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The Most Delightful Gift

for a Dancer’s Christmas
An Orchid Among Rare Biographical Volumes

Anna Pavlowa

Autographed by the Artiste, herself

SURE TO BE WELCOMED—SURE TO BE
PRIZED—SURE TO BE CHERISHED FOREVER,
this magnificent volume, bearing Pavlowa’s personal
autograph to establish its complete authenticity, is at
once a compliment to the recipient’s discrimination
and an indication of the donor’s recognition of rare
beauty.

This is a volume in which Pavlowa has authorized
a most intimate accounting of the factors involved
in her success. It is not merely the story of the
world’s greatest dancer. It is a confidential revelation
of the woman—the publishing of facts and pictures
that are as inspiring as they are instructive.

What more delightful gift for a dancer’s Christmas
could be imagined?

Pavlowa taking a lesson with
the Maestro (eccherti

eAnna Pavlowa and H. Stowitts
in “La Peri”

An Inspiring Revelation of a Fascinating Personality

The Ballerina, herself, takes up the thread Mme. Pavlowa, herself, has autographed

The world's foremost writers,
each copy. The paper is deckle-edged of a .

painters, sculptors, costumers, critics,
dancers, have here assembled—includ-
ing Mme. Pavlowa, herself—to reveal
the magic substance of those twinkling
feet that have danced their way into
the hearts of the millions.

From a psychology of the dance,
rich in suggestions, to the evolution of
costumes and steps, this book forms a
flawless background from which Pav-
lowa’s art—and your own—must al-
ways and inevitably spring.

Pavlowa’s background, her “general™
methods are here developed into the
personal characteristics of the artist.
Pavlowa's amazing physical make-up is
described in detail, the vital features
of arms, legs, hands, feet, head, neck
and torso that she has stressed and
developed, and which are essential
to her art.

Her dramatic ability is treated.
The little tricks of movement and ex-
pression that havemadePavlowaunsur-
passed in pantomime will hold for youa
veritable gold mine of fascinating data.

of her amazing story, and creates one chapter
that, alone, makes the possession of this book
priceless.

You are brought into the peculiar influences
of her home life as a child in St. Petersburg.
You follow with her the rigorous life at the
School of the Imperial Ballet. You laugh and
cry and learn with her as she takes you on her
breathless way through triumph after triumph.

To the legion who have known only the
Pavlowa of the footlights, here is a chapter that
will add vastly to their knowledge.

rich, parchment-like quality, printed in beauti-
ful type faces. Of the seventyfive illustra-
tions, twenty-one are full pages. There are
exquisite costumes by Bakst, Anisfeld, Diatch-
koff and Korovine and gorgeous sets by Bakst,
Anisfeld, Soudeikine and Joseph Urban re-
produced in full color.

Only three hundred copies came from the
press. Many of them are already in ap-
preciative hands. If you want one of the
remaining few file your order at once. Orders
will be entered in the sequence of their
receipt. We reserve the right to refund
your money if the supply is exhausted.

| 1926 Broadway, New York City

I [OHerewith 1 enclose money order for $25.00 in full payment for one
copy of Valerian Svetloff's book, “Anna Pavlowa,” autographed by
Pavlowa, herself. .
A\l OPlease ship immediately by parcel post, C. O. D., one copy of the
above book.

(Check which method of purchase you prefer)

..........................................................
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INVENTED BY JACK MANNING AND USED BY
LEADING PROFESSIONAL STARS

This master of Modern Dancing can Prepare you in a short time for a

PROFITABLE DANCING CAREER ,»»/f
gt G i

A CLAIRE LUCE, 2 n VY
McGUSHION TWINS, former Ziegfeld Follies Star and pupil of Jack Manning FAIRBANKS TWINS,

leading dancers in “Luckee Girl” recently sailed toplay thelead in the London Company Broadway’s favorites and pupils
are Jack Manning pupils. of Broadway's popular hit, “Burlesque” using Jack of Jack Manning.

Manning routines.

PICKIN’ COTTON
from “George White's Scandals.”™ Be one of the first to introduce New York's
latest dance craze.

TAP-_BALLET _ACROBATIC DANCINGMUSICAL COMEDY

Day and Evening Classes for Professionals, Beginners, Advanced Dancers, Children and Business People

Private Lessons by Appointment

SPECIAL LADIES® REDUCING and BODYING BUILDING CLASSES

OUR GUEST TEACHER—MAESTRO STEFANO MASCAGNO

JACK MANNING STUDIOS have the honor to announce that Special Ballet Classes will be con-
ducted by Maestro Stefano Mascagno, Creator of the Mascagno Method of Ballet Technique, Principal and
Ballet Master of the Normal School of the Dancing Masters of America for ten consecutive years.
Enrollments Now Received.

HOME STUDY COURSE

Complete Professional Routine in Buck Dancing by Mail, including Beginners' Foundation Exercises—
$3.00 cash. Registered Mail or Money Order.

Jack MannNING Stupios oF STAGE DAncING
: 110 West 47th Street (East of Broadway) New York
mﬂf‘s‘w Telephone: Bryant 4450
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Flavio Theodore, Helen Hewell
and Burt Harger, whose show-
stopping work is a feature of
Just a Minute, now in New York

@0 Y v ke

VOL. 11

A-Newr Stepping Stene (ArbPase) o ik wl s ta 5 M = o e
Defining Our Critical Attitude . . An Editorial by Richard Hoyt
My Memories of Maurice (Part One) Eleanora Ambrose Maurice

Spain's Brightest Star . . . . : W. Adolphe Roberts
Oriental Dancing . . Tt o Ruth St. Denis
Albertina Vitak (Art Pa.ge) =3 R e Tl S e e e T
The Danceat the WorldsFair . . . . . .« . . . Adolph Bolm
WValse Bluette (A Toe Routme) Patricia Bowman
Stage Door . . : FOLEREL T, o, W Walter Winchell
Choosing the Chorus . . 58w o o Seympuy Felix

Nanette Kutner
Lew Levenson

The Ann Pennington You Never Met . . . . .
Dances Staged By—? . .

Our Spotlight Picked Qut— . . . . - & ., S e e
What Ballet Means toOpera . . . . . . . Ray Harper
Society Steps Out . petnl ot e e arald S eton
Lester Allen Stands Up——For ool - o/ o o o o EAEBE N NEsTlet
The Girl of the Golden State . . . . . . Thomas S. Carter
The Pancers of VarietVe L ot b omoo s Michael Evans
Ehenko:anc Alexs: (ATePage) s s o Ve Let in e Sl e i el e e |
Dancers—All Aboard for Eurcnl':h:*.r S s Klaytan W. Kirby
Pleasing Paristans . . 7y R TR gt 5 L Ey e Shag
Eheotugic IAarE iR e N B e e . Ray Perkins
Dance Events Reviewed . e i s
The Shows Beviewed . .. o« & . .« o woo . o D
Little Miss Runaway . . Rl i e Grace Perkins
Dances by the Blue Danube ( Art Pdge) PR e N b Pedla | | B
From Dressing Room to Footlights . . . . . . . Beatrice Karle
Blck and Blue Notes 5 ol L aml sl A 5o na ek . Keynote
Student and Studio PR e (e Rachel Mess
Beauty : SO R SN L i Bt Marjory Maison
Birds That D.mce W S S AL A Charliene Spencer

Cover Design—‘Painted by ?zan Oldham aﬁ‘er a Pﬁotogmpﬁ
of cAnn Pennington by Edward Thayer Monroe

Coniributors are especially advised 1o be rure to retain a copy of their contributions;
necessary ritk.

and drawings, bt we will not be rexponsible for any losser of rueh matter conteibu

NO. 2
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otherwise they are taking an un-
very possible effort will be made in our organization fo veturn unazailable mauurrnp{r photographs

In the

cNexT ISSUE:

E January edition of The

Dance Magazine is the Pro-
fessional Number, aimed to appeal to
those who are in and of the theatre.
It will contain many feature articles
about famous figures in the show
world, among which will be:

The Man Who Made Times
Square, a story about Oscar Ham-
merstein, told by his son, Arthur.
If you are in show business, or
would like to be in it, you must read
this, because it is history—the tale
of how a small section of a city be-
came the hub of the theatrical uni-
verse.

Amma Pavlowa—A Votive Offer-
ing, by Troy Kinney, noted etcher
of dancers, who is one of Madame
Pavlowa's closest friends in this
country. With this article will be
reproduced his latest etching, Au-
tumn Leaves, inspired by the great
Russian danseuse.

Continuing the series, Dancing
Befdre the American Public, Richard
Watts, Jr., member of the dramatic
staff of a leading New York news-
paper, writes about how dancing in
musical comedies and revues has de-
veloped to its present point of
rhythm and effectiveness.

On the cover will be Anna Pav-
lowa, painted by Carl Link.

PUBLISHED MONTHLY BY ||||‘ DANCE
PUBLISHING CORPORATION, Editorial and
General Offices 1926 Broadway, N. Y., N. Y.
Mever Dworkin, President; Frances Cone, Secie
tary; Irene T, .l'hl'll‘l[} Treasurer; Advertising
Offices, Graybar Building, New Yerk City. Grace
Arons, Advertising Manager. Chicago Office: 168
N. Michizan Ave., C. H. Shattuck, Mgr. London
Agents: Atlas l’uhlinhinu & Listributing Co, L1d.,
18 Bride Lane, London, E. C. Fntered as Second
Class Matter, Nov. 23, 1925, at the Post (lf‘qe at
New York, N. Y., under the Act of Mar, 3, 1879,
Additional entry ot Dunellen, N, |

Lo;\;rlkht 1928, by The Dance Publishing Corp..

New York. Copyright also in Canada and Great
Britain. All rights reserved.

Price 35 cents per Copy: Subscription price $3.00
avearin the United States and its possesgions: also
Canada, Cuba, Mesico and Panama. All other

countries $4.00 a year.
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NED 77
WAY BURN.

> S
Dancer’s Requisites
= . _ .
on Sale in Studios
or by Mail
Practice Rompers. . ............ Price £3.00
This standard Ned Wayburn Studios costume which
every pupil is required to wear for all class and
private lessons, ballroom Ie.-‘_mns excepted. Give
hip measurement when ordering.
Studio Text Book............. Price $5.00
“The Art of Stage Dancing (a Manual of Stage-
craft),” by Ned Wayburn, Every pupil having a
stage career must procure this book. Parents or
guardians of those anticipating a career should read
this book.
Sandals:. ..o 3 bewnie cnze o Pries $2.00
Soft suede Sandals in all sizes for Limbering and
Stretching and Acrobatic work.
Acrobatic Girdles.............. Price $2.00
These girdles are designed to give the proper
support without binding. It is recommended that
every girl or woman who does Acrobatic work
Ballet dancing, or any strenuous form of exercise or
athletics, wear this girdle. Give normal waist
measure when ordering.
Ballet Bars............. saenas . Price $2.00
Highly finished wooden bar with 2 metal brackets
and screws complete for home practice of Ballet Bar
work and “Limbering and Stretching,”
Metal Taps. o vi i Price 81.50
For use by Tap Dancers, fastened to the toe of the
shoe sole, to produce clear, sharp sounding taps.
Ilustrated Dances, Each. ... .. . Price $2.50
Clearly described and illustrated dance routines in
“Tap™—"Musical Comedy™—"* Acrobatic™—"Bal-
let" and “Exhibition Ballroom™ dancing. A large
variety of routines in each type of dancing may be
had. List on request.
Make-up Boxes
Completely equipt for Amateur or Professional
Use. Price $9.50. Give complexion and sex when
ordering. (By Mail, $10.)
Sheet Music (with printed dance routines)
The following Ned Wayburn song hit dance num-
bers are on sale—"Savannah Stomp™ and “Palm

Beach Walk.™ Price $1.00 each.
PRACTICE RECORDS

Every dancer should have a set of Ned Wayburn
Practice Records for home practice.
Tap Dancing —
[A. Beginner's Buck Dances. Slow 2/4
No. J Rhythm,
100 |B. Triple Time Buck and Military Buck.
L Fast 2/4 Rhythm.
No. | A. Waltz Clog., 3/4 Rhythm.
101 |B. Tap Soft Shoe Dances. 4/4 Rhythm.
Musical Comedy—
[ A. High Kicking Dances, 2/4 Rhythm.
No. /B, Musical Comedy Soft Shoe Dances.
103 4/4 Rhythm,

No, < B. English Musical Comedy Dances. 6/8
e L Rhythm.

Price $1.50 each or

$5 per Set of Four
Send check or money order payable to the Ned
Wayburn Studios for all articles ordered by mail—
or order them C. Q. D.

[ A. Musical Comedy Waltzes. 3/4 Rhythm, i

Would You Like to Dance Your Way to Fame and the
Electric Lights of New York—Are You Eager to Achieve an
Outstanding Success on the Stage?
on Ned Wayburn—Theatrical Geni
tional Direction the Greatest Musical Comedy Stars of To-
day Have Been Helped Up The Ladder of Fameo.,

NE has only to note the large number of

Ned Wayburn pupils who have become
Broadway Idols to appreciate why Mr.
Wayburn has long been known as “King
Opportunity™ in the theatrical world.

To many hundreds of young men and
women, Ned Wayburn has given the oppor-
tunity to dance their way from obscurity
into the spotlight of Success and Happiness.

Why Ned Wayburn Pupils Succeed

Mr. Wayburn's marvelous method of
training covers all types of stage dancing and
stage deportment. It is simple, easily under-
stood, produces finished dancers in less than
half the time required by the old out-of-date
technique. And the cost is surprisingly low!

Under the personal supervision of this
“Maker of Stars™ you are taught, not only
how to dance correctly, but how to use
Showmanship, how to thrill your audiences
and draw forth resounding applause. You
learn all the tricks by which finished artists
hold their audiences spellbound. You become
instilled with selfconfidence and acquire
grace, poise and beauty of figure. Your
personality is developed along the individual
lines to bring success.

Engagements Await
Ned Wayburn Trained Dancers

In every first class musical
production on Broadway there
are Ned Wayburn trained
dancers who are fast forging
ahead into the front ranks of
stardom. There are hundreds of his
pupils too numerous to mention who
are all rapidly climbing the ladder of
fame and are prepared to meet
modern stage requirements.

N

The modern stage dancer must be
versatile. Theatrical producers and
managers know that Ned Wayburn
pupils are trained in all types of
Dancing and Stage Deportments, and
gladly give them the preference.
Naturally, Ned Wayburn pupils are
the ones who advance rapidly, get
L LS better parts and larger salaries.

!

Then Pin Your Faith
us by Whose Inspira-

If you want to win BIG suc-
cess as a stage dancer, “King
Opportunity™ is knocking at your
door—offering you the chance to
profit by the same method of
training that has helped so many
dancing celebrities achieve Fame

training, that for one magic
word RESULTS cannot be
approached the world over
training that will shorten the gap
between your ambitions and a
brilliant dancing career behind
the footlights,

Visit the Ned Wayburn
Studios—the gateway to glorious
accomplishments in Stage Dancing. Call or write
today for our beautiful new 56.page illuserated booklet
which describes the Ned Wayburn method and courses
in detail. This booklet is free,

IMPORTANT—Many who find it impossible to
come to the Ned Wayburn Studios in New York at
once, are taking advantage of Mr. Wayburn's Home
Study Course in Stage Dancing—the most remarkable
course of its kind in the world, Mr. Wayburn has
recently published an elaborate Booklet describing this
Course in detail. Will you therefore please indicate
on the coupon which Booklet is desired.

ACT AT ONCE

NED WAYBUWRN
Studios of Stage Dancing Inc.

1841 Broadway,(Entr.on 60th St.) Studio D-12
At Columbus C[rc'le,Nf)w York. Open all year "roand

9 A. M. to 10 P. M. Except Sundays.
(ClosedSaturdays at 6 P. M.) Phone Columbus 3500

Ned Wayburn Studios of Stage Dancing, Ine.,
Studio D-12, 1841 Broadway, New York City.

Without obligation to me, plegse send me yvour FREE
Booklet and complete information regarding the Course in
Stage Dancing checked below,

O Ned Wayburn's New York Resident School Course.
O Ned Wayburn's Home Study Course,

R E A

e
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'\w. Tu'r}(, \ W i | ]\_t.l{' To rk. N. 'T

CREV STUPY| | eom

| Bensedlonal §tage stud:o
PANUNG || Tostage

GEO. COLE

Studios for
Sensational Acrobatics
and every type of
Stage Dancing

170 WEST 482STNYC . /ﬂ,
ISL U S CHESTER HALE ol ALL
For Grace, Poise and Development ‘ - peavTY DANCES
' P who has amazed Broadway _ STMMETRY ] ARRANGED
THE 013%‘.( ONE with his famous e C Sl .um % no:rl\r[:;un
e | | Cuester Hare GIRLS
offers his students the unique chance to smxrscrion: 1, g 4
OBTAIN IMMEDIATE POSITIONS ON THE STAGE Professional and Business Girls
Ballet—Toe 'l'ap—-\u:rnlmlir Classes for Musical Comedy Training
Special children’s courses Evening classes for business girls 'E'?.‘,’f‘ﬁﬁ:,".,’;"l'n,'h,":r 3&?,';;::‘,1}"'"’5;“?5",’;
SENCRN oty TR oS | By ety o
C I'IE S TER II AI: l‘.- S TUD IOS ! cash or money order,
New Hammerstein Bldg. 1697 Broadway at 53rd Street GEO. COLE STUDIOS
et 312 Roscland Bldg., cor, 51st St,

| Im'ephrmr' (ﬂfmnhm 9147 1658 Broadway

Phone Clrcle 1467 New York City

PEGGY V. TAYLOR AGN ES | Ner's ‘Q s Theatre

CLASSICAL, BALLET . ScHouls
EAST INDIAN O O ' \\l\g
AND GRECIAN B N t s sr:{é;gfgga: Lv?c‘é'r’&%t'" c‘:nml.ﬁlsi
43 West 46th’Street SCHOOLS heDANCE AN iny
Esleplinit Braneis O STEINWAY HALL 113 W. 57¢h St | E{E—“ fyady ¢
s i == Martin:liarcey

Ballet, Acrobatic, Tap and |

Musical Comedy Dancing |

Special Children's Courses |
Send for Catalogue

PLEASE WRITE FOR BOOKLET

J. Bk -
O W, 85 ‘-L., N.

-SD:(‘:::::I Park West Trafalgar 7368
= : R e e —-
‘ " CARTER-WADDELL |

SCHOOL OF DANCING FRED LE QUORNE
TRAINING That M asca gn 0 148 West 72nd St., New York | New York's Leading Ddﬂf‘iﬂg Master

Endicott 4188 Susquehanna 0901

1
Has Made Many Grontin. GF 106, Fomons | For the PROFESSIONAL, the
DANCERS FAMOUS Mascagno Method | AMATEUR and the TEACHER |
- For 10 consecutive years < Branch Studios: |
Prineip: 1 Ballet Master at Brooklyn, Forest
e Mastecs of America Hills & Bronxville |

Joan Carter-Waddell

One of the “leads
in “Up's a ay'’
at the 5

|
|
Theatre, NewYork. i
|

Classcs for Professionals and
Beginners

Special Evening Classes for business girls
Wednesday and Friday

28 West 63rd Street  Columbus 1383
e e ey R |

Trained exelugively
by Carter-Waddell
Studio,

Specializing in Training Dancing
Teams for
Argentine Tango, Novelty Waltzes,
Spanish Dancing, Apache, Whirl-

3 = T | D. CHAUN’ S . I wind, Tap, Musical Comedy
D H I M A H | SCHOOL of DANCING Girl Classes Every Evening
Will teach classes. £ e e SEND $1.00 FOR TANGO.
Budbo for mtbpiielions )| el S pn e
Y O U 61 FIFTH AVE. Sm\;\;'ZI_EEANI‘ Phone for special t#ial lemon—-$1.00. 1658 BROADWAY, NEW YORK,

| 189 Lenox Ave.  Phone University 8779 || || OR PHONE CIRCLE 7933

i‘i

can receive the personal instruction of SPANISH DANCING ] ACK CL ARK Sg;mg;z";;gé;gh;gﬂn&ngm#,';'nmﬂ"

one of America's foremost masters of Crurses for Students and Professionals in
Ballet and Stage D.\lnCIﬂ o, r the authentic dances of Spain. c:rl }IE R.ADIO TAPP R!:
Bernardi dancers are LEARN TO PL?"‘B%&‘%CA:‘» TANETS
in every show in town. —_—
Special Course in com- ‘The \l’l"i('l:LL-\l::(tlu Spanish
plele_ stage requirements. SENOR ANGEL CANSING Siretching Giiie
R:Jutmes EGF Pr()fESSJOITHIS @ recogs :.,n{ r.ld.l'mrr.t\ on Castonel play- |.|l'|1'|!!l'1l'l[ Routines
in three lessons. ng, is easily understood by the F;;ﬁ; : nmnsgml
amakaur, Military, Salt
GUARANTEED ENGAGEMENTS FOR ] Acrobatic- Shuem\\fa!t:
{ QUALIFIED PUPILS “!;_t{} 1:03(5\;111[ I:'[m;]lns_l:_ml 55,00 Daming c]!l‘ Hu!I:K. 13]1:
Write the secretary for further details. SEALINRY, IR OF e Varsity Drag,
o e SENOR ANGEL CANSINO fEdsons $1 Grazy Ebows, Ele
BER NARD BER N.‘\ﬂ DI Carnegie Hall, 57th 5t. and 7th Ave. Girls wanted for units—Free training
335 West 78th Street Telephone C lf(flt ”\’7 : ¢
BRrancH t""““”:‘ s "(‘l’;:‘he"._:;l;n . 121 W. 49th St.” Phone Circle 9592 Phenes Bryant 8945 and Bryant 7193

e
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New TOT[{ J\ T

New York, N. 7.

New Tork, N. 1.

%&M&LWJ-J.JJI‘?
M y

Tichel and Vera

FOKINE

, CIHAILILE

RUSSIAN SCHOOL
OF DANCING

“HIGH STANDARDS

RLeEXis RosLoFk

OF THE
MeTRopoLITAN OPERA House - NFUJYEIFUQ

CLASS & PRIVATE
INSTRUCTION
IN ALL FORMS OF
DANCING

DENISHAWN

THE ROTH ST. DENIS AND TED SHAWN

SCHOOL OF DANCING
AND (TS RELATED ARTS

1] For Professionals Write for Prospectus (o Dept. A.
: of ARTISTIC MERIT b RLEWE IO e
Classes and Private S & g Meglnunte, EXECUTIVE OFFICE:
e Special Children’s 602 Carnegie Hall, New York City
T BOCLE Classes SR 3
Lessons for Profes- courie e and Evening Classes STUDIOS:
= 3 601 Carnegie Hall. New York
c;.i(.’“ 'Iq ‘B e = I Send for m sscrip talog N E{‘;:":ﬁ?ﬁl';:“‘z{‘n{";;‘h':‘;"?;E;‘gﬁ‘:‘c‘fé;o';:."r"’:‘"s:"i'l': 67 Stevenson Place, New York
R e o e damep | (Xt Po0ks i Gescriotions”and Busic for saie i tho Studie: SUMMER SCHOOL:
Childre 163 West 57th Street, N. Y. 21% LUEE:TS"]TI—I ETREET‘NELUYDR'é WeatporaGenn
aren. The Oldest Normal School—Est. 1906 TELEPuONFE CIRCLF S See advertisement on page 49 of this issue
New Evening Classes ANNA FI T = ORRIS SCHOUL.
for Business Girls 3 T RNO v HELENE VEOLA SE e s
it School of Dancing I sp J\t\)ll{n.!ll-{\]'} ‘\-&‘ E (][‘ RH ) '1 ] l\l A\I)
e\ xS NG -
i L Foiren e Aot /DS Baby-Chitdren—Adult Classes 2 m " NATUR \I D, \'\l I INC.
Ph. Endicont 9858 A g Character—Toe | ‘:m ren. : e
_ REGISTER NOW it ke ‘st\ﬁq‘ lnnn LOUISE m_\'l RE MORR cotor
’ = | Special N eachers 2 = EA | 66 Fifth Ave., Algonquin 7787 & 2489
== - Studio 135 W. 70t Sus. M2 Regent 9592
b **By far the best Dancing School I know :
’ORiS HUMDH REY ﬁ of in America’® ~ ANNA PAVLOWA. (L
AL L
4 Luigi ALBERTIERI |
For years with the & b
wEi'MAN Matropolitan tl|,ll!n
CHM{I‘ES - 4 :43:; ):IJ:.T -luti;l.r! tm{ 2
The World’s Foremost Stylists Under One Roof! § veneGaraea.London
Pantomime
' " MIKHAIL MORDKIN BALLET and CLASSICAL 4 Dramatic Art
Fi oremost Premie rt]) ‘\-:\“.. ur and b Stage Craft ¢
ster lll the or
3 i Author of ““The P
Instruction in the " HARLAND DIXON STAGE DANCING At
Art os the' Dance 1) wneing Star of “Rainbow, X 1 ore’ a standard,
Oh, te., and stylist par excellence Eccentric, Soft Shoe, complete text-
| Assisted by Michaal Bell, Tap and Step p book for I‘E;‘Ichar The Peefoet
— — and student. o
1 5 3 Price $10.00.
9 &EJ{B g ﬁ 5 9 John Tiller's cutstanding Dancer and 'I'.:-;'.thr_-:. 5TA%§TE£§SI;§3 z 1;‘;‘;“ 59th Straet
Trainer of numerous H-mm-n now plaving. Tiller Routines Phone Regent 7618 4
—— MARTHA GRAHAM INTERPRETATIVE DANCING B i A A
P p— = — = N1 |L'||||1¢|uj -known authority on rhythm.
“*Rhythm in the Theatre Arés” — — et I R e A
T er;tkrﬁiig?[(m:mr resentdas stars,  BALLROOM AND EXHIBITION Some Ferien Imprisdl Thestal S ncairad
ELSA FIN DLAY | All the Above Types of Dancing are Taught Daily at RUSSIA:N SCH%LI—{;FEDAE;ING
RONNY JOHANSSON gl iy s i
ancers wanted at all times by Mr. Anderson and E MODERN BALLET METHOD
JOHN MARTIN other producers for Broadway Shows, Picture Houses, Sl e R R e
Vaudeville, and New Musical Movies. Teaching. Coachi " d;"';.”]"_" ‘s e lties
B s . = eaching, Coaching and Pol ng Specialties in
i, TRinh:mL{é\dou ment i i o _”.‘mnd f(‘;l‘ Srﬁcial Ivul.;m; l): : Gty with!’::aiiing'fL:auicaleands
y Tec l[]'l.t.]tlc u_ropcan methods | F. ponsible person desived to vepresent school in each cily Class .:md Private In.struction
Dramatic Technique | JOHN MURRAY ANDERSON-ROBERT MILTON Special Classes for Children
¥MAS HOLIDAY COURSE SCHOOL OF THE THEATRE AND DANCE All classes under personal
Write for catalogue 128 East 58th Street, New York direction of Mr. Kobeleff
(Plaza 4524) GALLO THEATRE BUILDING
Studio: 264 Fifl]&!\w;’mz .« Ashland 2090 ¥ 254 West 54th Street New York
ew York . i Telephone: Columbus 3838
[ ________The Leading Dance School of America ik dogrepy
D D D PGP G O e O T wﬁé‘ﬂwfm_ﬂ SRR TR T R T i
.’.'-‘!

RASCH DANCERSoNROAD 10 FAME _ v, !

/ OPPORTUNITY \

\
Offered to Talented Cla:qeq Cunducled by
Mme. Rasch
Business Girls Personally '

To Train for
Professional
Engagements
Enroll Now
Special Terms.

Q
0w

Dorisa Nelova

Booklet on Request
| Albertina Rasch, Inc. |
| Studio 113 W, 57th St,, |

New York City |

Telephone: Circle §232
Paris Branch: |
28 Place St. George e

Daily Evening Classes
from 6.30 to

N

!

Florence Miller Dorothy Lodovic Ada Broadbent

Portia Grafton

"ALBERTINA RASCH STUDIO

5
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New York, N. Y. | N Kok, XY \ New York, N. 1.

VESTOFF-SEROVA | | Be Rebuett

RUSSIAN SCHOOL OF DANCING Heakooaus  Hegcins

Instructor
54 West 74th St. Trafalgar 7857 New York City Tangos — French — Ar-
NOV. 1 to FEB. 1 |

| gentine— Apache—Fox
Special Christmas Sale [ Trot—Charleston—
TEN DANCES $10.10 |

De Rebuelt

Stage Dancing
Instructor

Stage—Exhibition

Toe — Tap — Adagio —
Acrobatic — Limbering
— Stretching — Adagio

The Ad: Black Bottom—Waltz—

| BOOKS T

Acrobatics

Spanish—Mexican,

bling . et Description and music included. At- Waltz— Fancy Waltz —
Training on Toea 270 | tractive dances of every type. Cuban and Latest Amer- Tango —
Al :Ri‘ii.‘:i"'""“’“ 3.70 | Write for Special Dance Sale Cata- ican dances—Girls want- Apache—Routines.

‘ Baby Work__ 5.20 | logue FREE. ing to be exhibition Booking. Girls or men

Childhood Rhythms 5.20 Enroll now for Winter Term.
5.20 1

dancers, hotels, wanting dancing part-

Talented Tots : &.
Nature Dancing )| Special A e S L clubs, see De Revuell. ner see De Revuell.
eachers’ Guide -15. 12 3t Bineas Qi eve 5
> m[LJI‘ :s:;;rlujl:--;u!'f]LH[] cl: \I-I; nds :\. B‘:n:;“ 3 s :l' - | 11 West 86th St" N.Y. 11 West 86th St., N. Y.
. Ly i ol ning 6:30. All classes %
ir:::r(r:;hf;‘rﬁrf{ i:'::r”:: direction of Veronine Vestofi. S(;huyjer 9631 Schﬂ}'fef %631 |
| our school. Write, call or phone for School Catalog Free Personal Instruction by Prof. De Revuelt |

l SPANISH DANCES PARISIAN SCHOOL OF DANCING l)am‘ing;Gra(-.l_'.-Pui:-‘ﬂandﬁlagc)\rlﬁ
i with Castanets Offers you true Grecian Training Pt aesi- ({.-:;:ffi’n?li :{ilss‘f::rrl:::::?rr{nmlr:‘y
| I['l"l:t“[:.ll"::;rf ;i;;:luu;:::;: :li::r: Pantomime-Ba[let-Character-orien(al Dancing Evening sessions for business girls, §.3 monthly
R NewYorkCiey Sl ookl g st Mich. . 1.oUIs VECCHIO
oOKicl on request. T 1 4 . - o % yEi- Ll bura Lelel
ANTONIO VALENGIANO B Clisses Briday s 1160 BROADWAY at 27th Street
| 500 Kifth Ave  Yanderbilt 5191 140 West 72 Stroet 124 Chester St. 325 S. Fifth Ave. NEW YORK CITY
PO | i e
| ancers— 1 eachers—ytudents :
Academy of || | ‘ . . \
Sriniah would you be interested in a complete library of dance | VON GRONA
pa records specifically arranged for the dancer, teacher
Dancing | and stidene? SCHOOL
¥ Juan de Beaucaire M., | Will you suggest the type of music you would want Lhe Kosoliite Dancs
b Y 108 West 59th Strect
Director included in such a library service for dancers, teachers Circle 4766
SPANISH DANCING ‘ and students of dancing?
e The editor of our Music Mart Depart-
_ 3”&‘;2*5;“9“3” ‘ ment has suggested that we compile this
o ol i information, and we hope that you will
JE T fill in the Questionnaire below and return : Bmokigm, N T
to us. B e e e s
A“.....ffﬁ‘i.mmu. e (There is no obligation entailed. We will mail those C """ S T
T e who reply a handsome art reprint of a painting of J \ \vl ”‘“L°T:fagLTﬁli‘“E*G
A[BE"'P'"\—[ S BU]].ER ‘ Anna Pavlowa by Carl Link.) Classic Dancing
——————————— QUESTIONNATRE= == = = = m = m m o o o e

Phone Stagg 2280
1658 B'way., N. ¥. R.608

Specialist in Ballroom Dancing

o ]
Studio 60 W. 55th, N. Y.  Circle 0701 | ‘ Miss Grace Arons,

¥ %8 157 So. 9th St. Bklyn.i
Tue Dance Magazine, |

420 Lexington Ave., New York City Sat. 11 4. M. |
i e e YA o Are you a feacherabidmosinnl. L R e e e = iR e
—~ | Do you use a phonograph for teaching? ... . .. .ol : — —

“Learn Dancing From A Known Dancer*’ Areyouastudentob dancing? T o Lin e cee e s

:'lOE DANIELS Do you use a phonograph for home practice? . ................. | ANATOL BOURMAN

7 (formerly Imperiad Opera House, Fetrogrod)
SCHOOL OF Are you a professional dancer? et S e e e
ACROBATICS & STAGE DANCING Do you use a phonograph for practice? gliet Mexter el ol
- ““T“"""b' ':""’é”’ o 1!‘"* (‘PII":I'OM Please indicate the kind of music you use and wish mcludl.d ina Lihmry Df Dance ‘ - = a
ncin or
sianals. Beginnerss .:ma\d\?nncod Pupils. Records: r rgest Fro ess]}onSCh I
Adules ‘or Children.  Day or Evening BALLET o TAP OR STEP OO ‘ Imper:al Russian Ballet 00|
Acroatics Viusical Comedy. Tap ind INTERPRETIVE [J ?‘EZRZOBATIC i in BROOKL
tep{Clogging), et=Toenn ucing ORIENTAL O |
Staged € tent BALLROOM All Forms of dancing for
5?':“::5 OM:P:"EEE | = Children, Adults, Professional and
t -
iy personal BUpgestion 87, . cu: o asidis en e sty s e s e s Business Girls
Send for Booklet

Class Courses RIS L i, e e O & e o el e T e i - U M e e WL ae W ‘
Enspsrs 31 e $40 wncl up 1609 Kings Highway, Brooklyn, N. Y.
‘o;rg::,hm:‘stc:‘m;A;“‘;"M:Rwas::_‘:;u e o S NN SO Sy L R PR S e U e R P Tel. Dewey 8374 and Esplanade 2222




December, 1928 ‘TheDanceMagazine

FOREMOST
SCHOOLS of DANCING

Phileds Iphia, Pa. | Philadelphia, Pa. l Philadelphia, Pa.

A Luxurious Studio of Dance Arts!

For those susceptible to surroundings there  whose life-work is centered in the Art
lies true inspiration in the background of of the Dance. From December 20th to
the Mordkin-Phillips School of Dance Arts.  January 10th a normal Course for Teachers
The diversity of the courses may be judged  will be given under Mordkin's and Miss
by the recognized talent of the principals Phillips’ supervision.

and staff. Students of Ballet are given
the invaluable opportunity to train in the
Opcra Ballets of the Pennsylvania Opera
Company, to be directed by Mikhail

The entire brilliant faculty will instruct
in the varied types of work. Routines
will be given in each style. Write for

Dol Mathir, further information

formerly dan- Mordkin. regarding the unusual %
Cer The name of Mordkin is one to fire both  character of this splen- ~
u'-;i,-::ﬁu:h the ambition and the imagination of those  did course of training.
i LAen-
is and
Mikhail Mordkia, "ﬂ" ed
o{l'_::'bram persan- Shaun. M O R D K I N P H I L L I P S
ality. =
Edward
Professional School of Dance cArts , - Sl
Etiel Phillips ‘ Yo Aervoaiies
" professional 1723 Chestnut Street ’
dancer and
director of Other Studios — 4629 Frankford Ave., Philadelphia — Hote! De Ville, Atlantic City
renown = A J
N
"
-L—&-!‘—

Kansas City, Mo.
MARIE KELLEY

SCHOOL OF THE DANCE J

GRAND AVE.,
KANSAS CITY, MO.

“MARIE KELLEY DANCERS"
m
“LUCKEE GIRL”

| HARRIS THEATRE, N. Y.

LEWIS |

of Dancing

FLAUGH
4050 Main St |

Wheeling, W. Va.
li ' S Ry
: _ Alma Wilson Shafer
Philadelphia’s STUDIOS
ostcomplete [ LI U RITTS

fessional careers,
SChOO]_ Of fbe Acts fmd plays staged.

Write for further information

| 1425 Chapline Street
E WHEELING, & W. VA.

All Types
Phone

Valentine Kansas City Branch School:
5013 lnsmars . offering the student, the teacher and the pro- | Bteubenvitie. Ohio
o g . = M- 3 fessional, complete courses in every branch of the — —
Charlotte, N. C. dance art under internationally famous instructors. Detroit, Mich.
= Classes under:
B U R K H I M E R GAVRILOV LENORA STRELSKA Th Od
e : eodore |§.
SHOOL OF WIS DANCE | Ballet and Musical Toe Dancing J
l?mihf:gné?fnﬁcgf_?:l[{ o‘frﬂmg I.IB‘::::: | Pantomine Comcd}' and Adagiu S ] h
N B, Biaviianee Boud BEAUCAIRE JACK MANNING mit

Charlotte, N. C. | Spanish Dancing Tap Dancing

| Studios of

NOTICE OF CHANGE \ Dancfng

OF ADDRESS ‘

ROWN-Director PHONE

1520 CHESTNUT STREET ‘€52 iR
Our new advertising office is now g | Dallet-Spanis
established at 2716 Graybar Building, Texas Tcxﬂ 5 Russian.Greek
420 Lexington Avenue, New York || = oy ST . Oriental
City, where you are cordially in- Folk Dancing

it din ot | "SPROULE SCHOOL OF “DANCING | | Poonin

ORTISSOZSCHOOL fDANCI%

: ; NN F. SPROULE JUDITH T. SPROULE |

carefully in order to avoid delays | A i ; - Teacher of Spanish Dancing in the

incident to the forwarding of mail. ‘ Greek, Interpretative, Character, Ballet, Toe, Step and Tap Routines. | Normal School of the D. M. of A
GRACE ARONS, | Acrobatic and Ball Room Dancing. 474 West Warren Avenue

Advertising Manager

|
“A SCHOOL OF IDEALS” ; s
|
‘ | Beaumont Studio TEXAS Port Arthur Studio | Detroit, Michigan
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Steamboat Springs, Colo. l Steamboat Springs, Colo.

PERRY-MANSFIELD SCHOOL |

STEAMBOAT SPRINGS, COLORADO

Home of the Four Companies of Perry-Mansfield

Dancers—'‘High Lights'’, ""Color and Rhythm |

Co.’”’, “‘Squirrels and Girls Co."”, "Rainbow

Revels Co."”, ““Rhythmic Designs" Now in New
York and Touring.

Professional and Normal Courses in

DANCING - DRAMATICS Mae Murray in Fascination by Benda i
SCULPTURE : STAGE PRODUCTION | BEND A ;
Instruction in Horseback Riding, Swimming, Tennis. |
Separate Junior Camp DAN C E
NEW YORK CLASSES from NOVEMBER 1 to APRIL | REVUE
! 1 1 Buokle:_l:io Mitchﬂ Plncehbﬂlrgzg’;rk City | Pestiine M M i
5 il L vioreau, vic SNe an t
D . St Tt Mney | || toveliest of all the BENDA gicls. 7
BI»[A O “San i:'{.-:uuiacc.‘n <]-uts:.-nmiEm; .mr:lm!

i g event.” New Capitol Theatre. Sunday |
¢ Long Beach. Cal. Denver, Colo. afternoon, December 16th,
Dramatic Dancer Covering the whole stepping ficld from

- e - — — - b;lllc:lt. thru !':rm-l'prl'li\'c BENDA mask

| Toe TaAP . - . numbers .tr‘ the hot syncopated tap move-
o re W6 .00 || Lillian Cushing Ty sl 8
5 i, < 3 | 1] 83 -+ ¢} e O

ACROBATIC EA BaLLroOM | THE DANCE BENDA STUDIOS, Vitaphone Theatre Bldg:

Special Coaching to mﬁ E[H_:ﬁ & § A]][UIH_W 412°T }';j;ﬁ;‘“di“g | Masket at Tth, San Francisco |

| PfOfESSEUnaIS YCACHCRS OF SUCCESSFUL 4 7
§ T IIE TP WP IIE 1R § Send.for Booke VICTORINE DANCE STUDIO
K P iiz W Se, LONG UEACH CALIF, N 4 — : — ] | All Branches of Stage Dancing Taught

CIQSSIC == Nat"onal " " 3#“‘;;:‘.9(\':“1“"“. —Toe—Taps & Acrobatics.
- DANCE DESCRIPTI OFESSIONAL PRACTICE CLASSES
Musical Comedy BY MAIL Dancing Instruction Acrobatics
X S i i MLLE. VICTORINE PROF. M. H. ANDERSON
Dramatic —  Character — 265 ELLIS STREET Phone Franklin 3139
’“ “«MARION’S | SAN FRANCISCO, CALIF.
Pantomime — Eurythmics l AN GO Musical Comedy Dances”’ =
noow Complete Home-Study course, e e o Sraescics of TWELVE ESTELLE REED STUDIO
consisting of Booklet with 15 pgggzslsior;_l&[& STAGE R%‘fﬁﬁg - ‘FURW FRDFESSII]?IMS & Inl&gn:nrg .
= ; il ‘s A wit < structors persona A nt v te!
Send for Catalog | ?DS%‘ (?Sh-”dfglfiggmg position of EXERCIlsESd t‘g teachers to coach Estal%ofl:iula;r:u of her E.uﬂ?;;;ﬂ m?ﬁioﬂ' ;.
ect. 1L R 05 tudents. an eginners to inmstruct ps now appearing In So er
118 N. Larchmont Los Ange!es ‘ ¥1en;w1¥’csc;‘to t_tanc]c‘ crfecgy the alf‘ove COMPETENT INSTRUCTORS IN CHARGE
welve Protessional tage ancin; cts Ph
s ] TANGO MUSIG Flcucribcd by C‘horeogrnphy th:: L‘glesrly 466 G‘E:\::SID‘STH#EET
Lars Tongrs dics from Ao | 1 S g B S fe s | | s A Srses, Sheinomsas
= tine. Piano copy, $1.00. Full Orches- ranged to Musical Rhythm. The Dance y
= tration $12. Send money order to | Exercises also instruct Dancers how to Chio
RHEST c ] write down their own Dances in Choreo-
ER FRED LEQUORNE graphy and T;rg\cssc‘j?c;DDnnsca.
' " . 10. rice $3. Your Talent
CELESTE SCHOOL °~ DANCING 165:.5:“;"“;’;1:?;;’ vy e Developed for the Stage
rite for free list of Tango Music. . 0. Box 872 Stockton, Calif.
634 W.15™ST. LOS ANGELES. i Sl L || jimomdar e A m e O NELLENA

“Dances that Charm”——;

=‘ 3 HOOL O
‘Pa‘ndora Dances The Janet Dance Descriptions

SC F
STAGE DANCING
2200 Clark Avenue

BALLET, GRECIAN, ORIENTAL, NATIONAL
AND ALL BRANCHES OF STAGE DANCING

Dance descriptions of all types, for The Finisheqd Dancer and the Student -
;;I.il‘\-.ﬂ::::wl !umln:I wl:;n have fiad Delightiul Wee Folk Novelties Cleveland, Ohio
Send for list. Unsurpassed material
McAdam HELENE CALDWELL for young teachers
NonM;.&;osngsrﬁ-Dﬁ%ﬁ%S|omL Studio of Dance JANET STUDIO, SPRINGFIELD, ILL. “PEP” GOLDEN STUDIO
: 311 Vine St., Catalog for 4c postage .
First Normal School on Pacific Coast 5 L K S g o T e o )
Scores of G Ff,:lnfnl?o'{'!‘rnhe:rs. "Stage and - Chattanooga. Tenn, Professional Stage Dancing-All Ty pes
Screen Artista . P .
T s Classes in Social Dancing
Children a 5 alty. McAdam Mg lous s e SR .
AN i e S e New Orleans, La. Boston, Mass. Children’s Classes— Dancing—Elocution
332-334 5. BROADWAY, TUcker 3340 Lacdies" Health Courses

LOS ANGELES, CAL. : — =
HAINES & MORTON'S
SCHOOL OF DANCING

228 E. 5th St., Cincinnati, Ohio

1 DANCECRAFT
| at the Danceshop

Classss Al private lemons

— — — - —
[ R R heas ok o D et 730 Bosieton St. | FEODOROVA - HENTSCHEL |
for Stage and Screen S N BOSTON Russian School of Dancing i
Personal direction of et p“":"o:'“::?!“?h, i L | LILLA VILES iy CLASSICAL .
EARLE WALLACE AR 3 e BALLET
“The American Ballet Master” Washington, D. . Mf[w““k"e’ Wis. ADAGIO
PROFESSIONAL CLASSES DAY & = — = e ACROBATICS
EVENING THE YEAR ROUND TCHERNIKOFF - GARDINER THE G. M. CASKEY SCHOOL SEsR e

“Home of Well Trained Duncars” | & T ATNG
COURSE FOR TEACHERS Pt il
Send Stamp for (.‘ln:u];.ﬁ CHARACTER
f Thirteen IHustrate L
‘l‘l.mu‘l.\s.:-\h‘-}l eB. (all ty DLE.‘ —_—
Write for Catalogue |

B I
m‘us:au':::“{s. | 670 Oak St., Cincinnati, Ohio J

Etub‘iﬂlﬂl 1913 A | ——e - —

Foremost  Recognized
School of the Ballet
South of New York.
Training Approved by
Anna Pavlowa. Pupils
now Appearing in New
York Successes. Cata-
logue on Request,

1708 S S*. N. W..Wash. |

. EARLE VVALLACE
Siudior of " &g/ 1age Dancing

1025 W, SEVENTH ST, LOS ANGELES, CAL.

! VAndike 2067
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Chicazo, 11l | Ghicago; Tl | Chicago, 1
i . -
Edna L. McRae NICHOLAS TSOUKALAS
SCHOOL OF THE DANCE Greex  CLASSIC BALLET ScHooL
Day and Evening Classes 334 SO0. WABASH TCHICAGO, ILLINOIS™
AN )
—a— ?‘1 ﬁf ;;., 7 AW
Ballet, Character, Tap and T T
Ascabatia | OTED dancers of all time have achieved
their success by the help and inspiration [ i &f
s | of some master-teacher who guided their ef- SCHOOL OF THE DANCE
617-618 LYON & HEALY BLDG. | forts by his superior knowledge of technique. Open all Year
| . " . s 3s 624 So. Michigan Boulevard, Chicago
Phone—[Fabash 3772 | Nicholas Tsoukalas is now guiding the young Telephone Harrison 2029
il > 6 o . dancers of today and helping them to attain — |
| even greater ability than was possible in the — PAVLEY . OUK 5
| 2 - . s o - OUKRAINSKY
GEORGES . past. Four pupils are now with the Chicago SCHOOLS |
MANILOFF Sovis Stowes Compmay: XMAS COURSE. |
Acrobatic Circularuponrequest,
Adagio A request will bring to you a booklet on Grerk 717 Lyon & Healy
Athenacum_Building | - Crassic Dancing, beautifully illustrated in colors ey o
50 . Van Buren St. | [ | 4157 W. 5th St
Suite 512 Wabash 9386 | 1 Los Angeles, Calif.

DEARBORN 9134

S GLADYS BENEDICT
NORMAL SCHOOL of DANCING §

301 Capitol Bldg., 159 N. State St.

_ _Da—ncers—Teachers—-Students ll o . K E I T H

invites you to visit his

Complete Courses in Every S o : L S .
Style of Dancing would you be interested in a complete library of dance SCHOOL OF DANCING
Diplomas . lgo:;?ll:!l-;ns Secured I'E‘COI'dS SpECIﬁcaHy arranged for the di:lnCEf, teacher For Beginners and Professionals
= 3 3 al‘ld st Udent? Handiest and Largest Loop School
; - Where You C:lm Cnt1|§.l[1 .Enky Time
Stay as long as You Li
THE GLADIS HIGHT SCHOOL Will you suggest the type of music you would want e Tl

Daily Professional Course 10 hours—$10 included n SUCh a iibrary service fOl’ dancers, teachers ACROBATICS, STRETCHING

M Cours dncludes  Advanced  Technigue, "
A P s, Ma:;;,u;;;::m and students of dancing? R Tt s
P — 00 - -
:::t;ﬁ?i?::h“:gisﬂ s~ 300 The editor of our Music Mart Depart- Be Sure of Success—See Us
] ment has suggested that we compile this 6 E. Lake St. DEArborn 0134-0135

information, and we hope that you will
fill in the Questionnaire below and return

(Formerly Russian
Imperial Ballet)

CREATOR OF | to us. \h%i%((?lag%A
DANCES FOR CHILDREN - . . 2 5 J
Flaai—Elsi  Whitcomb—Composer (There is no obligation entailed. We will mail those School of the
A ot who reply a handsome art reprint of a painting of P i
ne: el . SOE. Vs St
Send for Catalog List | Anna Pavlowa by Carl Link.) 59E. Van Buren St.
Buffalo, N. Y. e e e e —QUESTIONNAIRE === e e _South Bend, Ind. _
I Y Miss Grace Arcms.. : MARY GRACE MOHN |
o Arthur J. Gunk~| || TmDweeMageioe, | School of Dancing |
DANCING MASTER i 420 Lexington Ave., New York City Ballet, Spanish, Toe, Acro-
Ballet Technique—Musical Comedy | Are you a teacher of dancing? e e [ batic, Tap and Stage Routines |
Tap & Step—Social | Do you use a phonograph for teaching? .................. FINE ARTS STUDIOS !
DELLWO(?D BALL ROOM ‘ Are you a student of dancing? 0 L.....ii..iiee.s South L}‘;Emw Hackn Sti sy
Main St. at West Utica, Buffalo. N. Y. | Do you use a phonograph for hoime DEactice? * ..vernne.s. == ,
Jacksonville, Fla. Are you a professional dancer?  L............. o Houston, Tex.
S = e Do you use a phonograph for practice? ... ... ... .. A
| G ARY FORD Please indicate the kind of music you use and wish included in a Library of Dance In Texas il's |
Records: | THE TRUEHART STUDIOS |
STUDIO OF THE] DAN::E: | BALLET o TAP OR STEP O for Professional Stage Training |
= H mn- NE o 2 LA JEST AN 8T E PR
E}i\'i\lu{:ﬁsinﬂ-{:n_‘l‘l-Tn INTERPRETIVE 0O ACROBATIC O | :)1\:.::':\??;“:::{ :\. 1‘7;? :“;T:’l-l;-?t;[\]‘:sl
" ORIENTAL 0 JAZZ 0 . M. and Mrs. Billy Truchart
1l h ical arli
TEACHERS' s e i —
- (EOUR.]SEﬁ e ' give personal instruction ;
nm’,f.]‘ﬂ.s ,1';;»':.1”::.. i My personal suggestion is: ... .......o. A AR e R s T RS e S ACTS WRITTEN, .
fessionally_in Re- || || STAGED and PLACED
vues and Presenta- = |
tions, Name o gt A e D e I A e e e R R S THE TRUEHART STUDIOS
Acts Created, Rou- 3
= tined and Produced Ballroom end Stage Dancing
2639 Oak St., Jacksonville, Florida | Address. . ......o00iienn. SR ek e | HOUSTON TEXAS
Phone 7-1337 =~ | e ces R OF A 2 LN DA il I L 4.5
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StoNE

HERE is probably no

American comedian who
holds just the place in the
hearts of his audiences and co-
workers that does Fred Stone.
The theatrical world did not
hesitate, therefore, to demon-
strate its sympathy when he
crashed in an airplane not long
ago, and it was doubtful if he
would live. Broken bones bid
fair to prevent his ever dancing
again. He soon proved that
his indomitable trouper’s spirit
was not so easily broken. He
showed immediate signs of re-
covery. But—he could not go
on with the new show, in
which he was to appear with
his daughter, Dorothy. Dis-
aster threatened, but Will
Rogers, one of Fred Stone's .
staunchest friends, volunteered
to take his place. Not only
that, but he refused to permit
his name to be billed over that
of the daughter of his friend.
The show, entitled Three
Cheers, opened this month in |
New York.

Fred and Dorothy Stone in the famous duef from
Stepping Stones

James Hargis Connelly

I

{aroid Stein

Will Rogers in a pose with Dorothy Stone, taken during the rehearsals of
Three Cheers

(At right) Dorothy Stone herself White

10
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DeriNniNg Our CriTicAL ATTITUDE

An Editorial by RICHARD HOYT

CRITIC, be he literary, musical, art or dapce, is
in the position of a man suspended in mid-air by a
slender rope. He would like to be on the ground,
‘but he doesn’t want to get there by falling. In other
words, a critic has not only to be honest with those who
read him, but he must also avoid deliberately injuring the
artistic or commercial welfare of those upon whom he is
leveling his critical microscope. e
Broadly speaking, there are two fundamental critical
hypotheses, and they are basically opposed the one to
the other. Either, is this thing worth seeing? Or,
is this thing a financial or popular success? It may, and
does, occur that many creative efforts are not only well
worth seeing, but are also great popular successes. And
vice versa. But in the critic’s mind there should be a
decided attitude: whether or not he is analysing from the
viewpoint of pure artistic merit,
or a stand of popular appeal.
Let us apply this declaration
of principle to the critical prob-
lems of TuE DANCE MAGAZINE,
speaking first of the serious
types of work. On the face
of it, it is absurd to apply the
popular - appeal test to this
branch of the art. Why? Simply
because ' there is not an artist
nor an entrepreneur in the world
who will deny that, even in this
day, though with some excep-
tions too rare to invalidate the
admission, serious efforts in the
dance do not attract huge
crowds. Therefore, efforts of
this classification must be re-
garded solely from the point of:

shows. In this case the critic must judge whether or not
theatregoers will like the production, and will enough
of them like it to make it a financial success? After all,
musical shows are produced to make money. Therefore
the critic must give his estimate of its chances for being
what it is meant to be.

Such are the critical attitudes of Tae DANcE MAGA-
zINE, and it endeavors to state them with the greatest
sincerity and clearness. Critics who hedge, and de-
cline to commit themselves (and there are many such)
do not deserve to have the critical function vested in
them. They must stand or fall by their own trained
opinions, and fear of being wrong must not prevent
them from remembering that they are looked to for a
definite pronouncement, and not a series of witty but
ineffectual clichés.

There is much to be said on
the question of whether a cri-
tique should be a record of pure-
ly individual reaction or should
endeavor to be a reflection of
general opinion. The two must
not be confused, for it is impera-
tive to bear in mind also that a
critic is, by tradition, regarded as
the crystallizer of judgment. It
is only by reference to the writ-
ings of critics long dead that we
are able to discover what was
thought of artists of a past day.
So now the critic is supposedly
the embodiment of expert opin-
ion and exerts power in accord-
ance.

The critical attitude of THE
DANce MagAziNE has here been

are they worth seeing?
Tue Dance Macazing does
not apply this test to musical

Photographic reproduction of a painting by
Usabal, noted Spanish artist, of Medrano and
Donna, vaudeville and night club dancers

defined, in the belief that a
clouded issue has perhaps been
cleared up.
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Pack Brothers

I

O one knew the real Maurice.
That is, no one outside of his
intimate family, and myself . . .
his widow. Oh, there have been
innumerable stories in news-
papers and magazines throughout the world,
for Maurice's life seemed to be one shining
glare of publicity. Publicity that would
never let him alone. Publicity that followed
him all over the universe, and like some
sinister ghost stood by his side until the very
day he died. And what publicity? Inter-
views that did not furnish one true word,
that never gave the public an inkling of the
real Maurice, for how were the well-meaning
reporters to know that the suave gentleman
was in reality a complex person . ... three
different individuals. Yes, that's what I said.
Three. I knew them all, and so I am writing
this story. I want the public to know
Maurice, the lovable Maurice, as I did.
There was Maurice, the polished gentle-
man who lightly danced on a ballroom floor.
That was the Maurice whom the public
knew . ..a metropolitan idol. The soft voiced
man with practically a street up-bringing

who acquired a culture that far surpassed all
the college bred society scions 1 ever met,
and I have encountered many. I don't think
there is a man in the world today possessing
the dauntless courage of Maurice. Every-
thing he knew he picked up by himself, and
he spoke French, Italian, German and, of
course, English. Nowhere in the universe
was there such a perfect host, and no man I
know can address a woman with the sweet
irresistible charm that belonged only to
Maurice. There he was, the man you, the
public, knew; the well-trained puppet.

The second Maurice was the one 1 came
to know when we were engaged. The mis-
chievous little boy Maurice. The big kid
who would throw off his sober grown-up
ways when the public was once out of sight.
This was not Maurice, it was Maurie, the
impetuous, impulsive boy with his childish
practical jokes. Maurie, the hot-headed
young lover showing youthful, heedless in-
difference as to what the public might think
of him.

Do you know that, although Maurice
actually received fully as much, if not more,
publicity than any wellknown dancer, he
never kept a press book? Maurice acquired
limelight. It was part of his business, but

12
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the boy, Maurie, never under any circum-
stances read the accounts and reviews, good
or bad, of his work. He felt he was doing
his best, working his hardest to develop all
the finer points of ballroom dancing. What
anyone else thought did not matter. Not
that he was adverse to criticism. Oh, no, he
was always willing to listen to anything that
would help improve his dancing, but he
simply was boyishly indifferent to publicity.
At heart he was just Maurie, a trusting
wide-eyed child, one who believed there was
good in everybody and never allowed himself
to see the bad. One who was really too
straightforward to battle with the intricate
elements of today’s business world. That
was why Maurice had so many hard knocks.
The little boy in him could not conceive of
anyone doing the least crooked little thing.

Finally, that last trait brings me to the
third Maurice. The sad Maurice I came to
know as a husband. For he was sad. Always.
That kind, tender, loving husband who had a
keener sense of goodness, a greater apprecia-
tion for beauty and the best things in life,
than anyone I ever met.

I remember being in a crowded room with
him. A room filled with the raucous sound
of many voices mingling with the shrill loud
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noises of a jazz band. Suddenly Maurice, a
champagne glass in one hand, walked to the
glass door of the huge French window, and
looked out at the sky with its millions of
twinkling stars.

Clasping my arm within the crook of his
own, he gazed at the heavens, sighed a bliss-
ful sigh as if his thoughts were miles away
from that party, and said, “Angel, isn’t it a
beautiful night? Did you ever see such a
beautiful night?”

The third Maurice was always the dreamy,
romantic artist. As James Branch Cabell
says, An artist is one who depicts things
not as they are, but as they ought to be.”
And Maurice was ever viewing things as
they ought to be, and disregarding them the
way they were.

For example, there was myself. I, an
average human being whom Maurice placed
upon the pedestal of his dreams and wor-
shiped, as only he could worship. He
thought of me as his ideal woman, and I
cared so much for him that I instinctively
understood what he liked, and in reality tried
to be that very ideal, thus playing up to his
imagination. I found myself being the
essence of kindness because he thought I was
kind. He would say, “She is goed to every-
body. My little angel does everything for
everybody.” Now in no sense of the word
have I ever considered myself a little angel,
but the fact that the artist in Maurice per-
sisted in attributing angelic charms to
Eleanora Ambrose, and saw me not as I
was, but as I “ought to be,” made this
Eleanora Ambrose kind to everybody. I
tried to imitate the virtues I should have
possessed. The patience, the meekness, the
bravery, the generosity, the everything that
was wonderful which Maurice so clearly
visualized and thought radiated from my
very being. Miracle of miracles in the act of
pretending to be as I “ought to be,” I
actually became, for the while, a kind-
hearted person endowed with all the mar-
velous qualities he felt I really had. And so
[ lived with Maurice, and it seems now I
lived my whole life with him. A lifetime
crammed into those all too short months; a
life time, as in a dream. It was something
like a great play wherein I was always trying
to please him, praying he would never be-
come disappointed in me, as he had become
disappointed with life. Cruel, mean life that
constantly refused to play up to Maurice’s
expectations and pretend it was perfect.
Maurice, disappointed Maurice, who wanted
to see only the good and beautiful things, and
was forced, against his will, to look at the
bad and ugly.

So there you have them. The three
Maurices, who lodged in that prison of flesh
known as Maurice Mouvet.

Then he became so very ill, and we were
alone in Switzerland. Alone with the stern
mountains, the cold powerfu] mountaing and
God, then it was that Maurice told me of the
hardships he suffered during his boyhood.
And I, amazed, would look around me.
Doctor bills amounting to a thousand dollars
a day, expensive cures, luxurious hotel suites,

diamonds, beautiful clothes, costly furs,
automobiles, everything one’s heart could
possibly desire in the way of wealth. It was
difficult for me with my limited imagination
to picture Maurice, the rich Maurice, the
world-wide idol, sleeping upon a park bench.

But he did sleep on a park bench, in that
far off youth when his last name was Mouvet,
and people called him Morris. He was born
in New York City. His mother was Belgian
and his father, French. When he was four
years old his mother died in New York, and
all Maurice really possessed was his brother
Oscar. A lovable little boy with the heart of
a mother, for it was Oscar who tried to be
everything to Maurice; it was Oscar who
grew up to love Maurice more than anyone
else in the world.

After their mother’s death the father took
Maurice and Oscar back to Europe, and
when Maurice was but six years old he and
his brother were sent back to a school in
England. A six-year-old motherless baby
placed in a rigid. strict school. No wonder he
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ginning his life was sad. There, in the school,
at the extremely youthful age of six, Maurice
first commenced to show a natural talent for
the stage. I firmly believe that all great
artists give ample evidence of their gifts at
an early age. Woriters scribble little
mature verses and fairy tales, painters draw
tiny pictures, but nevertheless pictures, and
Maurice was no exception to the rule, for
Oscar, the everobserving, faithful Oscar,
told me that Maurice would use his recrea-
tion time, not to play rough and tumble
games with the boys in the yard, but to sit
in front of a mirror, and imitate the various
amateur performers who appeared in the
shows they gave at school. Oscar, catching
the budding young actor at his private
mirror performance, would become very
angry, but never said anything for fear the
other boys might make fun of Maurice. You
see, right from the start, Oscar also had that
feeling to shield Maurice from the nasty
things in life.

im-

Strauss Peyton

Maurice and Eleanora Ambrose, as they appeared when dancing together, little
over a year and a half ago
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Suddenly their father disappeared and was
gone for seven years. So Oscar now played
the role of both mother and father to fourteen-
year-old Maurice, when the brothers ran
away from school and fled to Paris.

It was in those early difficult days that the
two of them came to know and love Paris
with a love that never could be diminished.
Oscar first worked as a doorboy, and divided
the little money he earned with dark, sober-
eyed Maurice. The latter would immedi-
ately sacrifice food, and spend the money by
going to the theatre. The lights of the stage
kept him enthralled. Acting fascinated him.
No matter how cheap the seat, no matter how
great his hunger for plain bread, he would
enjoy to the utmost the antics of the per-
formers. He forgot that gnawing feeling in
the pit of his stomach and he forgot his
poverty, as he watched dancers step to the
rhythmic movements of the day. Just by
this close concentration he learned to dance
himself.

I understand that is the way George
White first began to hoof, and Fanny Brice
to create her inimitable comedy antics,
merely by watching other people.

The magnet of the theatre held Maurice,
while good conscientious Oscar worked in a
bakery, living in the basement of the place.
When the boss went home at night, Oscar
would raise those funny shutter-like doors
that adorn the Parisian cellars, and whistle
for Maurice. The whistle being the signal
for Maurice to come down and join his
brother. Oscar would then wash Maurice’s
clothes, and scrub his hands, face and neck,
as he played mother to the younger boy.
Due to the bakery job the brothers lived
entirely on cake for I don’t know how many
weary months, and I guess that is the reason
why Maurice forever after disliked sweet
pastries. Sometimes by way of recreation
they would go for long walks in the rain, but
more often they stayed huddled in the cellar,
just two lonely motherless children.

At length they deemed it wise to invest
in a great luxury. Thereupon they paid the
enormous sum of one franc to have the
exalted privilege of sleeping in a small attic
room in a Paris house, where the majority of
the newsboys and other urchins congregated,
all sleeping together on the bare, dirty
boards of the hard wooden floor. Maurice,
the trusting baby, would cuddle up and use
Oscar’s stomach as a pillow for his head.
During Oscar’s few off hours they would
take walks along the streets, pausing for
long moments in front of rotisseries, while
their little noses were strained against the
glass windows, and their huge staring eyes
were glued to the brief glimpse of the
luscious-looking poultry revolving in front
of the bright fire. They would stand there,
a forlorn couple, gaping, and wondering how
in the world it must feel to eat a chicken.

Eventually Maurice, using Oscar as a
model, got himself a job as doorboy in front
of a well-known café in Paris. The require-
ments of this position varied. He was sup-
posed to open the doors of the carriages,
whistle for cabs, do any and all errands. In

short, he was to make himself useful. I can
see him now, how he must have looked,
standing there, proud and straight and tall
in his gilt-buttoned uniform of the café. He
always possessed style, and I am sure, even
then, he wore his cap at a better angle than
his fellow doorboys.

Now in order to do the errands, doorboys
were supposed to have bicycles. Poor
Maurice got hold of an old, old one. Not
second, but perhaps sixteenth-hand. It was
ready to fall apart, and at the sight of this
antique, the stern manager of the café in-
formed him that he must purchase a new
bicycle or lose his job. Maurice’s lips
trembled, and for the first time he saw that
life was not all it is cracked up to be. How
could he get a new bicycle? He had no
money. He pondered over the problem until
an impish light glowed from his eyes. That
same little-boy look which I grew to love so
well. You see, Maurice remembered that
many famous and wealthy people
frequented this particular café.
Among the guests was Mr. Van-
derbilt, the Vanderbilt. And
Maurice with the aid of his
glorious imagination figured that
if he allowed Mr. Vanderbilt's
carriage to run into him, and ruin
his bicycle, and if he cried a great
deal, perhaps the millionaire would
purchase a new vehicle for him.

Like a general Maurice planned
his campaign. Somehow he found
out exactly what evening and
what hour Mr. Vanderbilt was
expected. Then at the sight of the
well-known carriage he dashed

Maurice and Eleanora Ambrose on

the porch of the hotel in Davos,

Switzerland, in 1926, just prior to
their marriage

(Below) Maurice in his famous drug
fiend's dance, performed in cafes
all over Europe
Maurice Goldberg
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forward on his rickety wheel. The horses
came prancing towards him. The cabby saw
Maurice coming and tried to stop the ani-
mals. But it was too late. The bicycle was
smashed to bits, and Maurice lay in a dark
little heap under the horses' feet.

On the pavement groups of gaily dressed
women and high-hatted men hesitated in their
leisurely paths toward the entrance of the
café to glance casually at the huddled figure
in the gutter. Among those who passed
and did not stop were some who years
later were to feel flattered when Maurice
smiled and spoke to them. But now-

Maurice’s encounter with Vanderbilt, his
rise from poor street urchin to world-renowned
dancing star, his experiences with famous
women, his precious dancing secrets, will be
told in the next installment of MY MEMORIES
OF MAURICE, in the January issue of Tur
Dance MAGAZINE.




December, 1928

SrAaIN's BRIGHTEST STAR

So the Author of This Inside Personal Interview
Rates La Argentinita, Who Invited Him to Shoot
Her at the Age of Thirty If—

By W..ADOLPHE ROBERTS

N Latin languages, the term

“amateur™ carries a meaning un-

known to English. It signifies

a person who holds in peculiar

affection some art, or craft, or
sport, which he does not himself practise.
He makes himself somewhat of an authority
on the subject, ardently admires the star
performers, is a tireless spectator, a friendly
critic and a collector of memories. This is
the opposite of an amateur, as we use the
word. It also implies a more subtle de-
votion than is conveyed by “fan" in current
Americanese.

Well, in the Latin sense, I am an amateur
of Spanish dancing. And, like all such
hobbyists, I have succumbed to a favorite
artist of the moment and am willing to go to
the mat with anyone who contests the
justice of my choice. I hand the laurel and
the palm to La Argentinita, the amazing
girl who enthralled Spanish audiences when
she was little more than an infant, went
on to the conquest of Paris four years ago,
and is now, I hear, booked for an early
engagement in New York.

When 1 first saw her on the stage of the
Alhambra Theatre, Paris, she was just a
name to me. But I was so electrified by
her dancing that I returned on four successive
nights, to enjoy four magic half-hours of her
act and to flee the tiresome vaudeville that
made up the rest of the bill. After that, I
followed her to various music halls around
Paris and would have trailed her back to
Spain if my business affairs had not made it
impracticable.

It is rather difficult to explain to the un-
initiated how one Spanish dancer can be so
much more alluring than all others. The
art itself is traditional and rigid, a sort of
cult, and this might be thought to place
competent performers on a common level.
Such is not the case, however. The devotees
of Spanish dancing do not expect novelty
in the steps, which became fixed long ago.
They give their applause to technique
that is illumined by the personality of
the interpreter, to flame and verve and tragic
intensity. Physical beauty does not count
for a great deal. It is better for an artist
to be ugly and interesting than merely pretty.
Argentinita has an exquisite body, but a
face that is of the people, fierce and sad.
This is an ideal combination for a Spanish
dancer.

I chiefly liked her sevillanas, her ribald
flamenco numbers and the fire with which

!

La Argentinita in two typical poses.
The one at right is from her Argentine
gdaucho dance, and the one below
from a regional dance of Spain

she danced the jota aragonesa. Her work
both with the castanets and her heels on
the boards was remarkably vivid, creating
an effect of strength and passion. In her
sure hands, the castanets were literally a
musical instrument, varying from the faintest
of whispers to a sonorous clamor. She
offered gaucho dances from Argentina, as well
as tangoes, stark and simple in pattern, as
these were done in Spain before the South
Americans appropriated the measure and
added frills to it. But, in addition, she
spoke pungent monologs. She sang folk
melodies. Her versatility was something
almost unheard of in a bailarina.

It will be readily understood that I wanted
to meet La Argentinita. I told this with a
certain naiveté at my Latin Quarter café,
and it came to the ears of a Spanish sculptor
named Hernandez. 1 had been to the
studio of Hernandez, a picturesque, burly
man of short stature who had once been 2
bull fighter and who was now famous for
carving wonderful figures of animals in
diorite, the hardest stone known to the
geologists. He hunted me up and said this-

“I hear you would kiss the hands of La
Argentinita. Since you have the good taste
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to see that she is the very greatest
of our dancers, I would feel shamed
if 1 did not offer my services. She
is an old friend of mine. Leave
it to me to arrange a meeting.”

My reply was couched in less
flowery terms, but I was sincerely
grateful to him, and a few after-
noons later he took me to the
hotel where she was staying on
the Grands Boulevards. La Argen-
tinita joined us around a table
screened by potted palms, on a
little mezzanine balcony.  She
might still be seated opposite me, I remember
her so clearly: The nervous vibrancy of her
movements, her shapely arms with their
suggestion of muscular development, the
even golden-brown of her complexion. Her
hair was jet black, and her eyes almost so.
A faintly aquiline nose struck a Moorish
note among her otherwise blunted features.

I began by telling her in labored Spanish
how much I admired her dancing. She
received the tribute with a sort of polite
hauteur, as though it were nice to hear but
an old story. I then asked her, somewhat
at random, what qualities went to the making
of a good dancer. Her reply was a speech
of astonishing eloquence, delivered in a
rapid-fire idiom that it was not always easy
for me to follow. But Hernandez leaned
forward dramatically, his head to one side,
and whenever he saw that I had missed a
word he hissed the equivalent to me in
French.

“You must be born with a gift and love
the art profoundly,” said La Argentinita.
“You must give dancing the first love of
which you are capable after the love you
bear your mother. Then a teacher should
take you when you are very young and work
you more mercilessly than a slave. A
sheltered, petted childhood is not for you.
(Continued on page 51)
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A scene from one of the Javanese Wayang productions.
Wayang is a body of three hundred performers drawn entirely

from the noble class

The

OpteNTAl-DANCING

To What Extent Has This Country Reacted
to the Rythmic Art Influence of the East?

O the casual observer the dif-
ference between the Occident
and the Orient in the realm
of the dance lies in the fact
that the West uses its legs
and the Fast uses its arms. The perfect
dance, therefore, is a combination of both.

The West has used its legs in running
about the earth, gathering material posses-
sions with its great dynamic energy, for
hundreds of years, while the East has sat
and meditated, expressing its subjective
moods in terms of the head and shoulders
for thousands of years.

The Greek running dance with its joyous,
natural beauty of body and its elemental
rhythmic freedom will always have for us an
instinctive and lasting
appeal. This dance an-
swers the need of our
pent-up, repressed, arti
ficialized urban life.
[sadora Duncan, in one
marvelous gesture of lib-
eration, united us with
the pagan beauty of the
past. For generations
our religion, our clothes,
our architecture and the
total round of our civil-
ized life had slowly but
surely atrophied and
starved our natural in-
stinct for joy in the
beauty of nature. We
had read wistfully in
college, and out of it, of
the beauty of the ancient
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By RUTH ST. DENIS

—

This article, by the Ameri-
can dancer who has done
more for Oriental dancing in
America than any other, is
the second in our series,
Dancing Before the American
Public. The next follows in
the January issue.

The delicacy of the Japanese temperament is well pictured in this pose from a dance
by a ballet of Japan
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life of the Greeks, but there had been no
vital personality to establish a relationship
between the joy and bodily freedom of
that ancient culture and our contemporary
life. Since Isadora’s first revelation of this
ageless beauty of rhythmic play, the whole
of our modern life has become interpene-
trated by the spirit of that pagan abandon,
one form of which is the simplicity and
effortlessness of what we call the Greek
dance.

I believe that every child should have the
simple but necessary environment to express
its early years in this Greek dance. It
is the instinctive response of our unity
with the tides of the sea, sighing of wind
through trees, and above all the natural,
conventionalizing into
steps of the beating of
our own hearts. The
freer and less technical
that this type of dancing
can be kept, the better;
it is the very spirit of
childhood in its deepest
sense, and this spon-
taneous spirit should
not cease with child-
hood but should be kept
through the whole of
life. We should dance
as long as we breathe.

Standing on the op-
posite pole from the
beauty of the Greek
dance is the beauty of
the subjective gesture
of the Orient. Here the
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body is used as language, in the
West it is used as experience. One
is a manifestation in time and the
other a symbol of eternity.

The reason why the Buddha
posture of meditation—symbolic of
the entire Orient—has the com-
pelling power that it bas is that
in that pose is conditioned the
cessation of man's life as physical
and the symbolizing of his life as
spiritual.

Of Oriental culture, Japan and
India, though unrelated in method,
have the greatest contribution to
give to our American dance.

The outstanding feature of
Japanese stage art is their under-
standing of composition and prin-
ciples of spacing which runs through
all their art, and the achievement of
perfect bodily balance which 1 be-
lieve is equalled by no other school
of physical expression. Their amaz
ing combination of simplicity of
method with incredible richness

and beauty of production make for
the -very highest of conscious art.
They know what they wish to
express and how most efficiently to
express it. The thoroughness of
character that is revealed in all of
their art is a symbol and a lesson to those of
us in America who waste our lives and
energies in futile forays into any and every
novelty or short cut to success, and in the
end achieve nothing of eternal or permanent
beauty.

The Japanese is both the German and the
Frenchman of the East. He is the German
in his direct, thorough, definite application
of means to ends, and he is French in his
subtle appreciation of objective beauty and
his need for it in the least detail of his life.

India’s gift to us is by another way.
India reveals herself only to the patient, to
the studious, and most of all to the lover.
India’s art in almost all of its phases is the
by-product of her realization of the Self,
and it is only by some responding
gesture of our souls—not of our
bodies—that by entering in to the
spirit of India may we draw back
into ourselves some qualities or
vision of beauty that touch eternal
things.

We cannot learn of India through
the senses; there is no public
dancing, there is no drama, at least
for the Western student to see.
Song, which is still alive, is shy and
reluctant to yield itself to the eager
but hurrying ears of the West.
Outside of the Tagore School of
painting there is little to grasp
that can bear immediately upon the
needs of the dance artist of the
Occident. But in the eternal litera-
ture of India will be found a quiet
fountain of self-realization that from
time to time throws up its iridescent spray
in dreams and visions of strange and some-

Ruth S5t. Dernus, author of this article, Mei Lan-fang, one of
Japan's greatest male dancers, and Ted Shawn, taken on the
stage of the Pavilion Theatre, Pekin, China, when Mei Lan-fang
and his company gave a special performance in honor of the
Denishawns

times awful, beauty, that only the subjective
consciousness can reveal.

The greatest influence that the Oriental
dance is baving in America is, curiously
enough, not on the dance itself. It is in the
interest in things Oriental that it has gen-
erated. There are magazines, books, ex-
hibitions of art objects, shops, that twenty
years ago did not exist. [ believe that some
of this interest in an alien culture has been
due to this introduction of the Oriental
dance in America. We have come a long
way from the Midway Plaisance of the
Chicago World's Fair in our understanding
of the East and the motives of its life.

Another scene from a Wayang produciion
based on certain legends, and are repeated frequently
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During our years of touring in
America, during which we have
given many Oriental ballets, much
interest in the art and philosophy
of the Orient has been expressed
by our audiences. In the Orient
itself, during our tour of India,
Java, China and Japan, the fact of
our performing our own Oriental
ballets created an interest in our

native audiences that an entire
Occidental program could not have
done.

The result of this influence

perhaps, would best be seen in an
hypothetical illustration. If, today,
a Siamese Ballet, a Japanese play,
or a Japanese Wayang—all forms
of the dance—were brought to
this country, I am sure that a fairly
numerous and sympathetic audience
could be found for such per-
formances. Twenty years ago such
audiences would have been con-
spicuous by their absence, the
critics who may have attended such
performances would have been at a
total loss for any standard of criti-
cism for an art so perfect and yet
so remote from our understanding.

Mr. Shawn and 1 are hoping
that the great Mei Lanfang of
China, the dramatic company of the Tokyo
Imperial Theatre and the Wayang of Java
will one day reach the theatres of America.
They would be a revelation of the culture
and discipline of these ancient races. They
would bring an understanding and a sym-
pathy for these peoples that no political or
academic course of training could possibly
achieve. ;

In the least gesture of the fragile hands of
Mei Lan-fang is contained the epitome of the
traditional beauty and aristocracy of China.
Through the great popular appeal of the
Japanese romantic dramas is engendered
{Continued on page 62)

All of these aramatic dances are
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GHIS young American danseuse has been
absent from the home grounds for more
than a year, having appeared in London
musical productions. Recent word from her
discloses the fact that she is contracted to
appear in C. B. Cochrane’s new English
revue, This Year of Grace, which will also
contain Beatrice Lillie. The revue is now
running in London, but will arrive on
Broadway the early part of November, after
having been, we understand, somewhat
remodeled for American taste.

Miss Vitak's previous work in this
country has made her popular with our
native audiences, and they will be glad to
see her back.

Rayhuff Richter
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Maurice Goldbere /

Adolph Bolm |
has outlined in |
this article what
he,asChairman
of the Dance
Committee of
the World's
Fair, has so

far accom-
plished

A facsimile of the letter from Mr.

Bolm to the Editor of The Dance

Magazine, inviting him to become a

member of the Dance Committee

T is my fortune to bring you glad
tiding of happy possibilities in
the near future for our beloved
art, the dance. Ever since I
heard of the plans for the Chicago

World’s Fair I have been dreaming of making

the dance one of the most important mani-

festations of that occasion.

Painting, sculpture, music, architecture,
have always played a big part in great
expositions. The dance occupied only a
small place and was mostly represented by
natives of the primitive countries or the
Far East. But even this little that was
shown made an everlasting impression upon
those who saw them and also upon many
painters and writers who have left us their
immortal paintings and poems, and upon
composers who have caught the spirit of
their music and have used their melodies in
their own works.

At this Fair I want to see dances of the
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The DANCE at the WoORLD’S FAIR

Already Plans Are Making for the Chicago Exhibition
in 1933~~Read What Will Be Done for the Dance Art

world which have been created through
many centuries by the different nations, and
also all the forms of the dance of the theatre.
I will not speak here of all the glories, of the
many changes, or of the decadences of the
dance, but I must point out that at present
there is a renaissance of this art and a great
new development of its various forms in all
countries of Europe and here in America.
At the time of the Fair it will probably
reach a still higher development and will
rightly occupy the prominent place assigned
to it.

I began talking about my vision and people
became more and more interested until
finally I was able to bring it to the attention
of the General Committee of the World’s
Fair. My project to give the dance an
important place at the Fair was met with
enthusiastic approval as it fitted in splendidly
with the general policy of the Fair, which
is that art and science are to be stressed. I

L9

By ADOLPH BOLM

was asked to help in forming a
special committee consisting of com-
petent persons on this subject—
choregraphers, writers, composers,
painters, critics and connoisseurs.

It was decided to enlist general
opinions and suggestions of recognized
authorities on the dance, persons of
real erudition and appreciation in the
domain of this art, to consider what
would constitute a real contribution
from each country and through what
organizations of balletsor folk dancing,
groups or individuals this art should be
represented, which works, ballets, pageants,
pantomimes of the past or present, should
be staged, or whether new works should
be especially written for this occasion. We
have already written and are writing letters
to ballet-masters, dancers, critics, writers,
editors of dance and art publications, directors
of operas and theatres where the ballet
and the dance are well represented and to
presidents of folk dance societies in all
countries.

Many theatres and auditoriums will be
built, ranging in size from a seating capacity
of five hundred to ten thousand. One of
them will be a Greek Theatre where Greek
(Continued on page 49)
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* Maurice Goldberg

Adolph Bolm understands the needs of

the World's Fair situation, because of

hia_inrernarional reputation as a dancer
and ballet-master
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ILLUSTRATION 11

NALSE - BEUETTE

A Waltz Number on Toes Arranged and Danced by

PATRICIA BOWMAN

Routine Described Formerly of the Fokine
by Ray Moses Ballet, now Premiere
Danseuse of the Roxy

Theatre, New York

Introduction

Run in to center-stage from left side . 1- 6
Pas de bourrée turn right, in place . 7- 8

Slow bow to floor with right foot back,
weight on right knee . . . . 0-I0

Rise slowly, arms waving above to the
gight, then lefb” —c 5 = 5 o T3

Figure I

[

Glissadetotheright . . . . .1

Grand ronde de jambe en dedans, as in
Riiattioet B S v s s

Repeat action in bars 13-14 to the left 15-16
Glissade to theright . . . . . 17

Relevé turn in arabesque on left foot to

the left, as in Illustration II . ., 18-10
Finish with a pas de bourrée turn . 20
Repeat action in bars 1320 . . . 2128 ILLUSTRATION IV
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Photographs by Leonetti-Déon

Posed by Patricia Bowman

Music: Valse Bluette, Air de Ballet by R.
Drigo, Published by G. Schirmer, N. 7T.

Figure I1
Bars
Back pas de chat en l'air to the right . 29

Balancé turn to the right, beginning on
it oot 0 et R

Grand ronde de jambe en dedans turn to
the left, as in Illustration III . . 31

Finish with a pas de bourrée turn . . 32
Repeat action in bars 20-32 to the left 33-36

Figure III

Step in arabesque to the right on right

foot, as in Illustration IV' . . . 37
Balancé turn on left foot, advancing

right . fnry RN
Repeat action in bars 37-38 . . . 39-40
Turn and run to center stage . . . 4143
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Figure IV

Bil Irs

Pas de bourrée croisé in place twice . 44

Pas de basque to the right, as in Illus-

tration V, and to the left 4546

Two relevés on right foot, facing right,
lifting left knee high in front each

time 47-48

Repeat action in bars 45—48 to the left 40-52

Figure V

Jump on right toe in arabesque posi-

v T e AT R s DS AR

Glissade with right foot, front pas de
chat, and bring left foot back in

arabesque . . : R ey
Two relevés on right foot . . . . 55-56

Run to left-back stage and pose as in

Mustration VI . . . . . . s7-60

Three chéné turns diagonally to right-

e e g TR SRR I L S L 7
Renversé turn to right . . 63-64

Repeat action in bars 61-64 twice con-

tinuing rightfront . . . . . 65-72
Run to right-back stage . . 73Ts

Pas de bourrée turn in place, arms wav-

ing overhead 76-79

ILLUSTRATION VI

ILLUSTRATION V

Figure VI
Bars
Three relevé developés in second posi-
tion on right foot, advancing dia-
gonally rightfront . _ . 80-82

Finish with fourth relevé in attitude,
left foot back, as in Illustration VII 83

Repeat three relevé developés in second

position on right foot . . 84-86
Finish with fourth relevé in croisé
arabesque, left foot back . 87

Repeat three relevé developés in second
position on right foot . . . . 88—o

Finish with fourth relevé in a big
developé in second position . 01

Run to left back stage .

ILLUSTRATION VII
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Figure VII
Bars
Waltz, beginning with right foot,
making a half-turn to right, as in
Mlustration VIIT . R gh
Waltz, beginning with left foot,
making a half-turn to right . . 97
Two attitude turns on right foot,
moving throughout in a semi-
circle to the right 08- g9
Repeat action in bars 96—99, con-
tinuing the circle form 100-103
Continuing circle, moving toward
left stage, jump on right toe, left
foot lifted in arabesque 104
Pas de bourrée turn toright . . . 105
Repeat action in bars 104-105 106107
Run to left-back stage 108-110
Fast emboité turns diagonally right-
front 111-120
Jump in arabesque on right toe . 121

Finish down on floor, weight on

right knee . 122

Tue Enp

ILLUSTRATION VIII
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They’re Back!

HOSE of us who have been

quipping and joking about the

Tiller Girl probably will go

stand in a corner now that

Charles B. Dillingham’s Three

Cheers show starring Will Rogers and
Dorothy Stone features a group of the lassies
from Britain whose perfect dancing unison
started the present vogue for Markert
Dancers, Albertina Rasch gels and so forth.
The Tiller Girls were a great part of
almost every first-class musical production in
New York, so after a while, the determined

Nickolas Muray

STA G E

Did You Know—7?

Have You Heard—?
By WALTER WINCHELL

humorists made flippant remarks about
them. “*Whatever became of the Tiller
Girls?” was the average newspaper column-
ist's query when they were replaced by
Markerts or Raschs and someone pointed
out that they might have been thrown in the
Grand Canyon where it is said old razor
blades are successfully lost.

Not since Gene Buck’s Yours Truly show
last year has a quorum of Tillers been seen
on a New York stage. In Three Cheers
they provide a pleasant routine or two of the
machine-like stepping that roused affectionate
applause and it is good to see them again
for a change. While the Tillers never

T A

Natacha Nattova, who has won fame as a sensational adagio dancer, last month married
Nicholas Daks, premier danseur at the Roxy Theatre
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It's This Way—

startled anybody with their personalities or
good looks, they must be credited with
being first rate dancers, which is enough, one
presumes.

Still, the Sammy Lee ensemble workers
and the Ziegfeld Rasch girls and the Markerts
or the Boyles, the Busby Berkeleys or the
Bobby Connollys or the Tom Nips have
most of the necessary attributes that go
to make eyefulls and they can hoof! ‘“‘But
that’s because they are American girls!”
someone might argue. To which it might
be retorted: “Not necessarily. Most of
the locals are Russians, Germans, Litvaks,
Poles, Italians, Jewesses or Chicagoans.

At any rate they are all attractive young
persons, who can step out of the line and
excite an audience with a hair-raising routine
of steps.

The veterans of the theatre will tell you
that the modern chorus girl is more valuable
to a producer than were her sisters of the
Weber and Fields days, when girls were used
chiefly to dress a stage. They carried spears
or walked gracefully across a stage. They
were just so much scenery. Today, how-
ever, the chorus girl is an individualist
who can do first rate show-stopping foot-
work. One might name dozens of them,
but one won’t. One won't because when
one does one invariably coaxes a flock of
complaints from the dear gels who pout:
“You mean thing. Why did you forget my
name?”

Let it be recorded then, that they are all
very fine dancers. They must be to crash
the big time division and the big time
division is pretty particular.

Gag

HE current flippancy along Broadway
concerns Mr. Ziegfeld's newest musical
Whoopee now in preparation, or has it
opened already? At any rate when anyone
pauses on Broadway and says to a listener:
“I'm going with Whoopee,” the retort
usually is:
“Who isn't?" _
This might be explained in this manner.

- Almost everyone associated with Mr. Zieg-

feld from the authors to the staff workers
personally engage men and women for the
show. "Over four hundred people were
told to see me,” said Mr. Z. to this recorder
the other weekend, “and I had to straighten
things out,” We asked him if it were true
that when he cabled Mrs. Al Jolson (Ruby
Keeler) that he would hold her to her
contract for that show that Mr. Jolson
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cabled back: ““We gotta have more money.”
Mr. Ziegfeld laughed it off. It sounds like
a Jolson clown crack, anyhow. He is only
worth four millions, you know.

Worth Seefng

N Cross My Heart Mary Lawlor and
Doris Eaton attracted warm response
from the critics with their lovely dancing.
June O'Dea, Polly Walker and the ensemble
in Cohan’s Billie drew raves, too. Miss
Walker is a delightful person starring for the
first time. She will go far.
Gilbert and Avery of Cross My Heart are
a duo of exciting and thrilling adagio artists.
They halted the continuity on the opening
night with their work. A hairraising
split finish is featured; Miss Avery leaps
with fury from her partner’s shoulders to
the floor doing a split in the air and landing
that way on the floor. It gets you.

What Price Publicity?

ATACHA NATTOVA, who turned
bride last month “‘because it was such
a lovely day,” as she told reporters, is one
of the topnotchers in the adagio business.
I recall the time she landed on the front
pages after striking a woman twice her
size in Chicago whose negligence, she
said, resulted in the death of her pet
dog. Miss Nattova, who is just about
this high, packed a stiff wallop on
the other woman's face knocking her
out for the count of fourteen, as
Dempsey floored Mr. Tunney that
time. The papers became excited and
repaid Nattova with—priceless front
page publicity. One supposes that she
didn’t quite like that sort of exploitation,
but she couldn’t stop it.

A year later, when the Park Central
Hotel opened, they wanted to attract
newspaper attention. Miss Nattova agreed
to climb their radio towers on the roof in
full view of the street crowds, attired only
in a pair of trunks and a brassiere. ~Almost
at the last moment the hotel management
decided that they didn't want to go through
with the stunt for fear of an accident to the
brave little dancer, for which they might
have been reprimanded. But she went
right ahead climbing the very high network
tower. Not one reporter or photographer
came, but that didn't halt her.

Great crowds, however, collected on
Broadway near Fifty-sixth Street and watched
her go up the tower, pausing every few feet
to go a back bend or a split or a back kick.
It was a thrilling sight, but she didn't
attract one line in any newspaper for it.

Even when she married the publicity
wasn't so hot. But we dare say that if she
got into a scandal of some sort or some real
trouble the front pages would feature it
again. Poor Nattova. She probably doesn’t
quite understand it all. But neither do we!

4""‘-—--.,.__

Florence Fandamm

(| Above) Al Jolson
who surprised
the theatrical
world by marry-
ing Ruby Keeler,
the tap dancer.
There is some
doubt as to
whether or not
she will return
from her honey-
moon to fulfill
her contract for
W hoopee

At right) The
twoleading Eaton
sisters, Mary and
Doris. Mary is
now in Detroit
with The Five
O'Clock Girl, last
season’'s New
York hit, while
Doris is dancing
merrily in Cross
My Heart

The Dance Magazine

Ernsi Schnewder

The Lorraine sisters, Della and Edna,

have for the most part made their

headquarters in Europe and are well-

known ro the theatregoers of Paris

and points around. They are return-

ing about now to fulfill contracts in
the main Continental resorts

Maurice Goldberg
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Exemplifying the
more restrained
ballerina type,
Agnes O'Loughlin
was chosen by Mr.
Felix for his latest
chorus

De Barron

OW many times I am asked:

How do I choose my choruses?

Must the girls be pretty or is

talent preferred? Are shapely

legs the most important feature,

or a pretty face? Has a new-comer a chance,

or is experience absolutely necessary? Must

a girl have a “friend,” or is virtue her only
reward?

Some dance directors choose their girls
by prettiness only, but to me that seems to
be the worst method. For prettiness alone
does not make a good chorus girl. Home-
liness, irregularity of feature, is easily over-
come, first by the proper makeup, second

De Barron

Many shows call
for the vivacious
tyvpe, with empha-
sis laid on cuteness
and dancing abil-
ity. Valena Valen:
tine measures up
to these reguire-
ments

Is Beauty or Talent the Final Test?
Dance Director Explains His Methods

CuoosING the CHORUS

By SEYMOUR FELIX

by sheer force of magnetic personality.

Audiences tire of looking at mere pretti-
ness for a whole evening, but they always
pick out and watch the girl that registers
pep and personality. Often a homely girl
is transformed into an actual beauty by a
bright, radiating smile, whereas many pretty
girls have dumb, vacant, weak, washed-out
smiles.

The way I choose the girls is first by the
type. The type of girl I look for depends
on the type of show for which I am casting,
just as the type of dancing depends upon the
show in which it is to be performed.

For example: In Peggy-Ann, which had
a rural country atmosphere, I chose boys and
girls of the simple, innocent, wholesome,
healthy and home-like variety, cute kids.
The girls did not have to be exceptionally
pretty of face or form.

In Rosalie, which is built on revue lines,
it was just the contrary. Revue audiences
are mainly interested in beautiful girls while
the males are neglected and forgotten al-
together. The girls I pick for revues have
to be of the sensuous type, flashily attractive
of face and figure, girls with a naughty wink,
the kind that do “‘hot™ dancing.

In The Dagger and the Rose, an operetta
in period atmosphere, where there would be
no hot dancing at all, the chorus of dancers
was made up mostly of ballet-trained girls
who could do gypsy and Spanish dancing as
well as the softer type. The singing en-
semble was made up of unusually pretty
girls — most singing choruses are sadly
neglected when it comes to beauty. In
period plays high kicks and tap dancing is of
course not included. Legs don’t count.
The arms are conspicuous. For this reason
I choose ballet people because they always
know how to use their arms well.

When asked what age a chorus girl must
be, I always say I don’t care how old she is
as long as she doesn’t show it.

As far as the height of chorus girls goes,
I prefer the tall ones. The girls with the
long legs take much more time to kick up,
giving the audience a chance to see the
pretty ruffles under the skirts, if any, and
the beauty of long silken legs flying up into
the air. However, the short ones seem to
dance easier. In any case, it's dlways the
ones with personality that get the job, for
that quality covers a multitude of bad
dancing.

Show girls of course are not cast for any-
thing but attractiveness of face and form.
They do not have to know how to sing or
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Frances Thress is
an example of
the gorgeous
show girl type,
chosen for
beauty of face

and figure

De Barron

dance but they must walk well and wear their
costumes well. They don't even have to
smile. Each one must be of a distinct type,
with lots of “class.” The tall ones are
always preferred because they show off
the costumes to better advantage.

Chorus boys do not have to be good
looking. I like real men, regular fellows. I
like them tall, well built and with good
dancing ability. If the play demands that
they wear evening clothes, they are chosen
for their ability to wear evening clothes.
If they are going to be collegians, the col-
legiate type is chosen. In Hit the Deck
where all the boys were sailors, I wanted the

(Continued on page 63)

Revues and mu-
sical comedies
built on revue
lines must have
the more volup-
tuous typeof girl.
Louise Joyce is
one such

De Barron
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Ghe ANN PeEnNINGTON YOoUu NEVER MET

In This Story a Close Friend
Tells You Surprising Facts
about the Tiny Dancer That
Have Never Before Been Printed

HE does not know I am writing
this. She probably will never
speak to me again. She is one
of my best friends. Ann
Pennington.

It is not that she loathes publicity. No.
Behind those great, child-like brown eyes,
and under that mass of soft, luxuriant hair
lies a brain. A keen business brain. She
knows publicity counts on the stage. She
realizes it plays an important part in show
business. So resolutely, with teeth
clinched, and an inner feeling something
akir to one's anticipation of a pleasant
siege with the dentist, she heroically
takes part in any and all stunts an
ambitious press agent contrives to
invent.

There are the many tedious hours
she has spent, besides more than
a few dollars, posing for pictures,
for she knows only too well that
it is the gl with the ex-
clusive photograph who wins
the most space. There are
the thousands of contests
she has judged; the
sweaters, shoes, stock-
ings and whatnots she
has endorsed; the flag
poles she is supposed
to have climbed, and
the aeroplanes in
which she has
flown, all for the sake of that great god
Publicity. Yet Ann Pennington is not what
is known in Broadway language as a publicity
hound. She is not! She is just a very
willing star who agrees to do anything in
her power to help the management put the
show across.

In her heart of hearts she actually dreads
publicity. The personal kind is her special
bug-bear. That is why you have always
read the same stock Pennington interview.
The “I was born in Camden, New Jersey,
and was always stage struck™ line. That
is why when out-of-towners spy her lunching
at the Ritz, she demurely hides her face in
the thick fur collar of her coat, or stubbornly
turns to the wall. That is why in night
clubs you see her sitting at the darkest
corner table. She does not want the public,
the prying, peering, stick-the-knife-in-your-
back public, to butt into her private affairs.
That is why it is difficult to get to know
Ann Pennington, and why she will be
furious with me for writing this article.

£

There have always been rumors about
her temperament. A little hellcat. An
adorable she-devil. Impossible to get along
with. Rumors with absolutely no founda-
tion. Rumors that have never for one
moment been substantiated by the people
who know and have worked in her company.
I am not a “give-thislittle-girla-hand”
writer. I detest a gushing person, but I
honestly can say that in the five years I have
known Ann Pennington and during the
year-and-a-half I worked as the press agent
of George White's Scandals, in which she
appeared, I never saw her once give way to
a so-called temperamental outburst.

Oh, she is no spineless little angel. No
one can be of that anemic calibre and rise to
stardom. - She does not care about playing
dead and allowing smart-aleck managers and
producers to walk over her. When she
thinks she is in the right she is not the least
bit backward in giving her opinion. I
admire her for such gumption. But as for
temperament, ugly, nasty nerve-wracking
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By
NANETTE KUTNER

temperament, such a quality is utterly
foreign to her nature. 1 have seen
plenty of stars cry and grouch about
their costumes, the lights, or the music,
and try to get out of doing their per-
formances because they had a date or a slight
pain in the toes. Not so Ann Pennington.
It is now a well‘known fact that she has
only missed three performances in her
entire career. Think of that—for a record;
and to top this achievement, during the
past five years she has not missed one per-
formance! I have seen her so ill that she
was obliged to swallow a liberal dose of
castor oil between her numbers. I have
seen her backstage with a fever of one
hundred and three, and still refuse to go
home. I have seen her—but what's the
use of continuing? Ann Pennington is a
darn good sport and that makes a darn
good trouper.
Of course things upset her. Things
that would drive another performer
into tantrums. There was the night
the Scandals opened in Chicago.
It was a much heralded opening.
A representative audience was
there. The Mayor. Society.
The theatrical world. Some
of the greatest critics in this
country sat out front. The
curtain rose. The various
stars preformed. Rich-
man, Patricola, Williams,
the Howards, Buster
West. Ann Penning-
ton's turn came.
Ann  Pennington,
who was to intro-
duce the original version of the talked-about,

White

Ann Pennington, this mcnth's cover subject, in the type of dancing for which she is famed-

over-publicized . . . Black Bottom. She came
dancing on. A twinkling girl. The famous
knees. The sparkling eyes. The well-

known smile. Then a dreadful thing hap-
pened. The orchestra for some unknown
reason missed its cue, and instead of playing
the syncopated rhythmic strains of Black
Bottom, they played some terrible, slow,
painful melody. 1 don't remember its
name. I only know I sat there in the first
row, seeing red, feeling hot and cold, and
wondering what nightmare episode would
transpire. Nothing horrible happened. Ann
Pennington, marvelous showwoman that
she is, simply went on dancing . . . smiling
. . . twinkling to the strains of that un-
believable, impossible music, and the au-
dience never realized the difference.
Afterwards, she went to her dressing
room and cried her eyes out. But no one
out front knew that, and no one backstage
was aware of her silent, private misery,
(Continued on page 50)
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Sammy Lee, who has many hits to his credit, rehearsing girls for his own recent producing effort, Cross My Heart

The Directors of Ensemble: Next to Composers the Most Important
Men in Show Business—Here Is an Article about

T was during the rehearsals of

Hit the Deck. Seymour Felix was

afflicted with an attack of rheu-

matism. There he sat watching

half-a-hundred youngsters as

they moved around. And he couldn’t dance a

step. Vincent Youmans was worried. Lew

Fields roamed nervously around. Finally, a

former chorus man appeared on the scene.

And with Seymour’s assistance, he put on a
few numbers.

Hit the Deck was labelled a hit from the
moment anyone thought of it. And it was
a hit that opening night in Philadelphia.
But take it from one who was there, it was a
pretty awful show that opening night.
Not until Seymour Felix revised the numbers,
not until Lew Fields clipped and cut the
book, was it anything but a hodge-podge.

I still believe Felix's best job was Peggy
Ann. He had only twelve girls and six boys.
He had only a stage nineteen feet deep.
It was always cluttered up with furnic
ture. That first number, the “Hello™
number as it was called, utilized the furniture
in so clever a manner that the audience never
realized what was happening. His numbers
are coherent. They frequently add to the
story, when they are not merely atmospheric.

Some of the Leaders

By LEW LEVENSON

Incidentally, Felix is a stickler for beauty
and a veritable maniac for perfect morals.
He wants manly men and goes out and gets
them. Of the twelve original PeggyAnn

girls chosen by him in October, 1926, all but '

one are still working for Lew Fields, either
in A Connecticut Yankee or Present Arms.
In other words, all belong to that class of
decent hard-working young women whom
many outsiders least expect to find in show
business.

Busby Berkeley, whose name has become
more and more prominent in recent months,
has found a place for himself beside Felix,
Bobby Connolly, Sammy Lee, Jack Haskell
and the few other topmotchers. Berkeley
has taken the old style of “hot™ dancing
which Walter Brooks introduced with his
Shuffle Along Charleston chorus, and has
embellished it with novelties. Chorus girls
have to be acrobats to survive the Berkeley
test. Both Berkeley and Felix are endowed
with great physical endurance. Felix used
to rehearse his Peggy Ann choruses until
four A.M. Berkeley kept the Present
Arms kids up until five one morning.

When Felix was rehearsing Rosalie for
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Flo Ziegfeld last winter, the great Flo
objected to Felix’s tactics. “Youll have
to let my show girls go by one o'clock at the
latest,” he told the dance director. “They
have to get their beauty sleep.”

Berkeley's favorite pose when directing
is a seat on the foot-light trough, where he
ponders, sometimes for hours. He tries
an infinite number of tricks, seeking one
which will be stable enough to endure for a
season on Broadway. The shield dance in
A Connecticut Yankee is, for example, the
outgrowth of fifteen rehearsals.

*] was up against a difficult problem in
the Yankee,” Berkeley confesses. “During
the first act, which takes place in 528 A.D..]
I could not use jazz dancing. Not until the
shields were actually in use on the stage did
1 realize their possibilities. Then it re-
quired a week's work to build up the exit
the number now has.”

Berkeley loves mass effects. He likes
to break his numbers up into parts. In this
respect he is unlike Bobby Connolly or
Sammy Lee, both of whom strive for long
routines which sweep from an opening
consecutively to a climax. Berkeley fre-
quently gets so much material in a number
that he is forced to create an extraordinary
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exit, as in I Feel at Home
with You, or You Took Ad-
vantage of Me.

Bobby Connolly’s best
number of the recent season
was High Hat in Funny
Face. Here be obtained a
caricature effect. It is a
wonder that Gilbert Seldes
has not cailed attention tc
the close association be-
tween the caricaturist and
the eccentric dancer. When
Sammy White, for instance,
lets those limber feet and
legs of his sag, he looks like
a puppet on a string or a
figure just out of one of Max
Fleischer's inkwells. Connolly obtained
this effect to George Gershwin's rhythm
tune. Indeed, I think Connolly is best at
this sort of thing, groupings rather than
individual excellency. He is with Sammy
Lee in this respect. Lee, who has done
most of the Ziegfeld shows in recent seasons,
considers his chorus as one entity. He
could make no use of a chorus girl such as
Lucila Mendez, of Little Jessie James fame,
or Beth Meredith, who breaks the routine
in Crazy Elbows this season.

I recall how Seymour Felix fought against
routine breaking when his famous time-
step number to Where's That Rainbow?
was running in New York. Wally Coyle,
an especially attractive and capable boy,
now playing in vaudeville, used to stop the
show with his hot timestep dancing.
Wally, loose-jointed and enthusiastic as the
kid of sixteen he then was, stepped out and
drew all eyes to his own work. The
Rainbow routine was merely a knock-down
and drag-out routine, with slow march
formations. The dancers were trained to
pretend to be exhausted, gasping, shrieking
and stumbling to the end of thirteen choruses
of thirty-two bars each. Coyle continued
his eccentric dancing until he quit the show
late in its run. As a matter of fact, the
number received more applause after he had
gone than before.

Yet Felix is not a teacher of unison
dancing, such as Russell Markert and Chester
Hale feature, such as the Tiller girls intro-
duced into this country. Chorus girls
tell me that Felix gives them more oppor-
tunity for individuality than any other man,
because he utilizes lines. A girl thus has a
spot in which she works and she becomes,
in the course of a performance, identical
with that spot. The audience learns to
know her and thus her efforts are appreciated.

Jack Haskell is of another school. Haskell,
who has created numbers for many of the
great shows of recent season, The Girl
Friend, Song of the Flame, and Five O'Clock
Girl, knows his dance technique and can
impart it to his ensembles. But he is at his
best in creating pictures. I think his best
work was his staging of Song of the Flame,
which was marked by gorgeous ensemble
effects. Especially the pictorial beauty of the
scene in the palace will long linger with those

The last year or so
has seen the rise of
Busby Berkeley.
who is now one of
the busiest men on
Broadway

(Below) Bobby Con-
nolly, who staged
the famous Varsity
Drag number in
Good News, with
Ruth Mayon, who
dances it in the
show

Harold Stemn

Mass movement is his forte.

Haskell is a distinctive personality among
the dance directors of the present day.
Unlike Berkeley, who struggled up from the
ranks with Sammy Lee and Bobby Connolly,
Haskell has the attitude of the dilettante

who saw it.

toward his work. He is first an artist,
then a director of human beings. He has a
cool, detached point of view which is fre-
quently reflected in the charming humor of
his numbers,
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During the run of The Girl Friend, a
rehearsal was called for a particularly hot
morning in August. The boys who com-
prised the What Is [t? number, the sen-
sationally humorous bit just before the end
of the play and one very essential to the
enjoyment of the show as a whole, had been
rehearsed three times that week. They
rebelled. They struck. One man appeared
at rehearsal.

Haskell, unknown to the boys, had wit-
nessed the preceding night's performance.
It was he who had made the call, not the
stage manager. When he learned of the
insubordination jof the others, he
ordered them discharged. Equity
sustained him. One week later an
entirely new ensemble of boys per-
formed, with a smoothness and a
finish equal to that of their pre-
decessors. The success of this
second chorus was a tribute to
the expertness with which Haskell
had trained his boys.

Haskell habitually carries a walk-
ing stick with him when he is
directing dances. His bald head
lends him the appearance of an
abbot ordering his flock about their
devotions, in this case to the muse,
Terpsichore. Haskell needs a large
flock, however. He believes in
pictures, groupings, much adagio
and acrobatic work, in contrast to
the less subtle “hot™ dancing of
many others. Much of Haskell's
work is colored by his frequent
visits to Europe whence he returns
with much folk dancing ideas.
Incidentally, Jack Haskell is really a dilet-
tante, for he is part owner of a New York
state chain of motion picture theatres and is
independently wealthy.

Edward Royce is the last of the dance
masters to be mentioned here. Royce’s
long experience at the Princess Theatre, with
Ziegfeld, with Dillingham, with his own
productions, has given him what the French
call, “letampe definitiff.”” Royce is the

(Continued on page 49)

White

Jack Haskell, taken when he was rehearsing for The Five O'Clock Girl, in which
Mary Eaton is playing
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Dorothy Lull, because her
acrobatic control work in the
Vanities won her a run-of-the-
play contract

E—

(Hioe

Curfis Maurice Goldberg

Nell Roy, because she is
the third girl to play the
ingenue part in Rain or
Shine, and because she is
| one of the youngest in-
genues on Broadway

Anita Furman, because she
is charming and efficient
as captain of the Russell
Muarkert troupe in the
Scandals

(At left) Nicolska and
Droschoff because of the
way they did The Afternoon
of a Faun at the Palace
Theatre, Paris

Courtesy Paris Plassirs

(At right) Gilbert and

Avery, because of their

sterling adagio dancing in
Cross My Heart

DeBarron
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WHAT BALLET MEANS
to OPERA

Ottokar Bartik, Ballet-Master of the

Metropolitan Opera Company, Tells Why
Dancing Is So Necessary in His Field

By RAY HARPER

HE first question I asked Ottokar

Bartik, Ballet-Master of the

Metropolitan Opera, was what

comparison he drew between

the modern jazz dancing and
that of the ballet.

*I hate modern dancing,” he answered in
a most indignant tone. And then he re-
peated as a matter of emphasis, *'I hate it."”
Then he grinningly went on: I hate it
because it brings dancing down to a low
level, when it should be supporting it.”

On another track, I asked how important
the ballet was to opera.

“It is most important. Every opera that
has the ballet in it is most er—er-oh what
you call it—oh yes, popular.”

“In other words,” I suggested, ‘it helps
to break up the monotony.™

“Exactly. Italso gives the pretty picture
to the eye. People welcome it as a happy
interlude to the music. Like you have
your comedy relief in plays, so is the ballet
to the opera. Fifty percent of the operas
have the ballet with them.”

“Which do you prefer, the opera with or

A photograph of one side of the cigarette case,

described in this article, bearing the names

and emblems of many famous people who are
friends of Mr. Bartik

without the ballet?” I next asked.

“If you will please excuse—what
you call it? oh yes—egotism, I
much prefer the one with the
ballet. You cannot find blame
for me in feeling that way, can
you?”’

“Not at all. How long have
you been interested in dancing?”
I next inquired.

“Well, I made my first pro-
fessional appearance a long time ago
when I was seven years old at the
Royal Opera House in Prague. I
danced in an operetta called Donna
Juanitta. 1 danced with a six
year-old girl and I guess I was a
pretty good success.”

“What makes you think so?”
I inquired, my curiosity prompted by this
naive admission.

“Well,” he answered laughingly, al-
though it was many years ago, I remember the
prima donna picked me up in her arms when
I had finished and kissed and hugged me, so
I must have made what you call a hit.”

“Just exactly how long ago was
that?” I asked him next.

“Oh, it was so long ago that I
would have to give away my age.
Don't ask me. Just say it was so
long that I forget to remember.”

Mr. Bartik told me he had some-
thing he treasured very highly and
that he was most anxious for me to
see it. In a minute he returned
with the most unique cigarette case
I have ever seen. It was an ordinary
gun metal case, but on it were in-
scribed in gold scores of signatures,
emblems and coatsofarms. There
were many of royalty represented
on it. For example, there is the
signature of Count Suvallos, Governor
of Warsovie, the capital of Poland.
The Chinese lettering represents
the signature of the Chinese Am-
bassador to Russia. The name Ros-
abenka belonged to one who was the
sweetheart of King Alexander of
Serbia. She ran away from Belgrade
the day before he was murdered.
Ottokar Bartik met her and presented
her in the Serpentine Dance and she
became a sensation immediately. The
name of Chopin belongs to the

20
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Ottokar Bartik as he appeared when still active

as a dancer in 1911

grandson of the famous composer. Enrico
Caruso’s name is also there. The signature
“Love Nina" is that of the only American
girl among the signers. The spider is the
ring of Delenko, the famous prima donna.
The bottle of champagne and the glass was
the sign of the richest man in Riga, named
Nanin. He drank only Mum’s Champagne,
hence the name of the brand on the bottle.
Among some of the other signatures and
emblems were a Russian stamp, the signa-
ture of Director Nuland of the Opera House
in Riga, a good luck sign from General
Smirnof of the Russian Army, Verresgakin
which is the signature of the famous war
painter who went down on a warship
during the war between Japan and Russia,
and the wild pig which was another emblem
of good luck from someone long since for-
gotten.

It took Mr. Bartik some fifteen years to
make this odd and extremely interesting
collection.

Numbered among his long list of cele-
brated acquaintances is none other than
Queen Marie of Roumania whom he met
through his friend, Oskar Nedbal who con-
ducted the Philharmonic in Vienna. When
Queen Marie was here in America on her
last wisit, she sent for him and received him
at the Ambassador Hotel.

Strange as it may seem, Buffalo Bill was
also a personal friend of this widely ac-
quainted man. Bartik staged several tableaux
and ballets in conjunction with the illus-
trious horseman of the West, when the

(Continued on page 61)
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ﬂ;f Secrery StEps OUut
By HAROLD SETON

OCIETY is stepping out. Last summer at Newport Francesca Brag-

In a literal sense. And giotti, of the Braggiotti-Denishawn School in

Society with a capital S.  Boston, conducted highly successful classes,

The world of fashion in connection with the Art Association

has always danced, from at that exclusive resort, and many sccial

the times when lords and ladies celebrities were taught, including Mrs.

tripped in the stately minuet to the Lorillard Spencer, Mrs. Francis Hoppin, Mrs.

era, a generation ago, when the Kenneth Shaw-®Safe and Mrs. Livingston
sprightly cotillion was the vogue. French.

But nowadays the smart set is An event of the Newport season was
dancing professionally, and daughters the ball given jointly by Mrs. Frederic
of the Social Register are studying Cameron Church, Jr., and Mrs. Bradford
stage methods. Norman, Jr., Mrs. Church having been
. : Muriel Vanderbilt, daughter of W. K.
' v map.  Vanderbilt, and Mrs. Norman having been
Dorothy Clark, who formerly danced at
the Club Lido with William Reardon as
partner.

At Southampton, second only to New-

port in exclusiveness, the feature of a

charity féte was the dancing of Ward Fox,

professional, and Sophie Gay, daughter of
the socially registered Mr. and Mrs.

William Otis Gay.

At a subsequent féte, Mr. Fox danced
with Mrs. Casimir de Rham, their num-
bers being described in a New York news-
paper as “‘spectacular.” Mrs. de Rham isa
daughter of the ultra-conservative Mr. and
Mrs. Rufus L. Patterson, and a sister of

i Morehead Patterson .who married Elsie
x Parsons, granddaughter of that stately
dowager, Mrs. Henry Clews.
i Last spring, in New York, at a charity
} fote at Madison Square Garden, Ward
¥, % Fox danced with Carolyn Storrs,
| daughter of Mr. and Mrs. Frank
Vance Storrs, who have a parterre-box at
the Metropolitan Opera House.

At another féte given in the Hamptons

last summer, known as “Quogue Quips,”

oy
=
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(Above) Mrs. Jean J. Bertschmann, of Hewlett,

Long Island, in the “Queen of the North Star"

costume she wore at a recent benefit pageant held
at Mineola

(Above right) Miss Anita McK. Gwynne and Miss

Alice L. Dunstan, as they appeared at the Mineola

pageant, given for the Lincoln Memorial Uni-
versity, Tennessee

(At right) Af the same pageant, a Dutch dance
executed by a group of Garden City, Long Island,
girls; left to right, Katherine Pell, fean Gibbs,
Pat Davidson, Peggy Sanders, Virginia Maxwell,
Connie McKenna and Betty Good

P.and A.
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Dancers Have Married into New York's
Four Hundred — Members of That Group
Have Become Professional Dancers — And
Every Social Function Recognizes the Im-
portance of the Rhythmic Art

a real sensation was created by the delightful ~Elisabeth Wyatt to the musical
dancing of Mrs. Evengeline Clark Greeff, comedy stage last season. when
who is designated in the Social Register as this daughter of Mr. and Mrs.
Mrs. Herbert B. Greeff. Christopher Wyatt went on tour

Last April fashionable New York flocked with Oh, Kay! A granddaughter of

to the Gallo Theatre to applaud the Gavrilov - Judge William E. Wyatt, of New
Ballet Moderne, and to witness the pro- York, and of the late George Wad-
fessional début of one of its own highly- dington, she is a great-grandaughter
placed members. Margaret Rutherfurd, as of General Henry Van Rensselaer.
she was billed, appeared as the Queen in of the illustrious Knickerbocker
Her Majesty’s Escapade and also in the family.
Grecian Rhapsody.  Margaret Rutherfurd The Gould family is possessed of
was the daughter of the late Lewis Morris many millions of dollars, and there
Rutherfurd, rich and respected New Yorker have been several marriages within
of ancient lineage. Her mother, Anne Harri-  its ranks with actresses and dancers.
man, had previously been the widow of The late George J. Gould won as
Samuel S. Sands, another well'’known New his first wife Edith Kingdon, an
Yorker. Finally, this distinguished lady actress, and as his second Genevere
became the widow of W. K. Vanderbilt. Sinclir, of musical comedy. The
Margaret Rutherfurd divorced Ogden latter, after a period of widowhood,
Livingston Mills, Under Secretary
of the Treasury, and then married Sir
Paul Dukes.

The Mrs. Vanderbilt referred to has
long been interested in the professional
dance, and a few years ago, when
Stowitts, the dancer, gave an exhibition
of his paintings, was on hand through-
out the display and distributed the
catalogs.

The Social Register supplied

¥
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G. Maillard Kesslere

Ward Fox, professional dancer, with Miss

Carolyn Storrs, when they danced together

last year at a charity féte in Madison Square
Garden

(At left) Mrs. Casimir de Rham, with her son
Casimir, fr. Mrs. de Rham has also danced
at functions with Ward Fox

married Viscount Dunsford.

Gloria Gould, a daughter of the first
wife, became a professional dancer a few
years ago, after she had married Henry A.
Bishop, Jr. Her brother, George .
Gould, married Laura Carter, a professional
dancer, hailing from Ardena, New Jersey.
Later they were divorced, and she married
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Miss Elisabeth Wyatt, daughter of Mr.

and Mrs. Christopher Wyatt, who went

on tour with the musical comedy
Oh, Kay!

Roy Royston, an English actor. An
uncle, Howard Gould, married Kather-
ine Clemmons, an actress, and another
uncle, Frank Gould, was divorced by
Edith Kelly, a musical comedy actress,
who later married Albert De Courville,
English producer of revues. Frank
Gould had previously been divorced by
Helen Kelly, who later became in
turn Mrs. Ralph H. Tomas, Princess
Vlora and Mrs. Oscar M. Burke. Her
sister, Bugenia Kelly, is now Mrs.
Clement Ballen, but was previously married
to Al Davis, who was formerly a professional
dancer, with Bonnie Glass as partner.
Bonnie Glass, by the way, who was a popular
cabaret performer, married Ben Ali Haggin,
the artist, creator of tableaux for various
Ziegfeld Follies. Mr. Haggin is a nephew
of the fashionable Louis T. Haggin and Mrs.
George Bowen de Long, and his grandfather’s
widow, Mrs. James B. Haggin, has a mansion
in New York and an estate at Newport.

A sensation was created when the heiress-
daughter of the late Thomas Francklyn
Manville took up professional dancing
(Continued on page 53)
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LesTER ALLEN STANDS

First in a Circus—Last in
an Operetta—But the Tiny
the

Second Could Not Have Come

Comic Declares that

without the First

WENTY-
SEVEN years
ago, the circus
came to Chi-
cago. It was
an especially fine circus,
and had a particular appeal
for a little boy, nine years
of age. So when the travel
ing caravan left Chicago, a
new member had joined the
troupe. He was Lester

December, 1928

Up—For Himself

By HERBERT M. MILLER

a grand hurrah!” Isn't that what happened?
“Exactly not, he declared. “The Allen
dynasty, still much in command, handed me
an artistic trouncing or spanking. It was
workmanlike, more efficient, I'll wager, than
any you've ever seen.
“I'll take that wager,” 1 cried. “In my
day, sir, I've seen some—"

Mr. Allen interrupted
me. ~“That was uncalled
for, and besides, it's of no
value in this interview.”
I agreed with him, and he
continued.

I never returned to the
circus. My theatrical career
then became an actual
school of experience. I
played all sorts of parts.
But I never ‘was Uncle
Tom.” He become pen-
sive. "I guess I was too
small to be an Uncle Tom."

Allen.

Exactly twenty-seven
years later, Mr. Ziegfeld
brought an expensive and
gay operetta to Broadway. There were girls
galore; there were singers aplenty; there were
dancers of all kinds. But the comedy and all
the comic dancing were placed upon the
shoulders of one of the smallest stars on
Broadway. He was Lester Allen.

During that period of more than a quarter
of a century, the little boy who had run away
from home kad gained dancing prominence in
the greatest school of all — the same school
which has been responsible for most of our
best-known dancing leaders — experience.
Too, we must not forget the fact that he had
twelve sisters. And anything can happen to
a boy with twelve sisters. But that’s another
part of this story.

Lester Allen is short of stature. He is so
short, in fact, that an entire episode in The
Three Musketeers makes sport of the occur-
rence when Cardinal Richelieu, upon com-
manding him to stand before him, discovers
that he is already standing. So, with the hope
that he would be immediately able to per-
ceive the difference, your scribe hopefully
entered the room which separates Mr. Allen
from the Ziegfeld chorines. Fortunately, he
was seated, putting on his makeup.

“I've come for an interview,” I declared.

The Lester Allen of off-stage was fast be-
coming the Planchet of the operetta, groom to
D’Artagnan. He greeted me.

“What kind will you have? I have some
splendid interviews, but most of them are
slightly used. Will they do?” He made a
move to secure one for me.

Lester Allen

as he appears in The Three Musketeers in the character of Planchet,

man-servant to D'Artagnan

“If it's just the same to you,” I spoke,
hurriedly, “I'd like a brand new one. They
stand up better that way.”

“Well, if you insist.” He continued with
his makeup. '

“How long,™ I began, “have you been in
the theatre, and how did you first enter into
it?”

*1 was chased into it,” happily replied the
nearly-completed Planchet. “It seems that at
the age of nine I had twelve sisters. Not that
I was the thirteenth child. I wasn’t. We
were living in Chicago when the circus made
its annual visit. Naturally, being at the age
of nine and a member of the local gymnastic
association with a peculiar liking for acro-
batics, I made haste, with a pal of my acquaint-
ance, to pay homage to the show. That was
sufficient. Faced with a choice of a possible
job with the circus and a continued sojourn
at home as the pet of my twelve sisters, I
decided upon the former. We joined the show
as aides to the acrobats. For three years, in
touch with my family throughout, we
traveled in all parts of the world. And,” he
emphasized this, “what I learned there I've
never forgotten.”

This seemed interesting. “You mean,” I
asked, “that your acrobatic training has been
largely responsible for your present perfection
as a dancer?”

“Exactly,” replied the now-completed
Planchet.

“And so,” I continued, “when you ar-
rived back in Chicago, you were greeted with
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Perbaps you were,” I

agreed. “But you could
have been Little Eva,
couldn’t you?”

“I never wanted to be Little Eva.”
went on.

“I joined carnivals, tab shows, and every
branch of the business until I entered vaude-
ville. The name of the act was The Three
Newsboys. Ernest Scanlon, now in vaude-
ville, and Ray Dean were my partners. Ray
became one of the kings in the South Seas
quite by accident. One of the native queens
became infatuated with him, so he served as
a ruler. For four years, The Three Newsboys
were a standard turn. We played in all parts
of the country, and from that time on, my
progress was a bit more regular.”

*And your dancing, what about that?”

“All that I have, Iowe . .." He paused for
a moment.

“Well, so do 1, I ejaculated. He con-
tinued. “I'm not finished, and besides whose
interview is this anyway?’

“Yours,” I acquiesced.

“All that I have,” he tried again, 1 owe
to my circus and vaudeville training, In fact,
two of the steps which I use in my present
routine are twenty years old. That is, their
basic foundations are that old, but there have
been many variations introduced to keep up
their modernity.

“I guess there isn't any better training
school than vaudeville or the different tab or
musical comedy shows. Combine this with
the acrobatic experience in the circus, and
you'll find a foundation that means some:
thing.”

He

(Continued on page 51)
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The GIRL of the GOLDEN STATE

Norma Gould Had to Struggle to Win Her Place in

the Sunshine of California—But Once

REVIEW of the path followed

by a person exemplifying success

in the pursuit of any vocation

usually offers interesting and

frequently valuable examples to
those that are contmplating placing their
hopes in the hands of destiny and following
the star of achievement to—success or
failure.

It was my recent pleasure to interview
one who can lay every claim to such success
in the person of Norma Gould, head of the
school in Los Angeles that bears her name,
and possessor of an enviable reputation in
the world of the dance,-so far as the West
is concerned, at least.

Her road traversed during the past
twenty years was one at times that would
try the hardiest in contemplation—to-day,
viewed in retrospect, it must offer a most
gratifying picture to her. It is the picture,
in the beginning, of little more than a slip
of a girl starting to engage in a fight against
heavy odds in the battle for success in the
task she chose to place on her extremely
young shoulders. Of a march down through
the years combating disappointments with a
spirit born of an unfaltering faith in the
worthiness of her ideals, supported by the
rarest of all types of courage, with which
only those deserving of the appellation of
“pioneer” are endowed. For be it known
that of the first in the West to take up the
standard for the preservation and develop
ment of that which we broadly term “Drama-
tic Dancing,” Norma Gould stands well to
the fore.

In 1908, the year

There She Stayed
By THOMAS S. CARTER

tistic conception was in early evidence, in-
creasing numbers of students coming to
study with her until the home was no longer
adequate. A studio was procured, the
scope of training broadened and thus came
into existence The Norma Gould Studio of
the Dance.

Even in these early days she composed
whole dance dramas, directed the pantomime,
designed costumes, trained the dancers,
and appeared herself. Her school was un-
known and praises unsung except by the
comparitively small enrollment of pupils and
their parents and friends. But the fruits
of a creative mind rarely go long without
commanding recognition. A small recital
presenting her pupils attracted the attention
of a discriminating public by the excellence
of the performance. Engagements were
offered—she traveled with musical organiza-
tions, appeared in concert and before clubs.
In short, she had arrived—not at the ultimate
peak, but as she expressed it, she was lifted
to the first step of the ladder that would,
she felt, eventually lead to a full realization
of her ideals as envisioned.

The ocriginality and excellence of her
own productions occasioned her to be called
to a more or less public service and she be-
came the Director of the Dance and Pagean-
try at the University of Southern California
and the University of California, southern
branch.

There followed periods of intensive study
with leading instructors of the dance and

she embarked on her
career as a teacher of
Dramatic or Interpre-
tive Dancing, she had
seen no fine dancer, nor
had she studied the
fundamentals in any
school of the dance,
but she had the vision
of what beauty and
expression could be in
this medium and pro-
ceeded from that point,
In the modest parlor
of her own home,
plano accompaniment
furnished by a friend
of her mother, she
began with a few
pupils from among her
neighbors and former

school friends. Philip Newberg
Appreciation of the

soundness of her ar-

Margaret Case, Miss Gould's assistant
in her Los Angeles school
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Norma Gould in Sarabande, one of the
old French period dances in which she
has specialized

Norma Gould

Philip Newberg

allied arts in New Ycrk. Inspiration and
further knowledge wes sought in an ac-
quaintance with art and sculpture as well.
Through these, much wvaluable material was
added to the wealth already possessed from
the years of arduous study and work that
preceded. An early recognition of the ne-
cessity of rhythmical training sent her to the
Dalcroze School in New York. The training
she received here directs a part of the work
in every class in her school. Pantomime,
the almost lost art, if we may judge by many
a present day film, was also placed in the
curriculum and students were lead to express
through the body and face the emotions
that sweep over the soul. Hers was a pro-
gressive method, and most thorough. 1
questioned the apparent tremendous amount
of effort spent in search for anything that
might add to the value of training in her
school. Was the result worth the effort?
I quote her reply: “We are concerned
with the present, of course, but we draw
upon the past and reach forward into the
future. All existing systems are drawn
upon to furnish elements of value, and these,
blended and balanced, form a rich and ever-
growing whole, adapted to meet the needs
of the dramatic dancer. We must take the
' chaff with the grain in
order that we may
separate them, discard
the chaff and retain
that which is worth
retaining.”

It is her firm belief
that “to learn to ex-
press” is the goal of
every student, whether
she enters the school
to prepare herself for
professional life, teach-
ing, or is seeking to
preserve her own grace
and health and widen

her natural culture.
The body must be
tuned and strength-

ened, made a fit and
responsive instrument
of expression, for por-
trayal of the emotions
that are born in the
(Continued on page 58)
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(At right) Originally
from France, Mimi
d'Auriac has appeared in
California night clubs,
hotels and picture
houses. She specializes
in Mexican, Spanish and
Oriental work

Clare Malliton

(At left) The first Australians to

land on this page. Billy Heaton and
Una Barnes, who have introduced
many American dances in Australia

(Above) Tom Ladd, who has

just completed a tour of the

West coast as featured dancer
in The Collegiates

At left) Jules and Josie
Walton, comedy team
that has received good
notices for its work on
the Publix chain during
the last two years. They
go to Europe for the
wintér

(At right) Mlle. Norree
is billed as a real
Arabian, and her re-
markably Iimber acro-
batic dancing has at-
tracted wvery favorable
attention

Rossi
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of VARIETY

HE three dance acts I enjoyed

most in the past month were

Pilcer and Douglass, Gaston

and Andree (both on the same

bill at the Palace); and the all
too brief appearance of Ruby Keeler at
the Capitol, before she married Al Jolson
and vanished—at least temporarily—from
the stage. Gaston and Andree have already
received favorable comment in this depart-
ment. [ scarcely need to tell readers that
Ruby was just about the best tap dancer
Broadway had known in many a moon.
But Pilcer and Douglass deserve a special
hand, right here and now.

Teams, as I have remarked before, are
seldom matched perfectly in the way of
talent and audience appeal. In this case, I
was more impressed by Elsie Pilcer, though
another critic might have preferred the man.
She is a sister of Harry Pilcer, who used to
be quite a big shot in musical comedy here,
migrated to Paris and after a successful
career on the boulevards has now begun to
fade. Elsie is well equipped to give new
lustre to the name. She dances a Brazilian
maxixe with fiery abandon rare in an Amer-
ican when doing the Latin stuff. And her
eccentric numbers have a deal of pep. She
appears in a sailor’s costume, which usually
is a detestable device for a girl with a good
figure, and succeeds in being mighty alluring.
Boots McKenna acts as master of cere-
monies for this act, and does a lively buck
number himself.

In the presentation houses, I have noted
with pleasure the comedy team of Duffin
and Draper at the Paramount; the graceful
work of a girl named Patti Moore, also at the
Paramount, Who certainly is going to be
heard from soon in a big way; the unique
oddities of Helen Wehrle's work at the
Capitol; and Hasoutra's snake dance at
the Roxy, which although not wholly
worthy of her talents was good entertain-
ment.

Caught at one of the smaller Keith houses,
the act of Mlle. Norree, a singular con-
tortionist dancer, had me thoroughly be-
guiled. 1 cannot for the life of me resist
taking an interest in the frolics of a girl who
can do such stunts, though questioning
whether it is art. Mlle. Norree is billed
as an Arabian, but is she really one? Her
type of beauty argues yes,and it is well known
that Arabians are remarkably limber. Too
bad I was so rushed I couldn’t go back stage
and interview her, but one of these days I
intend to ask her for the story of her life.

The department’s mail bag has again
been gratifyingly heavy. It proves that
Tue Dance Macazine is read all over the
world, and that wvaudeville dancers now
feel it is worth their while to land on this
page. I'm glad that they do. My object
15 to keep them in touch with one another

A Department Conducted by
MICHAEL EVANS

and with many thousands of readers, who
are all dance lovers eager to know more
about the personalities of their favorites.
Let us hear first from Australia. Billy
Heaton, of the team of Heaton and Barnes,
writes me as follows:

“Thinking that, maybe, you have never
had pictures of Australians, I am taking the
liberty of enclosing some dance photos
of myself and partner, Miss Una Barnes.
Possibly you will be able to find space for
one of these. (Sure, it's in—M. E)) We

have showed at every town of importance
throughout the Commonwealth and New
We do adagio, ballroom, etcetera.
We

Zealand.
Miss Barnes is an expert toe dancer.
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are booked to appear soon at Sourabaya.
Java, will then tour the Orient and may
ultimately go to America.”

From newspaper clippings he enclosed,
it appears that Mr. Heaton introduced the
Charleston, Black Bottom and Dixie Stomp
to Australia. He also established an en-
durance record of fifty-three hours in Sydney.
and is proud of the fact that he shaved with
an old-fashioned blade razor while dancing.

Klayton W. Kirby, of that first-rate team
Kirby and De Gage, drops a line to say that
he bas followed this department from the
start and thinks well of it. “The ‘Dancers
of Variety’ really means the best dancers
in the world,” he comments. “I have
worked in movies, in presentations, prologs,
cafés, and before nobility, royalty and every
type of audience; and I have never encoun-
tered so severe and exacting an audience as
the patrons of vaudeville.”

The picture of Jules and Josie Walton
which we print was sent in by Marion
Schillo, who clicked off this fervid comment
on her trusty portable:

“From time to time, I have read articles in
your magazine regarding native American

dancing and the higher jazz. The ma-

jority of jazz dancers, to my mind, work
too frantically, with an intensity that is
irritating and that strikes the audience
only as an exhibition of endurance. In
their conception of modernistic dancing,

Jules and Josie have injected a new spirit

of jazz into work based on dance steps

that are perfect visualizations of high-
powered music, ‘hotter than hot’ and
(Continued on page 63)

Strand

(At left) Elsie Pilcer and Boots McKenna.

in the Keith act billed Pilcer and Doug-

lass. Miss Pilcer is a sister of the well-
known Harry Pilcer. now in Paris

(Below) Cleo and La Marr, specialists in
Mexican dancing, are out on the Keith
circurt

Nasih
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Leo Chenko is Czecho-Slovakian by birth, and besides being a dancer, is an artist
of merit. Above is a photograph of one of the panels he executed for the Earl
Carroll Theatre, New York, when it was redecorated recently. The figures and
designs are done on transparent satin with dyes. Light behind the panels creates
a striking effect. He also designed an intermission curtain for the same theafre

A Chenko and Alexa

Above are Chenko and Alexa, the adagio team, as they
have appeared in European and American vaudeville and

revues
Balow is a sketch by Mr. Chenko for a curtain. Mile. Alexa, his dancing
partner, posed as his model for all the figure work in the panels and this
curtain sketch

» - o . R T R S T R R ]
g 1




December, 1928

DANCERS—ALL ABOARD
for E.UROPE

What an American Team Experienced
in Performing on the Riviera—

and What It Learned

By KLAYTAN W. KIRBY
of Kirby and DeGage,
Vaudeville and Revue Artists

T seems that every true adven-

turer of danceland has recently

developed an overwhelming de-

sire to dance his, or her, way to,

and through, Europe. During
our recent tour of Europe, Miss De Gage
and I were astounded at the number of
American dancers there. And on our re-
turn we were even more startled at the
number planning to go. This article is
intended as a guide for the latter—those
who long for new sights and smells, and who
are planning a foreign invasion.

There is something exciting in the very
preparations for such a journey. Of course
there are tickets, passports and wvisas to be
obtained. And these things should be
attended to several weeks in advance, as it
is surprising how difficult and annoying
it may be to get them. And there are clothes
and costumes to be selected. For, despite
popular opinion, Parisian gowns and English
suits do not surpass American clothes
except in price. One particular young
lady going abroad for an engagement gen-
erously donated all her costumes and most
of her street apparel to professional girl
friends just before she left Chicago. When
she landed in France she expected to purchase
some of the much-talked-of Parisian gowns
and costumes, at a very reasonable figure.
But when she saw their dress creations she
was not at all pleased. And when she
began inquiring the prices she was dazed.
She sailed, not long ago, for a second en-
gagement abroad; but this trip she carried a
full supply of American clothes.

We had one week in Paris and we did not
miss one show or revue. Most Parisian
revues are massive productions, with
georgeous spectacles, in which there are

lavish displays of scenery, costumes and
people. There are grand parades and
tableaux of nude girls. No American

show achieves the mighty scenic effects
staged in Paris. But talent is almost com-
pletely lacking in many of them.

I met Gipsy Rhouma-je, whose Burmese
dances are the hit of the Palace show, quite
by accident. No one would ever suspect,
after viewing her numbers, that she was

A _f'r(.’::

Klaytan W. Kirby, dancer, and
author of this article on his
own recent European tour

(At right) Kirby and De Gage
in an action pose from one of
the dances they did in European
resorts. They have appeared
chiefly in thiscountry in vaude-
ville and night clubs

anything but Oriental. So I
was more than surprised, one
afternoon, in an English book-
store, to learn differently. 1
was seeking a particular article, which was
in one of the back numbers of Tue DANcE
Magazine. But the store had only a few old
issues.

"I think I can help you. I have all the
Dance magazines printed within the past
two years,” I heard someone say at my

elbow. 1 turned. There stood Gipsy
Rhouma-je! She spoke not only English but
American.

Dancing on the Riviera
HE Riviera is a section of southern
France and northern Italy, including
the fashionable winter resorts, which are
patronized by foreign nobility and American
millionaires. The season opens Christmas,
and that is a good date for American dancers
seeking European engagements to arrive in
France. The season lasts about three months
and enables the dancer to spend the coldest
part of the winter in a mild clime.

We were first booked to Cannes, France,
which is, at present, the most fashionable
place on the Riviera. Our bookings were
for the beautiful Casino, there, and later,
we had two return engagements there.
And, during these engagements, we danced
before the most distinguished audiences one
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Butler

can imagine—the King and Queen of Sweden,
the Dolly sisters, who have about given up
professional life, the Shah of Persia and
dozens of world-famous personages.

For one single night during our engage-
ment there, “La Saison de Cannes™ lists;
Prince and Princess Christian de Hesse;
Prince Jean Ghika; Baron and Baronne
Bonstetten; Baron Charles de Rothschild;
Comtesse Morando; Sir Alex Black; Lady
Jessel; Duke de Loriro; and Sir Charles
Kaiser. There are many others of equal
importance listed; but I choose these just to
give you an idea of the brilliant audiences
at this place.

As smart as the audiences and as agree-
able as the climate of Cannes are, both Miss
DeGage and 1 were even more enthused
over our following weeks in Monte Carlo.
Two weeks we danced at the Metropole
Hotel, before audiences almost entirely
English. The English audiences are mar-
velous, and I was quite surprised when they
not only applauded at the finish of a popular
number but vyelled out, “Bravo!" and
“Encore!” I prefer the English audiences
to any other. They always gave us that
absolute quiet and attention which are so

(Continued on page 55)
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PLEASING
PArisians

HE team shown on this page

is one which has delighted
theatre patrons in the City on the
Seine ::Furing the past several
months. Their names are Dargyl
and Corona, and their work has
won a place for them among the
most popular dancers in Paris.
Their latest appearance was in
one of the big annual revues at
the Casino de Paris which draw
capacity ~American audiences
every year.

Photographs re-

printed by cour-

tesy of Paris
Plaisirs
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A Wide Variety of

Pertinent Supgpestions

for Dance Accompani-
ment—New Dance

Records

S far as we can ascer-
tain, our constituency
likes the idea of mak-
ing this despartment a
monthly collection of this and

that. Instead of devoting cur space to a care-
fully organized article on some one phase of
music for the dance, we are now given
an opportunity of covering a wide range
of subjects and of spreading all sorts of
information on all sorts of musical needs.
We sacrifice unity for the sake of variety;
and we leap lightly from buck and wing to
interpretive, from Spanish to Japanese, from
minuet to jazz. Needless to say, we like it;
and in as much as our readers (which by
now include at least several people not in
our immediate family) seem to like it too, as
Ted Lewis says, “Everybody Happy!”

Heading number one for December,
then, is:

Jazz de Luxe

ERHAPS you are in need of some real

low-down material for orchestra; some-
thing mean and nasty and blue, to use in
a floor show possibly, or for a vaudeville
routine. Then we would suggest that
you look carefully into the series of jazz
and blue numbers being prepared under the
direction of “Red” Nichols, and shortly
to be released by the Edward B. Marks
Music Co. (New York).

Mr. Nichols is by way of being decidedly
in the limelight around Broadway these days.
For some years he has been sponsor of the
low-down type of jazz fox trot, particularly
on the records. The general impression
now is that he is on the crest of his recording
wave. The numbers referred to above are
mostly original compositions, collected or
written by Mr. Nichols, and to be published
separately for dance orchestra.

More of the Same
ND if the “Red” Nichols music doesn’t
strike you, have a look at the stuff
written and published by the wellknown
negro jazz maestro, Clarence Williams (New
York). Mr. Williams is one of the ne plus
ultra among interpreters of the Memphis-
Birmingham-Harlem school of blues. We

H. Armstrong Roberis
idiom is to be found in them.
bearing lengthy expression directions, are

Silhouette

have in mind especially a collection of his
own compositions published for piano (but
2150 obtainable, we understand, for orchestra).

The Other Extreme

OW we perform a neat trick—jumping

from jazz to the classic austerity of
Brahms. Our department is nothing if not
catholic in its tastes, you'll admit. And
one can hardly ignore the fact that Brahms
has probably contributed as much glorious
dance music to the world of Terpsichore as
any sing]e one of the great masters. The
occasion for all this is the publication a
month or two ago of a new selection of his
piano works by the German publisher N.
Simrock, and supplied in this country through
the Associated Music Publishers, Inc. (New
York). The collection is in three books,
none of them over fifty pages or so; and
although it by no means includes the master’s
complete piano works, it seemed to us that
most of the material generally popular
among dancers is contained in it. Many of
the Hungarian Dances, Waltzes, Inter-
mezzos, etcetera, are among them.

Another Ballet Album

NE of the best collections of ballet

music arranged for piano is the Ballet
Album compiled by E. Paver.  Itis published
in the Augener Edition, and is procurable
in the larger music stores in this country.
The Album is in three separate books, re-
tailing in New York at one dollar and twenty-
five cents each. The compilation includes
C.xﬂ_‘,l.’,'_fpt:i fl'()ln b'ul.,‘h Well'knDWl] SOuUrces as
Preciosa, Oberon, William Tell, Idomeneo,
Ali Baba, Rosamund, etcetera; and indeed
one can imagine no studio need not fulfilled
in so wide a range of material.

George Gershwin’s Preludes

OR those who are looking for music or
the ultra-modern classico-jazz variety, we
suggest the three Gershwin Preludes which,
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By RAY PERKINS

though of more recent vintage than
the renowned Rhapsody, are little
known. Perhaps this is because the
strain of popular melody, so marked
in the Rhapsody is lacking in these
shorter pieces. Certainly they are
more readily comparable to Mr.
Gershwin's Concerto, in that they
are more ﬁbStrii(‘.t iﬂ Chamcter I!I'ld
less melodic than the Rhapsody;
yet a good deal of the so-called jazz
The titles,

interesting. Numbers one and three are
entitled Allegro ben ritmato ¢ deciso; while
number two bears the designation Andante
con moto e poco rubato. Numbers one and
three are in twofour time; number two
in fourfour. The publisher is New World
Music Co. (New York).

Ruth Garland’s Practice Music

ANY of our readers perhaps are ac-
quainted with the splendid collection
of short practice pieces by Ruth Garland, and
published by herself in New York. It is in
three separate sections (everything seems to
go by threes this month!), all under the title
Rhythms for Dance Imstruction. Nearly
every conceivable variety of rhythm is to be
found, and music for many dance forms.
In Series I, for example, you will find such
headings as Polka, Mazurka, Schottische,
Pas de Basque, Slow Walk, Balonné, Arm
Movements, etcetera, etcetera. Some of the
subtitles in Series I are March, Slide, Skip,

Sauté, Leap Technique, Waltz, etcetera.
Such volumes as these little books of
Miss Garland, and the Ballet Album men-
tioned somewhere above, are a bit difficult
to obtain in many localities; but they will
amply repay the trouble of securing them,
and are valuable in any library of dance music.

That Tambourine Dance

N the October issue we mentioned the

Tambourine Dance by the Spanish
composer Valverde from his operetta The
Land of Joy. It was our understanding that
the number was procurable only for piano
as part of the entire score. Mr. Jobn C.
Afendras, of San Francisco, writes us
that the piece is obtainable for large or
small orchestra, and is published (as we
knew) by G. Schirmer Inc. (New York).
Again we reiterate the gaiety and lively
charm of this number, with its character-
istic Spanish rhythms.

(Continued on page 54)
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Dance Events Revieweb
The Season Begins with Promise of a Bigger Year Than Ever

B}?n;g'm._nin Z.nﬁ(b. Guest artists:  Mickio .'_nj. dancer, Jacob

FT:T }iiirfmor. arence Sterm, violsnisi. Yiddish Folkr Theatre.

HE season’s curtain raiser took

us down east to Second Avenue

to the Yiddish Folks Theatre.

Under police protection, we

managed to get inside the thea-

tre, which I am sure was holding a capacity

audience, again illustrating the mousetrap

theory. Benjamin Zemach, formerly of the

renowned Moscow Habima, was the main
attraction inaugurating the season.

With him as guest artists were—the idol
of the intellectual Jewry, Jacob Ben-Ami,
and I might say our own Michio Ito, also
Florence Stern, who dominated a major part
of the evening with the warmest grown-up
technique of violin playing, blossomed forth
from the child-prodigy class into a mature
artist at the end of her teens. Benjamin
Zemach, an actor of the first order, adhered
strictly to his metier, using only Hebraic
material for his subject matter,
aiding his pantomimic genius
with dance movements always
appropriate, within the domain of
the theme. I have rarely observed
more painstaking attention than
Zemach pays to costume and
makeup.

Each dance a new character.
His forte is of course the drama-
tization of the Jewish fate that
affords infinite means of emo

(At right) Ernestine Day leads a group of
Denishawn dancers in Walter Hampden's
production, The Light of Asia

(Below) The season proper began with the
dance event of Benjamin Zemach at the
Yiddish Folks Theatre

Readers will note that the name of this
page has been changed from Nickolas
Muray Looks at the Dance to Dance
Events Reviewed. This does not imply
that Mr. Muray is no longer acting as
critic for THe Dance Magazine. He
continues, while an addition to the
department has been made in that Miss
Mary F. Watkins, wellknown for her
dance criticisms, will share the work
with Mr. Muray. This is done
because many dance events of equal
importance will fall on coincident
dates, and none can be ignored.—

Tre EpiTor.

tional expression that he is a master of.
It is interesting to observe the contrast of
the two schools, Ito’s and Zemach’s. Ito
arriving at esthetic results by symbolic
gestures and lines, some-
times abstract expressions
not comprehensible to lay-
man, but always beautiful.
His classic new numbers are
in costumes of simplest forms.

The contrast of Zemach’s
idea of telling his story is
obvious. It is concretely
built. One need not stretch
imagination for his inten-
tions are not to react on
your thinking faculty, but
to play his sad though some-
times horrid tunes on the
cords of your emotion re-
flexes.

First he presents a defi-
nite picture with his make-
up costume. Then, he
proceeds to tell his story in
pantomime with  typical
Hebraic  gestures, where
every part of him, from his
toes to his eyebrows, plays its respective
role.

Zemach proved that ome can give a
fascinating and arresting performance
completely void of the conventional
conception of beauty, void of esthetic
movements and lines, but fused with
moving drama that extracts one's sym-
pathy and tears one's heart to shreds, be
it of Hebraic origin or not.

In spite of the excellence of the guest
artist’'s contributions, I wished Zemach
would have been more generous with his
own numbers. In fact, I feel at liberty
to accuse him of selfishness for giving only
six numbers of twelve which I think
far from being in proportion, even if it
was a worthy six.

Der Badchen(Etude) from Folk Melodies,

Soichi Sunams
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seemed to me very much like a native Jewish
gollywog in black and white costume with a
haunting face, ugly as sin, but the effect
was telling, for the audience (which de-
served particular credit for its appreciation)
would not cease applauding.

TheBeggar Dance, by Satz; The shrewdness,
the cunning of the Oriental beggar, the
scale of his craftiness, how he tries to get
alms, his insolent pride when he is turned
down, his mocking the rich. It takes a fine
actor to make us sympathize with such a
dismal subject.

Three Generations, Dance Pantomime in
three scenes, scenario by ]. Burstyn, music
by A. Ellstein, costumes by Sam Ostrowski.
This was his most important number. Not
having read the program previously where
captions explained the story, my interpre-
tation differed a good deal from his. His
third generation with assistance of symbols
painted in cubistic fashion attached on the
back drop, a purse with the star of two
triangles, a closed window, a wine, flask
and a candle supposed to symbolize the
shingle of a matchmaker. The first scene,
portraying the success and prosperity of this
particular business man whose occupation
was in dealing with the mating of souls,
voicing the desire of each sex, and to bring
them to a union for a reasonable commission
depending on the size of the dowery of the
bride. The second scene during the war,
when, as one would say, business was shot
to pieces, including his blooming business of
matchmaking.

The third scene, the realization that the
marriageable customers were either taking
this step for love or necessity made him
decide to earn his livelihood by the sweat
of his brow and join the ranks of the
toilers.

The First Quarrel (Duet) with Belle
Didjah, scenario by H. Ehrenreich, music by
A. Ellstein, costumes by B. Aronson: It
is an old material for painting a mind picture
where the fine nuances of emotion, such as
expecting the return of a newly-wed hus
band, the impatient bride, the late home-
coming, arguments, resentment, reconcilia-
tion and the final dance of joy. Both artists
conveyed this episode mnaively and
charmingly.

Dance Eccentric by Kovner: Like the
rest of his numbers, was unusually grotesque
in design much like well drawn cartoons,
always faithful to the Hebraic origin, never
pretending to prettify his gestures.

His sixth number, A Monologue of
“Jacob’s Dream™ by Richard Ber Hoffman:
The gentleman Zemach in evening dress
proved what I have known before—the
merits of his long years of association with
the Habima Players—that he is a fine actor.

(Continued on page 60)
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Lorenz Hart. Dances and Ensembles by Jack Haskell. Or-
chestra directed by Roy Webh. Staged by Alexander Lefneick.
Costumes by Jokn Booth. Mansfield Theatre. New York.
E[ PROGRAM note credits the plot
of this light, very light, musical comedy

to Charles Pettit’s novel, The Son of the
Grand Eunuch. As a result the story is
about a subject which lends itself to a certain
brand of humor that only the greatest
cleverness prevents from being in continual
bad taste. The plot revolves about the
adventures of a young man, whose father
became the Chinese Emperor’s Grand Eunuch
at the age of forty. Hence the children.
The son, restrainedly portrayed by William
Williams, who sports a very nice tenor voice,
objects to his father’s proposal to succeed
him in the same profession. The son runs
away with his wife, beautifully played by
Helen Ford. To save her husband from a
Tartar chief, a brigand and a Buddhist
prior in turn, the comely spouse treats them
better than her husband deems necessary.
In anger, finally, he tells his father okay,
at which the Grand Eunuch, somewhat
overdrawn by George Hassell, is greatly
gratified. By a frame the everfaithful
wife saves the boy and all ends well.

Jack Haskell's routines, though few, are
clever and effective. Otherwise Betty Star-
buck and Starke Patterson take dancing
honors. The score by Dick Rodgers is
beautiful, with I Must Love You standing
out. The show suffers from slow pace and
a difficult subject. Its appeal to the upper
stratum even at best cannot hold it in more
than a very few weeks, its only accomplish-
ment being to emphasize the charm of Helen
Ford and the musicianly ability of a very
high order of Richard Rodgers.

RockweLL J. GrRaAHAM.

Billie.  Produced by George M. Cokan.
starred. Book, lyrics and music by George M.
ensembles and dances staged by FEdward Royce and Sam
Forrest.  Orchestra directed by Charles J. Gebest.  Sets by
iurrpk Wickes.  Costumes designed by Babette Du Guary.
irianger’s Theatre, New York.

Polly H’af&.:r

Cokan. ook,

UT of one of his own previous farces,
O name unknown, Mr. Cohan has fash-
ioned an entertaining musical comedy which
will stay most of the season. The story is
chiefly about the business ability of Billie,
charmingly played by Polly Walker. She
saves the hero, more or less, from financial
ruin, thwarts the villain and as a final gesture
of triumph, marries the hero. To this
outline are tacked many rollicking little
ditties in the Cohan manner, and a competent
cast moves lightheartedly through their
rhythms. Miss Walker is in the opinion
of this reviewer one of Broadway’s very
finest ingenues. Were it not for this fact,
one might get weary of her. But not so,
because she can dance and she can sing
and she has acres of real personal charm.
Joseph Wagstaff is her love interest and plays
very well. Robinson Newbold acquits him-
self nobly in his usual slightly nonsensical
style, while Val and Ernie Stanton, known
for their very amusing and senseless con-
versation, draw comedy honors. Carl Francis
as the menace is excellent.

The SHOWS
ReEvIEWED

The Season in Full Swing—
Much That Merits Attention

The chorus routines are pleasing, rapid
enough, but not sensational. The real
dancing crown goes to June O'Dea and Joe
Ross, in a couple of eccentric specialties, to
Marion Hamilton and Billy Bradford for
some semi-acrobatic work, and to Polly
Walker for a waltz with Charles Sabin.
This last is very smooth and effective.

In the score, the standout tune is Where
Were You?, with Billie a close second. All
in all, an entertaining show that deserves
especial mention even if only for the fact
that it is perfectly clean. You can take the
whole family, a feat not often possible in
these days of realistic dramas and general
frankness.

RockweLt J. GRAHAM.

Ona Munson, winsome ingenue ap-
pearing in Hold Everything!, one of
the newest hits

(At right) George M. Cohan’s latest
musical production, Billie, emphasizes
Polly Walker's charm

The Messrs. Shubert present The Queen's Taste,
a comedy with music, based on the original. A Royal
Famly, by Capt. Robert Marskall. Adapied by Fanny
Tood Mitchell. Music by Alheria Nickols.  Lyries by
Mann Holiner. Staged by George Marion. Dances
and ensembles by Raymond Midgeley. Chester Hale
datices ttaged by Chester Hale.  Seftings by Watson
Barrait. Under perronal superoision of Mr. J. J.
Shubert.  Shubert Theatre,

oifon.

Shuberts have taken A

Royal Family from the shelf,
dusted it off, dressed it in beautiful
costumes, contributed an average
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score and some capable musical favorites, and
the result is The Queen’s Taste.

The Queen’s Taste seems to be too much
like a lot of other royalty musicals to advance
very far. True, Jeanette MacDonald im-
proves with every new vehicle she is given,
but this adaptation of the play of many years
back is hardly anything to get excited over.
The pace, naturally enough, is slow-moving,
with the only fast stepping when Carl
Randall and Virginia Watson stage their
specialties. The Chester Hale girls were
well-drilled at this writing, but they offer
little that hasn’t been seen before. Randall,
whose dancing has been the high spot of many
Shubert musicals, teams well with Virginia
Watson.

There is some sort of a book about a prin-
cess who must marry for royalty’s sake, falls
in love with someone she imagines to be
just a commoner or one of the gentry, and
who, of course, is the prince she must marry.
This lasts about three acts, with the usual
happy ending. Roy Hoyer plays opposite
Miss MacDonald, with Alison Skipworth,
Eric Blore, H. Cooper Cliffe and William
Danforth assisting. The last named veteran
was given much of the comedy burden, and
did what he could with it. Miss Mac-
Donald, who deserves better things, and

Carl Randall were bright spots of the
production.  Alison Skipworth, of
course, was competent.

The Nichols score can’t be given
much credit. Love Is Like That, The
Baron, The Duchess and the Count, The
Regal Romp and I Can't Believe It's True
seem to be the best of a mediocre group.
The Queen’s Taste being a royalty play,
the lyrics follow along, with few bright
spots. 3

The Queen’s Taste is heading for
Broadway. With so many musicals
invading the metropolis, this can't
compare with some of the other fare.

(Continued on page 52)

Florence Vandaman
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Concluding the Story of the

Girl Who Did Not Permit

Her Youth or Her Ignorance

of the World to Stand in Her
Path to Success

Confided to
GRACE PERKINS

The story thus far:

KNEW only that my mother had

been a dancer, and that the name

I bore, Beatrice Brooks, was

not my real one. The Mother

Superior of the Philadelphia

convent I was raised in told me
that my father had deserted my beautiful
mother shortly after my birth. The thought
of my mother made me dream of the stage,
though behind the walls of the convent we
were all lamentably ignorant of what the
outside world was like. This wild childish
ambition caused me to commit many small
follies in the convent, for which I was duly
punished. Ome night, after I had been
forbidden to listen to the new radio, I stole
downstairs and turned it on. A man's voice—
George Warwick, broadcasting from Chicago
with his famous orchestra—urged his listeners-
in to write to him. I was caught listening
to the wonderful strains of the music, and was
heavily punished. But that did mot prevent
me from writing a letter to the owner of that
voice, pouring out to him all my troubles.
His answer, urging me to run daway, fell
into the hands of the Mother Superior, and
I was locked up in my room.

But I escaped, and night found me wander-
ing in the streets of Philadelphia. Good
fortune got me a job with a certain Mrs.
Carter, who owned a millinery shop. Later,
like the loving, kindhearted woman she was,
she sent me to New York to study dancing
and to live with her married sister. And on
the train I met George Warwick! In New
York we met and, child though I was, I fell
madly in love with him. He treated me
always as a little sister, and besides, I could
not understand his apparent interest in Lulu
Grand, a girl who seemed also to resent my
even knowing George.

Misunderstandings arose between George
and myself, and I knew that my dreams would
remain dreams when I learned that he was
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I looked back. and saw George, and Lorraine, too, apparently approving the forlorn hope!

married. Despite the heartbreaking disap-
pointment, I still went on working, and with
the help of my dancing master, came to be
fairly well’known. I didn’t see George for a
long time, until he suddenly joined the show
I was with. I didn't know whether to be
overjoyed or to let him see how I felt. He said
nothing, and I led a very active social life,
which culminated in my becoming engaged
to young Arthur Weston, worth millions.
From the way George congratulated wme, I
knew he was angry, but I didn’t expect to see
him and Arthur fighting that night after the
show. 1 ran out mto the stage door alley
just in time to see George fall unconscious,
his head cut and bloody.

A group of us called a doctor, bandaged his
head, and took him at once to his apartment.
Lorraine, the ingenue of our show, stayed with
me, and when George felt a little bit better,
remarked how foolish George and I were mot
to make up and get married. . Then George
learned that I had given Arthur’s ring back,
and in desperation I accused him of being
married already. He laughed and explained
that his “wife’ was in reahity the mother
of his friend, Tom Howard, who was his
assistant conductor.  Lorraine left, and George
put on my finger the ring he had had ready,
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secretly, for a long time. Then Lulu Grand
walked in! She threatened me with a story
in the papers about my mysterious parentage,
and she took a wallet full of money that be-
longed to Tom Howard. I was powerless to
stop her, as was George, hardly strong enough
to sit up. She ran out.

UT George shook his head and made

a gesture toward the glass of milk on
the table. I handed it to him, and he
took a few sips quietly.

I stood, waiting for him to speak, trying
to gather my thoughts, and realize the
import of all that Lulu had said and done.

“Damn her soul!” George said fiercely,
after a few moments. "1 told Tom not to
leave that money there. He's been months
saving it. Gosh—1I don’t know what to do.
There's little use calling him up at the Club
and telling him. He couldn’t do anything
now—she's gone! And it would only
worry poor Tom.”

I nodded slowly, agreeing that since Tom
Howard had the full responsibility of the
orchestra tonight, it would be best not to
trouble him further.
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The stage manager was shoving me out into the first entrance.
For a moment the world had come to an end,

“Just who and what is Lulu Grand,
George?” I asked impulsively. “‘I've never
understood why—""

“Why what, Dimples?”

“*Well, why you went around with her,”
I mumbled in embarrassment.

“Good Lord, Dimples—you don’t think—"
He lifted himself up on his elbow in amaze-
ment. ~Why I thought you knew about
her. I thought everyone knew. Surely
you must have heard gossip from people in
the show."

“No, I haven’t,” I confessed.

“Well, you poor little kid. It never
occurred to me to explain about her. Es-
pecially since I hate to talk about Tom's
private affairs. I don’t feel I have the right,
you see.”

"Tom?" I questioned in puzzlement.

“Sure. Lulu is Tom’s sister. She isn’t
worth her salt, but Tem is awfully good to
her and refuses to let her go her own way
to the dump heap. He's got into a lot of
trouble over her, and barely kept out of
jail last year. Poor devil! He contracted

any number of debts on
Lulu’s account, and he’s been
paying them off slowly. She’s
got about five hundred in
that wallet.”

“How dreadful,” I gasped.

"She’s done it before. You
see, the truth of the matter is
that she dopes. No con-
trolling her. At least nobody
can do a thing with her but
me. She sort of thinks she’s in
love with me, I guess. And
I've tried to help her along.
She’ll do most anything I
ask of her when she thinks
I'm in earnest about her at
all. It's been the devil of a
responsibility to me and dread-
fully embarrassing. Because I
don’t love her—I couldn’t.
But I want to help her be-
cause of Tom. You know
that Tom was my buddy in
the war. He damn near saved
my life, so believe me I've
been doing what I could to
help his problems along. I
always will. You know that
so-called stage wife of mine?
Well—she’s Tom's mother.”

“And Lulu’s mother too?”

He nodded.

“Sure—1I got her that little
farm place out on Long Island,
and give her a few dollars a
week—just to help along.
Make her think her pose as
my stage wife is terribly
important to me. See? I tried
to get Lulu to go straight.
Put her on her feet and earn
some money of her own.
She’s got talent for dancing,
but she's hopeless, 1 guess.”

“So of course, she hates
me—because she knows you
love me,” I murmured thoughtfully. *“Oh,
George, what on earth do you suppose she
found out about me?"

“That's just what we've got to see. It's
not our business to give chase to Tom's
money now, poor devil. 'We have a problem
of our own right now. Call Bryant 06780
will you, and see if you can get Al Saunders.
He'll be able to help us. If it—well, we
might want to kill it, you know.”

I went to the phone obediently, and tried
to keep back the tears as I asked Al Saunders,
the publicity man for Sparks of Life to come
over as quickly as he could. When I hung
up the receiver, I walked over to the window,
clenching my teeth and trying to order my
thoughts. Maybe Lulu had found out
something disgraceful—a murder in my
family—maybe worse! Maybe that would
completely poison my beautiful love affair
maybe it would ruin my career. I wasn't
the type who could thrive on notoriety.

“Dimples!™

I turned at George's call.

“Come here, kid!"
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I went over to him, but the tears were
overflowing already.

“You still love me—terribly?™

I nodded.

“"Will you marry me tonight, if we can
arrange it?"’

"Oh, George—don’t say that. I don't
want you to pity me. I don’t want you to
sacrifice your own standing. We don't
know what story may be tacked to my
name.”

“Stuff and nonsense!” answered George
sharply. I wouldn’t care what they found
out. I love you, you hear? And if we
can possibly fix it, we're going to be married
tonight—before this story breaks. Will
you do it?”

I gazed at him, and the light of deepest
love and faith that I found in his blue eyes
swept me off my feet. For answer, I put
my arms about him, and hid my face in his
neck.

When Al Saunders came, and we told
him the whole story, his rugged, tanned face
that always had such a hard-boiled expres-
sion, softened as he looked at us.

"Kids,” he said solemnly. “We're going
to straighten this out, don’t you worry.
Lulu Grand lies her head off. It's her
specialty. I don’t believe a2 word of the
story she gave the papers no matter what.
Now the thing to do is phone the Mother
Superior of your school right away."

But I wouldn’t let him do that, and in-
stead we worded an urgent night letter,
explaining the situation and begging that
I might be given my mother’s letter now in
the face of such peril to my reputation.

Then Saunders began phoning the boys
on the various newspapers. The story, I
gathered, was “too hot” to kill, but each
and every one of them promised Saunders
to hold it over until the wedding, and spring
it as double news.

That, at least, gave us a little time in
which to work. Then, and not until
then, did I permit Al Saunders to take me
home to my tiny apartment. But I had
little sleep that night. I phoned Hanky
the news, and made her promise to meet me
at nine in the morning. Nothing less than
a wedding could have possibly made her get
up at such an hour. Meanwhile, as soon
as he had left me home, Al Saunders had
taken a train to Philadelphia. He .had
wired Mrs. Carter to meet him, and together
they were going out to the school.

I myself phoned my Mother Superior
the first thing in the morning, trying to
explin to her the full necessity of the mo-
ment. Then, Hanky met me, and together
we went over and called for George. He
was feeling much better, somehow, giving
all the credit, each time we begged him not
to overstrain, to “the miracle of love.”

We got the license, and an hour later, we
were married in City Hall. It was a strange
wedding, in the bare unromantic room,
Lorraine and Hanky standing beside us, and
Tom Howard arriving just too late! We
all had luncheon together, and almost

(Continued on page 63)
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HESE two photographs were very

recently made in Vienna, the home
of waltzes the whole world dances to,
in order to show what kind of things
dance students there are taking up.
Pupils of the Bodenwieser school, one
of Vienna's leading studios, these girls
show strongly the influence of the
leading German schools which we have
come to associate with a strong move-
ment away from the ballet. In addi-
tion, the photographs are interesting as
studies in line and composition.
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From DRESSING RooMm

Presenting ‘“Tapatia,”
a Gorgeous Costume

by A. X. Pena

By
BEATRICE KARLE

R. A. X. PENA, de

signer of this costume,
is a young Mexican artist of
note. In addition to his de-
lightful stage creations,
he illustrates for the
well - knoum magazines
of his own country and
contributes caricatures .
to popular American
publications.

5 APATIA™
is one of the
most beautiful
costumes we
ever have

presented, and lends itself
perfectly to the fiery tempo and spirit of
the Mexican dance after which it is named,
or others of that kind. The lines of this out-
fit are marked, graceful and ideal for the
dancer. The colors are rich and exotic. So
lovely is the costume that it adapts itself to
masquerade or fancy dress wear as well as
the stage.

We will begin with the bodice because it
is very easy to make. Back and front are
alike, except that the front is slightly fuller.
Depend upon the under-arm seams or darts
in the front for fit. It should be snug.
Remember to curve the outside shoulder
when cutting, so that it will be smooth over
the arm. Sew these seams neatly, having an
opening down the center back. Finish the
bottom edge of the bodice with a ruffle of
self-material. In our design, the roses are
cerise with bright green leaves. If you
wish to follow our color scheme (and it is a
lovely one) buy a fabric with these dominant
colors in large design. Of course the pattern
does not have to be exactly as pictured.
The fabric of the bodice, however, should
correspond to that of the skirt. We are
considering taffeta for the skirt, although
the maker may make other substitutes, if she
wishes. Bright orange braid or one-sinch
ribbon finishes the neck, sleeves, shoulder
and bottom.

We must spend some time—perhaps
several days—on the skirt if we wish to
make it truly beautiful. We will need
about five yards of thirty-sixsinch taffeta.
If you happen to be taller or shorter than
the average, be sure that the width of your
material is right before cutting into it.
Now double your material. In the center
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Brilliant colors and a note of grace and move-
ment characterize this modified Mexican
creation.

cut an opening for the waist, making it
several inches larger than you really are,
since the skirt is allowed to slide slightly
down over one hip. From the sides of this
waist opening, measure out exactly the
distance from the center of this opening to
the bottom of your material. That is,
the distance from the opening must be the
same everywhere, since the skirt is circular.
Now round the edges from the upward
points of the folded fabric to the bottom of
the piece. The top will represent two
seams which must be put nicely together.
Now we are going to paint on the gorgeous
design and border, so let’s digress on paints
for a moment.

Buy batik paints, which you will find
in all art supply stores. These can be
combined, thinned or thickened, as oils or
water colors. Test your shades first on
scraps of the taffeta. If you must cover
much ground, mix sufficient to last: otherwise
you may have varying shades. Next,
sketch onto rather heavy paper the designs
as shown on the outht. When you look in
detail, you will see that they are not difficult.
For example, the flower motif on the skirt
bottom is decidedly simple. Once your
pattern is right, it is merely sketched lightly
time and again until you have gone about
the whole bottom of the skirt. Sketch just
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enough to guide you in painting. The first
border on the skirt is about eight inches in
depth and a pale violet in tone. The next
is about four inches at the point and of
deep violet. A three-inch band of turquoise

blue comes next. The flower

motifs comes next. Working up-

e ward, the color arrangement is as

follows: white center, outlined
with narrow black; circle of cerise:
flower of bright orange like braid
on bodice; spiral of ce-
rise; narrow black band
outlining entire design.

The hip treatment is
especially  interesting.
L) You will notice there
ie are two designs—one a
little modernistic, the other
consisting of the curved
leaves, each overlapping
the other slightly. The
leaves are a brilliant green,
with their sections out-
lined by a thin black line, if you have the
patience. There are about elght of these
leaves. The modernistic design is angular in
style, in receding step fashion. It is tur-

quoise blue with the same

ﬂ.}y. motif as above the skirt

border. This flower has

an extra spiral at either

side of it and a wide margin is left around the
spirals and the flower.

The alternative of painting on this
material is the appliqué of fabric to the
taffeta. This is really more work and will
make the skirt appear heavier. The blend
of pale violet, deep wviolet and turquoise can
be easily found in taffeta or ribbon and used
as borders. There is so much material
today with large designs that something
effective is sure to be found. Cut out the
design and use it in the general manner
indicated on the sketch. The trimming may
be appliquéd on a sewing machine if care is
used.

The skirt waist band is finished with one
fold of pale violet and two folds of cerise.

Three yards of pale violet ribbon make
the charming head dress and body shawl.
A satin ribbon, about nine inches wide, will
be better than taffeta. Begin with the
center and fold smoothly about the head,
cross at the back of neck, cross again in
front below the neck, cross once more at
waist back, bring to the front and fasten.
Use invisible snaps for this. The front
ends may be finished with black fringe about
twelve inches long. A cerise rose rests
just below the left ear.

Notice the lovely shoes our lady wears.
If you have plain strap pumps of cotton
material or kid you may have some, too.
Paint them thusly: toe point is left white,
(Continued on page 58)
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BLACK "and BLue NOTES

New York

ROBABLY the outstanding event of

recent weeks was Paul Whiteman's
first concert of the new season in Carnegie
Hall. It clicked absolutely, and some three
or four thousand people, according to the
estimates of casual observers, were turned
away cold. Those who got in, including
many of our most erudite and lofty-browed
music critics, displayed all kinds of en-
thusiasm. Their attitude heretofore has
always been to regard Whiteman as a curious
musical phenomenon the moment he stepped
on the august stage of the concert hall.
He had to perform veritable heroic feats of
musical popularity before he was accorded
any serious attention, but now he is ad-
mittedly considered a dominant factor in
music of the modern type.

The outstanding result of the first con-
cert was to win Ferdie Grofe, arranger for
years of the Whiteman staff, a place on the
honorable mention list. His composition,
premiered by the orchestra on this occasion,
was Metropolis, which deserved every bit
of the praise it received. Some men on the
dailies even went so far as to class him with
Gershwin as a creator of so called “modern™
compositions. Be that as it may, he must
from now on be watched

News about Dance Orchestras

Just to remind you, Olsen soon opens with
Ziegfeld's new show Whoopee. And Max
Fischer's unit playing the West coast Good
News had to leave. Union trouble. And
Abe Lyman, Chicago company, is going intc
vaudeville when that company closes, which
no one knows when.

Sam Lannin, Goldkette's Cotton Pickers,
Katz's Kittens, and Fletcher Henderson are
some of the bands playing Roseland this
winter. A good lineup.

Paul Specht recently announced the de-
parture of his twenty-sixth dance unit to go
to Burope. Meanwhile he is waving the
baton over his own boys at the Jardin Royal,
this town.

Chicago

AUL ASH has returned to the Oriental
Theatre, and is booked to double into

the Aragon and Trianon ballrooms with his
band. As you know, he was master-of-
ceremonying at the Paramount in New
York, coming there from Chicago after
almost too much publicity. New Yorkers
liked him well enough, but it's my own
private opinion, which I wouldn’t tell a
soul, that Walt Roesner, up the street at
the Capitol (still talking about N. Y.) had
and still has a better stage

carefully, though of course
he has stood high in the
music business as one who
possessed ability as an
arranger for Whiteman's
unusual orchestral combina-
tions.

The Hotel Pennsyl
vania, N. Y., now harbors
Philip Spitalny and his ag-
gregation of blowers. This
is the first time Spitalny
has played a regular en
gagement in New York.

band. So, without notice
Ash suddenly left. No
Farewell Week or any-
thing. Just followed by
Dave Apollon, who is a
whole show in himself,
in his shoes at the Para-
mount. So Ash is back on
his old beat. I guess they're

He first attracted wide

attention in Cleveland, Apeda

when he conducted a sym- Paul  Whiteman,
G above, recently led

phony orchestra in a pic-
ture house, and afterward
ran across the street to
supervise his dance combo.
He was grabbed by Victor
to disc for them, and clicked
with an assortment of very
high-class arrangements
that. at that time, took
first place for odd rhythms and trick inter-
ludes. Then he went the rounds, vaudeville
and barnstorming and what not, and has
now gone over well in the Pennsylvania
Grill.

Olsen’s music left the New York Good
News, as herein heralded some issues ago,
and his place was taken by Earl Carpenter.

year

lack,
band

Hotel, New

his orchestra in its
first concert of the

(At right) Ben Pol-
seated, with
the members of his
now playing
at the Park Central
York

Apeda

glad to see him, I guess. More next month.

So often is New York regarded as the
center of all businesses that people overlook
the importance of other cities. Shouldn't
do it. Take the band racket. Chicago
and Kansas City are among the most active
booking centers in the country. Several
of the greatest booking organizations in the
country have their headquarters in Chi.
Benson, for instance. They book all the
college dances within cheering distance of
Randolph Street. Not to mention the
multitude of summer resorts flanking the
lakes thereabouts. And also, Chi is a sort
of terminus for the two branches of the
Keith circuit. No wonder. And look at
Detroit. Gene Goldkette is getting back
his strength there. He recently moved into
nice new offices a block away from the Book-
Cadillac Hotel. He books plenty.

While speaking about Chicago, drop
down to Indianapolis for a second. Recent
arrivals from there rave about Charlie Davis.
I've had letters and inquiries about him, and
I've spoken about him before, if you recall.
He played at the Indiana Theatre, Indianapolis
(that's a long name for any town) and was
also at a road place outside Detroit. This
last summer he jaunted East to Victor
quarters at Camden, N. J., to make his first
Victor discs, though having had his notes
waxed on Okeh and Brunswick before.
Look for the records.

Here and There

0SS GORMAN, who plays ever so

many instruments, is signed for an

indefinite stay at the Hotel Peabody,
(Continued on page 56)
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Maxine Lower, a pupil of the Lillian
Cushing School in Denver, is to
appear professionally this season

New York

UTH ST. DENIS created an

Oriental ballet for Walter
Hampden's latest production, The
Light of Asia, in which appear with
him Ernestine Day, heading a group
of eight girls from Denishawn’s
professional class. The costumes
and choregraphy were inspired by the bas
reliefs on the Dravidian caves of India.

Bernard Bernardi has made connections
with a booking service to assure his pupils
professional engagements after graduation.

Harry De Muth has taken a larger studio
ind now offers regular classes in tap dancing
in addition to his acrobatic work.

An informal tea was given by the Carter-
Waddell Studio to Miss Fleur de Lys. A
prereview of Fleur de Lys™ act in Keith
vaudeville was presented for the members of
the professional class.

Peggy Taylor has begun another season
of teaching, producing and performing with

Mantgamery

RR

OTUDENT

and STUDIO

Mid-Season Finds
Teachers and Pupils
Working with More

Vigor—Events

of Importance

A group of ballerinas the

from
Dancing Academy, Erie, Pa.

Antoinette

her pupils at her little Studio-Theatre. Miss
Taylor teaches during the day while in the
evening her studio is converted into an
intimate theatre-club.

Madame Calliope Charissi has the unique
distinction of having raised her own ballet.
She is the mother of eleven children, six girls
and five boys, all of whom she has personally
taught to dance. They form the ballet with
which she has toured the world. She has just
opened her studio in New York, and she also
teaches at the Hotel Nassau, Long Beach,
L.

And Elsewhere

NE of the largest ballet schools in
Brooklyn, N. Y., is that of Anatol
Bourman and his wife and assistant, Mlle.
Klemova. Both of these artists have had
the best training of Russia’s schools as a
background and years in America of both
dancing and teaching every type of classic
and stage dancing.
The Haines and Morton’s School, which
is now thirty-five years old, has become an

(At left)
This dypsy pair, Mikail and Mikinie, who
specialize in vaudeville in adagio and apache
numbers, are graduate pupils of Nicholas
Tsoukalas and Ruth Laird

(At right)
Elsie Craig and Norman Cugino prefer adagio
to any other type of dancing
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Charlotte Steinberg, who teaches in
Brooklyn, N. Y., in a pose from her
Nautch dance

mnstitution in New Orleans. Last
season five thousand persons were
registered, they write us. Both
heads of the school are members of
the Association of the Dancing
Masters of America and with them
are working toward building a

American.
ardiner and her partner, Paul
Tchernikoff, who have one of the best ballet
schools in Washington, D. C., are planning
to give several recitals with their pupils
this winter. Miss Gardiner has the cheer-
ful habit of spending her summers divided
between WVolinine's school in Paris and
Otero’s in Sevilla, but last summer she added
a period in London where she took the time
to see Angna Enters, Tilly Losch and
Madame Pavlowa. Miss QGardiner was
formerly a member of Pavlowa's company, so
tea with Madame was pleasant with sen-
timental reminiscences.
E. Paula Revare has entered upon her

Seot
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ninth year of teaching in Phoenix, Arizona.
Miss Revare has a flare for entertainment
and is able to instill her spirit in her pupils.
Joy and beauty of rhythm are the funda-
mentals she impresses on all that come under
her sway.

The Audree Deal School in Canton, Ohio,
has added soft shoe and tap to the classic
work this year. This has more than doubled
the number of enrollments in the school.

Helen Reid, who was a student with such
famous teachers as Vestoff, Serova, Chalif,
Fokine and Tomaroff, is now teaching her
second year in Cleveland. Although she
might have enjoyed a stage career she chose
to teach as the higher profession.

Nicholas Tsoukalas of Chicago has placed
a number of his pupils with the Chicago
Civic Opera Company this season.

Out in El Dorado, Arkansas, Betty Fran-
cis has successfully conducted her school
of dancing for seven years and has her
own acts in vaudeville which include her
pupils.

Elinor Gammel, who is a graduate of the
Ned Wayburn School, is teaching in the
River Oaks school, Houston, Texas, this
season as well as in her own private studio.
She specializes in the stage and ballroom
type of dancing.

The G. W. Rogers Studio in Brooklyn,
New York, is celebrating its twenty-ninth
successful season in the Bay Ridge section.

The Hart Dancers of Dallas, Texas,
celebrated Hallowe'en with a party and
dancing that will not soon be forgotten.

In New Haven, Connecticut, Patty
Anquillare, who is only fifteen years old
and a junior in high school, has begun her
third year of teaching little girls how to dance.
She writes us that she is saving up her money
so that she can go to New York and study
in the Ned Wayburn School when she is
graduated from high school.

Kroencke

Baby Alyce Cerf is one of
Adam Hoey's remarkabie

Weaver

Theodore Hardy, in a pose from a Hun-

garian dance, is a ballerino from the
Semenoff and Zimmerman schools,
Cleveland
Mail-Order

HE mail-order business may sound very

prosaic but, writes Edna Lucile Baum
who sells dance routines by mail from her
studio in Chicago, “Every morning when I
open my studio door and find, slithered
across the office floor, various colored
envelopes adorned with strange handwritings
and many-hued stamps, I feel the thrill of
an unseen audience as much as any premiére
danseuse who waits off stage just before
the curtain goes up. . . . I wouldn't trade
my world-wide audience for all the packed
houses on Broadway, nor one single light
on the night air-mail plane which brings
me my letters for all the twinkling incandes-
cents on the Great White Way.™

London

HE renowned Russian star, Thamar
Karsavina, has opened a school in
the neighborhood of Regent’s Park,

Nine little baby rabbits from the Cecile Root
School in Fitchburg, Mass.

Bargroth

child dancers
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Eight-year-old Lois Heath is
a student at the Burkhimer
School in St.Petersburg, Fla.

December, 1928
offers. A
is a class
students ex-
work is on the lines
of the Imperial Russian Ballet School,
a gradual development of the whole
body, to the end of having the leg as free as
the arm. Madame Karsavina demonstrates
the different steps and explains the technique
so that finally the right attitude becomes
instinctive, thus leaving the mind free to
express the feeling of the dance, “for no
art,”" says she, “needs so much power of
thought and will as this.”

a  generous
special

correspondent
feature in the school
for the training of male
clusively. The

Popular Aprts Congress

AVING gathered together representa-

tives from thirty-two countries all
over the world, the first International
Congress of the Popular Arts met in Prague,
Czechoslovakia, at the invitation of the
International Committee on Intellectual Co-
operation of the League of Nations, for a
week’s session.

The Congress is divided into five sections,
including history, methodology, museology,
etcetera; the plastic and decorative arts in
wood, metal, ceramics; the plastic and
decorative arts in tissue; song and instru-
mental music; and the dance and dramatic
representations. Authorities on the dif-
ferent subjects discussed their particular
vocations at the plenary sessions and pre-
sided over the round table groups.

Elisabeth Burchenal of New York, chair-
man of the American Folk Dance Society,
delivered two papers at the Congress, one
on "The Project of the American Folk
Dance Society,” and the other on "Dis
tinctive American Country Dances.” At
the Congress she represented both the
National Council of Women of the United
States and the International Council of

(Continued on page 54)
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great protagonist of the graceful, pic
torial school. His chorus work has less
vigor than some of the younger men, but
it has a charm which sometimes is lacking
in their creations. The vogue now is for
“hot™ gymnastic dancing. That vogue
has its critics and these latter enjoy the
easy, flow of a show which Royce has
directed, a She's My Baby, for instance.
The Dillingham production of last season
did not project the numbers with heated
abandon. They were always within the
frame of propriety, unlike Felix's ribaldry,
Berkeley's surprising twists and Haskell's
sly wit and sense for composition.
Royce works usually with an assistant,
who stages the steps for him according
to this order. Inasmuch as Royce also

DANCES
STAGED By—3

(Continued from page 27)

directs the book, it is necessary for him
merely to supervise the actual rehearsals
of the chorus. He is credited with a
keen eye for detail and, because he com-
bines two directorial jobs in one person,
he is said to unify and flavor shows he
directs with his personality more than
the mere dance director.

It is easy enough to direct a chorus in
routine kicks, taps. acrobatic work and

conventional steps. Only once in a
while does a dance director step forth
who can do more. David Bennett's un-
forgettable totem pole dance in Rose
Marie is an illustration. Or Seymour
Felix's Halleluja routine in Hit the Deck.
Or Busby Berkeley's sensational trio of
hits in Comnecticut Yankee. The fervor
of these young men, together within
their imagination and their creative powers,
has resulted in a complete change in stage
dancing during the past decade. They
dominate musical comedy, in many re-
spects. And they deserve the large
salaries which are theirs and the honors
they have been reaping.

* * *

ballets, Choreodramas and Choreocomedies
will be given. A large open air theatre
on the lake, of such dimensions and such
architecture that performances could be
watched by one hundred thousand people,
will be constructed. There is also a
project for erecting islands of various
shapes with architectural background
characteristic of different countries, where
natives or folk dance groups of different
races and nationalities will present their
dances and rituals. Folk dances will also
be presented in the open air theatres and
terraces throughout the grounds.

To make this gigantic project a possic
bility, the officials of the Fair are working
out an international scheme of cooperation
with official representatives of the various
nations in this country, They will col-
laborate in securing the support of those
governments and individuals who sub-
sidize the dance in their countries, and in
influencing them to send these dance
groups to the Chicago World's Fair.
Chicago will thus become 2 meeting place
of the East and the West.

Think of this opportunity offered you
to witness all that is the best in the dance.
What a tremendous inspiration, what a
wealth of material to be gathered! What
possibilities of studying any dance you
wish to know from the most authentic
sources and to come in contact with all
leaders and performers assembled here.
What a feast for the eye, what a divine
joy, what an exaltation awaits you.
See them pass before your enchanted
eyes—the dancers of East India, China,
Japan, Java, Cambodia, Arabia and Egypt.
See Gypsies of many countries, primitive
races, and then again the picturesque
groups of Spain's many varied provinces
with their flashing fiery or languid dances.
Here will be Italy, the many nationalities
of the Balkans, the many Slavs, Austrians,
Germans, the hundreds of English folk
dancers. Then again you may see such
glorious spectacles as the historical cycles
of the Diaghileff Ballet, Anna Pavlowa,
ballets of many of Europe's organizations
and grand operas. Mary Wigman,
Rudolph Von Laban’s School and others
and many, if not all, of Europe’s dis-
tinguished exponents of the dance in all
its forms and varieties, will be invited.
You will become acquainted with the
newest and latest schools, thoughts and
methods. And after you have been enter-
tained and dazzled by all that was brought
to you, you in your turn will be able to
show to all here assembled what America
has accomplished and contributed to the
world’s culture through the dance.

First of all we plan to have the American
Indians present their dances and rituals on
a large scale and true to tradition. As
the Fair will continue for many months,
the Indians will be able to present their
sacred and secular ceremonies at appro-
priate seasons with all due traditional

The DANCE at
the WORLD’S FAIR

(Continued from page 10)

and spectacular splendor. Very few
foreigners, and, alas, most Americans
know very little of the wealth and the
cultural value of their genuinely artistic
and imaginative folklore or of the great
spiritual, poetical and emotional inter-
pretation illustrating the relation of the
body to the forces of nature so stupend-
ously depicted through rhythm, motion
and color. For the Indian demon-
strations, structures and backgrounds will
be built true to the natural architecture
and surroundings. For instance, for the
Southwest Indians, pueblos with their
archaic characteristics, and what we will
see there will be great artistic moments
for all and a glory to American history.

We hope to see in the various theatres
the latest developments of the Denishawns,
the Neighborhood Playhouse, the Anna
Duncan dancers, the new realizations of
Michio Ito, of Martha Graham, Daoris
Humphrey and all the ones to come, and
the many Russian dancers and their com-
panies, each presenting new or reviving old
works.

Here in Chicago we plan to have ready
a ballet company of about seventy-five
dancers to produce all that is important
of the past or present. Some of the works
will be staged by me, others by invited
balletmasters who will be interested in
producing for us with our company.
Famous dancers and danseuses will appear
as guests. Important choregraphers or
innovators, who will not have their own
companies or groups, will have the oppor-
tunity of creating and producing their
works with our excellently trained and
versatile dancers. Works will range
from solos to stupendous ensembles. We
plan to revive American ballets such as
John Alden Carpenter’s Birthday of the
Infanta, Skyscrapers, other new works
by him and by others such as Aaron
Copeland, Deems Taylor, Henry Eichheim,
Jacobi, Gruenberg, Gershwin, Loeffler and
many other distinguished and favorite
COmpOsers.

Works will be staged in collaboration
with famous painters, to the accompani-
ment of large or small orchestras, to in-
dividual instrumentalists, to songs or
choirs, to poetry and to light. The
dance, the greatest synthesis of Art, will
reveal itself a unique and universal mani-
festation of the creative genius of the
man and the woman of our age.

We intend to present the magnificent
poem pageant of the foremost American

poet, Walt Whitman, Salut au. Monde,
with music by the late American composer,
Charles T. Griffes, and make use of the
various groups who will come here from
the Orient and Europe.

The prospects of creativeness and
realization of those visions must unite
all and inspire new hope and courage for
the supreme effort leading through all
sacrifices to perfection and accomplish-
ment, so we shall be ready and strong
when the time comes.

Qur programs will include the more
popular aspects of theatrical dancing and
we will give it an equally great and im-
portant place. All varieties of American
musical comedy dances will be represented.
Personally, I am immensely interested to
observe in those dances all forms and in-
fluences, from the ballet technique to
adaptation of different national movements,
such as the Russian, Spanish, Hungarian,
etcetera, of athletics, acrobatics and most
of all the influence of the Negro dances.
This racer with its humor, dynamic
rhythms and at the same time extreme
sentimentality would naturally influence
the supremely youthful, vigorous, spon-
taneous, and beautifully proportioned
American dancers, with its exuberance
and naivité. The spirit of competition
has inspired continuous inventions of
tricks of breath-taking dexterity and speed.
We hope that all the famous choruses
and individuals will delight the public
with their dances and stunts; such as
Ned Wayburn, George White, Carl
Randall, Sammy Lee and other favorites’
of musical comedies, vaudeville and
revues, who will make Chicago in 1933
their meeting place.

We will have theatres in which will be
shown films of dances collected throughout
the world and the latest and newest
experiments in the dance, the perfected
movietones, etcetera. There will be a
Theatre Art exhibition at which the
dance will be strongly represented in
painting and sculpture from all countries.
There will be a Library at your disposal
containing books, periodicals, articles
on the dance, on the dance costumes and
the theatrical art in general,

Noted poets, writers, lecturers and
leaders in the dance will give lectures
on this vast subject.

Dance conventions of all forms will
be organized during the period of the
exhibition, A provisionary academy of
the dance will be established in a specially
constructed building where teachers and
dancers will exchange their art, instruct
and be instructed.

The Fair's aim in fostering the suprem-
acy of Art is to lead to the establish-
ment of a Ministry of Fine Arts in
America. To the dance is assigned a
large place and a great responsibility.
Let us all work enthusiastically and prove
victors.
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MID -SEASON TERM
Commences January 7th
Have you made application for the
Mid-Season Term at Denishawn? This
is an opportunity you can't afford to
miss! The Mid-Season Course offers
the important additional feature of

personal instruction from Ruth St.
Denis and Ted Shawn.

The beauriful new Dormitory adjoins
Denishawn House and offers you a
home of rare culture and happiness
while studying.

This course covers all Denishawn
Technique, Music Visualization, Plas-
tiques, Ballet Technique of Forcign
countries, Dalcroze Euryrthmics, four-
teen complete dances and individual
creation of dances. Trips to museums,
art cxhibits, grand opera and sym-
phony concerts, French, piano or voice
taken as electives.

Classes at Carnegic Hall Studio cover
identical material for pupils living in
the city. Orther classes for young
women, girls, boys, children four to
six years, at both Denishawn House
and Carnegie Hall Studios. New pu-
pils admitted ar all times. Special
coaching at no extra expense for those
registering late for full season course.

Write for Prospectus.
Register NOW for

Mid-Seasom Term.}
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DENISHAWN

- THE RUTH ST. OENIS AND TED SHAWN

SCHOOL OF DANCING
AND (TS RELATED ARTS

E)CE]&:UTIV‘E OFFICE: 602 Carnegie Hall,

STUDIOS: 67 Stevenson Pl. and 601 Car-

“ negie Hall
SUMMER SCHOOL: Westport, Conn.
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Identified!
by its Charm

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

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

OF
FIFTH AVENUE

Phone Murray Hill 4984—4985

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

Herzrbellzzze

Ciyélash Sfeautifier

sparkling brilliance

depth to the

Ferfectly
Used

Try it

Solid

Brown, 75¢ at

-y 4 ’ toilet goods counters.
MAYBELLINE CO. CHICAGO

AeLiRo,

Notice of Change of Address

Our new advertising office is now es-
tablished at 2716 aybar Building, 420
Lexington Avenue w York City, where
you are cordially invited to call when yon
are in town. Please note the change of
address carefully in order to avoid de-
layas incident to the forwarding of mail.

Grace Arons —Advertising Manager

"\ Instantly transforms lashes
e b into a dark, rich luxuriant
fringe of loveliness. Lends

shadaowy, inviting
cyes,
The easiest evelash
beautifier to apply. ..
harmless.
by thousands,

waterproof Liquid
Maybelline, Black or

; F only I could make my little brain

work like my feet,” sighed Alethea,
shifting a wisp of pink chiffon for checked
rompers and parking two black ballet
slippers, “I'd know what to do with this
blessed head of mine. When I kept it short
the girls all said, *Oh, do let it grow! With
long curls you'll be a perfect darling. Be-
sides, a dancer should hawve hair.” Here I
am with dizzy little curls all about my
shoulders and the girls all say, “Oh do cut
it! With tight curls all over your head
you'll be a perfect darling. Besides, a
dancer shouldn't have long hair.’ And
there I am! Come, Marjory, give me an
ice-cold opinion. Tell me to cut or not to
cut, and I'll shrug my shoulders at the
world and do as you say.”

Sweet confidence, but a weighty re
sponsibility for me. Indeed, it isa weighty
matter for many of us. There was a
whisper in the early part of the year that
a vogue for long hair was upon us. Those
of us who had had long hair bobbed,
closed our ears and went about more
practical business. But those of us who
have never had long hair—who went
successively through childhood, adoles-
cence and reached years of discretion with
our bobs still clinging to us, felt that it was
time for a change of some kind. Long hair
offered this change, and so we endured
and suffered long while stiff little sprouts
grew into inches. And the first thing you
know we had HAIR! Three cheers! We
had accomplished our purpose. We could
shake our manes and talk about hairpins,
if we wanted. But what to do with it?
True, a few fortunates could sweep it
back and look like Martha Graham or
Trini. But most of us found ourselves
bequeathed with a burden that no esthetic
or practical sense could quite justify, And
so black moments come to us, when we
feel like grasping the scissors ourselves and
doing our worst. Only we are afraid of
making the job worse than it is. Thus we
seek counsel from those wise ones whose
business it is to cut, curl and coiffure, and
from whom a little word or snip of the
shears can make hair styles.

In proof of my statement, I sought out
one of the most prominent hair authorities
in this city. As we talked in a corner of
his spacious salon, all manner of heads
passed back and forth—some of them
from the Great White Way, some from

.
the more conservative Park Avenue way,
and some, perhaps, from ways that are far

removed from ours. Each, however, was
well-groomed, trim and lovely, and I could
not help but notice that it was the arrange-
ment of the head that undeniably gave
final emphasis to that impression.

“The hair trend of the moment is de-
cidedly in favor of the bob,” spoke Our
Authority. “The present style of bob is
quite different from that sponsored at the
beginning of the year. Then we still
favored trim, trite lines. But the modern
bob suggests softness, charm and the flow-
ing, fluid lines that are so accented in the
dress styles of today. This bob features a
swirl back with sides long enough to curve
softly about the face and in some instances
to cover the ears. The part may be either
on the right or left side. If, however, we
consider the newest hats, the part must be
on the right, because the velvets, soleils
and felts often expose the forehead at this
side.

“] predict that this bob will be uni
versally popular so long as feminine styles
exist. For it is a perfect complement to
body lines of the moment. Since we have
cut hair, there has not been a style so
generally becoming and lovely. The first
bobs were becoming to the face, because
the sides were left full and curled, but the
back was atrocious.

*Of course this modern bob is elastic in
line—that is, it can be adjusted, tempered
or exaggerated, to accommodate every
facial contour, For it is the face, after all,
that must determine the style of cut.

“Speaking generally, I can think of but
one type to whom this modern bob would
not be becoming. That is the girl with the
very full or round face. She will find the
wind-blown style more flattering. Most of
us are familiar with it—smooth at the back,
with irregular, fringed lines at the front,
sometimes converging toward a middle or
side part. It is a charming arrangement for
the few whose features are adapted to it,
and conveys the feeling and spirit of a wild
flower.

“If the face is long and slim, the modern
cut, with sides shortened just a trifle, will
suggest desirable fullness and detract from
the length.

“If the face is thin but not long, the
modern cut is ideal for suggesting fuller

contours,

U.and U

A helpful selection from the Ogilvie Sisters' salon
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DeBarron

Elsia Connor of Vanities typifies
the modern bob

"“You ask me when it is wise to curl
hair and when to leave it straight. I think
I have yet to see the hair that was not
more attractive with some undulation,
curl or curve, no matter how slight. Both
marcels and water waves are fast giving
way to the finger wave. The two former
produced too harsh lines, while the latter
is the nearest possible approach to a
beautiful natural wave. The finger wave
also produces a perfect line in the modern
cut. Bvery type of face is softened and
made lovelier by some curve or wave
about it. Even if the hair, itself, is pre-
ferred straight, as in some rare instances
when sheen or beauty of coloring makes
this desirable, the line about the face must
curve or conform in some irregular, rather
than regular, style.

*I always favor a side part—slight or
exaggerated, according to the person. This
lends a pleasing lack of symmetry to the
face, softens it and shows the natural gloss
or beauty of the hair to best advantage.
Most of us have a ‘better’ side, so if you
can disregard hats, use your most favorable
side. To my mind, the only type that can
stand hair parted in the middle is the truly
Spanish type—brilliant eyes, small, pointed
nose, oval face and dark skin. The color of
the skin does not really matter, but usually
accompanies this type. Either long or
short hair may be parted down the middle
and brushed back over the ears or caught
at the neck.

“If the forehead is particularly high, the
side part may be tempered with a tiny
fringe, trained to curve in the general
direction of the hair waves, If the forehead
is very low, then the finger wave should
take the hair up straight from the forehead
for a few inches, then train it to dip in a
curve. This will accent the forehead be-
comingly without exposing it entirely.
Let me warn against brushing the hair
straight back from the forehead. This
treatment can add ten years to anyone
even a face of twenty, Altogether, it is
a most trying and unbecoming style.

“The woman of today is to be con-
gratulated upon beautiful lines and color
in all phases of her toilette, from make-up
to her coiffure. All styles are, to my mind,
more delightful than they have been for
many a season. Let us hope that this
generally beautiful trend continues.”

Qur Authority left us to continue the
supervising of beautification in the five
other salons in which he functions in New
York. It is intercsting to know that when
permanents were his own handiwork, an
enormous silver loving cup in commenda-
tion of the most perfect permanent wave
was awarded to him by the American
Association of Hairdressers on five differ-
ent occasions.

There are, as you all know, exceptions to
all things in life, including rules and hair
cuts. Alethea, for example. Always and

(Continued on page 57)
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You should be able to appear as a real
professional by the age of twelve. [ was.
As yet, you are far from being a good
dancer, of course. You must go out into
the world of the theatre and pass a girl-
hood of hard knocks in which there is no
such thing as security. You may fall
in love if you wish, for that will develop
you emotionally; but you must not yield
to the temptation of marriage.”

I ventured to remark that hers was a
hard doctrine, which American aspirants
would hesitate to accept.

“But certainly they do not accept it,”
she cried scornfully. “Nor do the re-
spectable English, or the lazy French.
That is why none of you are dancing
races and so seldom, if ever, produce a
great artist. You think you must have a
book education first of all, and what you
call a wholesome, happy youth. Well and
good. That is fine for the ordinary per-
son. But a career in the dance cannot be
postponed. It belongs to one’s earliest
Years. After thirty, a dancer is finished—
artistically, I mean, no matter what the
public in uncritical countries is willing to
accept. I shall retire at an age when an
American or French dancer would be
beginning just to be known.”

*You say that now,” I protested.
if your admirers want you—"

“Listen, my friend, I give you permis-
sion to shoot me dead if you see me on a
stage after I am thirty,” she exclaimed, with
burning vehemence,

The sculptor Hernandez clapped his
hands and shook all over with delight.
“You can have no idea how Spanish she is,"
he said to me. " And she really means it.

“But

SPAIN'S
BriGHTEST STAR

(Continued from page 15)

She would compliment you if you came to
kill her for breaking her vow,”

“But he will not get the chance,”
declared La Argentinita, *I shall have
thrown myself into a new passion. The
time will have come for marriage, perhaps.”

I told her that her ardor was adorably
primitive, and she smiled and said that, of
course, Spanish women were uncivilized.

“Only to the extent of being honest
about their emotions,” 1 countered.
“Does that explain their charm?”

“It explains their beauty,” she an-
swered surprisingly. “Life rewards them
for being enthusiastic about it."

It was getting to be time for the dancer
to leave for an appointment. But this
was not the sort of interview which one
willingly accepts as the beginning and the
end. I asked La Argentinita whether
I might see her again, and she replied
with the utmost carelessness that I
might inquire for her some day at the
theatre or the hotel.

I strolled for a few blocks with Her-
nandez and we talked about her. She
had made her début as a child dancer at
San Sebastian, he said. At eighteen she
had toured the Spanish American coun-
tries. La Argentinita, naturally, was a
stage name. It was a diminutive, mean-
ing “the little one from the Argentine.”

Some claimed that she had taken it in
honor of a country which had received
her royally, Spanish-born though she
was; others that she had called herself
after the older dancer, La Argentina,
whose protegée she had been for a short
while. She was evasive on the point,
but he inclined to the former opinion.
Though she had never performed in New
York, she had once visited the city on her
way back from Havana to Spain.

We parted in the Place de 'Opéra, and
it was late in the evening before I found
my way back to the café where I had first
extolled La Argentinita. Hernandez had
been ahead of me. To every one of our
mutual friends, he had whispered the same
phrase. I took Roberts to see her,” he
had said, “and I tell you, his heart was
set on fire!™ From all accounts, he had
spread what he believed to be the romantic
news with complete Latin innocence and
enthusiasm. He could not imagine any
one meeting the peerless dancer and
failing to fall in love with her. Im-
possible to hold it against him, in the
circumstances, but it was embarrassing.

I did go back to see her, and we talked
of art and life. She modified her arraign-
ment of the American temperament, to the
extent of saying that the Negrojaz
influence was on its way to developing
original dancing of the highest order in the
Western World. Only three races could
now be called essentially dancing races,
she claimed. These were the Spaniards,
the Hungarians and the Russians. But
the Americans would soon be joining

their company.
& *

LesTER ALLEN STANDS UP—For Himself

“Now,"” returning to his stage career,
“what after vaudeville?”

“Revues and musicals, and plenty of
them.” Chronologically he traced his
stage history. “The 1916 Midnight Frolic
found me still dancing and working the
comedy angle as best I knew. London
followed for a spell with Hello Ragtime.
Then came the Scandals.” He paused.

“Meaning Mr. White's, of course.”

“Whose else? I was with his first edition
and I liked them well enough to be a mem-
ber of each succeeding version up to the
1926 show. Those seven revues helped me
#lot in the comedy department.”

“Fine,” [ said: ““That brings you up to
two years ago.”

. "1 switched to Earl Carrol and appeared
In The Florida Girl and Vanities, One trip
o Europe, LeMaire's Affairs and now
The Three Musketeers.” During the con-

f—

Dressing the House for
Christmas

is the title of an article in the December
issue of Your Home which wnll appeal
to all. It contains many excellent
suggestions for giving the home a
festive appearance for the holiday.

There will also be an article on
giving a Christmas present to the
house, on the use of candles and
many other subjects that are of
interest to everyome.

On the news stands November 23rd
—twenty-five cents per copy.

—

(Continued from page 32)

versation he had transformed himself from
Lester Allen to the role of Planchet, servant
to D' Artagnan.

“And now,” I continued, “what are
your principles of dancing? To just what
factors do wou attribute the ease and
facility of your own ability?"

“Experience. This may sound as if
you'd heard it many times, but it's the
truth. There is no schocl like the school of
experience. When you consider that I am
still using some of the basic steps which
were a part of my routine two decades ago,
then you can understand how sound train-
ing can be, The tendency today scems to
be toward standardization. That is,
specialtv in one form. Personaliy, I believe
that real dancing ability lies in 2 knowledge
of all forms, Possession of a pair of dancing
shoes doesn’t indicate competence. En-
thusiasm doesn’t insure success without
proper knowledge of fundamentals.™

“Where does comedy enter into your
dancing?™

“Whenever it's possible, Perhaps, if it
weren't for my comedy work I wouldn’t
be in the favored spot  am. Any audience,
while it may attempt to understand the
intricate steps of a dancer. often fails to
see evervthing. Incomedy, however, there
is a different reaction. The audience sits
back and laughs. There isn’t much neces-
sity for careful thought.”

*Are all comedy dance steps the same?”

“No. There should be new ideas for
different situations. Of course, stock
routines may always be depended upon,
but there must be changes. The attention
of the audience should never relax.”

“Meaning that one ultimate aim is to
interest others in your work?”

“Just that. The comedy purpose of

dancing is, as the slang expression goes, to
have them rolling in the aisle.” He smiled.

“Do you mean to say,” 1 questioned
“that people actually roll in the aisles?”

“Well,” said Mr. Allen, “while I've
never really seen it, I believe it has occurred
in isolated cases.™

“Do let me know when you actually see
it. I would enjoy it. But, in conclusion,
Mr. Allen, what goal have you set for
yourself?”

“My goal,” he declared, “was set about
twenty-five years ago, when I entered the
field. And, strange to say, I've changed it
many times. When I was with the circus,
I wanted to get into show business. When
I was that fortunate, I looked forward to
vaudeville. Vaudeville found me looking
ahead to real shows, and when I found
myself in revues I declared that I would
not be satisfied until I had a real, honest-
to-goodness part in operetta.”

S0 here we are. Now you are Planchet,
servant to D'Artagnan, the fourth mus-
keteer.”

Mr. Allen was scandalized. “The fourth
musketeer,” he demanded, “why, there
isn't any fourth musketeer! Don't you
know your history?"

“Maybe I don't,” I replied, confused.
“There must be only three.™

“Quite right. Goodness me,” said Mr.
Allen, *'I hope you don’t make many more
mistakes like that, especially in this inter-
view. Be careful.”

“1 will,” T promised. “And I hope you
like the interview,”

“I hope 1 do," replied Mr. Allen, as 1
turned to go.

1 hopz he does.
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This superior Footwear be-
longs in the wardrobe of
every pupil, teacher and
professional dancer! Each
one of these models has been
scientifically designed with
full understanding of the
dancer’s needs. The material
used is of the finest and in
every way represents the
acknowledged standard of
Capezio Footwear. If you
are not already wearing these
famous slippers, make the
proper investigation of them
today. You, as a dancer,
cannot afford ner to wear
Capezio = Slippers! Write
direct for catalog and foot
chart and ask for the name
of your local Capezio dealer.

The Famous
Comcave
Arch is used
in both the
Hord and
Soft Toe
Slippers.

Hard Toe in Pink an i

Bilack Satin, 35.50.,
Black Kid, $3.25,
White Satin, $35.75.

Saft Toe in Black Kid,

$3.75. Pink Satin,

3400, White Kid,

$4.75. Elk Soles, $1
exira.

Aesthele Sandal in
Grey and Faun
Sucde, $2.00

Duo-Type in Black
Kid, $6.25. Palent
leather, $6.75. Taps
060c per pair. 85¢
altached.

Special shades in all sivles (o
order at slight additional cos|,
Quick delivery.

prepaid.

Postage
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NEW YORK CITY

When in New York visit our Retail Shop 838-7th Ave.
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DLNCE.

—in these New
De’Leo Toe Slippers

The last word in elegance, fit, comfort
and arch support. Sold exclusively by
Waas & Son.

Black kid . . .« R4.50
Pink, white or bl:rk satin, ®4.%3

(ther colors dyed to order, 81 additional

In addition te this remarkable De'Leo
line, Waas & Son earries eomplete lines
of shoes and slippers for ballet, toe,
clog, tap and soft ullme dancing.

Wans Reheanrsal Rompers
Tremendouosly popular at dancing aead-
emies for freedom of movement and
attraetive uniformity. In giogham at
£1.75 or in suteen at $1.95.

An extensive assortment of fancy mate-
rials and trimmings. Samples sent upon
r"ll!rll.

Scientifically made dancing girdles and
supporters. Full information in the
Waas catalogue.

Teacher’s Attenti
Directors of Da
write for our speci
profit sharing plan.

I—Instructors and
Schools should
iscount offer and

Write for the new, big
Waas ratalogue, giving
illustrations and me:es of
the complete as line
of theatrical supplies.

WAAS & SON

Theatrical Department Store
123 South 11th Street
Philadelphia

_BEAUMONT SCENERY STUDIOS —

Stage settings, painted or draperies, to order
or on RENTAL, for all occasions. Dancing
schools suppl jed throughout country. Oldest
scenery concern in United States. Write forfur-
ther information—443W. 4 Toh Se. . New York Clty

LADIES

Address envelopes at home.  Spare time. $15

-$25 weckly easily. Experience Unnecessary.
Dignified work. Send 2c stamp for particulars,
Mazelle, Dept, O.D., Gary, Ind.

MONEY FOR YOU

Men and women can earn SISho $25 wuk

in spare time at gpl.y cards
Light. pl t work. No We
instruct you and supply wh work.

Write to-day for ful 1| part
Tha MENMENITT COMPANY Limited |
254 Dominion Bidg., Toronte,Can.

«ATHENA” SANDAL ‘

r, acrobatic
! BTt
s to7
women's, \\.’hnl- EEes
only. In Spede §1
per pair, Elk or Kid
$1.20 per pair. 12
pr. or over 15c
PETPT less. Re-
mit with order.

GRAU SHOE CO.
LEOMINSTER MASS.

ann ahetic da
ce :-

In Stock

Unless some radical improvements are
made, they will be singing **Although
You Belong to Somebody Else, Tonight
You Leblang to Me." (O, Mr. Editor!)

Hersert M. Micier.

Phil Morris and H. C. Greene present Just a
Minute, an frvigorating musical play compo
by H. C. Greene 'Fmﬂr} I aiter (F Keefe
and Harry  Archer (music). Dances
sembles staged by Russell Markert, Settings by
P. Dodd Ackerman. Costumes by Mahieu.
Staged by H. C. Greene. At the Tremont Theatre,
Boston.

ORRIS and Greene, in stepping from

their acknowledged place as leading
vaudeville producers to the musical
comedy field, have compiled an enter-
taining show in Just a Minute, for the
reason that the variety element is pre-
dominant, and what the piece may have
lacked in musical comedy name talent
it secures in speed and action.

The Havels, Arthur and Morton, long
a standard act on the Keith time, are
featured here, and the boys are good.
Using the same sort of material which
made them vaudeville favorites, they
scored heavily in this show town. Despite
the fact, too, that this is the fourth play
of the season to use a boxing background,
Just a Minute doesn’t depend on that at
all. The Havels practically carry the
plot, with some assistance from Helen
Patterson, Harry Holbrook, John Hundley,
Virginia Smith and Brenda Bond.

Just a Minute is strong on dancing.
There is a Markert troupe, used in-
cidentally, in the plot of the musical,
which has a theatrical background, and
therefore, an advantage over other music
plays. One toe routine, opening the
second act, stood out, and another spe:
cialty, with trick costumes, giving the
effect of dummies carrying the girls about,
scored. Being a Markert group meant
precision, and this was evident.

Greene's book calls for a night club,
which allows a group of negro dancers
to give Boston an exhibition of some
torrid stepping. Maude Russell and the
Ebony Steppers should open up in the
metropolis. Their hot routine is okay.
A specialty, by Walker and Thompson,
was especially good in this number.

Howell, Harger and Theodore, whose
adagio work has kept them busy in the
revues, vaudeville and movie houses,
drew the biggest attention with their
specta.cular adagios. Show business can
give them few equals.

Harry Archer's score, while not par
ticularly inspired, brings forth “Anything
Your Heart Desires, We'll Just Be Two
Commuters and Pretty, Petite and Sweet
as plug possibilities. Keefe's lyrics are
generally acceptable. Two orchestras,
Count Berni Vici and his Girls, in the
pit, and a colored outfit, are used.

Just a Minute should get a nice run
to its credit. While of no smash possi-
bilities, the musical runs smoothly and has
a fast pace. It's an entertaining evening,
and word of mouth should help it build.

Herserr M. Mitier.

Ups-a-Daisy. Produced by Lewis E. Gensler.
Book and Iyrics by Clifford “Gret and Robert A.
Simon. Music by Lewis E. Geniler. Directed
v Edgar J. Macgregor. Dances staged by Earl
f Settings by John Wenger. Costumes

Shubert Theatre, New York.

"r(iie

R. GENSLER, noted chiefly for his
m tuneful ditties, has added the fune-
tions of an entrepreneur to his talents
with this adequate little show, Ups-a-
Daisy. He has contributed a score that
is rhythmic, and possesses several hit
potentialities, including Will You Re-
member? Ups-a-Daisy, Sweet One and
Hot. One of those at least should get a

The SHOWS
REVIEWED

(Continued from page 41)

play from the bands and the air.

Ups-a-Daisy is a dancing show from
start to finish, with Barl Lindsay in what,
s0 far as 1 can remember, is his first big
musical comedy effort at staging routines.
He has done very well, for his routines
are oke, trick exits and excellent arm
gestures punching almost every number.
The chorus is comely, welldrilled and
charmingly costumed by Kiviette. The
cast is capable, William Kent, Russ
Brown, Nell Kelly and the Wests, Buster
and John, carrying comedy, and the love
interests borne by Marie Saxon, Luella
Gear, Joan Carter-Waddell. The Caits
brothers score with tap work in the second
act opening. Throughout the principals’
dances are interesting, emphasis in the
entire show being on tap and buck. Miss
Saxon, blond and sweet, dances merrily,
as does Roy Royston, the hero, and every-
body else.

The story is woven about William
Kent, wha to please his wife's hunger for
publicity, lets her think he is a famous
mountain climber. He writes her letters
about the Alps, the material culled from
a book on the subject. She publishes the
letters unbeknownst to him, and the author
of the real book, Royston, appears on the
scene, Complications naturally ensue,
with everybody satisfied at the final
curtain. The book is strong enough to
carry the show, but is too broken up,
making the show seem jerky. Despite
that it entertains, and should stay long
enough to get by.

RockwetL J. GRAHAM.

Just a Minute, Produced by Phil Morris and
1. C. Greene. Book by H. C. Greene. Lyrics
by Walter (PKeefe. Music by Harry Archer.
Dances by Rusrell | Markert. Sets by P,
Ackerman. Costumer by Mahien.  Siaged by
H. €. Greene. Ambassador Theatre, New York.

HIS unpretentious musical comedy
G effort is chiefly notable for its high
flavor of the twoa-day. This is not
against it, but it gives the production a tone
distinctly different from those filled with
faces more or less familiar to Broadway.
There are no names that reverberate on
the main stem, though the smooth comedy
of Arthur and Morton Havel, long known
to vaude patrons, will do much toward
establishing them in New York.

A show business atmosphere to the
story gives opportunities for back-stage
stuff, and furnishes the plot for the two
composers, the Havels, placing their
tunes in a show. Their success brings
success to the juvenile, their publisher,
who is in love with the ingenue, On this
basis Just a Minute moves from scene
to scene with not quite enough rapidity,
the sequence tending the least bit to drag
in spots when the Havels are not clowning.
These two bovs deserve commendation
for their comedy, which is not forced or
filled with gags. They don't shout,
and yet they draw belly laughs. Others
who acquit themselves well are Helen
Patterson, Virgina Smith, Brenda Bond
and John Hundley.

The chorus, trained and routined by
the hard-working Russ Markert, is very
capable, the standout routine being one
with the girls dancing with dummies on
theic backs, Novel and well liked.
Individual dancing honors go to Helen
Howe!l, Harger and Theodore, who
score tremendously with an  adagio
trio routine along about a quarter to
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eleven. Maude Russell, an ebony lady,
with a group of Harlem girls, score in a
Harlem cabaret scene,

H. C. Greene's book and Harry Archer’s
score are serviceable, but it is doubtful
if Anything Your Heart Desires will get
much outside the show.

Berni Vici's girl band performs in the
pit.

Just a Minute will entertain most
people, for which reason it should stay
long enough to be classed as a mild hit.

RockweLe J. Granam.

Hold Everything! Produced by Alex. A, Aarons
and Finton Freedley. Book by B. G. De Syiva
and John McGowan. Score and lyrics by Browen,
De Sylva and H.rm.frrmu Dances by Jack Haskell
and Sam Rose. Costumes by ﬁx “Tetle. Setz
v Henry Dreyfuss.

ARK this one up for Bert Lahr,
who scores the biggest individual
hit of this highly amusing opus. Mr.
Lahr, once of burlesque and vaudeville,
is in as a Broadway comic. His antics
and delivery are immense, and I highly rec-
ommend him to those who like nonsense.
Otherwise Hold Everything! is there.
It has a swell Brown, De Sylva and
Henderson score, You're the Cream m
My Coffee, To Know You Is to Love
You, Too Good to Be True and Don't
Hold FEverything being the ditties with
biggest possibilitiecs. The book revolves
around a fighter and his troubles, said
fighter portrayed by Jack Whiting, whom
this reviewer always likes. His manager
thinks he should fight only for points.
His girl, Ona Munson, thinks he should
slug. Slug he does in the fight scene
(this is the fourth show with a ring on
stage to hit N. Y. this semester) when he
learns that his opponent has insulted his
“heart.” He wins so masterfully that
his manager is reconciled and all is just
grand,

The cast is more than satisfactory, with
Jack Whiting, Ona Munson, who ap-
pealed to me much more than she ever has
before, Bert Lahr (what's the idea, what's
the idea?) Victor Moore, whose faintly
pathetic comedy always scores, Betty
Compton, who dances ever so nicely,
Nina Olivette, who clowns opposite
Bert Lahr in show-stopping fashion, Alice
Boulden, who is blond and attractive, and
a trio, Locke, Harak and Locke, who
buck and tap with speed and precision.
Jack Haskell (called in, apparently) and
Sam Rose’s routines build the numbers
up effectively. A group of Donahue and
Boyle steppers in the show by special
arrangement, appeal.

Hold Everything! is in for the season
beyond doubt.

RocrweLt J. Granam.

Americana, Second Edition. Produced by
. P. McEsoy., Book by J. P. MeEvoy. Musi
y Roger Wolfe Kakn, Colonial Theatre, Boston.

P. McEVOY marks his début as a
» full fledged producer by opening his
second edition of Americana in Boston.
It may be said that the revue is neithet
as smart nor as artistic as the first edition.
Nor does it boast the services of such
feminine dancing stars as Evelyn Bennett
and Georgia Ingram.

On the other hand, it serves to intro”
duce Joe Donahue, brother of the famous
Jack; and Stella Seager, who bids fair t@
be one of the best singers in the revu
field. Mr. McEvoy's service in ex
tricating young Joe Donahue from the
toils of vaudeville will probably be the
best remembered feature of the present
show.

Wery soon young Joe will win a plac®
as one of the finest soft shoe dancers on the
stage. Resembling his brother a great
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deal, he yet has a different and most
ingenious style of dancing and a per-
sonality that is something to conjure
with,

Aside from Mr. Donahue, the dance
routines of the new show are not as novel
as those of the first Americana. Olive
McClure's muscular shackle dance is the
most startling of the varied offerings,
while Aileen Hamilton (now out of the
show), Wanda Valle, Franczs Gershwin,
Doris Carson and George Tapps cavort
indefatigably and industriously to the
jazzed crossryhthms of the Roger Kahn
score.

Several quickstep chorus numbers re-
semble the endurance dance contest of
Peggy Ann and Good News. Max Sheck
staged these, and since Americana is a
black and white show this season, George
Stamper did a like service for the “Harlem
Girls,” including Baby Banks, a most
diminutive Queen of Spades.

In general, the colored dancers are
more spirited and riotous than their white
confreres. The rest of the McEvoy
show is taken up with some smart sketches
and a few dull ones. The second
Americana is at once more pretentious
than the original, and bids fair to be not
quite as successful.

- Gorpon Hiimax,

Aarons and Finton Freedley prosemt
cith W alier
and Mary
d  Fincent

Alex 4, 3
Gertrude Lawrence in Treasure Girl
Catlett, Clifton Webdb, Pawl Frau
Hay. Bock by Fred Thompson
Lawrence. Music by George Gershwin,  Lyricy
by Ira Gersheein.  Book siaged by Beriram Harri-
fon. Dances and ensembles by Bobby Connolly,
Costumes designed by Kiviette. "Settings by foseph
Urban. Sam 8. Shubert Theatre, Philadelphia.

ERTRUDE LAWRENCE in
Treasure Girl—that’s the billing,
and that’s most of the reason why this new
Aarons and Freedley musical should be a
certain favorite when it hits the metropolis.
For, with Miss Lawrence’s own class draw,
and the assistance given to her by her able
supporters, Catlett, Webb, Frawley and
Hay, Treasure Girl should have a nice run
to its credit.

This chronicler, too, tips his hat to
Bobby Connolly, whose first bit of dance
routining since The New Moon is as work-
manlike a job as is rarely seen in a first
night, Arranging his thirtysix girls in
divisions, Connolly has achieved some
unique formations, with one number, I've
Got A Rainbow, drawing the first spirited

applause of the evening. At this writing,
the dancing seemed set, and more advanced
than the rest of the production.

Highlights in the stepping included, of
course, the Clifton Webb-Mary Hay
specialties. Webb, last in Sunny and
She's My Baby productions, combines with
the returning Miss Hay to provide the
comedy dancing reliefs of the evening.
The team, too, is given one of the most
tuneful numbers of the score, What Causes
That?, a reminiscent Gershwin piece.

Miss Lawrence, of course, is her capable
self. Not particularly assisted by the book,
she is a pleasing personality, always, and
deserves. the highest place in this brief
review. On the shoulders of Walter
Catlett is placed most of the comedy
relief, with some assistance from Hay and
Webb. The script should help him later.
Paul Frawley, with particular reference to
lines that must be Vincent Lawrence
contributions, is competent.

The book, except for one second act
scene, is hardly better than most of the
musical librettos of the present day.
Lawrence’s work is obvious, with some
twists providing a pleasant relief from the
banal stuff usually thrust into musicals,

George Gershwin's first score in many
months is typically Gershwin. I've Got a
Rainbow is a standout as a dance tune,
with Feeling I'm Falling, I Don’t Think
I'll Fall im Love Today, Oh, So Nice,
Kaa-zy for Tou, What Causes That? and
Where's the Boy as best of the others.
Brother Iras lyrics are up to his usual
standard, several, particularly, reflecting
trick rhyming. Victor Arden and Phil
Ohman work their piano specialties from
the orchestra pit. Their parts in the pro-
duction will be more important, probably,
in the future.

Treasure Girl needs cutting, running
long the first night. When the shears are
used, and the book strengthened a hit,
Messrs. Aarons and Freedley, thanks to
Gertrude Lawrence, will have a long term
tenant for the Alvin.

Hersrrt M. MiLier

fes Dillingham.
ne. Dorothy

Three Cheers. Produced by
Wall Rogers pinch-hitting for Fred
Stane starred. Book by dnne Caldwell and B. I}
Burnside, Lyrics by Anne Caldwell.  Music by
Raymond Hubbell. De Sylra, Brown and Hender-
son songs. Staged by K. H. Burnside. Dance:
by Dave Bennett.: Setx by Sheldon K. Fiele and
Raymond Sovey. Miss Stone’s costume
by Charles Le Maire. Globe Theatre, Nex

(Continued on page 62)

SoCIETY

Steps Out

(Continued from page 31)

and went on the stage. She toured for a
teason in Oh, Lady, Lady, and then came
to Broadway as the featured player in
Plain Jane. Her family acquired enormous
Wealth through the Johns-Manville ashes.
tos interests.

In Plain Jane she met Jay Gould, a
dancer, whose real name was Frank Clare
Gould, of a family in no way connected
with the well-known Goulds above re-
ferred to. The actor had been divorced
by Flo Lewis, of vaudeville, and he wooed
ind won Miss Manville. After their
Mmarriage, she and her brother shared an
Estate of twenty-five million dollars.  This
brother, Thomas Franklyn Manville, is
Now married to Lois McCain, but was
Previously divorced by Florence Huber, a
dancer.

Thus, it is seen that society and the
Stage are entwined nowadays, especially
that part of the stage devoted to dancing,

a final instance of the extent to which
the smart set has become dance-conscious,

Mrs. Harry Payne Whitney may be re-
ferred to. Originally Gertrude Vander-
bilt, daugher of the dowager Mrs, Cornelius
Vanderbilt, of New York and Newport,
she married Harry Payne Whitney, the
millionaire sportsman. Their son, Cor-
nelivs Vanderbile Whitney, is married
and is a father, making his mother a
grandmother. But that brilliant per-
sonage is happily endowed with the
artistic temperament, and not only has she
gained international renown as a sculptress,
having designed public monuments at
home and abroad, she has taken up dancing
as another mode of expression, though
she has never appeared professionally.
For many years she has been an admirer of
Ruth St. Denis and that exquisite ex-
ponent’s type of dancing, and not only
have intimate friends admired Mrs.
Whitney's grace as a dancer, they have
also admired the wonderful robes she has
worn at costume parties, including a
Persian frock designed by herself.
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[X] You may not have been old
enough to vote —but you can
elect your Christmas Gifts

THE most successful gifts are the
most appropriate ones. “And, if
you know a girl's hobby as well as
her profession, you can never go
wrong by sending a gift from the
Chicago Theatrical Shoe Company.
Check what you want. Clip out
this advertisement and we will see
that your order is filled before
Christmas,
() Hoffert Italian Toe Dancing
Slippers, satin, all colors, $5.25.
() Hoffert Italian Toe Dancing
Slippers, linen, black kid ,$4.50.

Chicago Theatrical Shoe Co., 209 S. State St., Chicago

:_7}!0 Chicago Retail
Agencies Stores
z 159 N. State St.
in all 209 S. State St.
Principal
5 ‘ Mail Order
Gt ltalian Jdoe Dept.

DANCING SLIPPER

( ) Hoffert Soft Toe Ballet with
Korry Krome sole, $3.50.

{ ) Patent Leather Flats, $5.c0 up.
(Send diagram of foot when

ordering any item above.)

{ ) Practice Rompers, all colors,
(give size) $1.95 up.

( ) Pure Silk Opera Length Hose,
all colors, $5.00 walues for
$3.75.

() Dancing Supports (give waist
mzasure). Special $3.00.

209 S. State St.

NOTICE of CHANGE of ADDRESS
Our new advertising office is now es-
tablished at 2716 Graybar Buoilding,
420 Lexington Avenue, New York City,
where you cordially i od to call
when you are in town, | s¢ note the
change of address carefully In order to
avoid delave incident to likl‘ forwarding
of mail.

Grace Arons—Advertising Manager

SCENERY?

Yes, I have 4,000 Settings
for Rent!

AMELIA GRAIN, PHILADELPHIA
The one place in the wide, wide world
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SHAPED Toe

POPULAR

VAMP

Slippers

Ribbon 20¢ yard.

In Pink, White and Black Satin. $5.25 plus 20c for postag=.
P

POCKET
SANDALS
and PUMPS

Created by Landi

for all Bare-Foot and Acrobatic work
Sandals in White . i

_. %225 pair
I'n special colors to arder
<

h

THE
TRUE-
FlT—

Another typical accomplishment of the

Landi’s Pre ts—Built not only for

B i Comfort but, for its
btained by

he Arch, ra
i ke,

F .
Tap Dancers in any otl
shoe may also be

In Black Kid or Patent Les
per pair.  (In color extra)

SUPERIOR SOFT TOE

$4.00 per pair in Black Kid, 50c extra
or Pink, White.

MENZELI

Heeled Toe Slippers
Patent U. S, Sept. 8, FSZS. Only
$10.00 per pair in all colors,

All Mail Orders Promptly Filled
Send Price Plus 20¢ Postage

>
Special inducements to teachers
Ask your dealer to carry them

® Phane

Wisconsin
4330

Near 8th Ave., New York
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DoOING GOOD in the Modern Manner

A genuine holiday touch on every package ... every

piece of mail . .. Christmas Seals.. .. aiding the worthi-

est of causes . . . the stamping out of tuberculosis . ..

125,000 lives saved this year ... the dread removed

from what was once the white plague . . . prevention

through education . . . a modern health crusade and a
modern way to carry it on.

Buy CHRISTMAS SEALS

THE NATIONAL, STATE, AND LOCAL
TUBERCULOSIS ASSOCIATIONS OF THE UNITED STATES '
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6

SERERERERE -
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5

50 West 72d Street
New York City

S
jE%ﬂ_ S
.'.-na

New York’s Newest Apartment Hotel

between Central Park
and the HupsoN RIVER

Delightful homelike atmosphere. Inviting and
Quiet—within a few minutes of Everything in
New York City, and a complete Golf Course
on Roof.

1,2, and 3 Rooms—With Serving Pantries
Furnished or unfurnished
Permanent or Transient

EXCELLENT FOOD MODERATE TARIFF

Telephone Expicort 3333
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STUDENT and STUDIO
(Continued from page 48)

Women, besides the American Folk Dance
Society.

The originator of the folk dance move-
ment, Miss Burchenal has struggled for
twenty years to resurrect and preserve
the old dances and make them the com-
mon property of the American public.
She is the author of a dozen books on the
subject and as a recognized authority
was asked to speak before the Prague
Congress. The work is carried on in this
country by a general educational program

which includes folk dance institutes,
lectures and free national information
service.

RacHeL 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, Tue Dance Maca-
2iNE, 1926 Broadway, New Tork City.

The Music MarT

(Continued from page 39)

as part of the entire score. Mr. John
C. Afendras, of San Francisco, writes
us that the piece is obtainable for large
or small orchestra, and is published
(as we knew) by G. Schirmer, Inc. (New
York). Again we reiterate the gaiety

and lively charin of this number, with its .

characteristic Spanish rhythms.

Folk Dances

E have received several inquiries re-

garding Folk Dance music; and in
that field we know of no better or more
authoritative music and instructions than
the several books compiled by Elizabeth
Burchenal. We particularly recommend
Folk Dances and Singing Games; Folk
Dances from Old Homelands; and Dances
of the People. Miss Burchenal’s books
can perhaps be better classified as dance-
literature, rather than as music; for her
comment and instructions as to steps and
costume are thorough and complete.
Her selections of musical accompaniment
are beyond reproach.

A Waltz

UST the thing for adagio or inter-

pretive work is the waltz Ecstasy
by Sydney Barnes (Boston Music Co.),
published for either piano or orchestra.
It is a graceful, smooth sort of composition,
not difficult and fairly light in style.

In the Ancient Manner
I F you remember your Shakespeare,

you will recall the thres dances
that are a part of the action in Henry VIII,
Whatever music the glorious bard may
have employed in his original production,
records show that since 1892 almost every
performance of the play has made use of
the music of J. Edward German, It was
in that year that German composed his
Three Dances from Hemry VII while
musical director for Richard Mansfield
at the Lyceum Theatre, London. The
Oliver Ditson Co. (Boston) recently
reprinted the piano arrangements of the
three dances, which can hardly be rivaled
in guaintness and melodic grace. The
first is a Morris Dance, the second a
Shepherd’s Dance, the third a Torch
Dance. All three have been extensively

used in recital, and lend distinction to
any program.

Minuet

HND speaking of dances of other
days, those who may be seeking a
simple and dainty minuet will be pleased
with In the Olden Time by Lucina Jewel
(Oliver Ditson Co., Boston). This little
piece is particularly adaptable for children
for it carries a charming flavor of the
antique, and yet is childishly simple.

A Spanish Number for
Violin and Piano

N the principle that an occasional

bit of variety in instrumental ac-
companiment is desirable, we suggest
that the Spanish Serenade composed by
Vito Carnevali and transcribed fer violin
by Mario Corti is a colorful and char
acteristic invitation to the dancer. It is
in threefour time with a steady staccato
accompaniment for the piano in a typically
Spanish rhythm. The melody is never
trite, and the whole piece moves along
gracefully. We can imagine an attractive
serenade  interpretation for man and
woman with this number as a background.

Cuban

ﬂINAI.LY we call your attention to a
composition of large pretensions,
written in the extremely modernistic, post:
Stravinsky manner, It is La Rumba, 4
Cuban Rhapsody, by Quinto Maganini,
published but a few months ago by J.
Fischer £ Bro. (New York). Originally
written for orchestra, it has been tran:
scribed for piano by John Fitzpatrick.
We warn you that it is quite difficult,
and constitutes food for only the most
sophisticated of tastes; yet throughout
its vague and somewhat startling im-
pressionism runs a bizarre, gaudy strain
that is subtly attractive. Not so good
as a piano piece, it should sound grand
for orchestra. The publishers have it fof
string, small or full symphony orchestra.
As far as dancers are concerned it would
call for the most careful study and vir
tuosity; a large and delicate thing to
interpret, an ambitious undertaking.

NEwW DANCE RECORDS

HERE is a perpetually effervescent

theatrical critic in this New York
who is said to have originated the phrase
“these old eyes,” in a pathetic reference
to the premature age brought on the
optics by a diet of first nights, In my
humble way, 1 might suggest to Mr.
Woollcott (for it was indeed he) that the
combined senility of his eyes and my

ears would constitute the very acme of
wearied and venerable second childhood-
For I do declare—I do truly declare—that
the aural strain of a month's supply
of recorded fox trots and waltzes, take?
as it is in one fulsome dose, leaves on®
impressed with the futility of it all.
One appalling and inevitakle conclusion
may be drawn from the hearing of som®
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dozens of records in rapid succession. I
refer to their general sameness, the un-
accountable lack of color and variety
despite the many minor and frequently
unnoticeable eccentricities of the dance
maestros, Must it be the curse of the
fox-trot that its steady tempo eliminates
all other considerations? Isn't it possible
to bring a little more genuine musical
artistry even to a dance record? The
answer is Yes, with two exclamation
points. For every once in a while some
orchestra actually does it. Whiteman
does it nearly all the time. Bernie,
Lopez, Olsen and others hit the bull's
eye occasionally. Shilkret’s average on
the Victor is high. But even the best
of them sink into mediocrity all too fre-
quently.

Once in a while, I say, you geta fox-
trot recording that involves an under.
standing of the simple musical terms
piano and forte—soft and loud—with
the various shades of expression between
the two; but the majority start forte
and never lets up “til the last note is struck.
Once in a while, you get a record that
involves a discreet use of instrumental
contrasts; but the majority of them start
with full orchestra, including lots of
brass, and end up that way true to form,
Once in a while you get relief from the
steady tat-tat-tat pounding of a rhythmic
bass; but the majority carry the ceaseless,
jerky, tiresome four-beat thump from
beginning to end. Onee in a while you
get a vocal solo that isn't nasal or mouthy—
but why go on?

Whiteman, by the way, is making few
records with Columbia in comparison
to the prolific output of his late Victor
days. It's a pity; but make no mistake
about Columbia. Theyre turning out
some mighty fine lists, and digging up
talent in large quantities from what
seems to be endless sources. Indeed,
it is the opinion of this observer that
Victor is hard put to offset the loss of
Whiteman, and has not hit the true
Victor stride since his going. I mean this
in respect to performing artistry, for there
is still no question that Victor gets its
share of song-hits.

imperative for the rendition of a number.

We had been warned not to do our
Apache Dance anywhere in France, the
home of such dances. But we decided
before the termination of our stay at the
Metropole that we must change our reper-
toire even at the risk of doing something
unpopular. So one night we walked boldly
out on the floor and staged our Apache.
The ovation that broke forth at its con-
clusion even surpassed the generous ones
that had been tendered our other numbers!

“T've never seen anything like it!™ the
manager greeted us, as he and others
rushed up when we came off the floor.

“What kind of a dance do you call that?
It certainly is different! What do you call
e

Naturally I was surprised. I had been
wondering if they would even tolerate the
dance, there in France itself. Especially
an Apache by Americans. Probably that
was why they did not recognize it.

“It's a—a dance of the Chicago under-
world,” 1 managed. A Chicago under-
world dance.”

“Really? Chicago underworld dance,™
repeated one. “Imagine people actually
dancing that way!”

“Bah Joey! Quite amusing, I dare say!™
ejaculated an Englisher. And believe it or
not, they positively talk just like that.
"1 "ave read quite a bit about those jolly
gunmen, in Chicago. Must be bad boys.”

Following are the entries from the most
recent lists available:

Brunswick
No. 4020
Ten Little Miles from Town, a Ben
Bernie for-trot full of “stuff,” and a
delightful vocal refrain.

When Polly Walks through Holly-
hocks, Bernie again, and oh my what
rhythm-stunts. Plenty of surprises.

No. 4026

Do You, Don’t You Love Me? a
snappy fox-trot slicked up by Charlie
Straight and his orch. Not dull
a second.

Is My Waiting All in Vain? the
same band in a decided contrast. A
smooth melancholy number, done
just that way.

No. 4021

Ragging the Scale, the old classic of a
decade ago. The Anglo Persians,
with all sorts of doodads.

Parade of the Wooden Soldiers,
another old-timer, with martial effects,
Wood-blocks, trumpet calls and a
wah-wah cornet.

Columbia
I Love You Truly, the beautiful old
Carrie  Jacobs Bond song, fox-

trotted manificently by Guy Lom-
bardo and his Royal Canadians.

Starlight and Tulips, Thelma Terry
and her Play boys. The feminine in
fluence shown in the delicacy and
softness of this fox-trot.

No. 1562
Just Another Night, waltz. Paul Ash
and his orch. Languid melody
richly scored.

My Sorority Sweetheart, pretty
waltz with mawkish words, but done
beautifully by Ash and his orch.
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And that is the way the French received
the Apache dance.

In Europe a performer is an artist. He
may associate with nobility and even
royalty and there will be no reason,
insinuation, or cause for him to feel in-
ferior. We became acquainted with many
of Europe’s most select and proper society,
but not once were they anything other
than polite and genteel.

Sir Popham Young, the English play-
wright, told us that he was creating two
characters in a play, that were inspired by
one of our character dances and promised
us the parts when it was produced,

I remember that at one hotel by a co-
incident, both Lady de Bath and Lady
Towel were staying, and I always got the
two names mixed,

The Prince of Monaco, for whom we
danced three times, never failed to express
his appreciation of our dancing, and we
also became acquainted with Prince Carol
of Roumania. You probably remember
reading in the newspapers about how he

No. 1553
Blue Night, notable for soft and loud
contrasts and wviolin  section. A

Whiteman fox-trot.

Roses of Yesterday, another White-
man. Heavy dramatic vocal refrain,
unusual. A neat pizzicato effect
specially fascinating.

No. 1539

Farewell Blues, hot, low-down didoes
by the Charleston Chasers, under
direction of “Red” Nichols.

My Gal Sal, more of the same only
more so, Ewen slower and hotter.
Old fashioned jazz-insanity at its
best.

Victor
No. 21675

Anything You Say, Roger Wolfe
Kahn and his orch., fox-trotting.
Good strong brass section, and steady
accompaniment.

In a Bamboo Garden, quite similar in
style, by the same outfit, Sup-
posedly Japanese, but don't you
believe it.

No. 21667

She Didn’t Say Yes, She Didn’t
Say No, The All Star Orchestra do
some slick off-beat rhythming. Fox-
trot, of course.

There’'s a Rainbow Round My
Shoulder, an Al Jolson song-hit
by the All Star Orch. No wvocal
refrain, imagine! Just darn good
thythm and lots of variety.

No. 21643

Flowers of Love, Ted Weems and his
Orch. The title may be anemic,
but their playing isn’t. Specialists
in brass. Fox.

Lonesome in the Moonlight, a
nifty from Nat Shilkret and the
Victor Orchestra. Fine vocal trio.
Big introduction and ending.  Very
tempting tempo.

renounced his throne. We danced for
several of his parties, and he stayed at the
Hotel Negresco in Nice where we also
lived.

Prince Carol is a nice, young-looking
fellow, with mild, blue eyes, blond hair
and mustache. Despite his usual blasé
manner at times he becomes greatly en
thused, and as excited as a child. He is
very unassuming, and one has only to
know him slightly to understand how he
would, as he did, forfeit a kingdom for the
right of choosing his own mate,

But of all the personages we met in
Europe, not one was as interesting as the
boyish, debonair Georges Carpentier, the

French fighter, He was at Nice, too, |

making a moving picture. He had just
finished an engagement in a Paris revue, in |
which he danced with Anna Ludmilla, |
a danseuse from the Chicago Opera Com-
pany.

Their dancing was a light, amusing, |
comedy style—with none of the strong- |
man lifts, or difficult tricks, one might
expect the heavyweight champion of
Europe to perform. Instead, Carpentier
romped about on the stage, putting a
tremendous amount of personality into
everything he did.

Each of the numerous American dancers
who are interested in or are planning, a
European trip, ask me the same questions:

(Continued on page 56) |
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A Selva favorite that

tion.
grade Black Kid with
most flexible soles,
the Soft-Toe has sci-
entifically construct-
ed toe pleats that en-
able dancers to point
their toes freely.
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Tu-Toe
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Where Others
Bail’, =,

(._/{ T the toe—where the ordi-

nary ballet slipper fails to
please—Tu-Toe is at its best.
Its performance under the
most exacting conditions has
merited the highest praise!
Try Tu-Toe to-day, the
universally accepted and only
professional toe-slipper with
a double satin box-covering
that guarantees double wear,
Yet costs no more.
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Designed for Tap or
Buck dancing and
street wear, Kinka-
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perior craftsmanship
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shoes famous. You'll
like its smart lines
and you'll appreciate
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your dancing.
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Telephone, Endicatt 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.

UNDER KNOTT MANAGEMENT
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reservations!
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—
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The European idea
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to its hig}xest Point

of reﬁnement tllrousl‘l

A merican management.

Which countries offer the best engage-
ments?—and—What kind of dances and
dancers are most popuiar, over there? 1
am going to conclude by attempting a
definite answer to those guestions.

In England it is very difficult for
American actors to obtain engagements of
any duration. England protects the home
acts from the wholesale importation of
foreign acts; because American acts are
much more popular there than their own
acts. All foreign acts must have a conr
tract, previous to arriving, and a working
permit, or they positively will not be
allowed to land.

The eternal fog and cold dampness make

| London very disagreeable, although we

liked the English audiences above all
others.
We spent most of our time in southern

| France. The smart hotels and casinos on

the Riviera, as well as those on the Plage,
in northern France, at Deauville, Aix-les-
bains, Biarritz and other resorts nearer
Paris, offer attractive and lucrative en-
gagements to foreign artists.

We did not go either to Spain or Italy,
but learned from other dancers who did
that both are too poor to pay very good
salaries. And only a few cities in these
countries can afford any foreign talent at
all. In Italy there is a circuit of picture
theatres which uses a few imported acts,
but the possibilities in Spain are limited to
cafés in some of the largest cities.

Germany is different, and several of its
cities regularly use standard American
attractions. In Berlin there are many first
class cafés and theatres. We were booked
at the Delphi, the newest and most
sumptuous show-place of all. The German
audiences are attentive and appreciative,

We met Jack Kinney, who was dancing
in a Berlin revue with Betty Roper, an
Ernest Belcher pupil. They separated
later but both are at present dancing in
Germany with new partners.

Europeans seem to prefer dancers with
class and appearance toall others. Although
adagio work is extremely popular in some
parts, the greatest successes have been
scored by ballroom teams.

Fowlerand Tamara wereasensationatthe
society rendezvous in England and France.
In Paris, as well as on the Riviera, they
reached the highest possible heights of
popularity. Their chic, their appearance
and their beautiful wardrobe made an
instantaneous hit wherever they appeared.

Moss and Fontana is another team
which scored decisive triumphs in Europe.
They were booked into the Perroquet
Club for a return engagement just as we
were leaving Paris. Unfortunately our
departure preceded their arrival, so we
did not have the opportunity of seeing

DANCERS—
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their dances; but their success in Europe
was common talk among people of the
theatre.

Pauline Vincent, an American girl who
has been giving the peonle over there an
idea of our own Indians’ dances, and Glen
Ellyn, who has been giving them an idea
of our Broadway dances, are faring equally
well in the Old World. Nila Nickolaska, a
French girl 1 believe, does some very
unusual solos which I admired very much.
She also does a weird, fantastic dance with
a man who wears a futuristic make-up.
The movements are all angular and
grotesque, and the pantomime is wild and
fiendish, but very good. Nickelaska danced
the number nude.

It is impossible to describe accurately
the exact entertainment that will be
popular with any audience; but it is safe
to say that Europeans prefer acts with the
utmost in class, and georgeous costumes,

Comedy seems to be a precarious under-
taking, over there. It may take with a
wow, or it may be entirely lost. One
juggler, a clever and unique comedian,
played on the bills with us at one café
noted for its critical and hard-to-please
audiences. His comedy antics were simply
a panic with them. Three weeks later, we
again worked with him, at exactly the
same class of café, with the same class of
clientele. At the second place his act
failed so miserably that he quit after the
first week.

Another instance of the varving popu-
larity of comedy was demonstrated by the
experiences of an English brother and
sister pair who played with us on the
Riviera. They had been brought from
England to appear in a Paris revue. They
arrived ahead of time, and secured a few
weeks on the Riviera. They were very
clever, and their dances were one con-
tinuous, amusing frolic. But they com-
pletely failed to click on the Riviera. They
received such coid receptions that they
were alarmed, and even the promoters of
the Parisian revue in which they were to
be featured began to have a skeptical
attitude about the advisability of starring
them.

But, although the Riviera audiences
failed to see anything at all humorous in
their offerings, they walked out on the
stage in Paris, and sent the audiences into

Brack and BLue NOTES

(Continued from page 46)

Memphis. You all ought to hear him
if you haven't, suh.

Ted Weems, who a few years ago won
notice at the L' Aiglon in Philly and who
has been a three-season fixture at the Steel
Pier in Atlantic City, opened not long
ago at the Hotel Walton, Philadelphia.

When Whoopee opens in New York a
few weeks hence, theatregoers will hear
the first Walter Donaldson musical comedy
score by that maestro. His hits are
infinite in number, and surprise is hereby
expressed that nobody ever got him to do
a score before. More about it when the
show comes in.

Charles Fischer and His Orchestra,
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who made a couple of round-the-world
trips on the Belgenland, are staying home
this year, home meaning Kalamazoo,
Mich. A letter from him compliments
this department for which thanks.

Sinon D. J. Collins writes a note of
thanks for printing his face in the October
book. Okay and welcome.

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?

December, 1928

howls and roars of laughter. A surefire
hit.

Despite information to the contrary,
my experiences and observations taught
me that Europeans do not care for jazz. In
the first place, they do not understand
jazz. Any more than Americans for the
most part understand many of their
ballets. The European knows and treas-
ures the stories about which his operas
and ballets are woven—and about which
the average American has not the slightest
conception. But jazz is as foreign to him as
it isnative to the American. The European
is slow in movement . . . romantic . . . likes
to be dramatic . . . and a little tragic. He
cannot sympathize with the wild, rapid-
fire movements—the care-free, hilarious,
rushing tempo of jazz. He may watch it,
interested;: but he cannot live the dance
with the performer. And that. of course,
is necessary for complete success.

At one time jazz must undoubtedly have
had a great wave of popularity over there.
I saw many echoes of its former popularity.
But, evidently, it was a fad, a novelty.
doomed to short existence.

Miss DeGage and 1 were the first ones to
introduce the Varsity Drag overseas. But
I cannot say we were very successful. It
was lost on our audiences. They did not
understand it, could not get into the spirit
of it—and most of them thought it was the
Charleston.

I saw real southern Negroes; [ saw sister
teams, singles, men teams, mixed teams—
all delivering the furious syncopation over
which American audiences get so en-
thused, But, there, they all failed to bring
a big hand.

They do like jazz music. But strange to
say, they do not seem to care, anymore, for
jazz dancing. Of course, some places are
exceptions.

Summing up, one might say: acts of
ultra class, with outstanding wardrobe,
doing beautiful, romantic, and dramatic
dances, will have assured success in the
Old World . . . Comedy and eccentric
offerings will fare differently in different
places . .. And jazz will not be as welcome
as in America.

But remember that I am judging solely
from our own experiences and ohservations.

Acts booked from this side receive much
greater attention and consideration than
those sailing over, independently, expect-
ing to obtain contracts after arrival, Some
places even advance fares from New York,
or repay transportation at the conclusion
of the engagement. So, therefore, it is
much better to be booked from New York.

I conclude these comments with the
hope that they may be of practical value

to American dancers who venture into the
Old World,

A Christmas Gift of
Health

IJ\I the December issue of Puysica
Curture Magazine, you will find
a stirring consideration of the subject,
“Why Do We Die™ by Bernarr Mac-
fadden; ““$15,000,000,000 for Cure,
How Much for Prevention?”; **Fighteen
—the Dangerous Age for Guls"”
“Fools’ Gold,”™ one of the cutstand-
ing novels of the season, begins also m
December. “The Burglar Girl" a
stirring story with @ mountain setting,
continues, together with “Bernarr
Macfadden—His Life and His Work,”
by Fulton Oursler.
If vou are interested in health and
a long, happy, successful life, don't
miss Puysicar Currure for December.
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now, for her head with its tight curls is
hardly susceptible to this modern bob.

When we consulted Our Authority, he
suggested that the back be left just long
enough to be faintly reminiscent of a swirl,
so that her own curls might curve in a flat
though lovely manner close to her head.
Instead of loose waves at the sides, her
own hair was left long enough to be curled
about the finger in soft ringlets. Alethea
has a soft, lovely face, so that these little
curls at the sides do not seem artificial or
misplaced. Indeed, as I left the salon, |
saw a white head permanently waved in
this manner, except that the hair was
longer at the back. ‘It was very chafming,
and another exception that proves that
most of us are exceptions to something,
after all. All of which means that this
modern hob should be accepted as a guide
and model, upon which our taste and sense
of proportion must play, if we are to make
the most of such beauty and individuality
48 We possess.

We must give one more word to the
longhaired ladies. We cannot deny the
wisdom of long hair in some instances,
although Our Authority told me that in one
day he counted fifteen heads sheared for
the first time. :

So if you do wear it long, let me urge
you to follow the silhouette of the bob in
arrangement. This is a simple matter if
you will see that the hair conforms to the
natural shape of the head. If the hair is
very thick, a more artistic line can be
achieved by having a hairdresser thin the
hair; if the hair is not too thick, then keep
it about shoulder length. This will allow
enough for a small roll or “bun" effect.

Or you may have the most modern of
bohs but now and then want to pretend
otherwise. For this, there come the
loveliest of back arrangements to fold
smoothly over the short ends and cling
closely in flat curls at the sides, This
helping hair is used by many for evening
and regarded in quite the same light as our
lipsticks and orchid evening powder—a
smare, sophisticated touch, rather than a
ruse to try to make anyone believe such
graces are our own. For it is not necessary
to pretend any more—not about our make-
up, at least. It is nice to know that we
may look the old world squarely in the eye
and say we do these things because we like
to do them and because they are little
touches that denote a certain care and
pride we take in ourselves. Thus is con-
fidence born—out of such independent
little feelings and pertect coiffures.

And now that the day is approaching
when our sheer sox may be filled cither
with ashes or sugarplums, all according . . .
We cannot resist passing on to you two
happy suggestions for those whose im-
aginations and pocketbooks are stretched
already.

Both are from the salon of the Ogilvie
Sisters, scalp, hair and beauty specialists,
located at 6o4 Fifth Avenue, New York
City. One is a combination of three de-
lightful pieces of crystal, two boxes and a
perfume flask, artistic in design and beauti-
fully etched. In the flacon you will find a
generous supply of Seven Secrets Perfume,
a subtle, mystifying essence. One box
contains Peche Creme, an ideal powder

base, ‘which lends a velvety, alluring
quality to final make-up. In the other you
will find Thistledown Face Powder, cling-
ing, beautifying and of exquisite texture.
Or if you prefer, one box may contain a
day shade of powder and the other a shade
for evening. Individually the pieces are
priced at $10 for the filled flask, and $7.50
each for the filled boxes. This is a dainty
gift suggestion for a class which wishes to
remember a teacher. A “fine edge” of
thought is carried out in the bottle stopper
which is carved with three dancing figures.

In the family there is always room for
the practical thought. A combination to
combat the every-day difficulties of hair
and scalp and keep them in a beautiful
healthy condition, consists of a tonic,
brush and comb trio. There are, you will
notice, three tonics from which to choose.
If your hair is oily, Tonic for Qily Hair
regulates this condition; if you suffer from
dry, lustreless, brittle hair, Tonic for Dry
Hair will tone the scalp back to a normal
condition and supply just enough stimula-
tion to the cells to make them secrete a
normal supply of oil. Falling hair or a
dandruffy condition is best aided by
Special Remedy. The brush included is
exceptionally fine, with long, flexible
bristles, which will separate the strands of
hair and brush them free of dust and oil.
A brush of this type is indeed a luxury and
a joy forever. Of course you may wash 1t
every day, if you wish, without the slight-
est harm to it. A coarse or coarse and fine
toothed comb completes the set. Any of
the three tonics is $2, the brush $8.50, and
the comb $1, making a total of $11.50.
However, a special price of $1o for the
three has been made to our readers. The
practical little booklet included will give
you simple, direct instructions for overcom-
ing in these home treatments hair diffi
culties as most of us know them, The
Scalp Pomade included in the photograph
is not part of the combination suggestion.
This Pomade is especially suggested for
thinning temples and the price is §1.25.

Fathers and brothers always cause us
worry at Christmas. It is hard to know
what to give. A comb, brush and the
necessary tonic would answer a dire need
among men, for they do neglect things like
this, as we all know.

We can tell you details about these curls,
coiffures and cuts, such as the address,
name, telephone number and price, if you
really want to know. And if you like
our Christmas suggestions, you may get
them direct from the Misses Ogiluie, as
indicated ahove; or if it will save your time
and help in any way, all you need do is to
remit the cost to us, with just a word to tell
of the scalp condition and whether the gift is
for a man or woman, or if you prefer all
powder or cream and powder jars. We
shall see that the gifts reach you posthaste.
Address Marjory Maison, Beauty Editor,
Tue Dance Macazing, rg26 Broadway,
New York City. Remember your self-
addressed, stamped envelope.
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The BALLEL SLIPPER
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THE VERY LATEST IN UTMOST FLEXIBILITY
THE IDEAL FOR PERFECT BALANCE, SUPPORT,
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THE indestructible box makes padding of Lamb’s Wool unneces-
sary. FEliminates reboxing, prevents cramping of the toes. lIs
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dancers and dancing masters everywhere.
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Obtain Your Fabrics for Costumes and
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Make Your Own Costumes and Save Money
Send for Samples
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_TULIA CHANDLER Presents

GRACE CORNELL

The sensation of European Capitals
in her own original dances

with

FRANK PARKER

in his Chanson Mimees
Stringed Orchestra,Russian Choir

BOOTH THEATRE, N.Y.
Four Sunday Nights

Oct. 28—Nov. 4—Nov. 11—Nov. 18

Followed by Tour of America

HOTEL: RITZ

The home of the
Professional when in
Los Angeles

i

LOCATION SERVICE

ATTRACTIVE RATES

The Ritz Coffee Shop

connecting

Excellent Food Reasonably Priced

Floseer St. at Eighth, Los Angeles, California

9 P. M. 8P. M.
Eastern Central
Time Time

True Story Hour

Makes You Glad You Own a Radio Set!

Symphonic and Vocal Music—Absorbing Travelogue
A DRAMATIZED TRUE STORY

Tune in on any Columbia Station

WJIAS—Pittsburgh WHK —Cleveland
WOWO—Ft. Wayne WGHP—Detroit
WADC—Akron WMAQ—Chicago
WAIU—Columbus KMOX—5t, Louis

WOR—M, Y.,—Newark
WEAN-—Providence
WNAC—Boston
WFBL—Syracuse

WMAK—Buffalo WEKRC—Cincinnati | WCAOQ —Baltimore
WCAU—Philadelphia WICC—Bridgeport KMBC—Kansas City
WSPD—Toledo

WLDW—0Qil City

EverY FrRIDAY N1GHT—A RADIO TREAT
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The GIRL of the GOLDEN STATE

(Continued from page 33)

inner being; for it is the soul itself that is
the source. Three phases of being are
recognized as requisite to pcrfecl:ion_. and
the training in her school is based on
these: the spiritual, the mental and the
physical. The spirit to lead, the mind
to guide and the body to fulfill In
order to attain proper dewelopment of
them in the student, permitting normal,
steady growth of each, a constant and
careful study of each individual is im-
posed on the teacher, particularly must
it be exercised with regard to the younger
pupils.

While being shown through her studio,
and watching classes at work, I remarked

the atmosphere and commended it for its
professional quality with no touch of the
theatrical. No one could leave here
without feeling that he had just witnessed
a superb demonstration of -efhciency.
Some one has said that *Appreciation is
the open door.” If so, the gold of fabled
Ophir should belong to Norma Gould,
for certainly her appreciation of earnest
endeavor is clearly shown in her manner
toward her pupils, and fine use is made of
praise, generous but just. She induces
not only their respect and trust, but the
real love between them is apparent even
to a casual witness.
* % *

From DRESSING Room

to FOOTLIGHTS
(Continued from page 45)

border of orange comes next, then border
of cerise, with an outline of black. A
green leaf may go at either side.

A word about makeup. If you can
manage a sleek, shining front bang, the
head shawl arrangement will be charming,
Use a light skin make-up because of the
white skirt and the violet touches. Use
very little face rouge, heavy eye make-up,
with brilliant lips. Rouge should have
a slightly purplish cast.

Under the taffeta skirt wear a full
white cotton skirt with lace or cotton
embroidery border.

Approximation of Material and Cost

14 yard black Fringe, at $1.00 ... .50

14 yard pale wviolet Taffeta at
$2.50forwaistfold........... .63

14 yard cerise Taffeta, at $2.50 for
double waistfold . .. ......... 1.2§

3 yards satin Ribbon, at $1, for
head and body shawl......... 3.00
A TORe O Lt i s e M5
$21.78

If skirt border is not painted on, following

materials will be necessary:

214 yards pale violet Taffeta, at
$2.50 for first border. . ... ......$56.25

114 yards deep violet Taffeta, at

6 yards Taffeta at $2.50, § for $2.50 for second border........ .13
gkirt, 1 for bodice.. .. %1500 5 yards threedinch turquoise Rib-
3 vards Braid or Ribbon at §.25, bon, at $.45 for top border. . 1.75
for finishing bodice . ity Heh #* * -
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Ghe ANN PENNINGTON YOU Never MET

because another performer in the same
cast was enjoying loud hysterics, beating
her head against the hard wood floor,
crying at the top of her lungs, yelling
for a doctor, and nearly driving everyone
around the theatre, including Maestro
White, insane, merely on account of the
insignificant, unnoticeable fact that she
had missed one cue. Ann Pennington
who really had something over which to
raise a fuss, kept to herself. She is that
SOrL.

The first time I met her was when I, a
scared young interviewer, went backstage
of the Ziegfeld Follies to get a story from
Ann Pennington for the old Dance Lovers
Macazine. The late Will Page introduced
us., [ stuttered, I stammered, and was so
frightened that I collected absolutely no
material for the article. She was patient
and kind, allowing me to come to see her
again and ag.],:'n until I ﬁl‘iany concocted the
story. y

She never bothers with people she does
not like. Toward her friends she acts
wonderful, There is the little unsuccessful
dancer who receives all the Pennington
clothes. There is her maid, Agnes, who
has been in her service for years and years.
Certainly that is one telling proof of her
disposition; most actresses change maids
every other week.

As for that generous heart of hers. Sam
Harris told me the following story. I have
no business to repeat it, but perhaps, it
will furnish some sort of an idea concern-
ing the character of Ann Pennington.

At one time, Ann and a very famous
comedienne performed in the same revue.
They even shared dressing rooms. For
obvious reasons the comedienne’s name
must be kept a secret. Anyway, this
funny lady's husband was in great diffi-
culty, and the lady needed money, She
never complained, but all Broadway knew
she could use extra cash. Suddenly one
evening as they were dressing for their
number, Ann Pennington, looking bash-
fully down at the floor, getting very red in
the face, and rubbing her toe against the
rug in the manner of a scared little school
girl, spoke.

“If you don't mind,” she said, in her
small voice that seemed at a loss as to how
one should begin, “If you don’t mind, in
such-and-such a bank 1 have an extra
twenty-five thousand dollars that I really
don’t need, and you can have it, and you
don’t have to bother about ever paying it
back, either.”

That's Ann Penningtan.

She reads books, frantically, hungrily.
TJust mention the name of a volume, and the
next day she goes out to purchase it. From
Schopenauer to Anita Loos. Her mind
rapidly consumes everything. With the
possible exception of Harland Dixon, Ann
Pennington 1s the only dancer of my vast
acquaintance who reads to a great extent.

Her letters. Most theatrical people, in
fact all of them, hate to write. They will
wire or telephone, but write letters . . .
never, Not so with Ann Pennington, Her

(Continued from page 25)

letters are lengthy, well written, and witty.
A joy to the lucky receiver.

She loves to go window shopping on
Fifth Avenue. She loves New York.
Also Los Angeles. But I think Fifth
Avenue. Sunny, glorious Fifth Avenue
on a spring day is her favorite spot. As she
so aptly describes, “The people all have
A

She relishes rich food. But religiously
watches her weight. I like to tease her
because she likes onions.

Her feet are the joy and envy of every-
body. They are just about the tiniest feet
on the stage. She wears size one shoe.
Absolutely.

She takes excellent care of that hair of
hers; water-waving the strands before her
dances. She would like to bob it, and she
would be very foolish to do so!

Ann Pennington 1s an ardent motion
picture fan. She can tell you exactly what
pictures each and every screen star have
made in the past and will make in the
future. I have known her to go right down
the line of movie houses on Broadway.
Starting at eleven A.M., she will visit,
let us say, the Strand, then the Paramount,
then the Roxy. One right after another
until she has seen every picture in the city.
This is probably because her secret am-
bition (she will murder me for telling this)
is to be a star in slapstick comedy.

She cannot pass a full length mirror
without practicing a dance step and watch-
ing her reflection. I have seen her look
guiltily around the hall of a great hotel,
see no one in sight, and quickly execute a
couple of steps in front of the large oval
looking glass.

Without doubt she is a famous Broad-
way figure. A Broadway star. Her dancing
is typical of Broadway. Certainly she can
boast of more imitators than any other
dancer, and yet, she is not Broadway her.
self. She hates, detests, and abhors gossip,
and after all it is that ingredient that goes
to make Broadway. I have never heard
Ann Pennington say a nasty weord about
anyone. | have never heard her “knock™ a
soul. She is not interested in “'dishing-the-
dirt”; in the favorite Broadway pastime
called “panning.” She does not even want
to hear someone else give the “low-down™
on another person.

Something else. She never asks a favor
of anyone. If she gives away tickets for a
show in which she happens to appear, those
tickets are paid for at the box office; paid
with Ann Pennington’s money.

George White will tell you this, She has
been, and always will be . . . stage struck.
She goes to every professional matinée, sees
every show both dramatic and musical. He
will also tell you that Ann Pennington
is the only dancer with sex appeal who
actually is a drawing card for women and
children, She has the “it" of a Clara Bow,
plus the charm of a Mary Pickford,
Usually stars possess one quality or the
other. Ann Pennington possesses both,

She has a national name. During the
days 1 was her press agent my telephone

time.

HE November issue contained an announcement that in this

month’s magazine there would appear an article by, Cecil

de Mille entitled Dancing as a Spectacle.

been impossible to print the article as announced, as Mr. de

Mille left the company he was with to direct for another com-

pany. This resulted in our being unable to have the article on
It will appear in an early number.

We regret that it has

rang hundreds of times while people asked
me whether Miss Pennington would pose
for this or that, and if by any chance I
suggested anyone else, the speaker would
become incensed. No, they wanted Ann
Pennington, and Ann Pennington only.
Her name counted.

She photographs like a million dollars,
Her smiling features seem to jump right off
the page. Editors love to publish her
pictures. Speaking as a press agent who
has handled all types of famous theatrical
people, 1 will say that Ann Pennington is
the easiest person in the world to “sell™ to
the papers. Icould submit forty pictures of
beautiful show girls, dozens of well-known
stars, plus one of Ann Pennington, and the
editor will invariably choose Pennington,

Of course you know folks call her
“Penny.” And sure enough, that nick-
name fits the little dancing gamin that she
is when she works across the footlights.
However, “Penny™ is not the real person.
The kind, thoughtful, serious woman.
Ann fits her then. And Ann is what some
people call her.

Men adore her. 1can easily see why she
attracts them. She is so feminine; adorably,
remarkably dainty and feminine.

She always keeps her appointments, and
right on the dot too. When 1 first made
her acquaintance 1 was obliged to ask her
to perform at a benmefit. It was in the
morning. Imagine requesting a busy star
to get into makewp and costume, and
dance at eleven A.M.! She consented to
appear. Then I was called out of town.
Not knowing her very well at the time, [
could have sworn that she would forget
about the benefit. I was wrong. She was
there, and a half-hour too early at that.

In the beginning of this article I stated
Ann Pennington possessed a keen, business
brain when it came to estimating the value
of publicity. Well, that same brain asserts
itself in other matters. She always keeps
working. For example, when the Scandals
cast was laid off for awhile, Ann Penning-
ton played the picture houses in the West.

She is a star who has been earning
enormous salaries for a long while, and
unlike the others she is generous, but not
extravagant, She lives in a modest suite in
a modest hotel. She does not run an auto-
mobile. She wears expensive clothes, but
she nevers throws her money away. She
possesses exquisite jewelry, A bracelet or
two. A diamond pendant. Nothing loud
and over dressy. The winter before last
she was thrilled because it was the first
time in her life she had allowed herself the
privilege of owning two fur coats at one
and the same time. There is nothing “‘ham
actorish™ about her. She lives more than
well; she lives comfortably, and she is
clever enough to put her money in a bank.

Certainly she must hear talk. How old is
Ann? They ask that, up and down Broad-
way. She had been dancing a long time
now. The Follies, the Scandals, the Follies,
the Scandals, how many years? And she
can laugh, for she still holds her place and
holds it well. George White can put her
next to his youngest and prettiest chorus
girls, and the audience does just what the
editors who look at press pictures do, they
can only gaze at Ann Pennington. She
possesses the magnetism of a scintillating
diamond. Not one of White's chorus girls
today have a figure as perfect as Ann's,
own hair as long, or eyes as large. There
has been only one Ann Pennington. There
is only one Ann Pennington. There will
never be another. I am beth glad and
fortunate to feel she is my friend,
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Your Success
Rests on Your

TOE SHOES

Select them with care!

F you would attain outstanding success

give more thought to the selection of your
toe shoes. The wrong kind strains your
arch and keeps your mind constantly on
your feet. The right kind—with the famous
Leo arch-gripping last—makes you forget
you have ballet slippers on. You think only
of the steps you are to do and dance effort-
lessly with fairy-like ease. The only toe shoe
available in two separate styles for low and
high arches.

Soft Toe £ 3%
e @

Shioes & \g\&

Like Leo Hard Toe

dancing shoes, Leo Soft

Toe practice shoes combine

the latest principles of scientific
ballet slipper construction. There is
the sume snug fit at the heel. the same
sucurcdpml.ccr.ir::: at the arch. Recom-
mended by ballet masters for every-day
exercises.

The most comfortable shoe
in the world for step danc-
ing and street wear

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 ef-
fect. Patent, black or white
satin, $5. Dyed to match
costume, 50c extra.
With Theo ties, 25¢
extra. Same shoe can

\ - ;)_g” had F‘ Sitin
$5 -00 ~ % high h:-lz‘? inm or
ol'der direct from thi_s list—
satisfaction guaranteed

Box and soft shoes under size

1, 25c less than these prices
Patent tap Oxfords, men $6; boys and girls §5;
Aluminum tips $1.00 extra. Unattached 85c extra,

oe shoes, linen, pink or white $4.50

Toe shoes, black kid____ Rt 4.50

Toe shoes, satin, black, white or pink_ 5.25

Soft toe shoes, black kid __ 3.50
i L

Sizes below 13 25¢ less
Grecian ballet sandals, smoked elk and black. 6,00
Extra guality pure silk opera length hose,
service welght PSR EEe
Opera length chiffon hese______ 32.50
Opera length semi-fashion lisle hose. ... . 1.65
These prices do not include postage.
Special reductions on quantity orders.

ADVANCE

THEATRICAL SHOE CO.
Dept. D, 159 N. Seate St. Chicago, Il

Please send me wvour free
qnt::l:-;: and complete price
list of shoes and hosiery.

Name._.....

Street

L by R R TR s W
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New York Hotels

Strategically located for
Terpsichorean Artists

HOTEL

Great Northern

118 West 57th Street

“In the midst of teading 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.—50th 51st St.

wThe Wonder Hotel af New York™
2000 ROOMS

Rooms with running water

For one $2.50 For two $3.50
Rooms with shower or

| bath and shower
Forone . . . . .83.00-5.00
Fortwo « « « + « 4.00-6.00

Suites . . . . 10.00-12.00
No 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 two $3.50
Rooms with private bath

Forone « « « « $3.00-4.00
Fortwo . . . 4.00-5.00
Suites, . . . . . 5.00-7.00

Reduction of one day on weekly rates

cNotice of
Change of Address

Qur new advertising office is now
established at 2716 Graybar Building,
420 Lexington Avenue, New York
City, where you are cordially in-
vited to call when you are in town.
Please note the change of address
carefully in order to avoid delays
incident to the forwarding of mail.

Grace Arons
Advertising Manager

Do You Save Your Copies
of The Dance Magazine?

Do you stack them carelessly in a
neglected corner where they ccllect
dust and dogears or do you have
them carefully bound for continued
usefulness as a reference guide?
With careful binding you will
possess unique “first editions” that
will increase periodically in value.

We shall glad to arrange to
furnish binders to our subscribers
at the nominal sum of $1.00 each,
if such a need is indicated. Please
fill out and return coupon if you are
interested in securing a binder.

THE DANCE MAGAZINE,
Graybar Bldg.,
420 Lexington Ave,, New York City

I am interested in securing a binder to
held twelve issues of ThE Dance Maga-
wine. 1 understand the cost of these
binders will be $1.00 each.
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Dance EvenTts REVIEWED

This recital included the idol of the
Yiddish stage, Jacob Ben-Ami, who de-
livered a reading of his well-known
dramatic selections. Michio Ito also con-
tributed three numbers which pravided a
great contrast to the art of Zemach's in
its esthetic merits. Florence Stern added
to the program with her fine violin playing.

Nickoras Muray

The Light of Asia. Produced by Walter Hamp-
den. By Geargina Jones Waltan Trom the eork of
Sir Edwin Arnold. Dances staged by Ruth St
Denis. Hampden Theatre, Neww York,

ALTER HAMPDEN'S initial pro-

duction of the season at his theatre
on upper Broadway brings for the frst
time in our recollection the life of Buddha
to the American stage. The work is
familiarly titled The Light of Asia and
gives proper credit to Sir Edwin Arnold,
but the play itself and the greater part of
the text are by Georgina Jones Walton.
The scenic production ie designed and
supervised by Claude Bragdon and Mr,
Hampden not only acts the chief rile with
dignity and some emotion but directs the
dramatic presentation.

Taken as a whole, that is as “theatre,”
this effort has not the makings of a Broad-
way success. A few will ind it interesting,
fewer still will derive from it a certain
stimulus to the spirit, but the great ma-
jority of playgoers will anly discover in it
a tedious bore, a stilted if sincere attempt
to present unrealities disguised in poetic
wrappings. It has, however, one aspect
to recommend it to devoted attention.

It is as an Oriental pageant that we may
regard it with lively admiration. No
pains have been spared to set and costume
the piece appropriately and beautifully,
but what is more, Mr. Hampden has
introduced into the action in logical
verisimilitude the best native talent in
music and dancing which is available in
this country. It may seem strange to
speak of the Denishawns as “native” to the
Indian scene, and yet it is legitimate. It
has been said that in India Miss St. Denis
is regarded as the most perfect living
exponent of the Nautch tradition and
technique and as we have remarked else-
where, the stamp of the Denishawn upon
the dance is an equivalent of sterling upon
silverware. In the Temptation Scene
beneath the great Bodhi tree in the en-
chanted forest nine of the Denishawn

(Continued from page 40)

girls are introduced to lure the spirit of
Buddha from his holy purpose. These
girls are costumed slightly and with
authenticity, but it is not only in the
externals of their appearance, gestures and
postures that the success of their con-
tribution lies. Miss St. Denis has some-
how infused into the minds and bodies of
these voung women a complete realization
of time, place, and idea so that they in turn
may transport the beholder to the strange
and mysterious East of the legendary
BCENE.

The moment when these dancers hold
the stage is brief but glamorous. The
design of the whole, as well as its indi-
vidual efforts, is entirely succeseful, and
Ernestine Day, the loveliest of the Deni-
shawn nymphs, trails her lotus flowers
with deadly if ineffective purpose. It was
easy to helieve that Buddha had already
become the inscrutable stone image capped
with snails, for his heart must surely have
been of stone to prove indifferent to such
charms.

Strangely enough the one authentic
Indian, Sri Ragini, whose work is familiar
to recital goers in New York, seemed less
authentically colorful in her dance of the
Pleasure Palace. We make no compiaint
of Mme. Ragini, for she must surely know
her own, but we are never willing to
accept truth completely unadorned by
imagination. Perhaps this dancer lacks
essential grace rather than spirit, but at
least she provided several episodes of calor
and loveliness in her mative singing. All
of the numerous cast were well trained
and the groupings, incidental dancing and
stage pictures were consistently beautiful
and pleasingly accomplished. Even if The
Light of Asia fails to enjoy one of the
season's longest runs, Mr. Hampden is
entitled to consider the production a
bright feather in his artistic cap.

Mary F. WaTring

rogram of country dances, by
My, Douglas Kennedy, director. Englich Folk
Dance Society.  Art Center, New Vork. Couniry
Dances, Morris Jig, Sowgr, Miss Elvie Avril,
Country Dancer, Morris Jig, Folk Dance tunes,
violin by Miss Elsie dvril, Sengs, Mr. Kennedy.

m& DOUGLAS KENNEDY, the
successor to the late Cecil Sharp, as
director of the English Folk Dance Society,
gave a brief lecture at the Art Center, to
an audience of about one hundred people.
Mr. Kennedy and his wife and several

Lecture and

reverence to the family, loyalty to the
government and a fine sense of social
restraint. From the marvellous produc-
tions of the Javanese Wayang, with its
cast of three hundred performers taken
from the nobility, the procession of heroes,
armies and the wonderful life-dike animals
which are utilized with such dramatic
effect, we would receive a much needed
lesson of the vital use of the drama and
dance in the teaching of religious subjects.
For at least three thousand years these
dramas have been kept alive for the joy
and education of the people, relating to
their national religion and philosophy.

In the light of these possible perform-
ances, my own contribution during the
last twenty years seems small indeed. 1
comfort myself with the belief that my

ORIENTAL DANCING

(Continued from page 17)

presentations, however inadequate, have
served as a link between our former
ignorance of the beauty of the Orient, and
our greater appreciation of its truth and
beauty in the future.

From a cultural viewpoint the research
into the history, art and philosophy of a
country, backed by the urge on the part
of the student to express her findings in a
form of art, constitutes an informal edu-
cation that no text book or academic ap-
proach could possibly produce. On the
part of audiences in a less vital but still
interesting manner, the viewing of Oriens
tal ballets stimulates an interest and dis
crimination that will in time demand a
better quality of art product.

As to the influence of the Oriental dance
itself, we are passing through the imitation

. 60

other members of the English Folk Dance
Society were passing through New York
after a successful summer school at
Amherst, Mass., on their way to take
official part in the international conference
of Folks Arts at Prague.

Mr. Kennedy made introductory re-
marks on the history of folk dancing in
general and in England in particular and
interpolated other explanatery remarks
between the numbers of the following
program of country dances, folk songs and
music.

I have been under the impression that
the English Folk Dance Society in America
was an organization of English people
exclusively, but I learned that it is open to
anyone and that the purpose of the
Society is to disseminate a knowledge of
English Folk Dances, music and games and
to encourage the practice of them in their
traditional forms. Mrs. Arthur Csgood
Cheate, the hostess of the afterncon, is the
honorary president and Mr, Henry Cur
win, active president of the New York
branch of this society and anyone who
wishes may become a member and attend
the fortnightly country dance parties and
may study all the different kinds of dances
in the gymnasium of the Manhattan Trade
School, 22nd St. and Lexington Ave.
These classes are under the direction of
Miss May Gadd.

There are very large and vital groups of
people in New York and in nearby sub-
urban cities who are ardent devotees of
English Folk Dances. These are mostly
non-professional people who, rebelling
against the unintelligent vulgarities of
jazz, still love the physical and social en-
joyment of rhythmic movement and find
in the English Folk Dances emanated
from AngloSaxon peasantry something
much more akin to their temperaments
than the dances of Negro origin dominat-
ing our ballrooms today. An interesting
thing revealed in this lecture of Mr.
Kennedy's was the fact that there is a
splendid folk dance to be found among the
Kentucky Mountaineers, which none of
us Americans had interest enough to dis-
cover, but the late Cecil Sharp came all the
way from England and spent months in the
Appalachian Mountains recording and
preserving this indigenous folk art of
America.

Tep Suawn

period. With but few exceptions our
dance students are content to copy the
outer forms of Oriental gesture without
understanding their meaning,

When I began dancing here in America
there was no such thing as an Oriental
dance on our American stage. and now, 1
say it with a wry smile, "There is not a
vaudeville, or a Follies or a Publix unit
that does not boast an ‘Criental dance’.”
Whole scenes are nowadays provided by
producers in musical comedies to allow for
the performing of Oriental dance acts, a8
producers are realizing the value of exotic
beauty and gesture. However, to perform
these dances and gestures with any justice
to Oriental culture takes a much longer
course of study than the average musical

(Continued on page 62)
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WHAT BALLET MEANS

to OPERA

(Continued from page 29)

'}J l_“,f
i,
Mr. and Mrs. Bartik just before a
recent trip to Europe

famous Buffalo Bill show was the rage.

Among others who are listed among his
friends are Jan Kubelik, the violinist,
whom he at one time managed; Rudolph
Friml, who came from the same town of
Prague, to be accompanist to Kubelik;
Pavlowa, Isadora Duncan, the Royalty
of Bavaria, Benjamin Gigli, Mario
Chamillee, Emma Trentini, Mary Lewis,
Lucrecia Bori, Marion Talley and a host of
others.

Ottokar Bartik was born in Prague. He
first appeared in Munich, at the Royal
Opera there. He traveled for five years
at the head of his own ballet company.
In 1904, he came to America with his fa-
mous aerial ballet and he traveled through-
out America, meeting with success
wherever he went. In 1008, he made his
initial appearance at the Metropolitan
Opera House. His first rile was in The
Bartered Bride, which was given under the
direction of Gustav Mahler. Mr. Bartik
not only appeared in this opera, but he
personally trained forty native Bohemian
dancers. During the season of 190g-10,
he staged the ballet in Tschaikowsky's
Pique Dame, which was again presented
under Mahler. Next he arranged the
dances in F. 5. Converse’s Pipes of Desire,
the first opera by an American to be pro-
duced at the Metropolitan, Other dances
supervised and staged by Mr. Bartik
were those in Tannhauser and Aida;
Bayer's three-act ballet, Vienna Waltzes;
a Russian ballet divertissement for the
Opera, Czar and Carpenter by Lortzing,
and the ballet in Stradella. In 1915 he
created the ballet for Borodin's opera,
Prince Igor, with Rosina Galli. He staged
in 1918 the American Ballet, The Dance
in Place Congo, with music and scenario
by Henry F. Gilbert.

For eight summers, from 1912 to 1918,
he was director of the pantomime given
by the Ringling Brothers Circus. They
were given in the Madison Square Garden
and the Coliseum in Chicago where more
than a thousand persons appeared, in-
clusive of three bundred dancers, In

1024, he staged the pantomime,
Prodigal Son, with Laurette Taylor
playing the title réle in New York
City.

And then, after having celebrated
his twentieth anniversary with the
Metropolitan Opera Company, he
went off to Europe for a rest.  When
I stated that 1 thought he had
thoroughly deserved the wvacation,
he smilingly acquiesced and then
quite suddenly his face became all
Seriousness in expression, as he said:
“There is one person I would like
to say the fine things about, for she
most certainly deserves it.”

*And who may that lucky person
be?" I inguired.

“Rosina Galli, premiéte danseuse
of the Metropolitan Opera Company.
She is a most hard and sincere worker
and really I should not know what to
do without her. I want you to say

this because I have a great regard and

respect for Mille. Galli’s ability.
You know she is in charge of the school of
ballet at the Metropolitan. She starts
with the dancers when they are children
and gradually she develops them. Then,
when they grow, they are put into the
ballet. These children have dancing
in their blood and naturally they make
excellent material for the ballet. When
Mlle. Galli is finished with them they are
complete in the knowledge and the, what
you call it, ability to apply that knowledge
with ererer on what is it you call it,
oh yes, expertness. Yes, Mile. Galli
deserves the best praise you can possibly
give her.”

“You are very fair and modest in saying
so,” | answered.

“No, it is true. I believe in giving
credit where it is-is-er-iser—

“Due,” 1 prompted.

“Yes,” he laughed. “That is the word.
And oh, there is another one I would like
to have you give this credit to. 1 mean
Mr. Gatti Cazzaza. He is one marvelous
man to work for. It is a real pleasure to
be engaged by him. Never before has
there been such a great art as that of
Mr. Cazzaza’'s. He is wonderful. And
oh, yes, it might be interesting to your
readers to know that Mr. Cazzaza is strong
for the American artist. He is really,
what you could call, pro-American,”

“Is that so? By the way, since you
mention the American artist, what is your
opinion of the American girl in the ballet?™

“I think that the American girl is by
far the best suited,” quickly rejoined Mr.
Bartik, with no little show of enthusiasm,
“She is so quick to learn, so bright and of
course, so beautiful. Yes, the American
girl is particularly adapted to this kind of
work. That is why they are becoming
so numerous in ballet work. They are,
indeed, a welcome addition, It really is

remarkable how quick they learn and how |

graceful they become, Of course, they
have that beauty that is excellent for the

purpose,”
A telephone rang at this moment, and

that, of course, ended the interview, I |
left with his invitation to come and see |

him any time it suited me.
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comedy producer will allow for. The
result is, what all the world knows, a
dreadful mixture of jazzed Oriental danc-
ing that is neither Western nor Eastern
but which the tired business man seems
quite content to view night after night.
The saddest lesson that every young artist
of our American stage has to learn is that
mere youth and sex is after all the com-
modity most sought for by the producer
and not the art product of their
dreams.

Twenty years ago the hands of a dancer,
whether acrobatic, popular ballet or any
other form, were absolutely a negligible
part of the body. Today there is hardly a
ballet that does not pay at least some
attention to the articulation of the arms
and hands, To be sure, in the majority of
cases, the arm ripple which I then created
is used ad nauseum, without reference to
the artistic appropriateness of the dance
performed. Nevertheless 1 must believe
that the good influence of the Oriental
dance is greater than the bad, inasmuch as
it has directed intelligence to the emotional
and mental zone of the body, as against the
physical agility of the legs which is our
American characteristic.

The word “influence” is a potent one
and not to be lightly used. I would like to
believe that the influence of the Orient on
the American dance has been to move from
the ground up, from—in a word—our legs
to our arms, and perhaps eventually,
beyond them. Of course what has ac-
tually happened is that Oriental gesture
and costumes have been imitated by the

ORIENTAL DANCING

(Continued from page 62)

thousands, but studied only by the tens,
This cannot be remedied until a higher
level of appreciation on the part of audi-
ences demands a finer product in the artist.
For instance, as long as an audience will
accept a mixture of Eastern and Western
gesture, wretched costuming, and still
more wretched music, where is the in-
centive for the young artist to spend
months in research, in libraries and
museums, in order to render a perfect
production of a racial dance? I see in the
future only a few in every decade who will
achieve great art, as there are only a few
martyrs to any cause.

However, the value of Oriental gesture
to our American dance culture is greater
than we at present realize. For these
gestures that dancers are using in schools
and theatres, however ignorantly, are
releasing certain inhibitions of character
and emotions of which the student or
performer himself is scarcely aware.

Even in the crudest forms of our at-
tempts at imitating Oriental music there is
an effortless rhythm and a beauty of a
minor grace that has power to move the
dancer to new forms of gesture unrelated to
the hectic nervous steps of our contempo-
rary dance. In any dancing school after
the staccato feverish rhythms of the Occi-
dent are played, and an Oriental air of

any authentic beauty—preferably upon a
record where native instruments are used
—a whole class will instinctively fall in to
the relaxed and co-ordinating movement
of the Oriental dance. In time, these
ehythms and these gestures react upon the
consciousness of the dancer. It is im-
possible for the dancer often to perform
these fluid, reposeful movements without
in some degree mentally realizing the
beauty of the culture that gave them
birth. This influence is subtle and largely
unconscious to the student or performer
herself, but it is a very real and lasting
influence none the less.

For instance, in the Buddha posture, in
the repose of the torso, and in the curi-
ously live immobility of the head with its
closed eyes, shutting out the sight of the
world, the dancer’s consciousness auto-
matically has a tendency to become calm,
whereby finer visions of the Infinite Mind
may reflect itself. That same body, using
its legs to cover space, and the quicker
movements of arms, head and torso in the
abandon of the elemental dance becomes
merely an instrument which is played
upon by the external stimuli of the natural
world.

In the influence of the Occidental dance
upon the Orient there is a very definite
illustration in the fact that the age-long

IRDS have practically the same
basic emotion causing the dancing
reaction that human beings possess. But
the expression of it is vitally and totally
different between the two. Perhaps hu-
man dancers would do well to observe
the real bird dancers when they attempt
to imitate their feathered rivals; for the
sornamed bird dances are being gloriously
amplified to be classified as such.

Love seems to be the one prominent
emotion to evoke the desire to dance
among the birds. This in turn gives
rise to expressions of hatred, pride,
jealousy, fear, desire and an analloyed joy.
But our passionate and religious elements
apparently do not constitute the bird's
emotional make-up. Passion, with them,
appears as instinct following what is
quite evidently loye.

Practically all of these courtship dances
begin with an exaggerated display of the
plumage of the male. It is without ex
ception that the male begins the dance,
with the reluctant female joining in later
or not at all. (How different from the
idea of dancing among humans!) In fact
the pride and strutting walks of the cocks
are so in extreme that the female often
flys or walks off in disgust. No increase
in the number of entrechats or pirouettes

Birps THAT DANCE

By CHARLIENE SPENCER

will make a female bird return after the
male has gone too far in his performance.

The Laysan albatross is the only bird
dancer that has attracted much attention,
not because its performances are as per-
fected as those of Pavlowa, as visually de-
lightful as the Denishawns, as fascinating
as Mordkin's, or as spectacular as Kosloff’s,
— but because it is the one that will
willingly perform before an audience.
Bird dancers are vain, vain beyond com-
prehension—but not before humans.
The dance of the Laysan albatross is a
cake-walk, a dance of the old birds, and
executed by two at a time, The birds
approach one another with heavy pon-
derous steps and bow continuously.
After nodding and bowing arocund each
other, a miniature fencing begins with a
crossing and knocking of their bills. A
pause intervenes, one bird holding a
statuesque pose whils the other performs
by rising and sinking on its toes, The
solo dancer then utters a long drawn out
ah-h-h-h. and the other bird claps its bill

together. Then they reverse rolls, two
others take their place, or the performance
ends—according to the temperament of
the birds at that particular time. But the
albatrass dances under a strain of excite-
ment and so it is usually some outside
interference that causes the dance to end
abruptly.

“El Bailador™ or “The Dancer™ is a
small South American manakin bird.
Its performance consists in jumps and turns
of two dancers. The most strikirg thing
about it is the absolute regularity in time
of both the steps and the song when the
birds are in action. The plover tribe
of South America shows more originality
and spontaneity than “El Bailador," but
the rhythm and execution of the steps are
not as interesting as dancing, as that of the
former hird.

And as to the characteristics that cause
human imitators to blunder. Bird dances
are all courtly, No matter how much
jealousy, fighting, or excitement is aroused,
the dance itself remains handsomely
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mental and physical repressicns of the
Oriental woman have received a stimulus
and an idealism in seeing the dancers of the
Woest that both Paviowa's beautiful art
brought to the Orient, and later, the per-
formances of the Denishawn Dancers. In
the wake of these companies a wave of
enthusiasm and appreciation for the freer
physical development of the West has .
been felt by countless women of the
Orient.

The Japanese's woman's tightly bound
little body, the weight of her kimono and
the tautly pulled obi, all tend to the
repressing of her natural gesture, and
result, as the Japanese themselves well
know, in an undeveloped body. The free
dancing of the West was a revelation to
these art-loving people, and they are
hastening to understand as well as to copy
the dance forms that were brought to them
by these two visiting companies.

The influence of the Occidental dance
upon the Bast will be far-reaching and
beneficial. Through the language of the
dance we are learning to communicate
ideals of character and art that would
take generations to accomplish through
any other means.

The poignant beauty of the natural or
elemental dance has an eternal appeal, as
I said before, but 1 believe its tendency
to over-activity should be balanced with
the counter weight of the symbolic
gesture of the Orient. The perfect dance
of the future, in as yet unimagined forms,
will enclose the truth and beauty of both
East and West.

representative of staid courtliness. The
males do all the work, the female joining
in only occasionally and then usually in
the end. The female is discreet. She is
careful. And it is always she who has
the choice in the question of whom her
dancer and mate shall be. The female
appears not to lose her head, except in the
case of the smaller birds who do their
courting in sudden and sweeping flights of
pursuit through the air.

Fokine's fanciful ballet, 'L'Oisean de
Feu, is the personification of a bird rather
than that of a characterization of a bird
or of the genus of hirds. The effect is
reached when Karsavina, by her poses,
quivering restless arms, and frightened
looks, suggests the absolute panic and
attempts at flight of the captured bird.
But these flutterings of the arms are as the
average human thinks of a bird—and
not as the average bird either acts or
dances.

The actual copying of steps, dress,
and actions of the birds is a new field
for dancers. A death—either slow or
rapid—of jazz and acrobatic dancing may
be a birth of an entirely different mode of
artistic expression: that of true to type
dancing, not only of the Oriental and
Indian but also of animal and bird dancing.

HILE Fred Stone lay impatiently in
bed, broken bones forbidding his
appearance in the show originally intended
for him, Will Rogers and Dorothy Stone
put Three Cheers over. Lavishly mounted,
more than ably cast, Three Cheers looks
good at the Globe for the better part of the
season. There is no denying that Rogers
is more than half the show. His dry wit
inocks them out of their chairs, and his
frequent liberties with the libretto permit
him to make it repeatedly clear that he is
doing his best to fill the shoes of his friend,
Fred Stone. Sentiment comes in, and the
patrons respond heartily.
The cast is fine, including Andrew

Tue SHOWS REVIEWED

(Continued from page 53)

Tombes, a first clase comic as always,
Alan Edwards as the juvenile opposite
Miss Stone, Eddie Allen, who dances
inimitably, Janet Velie with a mellow
voice, Maude Eburne in a small part,
Patsy Kelly, a girl once with Frank Fay
who is destined to go far as a comedienne,
the Phelps twins, and so on, A group of
Tiller girls, the first seen around here in
some time, score with precision dancing,
and Miss Stone dances blithely several
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times, especially when imitating her father.
The house comes down. Dave Bennett’s
routines for the chorus are not unusual,
and merely furnish a background, without
being a feature in themselves. One Phyllis
Rae deserves mention for a smooth acro
batic routine opening the second stanza.
Rogers surprises with a tap routine, and
wows them again. Throughout his com-
ments are highly amusing, especially in
two spots in which he has the stage to

himself, during which the book is ig-
nored.

Technically Three Cheers leaves much to
be desired, since the book has great un-
explained gaps. Consequently it furnishes
the people with little to work with. The
chief effects are by pulled-in numbers and
scenic effects—and Will Rogers.

It is difficult to say how the show will
be when Stone returns, for then it will
appeal to the children, as always. Now
the appeal is to the sophisticates, Newver-
theless, as before eaid, Three Cheers,
despite its technical defects, is swell enters
tainment in a frivolous vein.

Rockwere J, Graunam
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rough and ready type, no matter how
homely or good looking they happened to
be. I don't care whether they had
caulifiower ears and battered noses or
whether they were living Apollo Bel-
vederes; the sailor was the type [ wanted.

Some girls have the idea that because
they can do acrobatics they can dance well,
but acrobatics is not dancing. Six or
seven years ago I leaned to acrobatics in
ensemble dancing. Now I'm dead against
it. Audiences are tired of seeing beau-
tiful girls do contortion work on the stage,
tired of seeing them clean up the stage
with their costumes. When 1 first
started it the public wanted it. They
were accustomed to see slow dancing.

CHOOSING the

CHORUS
(Continued from page 24)

Then a new era came. They wanted
something fast, sensational, and they got
it. The public always gets what it
wants and they are willing to pay plenty
for it. It's up to us to give it to them.
If we don't someone else will.

At that time a split or a backbend was
considered marvelous for a principal to do.
Then, when twelve girls went into a
split all on one chord the audience cheered.

Now they are almost ready to jeer.

Today the public is ready for new
ideas. In Rosalie there is no acrobatic
dancing whatsoever. The best work with
the ensemble is done with different forma-
tions of girls. The high spot in the show
is the West Point march, a pure evolution
without dance movement, done by the
girls and boys.

I am at present working on the dances
for one of Mr. Ziegfeld's shows, and I
have some new ideas for it. I think they
will take, but that of course remains to be
seen.

In the Januaryissue of Tue Dasce will
be another article by M. Felix concerning
his connections with the stage. Don't miss it.

undoubtedly American."

The Walton infants seem to go in
chiefly for comedy character work and
have a good selection of straight ballroom
numbers. They become earnestly in-
terpretive only once in a while.

Rey Goffe informs me that he has
recently teamed with Portia Cooper.
He is an acrobatic dancer who “took
lessons from Tina Valen and the Kretlow
School in Chicago. She has been with
the Denishawns, Margaret Severn’s com-
pany and the Maryon Vadie Dancers.
They will be known as Goffe and Portia.
Another new team is that of Anita and
Geoffrey, both Southerners, who came
together at Jacksonville, Florida. They
will specialize in adagio.

De Villa and Ruarke are slightly peeved
because they were mentioned in August
as protégés of Fred LeQuorne. They
write: “You did not get the right in-
formation as to who we are and what we
do, We surely can prove that we are
nobody’s protégés, and that all our dance
foutines are our own. We are specially
known for being different in our work.”
I gladly make this correction and include
it in this Department because De Villa
and Ruarke are sterling vaudevillians. The
original statement about them appeared
elsewhere in the magazine, however.

A charming visitor at the office was
Mimi d'Auriac, lately from France.
She specializes in Spanish, Mexican,
French and Oriental dancing. She has
filled a series of engagements in Cali-
fornia night clubs, hotels and motion
picture houses.

The team of Cleo and La Marr is on
Keith time. They are noted for their
Mexican numbers, which they learned
from Aurora Arriaza, the famous teacher.
Phelan and Frances postcard from Cin-
tinnati that they are having a good time
dancing on hotel roofs in cities radiating

DANCERS of

VARIETY
(Continued from page 35)

Wide World

Alene Mester, who is appearing on the
Keith circuit with Paul Mohr and Com-
pany

from St. Louis.

The Pavley-Oukrainsky Ballet, with
twenty-two members, has been signed
for an Eastern tour under the auspices of
she Keith circuit. The opening was at
St. Louis on September 3o. The act

was created, staged and arranged by
Andreas Pavley and Serge Oukrainsky.
It features Mlle. Milar, the premitre
danseuse, and a group of comely soloists
named Mlles. Compton, Arlova and
Rayya.

And now for a fan letter, the kind I
like to get. Mrs. Jean Corbeau, of
Hartford, Conn., scribbles chattily: *1
am very fond of your magazine and cer-
tainly look forward to each issue. I am
writing because my girl friends and I have
just been to see Peaches Browning's act,
and in her company there are two of the
smartest dancers! Peaches discovered
them and brought them over to America
from Paris. Their names are Barbe and
D'Arcy. 1 surely would appreciate
seeing their pictures in your magazine, as
I would like to have a copy. Thanking
you and trusting this is not too much,
etcetera.’”

Of course, it's not too much. 1 tried
to get said picture, but it did not arrive
in time to be published in this issue.
Mrs, Corbeau may rest assured that when
I corner Barbe and D'Arcy, I'll not only
relieve them of a snappy dance photo, but
I'll interview them in my best High
School French.

A reader in Toronto wishes me to ask
Mary Eaton to outline a daily routine
for girls who are in training for stage
careers to follow. Sorry, but it is out
of my province. Miss Eaton is a musical
comedy star, far removed from the haunts
of the dancers of variety.

If the followers of My. Evans’ depart-
ment, The Dancers of Variety, want to see
any of their favorite vaudeville dancers
interviewed, write in. Give the name of
the individual or team, and mention what
question you'd like answered. He also
invites suggestions and news items with
photographs from professionals.

immediately afterward, I had to dash with
Lorraine and Tom Howard to my matinée!
George was to go back to his rooms and
test, to wait for Al Saunders or whatever
News he might telephone.

The surprise of my life, however,
Waited for me at the theatre. Romanan
Was not there! The minutes flew by,
the stage manager was telephoning madly
from Romanan's rooms to the hospital.
A five-minute talk over the wire with the

ospital, and our whole back-stage was
thrown into an uproar. Romanan's wife
had taken a turn for the worse. Nothing
Sould induce Romanan to leave until the
Crisis was past.

A dozen plans were suggested in as
Many minutes. Instead of our dance
Tumber, they would put on a reprise of the
Bature chorus. No, our comedian de-
Cided he could hold the stage for fifteen
Minutes with a burlesque leading of

LittLE Miss

RUNAWAY
(Continued from page 43)

George Warwick’s orchestra.  Tom
Howard roared at that. We'd simply
switch from one scene to another and
leave the orchestra and the dancing out.
The show would close fifteen minutes
earlier!

They all talked at once. Everybody
had an idea to explode. And then,
Lorraine turned fiercely and took hold of
my shoulders.

“What's eating you?" she snapped.
“Here's your chance, and your head is
too up in the clouds to grabit.  You poor
nut!™

*]—what do you mean?" I mumbled.

“Go on and dance alone!™ she flared.
“Forget yourself. Forget your troubles
It's the show that counts!™

“Great guns!” gasped the stage manager
like a shot, “That's the stuff. You
can do it, Dimples. You've got to do it.
It's the only way now—it’s too late to
change the routine.”

I was terrified. The thought of dancing
alone, when I did only ball-room steps,
and had always depended upon a partner,
frightened me so that I couldn't even
voice my refusal. It was just one of the
terrible things that were happening to me.
I was in for it. Since last night so many
things had happened that 1 had reached
the end of thought . . . I couldn’t speak—
I couldnt think—I had even forgotten
that I was just married. I stood in the
wings, tense and trembling, wondering
what would happen when 1 found myself

(Continued on page 6.4)
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PremierScenery Studios |
340 WEST 41ST STREET |
NMEW YORK CITY

Drop Curtains, Cycloramas, Stage
Settings For Rent and For Sale

Rales Very Reasonable
Send for catalog 10. Tel. Lackawanna 9215 |

ARRANJAY’S WIGS |

25 Styles & 25 different colors

_ $1.75_each
Postage 10c with or-
der or 25c if C. 0. D.
Tilustrated in mohair
(natural In appear-
ance; light in w::?ght} -

Also
Human Hair Wigs
and Supplies
Money refunded
within 3 days if not
worn. Send for illus-

trated catalog.
jny"s wigs or order direct

ri'")
ROSEN & JACOBY {En‘.mu
-

195 Chrystie St., New York N3

Ask your dealer for Arran-

Houston ¥, Station Sl Ave, "L e
Tel. Drydock 02556-U849 Trade Mark feg

alone to the mysic. . . . Oh, if only George
were conducting—I might be able to pull
through then.

The show never seemed to go so fast.
I felt as if everyone were racing through
the scenes—I heard them wishing me
luck, whispering to me to buck up and
make good; I felt the encouraging pats on
my shoulder and shivered at the touch of a
hand in mine. Then, at last the trium-
phant screaming crash of the Warwick
Orchestra, with Tom Howard leading.

The next thing I knew, I was on the
stage! Alone, in my Spanish costume.
1 went through the ballroom tango without
a partner in a daze. It was terrible!
1 knew it was terrible! With each step
1 took I felt myself becoming more futile—
more ineffective. 1 could feel the audience
squirm with impatience. I saw the boys
of the orchestra look at me, some pleading,
some eager and anxious to give me help,
some worried and suffering for me.

When I came off from that Spanish
dance, to tear into my next costume, my
whole body was in a lather of perspiration.
1 could hear them whispering hoarsely to
me, 1 could see the look of disappointment
in their faces. I could feel the sobs
tearing at my throat, and I was aware of
the pitiful little whines and whimperings
that were coming from between my dry
lips. An extra dresser had been sent
in to help me change. When I stood ready
before the mirror, 1 thought 1 would
faint.

“I—1 can't!” I moaned.

And then the door of my dressing room
swung open, and a ghost appeared on the
threshold. At least, for a moment, before
I felt his strong arms about me, I thought
it was a ghost.

“They telephoned me what you were
doing,” 1 heard George's woice in my ear.
“It's great, Dimples. I had to come

down. Wild horses couldn’t keep me
away.”

“Oh, George—honey—I'm terrible—
T'm a flop!"” I sobbed.

“Aw, you're crazy,” he answered
sharply. “I saw the number. It was all
right. But you can't do that without
a partner. Listen. 1 got a message
through to Howard. He's going to play
Bluehird next, instead of your regular
number. Hurry up—they are almost
ready. Go on, kid. Do some stepping.
Do what you've been studying with
Kendall’” I tore myself from his arms
and ran out.

I looked back, and saw George, and
Lorraine, too, apparently, approving the
forlorn hope!

The stage manager was shoving me into
the first entrance, For a moment, the
world had come to an end. Howard had
swung into Bluebird. How could 1 dance
to a jazz number?

Then suddenly I felt a kiss on the back
of my neck—and 1 felt George giving me a
gentle push into the entrance,

“gmile, kid!™ he cried. “Show 'em
you're happy, Mrs. George Warwick!"

[ don’t know how it happened.  To this
day 1 have no idea what 1 danced. Butl
do remember how I danced and why.

The music was so wildly savage, so
heady, so intoxicating. The words with
which George had sent me on stage rang
in my ears. 1was happy! I was married
to the man I loved! We had our whole
lives before us! What else mattered?

[ danced with all my soul. 1 could feel
myeelf shouting, and stamping and clapping
my hands in front of me and above my
head like a delighted child. 1 was not
dancing for the audience any longer. I
was dancing because of some wild streak
of recklessness in me. If 1 was fired—
what of it? Nothing seemed to matter.
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Not until the storm of applause, not
after, but during my number, did I realize
where 1 was or what I was doing. The
applause went to my head. The audience
was happy too—and knew 1 was happy.
I felt myself calling out to them, and
shouting again as 1 stamped out the wild
rhythm,

I took an encore, and I forget how many
bows. 1 was too dazed to count them.
But I know when I got off stage, that I
thrilled to the whoops of success, the
kisses and hugs of the company. I told
them of my wedding, and we were toasted,
George and 1, standing there and gazing
at each other through the mirror.

That was the story of my real oppor-
tunity—that was the answer to the amaz-
ing success | have enjoyed in my very short
career, I had to repeat my performance
that night; and I finished the rest of the
season in Sparks of Life as a featured
dancer. For Romanan had refused to
dance any more. He took his Leila away
to spend the last two lingering years of
her life by her sicle.

It was not until midnight that night
that Al Saunders arrived back from
Philadelphia. With him was Mrs. Carter
— and the letter that I was not supposed
to get until 1 was twenty-one. It had
not been simple to get it from the Mother
Superior even under the circumstances.

Together, George and I read it.

If I could use the real name of my
mother you would recognize it immediately
as one of the foremost dancers of her day.
Not merely a ball-room dancer, or a jazz
dancer like myself; but one of the leading
lights, who had established her own
wellknown school, and who had danced
in many countries before many a royal
court.

Her letter was simple and beautiful.
She had estranged herself from her own
aristocratic British family by going into
the professional field. Hence, she had
taken another name as a dancer. Her
family was one of the oldest in England,
and her father carried a title. He had so
disapproved of her career, and of her
subsequent marriage to Theodore Ans
(or 50 1 shallcall him here—the father who
died before I ever saw him!) that he had
Jisinherited my mother and had not
recognized her under her professional
name.

The marriage was a complete dis-
appointment and disillusionment to my
mother. There had been a scandal, which
my mother said she did not care to repeat
in this letter; and she had left my father
before 1 was born. She was in very
difficult financial straits, and because she
did not wish her story to gain publicity
she would not appeal to any of her friends.
Ghe was determined, furthermore, that
her baby should never fall into the ha nds of
the family she had married into. It was
not, she averred, an environment for any
child to be brought up in. She had left
me with the sisters in Philadelphia, and
had returned to England quietly. Her
father, however, showed little or no
interest in her story and refused to take
me into his home, Mother attempted to
continue her career, but within three
years she died— broken-hearted.  Before
<he died she begged her father to see to it
that when 1 was twenty-one and about
to leave the school, I should have enough
money to start life without a handicap.
He had promised her in an answering
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letter, which my mother enclosed.

That then, was the story of my
parentage!

And how different from the terrible
story Lulu had given out to the papers.
We found out hers was a terrible dis-
tortion of garbled facts. She had stolen
a letter to me from Mirs. Carter out of my
theatre mail box. That letter had spoken
of me as Mrs. Carter's “own little girl.”
Forthwith Lulu had made it her business
to find out all about poor Mrs. Carter.
She had given the papers the story of Mrs.
Carter’s former husband and his suicide;
she had dug up an old affair which was,
in reality, a mere friendship—a passing
acquaintance in Europe, (which had been
renewed more or less casually when Mrs.
Carter returned to the states) with a
notorious politician in New York. It
was to him that Lulu had contrived to =
attribute my possible parentage. And as
her proof to the newspapers Lulu had
actually given the letter she had stolen
from me!

Fortunately, none of that story was
published. Al Saunders was able to head
it off through the presentation of my
mother's letter. How many times I have
thanked him and tried to show him my
appreciation, for such a story would have
not only hurt me, but it would have
ruined Mrs. Carters' placid married life,
I'm sure.

The announcement of my marriage t0
George Warwick and parts of my mother’s
letter were published the next day. No
doubt you remember the front-page storys
and the innumerable pictures in the roto’
gravures and the endless series of Sunday
features stories that followed.

When our season was over, George and
[ went on our honeymoon to England
to see my grandfather. We found an
old, lonely man who saw in me the imag®
of his wayward daughter.

He has always called me daughter, and
always addresses me as “Martha™ which
was my mother’s real name, instead
Beatrice, my own name. Because he was
s0 lonely, and because he seemed, strangely
enough perhaps, to like George, we cajoled
him to come back to America with us if
the fall and see New York.

My grandfather is living with us to thi#
day, in our home on Croton-onthe
Hudson. He cannot make up his mid
which he admires more—George's of
chestra oc my dancing! Though, be
avers that [ could never dance as my mothe®
danced.

I love to sit and listen to storic®
about my mother and her childhood. A
first, grandfather was reticent about
telling me things. The memory of bif
own unfairness was too painful to him
Now, he talks even when I do not 28
him. But he does not seem to want %
go back to England, or to the huge estatd
where he made so many autocratic mi¥
takes in his younger days.

Some day, when that beautiful manof
in England is ours, George and I are goil
to fix it up, and my little daughter, if
is good enough to bless us with one, shall
grow up in the same garden where ™/
famous mother played as a child.

And she, too, I hope, will one day be *
great a dancer as her grandmother. 4
of course, while I am popular and success
and well-known, 1 could never hope t0
the artist that my mother was.
my little dream-girl will have the neces
training in her youth.

That is one of my ambitions.
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ITH its vivid, distinctive covers—its beautiful photo-

graphs—and its wealth of fascinating reading, THE
Dance is without doubt a Christmas Gift of infinite good
taste.

Especially for those who take your Christmas giving
seriously. Those who measure your gift according to the
strictest standards of selection. They are‘the ones whom
you would particularly please.

Trina Schihowa Viennese dancer

You can offend by making a too expensive gift—just as
easily as you can offend in the opposite direction. How
important then, for your gift to represent the epitome of
distinction—the thoughtfulness which you like to think
your friends extend to you.

Let us suggest that you give Tue Dance to your par-
ticular friends this Christmas. No other gift can so com-
pletely culminate all of those things which must be done so
nicely in the ideal Christmas gift.

eA Beautiful Gift cAnnouncement (Card

All you need do is fill in the Special Gift Form below. And we
will see to it that your gifts of THe DANCE, are handled as you
yourself would like—even to the sending of a beautiful gift
card at the appropriate time, bearing your name and greeting.

Tue DANce, is inexpensive, only $3.00 a year.
You may send two subscriptions for $5.00. And, if you
like, additional subscriptions (over two) at $2.50 each.

Tue Dance Macazine IRt el @) Rl S SR TR e e
1926 Broadway, New York, N. Y.

gend o yEit's subiétiption for-FHs Dlasics; 0 .00 TN e SRR
along with the gift announcement card to the City
following names and addresses.

SERNE: sl o1 N O S (T e S 1)
BIMGR e i If you care to send additional gift subscriptions
write the names and addresses on a separate
AAdreml oo e S piece of paper and attach them to this order,
B e R L S S R S e e i S Ienclose §........ as payment in full.
State Donor’s name

Helen Deane of the late success ‘*The Five O'clock Girl”
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RSONALLY SELECTED FOR YOU BY MR. LEWIS

M. yes| hundreds, each smartly uniqgue and endowed with the select and telling
which the name of Nat Lewis is worshiped. Let Mr. Lewis personally select your
You will experience real joy in the utter correctness of his choice,

R 2]

Gloves............ $3.00 and Cigarette Cases, $5.
McCallum Hosiery, ’lgﬁandm C:::lmu.lmlﬂr, 5

FOR MEN
Hand-rolled Kerchiefs, §5.00 per doze Pajamas, §6.00 and
Cotntomreats Wi Beoaeit Sin: 5430 e mose Roben. $10.00 and more

cAnd “Practical Tbing; for Jtage Wear,

In giving to friends in the profession, have you' considered the _pu.r:’&z'!ity )
work-a-day things that are dear because they contribute to success in one's life work?S
Such gifts are assured a gracious reception if packed in a charming Nat Lewis Cbmm: Box.

Sitk Opera Stockings, $2.75 to §12.50 Tights, Priced at $13,50, $16,
Mm;fz&,ﬁzzﬂw umd..snk?’ :wm«)

WIS HAS COMPOSED GIFT BOX ASSORTMENTS FOR MEN AND WOM.EN
ATTRACTIVELY PRICED AT $10, $15, $20, $25, up to $75

Ive. .
America’s Greatest Theatrical Accessory Shop
1580 Broadway, New York City

Other Shops

St. Regis Hotel, Waldorf Astoria Hotel 409 Madi .
Fifth Ave. at 55th Fifth Ave. at 34th Street At 481:11 .Smtiri?t

=4




