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Beginning in the December Issue—

W y (914 emories
of CMaurice

Fabulous Salary; Maurice, B
Who Danced on the y

World’s Most Fash-
orable Floors; Who _ ELEANORA AMBROSE
MAURICE

Lived in an Aura of
Glamor and Ro-
mance, but Who
Was a Pathetic, '
Unhappy Figure to
the One—His Last
Partner—Who Knew
Him Best

The

Intimate
s 0 VS N Stoty

SR R s Maurice

by

His
Widow

My Memories of Maurice
will appear in four in-
stallments, beginning

with the December issue

Eleanora Ambrose and
Maurice as they appeared
awhen danang together

Place your order now for the December issue of THE DANCE MAGAZINE on the news stand November 23rd.
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@4 VERITABLE MECCA for those intent upon the art

of Dancing—the Cortissoz School has lately assumed a
new prominence. Amid harmonious surroundings—an atmos-
phere dignified and placid —every incentive is given Pupils,
Teachers and Professionals to bring to fruition their deepest
hopes of success. Enchanting vistas of aesthetic accomplish-
ment are opened to Teachers receiving additional trainingunder

‘ such finished masters as are alone to be found at Cortissoz.
i Al

GAVRILOV-—animated by a LENORA, of vibrant personal-
single-mindedness of purpose, this  ity, has won wide fame as a
true Master of Creative Stage  wonderfully successful Tiller solo
Arts brings to his Classes the dancer and instructor. She pro-
keen perception, the high intelli-  duced the first troup that went
gence and the superb technique out on the Publix Circuit.
which have given him inter- Lenora will conduct classes in
national acclaim. Gavrilov will Musical Comedy Specialties and
personally direct Ballet, Panto- Ensembles, for which she is
Gavrilo mime and Dramatics. unexcelled.

L
Lenora

)

During the Season, Gavrilov will stage the Ballet Moderne to be presented both in 0
| Philadelphia and New York. Promising Cortissoz pupils will compose the Ballet, |

-

VERA STRELSKA, Premiere
Danseuse of the Philadelphia Civic
Opera, will dedicate to the Ballet
Department the wealth of her experi-
ence. Opportunities rich in scope are
to be had by all those coming in con-
tact with the talented Vera Strelska.

JACK MANNING, accredited with
paving the way to the splendid reali-
zation achieved by many dancers
whose names are blazoned forth along
Broadway today, will teach Tap
Dancing and Syncopated Rhythm.

Fera Strelska Jack Manning

JUAN de BEAUCAIRE teaches E. K. BROWN, the Director of
the glamorous, romantic Dances the Cortissoz School, and staff,
of Old Spain with all the witch-  will instruct in Ballroom Dancing
ery of the True Spanish Dance and in many interesting variations
that has never lessened in appeal of the Tango, both Argentine

‘k to a beauty-loving public. and Parisienne.
| i s m——
Juan de Beaucaire Gavrilov is now Ballet Master, and Vera Strelska, E. K. Brown
: Premiere Danseuse, of the Philadelphia Civic s _ .
1 The rates prevailing O]‘)L‘T{L The Ballet will be selected f rom the ‘ Write for brochure ;
for these courses professional classes of the Cortissox School. ' giving detailed
are moderate, information.

CORITISSO~SF

SCHOOL *» OF » DANCING

1520 CHESTNUY ST. PHIILA, PHONE LOCUST 3192



The Dance Magazine November, 1928

P.and 4.

At an outdoor performance given this summer at the Lewisohn Stadium,
New York, Anna Duncan, at right, appeared with her group of dancers

| T GO e
In the
‘ o O . |-\ | . I e E . I-\ | . I . S NEXT ISSUE‘
; Y MEMORIES 'OF
‘ VOL. 11 NO. 1 MAURICE, by Eleanora Am-
. brose Maurice, widow of the world's
i ) greatest ballroom dancer. This
Rosita and Ramon (Art Page) . . . . . . . . . . . . . . 10 absorbing account of the career of a
The Protection of Dance Compositions . . An Editorial by Richard Hoyt 11 sad romantic figure will appear in
The American Ballet Today . . . . . . . . . . Michel Fokine 12 the next four issues.
Vaudeville Preferred g7 e o Paub ReoMblton 13 Oriental Dancing, by Ruth St.
What Can Sound Pictures Do for Danc.ng" .+ . . Catherine Nevins 16 Denis. Thls. is the second in .the
Nitza Vernille (Art Page) 3 el 0o Soetie Aner o
a8 AN T R B CEY R o e G LT Public, the first of which by Michel
Speeding Up the Show . . « « « « « « Seymour Felix 19 Fokine appeared last menth. In this
Black Narcissus Blues (Dance Routme) LT e . Vannessi 20 Miss St. Denis, the world’s foremost
As 1 Saw Isadora Duncan . . e ) Mana Theresa 22 gpone“ﬁ of ;he ‘3}1]1!“33 art of ihe
Stage Door . . . e TR SR R DR Whalter Woanchelll (2 8L, fells what (LS. Country as
g 3 4 done in receiving the dances of the
Tribal Dances of Tahm i et et L e SRS o Fred i Tiox 0l distane Otlent
N.ew Yotk sOwnNimbleHeels . . . . . . . . StuartPalmer 27 Society Steps Out, an article by
Little Miss Runaway: = - oo o0 - = = e eeos o ow Grace Perkims 28 Harold Seton, intimate of New
Gree'Spotlight Picked'@ut—=" .0 . Ul Ll L SRS g York’s most exclusive set; in which
Does Handwriting Reveal the Dancer? . . . . . . . Louise Rice 31 grecgunted “ﬁ‘thof‘?n"el_y th; p]qrt
The Truth about Nijinsky (Part Two) . . . . . James G. Dunton 32 at dancers have played in the life
Nina P Our Diciina W Ibhe Rober of the Four Hundred.
ina Payne, Our Dancing Envoy . . . . . . . Adolphe Roberts 34 Dancing as a Spectacle, by Cecil
Backbends and One-Arms for Health . . . . . . Theodore Orchards 35 B. De Mille. Why is dancing so im- -
The Daticersof Variety . « « o« v tw io o o o Nichael Bvans 36 portant in those glamorous, lavish :
Black and Blue Notes . . . R M e SY Rl Teinte A8 ﬂ'lshbagks for which De Mille is
Nickolas Muray Looks at the Dance N gt b e S IR S S e a0 famous? He will tell you himself. |
The Shows Reviewed Rockwell J. Graha Nestornib W SRR Beaid
S 2t O LR S Bt R L toe-dance by Patricia Bowman, ||
The Music Mart . . . w w4 v s oo RayPeking 41 premi¢re danseuse of the Roxy !
Catching Dancers with the C":mer'l S et e e St B lise IVEdvetisy s Theatre, New York, and on the
The Dancing Masters of America Convene . . . . . . TheEditor 44 cover will be Ann Pennington.
Studentand Studio L e 0 o) e Sl STt R S Rachel Moss 45 —
Pifty Yearsof Dancing . . . . . . - <« . . . PhlipPhillips 48 RUBLISHED MONTHLY BY THE DANCE ‘|
BCHU'CY : . . . . . . L ' . . = . 4 : L Mﬂr;m’y M{.HSOTI 51 I('!‘rvmr':] ﬁﬂlt;s 1926 Broadway, N. iﬂll"-‘l .ﬂl'l .
Meyer Dworkin, President; Frances Cone, Sccre-
sary: 1r:l‘1lc”l krnnr;ly. I\?rm{:{rcrk {‘t]d‘\lftr(tjmm.
li} ton Ave o
4 ’ g f\)nl:\:? J}'}d\oﬁférﬁg(]:\é;ﬁu;rh L?:h{:;;:l()mlfc ?EN |
CO‘T,’;’?' Dfﬂgﬂ—‘Pd‘nfed by ?ed‘ﬂ O'fdbdm dﬁﬂ a Pb"mgrapb :\p:"l!:_ 1'.\’;‘[]:1& i’:.lg)hahmg & ];::i’i"uun:{omi’(‘!g’: !
I8 Bride Lane, London, E. C. Entered as Second
of Evelyn Law Class Matter, Nov. 23,1935, at the Post Office at |
New \n\rlili\ Yl under 111;.‘ Ac 1an 1\;;1‘.] 3, 1879, |
Additional entry at Dlunellen 3
e Y right, 1928, by The Dance Publishing Corp.,
Comrwuiors are especially advised to be sure io a copy of their contributions; othersoise they are taking an unmecessary hiew .1\ ATk Bﬁﬂ%ﬂﬂkh :,I:{:I;nreﬁ::.,l_.? A (.r:nt
rick. Every possible effort will be made in our organization (o return unavailable manuscripts, pholographs and draw- Price 35 cents per Copy; Subscription price $3.00 4
ings, but we will wot be responsible for any loises of such matter contrib hited. vear in the United States and its possessions; also
Canada, Cuba, Mexico and Panama. All other
W countries 3400 a year.
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The Correspondence
Department

A Limbering and
Stretching Clasa

A
ClaAeroba g

you to Stardom.

HE famous Ned Wayburn Studios,

I with 23 daily classes in all types

of modern stage dancing, is a
testimonial to the 1;1:1:15.', g(‘tlius of the
man who staged the best editions of the
Ziegfeld *‘Follies” and over 600 success-
ful musical productions and who,
through his broad experience, devised
the simple, understandable, quick,
result-producing method of training
stage dancers.

It is NOT the aim of Mr. Wayburn
to train chorus girls, but to develop
competent solo dancers fitted for Star-
dom. His method develops personality,
poise, beauty of figure, bodily health,
stage confidence and imparts a thorough
knowledge of the fine points of stage-
craft upon which all stars depend to hold
their audiences.

Mr. Wayburn’s great genius for
organizing, has developed his Studios
into a perfectly functioning unit. It is
divided into numerous departments,
each in the hands of experts who work
directly under his constant supervision.

The Limbering and Stretching (con-
ditioning demr(ment)—-, r. Wayburn ori-
ginated this physical process to quickly proportion
and put lis pupils into a condition upon
which to build their dancing careers. Under this
dcpnnmrn( also come all work in reducing and
butlding up.

Acrobatic Department—This department
trains the pupils in all types of acrobatic dancing,
from the simplest to the most advanced tumbling
tricks that can be combined in a dance routine.

Tap and Step Dancing Department—A
department divided into various grades of w
beginners—advanced—semi-professional and pro-
fessional—in which the absolutely untrained and
unexperienced beginner can master the most
advanced Tap dances

Musical Comedy Dancing Department
islikewise divided into four grades covering every
conceivable type of musical comedy dancing.

Ballet Department—Divided into three
rrades, teaching the Ned Wayburn Americanized

Jallet Technique and all types of classical and
toe dancing.

tharacter Dancing Departmen t—This
division of the ballet training covers Character
Dancing, National Dancing, Folk Dancing,
Asthetic Dancing, Jazz Toe Dancing, etc.

Exhibition and Social Ballroom Danc-
ing—This department specializes in all types of
dancing for the ballroom as well as in the most
acular tvpe of exhibition and adagio work
for clubs and stage

Engagement Department through which
pupils may secure theatrical engagements, free
of charge, with reputable managements that
meet Mr. Wayburn's high standards. ‘This
department also assists pupils to find employment
which helps finance them during their training
period,

Home Study Department through which
clearly illustrated and described dance instruc-
tion is sent through the mail to all parts of the
world. Mr. Wayburn’s course makes it possible
for anyone, anywhere to prepare for a stage
career.

A
Dancing ¢jf! e COmed,

Musica;
¥

Third Floor Corridor to Engagement

Dept., Advertisement Dept., Art Dept.,

Home Study and Printing Depts., Dress-
tng Rooms and Pricateé Studios.

Stage Make-up Department in which the
pupils secure instruction in make-up for modern
stage lighting and are taught to make the most of
their features.

Publishing Department—Here Mr. Way-
burn’s book “The Art of Stage Dancing,” the Ned
Wayburn News, the Ned Wayburn Health and
Beauty Course, illustrated dance routines
practice phonograph records, music, catalogues
and other literature for those interested in stage
dancing are published.

Advertising Department which handles
all advertising for the Ned Wayburn Studios and
in which department teachers of dancing, and
pupils who decide to become teachers, are in-
structed how to advertise their school—how to
prepare their literature and all other instruction
they may require pertaining to sales-promotion
work.

Art Department in which all art work re-
!.Illllr(‘(i for the various Ned \T.‘!!'i"lll’ll puia“c.‘l—
tions and courses is done. This de}mrhr:rn[ also
makes advertising layvouts, costume and stage
setting sketches for the pupils when required.

Theatrical Department through which
Mr. Wayvburn handles his professional produc-
tions,

Staging Department which trains, re-
hearses and stages amateur productions for Clubs,
Junior League and Business Organizations.

Entertainment Department which ar-
ranges programs for | ate  social  affairs,
banquets and business get-togethers. Through
this department v pupils receive engages
ments giving them experience in performing
before audiences.

Publicity Department—Through this de-
partment articles are sent out 1o newspapers.
magazines and other publications calling the
attention of the world at large and thearrical
interest to such pupils who are ready to start
their professional careers.

Correspondence Department—Here al!
letters of inquiry as to the school and its courses.
requests for information, and announcements
of all sorts are sent out at Mr. Warburn'
dictation.

Printing Department in which all letter-
heads, anncuncements, schedules, diet sheets and

The Dance Magazine

Here’s Why Ned Wayburn Pupils
Achieve Success Quickly

Because in the Ned Wayburn Studios under the guiding genius of this Wizard of
Stage Craft you not only receive his thorough simplified method of training at a
surprisingly low cost, but have the benefit of a trained staff, each an expert in his
line, working directly for your success in the 23 different departments comprising
America’s foremost Dance Studios. The entire Studio has but one aim—to bring

dance routines are printed.
letterheads to a month).

The Business Office of the Studios
consists of a trained staff which explains the
courses, enrolls pupils and arranges their classes
and bookings. (,EI'. special courses are laid out by
Mr. Wayburn personally for ecach individual
pupil). It also includes the Financial and Book-
keeping Department,

Costume Department through which the
pupils secure costumes for engagements is charped
with the maintenance of over 150,000 warth of
costumes for Mr. Wayburn's productions and
amateur theatricale, Costumes are aleo available
to anyone to purchase or rent.

Stage Equipment Department — In-
cludes the 3:ctric.1| laboratory and carpenter
shop, handling all stage hangings. properties,
lighting effects and electrical equipment.

The Studio Shop in which many dancing
necessities are sold for the convenience of the
pupﬂs. There is also a maintenance staff which
includes a studio superintendent, two porters,
four maids and one general cleaning woman, who
are charged with the cleanliness and order of the
Ned Wayburn Studios.

(We use over 25,000

“King Opportunity’’

Is it any wonder with such therough organiza-
tion that Mr. Wayburn has produced such stars
as Evelyn Law, Marilyn Miller, Ann Pennington, *
Gilda Gray, Louise Groody, Fred and Adele
Astaire, Al Jolson, Oscar Shaw, Eddie Cantor,
Will Rogers and a host of others?

Hundreds of young men and girls come to Ned
Wayburn’s Studios as beginners for training and
dance their way from obscurity to Happiness
and Recognition. They are the coming stars.
You, too, can be one of them! '

If you know of anyone who has dancing talents
do them the favor of sending
burn, whose touch spells SU
view costs nothing and once Mr. ¥

them in hand their future is assured.

Call at the Studios or write for booklet D-11
which describes Star-Making at the Ned Way-
burn Studios; or, if you prefer information con-
cerning Ned Wayburn's Home Study Courses in
Stage Dancing ask for booklet DH-11,

NED WAYBWRN
Studios of Stage Dancing Inc.

1841 Broadway,(Entr.on 60th§t.) Studio D-11
At Columbus Circle, New York. Open all year 'round
9 A. M. to 10 P. M. Except Sundays.
(Closed Saturdays at 6 P.M.) Phone Columbus 3500

Ned Wayburn Studios of Stage Danc-
ing, Inc., Studio D-11,

1841 Broadway, New York City
Without obligation to me, please send

me vour FREE Booklet and complete

information regarding the Course in Stage

Dancing checked below.

[0 Ned Wayburn's New York Resident
School Course.

] Ned Wayburn's Home Study Course in
Stage Dancing.

= S (R L T
(Please Write Plainly)

¥, 7 T R SR e iy S e

Ol i s State .
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New Torl( N T | New York, N. Y. ‘ \LIU 'Yorl(, N. 7. , New York, N. 7.
CREV STUUIU| | Fromn P £ "\ | GEO.COLE
. ® Studios for
SQRSGTIORGI ‘Stf:\ge | studlo [ s _ Sensational Acrobatics
t"s | o] and every type of
VHH (IHE e = Stage Dancing
‘ 170 WEST 48T5TNYC |
| TEL st 515 CHESTER HALE es =
i For Grace. Poise and Development who has amazed Broadway Mol ARRANGED
THE ONLY ONE with his famous : AR
OF e st : ICEO.COLEY Sl
ITS KIND C”ESI'ER HALE G IRLS STUDIOS EDDIE
| ART RUSSELL
offers his students the unique chance to peermcrion 1,
, OBTAIN IMMEDIATE POSITIONS ON THF STAGE lavne e Drackss. Comedy Trataiog
| Syl iy oo Esning daeosfor i i | {5 g 1
I | Tusirated Book on Acrobatics '—lel"t"llil"!
| CHESTER HALE STUDIOS s iy e s Shopis |
. | New Hammerstein Bldg. 1697 Broadway at 53rd Street GEO. COLE STUDIOS i
L"h'phrmt‘ (& nfum bus 9147 slbie et l?:gfdm:‘:; e
— —_— — — — Phone Circle 1467 New York (?I_t_t\' |
— - - -s\_é
[ Dancing-Grace-Poise and Stage Arts A CLEAR ROAD FROM FIRST STEPS TO PROFESSIONAL DEBUT . e'“ 5&';2%'-3 l he atre

| ovsr e ane s BERNARD BERNA
| S Physi-Culturad'” classes for ladies exclusively

ELOI:LITION MUSICAL COMEDY
| G, ¥, TALKIES
Erening sessions for business girls, $3 monihly _\.. i El

LOUIS VECCHIO | CONSERVATORY *;h::.nr.:c" e
| - ‘J':;.- --)J'J.ll\;{‘-\{:::::‘rul—ul"’-:i-ﬁrm&; 5 | Leading New York Studio of the Ballet and Stage Dancing
O W YORK CITY oo 335 WEST SEVENTY-EIGHTH STREET

66 W 85 5t., 1

Classes for Professionals, Amateurs and Juveniles are in
constant formation and may be joined at any time.

STUDENTS PLACED IN BERNARDI
AND OTHER PRODUCTIONS J ACK CLARK
Special course includes Ballet and complete Musical “THE RADIO TAPPER”

Comedy training—Guaranteed engagements for ap-
proved stage aspirants—Acts devised and Staged—

The Andalusmn
Academy of ‘
Spanish

I . Professional routines in three lessons.
|
| / 4 DﬂIICII]g Every Student is Instructed by Mr. Bernardi Stretehing Dance
- do/Be M., Adagio Dancers, Boys and Girls, are in steady demand. Hm;ﬂﬂl m:lln:;
Juan de Beaucaire Particulars of brief intensive course gladly given on request. Comed Military. eatt
Director Telephone Endicott 5514. #rnﬁgi{“' Shoe, Wallz
a
SPANISH DANCING | BERNARDI DANCERS ARE IN EVERY SHOW IN TOWN C,ﬂ:_fss i o
STUDIOS | Lissons $1 Crazy Elbows. Ete
| : 855 Cumcgic Hall i Girls wanted for units Free training
i 3 Circle 2939 — _ 121 W. 49th St.” Phone Circle 9592 |

A 0 o e N TOMAROEF|I [ HELENE VEOLA

School of Dancing | ORIENTAL—

e ' Private and Class Instruction SPANISH DANCING 2
the: Bleaned; Scliogh) For Beginners ard Advanced Exotie,interpretive routines, D- CHAUN S
of the dance BALLET: TAP: ACROBATIC Special ehildren’s clusses. | SCHOOL OF DANCING
- g MUSICAL COMEDY AND PLAZA ART BLDG. Classes formm in Ballet, Toe, Character,
sara mildred strauss, director BD M D. NClNE | 5 East 59th St. | Spanish, Tap, Acrobatic, Musical
classes in the s fc‘gﬁgéﬁiﬁ 2.5? | Regent 9892 Conwdy. B“"rmm Dancing

CLASSES FOR CHILDREN
Reducing and Exercising by Savage Health \

modern dance

825 carnegie hall
direle 1350

Motor
| 189 Lenox Ave, Phone University 8779

FRED LE QUORNE | [ =i |

New York’s Leading Dancing Master

“Learn !).mui;;,-, From A Known Dancer™

| JOE DANIELS

| SCHOOL OF

| ACROBATICS & STAGE DANCING
|

Foremost School in New York City

Every Type of Dancing for Profes-
i!qnl’ll gfmnnen ind Advanced Pupils.
Adultsa or Children. Day or Evening.
Stretching and Limbering, Sensational
Acrobaties, Musical Comedy, Tap and ‘

Specializing in Training Dancing | '
Teams for |

Step(Clogging), Ballet-Toe and Reducing. Argentine Tango, Novelty Waltzes, Spanish |
Dancing, Adagios, Apache, Whirlwind, Tap,

Musical Comedy

Acts Staged
Routines
Set

B
Placed | |

Girl Classes Every Evening

Class o Courses | |8
| Fhane e | l SEND $1.00 FOR TANGO HOME-STUDY COURSE TO ‘ ‘ ‘
ror e Ayt || || 1658 BROADWAY, NEW YORK, OR PHONE CIRCLE 7933 || || phooes Bt 06 ot Byt o8|
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G.,ﬂx.A A_f'- ,{ A

Ilchel and Vera

and Private
Profes-

sionals, Beginners and

Children.

Classes

Lessons for

New Evening Classes
1 for Business Girls

4 Riverside Drive; New York
FPh, Endicon 9858

K OKINE

RLexis RosLoer

OF THE
MeTRoOPOLITAN OPERA House NEw Yok,

AL

RUSSIAN SCHOOL
OF DANCING

“HIGH STANDARDS
of ARTISTIC MERIT”

Chalif training can be adapted for” stage Special Children’s
r - :.pl:.r.].iu-uu. An intens Cla ssa
chers will be given during the e lid o 1
1¥'8. and Evening Classes

Russian Ballet Technique. A text book, with Suite
of Dances, Descriptions and Music. Ideal for Home
lnalmctl:m Sent postpaid. Price $15.00. New Dances
with Descriptions and Music for sale at the Studio.

CLASS & PRIVATE
INSTRUCTION
IN ALL FORMS OF
DANCING

For Professionals
and Beginners

r T
Christmas holiday
Send for descriptive catalogue A

Stody at b rom the 5 Chalif text books
and 700 el scribed dances.

163 West 57th Street, N. Y. ?_% UJESTS""TH 5TREET'NEHJYGRK
TE

The Oldest Normal School—Est, 1906 EPHONE CIRCLF 5208

DENISHAWN

THE RUTH ST. DENIS AND TED SHAWN

SCHOOL OF DANCING

AND (TS RELATED ARTS

See advertisement on page 49 of this issue

Write for Prospectus to Dept. A.
EXECUTIVE OFFICE:
602 Carnegio Hall, New York City
STUDIOS:

601 Carnegie Hall, New York
67 Stevenson Place, New York

SUMMER SCHOOL:

Westport, Conn.

ENRICO ZANFRETTA, M. B

ORRIS SCHOOL
OF RHYTHM AND
NATURAL DANCE INC.

Jor catalog address
LOUISE REVERE MORKRIS, Director

Ballet, Character,
Toe, Pantomime

Clnssea  for beginners
and advanced Students

1658 Broadway, New York

| 66 Fifth Ave, Algonquin 7787 & 2489 |

Studio307 Phone Cirele 0788

YORIS HgMDH REY

opening efasses
october-fFirst

P et 59

CHARIES WEIDMAN |

CANSINO
STUDIO
of
SPANISH
DANCING

CARNEGIE HALL,

NEW YORK
Branches: Los Angeles, Cal.
|I Sevilla and Madrid, Spain

264 Fifth Ave., New York Ashland 2000

: Body Technique

“Rhythm in the Theatre Arts"’

ELSA FINDLAY
Ronny Johansson . John Martin

Rhythmic Movement
= - = Dramatic Technique

Write for catologue

e a e

The World’s Foremost Stylists Under One Roof!
BALLET and CLASSICAL

MIKHAIL MORDKIN
Foremost Premier Danseur and
Ballet Master of the Waorld.

HARLAND DIXON
Dancing Star of “Manhattan Mary,"
“0Oh, Kay." etc., and stylist par excellence
Assisted by Michael Bell.

LENORA
John Tiller's outstanding Dancer and Teacher.
Trainer of numerous troupes now playing.

MARTHA GRAHAM INTERPRETATIVE DANCING

Natioenally-known authority on thythm

STAGE DANCING

Eccentric, Soft Shoe,
Tap and Step

STAGE DANCING
Acrobatic and
Tiller Roufines

WARD FOX BALLROOM AND EXHIBITION

Instructor of muany present-day stars
All the Above Types of Dancing are Taught Daily at
Standard Rates
Dancers wanted at all times by Mr. Anderson and
other producers for Broadway Shows, Picture Houses,
Vaudeville, and New Musical Movies.

Send for Special Folder

A responsible person desived torepresent school in cach cify.
JOHN MURRAY ANDERSON-ROBERT MILTON
SCHOOL OF THE THEATRE AND DANCE
128 East 58th Street, New York
(Plaza 4524)

The Leading Dance School of America

OPPORTUNITY
Offered to Talented
Business Girls
To Train for
Professional
Engagements
Enroll Now
Special Terms.
Children’s Class

Opens Saturday
October 12th

R R I I

BROADWAY ENGAGEMENTS

ASSURED TO ALL QUALIFIED STUDENTS

4
“tBy far the bese Dancing School I Anow ||
of in America’ ~ ANNA Paviowa ||

Luigi ALBERTIERI

For )F\N with Metropolitan Opera,
Chi |-: " wy Omern and

Conve nl Garden, I

Courses for
Teachers and
Professionals

Pantomime
Dramatic Art
Stage Craft

Author ot "The Art of Terpsichore”
a standard, complete textbook for
teacher and student. Price $10.00
11 EAST 59TH STREET, NEW YORK

i o

From the Russian Imperial Theatre of Petrograd

KOBELEFF

RUSSIAN SCHOOL OF DANCING
THE MODERN BALLET METHOD

“The Type of Dancing You
Will Eventually Neod"
Teaching. Coaching and Polishing Specialties in
Conformity withPrevailing Theatrical Demands
Class and Private Instruction
Special Classes for Children
All classes under persomnal
direction of Mr. Kobeleff

GALLO THEATRE BUILDING
254 West 54th Swreet New York |

Tolephone: Columbus 3838

Trained at the

= ALBERTINA RAS(:H STUDIO=

=5 I_; il

Professional &
Classes Conducted by E
Mme. Rasch et
Personally 2
Booklet on Reguest 5

Albertina Rasch, Inc. i
Studio 113 W. 57th St., i

New York City e
Telephone: Circle 8232 e

Paris Branch:
28 Place St. George |
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THE CLEVER TAP ARTIST “STOPS THE SHOW" EVERY TIME!
Beginners, Advanced Dancers and Children.

in Syncopated Rhythm “BRINGS DOWN THE HOUSE.” The success of the big time
dancers proves it. Get away from the old time Clogging and Jigging the Public is tired of.

JACK MANNING

inventor of new dance ideas for successful professionals in musical comedy and Broadway successes
will help you develop PERSONALITY Dances in the new manner. t T :
at the Normal School of Dancing Masters of America, the largest organization of Dancing Teachers

Evening Classes for business people in

(Past Two Years Tap Instructor

Special Classes for

SCHOOL OF DANCING
148 West 72nd St., New York

Endicott 4188 Susguehanng 0991
| For the PROFESSIONAL, the
| AMATEUR and the TEACHER
[ Branch Studios:

Forest
Bronxville

Brooklyn,
Hills &

MILDRED BROWN

Carter - Waddell pu-
pil, who is playing the
ingenue lead in “Good
News'" now playing at
the Imperial Theatre

ALETA

The celebrated dancer of the Music
Box Revue and Paris fame, is now
teaching all styles of dancing in
her studio,

50 Central Park West ‘Trafalgar 7368

Stefano
Mascagno

Creator of the Famous
Mascagno Method
> For 10 consecutive years
Principal and Ballet Master at

the Normal School of the
Dancing Masters of America

Clagses for Professionals and
Beginners

Special Evening Classes for business girls
Wednesday and Friday

28 West 63rd Street  Columbus 1383

A

54 West T4th St. Trafalgar 7857

BOOKS 3 "hes
The Adngio........§3.70
i\l\_'mhunt.* and Tum- e

20 x P
Tra o Toes. . 2.0 | centric, Tap and

Courses in

Adv d Technique
of the Ballet ...
Baby Work_ __.____
Childhood Rhythms
Talented Tots ...
Poctry of Motion. 5
Dance Costumes__ .
{Postuge sncluded)

Teachers’ Special

Interpretive

Free Caolalog of Deserip-
tions of Dawces given an
our school,

ENROLL NOW for Fall Term

Ballet,
Ballet, Interpretive, Classical, Fc-

Business Girls’ Evening Classes.

Saturday afternosns.
Classes in Acrobatic,

New York City

Advanced
Toe Dancing.
Normal Class

Children’s
Ballet and

Personal Direction of Feronine Vestoff
Call, phone or write for booklet.

VESTOFF-SEROVA

RUSSIAN SCHOOL OF DANCING

De Rebuelt
Ballroom Dancing
Instructor
Tangos — French — Ar-
gentine— Apache — Fox
Trot—Charleston—
Black Bottom—Waltz—
Spanish—Mexican,
Cubanand Latest Amer-
ican dances—Girls want-
ing to be exhibition
dancers, hotels,

clubs, see De Reouell.

11 West 86th St., N. Y.
Schuyler 9631

Personal Instruction by Prof. De Revuelt

De Rebuelt

Stage Dancing
Instructor
Stage—Exhibition—
Toe — Tap — Adagio —
Acrobatic — Limbering
— Stretching — Adagio
Waltz— Fancy Waltz—
Interpretive — Tango —
Apache—Routines.
Booking. Girls or men
wanting dancing part-

ner see De Revuelt.

11 West 86th St., N. Y.
Schuyler 9631

Syncopated Tap Soft Shoe Military Tap Waltz Clog Teq
Buck and Wing Eccentric Musical Comedy Dancing “ree ‘:f;, 5 Yay,) Ney, }
s Sy >
Private Lessons by Appointment. e by, 8 g Oy
'y
LETE PROFESSIONAL ROUTINE IN BUCK DANCING BY MAIL INCLUDING BEGIN- Zoil ay
g%%ﬂ'g FF-'(—][-UNDAT!ON EXERCISES—$3.00 CASH REGISTERED MAIL OR MONEY ORDER. ”ﬁ"r'
- 2 — l_‘-f(‘;;fﬂ'r;_?. = i
CARTER-WADDELL | o R st vt Do i

the day, Graee, rhythm, good carrisge,
sr Argentine T

ALBERT S BUTLER

Specialist in Ballroom Dancing
Studio 60 W. 55th, N. Y. Circle 0701

~ ACNES
- BOONE

SCHOOLS e IDANCE

STEINWAY HALL 113 W. 57th St,

School of Danclng
classes forming
1 Adult Classos, Biallet

Tntarpret acter and Toe, Special

Normal Courarn for Teschers,
REGISTER NOW

for catafor and @ new dance st

Send fo
Studio 135 W. 70th SL..  Sus. 3420

Bmokfyu, NI,

| ANATOL BOURMAN
| tformerly Tmperial Opera House, Petrograd)
Ballat Master of the Mark Strand
Theatre, N. ¥,
Largest Professional
| Imperial Russian Ballet School
in BROOKLYN

All Forms of dancing for
Children, Aduits, Professional and
‘ Business Girls

Special Reducing Classes

Send for Booklet
| 1609 Kings Highway, Brooklyn, N. Y.
| Tel. Dewey 8374 and Esplanade 2223
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New Tork, N. 7. l New Tork, N T,

Alma Wllson Shafer

I STUDIOS

| Dancing Music Expression

‘-mulz nts trained for
| fessional careers.

Acts and plays staged.

pro-

Write for further information
1425 Chapline Street
WHEELING, - W. VA, |
Branch School: |
Steubenville, Ohio |

chhmgton D C

Foremost Recognized
School of the Ballet
South of New York.
Training Approved by
Anna Pavlowa. Pupils
now Appesring in New
York SI":;E“E,. Cata-
logue on Request.

1708 S St. N. W., Wash.

Na'ﬂonal Insntutlon of Dance Arts

Under the supervision of

MLSS All}'cc MOI‘;’IIL’S

Announce the 19281929 Courses

Prof. A. DE FILIPPI, Head of Faculty,

formerly of the Metropolitan Opera House

COURSES IN BALLET, TOE, ADAGIO,
ORIENTAL, TANGO, APACHE, SPAN-
ISH, EGYPTIAN, ACROBATIC, CHAR.-

ACTER AND NOVELTY DANCING 5
Daily Classes for Adults and Professionals from 11

A. M. to 10 P. M.

Daily Class for Children from 4 to 6 P. M.; Saturday
from 10 A. M. to 1 P. M.

Private lessons by Appointment.

Positions assured talented graduates,

Enroll Now
NEW YORK

|
! 108 WEST 50th STREET,

MAXENE MOLLENHOUR

SCHOOL OF THE DANCE ‘
Ballet, Toe, Acrobatic,

Tap, National and Adagio. |

120 E. WAYNE ST.
ISOUTH BEND

PARISIAN SCHOOL OF DANCING

Specializing in Grecian Classic Dancing and Pantomime
Ballet, Character, Oriental

Send for hookiet |
Mme. CALLIOPE CHARISSI, Directress
140 West 72nd Street, New York. Tel. Susquehanna 3255
Long Beack, L. 1.  Siudio: 124 Chester Sireel

Chattanooga, Tenn.

Vancouver, Canada

STUDIO OF
DANCE ARTS
T learn a dance and to
danece are two different

thing:
~—We teach both—
Mme. lone WM. Zinck
Elirabeth N. Zinck
Colonisl Thentre Building
Soymour 4518
Vancouver, Canada |

HELENE CALDWELL

“PANDORA DANCES”

dance descriptions of all types, even for those who
have had no lessons.

Send for list
Helen Caldwell announces the opening of a studio
in Hollywood, Cal. in October. Ruth Elberfeld,
directress of Chattanooga Studio.

For list or information about schools, write

HELENE CALDWELL

311 VINE ST. CHATTANOOGA, TENN,

| GERRY McMURTRY'S
STUDIO OF DANCING

I Ballet, character, tap,

| stage, toe and ballroom

| 402 WEST 10th St., AMARILLO, TEX. |

Texas

Texas

DANCING

| JUDITH T. SPROULE

|  Greek, Interpretative, Character, Ballet, Toe, Step and Tap Rourtines.

Ir Acrobatic and Ball Room Dancing.

| “A SCHOOL OF IDEALS”
TEXAS

SPROULE SCHOOL OF

ANN F. SPROULE

|
Beaumont Studio Port Arthur Studio |

btulm boat Sp‘rmgs. Colo.

In Texas if's

- THE TRUEHART STUDIOS
for Professional Stage Training

ONE OF THE LARGEST AND BEST EQUIPFED
DANCING SCHOOLS IN THE UNITED STATES

Mr. and Mrs. Billy Truchart

Well known theatrical artistes
and producers

give personal instruction
ACTS WRITTEN,
STAGED and PLACED

THE TRUEHART STUDIOS
Ballroom and Stage Dancing

PERRY MANSFIELD 'SCHOOL

| STEAMBOAT SPRINGS, COLORADO

. Home of the Four Companiesof Perry-Mansfield
Dancers—'‘High Lights", "Color and Rhythm
Co, “Squirrels and Girls Co." “Ramnbow
Revels Co.” Now in New York and Touring.

Professional and Normal Courses in

IDANCING * DRAMATICS
SCULPTURE - STAGE PRODUCTION

Instruction in Horseback Riding, Swimming, Tennis,
Separate Junior Camp

NEW YORK CLASSES — NOVEMBER TO APRIL
Booklet— 10 Mitchell Place, New York City

BRAGGIOTTI-DENISHAWN
SCHOOL OF DANCING
(Boston Branch of the Ruth St. Denis
and Ted Shawn School of Dancing)

Francesca Braggiotti, Director
Mrs. Edith G. Ferguson, Manager

53 Berkeley Street
Boston Massachusetts

| Special courses for teachers and pro-

fessional dancers. Class and private

lessons for beginners and advanced
pupils.

DANCECRAFT
at the Danceshop
739 Boylston St.
BOSTON
LiLLA VILES WYMAN

Symcuse .N T

Ballet, Toe
| Ballroom 115 8. Salina S
Mousical
Comedy  Syracuse, ™New York

T”fesbcﬁl:(;ieppe[ eftudioh

1
of the “Dance ‘

D"LNCE DL‘SCRIPTIO\IS
AND
DANCE BOOKS
BY MAIL
A

“MARION’S
Musical Comedy Dances™

Home Study Course, containing Choreo-
graphies and Sceneries of TWELVE
PROFESSIONAL STAGE DANCING
ACTS with FIFTY-SEVEN DANCE
EXERCISES for teachers to coach
Students, and Beginners to instruct
| themselves, to dance perfectly the above
Twel\.e Professional Stage Dancing Acts
deseribed by Choreography that clearly
illustrates every Arm and Foot Move-
ment of respective Dance Routines ar-
ranged to Musical Rhythm. The Dance
Exercises also instruct Dancers how to
write down their own Dances in Choreo-
graphy and Termes des Danses.
Price $3.00
DAVID S. MARION
P. O. Box 872 Stockton, Calif,

The Janet Dance Descriptions

J Delightful Wee Folk Novelties

“Dances that Charm” —

for The Finished Dancer and the Student

Unsurpassed material
for young teachers
JANET STUDIO, SPRINGFIELD, ILL.

Catalog for 4c mat:m.

e 1

HOUSTON TEXAS

Telephone Murray Hill 2207

[ TANGO Comolete

| Booklet with 15 poses,
| position of feet. Send $1.00.

| free list of Tango Music,
I

Home-Study
consisting of
chart showing

course

- Latest Tangos direct
Tango Music [itest, Tanges direct
copy. $1.00. $12. Send

Full Orchestration
D LEQ

money order to
Broadway, New York, Dept. 10. Write for
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Detroit, Mich. r California ‘ _C :111 _fmnia

EARLE WALLACE
California Dancers
Are Headlining
~ Everywhere

f Theodore; J |
Smith

\Studios of
Dancing

=y

l .:)_‘;Ttll{]" Titinnn Plak ‘:‘;mm“ v |
! oun FOY NOVIK OFF Novikgy

| SCHOOL OF THE DANCE

announces the ope T of n -1 omplete new

Instrustion

Ve

c% l];EI tluL ”H!T:‘“ \Sr: ‘.II"’nmII Now.
. X! ttle,
Ballet- Spanish o {u\‘v““’“ e 108 Broadway — Pros
. ® !".c\) rions Iix Heagr, & Branch Sc

RLI.SSla n-Greek for 710 ix f}'“!, in. Olympia, Wn. ™
Ori 1 EARLE WALLACE ts Everett
- riental - Famous The American Ballet Master __Shelton _Tacoma =4

Earle Wallace
Americanized Ballet

T'echnigue
FOLLDER ON EAIN'E
REQUEST Siudior of

Folk Dancing
Pantomime

and /
ALLACE: il Co

Viage Dancing v g L WALTON BIGGERSTAFF

Teach f S5 h Da I n the | BAL 10
Noromal Shhont of the B: ML of A | — e oo ] ALLET STUD
Rienl All Types of Dancing Taught
< ‘ T AT - ' in Children’s Work
474 West Warren Avenue | EHEST BELCHER' e T SO GIAL = PROFESSTONAL -‘)‘rm:irr2 ;zzmls:hrlr; oo rI;rd:z or
D e S e e Bellingham, Wash.
— | CELESTE SC"OO‘I."F DAm‘m Scores  of (-r::ium {ttn-um Stage and —— — s 2
COCCT AT
e Ft ey || 634 WISTST. LOS ANGELES: ifli‘.i‘.’.!.‘r.{-;‘u}‘u‘g‘ Kiddics i o
daini; Fla. | || BALLET, GRECIAN, ORIENTAL, NATIONAL SR e Charlotte, N. C. I
f ——— | YA BRANCHES OF STAGE DANCING II l 3204 SL(?:RNGELH Al | [ ? !

—IAMI ACADEMY e J—————
OF DANCING MLLE PRAGER ] VICTORINE DANCE STUDIO BURKHIMER ll

| 23rd & FLAGLER | Foimerly Elend of the All Branches of Stage Dancing Taught SCHOOL SDCF T]HEﬁDANCE
DANCING IN ALL ITS E‘mw Dept. Egan 5‘4“”’ VA e R R S it Efggnl::z::lry e of da Dave
BRANCHES | f"to'mr” i b 0 Dancing Instruction Acrobatics Creators of Dances and Ballets
F W KEHL, Pﬂnapaf ‘ A e ] Cctyoal of Lol & (kN MLLE. VICTORINE  PROF. M. H. ANDERSON | New Studio, Providence Road
§ B SRS T PTORORE ‘ 245 ELLIS STREET Phone Franklin 3139 | Charlotte, N. C.
| 2614 W. 7th St.  Los Angeles _ SAN FRANCISCO, CALIF. L i e tte, . NS

h .M dwuukc:c . Wis.

Toe Tar -
- s ]‘(::-'I'ET ?i’sce;r 1\“1\{i:‘1) :
'THE G. M. CASKEY SCHOOL AP A EA  saroox

l St Hundaf W Diained Liatcars: m [I]FE &: @A‘[Iﬂ_ ml._w 11< partmental School of the Dance
COURSE FOR TEACHERS = = s ahn t courses in ballet, ||1|m||.‘-!1| L

New Orleans, La.

Dance ‘\u\ [ hn o,

Send St s Ol i TCACHERS OF SUCCESSFUL | |;|: jc, limbering, stretching - %i -
ne amp fo A v p <2 T ¢
o e Tited S"IIH“IIIE[I]P IE IR S BT oIt "o Thestre DE VILLROI
! : ! Mark -
i i CALIE, S’ 5. Market ot Tih. san Francice. ACADEMY OF PHYSICALTRAINING
5 —_— S— GYMNASTIC & ACROBATIC
DANCING

2 Bael

Courses lor Teachers, Pro L

625 St Peters St.
ieux Carre”
— . = | New Orleans Louisiana

"GELLMAN’S vien AN 1rwis | || tEarRN To DANCE -
DANCE STUDIO FLAUGH LEWIS Nobody too Young or too - e e—— — —

452 Broadway

e e nm

Milwaukee, Wis. o g
| Established 1913 : Kansas City, Mo.

Jersey City, N. J.

Write for C.ulr;ln.,u( tined and Produced ' THE CORNISH SCHOOL

670 Oak St., Cmcmnat:. Ohio | 2639 Oak g‘hoggfgﬂﬂ‘;""‘- Florida Roy at Harvard Seattle

Classes forming in Ballet. Toe, ('hnracter. All Types of Dancing | O dia ] s I’[r\.l\ Eq & \'10RTO'N S
Spanish. Adagio, Tap, Acrobatic, Latest ball- Phone 4050 Main St PROF. PETERSEN SCHOOL OF DANCING
room Tangos, Mexican Dances, \p ache, | Kansas City 434 Hoboken Ave., near Five Corners I'E':..-“l.:..:: .I-.I."y:“.:.l—lz.,ll-.le.l.um'm: sehool in classes nnd privite
Classes for Children
919 Ce C Mil W 5013 Missouri JERSEY CITY. Eddie Morton Mae
enter Stneﬂ. il \mukec. s, Phone - Mong 2359 | Up-to=the Minute Ballroom  Toe, €1
—_ | e~ —_—— e — — nneisg neta
I.l[l.ll
M - sl VI FIESL N O S BIIRNES S o e TR L] bbb st el E - i e LTI T T 173’ st ch.daﬂ‘“'a"’:‘- T& J‘n*u“ n‘gs
H sans,
Cmcmnan Ohio jad(som‘:”c Ffa &dttle, sth — —
S — F——— st ? e
FEODOROVA - HENTSCHEL GAR Y FO RD Datl(:i.ng JCHOOLS of national re |11!lul.lu||
| taught as & advertise in The Dance Mg u_,\um('
Russian School of Dancing | STUDIO OF THE DANCE R a:«r::lt* 'IZ;I_u ||<tllt.lll]..f. iic_‘u hnl»llhulrtl m1 o
| apted to irectory of Foremost Schools o
el Class and in- | Professional Dancing have our compleie recom-
CLASSICAL dividual instruction Needs | mendation. They will be happy to
BALLET in all types of (nuw's in | send vou interesting information re-
N dancing. Ball ”""“I garding their schools. If you wish
ADAGIO TEACHERS' | advice on some individual problem,
ACROBATICS | COURSES | wrile tous and we will t’('HIHJI;d with
| information about a school that
|  LIMBERING The Gary Ford | CAIRD LESLIE | i-]l:u;.lil;»ll?m] yulu)ru Jieeds. 4
| STRETCHING }‘}n!an-rs appear pro- | ‘mlnt!l!— Bolm |
| - = 4 essionally in Re-
@, o vucs "ITI(l I)fl.‘sl'"(:l— THE DANCE
CHARACTER e
(all types) Acts Created, Rou- : School Service Bureau
|

1926 Broadway, New York




November, 1928 The Dance Magazine

FOREMOST
SCHOOLS j DANCING

Chicago, I. ‘ Chicago, TIl. | Chicago, IIl.

The Gunn School of Music
Fine Arts Building
Chicago, Illinois

1 DANCE DEPARTMENT

| ROWLAND ALENEFF — Director

formerly premier danseur with Julie
Sedowa, Marie Kousnetzowa, Gartrude
Hoffman, Anna Pavlowa and others.

(Classic and Sp ecz dl 25t

Character Dancing in the
Fall Term Opens September 16, '28 c !
: Classes—Private Instruction—Stage Productions | 7&32”an Open all Year

| For further information write or call 624 So. Michigan Boulevard, Chicago
¢ |

| Wabash 269 TN o‘f FZ. n e @ ﬂ n C. 6 1/, J. Telephone nu,_,_,-:-ﬂ __m.:o |

SCHOOL OF THE DANCE

2 Pavliey-Oukrainak y |

_ Ballet School If interested, a request will brin FETABLISHED 1914 ]
%‘ Classes open 1o stii- fon s bt .?1 8 | KANDLER DANCING ACADEMY |
LA [ oie ket amdes il to you a richly illustrated book- 162 N.State St.. 15th Floor ButlerBldg. |
* } ecial Fall Classes let on GREEK Crassic Dancing Entire State &, Front. 24 Outside Windawn

Clrcular mailed upon Richard 0. Kandler, Director
Tequest, Tel. State 6209-6658-6659
Hide T b Hesly 334 8. Wabash Avenue, CHICAGO [ e E I

4157 W, 5th St,, | i

E_ et— Los Angeles, Calif. | 1 [ =] 'I_\\'am'led ‘huun;l.url‘.l\"h:hihItlonl’ﬁrtner |
Fl EaNR, [join a scHoOL with DIREGT 0 R
na . G ae STAGE CONNECTIONS 1 J 4 PRODUCER
SCHOOL OF THE DANCE , 6 E. Lake Street, Rm. 308-9-10
Day and Evening Classes Latest modn_:rn methpds. Actual Dancing Is interesteck! in talent at alé
stage experience while learning ~ Dramatic Art B UL ST OL a1 0
T . S town. Also training Begin-
! through Max Richards Agency,  Blues Singing ners in all styles of dancing.
BGIIEt, Character, Fap and bOOl'Cing exclusivy el y with VOC&I. Dancing Units now working
Acrobatic Keith-Albee-Orpheum Circuit ~ All Musical Instruments B T T S D
and affiliations. Stage Routines SPECIAL NOTICE
Sy | Ballet clEaM:n—]duec tllo'nt. of {Ma Fran-
i N ke s BENNY MEROFF SCHOOL e e s n
Pharte—Iakak 37vs Arts and Expression member of Chicago Civic Opera Ballet. |
b= e b e | Granada Theatre Bldg. Hollycourt 0420-0421 Chicago Be Sure of Success—5See Us

Pl THE GLADYS HIGHT ScHOOL |
{ OF DANCING

School of the Dance
ALEXANDRA

Course  includes  Advaneed Teshnigue,|

S| Dally Professional Course 10 hour:—i?l]i ‘

Ac Tup and  Adaglo  Routines| | . Mﬂ}ﬁ!l\g()ﬁw,\
g, e PR Do You Save Your Copzes of The s e d

New Technique Book, 50 fllus.____ 3.00
| Routined Adagio Lifts 2,00

e e Dance Magazine? |

Do youstack them carclessly in a neglected corner where they |
collect dust and dog-cars or do you have them carefully bound

N e B S N e for continued usefulness as a reference guide? sieet » Tl T
We believe these magazi ill be th thentic histor ! Edna Lucnle Baum
lece . 101- D N q D agazines wi E L one _&Iu cn § t"-‘ ¥ | | CREATOR OF
PEP” GOLDEN STUDIO of the development of popular American ideas of dancing DANCES FOR CHILDREN
Professional Stage Dancing=All Tyvpes through the years to the ultimate nationalization of dance arr, Planiss—Elsie  Whitoomb—Camposer
[ Classes in Social Dancing ;e i e . s 5 iti re ‘ 7 Saaonum Beking
Children s ¢ s—Dancing—Elocution With Ciilﬂ-'ful T‘Iﬂdmg yvou will possess unique '‘first editions Phone: Wabash 0153
Ladies' Health Courses that will increase periodically in value. ____Send for Catalog Li
298 E. 5th St., Cincinnati, Ohi ; ‘b
| 228 E. 5th incinnati, Ohio | | We shall be glad to arrange to furnish binders to our sub-

GLADYS BENEDICT

— scribers at the nominal sum of $1.00 each, if such a need is =S
] Yoir Talernt fﬂdlc;Ltt_d‘ P]cim: fill out and return coupon if you are interested NORMAL SCHOOL of DANCING
A Developed for the Stage in securing a binder. 301 Capitol Bldg., 159 N. State St.
X Dearborn 9134
NELLENA e e e S S o SCHOOL OPEN ALL YEAR
[ i Everyvthing new in the Dance, including all
SCHOOL OF Miss Grace Arons, » k ) styles of technigue of dance material
STAGE DANCING Tue Daxce Magazine, Graybar Bldg,, 420 Lexington Ave., New York City. e Ms DAIL
2200 Clark Avenue | 1 interested in securing a binder to hold twelve issues of THE Dance &
Cleveland, Ohio 1 Magazine. I understand the cost of these binders will be $1.00 each. .

AUDREE DEAL | Address . ..
DANCE SCHOOL
Winter Terms !

‘ NEW VICARY BLDG. | ‘

(];\N'l‘(_)]i _QIII() | L = —— S — ==t

GEORGES
MANILOFF
Acrob:l_tic
Athen ;‘!?l‘lil?lg:ﬁlild ing
59 E. Van Buren St.

Suite 512 Wabash 9386 |
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Who have attracted unanimously favorable attention by their dancing over the summer at the
St. Regis Hotel Roof, New York. They are now in The New Moon, also appearing nightly
at the Club Lido

G. Maillard Kesslere
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The PROTECTION of DANCE COMPOSITIONS

An Editorial by RICHARD HOYT

ajITH perfectly obvious justice, many creators a revealing light on this point. Michel Fokine,
of dance compositions complain that their accredited creator of numerous ballet productions,
works are pirated, and that there is no redress. found another man executing a ballet and claiming
They cite examples in which routines, ballets or it asan original. Mr. Fokine demanded acknowledg-
other original productions of their imaginations ment of the fact that he had originally created this
have been performed by other artists without ballet. True, there were slight variations, but in
credit being given, or acknowledgment made. essence Mr. Fokine's contention that it was his
Naturally they ask: what is to be done about it? ballet was a good argument. It is impossible for
That is a logical question to ask, but the ques: Tur Dance Magazine to discuss the merits of this (

tion put here is: what can be done about it? To case because it is not a legal authority and because
this there is only one answer. Dance compositions the personal nature of this dispute removes it
must be copyrighted under the laws of the United ~definitely from the realm of subjects that can be
States, or under the laws of whatever group of argued in print.

nations may be necessary. Now, there is no But Tue Dance Magazine can, and does here,
specific clause under which dances can be copy- point out that protection for dance compositions,
righted. Literary, musical, dramatic works may when written, can be obtained by copyright, and
be copyrighted very simply for a term of years on that redress can be attempted by means of suits for
the payment of a small fee, and registration with plagiarism. It is a matter which creators of dances
the proper authorities in Washington. But a toe will do well to consider in detail, for their artistic
dance or a ballet cannot possibly be placed under integrity is at stake.

the care of the copyright law unless it is somehow Casting a speculative eye upon possible future 4

turned into a literary or methods of recording

musical work. dances for copyright, and
This is done frequently, their acknowlidgment by

but not frequently enough.
It i1s necessary for the
writer to transcribe, by a
minute and detailed sys-
tem of choregraphy, every
step and movement of his
creation. When this is
put on paper and titled, it
thus becomes a legitimate
subject for copyright, and
may be protected legally
under the laws which
govern such cases.
Recently there occurred
an incident which throws

governments, the motion
picture looms as the key
solution,

Already certain steps
have been taken by some
dancers along this line of
action.

It is a possibility
which merits careful con-
sideration as the ideal
condition under which
dance creators will be
able, to the maximum de-
gree, to protect their
standing and work.

Fred R, Dapprich

A new photograph of Miles and Jai Marchon,
founders of the Dance Guild, a ccoperative and
creative organization of dancers in California

II
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THE FIRST OF THE SERIES—
Dancing Before the American Public

/M yID

The ballet, Petroushka, produced by Miche! Fokine in the Royal Theatre in Copenhagen,

7 (% MERI CANEALLET

®y MICHEL FOKINE

November, 1928
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Pictured above is the death of Petroushka

ST

ODAY

How Soon May We Expect a Permanent Dance Organization of Our Own?
A World-Famous Master Answers This Question for You

HEN I speak of the desire to

create an American Ballet I

have not in mind a theatre of

the dance of any kind. No, I

have in view the transportation

of a stupendous European art called the

Ballet which was born and developed in Italy,

blossomed in France and reached its great
peak in Russia.

Ballet is an art which has a centuries-

long history, inherited traditions, its own
science. It evolved continuously. In the
ballets were the struggles of the different
schools and points of views. As times
changed, old methods were replaced by
newer ones, but it was upon the sound base of
everlasting progressive knowledge.

I am speaking of the transplantation of this
art into America for its further enrichment
of healthy vitalizing forces.

12

All the amateurish endeavors to create
in America an ensemble of dancers, without
the assimilating connection from the Euro-
pean art, I decidedly refuse to call them Ballet.

I would like to explain here that not all
ensemble dancing can be called “ballet.™

If this were not so it would be necessary
to classify as ballet the ensemble of the musical
comedy and others of similar nature.

No. The ballet is a department of the
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dramatic art in which the actions, passions
and feelings are expressed by means of
pantomime and dancing.

Ballet is an international art. It includes
in itself all variety of dances, but in founda-
tion always underlies in its perfect way a
developed system of body-movements.

The greatest ballet theatres of present
times are the ballets in Petrograd and Mos-
cow, the Grand Opera of Paris, in the Danish
Royal Theatre in Copenhagen and in the La
Scala in Milan.

Bach of these theatres has its own school
its own traditions, its own repertoire, from
the creations of great masters, has its own
artistic individuality and glorious history.

America has no such ballet. Tadmit that
America has, for the past quarter of a cent-
ury, given towards the dance more than
any other nationality except Russia.

The American ballroom dance dominates
the whole world. The dances of the Ameri-
can musical comedy, the eccentric dance
from vaudeville. American jazz celebrates
its victory everywhere. All this speaks for
the resources of creative energy. But not
only in the light style of dancing; in the
field of the artistic dance America has shown
great manifestations.

Three American women, by their in-
dividual accomplishments outside the ballet
gave the art of the dance new ideas and new
possibilities.

I am referring to Isadora Duncan, Loie
Fuller and Ruth St. Denis. Miss Duncan
reminded us of the beauty of natural move-
ments, of the beauty of the nude body. Miss
Fuller enriched the dance with the play of
lichts and shadows, with the compositions
of body motions with flying silks. Ruth St.
Denis created a cult of study of the
Eastern plastic and Oriental dances.

But all of the above mentioned is out-
side of the ballet. The ballet has not
been created here, because America
lacked the required knowledge. But for
a long while there were reasons to be-
lieve that if such a ballet did exist it
would meet with success,

The love and adaptability for the
dance in Americans, their exceptional
sense of rhythm, the vitality and energy
of a healthy nation, the talent of the in-
dividual dancers. All this leads to the
conclusion that if the ballet, in order to
continue its development, needs a new
soil, such a place for its transplantation
is the soil of America.

But it may be that in order to create
an American Ballet it is not necessary
to transplant a foreign art, Perhaps it
can be created right here with local
forces and local talent.

No! Absolutely no!

Had the Russian Ballet not taken all
the advantages of the achievements, all
knowledge, all the experience of the
French Ballet, if the French and Italian
balletmasters, teachers and dancers had
not transferred this glorious art of
Eastern Europe into Petrograd and
Moscow, there would not have been
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Vera Fokina, with Fokine's American Ballet. in his production of The Mountain Queen, with music by
Rimsky-Korsakoff

the Russian Ballet. It could not grow alone.

Likewise, if the French, instead of par-
taking of the Italian art and in their turn
developing it, woud have chosen to create
all by themselves, there would not have been
the French Ballet. The art migrates often
from one country to another, enriching itself
at the same time,

In order to go further it is necessary
to have a knowledge of the past.

Music has its own theories, its own sci-
ence of tones and harmony, contrapoints. So
has the ballet its own science, own laws of

Michel Fokine and Vera Fokina in La Spectre de la
Rose, during their early days with the Imperial
Russian Ballet

movements, grammar, axioms and theories.

How absurd it would be to create an
American Opera ignoring European music.
Just as absurd it is to endeavor to create an
American Ballet for people who never had
anything to do with that art, who never
received the necessary education, who lack
the practical experience and who are un-
acquainted with the creations of great
masters.

Only in America is it thought that any-
one can compass the dance, instruct in it,
create a ~Dance Theatre™ for even those who

never studied that art themselves.

Here, 1 often hear: "I never studied
dancing, but I opened a school in such
and such a city, have a number of pupils
and everyone is satisfied.” Or: “I never
studied, but at my recital in Carnegie
Hall were many people, much success
and everybody was pleased.”

This is lightheartedness, disrespect and
misunderstanding of the art, a disregard
of moral responsibility, and even more so
in the case of an instructor.

I blame them. More so if, at the same
time, they pose as representatives of the
Russian Imperial Ballet, as a balletmaster
or adopt Russian names, etcetera.

He who undertakes to create a Dance
Theatre must know the dance. He who
undertakes to create a ballet must know
the ballet and have the required educa-
tion.

For an understanding onlooker a re-
pulsive sight is a novice who makes ex-
periments on either stage or platform,
experiments with his limbs and arms.
How much worse is the presentation of a
mass of people who are under the direc-
tion of an unqualified leader!

But how magnificent a ballet could be!
What a relief for the soul!

I recall the ballet in Petrograd: A disci-
plined, artistically raised troupe. . . with
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the background of sceneries by such great
painters as Golovin, Karovin, to the accom-
paniment of music by Tchaikovsky, Glazou
noff. . . unwound a picture of exclusivefantasy
of balletmaster Marius Petipa. What a
noble world of beauty!

I recollect Paris, the performances of the
Russian Ballet in its first season. What an
enthusiastic audience! What an ecstasy on
the stage.

It was almost a religious fanaticism!

Everybody was in a state of delightful
participation and, indeed, the beauty was
created collectively.

I recall the ballet in Copenhagen. The
Danish Ballet of Bournonville. Bournonville
is the father of the Danish Ballet. He, being
of French-Danish descent, brought the French
ballet into Scandinavia. The ballet of
Bournonville is a crystal-clear, almost a naive,
art which was admired by the Danes for more
than a half a century. On this art generations
were built!

Could I compare with this world of plastic
spectacle anything I have ever seen in
America?

I will admit frankly—not a thing.

I saw: a line of girls kicking in the air with
their feet, with arms folded behind their
backs so that the hands would not hang help-
lessly and in order that they would be more
“even.” Thisisnot ballet!

Or—the experiments of amateurs? Then
it is still worse.

To create a ballet in America many things
are needed.

(1) There must a balletmaster with knowl-
edge of the ballet art, one of long experience,
a foremost representative from one of the
best ballet schoals.

(2) There must be the creative talent of its
balletmaster.  This is of course imperative.

(3) There must be his enthusiasm, with

which to inflame and inspire all its partici-
pants.

(4) There must be a cast of dancers from
a good ballet school.

(5) There must be an executive who would
relieve the artists from business problems.

(6) There must be financial backers at
least for the start of the business.

On page 22 of the October issue a serious
error appeared in the form of a supposed photo-
graph of Madame Vera Fokina. The picture
was not of Madame Vera Fokina, partner of
Michel PFokine, but of Maria Dietzel, later
known as Maria Fokine. 'While she was at one
time a pupil of the Michel Fokine Ballet
School she was never at any time his protegeé.
There is no connection between Madame
Vera Fokina and Maria Fokine, hence the
gravity of the mistake. This notice is to correct
any erroneous impression reflecting unfavorably
on Madame Vera Fokina and Michel Fokine
that may have sprung up as a result of the
publication of the wrong photograph.

Believing in the first place in the necessity
to illustrate that an artistic ballet with an
American cast is possible I organized a troupe
out of my American pupils and presented a
performance in Metropolitan Opera House,
New York, in 1924. I called the troupe my
American Ballet. In 1927 I gave in the
Lewisohn Stadium three recitals and the same
number in the Century Theatre with this
American Ballet. I think that I can state
that during these days and also when I re-
peated the recitals in other cities, the Ameri-
can Ballet did exist, but of course this was not
the creation of a permanent ballet, which is
lacking, and about which I speak here.

I said that there must be financial assistance
at least for the start of the business. It is
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usually supposed otherwise. It is thought
that the ballet can bring only a steady deficit.
I am positive that at the present time a good

" ballet theatre would be a good business

enterprise. The ballet is no longer an art
for a handful of ballet-lovers. It could at-
tract the general public.

How should the American Ballet be?
Should it be the reflection of American life,
the incarnation of the “‘spirit of the modern
life?"

We should not try to make it so. The
poorest way to be modern is to copy all that
surrounds us. What could be easier than to
paint skyscrapers on the scenery, and to
carry the street to the stage, filling it with
images of machinery. Itismuch in vogue now
to imitate the movements of machinery.
There is no recital, no performance without
this “last word™ in the dance art. The dancer
usually in a costume with a touch of cubism
and with a hint on aviation; in all modern,
to-day’s style violently propels her arms.

This is supposed to represent modern life?

It is “new” and “original,” notwithstand-
ing the fact that it has been done by every-
body everywhere for the past three years.
The mechanical movement was used long
before in the ballet. It was one of the many
ways of expression. It was used in the poetic
old ballet of Coppelia. I used it in a new
ballet of Petrcushka.

But the limitation of a dancer with doll-
like movements was done for the sake of an
artistic problem. They do not understand
that a human body is also a mechanism
highly developed.

To conceive a system of body-movements
in which the majority of joints are motionless
means the distortion of a person. I am not
very much tempted by the reflections of
modern life on art. I would prefer to see the
art reflecting on (Continued on page 55)
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Danses Palovtsiennes, from Prince Igor, as staged by Michel Fokine with Danish dancers in the Royal Theatre, Copenhagen
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NE'S preconceived F =4
notion of a girl, 0
frequently called
“the highest paid
adagio dancer in ‘

the world,” is not an en-

tirely pleasant one. It is to be

expected that she will be

definitely haughty, with a

strong propensity for looking i

down the bridge of her nose |

when directly or rapidly ad- I

dressed. It is to be expected !

also that she will talk gasp- i

ingly of her “art,”” and that |

she will yearn audibly to do !

“better things” or “to get

away from it all."

This is not an attractive
prospect.

But Gracella is attractive.
Naturally I was surprised.
For she is the precise opposite |
of what I had expected. I :
had expected, it is true, a
pretty girl, but not a pretty
girl so charming as this one. |
I was not prepared for the
simplicity of her conduct, nor
for the geniality of her ways.
In private she may have a
terrific temper, but she hasn't ;
got a sulky mouth. She may |
also be easily moved to tears, |
as in the stress of an important
rehearsal, but her dark eyes,
with large pupils giving forth
a friendly twinkle, belie that .
possibility. Otherwise, she is P

smallish, with a strong well-
rounded and proportioned
figure. Her skin is smooth and
white, and her hair is brunette, which
photographs black under artificial light, as
per the pictures printed herewith. And she
was born and bred in California, and talks
with the accent of those who first saw the
light of day in the shade of an orange tree, or
some such pleasing metaphor.

Now for Theodor. That's his given
first name, as Gracella is hers. He is of
lowa stock, but migrated at an early stage to
California. He is good-looking, if I'm any
judge, which I'm not, not being qualified,
either by instinct or by training, to write
convincingly about men.

“We first met and worked together,”
Gracella began, “when we both found
ourselves without partners, Each of us had
been working, and when Miss Fanchon, of
Fanchon and Marco, learned of the situation,
she got us together. When he had agreed
to try out as a team, she asked, in return
for the favor she had done us, to work
three weeks for her in an act with Fay
Adler and Ted Bradford. We did.”

Theodor took up the thread. “That
first week we fought like cats and dogs—"

Gracella burst out laughing. “If we
hadn’t signed a contract, we never would
be together now.”

Graeella and Theodor,

A SEEC R R ER S N L T

Nasib

two-a-day leaders on the Keith and Loew circuits, in a pose from an Orientally-flavored routine in their act

VAUDEVILLE PREFERRED

Gracella and Theodor Choose the Two-a-Day Rather
Than Revues and Musical Comedies—

Do Other Headliners Agree?

By PAUL R. MILTON

Theodor went on., "It was only this.
We had each been doing the same type of
work, only her timing was different than
mine. So it took a lot of rehearsing and
arguing to get ourselves straightened out.
Finally we did, and—"

“The last two weeks of that first three
were as smooth as clockwork,” Gracella
finished.

“That must have been a strange situation,”
I suggested. “Working together as a try-
out.

Gracella smiled. *“As I said, we never
would be together now if it hadn’t been
that we had signed a contract. But after that
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we got along beautifully. We do now
tco.” They both smiled.

I asked then how Gracella had started.
She plunged into the story and told it
without details.

“My first professional appearances were
at the age of ten, and I had a partner aged
eleven.” A burst of reminiscent laughter
made her stop for a moment. “We danced
in all the first-class hotels around Los Angeles,
doing little gavottes, and so on.” She
struggled to contain her own laughter. I
hadnt any technique at all, and I don't
know how we got by, but we must have,

(Continued on page 56)
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AS3T and West they are
discussing the “talkies™
and their possible ef-
fect on all branches of
the cinema and allied arts.
This latest development in the motion pic-
ture industry seems to have a series of the
most complicated and far-reaching conse-
quences. While the vocal pictures may
not exactly revolutionize the movies they
will certainly cause great changes in them.
A ““talkie” is, in simplest terms, a motion
picture with music, effects or dialog made
and projected in perfect synchronization with
the film.

Those whose work it is to keep the public
informed of the cinema news are debating
such questions: as whether or not Hollywood
will be moved to New York; whether or not
the stars of the day will be shelved because
of their lack of vocal training; whether a
new type of star will be sought (with stage
experience); whether the stars will speak
for themselves or if they will have a voice
double (this last seems improbable); whether
a new type of director will be necessary,
etcetera, etcetera.

On one thing, however, those in the know
are agreed. That is—the new sound-
recording devices will provide another field
of expression for the dance, Trained dancers
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Wuat Can Sounp PicTures

The Musically Synchronized Motion Picture Bids
Unanimously Believe It Will Greatly Assist

By CATHERINE

Clara Bow, Para-
mount's Aapper
heroine, who will
probably be wused
by that company
in parts calling for
dancing, which
Clara does

(Below) Lina Bas-
quette, formerly
on the legitimate
stage, as she ap-
peared in a Warner
Brothers short sub-
ject, Visions of
Spain, with syn-
chronized music

Eugene Robert Richee

will be in demand by the studios. They
will be needed just as much as they are
needed in the musical comedy or revue.
For the talkies will record the music to
which dances are done and the public will
see the dance at the same time as they hear
the music. Therefore the correct dance
must be performed. A group of pretty
girls kicking and gliding will not be sufficient.
The girls must be dancers. They must be
what they are pictured—a ballet corps, a
stage chorus, a night club revue. If they

aren't, the public will be critical. Just as
the public will be critical of the recorded
voices, music and other sound effects.

Albert Warner, vice-president and trea-
surer of Warner Brothers, has this to say of
the Vitaphone and its relation to the art
of terpsichore:

“The sound movie is photographed more
in detail than the silent films and the music
to which dancing is done will be recorded.
There will be perfect synchronization be-
tween the movements of the dancer as seen
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by the audience and the rhythm of the music
asheard. The detailed photography will give
the audience an opportunity to see all the mo-
tions of the dance. It will be Warner Broth-
ers’ policy to feature dancing scenes more fre-
quently than has been done in the past. If
the scenario calls for the star, or even for
those in a lesser role, to dance, the sequence
will be done by Vitaphone. Ina café scene
for instance, the audience will get more into
the spirit of the picture if they can see the
dancers and hear the actual music to which
they are dancing. It will be almost as if they
were in the café themselves. We have en-
gaged a dancer from Rio Rita, Agnes Franey,
and it is our intention to give her parts in
which she will have the opportunity to
display her art.”

Warner Brothers will produce no more si-
lent movies. Recently they released The Lion
and the Mouse with Lionel Barrymore, Alec
Francis, Wm.Collier, Jr. and MayMacAvoy.
The talking sequences certainly added to the
artistic stature of the male leads. Miss Mac-
Avoy was not so impressive, however.

Warners have already had considerable
success with their Vitaphone dance features,
called ““shorts.” Harry Delf did a burlesque
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Do for DaNCING?

Fair to Reorpanize the Industry—Film Leaders
in Further Popularizing the Rhythmic Art

NEVINS

Warner Brothers

Egyptian dance for Vitaphone, Lina Basquette
was featured in a dancing short called
Visions of Spain, Morrissey and Miller
presented a night club revue which gave the
out-of-towner an idea of the type of enter-
tainment offered in the city clubs; Cougat
and Company included a Spanish troupe
in their feature and also some Gypsy dancers.
Cougat was for years Caruso's accompanist
on the violin. These are only a few of the
dance features already released by Vitaphone.
Mr. Warner says there will be many more.

The same holds true for full-length pic-
tures. There will be featured dancing
scenes in several forthcoming Warner re-
leases. Dolores Costello and her sister,
Helene, are both dancers and this is to be
taken into consideration when selecting
vehicles for them. The soon-to-be-released
Noah’s Ark starring Dolores and George
O'Brien features dance sequences.

Warner Brothers have engaged Larry
Ceballos, who has staged various musical
shows in New York, to do the dancing
numbers of their future pictures. The fact
that they consider this phase of production
via Vitaphone of sufficient importance to

The Warner Broth-

ers’ beautiful star,

Dolores  Costello,

has already ap-

peared in several

Vitaphone films as
a dancer

(Below) A scene
from the New York
production of
Broadway, with
Lee Tracy at the
left, which will be
made in Movietone
by Universal

engage a well-known dance director speaks
for itself.

Fox-Case, as the Fox Film Company
Movietone shorts are known, have made a
Movietone of Ruby Keeler, doing one of her
famous tap dances. This was part of the
program at the Gaiety Theatre, Broadway,
in connection with the showing of Fox
Films Movietone Fazil, starring Greta
Nissen and George Farrell. The audience
applauded heartily; indeed, according to the
metropolitan movie critics this feature was
the hit of the program. So far as the writer
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was concerned, Miss Keeler might just as
well have been on the stage in person, so
clear was the photography and so perfect
the synchronization of sight and sound.

According to Glenn Allvine, publicity
director for Fox, twelve out of a total of
fifty-two pictures to be released by Fox for
this season will be Movietone. Madge
Bellamy is now being shown in a film
called Mother Knows Best from the book
by Edna Ferber. She appears as a dancer-
singer and gives various impersonations.
(Those in the know say the story is based
on the career of Elsie Janis). Miss Bellamy
did both the singing and dancing numbers
for Movietone. Fox’s Red Dance also has
the dancing sequences in Movietone. The
Fox picture Fazil is greatly enhanced by the
use of the Movietone in the scenes showing
Nautch dancers. The recording of the
music to which they are moving adds not
only to the artistic effect of the dance scene
itself, but allows the spectator to enter into
the emotions of the star, Miss Nissen, who
in the story has been listening to this
monotonous music for weeks.

Mr. Gulick, of Universal Film Cor
poration, points out that had Movie-
tone been used in Lon Chaney's Phantom
of the Opera the ballet scene would have
been much more artistic and satisfactory

TF hize

to the audience. Without sound, it was flat.
As it was, it was only too apparent that the
ballet was not dancing in time to the music
played by the orchestra in the pit of the
theatre. Broadway is to be done by Uni-
versal, under the direction of Carl Laemmle,
Jr., and it is that company’s intention to
present the dancing sequences in Movietone.

At the Paramount offices the general
impression is that the Movietone should
do a great deal to increase the importance of
dancing in the films.

(Continued on page 50)
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CarloLeonetti

—Who has been appearing on the Keith circuit in her own act for the past year or more.
recently went to London to fulfill a contract there
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Seymour Felix, One of Broadway's Leading Dance Directors, This
Month Begins Writing for THE DANCE MAGAZINE

on Problems Connected with Chorus Steppin3
and the Difficulties in Setting Routines

SPEEDING UP the SHOW

By SEYMOUR FELIX

HERE are fashions in dancing the
same as there are fashions in
clothes, in hair-cuts or in cars.
It is fashions in dancing that
particularly concern us. You've

got to keep up with them even if you expect
the least amount of success. Otherwise
you might as well get out of the business;
there are plenty who are only too willing,
There are more chorus girls—and boys—
now on the pavements of Broadway than
ever before in the history of stage dancing.
But don’t worry, the demand for the right
kind is even greater.

Unless you vyourself have something
extremely unusual to offer, you've got to do
what the dance director of the show wants
you to do. After all, he’s the man who is
paid for his ideas—paid literally thousands
of dollars. The producers are not too willing
to try anything altogether new, for how can
they know if it will go or not? When men
get together and put a hundred thousand
dollars into a show, they are not going to
take too many risks with it. As it is,
there is no riskier racket than show business,
anyway.

It is true that the choruses are the back-

bones of the musical shows today, but good
looks and pretty costumes don’t put a
chorus over. That was proven several
years ago. Nowadays they've got to know
how to dance, and the routines have got to
be arranged to put them over to their best
advantage, and, especially, to the best
advantage of the show as a whole.

The producers hire a dance director whose
ideas have already been proven to be the
kind that will sell the chorus to the audience.
The successful dance director has to know
showmanship just as surely as any salesman
in the business world must have a knowledge
of salesmanship. He must have experience.

Before the dance director is hired the sets
are provided, the music and lyrics and cos-
tumes are provided, the book—the plot (if
any) is provided. There was a day when
all the dance director had to do was to
concoct a few dance steps and put them to-
gether to fit a certain number of bars of
music. But that day is gone. Today his
business is much more complicated.

Today the dance routine must have a
reason besides putting the chorus over. The
girls can’t just hop out there and hoof.
The dance must have what I call “motiva-

Whute

Helen Ford and members of the chorus in Peggy-Ann, a past hit the feature of which was Seymour
Felix's routines
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Seymour Felix

tion,” the cause of their movement. It must
be based on something that has to do with
the play. It cannot stand alone. If troupe
dancing were the most mmportant thing in a
show, all a producer would have to do would
be to hire the Albertina Rasch girls, the
Russell Markert girls, the Chester Hale
girls and the Foster girls and he would have
a hit. But it's not as easy as that. There
are other elements just as important as the
dance. The dance must have some con-
nection with the lyrics or with the plot.
The girls can’t be dragged out by their
heels.

How many times have you seen a show
where the hero and heroine are doing their
love ditty—"We two alone, forever and
ever—" when all of a sudden, without any
excuse at all, from out of the wings come
tripping forty or sixty pretty girls? This is
supposed to liven up the scene. But the
idea fails. You can’t do that sort of thing
and put the girls or the principals over.
You can’t make the dance more important
than the song, because it isn’t. The dance
must have some connection with the song.
It is an important part of the play and
cannot be divided from it. It must be
worked in with it. There must be a logical
dramatic setting for every number. It must
be in perfect harmony with the action and
scene with which it appears.

Some authors seem to think that when the
action of their play gets slow, all they have
to do to pep it up is to drag in the chorus.
This is certainly a simple but wrong idea.
Most often it only serves to break up the
plot and the play loses its drama just when
it needs it most. Another idea authors
resort to to bring in the chorus is to have
them come in as “house guests™ at a party,
or the boarding school girls from the neigh-
boring Miss Jones' exclusive finishing school
for young ladies, or a road show stranded in
the town. This was all right once, but
today it's too obvious and has been done to
death. Now we've got to bring the chorus
in with much more subtlety.

There must be an idea behind the dance,
for it can't rest on its physical merits alone.
Forty, or even eighty girls doing splits or
backbends simultaneously has lost its thrill.
We've seen thousands of perfect kicks.
We know they can be done like machine-

(Continued on page 61)
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BLACK NARCISSUS BLUES

A Tap Number Arranged
and Danced by

Vannessi

Counts
Bars 1-4

ACING front, step to left

p——

Music Suggested:
Alabama Stomp (Robbins-Engel, Inc.)

Routine Described by Ray Moses

Counts
Bars 11-12

Facing front and traveling to

with left foot. .. ... ..... AND right-stage:
Draw right foot up to left foot, Tripletap to _swle “.“th left
k Be foot, finishing with left
g e A ST foot crossed in back of right 1
Body facing left-stage, eyes front, s Step to the right with right
step to left with left foot .... AND foot. SR e o 2
Draw right foot up to left foot, ers;: left foot over in front of
knees bent, as in illustration I. 34 Counts e e i e S e 5
- - _ Bars 5-8 Change weight back to right foot
Facing, front, step (o right with as in Ilustration V. . . AND
HERE oot e AR Facing right-stage, knees bent low: Stamp with left foot crossed
Draw left foot up to right foot, Stamp left foot. . . .. . . AND in front of cight. oi s 4
knees bent as in Illustration IT. 56 Stamnp gt F00L. .« v oo niiess ; Bringing right foot into position be-
Step forward with right foot... AND Stamp left foot . 4 ) 5 side left foot, stamp right foot . . . 5
Draw left foot up to right foot, Stamp right foot. . . . 3 Stamp lefefoot. L. oo i 6
knpes Bent i viie e 7-8 P as intTlhaatration Iil 5 Stamp right foot . . .. .. M F Lt 5
p T S e e ¢
2 Bars 1 B;l!’ -
Repeat all of this................ 2Bars Repeat all of this (counts 1-4)... ... 1 Bar 2 Bars

Repeat all of this moving backward

toward left-stage (counts 1-8). ... 2 Bars = T
Bars 9-10 ‘ :
Facing front:
Triple-tap with right foot out
to side, finishing with right
foot crossed mn back of left. 1
Drag left foot to the left. . . 2
Bring right foot over in front of
left as in Illustration IV, . 3
In same position stamp with
right foot moving slightly
toithie bt i it e 5 1
Stamp left foot, body upright. 5
Stamp right foot .. .. ... ... 6
Stampleft foot. .. s i 7
Patie . i s soesls o maa 8
i Lo ——— :
ILLUSTRATION II 2 Bars ILLUSTRATION IIT
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Photographs by Hal Phyfe

Posed by Vannessi

ILLUSTRATION IV ILLUSTRATION VI

Counts ILLUSTRATION V Counts
Bars 13-14 Bars 26-32
Repeat action in bars ¢ and 10 2 Bars Counts Facing right stage:
B 15.16 Hop back on left foot. ... ... ... AND Point ']eft foot forward as in Illus-
Break: Stampmight foots, ... ... ... ... 6 fation NUID i RO 5
Stamp left foot _ _ AND  Brush forward-right with left foot = Ch'.uige weight and move left foot.
slightly back, but still in front of
Stamp right foot. ........... ... X Pause........ e Eangs ‘U‘_ r'iéht foot, dropping head forward 2
Stamp left foot . .. T T 2 2 Bars Repeat these two counts with right
Brush right foot forward toward oot i 14
I ot L s B N b Y 3 )]
i R A s s Bars 17-25 Repeat this entire step, twice for ey
Double-tap back with right foot 3 SR SR e each bar, until off stage . 7 Bars
ate w eft . foot. ... I
Twisting on ball of left foot,
bring right foot up in front
of left as in Ilustration V1. 2
Step to right with right foot
(toe in, weight on left foot) . . 3
Drop right heel, pointing toe
up and and out......... 4
1 Bar
Repeat this step on alternate
Sl e B e 6 Bars
Stepon leftfoot............ AND
Cross right foot over left as in
IMustration VIT.......... 1
Pause: . ...~ S 2
Cross left foot over right. . .. 3
Pivot on balls of feet to face
right-stage. . . . .. M oot 304 4
—_—
ILLUSTRATION VII 1 Bar ILLUSTRATION VIII
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ISADORA DUNCAN
as a young girl

SADORA'S Dance of Life has
ended. As suddenly as the
curtain rose upon her career
twenty-five years ago focussing
the eyes of the whole world on

her astounding personality-—as abruptly
the curtain fell one day with a tragic thud.
Bewildered, the world gasped. Was it
possible—can it be true—can the flame
which burnt with so much fierceness be
extinct? A few days of awe and darkness
passed and lo—her spirit is aflame again—
not in her personality as in the past, but in
the mind of the people. Tributes came
from the four corners of the earth to her
bier, testifying that she is still a living force
—something incomprehensible, necessary to
all of us—an immortal idea—an ideal in
itself.

In her the world has lost a great and
unique artist—a woman of the heroic type,
possessed by an elemental passion—in eternal
quest of beauty and truth—herself, a great
work of art, moulded into plastic fluidity
by the powerful hands of her demon.

In one of the keenest tributes paid to her
a writer stated very subtly that “Isadora
was possessed by ghosts, she did not live.
but was lived and murdered by ghosts.”
This is true. Her restless psychic sen-
sibility, her vivid imagination was in con-
stant contact with the genius of living and
dead artists and her extraordinary power of
vision drove her from one pole to the other
extreme—from instinct to supreme con-
sciousness, swinging like a pendulum from
the world of passion to the height of purest
light. Seeking a relative adjustment be-
tween the excesses of her Dionysian hilarity,
sardonic wit and her divine human under-
standing she was doomed by the judgment
of men and Gods. Death did not mean

anything to her since the loss of
her children. She had dared it
many times. She saw too much—
and so the thread broke.

Isadora had the courage and
the faith to plunge into the deep-
est abysses of human emotions
and into the fatality of her pas-
sions, learning from every ex-
perience and paying the price
for her daring.

She was true to herself in the quest of life
—life in all its forms—and because she saw
it “human, all too human"—she could
measure her own passionate blindness and
transform it into vision and art.

Her whole existence was, in fact, the
dramatization of her life achieved only
through an utter disregard for social con-
ventions or the moral rules of ordinary
mortals. She made her art like a rich and
beautiful tissue in which the images of her
own life were interwoven with the life of
other genius and artists. Gifted with
infinite grace and loveliness, her powerful
presence could wipe out any antagonistic
resistance, sweeping along to a final goal,
even should it lead her to disaster. For
her all was drama—a continuous drama,
obeying the fatalistic demon in herself,
laughing at life and needlessly provoking the
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As I Saw
'SADORA (/) JUNCAN

By MARIA THERESA

What the Tragedy of Existence Meant to the
Disciple of the Subconscious

gods until at the end she was caught in
her own spectacular conception and died as
dramatically as she had lived.

She was another Klytaimnestra, capable
of basest action and yet as profoundly human
as Electra, crystalizing in one character both
sides of the Universal Feminine—the crea-
tive and destructive.

Isadora could be a happy generous soul.
She rejoiced in the wonders of nature and
believed in the miracle of love. The
celestial beauty of the firmament covered
with rotating stars and the grandiose
rhythm of the sea inspired her vision with
magnificient slow dance forms. The spon-
taneity of animals, and flowers—the elas-
ticity of the goat—the majesty of the tiger—
the slow ritual walk of the cow—could
incite her to invent new dance forms. Her
all embracing gestures expressing the magni-
ficence of her being were initiated in fact in
the enchantment of the earth.

I remember Isadora face to face with the
unspeakable beauty of nature—silent in
contemplation of superhuman ideas. One
day she was standing beyond the blue
mountains of the Hymettos, on the hill of
Kopanos overlooking the Acropolis, the
Aegean sea, the city of Athens, the olive
groves leading to Eleusis and directly in
front of her a lovely little valley, bathed in

My pear EpiTor:

I have received an editorial from you in refer-
ence to a monument dedicated to Isadora Duncan
and where you have in all kindness suggested
George Grey Barnard to create the statue.

This is like asking for a portrait statue of
Phidias when the truth of his will and his might
stand imperishable throughout the marble of the
Parthenon, or asking for a statue of Michel
Angelo while we have still with us the Sistine
Chapel. Itis true that these artists have wrought
their dreams in imperishable form that future ages
may see, whereas the visions of Isadora will fade
out with her generation’s passing. But how can a
statue of her reveal the divinity of her art?

If a fund is raised, I believe it should be dedi-
cated to teach students of all the arts the science
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The Isadora Duncan Memorial
What Some Leading People Think of THE DANCE MAGAZINE'S

Suggestion of a Monument to the Great American Dancer

of the subconscious, This has nothing whatsoever to
do with the metaphysical subconscious, but it is the
deep well of truth where all emotions are born and
from whence ‘they spread unconsciously into and
through the human member, It is the deadly self
conscious insistence in the ballet that is so destructive.
The physical abandon with its emotional intoxication
of the African dancers is a deep truth compared to the
artificial bcl'»t conceived during the great French
decadence.

Isadora Druncan never discussed the subconscious. But
the unconscious metamorphosis of her body in move-
ment made visible the great eternal truths deep down in
the heart of man. She could not create this art, neither
can you nor 1, but she could and did let it flow out into
the hearts of her fellow-beings with what beauty only
we who witness know. The deep-seated well of truth
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the exuberant glow of the sunrise, appearing
like a gorgeous golden bow!, to drink for-
getfulness from all that lay behind and
before her. The limpid azure of the sky
above became larger and wider, a gentle
breeze like the dancing breath of an unseen
God swayed around her, and the intoxicating
smell of wild honey filled the air with its
insinuating flavor. She seemed to feel the
presence of Pan in the exhilarating beauty of
nature; suddenly opening her arms wide to
all this beauty with wibrating exaltation,
tossing her head upward, a mysterious light
began to shine in her eyes, all the paganistic
element of her being surged upwards to life
and bacchanalian joy. Supreme enchant-
ment of incarnate love—Eurydice calling the
embrace of Orpheus. Symbol of fecundity,
she was another Persephone—the rhythmical
metamorphosis of life. The mysteries of
Eleusis—here they were again, dead since
thousands of years—evoked spontaneously
under the summer sky and warm command of
the Attic Sun,

Others had seen the gods before her in
their music. Wagner saw Venus, the uni-
versal woman, the Goddess of Love, cap-
turing in his mind the seductive rhythm
of the Venusberg. Beethoven in his Seventh
Symphony, which Wagner called the apo-
theosis of the dance, saw the sweeping
rhythm of Dionysos, but the delirium of love
and joy had been the secret of their phan-
tasy, concealed in the mystical images of

- sounds. This was the world in which Isadora
was at home—a world of ghosts—herself a
ghost—a paradox in the complexity of
modern compromises.

Through the impetus of her personality
she often brought her most perfect ideas to
frustration. In a world of mechanical
make-beliefs she seemed like a child lost in the
woods, and because of her utter impractic-
ability of ordinary views of daily life, it was
impossible for anybody to live permanently
with her.

But could it be otherwise. Her nature

was so different from that of others
that it had to obey rules of its
own. Living the life of great men,
absorbing their personality like a
great mother to become the rein-
carnation of their ideas, she under-
stood the everrecurring truth of
rhythm in philosophy, in religion, in
love, in art and in nature—altogether
that all life is a great dance. Her
extraordinary quality for philosophi-
cal meditation and the metaphysi-
cal beauty of her dance has often
been misunderstood by the imagina-
tively dull. The narrow-minded ob-
jected to her audacity of dancing to
the musicdramas of great com-
posers.

The true fundamental law of in-
terrelation of art and life has been
clearly expounded by that great
visionary of our time, Richard

George F. Paul
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Carlo L emetts

Maria Theresa, one of the six adopted deugh-

ters of Isadora Duncan, and author of this
article

(At lefs)

The great and tragic Isadora as she appeared
in characteristic costume shortly betore her
death

Wagner. In his remarkable musical
philosophy he writes: “The Numbers
of Phythagoras are only truly under-
stood through music: the architect con-
structed with the laws of Eurhythmy,
through the law of harmony, the sculptor
conceived the human form: the rules of
Melodic transformed the poet into a
singer, and out of the chorus the drama

is forever filled and waiting to quench those who have
the great thirst, but alas, how few are they!

The endless procession, running, crawling, leaping
and falling on the stage of our art life, is sad to witness.
They think of the curtains of cloth, the salons of medals,
the crowded auditoriums and the divine headlines in
newspapers and all the external lathing and plastering
of the house their soul should grow in, but little enough
of the great mystery of the soul's structure that house
should be founded upon. It is only when the mind
through the will, carried on the wings of unquenchable
love leads us into the well of truth, where the more we
stand alone in that well with those truths, the nearer
we stand to our fellow-beings in knowledge and in the
gifts we are to make them and the revelations we are to
awake in them.

Nature is ever perfect in her composition from every
point of view and never repeats. She is full of immortal
surprises, Every jewel in the well of truth holds colors
never seen before and forms never conceived by the
human mind. The deeper we go into the well, the
greater the colors and more divine the forms, but we can
go with no man and with no woman. Our soul’s
courage leads us, as Virgil led Dante, not in the realms
of destruction but in the new horizons of creation.

Here I am chatting with you about things that cannot
be placed in words, truths that can only be visualized

where words end and what alone the plastic arts of
music, painting, sculpture and dancing reveal. Of
course, you know that the great arteries connect
with the heart of truth as shown by Isadera
Duncan. The unnumbered ones live only by the
blood of their veins. What can be done to lead
them to the truth of expressing life while life
is a beloved and loved thing and death is non-
existing and, therefore, not to be loved.
Forgive me for this rambling talk to my secre-
tary. Perhaps you may take something from it.
Sincerely yours,
(Signed) Grorae Grey BARNARD

My pear Epiron:

After reading your very interesting editorial
regarding the Duncan Monument, I feel impelled
to send a few humble suggestions.

Hoping that some good may come of it, I am

Sincerely yours,
(Signed) Louis H. Cuatw

{Mr. Chalif included in his letter many concrete
suggestions as to how money could be raised, and
as to how the actual monument should be erected.
These, with others, will be published at a future
date.}
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was born. Everywhere we see the

“inner law—to be understood only through

the spirit of music—dictating the external
law, which creates order in the world of
facts. Plato in his philosophy attempted to
bring the Doric state into accordance with
this concept, even in the rules of war and
battle using here also the laws of music
with the same security as in the dance.”
Wagner was one of Isadora’s teachers—
Nietzsche was another and his Birth of
Tragedy was her Bible: From him she
learned the significance of the two polarities
in human nature, which he characterized as
the Apollionian and Dyonisian spirit.
Nietszche was the first to see that philosophy
was an art—a form of poetry of music and
dance. Isadora followed his sonorous visions
advancing with dithyrambic steps through
the complexity of philosophical abstractions.
As it was, all her life she studied: Walt
Whitman the poet of the people, the Bible,
the apocalyptic drawings and poems of W.
Blake, the Symbolism of Greek sculpture and
Michel Angelo and the lives and composi-
(Continued on page 49)
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Prediction

BMONG other amusing things along the

Broadway sector recently have been the
feeble and anemic attempts of press agents to
make editors believe that their clients are
creating new dance routines to follow the
Charleston and Black Bottom. To hear Mr.
George White's exploiters argue it, Mr.
White has been working on the Pickin’ Cot-
ton routine and that it is already acquiring the
popularity of other famous dances.

Well, Pickin’ Cotton, I venture to predict,
will be as successful as Mr. White's other
“craze"—the Five-Step, which died with
the exit of Manhattan Mary, the musical
comedy in which it was plugged, but without
much success.

New dance crazes are not easily fashioned.
They are not fashioned at all, on second
thought. The Charleston and Black Bottom
and the other famous routines were, first of
all, fascinating, conta-
gious and appealing. The
professional dancer could
master them, but Mr.
and Mrs.

General Pub-

lic “took™ to

them and that

accounted for

their popular-

ity. The Tur-

key Trot, Bun-

ny Hug, the shimmy and equally
renowned dance routines were
easier to do, anyhow, but
Pickin' Cotton and the Five-
Step were complicated arrange-
ments that took Mr. White
several weeks to teach his
chorus, so one doesn’t imagine
Tillie the Toiler or Winnie
Winkle or her sisters will brave
the attempt.

History

PEAKING of old dance crazes

reminds one of Frisco, probably
the most imitated man in the world,
excluding Mr. Chaplin. At the
height of his fame, Frisco, famous
as a jazz hoofer and wit, saved many
a ham act that resorted to
a second-rate imitation of
him, and with that imper-
sonation invariably stopped
the show. A hoofer merely
put on a black derby and
placed a cigar in his mouth

<

(e JE

By WALTER WINCHELL

and announced whom he was aping, and the
orchestra struck up Darktown Strutters’ Ball.
No matter how poorly executed the imita-
tion, it was certain to bring the house down.

Frisco’s real name is Louis Josephs. He is
thirty-nine and he was born in Dubuque,
la., of all places. He has tried everything.
From peddling papers to boxing, and the rea-
son he quit the ring, he will tell you, is be-
cause the resin got in his eyes. Today he is
one of the stars of Earl Carroll's Vanities and
is still doing the dance that made him famous.
He has become quite a humorist, however,
which accounts for the huge wages he re-
ceives from the Earl of Carroll, and his wise
cracks are as important to the daily routine of
Broadway living as the Street itself.

He was first noticed at the Friars Inn in
Chicago, a rathskeller frequented by pro-
fessionals. Ethel Barrymore, it is said, was
one of the first admirers of his talent and she
broadcast the fact. He migrated to New
York twelve years ago and flopped with a
thud at College Inn at Coney Island. He
also failed at the high-class Montmartre on
Fiftieth Street and Broad-
way, so he returned to
Chicago where the pa-
trons didn’t titter at his
stuff.

Once in Chicago,
where the thrown
coins did not pay
all the bills, he
turned to boxing
and this quip is
told about him,
It appears that
his manager
coached him in
pig-Latin, which
is a language em-
ployed by show
folk and others
when they want
to keep their chat-
ter secret. The
first syllable of a
word is placed at

Apeda
Dorothy Barber, who

recently returned to  the end of the

New York to appear = :
A word, to which is
added the syllable

“ay" or “A." For
instance, the word “you”
is pronounced in pig-Latin,
“ooyay." "Frisco” is pro-
nounced “Iscofray.” Il
bet I'm as clear as Minera-
lava.

The fight was in favor
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of Frisco's opponent and the manager yelled*
“Hit him with ouryay eftlay, ouryay eftlay!”
Meaning: “Hit him with your left, your left!”

The opponent finally got weary of the
pig-Latin and landed one on Frisco's jaw,
which dropped him for the count. Then
going over to the manager, the opponent
chirped: “Hey you! Ickpay up your umbay!™

A few years after he braved New York
again and Ziegfeld placed him at the Mid-
night Frolic on the New Amsterdam Roof
at four hundred dollars weekly. The next
Follies found him a feature at a huge raise
in salary and then big time vaudeville claimed
him at fifteen hundred per. That’s what he’s
supposed to be rating in Vanities today. He's
doing pretty good and his imitation of Helen
Morgan perched on a piano was the talk of
the town after the premiére. They say,
however, when the show opened at Atlantic
City the imitation wasn't appreciated, some
playgoers even hotting Frisco,

But he owns a swell car today and is
saving his money and still keeps his listeners
amused with his sallies. They all pilfer his
material, but Frisco has a motto which goes:
“Live and Let Lift!" I enjoy remembering his
best gags. There was the time when he was
breakfasting in Henrici's in Chicago and Gus
Edwards came in. "Quick,” counselled Frisco,
“hide your children. Here comes Gus
Edwards!” But he didn’t say it that hur-
riedly. Frisco stutters and this speech de-
fect makes his remarks all the more amusing.

Impramptu

ECENTLY during his quiet imitation of
Miss Morgan, someone let a heavy
trunk fall backstage. Frisco did not get
fussed or temperamental. He merely halted
the song and remarked: “Those damn mice!"
The long and loud laugh that followed this
comment repaid his interruption.

Then there is the time when he was asking
Chicago café owners to hire him. “How
much do you want?"" asked a café man.

“Oh,” said Frisco nonchalantly, “fifteen
hundred dollars.”

*“Fifteen hundred dollars!” ejaculated the
“Why, the President of the United

I

man.
States doesn’t get that much

“I know,” stuttered Joe, “but h-h-h-h-he
cccecan't Ch-ch-ch-ch-charleston either!”

Heheh!

IS newest quip, which they are still
swapping around Times Square, hap-
pened at Atlantic City. Frisco called up an
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who won beauty contests.
.+.. That's very comical. . . . .
Most of his prize lookers were
recruited from beauty con-
tests. . . . . Gladys Glad, for
instance. . . . . A cute trick
who is startling audiences at
cafés is Marilee, whose acro-
batic dancing is amazing. . . . .
Mary H or a n, who once
danced with Basil Durant at
the Lido, went to California
to become a bride . . . . But
she returned without ankling

up the altar. . . . . “I have a
right to change my mind,” she
explained. . . . . Dorothy Bar

ber is around looking better
than ever. Frances

Alfred Cheney Johnsion

Gladys Glad, one of the famed Ziegfeld beauties,
in Rosalic, reputed to receive a higher solary for
being comely than any other girl in the world

(At right) Joe Frisct-. about whom a lot appears
on this page

influential friend and said: “I'm here for a
week. Try and see what you can get me at
the Ritz.”

The friend reminded Joe that it was the
height of the season and that the rates were
pretty high. “Oh,” said Joe, “I'll call you
back in an hour; let me know what you can
get me!”

When he called the man said: T can get
you a suite for forty dollars a day.”

“N-n-nnnever mind,” said Joe, “T'll
g-g-g-get it over the rrrradio!”
This “Business of Ours

ITA HOWARD, whose acrobatic

stepping is a delight, is appearing with
Gene Buck’s Take the Air company on tour
,,,, Charlotte, the dancer, found a diamond
bracelet in a Luxor cab last month and turned
it over to the police. . . . . . Honest girl. . .. ..
Buster West, while in Yurrop, signed a con-
tract with an American agent for Lew
Gensler's Ups-a-Daisy show. . . . . Buster’s
father, without informing his son, signed a

contract with a Berlin company. . . . . Then
when both revealed what each had done they
tried to skip out of the country. . . . . At
Havre they were both nailed and returned to
Germany to fulfill the contract. . . . . I won-

der when Ann Pennington and Buster are
going to marry. . ... They have been romanc-
ing for a long spell now. . Blanche
O'Brien, who used to step at the Silver
Slipper, is a mother now. . . . . It’s a boy and
the pappy is a non-pro. . . . . Katherine Ray
is cooing with Raccoco, the rich Argentine.
. . .. Katherine is taking voice culture, if you
pleaseil g e So is Gladys Glad, the highest
paid beauty in the world. . . . . I was amused
at Mr. Ziegfeld's statement lately. . . . . He
said that he was through selecting beauties

Hal Phyfe

Williams of Scandals is wearing kiddies'
socks rolled down to the ankle, which is «
Hollywood fad. . . . . Busby Berkeley ar-
ranged Nina, the show-stopping

The Dance Magazine

ler, the millionaire, was real news. . . . .
They met at the Frivolity Club last winter.
.. .. When Gene went to work at Les Am-
bassadeurs in Paree, Chandler followed and
now they are honeymooning at Biarritz. . . .
Some girls are so lucky. . . . . Incidentally,
the newest toast heard at an apartment
party is: “Here's to Hell! May the stay
there be as nice as the way there!”

Marriages

ONE thing this reporter cannot fathom is
the reason stage gals always vigorously
deny they are getting married . . . and then
turn around and get married! Not so many
moons ago I reported that Dorothy Dilley
was about to get spliced with a well-known
young man whose father was in the banking
business. Miss Dilley, her mother and every-
one else connected with the young lady
demanded retraction, which they didn't get,
because very little time thereafter the story
broke in all the other papers!

Miriam Hopkins, who was once upon a
time a hoofer, but is now a legit artist, pulled
much the same stunt on me by denying her
nuptials to my very face when she practically
had her new husband right with her.

And now the latest pretty to pull such
antics is Ruby Keeler, the tapper. After
investigations of a highly scientific order, it
appeared to your modest correspendent that
Miss Keeler and Al Jolson, who sings
Mammy songs, were cooing with intent to
marry. Public denials and secret admissions
flew thick and fast, and at this writing | am
convinced that where there is so much talk
of rings, there will shortly be bells—of the
wedding variety.

But my plaint is this: since the sealing of
a comely and not unknown lady of the
theatre is news, why are such goings-on
kept so secret?

dance routine in Good Boy. . . . .
He was called in at the last
moment. . . . , Bobby Connolly is
reported almost single again. . . . .
Lew Fields was pretty angry at
his Present Arms troupe because
it refused to go on tour with the
EROWa st Fields told them all
he thought they were ungrateful
as he kept them working all sum-
mer, and I guess he had a perfect

argument. . . . . “Alabam™ of the
Good News chorus is to become a
brfde: 7% And did you know

that Audrey Davis of the Mus-
ketters chorus was a University
of Missouri graduate? . . . . . She
took a course in Journalism, too,
and came to Park Row to join a
newspaper. . ... But she met
with no encouragement and
Ziegfeld immediately signed her
when he saw her face, which is
most contagious. . ... The mar-
riage of Gene West, formerly of
the cafés here, to Byron Chand-
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Buster West and his father and partner John West,
whe are in Ups-a-Daisy

Tornel
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" Metro-Goldioyn-Mayer

An example of the Paoa, or Story Danece, at which the young men recite the histories of their various love affairs

TriBaL DANCES of T AHITI

Over a Thousand Years Ao the Polynesians Populated This Remote Island —
Today Exactly the Same Ritual Ceremonies Are Followed

CIENTIFIC men who devote By boats, this brown-skinned race had explored
their lives to the study and dis- FRED WILCOX the Pacific in their swift sailing ships;
tribution of mankind say that navigating without charts or instruments in
of all races in the world, the ways we can only guess at. New Zealand
Polynesian people of the Pacific was settled by a few boat loads of these

Islands are in many ways the most puzzling,
and in no way is this reflected more than
in their tribal dances.

It seems probable that thes
islanders never exceeded in
number the population of
one of the smaller Ameri-
can cities, yet only a few
years ago they were scat-
tered over a larger area
of the earth's surface
than any other race we

know.

*  One hundred and

wanderers as early as 1100 A.D.
In Tahiti, the people built pyramids,
mummified their dead, used scores
of Bgyptian words, and even
have distinct traces in their
dances of Egyptian origin.
Tahitians revered the sun,
the great giver of life, and
like the Egyptians they
called him "Ra.”
Here in a distant land,
these wanderers forgot
slowly their ancient
wisdom and even in
fifty years ago these their dances the Egyp-
Polynesians were in the | _ \ tian influence 1s only a
stone age. They practiced = s : : / faint, remembered thing.
bt iede de bRk o - . ; 8 _ o / Like the Egyptians, the
ol ineaeve 40 Biesent over : ] “;’r Polynesians have dances for
population of their islands war, for religion and for fer:
They worshipped images of tility.
wood and stone.

a

"

A - .' .:‘_ﬁ"

Their war dances are the most

It is now generally agreed that the S Ty <2 / mysterious and obscure. Since war
island of Tahiti was first peopled by the S ca RN in most parts of Polynesia has vanished
Polynesians about six hundred years after Meiro-Goldweyn-Mayer within the last one hundred years, the dances
Christ. Long before our own ancestors had The harvest dance is always led by the tapu, the have largely gone with them and are now
ventured out of sight of land in their crude Witage i, “”"ﬁmm’u.ﬂﬁ ather ‘girls of the (Continued on page 50)
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New York's OwN NiMBLE HEELS

Ruby Keeler Tap-Danced Her Way from City Pavements
to Fame on Broadway—To Culminate by

HEN 1

went out

looking

for Miss

Keeler, I
was told that she was
dancing at the Capi-
tol Theatre. A word
to the doorman, and
soon the young lady
appeared on the
stairs. Together we
climbed to her dressing room. I stopped on
the first landing, but she beckoned me on.
“One more flight,” she encouraged me; “up
where the common people are.”

The dressing room was crowded with
makeup boxes, costumes and people. We
found a corner and for the first time I had a
close-up view of the young dancer. She looks
very young, even in the heavy stage makeup
she uses. One almost doubts the nineteen
years which she claims to possess. Ruby
Keeler is an attractive young person with
light brown hair slightly curly, and large
Irish eyes. Her figure—but then, you have
seen it in several shows, and you will in
several more.

“Tell me all about yourself,” 1 suggested.
This was rather a staggering proposition, and
my hostess looked a little puzzled and doubt
ful.

“There’s nothing much to tell about me.
Except that I dance . . .”

“No, I mean all about your past, and the
things you like todo . . .

She nodded. “I was born in Halifax, of
very Irish-Canadian parents.” She looked at
her mother, who nodded approvingly at us
from the easy chair and went on reading
Variety.

* And when I was five years old we moved
to New York, and I have been here ever since,
except for summers. We lived in York-
ville w2

I looked my surprise, and she explained.
“Yorkville is between First and Second
Avenues on the East Side. I used to dance
on the sidewalks in the evenings with the
rest of the kids in our block. But that wasn't
real dancing . . . I mean, I didn’t know any
steps. Then I went to parochial school, and
once a week a lady came around to teach us
exercises and things. Sometimes she taught
us the Highland Fling and other folk dances.
I was thirteen then. She liked the way I
caught on to the dances, and she went to see
my mother about me. The result was that I
started to take lessons with Jack Blue . . . and
I have ever since, for that matter.

“Jack Blue is a wonderful instructor for
my sort of work, and he has taught me every-
thing I know. He made it fun, real fun, for

R

Harold Stein
Ruby Keeler

Marrying Al Jolson
By STUART PALMER

me to work under him.

“And I've been in three shows. There
was Bye, Bye, Bonnie, which was lots of fun,
though I didn’t have any big part. And then
there was Lucky, which didn't last long,
though we all thought it was better than
many of the shows which ran far longer.

“Last, I was in Sidewalks of New York, and
I liked it especially because I was brought up
in those kind of surroundings and I knew the
kids and the life. And Sidewalks had a long
run . .. Weall got to be just one big happy
family before it closed. You know, that's the
way it goes—you don't get tired of
doing the same thing over if you
really like the work. You get to love
the routine and the theatre and the
people you are working with. At
least, I did.

“After Sidewalks
closed, we went out to
California, and I just re-
turned. Look at my tan!™
Miss Keeler extended a
berry-brown leg in my
direction. “I'm losing it
fast . . . when I was there
I was coffee-colored, really
I was. I love to swim,
It's about the only thing besides danc-
ing that I like to do. I'm in the water
whenever I can be.”

I asked about her plans for the
future. “'We start rehearsals in a week
or two for Whoopee, the show that Mr.
McEvoy has written for Eddie Cantor.
I am going to do my dances in it, and
they say that I am to have a part in it,
too! But I'll wait until rehearsals before
Italk . . . I'll probably be in the third row
well in back carrying a spear or something,
Just my luck.

“I think I'll like working with Mr. Zieg:
feld very much. They say he is very wonder-
ful to his people. Of course, I was very
happy with Mr. Dillingham. He was always
very wonderful to me. Wasn't he, mother?”
From the corner Mrs. Keeler peered over her
Variety and nodded.,

I noticed a diamond on the tell-tale finger
of her left hand, a glittering blue-white thing
as large as a cake of ice. “'We won’t mention
that,” she warned me. ‘‘Because nobody
knows how long it will stay on. Anyway,
the man is in the show business for they
tell me that girls who marry away from
the theatre gradually leave it. And I want to
keep on dancing.™

“What are your ambitions?"" I queried.

“Ambitions?” Miss Keeler bit her finger
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nail. I don’t know as I have any. I'll keep
dancing as long as everything goes all right.
If it doesn’t click I'll get married or do some-
thing. I don’t know. Dancing is the only
thing besides swimming that I like to do, and
as long as I can make a living at doing the
thing I like best, I'll stick to it.”

“Suppose you hadn’t been a dancer, what
would you have been?”

(Continued on page 57)

Ruby Keeler,
whose last show
was The Side-
walks of New
York

White
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Astonishing Revelations Combined with One Unforeseen
Event Result in a New Twist in the Career of the Girl
Who Had Courage Enough to Mold Her Own Life

Couﬁa’ed to GRACE PERKINS

The story thus far:

HE only thing that the Mother

Superior of the Philadelphia con-

vent I was brought up in could

tell me was that my mother had

been a famous dancer, and that

father had deserted her shortly after my birth.
Naturally I brooded on this, and I soon found
myself nourishing a flaming ambition to be a
dancer, as my mother had been. This fierce
desire led me to commit many follies in the
convent, which caused the good sisters to
punish me. The most daring act was writing
to George Warwick. the famous dance orchestra

leader, pouring out my troubles to him. I
did it this way. A radio had been pre-
sented to the convent, and for some misdeed
I was forbidden to hear it. But late at night
I crept downstairs in my nightgown and
turned it on. I was discovered! But not
before I had listened to George Warwick's
Onrchestra in Chicago and heard him ask his
listeners-in to write to him. So I did, and
his answer, urging me to Tun away, was
intercepted by the Mather Superior. I was
locked up, but I escaped into the streets.

Good fortune found me a job and a home
with Mrs. Carter, who took me at once to her
heart. She understood my half-formed dreams

“Forget it,” chirped Lorraine.

“You give me a pain anyway, you two.

You're mad about each
other, and everybody knows it, including yourselves . . ."”
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and sent me to New York, to live with her
married sister there and to study dancing.
When I got on the train, who should I find
sitting beside me but George Warwick! He
saw me looking at a piece of sheet music
bearing his picture on the cover, and spoke
to me. 1 recalled myself to him, and he
sympathized with me, as I had known he would!

When I settled in New York, he took an
interest in me, and soon I was desperately in
love with him. I went to the well-known Ned
Kendall's dancing school, and he selected me
for special attention, despite the fact that a
girl, Lulu Grand, took every opportunity to be
unpleasant to me. The night that George
opened the second season of his New York
night club, I went with Kendall, and did two
numbers with him, alone on the floor. 1 was
dancing to the music of the man I loved!
When I returned to the table, Lulu Grand
attacked me in a fit of rage and jealousy, and
I crashed unconscious to the floor. When I
awoke, and saw the expression of George's
face, I knew he loved me.

But things did not run smoothly. A mis-
understanding occurred between us over a
night club job I took, and I heard also that
George was married. I stared at the ruin
of my dreams. I did not see him for months,
until he and his band joined the big show I was
rehearsing with. He asked me out, but I
found an excuse every time, until he took the
hint. At the advice of the leading lady, I
went out a great deal, and finally accepted the
offer of marriage of Arthur Weston, a wealthy
young man [ had come to know. When
George learned of it he said nothing, but that
night on the stage he announced his new
composition, the title of which was a direct
insinuation against me. After the per
formance [ was suddenly called out into the
stage door alley to find Arthur and George
fighting furiously. George fell, his head
badly cut!

STOOD transfixed for a moment, lean-

ing up against the cold brick wall, and
thinking that surely the end of the world had
come. It seemed as if in one second a
lightning flash of realization swept over me.
I did not love Arthur Weston—1I had never
loved him! How could I, when my heart
belonged to George from the very first
moment I had heard his voice? What did
it matter whether there had been mis
understandings? He had been my friend—
the only friend who counted in the depths of
my heart. He had made it possible for me
an unknown, unprepared little outsider—
to secure a triumph almost overnight[

Maybe George could never mean anything
to me other than a friend—when my heart
called to him as a lover! But what did that
matter in the ultimate end .of things? I
would be true to him.

I felt someone shaking me timidly—I
heard Lorraine’s voice in my ear begging me
not to faint. I remember shaking her off,
and telling her to go to him. The next
moment I had rushed to George myself.
The stage hand was lifting him up carefully
and carrying him through the stage door.
As I followed slowly, clutching George's
limp hand in my own, I caught sight of
Arthur Weston.

He had slumped into the shadows behind
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the fire-escape stairs, and stood, staring at
what he had done. His eyes met mine,
and held them in a long, pleading glance.

I dropped George's hand, and let the little
procession go through into the theatre.
For a moment I stood, gazing at the boy I
had intended to marry. Somehow, into
that moment was crowded a vision of what
my life would be at his side. Money spent
carelessly, lavishly, foolishly. Excitement,
the seeking of the pleasures and thrills of the
flesh, association with sophisticated, bawdy
people who trampled down ambition and
purpose. Quarrels, nerves, restlessness, con-
tinual clashing of opinion. . . .

Why had I been so blind to this moment?
How did it happen that my senses had been
so benumbed that I had not recognized the
true state of affairs?

Still Arthur Weston was gazing at me,
his lips twisting nervously, his face taking
on a look of defiance gradually.

I straightened my shoulders and walked
up to him.

Almost unconsciously, my right hand was
tearing the engagement ring from the fourth
finger of my left. I went as far as Arthur
and held out the ring without a word.

“Beatrice!” he gasped.

Still I did not speak. I couldn’t. I
shook the ring impatiently, and his hand
came forward slowly and accepted it.

“How could you—for such a thing as this

he insulted you tonight on the stage
anyway! [ won’t have you insulted
you're my flancée—the girl who is going to
be my wife—or, rather, was going to be
my wife! Look here—he started it anyway,
Beatrice. He came out here and grabbed
hald of my collar and he started to—"

“Please!” I interrupted him sharply. I
don't want to talk about it.”

“But to treat me like this—for defending
you,” he wailed with an abused whining in
his voice.

“It isn't only that,” T said slowly. “It's

oh, I never should have become engaged
to you, Arthur.”

And with these words, I turned blindly,
and rushed inside the theatre, slamming the
stage door behind me. I ran swiftly to
George's dressing room, and as no one heard
my knocking on the door, I burst in, breath-
lessly.

Lorraine was there in the glaring light,
holding a pan of water. The character
woman was sopping hot cloths across George's
forehead. laying bare an unsightly gash that
made me shudder. Our stage manager,
the house manager, the publicity man, and
the manager of George’s orchestra were all
there, all talking, all gesticulating, until the
room looked like some mad nightmare.

I hesitated but a moment, and then went
straight to George's stiff wicker cot. I
fell on my knees and began talking wildly,
begging him to get well, and not to die.

The publicity man, Al Saunders, shook
me by the shoulder. I could hear him
complaining that the papers would carry
this story tomorrow and just what should
he tell them? It would be best to tell them
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“Won't you wake up with a jolt when you know, little Bright Eyes?"” she spat out as she wheeled on me.
“I d like to see your face when you read it, that's all—"

something straight, or they would let their
imagination play havoc. Arthur Weston

and George Warwick were both too well

known,

I brushed him aside, telling him sharply
to give out any fool story he wanted. Strange
that I should have become one of the wrang-
ling, hoarse, hysterical voices in that room
when all I wanted was to kneel beside
George and wait for him to open his eyes
and look into mine.

In the midst of this boiling excitement,
two other figures suddenly appeared at the
door. They were Tom Howard, who was a
member of George's orchestra and who, I
understood, roomed with George—and a
pale-faced, wan figure with a black satchel in
his hand.

The doctor had every last one of us leave
the room, and I leaned up against the closed
door, trembling, afraid to cry, for what
seemed an eternity. In reality, it was
about twenty minutes before the door was
opened, and the doctor asked in a dry, tone-
less voice:

“Which one of you is Dimples?”

[ started forward, unable to say a word.

“He wants to go home,” the doctor ex-
plained. “He wants you to take him
home.”

“Oh—"" I gasped.

“T'll go with you, kid,” insisted Lorraine
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helpfully. . . . :

“But first he wants to say a few words to
Tom Howard,” went on the doctor. Almost
before the words were spoken, Tom Howard
had pushed his way through into the room.
The doctor half closed the door, hesitated,
then gave us the assurance that Mr. Warwick
was not seriously hurt. He would be on
his feet in forty-eight hours. What he
needed now was rest.

Tom Howard came out presently, sobered,
but assured of George's condition, and
started off full speed for the night club.
He was to take complete charge.

Before wery long, Lorraine and I had
George between us in a taxi, headed for his
apartment, the sober doctor facing us.

I had never seen George's rooms before,
but I had always imagined them to be ex-
tremely luxurious and beautiful quarters.
Certainly he had a fine address, but 1 was
amazed, when I snapped on the lights in his
place, to find it drear, cluttered and quite
unornamented as far as lamp-shades, draperies,
pillows, or any of the touches that go to
make a room charming, were concerned.
The unwelcome thought darted through my
head, that perhaps George had ordered his
wife from Long Island not to touch this
sanctum. . . .

George had spoken little in the cab. He

(Continued on page 63)
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(At right) Evelyn Parkes, because she was a

highly important member of the ensemble

of Manhattan Mary during its metropolitan
run last season

(Below) Janet Flynn, because she was one of

the individual hits of the Albertina Rasch

Girls during their appearance at the Moulin
Rouge, Paris, last summer

(Below left) Dorothy Daw, because her en-
semble work in the New York company of
Good News is excellent and peppy

Florence Vandamm Russell Ball

Apeda

Carlo Prado and Adele Fallaize. because their ball-
room work in the Hotel Gibson, Cincinnati,
proved a drawing-card
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{Below) Ethel Jackson, because she has danced
charmingly in several film productions in
Hollywood

{Below right) Geraldine Spencer, because of her
sprightly work in Gavrilov's Ballet Moderne last
season

Pinchot
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Dors HANDWRITING REVEAL the DANCER ?

P——

| P r——s—————

Richard Burke [ Claude Harris Nickolas Muray

Anna Paviowa

/. Q 1/ A

The Signatures of Recognized Artists Prove That Grace and Rhythm
Are Manifest in the Letters of the Names—Perhaps You Can
Determine Your Fitness for Dancing This Way

VERY once in a while someone servations on what they show me, both as
writes to me, asking if he or she By LLOUISE RICE to the dancing talent shown and the general
has the talent for dancing, trend of the characters.

First, though, a word as to graphology.
You can find it in the dictionary. by the
way.

For over three hundred years people in
all civilized countries of the Western
warld have been studying this matter of
handwriting as an exponent of character
and talents. The graphologist does not
“feel” something about a specimen of
writing, does not have a “gift" for inter-
preting it, does not guess, but uses the
laws which those three hundred vears
have given, just as the physician uses the
accumulated knowledge of the many
years behind his art.

The interpreter of character and talent
in handwriting does, of course, do the
best work when long experience is the
guide, but that is true of every science
and art the world has ever known.

One of the laws of graphology is
something which is peculiarly and es-

Four people asked me that in
recent mail, and a friend who
happened to see the replies exclaimed:

“How can you tell? And I see that
you have said ‘yes' to two of these people.
There isn't a thing in common in the
writings. How is that?”

“Please observe that I said something
different to each,” I replied. “The girl
has the ability to dance which comes
largely from the feeling for ordinary
thythms and the high tide of physical
health and vitality and good spirits. She
will like the popular dances with a good
deal of the romp in them. The man is
primarily an artist. He will do costume
dances superbly and you will see that I
have so advised him.” :

My friend is really a woman who has
thought rather deeply about a good many
things, and yet she found the idea that
all sorts of handwritings may show the

feeling for the dance, only in different ways Soieht Sunamt— necqally interesting for lovers of the dance to
—unusual. It is therefore interesting to Vb b know, since they and musicians are par-
me to present in Tue Dance Magazine e ticularly fitted to understand it, and that is
some illustrations of the handwritings of that every writing produced by those who are
famous dancers, with graphological ob- a/t/pu_w (Continued on page 52)
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The TRUTH about NIJINSKY

By Gradual Stages the Young Polish Genius Sank into a Mentally
Enfeebled State—Until He Was Finally Overtaken by the
Tragedy Which Ended His Artistic Career

Harcard College Library
Nijinsky in his Danse Siamois, reproduced from The
Russian Ballet in Western Europe, printed in England

II. The Pinnacle

REDIT must be given, of course,
to the man who conceived these
elaborately staged spectacles in
which Nijinsky starred. All
those Fokine productions of

1910-11 were works of art, although some
were more popular than others. Petroushka
was an instantaneous success everywhere,
but especially in Paris and London. After
its appearance in the latter city in 1911,
every journal in the city applauded, a sample
of their comments being:

“All the muses must have presided at the
birth of Nijinsky. He is a picture of grace
and exquisite line, yet he is by far the finest
mime we have seen in years. In Petroushka
he succeeds in conveying with extraor
dinary success the staccato movements of a
puppet, while subtly suggesting that the

By JAMES G. DUNTON

marionette’s wooden body conceals some-
where beneath its motley a heart slowly
breaking over Petrouchka’s little love for
the pretty dancing doll. The puppet’s
despair is strangely pathetic. He flings
his jointless arms over his head and drops
headlong over the waist . . . and the bitter
anguish on the wooden features, which the
white chalk and scarlet dabs of paint seem
to accentuate.’

London critics were equally appreciative
of his work in Scheherazade, in which (to
quote from a book which appeared shortly
after the London premiére):

“When the queen of the harem, Zobeide,
orders the cringing Chief Eunuch to open
the last imposing gate and he finally com-
plies, out leaps the gleaming negro who is
her favorite. Black arms and legs writhe
like snakes as he lands upon the floor.
Turning, he sees the Queen he loves.
He flings back his head, stretches out his
arms. Another leap and he is at her
side. She stands expectantly, quivering
from head to foot. He does not touch her
but he laughs and laughs. He is mad with
joy and freedom and love. His black
body suddenly straightens, muscles tighten,
and high into the air he springs, to alight
like thistledown upon a distant divan.
Then buack to her again. He teases and
torments her, caresses her by gestures,
invites her with lascivious abandon—but
he does not touch her. She follows him
as he darts away into an alcove . . . and the
other wives and paramours rise then to
dance their mad abandon.™

Le Spectre de la Rose gave him an oppor-
tunity to demonstrate his ability in the
way of leaps and his technique in the matter
of entrechats and beats and pirouettes.

This rather light ballet, to-
gether with Carnaval, com-
pletes the list of his happiest
work, although his performance
with Karsavina in L'Oiseau de
Feu thrilled Paris and literally
stopped even the orchestra at
the premiere there. Narcisse
was good, but not very popular;
similarly, his part in Les Syl
phides did not arouse so much
appreciation, although there
were many to praise, among
them Ellen Terry, who ob-
served that Nijinsky managed
to express more in dancing
than a great many actors could

Harvard College Library

Le Dieu Bleu, was of an exceedingly high
order as a production, but it did not make a
popular hit, although Nijinsky did some of his
finest work in it. . . . Altogether, in view of
the l‘epcrto.ire, we can understand how au-
diences marvelled at his performances and
remarked: “So free and yet so disciplined.”
He had perfect control of his body, was the
master of his parts and of himself in every-
thing he attempted.

But success had made him a restive rebel
indeed and we see him in 1912 attempting a
further revolt in the matter of choregraphy,
going even further away from the old and
conventional than his master Fokine had
dared go. And strangely enough the first
piece of choregraphic construction which he
attempted proved to be his best. In
L’ Apres-Midi d'un Faume, which he based
upon the well-known Prelude of Debussy
and which was staged and costumed by
Bakst, Nijinsky showed that he had not
forgotten Isadora Duncan but had also
heard of Jacques Dalcroze and of the possi-
bilities of the tableau for the purposes of the
dance. This “‘tableau choreographique™
aroused much discussion and much criticism,
but the intervening fifteen years have not
seen it disappear. It was a radical departure
from all the traditional and the conventional
in dancing and it has led to some important
subsequent developments in the art.

Nijinsky composed and staged this and
two other original ballets in the space of
eighteen months (1912:13) and if the first
of the three was novel, the other two were
indescribably so. In Jeux, also to Debussy
accompaniment and with scenes and costumes
by Bakst, he attempted a series of scemes
choregraphic in which dancing, as such, was
conspicuous for its absence but gesture and
movement were coordinated with the musical
accompaniment in a truly remarkable degree.

Every note in the music was

1 accompanied by some move-

ment: Nijinsky was. following
the Dalcroze banner to the
limit in trying to apply the
latter’s theory that every note
must mean something in action.
Needless to say, Jeux, with its
tennis players and falling balls,

|  was not a success: indeed, some
Paristan critics called it porno-

| graphic because in it there was
actual kissing between the three
principals! Which is a strange

| artistic criticism to come from
1 anyone Parisian! The other
ballet was a primitive and

do in straight acting. The Rene Bull's | dctch of  startlingly effective attempt,
other important Fokine ballet, ey rerasade . entitled Le Sacre du Printemps.
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In it Nijinsky did some very effective work
in the way of innovations in coordination and
mass-balances. It was not a success either.
It was his last effort for two years: he gave
way for Fokine and his less brilliant but more
sure conceptions. Throughout all this period
he had been dancing to the delight of thou-
sands in the old standbys. He had been work-
ing exceedingly hard and the strain was
beginning to tell on his nerves. He was soon
to show all too plainly the first serious
symptoms of the tr;lgedy that was to be his.

ECCHETTI tells of how he received an

urgent wire from Diaghileff, begging him
to come to Paris at once. The old ballet-
master was at the time with Anna Pavlowa
and he at first refused to consider any change,
but after repeated urgings and Pavlowa's
reluctant release, he journeyed to Paris,
where Diaghileff met him. They went to
dinner and afterward to the ballet. In
the middle of the performance, his host
asked what he thought of the young man
who had just danced.

“He looks good,” replied Cecchetti, “but
needs training.”

“Right!” agreed the other. “That's why
you're here. That boy is Leonide Massine
and he must make his debut in The Legend
of Joseph in exactly eight days. Can you
do it?"”

“In about three years,” replied the
teacher.

“All right,” said the other. “He's yours
from now on. It's up to you to teach
him what he needs to know.”

And Massine did make his debut in The
Legend of Joseph in the part that was ori
ginally Nijinsky's. It was not much of a
debut but it marked the beginning of a
career that has given another notable
choregrapher to the modern dance.
Cecchetti discovered later that the cause of
this sudden elevation of a comparatively
untrained young man lay in the fact that the
premier danseur of the company, Nijinsky,
had objected to certain unfavorable com-
ments on the color of his tights, which
comments had been freely made by members
of the press and the audience, and he had
absolutely refused to continue dancing,
thus making it imperative for Diaghileff to
groom an understudy who could take his
place upon short notice.

The company soon after went to South
America and Nijinsky's eccentricities be-
came more pronounced and disagreeable
during the vicissitudes of that tour. On the
voyage out he became engaged to a young
lady of the company and, although the
management was not over pleased at the
match and considerable friction was aroused,
the marriage took place as soon as they
arrived in Buenos Aires. Thereafter he
became continually more unmanageable under
the stress of a tour that was disappointing
in many ways. The South American man-
agement was not over pleased with the
Russians, contended that they had not kept
their promises in that Karsavina and the

(Continued on page 64)
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PHOTOGRARH BY BERT, PARIS

“THE GREATEST DANCER
IN THIS GENERATION"

No pancer on the stage to-day, it is
‘said, does such remarkable character
dancing as Warslav Nijinsky, here
shown in the fascinating little doll play,
‘“Petrouchka.” His artistic skill, com-
bined with humor and magnetic per-
sonality, amounts to positive genius.

S
Harzard College Library

The above picture and caption is reprinted from an American magazine as it
appeared just prior to the first visit of the Ballet Russe to this country in 1916
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Nimna Pavye Ow Dancineg Envoy

Here Is Something New in
Interviews—by a Personal
Friend—Giving an Inside
Slant on the Girl Who
Went to Paris for Three
Weeks and Has Stayed

Ever Since

By
W. ADOLPHE ROBERTS

HE cen-

questof

Broad-

way 18

regard-
ed by most dancers
as being the supreme
triumph, with the
possibility of an
engagement in
Europe now and
then to furnish ad-
ditional thrills. Few
American perform-
ers, apart from con-
cert artists, can hope
to be really big
figures in Europe
as well as their
home country. 1
know of only one
today who, repre-
senting the show
business phase of
the art, has es-
tablished herself
firmly as a stellar
attraction in every capital of the Old World.
She is Nina Payne, a favorite of audiences it
the Folies Bérgére, Paris, and the Boulevard
Theatre, Vienna, no less than on the Keith
circuit. She deserves to be called our
dancing envoy to all points east of New
York.

[ met Nina Payne and first saw her work
in Paris, in 1923. Since that time we have
corresponded regularly. I not only admire
her artistry but esteem her as a dear friend,
and it gives me especial pleasure to tell her
story.

She was born at Louisville, Kentucky, an
only child, who was taken when still very
young to live in Seattle, Washington. No
member of her family had ever been on the
stage, and dancing with her was a spon-
taneous talent. At the age of ten she was
so expert that she was offered a professional
engagement, which her mother refused

i
Manasse

created for me by Daniel Doré. I
made Broadway with this, and it
went so big that I continued in the
part for three years.”

Nina's first foreign venture was to
Havana, where she was very success-
ful. And after that—Paris. Imag-
ine going to Paris to spend a three
weeks’ holiday and being invited to
remain as a star, with fame thrust
upon you! Imagine being féted and
lionized and hailed unexpectedly as a
conqueror in the dream-city of the
world! Every dancer must have
dreamed of the wonder of such an
event and dismissed it as being the
last thing that would be likely to
happen in real life. In the case of
Nina Payne the fairy-tale came true.
Her own originality and capacity for
hard work served to bring it about,
of course. But it all started with an
amazingly lucky break.

Two poses of Nina
Payne, in dances she
has done in Paris,
Vienna, Budapest and
Copenhagen

to allow her to
accept. A year
or two later, fol-
lowing an opera-
tion and a spell of
general bad health,
she was told by
doctors that it
would be danger-
ous for her to do
any more dancing.

"I could not
believe that,”
Miss Payne told
me. Kid though
I was, 1 realized
that the use of my
body in so natural an exercise must help me
rather than do me harm. I persuaded my
mother to let me continue my lessons.: The
complicated postures I took, for the purpose
of limbering up and learning new motions,
were as valuable as physical culture drill.
But the dancing itself was even more bene-
ficial. Just after my convalescence, it
seemed to tire me too much; but in a few
weeks | was feeling stronger, and in six
months I had regained my health to a degree
that would not have been possible if I had
played the old-fashioned invalid and idled
around the house, as the doctors wished me
to do.

“] made my earliest appearance on the
stage at a vaudeville house in Seattle when I
was sixteen years old. Then I went on
the road. I was over the old Orpheum
Circuit four times. My first outstanding
success was in a pantomine, La Somnam bula,
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Following her Cuban trip, she
sailed for France on a romantic
impulse, without an engagement or any idea
of getting one. She spoke no French. She
didn’t expect to meet a soul she knew. Her
plan was simply to do a little sightseeing
and then return to New York. But the
first week she ran into Harry Pilcer, formerly
a featured dancer in American musical
comedies. He persuaded her to make an
experimental appearance with him at the
Pré Catalan, a famous restaurant in the Bois
de Boulogne.

French critics and poets have described
to me the curious outcome of this partner-
ship. Pilcer was old stuff to the Parisians.
But Nina Payne impressed them as being the
spirit, the very personification, of the
American jazz they were just beginning to
hail as a serious art. They went wild
about her boyish, graceful body, her long
legs, her bobbed brown hair, the youthful
energy with which she interpreted the
clamorous rhythm of the Western World.
Both at the Pré Catalan and the Olympia
Theatre, where she went for a long engage-
ment after she had dropped Pilcer, the most
celebrated writers lined up in the front
seats night after night. The highbrow
magazines as well as the newspapers printed
enthusiastic tributes to her. She was
classed as being more poignantly American
than any other dancer. At the time, that
was enough to bring Paris to her feet.

The Folies Bérgére offered her a dazzling
contract, and for two seasons she was the
leading foreign star in the revues at this de
luxe all-star house. I saw her during her
second season. She was still the toast of
the critics, and was in extraordinary demand
after the evening show for special appear-
ances at clubs and cabarets frequented by
esthetic connoisseurs of the dance.
(Continued on page 61)
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Gharles Gerard Snyder

BACKBENDS and
ONE-ARMS for
HearTH

ICHAEL G. MICHAEL, acro-
batic dancing master extraor-
dinary, faced me across the
table in his studio on Forty-
third Street. On the other
side of the bars that divided the reception
room from the studio proper, two classes of
students were going through limbering
exercises to the strains of a Victrola.

“Mike,” as everyone in the place soon
learns to call him, pointed out several of the
girls to me. “They are not all of them
acrobatic dancers. Some of them will never
dance on the stage. But they want the
suppleness. the perfect physical rightness,
which comes from these exercises. See that
lady in the black bathing suit?” He nodded
toward a woman of perhaps thirty-five.
“She came here two months ago, weighing
two pounds less than two hundred. Now
she weighs one hundred and thirty-five.
And she can high-kick with the best of
thCl’n.

“I started out as a teacher of physical
culture. First in Philadelphia, and then
I emigrated to New York and civilization. |
soon found that the most interesting part of
my work was teaching the dancers. I have
taught continuously since 1912, with the
exception of two years when I was in the
service. It was intended that I be physical
director of my company, but there was too
much war. Then I was athletic entertainer

(At left) Bobbie Perkins, now
appearing in Ups-a-Daisy, is
a Michael pupil in acrobatic
dancing

(At right) Constance Carpen-
ter, in A Connecticut Yankee,
learned her acrobatics under
Michael

(Below) An adagio team of
ment, Don and Jerie acquired
i physical rightness with
Michael

Strand

M. G. Michael himself

in the Army of Occupa:
tion. There I had time to
work out many of the things
I am teaching my pupils today.

“Acrobatic dancing has come to
stay. Audiences like it because it is come-
thing they can see and understand. It
combines the charm of watching stunts with
the natural love of form and rhythm. More
and more, particularly in the great chains of
moving picture houses, acrobatic dancing
troupes are in demand. At the present
time I am arranging the acrobatic specialties
for the Foster Girls, in the Publix chain.
To my mind, acrobatic dancing is as firmly
established as ballet or tap, and it certainly
pays the performer better.

“In almost every show, there are several
acrobatic dancers. The lead must prac
tically always do at least a few acrobatic
steps. For the acrobatic part of the dance
is the most vivid, most alive. It is definite,
and even the person who knows nothing
of the dance can understand its difficulty
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always those who had a dance which was all
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De Mirjian

M. G. Michael, Leading
Teacher of Acrobatics,
Believes Firmly in the
Value and Popularity of
Dancing Combined with
Strict Physical Control

By

THEODORE
ORCHARDS

and its real charm.
“Look back at the Broad-
way seasons of the past
four or five vyears. You
will find that the dancers you
remember the ones still
vivid in your mind are almost

or part acrobatic in its nature. It is growing
to be a necessity for dancing stars to be
able to do acrobatic steps, even though they
may not need them. For the ability to do
acrobatic steps comes from training and
limbering which gives perfect physical con-
trol and poise."

“Mike” Michael excused himself for a
moment and made a telephone call. His
face lighted up, and he returned to pick
up the threads of our conversation. “You
see,” he admitted a little proudly, “I am
today a papa for the first time. It is a boy,
too.” 1 congratulated him.

“And, what's more, my son is going to
learn acrobatic dancing before he is able to

(Continued on page 52)
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(At left) The Cansinos, who re-

i cently finished with a Publix unit,

1 possess  solid reputations with

theatregoers for first-rate dances
in Spanish character

La Chappele and Dias, a new

team shortly to be seen in vaude-

ville. Mlle. La Chappele ap-

peared until recently as an adagio
dancer in France

1 Formerly of the Constantinople
| Ballet Russe and the Royal Opera
{ in Sophia, Nicholas Daks is now
premier danseur at the Roxy.,
i New York

(At left) Jose Rivas and partner in an
act called The South American
Dancers on the Pantages circuit

Mitehell

(Below) Georgia Ingram, until lately
with Ralph Whitehead, is preparing
a mew act for the Keith circuit

(At left) On Loew time, the Lenora

trio. consisting of Medisca. Sergius

and Randall, is rapidly building a
following

e AT W
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of VARIETY

T takes a bill that is notably
weak on dancing to demon-
strate the extent to which
modern vaudeville depends for
popular appeal upon the dance.

This is a negative argument, but it thereby
gains in strength. A few years ago, the
big shots in the two-a-day were talking
comedians and singers, and the latter were
expected to be funny, too. I'm far from
saying that the demand for humor has died
out. But I do claim that the splendor and
beauty of rhythmic bodies interpreting an
art that appeals to our esthetic senses has
now become more important than slapstick.
Special “comedy weeks,” or any other kind
of artificial week, that result in crowding
dancers from the boards are plainly dis-
appointing to audiences.

Fortunately, the barren bills are rare.
Yet there were two such in successive
weeks at the Palace, New York, not long
ago. One of .them was dominated by the
winning personality of James Barton and the
tuneful warbling of Van and Schenck—
acts that took up so much time between
them that the other attractions were cur-

tailed. The male team of King and King, _ |

energetic but short on glamor, furnished the
only dancing of the evening. Not so good.
And the second program I have in mind
was equally lacking. They created an old-
fashioned effect. It was the sort of thing
Dad would have found natural.

However, I don't want to seem to knock
the Palace, or Keith bookings generally.
The average standard is high, and modern
tastes get plenty of recognition. Recently,
there came to the Palace an act which I rate
A. No. 1. It was a Harry Roye production,
called An Artistic Interlude, featuring Muriel
Kaye. This young woman is on her way
to big rewards. She has dance technique,
an alluring figure and a plentiful supply of
verve, Her numbers were up-to-date with-
out being too eccentric. In the matter of
costumes, she rivaled the lavishness of a movie
star. 1 was especially taken with the out-
fit for her third number. It was of black
velvet and silver, with molded bodice, long
sleeves and a shirt that ended in front where
the thighs begin and extended in a straight
wide train behind. Rather awkward to
manage to the tune of jazz, but she got away
with it nicely.

Georgia Ingram is back in vaudeville. I
met her in the lobby of the Palace at a
Monday evening show. She told me that
she had plans for specialty work in a revue
later in the year, but was preparing an act
to take on tour meanwhile. Georgia is not
only a magnetic dancer of the American
school—a girl with an artistic future—but
she is one of the most beautiful. Hers is the
rare combination of golden blondness with
pure classic features. In any contest of
pulchritude, her high-bridged nose alone

should be her fortune. She has had sound
ballet training, but has proved that she can
adapt herself to the feverish tempo of the
age. Perhaps her best work was done in
the last edition of Americana.

Gracing Loew time are the Dooley Sisters,
This youthful pair are preducts of an old
and mighty fine theatrical tradition. I don't

care whether they're actually related by

Mitchell

The Dooley Sisters are on Loew time. doing
duets characterized by their extreme precision

(At r.ighl"_l After a tour of Australia, Marta Kay
is now at the Kit-Kat in London

blood to the older Dooleys of vaudeville.
Their good looks and their pep entitle
them to be rated as regular dancing
Dooleys, any way. I caught their act
early in the month and was delighted
with the precision with which the girls
worked.

Also with Loew is the interesting group
composed of Medisca, Sergius and Randall.
These dancers, trained and sent out by
Lenora, depend for the most part upon the
beauty of their plastic poses. They work
in white makeup, to simulate marble
statuary. But their action routines are very
good, and Medisca is as pretty as one could
ask.

The presentation houses have been out-
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doing themselves in the matter of colorful
programs. At the Capitol, Greenwich
Village and Argentine Nights, both Boris
Petroff productions, were excellent, with
the last-named somewhat in the lead. The
Triana Sisters, genuine Spanish dancers,
were the chief factor in putting across this
Argentine  extravaganza. They flamed
through their two numbers with a dis
tinction that nnght to
land them in a Broad-
way revue before the
season is ended. The
costumes and settings
were gorgeous and
helped a lot. But it
was rather amusing to
hear it announced that
the Chester Hale girls
would perform a jota.
Dressed for the part,
the well - intentioned
gi]']icﬁ Pri'll'll:ed dCross
the stage—on their
toes. It would be
priceless to learn what
the Triana  Sisters
thought of that.
Bitter Sweet Blues,
at the Paramount,
proved to be a fine
show, with catchy
music and sterling
dancing by Wilson
and Washburn, the
Dave Gould troupe
and Grace Du Faye.
Pretty Miss Du Faye
is by way of being a

But she lifts her stuff above
the ordinary twistings and cartwheels of this
fantastic art.

Marta Kay writes the department from
London, to say a kind word for this magazine
and to enclose the photograph which I

contortionist.

gladly publish. “Have recently completed
a seven months’ tour of Australia with the
Di Gitanas. Two girls and a boy in the
act,” she gossips. “We all come from
(Continued on page 54)
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and

BrLuk
NoTEes

News of Dance

Orchestras and
Their Activities

From Los cAngeles

EPORTS from

those who know

their notes are

little less than raves

about Gus Arnheim,
whose band in the Cocoanut Grove, L. A.,
Cal., is packing them in. They tell me that
the picture mob thinks Arnheim one of the
swellest aggregations ever to entertain them.
Friday nights you can’t move on the dance
floor. Myself, I've only heard Arnheim on
Vitaphone shorts, and from that judge that
it's a band that can play both hot and sweet,
with a wonderful rhythm foundation. He
has solo singers and a trio, and until lately
one of his stars was Roy Fox, first trumpet,
who recently, as recorded in this department,
left to form his own group. Now he's
playing the Montmartre out there, and doing
nicely, thanks. Arnheim himself used to
play piano for Abe Lyman, about whom
gee a pur:lgmph or two below. He was with
the genial drummer the same time as was
Slim Martin, whose trombone-blowing is
just too bad. Frequently Marion Davies,
I am reliably informed, carries Arnheim’s
band out to her beach house after they have
finished at the Grove, and has them play
for a private party. One night the boys in
the band went crazy during one of their
intermissions out there when a whole fleck
of picture actors and actresses grabbed the
instruments lying around and started blow-
ing, beating and what not. Any man who
has ever blown a saxpohone for a living
knows the agony he experiences when a
stranger blows inexpertly on the reed he
has slaved over for weeks, and probably
just got going right that night. The point
of the whole thing being that Gus Arnheim
is in the money out there now, so 1 take
it it won't be long before he treks
East.

Chicago

F you're in Chicago about now you

won't have to listen hard to hear the
natives froth at the mouth about Guy
Lombardo and His Ten Royal Canadians.
They can have, it seems, any job they might
want in Chicago, and are signed up through
Benson. I have never heard the band, but
the nearest approach to a description of
Lombardo's stuff is that he has a smooth
rhythm which combines the tricky stuff so
popular teday with a flowing tone. Maybe
that’s not such a good description, but it
seems that it's more his style and swing
that appeals than orchestration or tricks.
The same boys have played together for
quite a time, and probably their smoothness
is the result of such long team work.

As Good News, Chicago Company, goes
into the fall season, Abe Lyman’s band
in the pit of the show continues to please.
It's a corking band, with one swell piano
player. And by the way, you must have
heard Lyman's recording of Just Imagine
on Columbia. That tune is the fifth smash
ditty out of Good News, and didn’t take cn
until the show had run nearly a year. The
situation seems to be that the Varsity Drag,
Good News, Lucky in Love and The Best
Things in Life Are Free were enough for
the publishers to plug at once. Now Just
I'magine is going over big, being recorded
by the big companies, and I hear that a
waltz tune from the show will get a new
tag and lyrics later and will also be plugged,
though separately. There's a record for
you: five smash tunes out of one score!

38

T

Miicheil

Through the medium of the Hotel Pennsylvania, Johnny Johnson and His Statler Pennsylvanians have built up a
strong New York reputation

It has not been duplicated in my memory.
New York

ERHAPS the outstanding band event

of the month was Arnold Johnson's
opening in the grill of the fairly new Para-
mount Hotel in Forty-Sixth Street. Johnson,
as you are aware, is in the pit of the Scandals,
and last spring came into town to play at
the Park Central Hotel. He placed a second
band in the Greenwich Village Follies, and
until recently had a small outfit at the Park
Central, which now fills in for him at the
Paramount while the first band hops over
to the theatre to play the Scandals. The
opening night in the Paramount’s air-cooled
grill he had a real mob there, mostly show
people. Harry Richman, Ann Pennington,
Frances Williams, from the Scandals; Van
and Schenck, the Keller Sisters and Lynch,
and many other notables of the song-and-
dance racket. Johnson began his program
by playing a brand-new selecticn, especially
written for the band by Arthur Johnson,
who incidentally, put Keller Sisters and
Lynch togeth&:r, and who is also one of the
business’ finest arrangers. This piece is
entitled The Spell of the Blues, and into the
orchestration of the verse and chorus he
worked a lot of the “blue™ songs: My Blue
Heaven, et cetera. The thing was a smash
with the mob there, and 1 recommend it to
bands, since it is in all probability published.
He followed: with Arthur Johnson's ar-
rangement of "Way Down South in Heaven,
which is rivalled only by the way Warings'

(Continued on page 59)
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Soichi Sunami

Ruth St. Denis in The Lemp, as performed at
the Denishawn Stadium coacert in New York

HE general conception of art is
anything which is created by
man, distinguished from nature
by imagination. Nature and
imagination are the substances

upon which art is based. The more knowl-
edge we have of both, the better are our
chances of creating higher forms of art. Since
pature and imagination are infinite, there is no
limit to the things the artist can create.

The motive of expression in art is primarily
emotional and esthetic. There are seven
different forms of art, viz: painting, sculpture,
music, literature, architecture, dancing and
drama. To create a fine work of art, the
artist must necessarily possess skill and in-
vention consciously expressed in his medium.

In earlier days we had a distinct difference
between the definitions of art and entertain-
ment. Today, these two definitions have not
preserved their strict meanings. Much art is
called entertainment, and entertainment mis-
taken for art.

Chinese and Japanese culture still makes a
definite distinction between art and enter-
tainment. Their method of maintaining these
characteristics is to standardize both. I shall
confine myself strictly to the subject of the
dance. By referring to standardization, I
mean—one ought to choose the particular line
of the dance that one is most adapted to, in
order to become efficient and be an artist.

The human body is like a musical instru-
ment, and the dance is the music which the
dancer wishes to express with the body. To
be a good musician, one must have a stand-
ardized foundation which we call routine.
We should, therefore, know all about theory,

history and harmony of the
dill'lCi’:.

The classification of the
dance comes under four col-
lective headings: the native
dance and its adapted forms:
Oriental, et cetera, which
consists mostly of arm move-
ments; the ballet, using
mostly the legs; the inter-
pretive dance combining
both arms and legs; and the
acrobatic dance which I
include as the fourth form.

To any of these dances
there are three stages: the
surface property, the me-
chanistic technique, and the
quality of the dance. The
dance business is like any other business in
life. You have to go through a preliminary
preparation before the classification of talents.
We should be classified as different instru-
ments. In order to determine the instrument
we are meant to be, we should establish a
council of experts who would cooperate with
an open mind and willingness to establish a
general basic technique through which all
students should receive their preliminary
training. After this, the selection of dance
form best suited to the individual can be
established.

After long years of dreaming, Michio
Ito evolved a practical idea, which, if put
through successfully, will bring forth
amazing results. For a number of years he
had studied a project which would mark
the greatest advancement towards solving
some of the difficulties of the art of the
theatre and the dance.

The primary requisite to start this proj-
ect is to secure enough funds to house
artists under the roof of a seventeen-story
building designed to supply studios, living
quarters, theatres, shops—in fact every-
thing the artist needs for his work, with
the most modern conveniences possible,
and at a price within the reach of a working
artist.

This undertaking, according to Ito's
figures, would require a loan of three
million dollars, which he was assured of
securing before the end of September. Ito
surprised me with the most practical
minute details which combine an expert
information of real estate, financial, archi-
tectural, and artistic genius, with the
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NICKOLAS MURAY LOOKS
at The DANCE

Plans for a Theatre of the Dance—Nemtchinova

and Dolin Perform in Amsterdam—

The Denishawns in New York

most practical, sound and profitable ideas to
both artists and investors.

The artistic and business management
would be composed on the order of the
Theatre Guild. Ito has secured the co-
operation of international composers such as
Goosens, Stokowsky and Varese, as well as
other famous composers who would write
and orchestrate special dance music that
“'Ollld ;1ppc;|1 to bﬂth t}\c \'isunf ﬂl'l(_{ Ori'l]
sSenses.

The Dance Guild directors would be
chosen from among the active and established
artists who would devote their entire time
towards establishing the Guild on a firm
foundation.

Among the many details in Ito’s proposi-
tion is to select different groups of dancers,
securing for them yearly seasons of sixteen
weeks, four of which would be in New York
and twelve on tour. As to his ﬁgures:—hz
has the support of three hundred patrons,
subscribing one thousand dollars each for
three years.

This plan would certainly cause the dawn
of the dance renaissance to the thousands of
dancers whose ultimate aim is not only making
bread and butter, but to assert an artistic

(Continued on page 58)
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The Spear Dance was performed by Ted Shawn
at the Stadium to great popular enthusiasm
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Eva Mascagno, who appears for a short toe
number in White Lilacs, the operetta based
on an incident in the life of Frederic Chopin

Good Boy

S the first Hammerstein entry in
the new season race, Good Boy
shows great promise of sticking
around for the major portion of
the season. Its chief virtues are
scenic effects, a corking cast. This last in-
cludes Eddie Buzzell, Barbara Newberry,
Helen Kane, Charlie Butterworth, Danny
Healy, Sam Hearn, Effie Shannon and Borrah
Minevitch and his mob of harmonica players.
The story, fashioned by Otto Harbach,
Oscar Hammerstein 2nd and Henry Myers,
concerns a rube who leaves his home for the
big city to become a thespian. The city gets
him down, confuses him,—a mental process
well depicted by the scenes thrown on a
screen on stage. He accidentally meets a
beautiful chorus girl, Barbara Newberry, who
gets him a job in a chorus, which he can’t
hold. The dance director has it in for the
rube, Fddie Buzzell, and after a fight at a
party, ends by firing them both from the
show. As a climax for the first act, the
lovers ascend steps to a French window
which leads to a balcony. They step out on
the balcony, at which second half the set
swings across stage disclosing the outside of
the house in moonlight. The lovers embrace.
The second act gives the marriage of the
two broke kids, their split over a trifle, and
their separate success; she as a dancer in a
show and he as a manufacturer of toy dolls.
The doll carries sentimental interest in that
Buzzell is supposed to have designed it when
a boy. Through it he becomes a millionaire,
after proving that he designed it, and not the
dance director, who stole the idea to use in a
show. When these matters are satisfactorily
explained, the final clinch comes, the finale
being punched with another scenic effect.
To this reviewer, it seems that too much

'

In the Thick of the Season

By
ROCKWELL J. GRAHAM

scenery in a book show tends to slow the
pace. The treadmill effect in Good Boy
consists of two running belts in the
stage, moving across both ways. On
this, scenery is moved back and forth to
create the impression of people walking
along streets, et cetera, and dance routines
achieve novel effects the same way. In one
number the girlsdance the opposite direction
from that which the treadmill is moving, and
when their white-trousered legs are illumined
from off stage by strong white flood lights, a
surprise touch is given. In Nina, charmingly
danced by Miss Newberry, the girls form
what appears to be an endless chain, moving
from right to left on the front treadmill and
vice versa. The flood lights employed again
give the finishing touch. Scenically, Good
Boy is a wow, but it strikes me that less
scenery and room for more of the excellent
comedy of Charles Butterworth, famous for
his Rotary Club speech in the first Ameri-
cana, would help considerably. Likewise,
more dancing, beyond the few routines
allotted to the chorus, and the first-rate work
of Miss Newberry, would add speed, and

emphasize the novelty of the new scenic

touches. Busby Berkeley did the dances,
being called in at the last moment. It is
characteristically good work.

Chief show-stopping honors go to Borrah
Minevitch and his Gang, who supply pep
near the end of the second act at eleven
oclock. Helen Kane, singing the best ditty
in the piece, I Wanna Be Loved by You, scores
heavily. Butterworth takes comedy honors,

and Danny Healy and Barbara Newberry

distinguish themselves with dance routines.
Eddie Buzzell, performing capably, as usual,
would do well to delete some of the ancient
gags he employs. Good Boy will stay a long
while, not quite reaching the class of smash,
but undoubtedly a hit.

White Lilacs

E Shuberts have turned out their best

show in a long time in this operetta
revolving around an incident in the life of
Frederic Chopin, the romantic figure who
composed innumerable waltzes, nocturnes
and preludes. The actual incident is his love
affair with George Sand, the novelist with a
reputation for many such affairs. Chopin
meets her, they fall in love, the girl heroine
meanwhile being very stoic about it. The
romance between the supersensitive composer
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Good Boy is the vehicle in which Ewelyn
Bennett is now appearing. Her tap routines
are well worth watching

and the impulsive authoress goes to smash
when she writes a book about it, revealing
Chopin as a weak, unstable character. He
becomes furious, leaves her to patch up his
relations with the little heroine, whom he is
now ready to marry. But he cannot, because
the doctors, on top of an illness he has, have
forbidden him to marry. He must live alone
if he wishes not to die at once. Curtain on
Chopin, surrounded by admirers bringing
him bunches of white lilacs on his birthday,
but doomed to eternal solitude.

Odette Myrtil gives an excellent, though
idealized, interpretation of the novelist who
frequently dressed as @ man and smoked
cigars. In the play she limits it to cigarettes.
Guy Robertson is very swell as Chopin, and
De Wolf Hopper gives no hint of his ad-
vanced age in his part as Madame Sand’s
publisher. Others who distinguished them-
selves are Grace Brinkley as the . sweet
heroine, Ernest Lawford as Heinrich Heine,
Charles Croker-King as Meyerbeer, and
Allen Rogers as an opera tenor. A female
trio sings beautifully.

There is little dancing, except for a brief
moment when Eva Mascagno, cast as Mlle.
Taglioni, executes a toe dance. At the
opening of the second act Paco and Juanita
whirl through a native Majorcan number.

White Lilacs is interesting because the
entire score by Karl Hajos is based on
melodies by Chopin, and besides, it is good
entertainment.

Luckee Girl

FAVORITE pastime with the Fréres
Shubert is producing musical come-
dies based on French farces. Here is
another one, nor does it differ greatly
(Continued on page 47)
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Ghe cMusic

Recommending Novel

Instruments for Dance

Accompaniment — New
Dance Records

By
RAY PERKINS

Variety of Instruments

E suppose it is only natural that
ninety percent of the dance
recitals it has been our fortune
to attend include the generally
accepted accompaniment of

piano or of small orchestra.  But occasionally
some imaginative artist departs from the
accustomed path by employing some little-
used istrument or group of instruments in
one or two numbers as a contrast to the
balance of the program. In doing this the
artist is merely giving music the same care
and thought that he ordinarily devotes to
costume or scenery; but the surprising thing
is that such procedure is rare, and the ten-
dency is to confine the consideration of music
to the mere selection of pieces.

If you are using piano alone, for example,
with very little extra expense the addition
of violin or violin and cello on some spots
of your program will have almost as much
effect as a change in scenic background.
Even if the expense seems high, the additional
variety and interest to be obtained merits
careful thought.

For those recitalists who use an orchestra,
the expense is little or nothing, and the
*value of isolating certain instruments for
certain numbers on the program is obvious.
A short dance done to the accompaniment
of two or three selected instruments (flute,
cello and clarinet for example) while the
rest of the orchestra is silent, can be beautiful
and striking; especially if it is followed, by
contrast, with a number done to full
orchestra.

There are many instruments of distinctive
character that can be used as accompaniment
for certain types of dances, either when
played alone or with piano. One or two
concert guitars, the large resonant sort, are
ideal for the right kind of Spanish dance.
For an Indian routine nothing could be
more effective than the use of flute with
piano. The oboe, flute, muted trumpet,
and bassoon lend themselves to dances of
Oriental character; as do, of course, the
kettledrums and the many varieties of tom-
toms. The harp is divine when properly
employed, either alone or combined with
almost any instrument. The saxophone
and cornet are so typical of jazz that their
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Jumes Wallace Pondelicek

Georgia Ingram, Catherine Crandall and Dorothy Steiner in a decorative pose on the beach

use is inevitably suggested for dancing in the
jazz manner, especially if your routine is
intended to suggest and interpret the modern
spirit  symbolically. The banjo, an in-
strument of gaiety and playfulness, is not
only appropriate for a Negro dance, but
can be used for any sort of delicate, stacatto
dance of frolicsome character.

The possibilities are almost endless. We
have seen whole programs, admirable in
artistry and technique, but with musical
accompaniment so monotonous that even
the insertion of a bell or a drum-beat here
and there would add tremendously to the
entire  performance. Even though your
production budget is small we urge you to
try to obtain variety in your musical ac-
companiment, not only as to the choice of
music but as to instrumentation. The
orchestra has often been likened to a painter’s
palette containing all the colors of the
spectrum. In any recital program made up
of a series of comparatively short numbers
it is a pity not to take advantage of these
colors and heighten the effects of your
costumes, and scenic backgrounds.

Cello and “Piano

PROPOS of the above then, let us

call your attention to a Suite of Dances
for Cello and Piano by William Clifford
Hechman, recently published by G. Schirmer.
They consist of a Dance in E-Flat written
in 6-8 time; an Intermezzo, in 3-4 time; and
a Dance in E-Minor, in 4.4. We warn you
however that these are not to be tackled
by immature players. In construction and
style, they are not only modern but fairly
advanced in technical difficulty. Neverthe-
less they have charm and are worth careful
consideration if you are seeking serious
music.

Spaiﬂ and Guitars

ajE have run across an imported novelty
from the publishing house of F. E. C.
Luckhart (Leipzig). It is an elegant col-
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lection entitled in the guaranteed original
German, Spanische Gitarenmusik, which
even we can translate without brainstorm.
The compiler is Erwin Schwarz, and he has
gathered together a wide selection of Tangos,
Waltzes, Polkas, Andantes, etcetera, enough
to cover almost any dancer's purposes pro-
vided there is at hand a guitarist of sufs
ficient virtuosity. The collection is ob-
tainable in New York,

That German Jazz Orchestra

ONSIDERABLE ado has been made

abroad of the highly successful “jazz™
opera Johnny Spielt Auf (Johnny Strikes Up
the Bard), by Ernest Krenek. We have just
seen a copy of the Potpourri (selection)
therefrom, published by Universal Edition
(Leipzig), and have this to say: the learned
and masterly Herr Krenek has written tune-
ful, colorful and musicianly material—but
jazz? Ah no! The Potpourri contains fox
trots, blues, and jazz, but alas they are
mere names, and miss the American flavor
by a wide, wide margin. Of course a defi-
nition of what constitutes jazz has been
attempted by many scholarly observers with
as many different scholarly results: but
however wolatile and undefinable the at-
mosphere that we recognize as jazz, it is a
safe gamble that a musician devoid of direct
contact with Tin Pan Alley will never be
able to reproduce it.

There are several dance numbers in the
selection, but we mention them here only in
case an examination of them may interest
the careful student of modern trends. As
practical material for an artistic jazz inter-
pretation, we could recommend many other
things of more authentic calibre.

Lily Strickland Again

E have been accused of favoritism in the

numerous references in this department

to the Oriental dance music of Lily Strick-

land. The accusation is one that we cannot
(Continued on page 54)
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Mary Eaton—Hal Phyfe's favorite example of his own work

Arthur Muray

G. Maillard Kesslere
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CATCHING DANCERS

New York’s Leading Photographers
of Their Subjects

NE sees so many  All these points must not be hazarded, but
camera studies of  must be drawn from each original source.
dancers that one is In each profession there is he who is
inclined to feel that  called The Dean. So in photography, Dr.
photographers prefer Armold Genthe is the dean. Physically, as

doing them to ordinary women.  well as photographically, he deserves his
Of course, this inclination is title. A tall, dignified man with white
easily understood: for there is  hair, one knows, on meeting him, that he
something so fleeting about a  would be a leader in anything which he
dancer that there is, no doubt, attempted. Dr. Genthe's views on doing
quite an art in photographing  dancers with the camera are decidedly
her well. Another thing very interesting and intellectual. “A photo

noticeable is that each photog-  graph,” he started, “must be visually
rapher has his own conception plausible and pictorially interesting. It is
of posing and of lighting effects.  hard to get an exact picture of a dance pose.

I remember saying, one time, to Pavlowa:
“Yes, granted you can hold any pose for
two minutes, but your draperies cannot.’
You see, the natural thing is for the drapery
to be out of line with the body during
motion, but the artistic thing is for the
drapery to cling to the body. A picture
must be snapped at precisely the correct
moment. Therefore, it takes hours of study
to get that fraction of a second, in a whole

dance, which will make the best picture.

I find that the perfect moment is either

Mabelle Harvey

Richard Burke

leading up to or from the apex of a move
ment. In other words, it is not when
the foot is poised in the air, but that
part of a beat which finds it either on its
way up or down. Good dancing pic-
tures must be snapped while the dancer
is doing the dance, so that she is in the
spirit of the thing." Then, after ser

Edward Thayer Monros

(At right)
Alfred Cheney Johnston

(At lett) Carlo Leonetti con-
siders this photo of Tamara
Geva, the Russian danseuse,
one of his finest

(At right) Miss Harriet,
vaudeville headliner, caught in
action by Arthur Muray

Hal Phyfe
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with the CAMERA

Tell How They Capture the Grace
with the Lens

By ELISE MARCUS

iously discoursing on his subject, Dr. Genthe, camera: and certainly the few
proved to us his right to claim a sense of poses that there are to use have
humor. Firstly, he has no use at all for been done to death. What most
the superhumanly fast cameras with which dancers don’t realize is that when
the Germans are attempting to do new things  they place themselves in the
in photography. He feels that the pictures hands of a photographer, it is
taken with these perhaps infernal machines, the same as going to a doctor.
make the dancers who are the subjects lcok  Both know what is best for the
like slightly intoxicated grasshoppers. In particular case at hand. A
concluding Dr. Genthe wvery amusingly dancer may know what is best
observed that to be a good photographer, one  in recital, but the photographer
had to have an inexhaustible supply of (Continued on page 57)
patience, plus an inexhaustible supply of

pl;ites.

Any man who can get a perfectly
natural “living” portrait of Bernard Shaw,
must know how to take dancers. For
no dancer could be harder to pose than
the fractious G.B.S. However, this ex-
ample works both ways. Any man in-
terested in doing character studies of
people must have turned some of his
attention away from dancers, at any rate,
in the generally accepted dancing poses.
So it is with Nickolas Muray. Rem-
brandt, rather than Watteau, is becoming
his influence. Nevertheless, hear what
he has to say on the subject. “Years
ago, when I was a photographer—but
young, in years and business, I wanted
to pose dancers all day. Not so now.
There are too few great dancers who
know how to pose intelligently for the

Richard Burke's own favorite is of Ruth Mayon
in Good News

(At left) The photo-
graph of Erna Schuler
of the Elizabeth Dun-
can School is an ex-
cellent example of the
work of Dr. Arnold
Genthe

Harvey W hite

Carlo Leonetti

(At right) Three Albertina
Rasch dancers, as taken by
Alfred Cheney Johnston

(At left) A recent photograph
of Ona Munson, the delightful
ingenue, by G, Maillard
Kesslere

Dr. Arnold Genthe
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The DANCING MASTERS
of AMERICA
CONVENE

The 1928 Gathering of America’s Largest
Association of Teachers Strikes a Note of
Encouragement for the New Season’s Work

HE 1928 convention of The

Dancing Masters of America,

this country’s largest organiza-

tion of dancing teachers, oc-

curred in Detroit, Michigan, in
the Book-Cadillac Hotel, and lasted from
August 20th to the 25th, inclusive. It was
preceded by a four weeks’ Normal School in
the same city, at which many famous teachers
presided. The actual numerical attendance
at this year’s Normal School reached one
hundred and seventy, an unprecedented
figure. The convention itself was, in num-
bers alone, the most successful in the history
of the organization.

The officials of the organization were
especially enthusiastic over the choice of
Detroit for the 1928 convention city. They
were convinced that there are few more
dance-minded communities in the country.
As an example they cited the foreign popula-
tion of Detroit. chiefly Polish. Though known

for their dancing festivals, which they main
tain against the onslaughts of American
customs, the Detroit Poles give themselves
over to social dancing with the greatest
vigor. This, with perfect logic, the officers
of The Dancing Masters of America regard
with satisfaction, because the children of
these Polish families will not so successfully
resist American customs, and will in time
become assimilated. The early influence and
results achieved by dancing will have made
indelible impressions on them, and so many
more thousands will have been won for the
cause of dancing.

Detroit also harbors two very well-known
teachers, both of whom taught in the Normal
course: Theodore J. Smith and Miss Victoria
Cassan. Both these teachers enjoy national
reputations, and Detroit is justly proud of
them.

Mr. Walter U. Soby, Secretary, gave a
glowing account of the rapidity with which

At the convention—Thomas Sheehy and Lucille Stoddart demonstrat-
ing the Ecstasy Glide, which was voted this season’s ballroom dance
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Raymond Bott, reelected President
of The Dancing Masters of America

the organization is growing. This is obviously
a sign of life and power, and an increasing
belief on the part of teachers in the efficacy
of belongng to an organization. This last is
a point which is giving the organization cause
for anxious thought, and which has also been
the subject of an editorial in Tue Dance
Macazine titled One Great Orgamization. 1t
is true that one great organization is the ideal
state. But how to achieve it? As matters
stand now, there are numerous local organiza-
tions of dancing teachers, some of which are
more or less affiliated with The Dancing
Masters. The main body has frequently
approached these lesser groups with pro-
posals of amalgamation. But the lesser ones
do not take to the idea with enthusiasm.
Why? Because they fail to see the advantages
of belonging to a national group. Paradoxi-
cally, a large percentage of the members of
the local groups are simultaneously members
of The Dancing Masters. Still they ignore
the process of direct afhiliation.

The reasons why they are wrong in so
doing cannot be covered in this article, but
will be taken up in detail in a separate article
in Tue DAnce MacaziNe at an early date,
which will also outline a new plan for na-
tional organization.

Despite this situation, Mr. Soby is able to
report highly gratifying numbers of teachers
applying for membership, and he said also
that Tue Dance MacaziNg; in its continual
emphasis on urging teachers to join organiza-
tions, had helped The Dancing Masters of
America very considerably.

The actual program of the convention con-
sisted in special demonstrations by different
teachers, including old-fashioned dances on
an evening under the supervision of Dr.
Lovett. Henry Ford’s Orchestra supplied
the music, and the motor magnate himself
had been invited toattend, but was prevented
by absence from town. One evening was

(Continued on page 61)
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DIUBENT and STUBIO

Notes of Interest Concerning the Schools at the Season’s Opening

LL the earnest and ambitious
pupils and teachers have now
returned from their vacations,
some from study and some from
play, all prepared for a season of

good hard work, work they will enjoy and
benefit from for the time, energy and money
they invest.

The wise ones know full well that no
matter how much fun and play, art or enter-

Arthur Muray

tainment the dance may be, work, mental,
physical and emotional, is the largest part of
it, and the more they use their faculties, the
greater will be their development. And no
teacher or pupil need have higher ambition
than self-development, for only through
developing themselves, enriching their own
personalities, can they hope to develop
others.

It is our business here to report the goings-
on of the pupils and
teachers in the dancing
schools throughout the
country. We can do
this only if you write
us, giving us interesting
information about your-
selves, so do not hesitate
if you have anything to
say that will amuse or
entertain, inform or help
in any way the other
folks in your profession.

New York

AUL LANE, who
was on the faculty

of the Dancing Masters
of America Normal
School last summer, has

Miss Maybrey, one of
the highest kickers in
vaudeville today, is a
pupil of Theo Creo

Three gay Floridians at Daytona Beach, Geneva Holmes, Dolores Simmon and Edith
Allen

(At right)

Marjorie Barth, whose parents have the Barth Dancing School in Pittsburgh, was
until recently featured with the Walter Fehl Orchestra in English vaudeville

been engaged for next year’s assembly at
Pittsburgh. He is now at the head of the
new department for tap and musical comedy
at the Tarasoff-DeValery Studio and will help
stage their acts. The routines he taught
at the Normal School are already printed and
for sale at the studio.

The Carter-Waddell School celebrated
the opening of its Bronxville branch in New
York with a program given by the pupils of
the main school.

Veronine Vestoff, who was at one time
dancer with the Pavlowa Ballet and who
is now one of the heads of the Vestoff
Serova School of Russian Dancing, has
written a number of books on the dance in
its many phases. He is now working on
The History of the Dance which will deal in
detail with the evolution of the ballet from
its earliest stages to its present day plane.

Jack Manning had a very successful
summer teaching teachers tap and step
dancing. He had planned a short normal
course but was forced to lengthen it to suit
the teachers’ demands.

Cl bicago

O KEITH'S School for Professional
Dancing has a theatrical agency con-
nected with the school that books pupils

T

S TSP
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when they are ready for the stage.

Belle Bender's Ballet School has reopened
its classes of graded courses for adults and
children with a large enrollment. The
work will be conducted as usual under the
personal instruction of Miss Bender.

The Kandler Dancing Academy, affiliated
with the Aalida School and the Aaristo
Studio is now permanently located at One
Hundred and Sixty-two North State Street.
All types of stage and ballroom dancing will
now be taught. Mr. Kandler has originated
the Chez Pierre Waltz which is taking very
well on night club floors, and a collegiate
dance called The Southern Belle, which is
popular with collegians. He is having both
of these set to music and will sell the in-
structions with the music at his studio.

Other Cities

ENIA RUSSAKOFF and his pupils,

who form the Boston Ballet Com-
pany, gave a large program of dance diver-
tissements at the K-A Boston Theatre.
The dancers were unusually well received,
showing a variety of talent and skill. The
company is not a commercial enterprise
but a movement tending to the establish-
ment of a Civic Ballet. It is operated by
the Boston Ballet Fund. All money
accruing to the Fund is used to further
the movement itself and the education of
its student members.

On the thirtieth of August Messrs.
Pavley and Oukrainsky, assisted by their
Los Angeles Ballet, gave a program at the
Hollywood Bowl before an audience of

Todd, 5t. Louis

The sensational vaudeville and concert dancers
Arthur Corey and Jac Broderick

thirty thousand people. The affair met
with great success and many encores
were dcm;mdcd and received.

On September fourth Norma Gould
and fifty dancers also appeared at the
Bowl. They presented a new ballet,
The Shepherd of Shiraz, which attracted
a large and enthusiastic audience.

Nan Heinrich, who has one of the best
ballet schools in Rochester, presented
sixty of her most advanced pupils in a
dance recital at the Columbus auditor-
jum. Miss Heinrich won much praise
for the excellent training she had given
her pupils and the professional manner
in which the presentation was staged.

After studying in New York all sum-

Keller School in Glendale, Cal.

thev won great praise

Little Carol McMurtric is a pupil of the Pearl

Gary Ford (center) and a few of her dancing
girls in a Gypsy Festival, especially produced
for the Florida Theatre, Jacksonville, where
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Frances Pedler 18 an advanced pupil of
Margaret Stookey, Lombard College,
Galesburg, Il

mer with the best teachers, Mary
Nick Lovelace has returned to teach
in her Dallas studio.

Irene Frank started with a little
studio in her home town, Bartlesville,
Oklahoma and recently has opened a
larger one in Tulsa where she is
succeeding remarkably, a correspon-
dent writes us.

A program and press reviews of
Henrietta M. Riddell’s pupils’ con-
cert showed that the pupils have
done excellent work under Miss
Riddell's tutelage. Having definitely
established her school in Amsterdam,
New York, Miss Riddell will also
open a Philadelphia branch. She will
teach personally in both cities.

The Misses Burkhimer have reopened
classes in a new studio at Providence Road,
Myers Park, Charlotte, N. C.

Betty Chown's “Rosebuds” have just

(Continued on page 56)
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from its predecessors. It is very routine,
but contains enough dancing and comedy
to carry it over a few weeks, and then for
the road. This little opus will make a
good road show.

The score, not distinguished by any-
thing very unusual in the way of ditties, is
by Maurice Yvain, composer, you recall,
of Mon Homme. The lyrics, by Nathaniel
and Max Lief, deserve special mention for
their humor and departure from the usual
stock rhymes. It's a pleasure to get some-
thing like their work. The cast is capable,
Irene Dunne, Irving Fisher, Doris Vinton,
Harry Puck and Billy House standing out.
This last gent is a huge comic recruited, 1
Judge from his technique, from burlesque.
But he has humor, and does very well,

L.

" White

Dan Healy dances with more than his
usual pep in Good Boy. He is seen here
with girls of the ensemble

There is a troupe of Kelley Dancers, a
group of twelve girls, who appear vety
frequently and pleasingly, executing
routines set by the nimble Harry Puck,
who possesses ability along these lines.
The opening of the third act carries a
punch in the dancing of Charlotte Ayres
with two stalwart partners. In an adagio
routine they scored. Dorothy Barber, in a
small part, gets a chance to do a couple of
acrobatic eccentric routines for which she
is noted. The McGushion sisters execute
some stuff quite well.

Luckee Girl will stick around for maybe
ten or twelve weeks, and will then depart
for the other cities.

Cross My Heart

AMMY LEE, dance director ex-
traordinary, has stepped out on his
own as an entrepreneur with a musical
comedy that is light, tuneful, dance-ful and
pleasing to the eye. It lacks only sufficient
comedy, and that defect may quite possibly
be remedied before the piece is much older.
On the whole Crross My Heart is entertain-
ing, and should last long enough to be
classified as a hit, not a smash.

Mr. Lee, in whom the interest of all
show business centers in connection with
the show, has done very well with a book
that could have been stronger and with a
score that is one of the prettiest so far this
season. McCarthy and Tierney, writers
of Rio Rita, authored the lyrics and ditties.
The book by Dan Kusell is only average,
but is saved by a large chorus, which moves
expertly through Mr. Lee’s routines with
pep and prettiness, Mary Lawlor dances
better than she usually does, which is say-

The SHOWS REVIEWED

(Continued from page 40)

ing something, and Doris Eaton is very
nice in the second ingenue part. Lulu
McConnell, of the raucous voice, proved
popular with the house in comedy and
antics. Eddy Conrad and Franklyn Ardell
bear the brunt of the male comedy, and
are as funny as they can be under the
circumstances, Clarence Nordstrom, Bobbie
Watson and the three Giersdorf sisters
ingratiate,

As might be expected from Sammy Lee,
Cross My Heart is essentially a dancing
show. The chorus, boys and girls, is well
trained, and Mary Lawlor, Doris Eaton
and Harry Ewans please mightily with
different types of routines. The dance hit
of the piece is the adagio and acrobatic
wark of Bob Gilbert and Arvil Avery, a
 team that has not only grace but

sensationalism. They appear two or
three times to repeated hands,

The tuneful score by Harry Tierney
contains several potential hits, Dream
Sweetheart ; Salaaming the Rajah ;
Right Out of Heaven Into My Arms;
Come Along, Sunshine; and Good Days
and Bad Days. Right Out of Heaven
is the love theme.

The New Moon

T IS rarely that a producing
I firm will open a show, close it
for almost a year for drastic repairs
and then bring it in to have it ac-
claimed as a smash. But Schwab and
Mandel, sponsors of Good News, have
done just this thing with The New
Moon, an operetta of old New Orleans.
It was first shown last year, and was
judged unfit for metropolitan con-
sumption by its able bosses. It was
folded up, re-written, re.scored and
largely re-cast, and the result is perhaps
the most effective operetta to hit these
parts in many a moon.

The story, based on the autobiography
of one Robert Misson, deals with his
adventures, in war and love, in establish-
ing a colony on an island near Martinique,
which should be free from the yoke of
French monarchy. Time is 1788, and the
sets and costumes are appropriately
ornate. Misson, having killed a pet of
the king, has escaped to New Orleans,
where he is working as a bondservant,
He becomes enamored of his master's
daughter, and when he is captured at the
end of act one, he suspects her of having
connived at his downfall, though she is
ignorant of his true identity. He next
carries her off to his island colony, after a
sea fight, and a year later, when French
ships arrive, it develops that the Revolu-
tion in France has taken place, and forth-
with Misson is made governor of his
island. The girl has since come to realize
her love for him, and all ends happily.

Robert Halliday as Misson, Evelyn
Herbert as the heroine and Gus Shy as
Misson’s groom, are the leading parts
and characters, while Esther Howard,
William O'Neal, Marie Callahan and
Max Figman distinguish themselves.
Rosita and Ramon score in a brace of
tangoes in the first act, Edith Sheldon
is well-liked in a specialty, and the entire
chorus moves through the excellent rou-
tines and evolutions of Bobby Connolly.

The New Moon is in for the season for
beauty of appearance and for real enter-
tainment values. There are several hit
possibilities in the score, by Sigmund

Romberg, chiefly, Lover, Come Back to Me.

BEFORE BROADWAY

Hello Yourself, a collegiate musical comedy, pro-
duced by George Choos,  With Waring's Fenn-
iylvanians, Book by Walter Deleon, Music
by Richard Myers. Lyrics by Leo Robin, Staged
by Clarke Silvernail. Dances arranged by Dazve
Gowld. Costumes by Charles LeMaire.  Settings
by P. Dodd Ackerman. At the New Forrest
Theatre, Philadelphia.

EORGE CHOQOS, known to most of

you as one of vaudeville's best pro-

ducers of flash acts, has invaded the musical

comedy world for the second time, and

when you read this review, a prospective

winner may have been moulded from the
show, Hello Tourself,

Dave Gould, whose former creations in
danceland were confined to the Chicago
Publix and Loew houses, has turned in his
first musical comedy job, and it looks as if
another capable dance arranger has been
added to the list known to Broadway. One
syncopated hand drill, particularly, stood
out, with several unique formations;
one, especially, in Deorothy Lee's I Want
the World to Know rendition. Miss Lee,
incidentally, will click with the number, if
Philadelphia’s applause is any indication.
Even at this writing, the dancing in the
production shaped up as a neat bit of
work and was far ahead of the rest of the
production, Other specialties by Stasia
Ledova, Ivan Luttman, Walter Reddick
and Jimmy Ray were well-received.

Richard Myers' score is serviceable with
two tunes with plug possibilities. Say
That Tou Love Me, introduced by Walter
Plimmer, Jr., the juvenile lead, and Jane
Fooshe, and I Want the World To Know,
a corking dance number with Dorothy
Lee leading, are the duo. He Man and

Tou've Got a Way With You are better:

than the others, and Leo Robins’ lyrics
are up to his standard. Clarke Silvernail,
doing his first musical job of staging, brings
lots of credit to himself,

Walter Plimmer, Jr., new to musicals,
handles himself well. Choos, naturally,

- has filled his cast with vaudevillians, and

this, too, resulted in no big names in the

to enjoy.

In the December Issue:

IN addition to the special features announced on the contents
page of this month’s Dance Magazine, the next number
will contain an article on La Argentinita, one of Spain’s most
prominent dancers, by a man who met her frequently in Paris.
An interview with Lester Allen, the tiny comedian now
appearing in The Three Musketeers, is another bit you are sure

On the news stands November 23rd.
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show. George Haggerty, lately with
Frank Fay in vaudeville, Edythe Maye,
from the variety, and Joseph Fay, also
a new comer to musicals, are also capable.

Which brings us down to the Warings,
who close the show. Deleon's book, or
what is left of it, makes use of the group
in the play. At the second act finale, the
Warings, doing what amounts to a regular
turn, close the show, with seventeen men
on the stage,

If Hello Yourself does get anywhere, and
it should, after five weeks in Philadelphia,
Choos may have something. The vaude-
ville producer is attempting for a second
Good News, with no big musical names,
which anyone will admit is quite a job.
(Caught in Philadelphia.)

Herpert M. Mirrer,

Sam H. Harris presents the Mars Brothers in
Antmal f.‘m{i'wrr.c, a new musical comedy, Book
by Geo. 8, Kaufman and Marrie Ryskind. Lyrics

and music by Bert Kalmar and Harry Ruby.
¥ Play

Dances _arranged by Russell E. Markert.
directed by Oscar Eagle, Settings by Raymond
Sovey. Orchertra directed by Gus Saleer. Ay the
Shubert Theatre, Pﬁ'?‘fﬂdﬂ'pé!‘a.

GHESE mad Marxmen are in again —
and so is Animal Crackers, for that
matter. This successor to Cocoanuts is
labelled hit; and will get a full run in New
York and a road tour to boot.

For Messrs. Kaufman, Ryskind. Kalmar
and Ruby have fashioned a merry, furi-
ous musical for the Marx Brothers, with a
book stronger than usually found in a
Marx Brothers show. Animal Crackers
when caught, had all the earmarks of a
huge success, and by the time it comes to
the metropolis, will be set for a long stay.

Naturally, with the Marx brothers
occupying most of the space, the dancing
in Animal Crackers is subordinated to the
antics of these crazy comedians, but
Russell Markert has given us another
workmanlike job, and one which further
strengthens his bid for Broadway’s
laurels. With a sixteen-girl troupe, work-
ing as a unit, Markert contributes some
neat dance numbers, specializing in the
hand drill acrobatics which made him
prominent in the metropolitan field. When
caught in Philadelphia, there were no
specialties, an oddity in the musical, but
they were not essential. Markert's girls
came on when needed, and just enough of
them made the audience ask for more,
in contrast with the deluge of dancing
seen in other local productions,

Dick Keene, last in Sidewalks of New
York, handles himself well as Wally Win.
ston, crack Broadway columnist on the
Morning Traffic, this character caricaturs
ing New York's Walter Winchell. A
word, too, for Milton Watson, another of
Paul Ash’s proteges, and with a splendid
voice, Bernice Ackerman, as part of the
love interest, showed that musical comedy
will make much use of her talents. Alice
Wood, opposite Keene, completes the
love duo, with Louis Sorin and Robert
Grieg, as the pompous butler, handling
what comedy the Marx brothers leave.

The dance bands will grab Watching
the Clouds Roll By, Kalmar and Ruby's
best tune since the Five O'Clock Girl
score. Waiting is another plug possibility.

Kaufman and Ryskind's book is ample
for the Marx brothers. Anyway, when
better musical comedy books are written,
the Marx brothers won't need them, be-
cause they remain the Four Marx Brothers,
(Caught in Philadelphia.)

Herserr M, Mirrer,



The Dance Magazine

November, 1928

Fiery YEARS of DANCING

An Account of the Annual Convention of The American Society

N Monday, August 27th, the
American Society of Teachers
of Dancing opened its fiftieth
annual convention at the Wal-
dorf-Astoria Hotel in New
York City. This oldest organization of
dancing masters in the United States has
been called conservative on account of its
attitude toward certain of the more extreme
modern dances. However, the program of
the convention effectively showed that the
minds of these teachers of dancing are turned
forward to meet the dance of the present
and the future, interesting as the past may be.

The especial feature of the convention was
the exhibition work in various fields of the
dance, given not only by dancing teachers
but by some of the foremost dancers in the
country. From this groundwork of exhibi-
tion technique and training, the hundred-
odd dancing teachers from all over the
United States were able to get most effec
tively the ideas and rhythms which they
will work out for their pupils this winter.

The names of the teachers and dancers
who demonstrated their work and methods
before the Society read like a register of
dancing’s Four Hundred. Michel Fokine,
former Master of the Imperial Russian
Ballet, showed some of the secrets of his
successful work with students.

Luigi Albertieri, one of the most interest-
ing personalities in the dancing world,
brought some of his representative pupils
and demonstrated especially comprehensive
pictures of classic dancing and pantomime.
Two of his advanced students gave superbly
complete illustrations of the possibilities in
toe work, and Albertieri himself put mem-
bers of the Society through fundamental
steps and exercises.

Angel Cansino, famous Spanish dancer
and teacher, gave colorful examples of his
national rhythms with particular emphasis
on castanet work, which Sefor Cansino
has made a specialty. Particularly illumi-
nating representations of stage routine and
tap dances were given by Jack Donahue,
costar of Marilyn Miller in Rosalie, and
Johnny Boyle. After the lesson Mr. Don-
ahue and Mr. Boyle executed several of the
dances which they have invented, showing
to what lengths the tap dance can be de-
veloped. They appeared three times before
the Society.

Soft shoe dancing was represented by
James Hess, and a very interesting study in
character dances and dancing was given by
Kotschetovsky, famous for his studies of
peasant and folk festival dancing.

Leonora, one of the best-known figures in
the musical comedy field, brought her girls
before the members of the society and

of Teachers of Dancing

By PHILIP PHILLIPS

demonstrated warious acrobatic and show
routines. Her groups are well known
wherever musical comedy or Publix theatres
are found, and Leonora gave in detail the
methods used in fitting a group for the work.

Especially interesting work was given,
in the children’s field, by Miss Edna Baum,
who showed what can be done with the very
youngest of infants. Historians and pey-
chologists tell us that the first dancing was
done by children, in the excess of their
gaiety, and Miss Baum pointed out how
this quality can be directed in a school
for young dancers.

Hans Weiner, famous exponent of
the new German school of “natural”
dancing, and pupil of Mary Wigman,
demonstrated several wultra-modern
rhythms, some of them seen for the first
time in this country. Herr Weiner
“simply slayed” his audience with
what he explained was the contest of
emotion and music as opposed to tech-
nique.

One of the most interesting exhibi-
tions of the week, especially from the

(At right) At the convention, Angel Cansino
with Miss Isabel Pillans teaching her a
tango step

(Below) Luigi Albertieri, the well-known

teacher of ballet, with, from left to right,

Mary Starner, Billy and Pierre Sidell, in

Show Boat, Eleanor Tennis and Miss Rosetta
O'Meill

P.and 4.

standpoint of those interested in the newest
developments in the dance and in dancing
was the half hour of instructive entertain-
ment given by Miss Doris Humphrey and
Mr. Charles Weidman, lately of the New
York Denishawn school.

Miss Humphrey demonstrated, through
herself and her pupils, some of the funda-
mental natural rhythms and movements.
Then she showed how these elements can
be fused and built together to make a finished,
exhibition dance. According to Miss Hum-
phrey, she was portraying the spiritual or

(Continued on page 62)
P.and A.
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tons of all great composers,

Isadora was the first to see that the en-
acting of great compositions was possible.
She created a technique all her own,
eternally renewed for each work and with
each repetition as spontaneous and natural
as folk dances, not a system of steps, but a
plastic medium based on the underlying
secret of the universe which is “Change,
motion, rhythm, progression, exaltation,
dance.” Hers was a profound wisdom and
a gift to see with an inner vision the pro-
gression of musical figures in the develop-
ment of a composition. Without knowl-
edge of the mechanical rules of music she
sensed and saw clearly the basic principles
of tonal interrelation, harmony and
thythmical drama. Wagner who was a
great imagist, had rediscovered the imagery
of Beethoven's Symphonies, which he had
described with great clarity in his philo-
sophical writings. Isadora could visualize
music to such a degree that the whole
dramatic action rose before her inner eye,
as though a poet had written it in words.
“For the real musician, music is clearer
than words.” (Jules Combariey). Isa-
dora actually saw music and the fantastic
figures of the composers imagination, where
others only hear sounds. All great com-
posers know that sounds represent images
and a composition the metamorphosis of
images. Musical images which are per-
fectly coordinated into compositions are
called classical music. "Using only music of
this type, Isadora called her art the
classical dance. Long before her, in the
olden days of early civilizations the dancer

As 1
SAW ISADORA
DuncaN

(Continued from page 23)

like the Gothic spirit of the all-loving
Madonna of the Christian faith—tragic
and serene.

For some reason it has been commonly
believed, particularly in America, that
Isadora’s dance was a remaissance of the
old Greek dances. This is a very childlike
idea, and although she had to a large mea-
sure learned from Greek drama and art,
and had adopted the lovely Grecian dress,
which was designed to permit the utmost
freedom of movement and enhance the
beauty and dignity of the human form, her
art was infinitely more farreaching than
just a pure repetition of the Greek dances
copied from vases and sculptures. On the
contrary she let herself be taught by all the
manifestations of great thought of all
times and did not confine herself to any
particular philosophical and religious trend
of thought, art or country.

Much havoc has come about through the
misinterpretation of her artistic aims,
through a wrong conception of her ideas.
Many people thought that she had in-
vented a new system of steps, like the bal-
let or other schools of dancing, whereas her
art is a purely intellectual vision carried
through with the spontaneity of a primeval
force. But as this is a period of transition,

and days, reclining on a couch, she was
waiting till the wvision would begin to
speak to her and sometimes she was only
mentally ready a few days before the per-
formance at which a composition had been
announced. Then with the certainty of a
master-mind she would instantly improvise
the dance, perfect and deepen details here
and there and appear on the stage to arouse
the public to storms of enthusiasm. This
gift of concentration and improvisation
and the fluidity of her personality were her
great secrets ﬂ{: SUCCess,

Isadora demanded from her pupils this
talent of improvisation and I remember
well how she forced us many times to
step right into the flow of the music and
catch the inspiration of the composer.
When we did not succeed, she scolded us
with harsh words, but when we were able
to sweep with dramatic vigor over the dif
ficulties she cajoled us. And so we learned
—but were never taught. Isadora did not
believe in teaching. She sought to help
others to learn. She went before the
people to arouse them from lethargy and
lead them to a deeper comprehension of life.
Before she would step on the stage, she
prepared herself like for a ritual, Standing
in the curtains and listening to the music,
she would go into herself, growing from
minute to minute in power, so that she ap-
peared terrifying to her pupils and the
stage hands. Consequently as soon as she
would come on the scene raising her arms
to heaven, her gestures would flow freely
and harmoniously.

And so she died, an epic in herself,

Our
Costume
FeaTure
Rerurns!

A. X, Pefia

BBG]NNING with the December issue, all costume, stage

make-up and props information will be contained in the maga-
zine under the former title, From Dressing-Room to Footlights.
Mr. A. X. Pena, talented Mexican artist, has designed a gorgeous
costume, “Tapatia,” about which we shall tell you in detail. Any
general questions pertaining to costumes will be happily answered
by Beatrice Karle, if you will address her in care of this magazine.
Please include stamped, self-addressed envelope.

intuitively had obeyed images of a cosmic
order, expressed in music.

It is significant that a conscious being,
an artist, was born in our day who realized
the interrelation of all life in the dance
through some mysterious inspiration or
observation.

Once the artist possessed this knowledge
she could summon the spirit of the dance-
drama from the center of her
being and interpret all human ideas and
emotions. This was Isadora’s great dis-
covery. Consequently each of her dances
contained a. profound truth derived from
the vision of the composer, That is why
she could dance the Dionysian seventh
symphony of Beethoven, the immortal
music of Chopin, Schubert's divine (un-
finished), Symphony, Isoldes Love-Agony,
Walkyres and Kundry's Chaos of Love
expressing altogether the wvital urges of
nature.

In the last years Isadora retired more and
more into herself, seeking an exit from her
own nature into the spirituality of other
genius. Schubert's Ave Maria and Saint
Francis Preaching in the Desert by Lisat,
Pasifal's Charfreitagszauber, inspired her
to the expression of truly human kindness.
Through Tschaikovsky's Pathetique she
expressed her own tragedy-—the tragedy
of chaotic passion and divine joy and
struggle, and in the Lamento the tragedy of
all mothers—of birth and eternal separa-
tion. A mysterious light of infinite
ecstasy shining in her face, her arms
raised in rapturous beauty she seemed

the thought of the people will clarify
themselves, the mechanical contortions of
our age will disappear and the masses will
again become sensitive to the beauty of
dancing through the deeper comprehension
of music, The dance of the future will be
more simple, expressing only that which is
vital, permanent, passionate and dramatic
in humanity. The mechanical dances
descending to us from African fearcom-
plexes will have their time and die again.

Isadora saw these changes coming and
all her influence was spent in trying to con-
vince people that the renaissance of the
dance must be accelerated for the benefit
of all of us: that was the reason why she
wanted a school in each country in which
thousands of children could learn her art
to bring her message to the world at large.
This dream of thousands of children was
at the bottom of her whole being, a ma-
ternal feeling of such monstrous porpor-
tions that it had to vent itself continually
like a volcanic eruption.

Isadora had no method, no theory, nor
pedantic arrangement of steps, and not the
slightest pedagogical idea. Most that we
learned from her came to us in the form of
conversation or through observing her.
Her gift for expression was extraordinary.
Her conversation rose and fell constantly—
sometimes childlike, sometimes banal, but
suddenly her mind would gather force and
illuminate with blinding clarity an idea,
emotion, a view-point or a universal con-
ception. She never worked regularly at
her dances. Listening to music for days

driven by fate in two directions—trying
to satisfy her instincts and the demands of
an ever greater ideal. Incomprehensible
to the world at large, buffeted by two
streams of public opinion, one hostile be-
cause they only saw the self-destructive
phases of her life—the other enthusiastic,
because they only saw her as the initiator
of a new idea and a great artist—she begins
now to emerge as a complete human being,
which followed with logical consequence
the two sides of her nature: the creative
and destructive—walking the narrow path
of utter solitude since she was struck by
the godsat the height of her life through
the loss of her children, and finally to die
with tragic suddenness.

Isadora’s idea lives on. It cannot die. It
is immortal because it is as old as the ritual
of all religions and because to-day we know
the secrets of her dance, Others will come
to renew it again. Twenty-ive years ago
we did not know. The dance was then
the ballet and the pantomime. The folk-
dances were then the only natural dances
existent. Isadora started with them when
as a child she danced the Irish jig. The
naturalness of folk dances remained the un-
conscious background on which she wove
heramazing visionof life, inventingat every
turn of her life-drama more delicate, elo-
quent and powerful forms to express her
ideas. She taught us that the metamorphsis
of all things is the mystery of life—con-
tinual rebirth the germ of art and on the
wings of exalted improvisation—the
classical dance.

49

The Dance Magazine

maore
than a

DANCING
SCHOOL

ERE you will find

the very essence of

the art of dancing . . . the

brilliant and sparkling

personalities of Ruth St. Denis and

Ted Shawn, teaching and supervis-

ing their famous University of the

Dance, in the stimulating atmos-
phere of creative art.

The beautiful new Dormitory ad-
oins Denishawn House and offers
the privilege of both living and work-
ing in this extraordinary atmosphere.

Courses cover all Denishawn
Technique, Music Visualization,
Plastiques, Ballet Technique of

Foreign countries, Dalcroze Euryth-
mics, fourteen complete dances, and
individual creation of dances. Trips
to museums, art ex-
hibits, grand opera )
and symphony con-
certs; French, piano or
voice taken as electives.

Classes at Carnegie
Hall Studio cover iden-
tical material for pupils
living in the city. Baby
classes, four to six
years, and classes for
boys and girls of school
age at both Studios.

Write NOW for
Prospectus.
Mid-season Term
starts January 7th,

— —
™
‘ I\}SUJ\“ De % G
E}_\ccul'\‘-‘f- Off En‘l ew ‘“)T. e Ml‘-{\

- ie i
y) Carnell® =

=T
1!\‘«1\““-""'"“‘-- 7
st )
\Lcis';-'_'-'_'_'. s

DENISHAWN

THE RUTH ST. QENIS AND TED SHAWN

SCHOOL OF DANCING

AND (TS RELATED ARTS

Executive Office: 602 Carnegie Hall, N. Y. C.
Studios: 67 Stevenson Pl. and 601 Carnegie Hall
Summer School: Westport, Conn.




The Dance Magazine

Dancing Slip-
pers embodying
the qualities that
have made Selva
creations the
choice of those
who demand the
best.

The Aid 1o Releve
A toeshoe last
that is perfectly
equipped w ful.
fill the exacting
requirements of
‘Dll-d:l"('t'r‘n

With its un- Adoublesain-
rivalled charm box covering

and unequall- is an added
ed wearing u. TU.TOE fea-
qualities — ewr:—gmr.g
¥ o
1858

‘TU-TOE is the double wear
i s at no greater

( b cost.

For Tap or
Buck dancing
KINKAJOU—
A superior
hand made
dancing flac
finds favor
everywhere,

flexibility and

arche.

For Spanish
or Musical

NU-LAST

v Rendering

support at the
In Rl
£5.60. In Pat-
cot $5.50, Al
wminum  Tips
$1.00 cxtira.

Mecring the
demand for a

forgotten, even by the white historians
whe came with the early explorers. The
war dance was always accompanied by a
feast. Curiously, when Tahitians planned
war on a neighboring island the first two
acts were to prepare their dance costumes
for victory and plant the yams for the
feast. The natives were nothing if not
optimistic.

The harvest dance and the spring
dance are also of unusual interest. Like
the Hawaiians, the Polynesians wear the
grass skirt but, unlike the Hawaiians,
wear a plaited grass overgarment which
slips over their heads. Flowers are en-
twined in their hair and flower bracelets
are on their wrists and ankles. Exotic
headdresses of palm leaves typifying the
rays of the sun are also worn.

The dance is always led by the tapu
or village virgin, to whom is given the
place of honor in all village functions
where the feminine sex is. concerned.
Her costume is much more elaborate than
any of the others and in addition she
wears on her head a headdress with five
plumes. In the center, just above her
forehead, she wears the insignia of Ra,
the sun god.

Whereas the familiar “hula™ is danced
almost entirely with the hips, the native
harvest and spring dances are danced with
movements of the arms and legs pre
dominating. The dance opens with the
girls, headed by the tapu, advancing in a
double row to the council of the chief and
head men.

After a low salutation, the dance pro-
ceeds. In perfect unison they swing to
and fro in long graceful circles, every girl
turning at once. Then the dance grows
wilder and the native orchestra increases
the tempo. At last every girl except
the tapu sinks to the ground in apparent
breathlessness and she gives her solo
dance; precisely as would an entertainer
step out from thechorusin musical comedy.

TRIBAL DANCES
of TAHITI

(Continued from page 26)

perhaps the most interesting of all. The
paoa is primarily a young man's dance
and is still commonly performed throughout
the islands of the Southern Pacific. Often
at might, the Lotharios of a wvillage—
youths from eighteen ro twenty—gather
at a secluded spot far from the settlement.
where they light a great fire of cocoanut
husks. When the fire is burning brightly.
casting great shadows among the cocoanut
palms, the young men seat themselves in a
circle near it and the fun begins.

One of the number springs to his feet
and leaps to the center of the wide circle.
Immediately all of his seated companions
begin pounding rythmically on the ground
with their open palms and the: dancer,
waving his arms and swaying his body,
relates in perfect unison to the pom-pom
of beating hands, the story of the conguest
of the maiden of his heart; perhaps his
love for her was first awakened as he saw
her bathing in a mountain stream; how
one day he followed her far into the valley
where she had gone to gather mangoes;
how he confesses his love; how she rebuffed
him at first and eventually yielded to his
passionate pleading. There are no failures
in these story dances. The Polynesians,
as has been said before, are all optimists.

The natives, whether old or young, are
what would be considered in more ad-
vanced countries amazingly frank with
each other in their stories, more par-
ticularly in their love stories. Nothing
15 concealed and so it is that the young
men in the story dance relate with the most
intimate details, the affairs of cheir hearts,
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No picture depicting the life in the
South Seas would be complete without
the story dance and fortunately it is
almost as interesting to see on the screen
as in reality; albeit certain parts were
unavoidably censored. W. S. Van Dyke,
who directed White Shadows in the South
Seas for Metro-Goldwyn-Mayer, secured
for the scene in which the Paoa is shown
one of the most famous story-dancers in
French Polynesia. His name was “Tu"
and he came from the village of Papenco
on the island of Tahiti. He is regarded
as the greatest comedian and dancer of his
island. Tu is now a man thirty years of
age, is happily married and the father of a
family, but he still loves to gather with the
youth of his village for an evening of story
dancing—to tell in song and story of the
love affairs he had as a gay bachelor.

The men are far ahead of the women of
the South Seas in all forms of the dance.
They seem to have a sense of rhythm that
many of the women lack. Also, of course,
they have much longer  careers. The
Tahitian woman at thirty is hopelessly
fat and muscle bound.

The orchestra for most of the native
dances is of native construction. The
instruments and the professions are
handed down from father to son and in
all instances have been in the family for
generations, Peculiar significance is at
tached to the two huge drums on the
island of Tahiti. These drums are of
unknown antiquity and superstition de-
clares that great tragedy will befall the
island if they are ever taken away. The
wood of these drums is polished by the
tender care of generations of loving hands
while the heads are of sharkskin. Al
though large sums have been offered for
them by collectors, they are still retained
by their native owners.

The South Seas’ most noted dance, so
faras the Occident is concerned, the hula,
is never danced in Tahiti. The dances
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herein described are peculiar to Tahiti,
and have not traveled.

Among the many fascinating dances, the
one called the Paon or Story Dance is

“Heretofore,” to quote Mr. Wyly of along. It seems to be a fifty-hfty pro-
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times the results were anything but satisfy-
ing. With the Movietone, recording as
it does, with perfect time, the correct
music for the dance, it cannot help
but result in a far more artistic and in-
teresting spectacle. It is now possible
that dancing, which has not played a
particularly momentous part in the world
of the cinema, will take on a more com-
pelling and enjoyable appearance.”

Paramount has three dancing stars,
Clara Bow, Nancy Carroll and Mary
Brian. Clara Bow, who seems to have
exhausted the flapper role, could certainly
add to her fame through the medium of a
dancing part.

United Artists, Metro-Goldwyn-Mayer
and First National are rather silent about
their sound plans, Joseph Schenck,
president and chairman of the Board of
Directors of United Artists, said recently
that out of the eighteen pictures planned
for release for the 192829 season three

Banky. This is to be done in Movietone
and will have a dancing scene, the score
for which was written by Irving Berlin.
Berlin has also furnished the score for
The Love Song, a United Actists’ picture.
1t is rumored that even Charlie Chaplin,
the master of pantomime, is considering the
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use of sound in his pictures.

Mr. Nolan of United Artists is of the
opinion that the “talkies" are still in the
novelty stage and that it is too soon to
predict their future.

There are dozens of movie stars who are
trained dancers. They will, according to
the various motion picture officials inter-
viewed, be given another medium of
expression, another lure for the ensnaring
of their devoted fans.

The question now arises as to the
possibility that development of the spoken
film drama will remove the capital of
filmdom from Hollywood to New York,
the acclaimed center of stagecraft.

While it is true that the Paramount
studios on Long Island have been opened
for the joint use of the big three (Para:

Metro is at the same time adding sound
production facilities at their Culver Clity
studios. Universal and Warners are
using their Hollywood studios but
Warners are to open their Eastern studios
as well. Fox has been filming Movie-
tones at their Tenth Avenue studio right

Western Electric Company, for the license
privilege to produce movie talkers. Fox,
Warner Brothers and First National have
been affiliated with the above company
for some time and have already had
offerings before the public. ' Universal's
deal is nearing completion. Pathe-FBO
is hooked up with the Radio Corporation
of America’s Photophone. (General Elec:
tric afhliated.) Even the Hal Roach
Comedies have contracted for the use of
the talkers,

Warners have been identified with the
mame “Vitaphone™ for the past two years
and First National has created its own
coined word “Firnatone.” This latter
company's talker is connected with the
Victor Talking Machine Company in
using disk synchronization, similar to
Vitaphone, Movietone and Photophone
have the sound tracks on the film itself.

Box-office reports from all over the
country are overwhelming proof that the
public is pleased with what full length

Also : e - .
““,;“ﬁ“qff,‘,';','u?;""’ would be in sound. Sam Goldwyn will mount, MetroGoldwyn-Mayer, United “talkies” have been offered it. The short
nd 3 2 . ] . . . - - .
Money refunded | shortly release The Awakening, with Vilma Artists) in their production of Movietones,  subjects are wvery popular, The small-

town houses see in the “ralkies” a chance
to compete with the large city houses and
to keep their citizens at home. All of
which means a new field and a larger
public for artists of the dance.

i
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o E beautiful in your own way,” a

famous authority on beauty, style,
etiquette and all of those things that
interest us more or less, once remarked
before me. Her words came back to me not
long ago as I sat in the studio of a well-
known ballet-master here in New York.
All about me were lovely girls, but each so
different from her sister dancers that [ had
ample opportunity to observe a number of
definite types.

There was a young lady, whose name is
known to us all—brown-eyed, golden-
haired, beige-skinned. On another her
skin might even have been termed sallow,
In her case, it harmonized becomingly with
the brownish tones of her natural coloring,
Another had quite a retrouss® nose. A
nose that on another face would not have
fitted nearly so charmingly nor so piquantly.
But it was the nose in this instance, I
decided, that contributed an eager, zestful
note to this dancer’s face, which makes her
one of the most attractive girls I know,
Upon critical examination, | discovered a
number of mouths quite too large, and
several pairs of eyes that could boast noth-
ing in the way of size, innocent looks or
color. Yet the possessors of each of the
mouths and the eyes are generally con-
sidered pretty girls.

That hour of observation in the studio
led me to this conclusion: today there is no
definite standard of beauty, Not only is
this a day of freedom in thought, action,
sty]u and life in g::ncr'.i]. It is-a d;;}r of
freedom in beauty. We are not trammelled
by Grecian noses; there is no one to say
that hair must be flaiwlessly blonde or
black as night. Ewven your skin rests on its
own merits. It does not seem to matter
whether it is of the pinky-white variety, a
gentle olive or an out-and-out brunette.
In fact, the white skin seems to have been
discarded by many in favor of a healthy,
hardy tan. This, of course, is a fad, but it
has certainly had its day this last summer.
Eyes, too, know no rules unto themselves;
small ones, large ones, innocent eyes,
sophisticated eyes— today they all depend
upon something rather more than their
blueness or their black lashes for true
beauty. It is the light behind them, the
truth about ourselves that seems to shine
out of them, that stamps them as beautiful
eyes or simply dull, vacant, uninteresting
eyes.

This age, then, seems to me the great
day for which women must have yearned
back through the dim, dim years. It must
have been a stupid, tiring, uninspiring
business for the ladies of Troy if they all
tried to look like their Helen. The women
of Cleopatra's era must have grown to hate
her, too. Those, however, were the days of
standardized beauty—days that continued
on and were handed down to us, even.
Suddenly, or perhaps it has come more
slowly than we realize, the day has dawned
when each of us must stand alone on our
charms. The spirit of the day is generous.
I think you will all find that our companions
are not aluick to criticise a lack of l‘i:gu]:u‘
features. In fact, it does not occur to
many of us that those whom we love or
like or simply associate with are not classi-
caily put together. We all overlook these
things cheerfully. But there is one thing

that neither we nor others of this day
overlook. And that is neglect.

I repeat that there is no standard of
beauty today. There is, however, a higher
standard than ever for the care that each
individual, man or woman, must devote to

his or her person. There is not the
slightest excuse for any of us being un
groomed. Every drug store, every depart-
ment store, carries a most comprehensive
stock of toiletries so essential to perfect
health and perfect cleanliness,

Let's consider our complexions for a
moment. Brown, olive, cream, or little
white sister, each may be beautiful, only
if it is smooth, soft, perfectly free from any
sign of neglected make-up or grime. And
at the thought of apparent pores or a touch
of acne, we simply throw up our hands! It
is really a simple matter to keep our skins
80 cleansed, exercised and toned that thL‘,y
are always in the pink of perfection. And
I am thinking, too, of the busy gitl, who
does not have hours of leisure for home
treatments and who must be up and about
her day’s doings by nine in the morning,
Ten, even five minutes before retiring; ten,
or five minutes again in the morning, That
is all the time that is required for perfect
immaculacy. Now and then we must have
ourszlves “done over” by one of those
delightful treatments that take an hour or
50, either in a salon or our own home, and
leave us spotless down to our very souls,

There ig truly a cream for every skin
today. These are not extravagant prepara-
tions, either. They are practical in price
and formulated for practical purposes.
Even if you do still cling to the soap and
water regime, cream now and then will
prove a blessing to your skin, especially if
you are twenty-four or more. We exercise
our bodies; we exercise our scalps. We
should, our faces.
Massage, we have learned, is not wise
unless we are familiar with the muscular
construction of the face. We are likely to
be too vignruus in the wrIong ]‘iilCL‘1 thus
stretching the skin and harming rather than
helping it. Science has overcome this
danger nicely in the stimulating creams.
They work exactly on nature’s principles,
They cause the skin to glow sufficiently to
arouse the criculation and thoroughly flush
the tiny veins of the face. These creams
not only give us the tone and color of
youth, but they ward off the accumulations
that might otherwise result in clogged
conditions. There are lotions to tone
gently and act as mild astringents. We
apply astringents to our bodies in the
form of cold showers. Our faces should
surely receive as much attention as our
bodies,

Hair, too, does not have to shimmer with
gold to be beautiful. But it does have to
shimmer with health and its own brilliance,
This means that it must be brushed d;li]y
and kept immaculately clean. If you are
the kind that needs an irregular line about
your face, permanent waves are highly
perfected, and will often more than make
up for the little mishap nature may have
dealt you. Ten minutes at night with a
brush and the appropriate tonic is a sure
way to hair beauty. Another thing that
many of us have not thought of. Someday

(Continued on page 53)

therefore, exercise
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ishing touch”

Another
Devotee

of. " the
Make-up Room

The Make-up Room of the Pennsylvania Drug Store at

7th Avenue and 48th Street is scoring a bigger hit on
Broadway every day’ The only drug store in town which
has a Make-Up Room! This delightful service to patrons
is available at all times as well as the advice of a real
consultant and friend to whom you can bring your beauty

problems.

You will be delighted with the complete assortment here
of stage and screen make-up as well as all the popular
toiletries on the market.

Stop in the Make-Up Room today and
enjoy the luxury of powdering your

2l ek

nose away from the turmoil of the busy
street! '

“You know 4 them”

Pennsylvania
DRUG STORES

Pennsylvania Seventh Ave. Drug Company
48th St. and 7th Ave.

Penn Terminal
No. 1 Lower Level

Pennsylvania Hotel
140 West 33rd Street

Penn Terminal
Arcade Store
Martinique Hotel

Broadway at 32nd St.

Penn Terminal
No. 2 Lower Level
41st St. Store
570 Seventh Ave,

23rd Street
4th Ave. at 23rd 5t.

Pennsylvania Hotel
Gimbel Arcade

fitr Rarbara Newherry,
1 d tn Good
Boy, drops in for a " Fin-
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either dancers or musicians has a very
clearly marked beat.

To explain the rhythm in handwriting
and even to “feel” for it, we sometimes have
to resort to the trick of the expert graph-
ologist, which is to write a replica of a
specimen of writing in the air. Try this
with the specimens which are herewith
reproduced for you, and the beat becomes
literally visible.

Try it, for instance, with the hand-
writing of Tamiris, whose writing, at the
first glance, does not seem to have any
beat, at all, and you will see how this
writing in the air at once shows the beat.

Here are delicate rhythms, subtle and
refined. This is not the heavy beat of the
waltz, not the strongly marked accents of
the exotic dancer, but the smooth and
flowing beat which is individualistic and
almost literary.

One of the formations which is dis-
tinctly a “‘rhythm letter™ is the small “g,"
which, if it is taken away from the content,
so that the eye is not fooled by its accus-
tomed place in a word, will be seen to be a
flowing and sinuous “8." Known to
graphologists as “the cultured ¢ it is also
the “rhythm g" and those who make it
instinctively sway to music and find it al-
most impossible to keep still under the
spell of the dance harmonies. Produce it
in the air with your forefinger and you will
see what a dance your hand makes. Almost
this same formation can be seen in the “§"
of “Sincerely.” The small “d™ is also
allied to these formations, being without an
angle, especially in such words as “and"
on next to the last line of the illustration.

If we seemed not to have a beat in the
writing of Tamiris the careless observer
may consider that Trini's writing has none,
but the air writing of any letter of this
virile specimen will reveal a strong one—
vigorous, ardent, impetuous, strong and
pulsating.

il

DoEs HANDWRITING REVEAL
the DANCER?

(Continued from page 31)

We can actually see the fire, the passion,
the leaping flame of life which courses
through this handwriting. That this
dancer has these superb qualities in her
work I have not a doubt. Closing my eyes
slightly, so that the handwriting “'swims™
in the vision I can all but perceive the
lithe figure leaping through it, alive to the
finger tips. These rhythms are not dream-
ily subtle. They breathe life and sweep us
forward with them. Such a person as
Trini is superbly a personage, superbly
magnetic, tremendously positive.

Irene Delroy has a rhythm which is a
test of one’s real feeling for the beat, as
shown in handwriting. To the eye which
is trained it is very marked; less flowing
and ardent, less un-self-conscious; some-
thing stately and strong about it. Incense
and mellow old bells—something not
quite of this earth and yet deeply and
passionately sensuous—that’s the rhythm
of the Delroy writing.

Ann Pennington! Write her name, as
she has, doing it in the air, and you will
see that here is nolanguor and not a great
deal of the intense passion which makes
the sensuous dancer. Here is youth, merri-
ment, quick, active movements, a great
feeling for the very thing which she often
praises other dancers for—precision.
Handwriting is one of the most revealing
things in the world. In this writing of
Ann Pennington we find more or less the
precision of the great expert, the dance
beat of the perfect sense of time, and in
the heavy, well-sustained pressure the

great strength of body and high tide of
vitality, both of which are possessed by
this writer, whose gayety of temperament
and perfect technique hide from many of
us the greatness of her art.

Who that has seenthat ethereal shadow,
strangely imperial—as if a ghost of a long
dead queen of beauty drifted wvaguely
across the sunshine—that “beautiful bag
of bones” as a great dramatic critic once
called her to me; who that has seen
Madame Pavlowa dance will not see her
in these delicate lines traced by her pen,
so fitting a symbol of her that I gaze and
gaze at them, enthralled as when I first
saw her float across a garish stage and trans-
form it into a never-never land of unreal
beauty. The beat in this writing is so
definite that it does not need to be even
written in the air so that we may see it
and yet it is not a beat which belongs to
the everyday world. It is almost impossi-
ble to reduce it to any measure known to
music, but it is there. You who move to
the mysterious bidding of the hidden
measures in music, can see it better, per-
haps, than I, even with the aid of science,
for this beat is essentially a mystic one.
Like the unearthly beauty of the woman,
which defies the rules of physical and ma-
terial beauty and, uncompeting, makes
them seem unimportant.

Another extraordinary specimen of
writing, which needs careful estimation,
is that of Jacques Cartier. Write this in
the air and observe how intricate are the
rhythms and how peculiar. Here, though,
are none of the shadowy half beats, such
as we find in Madame Pavlowa’s. Here is
that almost archaic beat which makes me
think of—what? Drums beaten in wide,
lonely places, chants in a minor key,
strong, barbaric rhythms which appeal to
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something deeply imbedded in us, reaching
back to primitive times—stirring old in-
stincts, reminding us vaguely of dances
beside the tribal fires—yes, all that is in
this writing and even those who judge the
writing from its appearance, alone, will see
something of this in it. It is, of itself, al-
most a picture. A line of it, done in red
on a dark brown background, would have
the decorative value of some of the ancient
alphabets—the Etruscan, for instance.

; i e Oy, %"—“\r

The handwriting of Nina Payne does
not need to be written in the air by your
finger. Its rhythms are so pronounced
that we can be sure of Miss Payne's
remarkable talent for the terpsichorean art.
The virility of this is so expressed that we
know Miss Payne must be a lovely expon-
ent of the health and high spirits which
contribute so much to the charm of a
dancer. But that is not all. She has a
mind. Her letter formations are those of
the person who has trained herself actually
to think. Her feeling for other arts be-
side that of the dance is exceptional. And
she has courage and self-control. It is not
the popular idea that these qualities help a
dancer, but all the great dancers have had
them—do have them. Ruth St. Denis,
Maud Allen, the ill-starred but magnificent
Isadora Duncan, Gertrude Hoffman, the in-
comparable Madame Pavlowa—all these
great dancers have had courage and self-
control and have been mentally as well as
physically and temperamentally inter-
esting. -

Miss Payne must love to talk and write
of dancing. I do not know her and have
never had the happiness of seeing her
dance, but I am as sure of her mentality
as if I had spent hours in close companion-
ship with her, for—handwriting is a
mirror to the human being, and to every
thing which makes up the human being.

walk. If you get them young enough,
there is nothing you can’t do with a
student; and here is my chance. Children
are naturally limber . . . here is one who is
going to stay limber.”

1 had a mental image of a small edition
of Michael doing a hand stand in a per
ambulator.

“In the last few years I have seen the
demand for trained dancers increase five
hundred percent. Many of them go to the
films, where almost every large feature pic-
ture has dancing and dancers in it. But
most of the increase has come through the
springing up of the great moving picture
cathedrals. All over the United States and
Canada . . . soon all over the world . . .
there are shewhouses where the dance
troupe is a weekly part of the program.

“Dancers are making more money,
and making it easier today than ever
before. Thedifficulty is in finding enough
girls of the right type, with ambition and
willingness to work and learn. At firse
there is hard work . . . lots of it. The
rewards come afterward, which is a way
that rewards have, in dancing as in every-
thing else.”

“H'lo, Mike." A little girl of perhaps
eleven years saluted her maestro as she
dashed past.

“Wait a minute, Marie. Do the one-
arm for us, will you?" The child made a
grimace, but hurdled the bar and stood
on the mat, poised for the springs. Then
she turned a beautiful series of cart-
wheels, one-arm stands, and so forth. She

BACKBENDS and ONE-ARMS for HEALTH

(Continued from page 35)

finished with three perfect running dives,
and stood before us, her face flushed, but
breathing easily. She was a picture of
athletic childhood as she leaned against the
bar, her young body strong and pliant as
willow, and as well equipped to weather
the storms and the demands of life,

I could not help contrasting her with the
two little girls I had seen the evening
before on Leroy Street. With thin,
scrawny arms and legs, they had crouched
on a curb-stone and spent their evening
play-time with a greasy deck of cards. It
would be a good thing if every child were
given the opportunity to achieve physical
rightness through the dance.

1 have had many pupils who were not
interested in stage appearances in acro-
batics, as I told you. Some are children,
some wish to reduce, some wish to gain
or keep poise and balance. Mary Baland,
of Cradle Snatchers, was one of my
pupils from the legitimate stage. 1 have
had many others who say that acrobatics
help them in their work.

“Constance Carpenter, in The Con-
necticut Tankee, has worked with me for a
long time. Charlotte Greenwood . . . the
Charlotte Greenwood, . . . comes regularly
for her work, though she does not intend
to dance in public again. Did you see the
charming Irene Delroy in Here's Howe!
She is another regular student of mine.

5‘2

They are all there on the wall ..." He
pointed out to me a long hallway, the
walls of which were covered with auto-
graphed photos of the past, present . ..
and future . . . dancing stars of Broadway.
I could see the familiar faces of Clifton
Webb . . . Frances White . . . Adelaide
Hughes. . . . There was even Helen Lyons,
the former partner of Charles Sabin, a
particularly charming ball-room dancer.
Michael saw that I had noticed her.

“You are not surprised to see a ball-
room dancer among my pupils? We
teach every sort of dancing here, of course.
But Miss Lyons and many others have
found that acrobatic dancing fits them
for all other kinds, It gives that reserve
of physical enerpy and power which
make a dancer strong and confident.”

“What advice would you give to the
beginning dancer?” I asked, Michael
rubbed his jaw reflectively.

“I should say to build up a foundation
so strong that the demands one may
make on it later will always be met. So
many young dancers try to do finished
things before they know the first funda-
mentals,. They make demands on them-
selves which are too strong, Many of
them injure their feet, or their muscles.
They become overdeveloped, or find
themselves with unlovely lines.

“The body will learn to do almosi

anything. But it must be trained, and
trained correctly. It is precious . . . it
is the only one the dancer will ever have.
It must not be abused, it must not be
strained, That is why the stretching
and limbering which come from acrobatic
dancing are so valuable. They get the
body into shape to do not only acrobatic
and eccentric dances, but everything.

“Work and have patience . . . those are
the two things for the young dancer to
remember. They go to a show and the
star scems to be having a good time . . .
her work seems to be easy. Yet they do
not see the long hours, the years of practice
she has put in to bring her to the state
of physical and rhythmical perfection.
Dancing, at least in the beginning, is
hard work.  But for those who love it and
stick to it . . . it has its rewards.”

Keep Your Family Well

the November issue you find an
interview with Mussolini, written
by George Syluester Viereck. Mrs.
Wilson Woodrow writes on “Fear—
Tour Worst Enemy.” Don C. Lyons,
D.D.S., contributes rules for the care
of the teeth. These features wmake
November Prvsicar. Curture, on the
news stands November first, ome of
the best November magazine pur-
chases twenty-five cents will buy.
To make sure you get your copy
order it in advance—now.




November, 1928

Identified]
by its Charm

Softness . . . the deep evenness
of its undulations . . . lasting
loveliness . . . distinguish our
Permanent Wave,

Velvet skin . . . vouthful
smoothness . . . restored!
preserved!. .. by themould-
ing, muscle strapping and
mask treatmentinour facial
department

OF
FIFTH AVENUE

Phone Murray Hill 4984—4985

595 Fifth Ave., New York
Entrance on 48th Street

HAVE THICK ANKLES and
Why HANVOLLEN FRET "

CREAM OF
TROPICAL OILS
Absorbs fatty and watery substances in the flesh;
relieves burning feet—callouses—soft corns; firms
and slenderizes any part of the body. Absolutely

harmless, invigorating and beneficial, Postpaid.
14 oz, §1. per jar—3 oz, §2.

AMBA MrG. CO.,507-5th Ave,, N. Y.C.

Write name and address io morein and send remittanee

MARJORY |
MAISON

Our
Beauty Editor

makes an extensive research
of all cosmetics and accessories
to beauty, before menrtion is
made of them in our columns,
They may or may not be ad-
vertised in Tue Dance Maga-
zine, bur if they are, it is as-
sured that Tne Dance Maga-
zine has placed its approval
upon them. They are the best
that money can buy.

Do you want information
about any beauty preparations
or process not advertised in this
issue? We shall be happy to
have you write us what treat-
ments and preparations you
would like to see advertised
and discussed.

Marjory Maison will be glad
to answer your personal prob-
lems if a stamped self-addressed
envelope is enclosed.

(Continued from page 5 1);

if we must be grandmothers and wear
orchid and mauve, let's be lovely ones.
The brushings that our hair gets today will
tell ten or maybe twenty years from now.
They will tell nice things—that we cared
enough about ourselves and for the lovely
things of life to make of ourselves the most
beautiful person within our possibilities.

How many of us give a daily thought to
our eyes? Many eyes literally see gross
neglect. After a motor trip. after a dip in
the ocean, a game of tennis, or maybe a
long, long evening, how many remember
the consoling eye cup and a cleansing,
strengthening, refreshing eye wash? Make
your own from boracic acid if you do not
wish to buy one. Eyes that are kept clean
and healthy will sparkle and appear bright
and happy. If we have been neglected in
a brow and lash manner, we can grow
them, This really can happen. I know a
girl who had scanty, whitish brows a few
years ago. Today she has the loveliest, soft
brown brows you have ever seen—long,
silky and slightly arched. She grew them.
A bit of cosmetique brings lashes to the
attention of the world if they are too light
to be noticed. Shadows, if applied artfully,
give soul and depth to eyes that are lacking
these requisites.

Haven't you noticed the new powders—
how they blend with the natural skin
tones? Always their purpose seems to
make the skin, just as it is, a little lovelier.
Never do they seek to change the natural
tone. Their purpose is to soften, to weil
so lightly and smooth out all obvious
efforts at make-up. Rouges and lipsticks,
too, seek to carry out the harmonizing or
contrasting tones. Thus they respect your
own true self,

In the interests of our own selfrespect
and self-confidence, do let's grow to like
ourselves a little bit. Really lovely girls
sometimes just do not seem to like anything
about their faces. Yet if they were to see
the same eyes, nose and mouth on another,
doubtless they would please them well.
After all, a pair of limpid brown eyes are
small things to be wain about. But we
might well be vain when our efforts have
changed a drab head of hair into a shining
one, or when abstim:ncc from sweets uud
other temptations have resulted in a
modern Venus form. Everyone, I am
willing to concede, has at least a tiny
spark for the artistic. Where could we
better give play to the talent than on our.
selves? Where could any creation of our
hands or brains work to such excellent
advantage as on the faces or bodies that
must accompany us through life? Not only
to ourselves do we owe our best efforts in
this behalf, but to the world at large.
Beauty in any form is inspiring. Bzauty is
lasting. Beauty is life.

Let us follow the advice of the great
lady I quoted in my first paragraph. Let us
try to be beautiful in our own ways. Are,
indeed, 1s free today. Our own artistic
achievements—ourselves—may be de-
veloped just as freely. So that if I happen
to be round of face, curved gently and of a
happy digposition, I shall not try to look
and feel like a Madonna, but make the best
of my role in the happiness girl. Of if I am
serious, quiet, contemplative, 1 shall not
try to look cute and be the joy girl of every
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occasion. There is great advantage in
learning our types and sticking to them,
Then we become individuals and as such
may truly be beautiful in our own indi-
vidual ways.

Now that we're all going in for individual I

beauty, perhaps there 1s just ome problem
that troubles you. There are a number of
quick ways to such beauty—just practical
thoughts that may not have occurred to you,
No matter what your trouble 15, wont you
tell us? We may be able to straighten it all
out for you and will ke delighted to give you
at least one new thought. Your thought of
me must include a self-addressed and
stamped envelope, Please send it to Marjory
Maison, Beauty Editor Tur Daxce
Macazing, 1926 Broadway, New Tork
City.

Dear Mizs Masoxn:

I have one annoyance, namely there are
small pronounced wveins at the openings of
my nostrils which are red and seem to be
increasing. 1 do not know of any cause as
there is no irritation. I have done nothing
about them. Do you think they may
disappear in time? Can you suggest any
help for them?

3 )

These are small capillary veins that have
become broken. These weins are apparent
usually only in fine textured skin. An
injury to the surface skin or undue strain
may cause them. If the skinis very delicate,
very hot or cold applications may also be
the cause. [do not think there is anything
to doabout them. If they increase, consult
a skin specialist. Ifyou will use only warm
and cool applications, or better yet, use a
cream and lotion for cleansing, at least you
will not increase them, A good foundation
cream and powder will hide them.

Dear Miss Maison:
I am eighteen years old, five feet, three
inches tall, My weight is 135. Is this

correct?
Z.D.

You are rather overweight. You should
weigh between 118 and 120 pounds. There
are cases, of course, that permit weight
over the general statistics. Some girls
naturally have large frames or bones. In
such cases, they will weigh more than
their smaller sisters I this is true of you,
to reduce to the weight prescribed might
make you appear even thin. One way of
deciding whether or not you are over-
weight is to notice your flesh. If you are
nicely covered with firm, healthy flesh,
then you may decide that your overweight
is not serious and that vou are just a larger
girl than the average for your height. If.
however. your flesh is loose, saggy and
very much evident. then you should re-
duce, preferably through exercise.
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No longer
ashamed
to take off her
heet i

HER face was lovely ... her
clothes always reflected

the best of taste. Yer she was

ashamed to take off her hat!

Her hair was lifeless, stringy,
dull—dandruff showed. Then
she learned of OGILVIE
SISTERS and applied their
hair preparations s y s t e m-
atically. Now her scalp is
healthy, and she is assured that
her hair will look beautiful at
all times.

It you are ashamed to take off
your hat, send in the question-
naire, below, today. Tt will
bring you personal advice from
OGILVIE SISTERS on how to
make your scalp healthy, and
your hair lovely and lustrous.

Dept. M _\
1—Hair too oily or too dry? R ‘i
2—Hair falling badly? ..o ooouviiaraee L
3—Hair thin around the temples or ecars? l
4 Troubled with dandruff? ; 1
5—Irritation or eruption of the scalpl. .. 1
6—How often do you shampoo your hair? "i

7 Hair fine or coarsel .. l
4—How often do you brush it¥ ....o.c. l
9—Have you a switable brush? . .c.nvan

10—Previous treatment nsed? .. vaeies
NAME  .ouoeeres X rie
STREET ...

Q&a&m .

NEW YORK CITY
Biarritz, B. P,

|
\
|
|
|
|
\
|

604 FIFTH AVENUE

Washington, D. C.  Paris
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The Europcan idea
of 'luxury deve]oped

to its lxis]ﬂest Point
of rcﬁnement tllrougll
.American m:magement.

Philip Newberg
Photographer of the Dance

-

Studio
127 North Larchmont Blvd.
Hollywood, California
By Appointment
Hollywood 5086

MONEY FOR YOU

Men and women can earn $15 to $25 weekly
in spare time at home making display cards.
Light, pleasant work. No canvassing. We
instruct you and supply you with work.
Write to-day for full particulars.

The MENHENITT COMPANY Limited
254 Dominion Bidg., Toronto,Can.

Dazians.

The Leading Theatrical Supply
House of Americal

COSTUME and
SCENIC FABRICS

TRIMMINGS, NOVELTIES,
HOSE, TIGHTS and JEWELRY

Special Rates to Dancing Schools

New York; —142 West 44th St.

Chicago Branch;—203 N. Wabash Ave,
Los Angeles Branch;—728 South Hill St.

Philadelphia. . . . At present, I am dancing
at the Kit-Kat Restaurant, which was
formerly a club, here in London.™

I have received an unusual number of
letters during the month from acts—and
about acts—which are touring the Western
circuits. Correspondence of this sort is
most welcome. [ want to give more and
more news of dancers on the road.

Two fans, one in Toronto and one in
Toledo, O., write with great enthusiasm
about the work of Rosemary Dering in
The Garden of Roses, on Pantages time.
*“Young and beautiful. . . . A child with
wonderful ideas and a finished style. . . . I
do not think she has an equal on Broad-
way." Such are the comments that
Rosemary evokes. I'll be looking for her.

José Rivas sends photographs of his
act called The South American Dancers.

The DANCERS
OF VARIETY

(Continued from page 37)

The troupe came direct from Buenos
Aires to the Pantages circuit. Manuel
and Vida, who are old friends of this
department, drop a line from Los Angeles
to say that they have joined a Publix
unit. They are to tour the South and
will land in New York in November.
Warren and Waliski have an act they call
The Blue Danube. They have danced
recently in Chicago and at the Plaza
Roof in San Antonio, Texas. The
photographs enclosed by this team were
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charming, but were too hazy to stand
reproduction.

I have added to my list readers’ requests
for interviews with the following artists:
Claire Halloway, of Halloway and de
Loring, an adagio team; the “young man
in Melody Mansion,” on Loew time;
Veloz and Yolanda, a dance team specializ:
ing in tangoes; Tom Patricola and Buster
West.

If the followers of Mr. Evans' depart-
ment, The Dancers of Variety, want to see
any of their favorite vaudeville dancers
mterviewed, write in. Give the name of
the individual or team, and mention what
questions vou'd ke answered. He also
invites suggestions and mews items with
photographs from professionals.

deny; for the lady who lives in India is in
our humble opinion one of the maost
delightful of interpreters of the Far
Fastern exoticism in music today. Added
to that she is prolific; so that we again
find ourselves clapping our hands in
childish delight over another new Strick-
land opus. It is From a Caravan, a suite
of five numbers that should be easy
to dance to. They are: Prelude, Well In
the Desert, At Ouled-Nail, Night on the
Nile, and Song to the Crocodiles. The
publisher is G. Schirmer.

A Collection of French Music

HE house of Oliver Ditson (Boston)

has for the past few years cataloged
a series of collections for piano selling at
fifty cents, retail. Among them is a
folio well worth inclusion in the dance
library, Eight Piano Pieces by French
Composers. The group includes several

The MusiCc MART

(Continued from page 41)

numbers extensively used by dancers,
and widely known to the music public,
such as the famous Le Cygne (The Swan)
of Saint-Saens, and the beautiful Serenade
(No. 6 from Six Dances in the Old Style)
by Gabriel Pierne, used for so many
adagios. Delibes is represented with his
graceful Passepied. There isalso Godard's
Jonglerie (Jugglery), light and dainty if
a bit monotonous; and Gabriel Faure's
Romance.

For Vaudeville, Movie House,
(lubs

PERFECTLY grand piece in fox
trot time is Kiddie Kapers by
Shilkret, Pollack and Sherman, published

by Sherman Clay Music Co. (San Fran-
cisco), for piano or orchestra. Shilkret
is the maestro whose first name is Nat and
who graces so many of the Victor phono-
graph records. The orchestration is a darb,
and the thing is full of tricks, stops,
rhythmic novelties, without being over-
done. It is long enough to permit
cutting and rearranging to suit any
routine in 4-4 time. We recommend it
for soft-shoe, buck, tap, eccentric and
similar types of dances.

A Set of Waltzes

IENNESE Suite is the title of a

group of six waltzes by Sam Franko
just published by Schirmer. They are short
unpretentious little numbers, slightly
reminiscent in style of the Romanticists
—8hubert, Schumann, and Chopin—and
more serious than the sort of thing usually
implied by the term “Viennese Waltz.”

NEw DANCE RECORDS

HE recording gents are still at it.

Competition among them for the
fickle favor of the dancing public is keener
than ever. Each week brings forth a flock
of splendid records from each recording
laboratory, until the unfortunate person
whose lot it is to choose a few from the
appalling many is subject to dizzy spells
and brainstorm,

Brunswick
No. 4014

Digga-digga Doo, from Blackbirds.
Georgeous minor tune, 1,000 per cent
jazz. A new band: Hotsy Totsy
Gang. Burns you up.

Doin’ the Low-down, more of the
same. Tricks!! Also from the negro
revue Blackbirds. And wow!

No. 398

Old Man Sunshine, a popular fox
trot played by Bernie Cummins and
His Orchestra with plenty variety.

Georgie Porgie, another fox trot.
Arnold Johnson and His Orchestra.
A fine brass section, with banjo
accompaniment prominent. Vocal
trio, good.

No. 4002

Blue Grass Vincent Lopez and His
Casa Lopez Orchestra. They hit a
hot lively rhythm, and pull an attrac-
tive quartet vocal refrain. Fox trot.”

Lonely Little Bluebird, another fox,
with Lopez doing his stuff here and
there in the treble section of the
piano, Very tricky introduction.
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No. 3997
Joe Turner’s Blues, the old fashioned
low-down blues by Johnny Dodd’s
Black Bottom Stompers. Loud and

crazy, but mean.

When Erastus Plays His Old
Kazoo, more of the above. Derby-
ized cornet, backfiring banjo, crazy
clarinet and all.

No. 1511

My Darling 2 smooth fox trot quietly
played by Eddie Thomas' Collegians,
whose gentle style is refreshing,

Gee But I'm Lonesome Tonight,
Charles Kaley and His Orchestra
specialize in crescendos. A tom-tom-
like accompaniment throughout. Fox
trot.

No. 1525

A Jazz Holiday, Ted Lewis shows
more than his usual restraint. An
apt title, however.

Jungle Blues, also by Ted Lewis and
h. o. Lazy rhythm. Snaky. Ted's
clarinet is active here and there. The
tune is a wild sort of thing. Primitive
emotions, et cetera.

No. 1524

What a Night for Spooning, second-
ary foxhit from the Scandals,
Harry Reser’s Syncopators. Good
solo bits, and some trick vocal stuff,
Fine.

When Eliza Rolls Her Eyes, same
band. Smart introduction. Clever
balancing of solos alternating with
full orchestra, Piano and banjo bits
particularly.

Victor
No. 21588

Rag Doll, the famous piano team Arden
and Ohman and their Orchestra,
Great piano, well woven into clever
orchestration. Kid atmosphere sug-
gested by title,

Kiddie Kapers, similar fox trot by the
same. Full of effects, and surprises.

No. 21589

Ten Little Miles from Town, lively
fox trot by George Olsen and His
Music. Featuring the ‘well-known
vocal trio.

Driftwood, also George Olsen, Great
thythm., And is that golo instrument
bass-sax or bassoon?

No. 21606

Kiss Before the Dawn, Dreamy
Viennese type of waltz from The
Spider The Troubadours. Soothing.

When Love Comes Stealing, A
companion waltz, also played by The
Troubadours, Xylophone and steel

guitar are used well.
No. 21603

Nagasaki, Nat Shilkret and the Victor
Orchestra. A fox trot with a smart
comedy lyric. Rollicking nautical
flavor combined with Oriental,

Moonlight Madness, a quieter fox,
also by Shilkret and the WVictor
Orchestra, which sounds like a really
big outfit.

The answer to anything you want to
know about music is yours for the asking.
Address Mr. Perkins, Tur Dance Maca
ZINE, enclosing a stamped return envelope.
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The AMERICAN BALLET TODAY

(Continued from page 14)

modern life, enriching
it with beauty.

And it is so. Did
the greatest American
dancer lsadora Dun-
can reproduce “pres-
ent life” in her art?
Did we, watching her
perform, experience
the same emotions we
do reading the morn-
ing paper? On the
contrary! She gave
the art a spiritual
meaning. Not with
the imitation of smoke
stacks or traffic sig-
nals, but by the lines
and motions of her
body did she express
the joys and sorrows
of life.

American life did
not reflect on her art,
but her art reflected
on the entire life.
from the ways of dress
to the ability to ap-
preciate, love and re-
spect the beauty of
the human body.

Thus we will hope RS
that the American i
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Ballet will not take
the direction toward
today's  modernism,

The French and Russian ballets reflected
the art and life of all nations, The Ameri-
can Ballet should likewise reach for the
warld's art and find its themes from vary-
ing epochs. Americanism will be not the
result of a theme, but the means of ex-
pression.

If there will be a ballet in America of
the same kind as in Russia before the
revolution it will attract like a magnet all
the most talented artists in the country—
the composers, writers, painters and
dancers. American talent will find in it
its expression. The ballet will become
American,

Is it necessary that the creator of the
ballet and its balletmaster be American-
born? It is imposséible and not at all
essential.

Impossible—because there is no Ameri-
can who knows in perfection the ballet art,
its theory, technique, traditions—who
has the knowledge of the masterpieces of
Petipa, St. Leons, Perro, Taglioni, Bournon-
ville and others, and lastly who has the
practical experience in the ballet art,

I say it is not essential because the
ballet in Russia was created by the Italians
and the French, in Denmark by the French,
in France by Italians, et cetera.

Is there a demand for a ballet here in
America? Everyone wants to dance, or to
watch it. Where do they not dance? In
drama, opera, in musical comedy, vaude-
ville, in moving pictures—dancing every-
where. A demand for the ballet would
appear if such a ballet did exist,

Those who have never seen the ballet
can not comprehend what pleasures that
art bestows. It becomes dearer and more
indispensable the more one sees it.

If there was a ballet, the love for it
would develop, as would its appreciation;
and then of course simultaneously with
such a development many of the imitations
of the ballet which are now numerous,
poisoning the taste of the ;‘.-ul')lir:.r would
disappear.

Fokine in an early Russian production of Cleopatra

In speaking of the dance and the ballet,
in stating that America has given a great
deal of waluable, beautiful material to the
dance and in the field of the ballet abso-
lutely nothing, even doing harm by
presenting the imitations of the ballet,
amateurish experiments, | would like to
emphasize the difference between the dance
and the ballet. The dance is like a field
flower. It is created by nature. Where the
soil 18 good—it grows, it blossoms. It
needs no worry, no care . . .

But there are other flowers . . .

These are transplanted from one earth
into another, they are cared for, they are
watered, they are placed into plant-houses,
they are treasured. These flowers possess
an individual aroma and are perfected by
years, As this flower the ballet is pro-
tected from tempests by those who love
it.

It is the creation not only of nature but
a product of human knowledge, science and
art, love and care. Right it is that civiliza-
tion develops where the natural resources
are generous.

That is why I believe that if the dance
is in the very spirit of the American na-
tion, the ballet will produce unheard-of
beautiful bloomings.

That is why it is painful to see that
rubbish is thrown on the wonderful fertile
soil! !

The Neplected Cellar
HAS your house still one of those

old-fashioned cellars, always
dark and damp? It doesn't have to be,
for it can be made into a really neces-
sary and interesting part of the howe,
Read about this latest use for the cellar
n

“Fitting up the Modern Cellar™

in Your Home Magazine, a Mac-
fadden Publication, on all mews
stands October 237d: 25 cents a copy.
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ow Comes the

Aesthete Sandal

EVER before has the dancer been offered such
Made of the finest quality suede

a sandal!

leather, it moulds the foot like a glove.
lines accentuate the beauty of the nude foot and add

a smartness never before achieved.

At last!  Quality, beauty and comfort for every
dancer! The three outstanding features always found
under the Capezio brand—the Master Builder of

Dancing Footwear!

The AESTHETE is the product of almost fifty
years experience and countless hours of tireless
research and experiment to produce the ideal sandal!
Special styling of design overcomes that unfor-
tunate “turn-up-toe” effect and helps to point the
The high cut back grips the heel and a con-

toe!

cealed elastic adjustment at the arch strap assures
perfect fit.

Send for your first pair of AESTHETE
Sandals today, learn what real comfort and !
smart foot grooming is!

Faun Suede, per pawr, Postage prepaid. Special
delivery, soc. extra.

shades to order, 24 hour

OVER 40 YEARS
MASTER BUILDER

When in New York visit our
Retail Shop: 838 Seventh Ave.

A Famous
Craftsman

209 WEST 48"ST.
NEW YORK CITY

The classic
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value.

TU-WAY

A flexible distinctive shoe,

Matchless for street and

stage (tap and step). In
atent leather and black
id.

Worn by leading stage
folk everywhere.

Feet That Glide Gracefully—

Steps of rhythmic beauty— at their best
when in a shoe by Ben & Saﬂy.

Supple footwear—that allows
great ease and grace in perform-
ing the intricate steps of the
dance. Shoes that afford perfect
support and comfort during
every motion.
shoes of Ben & Sally. And each
is a noteworthy example of

Such are the

SLIPPERS

Firm “graceful support is
offered in a light-weight
slipper with balanced toe
and_heel,

New York Wis. 0548

HOTEL  RITZ

The home of the
Professional when in
Los Angeles

S

LOCATION : : SERVICE

ATTRACTIVE RATES

The Ritz Coffee Shop

conneciing
Excellent Food Reasonably Priced

Flower St. at Eighth, Los Angeles, California

IN SUEDE
$1.00 per pair

Of‘dt‘f.
ELK OR KID

.'? 1.80 per pair

LEOMINSTER

e e i i

batie practice, tennis and
sport wear. Sizes 6 child’s
to = women's. Whole
sizes only. 12 pair or
over I13e¢, per pair

less. Remit with

GRAU. SHOE. CO.

IN STOCK
in black, white,

i\'ﬁl_\' ] I.ll'l\l Emo IR‘

MASS., U. S5 A.

i e ARETPRRE
‘:_(/_)/ZI(-ZHCI . CJCHIC/CI/ v—}

For at-:'-tln‘tic (]:um‘.ing, aero-
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V AUDEVILLE PREFERRED

(Continued from page 15)

because I distinctly remember making a
lot of appearances. Then about the age of
twelve 1 went to study with Ernest
Belcher, and stayed there for about six
years. In my class there were Dorothy
Dilley and Lina Basguette. As far as I
can remember they were the only ones
who are well known now in the East.
Beth Beri was ahead of me.”

Theodor began by being a singer, of all

“you're your own boss. You can do the
sort of numbers you like best, which you
can't in shows. And unless you get a
marvelous break in a show, you're buried.
In the shows we've been in, we have had
wonderful breaks, but it's dangerous to
take the chance.”

A lot of vaudeville headliners feel this
way.

I have tried to picture Gracella and
Theodor as they struck
me: amazingly young,
surprisingly unpreten-
tious, and astonishingly
engaging, both person-
ally and in their work.
They serve to drive
home the truth that
only small fry rave
about themselves. Gra-
cella didn't tell me she
was good. Others did,
and I saw it for myself.
I have tried to convey
the impression that
Gracella is an essen-
tially American girl.
Nationally we admire
beauty of face and
figure. She has that.
We admire direct means
of thought and action.
They both think and
act straight to the
point. But most of all
we admire demccracy
of spirit, absence of
affectation.  The girl
who measures up to
these qualifications 1s
essentially American. Is
that clear?

That's why she

Gracella and Theodor got their start in

but have been
also in the East

California,

trades! Little by little he swung over
to dancing, first doing ballroom, then
Russian, and finally by doing adagio
exclusively.

Gracella, somewhat similarly, began by
doing toe-work exclusively, even appear-
ing in Aida as a soloist during her stay
with Belcher, but finally, in response to
her own instinctive liking for the abandon
of adagio dancing, came to do that ex-
clusively. She teamed up with a chap
and worked for six months under Harry
Carroll in Los Angeles, then had another
partner, who left her, after which time
she met Theodor, as recounted above.

They have played the Keith, Orpheum,
and Loew circuits, and when I visited
them backstage at Loew’s State Theatre,
New York, were about to play a few
weeks in and near New York prior to
going south for Loew. The act they are
doing now is called Nights of Love, and in
it they do three routines, though they
admit that they have not changed much
in the act since it was put together.
Next Spring they will work out an en-
tirely new act, with a view to staying in
vaudeville. Their first appearance on
Broadway was in The Florida Girl, under
Earl Carroll's aegis, and they also danced
in the third and fourth editions of the
Vanities. But now they prefer vaudeville.

“In vaudeville,” Gracella summed up,

successful

dealt a death-blow to
my preconceived no-
tion of what “‘the high-
est paid adagio dancer
in the world"” would be
like.

STUDENT and
STUDIO

(Continued from page 46)

finished a ten weeks' enpagement at the
Floridian Hotel Grill, Miami Beach,
where they were a success because of their
youth, pep and dancing ability.

Gerry McMurtry, who has a studio in
Amarillo, Texas, taught all summer at
Camp Mystic. The campers tock to the
work most enthusiastically and put on a
musical comedy and a revue which went
over with a bang!

In New Orleans the De Villroi Brothers
have a school of acrobatics where they
teach the most advanced work of this
sort. Both brothers are famous through-
out the South for their remarkable stunts
and tricks.

— RacHrr Moss,

If you have any items of interest concern-
ing your work in the studio, or suggestions
to submit, write in and let us know. Ad-
dress Rachel Moss, Tur Daxce Maca-
zINE, 1026 Broadway, New York City.
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NEw YOrk's OwN NIMBLE HEELS

“Oh, I don’t know. Probably a tele-
phone operator. Or else I'd have worked
in a store at about fifteen dollars a week.
Oh, I'm glad I'm a dancer. Of course, if
I'd been born a man the way I'd like to
have been, I'd be a prizefighter or a
jockey. I'd like to be a jockey now, and
ride on racing horses. In the movies the
girl, dressed in men’s clothes, always rides
the horse at the last minute and wins the
Kentucky derby on her father’s old horse.
But I guess it doesn’t happen much in real
life. I never heard of it, did you?"

I was forced to shake my head, and
Ruby Keeler looked disappointed. “But I
don't suppose there'd be much money in it.
And I can dance for both pleasure and
profit.™

“Sometimes I wish that I wasn't a buck
and tap dancer. I'd like to do a real lovely
toe dance. Can you imagine me coming out
on the Capitol stage downstairs and doing
a Pavlowa? Wouldn't I stop the show?
But probably my public wouldn't recog-
nize me if I did anything éxcept the good
old tap numbers.”

"Do you do much reading?" I asked.
Miss Keeler shook her head.

*I used to read magazines sometimes.
But what time does a girl have to read
when she makes five appearances a day?
Here at the Capitol I have time just to
catch my breath between appearances.™

“What does dancing mean to you . . .

CATCHING DANCERS with the

really knows what is best for her pic-
tures. I like doing studies of dancers—
yes, when the dancers are willing to be
studies, not students.”

Alfred Cheney Johnston thoroughly
enjoys doing dancers. He has no prefer-
ence as to their standing—either profes-
sional or amateur, both satisfy him. As
a matter of fact, he believes that often the
amateur is better than the professional.
The former usually is dancing for the
sheer love of the art, and in many cases,
has so much time to devote to her work
that she perfects it to a degree far superior
to the professional. Dancing for pure
enjoyment, and dancing for the next meal
are two entirely different things, *I,
personally, feel,” says Mr. Johnston,
“that, although photography is a very fine
means of reproducing the dance, painting
or drawing are more certain of true artistic
effects. A camera study is a great gamble
as to the arrangement of draperies and
those other subtleties that go for making
a fine picture, whereas the painter can
sketch in the effects he wants. In all my
pictures, the main thing after which |
strive is arrested action. In other words,
action, but not exertion.”

+ There can be no person more sympa-
thetic in photographing dancers than he
who has himself been of them. Carlo
Leonetti was a dancer before the voice of
the camera became more powerful than
the voice of Terpsichore. He rehearsed
and danced once with Fokine, but then he
went out on his own, and toured the
country as a solo character dancer. There-
fore, having danced, Mr. Leonetti knows
well the technique of posing a person for
a picture; and, besides, having painted,
also, he has the feeling for the artistry

(Continued from page 27)

what have you to say to the student
dancer who is just starting out?" 1 stood
up to go, as I knew that the bell for Miss
Keeler's next appearance would ring in a
moment or two.

“Dancing? Oh, I can’t explain, I don't
stop to think, I just let my feet tell the
story. When I'm dancing, I am just in a
daze. My feet seem to carry on for me. I
think if I were to have heart-failure or be
shot from the wings I'd still finish my
dance from force of habit. As far as
students are concerned, I don't feel that
what success I've attained entitles me to
preach. I might say that in dancing you've
got to prepare for the worst and expect the
best, and love doing it so much that you
can't think of anything else . . . otherwise
you'll have a hard time. There are a lot of
girls dancing today, and the competition is
keen. You have to be just a natural-born
dancer, or you won't go through with it.”

I said my hasty goodbys and hurried
around to the front entrance to the theatre.
There was the usual Sunday night jam, and
I finally found my way to a seat just as the
stage show opened. A few minutes later
Ruby Keeler made her rhythmic entrance
to the strains of Walt Roesner's playing of
Imagination, the catch tune from the late
lamented Here's Howe!

Here was a girl manifestly different from
the one I had seen in the dressing room.
Ruby Keeler is at home before the foot-

lights. Her feet spoke far more fluently
than her lips as she tapped her way across
the wide Capitol stage. Her dancing is
always the same, yet full of a jazzy variety.
It is as Newyorkish as Jimmy Walker, or
the elevated. What other dance than this
peculiar combination of buck and tap could
express the spirit of the city? It is hard-
boiled dancing, with a gay note of the
carnival in it.

It is not hard to see, in the gay dance of
the personable Miss Keeler, the little girl
of thirteen who caught a teacher’s eye with
her version of the Highland Fling. It is not
hard to see the still littler girl who came to
the big city from the distant Halifax, and
who danced on the city streets with the
“other kids." Ruby Keeler has grown up
to live on Long Island and say “eye-ther”
for either, but she is still New York’s own.

“"One more flight,” she had said to me
when we were climbing the dressing room
stairs . . . “Up where the common people
are.” Ruby Keeler's nimble heels have
carried her far . . . from First Avenue to
Broadway . . . but she still is one of the
common people that Lincoln thought God
must have loved “Because He made so
many of them.”

Just as the magazine went to press,
Ruby Keeler married Al Jolson and sailed
for Europe on the Olympic, foregoing her
contract to appear in Whoopee to do so.

—Eprtor's Note |

(Continued from page 43)

necessary for subtle pictures. Knowing
that he had painted, we asked Mr. Leo-
netti which he preferred, the camera or
the palette. "By all means, the camera.
For in a fraction of a second, the passing
mood and pose of the dancer are caught.”
In all his experience of photographing
every type of person, Mr. Leonetti be-
lieves that the dancer is the most often
“camera-conscious.” "Tis a peculiar thing
to think that a person used to the inspec-
tion of hundreds of pairs of eyes shrinks
at the sight of that one eye in the middle
of a camera, Of course, that one eye is so
all-seeing, and, too, so fault-seeing.

“Dancers need photographs to improve
their work.” These were the first words
of Arthur Muray. He explained that he
felt that drawing was all right for illus-
trative purposes, but that photographs
truly showed a dancer just what she was
doing, and how her personality showed in
her work., Mr. Arthur Muray prefers
not doing amateur dancers, for he feels
that they do not give enough of the serious
study to dancing that is its due. To
quote him again: “A camera study gets
the lines of motion as does no other medium
of reproduction; this fact, plus the achieve-
ment of mood by lighting effects, gives a
photograph its worth.”™

Hal Phyfe, a tall, lean man, seems more
the dancer than many dancers we have
met. However, he is another man who
works with the camera, and even more,
with pastels, also. Mr. Phyfe has not
made a specialty of dancers, but, he likes
taking them. Of course, he too, has his
limitations to set. He only likes to do
good dancers, for they are the only ones
who know how to pose, he believes,
“Photographing dancers is too much of a

CAMERA

gamble," said he, “because out of six
poses taken, the chances are that but one
of the six will be really good. The
moment when the picture should be
snapped, is that second when the subject
is passing from one motion to the next.
This is a very difficult thing to do, as this
barely perceptible pause is so fleet, that
the eye must be trained to be ready for it.
But—once caught, the result is an artistic
picture.” We imagine that the object in
view in this, must be somewhat reminis
cent of that old sport—whoofus-hunting.
Try and catch it!

A new note was struck by Richard
Burke, when he said: “Life and reality
are the things I want in my pictures,
Therefore, if I am taking a dancer, she
must pose in a way that is perfectly
natural, even if this pose is not a part of
her dance. The few poses that can be
used for “stills” have been repeated so
often that they are losing all their origi-
nality and realism." In this Mr. Burke
most subtly shows that he complains not
of dancers, for they are always changing
and originating; but poses, we suppose,

because they are poses, remain the same

always,

Edward Thayer Monroe is known as a
portraitist, but he likes taking dancers,
for a reason all his own, “I am interested
in human nature, and dancers are interest-
ing people to study and photograph. It
makes no difference whether they are
professional or amateur,
vital persons, with decided personality
and characteristics, I like to do them.™

Though the ideas of each are differenti.
ated from their fellow-photographer, they
are all working after the same thing.
And that is—to create a new art.
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NAT LEWIS
ROMPERS %
PROVOCATIVE, LOVELY
PRACTICAL

Barbara Newberry

Principal in the musical kit “Good Bey”
Wearing Nat Lewis Rompers

Until one possesses them one cannot ap-
?)rcc'l.llc: the marvelous thrill which comes
rom ‘wearing rompers of the same fas-
cinating style, the same gay colour and the
same pleasing quality as those designed by
Mr. Lewis for the most lovely stage
celebrities. Four unigue and winsome new
styles are available to dancers. Each one
a copy of an original designed for a Broad-
way Star, Order today, and please be sure
to state size and price. Mr. Lewis, per-
sonally, will make the selection for you.

One-piece checked eingham
rompers; pocket and belt of same
materigl ... ..., .. $1.85
One-piece  blue linen  rompers,

frimmed with gray Peter Pax
collar; pockets and belt of gray
L P e e £3.25
Ona—pie:rflapa Hese crepe rompers,
collar, belt and pockets of rame
Manrsals e F1.8.

Tewo-piece checked
rompers,  trimmed
organdy ruffling

_ gingham
with  wohite

..... £3.95

Send for Our Catalog

Nat Sowrs

Ive,

1580 Broadway, New York

Armerica’s Greatesr
Theatrical Accessory House

Other Shops
Waldorf-Astoria
St. Regis Hotel
Madison at 48th St.
New Shop
30 West 57th St.
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HAVE YOU TRIED
LANDI’S
MOST POPULAR TOE SHOE
‘e V” SHAPED
THE VAMP
“THE DANCER’S HEAVENLY CREATION"
In Pink, White and Black Satin. $5.25 plus 20c for postage. Ribbon 20c yard.

< E

A THE
TRUE- -
FIT— £

Another typical accomplishment of
the Landi's Products—Built not
only for Beauty and Comfort but,
for its main Feature, the Arch, rarely

POCKET
SANDALS
and PUMPS

Created ])y Landi

for all Bare-Foot and Acrobatic work

Sandals AT ...$2.50 pair : -

: obtained by the Tap Dancers in
})mara'k'}'('d' """"" :%gg P::: any other make. This shoe ma{
A B AR also be used for street wear. In Blac

In special colors to order Kid or Patent Leather $6.00 per

¥ pair. (In color extra)
y MENZELI
SUPEB].OR SOFT TOE Heeled Toe Slippers
$4.00 per pair in Black Kid, 50c extra 3

i - Patent U. 5. Sept. 8, 1925. Only
for Pink, White. $10.00 per pair in all colors.
B—.

"{ i
All Mail Orders Promptly Filled Special inducements to teachers
Send Price Plus 20e Postage Ask your dealer to carry them

G .

Near 8th Ave., New York

Phaone
Wisconsin
4330

One
Fhrgm
Up

277 West 38th St.

Hear Life Being Lived!

Tune In
| Every Friday Night
' On

True Story Hour

Accurate, realistic dramatizations from back-
stage in the theater of life. Revelations dis-
closed from beneath life’s surface by people of
whose lives they are a part. Delightfully in-
teresting travelogue. Vocal and instrumental
settings par excellence. Hear these programs
over the following Columbia Chain stations at
9 o'clock Eastern Standard Time. Tune in
Friday!

WOR—New York

WEAN-—Providence

WNAC —Boston

WSPD-—Toledo

WFBL—Syracuse

| WOWO—Ft. Wayne
WICC —Bridgeport

‘ WMAK —Buffalo

WEKRC—Cincinnati

KOIL—Council Bluffs

WGHP—Detroit
WMAQ—Chicago
WADC—Akron
KMOX —St. Louis
WCAO —Baltimore
KMBC—Kansas City
WCAU —Philadelphia
WIAS - Pittsburgh
WAIU—Columbus
WHEK —Cleveland

Sponsored by True Story Magazine
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NIckOLAS MURAY LOOKS
at the DANCE

(Continued from page 30)

position in the world, I wish Ito all
success in bringing his ideas to a happy
realization.

Nemtchinova and Dolin

DANCE TRQOUPE called “Ballet
Russe Classique,” under the leader-
ship of Vera Nemtchinova and Anton
Dolin, gave spirited performances for five

= ey —

5. Georges

Vera Nemtchinova, who appeared with Anton Dolin
late last summer in a series of recitals in Holland

consecutive evenings in Amsterdam, in
which the technique was paramount and
the quality came to the surface occasionally.

Le Lac des Cygnes is a theme which has
been used by almost every school the
world over—mostly for graduation exer-
cises. It seemed to me like so many copies
that art students turn out of the old
Masters in the Louvre. Dolin and Nemt-
chinova, being very good art students,
turned out excellent copy. It seemed to
me that these repetitions must be com-
promises, not for artistic, but for financial
reasons. These two splendid artists have
enough daring material to provide and
prove that their choregraphic imagination
was not dependent upon the storeroom of
the Russian Ballet. Nemtchinova as the
Queen of the Swans was enchanting and
facile; Dolin as the Prince and Michailoff
as the Evil Spirit, brought this exhausted
story to a successful conclusion with the
assistance of a fairly well trained corps de
ballet. The climax came at the end as a
pas de deux, with Nemtchinova and Dolin
doing a “"Variation et Grand Coda™ with-
out missing a single position of the ballet
technique. With an unusual elevation,
Dolin deserves the greater part of the merit
for this number.

Snegourotchka is an original choregraphy
with the author, M. Zvereff, in the leading
role, playing the drunkard in a most con-
vincing manner—his heart being torn
between his wine flask and the beautiful
woman, played by Mile. Doris Sonia, The
ensemble numbers were played with zest

and spirit and it seemed that a good time
was being had by all.

Le Spectre de la Rose was the closing
mlmbct‘ of thc ﬁrst p:lrt, :mnti’u:r of thL‘ old
masterpieces that :l[1]?£:11 so much to
dancers of both sexes. Whenever this
ballet is mentioned one immediately con-
nects it with the immortal Nijinsky,
Dolin was a mozt satisfactory substitute, to
say the least, This par-
ticular dance gave him an
excellent opportunity to
show that he has mastered
technjque to the nth
degree. Nemtchinova was
the young dreamer, which
character was the only
reason for the existence of
the dance.

Divertissements, on the
second half of the pro-
gram, proved that this
Russian Ballet had very
good talents besides the
two heading it.

Pas de Deux, Tchai-
kowsky's music, was an
academic ballet number
with Nemtchinova and
Dolin. It had the con-
ventional theme of playing
with—refusing —teasing—
reconciliation—and finally
the triumph of love!
Danse Turque, with Ger-
ber's music, was danced
by Nicolas Zvereff, a
most temperamental dance
with a good deal of
humor, smooth tech-
nique and a good deal of
virility. Zvereff is as good
a performer as Dolin, also
a creative artist—having produced Sne-
gourotchka and several other ballets and

-

. tableaux.

Danse Chinoise was danced by Ewva
Kinova and Zvereff. It took the house
which insisted upon a repetition of the
dance.

Rondo Capriceioso, Saint-Saens, was the
climax of the evening with Nemtchinova
and Dolin. Both artists danced with com-
plete abandon and magnificent technique.
I do hope that these artists will visit our
shores to introduce their talent to an
appreciative American audience in the
near future,

® kK

The Denishawns
Reviewed by Mary F. Watkins

N August twentieth, for the second
time in its 1928 season at the
Lewisohn Stadium, the Philharmonic
Symphony Orchestra, our most renowned
symphonic ensemble, gave over its plat-
form to the dance and sat below the
footlights in the humbler role of accom-
panist. The stars upon this occasion
were Ruth St. Denis, her husband Ted
Shawn and the entire Denishawn group,
and the fact that this was their second
engagement with an organization never
notably concerned with the exploitation
of sister arts, is a significant tribute not
only to the dance itself, but to these sincere
and dedicated exponents.
On each of the first two (the third was
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curtailed by rain) there were record-
breaking thousands to witness a program
which was in a large proportion composed
of novelties or familiar numbers re-studied.

The Denishawns are, beyond question,
the only American ballet group of real
importance. Their work is always sincere,
logical, progressive, intelligent and con-
sistently beautiful; they exhibit a whole-
some abhorrence of the indefinite, the
vague, the shadowy, and whatever they
attempt has meaning, point and substance.

These gratifying familiar qualities were
present to a large degree in their principal
offering, “The Lamp,” a presentation in
choregraphic line, of Life, Death and
Resurrection composed to the music of
Liszt's “Les Preludes.” For this Miss
St. Denis had written a libretto in blank
verse and the pictorial scheme was de-
veloped through the directing inspiration
of William Blake's drawings. Even the
famous flannel union suits and exaggerated
scantness of diaphanous petticoats of the
engravings were sternly duplicated for
the authentic preservation of mood and
spirit. The pattern of the dance pro-
gressed through the blind gropings and
yearnings of the earth-bound, through
fear, and through death (incisively de-
picted by Mr. Shawn) to rebirth and a
triumphal procession of angels headed by
Miss St. Denis, the hearer of the Lamp
of Eternity.

The production was not, however, in
spite of its loftiness of conception and
breadth of treatment, one of the greater
glories of the Denishawns. It did not
always avoid confusion and sometimes
asked of the audience a credulity and
earnestness of response which not all were
prepared to give. We have an idea the
“The Lamp” will erystallize in pattern
and effectiveness through further ex-
perimentation on the part of its talented
producers, If it eventually is discarded
from the repertoire it will at least have
proved a significant light, illuminating a
wide avenue of new possibilities.

Another novelty was a pas de deux by
Miss St. Denis and Mr. Shawn done to the
Drigo Serenade and called “Josephine et
Hippolyte” in memory of that historic
flirtation. In this number Miss St.

Denis was wearing, we are told, some of
the actual jewels once the property of the
unhappy empress and recently purchased
by Mr. Shawn for the fourteenth an-
niversary of his marriage., to Miss St.
Denis. The dance itself was brief,
technically skilful, and engagingly com
posed. The first night audience promptly
demanded an encore. On the long and
diversified program Miss St. Denis ap-
peared again in two solos comprising a
Brahms Waltz and the Liszt Liebestraum
neither of which preserved the full glamor
of her talents, owing to a slight dis-
crepancy in tempo between herself and
Graham Harris who conducted the
orchestra. Her most briliant moments
came later in that inimitable and en-
chanting number, familiar to admirers,
“Japanese Flower Arrangement,”” and
her solo part in the colorful “Bunnia
Bazar.” Mr. Shawn was frequently
present in a bewildering diversity of dis-
guises, chief among them, of course, his
uniquely beautiful exposition *The Dance
of Siva.” The group numbers comprised
the delicious exaggerations of ““The
American Suite,” and that “East Indian
Suite™ which has in general design and
derivation become one of the chief corner-
stones of the Denishawn temple.

Certain divertissements of the evening
might have been spared us, for example.
the tiresome and obvious little “Punchi-
nello” by Miss Hazel Krans, a Glazounow
Valse de Concert, and Mr. Shawn's
restrained “Orpheus” which does not
belong on an extended program. The
Japanese Lion Dance, by Messrs. Shafer,
Steares, and -Miss Josephine Day, was,
on the contrary, riotously successful.
Of the individuals, other than the two
distinguished leaders, concerned in the
performance, much might be said in
praise of the grace and intelligence of
Josephine Day, industriously present in
number after number, but for sheer
loveliness, for brilliance of technique.
personal glamor and an elan which was
almost  irridescent, Miss Francesca
Braggiotti, head of the Boston Denishawns,
must be credited with the greatest
triumph in her dance to the music of
Moskowski's Liebeswaltzer.

BLACK and BLUE NOTES

(Continued from page 38)

Pennsylvanians play it. He followed that
with the entire band singing Arthur's
stuff on Beloved. A terriic hand was
given to Arthur Johnson when he got
up to take a bow. He is not long over
a nervous break-down, but is nevertheless
turning out a lot of work.

Ben Pollack opened at the Park Central
with a bang. The grill there is a nice
room with good acoustics that deaden the
sound of dishes and people eating. 1 have
heard this outfit several times and didn’t
go altogether out of my mind, but chaps
in other bands here and there think that
Pollack is the greatest band going in New
York. Idon’tagree, but maybe I'm wrong.
It's a swell outfit, no mistake, with a
corking brass team, and a very original
type of archestration.

Don Voorhees, whose second band is
under his own baton in the pit of Rain
or Shine, has his first broadeasting outfit
in Americana, J. P. McEvoy (author of
Show Girl) producing his own second
edition of the revue so successful two
seasons back.

Paul Whiteman's first concert of his

new tour will have taken place by the
time you read this. I hear he has a lot
of new and odd material to give the high.
brow music critics to boil over. But he's
still Whiteman, and stands out as the most
original contributor to dance music,

q\(oter

AUL Specht is earning a big hand

on the air. Ray Miller, Ted Weems,
Charles Dornberger and others recently
connected with the Middle West have
become Meyer Davis-booked bands, Like-
wise Music Corporation of America is
routing them, adding Don Bestor, Ze:z
Confrey, Coon-Sanders and Fred Hamm,
Irving Aaronson and His Commanders
are at Pavillon Royal, Long Island. Vin
cent Lopez has three bands in N. Y.—
Vanities, St. Regis Hotel and West-
minister Inn. —KEYNOTE

Orchestra leaders, this is your depart-
ment. I want to hear from you, wherever
you are. Why not send me a photo of your
band and the latest news of your outfit?
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SUIFPIFFI IES
for IDANCEIN G
- SCHOOL -

WaAs REHEARSAL ROMPERS

Universally popular in dancing academies for free-
dom of motion allowed the wearer and for the beauty
of a uniform dress. Dancing teachers everywhercare
turning to WAAS rompers.
STYLE A. Gingham with white gingham
trimming on collars and sleeves, choice of
red and white, pink and white, blue and
while, 81.75.
STYLE A. Sateen with white Sateen trim.
ming on collars and sleeves, choice ofblack,
pink, blue, green, yellow or red, $1.95.
STYLE B, Gingham and beautifully trimmed
with pale pink organdie, choice of red and
white, pink and white, blue and white, 81.95.
NOTE: Gingham rompers to size 12 —made
in baby checks, Larger sizes made in the
larg=r checks.

SEND FOR THE BIG
WAAS CATALOGUE

Teachers Should Ask About Our Profit - Sharing Plan

o

&

CANVAS PRACTICE
BALLETS with canvas sole,
durable, 86c. ‘irmu: with
elk skin sole, $1.0
NEW WAAS DE" LEOTOE
SLIPPER. Especially
noted for elegance,
comfort, Hlack kid, $4
Pink, white or black satin,
$4.85. Other eolors dyed to
| order, $1.00 additional,

BLACK KID PUMP with
elk skin sole, $1.15. Same
in high laced shoe, $1.95.

calebratod WAAS CLOG

E, ntirely leather
Ilnuu snle and heel one
plece of maple. Lightest
and neatest clog obtalo-
ahtv $7.00
VE - A SHOE TOE
SLIPFER COVER. Pro-

The famous WAAS BAL- tects  too ﬂllpﬂum while
LET SLIPPER, construct- practicing. Black, white or
od of finest kid abtaing whle, 3 plok canvas, l.'rn% suede

on the new professlonsl Tast, re-enforced tip,

Sole 13 of oak leather with WAAS TU RNED SOLE,

knife :Ilmle.-;. " Iltp]:hl- ilntlﬂleﬂ.
Absolutely the finest LQDIES’ sLIFFEH
on  the market Bplendld for tap daneing,
eccentric, buck and wing, or
aoft shoe work, Nothing
Ike it under $6.00. Ilack

BAREFOOT OR NAT-
URE SANDALS. Splendld

for exhibition or practice kid, $4.75. Black patent
work, fit very snug and leather, $5.00.
neat. Grey kid. $1.35 NOTE: Above with hard
MEN'S PATENT COLT fibre sole and heel, $3.75
OXFORD for soft shoe or e\trL '-",plenﬂid clog shoe.
tap dancing. turned sole, and INSTEP
very light, excellent .11,:— gup TER. All elastie,

Pearance, $6.00.
NOTE: At an extra cost of
$3.76 we can make thisshoe
Into o splendld clog by at-
taching hard fibre soles and
heels,

WAAS VENUS DANCING

stﬂ!a Order by shoe size,

WAAS ATLAS SUP-
PORTER for men, Bullt o
wiThsLnud the strain of hard

lm!lsm nsable to dancers
@\Iwn weak ankles and in-

work, Lower section is of

GIRDLE for girls, Proper = 3::‘?'5 S G LA

shape and made of the finest e Is 0' heavy  para

'II;IIﬁLﬂ‘IR'I ﬂ;v w.lu":m } e - L 3

L A splendld Invest- ¥ N 5. -
T ek s

ance

porters.

WHITTEMORE'S GOL
or SILVER PAINT for DOUBLE-FACED BAL-

LET RIBBON, 15c a yd.

Pink, white or Flack,
WAAS ALUMINUM TOE

A PLATES produce a splen-

shoes. large bottle.
BRASS JINGLES includ-
ing screws, $1.00.

WOOL for too slippers, aid tap. Attached in o few
15 oz, box, 20c. minutes, 65¢ a pair.
WE ARE HEADQUARTERS FOR MATERIALS AND TRIMMINGS,

THEATRICAL COSTUMES AND ACCESSORIES OF EVERY DESCRIPTION

Note: Postage on all articles on this page, ldc for 1, 20¢ for 2, two yids. of material are equal to 1 article

WAaAsa ST OoN

.. Theatrical Department Store..
123 So. Eleventh St., Philadelphia

SCENERY?

A PERSONAL ||
SERVICE 11 Yes, I have 4,000 Settings
for ouf Readers for Rent!

‘ N _connection w S Ty AMELIA GR‘HN Py e
N, S ¥ I The one place in the wide, wide worlﬂ

Lm, a school Ih lL X

We make a personal
every 10 ndvert
tory. Our represes
drods of achools,
and watched their ¢ 1sses In ac 11

i you need advice in your selection of a
school suited to individual requirements,
we shall be very happy to & you write
us for agsistance, Please enclose stamped
envelope, and address

THE DANCE SCHOOL SERVICE BUREAU
1926 Broadway, New York City |

HANEY'S ToOE
DANCING TAPPER |

Patented Aug, 1928,
No. 221,530, ‘

Price £1.75 pair

*rofessionals
Haney Products Co.
No. Yernon, Ind,
Send for catologure
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ON THE SCREEN AT LAsT/

THE POIGNANTLY APPEALING STORY OF A STORM - TOSSED LITTLE
GIRL WHO DIPPED HER PEN INTO THE VERY LIFE WHICH THROBS
AND PULSATES ABOUT US, AND WROTE OF SHATTERED IDEALS, RUINED
ROMANCES AND INNOCENT

®®

A baold,

sincere and courageous writer
was little Anne Harding (Olive Borden)
who sat down and wrote of “Sinners in
Love” which spoke of shattered ideals,
ruined romances, but ultimate happiness.

Anne Harding (Olive Borden) was one
of many girls who was brought up amidst
squalor, wulgarity, dirt and poverty.
The thing she called home was an old
shack that hugged the railroad tracks
and was known as “Poverty Row'.

The strains of the jazz orchestra, the
crooning voices of the chorus, the flare

of the spotlight, the rhythmic shuflle

of heavy feet, was what made up the

atmosphere which gave Anne Harding

(Olive Borden) her first peep into fast
night life.

INNERN »

Within A Fortnight You Will Be Able
To See This Picture On The Screens
Of America’s Leading Theatres

The Enthralling Picture Version Of
This Great Story Is The Resuli Of
Many Months Of Artistic Effort And
Expert Workmanship Out In The
Hollywood Studios On The Part Of
George Melford, The Director; Olive
Borden, Huntley Gordon, Seena Owen,
The Leading Characters In The Cast;
And A Crew Of Technicians.

It Is More Than Just A Movie . . . ..
It Is A Page Torn From The Very
Book Of Life, And Will Leave Long.
Lingering, Tender Memories . . . . .

You Owe It To Yourself To Sze This
First

Tue Stor

Ask The Manager Of
Your Favorite Theatre
When Will He Show
“SINNERS IN LOVE”

Produced And Dis-
tributed To Leading
Theatres By

L1

VE

Tom Wells (Huntley Gordon) the scion

of a wealthy family, had little use for

women who broke the principles of
sincerity and lovalty.

The gods of Anne's kingdom were always

strong men of courageous ability, henor

and self-sacrifice. Tom Wells to her, was
the romantic god she dreamt of.

Annes Harding's beauty and charm carried
her to alofty position in society on account
of an undying love that sprung up be-
tween herself and Tom Wells, the scion
of a wealthy family whoe was running an
exclusive gambling house.
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devoted to a banquet, and another to a
boat-ride up and down the Detroit River,
on which occasion a contest was held to
choose the most popular ballroom dance
arranged by members. The result of this
contest was the choice of the Ecstasy Drag,
a fox trot in slow tempo and rhythm, de-
signed especially for those who tend to
tire of today’s jerky movements. This was
evolved and demonstrated by Tom Sheehy,
master of ceremonies of the convention.

Nominations and elections culminated in
the reelection of Raymond Bott as Presi-
dent, Walter U. Soby as Secretary, and
F. W. Kehl as Principal of the Normal
School. Also, Pittsburgh, Pennsylvania,
was chosen as convention city for 1920.

To return to the Normal School, a
really imposing list of teachers supervised
the four weeks' enthusiastic work of the
members of the association. Ivan Tarasoff
taught beginners’, intermediate and ad-
vanced ballet. Jack Manning ran large
classes in tap, in which there is increasing
interest. Paul Lane gave lessons in musical
comedy work, and Miss Evelyn Jantcer,
representing Mme. Sonia Serova, ran
classes in children’s work Miss Victoria
Cassan, Theodore J. Smith, both with
their own headquarters in Detroit, taught
Oriental and Spanish dancing respectively.
George J. Gleason in acrobatics and
Roderick C. Grant in ballroom completed
the list. :

Another group of leading teachers were

The DANCING
MASTERS of
AMERICA
CONVENE

(Continued from page 44)

arranged by schedule to teach during the
convention week after the Normal School
had finished. These included, Mme. Sonia
Serova, Mme. A. Kotchetowsky, Mrs,
Edna R. Passapae, Mrs. Anna Keeman,
Miss Marion Freeman, Arthur Kretlow,
Mrs. Jane Spaedor, Louis Stockman and
Thomas Sheehy.

Mr. Soby made an odd comment to me
one afternoon as we stood watching those
attending the convention on the ballroom
floor of the Book-Cadillac Hotel. Laughing
groups of young girls passed and re-passed,
most of them wearing the prescribed
costume of the convention: full knee-
length skirt, belted at the waist, with
stockings and ballet slippers. Several such
twos and threes and fours went by and
Mr. Soby remarked:

“Some years ago, when I first joined
this organization there were hardly any

young girls in it. It's not difficult to realize
that at that time very few young girls
regarded the teaching of dancing as a
profession they could follow with credit
to themselves. Most of the members were
middle-aged men and women. But now,
just look around this convention. Look at
the pretty girls and the eagerness they
show in their work. What's the answer?
Just this: girls nowadays, instead of think-
ing that the stage is the only place for them
to dance, or that housekeeping or working
in a library is the only dignified profession
for a young girl in a small town or city to
follow, realize that teaching dancing is one
of the finest things they can do. They not
only help themselves, but take a vital part
in the life of their community, be it large
or small. And besides, they make good
livings. They must, or they wouldn't be
able to spend the money to come here to
Detroit to attend a Normal School and a
convention.”

Mr. Soby is right in both conclusions.
His long experience as a teacher gives him
a perspective, and he sounds an encourag-
ing note for the entire organization: that
dance teaching, being now a recognized
profession of an importance equal to that
of any other which has a direct effect on
education and community life, is attracting
the young blood that will instill fresh
vigor into the campaign of making this
country one hundred percent dance-
conscious. —Tne Eprror

work, The day of acrobatic dancing
merely as acrobatic dancing is gone.
There must be some reason for going
into a split or doing a cartwheel. Mind
you, I am not arguing against acrobatics,
It's a wonderful help. All my girls are
able to do these stunts, even if they do
not do them on the stage. They do it to
gain limberness.

When I am called upon to direct the
dances for a show I study the book very
carefully for weeks even before I think of
‘the dance steps, even before the dancers
themselves are cast. When I find a weak
scene 1 collaborate with the author to
make the dancers help the plot, instead of
hinder it.

SPEEDING Up
the SHOW

(Continued from page 19)

Even the incidents of a play can be
danced out. In Peggy-Ann, if you will
remember, there was such a scene. Peggy
Ann falls asleep and dreams that she has
taken all her country friends with her to
the city. To portray this incident I
found an amusing way to bring out the
chorus in their milk-maid costumes and
while they were singing and dancing they

twisted and turned their costumes in
such a way that they finished with en-
tirely different looking costumes. Their
milk-pails became their hats, their aprons
their skirts, and so on until they were
perfect city girls. Thus we had a very
merry scene that brought laughs and
praises from all who saw it. And laughs
in a comedy are what the people pay their
good money for. You can't afford to miss
a chance for a laugh. Even the best
comedians will tell you how they have
to work to get laughs.

Next month Mr. Felix will explain
what he demands from the girls he picks
for his choruses, and how he chooses them.

With the expiration of her contract,
she was invited by managers all owver
Burope to appear at their theatres. She
danced first in London, and then in
rapid succession toured the' Riviera
resorts and went on to Berlin, Vienna
and Budapest. Late in 1924 she returned
to America and headlined at the New
York Hippodrome for four weeks. She
was offered a long-term engagement on
the K-A Circuit. But Europe seemed
more alluring, and she was back there in
1925. She has not been in this country
since.

Though Nina Payne has preferred to
remain on the popular stage, the quality
of her work has risen far above the level
of her old vaudeville days. She has two
or three Egyptian numbers which rank
with the best Oriental dancing by concert
artists. She has also developed a startling
technique along modernistic lines. Read
what a Viennese critic had to say about
her in the Allgemeine . Zeitung last year:

“She is standing on the stage, in the
gay-colored costume of a clown, She is
tall, rather more than slender, awkward,
stiff. Her expression, similar to that
of a wooden doll, is fixed and puzzled.
Then comes a grimace—ugly, and yet
extremely beautiful. The dance is called
Excentrique. Now the limbs are moving.
The hinging of her joints seems to be a

NINA PAYNE, our
DANCING ENVOY

(Continued from page 34)

miracle of mechanics. The motions of her
arms and legs are opposed to all reason,
from an anatomical point of view. . . .
It becomes a puppet-like, breakneck dance,
sparkling with points of humor., Fach
bending of the knees is a sally of wit.
We have not seen a greater performance.
“Her fourth number, Egyptian Temple
Dance, causes unreality to seem real.
She restores to life a technique which
has been buried for thousands of years.
The Egyptian hieroglyphics become a
moving, vital picture—dismal, ghostlike,
magical. Primitive forms of motion are
thereby revealed to us. The dance is the
purest form of art, and her rendition of this
Egyptian thing is universal in character.
“The roar of applause at the end of each
of her numbers was merely a feeble reflec-
tion of the admiration we felt for her.™
I have had letters from her this year
from Vienna, Budapest, Dresden and
Copenhagen. In all these cities, she has
starred in revues, besides making special
appearances in smaller places. In Vienna,

the management had the singular idea of
co-featuring Josephine Baker with Nina
Payne for a while. The dusky Josephine
was considered a great novelty in Central
Europe, where colored performers are
almost never seen, As one of the critics
remarked, “the public flocked to the
theatre, thinking Baker was a dancer,

whereas she wasn’t anything special in "

that line—she wasn’t much of a singer
either—some bananas about the waist,
a dark skin, a few feathers! Well, well!™
At the end of a few weeks, Josephine
Baker was transferred to a variety house in
Budapest, and Miss Payne finished the
season alone with redoubled prestige.
Personally, she is a simple American
girl, with a taste for good books and
pictures, fond of automobiling, social
dancing and taking her friends to visit the
quaint, artistic corners of the Paris she has
grown to know so well. She makes her
home with her mother in a hotel overlook-
ing the Place de I'Opera, but 1 found her
one winter in a gorgeous apartment she
had rented furnished from some member of
the decayed French nobility. Surrounded
by the gilt and plush of the ancien regime,
she had just finished addressing about a
thousand Christmas cards to theatrical
acquaintances in America. Nina's cards
are famous, by the way. The same
Parisian artist designs them all for her,
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Perfect
Balance

Easily Attained
With

Hollow Arch
TOE SHOES

THE famous Leo last with hollowed arch
and sole grips the foot snugly and en-
ables you to center all of your attention on
the steps of your dance. The peace of mind
which comes from knowing there can be no

dangerous slipping of the
foot or straining of the

\ arch means so much to

your success. It is
yours only in Toe

5 Shoes of the

o arch-gripping
W Leo last.

Soft Toe
Practice

Shoes

Like Leo Hard Toe
dancing shoes, Leo Soft Toe
practice shoes combine the
latest principles of scientific
ballet slipper construction. There is the
same snug fit at the heel, the same secure
protection at the arch. Recommended by
ballet masters for every-day exercises,

For Step Dancing or Street
Wear here are the most
comfortable shoes in
the world!

Glove fitting, hand turned, flexible
Dancing Flats—get a  pair for
street, stage or ballroom.
Advance Flats are full kid
lined, French bound, give
short effect.  Patent, black
or white satin, 5.
Dyed to match cos-
tume, S0¢ extra.
With Theo ties,
25c extra. Same
§ shoccanbe hadin
~ satin with me-

dium or high heel.

$5.

Order direct from this list—
satisfaction guaranteed

Box and Soft Shoes under size
1, 25¢ less than prices listed

Patent Tap Oxfords, Men, $6; Boys and Girls, $5;
Aluminum Tips, $1.00 extra: Unattached, 85¢ extra.
Toe Shoes, Linen, Pink or White__

Toe Shoes, Black Kid.. .. e . 4.50
Toe Shoes, Satin, Black, White or Pink______ 5.25
Soft Toe Shoes, Black Kid 3.50

Sizes below 13 1e—25¢ less.

Grecian Ballet Sandals, Smoked Elk and Black 6.00
Extra Quality Pure Silk Opera Length Hose,

Sayvwles Walghto- ..ol o0 ST 3.75
Opera Length Chiffon Hose________ -ex- 350
Opera Length Semi-Fashion Lisle Hose. ____ 1.65

These prices do not inclode postage
Special Reductions on Quantity Orders

ADVANCE

THEATRICAL SHOE CO.
Dept. D, 159 N. State St., Chicago, IlL
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on Roof.

EXCELLENT FOOD

New York's Newest Apartment Hotel

between Central Park |
and the Hupson RivER |

Delightful homelike atmosphere.
Quiet—within a few minutes of Everything in
New York City, and a complete Golf Course

1, 2, and 3 Rooms—With Serving Pantries

Furnished or unfurnished
Permanent or Transient

Telephone ENpicoTT 3333

‘Ghe
OGDEN

50 West 72d Street
New York City

Inviting and [

MODERATE TARIFF

‘ New York Hotels

Strategically located for
Terpsichorean A rtists

HOTEL

118 West 57th Street

wfn the midst of leading studios™
Rooms with private bath

For one  $3.50-4.00- 4.50-5.00
| For two 4.50 - 5.00- 5.50 - 6.00
| Suites 6.00 - 7.00 - 8.00 - 9.00

———

HOTEL

Manger
7th Ave.—350th—51st St.

«w]he Wonder Hotel of New York™

2000 ROOMS
Rooms with running water
For one $2.50

Rooms with shower or
bath and shower

Forong w o« o = » 33100 =500
For two « . . . 4.00-6.00
Suites . . . . 10.00-12.00
MNo Higher Rates
HOTEL

Cumberland

Broadway at 54th Street

«Long the Town Home of Headliners""

Rooms with running water
For one $2.50-3.00 For tao $3.50

Rooms with private bath

Forone . . . . $3.00-4.00
Fortwa « « « « « 4.00-5.00
Suitées . . . . 5.00-7.00

| Reduction of one day on weekly rates

Great Northern

Fortwo $3.50 |

|

Welrnme
to New York and the

Alamar

BROADWAY & 7lst ST.
Telephone, Endicott 5000

A Masterpiece of Modern Hotel
Creation, Offering Every Conven-
ience. Six hundred spacious rooms
each with Bath, Shower and Servidor.
For exceptional dining The Blue
Room and Bonbonniere.

TARIFF MODERATE

UNDER KNOTT MANAGEMENT

Wire al Our expense for
reservations!
.
=~

religious movement in dancing. The
complete number which she gave was
called “The Water Study,” a flowing
dance in which technique was subordi-
nated to movement and vision.

This pantomime was given without
music, except for an opening chord.
Miss Humphrey was assisted by twelve
of her girl pupils, costumed as mermaids.

An interesting touch of humor was
given to the program by Charles Weid-
man in his dance, the “Quaits.” Mr.
Weidman, assisted by two students, gave
a curiously effective pantomime of the
carol-singers, redolent with real and
natural humor, and effectively costumed.

In addition to the exhibition work and
instruction by celebrated exponents of
the various schools and styles of dancing,
numerous original dances were put on
by visiting teachers. Miss Ruth Blanken-
horn, of Englewood, N. J. gave several
particularly interesting songs and dances
for children of various ages. There are
no pupils for whom it is more difficult
for the dancing teacher to get new and
attractive ideas than the children, and
Miss Blankenhorn's offerings were very
well received for this reason.

Miss Dorothy Cropper, Jersey City,
gave several interesting variations of
Pickin® Cotton and Vaniteaser, up-to-date
ballroom fox trots from this season's
Broadway shows.

A new development in the dance was
put on by Adolph Newberger of New
York City, in the “Byrd Hop." This
step is founded upon the antics of an
airplane taking-off from the field and
landing, and while it was not officially
sponsored by the Society, it was followed
with much interest by those teachers
who are interested in giving their classes
something a bit startling.

A variation of a syncopated fox trot,
and “Petite Walez et Petite Fox Trot
(the latter for children) were shown by
Miss Rose I. Byrne, of New York City.
Lester Mayhew, Jr. of Milwaukee,
Wisconsin, one of the definitely younger
generation, demonstrated a finished fox
trot combination of undoubted ball-room
value, while Edna L. Baum, famous Chicago
creator of children's dances, showed
*8ail Boats,” “Blowing Bubbles,” “Dutch
Clog,” “*April Showers,” “Ducks in the
Pond,” “Kitten Capers,” “Rose Buds,”
and “Chinese Gong."

Among others who contributed in-
teresting - and valuable routines were
Fannie Heth, Lewiston, Maine, Pearl
Wallace of St. Petersburg, Fla., Helen
Wheeler, of Cleveland, and Jessie Pocock
of Evanston.
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FIFTY YEARS of DANCING

(Continued from page 48)

Members of the Society planned and
staged a pageant portraying Fifty Years
of Dancing. This covered the period
from 1879 to the present, and it included
such popular dances of the 7o's and 80's
as the Glissade Waltz, Redowa Glissade,
Quadrille, Lancers, La Russe, Military
Schottische, and others.

These were put on by older members
of the Society, who had danced and taught
these dances years ago. There were also
represented the favorite steps of the
Naughty Nineties, such as the Gavotte,
Yorke, Two Step, Caprice, Virginia Reel,
and Boston Dip. The period from 1899
to 19og ushers in such charming steps as
the Vienna Waltz, the Dip Waltz, Folk
and Barn Dancing, Spanish Waltz, and
the Boston and Yale Flip.

In the modern era, the pageant included
several dances never officially recognized
by the Society, but demonstrated for the
purposes of absolute historical accuracy.
The 1909-x91g chapter of the pageant
featured the extreme as well as the more
aristocratic steps, and included Every
Little Movement, One Step, London
Boston, Paris Boston, Lu Lu Fado, Maxixe,
Hesitation Waltz, Waltz Canter, Hawaiian,
Half and Half, Walking the Dog, Pericon,
Tango Fox, London Taps, Jazz and Three
Step, Turkey Trot, Bunny Hug, and
Kitchen Sink.

The period from 1919 to the present
was given by the Pittsburgh delegation,
of which Mrs. Inez B. Hess was Chair-
man. It included the Cat Step. the French
Fox Trot, all the present fox trots, as well
as the Black Bottom, Shimmy, Waltz,
Tango, Charleston, and Varsity Drag.

The Society also decided to give over
the policy of “adopting” new dances.
Youth will have its way and dance what
it pleases, the members have decided.

“Seill," said Miss Rosetta O'Neill, of-

New York City, Chairman of the Con-
vention, “it is the task of dancing masters
to guide, and to offer the best and let
youth do the naming of the dance. We
will do our part if we teach the newest
and the smartest in the ballroom dances,
ignoring the vulgar and sponsoring the
most artistic in all the forms of the dance.”

Next year's convention of the Society
will again be held in New York City.
R. W. Vizay, Dancing Instructor at
West Point Military Academy since 1898,
was reelected President of the Society,
Other officers elected were Lester May-
hew, Milwaukee, and Rose 1. Byrne,
New York City, Vice-presidents; P. 5.
Nutt, Vineland, N. ]J., Secretary, and
Henry Doring, of Troy, New York, as
Treasurer. The Convention came to
an end Saturday noon, September 1st.

| leading cities of Europe.

[n December DANCE MAGAZINE

HERE are numerous American dancers who have often
| wondered just what reception they may expect in the
They know that many Americans
have had really gratifying success in London, Paris, Vienna,
‘ Berlin and the fashionable summer resorts. But what kind of
dancing pleases the residents of these places?

In an article especially written for THe Dance MAGAZINE,
Klaytan W. Kirby, a man who has spent months on the European
continent himself as a performer, gives a lot of information about
the situation there that should be read by every dancer who
wants, or expects, to go to Europe soon.
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LITTLE MisS RUNAWAY

(Continued from page 20)

had slunk down, his chin on his chest. his
eyes closed, and Lorraine and I had been
too afraid to disturb him to do much
talking ourselves.

The doctor played nurse and maid to
George, making him comfortable in bed,
telling us just what to do for him, and
leaving him in about a half hour. Lorraine
and I were standing at the foot of George's
bed, as the door closed behind the doctor.,
We took a deep breath and looked at each
other.

The change in George once the doctor
had closed the door, was amazing.

“You needn’t act as if this was my
funeral,” he protested.

Lorraine laughed outright at that.

“Gosh, it's good to hear you complain,”
she giggled. “'Caesar is himself again.”

“Never mind the loss, George," she
consoled him glibly. *“You'll only be out
of the show a couple of performances, and
the club can wangle along without you,”

“Yeh?" he queried speculatively. *I
have another little job to attend to before
I think of the show or the club.  Um-hum,
There's a guy in this town—if he's still
in town when I get up—that's going to
get the starlight licked out of him,”

“Forget it,” chirped Lorraine. “You
give me a pain anyway, you two, You're
mad about each other, and everybody
knows it, including yourselves, You
make me sick—torturing yourselves, and
trying to keep your great pash a dead
secret from each other—Honest, it gags
me:

Presently, the voice I loved cut through
the room, like a whip—so stern and sharp
were the tones.

“Are you mad about me, Dimples?"

I didn’t answer. I couldn’t. I stood
there, too choked to speak. I was angry,
humiliated. . . .

And then suddenly I saw something
that brought the tears to my eyes. I was
standing beside a little square table near
the window. There was a glass top to
that table, and at the very moment that
George was waiting for my answer, I saw
underneath the glass top—a picture of me!
A newspaper picture that originally ap-
peared in a pose with Romanan. But
Romanan had been carefully cut out, and
there 1 stood, toe pointed, head thrown
back, in my Spanish costume, smiling up
from the top of that table. .

Even before I turned, George had spoken

again.
“No, you got her wrong, Lorraine,” he
said soberly. “She's mad about life.

She's hooked with that damned little pup
of Arthur-whatever-hisname-s, and his
money and his friends.”

Out in the tiny kitchenette Lorraine
had left to make a high racket with the
pots and pans. 1 was about to g0 out to
help her, when George's pillow toppled ta
the floor. I crossed over, picked it up,
beat it into shape again, and began to ar-
range it behind his back.

Suddenly he caught my hand—my left
hand—and held it, gazing down on my
empty finger.

“What's this?"" he asked shortly.

“I—I gave it back to him,” I admitted.

“Why?"

“I don’t love him."

“Why ™

I took a deep breath.

“Because I love someone else,” I said
huskily,

"Dimples—" he began tensely.

But at that moment, Lorraine entered,

“Well, that's something like,” she cried

in triumph. “A bedside reconciliation
I calls it. Don’t let me disturb you,”

And still he held my hand. Because
I felt myself in such an awkward position,
[ sat down guietly on the edge of his bed.
My heart was thumping so madly I could
hardly speak.

“Just the same, I'm no match-maker or
anything, but why in the name of common-
sense and peace in the company don't you
two get married?”

“Because George is married already,
Lorraine,” I said quietly.

“I'm—what?" gasped George in amazed
protestation. “"Oh, my God! Have you
heard that story? Oh, Lord—"

Then he sat up again eagerly, excitedly,
and caught hold of both my hands, He
began to explain, in short gasps, that he
didn't dream I had heard of “*Mrs, War-
wick.” He wasn't married! Not a bit
of it. The woman he kept in the back-
ground as “Mrs. Warwick,” was a forlorn
widow he had befriended—the widow of
a buddy of his in the Army. He used her
as a shield. A stage wife, as many girls
have stage mothers. A man in his posi-
tion was so pestered with women—the
legend of a wife in Long Island had served
him loyally on many occasions. He
leaned forward and grasped my hand,
pulling me to him until I was kneeling
beside his bed, and his arm was about my
shoulder. T was aware of the fact that
Lorraine was slipping out. [ wanted to
call to her not to go, but I couldn’t.

"Listen, kid,” he fairly crooned to me.
“I hadn’t any idea such a thing was on
your mind. Why, that explains every-
thing. I just thought you didn't care. I
thought your sudden success had turned
your pretty little head, and I didn’t blame
you much., But I intended to hang right
on until it was turned back again. Cause
I'm mad about you, Dimples. And you
want to know something? You're going
to be Mrs. George Warwick. Yeh. I've
had that planned out for months now.
But I didn’t think I could tell it to you so
soon. Want to see something? Huh?
Want to see something, honey?™

I nodded, my eves full of happy tears.

“Well, tell me you love me first. ['ve
got to hear that. Say it, Dimples.”
“1 love you I faltered. “I love

you—terribly!"

“I knew it all along,” he assured me
largely. “Now I'll show you something.
You go to that top drawer over there.
The one on the left. Way in the back in
the right hand corner. See a little white
velvet box? Bring it over here.”

I did as he directed. He opened the
tiny velvet box tenderly and held up to
my view a beautiful little circlet of
diamonds.

“I figured,” he went on eagerly, “that
you and I wouldn't need an engagement
ring. Because whenever 1 really knew
for sure that you loved me, we wouldn't
be engaged. We'd get married right
away— What do you say, Dimples?”

I knelt beside his bed again, while he
slipped the ring on my finger. Then I
threw my arms around him and kissed him,

“So that's the way Angel Face goes
at it!”

The sharp caustic comment made us
turn guiltily, as the shrill voice cut in upon
our moment of bliss.

“Don’t look so scared, 'sister!" she
called shrilly to me, breaking in upon my
thoughts, “You're just the person I
wanted to see. I came here to talk te

(Continued on page 64)
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dancing slipper
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BOOK 1
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MONOGRAMMED
REHEARSAL ROMPERS

Monogrammed free of charge on
5 dozen lots or more

MISS INEZ

COURTNEY

in Style 974
Two piece, white sateen
waist, black sateen form
fitting lined trunks, §3.50.

Also made with black
waist, trimmed in con-
trasting colors of red,

blue, green, lavender, gold
| and rose.
MISS DOROTHY
DILLEY
in Style 851
| Two piece checked ging-
ham, trimmed with im-

L s ported washable Swiss or-
= gandie (generously ruffied)
to match, colors: red,

Style 974—§3.50
: blue, green, gold, lav-
ender, pink, black and
white, $3.75.
t Style 551 .
One piece checked ging-
ham, white sateen collar
and cuffs, $1.75.
In red, blue, green, gold,

lavender, pink, black
and white.
Style 451
Same as
551 without
collar and
cufis, $1.25.
; (Discount of
. 5% on Y%
siim - dozeny 10%
Style 551—S$1.75 | A
monogra m-
Send style nume med free or
ber, color des 109  dis-
sired, and your count on 5
dress size. | dosen.)
Hﬁs = %:l_nd.haﬂ- Sizes:
L Children’s 4
$1.00 deposit to Ladies'42
Tequi on
0. D, orders. Style 851—3$3.75

One romper or a hundred—prompt attention to all

R@ARSAL MPER
MFG., CO. i

Dept. D, 44 West 28th St., New York City
Lackawanna 4111

| Rhinestones, Spangles, Tinsel Cloths |
|  BUY YOUR MATERIALS from the |
house that supplied the leading dancing
schools for the past forty years.
Everything in theatrical and costume
materials at CUT PRICES,

Write for Catalogue

r
Baum’s mc.
527 South Street, Philadelphia, Pa,
We carry Selva Slippers exclusively

— THE PERFECT TAP!=]

BUR-CON New Aluminum TRIPLE
TAP Dance TIP will enable you te do
a triple tap with ease.

BUR-CON TRIPLE TAP TIP
is endorsed by the following stars:

Jack Donahue Betty Compton
Mary Eaton Bert Wheeler
William Holbrook

Shaw & Lec
Chas. F. O'Connor Edward Allan
Harland Dixon

Triple Tap Ti --51. i
riple aﬂ ] $1.25 a pair

Bur-Con Feel Plates, for men,
women and children...__._ .60a pair
Bur-Con Ace Tips_coooaoanon <50 a pair

Special rates on dozen and gross lots

BUR-CON CO., INC.
Pioneer in Aluminum Tips and Origina
of Bur-Con i[t:xﬂ Plates Balaced

Room 501, 701 Seventh Avenue,  New York, N.Y.

We cordially invite i'ou to see our stunning |
disploy of LITTLEJOHNS RHINESTONES |

This Season’s Success—MarrelonslyFlatiering
LITTLEJOHN
“CAPETTE”
Dassling!
Becoming!
Suitable for
debutante

dancer or tal-
| ented tot.

Only $17.25
Postpaid

For your richest
rhinestone effects
write

THE LITTLEJOHNS, 254 W. 46th St. (D-5)
New York City

composer Stravinsky had failed to appear
and Nijinsky did not appear as scheduled.
There was much friction and much ill
feeling. Nijinsky's nerves began to fray
and his always fervid imagination was be-
coming ungovernable. He conceived the
idea that his life was threatened and his
days were filled with ungrounded fears
and forebodings. This obsession gained
such a hold upon him that at one theatre,
after a dispute with a stage carpenter, he
was afraid to go.on and dance. He en-
gaged a detective to guard him and refused
to appear until every board in the stage
had been inspected for a hidden trap to
catch his dancing feet and bring him to a
disastrous fall. Cecchetti says: “This
was the beginning of the collapse which is
now generally known and which has,
alas, deprived the contemporary ballet of
an exceptional and incomparable genius.™
Massine received further opportunities,
and three months later Nijinsky left the
company and organized one of his own,
with which he appeared in London in the
spring of 1914

It proved to be a brief, unhappy season,
brought to a sudden close by his contract-
ing typhoid fever. He went to Venice
to recuperate and there met Isadora
Duncan again. Later, in speaking of this
meeting, he told with something of his old
zest of how they together improvised
dances in an old baronial castle, by the
light of slow burning wax candles, to the
enraptured appreciation of a small coterie
of friends. He was to the last an ardent
devotee of the great American woman.

The outbreak of the Great War in
August 1914 found him interned in Huo-
gary as an enemy alien. There he re-
mained in the unhealthy and depressing
atmosphere of a prison camp until late in
1016, when the repeated efforts of friends
finally bore fruit in his release. He had
been invited by Diaghileff to join the
company again for a trip to the United
States, but the first appearance of the Diag-
hileff Ballet Russe in New York came off
without him, although all the advance
notices and advertising had featured his
name as the star of the company, Later
in the year he did manage to join them
again and was billed as the “artistic
director” of the tour, with several new
ballets scheduled for premiéres in America.

Notable among these later creations
was Til Eulenspiegel, a comic-dramatic
spectacle, to music by Richard Strauss and
with scenery and costumes by a young

The TRUTH
ABOUT NIJINSKY

(Continued from page 33)

American artist, Robert Edmund Jones,
since notable in the field of stage decora-
tions. Nijinsky conceived and completely
arranged this ballet during his canfinement
in Hungary, and his conception and com-
position were both artistically true and
theatrically effective. The story is that
of the rogue, so familiar in German folk
lore, whose pranks constantly irritate his
fellowmen of the medieval village. He
flits in and out of the marketplace, appear-
ing successively as a buffoon, a clergyman,
a knight and a professor, in each instance
mocking the people and mystifying their
regulated and conventionalized minds in
which the routine of life admits of no
foolish deviations. His speeches with
their sarcasm and wit inflame the people;
he is arrested and tried. He mocks the
judge; is condemned to be hanged. Then
after his death the good people are over-
come with remorse and can remember
only his bright sallies, his gleaming wit,
his fascinating presence, his entertaining
resourcefulness; they refuse to be com-
forted until his spirit appears and assures
them that he will live forever in the hearts
of his people. . . . Very obviously here
was something more conventional and
interesting—though no less artistic—than
Jeux or Le Sacre du Printemps. Nijinsky
was more matured, more certain of his
stage.

The Mephisto Valse was another really
entertaining contribution. Here the music
was by Franz Liszt and the designs by the
same brilliant American, Jones. The
theme was concerned with the power of
music as a lover's weapon. The scene is
a country tavern ... the daughter of
the inn keeper is desired by men of many
types and classes, some rich and some
poor. . . . But Faust, and his evil genius
Mephisto, succeed in winning her from
them all. . . . She wanders into the wood
in answer to Faust’s seductive music. . . .
Mephisto's evil countenance, leaving the
scene after them, hints of the evil conse-
quences to follow. . . . Here too was
good theatre and excellent material for
dancing and pantomime.

Such were the themes that interested
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him at this time when his mind was on the
verge of collapse. He had intense preju-
dices and preferences. He would go into
rhapsodies over the music of Chopin,
repeating again and again his belief that
no one could interpret Chopin as well as
he, “because we are both Poles, and it
takes a Pole to understand a Pole.™ He
refused offer after offer from music hall
and vaudeville managers, with enormous
salary persuaders, “because I refuse to be
sandwiched in between performing dogs
and contortionists.” He took his art so
very seripugly that any come-down for
mere money was at once impossible.

The end was just around the corner.
For a few short weeks he danced again
with the Diaghilef Company. Gone
were the old incomparable qualities, the
finesse, the zest, the perfect effects; he was
the ghost of his old preeminent self. To
an artist of his sincerity and ambition, it
was all tragically disappointing.

Perhaps his own condition explains why
he was intrigued by the legendary figure
of Til Eulenspiegel, that brilliant but men-
tally unstable entertainer of village folk.
Certainly there was a prophetic irony in
that attachment. And likewise perhaps
in his fancy for the diabolical suggestion
of Mephisto, These interests presaged
his own fate.

Finally came the break, his nervous
system succumbed to the storm within
him, and at the tragically early age of
twenty-six he disappeared from the world
of the theatre and was lost to our sight,
apparently forever. Artistically he is
dead; he could never be his old brilliant
self again.

That is often the way of life: the
tragedy is in living on after the moment of
high conquest is over. He is probably
the most tragic figure in all the history of
the dance, for, unlike his Til, he seems
not to be living on in the memories and
hearts of the people he entertained.

Comes no majestic immortality for “the
greatest dancer of his age.” For, unlike

. every other art, a dancer can only live on

in the memories of the people who see him
dance; clownish Til seems to have been
a prophetic hgure!

As this issue went to press, a rumor
that Nijinsky was on the road to recovery
took vague shape. This report is being
investigated, and its results will be
published. —Tue EpiTor

George about you. 1 heard down at the
Club about the damn-fool fight he got
into tonight over you.™

“Lulu!” called George in a slow drawl.
*“You get the blazes out of here.”

I will in a minute,” she turned on him
like a little spitfire. *'1 have no desire
to stay here, take it from me. But I have
a little piece of news that might interest
you two. Might interest you a lot. A
bit of news about Ye Famous Dancer of
Sweet Sixteen that made an overnight hit
on Broadway. A bit of news that the
papers are going to eat up."

“Come on—spill it,” growled George,
in a voice that seemed to have little effect
on Lulu, but would have made me quake
with fear.

“Not on your life, 1 won't spill it,”
mocked Lulu a little more quietly. “You
can read it in tomorrow morning’s papers.
Probably on the first page with pictures.™

“What do you mean?" I gasped, ad-
vancing. “What are you talking about?
What news could you have about me?”

“Won't you wake up with a jolt when
you know, little Bright Eyes?” she spat out
as she wheeled on me. “'I'd like to see your

LiTTLE MISS
RUNAWAY

(Continued from page 63)

face when you read it, that's all. I'd like
to be a fly on your wall. You were an
orphan from the B—— School in Phila-
delphia, weren't you? Yeh. George told
me how he first heard of you, You don't
know who your parents are, either, do you?
Small wonder!™

“George!™ I gasped, suddenly so weak
that I could hardly stand up.

“George!" she imitated my manner in an
ugly gesture. “Don’t get excited, Dimples
old dear. You'll be famous in the morning,
thanks to Lulu. Natorious! Look for
your mama’s picture, won't you—and oh—
sweet daddy! I gave the story out about
an hour ago—and did they hop on it,
though you are no great shakes of a celeb-
rity at that.”

There was a cursed humor in her voice
as she rambled on. She was walking over
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to the big chest of drawers from which I

had just taken the white velvet hox under

George's tender directions. Now, she

pulled open another drawer, and took out a

E‘allet. which she slipped into her hand.
ag.

“Put that down, damn you!" called
George.

George had made a quick movement as if
to dart out of bed and chase her. Even
before he had slumped back with a groan,
Lulu had darted out of the room and
slammed the door behind her.
~ T'went to George instinctively. He was
in pain.

“It's all right, dear,” I mumbled over
and over, “Do you want me to run after
her? Shall I go after her?™

What is Lulu Grand's connection with
George Warwick and Dimples? What are
the threatening facts about Dimples’ parent-
age she has given to the papers? The final
events in the story of Little Miss Runaway’s
early career are told in the December issue of
Tue Dance Macazing, on the news stands
November 23rd.



" Olpn Shin %‘
Loike Uelvet”

VERY woman at some time in her life deserves this envi-
able compliment. The lasting loveliness of her complexion
is a matter entirely within her own keeping.

This autumn the texture of the skin must more than ever
suggest delectable smoothness, for it is to be contrasted both
day and evening with the perfect lustre of the queenliest
fabric of the shops.

Sunburn and windburn have left their tell-tale marks of
carefree vacation days when it was not always possible to
evade the consequences of prolonged exposure by the studied
use of preventive treatments as had been planned. Often
first aid kits were not sufficient unto the daily havoe and now
town mirrors bring belated regrets for past heedlessness.

While we are busy charting our Fall and Winter schedules
we will want first of all to consider ways and means of luring
back that spring-day complexion, the perfect wave to the hair
and the gloss to nails that are dim from neglect.

The Beauty Department of THE DANCE MAGAZINE has al-
ready won the vote of confidence of its many readers. This
service is for every reader of the magazine who desires to
keep unimpaired those beauties nature has given her and to
cultivate each detail of her appearance for their proper
setting.

Please write to Marjorie Maison of THE DANCE MAGAZINE
for the particular advice you need. Your letter will receive
her immediate, most helpful attention.




a new school of
DANCE ARTS
combining MIKHAIL MORDKIN

with the
PHILLIPS PROFESSIONAL SCHOOL of DANCING

and

A STAFF of ARTIST TEACHERS

Rich in Tradition—the GRAND OPERA BALLETS

An important background which may now be yours

O the students and students-to-be of the

Mordkin-Phillips School of Dance Arts
a valuable source of training will be available—
one that has furthered the development of
artists down the pages of dance history. The
school’s affiliation with the Pennsylvania Opera
Company enables students to be placed in the
Opera Ballets, mimo-dramas and Ballet Di-
vertissements scheduled for the alpproaching
season under the direction of the world-
famous Mikhail Mordkin. Replete with the
lore of technique—the advantages of such a
training are obvious. Arrangements will be
made for teachers to study the ballets in prog-
ress during rehearsals.

MIKHAIL MORDKIN PAUL MATHIS

MordKin brings to his classes Former dancer and teacher
all the brilliance and skill—the  at. Denishawn specializing in
aesthetic knowledge and sparkle  the Nautch-Javanese, Burmese
of genius which have singled him scarf plastique and other dances
out as the most renowned male of this type, ;
dancer. Beside the Ballet, his
classes include development in

the delightful art of Pantomime, EDWARD PHILLIPS
Plastique and Character Danc- j

ing and specialized instruction Under the able guidance of
for children. Mr, Phillips classes in graceful

.ﬁcrr_;hiltrics, Limbering, Control,
]:':xhibumu‘ Ballroom, Adagio,
Tap and Eccentric Dancing will

ETHEL PHILLIPS be conducted.
Formerly of the Chicago T e
Grand Opera Company, noted Y Suitable living quarters
Broadway musical comedy suc- na El{i}f' club are found for
cesses and Keith Vaudeville— non-resident pupils. Write
CORTRna T Miss Phillips will arrange acts for additional information
and supervise classes in Ballet, and de's(r:p_rwr brochure of
The ballet of the Toe and Theatrical Technique, this exceptional School of
featuring new and brilliant turns. Dance Arts,

opera Coppelia will
be arranged this
season solely with
children who are

MORDKIN-PHILLIPS

Professional School of Dance Arts
1723 Chestnut Street, Philadelphia

students of the
Mordkin-Phillips
School of Dance

Arts
w

ETHEL PHILLIPS

STUDIOS :

4629 Frankford Avenue, Philadelphia
Hotel DeVille, Atlantic City
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