargon but still somehow trades in
dissertation-style high-handedness:
“Within modern dance, ‘bodies’ may
be conceived in various ways: unitary,
essential, socially constructed, instru-
mental, universal, communal, sacred.”
Kolcio claims no preferences in the
lists she compiles, so these various
“bodies” are rendered equivalent and
somewhat indistinct in the text. Kolcio
engages social and cultural theory
to validate her call for the volume’s
importance: “By this definition modern
dance also includes the various efforts
of dance organizers, activists, and
scholars to promote an episteme that
embraces creativity and physicality
as modes of cultural and intellectual
production.” She refers to a Cornel
West essay from 1990 to engage then-
current cultural politics of difference
to write about race in the founding of
these organizations. But she never
lets on why she doesn’t include, say,
the International Association of

Blacks in Dance among these pillars
of dance organizations. This omission
cuts deeply: For college students en-
tering the dance professions, Kolcio’s
book gives the distinct impression
that only these six organizations are
worth sustained inquiry to construct a
history of dance in the academies. Ob-
viously, this is not true at all, and an
expansive editorial vision might have
included voices from the margins to
limn a more layered and unexpected
portrait of how dance has organized
itself.

All that said, the interviews them-
selves compel, in some part because
they include less-quoted voices and
offer a clear sense of how fluid mem-
bership in these various organiza-
tions proved to be. Some unexpected
information pops out at times, as in
Carolyn Bilderback’s reference to the
interracial Harlem dance and the-
ater company directed by Georgette
Schneer in the early 1950s. For the
most part, though, the interviews read
like confessional sessions by the vic-
tors in a competition to do something
about dance beyond its practice. The
interview subjects include Carolyn
Bilderback, Carole 1. Binswanger,
Fanine Isquith, Erna Caplow Lindner,
and Bernice Rosen (ADG); Jeanette
S. Roosevelt and Patricia A. Rowe
(CORD); Sharon Chaiklin, Beth Ka-
lish-Weiss, Catherine Hamilton Pas-
ternak, and Claire Schmais (ADTA);
Jeanne Hays Beaman, and Adam
Pinsker (ADCFA); Deborah Jowitt and
Marcia B. Siegel (DCA); and Selma
Jeanne Cohen, Constance Kreemer,
and Genevieve Oswald (SDHS).

FEREEXXXX

he University Press of Florida

continues to publish texts on
ballet and its pedagogies. Dean Speer
has edited On Technique (University
Press of Florida, 2010), an interview
compilation of teaching methodologies
and opinions. Here, for each subject,
a couple of photographs, a swift



biographical note, and responses

to the same questions about how to
teach ballet constitute the entirety
of the offering. If these questions or
the subject list interests you, then
this volume will as well: “What is
technique? How might one define it?
How does one impart it? Is there a
difference between technique and
skill? What do dancers need to learn
to master technique? What part do
interpretation and presentation play
in acquiring a good solid technique?
What should a good teacher be
expected to do? What are the
challenges that students most often
encounter? What are the challenges
that teachers most often encounter?
How do you bring the families into
it? What does a good class look like?
Who were your favorite teachers
and how did they help you? How is
teaching evolving?” The teachers
interviewed are: Ben Arnold, Gwenn
Barker, Damara Bennett, Peter Boal,
Yvonne Cartier, Karen Gibbons-
Brown, Gloria Govrin, Cynthia
Harvey, Finis Jhung, Roni Mahler,
David Moroni, Dennis Nahat, Nina
Novak, Francis Russell, Martin
Schlipfer, Gina Sinclaur, Sally
Streets Nichols, and Dean Speer.

As with any interview project, the
“nuggets and treasures” predicted
by Lynn Wallis in a foreword emerge
as interesting turns of phrase and
occasional bits of unexpected factual
information. I don’t know whether
author Speer spent years compiling
his texts, or only the few months
that an electronic survey might have
required to produce these responses.
But compilations like this can be
quick to read, and, in a rush, can
inspire us all to keep going, confident
that others have found ways to
persevere in motion. ¢

Books Received

Behind the Scenes at Boston Ballet
by Christine Temin and Wally
Gilbert, University Press of Florida
2009.

Competitive Irish Dance: Art, Sport,
Duty by Frank Hall, Macater Press,
2009.

Hippo in Tutu: Dancing in Disney
Animation by Mindy Aloff, Disney
Editions, 2008.

Musical Theatre Training : The

Broadway Theater Project Handbook
by Debra McWaters, University
Press of Florida, 2009.

On Technique by Dean Speer, Uni-
versity Press of Florida, 2009.

Site Dance : Choreographers and

the Lure of Alternative Spaces by
Melanie Kloetzel, University Press of
Florida, 2009.

Tap-Dancing America : A Cultural
History by Constance Valis Hill
Oxford University Press, 2010.

When Men Dance : Choreographing
Masculinities Across Borders. Edited
by Jennifer Fisher and Anthony
Shay. Oxford University Press, 2009.

The Wicked Waltz and Other Scan-
dalous Dances: Outrage at Couple
Dancing in the 19th and Early 20th_
Centuries by Mark Knowles, McFar-
land, 2009

FEREEXEXX

Review a book for the DCA News!
If you'd like to write about a recent
publication, contact Thomas F.
DeFrantz at defrantz@mit.edu

r————-— - - - - Y Y/ /T /1
C' / 6 X Register Now! |
l onjerer Ce]u y 10-1 For these conference rates, send form and fee by 7/1
| Dance Critics Association Sessions (check | Member WDA | Affiliate Non- |
| Name package) and/or DCA Member ** member |
| Affiliation DCA $100/ $75*% $125 $150 |
Address DCA Daily Rate | $70 $85 $105
| City DCA & WDA $250/%225* | $310 $375 |
| *** See below for eligibility. |
State ZIP .
| Renew or Join DCA |
Phone (s) Membership is fully tax-deductible by law.
| Email V = Professional (voting) $50 |
. f A = Associate (anyone interested) $50 |
| Renew or Join (see chart for rates) .................. $ S — Student or Senior * o
| Check Enclosed /Total .......c.ovivviiiiinininininnn $ | = Institution $75 |
Credit Card # B = Benefactor $100
| Outside US (please add postage) $15 |
Expires (mo) (yr) Code
| . * Students and Seniors must enclose a copy of ID. |
Signature ** Members of these affiliate organizations are eligible for the dis-
| Please clip and mail completed form with fee to: Anita King counted conference fee: Society of Dance History Scholars, Dance |
| DCA Administrator, 1826 Pioneer Drive Sewic.kley PA 151'43 Heritage Coalition, American Dance Guild, Congress on Research |
! ! ! in Dance, and Dance Films Association.
L - - 1
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| Membership Dues

 Join or Renew Today!

DCA is an international non-profit organization that relies on tax-deductible contribu-
tions and membership dues. Member categories include student, senior, voting, associ-
ate, institutional and benefactor. Voting Membership (regular and senior) is reserved
for dance writers. Benefits include DCA and related conferences, and a powerful inter-
national networking tool. Student rates are applicable through the first year following
graduation. Please include a copy of student identification. Limited membership fee
assistance is available by request, based on need.

DCA Board of Directors 2007-2009

Robert Abrams, NY
President

Robert Johnson, NY

Return to: Anita King, DCA Administrator, 1826 Pioneer Drive, Sewickley, PA 15143 Vice President
D Lille, NY
[ Voting [$50] [ Institution [$75] Contribution awn LIte
Treasurer
[J Associate [$50] [ Benefactor [$100] General $
[ Senior (voting) [$25] Parks Scholarship $ Joel ;obenthal, NY
] Senior (non-voting) [$25] Total $ ecretary
[] Student [$25] Tom Borek, NY
Name Kena Herod, QB
Address Sandra Kurtz, WA
City State 71 Alastair Macaulay, NY
Carmel Morgan, DC
Phone/Fax E-mail

Writing Affiliations Join the DCA Newsletter Committee!

E-mail Robert at dca@robertabrams.net
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Dance Critics Association
POB 1882
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New York City, NY 10011

24 [DC/INews | Spring 2010



