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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

eAnna Pavlowa and H. Stowitis
in “La Peri”

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 (ecchetti

An Inspiring Revelation of a Fascinating Personality

The world's foremost writers,
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
Bersonal characteristics of the artist.

avlowa’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 havemade Pavlowa unsur-
passed in pantomime will hold for youa
veritable gold mine of fascinating data.

The Ballerina, herself, takes up the thread
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. '

|
above book.

Mme. Pavlowa, herself, has autographed
each copy. The paper is deckleedged of a
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 [C)Herewith I enclose money order for $25.00 in full payment for one
| copy of Valerian Svetloff's book, “Anna Pavlowa,” autographed
Pavlowa, herself.

CPlease.ship immediately by parcel post, C. O. D., one copy of the

(Check which method of purchase you prefer)

-----------------------------------------------

...................................................
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Your assistance

in compiling a Library of Dance records

HE makers of Brunswick Electri-
cal Records are considering the
production of a library of dance

records that will meet a genuine need
on the part of dancers, teachers, and
students.

We know that since the discovery of
electrical recording many teachers and
dancers find it difficult to secure re-
cords that are entirely satisfactory for
teaching and practising.

We ask your help in giving us informa-
tion that we must have if our Library
of Dance Records is to be complete
and wholly what you will like it to be.
Won't you help us by answering the
questionnaire printed here? It will
take only a moment. When you have
filled it in, tear the coupon out, and mail.

Please fill in, clip and
mail the coupon now.

Panatropes Radio Records
Panatrope-Radiolas

THE BRUNSWICK-BALKE-COLLENDER CO.,

\‘-‘.
,"

Fill in, Clip and Mail

DANCERS, TEACHERS and
STUDENTS OF DANCING

Please write in your answers to the following questions,
then clip and mail to Box R-27, Record Department,
The Brunswick-Balke-Collender Co., 623 S. Wabash Ave.,
Chicago.

1. Are you a teacher of dancing. ... ..

- I -
student of dancing. ..... (Please
: ; check
professional dancer . . ... A
which)

amatcur d&lI’lCL‘T. ST B R i

2. Do you use a phonograph
fotdeachinp ozt oG
for home Practice. ..evemes i
for studio practice............

3, Please indicate the kind of music you would like
to see included in a Library of Dance Records.
.......... Baller
.. Interpretive
.......... Oriental
... Ballroom
....... .. Tap or Step
.. Acrobatic
.o Jaze
Othetsuggestions:. . ... ...t (Extended comment
on separate sheet will be appreciated.)

1

Chicago - New York -

Toronto
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Irma Duncan and a group of her dancers from
Moscow in Iphigenia. This group will tour the
chief cities beginning December twenty-seventh
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The Man Who Made Times Square ]
The All-American Choice of Dancers for 1928 . . .

Musical Comedy and Revue Dancing—How Did It Develop?
Richard Watts, Jr.

At e e AT PAER) o e o e et G R oyt
Anna Pavlowa—A Votive Offering . . . . . . . . TroyKinney

An Editorial by Richard Hoxyt
Edwin A. Goewey

Publiciey—Whatand Why .. . . . . . . . . . J A. Greenberg
Seige Poors Lo LUl s e e e ey e Woalter Wanchel]
Danse Celeste(Dance Routine) .« . v ' & o« = e . Ward Fox
Dince Birector s Ghe -« w5 ol it e Seymour Felix
FallylsRealiPase o), r o ol e A g b Thoda Cocroft
Earrpenting (ATt Pageliiof onlal S st tm e A0 0 s e e
How Far Can Stage Nudity Go? . Joseph Kaye

My Memories of Maurice (Part Two) . . Eleanora Ambrose Maurice
Broadway's Youngest Ingenue . . . . . . . . . PaulR. Milton
A Dancing Definition of Personality . . . . . . . Marilyn Miller
G opetiehePicked @t—=o 0 e o T IR e e
I g e iedin b R R N e T M e S s B AT d S bl
Neomi Jobnson (AtE Bage) = & o o oo a0

Interpreteror Creator? . . . . . . . . . . Doris Humphrey
e Pancersof Marieby 550 v Ui S s ool Michael Evans
B RAEICAVIARE = S0t o e e St AN e Ray Perkins
Young Germany Dances . . . . . . . . . . . Mary Wigman
Ince Exventz Reviewed: o i o 05 6 o 4l o0 iAo G
TheShowsBeviewed  © e 40 75 & o b & RN s S
Blackand'Blue Notes. . 50 & & 9« == s . . Keynote
Vacationing in Vaudeville : Mildred Ash
From Dressing Room to Footlights . . . . Beatrice Karle
Stdent and Studie ™20, v w s s e s Rachel Moss
57 T M A = e WP IS e s Ll b . Marjory Maison

Cover Design—cAnna Pavlowa, Painted by Carl Link

10
11

14

35

- . . d ; py i ; T As
Contributors are especially advised to be sure to refain 4 copy faf .-:ﬁr:r contrilutions; otherweie they are taking an un-
necessary risk,  Every possible effort will be made in our organization fo return wnavailable manuscripts, photographs

and drawsngs, but we will not be responsible for any losses of such matter coniributed,

In the
cNExT ISSUE.

HE New World Ballet to Come.

In this article Albertina Rasch,
internationally famed for her ballets
in operettas, revues, vaudeville and
on the recital stage, indicates the
way in which America is develcring
its own native ballet. She refutes
vigorously the statement that the
American conception must depend
on Europe.

A New Day for V audeville, by
Edwin A. Goewey, clarifying the
complicated situation into which the
variety has fallen, and telling what
the Keith organization is doing about
it. In this article are many tips as to
the way in which the vaudeville
circuits are conducted.

The Revival of the Classic Greek
Dance in America, by Dr. Arnold
Genthe. This is the fourth in our
series, Dancing Before the American
Public, and details, in the words of
this authoritative author, the status
which the classic dance enjoys teday
in this country.

In addition to these features there
will be interviews of La Argentina,
whose recent success in this country
has won her public acclaim; Doris
Niles, now touring with her own
company; and Gus Shy, leading
comedian, now in The New Moon.

On the cover will aprear Helba
Huara, painted by Carl Link.

PUBLISHED MONTHLY BY THE DANCE
PUBLISHING CORPORATION, l‘liilurif’?!h-f};[‘i
General Offices 1926 Broadway, N. Y. Ny
Meyer Dworkin, President; Frances Cepe! Secre.
tary; Irenc T. Kennedy, Treasurer; Advertising
Offices, Graybar Building, New York Ciry. CGrace
Arons, Advertising Manager. Chicago Office: 333
N. Michizan Ave., C. H. Shattuck, Mer. Landon
Agents: Atlas Publishing & Distrituting Co., ] 1
18 Bride Lane, London, E. C. Entered as Second
Clags Martter, Nov. 23, 1925, at the Pogst Office at
New York, N. Y., under the Act of Mar. 3, 1870
Additional entry at Dunellen, N, J°" 7"

Copyright, 1928, by The Dance Publisking Cor P

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

Price 35 cents per Copy: Subscription price 83.00
ayearin the United States and its possessions: also
Canada, Cuba, Mexico and Panama. Al other

countries $4.50 a year, ¢

—




January,

1929

Another Masterpiece of Gorgeous Beauty, Scintillating Wit and
Spectacular Dancing from the Hands of the Genius who staged the best
editions of the Follies, attests his thorough training. Its Star Casr,
brought to perfection by Mr. Wayburn’'s intensive training, perform

new and daring routines ir
tion is a whirl of color, bea

very type of dancing. The ire producs
vy fun and dancing, intermingled with

haunting melody that holds its audiences spellbound. It is a tribute
to the fertile imagination and genius of its creator, Ned Wayburn.

Wayburn

T Ill', CAST

o Hrlr.: ( 1“1
i),

{ [ :
wson (40), Marearer 0" ﬂl!

hekinson \[p‘ij.

The wealthof talent in Mr. '\'\'.u Jamn snew
two act Revue sparkles like
the luxurious beauty of the m-f: settings.
The dancing, which include beautiful bal-
lets, peppy solo and ensemble tap dances
and flashing military buck dance with rifles,
.ulurnllu dances, eccentric and con v
routines, and a wealth of new musical
comedy and exhibition ball-
room dances draws forth thun-
derous applause. It proclaims
the wonderful training this
Wizard of Stagecraft gives to
those who come under his
guidance.

A Cast of Stars

Every member of the cast is
a sStar or a budding Star, E

of the thirty solo dancersis pri 144

pared to meet the brilliant future that
awaits her. Success must come because
their training be the “Ned Wayburn
!\'Iurk" which means to a dancer what 24
Karat means to gold. It means that she is
trained to perfection in every type of danc-
ing by Mr. Wayburn's quick easy method.
That she understands ‘-sm:.,f_m'm and knows
how to deport herself to win her audience.
That she is trained to be a star.

You, too, can develop vour talents to become
a “Somebody." Visit the Ned Wavburn Sti-
dios—the gateway to glorio accomy iments

in Stage Dancing.

I ::|l.||||| new 56-1

dest s the Ned Wayburn t)u thod and courses
in dets u'l This booklet is free.

EMPORTANT -Many who find it impossible
+ Lo the Ned Wayburn Studios in New
at once, are t\kuh: advantage of Mr,
burn's Home Study Course in Stage Danc-
ing—the most remarkable -uurw nf its Lilltl in
the world. Mr.
cently  publighed “an
Hooklet describing this Cou
dr ail. 'Will you therefore please
indicate on theé coupon which Book=
let is desired. AGT AT ONCE.

NED WAYBWRN
Studios of Stage Dancing Inc.

1841 Broadway,(Entr.on 60th St.)Studio 1-1

At Columb I 'wrk‘(‘:'rna“ year “round
1 M. Except Sunda

(Closed Saturdavs a1 61, M.) Phane Colambus 3500

Ned Wayburn Studios of Stage Dancing, Ine.,
Studio D-1, 1841 Broadway, New York City
Wichout -!hhs,ullun to me, please fend
"RE nd complete inf
ng checke d
sw York Resident School
ed Wayburn's Home Study Course,

S * (Piease Write Plainly)

Address ...

‘Ohe ‘Dance cNMagazine
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New York, N. Y.

TREU STUPIV
ensational §tagc
PANKING

For Grace, Poise and Development

170 WEST 48:STNYC
TEL. BRYANT 5156

Merry Christmas

and

BHappy New Pear

to all

My Friends

The New Syncopated Rhythm

TAP DANCING

Taught by the Personality Specialist

7 JACK MANNING

/ “Seven Years Stage Director of the _Greenwich Village
Vi Follies,” Tap Instructorat the last two Normal Schools held
by the Dancing Masters of America,
will prepare you in a short time for a
Profitable Dancing] Career

Leading  Professional
Stars have become success
~ ful through introducing new
dance ideas invented by this

N\

FAIRBANKS TWINS

Broadway's fuvorites and

.t PERSONABLE DANCE

A ek e S, g ARTIST. Day and Even-

\ ﬁ 4 ing Classes for Professionals,

Special Ladies’ Reduc- | N Beginners, Advanced Dancers,

ing and Body Building | A | Children and Business People.
classes

TAP— h
ACROBATIC D,

: ING CLAIRE LUCE,
MUSICAL COMEDY

ormer  Zicgfeld  Follies
% in the L "t

2N
star, - : g*\ ;
Private Lessons by COmBany O O
Appointment {,:,3“;1?,‘ y
rotilines.
MAEZ TRO STEFANO MASCAGNO, GUEST TEACHER N\
JACK MANNING STUDIOS have the honor to announce that 5
Special Ballet Classes will be conducted by Maestro hllr'_[-‘!"l
Mascagno, Creator of the Mascagno Method of Ballet Tech-
nique, Principal and Ballet Master of the Normal School of the
E <

Dancing Masters of America for ten consecutive years.

Jack Manning Studios of Stage Dancing
110 West 47th St. (East of B'way) New York
Teleplione : Bryait 4450

Complete professional rouitine in Buck dancing by
mail including beginner's foundation  cexercises—

McGUSHION TWINS
leading dancers in "Luckee
Girl" are Jack Manning

Pupils.

$3.00 Cash Registered Mail or Money Order.

Dancing-Grace-Poise and Stage Arts |

Personal Instruction I
* Physi-Culturel” classes for ladies rxclusively
Eyvening sessions for business girls, $3 monthly

LOUIS VECCHIO

I The **Physi-Cultural” School |

1160 BROADWAY at 27th Street
NEW YORK CITY

“Learn Dancing From A Known Dancer*

JOE DANIELS
SCHOOL OF

Zchool of Dancing

Special rate to new teachers. Ac-

quaint yourself with Anna Ar- |
Vides & Normna—a | |

| Nor - . My
\":n.lc-nllm_ —a _children's sola, 50c.

Send for catalogue and dawee list.

W Studio 135 W. T0th St,  Sus, 3428

Every T of Dancing for Professionals, Be.
innars sl “"""“f“’}.ﬂ"'"'nﬂiiﬂ"’.&’ {'r.irln-ﬂ
uy or Kve . _Stretching, el cro-

batics, Musical Comedy, Tap und Step l’t'le.“h,‘_..

Ballet-Toe and Reducing. Class Lessons $1,

Tenchers' Courso—acts & Produstions Staged

107 W. 45th St., N. Y.

ACROBATICS & STAGE DANCING

BRYant 6542 |

Bzllet Master to Miss America |
ERNARDI

| Conservatory |
of the

ALLET

335 West SEVENTY-EIGHTH ST.,, N. Y. C, |

-' “How To Dance Well”
TEACHES TRUE BALLROOM DANCE RHYTHM QUICKLY AND SURELY

Be a really good dancer. This is your opportunity. Mr. Duryea, New York's foremost
teacher of Ballroom Dancing, offers this month only these new dance descriptions: New York
Fox Trot, Collegiate Fox Trot, Modern Waltz, New York Tango, “Sugar Step Trot" and the
“BOOK" all 6 for $2.00 or any two dances and beok for $1.00,

DURYEA DANCE STUDIOS, 135 West 70th St., New York, N. Y.

p— OSCAR DURYEA'’S BOOK: =

; ad Merry t{Lf)rt’xtmas

i | @appg PNetw Pear

O our

| Pupils and Friends

GEO. COLE

Studios for
Sensational Acrobatics
and every type of
Stage Dancing

B!.AUTr DANCES
SYMMETRY ARRANGED
AND
ROUTINED
BY
EDDIE

ART \ RUSSELL
PERFECTION

Professlonal and Business Girls
Classes for Musical Comedy Training
| Includes Acrobatic—Taps—Buck and Wi Ballet

—Toe—Limbering  and Stretching  Exercises.
‘ Iustrated Book on Acrobatics—Stretching

Limbering—and Stage Dancing. 50 cents
cash or money order,

GEO. COLE STUDIOS
312 Roseland Bldg., cor. 51st St.
| 1658 Brondway
Phone Circle 1467 N

New York City J

e e

PEGGY V/ TAYLOR |

CLASSICAL, BALLET
EAST INDIAN
AND GRECIAN

43 West 46th Street

Telephone Bryant 1783
PLEASE WRITE FoR BOOKLET

)
Eiart

&\\\Q\esﬂ?ﬁ? heatre

N~ Flocurion
WWELTAELOCUTION, MUSICAL COMEDY
G, PHOTOPLAY,TA
Art of SINGING Eleetive Coursen rnrl'a:‘x:Eui

i ching, Direeting, and Porsonal Gulture,
ancos whil e &

iRy &
s 5 O Art Thentrs 51
Wm. A. firady 4 e gielipd
Mart 20 100 ;
Martin-flarvey  Foster, Eitn Toh, :
6?"\;'”““"‘ cutaloxns slate medy sublnt wantey

3 W, 85 St., N.Y. Schuyler 4071—Exr, 23

FRED LE QUORNE
New York's Leading Dancing Master

Specializing in Training Dancing
Teams for
Argentine Tango, Novelty Waltzes,
Spanish Dancing, Apache, Whirl-
wind, Tap, Musical Comedy

Gfrx' Ciasses Every Evenfng

SEND $1.00 FOR TANGO
HOME-STUDY COURSE TO

1658 BROADWAY, NEW YORK,
OR PHONE CIRCLE 7933

frrom
stud:o

tostage
CHESTER HALE

who has amazed Broadway
with his famous

CHESTER HALE GIRLS

offers his students the unique
chance to obtain
IMMEDIATE POSITIONS
ON THE STAGE

Emr—
S—

BALLET —TOE
TAP—ACROBATICS

Prices very moderate

Evening classes for business
girls

Special children’s courses '

CHESTER HALE STUDIOS
New Hammerstein Blde. 1697 Broadway at 53rd Street

Telephone Columbus 9147

{DHIMAH
W|” n‘ra(‘)‘u c!u.i'.vc\\‘.

| lsfi!lilbr) )“QJ‘ rent !)"L' IIJ]{‘ f'!(}!lf'

|61 FIFTH AVE,  Sipoe

Stretching and Limbecing Exercises for Modern
Sensational Stage Dancing, Also Tap Dancing

Phanes Bryant 8945 and Bryant 7129

4
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W&A@& O*“ CH'QL":‘ O%QA b QLEHISWI"\USLDFF D EN ( S H Pl W N

Michel and Vera SF (G Erp vl THE RUTH ST OEN(S AND TED SHAWN

CLASS & PRIVATE SCHOOL OF DHHC(HG

Ph ol 0‘7 , :
— [ —_— "INSTRUGTION _ AND (TS R
*HIGH STANDARDS OF ARTISTIC MERIT” AL e S

*I admire your encrgy and your work."

Write for Prospecius to Depf. A.

— ANNA PAVLOWA For Professionals ]-'XF(JUT[VE OFFICE
’ Chalif ~ Techni ags Pofaat ot and Beginners ‘XEC JE:
Classes il]ld Pl"l\«’lltc 'I'r]ir:n::uph ?ﬁ,:]lu";}:-ich:-twl‘::5.1“E;l:m”m Special Children's 602 Carnegle Hall, New York City
¥ i = Classes
Study at home from the five Chalif 3 STUDIOS:
Lessons for Profes- Text_Books and seven hundred clearly L Eraaing Kesea 601 Garnegie Hail, New York
: described dances. mubsi.nn Ballet Technique. A text book, with Sulte 67 Stevenson Place, New York
. i Write for Prospectus A. Inl!mellnn' %‘o‘:&?"om:n&? sl. 05’.“ -:roi):lr?u.!:: MM S "HOOL.:
sionals, Beginners and -y R L TR T A D L R SUMMER SCHOOL:
. 163 West 57th St.,, New York 2 LUEE'T ™ STHE N \ﬁ Westport, Conn.
Ch i]d ren. Eie Oideit urmal Sehoph=Db1. 1900 TELEPHONF 57 €T mEFl;EtF gflo‘% See advertisement on page 49 of this issue

New E\'ening Classes HELENE VEOLA . ()RR IS SCIIO(}L | From the Rw.nan )'mpzr:rx' Theater of .”c:rograd
1 for Business Girls ORIENTAL-— M K 0 B E L EF F

SPANIS]I DANC IN(.- OF RHYTHM AND RUSSIAN SCHOOL OF DANCING

B B EN Sl NATURAL DANCE INC. THE MODERN BALLET METHOD
4 Riverside Drive, New York Speclal classes for -\llilzhu 1. 5 7 “TheT vpeof Dancing ¥You Will Eventually Need'
Ph. Endicort 9858 PLAZA ART BLDG. Beginners received monthly PROFESSIONAL AND CL YR CHILDREN
9 East 59th St. LOUISE REVERE MORRIS, Director | VERY REASONABLE TUITION RATES
L | Regent 9892 66 Fifth Ave., Algonquin 7787 & 2480 | 254 West 54th Street New York
— | e e S | Telephone: Columbus 3838

Db b b n Ao ey A2 ap

t¢By far che best Dancing School I Rnow
ef in America’ ~ ANNA PAVEOWA

YORIS HUMDHREY Luigi ALBERTIERI

o 2

S'J 4| For years with the
aMetropolitan  Opera,
" - o Opern, Bos-
CHAR‘-ES EI’MAN ] " : O pera and Co- 4
The World’s Foremost Stylists Under One Roof! vent Ghiden.Londce
Pantomime
' MIKHAIL MORDKIN BALLET and CLASSICAL b Dramatic Art
Foremost Premier Danscur and i Stage Craft
- Ballet Master of the World, A Author of "The 2
Instruction in the HARLAND DIXON R DRNTG Aol Terpuich: (H8
Al‘t OE the Daﬂce o ainb st par excellence, Eceentric, Soft Shoe, : complete text-
Agsis y M:chnrl Bell. Tap and Step 4 book for teacher
Py S and student.
T 9 LENORA STAGE DANCING 4| Price $10.00.
GD iin Jolin Tiller's outstanding Daneer and Teacher, Acrobatio and 11 East 59th Street

ner of numercus troupes now plaving. Tiller Routines il Phone Regent 7618

3

MARTHA GRAHAM INTERPRETATIVE DANCING i T — E

Nationally -known authority on rhythm.

WARD FOX BALLROOM A_ND EXHIBITION
STEFANO Instriuctor of many present-day stars,

“Rhythm in the Theatre Arrs

All the Above Types of Dancing are Taught Daily at ? ELSA FINDLAY
MASCAGNO Standard Rates RONNY JOHANSSON

Dancers wanted at all times by Mr. Anderson and

-

Creator of the Famous other producers for Broadway Shows, Picture Houses, JOHN MARTIN
Mascagno Method Vaudeville, and New Musical Movies. g

> For 10 :;;nniﬂ‘uti\'r Years < Send for Special Folder D YF e O

lirins:i{ull ;-mll imi]]u Ir\'i-aali':-r at A responsible person desirved to represent school in each cily. Body Technique (European methode)

the Normal School of the . : i x

iy e 47 8 JOHN MURRAY ANDERSON-ROBERT MILTON Crimaro Techein s

Heginners 5 ¥ 2 * SCHOOL OF THE THEATRE AND DANCE Nbw: Tecto Olases Boriing

Special Evening Classes for Business Girls 8 128 East 58th Street, New York Write for catalogue
Wednesday and Friday A (Plaza 9288)
- p ] ~ 201 Studio: 264 Fifth Avenue .. Ashland 2090
28 West 63rd Street  Columbus 1383 5 New York
e o T R e SR R O ST f e e e D P P A R P

k PROFESSIONAL 5
i CLASSES e
i CONDUCTED F
i BY MME. RASCH i
iy PERSONALL Y i
4 SPECIAL CLASSES =
¥
¢

LEARN THE NEW TREND OF THE BALLET BUSINESS GIRLS

BOOKLET UPON
REQUEST

at the ALBERTINA RASCH

ALBERTINA RASCH STUDIO:

5

O

S

=
PP

o

i ..'.- B i
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Be Revelt | |
S e LENORA

Stage—Exhibition— i i
Hrade =i Aiit;;g_ sends Holiday Greetings

Acrobatic — Limbering H %

— Stretching — Adagio | to her Friends and Pupll‘s
Waltz— Fancy Waltz—
Interpretive — Tango —

Apache—Routines. | Guest Teacher, Cortissoz SChOOI, Phifadelphia

Booking. Girls or men SO b ;
wanting dancing part- l SPECIahmng Professional Routines

De Revuelt

Ballroom Dancing
Instructor
Tangoss — French — Ar-
gentine — Apache — Fox

Trot—Charleston-
Black Bottom—Waltz—
Spanish—Mexican,
Cubanand Latest Amer-
ican dances—Girls want-
ing to be exhibition
dancers, hotels,
clubs, see De Reouell.

ner see De Reouell.
11 West 86th St., N. Y.

st uwestsch SN | | ANDERSON-MILTON SCHOOL

Personal Instruction by Prof. De Revuelt 128 East 58th Street, New York Phone Plaza 8429

m'i . ' Now! Become aq
ASE S uccessful Dancer!

Study the fundamentals and technique of dancing

Heap or Facuvry

PROF. A. DE FILIPPI
3 The Great Master iJ]r Dance Arts

FORMERLY BALLET MASTER OF METROPOLITAN
OPERA HOUSE

Instruction in Every Phase of the Dance
Ballet —Toe— Adagio— Pantomime

—Acrobatics—Character and
Novelty Dances

BALLET—ACROBATIC—CHARACTER
TaP — STEP — BALLROOM DANCING.
Taught in day and evening classes.

- Daily classes for Professionals, Child -
Special Children’s Courses Bastoris Ol Ac;:-‘t n_,e:'{ ;.J.ull erc:r';;;dJ

Write for Descriptive Booklet Guaranteed Engagements for Qualified Students

ALETA DORE Allyce Morales, Directres

1658 BroadWay Between 515t &
i : : st & s2nd St.
50 Central Park West Trafalgar 7368 PHONE: ’Cffc‘-t 9783 e

Mackenzie Cruz Studios, Inc. ‘ CARTER-WADDELL

HELEN i Ae quir'p
POWELL ctrga o the day. Arnce, Dllreom Fes i ey

I Toich aF Argenting Tanga,

oo N ALBERES BUTTER

School of Ballroom Dancing SCHOOL OF DANCING
New York & London 148 West 72nd St., New York

Facurty: ; | Endicott 4188 Susquehanna 0991 |
Mrs. Maud MacKenzie LS.T.D. of G.B. _
M. Alec Mackenzie, LS.T.D. of G.B. For the PROFESSIONAL, the | Acrobatic-Tap Specialist in Ballroom Dancing

Mr. Carlos Cruz, = 5 | : Studio 60 W,
M enchers. taught. the ultra AMATEUR and the TEACHER R ICE udio 55th,N.Y. Circle 0701

new in Ballroom Dancing. |

and sympa-

| Fox Trot: Open furn; Ou:cl. time; Stip | Voice and French les- thetic “i{ining giw_-n to —
sleps ”".f IJFJL\ \Ngllr ‘ff"l Nin'!_ also given in .1 -1 1 d’ . ] t E |
| Tango: Exactly as danced in Pun\ studio children to eVEIop I 1yEhm,

Clementine Rigeat, strength and beauty. { AGN . S
le

tudy to Nor- x A
Evening classes for Business

simplified form.
interpretation of the
wi of the Blues.

.|m{ spins wilh syn-

eluborates
Yale Blues: Neu

a rris in *'Show
Boat,” who took the

Walte: Hesitation Gicls B O
copated chawge. 1 1e good. JIuk AP
- part and made g
Pasodobles Tihe “Paso f lamenco™ (Adap- S L N t
tation). Trained exel ||~ Write for further details

gively by
Carter-W u!l_hll
School of Dancing. |

Terms on Application

New York Studio, 200 West 5Tth Street i
Circle 2932—2933 |

321 WEST 75th STREET SCHOOLS heDANCE
EnpicorT 3344 STE'NW{‘Y HALL 113 W. 57th St. |

Brooklyn, N. T_
—
Anatol Bourman ™

JACK CLARK|

|
‘ “THE RADIO TAPPER”

CANSINO NN
STUDIO BALLET M.AST‘ER
of Strand Theatre, New York
SPANISH VON GRONA The Professional
L School of =~ BROOKLYN
ék > | Stretching Dance v S, X D Specis lizing in the Imperial R Ball
| Limbering Routines | German School of the Dance g ok hmspfﬁm ussian Baller.
Musica A d es fo
‘ Comedy minh,’:nsg:ﬂ 108 West 59th Street [ %;u:'[: o E,:—,ls hildren, Professionals and
Acrobatic- Shoe, Waltz, | Circle 4766 Mile. Klemova, premier danseuse, is
Dancing Clog, Buck, Tap, | present at all professional classes.
CLASS Varsity Drag Send for C.
LEssons $1 Crazy Elbows, Elc i b

Girls wanted for
] Branches: Los Angeles, Cal. | 121 W. 49th St.

units—Free training

_P_!'mne Circle 9592 | |l[|||L..

CARNEGIE HALL,
NEW YORK

Sevilla and Madrid, Spain

1609 KiNG’'S HIGHWAY
Phone: Dewer 5374 or Ksplanade s322
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SCHOOLSJ DANCING

Phlladeiphm, Pa. | Philﬂ&elbhm Pa. ‘ Philadelphia, Pa.

A SCHOOL UNDER THE AUSPICES OF LEADING
AUTHORITIES IN THE DANCE ARTS OF

AMERICA-EUROPE--ASIA

A brilliant professional faculty . . . training of the first metropolitan rank .
participation in the Ballets of the Pennsylvania Opera Company, under the
direction of the world famous MIKHAIL MORDKIN!

Paul Mathis

\ Nanich — Jatan: YOUR PROFESSIONAL CAREER IS NOW ASSURED
/o Burmess THROUGH THE GUIDANCE OF

Searf-plas-

:  tawe ACKNOWLEDGED MASTERS

MORDKIN-PHILLIPS
Professional School of “Dance cArts
1723 Chestnut Street

Mikhail Mordkin,
World's  foremost

dance masier

J e H
\ i,

crobalice

Ethel  Phillips,

Theatrical  direc-
tor of renown

Other Studios — 4629 Frankford Ave., PHILADELPHIA — Hotel De Ville, ATLANTIC CITY

e e TR i-u-. RS0 A1

PR I s il sl rougor i onr o ol gy ."""jll Ch(lTI{)EtL’. N C.

M:wamf{w \\4"19 J\mv 'Tnﬂ( N. T I r
v meeeed | BUR K HIME R

SCHOOL OF THE DANCE

i e . ! -

T'HE G. M. CASKEY SCHOOL A Recognized School, offering instruc-

| - “Home of Well Trained Dancers”™ tion in Every Form of the Dance
l All Forms of Dancing ‘ - Croators of Dances and Balleis

New Studio, Providence Road

Taught
R ik et RUSSIAN SCHOOL OF DANCING | S i Y

54 West T4th St, Trafalgar 7857 New York City

The Great Holiday

452 Broadway ‘ Tulsa, O}dd.
Milwaukee, Wis. — —

— BOOKS s |
R T 10 DANCES
. | The Adaglo_..__ -53.70 ! st
i D C Acrc Ln 4 and Tum- Sa]'e IS On * for S 10.20
: Wus nngton 2.20 T last ansil February 151,
] llmum.lm Toes. . 2.70
T — T TS e |"  Advanced Tec illllll!lt Description and [m-\u inc |m1< d. Write
| ol|l|. li |l1u_ o 3.70 | early before publications are sold out—
> Bi 5.20 | Free Cataloj
T(-llLRl\IK()E F - GARDINER | ||I.Il1hm.r| R]u thms 5.20 ‘]‘:.nru]l “:‘“.. for \ﬂd~Wm1l r Classe: .
Foremost  Recognized {' 'n'“l!) Ll ': 20 1in Ballet, Interpretive, Clas
Sch'?r’l of the Ballet Tenchers’ - ~=15.30 | Dancing and A tics. Bus ;
South of New York, Dance Costumes.... 7,80 | classes Monday and Thursday evening a-lfr 30, e

Anna Pavlowa, Pupils BRANCH SCHOOL now open. Newly A modern adaptation of the
: - 7 “afalog cerifi- 1 o ;ance—rthe ne
now Appearing in New Free Catalog of Descrif u'm.:u'l Bhilding. s racTally ‘LSU el 1o W1s, el o¥ plicaa far . Italian Renaissance—the new

ISLAND PARK, Long Benr:h

Training Approved by (Postage |m’?u fed)

York Successes. Cata- 'rf":;”w}'.{,'{}"""“ L i P ancing. School Catalog Free | |
logue on Reqguest. N |

1708 S St. N, W.,Wash,
WO 1 ART of the DANCE

é”%wgww """"""""""" ;@%, Boulder at Twelfih Tulsa
.;."""“" PR i e B . I_._,' I) l E D_‘:y‘ ‘{ HUMSIOT‘I, ‘Te:cas
tudior

[ 1l (1 ) —
Aloa Walson Shafer ey Yo’ all

STUDIOS

Dancing Music Expression

IN TEXAS IT’S THE

TRUEHART

Werrn, STUDIOS
ebﬂﬁimugé Stage and Ballroom

DANCING

M]M | Afm.r_fd years' successful stage ex-

a perience we now have one of the
largest and most up-to-date

Bew geaﬁ 4 dancing schools in the U.S.
HOUSTON, TEXAS
u5 WEJT “t—h .’.Tq N.Y.__l Mr. and Mrs. Billy Truehart

Students trained for pro-
fessional careers.

Acts and plays staged.
Writé for further information
1425 Chapline Street
WHEELING, - W. VA,

Branch School:
Steubenville, Ohio

7
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Philadelphia, Pa. | Philadelphia, Pa.

Cali_fmia

[ 1116 CHESTNUT STREET
KEITH| i aTRE BLDG., Phila.
NIXON |34 SOUTH 52nd STREET

WROE

TOE TECHNIQUE
STAGE DANCING, Etc.
School for Teachers
Classes for Adulfs and Children
— ANN PENNINGTON —
EMMA HAIG — FLORENTINE
GOSNOVA, KATH. GALLIMORE,

TANZOLAS AND OTHERS
TAUGHT HERE

Canada

: d Hall  sTUDIO OF
[ Wood Hall . STUDIO OF
- Direction of

Maybel Lillian Bliss

Doris A. Johnson, |
Secretary |

Yerdun, Que.. Can.

]
5 Dance Descriptions and
E Dance Books By Mail
s S— —
“Dances that Charm”——
The Janet Dance Descriptions
JSor The Finished Dancer and the Student
Delightful Wee Folk Novelties
Unsurpassed material
for young teachers
JANET STUDIO, SPRINGFIELD, ILL.
Catalog for 4c postage

TANGO

Complete Home-Study course,
consisting of Bookler with 15

sses, chart showing position of
E:ct, Send $1.00.

TANGO MUSIC

Latest Tangoes direct from Argen-
tine. Piano copy, $1.00. Full Orches-
tration $12. Send money order to

FRED LEQUORNE
1658 Broadway, New York., Dept. 10.

The School of Famous Teachers

A school of dancing art, qualified in every phase . . . and offering
the student, the teacher and the professional complete courses
under the following famous instructors—

GAVRILOV LENORA STRELSKA

Ballet and Musical Toe Dancing

Pantomime Comedy and Adagio
BEAUCAIRE JACK MANNING

Spanish Dancing Tap Dancing
MR. E. K. BROWN
will present
GAVRILOV’S BALLET MODERNE

Professional dancers who have participated in
Mr. Gavrilov's past hallets, and those training ﬁ_}s
the professon who are interested in those he wili
produce in Philadelphia, New York and abroad this
season, are invited to communicate with the
Cortissoz School of Dancing at once.

onTiss0z ScHoov o DanciN

E.X.BROWN-Director PHONE

1520 CHESTNUT STREET £/52 "

All phases of the Dance
for Stage and Screen
Personal direction of
EARLE WALLACE
“The American Ballet Master”

PROFESSIONAL CLASSES DAY '&
EVENING THE YEAR ROUND

. EARLE
Studior of & /tage Dancing

1026 W. SEVENTH ST. LOS ANGELES, CAL.

ALLACE

VAndike 2967

ERNEST BELCHER'S"
CELESTE SCHOOL o= DANCING
634 WI5™ST. LOS ANGELES.

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

—— McAdam——

NORMAL-—SOCIAL—PROFESSIONAL
SDCHDgL (::' t‘:AiEGING
pen rough oul o r
FIRST Normal School on Ps.clﬂa“guasl--— Scores:
of Graduate Teachers, Stage and Screen Artists—
Children's Constructive training a specialty. Me-
Adam marvelous Kiddies in demand for Stage
and Screen,

332 S. Brondway, Los Angeles, Tucker 9340

TRIF

Toe Tar
BALLET Bayc€ﬂ ADAGIO
ACROBATIC ‘"“SEA BALLROOM

N:SATIY

§TCABHERS oF SUCCLESFUL
S 2 1 btnt; e, LONG, GEACH CaLIF §

Write for free list of Tango Music.

“MARION’S
Musical Comedy Dances’’

Home Study Course, containing Choreo- |
granhies and Scenarios of TWELVE
PROFESSIONAL STAGE DANCING |
ACTS AND FIFTY-SEVEN DANCE
EXERCISES. Price $3.00
DAVID S. MARION
P. O. Box 872 Stockton, Calif.

“Pandora Dances” |
Dance descriptions of all types, |
even for those who have i‘mli |
no lessons, |
Send for list. |
HELENE CALDWELL
Studio of Dance

311 Vine St.,
Chattancoga, Tenn,

Notice of Change of Address
of Advertising Department

Our new advertising office is now established
at 2716 Graybar Building, 420 Lexington Avenue,
New York City, where you are cordially invited to
call when you are in town. Please note the change
of address carefully in order to avoid delays in-
cident to the forwarding of mail.

GRACE ARONS
Advertising Manager

Announcing the return of

ESTELLE REED

to her San Francisco Studio from Europe,
where she has been appearing with a group
of her professiona Idancers for the past year.

MISS REED WILL RESUME HER
CLASSES AND START WORK ON
NEW PRODUCTIONS

‘ Information mailed on request

| 466 Geary Street, San Francisco

Tel. Prospect 0842

VICTORINE DANCE STUDIO

g ?II Branches of Stage Dancing Taught

allet Technigus—Toe—Tans & Ac i

PROFESSIONAL 1‘5..-\(‘.‘["11(‘§F..{ }&lzﬂl"é\:;lﬁ:g

Dancing Instruction Acrobatica

MLLE. VICTORINE PROF. M. H. ANDERSON

i 285 ELLIS STREET Phone Frankiin 3139
SAN FRANCISCO, CALIF.

Departmental School ¢

- £ of the Dance. Always
?!.m‘rt courses in ballet, musical comedy, acro-
batic, Imbering, stretehing. Tap and Step.

Ballroom. Wonderful stafl of tenc 1=
fessional t.‘l]}l-‘li{t!lllt‘l‘ll‘s. ! "m;n':;‘,'.f’"ft;;'.

Bidg., Market at 7th, San Francisco.
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Chicago, II.

Chlcago 1.

Chicago, III.

Edna Lucile Baum

Creator of

Dances for Children
Send for Catalog List

Holiday Class
for Teachers
Dec. 27-31

Write for further information

206 Auditorium Building

GEORGES
MANILOFF

Acrobatic
Adagio
Atbenapeum Building
590 E, Van Buren St.
Suite 512 Wabash 9380

334

Greex  CLASSIC

S0. WABASH

PALLET ScHooL
THICAGO, ILLUNOIS™

OTED dancers of all time have achieved
N their success by the help and inspiration
of some master-teacher who guided their ef-
forts by his superior knowledge of technique.
Nicholas Tsoukalas is now guiding the young
dancers of today and helping them to attain F
even greater ability than was possible in the
Four pupils are now with the Chicago

Civie Opera Company.

past.

<~
R i

;8

A request will bring to you a booklet on Greek
Crassic Dancing, beautifully illustrated in colors

ADOLPH BOLM |

SCHOOL OF THE DANCE
Open all Year
624 So. Michigan Boulevard, Chicago
Telephone Harrison 2029

PAVLEY - OUKRAINSKY
SCHOOLS
Classes open to stu-
dents of all grades all

year round,
SPECIAL FALL CLASSES
Circularuponrequest.

717 Lyon & Healy
Bldg., Ch:cago, .

4157 W. 5th St.,

-

]

Los Angeles, Calif.

E(lllﬂ L. MC Rae

SCHOOL OF THE DANCE
Day and Evening Classes

Ballet, Character, Tap and
Acrobatic
617-618 LYON & HEALY BLDG.

Phone—Wabash 3772

ST T——

(Formerly.Russian

I'mperial Ballet) |
ALEXANDRA
MAXIMOW
School of the
Dance
E. Van Buren SI.

58
Suite 532 Webster 3859

T ]

Sreamboaz Sp'rmgs CoIo

DEARBORN 9134

GLADYS BENEDICT S
NORMAL SCHOOL of DANCING §
301 Capitol Bldg,, 159 N. State St.

Complete Courses in Every
Style of Dancing

CLASSES DAILY
Positions Secured

Diplomas

Your Talent
Developed for the Stage

NELLENA

SCHOOL OF
STAGE DANCING
2200 Clark Avenue
Cleveland, Ohio

- “PEP” GOLDEN STUDIO
| Professional Stage Dancing-All Types

Classes in Social Dancing
Children’s Classes—Dancing—Elocution
Ladies' Health Courses

228 E. 5th St., Cincinnati, Ohio |

PEI&?-MNSFIELD sdf&ool_

STEAMBOAT SPRINGS, COLORADO

Home of the Four Compnnlew of Perry-Mansfield
Dﬂncere— ‘High Lights'

Co.”

Revels Co. g |
Professional and Normal Courses in ‘
DANCING -
SCULPTURE : STAGE PRODUCTION
Instruction in Horseback Riding, Swimming, Tennis.

|
NEW YORK CLASSES from NOVEMBER 1 to APRIL |
Booklet —10 Mitchell Place, New York City |

‘Color and Rhythm
“'Squirrels and Girls Co.”, “Rainbow
Now in New York and Touring.

DRAMATICS|

Separate Junior Camp

Telephone Mnrray Hill 2207

T R

= =y

I ad{qmmih Fla.

'GARY FORD

STUDIO OF THE DANCE

Class and jn-
dividual instruction
in all types of
dancing.

TEACHERS’
COURSES

The Gary Ford
Dancers appear pro-
fessionally in Re-
vues and Presenta-
tions,

Acts Created, Rou-
tined and Produced

| 2639 Oak St., Jacksonville, Florida
Phone 7-1337

' FLAUGH

All Types

Phone
Valentine
5013

LEWIS

of Dancing
4050 Main St.

Kansas City
Missouri

MARIE KELLEY

SCHOOL OF THE DANCE

917 - GRAND AVE,,
KANSAS CITY, MO.

“MARIE KELLEY DANCERS"
m
“LUCKEE GIRL”
SHUBERT-PRODUCTION

p—

Bostcm Mass

South Bend Ind

. | LILLA VILES WYMAN

DANCECRAFI’

at the Danceshop

739 Boylston St.
BOSTON

MARY GRACE MOHN
School of Dancing

| Ballet, Spanish, Toe, Acro-
batic, Tap and Stage Routines

FINE ARTS STUDIOS
126 W. Marijon St.

JO. KEITH

invites you fo visit his

SCHOOL OF DANCING

For Beginners and Professionals

Handiest and Largest Loop School
Where You Can Come In Any Time
Stay as long as You Like
lFor the Price of One Lesson

ACROBATICS,. STRETCHING
LIMBERING, TAP, BALLET and
DRAMATIC ART

Be Sure of Success—See Us

6 E. Lake St. DEArborn 0134-0135

THE GLADYS HIGHT SCHOOL
G

Daily mmslnnal Course 10 hours—3510
ally Courses for Children

3 ﬁ?:&'i‘\",...-""‘*r’..,’ and Adsgio R
Phonograph  Records,  Directions
with Music_

New Technigue Book, 50 lllus.
Routlnld Mlazin Lifts.

! '."IJJ b‘aﬁtni Iilds,

Detroit, Mich.

| Studios of
Dana'ng

Ballet Spanish
| Russian.Greek
. Oriental .

| Folk Dancing

Pantomime

Teacher of Spanish Danc:gf in the
Normal School of the D of A,

474 West Warren Avenue

| ‘South Bend, Indiana

| Detroit, Michigan
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An Editorial by RICHARD HOYT

GHE Daxce Macazinge feels that it can, with
indisputable justice, take to itself considerable
of the credit for having brought dancing more
forcefully to the attention of the American public.
It feels also that it has assisted very materially in
stimulating the astonishingly increased interest in
dancing which is going forward at this very moment.
Toillustrate: Up to very little over a year a§0 no
daily newspaper of any importance had a dance
department. There were only casual mentions of
dancing and dance events, and when a prominent
artist gave a repertoire of dances, a sports writer,
leg man or society columnist, for lack of a trained
observer, was sent to cover the occasion. THE
Dance Macazing repeatedly called public attention
to this situation. It continued to do so, and the
result is now showing
itself in that leading
dailies throughout the
country have inaugu-
rated dance columns
under the supervision
of writers more or less
qualified for the work.
As yet these columns
do not appear daily,
most of them being
limited to Sunday or
Monday editions, but
since the public has
welcomed the weekly
appearances it is not
too much to hope that
daily space will soon
be allotted them.
There is a marked
dearth of writers well
equipped, by knowl-
edge and training, to

feed the public demand for dance news. It is not
enough to print mere facts; taste has risen to the
point of insisting upon intelligent comment. It re-
sents anything else. But this situation contains
within itself a sure remedy. When the need for
trained dance writers has existed a sufficiently long
time, a more than ample number will spring up. A
simple case of demand and supply.

That enlightened newspapers have now placed
dancing on a par with music, art and literature. in
their feature columns is alone cause for congratula-
tion. Itisanaugur that the greatest days for dancing
are yet to come, and that when they arrive, the
public will be ready.

THE DAance MAcaziNe unhesitatingly and with
confidence takes credit for inciting the interest of
dance followers to the
point at which daily
newspapers of large
circulations made
dance columns regular
features. By poircing
out the opportunity
which lies ahead, it is
certain that writers
whose talent is con-
centrated on dancing
may find excellent posi-
tions awaiting them
within the next few
years.

Vincenzo Celli and Cia
Fornacoli, first dancers
of La Scala, Milan, in
?"he Drone and the Rose,
in the ballet Vecchia
Milano, which was very
successful last season

|
|
J

Crimeliu

N AT ARG
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By Building Two Great Playhouses on What Was Then
Long Acre Square, Oscar Hammerstein Established the

Mitchell

Arthur Hammerstein, son of Osecar, who

is today one of the leading producers on

Broadway, and who has erected a theatre
in his father's honor

SCAR HAMMERSTEIN was
the man principally responsible
for making Times Square the hub
of the theatrical world.

There he built and operated
several theatres—among the largest and
finest America had known to his time—
where he set a new pace in the staging of
extravaganza, vaudeville and musical shows.

Heart of the Theatre Universe

By EDWIN A. GOEWEY

And largely because of his insistence upon
featuring dancing in every entertainment he
launched in the Square, it received an impetus
which has carried it to the very front rank
of present day theatrical business.

"My father used to argue that dancing
was as essential to any performance—other
than drama—as music, and far more im-
portant than lavish costumes and scenery and
elaborate lighting effects,” said Arthur
Hammerstein. “I will add to that the
statement that modern audiences positively
demand dancing, and plenty of it, in their
entertainment. Because of dancing more
musical shows than dramas make big hits
and have long runs.

“The present is a restless age. People
don’t want to sit through from two to three
hours of uninterrupted talking, singing or
even tense action. If they do not have
variety they become nervous. They cannot
remain quiet and attentive. It is to make
these pleasing interruptions that dancing
fits in. The dance affords the onlookers an
opportunity to give their brains a temporary
rest and just sit back and enjoy the rhythm
and motion through their eyes.

“1 ought to know considerable about
dancing. In the years when I was learning

11

P.and 4.

Oscar Hammerstein, to whom great fame
attaches because he was "‘“The Man Who
Made Times Square’’

the A B C’s of show business from my father,
he argued, until I accepted his belief, that
few productions could be artistically satisfy-
ing and money makers unless a program of
dancing was included. And throughout
my association with him and since I have
followed his advice, through all the cycles
beginning with soft-shoe and clog dancing
and later including the “Bowery waltzes,”
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career, he left
school before
reaching his ma-
jority and learned
the trades of
. brick layer and
plasterer. For a
time he earned his
keep and saved
money by work-
ing in the building
trades, where he
obtained a good
foundation in con-
struction work.
Then America
beckoned him and
he removed to
New York, where
he soon establish-
ed himself as a
builder, his efforts
being marked by
certain  original
ideas in design
which brought
favorable com-
ment and more
business. But,

(Above) One of the internationally-known

dancers who appeared under the aegis of

Oscar Hammerstein was Mlle. Dazie, who

was mpysteriously known at first as The
Domino Mask

(At right) Evelyn Nesbit gained much of her
initial reputation on the stages of Oscar
Hammerstein's theatres

the cake walk, the Tango, the ballroom
dances of a few years back and the present
vogue for precision and tap dancing, the
latter only a polite clog. I don’t know
what the next innovation will be, but
whatever it is I'll incorporate it in my
shows.”

Oscar made his advent into this world in
Berlin, Germany. His parents were Jewish
and in rather modest circumstances. He
inherited his musical bent from his father
who played the violin, but who supported
his family as a builder.

From a very early age Oscar displayed
much musical talent. During his late school
years he determined to study violin, piano
and composition under some of the German
capital's famous teachers and to earn the
money to pay for this tuition he worked at
odd jobs. Incidentally, it can be stated
here, that by the time he reached man’s
estate, he could play almost any musical
instrument, his ability to master each in
turn being little short of genius.

However, though Oscar Hammerstein was
a dreamer and a visionary, he possessed
considerable shrewd business sense. And
appreciating he never would be able to
realize his ambition to become a composer
and producer—a hope which came to him
in his teens—by following a musician’s

while he labored hard at his trade to support
himself and his family and put more than a
few dollars aside, he never once lost sight
of his real ambition to become a leading
showman, one who would give to the people
of the rapidly growing western metropolis
popular entertainment which would in-
clude music, dancing, extravaganza and
novelties the like of which they never had
dreamed.

Almost from the date of his arrival here
he dabbled in various theatrical enterprises,
but it was not until he was thoroughly
familiar with New York, its people, its
language and its customs that he took up
showmanship as a business. His first im-
portant venture in this line was taking over
the old Thalia Theatre in the lower East
Side, where he tried his hand at various
forms of entertainment, generally with but
negative success. Finally, however, he pro-
duced a show, Solo Sixty, for which he
wrote the music—a combination vaudeville,
dancing and singing entertainment—which
not only made him some real money but won
him a considerable reputation as a producer
with new and novel ideas.

Then he sold out and took over the Harlem

12
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Opera House, where he played productions
and shows of which he was both author and
producer, Most of the old time stars who
showed for him are dead and forgotten.
But he had one big money maker, Chauncey
Oleott, then in his prime and widely popular
as an Irish tenor and song writer. His
My Wild Irish Rose, probably never will
die.

From upper Manhattan Oscar came down-
town again, to Thirtyfourth street, where
he took over the then new Koster and Bial's
Music Hall. There he offered some of the
best vaudeville bills seen in America to that
time, many of his stars being “imports.™
He sold Hquor at tables scattered through the
auditorium and the green and yellow backs
were left with him in bundles.

But once the money was rolling in, he
got busy in another direction; permitted his
dreams and his business vision full play.
He, probably more than any of the rival
producers of his day, gave heed to the fact
that for many years the tendency had been
for the theatrical business to move north-
ward. The days when Niblo's Garden, once
the most elaborate playhouse in the city and
equipped with two stages, had brought
crowds “downtown’ to see its shows were
deader than the great auk. Fourteenth
Street and its environs, where once the same
Chauncey Olcott, Fritz Emmet, Baker and
Farron, Mr. and Mrs. Charles T. Ellis,
Tomasso Salvini, Dion Boucicault, H:i\'criey's
Ministrels, the Hanlon Brothers and others
had made stage history, was theatrically
down at the heels, only Tony Pastor's
vaudeville house at one end and the old
Fourteenth Street Theatre and the Grand
Opera House at the other striving to main-
tain their former brave fronts.

Also the Madison Square district
which once had pointed with pride to the
Madison Square Theatre, where Ada Rehan
and Richard Mansfield had played in their
prime, to the Eden Musee, the Mecca of all
out-of-town visitors and the old Koster
and Bial's Music Hall where Carmencita, the
Spanish dancer, long had reigned as the
toast of the city’s men-about-town
being neglected.

“How long will it be,” he asked himself,
“before Thirty-fourth Street will be con-
sidered down town; before the theatres will
take another jump to the north?”

Already a few playhouses had been
erected in close proximity to the Metropoli-
tan Opera House in Broadway and within a
stone’s throw of Forty-second Street. To
this neighborhood Hammerstein went, not
once but many times, to study the lay of the
land. Reaching the point where Seventh
Avenue and Broadway cross each other
just above Forty-second Street, he would
stand by the hour gazing across Long Acre
Square (later and today Times Square), up
through the canyon of buildings, most of
them stunted and shabby, which stretched
away almost to the Fifties.

“Here,” he would say to himself, “'is
where the next great theatrical center of
New York will be located. This is the

Wwas
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finest square for business in the city. It
is a natural hub, with its spokes extending
in every direction, The metropolitan pro-
ducers and showmen must locate here to get
the people.” Then he would close his
eyes and paint a mental picture of the days
when the then unbuilt subways would be
completed, and hundreds of thousands of
people would pour in the Square daily from
out of the ground.

Finally he decided to build there the
largest and most completely equipped play
house in America. The more he mulled
over his plans, the more enthusiastic he
became. He would not only build a
theatre, he would build three—a concert
hall, a roof garden and an auditorium for
productions—all in a single structure. He

hadn't sufficient money to carry through
the venture single handed. But he had
been a success and his credit was good.
He was able to borrow the funds he re-
quired.

His scheme fixed, he purchased an entire
block front on Broadway between Forty-
fourth and Fortyfifth Streets. And, in
accordance with his own design, he erected
the once famous Olympia (now the New
York Theatre) which in its day attracted
more attention and received more praise than
the monster Hippodrome, which came later,
or the still more recent motion picture
1’1:11;1(',35. OSC:U’ pel’soniluy sllper\’ised the
entire construction, with Arthur assisting
him as boss of the brick-layers and plasterers,
for the father, appreciating the uncertainties

of the show game, had compelled his

oldest son to master these trades.

In the theatre proper, then the
Lyric but in recent years the Cris
terion, were shown the largest and
most elaborate extravaganzas New
York had seen to that time. One of
these was Excelsior Junior, produced
under the supervision of the famous

Ed Rice and with the never-to-be-

(At left) Ada Overton Walker, the dancer

who was selected by Oscar Hammerstein

for a black Salome. Her success was
immediate and sensational

(Below) This is Times Square, then known
as Long Acre Square, as it appeared in
1900, previous to the completion of the
subway, and shortly after Oscar Hammer-
stein had built the Victoria, the largest
structure in the picture. At the right in
the background is the Astor Hotel, which

still stands. Compare this with the
Times Sguare shown in the photo on
page 11

(At right) Emma Trentini is perhaps one
of the most famous artists who ever ap-
peared under Oscar Hammerstein, Her
colorful career made her a strong drawing

attraction
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forgotten Fay Templeton, in male attire,
singing and dancing the title role. Later
Hammerstein produced the spectacles in this
theatre, at the same time conducting the
vaudeville shows in the music hall and the
roof garden entertainment.

“That roof garden,” said Arthur, “was
the forerunner of all the roof gardens which
proved so popular in New York and of the
much more recent cabarets, My father,
with his penchant for dancing acts, always
was on the lookout for novelties in this line.
And it was in connection with one of these
that I received my real baptism into the
theatrical business; an experience which
should have sent me back to plastering hot
foot. But I was fascinated with the game

(Continued on page 52)

Brown Brothers
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CAs a Feature on Its Fifth Birthday” THE ‘DANCE CMAGAZINE CAnnounces—

The All-cAmerican Choiee 0// Daneers ﬁ/f /994

IS birthday feature has been placed in the January issue to include the full year before choices are made. The conditions

under which the following selections were made by the judges are: only legitimate musical attractions which appeared on Broad-
way during 1928 are considered; no attempt is made to include those dancers who have appeared in recital; no restriction is placed

on whether or not eligible dancers were in hits or flops; while vaudeville, presentations and night clubs are not included.

The following chart does not connect the judges with their choices to avoid possible hard feeling, though these selections made
by a group of the leading dance directors must be regarded as representative of public taste.

JUDGES (Alphabetically listed): Dave Bennett, Busby Berkeley, Bobby Connolly, Seymour

Felix, Chester Hale, Sammy Lee, Russell E. Markert, THE DANCE MAGAZINE.

INGENUE: Marilyn Miller Marilyn Miller Gertrude Lawrence  Marilyn Miller Mary Lawlor Marilyn Miller Louise Brown Marilvn Miller
Mary Eaton Irene Delroy Marilyn Miller Mary Faton Marilvn Miller Pally Walker Constance Carpenter  Polly Walker
Jeanette MacDonald Dorothy Stone Irene Delroy Dorothy Stone Ona Muanson Irene Delroy Jeanette MacDonald Irene Delroy
JUVENILE: Carl Randall Jack Whiting Oscar Shaw Oscar Shaw Jack Whiting Jack “Iu_ilitilu," Al 5(‘3;:01] , Jack Whitin
ar Shaw Carl Randall John Price Jones inck Whiting Oscar Shaw Paul Frawley Jack Whiting Carl Randal
Roy Royston Oscar Shaw Jack Barker ot Wagstafle Paul Frawley Warren Hull Oscar Shaw Qscar Shaw
PRIMA Albertina Vitak Harriet Hoctor Harrier Hoctor Helen Brown Harrier Hactor Harriet Hoctor Harrier Hoctor Hitrrier Hoctor
BALLERINA: Harriet Hoctor Albertina Vitak Albertina Vitak Harriet Hoctor Eva Mascagno Helen Brown Albertina Vitak Helen Brown
Helen Brown Helen Brown Helen Brown Eva Mascagno Albertina Vitak Ewa Mascagno Helen Brown Albertina Vitals
ECCENTRIC, Ann Pennington Adele Astaire Adele Astaire Adele J\Si@irt‘ Adele ﬁst.‘llift' ”!““ ‘f::"”imﬂo“ Adele }\51:_:ire Adele Astaire
FEMALE:  Violet Carlson Ann Penningron Marie Callahan Ann Pennington Ann Pennington Eva Puck Ann Pennington Ann Pennington
Adele Astaire Gypsy Byre Ruth Mayon Dorothy Lee Ruth Mayon Ruth Mayon Dorothy Lee Marie Callahan
ECCENTRIC, Harland Dixon Buster West Harland Dixon Harland Dixon Harland Dixon Tom Patricola Harland Dixon Harland Dixon
MALE: Tom Patricola Harland Dixon Tom Patricola Eddie Allen Earl Tucker Earl Tucker Buster West Buster West

TAPor BUCK,

Earl Tucker

Ruby Keeler

Earl Tucker

Ruby Keeler

Earl Tucker

Gertrude McDonald

Lester Allen

Ruby Keeler

Tom Patricola

Ruby Keeler

Harland Dixon

Ruby Keeler

Tom Patricola

Ruby Keeler

Tom Patricola

Ruby Keeler

FEMALE: Patsy Kelly Gertrude McDonald  Evelyn Bennert Mary Jane Evelyn Bennett Fvelyn Bennett Patsy Kelly Mary Jane
Evelyn Bennett Evelyn Bennett Ruby Keeler Katlryn Hereford Gertrude McDonald  Patsy Kelly Evelyn Bennett Patsy Kelly
TAPor BUCK, Bill Robinson Bill Robinson Fred Astaire Bill Robinsen Fred Astaire Bill Robinson ]I;Eck Donahue {{wk Donalkie
MALE : Wil Mahoney Jack Donahue Bill Robinson Jack Donahue Jack Donahue {?!E'k Donahue Sill Robinson ill Robinson
Jack Donahue Fred Astaire Jack Donahue Carl Randall Rill Robinson Vill Mahoney Fred Astaire Fred Astaire
TEAM: Howell, Harger, Howell, Harger, Ramon and Rosita ~ Walters and Ellis Ramon and Rosita  Howell, Harger, ‘Walters and Ellis Mogs and Fontana
Theodore Theodore Moss and Fontana  Ramon and Resita  Moss and Fontana Theodore Howell, Harger, Howell, Harger
Walters and Ellis Ramon and Rosita  Howell, Harger, Gilbert and Avery ~ Walters and Ellis Ramon and Rosita T'heodore Theodors
Moss and Fontana Moss and Fontana Theodore Walters and Ellis Adler and Bradford Ramon and Rosita
COMEDIAN: Will Rogers oe Cook Gus Shy Will Rogers Gus Shy {De Cook Joe Frisco Bert Lahr
Eddie Cantor ert Lahr Eddie a‘numr iﬂc Cook Will Rogers Bert Lahr oc Cook Joe Cook
Gus Shy Gus Shy Bert Lahr oe Frisco Joe Cook Gus Shy ill Rogers Gus Shy
COME- Ada May Luella Gear Inez Courtney Inez Courtney Ada May Inez Courtney Ray Dooley Beatrice Lillie
DIENNE: Inez Courtney Inez Courtney Bobbe Arnst Ray Dooley Bobbe Arnst Nina Olivette Inez Courtney Inez Courtney
Bobbe Arnst Nina Olivette Nina Olivette Nina Olivette Inez Courtney Bobbe Arnst Bobbe Arnst Ada May .
TROUPE: Markert in Rain or Shine Markert in Rain or Shine Rasch in Three Musketeers Tiller in Three Cheers Ragch in Three Musketeers

Boyle in Hold Everything

Rasch in Three Musketeers
Tiller in Three Cheers

Rasch in Three Musket
asch i usketecrs Hale in Lovely Lady

Markert in Just a Minute
Hale in Lovely Lady

Markert in Rain or Shine
Rasch in Three Musketeers

Boyle in Haold Everything

Markert in Rain or Shine
Rasch in Three Musketeers
‘Tiller in Three Checrs

Rasch in Three Musketeers
Markert in Rain or Shine
Tiller in Three Cheers

Markert in Rain or Shine
Rasch in Three Musketeers
Hale in Lovely Ladw

1

Maurice Goldberg DeBarron Hal Phyfe G. Maillard Kesslere I hite
Joe Cook, Rain or Shine, Jack Whiting, Hold Every- Marilyn Miller, Rosalie, Gus Shy, The New Moon, Will Rogers, Three Cheers,
contend, for ¢ dian thing, leads the juveniles shows the way to ingenues ties with Joe Cook among neck and neck with Gus

honors the comics Shy as comedian

14
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(Below) A majority
of the judgdes acclaim
Harriet Hoctor, The
Three Musketeers, as
leading prima bal-
lerina

Edward Thayer Monrce

(Below) The leaders
among the feams | 2 ST
are Helen Howell, i % b
Bert Harger and l ¢
Theodore, in Just a
Minute

HE All-American Choice of Dancers for

1028 sticks exclusively to musicals on
Broadway, since dancers outside that field
are almost impossible to classify. It is not
surprising that the judges have been able
to agree pretty well on the names chosen
out of a huge field, and the recurrence of
certain names, if not in first place, either in
second or third, indicates public taste
accurately.

Take the ingenues, for example, Marilyn
Miller received five firsts, while Irene
Delroy, Mary Eaton, Dorothy Stone and
Jeanette MacDonald appear frequently in
other spots. The factors considered here,
as in every other selection, are ability and
drawing power. Here Marilyn Miller ap-
pears undoubtedly to lead.

With Jack Whiting leading the juveniles
with four firsts, you see his name several

/-——\\

LDebBarron

(Above) Ruby Keeler,

ex- Whoopee, receives

most vofes for female
tap dancer

©Ghe Dance cMapazine

(Below) Inez Court-
ney, Polly, chosen as
the first of the come-
diennes

Astaire
female

Analysis

times in other spots. His work in several
shows the past year preceding Hold Every-
thing has apparently strongly influenced the
judges in his favor. Almost no comment is
necessary on Harriet Hoctor, with six first
votes. There is a limited field here that
had to be considered.

Among the eccentric female dancers Ann
Pennington has run Adele Astaire a close
race, as do Tom Patricola, in the Scandals,
and Earl Tucker, Blackbirds, with Harland
Dixon among the men eccentrics.

It is almost unanimous with Ruby Keeler
as first girl tapper, with Evelyn Bennett and
Patsy Kelly hot on her flying heels. The
black ace of male tappers is Bill Robinson,
with his name appearing in almost every one
of the selections.

A wealth of good teams the past year adds
to the laurels won here by Howell, Harger
and Theodore, who drew fine comment on
their work in Just a Minute. Ramon and
Rosita, in The New Moon, are strong con-
tenders for the crown.

The difficult task here was to choose a
leading comedian. The field is wide, but
choice has centered on Will Rogers, Gus

(Befow) The judges give first choice among troupes to Russell E. Markert's Sixteen

American Rockets in Rain or Shine

Florénee Fandamm

(Above) For her work
in Funny Face, Adele

dancers

heads the
eccentric

Shy and Joe Cook, for a tie. After all, that
is a good indication of public taste in a field
that boasts more big names than any other
division.

Inez Courtney heads the comediennes, a
distinction, for she had excellent competition.
Bobbe Arnst, Rosalie, pops up frequently in
the lists, with Nina Olivette, Hold Every-
thing, coming in for a good hand on seconds
and thirds.

Russell Markert’s American Rockets in
Rain or Shine win among the troupes,
though inspection of the choices reveals
that Albertina Rasch’s group in The Three
Musketeers and Chester Hale's unit in
Lovely Lady were strong competitors.

It may be added that every judge dis-
played the greatest fairness and conscien-
tiousness in making his selections.

Tue Eprtor.

White

(Above) Harland
Dixon, Rainbow,
premier male ecoen-
tric dancer, as the
voring shows

Whise

Whate

{Above) Male rtap

dancing honors go to

Bill Robinson, Black-
birds of 1928
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oMusicar. CoMEDY and ‘REVUE
(Dancine — How Dip
It <DevELOP!?

In This Article, the Third in Our Series, Dancing
Before the American Public, Is Told How the
Chorus Has Been Brought to an All-Important
Place in America’s Most Characteristic Stage Form

By RICHARD WATTS, Jr.

looking ladies of forbidding bulk that epoch in musical shows was ush-
must now represent, for all time, the
pre-flapper school of Broadway chorus.
It is not my intention to suggest that
all the ensemble girls of the pre-war
period were as formidable in girth as
were Mr. Watson's protegées. But
they were impressive enough in bulk
to conclude that the use of the

a new
ered in.

Just to say a kind word for dramatic
critics, for a change, it might be added that
they have borne their share in elevating
the technique of what some of the more
flowery of them term “the coryphees.” At
least, though, their participation in this
advance is due rather to a failure, and not

This old photo of Anne Sutherland, now known as a
character actress, reveals what the past generations
of Americans demanded of girls on the stage in the

way of figure and costume. Anne Sutherland is

shown here as she appeared in Prince Kam in 1893

HE somewhat incongruous figures
of John Tiller and Billy Watson
belong side by side among the
significant names in musical
comedy annals. For it is these

two curiously allied gentlemen who have
made perhaps the most definite contributions
to a characteristic American stage form.
And they have symbolized most completely
two definite epochs in that field. In a
word: they have been the fathers of ensemble
dancing in modern musical comedy and
revue.

It was Watson, of course, who gave his
name to that distinctive group of an earlier
day known as “Billy Watson's Beef Trust,™
This was the organization of husky, capable-

JEERS

J. P. Mamber
John Tiller, the Englishman who first
drilled troupes in precision dancing, thus
giving impetus to the type of chorus dancing
now accepted and most used

phrase, “Beef Trust Girls,” is not an
unfair one.

Mr. Tiller, on the other hand, was the
founder of the new and prevailing school in
America’s favorite form of stage entertain-
ment. Even before his time, the tendency
was to decrease the girth and add to the
agility of the show girl (to use a non-technical
term). But it was the English Tiller who,
first recognizing the value of firstrate skill
and discipline in the lighter ballet, formed a
group, carefully-enough drilled to set a
new mood in musical comedy.

During the Watson days the value of the
chorus was, it is the testimony of the old-
timers, almost entirely pictorial. It didn't
take nearly as many young ladies of the
earlier manner to fill up a stage, standing
side by side, as it does today. But these
young ladies had a stimulation value that
made them worthy of consideration. They
didn’t know highly involved routines; they
were not experts in grace, and there was a
thing or two lacking in their acrobatic
prowess. But they did supply the pre-
Elinor Glyn sex appeal that helped to es-
tablish the vogue of the musical comedy, or
extravaganza, or whatever you choose to
call it.

It is not my wish to disparage them. But
history tells us that those were the days of
appearance, not of flexibility.

At this point another explanation is
necessary. When I say that the chorus
girls of today are more skillful in dancing, I
am not proclaiming that they lack that
earlier sex prowess. Nor do I say that the
ladies of the Beef Trust days were essentially
less talented than those of today. I am
merely emphasizing the point that the
pioneers of the Tiller type went in for
discipline and manoeuvering. Immediately

16

success, in dominating the theatre. For
it is giving away no professional secret to
confess that the play reviewers are not in
their most comfortable moments when
discussing girl-and-music shows. Concerned
with contemplations of Olympus, they have
little time to consider the problems of a
less pretentious art form. At the same
time, their jobs demand that they spend a
certain amount of time observing and writing
of the girl-and-music shows. It is not too
unfair to add that most of them are highly
uncomfortable when pondering the prob-
lems of such shows, and therefore are just
a bit given to falling to effective clichés.
It turns out, now, that one of the most
helpful of these is a comment to the effect
that “a well-drilled ensemble was a feature
of the performance.”

Billy Watson, who gained initial fame in
his own show, Krousmeyer's Alley, and who
had the famous ‘‘Beef Trust Girls," gquite
different from the modern chorus dancer
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But even though the reviewers may have
stumbled on this phrase by accident, they
are not unjust when they employ it. Cer-
tainly it is true that more than one terrible
musical play has been rendered at least
bearable by the excellence of its chorus
work, by shrewdly drilled numbers and
by rapidly-paced ensemble dancing.

If it is less possible today than it was some
years ago to speak with contempt of the
chorus girl's non-physical equipment, this
change belongs chiefly to John Tiller.
Out of London he brought his endless
invading bands of ensemble dancers to
amaze and educate Broadway by their bril-
liantly co-ordinated numbers: their militari-
zation of a dance routine. The sight of an
entire band of young women going through
the most complicated of formations meant
something to the course of musical comedy.

From that time on, Tiller disciples have en-
livened innumerable decrepit musical shows.
Many organizations based on the same idea
of the regimentation of chorus girls have
grown up. To check off a few, there have
been and are Foster Girls, Hoffman Girls,
Albertina Rasch Girls, Sixteen American
Rockets, and no end of other groups of
similar purpose.

As a footnote to this hasty survey of the
growth of these new finishing schools, I
should add an explanation that may almost
amount to an apology. With the increasing
call on the dancing skill of the once com-
paratively static chorus girl, there has
naturally been a change of emphasis: from
beauty to talent. Now, I am not sure that
this change has been all in the direction of
progress. But certainly it has come about.
It is therefore only natural that, during this
process of Prussianizing the chorus, the
degree of pulchritude has been lowered a bit
in the interest of agility. Hastily it must
be added that any such change hasn’t been
very great.

Turning, for the moment at least, from
the vigorously-regimented girls organized by
Mr. Tiller to the not-so-standardized ladies
of the ensemble, a word should be devoted
to the work of those dance

as a model since. Most
of the current musical
comedy directors have
tried, with some desper-
ation, to repeat it. By
its existence an entirely
new impetus was given
to the new school of
graduatechorusdancing.
By that one number, Mr.
Bennett became one of
the heroes of this latest
American art form.
Among the directors
who have added notably
to the progress of musi-
cal comedy dancing have
been: Sammy Lee, Bobby
Connolly, J. C. Huff-
man, John Boyle, Larry

Dave Bennett, dance director, who
received tremendous praise for the
Totem Pole dance in Rose Marie,
embodying the newer principles
of chorus dancing and evolution

|

Faralta
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of the new musical com-
edies and revues that
they provide a dashing,
exciting, rapidly-paced
quality that the old
ones lacked. These
former shows offered a
gentle, restful, easy-go-
ing manner more in a
gracious and dramatic
mood than our own
abrupt shows. Cer-
tainly, though, the mad
pace, the imaginative
inventiveness and the
military precision of the
dancing productions of
the present epoch offer
a note that barmonizes
with the age we live in.

Ceballos, Edward

Royce, Seymour Felix and Busby Berkeley.
Lee, a master of distinguished ensemble, has
many excellent jobs to his credit. Huffman
is the "hard-working gentleman who stages
the dances that are labelled as “under the
personal supervision of Mr. J. J. Shubert.”
The eminent Edward Royce was responsible
for the terpsichorean excellence of many
Ziegfeld shows, as was the competent
John Boyle. Ceballos® work was striking
in, for example, that intimate revue of a
couple of seasons ago, Americana. Felix’s
Peggy-Ann numbers made innumerable people
think the show was far cleverer than it
really was. Busby Berkeley did wonders
for Conmecticut Yankee.

In a slightly different field there has been,
of late, the distinguished contribution of
Winthrop Ames in his Gilbert and Sullivan
revivals. In Iolanthe, The Pirates of Pen-
zance, in The Mikado, this most successful
producer of the Savoy operettas revealed
a surprising skill in mingling the grace and
taste of an earlier period with the more
dynamic liveliness of today, without ever
sacrificing the quality of the classic works he
was presenting.

It is of course the outstanding quality

These particular fea-
tures, which very likely add the one possible
esthetic value to musical comedies and
revues, are signs of the jazzage. So editorial
writers would say. This may be very
true, but as a matter of fact, they result in
great part from the participation of the
Negro in these shows. The mad, thrilling,
not-so-far-from-barbaric quality of the colored
dances first struck Broadway consciousness
when Shufflin’ Along opened. This one
hundred percent Negro musical show brought
both the enormously exciting quality of
Negro performers and the glamorous Florence
Mills to the attention and applause of the
theatrical capital. This untamed manner
was brilliantly organized by Lew Lesle
into that grand combination of black and
white talent that was called Dixie to Broad-
way—which must certainly have been the
best show of the Negro group. Anyway,
it was a grand amalgamation of the rhythmic
contributions of two races, and since its
performance no musical show has failed to
profit by its dynamic dancing.

The influence of the Negro revue was
felt in other ways, in addition to its lesson
in semi-barbaric movement. For one thing,

(Continued on page 60)

directors who do not form
groups.  Because of his
pioneer work, any such list
must be headed by David
Bennett, who staged the
dance numbers for the tri-
umphant Rose Marie a few
years ago. It was Mr.
Bennett who staged in that
show the enormously popular
“Totem-Pole™ number,which
was complicated enough in
its formations to give mo-
ments of trepidation to John
Tiller, Chester Hale, or
Russell E. Markert.

So effective in its rhyth-
mically complicated forma-
tions was this classic Rose
Marie number that it es
tablished an entire school of
chorus work, and has served

- e em— e e —

White

A modern troupe of Tiller Girls, now appearing in Three Cheers
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Reproduced by courssey of M, Kinmey and Kernedy and Co.
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Mr. Kinney has permitted us to reproduce here
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some of his pencil sketches of Madame Pavlowa, made at her rehearsals
At left is Fairy Doll, center is Chopiniana, and at right is The Coda.

Amarilla

cANNA Paviowa—cA VoriveE OFEERING

A Personal Friend Writes about the Great Russian Danseuse—

N improvement in the telescope

occasionally shows that a sup-

posed star is in reality a con-

stellation. Psychologists describe

instances of multiple personality.
It becomes evident that Anna Pavlowa is not
one artist, but several. Several different and
distinct premiéres danseuses.

That is the only acceptable answer to
most persistent of many questions that
bristle about this much-adored and little
comprehended woman. How does she
continue to be amazing? Though the
world has watched her now for several
years, knows every item in her repertoire
to the point of familiarity, Pavlowa's
individual work never has become
familiar to all. In old numbers as in new
she continues to astonish. It's unnat-
ural! The rules of the game provide
that novelty shall wear off; that the
dancer then shall either quit, or hang on
by changing her repertoire every few
minutes and becoming a mad modernist
to boot. Pavlowa makes few changes in
her repertoire. She commits neither bar-
barities nor imbecilities. Yet she re-
mains inexhaustibly new. As long as
this contradiction of natural law is
allowed to remain a mystery, it is most
upsetting; it forces one to change all his
notions about limitations of the human

A New Revelation
By TROY KINNEY

mind and what one has a right to expect of
his own. Relief therefore comes with the
discovery of several premiéres danseuses,
highly individualized, and all known by the
name of Anna Pavlowa.

Miskkin
Anna Pavlowa in one of her popular dances

19

It’s rather too bad that the Editor forbids
me to write over two hundred and ten words,
or maybe two hundred and eleven. The en-
forced brevity obliges me to ask you to seek
corroboration of the multiple-artist idea in
your own memories. First, review Pavlowa’s
repertoire, considering first the clean dis-

tinction she draws between several
styles, and next her superlative execution
in each style. In each, you will agree, 1
think, that the particular Anna Pavlowa
represented not only has an identity, but
could have had success and honors. The
measure is: what is a premiére? Again
I.ask you to search your memory, this
time of the little group of the very
greatest and most successful dancers you
have seen, not including Pavlowa, nor
that other great star, Genée. Again 1
think you will agree with me that, by the
most exacting of standards, to be rated a
premiére a dancer need not be technically
dazzling, or superlative in more than two
departments, so long as intelligent
criticism finds her comfortably satisfying
all-round; so long also as she can satisfy-
ingly portray one type of personality,
and is endowed with the blend of inter-
est and importance essential to leading
lady quality. I repeat, think over the
work of the best of them, and see via how
(Continued on page 49)
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(PuBLICITY ~WHAT and WHY

UBLICITY, it has been said, is

the life-blood of show business.

Certain it is, at any rate, that no

form of entertainment can be

financially successful without

the aid of publicity and its attendant science,

advertising. And since the measure of

achievement for the great majority of dancers,

as with all other entertainers, is gauged by

their financial success, it is of paramount

importance that they un-

derstand the possibilities,

and also the limitations,
of publicity.

It is a strange and
sometimes discouraging
fact that publicity is
easiest to obtain for those
who need it least, for the
world is more interested in the ideas and the
habits of those who have already arrived than
in the tyro, no matter how promising he may
be. Further than tbat, the average person
regards with condescension the beginner in
any field, irrespective of the talent displayed
by him. And it is a curious fact, also, that
the very person who should make himself
most amenable and most pliable to the needs
of publicity is the one most difficult to handle
for that purpose.

Of all stage people, dancers are the hardest
to handle and know least about obtaining
publicity for themselves. Because of this,
they harass their press agents unreasonably
and make it doubly difficult to do anything
for them. They know that it takes years of
practice to achieve perfection, constant
repetition to acquire grace and ease of move-
ment, yet they expect their press agent to
make them worldfamous overnight. Imme-
diately after engag-
ing a press agent,
they expect to find
their pictures and
stories about them
plastered over every
publication in exist:
ence. They will not
realize that press stories and stunts are
planned, that their placement is not
haphazard, that it requires some little
time to work out a definite and compre-
hensive campaign for them, and that
pictures are placed by a gradual in-
filtration rather than by sporadic

York Times. =
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By J. A. GREENBERG

and ineffectual bombardm~~t

There is no task so thankiess
as the exploitation of a dancer
who has not yet achieved the
recognition of success. In al-
most every case the dancer who has not
obtained immediate recognition of his talents
is certain that he is being discriminated
against because of
jealousy and pol-
itics on the part
of his already es
tablished con-
freres. Nothing
can deter him from
the conviction
that, if only his
professional aud-
itors were not fearful of his-effect on the
success of their already established favorites,
they would unhesitatingly acknowledge his
superiority.

It is natural that any dancer who feels
himself to be endowed with special talents
should cavil at the lack of immediate recog-
nition, for no artist can reach the highest
rungs of artistic success unless he is possessed
of a great amount of
egotism. At the
same time, though,
toachieve a measure
of perfection he
should be able to
discern his inabili-
ties and his de-
ficiencies. Noartist,
no matter how great
his genius, has made a début without ex-
hibiting at least a few of the faults which
commonly distinguish the performance of the
tyro, since every art, and dancing is cer-
tainly no exception, has its little tricks and
bits of showmanship which
are acquired only by ex-
perience.

Emalie Metville, Fine [
Id Lt %SM
! udy e
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You Can Help Yourself by

Reading This Explanation

by a Press Agent of the

Methods Used and Difficul-

ties Encountered in Drawing

Public Attention to Young
Dancers

It is this failure on the part of the beginner
to recognize that the ramparts of public
appreciation are not stormed in a day which
makes the exploitation of a new personality
such a thankless and miserable task. How
many times have I had dancers tell me that
the newspapers would be only too glad to
print their pictures and publish stories about
them if the editors were approached properly
and informed of their excellence. Most of
them have the impression that newspapers
apd magazines are in continual want of
pictures and stories to fill their space and
?vould be overjoyed to use material on them
if the press agent made the proper ap-
proaches. On the contrary, exactly the
reverse is true. Despite unending explana-
tion, dancers cannot be convinced that
editors are
deluged daily
by a flood of
pictures and
stories, and
that those pub-
lished are the
ones the edi-
tors believe
will appeal to
the readers of their particular publications.

But a still more grievous fault is the com-
mon belief among certain dancers that pub-
licity is obtainable only through influence. It
is not to be denied that an editor, with a
limited amount of space for pictures and
copy, may, all other things being equal, favor
a friend in the distribution of space. But the
editor, in every case, even if he wanted to do
s0, 1s harassed by a dual obligation which
limits his editorial friendship. He is
obligated, first of all, to his employer,
the owner of the publication, to so
administer his department that it will
gain public acclaim and advertising
success. This is not to be taken as

(Continued on page 61)
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RS. AL JOLSON, née Ruby

Keeler, was one of the high spots

of Ziegfeld’s Whoopee, which

stars Eddie Cantor. Ruby's im-

mense hoofing is never tiresome,

and her cute delivery and boyish manner

are irresistible. The critics shower her with

the praises she merits, of course, and Jolson

got a tremendous how! when he flip-remarked:

 And you can betcha life this is the first time

a Cantor has been featured overa Jolson, too!”

But Ruby fooled everybody by jumping the

show just after the opening in Pittsburgh.
*To be with Al,” she said.

Her Future

HERE are numerous other excellent
dancersinWhoopee, but Olive Brady’s
nimble and graceful footwork is the most
delightful. Miss Brady had the leading
feminine assignment for a time in Eddie
Dowling’s Honeymoon Lane when it was
at the Knickerbocker last year. The very
contagious girl is a grad of Ned Wayburn
and starred in Wayburn's Honeymoon
Cruise. Later she enticed the better set
to Helen Morgan's club on Fifty-fourth
Street and was retained when it trans-
ferred to Fifty-second Street. Her waltz
in the final act of Whoopee is applause-

Richard Burke

STAGIE DOOIR

Did You Know—?

Have You Heard—7?
By WALTER WINCHELL

provoking, and unlike Mr. Coolidge, she
doesn’t look funny in a cowboy suit. Her
future certainly is a very bright one, accord-
ing to this admirer’s crystal.

Swift Rise

USSELL MARKERT'S rise in New
York as a prolific dance and ensemble
arranger caused considerable, but favorable,
comment. He was formerly a chorus boy and
is only twenty-eight. He has troupes of
lightning-paced steppers who drill with their
hands and feet in several musical hits now,
including Rain or Shine and Animal Crackers,
among those which come to mind. The
group in the last recorded show, which stars
the Marx Brothers, features a fine hand drill.

(Above) Joan Carter-Waddell, besides
her role in Ups-a-Daisy, is dancing
nightly at the Casanova Club, one of the
newer night rendezvous in New York

(At left) Una Val, whose specialty dancing
in Show Boat provokes favorable com-
ment here this month

Discovery

ENIMAL CRACKERS also
brings out the dainty and pert
Bobby Perkins, who was ““discovered”™
by the New York critics in the initial

21

It’'s This Way—

(Che Dance cMapazine

2

Garrick Gaieties. She is a greatly improved
little person, with much charm and grace and
her dancing attracted appreciative response
from the reviewing fraternity. Bert Mat
thews of the same troupe is a newcomer from
Philadelphia whose footwork is amazing.
Particularly arresting is his Russian routine
with wings while practically on his knees.
And particularly interesting to this member
of Tne Dance and the N. 1. Evening Graphic
is the fact that Matthews is assigned to ape
us, his stage handle being “Wally Winston
of the Evening Trafhc.” The role depicts
him as a hustling reporter for a tabloid (ahem)
and he jots down his notes with his left hand,
so he must mean this upstart. We thank him
for the ad.

A Standout

MERICANA opened at the Mansfield
and closed the same week. J.P. McEvoy
credited himself with most of it, but it was a
poor revue. Olive McClure, however, was
the lone outstanding member. Her “Shackle
Dance™ halted the continuity, which is ritz
for stopping the show, and the way the
critics raved over her work was Just Too
Bad! She is a pretty thing with a ditto form,
and she does the number in a white spot,
wearing only brassiére and silver trunks. I
went mad in print over her specialty, never
having witnessed it before, although she has
worked in the various night clubs where my
assignments usually carry me. Olive Mc-
Clure is destined for higher things.
Incidentally, a youth in the same revue
named Bradley Cass, who dances and does
bits, had to follow Miss McClure's specialty
with an announcement of some sort. He
apparently is a newcomer, for when the
audience insisted that Miss McClure take
an extra bend, the lad frowned and tele-
graphed to the auditors the fact that he was
irked by its interruption. Well, he got what
was coming to him. His display of poor
stage etiquette only fired the spectators with
a passion to continue with what is known as
raspberry applause, aimed at him. He left
the stage sulking, which provided what
turned out to be one of the few good laughs
in the whole show.

Coming Up

DOLORES FARRIS is a young lady
whose dancing and toe-work is to be
respected. She was with the Good News
troupe that scored in Boston recently, and the
(Continued on page §5)
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THE SALUTE

A New Exhibition
Waltz Created by
Ward Fox and Danced
by Himself and Miss
Carolyn M. Storrs at
the Cholly Knicker-
bocker Ball, Hotel Plaza,
New York

The Salute

Bars 1-8; From opposite sides man and
girl enter, (beginning on fifth bar of music),
walking with arms inclined toward each
other, one step to each bar of music.

Bars 9-10: Placing her left hand in man’s
right hand, the girl makes a low curtsy
down to the floor, right foot back, while man
bows toward her.

Bars 11-12: Placing her other hand in his,
the girl rises and both point right foot for-
ward, as in Illustration 1.

The Waterfall

Bars 1-14: Stepping on right foot into
position as in Illustration 2, reverse waltz
(waltz to the left) fourteen times in a circle
to the left. Arms move forward in front,
then out to side alternately on each bar of
music. Make a half-turn on each waltz step.

Bars 15-16: As the girl makes a walk-turn
in place, man steps forward on left foot
(1 bar), then both lift on right foot as in
Illustration 3, man’s right hand taking hold
of girl's left, while his left hand takes hold
of girl's right.

(DANSE
CEIESTE

THE CORKSCREW

The Corkscrew

Bars 177-22: Both take six waltz steps in a
circle to the left, making a half-turn on each
waltz, first with girl in front of man, arms
held as in Illustration 3, then with man in
front of girl in position as girl was previously,
(girl in position as man was previously).
Continue waltzing so, changing positions on
each bar of music.

Bars 23-24: Both step back turning to face
each other (1 bar) and then man takes hold of
girl’s left hand with his right, keeping her at
arm’s length, their left foot pointed forward
toward each other.

The Swan

Bars 25—26: Both step forward on right
foot and reverse waltz (waltz to the left), to
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THE WATERFALL

Music: Love's Torment by Richard
Barthelemy and Enrico Caruso, (G.
Schirmer, N. Y.) Use 12 bar intro-
duction; first 64 bars; cut up to
Coda and use next 12 bars. No
repeats.

one bar of music, then point right foot for-
ward as pictured in Illustration 4, while the
man steps forward in back of girl, (1 bar).

Bars 27-28: Beginning with right foot,
both separate and take one waltz step away
from each other and then one waltz step back
toward each other so that the man finishes
again in back of girl.

Bars 20-30: Girl takes a complete waltz
turn to face man (1 bar), then both point
right foot forward as in Illustration s.

Bars 31-34: Repeat movement in last four
bars (27-30) beginning with left foot (reverse
waltz) and finishing as in Illustration 5.

Bars 35-42: Repeat movement in last eight
bars (27-34).

The Glide

Bars 43-44: Girl pivots to the right on
left foot so that she is with her back toward
the man again (1 bar), then both lift the right
foot high into the air in a control kick, (1 bar).

Bars 45-46: Facing right both drop down
on right foot, right knee bent, left leg straight
in back, (1 bar). Both rise and lift left foot
high into the air.

Bars 47-48: Both drop down on left foot,
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Pimtr;_cm_h]ts f’_\-
Hal Phyfe

Paosed ]1_\! crl'h’lr_\‘?'l M.
Storrs and Ward Fox

left knee bent, right leg straight in back,
(1 bar). Then both rise and lift right foot
into the air, as in Illustration 6.

Bar 40: Both take three steps forward,
beginning with right foot.

Bars 50-51: Both take a complete waltz-
turn back, (two waltz steps) beginning with
left foot.

Bars 52-56: Repeat movement in last five
bars (47-51) to the opposite side (facing left).

The Elevation
Bars 57-58: In preparation for the lift,

THE SWAN

bring the left knee up, arms out as in Illus-
tration 7, and hold pose, (1 bar). Both drop
down on left foot with knee bent, right foot
straight back, man’s hands at girl's waist,
(r bar).

Bars 50-61: Girl rises and man lifts her
straight up into the air, (2 bars), then carries
her (walking three steps) as if she were a
flying bird, (x bar).

Bars 62-64: Both drop down on right foot
with knee bent, left foot straight in back,
man's hands remainiiig at girl's waist, (1 bar).
Then rise and pose as in Illustration 7 again,

©Ghe Dance cMapazine

Routine Described
by Ray Moses

before repeating the dip and elevation (2 bars).
Bars 65-72: Repeat movement in last
eight bars, (57-64).

The Spiral Finish
Bars 73—6: Girl pirouettes to the right,
(2 bars), then steps sideways to the right
with right foot, at the same time bringing the
left leg under the right leg (left knee under
the right knee), as she sinks down to the floor
into an extremely low curtsy—Illustration 8.

THe EnDp

THE GLIDE

THE ELEVATION

23
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(DANCE ¢DIRECTOR'S (GRIEF

Some Idea of What Hectic Days Are Experienced by the Man
Who Sets the Dances of a Big Production

NEVER knew how many friends

I had until I began putting on

dances for Broadway shows. All

kinds of people—traveling sales-

men, doctors, lawyers, people
from every branch of every business, it
seems—if they've met you once, are your
friends for always.

When they're out on a party with some
little girl they've met, she no sconer voices a
desire to go on the stage when the boy friend
immediately replies, “Why I know someone,
a very good friend of mine . . . and thereupon
writes me a note. Invariably, the people they
send you are the most terrible dancers or the
ugliest looking in the world. If they weren't
they wouldn’t have to have a note. The
stage is always open to beauty and talent.
We can’t get enough of it.

At the casting of each new show it be-
comes harder to turn some of these people
down. Because outside of the people who
think they're your friends there are some
very real friends who insist upon your taking
care of their “friends.” For a couple of shows
you can stall them, but after a while they
start coming around personally with the girls
and then you have your hands full. You
can’t continue saving they're “too late for

By SEYMOUR FELIX

this show” forever, you can easily understand.
After your own friends there are the
political friends who could do you enough
harm, if you didn’t take care of them, to put
you out of the business. Taking care of them
is some problem. Then there are the news-
paper fellows who will never forget you
didn't accept a certain party when they're
writing up your work for the next show.
Show business is like any other business,
except that the people you have to deal with
are a more temperamental lot than you find
in regular business offices, for instance. And
to discipline the girls is one of the dance
director’s most exasperating tasks. If you're
soft-hearted or soft-headed enough to excuse
readily a girl's lateness or absence from a
rehearsal you'll find all your girls late or
absent when you need them most. The first
thing you've got to insist on is strict discipline.
I must admit here an embarrassing incident
that occurred to me recently. You know there
is an Equity rule that if you fire a chorus girl
after she’s been engaged nine days you have
to pay her two weeks’ salary. Well, it so
happened that one producer had engaged
forty girls before I was called in to put on the

R0 e

bit of business.

to make an entrance.

it later

Above is a photograph, taken during the
rehearsals of Whoopee, Ssymour Felix's
latest show, with Mr. Felix, at right, direct-
ing Eddie Canfor and Ruby Keeler in a
The photo at right shows
Mr. Felix in the pit, explaining things to
Eddie Cantor and Ruby Keeler on the way
Incidentally, Ruby
Keeler left the show suddenly in Pitts-
burgh to join her husband, Al Jolson, but
there are vague reports that she will rejoin

dances. I got in the seventh day, tried all the
girls, and fired twenty-five of the forty. The
next day they all came back with notes from
the producer to “put them to work.” But I
had fired them because they were not good
dancers. I stuck to my point and finally won.

However, there was one girl who per
sisted. She came in the next day with her
mother. I was annoyed and told them both
to get out. The girl answered in a loud voice
in the presence of all the others, “I'm here:
I'm going to be in this show: and you're going
to like it.” '

That evening the producer said to me,
“Seymour, you'll have to take that girl back.
She’s the Fire Commissioner’s daughter and
her father can close my theatre like that!”
and he snapped his fingers almost in my face.
“Don't be foolish. What's the use of my
having a successful show with a closed
house?” So I had to laugh that off.

The following day the girl came back and
got in line.

“T'm here,” she gaily sang out.

“You're here,” I sang back.

It turned out that she became a very good
little dancer. I don't know whether it was
her desire to “show™ me or whether it was
justin her to work. When the show opened
she was a specialty dancer. I was wrong
in my judgment of her.

While I'm on the subject of chorus girls,
if I may digress a little from my tale of woe—
nowadays chorus girls are pretty smart.
They have their little tricks. The girls know
they've got to be present at every rehearsal
and get themselves picked for as many
(Continued on page 51)

Harold Stein Phatos
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It Didn't “Just Happen’ —The Suc-
cess Polly Walker Has Achieved
Is Due to One Man’s Belief in Her
Ability—Why Didn’t Others See?

@By THODA COCROFT

UST as every movie queen is an

expert tennis player or a crack

golfer in her own autobiography,

so every Broadway star, if you

listen to her—or even to her
press agent—will tell a story of highly
successful engagements succeeding each other
with marvelous precision. “Last season it
was a lovely role in The Runaway Girl—
just too sweet and oh, such notices! And
the season before it was a fat part in Miss
Someone from Somewhere, et cetera. For those
times way back in ancient
history when she was out
of a job, a memory gloss
to fill in the gaps is con-
veniently manufactured.

Apparently this isn't
the case with Polly
Walker. Not that Polly
herself has ever admitted
it, but along Broadway in
the inner offices of the
established producers the
fact is current that any-
one of them might have
had Polly Walker for a
mere fraction of the salary
she is getting in Billie
today. For six years
Polly fguratively went
begging. One producer af-
ter another looked at her
with the calculating mana-
gerial eye, meanwhile
adding up box office state-
ments based on her
feminine allurement. ““No sex appeal,” was
the unanimous verdict. In one producing
sanctum after another thumbs went down.
They recognized in Polly Walker not a
single attribute of the red-hot mamma—that
torrid standard by which the big boys have
been casting their leading ladies of recent
years. It certainly began to look as if
Polly was “out.”

Polly herself had been brought up in the
tough school of musical tabs, Chatauqua
circuits, singing and dancing at lodge
meetings whenever she could make a few
nickels doing a turn. She was not high-hat
about small parts or squeamish about the
road, for it was a case of work to eat; so
she kept on trouping, grateful for the weekly
pay envelope, no matter how small its
proportions.

Freakish luck plays a large role in the

Ghe Dance cAapazine

Polly Walker first at-
tracted public enthu-
siasm in George M.
Cohan’s production last
yvear, The Merry Ma-
lones. She is repear-
ing this season in Billie
show business. Time
and time again great
talent will go begging
for years waiting for
some Ziggie or George
M. Cohan to give it
the once-over. I sup-
pose there is no bet-
ter illustration of this
than Frank Bacon's
belated wvictory on
Broadway in Lightnin’,
with its lengthy run.

It is very possible that just such a belated
discovery might have fallen to the lot of
Polly Walker had a certain young man failed
to see her in a bit part in a musical show in
Boston. That young man was Dick La
Marr—once an actor himself. now an
assistant to the actors’ agent, Max Hart.

A year later Polly Walker entered the
office of Max Hart, Inc., in New York
City for the first time and Dick La Marr
remembered the bit he had seen her play in
Boston. “Charm,” he recollected and un-
derscored it in his mind. But when he went
out to sel! her to a producer, as the custom is
when a new show is being cast, and repeated
the charm slogan, the producer couldn't
see it. “Tepid,” the producer retorted.
“We want something hot.”

Today that particular producer is re-
gretfully kicking himself. “I might have
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had Polly Walker,” he said. “But
George M'’s got her.”

This man is not the only one who rues his
rejection of Polly. There are at least half
a dozen others.

“Nobody thought she was a star,” one
of them told me. "“Why, that kid’s been
hanging around in honky-tonks for years
and nobody gave her a tumble. I mighta
had her cheap. But I didn’t think she had
it in her. Greatest ingenue lead that’s hit
Broadway since Marilyn Miller. Not the
dancer that Marilyn is but she’s got the
stuff. You read what the forty-eight-hour
Britisher (St. John Ervine) said about her in
his review? . . . called her a genius . . . yes
sir. And I passed her up. Can ya beat

a1

it?

now

Personally I think it was Dick La Marr's
faith in Polly’s “‘charm™ more than any other
one factor which eventually turned her luck.
Confident that her charm would win in the
end, he met one managerial rebuff after
another. Then one day—but this was
six years later—George M. Cohan was
casting The Merry Malones. George M.
had tried out a tentative selection in the
ingenue lead but he was unable to find
the girl he wanted.

“Must have charm,”
sonality.”

This was at two oclock one morning at
the Ambassador Hotel.

“I've got just the girl for you,” La Marr
exclaimed.

Cohan, impatient and ever a fast worker,

(Continued on page 64)

he said. “Per-
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Traentina

Who, on her return to this country a few weeks ago, brought with her
the strong flavor of Spain and the gripping dances of the Spanish
peninstula

Photographs by Nickoles Muray
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Nickolas Muray

John Harkrider is responsible for the

costumes of all the productions of

Florenz Ziegfeld, and has very clear

ideas as tfo just how much undress
is necessary in dancing

HE credit is given to Percy

Hammond, dramatic critic of the

New York Tribune, for the wise-

crack—"A knee is a joint, notan

entertainment.”  Mr. Ham-

mond is said to have been inspired to this
declaration by one of the early revues.

Nevertheless the knee is an entertain-
ment; or so many in the theatre audiences
would not be so heartily delighted by
pictures of girls in scanty costumes.

Would you have it differently? You
couldn’t possibly, if you want the revue, the
musical comedy, the operetta, to exist.
Girls form the backbone—or at any rate
the ribs—of a musical production and we
should no more like to see a chorus and
dancers swathed neck to ankle than we
should wish to see the return of grand-
mother’s bathing suit to the beaches.

The question worth going into, however,
is to what extent do the theatrical producers
demand undress in chorus and principals?

Beginning about four years ago a wave
swept through our theatres which left
many members of the theatrical ensemble as
totally uncovered as a tourist's happiest
vision of Paris. I yet remember the excite-
ment caused when the Shuberts produced
their first Artists and Models revue in New
York. For the first time in the history of
this country bare breasts were seen in a
first-class theatre at a public performance,
and even hardened veterans on Broadway
were a bit startled and began to speculate as
to what effect this extraordinary innovation
would have on the theatre.

But the wave passed, leaving no more
change in the manners of the theatre than
would have normally taken place as a result
of modern tendencies towards dress elimina-
tion. After a few seasons of nude revues
the novelty palled and producers discovered
that the totally exposed female form on the
stage did not hold as much attraction as the
partially exposed figure.

That was merely an old principle re-
learned, and henceforth it was generally
followed on Broadway.

But to what extent? This required

How Far

CAN STAGE

eNupity Go?

Public Demand Varies
Question— Three Leading Costume
Designers Express the Professional

Viewpoint
By JOSEPH KAYE

partial exposition, especially in the case of
dancers and dancing ensembles. I made
inquiry of three of the leading theatrical
costume designers, and among other things
I learned this interesting fact, upon which
all were agreed: No girl on the stage is
ever discharged because she feels she
cannot wear a certain costume.

Charles Le Maire, the costume designer for
George White's Scandals and, among others,
the musical comedies, The Five Oclock
Girl and Rain or Shine, said that he had
never known of an instance of a girl
being forced to
wear a costume
she considered
too daring for
her.

“We always
respect her feel-
ings in the mat-
ter,” he stated,
“and try to ac-
commodate her
as: far as we
possibly  can.
Personally, 1 dis-
like nudity on
the stage. Very few women
can appear nude to ad\‘;tntage
and 1 use a great deal of
transparent draping. Should
a girl of the ensemble feel
badly about wearing such a
costume I try to reason with
her. I tell her her figure is
such that the costume wrill
flatter her, which is true, or I
would not have her wear it.
If she still cannot reconcile
herself to the idea I cover up
the transparent parts. And if
that is not possible, if so
fixing up her costume will
clash with the general effect,
we put her in another scene.”

The same was also said by
John Harkrider, costume de-
signer for the Ziegfeld produc-
tions and by Ernest Schraps,

De Mirjian

on This
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More than half of the Shubert

musical shows are designed by

Ernest Schraps, who herein de-

fines the exact minimum of clothes

that public taste makes im-
perative

who does the same service for the Shuberts.
At the same time Schraps defined the limit a
girl can expect in her costume on the stage
today.

“It has settled down to this,” he said,
“that whatever else we may do the girls
must wear breast-bands and trunks or
girdles high enough to reach to the waist.
Apart from these two items she may have
nothing else on, and any girl who goes on the
stage must at one time or another expect to
appear in this state. Particularly is such
dressing used in specialty dancing numbers.
Groups of sixteen or so girls doing an
(Continued on page 64)

Charles Le Maire, at left, has de-
signed the costumes for a number of
hits, and declares that Dorothy
Knapp, below, is the only girl he has
seen whom he considers advantageous
to a scene in the nude
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By ELEANORA
AMBROSE MAURICE

Part Two

T the sight of the

tiny figure lying

near the dirty curb,

Mr. Vanderbilt

quickly jumped out
of his carriage, rushed towards
Maurice and picked him up in
his arms. The boy was really
unhurt, but he did have a
pretty severe fall, so it was not
difficult for him to let the tears
run down his cheeks in numer-
ous rivulets. No doubt Van-
derbilt felt badly over the so-
called accident, and it is not
surprising that the next day
Maurice was riding a brand
new shiny bicycle, purchased
for him by none other than Mr.
Vanderbilt. That was the first
time Maurice learned the true
practical value of the well-
known adage, “Necessity is the
mother of invention.”

Maurice was such a cute
looking doorboy that people
began to notice him. He was so
clean looking. I think that was
one reason why women loved
him; he was so very clean in
mind as well as in appearance. [
can truthfully say that during
my entire relationship with

”
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How the Boy Who Be-

came an Internationally

Known Ballroom

Dancer Rose from Near

Starvation to His

First Real Job— And
His First Partner

eyes could not help shining at
the sight of the silver coins.
He tapped out measures, step-
ping with all his force, lightly
twirling, gracefully twisting,
balancing and bending himself
with an almost superhuman
strength. A magnetic figure
who tossed his arms and rapidly
turned innumerable cartwheels.
A child, but not a detestable
one; never, never a show off.
Just a boy who was exerting
every muscle because he could
not resist the sound of that in-
vigorating music, and because
visions of meat and soup swam
through his mind, as his toes
leaped over the shiny waxed
floor, until his legs ached, while
the sweat poured out of him in
huge streams, and his hair
bobbed up and down in thick
damp curls over his eyes. The

Maurice, both professional and
domestic, I never heard him
swear. No ugly words ever
came from his mouth, but then,
no ugly thoughts lodged in his head.

So he caught the attention of the wealthy
customers, this unknown dark-eyed boy,
with his neat looks, his aristocratic bearing,
his childish face, and his undeniable sex
appeal.

One evening a woman customer persuaded
her escort to invite the attractive boy into
the café. The escort immediately conferred
with the manager and Maurice was allowed
to enter the place. They placed him in the
centre of the floor. The brilliant jewels of the
women, the blinding glare of the spotlight,
the gay chatter did not dazzle him. Maurice
was born with poise. He simply stood there
in the middle of the room. Perfectly at ease,
he calmly looked around him, and then did
imitations of the various popular theatrical
idols who frequented the leading musical
halls. The guests were crazy about him and

Eleanora Ambrose and Maurice, when dancing together before his

untimely and tragic end

commenced to throw money on the floor.
Then the orchestra began to play. Maurice
still stood in the limelight. Very much alone.
People were busy with their drinks and not
paying any attention to him. It so happened
that this auspicious occasion was the first
time he had heard an orchestra outside of a
regular theatre. He could not resist the
music. Those restless fascinating feet of his
began to move. With a quick impatient
gesture he brushed his rather long black hair
away from his eyes, and began to dance. At
first, modestly, with eyes rooted to his shoes.
Shoes that began to step, faster and faster,
oblivious of the audience.

The guests began to take notice. They
threw more money, and then more. The
pleasant jingle of coins gave him the courage
to continue. Bravely he looked around that
room and met the gaze of the patrons; his
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Wids World i
ide W orld place was becoming a blurred

mass of faces. His eyes were
half-closed. His feet hurt. His
body was exhausted, his breath
came in great gasps, his legs felt limp, but he
earned about two dollars in American money.

He was so elated that he immediately gave
an encore. His perfect white teeth flashed,
his eyes sparkled, and he danced about like a
veritable demon of joy. Pathetic in its way,
when you come to consider that Maurice
was never destined to know much of . . . joy.
So he kept on with his dips and kicks, using
feet that fairly flew over the polished boards,
while their perfect rhythmic beats resounded
through the restaurant as he did the dances
he had glimpsed on the Parisian stages plus
additional steps of his own. He was so
happy; probably for the first and only time
in his entire life Maurice was entirely happy,
for those few ecstatic moments taught him
that he possessed a wonderful talent. He
could dance; actually dance. He wanted to
show people his appreciation; an ample proof
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of his contented state of mind, so he con-
tinued to dance for the pure fun of it.

A slightly inebriated guest accentuated
the drum beats, by loudly christening the
newcomer: Look, everybody! He's the
Dancing Doorboy!™ :

Dancing Doorboy! He grinned from ear
to ear. The title fitted him. He loved it.
The applause was heavenly music to his
youthful ears, and he went on, gladly stamp-
ing away, nearly crazy with happiness, as he
danced about the room, until he was half
dead with fatigue. Then, tired out, he threw
himself down in a dark corner of the café.
Thus was Maurice's initial début.

That memorable incident began it. Began
the wonderful career of Maurice Mouvet
...my husband. At first he danced around in
the various Paris restaurants, gathering up
money that the guests threw at him; and
then, born showman that he was, Maurice
decided it would be most advisable to have a
regular routine, a real engagement, and a
pretty feminine partner to give the act
sex appeal.

Here, right here, is where women en-
tered his life. Women and trouble.
Poor Maurice. Any deceitful per
son could easily bamboozle him, and
he thought himself such a great
judge of character. He was al
ways so trusting; so naive. Noth-
ing could change him; experiences,
no matter how bitter, still left
him, grieved, disappointed, but
nevertheless fiercely holding on to a
steady faith in people.

I remember he used to tease me, and
say if I was clever I could judge a man's
character by his dancing. He said that a
woman should beware of the man who cannot
look you straight in the eyes while he dances.
He is not to be trusted. And the man who is
constantly gazing at other women when he is
dancing with you, is a born flirt. He laughed
when he told me that little men who dance
with tall women show great courage and will
QVercome [1“ nbstuclcs. Nothing dill.lnts then‘h
The married men who insist upon dancing
with other men’s wives like variety and
admiration. A man who always dances with
his own wife is a good husband, the type that
cares for the home and fireside. Also, there
is the man who refuses to allow his wife to
dance with other men; he is selfish and has a
very jealous disposition. He claimed that
men who showed off with the fancy steps
they knew were pig-headed and conceited.

Childish Maurice! He may have been
right in his opinions, but being able to judge
a man’s character by his dancing did not
make him a keen professor regarding a
woman's disposition. It was life, not dancing,
that taught him about women’s characters.

There was his first partner. He met her in
Vienna. Her name was Leona. She was a
French girl. I honestly think Maurice really
loved Leona. Loved her as a schoolboy would
love a schoolgirl. They worked together and
played together. They were supremely happy,
never for one moment conscious of the dark,
dark clouds that were gathering overhead.

They existed like happy, carefree children.

They obtained a job in a café, and he was
known as Morris. That was the first time he
executed the famous dance known as "The
Maurice Waltz.” I can see them now. How
lovely they must have looked. Two gorgeous
young creatures floating across a dimly lit
room. The tips of her dainty fingers resting
in the palms of his outstretched hands. Her
eyes gently caressing his. Their very steps
portraying love.

And then, with a fatal crash, came the
first terrible tragedy in Maurice’s troubled
career. Leona, the exquisite Leona, took

Poor
boy. He was soheart-
broken that he

tuberculosis.

thought he could
never dance again.
But birds cannot live
unless they fly: fish
must swim; and my
Maurice could not
exist without danc-
ng.

After his first ter-
rific grief partially
subsided, he took
heart, and little did
he think that this,
his first keen mis-
fortune, was far from
being his last. Infact,
I truly believe from
that day until the
end, a horrible sort
of jinx must have
followed Maurice;
dogging his very
footsteps.
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His second and next partner was Madeline.
Somehow he could not dance “The Maurice
Waltz.” Memories of Leona were too
poignant; memories that stabbed like a knife.
So with Madeline he danced the far from
romantic cake-walk. She, sporting a gay
checked skirt, Eton jacket, and a funny
feather boa; he, with derby hat and brandish-
ng a cane.

It was with Madeline that he returned to
America. They danced at Martins. It is
not surprising that romantic Maurice was
stricken with energetic ambition upon arriv-
ing in his native city, New York. He was to
make his début on Broadway, that critical
street of streets, so above anything else in
this world he longed to achieve a triumph.
He knew his waltz would not accomplish
this feat. He could not do it with the correct
spirit, not when he thought of Leona’s eyes.
So he worked and toiled until he developed
and perfected an Apache dance. Came two

nights before the opening at Martin’s, and
the management forbade Maurice to do
the Apache number. They said it was
in bad taste, and that American
audiences would not care for that
sort of thing in cafés; nor even for
that matter on stages of reliable

(Continued on page 60)

(A¢ Jleft) Maurice and Leonora
Hughes, who was one of the most
beautiful partners he ever had

(Below) Florence Waiton, who, after
she left Maurice, became widely
known as a solo dancer

Times
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(BROADWAY'S YOUNGEST INGENUE

Barbara Newberry Has Direct Claim on This Title —

k 1 HE first
time I
eversaw
Barbara
New-

berry was eleven

years ago. She then
admitted to the age
of seven years. Total,
eighteen. For she is
now indisputably the youngest ingenue
appearing in a legitimate musical show on

Broadway, “Good Boy.™

That first time was the occasion of the
American premiére of Le Cogq d'Or, Rimsky-
Korsakoff's opera that had just the year
before, I believe, created a sensation on'its
European début. I attended this function at
the Metropolitan Opera House, the idea to
tear it down not yet having occurred to Otto
Kahn, and came away convinced that I had
seen something. I had, but I had to wait
until an evening of casual conversation with
Barbara Newberry in her dressing room, in
the year 1928, to discover that 1 had wit-
nessed what amounted to her professional
launching.

Queenie Smith, now a leading ingenue
herself, was premiére danseuse of the Le Cog
d'Or ballet, and somewhere in the supporting
cast, though somewhat set apart by reason
of her meager years, danced a little blond
child.

Lo, these many years later, as Barbara
Newberry and I sat and talked in her dressing
room, right next to which was that of Eddie
Buzzell, playing opposite her in Good Boy,
she mentioned that her earliest studies had
been with Madame Verhoven at the
Metropolitan, now no longer living. It was
this lady and Rosina Galli, now prima
ballerina at the Metropolitan, who staged a
children’s ballet in La Juive, which also and
incidentally contained Caruso.  Barbara
danced in this as a tiny attendant to the
prominent Galli.

“My father’s business,” Barbara went on,
“took us then to Chicago, where 1 studied
with Pavley and Oukrainsky, and later
Merriel Abbott. Really, she gave me won-
derful training. Ivan Novikoff, Pavlowa’s
partner, came and taught there for a while
when Pavlowa’s company was in Chicago.
We got everything there, so that when I
went to work in the Balaban and Katz
theatres, 1 was ready.

“One week I'd be doing Gypsy dances,
the next Chinese, the next Oriental, and so
on. Three shows a day for a year. And I'm
so glad it's behind me.”

“But look at the start you've got on other
girls your own age,” I suggested.

LV
Mirchel
Barbara Newberry

How Did She Rise So Rapidly?

By PAUL R. MILTON

*“Yes, but now I have to work on my voice.
Dancing was hard enough, and I certainly
don’t know all of that, but the voice. . . .”
She sighed.

When she was fifteen she came back to
New York, was here three days, had an
audition with Flo Ziegfeld, signed her con-
tract, rehearsed ten days with the summer
edition of that current Follies, and opened.
For three shows Mr. Ziegfeld kept her busy,
and when he promised her her first speaking
part, he gave it to her, as per the promise.
Barbara is naturally grateful.

Those three shows were that Follies, No
Foolin’, and Betsy.

“From there on,” said
Barbara “you know the
story.”

I do.

One night [ was
wandering around the
theatrical district, and
as I wandered, I re-
called that a certain
friend of mine was stage
manager for a musical
show then just in the r
early stages of its re- ]
hearsals. They were, I
happened to know.
working at a theatre in
West Forty-fifth Street.
I strolled over, walked
in and found my paland
friend rushing wild-eyed

e e ——

about, while nobody
seemed to feel wvery
genial.

He greeted me only
casually, and said at
once: “Go out and buy
me a ham sandwich and
some coffee—with
sugar, " he flung over his
shoulder.

1 stood still and re-
sented this. I was not
one to go rushing out to
buy stage managers ham
sandwiches and coffee.
Did I care if he had not
eaten since twelve noon?
And it was then about
nine-thirty at night. He
rushed back, and said:
“Look. Get me the
sandwich and bring an-
other for He called
to a girl standing near-
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by: “Barbara, will you have a sandwich?”

She smiled and said: “Yes, please, with
mustard.”

1 stood there and decided I didn't like her.
But at length I went and brought back the
sandwiches, and was introduced to the blond
girl who wanted mustard. Her name, I
gathered, was Barbara Newberry. I had
heard of her, had seen her in her previous
shows, and then thought her very pretty and
charming—despite the fact that she wanted
mustard.

Over the sandwiches we exchanged a
casual word or two. She left to run through
a number with the chorus, or a song with one
of the men.

(Continued on page 51)

Bar_bam Newbherry's last appearance was in Good Boy, in
which she had the leading feminine assignment opposite
Eddie Buzzell
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CDEFINITION
of
(PERSONALITY
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“Be Yourself!” Is
the Admonition to
Beginners from One
of Broadway’s Most
Successful Stars

By
MARILYN MILLER

prmstr——— |

Nickalas M Huray

O many people have the con
fused idea that personality is
merely pep on the stage. Asa
matter of fact, personality is
quite different from pep. Of

course a vigorous personality may include
pep in its makeup. Yet strange to say,
personality on the stage is not one of those
qualities which is achieved by intentional
peppiness or manufactured vitality. Un-
fortunately for the teeth-gritters, the old
adage of where there's a will there's a way
doesn't hold good.

Among my friends I am very sensitive
to the magnetic pull of personalities. Yet
it is not an easy thing to define. Per
sonalities among people I meet stir up in me
either quick love or quick hate. I believe
in both love and hate at first sight. Like
almost everyone else, I am drawn by plea-
sant, humorous personalities and repelled by
severe, ruthless ones.

It’s the same with the audience in the
theatre. Yet the hypnotic link between
a dancer and her audience is elusive, tricky.
There are lots of good dancers who don’t
click because they never register one way or
another; pleasantly or unpleasantly. They
might as well dance with their heads cut off.

I think most of us have seen dancers like
this on the stage. In a musical show one

Talbot

(Above) This camera portrait of Marilyn Miller
well illusirates the point she brings out in her
article: that artificial pep is not true personality

(At left) Marilyn Miller in her costume and dance
she does in Rosalie, now playing the larger cities
outside New York

(At right) Asshe appeared in her very early dancing
days in her mother’s vaudeviile act

year, I remember a young lad, a soft-shoe
dancer, who was an expert. Mechanically
he was as fine as any I have ever seen; he
was a good-looking chap and he included in
his solo dance some marvelously nimble
stunts. But when his dance was ended, there
was no hearty burst of applause, none of the
hand-clapping his work deserved. The
audience took the dance for granted, very
much as if they had been looking on at a
mechanical puppet operated by some delicate
machinery from the wings of the theatre.
Not for one moment had they been included
emotionally in the boy’s dance. And why?
Because the chap was in the headless classi-
fication.

The admonition of every stage director:—
“Smile, girls!™—is all very well meant;
but smiles too can be mechanical and are no
solution for the projection of personality-
magic.

I recall watching a youngster rehearsing
in a revue who had been selected from the
chorus to do a specialty. Like all the other
girls she had been told to “smile.” But
the new steps took all her attention and she
could not remember to smile. Still, she
was determined to get a grin on her face
and each time she kicked her right leg, she
managed to stretch out her lips into a
mechanical smile. With practice it became
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automatic and her smile came on and off as
regularly as her right leg kicked up into the
air. The result was less successful than no
smile at all.

Now my personality maxim is “Be
Yourself!™ Certainly in everyday life there
is no better receipt for personality. We
like those people who are truly themselves,
those who are unaffected and sincere, who
are natural and gay and real and alive and
not restrained or self-conscious or held
down by any limiting inhibitions.

But on the stage it is not quite sufficient
to be yourself when you are impersonating
other ‘characters. To “be yourself™ is,
of course, essential. -Be yourself, yes. Then,
Be your emotion. Use your heart and not
your head. Let it speak to your audience.

Apparently this is a lot easier said than
done. But I will try to describe it in my
own work. I am always happy when I am
dancing. Happiest, in fact, then, than at
any other time. I enjoy it. I revel in
it. Utterly and completely! I don’t have
to think about smiling. The smile is
there of its own accord; not simply on
my lips but in my eyes, my hands, my
heart!—in every gesture, in my legs; even
in my toes! I always feel that my
whole self is smiling; that I am one with

(Continued on page 53)
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(Below) Ruth Sato, in the chorus of

Hold Everything, because she is the

only Japanese girl appearing in a
Broadway chorus

DeBarron

James Hargis Connelly
Paraha

(Above left) Carlos and
Valeria, dancing team in
the Greenwich Village
Follies on tour. because
they perform their dif-
ficult adagio feats with
certainty and grace

(Above right) Betty Arthur
because, though she is
only seventeen years old,
her dancing in several
motion pictures and pic-
ture house presentations
in Los Angeles has won
her a strong reputation
there

Richard Burke

Charles Gerard Snyder i
Paul Stone Kaymor

Jane Thurston, because her recent pro-
fessional début as a dancer in Boston
on the occasion of a performance by her
father, Howard Thurston, the inter-
nationally known magician, was ex-
tremely successful Catherine Gray because when she suf-
fered from severe trouble in her feet and
hack as a child, she cured it bv dancing.
She has recently been highly praised for
her work in fegitimate shows, vaudeville
and night clubs

(At right) The McGushion sisters, be-
cause their team dancing in Luckee
Girl won them an amount of attention
unusual for people new to Broadway

32
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Sammy Lee, Dance Director of Many Hits, Explains

3,--Kick

His Methods of Increasing the Effectiveness
of Ensemble Work

By BERNARD SOBEL

©Ghe Dance cMapazine

E speak here

of Sammy

Lee, a leader

of the out-

standing
group of dance directors.
Though still in his early
thirties, he probably
knows more about the
dancing abilities of the
modern chorus girl than
anyone else in the world.
He has taught enough
girls to dance to make a
complete city, a city
with a population of at
least twenty-five thou-
sand inhabitants, He has

Paul Barron

(Above) Sammy Lee,
dance director, who re-
cently turned producer
himself. His initial
effort, which opened a
few months ago in New
York, was Cross My
Heart

(At left) A photograph

of Sammy Lee, working

on routines with a
group of girls

made girls step, kick and
strut from New York to
San Francisco, from London to Paris—and
all the way back again.

So no matter where you live, you have
seen his work, in one show or another:
The Gingham Girl, Follies, Show Boat,
Vanities, Music Box Revue, Sweet Little
Devil, The Cocoanuts, Lady Be Good, Tip
Toes, Queen High, Oh, Kay, Captain [Jinks,
No, No, Nanette, The Ramblers, Talk
About Girls, Yes, Yes, Yvette, Betsy, Rio
Rita, Tell Me More, and Skyscrapers, the
high point of accomplishment, at the Metro-
politan Grand Opera House.

Before Sammy started teaching others to
dance, he had to teach himself, of course.
At the age of four, he first discovered how
interesting moving feet could be, particularly
his own. For at that early age, he was
furnishing street pavement entertainment on
the East Side to the accompaniment of
whistling, singing and handclapping furnished
by a group of urchin comrades who were
commercializing on his ability. The mis-
cellaneous audience which collected pleased
him greatly, for the spotlight spirit had
already invaded him. His brother was a
member of the popular vaudeville team of
Hoey and Lee. His friends were Eddie
Cantor and George Jessel. Like them he
was prematurely troubled about the future
and determined to get on.

“At the age of seven I was spending my
evenings hanging around Miner’s London
Theatre on the Bowery, learning to dance by
observation; and at thirteen I was trying to
support my mother and taking part in
amateur shows at the same time. This
double ocecupation, however, soon became so
involved that I had to develop a system of
systematic lying.

Harold Stein

“I knew I had to bring my motner about
five dollars every week, and that if I col-
lected that amount, I could do what I pleased
~—dance anywhere—for a while at least.
So instead of taking one job, I took five or
six—all at the same time. Early in the
morning, I would kiss my mother good-bye
and start off for what was presumably my
regular job. Actually, though, I would
betake myself to some far-off part of the
city and apply for a brand new job from any
firm which had a vacancy. Being small and
neat, I gave the impression of capability and
honesty, and as there must have been a
bountiful need of errand and office boys in
those days, I usually got a job as soon as I
asked for one. But—and this is the im-
portant fact—I never kept it. No indeed.
The very first day I took a job, I would say
to my boss:

" "Please may I go out to get a bite of
breakfast? I haven't had anything to eat
yet today.’

" *Certainly,” he would say trustfully,
and lend me a quarter for the food. Then
I would thank him, pocket the money and
walk out. And once out, I never would
return. Instead, I would go over to some
other district, get another job, remain long
enough to borrow more money and then
skip for good.

“In this manner, I used to collect enough
money to make my mother think that I had
regular employment while I was really
spending my time dancing around and trying
to break into show business. My life was
exciting enough. | had to avoid entire
districts for fear of meeting a former boss;
fabricate stories of my business progress to
my family; and coax cheap theatrical managers
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to give me a job. That wasn't an easy life.

“Finally through the blessed institution
of amateur nights, I got a toe-hold in the
theatre. Another boy and I-——Henry Lewis,
well known later as "Squigilum™—went to
Miner’s Theatre one night, and finally
arranged an act of our own. He would
sing a ballad and I would work out intricate
steps that seemed to fit the tune. The
first time we went on we won the prize
and the second time also. Then we seemed
to get the prize so often—it was usually a
gold-plated watch or a five dollar gold piece
—that they wouldn’t let us go on any more.

“Driven out of amateur performances, I
tried to get an engagement at Miner’s
Bohemian, but they couldn’t see me. So I
went back again to jobs. I worked for
Marks Arnheim, the tailor, on Broadway.
Oﬂe Df h].S s&l[esmen, 4 man nlln‘lcd Jiickson,
was a great follower of the theatre, and when
he heard that my brother was a member of
the team of Hoey and Lee, he began to take
an interest in me. He learned somewhere
that Gus Edwards—rich source of modern
muscial comedy talent from that day to
this—needed boys for a production, and
suggested that I ask him for a job. I did
so, and after much worry and plotting, I
got a regular job with a definite small sal-
ary and booking.”

Once started, young Lee began the cus-
tomary actor’s fight of ability against chance
and mischance. For a while he played with
Gus Edward’s Postal Telegraph Boys, with
Groucho Marx and Carter De Haven. Boy
though he was, he felt he was “buried there,”
and finally started out on his own. After
many vicissitudes, he eventually joined an

(Continued on page 62)
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EVIEWERS who frequent the

{ straight vaudeville and presenta-

tion houses would do well to

drop in now and then at those

restaurants which stage smart

dinner and supper shows. The field is a

proving ground for talent, the best of which

is certain to land sooner or later in the music

halls. One also sees some sterling acts from

variety, engaged to tone up the bill. The

restaurants are exhibiting lots of speed these

days, and their showmanship will soon equal
that of the better class of night clubs.

I have been following my own advice dur-
ing the past month, and by way of illustra-
tion the doings at Will Oakland’s Terrace
merit a few words. The reason for my
dining at the Terrace was the team of De
Villa and Ruarke. The man is a Porto Rican,
while Miss Ruarke is from Virginia. They
specialize in Spanish dancing. I greatly en-
joyed their gaucho tangos and their apache
number done in the Spanish manner. Miss
Ruarke has the temperamental warmth which
few American girls are able to bring to this
Latin stuff. De Villa was her teacher and is
the only partner she has had. He is a fine
artist.

Philip de Waskin

Nisa Loruld, an American dancer, who has spent the past
year in the Orient studying the authentic dances of the dif-

ferent localities
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e CDANCERS

A Department Conducted by

MICHAEL EVANS

Apart from the team, the program con-
sisted of a peppy revue based on the idea of
bringing minstrelsy up to date. I noted a
girl named Fuzzy Gray, who has the makings
of a grand little dancer and whose curious
mop of curly hair is a decided asset. Olive
McLay and Mildred Lorraine registered with
a military buck number.

Recent bills at the Palace have been
peculiar on account of their disappointments
to dance lovers. Vannessi, Trini and Bill
Robinson were all advertised, but tamer acts
replaced them at the last moment. There have
been some nifty Tiller girls and Albertina
Rasch girls, however. Also, the De Marcos,
recklessly billed as “America’s supreme
dancers.” Antonio and Nina de Marco are
pleasing, but I'd hardly call them supreme.
They work according to the most genteel
ball room traditions,
which is a manner that
falls short of wowing this
critic.

At the risk of causing
hard feelings, I'm going
to state bluntly that
Roxy's latest presenta
tions have outdistanced
those of his big time
rivals by a good lap or
two. His conceptions
have been more beauti-
ful, the dancing superior,
and the dignity of panto-
mime has been main-
tained as it should be in
that type of theatre.
Roxy will have none of
the boring master of cere-
monies innovation, to
which the Paramount and
the Capitol are now hope-
lessly committed. He
keeps asinine slapstick at
arm’s length. More
power to him.

I recall two striking
novelties seen at the
Roxy. One was Ran-
dolph's Royal Hawaiians,
in an episode which fea-
tures a group of male
ukulele players and sing-
ers and a pair of hula
dancers named Carrie
Correau and Charlotte
Scott. The girls are na-
tives who won the an-
nual Hula Day contest at
Waikiki last year. The
dance they present is the
genuine article, though
in deference to the cen
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sors they are rather restrained as to their
work with the hips and tummy.

The other novelty was performed by the
thirty-two Roxyettes. They danced while
sitting on a bench. Impossible as that may
appear to readers who have not seen it, I
swear that the girlies danced. They went
through a precision routine with their arms,
which parodied leg motions in a highly in-
genious fashion. Then—still seated—they
worked with their right legs only, swung
around so that they straddled the bench and
did high kicks with their left legs. These
and other evolutions earned quite a hand
from the audience. It may not have been art,
but it was easy to watch.

About the best new presentation at the
Paramount has been Bars and Stripes, de-
vised and staged by C. A, Niggemeyer. The
setting was a jail, and the comely Gould
girls were revealed by the curtain in the
guise of convicts behind the bars. They
emerged from their three tiers of cells, each
carrying a ball and chain which did not
cramp their dancing style at all. Blue Grass,
John Murray Anderson’s last show at the
Paramount, was not so good. Joyce Coles
was warmly received at the Capitol when
she returned to that theatre in In the Clouds.

Vaudeville dancers are writing to the
Dep;1rt1ncnt now from all over the world.
I've recently published gossip from Australia
and South America. This month, I have two
letters from the Orient. The first is from
Nisa Loruld, a mighty presentable young
person, as you can judge by the picture on
this very page. She was in Rangoon,
Burma, when she wrote:

“I'm many, many thousands of miles away
from America, but still manage once in a
while to get hold of a copy of Tre Dance
Magazine. By good luck, I found the
August issue in one of the bookstores here,
so I have spent all day reading it. I have
enjoyed your department immensely, because
it was through vaudeville that I broke into
show business.

“My first appearance was in a small
Spanish act with Pedro Rubin. It played
"most every house from Chicago to the West
Coast, where I left it. I then did some
picture work and danced in prologs. Now I
have spent more than a year in the Orient,
studying the native dances of Japan, Siam,
Burma and India. Of course, I have pro-
cured authentic costumes from each country.”

The scope of Miss Loruld’s art seems to be
very wide. In addition to the Oriental, she
does the Portuguese fado, the Mexican
jarabe tapatio and the Hawaiian hula.
Clippings she enclosed prove that she knows
how to bring down the house.

Writing from Shanghai, China, the team of
Everts and Lowry has this to say:

(Continued on page 57)
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Austin

(Above) Charlotte Scott and
Carrie Correau, real Hawaiian
dancers, with Randolph's Royal
Hawaiians, who appeared re-
cently at the Roxy, New York

(Below) Vahdah Kubert has

attracted favorable comment

by her dancing in pageants in
Monterey, California

©he Dance cMapazine
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(Above) The Carltons are a

versatile tearmn dancing nightly

in the grill of the Park Central
Hotel, New York

Bruno

(At left) Everts and Lowry are
a pair of American dancers now
in Shanghai, but they are
heading soon for the bright
lighis of Broadway

Nasib

De Villa and Ruarke attracted the good notice of this department by their work

at Will Oakland's Terrace in New York
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Camera study by
G. Matilard Kesslere

S last season waxed and waned
this department took occasion to
deplore the fact that so many
dance recitalists were careless in
the little matter of programming

their musical accompaniment. So inevitably
wedded are the twin arts of music and dance
that it would seem desirable from the stand-
point of the audience to have a clear knowl
edge of the music being used on any dance
program. Perhaps we are optimistic but we
would wager a Chopin Prelude or a Scriabin
Etude that a goodly number of the attendants
in the dance recital hall are sufficiently inter-
ested in music to appreciate accurate program
titles to the material being used whenever
possible. This means a distinction between
the title of a musical piece and the title of the
dance creation devised to it by the dancer.
In at least several of the early New York
recitals this season we detect at least an im-
provement in the crediting of composers for
music used. But on behalf of music lovers
who are also followers of the dance we sug-
gest that each number on a program show
distinctly: (a) the title of the dance if it has
one, (b) the title of the music employed, in-
cluding opus number to avoid confusion,
() the composer’s name (in full where there
are more than one composer of the same
name) and (d) the dancer’s name of course.
If the truth were known we suspect that
some of our dance nobility are a bit loath to
impart detailed information regarding the
music they use, lest other artists sieze upon
such music for their own programs. Surely
that is the only deduction from this tendency
toward sloppiness. Maybe the dance vir-
tuoso is justified, for the selection of music
involves care and good taste, and a good
piece of music may soon become worthless
through the curse of too great popularity.
On the other hand it would certainly seem
that musical literature is vast enough to
provide new material even if the old becomes
too widely used; and at least the artists
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would have the grati-
fication of having
“started something,”
At any rate, one
would think that a
good dancer would
get tired of a piece cf
music long before it
became common-
place.

All this is brought
on, you see, by the
pain of finding the
august names of
Mendelssohn, Grieg, Tschaikowsky, Borodin
and Rameau on several recital programs
without the titles of their compositions.
Even so conspicuous an artiste as our own
Doris Niles programs something called
Dancing Waves by Grieg. Now it happens
that Grieg never wrote anything of that title,
and this member of the audience would have
liked to know just what Grieg music Miss
Niles was dancing to. Charles Weidman in
his recital with Doris Humphrey did a
Scherzo by Borodin. Inasmuch as there are a
number of Borodin Scherzos, information as
to opus number would have been interesting.
On the other hand we congratulate Miss
Humphrey and Mr. Weidman on the ac-
curate programming of Etude Opus 8 No. 12
by Scriabin. Michio Ito, on the program
with Hasoutra, did a Japanese Sword Dance
to unknown music of Tschaikowsky; and
again an Arabian Dance to something by
Scriabin: We confess that our musical
memory is insufficient to report just what
Tschaikowsky and Scriabin music he used,
for there was no divining the answer from
the program.

Another common fault is the omission of
first names or initials from the composer’s
name when confusion may result with others
of the same name. There was a whole large
family of Bachs, you remember, and con-
fusion frequently arises between Richard and
Johann Strauss.

Ravel’s “Mother Goose Suit”

ORIS HUMPHREY selected two num-

bers of the above suite for her first
program—T he Pavanne of the Sleeping Beauty,
and The Fairy Garden. Maurice Ravel is one
of the most sophisticated of modern French
composers. His music is highly impression-
istic in melody and harmony, and difficult
technically. Yet for those who appreciate the
subtleties of ultra-modern classical music, it
contains much of interest; and the name of
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By RAY PERKINS

Ravel is frequently found on advanced dance
programs. This particular suite is in five
parts as follows: No. 1, Pavanne of the Sleep-
ing Beauty; No. 2, Tom Thumb Pavanne;
No. 3, The Ugly Little Empress of the Pagodas;
No. 4, The Tale of Beauty and the Beast; and
l\_To_ 5, The Fairy Garden. The foregoing
tlt}es are translated from the French; and the
suite is published separately or as a collection
by Durand & Fils, Paris.

That Seriabin Etude

OMEWHERE above we referred to the

Etude Opus 8 No. 12 by Alexander
Scriabin to which Doris Humphrey and
Chzlr]es Weidman danced. Here again, as
\atn':h Ravel, we are in the realm of very
difficult and very modern piano music. This
etude is in the key of C-sharp major, and in
common time with twelve eighth notes to
the bar. The publisher is M. P. Belaieff cf
Liepzig.

A Beautiful Waltz

ISS NILES glorified the composition

Southern Roses by Johann Strauss, who
you remember wrote the Blue Danube and
countless similar Viennese waltzes. The
pumber is characterized by a series of smooth
ingratiating melodies, of simple and appealing
charm. The publisher (in this country) is
Carl Fisher Inc., N. Y. C.

Early 18th Century

GHZE first number Doris Humphrey did
was a Sarabande composed by Jean
Phillipe Rameau (1683-1764) and arranged by
Leopold Gowdowsky. This is one of a series
of eleven of such arrangements of Rameau’s
works by Gowdowsky, published in folio
form by the house of Schlesinger, Berlin.
Carl Fisher is the American agent. Two
Sarabandes are included, but this one was
that in E-Major, the first in the collection.

A Spanish Waltz

O a recent correspondent seeking a

Spanish waltz we have recommended
Chicana by Alice G. Demorest, published by
G. Schirmer Inc. It is a melodic type cof
number not over difficult and can be had for
either piano or orchestra.

Tango

E had occasion to advise a reader a few

weeks ago that the famous old tango

called Y Coma La Va? was written by
(Continued on page 63)
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A Leadin Dancer and Teacher Expresses the Views
and Vitality of Europe’s Newest Republic —The
Duty of the Modern Woman in the Rhythmic Art

By MARY WIGMAN

HEY all want to dance, the girls
of the present day. They come
crowding analyzation, very rare-
ly knowing why. The prospect
of the profession for securing

one’s existence is hardly ever decisive.
More often it is only a searching, groping
longing towards that art bearing the name
dance that seems to fulfill something dreamed-
of, indefinite. To the question: “Do you
consider yourself talented?” an uncertain
reply follows; while the eyes express the
wish: “I should like to be.”

Many call it “fashion,” believing that
they can thus dismiss the impulse for move-
ment of a whole generation—the coming
one, mamely. Certainly there are many
among them who think of dancing and
gymnastics merely as a fashionable phase.
But that does not alter the foundations.
They are deeper, more serious. It is
indeed ridiculous and even a trifle painful
when mundane journals suddenly publish
pictures of girls and women in tricot;
propagate physical culture and hygienic
gymnastics, at the same time advertising
seductively dressed — or better, undressed
piquant variety theatre and revue dancers.
The lady has taken to gymnastics lately
in order to remain or to become slender,
and expects a better and more adjusted
physical well-being from the little menu of
daily exercises. Why should she not have
her whims? With the true problem of

Ch. Rudolph, Dresden

dancing, which is the movement of longing
the will to action, the wish for an affirmation
of life, it has nothing in common except a
resemblance of the outward appearance.

[ believe that a strong, healthy delight
in pure movement is alive in these young
women of to-day. I
also believe that there
is a great and proper
egotism in all young wo-
manhood, of first seek-
ing oneself, before ap-
proaching the world and
surroundings, seeking
oneself, feeling oneself,
realizing oneself.

Dancing is an expres-
sion of higher wvitality,
confession of the pres-
ent, experience of being,
without any intellectual
deviations. Unhindered
by the past, as yet with-
out knowledge of the
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i Dresden

(Above) Mary Wig-
man in Dream Vis-
ion, one of her own
dance creations.
Mary Wigman 1s
credited with the
initiation and de-
velopment of the
new fype of German
dancing

(At left) Mary Wig-
man as she appears
today

Ch. Rudolph, Dresden

future, this young gen- F
eration of women lives
exclusively in the present and professes
thereto in the dance.

There are those illusive talents between
the ages of thirteen and eighteen—talents
of puberty one might call them—that
promise so much and keep nothing, because
fancy and qualifications for dancing dis
appear with the arising of sex consciousness.

There are those unhappy women who
passed by their own lives without knowing

A scene from The Festival, a dance ensemble staged by Mary Wigman. The lines and movement are
typical of the new German school of dance thought
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it and now in dancing seek to regain a bit
of omitted vitality.

There are, if only in a small percentage,
the frivolous ones who choose dancing as a
pretext to cover the futility of their existence.

There are, on the other hand, those for
whom the dance is a means for discharging
their young impetuous powers, tempera
mental intoxication without obligation.

There are the psychopathological ones,
who after innumerable failures in socializing
experiments, now expect once more, to
find redemption from their tormenting
solitude in dancing.

There are the women in other professions,
who realize and love the dance as com-
pensation, as elevation, as delivery from
everyday life.

And amid all this searching and groping,
in this kaleidoscope of confused desires, the
really gifted ones awake and live, those
whose true vocation is the dance, the
dancers by birth and blood. One discovers
them among the others, sometimes in an
instant, when in a flash a connecting spark
lights up, the body becomes an instrument,
the movement of the limbs its language
and its handwriting transferred into space.

For those persons dancing is no problem,
no mental-physical remedy, but a matter of
Nature's intention. They need no erdless
discussions about the connections between

(Continued on page 56)
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EVENTS

Sorchi Sumami

Doris Niles, with Cornelia Niles and Ensemble. Orchesira
conducted by Vladimir Brenmer. Rondalla Usandizaga (Sexter of
Spanish guitarists). Carnegie Hall, Neew York.

PROGRAM

OREVINEE < o s s s s v s g wmmray & 4 08w e Maduro-Rossini

Divertissement de L'Opera

a. Bourrée (Ballet) .. .. .- ....Rack

b, Gamotte (Doris Niles) .. . v Back

c. Pas de Dewx (Ruth n and Nina
Polsley) . .Godard

d. Finale (Doris Niles and Ballet). Debussy
Mme. Pompadour (Cornelia Niles). . ooooooioiinoans
Mozurka (Trio) . coosisin-essommsnetsosnarasnns V=
Du Barry (Dorss Niles) .. ciiiiineiiiiiiiianaeaniey
Flowers of Vienna (Ballet) . . .. ccvovvnennee. S
Southern Roses (Doris Niler) . .. oooianues
I'n the Caucass (Daris Niles and Baller) .
Dancing Waves (Cornelia Niles)
The Winds (Ballet) . . ..
Marigold s (Daris Niles)
In a Boat (Trio).....
Sireet Dancers of India (Ballet) oS
Rusrian Gypry (Daris Niles) Two Guitars,

Ocki. Chomia
P U Py Horlick, Folk Music
Espana Gani (Doris Niles) .. coonnernivecinnaises Margquina
Morena Seoillana (Dorts Niles)o.oovverinins .Charles Maduro
Jota (Ballel) .o cnvnsrronssorsonssn ncsdonerass .. Valverde
Tango Giralda (Gornelia Niles). . ooon g ;5—; na

Falencia (Doris Niles) . ....
Sardanar (Ballet) . covvinioins
Memaries of the Arena (Doris Niles
Rondalla Usandizaga

Patio Andaluz

a. Cordobesitas (Doris Niles and Ballet) . . .. Albeniz
b. Famdanguilla (Doris Niles) oo n-n . . Guerrero
¢ ‘Natives }f Farron (Baillet) .. .+ <= avsss  F. Gatiros
d. Gitana Andalucia, Farruca (Cornelia Niles) . .S

. Bolero (Ballet) . .. cvcvmvpyonnnpessrvnines !
§. Seosllana (Doris and Cornelia Niles) . . .. Folk Music
2. La Flamenca (Doris Niles) e o ovnzroeeess .De Falla

GHE triumphant arrival of Doris Niles
and her company definitely established
the advent of the new season. Filled to
capacity, the Gallo Theatre did its utmost to
receive within its walls a group of the most

Wide World

(ABove) Angna Enters, after a successful
sojourn in Europe. returned to a big
welcome here

(At lefi) Dhimah, (in her Madonna dance)
had her first dance event early in the
season

(At right) Grace Cornell, who built

her reputation in Europe, opened

her season in this country with a
series of three performances

fashionable and distinguished pa-
trons of the art of dancing, which
gave a rapturous reception to this
oifted artist and her company.
She gave a typically cleancut
Doris Niles concert, popular and
direct—a “dancing show™ I might
say. An evening that was purely traditional
and selective of the best dancing. The Niles
sisters are fundamentalists, which is the
cecret of their success. They are not only
gifted with the essential talent that makes
one a good dancer, but they are thorough in
whatever they set out to do. Their selection
of music, their costumes, their inventiveness
of individual and ballet numbers are ample
proof of their good taste. Their source of
inspiration and information is always the
nucleus of their work. I may speak about
them with authority as students of the type
of work they do. Their classic ballet training
was carefully polished by the master of the
original Ballet Russe, Mr. Fokine. They
absorbed the facility they express in their
Oriental and interpretive dances from our
own Roshanara, and by personal observation
among the North African natives.

A litany could be written how they were
converted from Californians into Spanish
Americans. The close friendship of Raquel
Meller, the alluring consequences of the
Spanish music that was in perfect assonance
with their temperament, their annual travels
in Spain—most probably had a lot to do for
their particular love for Spanish dances. The
two Oteros of Seville, traditionally famous
among Spanish professionals, were their
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A Large Number of Initial
Appearances for the New
Season Makes It Seem
Probable That a Ban-

ner Year Will Result

e

Maurice Goldberg

tutors in this particular branch of the art.

This concert was the natural derivative, a
splendid performance, which crystalized the
combined spirit of Doris and Cornelia Niles
and their eight young devotees. Doris Niles’
high spirit, genuine enthusiasm, reflected the
exalted joy of hers which became infectious
to her company, as well as to her audience.

The program was in three parts; generous,
almost too generous in numbers. The first
consisted of Classic Ballet with numbers by
Bach, Glazounoff, Balogh, Sopena, Strauss.
The alluring inspiration of Degas came to life
as the first curtain rose to reveal the eight
ballerina aspirants. Their costumes, the
velvet ribbons on their hair and wrists, even
the touch of nervousness, was in order.
Doris’ Gavotte was pleasing, Cornelia’s Mme.
Pampadour, music by Delibes, was exquisitely
done with luring flirtation that never fails.
Ruth and Nina received a generous hand for
their Pas de Deux, music by Goddard. Doris’
Du Barry, music by Balough and the always
beloved Southern Roses, music by Strauss,
established a sympathetic relationship on
both sides of the footlights.

Among the next seven numbers of Diver-
tissements, Cornelia’s Dancing Waves, music
by Grieg, was an interesting conception
which could have been cut. The Winds,
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with music by Mendelssohn, all four of them
blown in pairs, were the good-natured ones.

Doris’ Russian Gypsy proved conclusively
that dancing is only part of her accomplish-
ments. She can infuse her dance with intense
drama and force. The Spanish suite was her
home-coming. I place her in the front rank of
the younger American dancers. She not only
looks Spanish, but she feels it from her
mantills down to her heels, and has a native
argot about her.

Her Espana Cani, by Marquina, and
Morena Sevillana, by Charles Maduro, a
modest but talented one of the younger
Spanish composers.

Jota, with music by Valverde, was danced
effectively.

Cornelia followed with Tango Giralda to
Sopena’s music, a smooth graceful tango
danced with elegance and precision.

Doris scored a well-deserved hand as an
able pantomimist in Memories of the Arena
with music by de Falla.

Patio Andalis, a series of original folk
dances with the ballet, Cornelia and Doris
completing this night entertaining with a
fiery finish, in La Flamenca, with music by
de Falla.

Vladimir Brenner competently directed
the orchestra, an important feature of the
Niles organization.

Miss Niles had with her also Rondalla
Usandizaga, a sextette of Spanish guitarists,
for reasons of her own incomprehensible to
me.

Nickoras MURAY
Husoutra, assisted by Michio [ta,

Oriental musicians, and the Jusin Flie Trio.
Theatre, New York,

Lota and Sarat Lahiri,
John Golden

Sodcki Swencmi

(Above) Charles Weidman and two of the

Humphrey-Weidman concert group in

The Minstrels, as done at their rnitial
event on their awn

PROGRAM

d M eiening,;
: Kalingra

Hindu Suite: Gaura Raga
K i I
x'.-.r:. "and Sarat

mara Raga, played for m
played for morning.

. . Kitimuche
P R R T S (T

dian Melody

Mickio Tt
..}mrﬂd:r

ie Melo ot

SRR M
Toaea R W Sa .ﬂ:r!u
¢ Trio, composer at ithe

Arabiian J'-’uurr ( ﬂ-‘

The Golden Idol (Ha !’of.,\rac

ASOUTRA, although born in Shang-
hai, is most certainly no Oriental. The
moment she came upon the stage for her
Sari Dance, it was evident that somewhere
in her background lurks the English parson-
age or perhaps the manor house. Her
costumes, although extremely rich and
patently authentic, somehow resolve them-
selves into Occidental garments the moment
she assumes them. This is partially the
effect of face, figure and personality, but it is
also the fault of her artistic incapacity.

We are afraid that Hasoutra substitutes
industry and sincerity for real talent; pains-
taking effort to copy for kindling imagina-
tion. She entirely misses that strange aloof-
ness and impersonal, smou ldering fire which
animates the true Fast; and she is self-
conscious. As for her technique, it is not at
any time a projection of essentials, and yet

superficially she pursues the correct
methods, and makes use of posture
and gesture along traditional lines.
She has no natural grace other than
in the extraordinary plasticity of
hands and arms, but this she cap-
italizes waluably in some of her
numbers, particularly in one or two
of her Japanese sketches and the
dance listed as Arm Shadows to the

(Below) Hasoutra made one recital ap-
pearance before returning to Europe for
the winter season

Maurice Goldbere
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music of Satie.

The much-heralded Golden Idol was chiefly
interesting for the exhibition of gold-leaf and
its attendant dangers. It was in this number
that she has been engaging the breathless
attention of Roxy patrons during recent
weeks at the * Cathedral of the Motion
Picture

There were, however, certain alleviations
of authenticity upon the plo;l.inl There
was Michio Ito in his inimitable Japanese
Sword Dance and a Dance of Arabia, which
won the thunderous applause of the evening,
and there were the instrumental duets and
solos by Lota and Sarat Lahiri, Indian
musicians whose work has been much ap-
preciated here for its simplicity and devotion
to the fundamental qualities of native art.

The other contributor to the program, the
Justin Elie Trio of piano and strings, was
capable enough in performance, but Mr.
Elie’s Eastern compositions were of no very
great interest either as music or as local color.

The audience was large but s»mewhat
discouraged by a long wait incident to con-
fusion in advertising the hour of the curtain.

Mary F. WaTkins

Doris Humphrey with Charles WWeidman and Their Studen
Concert Group. Louis Horst, pianist-conductor. Civic Repertory

Theatre, New York.

PROGRAM
Air for the & String (Group ...Bach
.‘J:rmbd: de (Doris HJIJ.;J rr"' T Ram sodoiley
First Movement of the Concerto in A Minor (Deris Ha £y

. . Grieg

and Ensemb .
B Debussy

le Engl

wetie (Charfes Fed idman).

gisde (Charles Lashy and John Glenn) . ... Dargent
Min .frr (Charles Weidman, ju.l’r' Glenn, Lt.um Le Sie ur)
........... ..........D:Euupy
Papillon (Doris Hum 'H.r i .. Rosenthal
Coiar Harmaony (G haries I eidman and (,ru-a . Faughn

(Continued on page 54)

Nickolas Muray

(Above) Doris Niles in one of the Spanish
numbers which were well received at the
first dance event of her tour
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Produced by Sam H. Harris. Marx
Book by George S. Kaufman ond Marrie

New York, %

Cast: Robert Greig, Margaret Dument, Arthur Lipson
Wood, Marga roing, Bobby Perkins, Bert Mathews,
Watson, Lowis Sorin, Bernice Ackerman, Zeppo Marx, Grou cha
Marx, Chico Marx, Harpo Marx.

HE Marx boys are back with
more new gags than an ordinary
columinist lifts from his con-
freresina year. Animal Crackers
sounds like, and undoubtedly is,

more than fifty percent Marx material. As
far as entertainment goes they are ninety
percent, and that is six-sixty's worth any
eve. With ten laughs a minute out of these
clowns, it looks as if the Forty-Fourth Street
Theatre has a tenant for an indefinite period.

The piece is prettily mounted without
being flashy, with only one costume splurge
coming in the final scene. A Long Island
estate costume party gives the opportunity
for a flock of silks and brocades in the styles
of Louiz No. 14. Otherwise Mabel Johns-
ton’s costumes are cute and colorful without
being extreme. Nevertheless a lot of money
was spent, but results justify it.

The story is sketchy, concerning a young
painter, nicely sung by Milton Watson, a
tenor more or less new to Broadway, trying
to get a break with a millionaire to help him-
self along. Bernice Ackerman, who is a first-
rate ingenue, pretty and all, is the other half
of the love interest. Paintings are stolen,
and then they are found. The book furnishes
little opportunity to the four boys, so they
bring in their own stuff, which is just what
people want. Groucho, Harpo and Chico
bear the brunt of the comedy, as usual, with
Zeppo straight. With them anything and
everything goes, forgetting the book when
necessary, throughout depending chiefly on
their own situations and gags. | A burlesqued
scene between Groucho as the King and his

(Above) Olive McClure won unani-
mous praise by her Shackle Dance 1n
Americana, which lasted only one
week
(At right) Animal Crackers, the Marx
Brothers’ laugh hit, brings Bernice
Ackerman forward again in the
ingenue role

Ghe SHOWS
(REVIEWED

Lavish Productions Predominate

Du Barry, and their song as a foursome about
their being four of the three musketeers, are
the standout laugh bits. But a thousand gags
keep the house roaring continuously, so what
do they need with a plot?

The rest of the cast is capable. Louis
Sorin as a caricatured millionaire who tries to
guard the secret of his Jewish ancestry is
swell. Bert Mathews as a Broadway col-
umnist, the character based on Walter
Winchell. crack columnist of the New York
Graphic, whose scrivenings appear in this
mag likewise, dances ably in several spots, as
indeed he should, said Mr. Winchell once
having hoofed for his bread himself. Bobby
Perkins looks very cute and does very well,
in a dancing and singing way, with the two
numbers entrusted to her. One Alice Wood,
in a smallish part, seems to possess nice
possibilities as a comedienne. And then there
are the four Marxes.

The score contains two strong plug num-
bers in Watching the Clouds Roll By and
Who's Been Listening to My Heart? Kalmar
and Ruby may be proud of these two.
Russell Markert has a sixteen-girl troupe
and staged the dances throughout in snappy
style. The standout trick, however, is a
hand-drill by the entire company to the
“clouds™ number. Clever. Animal Crackers
is in for the season, and should appeal to all
classes, since top-hats and the shelf are
equally pleased by the Marxes’ nonsense.

RockweLL J. GranAaM
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Hello Yourself! Produced by George Choos. Waring's Penn-
sylvanians featured. Book by” Walter de Leom. Lyrics by Leo
Robin. Score by Richard Myers. Staged by Clarke Silvernail.
I.Iinr'.'ri staged by Dave Gould. Costumes by Charles Le Maire.
Sets by P. Dodd Ackerman. Orchestra conducted by Paul Yartin.
Casino Theaire, New York.

Cast: Blaine Cordner, Evelyn Nair, Betty Reddick, Scotty
Bates, Dorotky Lee, Pegey Hoover, William Ruobertson, foseph
Fay, Al Sexton, Lucy Monroe, Edythe Maye, Helen Goodhue,
George Haggerty, Al Nord, Fred IV aring, Ruth Sennott, Walter
Reddick, Jimmy Ray.

HIEFLY known for his vaudeville pro-
ductions, George Choos has turned out
a fairly creditable job in this musical. With-
out any high spots of sensational merir,
Hello Yourself! moves along at entertaining
pace, and comes out pleasing to the eye in
attractive, modest sets and very pretty
costumes by Charles Le Maire.

The college setting meant takinga chance
with being compared to other recent college
theme musicals, but this one doesn’t suffer
overmuch from that. The story is not
athletic, but deals with the prize play contest
in a small town university. The hero stands
to get a break on Broadway if his play wins.
He almost loses when the villain frames him,
accusing him of bribing a judge on an inno-
cent exchange of money. The girl gets the
right dope and saves the situation. That's
about all of the story, which is serviceably
put together, though the dramatic values
might easily have been built up.

The cast is composed of lesser known pec-
ple, with Al Sexton as the juvenile and Ruth
Sennott (in the part only five days at opening
night) as the love interest. The comedy rests
almost entirely on the slight shoulders cf
George Haggerty, who, while a comic with
potentialities, is not strong enough to hold
up the whole works. He clowns amusingly
with Helen Goodhue, a big girl in the role of
a physical culture co-ed. Peggy Hoover does
an excellent little toe routine in the second
act, while Jimmy Ray, the Reddicks and
Dorothy- Lee score in warious eccentric
routines. This Lee girl is cute and took at
once. Small, and working along Zelra
O'Neal lines, crazy elbows and feet, she
scores very well int her I Want the World to
Know number. She ought to get ahead.
Fred Waring, genial leader of his featured
band, turns out a good performer, and does
well with a small part. The band, using
eighteen men, executes group singing through-
out the first act, and scores very heavily with
one comedy number, You've Got a Way with
You, and working into the finale, they do their
musical work. Playing the show numbers, a
thunderous hand results. Warings is one of
the finest show bands today, with real
musical value in the orchestration and Fred’s
conducting.

Richard Myers’ score offers three plug
possibilities in He Man, Say That You Love
Me and You've Got @ Way with You. The
chorus dances are very strong and rate very
high among this season’s crop. Dave Gould
is the boy, this being his first legit effort. He
stages Publix troupes. I understand that he
was assisted by Harry Crosley. Those in
search of hot routines should not miss He
Man, a standout number with real rhythm.
Despite heavy competition from stronger
shows, Hello Yourself! should do well enough

(Continued on page 58) '
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Dance Orchestra
News from Around
the Country

HEN Guy Lombardo
and His Royal Cana-
dians Orchestra re-
turned to the Grana-
da Café in Chicago

last September, radio Chicagoans
breathed a sigh of relief and twisted the dials
to his station. A year ago this outfit opened
at the Granada and was unknown. They
left Chicago last July for a tour, with a fat
lot of offers to choose from. So in a few
months these boys have been acclaimed the
most popular café and air band in Chi.
Opinions differ as to whether or not Coon~
Sanders have them stopped, but the con-
census of views points to this London,
Ontario, aggregation. Arrangements, un-
usual effects, hot licks, sweet stuff, all the
category of the modern dance band is there.

Realizing the importance of their radio
rep, they cater to the mike during broad-
casting periods. The music gets softer and
unique vocalizing is done almost in whispers,
with small megaphones turned upwards.
Numerous other concessions are made to
acquire perfect etherization. The guitar, for
instance, during one number climbed on a
chair to let the mike catch a break of exactly
four notes. The crowd thought he was
clowning and howled for more.

Three brothers are included in the ten-
man personnel. Carmen Lombardo, the
youngest, is building his name in composing.
Last Night I Dreamed You Kissed Me, A Lane
in Spain, Coquette, and Rosette had popular
vogues, and are from the pen of this young
saxophonist. Lebert Lombardo trumpets
warmly. And Guy, of course is leader, with
the fiddle as his instrument.

The band hails from London, Ontario, and
has been in existence for ten years, having
started as a three-piece unit. With one
exception, there has been no personnel
change in more than five years. The Lom-
bardos and the band came to the U. S. in
1923 for a vaude tour and then played three
years at the Claremont and Music Box In
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Guy Lombardo's Royal Canadians, the orchestra which is enjoying such popularity in Chicago

Cleveland. 1927 saw them for ten months at
the Granada, where they built their air fame
through stations WBBM and W]JBT. I've
talked about them here previously and recom-
mend this outfit highly. They disc on Colum-
bia, in case you're interested.

New York

ROBABLY the most important event

here was the returnof Irving Aaronson's
Commanders to the field. He has been away
for awhile and broke back into the Broadway
fold with Irene Bordoni's light comedy with
incidental music, Paris. The band does a
couple of numbers. Real attention focussed
on them at the opening of the Richman Club,
where several of the Scandals names are
appearing. The Commanders are probably a
draw there and should build through the
winter. The Richman is pulling great busi-
ness, and has to to pay off the big nut in-
curred through the galaxy of star performers,
Richman, Frances Williams, et al. This band
ctill rates as one of the versatile class, with
plenty of entertaining stuff. interspersed
among their numbers.

Meanwhile Lopez, Ben Bernie, doubling
from the Roosevelt Hotel to the Colony
Theatre, are going along. Arnold Johnson
is pulling them into the Paramount Grill and
Ben Pollack, in the quieter Park Central, is
giving them nice steady rhythms that the
after-theatre dancers are liking much.

As to the shows, Waring's Pennsylvanians
opened in Hello, Yourself! and scored the hit
of the piece. They appear throughout the
play as college students, true to character,
and stop the show with trick vocalizing.
Just before the finale they do twenty minutes
of real music, and make the show worth its

43

money. The show is doing fairly well, but
should this band land with an established
producer with reputation, there can be little
doubt that it would develop into a name
band attraction to equal George Olsen, for
instance, who has been chiefly identified with
shows for the past few years. Incidentally,
this last named gent is with this bunch in
Whoopee, the new Ziegfeld show that looks
good for a year on the stem.

Chicago

OON-SANDERS are doing nicely at the

Blackhawk Café, where they returned
after a successful summer at The Dells.
Regarded, as before remarked, as Lombardo’s
chief rival for Chicago popularity.

Earl Hoffman is doing his fourth straight
year at the Chez Pierre, which locks like a
record. While Ted Fiorito is in the Marine
Dining Room of the Edgewater Beach Hotel
with a new bunch. He was, you recall, cc-
director of the old Oriole Terrace outfit, ard
he was also the fashioner cf Laugh, Cloun,
Laugh.

Buddy Fisher is in Green Mill Gardens
with a band, having whiled away the last
year or so as m.c. at the Avalon Theatre.
Ray Miller is playing his first permanent
engagement in Chi at College Inn, the
Sherman Hotel, whither he went after a
summer at the Gibson Hotel in Cincinnati.

With a revamped and improved band,
Fred Hamm opened the Southmcor Café,
where he is frequently obliging with that
cld hot favorite, Tiger Rag. He can do things
znd stuff with that ditty that should be the
envy of all other bands. It sounds more like
music than most of the wild arrangements you

(Continued on page 62)
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VACATIONING in VAUDEVILLE

Many Dancers Play the Two-a-Day between Legitimate Engagements—
How Do These Two Important Branches of Show Business Compare ?

4 AUDEVILLE is a complete
change of work from dancing in
musical shows, but I consider it
much harder,” declared Harland
Dixon, as he mopped the sweat

of honest toil, due to an extremely vigorous
act, from his brow. This excellent eccentric
dancer, once of the famous Dixon and Doyle
combination, is just now appearing in Rain-
bow. He continued:

“In the two-or-morea-day your work is
super-concentrated. You need punch from
the moment of entrance to that of exit.
Vaudeville audiences seem more of a problem
to please because there is no plot nor backs
ground to help you,” he explained. *You
simply come on cold and have to create your
own atmosphere, having but a very short
time to do it.  Then, too, the preceding
numbers affect the mood of the audience,
frequently making them so unreceptive to a
dancing act that by the time you've coaxed
them into the proper spirit, your twenty
minutes have fled.”

“Then you prefer the legitimate?” I asked.

“There's much to be said for both,” he
parried. “Vaudeville gives scope to ex-
periment, to feel the audience’s pulse and
change your act accordingly; whereas
in a show you cant improvise new
stunts because you are bound to a
more rigid routine.  This leeway gives
free rein to your originality, often
helping you to evolve excellent new
numbers. Also, no matter how good a
dancer is, in a big production be’s

Pinchot

By MILDRED ASH

but a cog in the wheel: if the show is a
flop he's out of luck; but in vaudeville, if he's
clever, he can get continuous booking.™

With his personality, it is well-nigh
impossible to visualize this chap with the
agile feet and still more agile brain a mere cog
in any wheel, but there is certainly much
logic in his summary of the situation.

"I’M much less frightened when dancing
in vaudeville,” admitted Harriet
Hoctor, in a backstage chat just before a
matinée of The Three Musketeers, in which
she is premitre danseuse. "I think it's
because there everything happens so quickly
that the momentum of the act carries me in a
whirlwind from start to finish. In a big
production there are such long periods be-
tween my numbers that I have to screw up
my courage afresh for each appearance.”
“But,” I remonstrated. ~with your grace

—

Nickolas Muray

(Above) Though chiefly iden-
tified with the {wo-a-day,
Renie Riano has made frequent
excursions into legitimate pro-
ductions over a period of years

(At left) Sammy White and

Eva Puck built strong reputa-

tions in the vaudeville field,

but are now appearing in Show

Boat. They confess to a pref-

erence for musical produc-
tions on Broadway

and skill, surely there's no occasion for stage
fright. You have every reason to feel sure
of yourself.”

“Can anyone ever really feel sure of
herself?”” she mused. ““There are so many
things that can go wrong: even the greatest
singers have unexpectedly gone flat, the
most renowned dancers have sometimes
failed to make the grade at the most critical
moment. I always keep saying to myself:
“You must make good,’ just as if each time
were the first chance on which depended
the ultimate success of my career. What
counts isn’t the first making good, but the
continuing to do so.

In a big production like this, everything
is practically perfect—direction, stage setting,
lights, musical accompaniment—each part of
the machinery fits into its special groove
with a precision which, as time goes on,
grows absolutely monotonous. If you get
what I mean when I say things seem to go
too smoothly, you'll understand how I get a
certain thrill out of the uncertainty of
vaudeville. Different types of audiences in
different towns each week, different house
managers to please, doubt as to the house
electrician’s ability to produce skilfully the

best lighting effects, still graver anxiety
regarding the local orchestra, which can
make or mar your act. All these dif
ficulties to be overcome act as a stimulus
to me. I think I actually enjoy the
trouble, together with the changing
excitement of vaudeville.”

“You find exhilaration in bucking the
tide, meeting new problems weekly,
instead of drifting along through the
lengthy run of a successful production,” I
remarked.

“That's just it,” she agreed. “Though

I'm grateful for the mental ease and the time
for study and self-improvement that a big
show allows; because, with the exception of
two matinée days, I have every afterncon
and all day Sunday to myself, still I really
enjoy myself more when forced to exercise
initiative, to think quickly, and to do
everything in vaudeville tempo. The neces-
sity for speed is so great that you simply
haven't time for petty annoyances and per-
sonal grievances. The hard work com-
pletely takes your mind off any outside
troubles.

"I never could understand why so many
dancers, especially classical ones, assume a
high-hat attitude toward wvaudeville,” she
remarked in conclusion. I feel that I owe,
to my beginnings in vaudeville, invaluable
experience in showmanship. To my mind
all dancers should awvail themselves of this
opportunity. If, instead of scornfully look-
ing down upon vaudeville, dancers in con-
cert work would get some training in
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this medium their recitals would improve in
that respect. They would learn to inject a
swifter into these entertainments,
thus eliminating the long waits between
numbers.”

tempo

“4 YO, I should scarcely consider vaudeville
a vacation,” declared Louise Groody
during the first week of her initiation into
the twoa-day. "“Why, I dance almost as
much in twenty minutes as I do throughout
a whole musical show. Then, my dancing
numbers are well scattered. Besides, in a
regular production, I'm not on the stage all
the time; and when I'm there, I'm often
singing, acting, or merely watching other
stage business. In vaudeville, activity is of
necessity concentrated; so, although
the strain is more intense, I
do not think as much
energy is expended as
when one is forced to
spread

efforts  over
the period of a
whole show., I'm
not nearly as tired
after a day in
vaudeville as after
my usual evening's

performance.” In her
dressing room at the Palace
while leisurely proceeding
with her toilette, she frankly con-
fessed: “The day I opened here I was
petrified with fear at the realization that
there were just twenty minutes to get and
keep my audience—if I didn't win them
instantly, I'd be lost! The applause both
relieved and puzzled me.”

“Why puzzled?” I asked.

“Because I couldn’t help wondering how
much of it was due to present enjoyment
and how much to recognition of my past
successes and the fact that I was heading the
bill.”  Her muffled voice reached me as she
dived into a bouffant frock of pale I"{“k_
tulle. T want to feel that this new field of
work is winning me new friends, building
up a new following for my future productions.
Vaudeville audiences usually stick to vaude-
ville, unless lured to the legitimate theatre
through special interest in some favorite.”

“Do you notice much difference between
the two types of audiences?”

Miss Groody shrewdly commented: “Ap-
pearing alone, you seem to get closer to your
audience than when the mystery of a plot,
the novelty of changing scenes, and the
counter-attractions of other actors divide
attention. Then too, vaudeville audiences
feel more approachable because they come
to be pleased, while those attending high-
priced musical productions frequently assume
a rather defiant, blasé attitude of "Make
good if you can!’ That is one thing I like
about vaudeville, and another is that it
always offers a star an immediate opening
whereas in the legitimate there is often
difficulty in getting a good vehicle. Es-
pecially after having a very popular show,
it is hard to find another that goes over as
big. Thus, through no fault of the star’s, a

show often falls short of the mark, and the
failure subtly reflects upon its featured
dancer or actor.

ENIE RIANO, whose dancing carica-

tures appeal devotees of the legitimate
and vaudeville alike, frankly chooses the
latter work, but she scarcely considers it in
the light of a vacation—of a chief indoor
sport! Although her comedy met with
splendid appreciation when she appeared in
the Music Box Revue and other like pro-
ductions, she candidly insists: "1 enjoy
playing in vaudeville because there one
stands on one's individual merits. In the
average revue, each producer is trying so
hard to dazzle the public with such a
bewildering number of well-known
names that no one performer is
really given a fair chance. Then,
too, the audience is too satiated to

National

Harland Dixon,
now appearing in
Rainbow, built
the beginnings of
his career on the
plauditsof vaude-
ville audiences,
and he has since
returned from
time to time

(Above left) Lou-
ise Groody's suc-
cess in a Succes-
sion of musical
comedies has
nevertheless
given her the

chance to play
vaudeville She
finds a distinct
difference be-
tween the two
types of audi-
ences
(At right) Har-

riet Hoctor has
made repeated
visits to the
vaudeville fiald
betwesn her ap-
pearances in
Rroadway
cal productions.
She finds the
atmosphere of
the two-a-day
vastly stimu-
lating

musi-

Edward Thayer Monroe
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register enthusiasm. I like the stage all to
myself—or my little company—even if
for only a short span.”

= VEN though vaudeville is our first

love,” declared Sammy White in the
dressingroom of Eva Puck, his wife and
partner, at the Ziegfeld theatre, "I now
regard it more as a recruiting ground, where
musical comedy producers find their talent,
than as a vacation for dancers who are
resting in vaudeville between productions.™

“Most of the cleverest comedy teams,
now in legit, got their training in vaudeville.
Look at us for a shining example,” chimed
in Miss Puck. “Sammy and I must be
funny because, after seventeen years of
matrimony, we are still each other's most
appreciative audience.

“"We always have a good time as long as
we play together,” vouchsafed Eva, as she
applied cold cream, cloths and energy in the
effort to remove her makeup. “It's all fun
to us because when we do a thing we want
to do it, so it is never irksome, never done
in a half-hearted way. We've arrived at the
stage where we can pick and choose, and
baving chosen we go right to
it. I do think that vaudeville
is harder because, in a show,
if you're not so good in the
first number you have other
chances to redeem yourself,
but in vaudeville it's now or never—for
there’s only twenty minutes to make or
break.™

Then Sammy took up the narrative with,
“In vaudeville who knows what other acts
you'll be billed with, while in a show it is
planned so that there will be no possible
(Continued on page 52)
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From SDRESSING

Color ana
line are ac-
cented in
thesecos-
tumesof
Northern
Spain

Editor’s Note: M. Montedoro is responsible
for the impressive settings and variety of cos
tumes presented weekly in the prologues of the
Roxy Theatre, New York. Himself, a native
of Milan, Italy, he brings to his creations a
background of artistic knowledge and accom-
plishment and an unusually clear understand-
ing of modern art. Thus he is able to mingle
classic values delightfully with the present
vogue for line and color. M. Montedoro is
recognized in Europe for his many and varied
contributions to the continental theatres as art
director of the Folies Bergere of 1926, Moulin
Rouge, Palace of Paris and Haller Revue, be-
sides other monumental achievements in
Vienna, Milan and Munich.

HE two colorful creations
illustrated, Jota Aragonesa,
are native to Northern
Spain, and are suitable for
any rapid or gliding dance

of Spanish trend, including the popu-
lar tango. Their charm and appeal lie
largely in their contrast of rich and
brilliant colors and in their dash and
rhythmic swing when the wearers are
in motion.

Our Lady begins her outfit with a
dark red or purple velvet bodice. Its
snug fit is produced by side seams and
two front darts. The neck, it will be
noticed, is cut in a very generous V.
The fronts should be wide enough to
permit one to lap over the other and
snap or hook. A short peplum begins
at the front and extends about the
waist. This should be lined with
stiffening the color of the bodice to
produce the out-spread idea.

The skirt is of vivid
scarlet, preferably taffeta,
although any other slight-
ly stiff silk-like material
may be substituted. The
skirt should measure from
five to six yards at the
bottom, and is cut by
folding thirty-six inch
fabric lengthwise, cutting
an opening for the waist,
then cutting in a circular
manrer from the upper
corners of the folded ma-
terial until the scissors
reach the bottom edge.
Please keep this in mind,
if you want an even cir-
cular skirt. After the
waist opening is cut, the
straight upper line of the
selvage must be exactly
the length of the center of the waist opening
to the bottom of the skirt. Now sew the
selvage edges together, picot or face the
bottom, attach a band, and we are ready for
our fancy work. And fancy indeed itis! The
bottom skirt design consists of an applique.
Duvetyne or felt may be used. Duvetyne,
however, is much cheaper, being about $.35
a yard while felt is about $1.00, and is easier
sewed by machine. Prac
tice on stiff paper until you
have perfected one motif of
the bottom design. Then
pin securely to your fabric
and cut. The border

associate art

(Right) M. Montedoro,
director
of the Roxy Theatre,
and designer of this
month’s costumes

(B:elow) A striking cur-
tain sketch by this artist
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(RooMm to FOOTLIGHTS

Presenting Two Brilliant Spanish Costumes

By BEATRICE KARLE

should be in one piece, and the section
pattern will serve the entire purpose. After
cutting each section, unpin carefully, turn the
pattern over, pin again and cut. In this
way you do not chance mislaying the paper
as you move it. Use a machine for sewing
the applique in place. Eight perpendicular
rows of black wool pompons, graduating in
size, further decorate the skirt. Use an aver-
age weight of black knitting wool, make each
pompon pufty and full, then sew in place.
Wool is preferable because it will not crush
and flatten as will silk.

Under the skirt goes a generous petticoat
of orange organdy, with a six inch ruffle.
Organdy has just enough body to hold the
skirt bouffant without making it stiff in
appearance.

(Continued on page 57)
Ralph Shacken
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Aleta Dore, who
teaches fin and
around New York,
has found this pro-
fession more at-
tractive than per-
sonal success on
the stage
Canell

New York

HE Junior Festival Players of the Neigh-

borhood Playhouse, in their festivities
at Christmas time, follow the colorful and
sociable folk way of celebrating holidays
by song, dance and pantomime. At their
theatre each year in the week between
Christmas and New Year they present a
double program in the gayest holiday spirits,
a dance pantomime and a folk scene. ‘

The pantomime chosen this year is Lp.
Boutique Fantasque, or the Magic Shop, music
by Rossini-Respighi. The other part of the
program is a Russian folk scene, with games,
dances and songs. The Russian music is from
the collection of Kurt Schindler and has been
arranged for ensemble by Louis Horst. The
young players, although between the ages of
seven and seventeen years have had both
training and stage experience so the per-
formance will stand on its own merits as an
artistic and significant entertainment for the
young minded of all ages.

The November issue of the Ned Wayburn
News carried a complete reprint of THe
Dance Macazing's article about Mr. Way-
burn, written by Nanette Kutner. Thanks

Gladys Hight,

Geisha girls and their teacher

STUDENT. a2
STUDIO

News from the Teachers All
Around the World

for the compliment.

Albert Butler, who conducted the teachers'
course in ballroom dancing at the Anderson-
Milton School last summer has recently
moved to larger quarters next door to his
old studio.

Dave Owen and Jack Montgomery are

Isabel Hamle, a pupil of the Gellman Studio,
Milwaukee, in an oriental dance

47

while on a trip to Japan recently, posing with
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Antonio de Sevilla,
who used to have a
school of his na-

tive dance in
Madrid, is now in
New York
Mena, Madrid

|
|
1

teaching at the new uptown branch of the
Michael Studio. Both of these young men
have professional experience and are well
equipped to teach the Talented Children of
America, an organization formed for the
welfare of children training for the profes-
sional stage and now connected with the
Michael Studio.

The Marmeins are preparing a new pro-
gram for their appearance as soloists with the
Philharmonic Symphony Orchestra of New
York. They are enlisting old and new
members of their Dance Art Society for
rehearsals.

A new ballroom dance, the Sugar-Step,
originated in the Duryea Studios the past
season, is meeting with unusual success in
their classes and is already being danced
throughout the country, many teachers hav-
ing come to the school from all parts of the
country to see it demonstrated. The printed
descriptions are obtainable at the studio.
They say it’'s a “hot™ number, in keeping
with the present trend of dance music.

Juan de Beaucaire recently spent a pleas-
ant morning teaching Tony Sarg's marion-
ettes something about Spanish dancing for
their forthcoming program this season.
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FEATURE which has heretofore been

considered too “high-brow™ for vaude-
ville audiences has attracted a great deal of
attention in the Orpheum theatres. It is the
Pavley-Oukrainsky Ballet. Among their
numbers are the sensational Bacchanal from
SEHT’ISU‘FI ﬂﬂd Df.’!l‘l(lh i'{I']d the BIW Dglﬂllbf
Waltz. They are booked to come East.

The ballet presented by them on the
opening night of the recent opera season in
Los Angeles was Fleur du Mal, based on
one of Baudelaire’s poems. Both of these
dancing masters appeared personally with
Maria Flohre as soloist, Mr. Oukrainsky
later continuing in the city to conduct the
ballets for the opera while Mr. Pavley is
traveling with the vaudeville troupe.

Harriet Lundgren, a graduate of the
Adolph Bolm school, and one of the most
popular performers connected with the Chi-
cago Civic Opera, won new laurelsat the
opening of the present opera season.

Under the tutelage of Madam Alexandra
Maximow a new dancing studio has been
opened in this city. Fundamentals forming
the foundation for all forms of dancing, in-
cluding eccentric, acrobatic, character, inter-
pretive, ballet and national dances are in-

Cook's Studio

Although bare-
Iy sixteen,Violet
Forbes, a pupil
of Nicholas
Tsoukalas, has
opened her own
studio in
Memphis

Gutekunst Studio

Paul Mathis. who used to teach at
Denishawn, is now with the Mordkin-
Phillips School in Philadelphia

cluded in the category. Madam
Maximow will personally conduct all
of the advanced classes while Char-
lotte Mathews, who has studied
Madam Maximow's methods for
several years, will lead the younger
children and beginners through the
intricasies of the preparatory courses.
Madam Maximow has borrowed a
great deal from the knowledge of her
husband, Dr. Alexander Maximow,
who is a nationally famous expert on
anatomy and associated with the
faculty of the University of Chicago.
“Some methods,” she declares, “do
not take into consideration the possi-
bilities and capabilities of the human
body. A careful study of anatomy is
a vital asset in teaching the dance.”
This teacher also has the advantage
of having been trained in the Im-
perial School of Petrograd during the

A line from Vancouver—the Kandy Korus,
composed of pupils of Madame lone M.
Zinck and professionally engaged

Bridgman, Fancourer
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most glorious period of its development, hav-
ing as her contemporaries such famous dancers
as Nijinsky, Bolm, Fokine, Pavlowa, Kar-
savina and others. She herself has not been
deprived of a brilliant career, having won the
highest praises in both Europe and America.

Georgiana Weedon, a high-school girl, and
pupil of Adolph Bolm, has no less than forty
pupils of her own from Chicago’s North
Shore. She devotes two afternoons a week
to them and the remainder studying with
Mr. Bolm.

Joe Keith, who makes a specialty of
teaching all types of stage dancing, is very
successful in teaching society, chorus and
business girls the way they should step to
modern tunes and rhythms.

Other Cities

ILDRED WQOOD, only fifteen years old,
is another one of those precocious
children who are always being called to our
attention. She is a student of such famous
teachers as Tasaroff, Denishawn, Albertina
Rasch. Already she has in mind organizing
in her home town, Towson, Maryland, a
group of dancers and taking them on tour
(Continued on page 59)

Soichs Sunam;

Margaret Barr,
a pupil of
Martha Gra-
ham, is now
teaching with
Joyvce Peters in
their studio in
London
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many departments they can really take
you to heaven. The gods of the arts
are stingy givers by habit. Will you be
brilliant? Then fight for grace, the gods
laugh. The personality that can sing of
power rarely knows but a counterfeit of
delicacy. In the technical virtuoso the
wise critic is accustomed to forgive weak
acting. Not to lack a suitable first
dancer for a ballet of whatever sort, the
French National Ballet employs four
premires beside the star Each is
absolute in two (in one case it might be
stretched to three) technical departments,
by which token the title of premiére is
unquestionably deserved. Moreover, their
equals are few. As a matter of fact,
there are not many premuéres inevitables
inexistence. (Unless, possibly, in heaven).

From the beginning, in Madame Pav-
lowa's work, we all recognized beauty
its very self. What is beauty made of?
At moments when 1 could force myself
to the sacrilege of regarding her analy-
tically, 1 was profoundly impressed by her
familiarity with the devices of the designer.
Indeed, few painters or sculptors, present
or past, have demonstrated even a fraction
of her command of the magic of line and
form. Add to this her knowledge of
{or instinct for) controlled wvariation of
quality of movement, and you glimpse
things of which draftsmen and sculptors
dream—but toward which they have
made little progress, and which perhaps
are impossible to their media. But
inebriation is fearless. Drink with the
wine of her magnificence. [ set myself
to study as well as enjoy the work of
Pavlowa. Through the subsequent years
I have missed no opportunity to see her
rehearse, perform or practice. To un:
limited opportunity to study her methods
she has added generous help in criticism
and discussion. She has not yet ceased
to be new to me; whenever [ have seemed
to approach the boundaries of her art, a
new field has revealed itself. The study
has been fascinating, exhilarating, dis-
couraging. Its compensation is not in the
little that has been added to my power
to do, but rather in sharpened ability to
see.

During these years of friendly associa-
tion and ® intermittent discussion with
Madame Pavlowa, I have accompanied her
eager exploring mind on some of the paths
it likes to travel; one of them her path into
Nature, the source of a great part of the
meaning conveyed by her dance. This,
perhaps, is the key to the sub-surface and
greatest aspect of her work, for her
dancing, self-sufficient though the dance
may be, is to Pavlowa no more than the
means of expression. Her end, her
message, the thing that frees her from the
limitations of the dance and unites her
with the little group of the great gods of
all the arts, her silent vocabulary.

One Spring day in Paris she took another
friend and myself out to Saint Cloud to
visit that Orphans-of-Refugees home of
hers, on which she spends a great deal of
her sympathy and, I fear, too much of her
money. Wherever gardens and views and
things invited, we left our taxi and
walked. Madame was interested in cer-
tain flowers; not, evidently, in blossom
or colors, but in character of growth.
That character, the style and carriage of
the plant before her, she felt with a hand.
Drew it in the air. No, more than drew:
danced: to its descriptive movement the
hand added an appropriate rthythm.
An angular, capriciously-growing plant
found its translation in a phrase of crisply-
accented staccato beats. An iris was
sketched in a slow, strong sweep, flowering
into a lively, orpamental coda. And of
each plant the little dance somehow de-

cANNA PAvLOWA
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scribed, beside its way of growing, what
I can only call its state of mind.

From a height we saw, far away, the
towers of Notre Dame. The seeing
hands of Pavlowa interpreted the majesty
of their uplift, recorded in her memory.
In the ritual of the priestess in Dionysius,
long afterward I saw the majesty of the
towers of MNotre Dame. Those hands
equally effective as transmitters of emotion
or receiving instruments of impressions,
are frequently both at once. Madame
Pavlowa, Mrs. Kinney, Mr. D’ André and
I came out from the Metropolitan Museum
into the first agreeable day of its season.
Madame’s and - sympathies were
giving her an hour’s vacation; she was
happy. She gazed up and down the
sunlit avenue in luxurious appreciation.
Slowly her arms arose to embrace the
city, its people, the sky above it, “"New
York, 1 like!” she said, very simply.
Need 1 insist that in the words and gesture
was all the warm friendliness of Spring?

Madame Pavlowa is at work most of
the time. Beside practise, rehearsal and
performance, a procession of photographers,
interviewers, wig and shoe-makers, com-
posers of new ballets, lame ducks, auto-
graph hounds, aspiring dancers and their
mammas claim her minutes and hours.
Her vacations are rare and brief, measured
by the calendar. Yet, at least in make-
believe and thus after all in the best of
reality, they are limitless. In one dinner
hour, at the close of a season, she with all
semblance of sericusness arranged to
spend the identical period in four dif-
ferent places; (a) She and I should fly to
Prague, thence by other air lines indef-
initely (which had the intended effect of
shocking Mr. D'André somewhat. (b)
She and Mr. D'André would spend the
Summer in Italy, in complete retirement.
(c) Since we all were going to be in Paris,
we'd €njoy many things together; (d)
Mrs. Kinney and I should visit her at a
chateau she was about to rent in Nor-
mandy. It was all delightful, and very
sensible; for after all, a great part of a
vacation is the planning of it.

But a mind of the speed of Pavlowa's
does not bave to content herself with
pleasures of the imagination. She enjoys
a pleasantry, and is not likely to let the
chance escape if it comes within reach.
The late Theodore Stier, her musical
director, revered her as a goddess. As
part of the devotion that a loyal courtier
might give his queen, he never (except
during the brief separation incident to
vacations) made engagements for any time
in which Madame Pavlowa might desire
his company—for luncheon, consultation,
anything whatever. During a London
season, Mr. Stier’s friend, Sir William
Orpen, the painter, invited a group of dis-
tinguished men to a supper in Mr. Stier’s
honor. It was all arranged for a certain
night, and anything but unqualified
acceptance was impossible. After, com-
plications might not happen!

But they did. The night of the men's
supper, Madame Pavlowa invited Mr.
Stier to supper with her. In acute em-
barrassment he explained that Orpen was
an old friend, gave a dozen reasons why it
would be peculiarly awkward to cancel his
acceptance. ““Then I will go with you,”

cares

Madame said. In agony, Mr. Stier
repeated that it was a men's party. But
Madame was obstinate. “Send word,”
she insisted, “that a woman claims she
has an engagement with you, and you
can’t get rid of her, so you'll have to bring
her to the supper.” Sir William an-
swered that it was “Quite all right,”
which Mr. Stier knew was nothing but
British stoicism. When an
guest at a party raises her veil and reveals
herself as Madame Pavlowa there is no
trouble about that party. In his em-
barrassment he had forgotten what
Madame had instantly remembered at the
mention of Orpen’s name; that repeated
efforts had been made to bring her and
Orpen together, always unsuccessfully
because of her lack of free time.

She has no leading-lady mannerisms,
requires no extraordinary courtesy; but
she demands absolute respect for the
dance. At a rehearsal a fiddler was
smoking, and disregarded the conductor’s
signals of protest; intentional impudence.
Madame stopped the rehearsal, stepped
down-stage to a point opposite the
offender, and silently waited until he put
his cigar on the floor and stepped on it.
Perhaps he never will learn to love the
dance. But till his memory fails I think he
will retain the respect for it that Madame
put into his little soul with a very few
words. She has the utmost respect for
work. Even if not successful, or even
brilliant, she respects it if it is sincere.
I saw her work with a new orchestra fully
a quarter of an hour, trying in every way
to inspire them to a certain rendering of a
phrase which at the time they couldn't
get. Madame Pavlowa went upstage
to compose herself, bitterly disappointed,
tears streaming down her face; but for no
one had she one word of reproach. She
is kind. She stopped an important re-
hearsal and spent two hours first-aiding
a coryphée’s sprained ankle. Not an
essential member of the troupe, but, a
probationer. Not even the appeal of
injury incurred in work; it had happened
in skylarking,

Instances of her sympathy could be
mutiplied indefinitely. Her charm and
gentleness never can be described at all.
To portray a great soul is not easy. Itis
easier and cheaper and, to some mentalities,
more agreeable to defame it. The rodent
mentality devoted to proving that gold
is brass preys on such eminence as Pav-
lowa's, inevitably finding an entrance in
her very honesty. She gives her best
to every audience, rehearses “‘with all
the heart.” Of many responsibilities
the best of staffs cannot relieve her. In
the consequent fatigue, quick decisions are
liable to error. Surprisingly few errors
serve as seed for a forest of legend. From
her efforts, by special criticism, to help
apparently promising people to advance
have sprung tales of persecution! Gossip
even more preposterous has been based
on nothing at all.

In short, to know Madame Pavlowa
the woman is to admire her no less than
one admires Pavlowa the artist. She is
a delightful companion, a real friend.
Neither success nor anxiety can unbalance
her; heavy obligations, that many another
would consider doubtful, she has met by
heavy sacrifice and without complaint.
A higher sense of duty I never knew.
If indeed there is one particularly signi-
ficant indication of the course on which
she steers her life, it seems to me you have
it in a single remark: before her life should
end, she hoped “'to do a little good.”

*
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DENISHAWN
MID-TERM

COMMENCES ,
JANUARY 14th

All students entering Denishawn
for the Mid-Term Course will be
eligible for Spring performances,
including at least one New York
City theatre appearance!

Classes are personally taught and
supervised by RUTH ST. DENIS
and TED SHAWN, assisted by a
splendid staff of Demishawn in-
structors. Ten one hour classes are
scheduled each week under seven
teachers, each covering a different
and important phase of the dance.

Denishawn, the University of the
dance, offers you more than a
dance education! It means living
in the brilliant atmosphere of
creative art and teaches individual
unfoldment of your talent. The
homelike and cultural environ-
ment of the Dormitory surpasses
the hopes of even the most careful
mothers, who are concerned for
their daughters' welfare while
studying in New York.

Write now for full information.
Envolling must be done promptly
for January 14th Term.

E. P. DUTTON & CO., ANNOUNCE
THE PUBLICATION OF "“Gobs WHO
DANCE'—BY TED SHAWN. OFF
THE PRESS IN THE SPRING.

~

EKE(:IJTl}'E OFFICE: 602 Carnegie Hall,
STUDIOS: 67 Stevenson Pl and 601 Car-
negie Hall

@l
SUMMER SCHOOL: Westport, Conn.
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Beauty Treatments!

SEND forcomplimentarycopyof

““Beauty Treatments at Home.”"
It describes use of exclusive
preparations used in our famous
beauty salon, which specializes
in beautifying the face and hair.

Our salon offers other beauty
aids—fine Permanent
Waving, especially.

OF
FIFTH AVENUE

Phone Murray Hill 4984—4985

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

Weleome
to New York and the

Alamar

BROADWAY & 71st ST.
Telephone, Erdicott 5000

A Masterpiece of Modern Hotel
Creation, Offering Every Conven-
ience. Six hundred spacious rooms
each with Bath, Shower and Servidor.
For exceptional dining The Blue
Room and Bonbonniere.

TARIFF MODERATE

UNDER KNOTT MANAGEMENT

@

Wire at Our expense for
reservations!
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i HAT a weary bones I am," sighed
Paula. “Here it is eleven-thirty, and
not one little hair on this head is brushed;
pomegranate tints still grace these pure
white cheeks and instinct tells me the only
exercise this body will get tonight is a
jaunt to open the window. This bedtime
business is really the greatest worry of my
day. If only I had the patience and energy
to make myself spotless before bedtime,
I'd probably be as fresh as the much-
quoted daisy in the morning. All the girls
I know take even more elaborate pains at
night than in the morning. But how they
do it is 2 wonder to me. All I can think of
now is sleep. So nighty-night, darlings.”

Paula kicked off two gilded mules, slung
a pink lounging robe, gay with patches of
green marabous, over an obliging chair,
yawned in farewell and departed for the
night.

The urge to do exactly the same thing—
on occasions, at least—is so strong that it
would be well to tackle the subject now,
unearth every possible objection to this
careless, pleasant way of saying good-night,
and start the New Year on a little beauty
schedule that is bound to bring high
dividends in beauty, smartness and health.
Without question, that lictle half hour
before succumbing to the bliss of the
blankets is the most important beauty
time in our full twentyfour hours. We
must meet sleep with a face and neck freed
of the day’s dust, make-up and other col-

Richard Burke

lections, if we are to keep that rose-leaf
texture or persuade it back to faces from
which it has strayed. These are also the
blessed hours in which tardy brows and
lashes can be persuaded to take a better
lease on life; in which dry, oily or other
misbehaving hairs can be petted back to
natural health and beauty. Or when a
chin that sags disconsolately can be en-
couraged to hold itself high; when facial
lines that are becoming too deep and harsh
for mere character or expression, can be
coaxed to forget themselves in the use of
appropriate nourishing creams or oils. For
while the mind rests, the body works.
New skin is growing to replace that which
will be smoothed and cleansed away in the
coming days; tiny hairs are growing to
replace those that cling nightly to our
brush. Indeed, these dark, quiet hours are
the hours in which miracles, almost, may
be wrought. But in addition to the bottles,
jars and packages that we bring to this
nightly ritual, we must also bring a good
measure of courage, common sense and
persistence—particularly the latter. Both
time and preparations are wasted when the
routine is followed for a night or so, only
to be forgotten until another week has
passed.

If we're to be all fresh and fragrant
before bedtime, we'd better hurry to our
dressing tables or baths. Here are three
little helps that will simplify the modern
toilette. The first is a make-up headband

Irene Delroy, in Schwab and Mandel’s new musical comedy, makes
good use of her makeup, headband and cleansing tissues
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of rubberized silk in a mild flesh tone, which
fastens snugly about the head, safely guard-
ing any stray locks that might become
creamed or toned needlessly. It is really
quite attractive and ever so much handier
than the usual towel which many of us
requisition for this purpose. Lovely Irene
Delroy is wearing this band in the illus-
tration herein. These bands come in three
head sizes and may be cleaned by wiping
off the rubberized surface. They are a most
convenient make-up aid and should be of
especial interest to the professional, who is
often interviewed unceremoniously in the
act of makingup. How many have we
seen with heads tied up like hurt thumbs!

The next aid is the use of cleansing
tissues for removing creams from the face.
One of the best brands on the market
comes in two sires—one for the dressing
room, one for the boudoir. The price is
almost nmegligible. We endorse these
tissues most heartily in place of the obso-
lete towe! for removing cream. These
dainty tissues remove the cream more
thoroughly than fabric ever could, save
laundry and good linens, insure a fresh
tissue always touching the skin, and be-
sides are a most dainty, madern way of
caring for ourselves,

The third beauty help is a roll of ab-
sorbent cotton, It sounds very innocent,
but its uses are endless. It is ideal for
cleansing with the lighter creams. Squeeze
the cotton out of cold water, apply the
cream to the cotton, then “wash'" the neck
and face thoroughly, using fresh cotton
and cream as the old becomes soiled, All
lotions and astringents should be applied
on cotton which has first been wrung from
cold water—the colder, the better, Liguid
rouge should be applied on cotton, and a
generous wad makes an ideal means for
washing the face. Contrary to old-time
advice, a rough cloth often scratches and
irritates a sensitive skin. Cotton, too,
makes a perfect powder puff. Use a fresh
piece each time. First press into the
powder, then press against the face, on
which a powder base of some kind has
been used. Remember that a dainty jar of
cotton, cut into the correct sizes for
powdering, is one of the kindest courtesies
you can show to your guests.

Our first good-night stunt should be to
cleanse the face and neck perfectly. If we
have mascara on the brows or lashes, wet
a dab of cotton and gently wipe it off. If
the make-up is heavy, use two applications
of cream, one to remove the powder, rouge,
et cetera, one to be worked into the pores
to cleanse them perfectly, Use tissues for
removing it. Be very careful to cleanse
thoroughly the curves about the chin, at
the outer nostrils, and the neck. Every
skin is better off for an appropriate nour-
ishing cream used about the eyes and
laughter lines. Be sure, though, that the
cream you use is suited to your purpose.
Five minutes is ample for this job.

Next, let's remove the hairband and
turn our efforts haicward, If the hair is
beautiful and healthy, a few minutes of
massage and brushing will suffice. If it is
too oily or dry, or if it falls or shows dan-
druff, then a tonic must be used, plus the
massage and brushing. Tonics should be
applied as follows. Into a small receptacle
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pour about a tablespoonful of the tonic,
and apply to the scalp—not the hair—on
a small dab of cotton, wiping the scalp fres
of dust and oil. Make parts over the scalp
about one inch apart. This will require
about three minutes. Now there're five
precious minutes left for massage. Place
the thumbs on the scalp just above the
ears, with fingers spread over the scalp.
Rotate the fingers until the skin on the
head moves under them. Position of the
fingers may be changed to cover the scalp.

Our next task is the brushing. We
assume the brush is scrupulously clean, for
one of its purposes is to remove dust and
oil. We shall brush vigorously, up and
away from the head. If there is enough
hair, separate it into strands; if not, use
sweeping strokes. If the hair is very
soiled or oily, wipe the brush from time to
time. A most beneficial brushing is to be

had by dropping the head forward and
brushing the hair toward the face. This
flushes the head and face with fresh blood,
improving circulation and, in turn, the
health and beauty of the skin and hair.
The last act and a very important one is
to whisk the brush into warm suds, rinse
it and place it to dry so that it may be
fresh for the morrow’s ministrations.

There're two remaining minutes which
should go for smoothing a greaseless hand
oil into the hands and for moulding a
cuticle cream about the nails,

The piece de resistance, as you may have
guessed, is ten minutes’ worth of good
exercise, There's no space left for details,
but this is an exercising world and many
of us know just what we need by this time.

The stage is now set for a happy exit
from the scene of ablutions via the slumber-
land trail. And don't forget to open the

windows wide, wide, wide. This is a [
lullaby guaranteed to bring perfect sleep |
to our blessed damosel who, by this time |
has made herself almost as perfect as the |
one about whom the poet sung.

The makeup headba nd and the cleansing
tissues are quite worth knowing about. Or
if you're not quite sure just which type of
cream or lotion you need, we’ll be happy to
make suggestions. Perhaps you can't even
find the half hour for beauty wmentioned
above. In that case, tell us how many
minutes you can spare and we'll be glad to
do a little arithmetic for you. Besides, any
inquiry on the general subject of beauty will
have our conscientious care. Address
Marjory Maison, Beauty Editor, Tae
Dance Magazing, 1926 Broadway, New
Tork City.

numbers as possible, if they want to be in
the show when it opens. For after the
show is somewhat formed and you begin
cutting the least effective numbers, you
also cut out the girls who appear in those
numbers. Years ago you picked out a
chorus and showed them some steps for
them to do. Now, the girls have a way of
going into a corner and working out their
own little stunts. Of course my eye is
caught and I let them show me what they
want to do, and consequently pick them
for the number I'm working on.

To continue with the tale of grief:

Just when you think you're all set, your
numbers finished, maybe the fourth week
of rehearsal, comes the ordeal with the
costumes. You start at ten o'clock in the
morning. Arrives the costumer and takes
twenty girls away to be measured. And
you wonder how you're going to get the
show ready in time. Maybe you'll have
the costumes ready and the dancers not;
or else you'll have the dancers without the
costumes.

Then come the photographers. If you
don't give in to them you know you
won't get any results. So you get the girls
together and pose for pictures while you
think, “How can I change that step there,
and, my God, how the time is flying!”

As soon as you get set again up pops the
musical director with a great idea. Another
song number. When can he have the boys
to teach them harmony? The costumers
have the girls. The musical men get the
boys and the press man's got me.

Comes the sickness period. You think
you're all through with the costumes. A

DaNce DirecTOR'S
GRIEF

(Continued from page 24)

week before the show opens, and you
think it’s great, the best thing that’s ever
been done. The girls are all tired out. You
have a sick list with eight girls out.

Then of course the special show girls
who have more sick mothers or relatives
whom they must see off on the boat be-
cause they won't see them for two years.

Suddenly the producer arrives to get an
idea of what the show is like. A girl
missing here and there. So you give him a
rotten idea of it.

The next day you get set again. Then
Hepner's, the wigmaker, and Miller, the
shoe-man, start coming in. “We won't
bother you much; we'll just take one at a
time.” So they grab six.

Then another siege with the costumers.
You think you've ordered the skirts above
the knees. The dance depends onit. The
costumes arrive, below the knees, Where's
the plate? You're shown a revised plate
you've never seen before. Somebody
thought it looked better that way. So
they finally give in one-eighth of an inch.
Then you think you've ordered the hats
so they won't fall off when the girls bend
their heads. The girls finish the frst
number and the stage is entirely covered
with hats.

There's a beautiful group you're very

proud of. You get them together and
discover that the settings and costumes
are dark. The settings have been changed.
The lighting effects are changed. The
entire number that you've worked on for
weeks has to be changed in a day,

At last you flatter yourself that things
are coming along great. Comes the dress
rehearsal. Where you hear things you've
never heard before. For the first time you
get the entire orchestra. All the things
you've been hearing on the piano for the
past few weeks are altogether unrecog-
nizable with the orchestra.

While you are listening to the music for
the first time the stage hands are building
the production behind you. You never
heard such a racket in all your life. The
psychological moment for the girls to com-
plain that their shoes are too tight to dance
in. The orchestra gives the cue for the
girls to come in. Nothing happens, They
don’t recognize it. The same with the
singers. The cue comes from the oboe and
the boys look down into the pit terrified.

Then the rhythms. For four weeks
you've heard the exact rhythms on the
piano. Then the leader comes along and |
plays them entirely different with the
orchestra. So you spend four hours teach-
ing him the music while the stage hands
are waiting at ten thousand dollars a
minute,

These and a few other little things

Do you wonder that one needs a two or
three weeks' rest after the production is
finished? But one never gets it, so one
writes an article about it and feels better.

#® * *

I won't mention the name of that show
in order to spare acute pain to Barbara,
and to him who was then stage manager
of it, and to sundry others who were
identified with it.

Be that as it may, I met Barbara New-
berry around that theatre frequently and
casually. Now and again we talked, or
not. It finally closed. and all she had out of
it was natice from the critics for her
excellent dancing in her two numbers,

When Arthur Hammerstein was casting
Golden Dawn, which was the first show to
open his new theatre, he signed the blond
Miss Newberry for the second ingenue
lead. She had lots of dancing to do, and
was generally effective. Frankly, she had
become a much better actress meanwhile,
having been, at an impressionable age,
subjected to the influence of experienced
performers: Gil Squires, Eddie Buzzell,
Effie Shannon, to mention a few, and she
danced better than ever. Golden Dawn
(now running out of New York with a
different cast for the most part) lingered

(BROADWAY'S
YOUNGEST INGENUE

(Continued from page 30)

quite a few weeks, and then Good Boy
came along. This time Barbara landed
the first female part in the show. A grand
opportunity. And that she made good on
it iz shown in that she got excellent
notices, Her dancing was greatly liked.
Since then she has left Good Boy to
join another show now in rehearsal.

Now, I have said that she is Broadway's
youngest ingenue, She says she is eighteen.
When 1 first actually met her face to face
while she was with the above mentioned
show, she was very little over seventeen.
When I heard, soon after that first con-
versation with her, that she was so voung,
I snorted and implied in a remark that that
couldn’t be on the level. Not on Broad-

way. Look at this one and that one, I said,
who has been twenty-one since woman
suffrage was granted. Just seventeen!
And look at her, A beautifully propor-
tioned figure that a woman, not a girl,
would be proud of. Her manner was
older, I declared. My eye, she must be at
least twenty, having done all this dancing
in picture houses and three Ziegfeld shows,
and one nameless opus.

So one time [ said to her, not long before
I wrote this piece: “On the level, now,
even if I don’t put the truth in the story,
how old are you? Come across, because if
you tell the truth, how will 1 know?"
This was on Broadway, where you can
say a thing like that and more or less get
away with it.

She told me, and the next time I saw her
at the theatre she produced her birth cer-
tificate, drawn on April, 1g10.

She laughed, and reminded me that I had
to believe it, since a birth certificate is one
of the few things on the level.
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Inthe opinjon of Mr. Lewis, this is
the most remarkable offering whach
bas cver taken place in the sphere of
stockings. McCallum Opera Hose
are the best in the world. Their
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out of the profession, and the oppor-
tunity for saving and at the same
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desire for a fine accessory is really
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V ACATIONING in VAUDEVILLE
(Continued from page 45)

conflict. Imagine Harland Dixon, Jack
Donahue, Jim Barton and yours truly in
one production! Think how we'd get our
big shoes and putty noses mixed!”

Then, continuing in a more serious
strain, *“There are two big incentives for a
dancer to seek vaudeville bookings. Before
he has made his mark he knows that, if he
makes good there, it will be a stepping-
stone to an engagement in a big show.

Commercially speaking, in relation to
latent talent, it is the middleman of the
theatrical market. The second incentive
comes after an artist has achieved recog-
nition and is drawing a headliner’s en-
velope every Saturday. Surely vaudeville
is the best medium for coming artists to
display " their ability and for those who
have arrived to cash in on theirs.”
* b &

The cMaN WHO cMADE
TmMES SQUARE

(Continued from page 13)

and stuck, though that roof garden gave
me my first gray hairs.

“The particular act to which I refer
consisted of a series of Bowery dances
with the well known Chuck Connors,
then “Mayor of Chinatown,’ and a female
partner as the star performers. I never
knew this woman by any other than her
stage name, which was expressive if not
euphonious— Mag the Rag’

“My duty was to see that Chuck and
the gitl were on hand for each night's
performance. So, in the latter part of
cach afternoon, I boarded a trolley car
and headed for the Bowery. If I located
Connors promptly, all was well. If 1
didn’t I was out of luck and had to search
for him through countless saloons.
Sometimes when | found him he was in
such a condition that he could do little
but talk about himself—his chief weak-
ness—and I'd have to walk him around
until he was in condition to go uptown.
Mag never disappointed me. Somehow
she had an idea she was on the road to
becoming an actress and must never
*disappoint her public.” She was always
waiting for us in front of Nigger Mike's
dive with Chuck's cap and coster jacket,
covered with buttons, in a bundle beneath
her arm.

“When 1 recall Chuck and Mag and
how crowds of New Yorkers paid good
money nightly to see them perform, I
realize that this city was very young
only a few years back. The biggest
money maker at the old Olympia was a
burlesque on the Chapman-Seeley dinner,
with Little Egypt, the *hooch dancer,’ who
caused the raid on the original festivities,
as the featured performer. She, more
than any other performer, was responsible
for the years of wriggling and shimmying
which have followed."

The success of the Olympia, however,
was comparatively shortlived. When
the novelty of three shows under one
roof began to wear off, it suffered. Finally,
with debts piling up and those holding
the mortgages making demands for pay,
Hammerstein determined to make a great
effort which would either break him or
put him on Easy strest—to stage tWO
gigantic shows at the same time. One
of these. Marguerite, consisted almost
entirely of dancing, with many stafs and a
large ensemble, The other, La Sylphe,
also was a dancing show but with more
music than footwork.

The shows failed to make good, largely
because they were ahead of their time;
too artistic. For New York still liked its
chare of freaks, brought to Broadway
from Huber’s or Coney Island, and vaude-
ville that was not too ‘“high brow,”

rather than ballets. When the Olympia
was taken from Hammerstein he walked
out of the darkened playhouse with
exactly sixty-seven cents in his pockets
and nothing in the bank.” Arthur
Hammerstein, equally hard - pressed,
promptly returned to his trades and for
the next ten years was a contractor,
Occasionally he assisted his father in some
theatrical enterprise, but for the most part
their business relations were confined to
building, the son assisting Oscar to erect
several of the eight theatres he con-
structed, after he first went broke in
New York.

Oscar Hammerstein never reentered the
Olympia after he was forced out. But
he used to go over to the fire-escape which
extended up one side and sit on the iron
steps and talk with his cronies. A
favorite among these was Loney Haskell,
well-known comedian, who later became
master of ceremonies at the famous
Victoria and was associated with Arthur
and William Hammerstein in its manage-
ment.

Gossiping together there one day, Oscar
touched Loney on the arm, pointed across
the square to its southwest corner at
Forty-second Street and said, “I'm going
to build the biggest vaudeville house in
America over there.” And he did.
The Victoria opened in 1896 and until
1914, when it passed from Hammerstein's
possession, it housed all of the star vaude-
ville performers and all of the leading
dancers of its time. For years it made
money in bales—sufficient for Oscar to
launch his grand opera venture. Toward
the end, however, it was unable to hold
its own against the numerous rivals which
crowded it closely. When the place
first opened it was the nearest thing to a
Continental music hall America ever had
seen, with a bar and an army of waiters
who served those at the tables and in the
boxes.

“The history of the Victoria and other
of my father’s early theatres,” said
Arthur Hammerstein, “is the history of
dancing in this country for more than a
generation. One of the first performers
at the Victoria was Mlle. Fougere, a
French dancer, who wore few clothes
but many gigantic hats, some of them so
big it was amazing she could keep them
on her head. Then he heard that the
Salome dance was creating a sensation in
Europe. He sent Gertrude Hoffman over
to learn the dance and when she returned
and put it on she packed the house to
the doors at every performance for months.
Then father got a new idea. Why not
a black Salome? No sooner thought of
than launched. The job was turned over
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to Ada Overton Walker, wife of the
smaller of the team of Williams and
Walker., She made good. The team
worked for us at the same time, Bert
Williams doing his famous shuffle and
glide dance, which I think he introduced
at my father’s Thirty-fourth Street house.

“He brought Dave Genmaro and Ray
Bailey up from Tony Pastor’s or one of the
Proctor theatres and they introduced the
cake-walk to upper Broadway, creating
a wogue which brought thousands of
imitators. When they left the house
father put on Johnson and Dean, a colored
team of cake-walkers, who later toured
this country several times, then went to
the European capitals, where they cleaned
up a fortune.

“Evelyn Nesbit and her first dancing
partner, Jack Clifford, were booked
at the Victoria the week Harry Thaw
escaped from prison. The booking was
not a stunt but just a lucky break. The
notoriety brought mobs during the several
weeks the team remained at the theatre.

“Other famous dancers who helped
make dancing history at the Victoria
were: Mr. and Mrs. Vernon Castle, in
ballroom dances; the Dolly Sisters and
Carlos Sebastian, the Cansinos, Vera
Maxwell, Wallace McCutcheon, George
White and Benny Ryan, their first ap-
pearance on big time; Joan Sawyer,
Santley and Norton, Rock and Fulton,
Bill Robinson and Cooper, Conrad and
Alexander, the Cherry Sisters in freak
dances, Lady Constance Richardson in
classic numbers, Mlle. Dazie, who created
a sensation when hiding her identity
under the name of the ‘Domino Mask® and
who never appeared in public except
with the upper portion of her face hidden,
until’ the novelty of the act wore off;
White and Lucille Cavanagh, Loie Fuller,
the fire dancer, who was a sensation be-
cauge she appeared with her legs bared,
Sam and Kitty Morton, Pat Rooney and
Marion Bent, Bissett and Scott, Harry
Bestry, now a casting agent, Marie

Fuller, George Primrose and the Foley
twins, Eddie Leonard, the Hengler Sisters,
the Cameron Sisters, Jack Donahue and
Nichols, Harry and Eva Puck, Clayton and
White, Jimmy Doyle and Harland Dixon,
Bernard Granville, Montgomery and
Stone, the Marvelous Millers, Mons.
Koscia, the best of the Apache dancers,
Weylie and Ten Eyck, Ned Wayburn's
early dancing acts, Barney Fagan and
Henrietta Barron, the Seven Barrison
Sisters, headed by the pretty Mabel who
later became a musical comedy star, the
Morgan Dancers, the first Tiller troupe of
precision dancers, Isadora Duncan, Bankoff
and Girlie, Mascogni Brothers, Albertina
Rasch, Mikhail Mordkin and the Meyer
Golden Russian dancing acts.”

In 1906 Oscar Hammerstein opened
the Manhattan Opera House in West
Thirtyfourth Street, which he had built
specially to take care of his own grand
opera company. It was the fulfillment
of one of the brightest of his many dreams.
Most of his stars came from Europe, but
the one he chose for premiére danseuss to
head his gigantic ballet corps was Mille.
Dazie, the same who had been the masked
vaudeville performer. The battle be-
tween Oscar and the forces of the Metro-
politan Opera House was contested
bitterly for four years. By 1910 however,
the Metropolitan people had bad a suf-
ficiency of fighting and paid Oscar one
million two hundred and fifty thousand
dollars to cease producing grand opera in
the United States. With the money he
went to England, built the London Opera
House and sank his fortune trying to
fight those who had long controlled the
opera field in the British capital.

“I gave up the plastering business and
rejoined my father when he opened the
Manhattan,™ continued Arthur Hammer-
stein, “and in the following four years I
suffered—oh, how I suffered—trying to
keep those imported songbirds in line
and all the time wishing I was back in
overalls.

“But I must have been a glutton for
punishment. For, when my father went
to England, 1 took over the Manhattan
and produced Victor Herbert's Naughty
Marietta and Rudolph Friml's Firefly.
Trentini was the star of those shows
and such of my hair as hadn’t turned gray
while I wrestled with grand opera soon
became frosted, thanks to that diminutive
lady. Frankly, if I had the choice again
I'd rather undertake to train all the
animals in Ringling's circus. She had
me in hot water a good part of the time;
did so many things she shouldn't have 1
can't recall half of them. Here are some
samples, though. On the road, when
stopping at the best hotels, she caused me
all kinds of trouble by cooking in her
room if the local restaurants couldn’t
supply spaghetti to her liking. Then,
occasionally, she would wvisit the Italian
quarter in some city where she was
playing, pick up some old clothing—
usually a battered derby, a colored man’s
shirt, a frayed coat and rapged overalls—
and appear in them in the opening ballet.
And she didn't always stop there, but
put over some side by-play which gave
the audiences severe jolts and had me
seeing red.

“She cured me of Latin imports with
their assorted temperaments, and I
switched to American and English per-
formers for my stars.”

As a producer of musical comedies
Arthur Hammerstein has had several
outstanding successes—hits which netted
him a sufficient surplus to build on Broad-
way, just off the edge of the square Oscar
made famous, a magnificent theatre and
office building which he has named in
honor of his father.

The Song of the Flame and Golden
Dawn did well, but it was with Wild-
flower, with Edith Day as the star and
Rose Marie, with Mary Ellis playing the
lead, that he won acclaim among New
York's great producers. His last opusis Good
Boy, which has just been followed by Polly.
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happiness; a genuine part of it.

Technically 1 believe I do not dance
correctly. Still, I have mastered the
technical difficulties of dancing to such an
extent that they are no longer obstacles
in expressing my feelings esthetically.
No dancer can attempt to “be an emotion™
until frst, the technical difhculties are
entirely conquered. [ think the proof
of any dancer's mastery of technique and
dancing mechanics is her wvery sureness
of herself, Frequently in a solo dance,
I vary the steps as the spirit moves me. 1
don't always stick to a rigid form; but
suddenly interpolate different steps on the
spur of the moment.

I danced before I could walk. I have
always danced naturally and loved it
more than anything else in life. When
1 was a little tot, age four, to be exact,
and living with my grandmother, dancing
was my greatest preoccupation. At that
time my mother, who was traveling on the
road with a show, often bought little
coats and dresses and bonnets in the
towns along her route and posted them
to me. But when the packages arrived,
my first question to my grandmother,
before 1 could even be persuaded to try
on any of the coats or bonnets or dresses
was always the same: “May I dance in it,
grandmother?

While I was still in my dancing-fourth
year, | was taken toa moving picture show

(Continued from page 31)

and saw a little girl toe-dance on the
screen. When I reached home that
afternoon, | decided to be a toe-dancer
too. Of course it didn't happen all at
once; but two years later when my mother
took me out on the road in her act, I
learned to walk around the stage on my
toes, all by myself. But not until Mr.
Ziegfeld put me to work, when 1 was
fifteen years old, under the best dancing
teachers procurable, was my toe-dancing
anywhere nearly perfected.

Whenever 1 dance 1 am not afraid to
let go. A good dancer must always have
abandon and throw herself completely
into it.  She must never look in on herself
critically while she is dancing in public.

I have seen dancers cancel themselves
completely, right in the middle of a dance,
by stopping to wonder about the im-
pression they were making, or to be self-
reflective. The very instant the emo-
tional impression of a dancer’s work is
blurred in the minds of an audience,
that moment the audience begins to
criticize and the personality spell is broken.

This was illustrated by a young eccen-
tric dancer I saw just the other day. On
ler cue, she jumped into her dance with
a lot of zip; but it was a matinée audience
and the laughs were not coming as fast

as usual. Evidently it began to worry
the young lady. “Not getting over
very good,” she reflected and immediately
the pace of her dance was retarded.
Now, as a matter of fact. the actual
tempo was the same since the orchestra
had not varied one iota. But with the
effect of her work mussed up, it really
scemed as if her pace had slackened.
Her comedy no longer made a pure im-
pression. It was a half-way thing
And half-way things register instantane-
ously out in front.

Don’t watch yourself when you're
working or you'll find your audience hard
to please. I feel that I can't emphasize
this too strongly. In my dancing I be-
lieve in giving up without reserve until
I can identify myself with my feelings
in the minds of my audience and sweep
away every other impression.

In the Flower Ballet in Rosalie I think
of myself as a blossom blown in the wind.
The violins in the orchestra twinkle sweet
notes across to me and I obey. I don't
try to do it. 1 simply allow myself to be
responsive to the music. In this way
I am carried along by it; buoyed over the
floor. 1 feel that I am a flower blown
along by the melodious gust of the music.
I use only my heart and not my head.

Without stopping to think about it, I |

give myself up completely to the en-
joyment of the dance!
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Angna Enters in Her Episodes. Compositions
in Dance Form. Benjamin King at the Piano.
Costumes designed and executed by Miss Enters,
Plymouth Theatre, New York.

PROGRAM

Geschichten aus dem Wiener Wald. Johann Strauss
Promenade .. .....ooovuviianann. . Waldteufel
The Yellow Peril (first time)

Moyen Age . . ... 2 B e rescobalds
La Sauvage Elegante (firsitime) ........... Lully
Piano Music: 4 Dance of Adolescence

Blue Hour (first time)

Field Day (Arst (5me) « .« covvovennenss s vdonsa
Heptameron No. f .. .. ..o .. Francisque
Heptameron No. 2 Black Magic (first time)

Cake Walk—1807 .. . .......... ... Kerry Mills

Queen of Heaven (Fremch Gothic)
Gautier de Cotnci

Odalisquie . . .........Algerian and Moorisk Airs
Aphrodisiac—Green Hour (first 1ime)

1927 —Entr*acte
Comtra Danse ..., ciiliiiaiiinaii Beethoven

NGNA ENTERS has, in the four

seasons of her solo recitals here,
succeeded inmaking for herself an enviable
position in the world of art. Whether this
world, particularized, is the dance as it is
generally accepted, or whether it is
pantomime, drama or what you will, is a
subject which Miss Enters herself abhors,
She maintains that “all which is done in the
plastic round, by means of movement,
color, and life is dancing. Just because 1
use no set figures, scarcely any pattern, and
more often than not I refrain from what
are generally referred to as ‘steps,” does
not in my opinion, bar me from the
professions.”

This may be, but Miss Enters did one
thing on this first appearance of the current
season, which should she repeat too often,
would really debar her. That is, she em-
ployed the spoken word in one of her new
numbers, to assist her in the establishment
of a mood.

We should indeed regret the loss of Miss
Enters to the ranks of drama or, still worse,
to behold her metamorphosis to that least
acceptable of all performers in the theatre,
the diseuse. We hope that it was only the
impulse of the moment, the result of com-
plete submersion in the character and
mncident which she portrayed.

We allude to Blue Hour, the third
novelty on her program. This whole
episode, in fact, seemed to us the least
pungent, the most confused and vague in
presentation of all that she did, unless we
except that other and closely related
number, also a novelty, Aphrodisiac, or
Green Hour. Both, we deduce, deal with
a prostitute and her thwarting by cir-
cumstance or resolve, but neither enriched
the program to any great extent.

The other novelties included one which
is bound to survive in the gallery of the
Enters masterpieces, that brief portrait
called Field Day in which the bored and
mosquito-bitten high-school girl does her
conscientious bit in the class calisthenics.
They say that this was one of the greatest
hits in the protracted London season from
which Miss Enters has just returned
triumphant, and it is easy to imagine the
piquancy of its “American™ appeal. The
first new number on the program was the
other high light of the evening, The Tellow
Peril and disclosed the earnest endeavors
of a student in Oriental dancing, a fitting
and original twist to the current vogue of
“Degas Sketches.” Then there was also
the Heptameron z, subtitled Black Magic
which was the logical successor to that
extremely atmospheric and uncannily
authentic Heptameron I, a novelty of last
season. In this she resorted to the Black
Arts in a series of eloquent and rhythmic
poses and swift, incisive gestures, pre-
serving the glamor, cruelty, and supersti-
tion of that dark and romantic era with a
subtlety hard to translate. Her Sauvage
Elegante, a sister piece of the more familiar
Antique a la Francais, had charm but was
somewhat indistinct and formless.

As for the older survivals upon the
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program, the fantastic Moyen Age, the
chaste and exquisite Gothic presentation
of the Queen of Heaven, the inimitable
enshrinement of Mauve Decade abandon-
ment called Cakewalk, 1897, and the
Odalisque (which in its present elaboration
leaves almost nothing to conjecture) re-
main unassailable witnesses to an artistic
flair in this young and dark-eyed “original™
which very nearly approaches genius.

In the matter of technique Miss Enters
has changed very little since her art first
burst refreshingly upon a somewhat jaded
dance public. If anything, her slices of life
are cut a little thinner, her emotions are a
shade more attenuated, the neurotic motiva-
tion veers ever so slightly towards the
erotic. In the material aspect, she is
always eyeilling, her costumes worn as if
they belonged to her and she to their
period, not something assumed as local
color merely for an evening. The physical
portrayal of her personages is always
logical, detailed, and intensely imaginative,
her motions, expressions, attitudes never
err, and are inexhaustible in their infinite
variety of treatment.

As usual, she is completely the feminist,
and as usual, she ignores the strictures of
musical interpretation. In devising her
accompamiments, she selects that which
will prove a fitting background for her
ideas, but she never undertakes to trans-
late the composer. Incidentally Mr. King,
successor to Madeleine Marshall, proved
both competent and sympathetic, and Miss
Enters must be congratulated on minimiz-
ing the delays between numbers.

Mary F. Watkins
La Argentina. Carmencita Peres, pianist, soloist

of Royal Spanish Court. Cosi y Callot
Soeurs. Town Hall, New York, ERLCRICe

PROGRAM

Serenata . . cavanss s Malats
Dance No. . Granados
Fire Dance fr de Falle
Gypsy Dance from Sonatina . Escriche
LA oy . .Guerrera
Cordoba .. cooviiiiiiiinyans, e gl Albeniz
Andalnsian Tabgo

F o G R N A LS Iradier

Seguidillas (Dance twithout musvic)
La Cordida (Impressions of a bull-fght). . Falverde

RGENTINA'S well-merited triumph
proves a number of things. Not the
most important, nor yet the least, is this:
our dancesdoving public has visibly ad-
vanced in perception as well as in number.
This element, so essential to the art's
progress, has been the subject of so much
anxiety that I trust 1 may be forgiven the
informality of mentioning it promptly,
before I forget it in a somewhat complex
retrospect of this well-known dancer but
newly arrived divinity, La Argentina.

A second thing her triumph proves is
that there are two ways to be original.
The familiar procedure is, artistically
speaking, to wear one’s shirt-tail outside of
his trousers, The alternative is to think
out the meaning of our subject to its
uttermost limits, abolish every detail that
doesn’t help the interest, and then find a
way to express exactly what you think.
The latter and less fashionable mode is
employed by a few artists in a century.
Manifestly, Argentina is one of the few.

Description of the beauty of her art is
neither posdible nor necessary. It is not
only of a superlative quality; it is constant.
The spectator promptly accepts it as in-
fallible, and so is rid of any fear of being
dropped from the high altitude of move-
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ment-poetry to an earth of prose and
physical things. Freedom from this pre-
occupation enables us the better to appre-
ciate one of Argentina's sub-surface
properties, which is thought. Rarely have
we seen such evidence of clear, complete
and exact brain work as is revealed in her
arrangements as well as renderings. Mo-
tive or story planned to the least incident;
interest piled upon interest, ' without
digression, incongruity or superfluity. In
execution, a precision that makes possible
the most delicate of shadings without risk
of vagueness. And a restraint that holds
her rendering surely within the limits of
the style appropriate to the particular
dance. The Gypsy in Amor Brujo, more
than being a complete Gypsy, is Gypsy
only. Just as the peasant gir] gives not so
much as a glance of the eye that does not
adwertise an honest, amiable and awkward
mind, a background of hard labor. The
same two dances serve as examples of
Argentina’s regard for arrangement. Con-
sidering only the bare foundation, which
is floor plan, one is impressed by a mag-
nificent distinction between the broad-
sweeping scrolls “travelled™ by feet that
were born dancing, and the naive pattern
of little squares painstakingly traced by the
toiler, to whom dancing is an unfamiliar
indulgence.

Unlike Minerva, Argentina was not
born full-fledged. Not over ten years ago,
when she was in New York with The Land
of Joy, her dancing was notable chiefly for
its evidence of thorough grounding in the
classic. Of the poetic content or the amaz-
ing technical scope of the Argentina of
today it gave not even a hint. The same
estimate applies to as late a date as 1921,
when she gave a series of recitals in Madrid,
Her admirers, as though avoiding excessive
claims, called her The Queen of the
Castanets. This was over-cautious. What-
ever else she may have lacked, she never
lacked rhythm. To a distinguishing degree
she had it; and, notwithstanding the vast
increase in her attainments, it has developed
to keep pace with them, so that rhythm
continues to be one of her distinctions. Of
this the Dance without Music is the con-
spicuous example. Castanets snap, purr,
chatter, scream; soles brush the floor in
counter-time; pistol-fire of taconeo inter-
jects questions, exclamations, Contra-
tiempo is loved by the Gypsies, and a
command of two rhythms is not rare. But
it has remained for Argentina to compose
three distinct rhythm arguments, each
interesting, and to weave them: together
harmoniously and without confusion. At
times the three were in operation together:
a tour de force mcredible except to those
who have seen Argentina do it.

She comes at a time of choregraphic
chaos in Spain, as elsewhere. To expand
the rigid old forms various expedients are
being tried; some stupid, some intelligent.
Argentina is doing precisely what Noverre
did in a similar crisis in the French ballet.
She has analyzed her nation’s dances down
to their elemental movements. (She has
two distinct affairs to deal with, the classic
and the flamenco; but that's beside the
point). Regarding these elemental move-
ments not as fragments, but as a vocabu-
lary, she sees in them the means for the
expression of fancies heretofore inex-
pressible. So, new motives. For music,
instead of the rather circumseribed melodies
“of the soil,” she turns to compositions of
such as Albeniz and de Falla. Her cos-
tumes, while Spanish in character, are
designed to emphasize the sentiment of the
particular dance. The ultimate result is an
addition of unquestionably high importance
to the world's known means of expressing
poetic thought. Incidentally by her de-
served success La Argentina is making the
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world a better place for every one of us
who, for any reason whatever, is interested
in the choregraphic art.

Troy Kinney

Water Study (Group) «.oueen.. . Without Music
Parane of the Sleeping Beaunty, The Fairy

Garden (Doris Humphrey)...... .+ Razel
The Banshee (Doris wphrey) . « [Cotrell
Bagatelle (Syivia and Evelyn) Beet

Scherzo (Charles IV, A
Etude, op. &, no. 12 (Doris Humphrey and
Charles Weidman)....oooiianianns Seriabin

ai)

HE program, which was not very
strictly adhered to in the matter of
sequence, was given as printed.

One number which is not mentioned at
all was one of the high points of the
evening, Mr. Weidman's study of a
Japanese Actor.

This was the first appearance of the
Humphrey-Weidman dancers since they
left the Denishawn fold and Miss St.
Denis was on hand to applaud their new
independence and enterprise. She may
well feel proud of these disciples for
already they stand for something that is
unique and valuable in the world of the
dance. The cornerstone of their artistic
achievement is an extraordinary facility
and inspiration in the handling of massed
movement and grouping, but all that they
do, whether solo, small groups or large
ensemble, has definite reason for being, and
is both logical, plausible and essentially
beautiful. .

Take for example the most conspicuous
novelty on this program, the Water Study,
done without accompaniment. Dances
without music are no innovation, but
dances which make their own music
distinetly are. And such was Water
Study. Composed and accomplished only
with the plastic forms of rising, falling,
rhythmic young bodies, it gives neverthe-
less the authentic feeling of the sea casting
itself relentlessly, in torpid or in stormy
mood, ‘against the wall of some New
England shore. Real genius has gone into
the creating of this as into the more
familiar feature number carried over from
last year, Color Harmony.

The latter is done to the specially com-
posed music of Clifford Vaughn, and owes

its very definite place among dance master-
pieces less to its basic idea than to its
symphonic construction which is choreo-
graphically as technically correct as in the
major orchestral works heard in the con-
cert halls. The actual substance and
ordered harmony of music is as nearly
realized here as would seem possible in
With an unerring instinct
for pattern and form, Miss Humphrey has
molded her dance with the brain of a
musician and the hand of a sculptor.

A word too must be said for the die-
cipline which has made practical the pro-
jection of her ideas. The precision and
smoothness with which the various resolu-
tions are accomplished is one of the
greatest factors in the perfection of the
result, and any teacher who can instil into
pupils and associates such meticulous care
in assimilation and preparation is an artist.

Miss Humphrey's own work in her solo
dances shows less imagination than in her
purely constructive capacity. But she has
grace, vitality and personal charm, and is
never tiresome in any of the figures she
outlines or stuffy in her employment cf
technique. Mr. Weidman has a fantastic
quality to his work which is incisive and
of remarkable clarity. His La Cathedrale
Engloutie to music of Debussy and his
Japanese Actor furnish one of the most
arresting contrasts ever found in the
repertoire of a single dancer.

Other numbers of interest and merit
proved to be Bach's Air for the G String,
performed by five of the young women,
Debussy’s Minstrels, done by Mr. Weid-
man and two of the boys, with humor
both subtle and robust, Sarabande to
music by RameauGodowsky danced by
Miss Humphrey, and a jeint appearance
of the two principals in a Scriabin Erude,
Opus 8. In every case not only the posing
and action of the bodies was delightful and
interesting to study, but even more en-
lightening was the definite pattern traced
in lines of moving shadow upon the stage.

Mary F. Watkins

visible action.

[Editor’s Note: The reviews of Grace
Cornell and Dhimah will appear in the
next issue. )

StacE ‘Door
(Continued from page 21)

critical comment was packed with super-
latives. You might have seen her at the
Silver Slipper café in New York, where she
was a star attraction for many, many
months. She probably will be known as a
“find”" one of these days and land in a local
hit.

Joan Carter-Waddell, whose mammy is
popular as a dancing teacher with studios
in New York, is a feature at the new
Casanova Club, formerly the Helen
Morgan on Fifty-fourth Street. She is a
pretty girl with titian hair, and her foot-
work is better described as simply delight-
ful. She was recently in Paris as a star
member of the Ambassadeurs Café
revue.

On the Serious Side

Angna Enters, mime and dancer,
presented six new “Episodes™ for the first
time at her initial performance of the season
at the Plymouth on Armistice Night, and
was handsomely received. It marked her
return to America after her two success-
ful London seasons. She is now touring
thirty-eight American and Canadian
cities.

Recommendation

ILL ROBINSON, the fifty-year-old
dancer, whose skin is brown, but
whose heart certainly is white, is one of the
New York favorites with playgoers. He
stars in Lew Leslie's Blackbirds revue, an
all-sepia-shaded crew of syncopators at the
Eltinge. His step dance (he taught it to
Fred and Dorothy Stone) and they em-
ployed it in Criss Cross last year, is now
being aped in George White's Scandals in
a h{ghly effective finale. Robinson clowns
and jollies the Thursday midnight audi-
ences at the Eltinge and if you would
mingle with the so-called celebs and other
stay-up-lates, take in that midnight show,
It is when the players kid, clown and toy
with the spectators and all have a rollicking
time. The box-office scale is not steep.
Another delight in town is Una Val of
Show Boat. Her buck work and other
stepping is first rate, and she is a personable
young thing, with a gorgeous figure and her
work is spellbinding, if you are not too
particular about superlatives. Show Boat,
incidentally, is the city’s outstanding
musical smash. That Ziegfeld guy's luck
is Just Too Bad, isn't it?

Ghe Dance cMagazine

4 Merry (hristmas

and

AHappyNewYear

HIS IS OUR CHRISTMAS

greeting to our many friends

and patrons; and may we add our
thanks for the generous support
and co-operation we have had from

you during the past year.

Due to the tremendous increase
in our business we have found it
necessary to remove our executive
- offices and factory to larger quar-
ters. Beginning February Ist,
1929, we will be located in the
beautiful building, shown at the
left, at 333-339 West 52nd Street.

OVER 40 YEARS
MASTER BUILDER,

Mail Orders Retail Shop
Dept. D D;gﬁ,‘,"g 838 Seventh Ave.
209 West 48th St. at 54th Street

Mew York City New York City

Buddha Floated on a
Lotus Leaf to Japan

Those who wear a Hoffert Italian Dancing Slipper float
in an equally easy comfortable way 1o suce

No word picture can carry half the conviction that a
fitting of these exquisitely built shoes offers, In satin,
any color, they are $5.25 a pair. Ana the daily dispatch
of orders the country over indicates the increasing number
of worth while friends that Chicago Theatrical Shoe
d_'u_u'i:u: footwear is winning. Agencies in all principal
cities.

CHICAGO THEATRICAL SHOE CO.,
Shops at 209 S. State St. and 159 N. State St.
Mail Order Dept., 209 S. State St.
Chicago, U. 8. A.

HoFFre’

ltalian Joe
DANCING SLIPPER

CHICAGO THEATRICAL SHOE CO.
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OGDEN

50 West 72d Street
New York City

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 ENpICOTT 3333

DO el o v T : s

|

s

'I'rue Stor
Makes You Glad You Own a Radio Set!

Symphonic and Vocal Music—Absorbing Travelogue
A DRAMATIZED TRUE STORY

Hour

Tune in on any Columbia Station

WOR—N. Y., —Newark WJAS—Pittsburgh WHEK-—Cleveland
WEAN—Providence WOWO—Ft. Wayne WGHP —Detroit
WHNAC—Boston WADC-—Akron WMAQ —Chicago
WFEBL—Syracuse WAIU—Columbus KMOX-—5t. Louis
WMAK-—Buffalo WHKRC—Cincinnati WCAQ—Baltimors
WCAU—Philadelphia KOIL—Council Blufls KMBC—Kansas City
WLDW—0il City WSPD—Teoledo

Every Fripay NicguT—A Rapio TREAT
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feeling and brain in dancing, have no
philosophical restraints and tormenting
states of anguish. Here the work with
their own bodies, the plunging into the
world of movement, is not a narcotic; the
intoxication of self-enhancement not an
aim in itself, but the evident means of
fulfilling a purpose: the achievement of
artistic form with the body transformed
into an instrument.

These bodies speak the language of the
dance, because that is their native tongue,
their most natural form of expression.
Talents are not to be made by education;
they are in hidden existence and must be
discovered, freed, promoted and pro-
tected. These are the tasks of the
school.

Not until after some time of serious
study devoted to the problems of the
body and its faculties for expression, do
the talents begin to differ. One could
divide them into three great groups:
productive, reproduct.ve and pedagogical
talents. Of course there can be no
scheme! For one cannot draw sharp
lines there, where living, human good is
concerned.

The productive talents are d 'stinguished
above all by the creative fancy constantly
revealed, Their free attempts at ex-
pression, their studies and dances are self-
willed in their formation and show in-
dependent application of the matter.
Resources and inspirations, given by the
school although accepted and applied, are
transformed into personal property. Later
on, in professional life, those so gifted
produce the dance—composers, managers,
group leaders and selected soloists. Favored
with the gift of talent, they are the truly
appointed ones, but also the ones laden
withresponsibility. For remarkable talent
imposes the duty of remarkable accom-
plishment.

Those with reproductive talent re-
present the ideal instruments in their
suitability for dancing. Their faculties
are generally to be found in the line of
technical attainment, in which they work
up to the highest degree. Their ideas
are paler, the formation is more bound to
tradition without personal wvariation.
They are strong, however, in penetrating
strange creative forces, in the solution of
given tasks, in devotion to comething
that has shown itself stronger than they.
Their professional capacities are to be
realized in group dancing.

With the waning and extinction of the
classical dance, the ballet, which has no
future because the people of the present
day follow a different line of dancing, the
path has become free for the dancer of
to-day. Dance-composers and managers
have problems before them which it is
worth while working for. Superior
achievements in solo and group dancing,
are needed. Schools must exist, in
which the talents can develop according
to their nature. Dancing has become
Woman's Profession in the best sense.
For it corresponds to the nature of woman.
And the problems are waiting!

Everybody Can Dance

HE aim and object of my schoal is

the education of talented persons for
the dancing profession; that is, according
to the kind of talent—either as pro-
fessional dancers or as teachers. There
can be no question of creating genius,
but merely of discerning and promoting

existing abilities. How this is per-
formed in detail cannot be conceived as a
system or method. From the point of
view of the teacher, it is rather an ever-
changing search, estimate, penetrating
into the characters and temperaments
at hand. The teacher who sets himself
the task of educating dancers, must be a
dancer in the creative sense himself.

Dancing requires not only a controlled
and disciplined body. One must visualize
the body as: being transformed into an
instrument. Gymnastic training is only
one of the means by the aid of which
this transformation is achieved. Besides
the training of the actual functions there
is the study of personal expression. The
pliancy of the body is combined with the
elasticity of the mind. The exaltation of
self is necessary, but exhilaration is not an
object in itself; it is merely serviceable
for the achievement of a state of soul and
body, out of which the dancer learns to
form. The struggle for formation comes
to the foreground. Function, expression,
form are blended in a unity: dancing,

Dancing is a singular language, moving
fluently like poetry and music, resting in
itself, and through itself convincing.

Everybody can dance. '

Everybody may dance.

To be a dancer by profession, however
—or more distinctly expressed by calling,
is to be one by birth and bload, and not by
accomplishment in handicraft. The educa-
tional work of my school is devoted to
dancing. That is what we are ‘working
for in all its manifold manifestaticns,
together with' those who entrust them-
selves to us as pupils,

CAN you tell a piece of antique

furniture when wyou see onel
Do you know the approximate date
it was made! In the January issue
of Your Home there is an article
called:

“What One Should Know About
Early American Furniture,” which
contains a vast amount of informa-
tion on this important subject.

It is but one of many articles that
will interest the home owner, and
these cover a wide range of subjects.

On the news stands December
21st. 25 cents a copy.

Your Home—a Macfadden Pub-
lication.

Start the New Year
the Health Way!

VERT issue of Puvsicar Curture

Magazine, a monthly magazine
publication, contains a condensed en-
cyclopedia of health.  The woman
of the household—her husband—her
parents—her children—all can get,
every month, pertinent self-help advice
on: how to keep well, how to avoid
disease, how to increase vitality, how
to attain superlative beauty, how to
increase earning power through in-
creased health.

The January issue is on the news
stands January ist. It sells for
twenty-five cents a copy, “Bernarr
Macfadden—His Life and His Work™
by Fulton Oursler, one of its features,
is alone worth the price of the 1ssue.
Buy January Pavsicar Curture and
you will insure your health every day
of the coming vear.




January, 1929

“We were at the Pom Pom Nite Club
in Hollywood for three months last year,
and from there we went to the Mark
Hopkins Hotel in San Francisco for six
months. Then we came to Shanghai and
opened at the Little Club, the most ex-
clusive of its kind in the city. When we
finish our six months' contract here, we
shall go on to Manila, Java and India, and
then we are coming directly to New York.
We do all kinds of acrobatic wark, both of
us featuring high kicks. We are interested
in your Department and never fail to read
it
The experiences of these dancers,
especially of Nisa Loruld who takes her
oriental studies very seriously, recall
Hasoutra to my mind. Born in China of
Western parents, Hasoutra has become so
eminent that she was able to give a recital
in October, devoted to the dances of the
East. She rendered eight numbers, includ-
ing her Golden Buddha dance. I enjoyed
her most in her Burmese and Javanese in-
terpretations. Michio Ito assisted in this
affair, and did his famous Japanese sword
number. A swarthy damsel named Mlle.
Lota tickled the audience with a frank
rendering of an Arabian stomach dance.

To my desk there have come pictures
and press notices of Vahdah Kubert,a
Polish dancer, who has been appearing in

Ghe DANCERS

of VARIETY
(Continued from page 37)

pageants at Monterey, California. A few
years back, she was in the New York
production of The Miracle. She claims to
scorn the methods of the commercial
theatre, and just prances around, interpret-
ing her soul. But, Hey-ho! what do such
theories matter? She takes a nifty picture,
and the critics write that she gets across to
audiences in a big way. She should take a
whirl at vaudeville, which is a field where
there are no prejudices and nice rewards.

Dave E. Owen of the Michael Studio is
grieved because I wrote in November that
Miss Grace Du Faye was “by way of being
a contortionist.” He counters by declaring
that she is “just a hard working young
lady who has studied and worked under the
careful and intelligent guidance of Dave E.
Owen.” This last I do not deny. Miss
Du Faye is, in fact, a straight acrobatic
dancer of considerable charm and talent.
But she is more limber than most. Mr.
Owen is in error if he thinks that my com-
ment was meant as a slur. Contortionists
fascinate me, and if Grace Du Faye has

some of their strange powers in addition
to her own art, it’s all to the merry-merry.

Miss Pat Rooney, of Oklahoma City,
writes me as follows:

*I would like very much for you to do
me the favor of interviewing the famous
Rooneys—Pat II and Pat II1. My father,
James Rooney, tells me that we are rela-
tions of these dancers, and I'd appreciate
any effort you would make to help me find
out. I can trace my father’s people back to
Ireland, where he himself was born. 1 am
a namesake of Pat Rooney, and 1 hope you
will be able to help me.”

The dancing Rooneys don’t happen to
be accessible right now. So I'm printing
this appeal to them to write to Miss Pat
in my care.

In the past month, correspondents have
asked for interviews with Marjorie Peter-
son and Lenore Scheffer, Peggy Hunt and
Ted Huff, Patricia Bowman and Nicholas
Daks, and the team of Helen and Frank last
heard of as touring Australia. Noted.

If the followers of Mr. 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 invites
news with photographs from- professionals.

The shawl is made from a yard of bright
orange taffeta, with a pointed border of
black Auvetyne or the fabric used on the
skirt, It is folded crosswise and pinned
at the waist.

Here our headdress is most unusual and
a relief from the high comb or lace mantila.

It begins with a crown of stiff ribbon
closely plaited. Have it match the skirt in
shade. You may buy pointed ribbon or
cut it so yourself, then have it machine
plaited and attach to a narrow band. This
band encircles the hair which has been
parted and drawn toa large coil at the back.
If you have no hair to spare—and who has?
— use either a switch or a wig. Finish the
ends of the crown with a small bow of
ribbon of the same shade. The hair bag is
an unique note. It isabout ten inches long,
and is made of red ribbon knotted in mesh
effect or of any silky wide mesh material.
Its purpose is to hold the additional hair of
Our Lady. Fill this bag with a switch or
piece of silk the color of your hair.

The earrings, you will notice, are most
exotic. The ten-cent store or a theatrical
jeweler will help you out. You can make
lovely things by using a large ring to begin
with and attaching jewels to them by means
of tiny gilt safety pins.

White stockings, black shoes and red
bows finish this ensemble.

Our Gentleman begins his outfit with a
white crepe, cambric or linen shirt. The
full sleeves are gathered to a tight cuff and
the neck is finished with a low band. Next
comes his black velvet bolero with its
scallops of purple felt or duvetyne. The
jacket fits very smoothly and may be in one
piece, with the scallops merely simulating a
side opening. Four large silver buttons
finish the front. Use wooden molds or
large pearl buttons and paint them with
silver radiator paint.

The trousers are smooth and suave in
fit. They should be of knicker length, to
fit well within the leggins. More purple
scallops are appliquéd to the front and the
two sides. Crush half a yard of rich red
taffeta and snap it securely about the waist
for the girdle.

The leggins are cut from bright red fele.
They should have an elastic strap under
the instep to insure an easy, smooth fit,

FroM CDRESSING
RooM o
FoorLicHTS

(Continued from page 46)

Use strong hooks and eyes, such as come
already fitted to tape, for the side fastening.
Over the instep and below the knee is a
design cut from white felt. First outline
this white design with black batik paint
and then appliqué to the leggins. Attach
a white cuff to the top, paint with narrow
black lines running perpendicularly, leav-
ing a white margin at top and bottom.
Through the center you may run a red
line, as shown. This simple use of paint
gives the impression of embroidery and
rich fabrics. A generous tassel of vivid
green wool finishes each leggin. Wear
black pumps of a colonial nature but with-
out buckles,

The hat is of black felt with a small peak
crown and rolling brim. This type of hat
may be purchased from any theatrical
supply house. It is worn tilted at a pre-
carious angle and the upper edge is finished
with a vivid green and a vivid orange wool
pompon.

The scarf lends a most authoritative and
dashing note. It is about half a yard in
width. The native ones are made from
heavy wool elaborately designed or em-
broidered. We, however, shall substitute
one of the modern novelty sports wool
fabrics, which come in colorful stripes and
designs. Select a tan or beige ground with
a striped design, preferably with black,
red, brown and green colors. The scarf is
about three yards long, so a yard and a
half of wide material will be sufficient. It
should be lined with black velvet, and
finished with bright wool tassels suspended
from each end.

Qur Lady uses a light skin make-up,
with vivid carmine lips and heavily
shadowed eyes. If hair is a matter of
choice, choose black.

Our Gentleman's skin is several tones
darker. He has accentuated eyes and lips,

but little or no rouge. And sideburns—
gorgeous ones, of course.

APPROXIMATION OF MATERIAL

anp Coer

Our Lady
6 yards Taffeta @ $1.00 for skirt, $ 6.00
1 yard Taffeta @ $1.co for shawl. .

1.00

6 yards Duvetyne @ $.35 for ap-
pliqué and shawl edge. . . . ... 2.10
114 yards Velvet @ $1.00for bodice 1.25

5 yards Organdy @ $.75 for under-
P e e O P 375
3 yards Ribbon @ $.10 for hair, ... .30
Ribbon or material for hair bag. ... .50
Woolle s a5 s Lo o S .50
6 yards Sateen @ $.35 for lining. .. 2.10
$17.50

Our Gentleman

6 yards Velvet @ $1.00 for suit and

scarflinings. .o e i et $ 6.00

1 yard Duvetyne @ $.35 for scallops :35
£ BOtOOnn. - oy i w il N O
14 yard Taffeta @ $1.00forgirdle. . .50

1 yard Felt @ $1.00 for leggins. ... 1.00
15 yard white Felt (@ $1.00 for

applique......... AL ki
1Y% wool fabric @ $1.coforscarf.. 1.50
| P B SN L E e men o o e
3 yards cotton material @ $.40 for

SR 1.20
Waoaols 17 50

6 yards Sateet:l @ Szgforlmmg s D

$15.85

Each month Beatrice Karle will
present an original costume design
with full directions for making and
approximate needs and cost. In
addition, this department is at the
disposal of our readers for all general
information, concerning where or how
to buy materials, accessories or make-
up; questions of personal makeup
and any problem relating to costumes
or stage arrangements for amateurs,
The name of the shop quoting prices
mentioned hevein will be sent upon
request. Please address Miss Karle
in care of the magazine, inclosing a
stamped, self-addressed envelope for
your reply.

57

Che Dance clagazine

“Dance
“Light as a
eather!”

Take All Strain Off Your
Arches

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 effortlessly with fairy-
like ease. The only toe shoe nvaiiabfc
in two separate stvles for low and high
arches.

Soft Toe

Practice {"\\ Ry
Shoes T A

Like Leo Hard Toe

dancing shoes, Leo Soft

Toe practice shoes combine

the latest principles of scientific
ballet slipper construction. There is
the same snug fit at the heel, the same

secure J)mtcc1in:: 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,
gtage or ballroom. Advance
flats are full kid lined,
french bound, give short ef-
fect. Patent, black or white
gatin, 85. Dyed to match
costume, 50c extra.
With Theo ties, 25¢
extra. Same shoe can
be had in satin

$5,.00 gy i el
Order direct from this 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 83c extra.
Toe shoes, linen, pink or white_. ..34.50
Toe shoes, black

Toe shoes, satin, black, white or pink.. 5.25
Solt toe shoes, blac T e )
Sizes below 1314—25¢c less
Grecian ballet sandals, smoked elk and black. 6.00
Extra quality pure silk opera length hose,
service weight = =k

fEeoen -3.75

Opera length chiffon hose____ """~
Opera length semi-fashion lisle hose. =
These prices do not include postage.
Special reductions on guantity orders.

ADVANCE

THEATRICAL SHOE CO.
Dept. D, 159{&&:“ St., Chicago, Il

oor)
_______ e o e e e s s ks i
Please send me your free
cnlalag and compl.e-le price
list of shoes and hosiery.

MEmeis citaz il aa s dnnaas
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Dancing Teachers
sdliention
The New Waas Catalogue

illustrates everything you need. It is a complete
digest of dancing school requirements—dancing
shoes, supporters, rompers, hosiery, make-up
supplies, etc. You cansave both time and money
by mnklns all your purchases through this won-

| book. Prompt attention is given to all
mail orders.

Materials and Trimmings

Most teachers are planning recital costumes at
this time. The extensive line of Waas materials
and trimmings deserve your consideration, Sam-
plessenton request. Prices listed in the catalogue.

Waas Profit-Sharing Plan 1o
Dancing Teachers

This plan will add a legitimate profit to your
business. Write for full information.

The Waas Service Department

—Exists for your convenience in planning every
carnival or performance. Write us about your
problems of staging and costuming.

Don’t forget to write for the
New, Free Waas Catalogue

WAAS & SON

123 South Eleventh Sireet
PHILADELFPHIA
Costumes to hire—greatest variety

gy Ny Yy yva

==-BEAUMONT SCENERY STUDIOS—

Stage settings, pninted or draperies, to order
or on REN -, for all occasions. Dancing
schools supplied throuzhout country. Oldest
gcenery concern inUnited States. Write forfur-
ther information—443W. 47th St. New York Cltr

“ATHENA” SANDAL

Foraesthetic dancing, acrobatic
practi teonis and sport
wear. Sizes 6 child's to 7
women’s.  Whole sun:-r
only. In Suede $1.6
&ur pair, Elk or Kid
1.80 per pair, 12
pr. or over 15c
perpr, less, Re-
mit with order.

GRAU SHOE CO. i
|

I'n Stock

LEOMINSTER MASS.

MONEY FOR YOU

Men and women can earn $15 to Sﬁwuk!y

in spare time at home making dlsphy cards,

Light. pleasant work. No canvassing. We

instruct you and supply you with

Write t,o-du?'rl for [u | part.culars.

The MENHENITT GOMPANY Limited
254 Dominion Bidg.,Toronto, Gan

LADIES
Address envelopes at home.  Spare time. $15
—$25 uc("kh easily. Expericnce Unnecessary.
Dignified w 2¢ stamp for particulars,
Mazelle, Dept. O.D., Gary, Ind.

We cordially invite vou to see our n‘unu:’éxé f
displayof LITTLEJOHNS RHINESTON

This Season's Success—Marselowsly Flatlering
LITTLEJOHN
“CAPETTE"
Daszsling!
Becoming!
Suitable for

dancer or
talented tot.

Only $17.25
Postpaid

For your richest
rhinestone effec
write
“Anyihing in Rhinesiones™
THE LITTLEJOHNS, 254 W. 46th St. (D-5)
New York City

in New York to build a rep for the road.
Choos 15 heavily interested here to a big
amount, but with a decent break he’ll get
it back, here and on the road.

Rockwerr J. Granam

Americana. Produced by J. P. McEvoy. Book
by J. P. McEvoy, Music by Roger Wolfe Kakn,
Lyrics by [ ‘? McEvoy and Irving Cacsar.
Shketches staged by .h-f:z ard Goodman. Americana
Girls’ dances staged by Russell Markert and Mex
Scheck. ”ar.l’rn- Girls' dances staged by Gecrge
Stamper. Singing directed by Edsord Ziman,
spirituals J.:, f Rosamend Johnson. Entire revue
staged by J. P. McEroy. Technical director,
Eugenie 'II:FN)). Costumes by John Held, Jr.,
and Herman Rosse. Sets by Herman Rosse.

Cast: Douglas Burley, Wanda Falle, Mary
Stauber, Bradley Cass, Stanley Cable, Frances
Gersheomm, Stella Sragﬂ,B!o( Dionakue, J. Rosa-
mond Johnson, Thomas Burton, Tavlor Gordon,
Olive | f:c.fnr(,d(nbﬂ Hamilion, Williams Sisters,
Doris Carson, George Tapps, Duke Miller, Baby
Banks, Roger Wolfe
ducted by Don Voorkees.

IGH hopes were entertained that a

repetition of the freshness and
novelty of the first Americana, two
seasons back, would occur with this pro-
duction. Mr. McEvoy, auther of the last,
chiefly authored this, and in addition took
on the burden of producing it. This wasa
mistake. Mr. McEvoy made a very
gallant try, but this Americana succeeded
only in being a poor piece of entertainment.
It cannot last.

The sketches by the authorlyricist-
producer were okay so far as the ideas go,
but they failed to hit. One called Ameri-
canaphone, kidding the ralkies, was the
laugh-getter, but not over strong. The
rest merely got titters; the dancing in the
show was limited to a very few routines,
nicely but not sensationally staged by
Russ Markert and Max Scheck, Markert
being called in for repairs. The applause-
winner of the specialties was Olive
McClure with an acrobatic routine. She
got the only real punch of the piece.
QOtherwise Joe Donahue (brother of
famous Jack), and George Stamper stand
out. George Tapps, Frances Gershwin,
Baby Banks, a diminutive Negress, appear
now and then. The rest of the cast chiefly
offers Douglas Burley and John Hamilton
as comics. But not a real guffaw in the
show. The score by R. W. Kahn offers
nothing of especial merit. Held's costumes
are novel, the pit band is good. Thats all.

Rockwrrr J. Granam

Lakn's  Orchestra, con-

Philip Goodman presents Rainboro. Music by
Fincent Youmans. Stery and lvrics by Laurence
Stallings and Oscar Hammerstein, Znd.  Book
staged By Oscar Hrzmm:rrmm 2nd.  Musical

numbers and dances staged by Bushy Berkeley.
Contumes designed by Charles LeMaire Seenery
designed and painted bv Gater and Morange.
Research director, Leighton K. Brili. Entire
production produced under persomal direciions of
Mr. Goodman,

Cast:  Louise Brown, Allan Prior, Charles
Ruggles, Harland Dixon, Franceita Malloy,
Helen Land, Brian Donleoy and others. Chestmug

Street Opera House, Philadelphia.

AINBOW, Philip Goodman's first

production of the new season, de-
serves to be a success. Whether it will or
not is something that its pre-New York
performances alone will decide. For there
is hit material in the show. Running
properly, and cut to regular time, a prob-
lem, the Laurence Stallings-Oscar Hammer-
stein, 2nd, is a natural for a season in the
metropolis.

Because Rambow has a book. something
that musical comedies rarely possess.
American, but not flag-waving, expensive
but not too gaudy, and huge because it
presents a spectacle of one of the most
romantic periods in this country’s history.
Rainbow is really a play with music.

Limited by the libretto, naturally, the
show can't use hot dancing. But, in one
number, Hay! Straw!, Busby Berkeley gets
an effect, through use of two tables, that
will set them talking. Berkeley staged
the musical numbers, and he deserves
credit for the way he did it. Not only was
his job workmanlike, but he madz use of all
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the opportunities for eccentric effects.
Naturally, the period of the play kept the
chorines well covered, so Berkeley made
them use their hands and arms, with some
splendid acrobatics resulting. A Spanish
specialty, in the first stanza, scored, also,

Regarding the individuals, dancing
honors go to Louise Brown and Harland
Dixon. The former, best remembered for
her London reputation via The Girl Friend,
should be kept in this country. We need
ingenues of her type, and even if she may
not get her opportunity in this vehicle she
deserves it later on. Miss Brown can
dance, handle lines, and sing. What else is
needed? Harland Dixon, of course, is his
usual capable self, with his Hay! Straw!
contribution outstanding. One unbilled
team, with a comedy turn, received
merited attention, and in the chorus, this
department was attracted by an unknown
auburn-tinted maiden, one of a quartet
with Dixon in a number. If her enthusiasm
lasts, she’ll get somewhere.

Acting honors, and the individual hit of
the production goes to Charles Ruggles.
His characterization of “Nasty"" Howell is
a genuine contribution not often found in
the legitimate ranks, let alone the musical
division. Allan Prior, he of the splendid
voice, scores again after his work in White
Eagle. Francetta Malloy, late with
Manhattan Mary as Lotta, was okay
dramatically, while Helen Lynd, known
from Tes, Tes, Tvette, aided in the comedy.

Youman's score is fine, but not from a
commercial aspect. Who Am I, I Like Tou
As Tou Are, Hay! Straw! and Sunrise are
dance band and radio possibilities. Let Me
Give All My Love To Thee, a hymn, and
I Look For Love are numbers rarely found
in the musicals, His musical works for
Rambow are different, with commercial
tendencies generally subdued.

Production is a beautiful one. Staging,
the problem that has contributed to the
general problem, will have to cut the piece,
and speed it up.

Raimbow deserves to win. One thing is
certain. It will either be a big hit or a
flat failure. A work of this kind must be
one or the other. There can be no com-
promise.

Herpserr M. Miiter

Arthur  Hanmmerstein  presents Polly,  June
featured. From David Belasco's international
‘comedy triumpk, Polly Wiuh a Pan. Book
by Guy Boltom and George Middleton.  Music

by Herbert Stothart and Philip Charig. Lyrics by
Froing Caesar. Musical tersion by Guy Bolion,
George Middleton and Isabel Leighton. Book
staged !B) Jokn Harwood, Dances and ensembles
staged Jack Haskell.  Scenery designed by
_{m‘(f Urban. Costumes designed by Moark
fmrmg
June, Inez Courtney, Olin Howland,
Fn'rf 'me. Arckie  Leach, Svdwey  Marion,
Wiltiam Ladd, Allyr .Dr:)'cr. Doris MeMakon,
Zanow and Koz, Gus and IWill, 'n.fnnfm#rmu
uariet, Happy-Go-Lucky Roys, and ot
huberi Theatre, Philadelphia.
S a play, blessed by the presence of
Ina Claire, Polly With a Past was a
hit. As a musical, Polly, Arthur Hammer-
stein’s production, doesn't shape up as
much more than one of those Long Island
setting tune-shows which have a habit of
dropping in rather often. In short, Polly.
as covered in Philadelphia, did not appear
to be a whirlwind or a candidate for the
hit class.

June is featured in the show, and June
is handicapped by the fact that the struc-
ture of thé play is generally placed upon
her shoulders. The book, routine musical
comedy stuff generally, doesn’t give her
much assistance. June, regarding dancing,
contributed a few waltzes, and an adagio
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near the second act finale, with the assist-
ance of George Childs. None of these bits
caused more than a mild return. In a
stronger show, as concerns the book and
everything else, June would probably show
to better advantage. She deserves the
chance.

Jack Haskell has contributed some
effective dance turns, formations generally
showing best. Heel and Toe, a hot tune,
Sweet Liar, in which his twenty-four girls
and twelve boys are divided into groups of
threes, scoring for best returns, and On
With the Dance, an ensemble number, were
outstanding. Inez Courtney and Olin
Howland, in Nobody Wants Me, drew
four bows, the greatest total of evening,
with a comedy knockabecut turn. Miss
Courtney, too, performs in the same
clowning fashion that secured her attention
in Good News.

Polly, at this writing, seems top
heavy with specialists and specialties.
Outside of one number contributed by
Gus and Will evidently from the variety,
and a comedy dance by an unbilled duo,
seen the week before in Rambow, none
scored heavily. Zanou and Kaz, two
femmes in a Spanish routine, received mild
approval, while the Manhattan Quartet
and the Happy-Go-Lucky Boys, one of
these plugging the tunes from the pit and
offstage, vocalized.

The Herbert Stothart-Philip Charig
score doesn’t contain one natural, and some
of the plug numbers are hardly out of the
better-than-average class. Best remem-
bered, though, were Polly, Heel and Toe,
What Can Be Sweeter, Comme Ci, Comme
Ca, Sweet Liar and On With the Dance, as
something for the dance bands to handle.
Irving Caesar’s lyrics are generally good.

Syd Marion, evidently from burlesque,
and Fred Allen handle the comedy, with
the latter deserving credit, regardless of
some of the material given to him. Allen
works easily and is generally okay. Inez
Courtney, again, is the feminine comedian,
working opposite Olin Howland, late with
“Golden Dawn.™

Polly, it seems, lacks something.
Whether the June angle, and the names
will make it a hit is another matter.
Hammerstein has given the piece some
handsome Urban settings, and the musical
dresses well. Maybe a faster pace will
help it, but, at any rate. it doesn’t appear
set at this writing.

Hernert M

MiLer

Treasure Girl.  Produced by Aaroms and
Freedley,  Gertrude Lawrencs starred.  Walter
Catient, Clifion WWebb, Pau Frawley, Mary Hay
j’m:rrr:d Book by Fred Thompson ‘and_ Vineent
Lawrence. Music by {_.-rorg( Gershwin, Lyrics by
Ira Gershain, Broi staged by Bertram Harrison,
Dances and ensembles siaged by Bobby Connelly.
Gostumes designed Kiviette.  Sets by Joseph
Urban. Alvin Theatre, New York.

Cast:  Dorothy  Jordan, Firginia Franck,
Pegey O Neill, Clifton IFebb, Mary Hay, Gertrude
McDomald, Charles Baron, Frank G. Bind,
Walter Catlett, Gertrude Lawrence, Paul Frawiey,
Ferris Hartman, Norman Curtis, Jokn Dunimure,
Stephen Francis, Edwen Preble.  Victor Arden and
Phil Ohman at the pianos,

HE appeal of this vehicle is based on
Gertrude Lawrence's drawing power
which is big, Gershwin's score and genera!
class tone. It's too bad Miss Lawrence did
not draw a stronger piece to follow her
phenomenal success in Oh, Kay! two
seasons back, but this one should do very
well for the first few weeks, until the class
crowd has taken it in, and then gradually
peter out to smaller takings.

A treasure hunt forms the general theme,
and Fred Thompson and Vincent Lawrence
obviously failed to make the most of the
dramatic moments offered by their own
idea, Everybody seeks a certain hidden
treasure at a house party, and Miss
Lawrence finds it of course. A scene ona
deserted island gives Joseph Urban a
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chance to spread himself in tropical foliage.
In all scenes he has turned out beautiful
mountings, odd and unusual. The love
interest is routine in structure, the only
surprise coming in a scene on the island, in
which Miss Lawrence becomes highly
emotional f r a unch. Otherwise too
much of the book hinges on her with
Mary Hay the only other female part to
get a look-in. The burden falls on the star
and on Paul Frawley, whois good. Walter
Catlett, who is forced to resort to much
stock material because of the lack of oppor-
tunities furnished him by a weak book, and
Clifton Webb, who dances excitingly in
several spots with the little Hay girl, but
who should not try to be funny.

The chorus is the strong point here.
Bobby Connolly’s marvelous work im-
presses the fact that choruses are more than
decorations or incidents. In Treasure Girl
they provide the best moments of the
evening. The chorus is big, and their work
is there in every respect. Backed by them,
Webb and Hay stop the show twice, with
Krazy for Tou in the first stanza and
What Causes That? in the second. Miss
Lawrence's best number is a comedy one
with Frawley.

Gershwin's score offers several tunes
that should be well received: Where's the
Boy?, What Causes That?, I've Got a Ramn-
bow and Kora-zy for You.

RockweLL J. Granam

This Year of Grace. Produced by Arch Seluyn
after C. B. Cochran's London production. Beatrice
Lillic and Noel Coward starred. Book lyrics and
music by Noel Coevard. Staped by Frank Collins.
Dances and ensembles by Max Rivers and Tilly
Losch. Orchestra conducted by Frank Tours.

Cast: Beatrice Lillie, Noel Covard, Madeline
Gibson, Sonnie Ray, Billy Milton, Queenie
Leonard, Rita Mackay, Alberting FPitak, Tom
Devine, William Harn, Orsel Ross, Marjorie Moss,
Georges  Fontana, Florence Desmond, Muriel
Montrore.

HIS TEAR OF GRACE is an Eng-

lish revue, originally produced in
London by C. B. Cochran and still running
there, Arch Selwyn inserted Beatrice

Lillie and Noel Coward and, to apply an
American phrase to an English product, it
has wowed the cash customers.

On the young shoulders of Mr. Coward,
who writes, sings, dances, acts and com-
poses, the burden has rested. He has done
a really clever job which makes its appeal
to the ultra crowd. His sketches offer
several amusing bits, chiefly a burlesque of
gay life in Paris, 1800; Lilac Time sung by
himself and Miss Lillie; a satire of British
seaside resorts; a bus scene all by Miss
Lillie; I Can't Think, one of those recita-
tives not quite as good as it could easily
have been.

The outstanding dance bit is a waltz by
Moss and Fontana, the well known team,
incostume. It scores the hit of the evening,
and is a really corking piece of work.
Albertina Vitak, the American dancer,
appears in two or threz numbers to excel-
lent effect. As for the chorus, I don’t want
to be carping, but an American bunch
could give these girls aces and spades in
looks, dancing ability and grace. Other-
wise okay. Madeline Gibson, lifted re-
cently from the chorus of the English
version, acquits herself well in several
numbers, especially A Room with a View,
the hit song, with Billy Milton.

Miss Lillie scores repeatedly, as does
Coward, but I had the feeling that a little
less restraint and more spontaneity would
have put her over with a bigger bang. The
entire piece is played quietly, not boister-
ously, and maybe my taste is warped, but
speed is an essential to any musical produc-
tion; at least the illusion of it. Conse-
quently This Year of Grace provides noth-
ing more than mild and continuous
amusement of an elevated sort. It appeals
to the sophisticates and is drawing them
heavily though when that class has been
exhausted, I don't know who will go. If
you like smart satire, intellectual restraint,
see this,

RockwrlL J. GRanAM

STUDENT and STUDIO
(Continued from page 48)

after her graduation from high school.
In the meantime she is studying with all
her little might.

The school everybody talks about in
Salt Lake City, Utah, seems to be the
Le Crist School of which L. P. Christensen
is the principal. Ballet, ballroom and
tap are featured.

Lorraine F. Abert who has quite a
large school in Rochester makes a feature
of a bureau of entertainment connected
with the studio to furnish outlet for her
pupils’ talent.

Nadine Henry who has studied with
Kosloff, Vestoff-Serova, Denishawn, the
Marmeins and Albertina Rasch, is now
herself imparting that knowledge to the
children of Summit and Morristown,
New Jersey, who enjoy rhythmic move-
ment.

Another child prodigy, Eleanor Witten-
berg, who, in spite of being only eleven
has attracted the attention of Jack Donahue
and Pat Rooney with her marvelous danc-
ing. She is now studying tap and step,
toe, ballet and acrobatics with Roy H.
Lewis in Cleveland and also appearing in
vaudeville now and then,

England
CORRESPONDENT, Janet K.
Watson, writes us news from

London.

At a Spanish cabaret aboard a Spanish
yacht Elsa Brunelleschi, described as the
“greatest exponent of Spanish Dancing
in London,” presented De Fallas Fire

Dance with great success. A Spaniard
by birth, she knows every type of Spanish
dancing and is also the owner of a certi-
ficate from the great master, Cecchetti.
Her specialty is arranging Spanish num-
bers for the stage and exhibition work
and for this purpose her pupils come to
her from far and wide.

From the Novikoff School many pupils
advance into the company of Pavlowa.
Laurent Novikoff conducts the school
with the assistance of Anna Pruzina who
takes care of the children and beginners.
The advanced ballet class is a delightful
scene to watch; beautiful technique,
an eager, hard-working group of girls in
simple white ballet costume, each dis-
playing the new long bob.

Returning from a trip to the United
States where she wvisited schools in New
York, Chicago and Los Angeles, Zelia
Raye has introduced the American method
of all-round training in musical comedy,
toe, buck and acrebatic in addition to her
operatic dancing. Besides teaching, Miss
Raye is principal dancer of the Gaiety
and Adelphi Theatres and the Piccadilly
Revels. She is assisted at the school by
Jocelyn Yee who also appears in His
Majesty’s Theatre in “Song of the Sea.”

Racuer 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 Daxce Maca-
ziNE, 1926 Broadway, New Tork City.
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theatres. They claimed some Committee
for Vice, whatever that is, would object.

Came the exciting night of the grand
opening. The night of his début on Broad-
way. Suddenly Maurice, who had been
brooding over the Apache problem for
fully two days, made up his mind. He
would take a chance, and do the Apache
dance anyway. If the management fired
him, all right. If the American public
objected, then he was through. A flop.
Dispraced. But somewhere down deep in
his heart he possessed confidence, that
gigantic confidence which belongs only to
those who can boast of gi:niu.s, He knew
the dance would go over. Go over is much
too slight a term. The dance was nothing
less than a sensation. Maurice was made.

For awhile, of course, he was happy.
Great success was his, big salaries were
coming his way, but he lacked love, and to
Mauorice, the eternal romanticist, that
quality was always essential. His next sad
blow came when Madeline ran off with
some rich man, and he found himself once
more without a partner. Incidentally,
Madeline died soon after. A curious fate
seemed to follow Maurice’s partners. A
fate that wove a pattern of death.

You would think that after his experi-
ence with Madeline, Maurice must have
learned to judge women. But no; years
later Leonora Hughes played the same
trick on him. Leaving him flat, in the
middle of a successful engagement, when
she, too, went off and married a wealthy
man.

He had to get someone to finish out the
contract with Martin’s, So next in line
came Joan Sawyer, who helped him fill in
the time.

It was during his partnership with Joan
Sawyer that Maurice happened to attend
a show at the Globe Theatre. I think it
was called Over the River. Seated in the
audience, his quick eyes noticed a girl in
the chorus, A girl who stood out like a
genuine jewel among cheap tinsel. So he
took Florence Walton out of the chorus,
and danced with her while they com-
pleted the Martin engagement.

They were partners for seven years.
That was the longest time Maurice ever
danced with one woman. And because
dancing to him has always been synony-
mous with romance and life and love, he
married Florence Walton in nineteen-
twelve. It was with her that he achieved
the great success which made his name:
Paris, New York, Deauville, London,
Cannes, the gathering places of the elite,
were his friends. Society reveled in his
grace, his fascination, his undeniable art.
Maurice could dance, he was the very
personification of romance, and the world
seemed to be his. He earned as high as

eMyY cMEMORIES of e MAURICE

{Continued from page 29)

Maurice and Florence

ten thousand dollars a week during the
heydey of his success. It was with
Florence Walton that he perfected his
world renowned waltz, and with her he
danced in all the capitals of Europe, be-
fore the kings and queens of England,
Spain, Belgium, and the Shah of Persia,

But domestic troubles set in to mar
his brief happiness, and in 1921 Maurice
and Florence were divorced. She con-
tinued to dance with him, but because he
was unhappy with her in private life,
Maurice felt unable to go on dancing with
Florence. His performance was so much
a part of him that he could not separate it
from life. Thereupon their wonderful
partnership ended, and Florence married
someone else.

It had been a wonderful partnership.
At the time of their first great success,
Vernon Castle was in Europe, and Irene
did not dance with anyone else, so it was
an ideal moment for an adroit couple.

With the loss of Florence Walton,
Maurice was once more on the lookout
for a partner. Someone told him about

,U::J_-!:m-

Walton in a photograph taken when they
were parfners in 1915

a stunning girl; a friend of Bud Fisher’s,
the cartoonist, and inimitable creator
of Mutt and Jeffl. Some said she was in
the chorus of a Broadway show. Some
said she danced at Churchill’s and the
McAlpin  Grill. Others claimed she
had been a Long Island telephene operator.
Many were the reports, and several
people suggested her to Maurice. They
kept asking and asking him to see her
and try her out. He immediately sensed,
that whether she could dance or not,

. there must be some all important, charm-

ing elusive quality in this unknown
creature, something that made everyone
like her. Maurice consented to meet her.
One lock in her eyes and he knew.
She had the knack of making a cheap rag
look like a million dollars. She had a
little way of her own in the manner she
tilted her hat over one eve. She was an
irresistible girl made for orchids and
pretty clothes. A girl fashioned for
admiration. A born show-woman.
And so Maurice bowed low over her
hand, and asked Leonora Hughes to dance
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with him, They whirled around the
vast room. Once. Twice. Maurice
smiled happily. She was as light as a
feather. He could do a lot with this
partner, providing she could learn poise
and dignity, and was willing to be
trained. They journeyed to Switzerland
where he drilled her every day. Drilled
her in the same room wherein several
years later he taught me. Then he took
Leonora to Patou’s in Paris and had
dresses designed for her. Flowing grace-
ful chiffon dance frocks, that have since
become the vogue. A different dress for
every performance.

At last, so Maurice thought, she was
ready; ready to conquer an audience.
They went to London, and he secured
an engagement at The Piccadilly. With
trembling hands and bated breath they
started their first number. During the
short intermission, the manager called
Maurice into a small ante room. His
words were short and far from sweet.

“You can’t continue the engagement
here unless you get yourself a new
partner. The one you've got is ime
possible!™

How Maurice trained Leonora Hughes,
how she mastered ome of the greatest
dancing secrets, her elopement, and his
meeting with Eleanora Ambrose, will be
told in the next installment of My Memories
of Maurice, in the February issue of Tax
Dance Macazive.

international Newsreel

Mr. and Mrs. Or¢iz Luis Basualdo
on their recent arrival in this
country. Mrs. Basualdo is the
former Leonora Hughes, who left
Maurice suddenly to get married

MusicaL, CoMEDY and REVUE Dancine— How Db It <DevELOP?

(Continued from page 17)

it started the searching-out by producers of
dances that seemed negroid in origin,
and therefore possessing the attributes
their shows and patrons demanded.
This movement resulted, we know, in the
Black Bottom, which George White
evolved from a more primitive ballet
that was almost medieval Ethiopian in its
origin. It resulted, too, in that mod-
ernization of the informal dance orig
inally called the Charleston Cotillion

into musical comedy use. In addition
to all that it seems to have resulted in the
staircase dance as well.

This relationship is perhaps somewhat
more indirect. Anyway, as nearly as can
be determined at the moment, this grandest
species of tap dancing was developed many
years ago by that greatest of tap dancers,
the Negro Bill Robinson. Certainly ever
since Robinson popularized this routine it
has been employed in the musical comedies

60

and revues with gusto and admirable fre-
quency, adding one of the most gratefully
received features to many a show. Mr.
Robinson proclaims, by the way, that the
only person ever to pay him for the use of
the invention, and to give him program
credit, was the distinguished Fred Stone.

Another important contributor to the
dancing qualities of modern musical shows
is George White, through the medium of
his Scandals. A hoofer himself, White has

given dancing the position it deserved in
his shows. Of the revue producers, he has
done the most to aid the quality of dancing
in new productions. For one thing, he
hasn't insisted on giving adagio teams too
much opportunity to show off.

The most important development in
musical comedy, it is safe to say, is not so
much the increase in quality, as the in-
crease in position. Of course, it is true

(Continued on page 63)
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PusLiciTY— WHAT and WHY

(Continued from page 20)

meaning that the editor is expected to
exploit poor productions or poor per-
formers because of the amount of adver-
tising which might be expected from such
a policy, though there is a very small
number of publications, comparatively
unimportant ones, which will exchange
space for advertising. But such a policy is
made impractical by the fact that poor
productions and poor performers are almost
certain to be failures and therefore un-
productive of advertising revenue. And,
secondly, the editor must cater, above
everything else, to the demands of his
readers, as, in the final analysis, circulation
is the determining factor in the success of
any publication.

It is natural at this point to ask, if the
above is true: What is the need of a press
agent and what can he accomplish? Answer
is comparatively simple. It is the function
of the press agent to bring his clients forc-
ibly to the attention of the editors and
through their columns to the attention of
their readers, But he cannot do this unless
his client is a sincere artist who works in-
cessantly to maintain a high standard of
performance. That is to say that, once the
press agent has succeeded in introducing
the dancer to the public, it is incumbent
upon the artist himself to retain its interest
by consistent excellence. A shoddy
product once discovered is immeasurably
harder. to reintroduce.

In every artistic field there are per-
formers who have what amounts to
mechanical perfection of their art, who
yet rémain unrecognized and unsuccessful
despite it. It is not mere mechanics which
make an appeal to the audience, though
they are the most interesting features of a
performance to other dancers. The
audience expects mechanical perfection as
a matter of course, but it demands per-
sonality in addition. It wants color rather
than precision. For this reason many
colorful dancers are much more successful
than other more perfect performers who
are automatons and nothing else.

It is this color demanded by the audience
which the press agent exploits, It is his
function to discover in the dancer those
qualities which will make him of interest
and importance to the public, which knows
little of the mechanics of achievement but
is avid for the romance behind it. And
frequently it is necessary for the press
agent to develop, build up, and foster
this romantic flavor. This latter is accom-
plished by a variety of means, all of which
are merely efforts at exploitation, since no
press agent can honestly guarantee that he
will accomplish anything. At most he can
promise a great intense effort to bring the
dancer to the attention of the critics and
through them to the public, for while the
public may sometimes be zasily impressed,
the critics are not. It is their task to view
countless numbers of dancers so that their
tastes become jaded and their minds dis-
trustful of beginners. The plain truth of
the matter is that most beginners are
terrible and that many of those who at
their débuts look least promising are the
ones who achieve the greatest success,

To retain the interest of his audiences
it is necessary that the dancer be talked
about as well as seen and heard. It
has already been said that to do this he
must work always to perfect his art,
but in addition he must, until he has
become such an important figure that
publicity seeks him, take advantage of
every opportunity for favorable publicity.
In season and out, he must try to keep his

name and his activities before his public
so it will not forget him between per-
formances.

The question of what publicity is
favorable is delicate and frequently con-
troversial. Generally speaking, any form
of publicity which will bring the dancer
before the public without outrage to its
good taste is good publicity. A good
stunt is always practical and frequently
conducive of increased public interest,
which is sufficient reason for its perpetra-
tion. Even a hoax is permissible if it is
clever enough to draw either a laugh of
hearty appreciation or a smile of respectful
admiration. It is only when a hoax is
stupid, or wviolates good taste or good
manners, that its reverberations are
harmful.

Apropos of the hoax as a form of

publicity, the immersion, not long ago, ina |
Central Park lake of a sensational dancer |
The |

is an interesting question in point.
stunt was cleverly staged and well put
over; and its subsequent condemnation
was due to internal politics among the
press agentry. Newspapers, as a matter
of course, dislike being the victims of a
hoax, but the hoax has always been the

medium for the cleverest publicity stunts |

and is continually being employed by
press agents, a fact of which the editors
are well aware.

In the case of this dancer, it was a
wellknown group of press agents, fre-

quenters of Sardi’s restaurant, New York, |

{
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and well connected with the press, which |

set up the howl resulting in wide-spread |

condemnation of the stunt. They in-
cited newspapers and the police to horrified
comment and indignation.

of ethical fervor was due to the fact that
none of the wise-cracking Sardines had had
a hand in obtaining so much space. Their
contention was that stunts which caused
the police to be hooked by a fake put
press agentry in disrepute and excited the
enmity of the police and the press. Yet
never a wail arose from their portals
when early this season Mr. Kline of the
Liveright office, pulling the cleverest stunt
of the year, hoodwinked the police and
most of the press with a cleverely staged
grave-yard hoax to draw attention to the
opening of Dracula. Mr. Kline, while
not strictly a Sardine, is “in."

A common fault of beginners is a
desire unnecessarily to exaggerate and
distort the past, when the truth lends
itself better to publicity purposes. This
arises from the same human trait which
makes the country boy try to hide his
greenness when he comes to the city.

Because of this attitude, the press
agent finds it impossible to send out
any copy which would attract favorable
editorial attention, while a real story
might easily obtain some space and a
sympathetic audience of critics.

No one with any sense believes a be-
ginner, irrespective of the amount of
preparation she has undergone, is the
greatest anything.

And that is the greatest fault I have to
find with beginners’ demands for publicity.
They want to be announced as the greatest
something or other, when such an an-
nouncement will only bring a cynical
leering audience, especially of the critics.
It incites prejudice and unfairness, and
makes it doubly hard for the artist to make
a favorable impression. And it imposes
on the press agent a hopeless, thankless
task. It's a hard life for press agents.

And it is |
my conviction that their sudden outburst |
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Recital Management

Arthur Judson

specialize in service to dancers
who are desirous of
presenting their
art in

NEW YORK RECITALS

For information and available dates in New York Theatres,
communicate with
Recital Management Arthur Judson
George Leyden Colledge, Director

v

Y

e

s
=55

oo
e e

e
SR

113 West 57th St., N. Y.

Steinway Hall

MARJORY
MAISON

Our
Beauty Editor

makes an extensive rescarch
of all cosmetics and accessorics
to beauty, before mention is
made of them in our columns.
They may or may not bc ad-
vertised in Tue Dance Maga-
zine, but if they are, it is as-
sured that Tue Dawce Maga-
zine has placed its approval
upon them. They arc the best
that money can buy.

Do you want information
about any beauty preparations
or process not advertised in this
issuc2 We shall be happy to
have you write us what treat-
ments and preparations you
would like to see advertised
and discussed.

Marjory Maison will be glad
{0 answer your dpersnml prob-
lems if a stamped self-addressed
envelope is enclosed.

Circle 7366 ¥J€

PERRY-MANSFIELD
CAMPS

announce their Fifteenth Season July and
.\‘uulmt. at Steamboat Springs, Colorado.
Come to the cool high Rockies and enjoy

v

Western Camp  Life while vou
DANCING. Horseback Riding, Swim-
ming, Tennis, Pack Trips.
SCHOOL OF THE THEATRE
[ ¢ school of its kind in A nerica.
il amd  Norm Couises  in
? . COMEDY DANCING.
Simple & advanced Tap & Toe Routines—
Acrobatics—Ballet Technique—Solo Rep-
Crire.
CONCERT DANCING
Plagtic Bar—Music Visunalizntion—Com-
position of Group Dances based on DY-
NAMIC SYMMETRY — DANCE
DRAMAS & Pantomimes
Louis Horst, Musical Director
DRAMATICS
Diction, Voice Truning, Weekly
Act Plays
STAGE PRODUCTION
Design, Creation & Execution of Stage
Sets, Lighting Effects
FOUR PUBLIC PRODUCTIONS in the
THEATRE of the SILVER SPRUCE
SCULPTURE
Professional & Normal Department
RECREATION CAMP for Girls & Women
SE Rl_.Z\“: JUNIOR CAMP for Girls
SEPARATE Coppor RIDGE CAMP for
Boys 7 tn 12
Booklet, 10 Mitchell Place,
New York City
Tel. Murray Hill 2207

Omne-
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hear of it. And then Thelma Terry, one of
the few femme directors of male orchestras,
which she leads from the bull iddle, broke
into the Lake City for the first time lately.
She is blond and pretty.

Cass Hagan, formerly with his own out-
fit at the Manger and Park Central Hotels
in New York, and Red Nichols, of hot
trumpet and Five Pennies fame, are tooting
across the country, and hit Chi in Novem-
ber at the Plantation Café. Blue Steale is
due for Chi about this time on a jobbing
tour. More about this chap, who has an
exciting history.

BLACK and ‘BLUE cNOTES
(Continued from page 43)

Here and There

OHNNY JOHNSON is in Dallas,

having left the Hotel Pennsylvania,
N. Y. Philip Spitalny is there, as recorded
here last month. Sleepy Hall now plays in
Memphis. Did you ever hear him play the
banjo? Tracy-Brown are also in Dallas, at
the Adolphus, after which ho for Pitts-
burgh. Harold Leonard, who has achieved

sudden wide notice for his plaintive fiddle
solos, is at the Frivolity night joint, N. Y.
Al Jolson's Brunswick record of Sunny
Boy will sell well over a million copies.
And let me recommend There's a Rainbow
‘Round My Shoulder, sung by Al in The
Singing Fool. It lends itself to hot brass
trio arrangement. You might also try
What Causes That? from George Gersh-
win's score for Treasure Girl. Red

January, 1929

Nichols is doing another batch of hot
special arrangements for the Marks catalog.
Look into it in a few weeks. Eddie Pea-
body from California is waving the baton
over the Paramount Theatre, N. Y., stage
band. Walt Roesner has left the Capitol
for California. More about him next time.
And how do you like Whiteman's record-
ings for Columbia, with the special label

and all? KeyNoTE

Orchestra leaders, this is your depart-
ment. Why not send me a photo of
your band and the latest news of vour outfit!

act which played the New York Roof. In
this act, oddly enough, he reached Europe
and toured England, Ireland and Scotland
for eleven months. Between performances,
the boy, like Oliver Twist, got his full
share of beatings and starving, and was
finally left stranded in London. Here the
stage manager of the Empire Theatre took
up a collection and sent him home steerage.
But the first day out, the Captain, making
his rounds, saw the boy and recognizing
him as the young dancer he had applauded
in a London music hall, tcok him out of
steerage, and led him into his own cabin
as an honored guest.

Once back home again, Lee concentrated
determinedly on a dancing career. But
with long pants and adolescence had come
the idea that he preferred to make others
dance instead of dancing himself; and this
new ambition, once conceived, he never
lost—no matter what he did. Fertunately,
he began to make money and get engage-
ments. Before the end of the year, he had
formed a dancing team which played
Hammerstein's  Victoria Theatre for
twenty-two weeks.

Soon after, he teamed up with Ruby
Norton and together, they did a combina-
tion of modern and ballet dances. They
got an engagement finally for Hammer-
stein’s Roof—a fortunate occurrence. Be-
fore the first performance was over, Arthur
Hammerstein came back stage and engaged
the two of them as featured dancers for
The Firefly. The show had a leng run,
during which Lee had leisure for develop-
ing his instinct for direction, teaching and
devising dance routines.

Then he went to Europe again, this
time first class, in a first class production—
The Belle of Bond Street—and in first class
society, for even the Duke and Duchess of
Connaught entertained him.

A year later in Kansas—stage life is all
incongruity—he was lying in the hospital
with a bad knee, unable to continue with
his vaudeville act, Sammy Lee and His
Lady Friends. Eddie Buzzell, the musical
comedy star, was in the same city at the
same time. He was then an obscure actor
playing in a cketch called A Man of
Affairs.

“At his request,” continued Sammy, "1
looked the act over as soon as I could get
about. It had the makings for a musical
show. So I wrote to Laurence Schwab,
who had formed a partnership with Daniel
Kusell and I told him that I had an act
which, with a small cast and small en-
semble, could be turned into a paying
musical production. He wrote back saying
that when I returned to New York, we
would discuss it.

“As a result of these scattered circum-
stances, just a few months later, A Man
uf Affairs was turned into The Gingham
Girl. Rehearsals had begun and 1 was
transformed from a hoofer into a dancing
director in charge of a Broadway show.

“This was the turning point in my life.
I had my chance to show what I could do;

1,2.3.~ Kiex

(Continued from page 43)

to get rich, maybe, and grow famous. But
I had been up against Broadway already
and I knew what | had to do to make good
—something out of the ordinary.

“Numbers and changes of costumes had
supplanted imagination and personalities;
twenty, thirty or forty girls, all “dolled up,”
lost in mass formations. But I wanted
something very different from this: girls
with distinct personalities who did things
that could really interest an audience.
American girls, I felt, were clever enough
to do anything if they have a fair chance,
and I knew my chance depended upon
theirs. 1 started out, therefore, by doing
things in just the way that people had not
done them. Instead of engaging dozens of
girls, I signed up with a sparse group
numbering only eight. But these I trained
as intensively as if I were instructing an
army. So by the time | was done with
them, each one of the girls, even though
she was in the chorus, was a distinct per-
sonality with a place of her own in the
show. [ taught her every conceivable
kind of dance step, and then such acro-
batic stunts as only a circus athlete could
do—splits, cartwheels, flip-flops. As a
result, when The Gingham Girl finally
opened and the eight girls went on, they
stopped the show completely both as a
group, and this was the extraordinary
point and—as individual chorus girls. They
were hits, and their hit was my hit. The
next day the critics gave me full credit for
my work. Ihad made good. This was the
turning point in my life. I was no longer
a hoofer. T was a real dancing instructor.

“*Of course, my battle was not all over.
One show couldn’t make me. Because of
my unusual success, managers were slow
to entrust their shows to me. They
thought I had perhaps run out of ideas.
So while they were waiting to give me
another chance, I had to earn my food and
drink by staging dances in cabarets and
restaurants and by coaching wvaudeville
teams, For a while I was pretty blue,
almost ready to go back to the dancing
game. But finally when things looked
blackest another show did come along, the
Vanities. And after that another and
another and another. Soon I found that I
was beginning to spend my money freely,
too freely doubtless; that 1 had reversed
my old position: I ordered others about
instead of others ordering me.

“One lucky day, Arthur Hopkins, the
producer, spoke of me to Robert Edmund
Jones, the scenic designer, and he, in turn,
introduced me to John Alden Carpenter,
the distinguished composer. As a result
of this triple incident, I found myself one
day at the zenith of my power, no longer a
hoofer in vaudeville and musical comedy,
but a director of autharity in charge of the
ballet for Skyscrapers on the stage of the
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Metropolitan Grand Opera House.”

Recently, when a call went out for
dancers for a new musical comedy, more
than five hundred applicants reported to
the theatre in less than three hours.

“As | make my selections,” continued
Mr. Lee, "I have very definite needs in
mind. For the chorus girl of today must
have a lot. She must be unusually good
looking so that with makeup at least, she
can be qualiied as beautiful from the
audience. Her figure must be especially
good. She must know how to carry herself
and wear clothes. If she fills these first
requirements, then and then only do I
consider her dancing ability.

“The first essential here is a definite
idea of rhythm. Without this, she can do
nothing, even if she knows the steps. As
a test, I ask her to dance alone on the stage
to a certain number of dance steps. First
I try her out on the waltz. As she dances
I watch her. If she drifts naturally into
step, she will be an apt pupil. If she
doesn’t it will be difficult to teach her;
perhaps she will never learn. After the
waltz, I have her do a fox trot. Then I
check up on accent, syncopation, accuracy,
style and intricate steps.

“Then I try her out on high kicks, a
matter in which form is all important.
The straight front kick, to be perfect,
must have no crook in the knee. The toe
must always be pointed down, both on the
downward angle and on the upward angle,
even at the height of the kick. A bad kick
can be improved by bar exercise.

“After I have selected my dancers my
real work begins, as I must create the
number in my mind and then teach it to
them. My first task, therefore, is to study
the score and then concentrate on the
number. This number I study from the
standpoint of words, music and rhythm
and their general relationship. This done,
I arrange a number of steps which to my
notion are appropriate to the melody and
thythm, and at the same time descriptive
of the thought. I keep in mind also, of
course, the necessity for grace and the
impression that certain postures of the
body will make on the audience. After
my girls have learned the first group of
steps for one musical passage, I teach them
another and so on, until I have arranged
a complete routine which begins with the
verse, goes through the refrain and has a
continuous rhythmic interest rising to a
climax.

“I work out a formula that is a combina-
tion of various steps. Then I show the
girls how to do the step—just how it
looks. First, I give them the count: a
waltz is 1, 2, 3; a fox trot, 1, 2, 3, 4. After
this, I demonstrate the step again, this
time as if I were doing a slow motion
picture so that the step is completely dis-

sected into parts. Next, the girls repeat
the step doing it over with me eight or ten
times. After that many repetitions they
usually know the step perfectly,

“The cleaning up process follows: that
is, I tell them how to turn the body while
doing certain steps; which angle they face
on certain words; what the hands do at
certain turns, and what facial expressions
to use. The first step learned, the second
follows, and finally the whole series, con-
sisting of half a dozen different steps.
These, in turn, are routined, and presented
in the order in which they come. The
first step, for instance, will accompany the
first eight bars of music: the second the
refrain; the third, the first measure of the
refrain; and so on through series after
series, until the end of the number.

“My duties, however, do not cease with
teaching the girls. After they have
learned their work, 1 must arrange the
numbers themselves, placing them where
they will be mast effective in the show.
This done, I must arrange ensembles, mass
entrances and exits, and the so-called big
scenes in which the plot has to be em-
phasized by the use of many people.
Meanwhile I also arrange the numbers for
the stars and principals.

“Here my work varies according to the
abilities of the singers and danceérs. When
I put on the Vanities, for instance, the
star, Peggy Hopkins Joyce, had almost no
talent whatsoever, She could neither sing
nor dance. Asa result, I had to make the
chorus boys do the actual work in order to
make it appear to the audience that she
was doing it. In contrast, in staging Lady
Be Good, I had in Adele Astaire a girl who
is clever, can sing and dance, mime and
act. I reversed the procedure, therefore,
and let her do the real work while the
chorus boys were merely a moving back-
ground support. For actors who have a
specialized or trick ability, like an extraor-
dinary kick or an ankle step, I arrange the
routine so that they may top it with their
prize stunt.

“Almost every day of my life 1 get
letters, telegrams and questions concern-
ing the chances that a girl has to become 2
dancer, what are ‘the rewards and the
effects on health,

“Dancing gitls get from forty to seventy-
five dollars a week. This is really good pay
as very few professions aside from the
stage offer that much. Good dancers are
nearly always employed. There are a
great many musical shows these days,
including second and road companies, and
a good dancer mearly always has a job.
‘The girl with good looks, some beauty and
natural dancing ability has an excellent
chance for earning a good living for from
three to five years.

“But stage dancing is a practical and
pleasant profession, has agreeable glamor
and is very healthful, Of this I am certain:
dancers are always ‘in condition.” Their
weight is normal, their life necessarily
regular or they could not be so.
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J. Valverde the celebrated Spanish
composer. G. Schirmer is the publisher
and it is arranged for piano or orchestra.

Practise Music

RE you on the hunt for a collection of
ﬂ short pieces with varied rhythms for
use in the practise room, particularly for
children? Such a group of tiny pieces is
the St. Alban’s Rhythm Book by Anna
Goedhart, published by R. Svehla of
Cleveland, Ohio. They are written in
dainty childlike style and are not over a
page or two in length, A few of the titles
that indicate the character are: Skip-Horse,
Bouncing the Ball, Flying, Butterflies, et
ceterd.

Ghe Music MART

(Continued from page 38)

For Schottische Rhythm

ﬂ CHARMING little piece for piano
entitled Danse Humoresque by L.
Leslie Loth has just been released by G.
Schirmer. It isa lively sort of thing, full of
eighth-note triplets, and could be used for
soft-shoe or for a grotesque dance.

By a Younp American

N the past few years the name of
Abram Chasins has sprung into
prominence, particularly around New

ANY new names are appearing each
month on the recording lists of

dance orchestras. . . . Whiteman has been
doing very few dance records for Columbia.
. . . But Victor recently released a new
edition of his old Japanese Sandman, one
of his early best. . . . Sometimes you can
find a novelty or two among the “foreign
records,” i.e. the lists made up by domestic
companies for our foreign-born population
and for export. . . . HillBilly songs are
still selling big in parts of the country,
and while you can’t dance to them, they're
amusing. . . . Brunswick should be proud
of Hal Kemp and his outfit (see béiow) . . .
and Ben Bernie gets a gold star after his
name for the ending of It Goes Like This . . .
at the finish of the final chord the record

ends with “and Coolidge Says™ . . . then
complete silence. . . . Most vocal inter-
polations in dance records are nasal,

raucous, raspy and otherwise atrocious, . . .
With those few remarks we submit our
“cherce” of the late fox trots and waltzes:

Brunswick
No. 4085

It Goes Like This—Ben Bernie and
h. o. in a comedy wow full of trick
vocal effects.

Rhythm King—more fox-trot by the
same maestro. Contains some un-
usual rhythmic stunts. Never dull.

No. 4078

High Up On a Hill—Hal Kemp and
h. 0. Here's a fine accompaniment
idea. Also an excellent vocal duet.

Washington and Lee Swing—the
football march of W. & L. Univer-
sity, also played by Kemp. Makes
a grand fox, part of it martial, and
part downright hot,

New Daxce Recorps

No. 4049

Flower of Love—Colonial Club Orches-
tra and another picture theme song.
Sweet saxaphone featured. Fox trot.

All of the Time
great vocal trio in this one.
plunk bass thruout.

No. 4048

Cinderella Blues—the month’s best
hot-stuff, by Jesse Stafford and h. o.
Plenty variety and no wvocal chorus.

-same band, but a

Plunk-

Shine—more of the same. A wicked
clarinet, a wah-wah trumpet, lots of
solo bits and sudden changes.

Columbia
No. 1596

Happy Days and Lonely Nights—
The Knickerbockers, featuring a fine
piano bit and an unusual effect by a
guitar(?).

Doin’ the Raccoon—a genuine novelty
by the Knickerbockers. Rah-Rah
stuff. Highly collegiate vocal comedy.

No. 1603

Window of Dreams—Waltz by Leo
Reisman and h. 0. Smooth dreamy
melody with heavily accented bass.

Delicate.

Billie—waltz from the Cohan show
“Billie.”” Eddie Thomas and his
Collegians. Restful.

No. 1586

I Can't Make Her Happy—Ipama
Troubadours with their rich brass
work and occasional surprises. Better
than average vocal chorus.

York, because of the freshness and modern-
ity of his piano compositions. Some
months ago Oliver Ditson Company pub-
lished a book of Six Preludes by Chasins
that have occasioned no little comment.
J. Fischer & Bro. (N. Y.) have also pub-
lished some of his material. We venture
to suggest that such young American
composers as Chasins might conceivably
be the source of new and interesting
musical background for progressive dancers
if only as an occasional relief from the
persistent repetition of the more prominent
masters.

If you have any questions to ask regarding
your music problems, write to Mr. Perkins.

Heart Broken and Lonely—also the
Ipana Troubadours, but not nearly
as doleful as the title implies.

No. 1588

When Miss Susie Goes Steppin’
By—Thelma Terry and her Play-
boys. A refined treatment. Piano bit
especially good.

Dusky Stevedore —the same. Miss
Terry steps out of the average-class
with a soft, delicate manner of
interpretation.

Victor
No. 2727

Where Were You, Where Was I
George Olsen and h. o. hit the bell.
Another number from “Billie.”" Vocal-
ist Fran Frey splendid. Note the
use of triplets here and there.

Right Out of Heaven—from “Cross
My Heart™ by the High Hatters,
specialists in the brass section.
Fine undercurrent of accompaniment.

No. 21744
Blossoms that Bloom in the
Moonlight-—Nat Shilkret and the
Victor Orchestra. Waltz with al-
most symphonic richness. Also a
funny unfathomable percussion in-
strument.

Varsity Girl, I’ll Cling to You
one of those picture theme songs
with a terrible lyric but a good tune,
by Franke Harling, well played by
Shilkret. Fox trot.

No. 21726

You Tell Me Your Dreams—an old
favorite of locker-room quartettes,
played as a waltz by The Trouba-
dours. Beautiful.

Good Night—a waltz based on “Taps™

as a theme. Same archestra.

cMusicaL CoMEDY and ‘REVUE DANCING —
How Db It DevELOP?

that where the chorus girl of the Billy
Watson “Beef Trust™ era had to be only
pictarially successful, the ensemble ladies
of today have to possess ekill for tortuous
dance maneuvers. But this, I suspect, is the
cause rather than the result of an increase
in prestige and situation, Today shows
like Rain or Shine and Scandals feature
Russell Markert's dancers on the billing
as prominently as they do Ann Pennington

(Continued from page 60)

and Tom Patricola. Today shows that
might otherwise have languished into flat
failure have been nourished to success by
excellence of dancing.

The new movement is all in the direction
of the fire and excitement of the Negro, the
military precision of Tiller, the imagination
and complicated maneuvering of men like
Dave Bennett—to take some significant
examples. Chorus dancing has taken on an

importance in musical shows it never had
before, thanks to the progress from its
pioneers to Bill Robinson and George
White.

In the Billy Watson days the chorus was,
comparatively at least, static. Now it
is dynamic. And the distance between
the meanings of those two words more
than equals the distance that has been
covered.
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Dancers’ Ideal Holiday Gift
REHEARSAL ROMPERS

Monogrammed free of charge on
5 dozen lots or more

MISS INEZ COURTNEY

in Style 974

Two piece, White sateen
waist, black sateen form
fitting lined trunks, $3.50.
Highest grade lustre sateen.
Special color combinations.
Will not fade in washing
or sum.
Monogrammed for schools
in quantities.

Send us your suggestions.
| MISS DOROTHY DII..LEY
n Style 8
Two me_u: CI]!“CL(’_('I ging-

ham, trimmed with im-
ported washable Swiss
7 organdie colored to match
(generously ruffled)
|| red, blue, green, gold,
|| lavender, pink, black
| and white, §3.75.
Style 551
One piece checked ging-
ham, white sateen collar
and cuffs, $1.75
In n-d. blue,
reen, gold,
avender,
pink, black
and  white.
_Style 451
me a8
551 without
collar and
cuffs, $1.25,
(Discount (:-!

__I

monogram -
med free or
MW dis-
count _om 5
dosen.)
Sizes:

Children’s 4
to Ladies” 42.
Larger sizes
S0c extra for
w_e-cml cut-

Style No. ... -cn

Postage and han- |
dling 20c. $1.00
deposit _required = g A

Se G0 prhap S!yl'e 851—%3.75  making.
One romper or a Pmndnr! Pmmpl‘ attention to all

EARSAL MPER
MFG. CO.
Dept, D, 44 Wa-t 28th St., New York City

Lackawanna 411

Why Pay
More?

You can BUY
and OWN famous
Arranjay’s Wigs for
the price you now
pay for the rental
8 of an ordinary wig.
Arranjay’s Mohair
Wigsarelight in weight,
I natural in  appearance
| and guaranteed fast

olors. In a choice of 25
Bl styles and colors at an
§ exceptionally low price.

$1.75

Three day money back guaran-

tee if not worn, Postage 10c
with order or 25¢ if C. 0. D.

ALSO WIGS OF HUMAN
HAIR, SILK, WOOL, etc.,
and SUPPLIES

After January 15th, 1929,
we will locate at
New and Larger Quarters at
32 WEST 20th 5 TREET, N. Y.
Wme To-day For Free 32 Page Catalogue

Illustrating Over 25 Styles,

Ask your dealer for Ar'.rm]:y s
Wigs or Order Direct.

ROSEN & JACOBY (i)
197 CHRYSTIE ST, N. Y. ey

retorted: “Can I see her now?™

“At two o'clock in the morning?"
Marr countered.

“For a good job at two o'clock in the
morning,” Cohan offered hopefully.

But it was the next day before George
M. Cohan saw Polly Walker. La Marr
sent for her bright and early but when
she came into his office he didn't like the
dress she had on and he sent her all the
way back to Brooklyn to change it to a
prettier one.

Cohan took his time in looking Polly
over. Finally he told La Marr that
although he would have to teach her a lot,
he considered her a great find. Like
La Marr, he had recognized the drawing
power of her “charm.”

Since Polly's spectacular leap to fame
and popularity in The Merry Malone's
she has had the usual press agent super-
latives written about her. But a more
sound estimate of her success can perhaps
be gleaned from the men in the box office.
Traditionally hard-boiled, the men who
sell the tickets are the first to sense that a
show is a dud or a hit. At the Erlanger
where Billie is on view, the box office boys
say they have never seen so many “‘re-
peats” within the limited time elapsed
since the opening. “Repeats” are cus-
tomers who go back and buy tickets again
and again to see a show over and over.
Polly’s biggest repeat audience is at
matinées where the women “‘adore™ her.

The ladies backstage share a similar
attitude. It is not uncommon in a big
musical comedy to find that the girls
of the chorus cordially dislike the star.
Frequently I have seen the youngsters
of the chorus pass the star’s dressing room
and saucily thumb their noses at the star-
labeled door, But the attitude of the
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Billie girls is quite the opposite. 1 think
a little incident which occurred during
rehearsals will explain it. The occasion
was one of those grilling all-night re-
hearsals when everything was going
askew, when everyone's nerves were
frazzled and nothing seemed to click.
The most obstinate sticking place was a
dance which Polly did, accompanied by
the girls. The steps were new to her
and intricate and not working out right.
Polly herself was dead tired. Her feet
were swollen from dancing and every
bone in her body ached. But she was not
too tired to realize that the girls of the
ensemble were tired too and that she was
the one who was keeping them there to do
the number over and over. Finally she
went to Mr. Royce.

“Please let them go,”" she begged him.
“Don’t keep them any longer. I'll get
that step by myself."

Polly’s dancing dates back to baby-
hood. Her father was a dancer and it was
he who taught her mother to dance.
Doing a Scotch specialty in kilts and
playing the bagpipes, he wvisited lodges
and put on organization and community
shows. It was during one of these
engagements in Chicago that he met
Polly’s mother. Mrs. Walker played the
violin in those days but didn't dance.
It wasn't long before Mr. Walker taught
her all he knew and they opened a dancing
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school together. At this very dancing
school Polly and her sister Valerie both
learned to dance. When they were
tiny tots they were able to imitate their
daddy's Scotch specialties and dance at
lodge meetings, social clubs and later at
cabarets.

Sister Valerie showed more natural
talent than Polly, so she was favored
with singing lessons and special dancing
lessons. Polly meanwhile began to paint
and draw and attended classes at the Art
Institute in Chicago. It is quite likely
that had there been sufficient funds
available in the Walker family for Polly
to finish her course at the Institute that
she might have been a painter rather
than a prima donna. But some time
before her art talents had fully developed,
her father had gone out for a season with a
circus and had been tragically killed in a
small town in Georgia.

Of all her children, Mrs, Walker
expected that it was Valerie who would
become famous. But instead WValerie
married very young and it was Polly
who forged ahead with her small equip-
ment of dancing steps and small, sweet
untrained voice to her present place in the
calcium lights of the great white way.

But I think it is because Polly has
always had to work; further because she
had a mother who had to work, that she
has reached the outstanding position
which she holds today. Had she been
pampered or spoiled by a mother who had
nothing else to do but dote on her children
and worry over their small illnesses; had
she learned to be finicky about the road,
had she acquired less independence than
she has, it is very likely that public
recognition would have been much more
laggard in its response.

Hawaiian or jungle or other fanciful dance
usually use it exclusively, the band and
girdle being made up in many attractive
designs.™

Of course, this refers only to the nude
figure. In the draped or clothed figure the
extent of nudity is not so arbitrarily
defined.

In the Ziegfeld production of The Three
Musketeers, now current in New York,
there is a baller designed by Harkrider
which indicates practically the ultimate in
what might be expected in draped undress.

This ballet, set in the gardens of the
Tuileries, by moonlight, has a group of tall,
well-built girls dancing in a manner that
tries to catch the spirit of two nude Greek
female statues that dominate the scene.
The costume used here is a one-piece
garment of net worn next to the skin, over
which, below the waist on one side, and
reaching to the shoulder on the other side
is a loose drape.

In such a costume the bust is naturally
exposed, the net being merely an alluring
covering; but the moonlit effect prevents
this exposure from being too obvious.

Practically all the theatrical dress de-
signers—and they are usually the powers
who dictate the extent of nudity on the
stage—prefer full costume, with touches
of subtle exposure, rather than the
blatantly scant.

Harkrider is one of those. He is an
unusual young man of twenty-nine who
studied architecture, never took a drawing
lesson in his life, and accidentally dropped
into his present profession. This happened
when Louise Brooks, formerly a dancer on
Broadway and now a movie star, with
whom he was friendly, mentioned to him
that she had to go to a masquerade ball and

couldn’t think of a costume to wear, The

architectural student then made a sug-
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gestion: a dress of white topped off by a
headdress of peacock’s feathers. Miss
Brooks was struck by the idea and made
him design the costume fully. When she
wore it at the ball she was seen by Ziegfeld,
who next day sent in a call for Harkrider.
From then on he has been designing the
costumes for all the Ziegfeld productions.

He has a striking gift for incorporating
the personality of the girl he clothes in a
costume characteristic of the production.

Contrary to his reputation, Harkrider
told me, Florenz Ziegfeld does not faver
nudity., There is a rule for all his produc-
tions that no girl must appear without
hose. Perhaps many in his audiences have
not noticed it but it is true that all the girls
in the Ziegfeld ensembles wear long silk
hose that are really tights. He is con-
vinced that a girl's leg looks handsomer
sheathed in flesh-colored silk than bare.

*And he is right,”" said Harkrider. “For
really, what with the exercising that comes
from dancing, and with age, girls can’t
afford to appear in bare legs.”

“Age?” I repeated.

“Why, yes,” he said. “A girl’s figure is
only at its best at the age of seventeen or
eighteen. After that it begins to de-
teriorate.””

Another of the designers who is not
fond of the nude figure on the stage is
Le Maire.

*In all my experience,” he said, "I have
only found one girl whom I was satisfied to

put in a scene in the nude. This was
Dorothy Knapp. It is not exactly the
perfection of her form, but her facial ex-
pression. Itisan expression of sweetness,
of a little timidity and shyness. It is such
an expression that transforms nakedness
from an insolent declaration to a picture
of charm and beauty.

“My own inclination in stage dressing
lies in occasional transparent bust effects,
in backs bared as far as the bottom of the
spine and long skirts which open to reveal
a glimpse of a bare leg.

“Usually, 1 don't expose' the legs en-
tirely. I only expose them fully when the
producer wants a specialty dance number.
Then the effect desired is a rhythm of
bare legs flashing in motion, which of
course is striking in itself,

“There are certain dancers, however,
for whom the costume designer finds it
difficult to design clothes. These are the
acrobatic dancers, whose work is so
strenuous that any kind of costume is
hampering. Some form of brassitre or
girdle is all we can do for them.”

Le Maire had some harsh things to say of
the costume of the male adagio dancers.

“You find them more exposed than anv
girl would dare to be,”” he said. “And
what figures most of them have! The
funny part of it is they think they are
marvellously attractive in those silly straps
and pieces of cloth they call a costume.
How they fail to see that they only appear
vulgarly effeminate 1 don't understand.
When a man gives way to his vanity he is
certainly more flagrant than any woman.™

The opinions of these men on the sub-
ject can be accepted as embodying the
laws and manners affecting undress in the
theatre. And you who dance, like to
dance or enjoy seeing dancing, can there-
fore know what to expect.
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phasize how important an artistic per.-'s(mal

make-up off stage is. Just remember this:
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. . . and now, girls, I want to em-

“Your make-up should enhance your per-

sonality, but never over-

dramatize it. Your rouge,

creams and powder must be

perfect in color, in blend-

ing and lasting qualilies.

Demand Tangee today. One lipstick for all
complexions! On sale everywhere. (If the name
Tangee does not appear on the carton and gun-
metal case it is not Tangee.)

: ipstick $1, Ta Co 75¢, Tan-
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Cream Cream e Face W "

)= 25¢ highes i Chands. b o o

THE GEO. W. LUFT CO., In¢., 417 Fifth Avenue, N. Y. C.

*This incident was related by a
member of the Denishawn Ballet,
Mise St. Denis then kindly con-
sented to pose for this photo-
graph with the Denishawn
Dancers at class, in beautiful
Denishawn House, New York,
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“I prefer Tangee preparations myself. They
are exquisitely effective, and I am glad to recom-
mend Tangee lipstick particularly. It is really
more than a lipstick! Tangee protects your lips
from chapping and is so natural in effect.”™*

Ruth St. Denis, the world’s greatest
exponent of Classical and Oriental
Dancing . . . "who has brought more
realization of Beauty into the world

than any other being of her time.”



