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to make your travel dreams come true ...

WHERE are you going, my pretty maid?

Perhaps to the International Dance Congress
at Berlin?

Or to the Exposition at Barcelona?

Or the farther wonders of Old Cathay?

Whether you plan your vacation in the Andes or Adiron-
dacks, Paris or Paraguay, the Travel Bureau of The Dance
Magazine offers its expert assistance. The Travel Bureau

has a fund of suggestions and solutions for the prospec-
tive traveler’s itinerary.

If you are dreaming of an unusually interesting vacation
this year, our Travel Bureau will solve in advance the prob-
lems, forestall the annoyances which so often arise to mar
the perfect realization of anticipated travel joys. We will
be able to give you more helpful, intelligent service if you
will carefully fill out the Travel Questionnaire on page 8.

Your questions cheerfully and promptly answered. Simply

address

TrRAVEL BUREAU <~ THE DANCE MAGAZINE

1926 Broadway = e

g “ge New York City
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Sarat and Lota Lahiri, who are supply-
ing incidental music in Congai, the
dramatic production on Broadway.
The instruments they are here seen J

with are the “sitar” and the “esrhj" Maurice Goldberg
C-ON'T-E-N:-T-S | el
E April number of Tue '
Daxnce Macazine will be a |
VoL 11 NO. 5 special Spring Number, and will
emphasize costume and music. In it
Anng Robenne (ArtPage) « « o & o ¢ o« @ 2 & e v e e # 12 will appear articles that will make
& i ¥y, : this 1 the teachers’ handbook
“Knocking™ Is Bad Business .. . An Editorial by Richard Hoyt 13 wlf];nli;‘;emmfal ;;fifgrsdanc;newms
The Big Idea of Fanchon and Marco (Part I) . . . Kenneth W. Calvin 14 are staged. Practical advice on this
Dance Pioneering in the Palestine . . . . . . . Leon Blumenfeld 17 subject from authorities on costume,

music, program-arrangement, make-

The Danceof Spain . . . . . . . . . . - . . TroyKinney 18 up and related topics will make this

Ofia Munson (Art Page) - 0 o cive = = e o & w2 . s ¢ 80 Spring Number an invaluable edi-
; tion.
SmgeBDoat . . -Te e w @ @ 6 e aE e e e S Walter Winchell 21 In this same number will appear
Backstage with a Publix Unit S PRI EhLps o also the first insta]lmentfof the new
: ; . biographical account of the final
Chinese Doll Dance (Dance Routine) . . . . . . . LouiseBrown 24 years of Isadora Duncan’s life—The
WhenCuba Dances . . . . . . . . . . W.Adolphe Roberts 26 Last Chaptersof Isadora’s Life, begun
Giving the GirlsaFit . . . . . . . . . Courtenay D. Marvin 27 where her own book stopped, and
: Gton 48 ending with her tragic death. This
Dancing Mothers—and Grandmothers . . . . . . . Haro wr work completes the fﬁct—record of the
GambollingonBroadway . . . . « « « ¢ ¢ ¢ o e e . . . 30 g]reat dancer’s tltlnlqltuoush!it'}el:,hand
: clears up several points which have
raco Bodks on Dancingl .+ .+« o o o o« woo o StuanPalmer 31 hitherto been the subject of ani-
Our Spotlight Picked Qut—- . . . . . . . - . « « « « « .32 mated discussion among dancers and
i all e T L W ) ¢ d followers of the art.
Red Russia Reforms Its Ballet N_m Narodny 33 Addstional festeaes of the Speciil
The Dancersof Variety . . . . . « « « - - . Michael Evans 34

Spring Number will include: an
The Music Mart . . . . . . RayPerkins 36 article on European folk dancing by

: . hn Martin; When Newport
My Memories of Maurice (Conclusion) . . Eleanora Ambrose Maurice 37 %Ja:ces, b)‘:rﬁ;‘ml 4 Satn ;;:Iargcle

Datre Biante Rivioed I o IEL 8 e iy T e SR L on thl_: Inau.gural B;;lEllthEJugglout
Clop e Alale: o G s Gl < e e e e e Mildred Ash 40 American history; while Ruth St.
Denis will appear on the cover,
Is One Kind of Dancing Enough? . . . . . . . . . RayHarper 42 painted by Carl Link.
BlackandBlue Notes . &+ -« = =" < = « @« o & « = - Keyote 43
) PUBLISHED MONTHLY BY THE DANCE
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| Dancing

Stars Comé

There are thousands of Girls and Boys, working for a few dollars a week in ordinary

m—

Fro

E B

jobs, who should be earning hundreds of dollars as stage dancers. There are some
in every city, town and village, who are missing the glorious career that should be
theirs. They are actually Star Dancers, needing only a Ned Wayburn Training to
develop their talents, personality and showmanship so that it will lift them from
drudgery and put them on the road to Fame and Fortune. There are thousands of
these ‘‘could be’’ Stars for whom places are waiting. Are you one of them ?—

MANY on the Honor Roll of Stardom worked in humble posi-
tions before Ned Wayburn's training and guidance put their
names in electric lights over Broadway. One famous dancer was a
department store clerk—another was a waitress—still another has
a Social Register Background,

In the castsof practically every Broadway Musical Show are''Stars
to be,"" trained by Ned Wayburn, who are fast gaining their places
at the top. Above are pictured five more who are starting their
professional careers in Ned Wayburn’s Gambols after a thorough
training in Every Type of Stage Dancing.

A 810 a Week Messenger Now a $100 Dancer—
(Frank May’s Letter)

*A little over two years ago I was employed as a messenger boy
in a small town in Canada, One day, looking through a magazine 1
saw Mr. Wayburn's advertisement regarding a Home Study Course
in Stage Dancing. [ sent for a booklet describing the course and
decided to give it a trial. Many of my friends laughed at the idea
of learning stage dancing by correspondence. Nevertheless, [ am
glad 1 did because it was a wonderful asset to me later on. The
lessons are so clearly explained that a child could learn them.

“By the time I finished the course I had enough money saved
from my messenger boy job to come to New York. Mr. Wayburn
carefully planned a course for me which I took advantage of im-
mediately. [ followed instructions faithfully with the creed of
‘Loyalty, Respect and Hard Work spell Success.’

“When I finished my course at the studios Mr. Wayburn placed
me with Ned Wayburn’s ‘Gambols’ and also appointed me as-
sistant stage manager.

“1 owe my good start toward the goal of my ambitions to Ned
Wayburn. My ambitions are slowly but surely being realized and
if anyone should ask me how to be assured a Stage Career, I'd

ive them a surefire answer—'S8ee Ned Wayburn.'™ Sincerely
(SIGNED) Frank May.

The Ned Wavburn Method

“Thorough Training Brings Quick Results™ is the keynote of
Mr. Wayburn's Studios. His wonderful method of instruction is

Reduce or Build up in

NED WAYBUWRN
Studios of Stage Dancing Inc.

1841 Broadway,(Entr.on 60th S.)Sradio T3-3
At Columbaus Circle, New York. Open all year ‘round

S A M. e 1D
(Closed Saturdays at 6

P. M. Except Sund
P.M.) Phone Columbus 3500

based on his years of experience in staging some of the most
spectacular productions, including the Follies, in which it was
necessary to teach untrained choruses to dance professionally from
10 to 15 numbers in five weeks.

Mr. Wayburn's great reputation is due as much to his almost
magical ability to produce trained dancers in a short time as it is to
his superb genius in creating beautiful stage effects.

Take Stock of Yourself

If you feel the urge to sway in rhythmic movement to the strains
of music, you have the quality that, if properly developed will
bring you success. Make your natural talents bring

you financial independence. Take the place in life

Shirloy that is yours, for you have the stuff that stars are
Richards made of.
in . . .
walNed b Mr. Wayburn cordially invites you to call at
Fi durme / the Studios for consultation on your future and to

see his method demonstrated or to write for his
Free Booklet describing his method.

‘\['_«'I fit is impossible for you to come to the New York
1, e for the Booklet on his Home Study Course
ng, which has brought dance training and
ble to those far away {rom competent

ACT AT ONCE
WAYBURN

N E
Studios of Stage Dancing, Inc.

D

1

Ned Wayburn Studios of Stage Dancing, Inc.,

Studio D-3, 1841 Broadway, New York City.
Without obligation to me, please gend me your

FREE Booklet and complete information regard-

ing the Course in Stage Dancing checked below.

0O Ned Wayburn's New York Resident School

Course.
O Ned Wayburn's Home Study Course.
Name __ e e
(Please Write Plainly)
Address

City —eeSERLE. .

Special Private Classes

BEAUTY

avs.

3
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FOREMOST
SCHOOLS j DANCING

New York, N. T. ] New York, N. 1. ‘ New York, N. T. ‘ New York, N. 7.

BILLY
NEWSOME

Endorsed by Broadway’s most popular stars

The same man who started at Ned Wayburn’s Studio
6145 years ago with 1 pupil has just opened his own
studio devoted to the teaching of

TAP—ACROBATIC—TRICKS—ECCENTRIC

Special Course of Interest to Teachers!

Five Riley’s per-
sonally taught
by me. I am now
arranging their
routines at my
studio

Write for Information regarding rates and classes

45 WEST 57th STREET

PHONE: 5890 J. PLAZA

AG N E S | Dancing-Grace-Poise and Stage Arts

Personal Instruction

TILLER DANCING o Physi-Culturol” classes for ladies exclusively
Evening sessions for business girls, $3 monihly

The Shortest Route to Stage Success! LOUIS VECCHIO
SCHOOL+ DANCE R geatioonssd e e
STEINWAY HALL 113 W. 57th St. Students taught under the expert 1160 BROADWAY at 27th Street

guidance of NEW YORK CITY

'SARA MILDRED STRAUSS| MARY READ

Well known Tiller Producer who offers |
pupils the opportunity of being put into | ITH Spring warming
one of the DANCING TROUPES,— up on Winter's traces

many of which now touring the United ‘ :
Sfates are being received with uni: as the March issue of Tur
versal popularity. | Dance Macazing reaches

you it is the wise reader who

announces an extension school of the
dance in Europe summer of 1929.
One month at Salz-
burg. A week each

in Berlin, Dresden, ‘
Vienna and at the
Dance Congress.

| N b Evening Instruction Daily Classes begins NOW to study the

. outstand i.nF’ | Mary READ, President comparative merits of camps
SCh‘;’f’l!s L TILLER DANCING SCHOOLS and summer schools for June,
ccrr}“u.m.l.p LIMITED IN AMERICA JUI)& and August.

54 West 74th Street

The service Editor has
collected a vast amount of
detailed information during
the Fall and Winter,

Strauss School of the Dance
Studio 825 Carnegie Hall, New York

For details address ‘

JAPSY LOCKETT | i DT = | I;l ELEN This information covers
|
ANCIENT AND MODERN EDWIN STRAWBRIDGE | POWELL | all types of summer camps
' auLes | BODY BUILDING and | Classes in | and out of door schools. Tt
| and Hawaiian Gourd Dances ‘ | REYTHMIC MOVEMENT Billes . Chavacier | 1s yours for the asking.
681 Lexington Avenue I | : Acrobatic-Tap L
| Phone Regent 4609 Classes for men for general de ’ ; LET US HELP YOU
L — velopment and muscular control. HOROUC‘_H_ and, b ] | DECIDE
T e N Recreational Classes for business thetic training given to |
AL JIA D() l{h | women. Classes for beginners or Chlidl’tl;.l mt }L’lgvclop thythm, Please send a selfe
| | it zd stud 8. stre d ty. : L
Ballet, Acrobatic, Tap and| advanced students %tr[;f;in;n;hq:i ‘;01‘ e «lddI'BSSEd, Stamped envelope
Musical Comedy Dancing Catalog on request Gl g i . Ej? Camp Infor mation, C/O
Special Children’s Courses | Write for further details HE Da‘NCE Ma‘\GAZ[NE 420
3 75 West 50th Street, New York : s
ek cue | Lol eyl 331 WEST 75th STREET Lexington Avenue, N. Y. C.
1 50Central ParkWest  Trafulguezssf || AR Enpicorr 3344 L
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New York, N. 7. \ New York, N. 7.

|

New York, N. ) 28

. ey T = =

of En America ~ ANN:

For yenra wit
Boston Ope

ropolitan
I Covent
] Classes in

4 Pantomime

J Wednesday and
4 Friday at

4 5 o'clock

1 Dramatic Art
Stage Craft

of Terpe
standard,

mplete

J| **By far the best Dancing School I know
A PAVLOWA,

Luigi ALBE RTIE RI

T

msmoom.lmu Clpesm House-NEw York_

__ SPECIAL OFFER

to be withdrawn A pril 1st
Unrivalled Home Study
Course in ‘““Russian Ballet
Technique'’, Mr. Kosloff's
successful book and 8
charming dances with
comp[ele descriptions and

music $4.75 post paid.
Class and Private Tnstruction in

“I admire your energy and vour work.”
—ANNA PAVLOWA

Special Teachers’ Summer Course
June 30th—July 26th

Study at home from the five Chalif
Text Books and seven hundred clearly
described dances.

Specinl Spring Sale of Dances,

QLE'ms IAETLIZ N ENISHAWN

all forms of

THE RUTH ST. OENIS AND TED SHAWN
SCHOOL OF DANCING

AND (TS RELATED ARTS

Ten Week Summer Course
June 24th to Aug. 30th

Write for Prospectus to Dept. A.
EXECUTIVE OFFICE:
602 Carnegie Hall, New York City
STUDIOS:
Denishawn House, 67 Stevenson

Place, New York; 601 Carnegie
Hall, New York

PORIS HUMDHREY

&
CHARIES WEIDMAN
\

Instruction in the
Art of the Dance

9@@@159

: textbook for teacher 12 Dances for §10.20 for Professionals and Beginners. Da
L 1 g ¥
g‘]‘;} UO‘*III(!"IH. Price ;r:!':'“:*;:‘:l'; & Write for Prospectus A. and Evening. Special Classes for Children.

; At b 163 West 57th St., New York L) 5
11 E Bl Terpubohors. i : T -
nnn'."neiif.*" Timet it The Oldest Normal School—Est. 1906 %%FPHEE‘EF'T 57]-” REET NE:E:!EE‘O'%
— TNy =

N-I}chcl aﬁd Vera

From the Russian I'mperial Theater of Petrogre ad | ”

KOBELEFF|

RUSSIAN SCHOOL OF DANCING
THE MODERN BALLET METHOD
" TheTypeof Dancing ¥ ou Will Eventually Need"
PROFESSIONAL AND CLASSES FOR CHILDREN
VERY REASONABLE ON RATES
254 West 54th Street New York ll

4 Riverside Drive, New York
- Ph. Endicott 9858
Telephone: Columbus 3838

ﬂ

FCHCHWE

“Rhythm in the Theatre Arts'’
ELSA FINDLAY
S John Martin

Rhythmic Movement
Body Technique - - - Dramatic Technigue

N A ORRIS SCHOOL ||
OF RHYTHM AND |
| " NATURAL DANCE INC, || | ooy Jobansen

Beginners received monthly
LOUISE REVERE MORRIS, Director

Write fer eatalvgue

264 Fifth Ave., New York, Ashland 2090

STUDIO
of
SPANISH
DANCING f

Teachers” Summer Course |

| CARNEGIE HALL, New York

Branches: Los Angeles, Cal.
Sevilla and Madrid, Spain

STOFF-SEROVA

iV E
RUSSIAN SCHOOL OF DANCING

Classes m Ballet, Acrobatic, Tap and Musical Comedy. Special Evening and
Teachers' Classes. Write for details and catalogue of Original Dance Creations,

‘54 West 74th St., New York -t -1- .= Trafalgar 7857

MARGARET |

SEVERN

SCHOOL of DANCING

637 Madison Avenue |
PHONE REGENT 2123

The Foremost Stylists Under One Roof!

QmAndalusm
| cAcadcmy |

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

BALLET and CLASSICAL

John Tiller's outstanding Daneer and Teacher,
Trainer of numerous troupes now playing

MARTHA GRAHAM

Nationally-known authority on rhythm,

STAGE DANCING |
Acrobatic and
T;'Har Routines

INTERPR['T A” ]"I'Ul" DAN("]NG

WARD FOX

Instructor of many present-day stars.

BALLROOM AND EXHIBITION

MICHAEL BELL

Former Vaudevill: Headliner

STAGE DANCING
Ezcentrie, Soft Shoe,
? ap & Jﬂd Sﬂ’p

All the Above Typc‘; of Dancing are T'ml:,ht Daily at
Standard Rates

Dancers wanted at all times by Mr. Anderson and
other producers for Broadway Shows, Picture Houses,
Vaudeville, and New Musical Movies.

Send for Special Folder D

JOHN MURRAY ANDERSON-ROBERT MILTON :
SCHOOL OF THE THEATRE AND DANCE |
:

128 East 58th Street,

for Vaudeville,

New Yerk

(Plaza 9288) 855 CARNEGIE HALL

The Leading Dance School of America —

DAILY CLASSES from 12-1, 1-2,
EVENING CLASSES for BUSINESS GIRLS :
MEN on Mondays, Wednesdays and Fridays tr(:m(s 8.

ENGAGEMENTS OFFERED to QUALIFIED PUPILS
Courses for $18., §25

The Routines and Technique taught here are the
same as are taught by the famous maestros of
SPAIN as—OTERO, ROMAN, REALITO, etc.

JUAN de BEAUCAIRE MONTALVO

Unrivalled Teacher of REAL SPANISH DANCING

INSTRUCTOR for TWO YEARS for the DANCING MASTERS of AMERICA

NEW DANCES JUST RECEIVED FROM SPAIN
AUTHENTIC Spanish Dances and ensemble numbers arranged
Productions and Concerts

The Unexcelled BEAUCAIRE METHOD of
CASTANET PLAYING and HEEL DANCING

57th ST. AND 7th

- cfSpamsh

Dancmg

4-5 and 5-6.

and

. and $40.

AVE. Telephone CIRele 2939
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New York, N. T.

New York, N. T. [

New York, N. T.

TREY STUVIV

_OF
ensational §tage
n

] PANKING

170 WEST 4B1STNYC
TEL BRYANT 5156
For Grace, Poise and Development

HELENE VEOLA
ORIENTAL
SPANISH DANCING
Exotic, interpretive routines,
Special classes for children.

PLAZA ART BLDG.
9 East 59th St

Regent 9892

Acquire
Fundamental teehnigue of Ballroom Dancing, Latest
stepn of the day. Graco, rhythm, good earriage.
French or Argentine Tango.

AIBEET-S BUILER

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

The New Syncopated Rhythm

TAP DANCING

Taughi by the Personality Specialist

JACK MANNING

“Seven Years Stage Director of the Greenwich Village
Follies,” Tap Instructor at the last two Normal Schools held
by the Dancing Masters of America,
will prepare you in a short time for a
Profitable Dancing Carecer
Leading Professional
Stars have become success-
ful through introducing new
dance ideas invented by this
PERSONABLE DANCE
ARTIST. Day and Evening
Classes for Professionals,
Beginners, Advanced Dancers,
Children and Business People.

" e
—

FAIRBANKS TWINS

Broadway's favoriles and
pupils of Jack Manning,

Special Ladies’ Reduc-
ing and Body Building
classes

TAP—-BALLET
ACROBATIC DANCING
MUSICAL COMEDY

CLAIRE LUCE,
Sormer  Ziegfeld Follies

star, mow in the London

Company of Broodway's

popular hit, *'Burlesque'™

and using Jack Manning

woulines.

MAESTRO STEFANO MASCAGNO, GUEST TEACHER
JACK MANNING STUDIOS have the honor to announce that
Special Ballet Classes are now being conducted by Maestro
Stefano Mascagno, Creator of the Mascagno Method of Ballet
I'echnique, Principal and Ballet Master of the Normal School
of the Dancing Masters of America for ten consecutive years.

Jack Manning Studios of Stage Dancing
110 West 47th St. (East of B'way) New York
Telephone : Bryvant 4450
Complete professional routine in Buck dancing by
mall including beginner's foundation exercises —

$3.00 Cash Registered Mail or Money Order.

Private Lessons by
Appointment

McGUSHION TWINS
leading dancers in ' Luckee
Girl" are Jock Mannming
Pupils,

PARISIAN
School of Dancing
Ballet

Grecian . . Pantomime
Calliope Charissa
Diareclress
140 West 72nd St.

N

Acrobatic, Kicking, Musical Ccm_ed)r;
Stretching. Specializing in Professional
Routines and Troupe Training
Crass or Private Lessons

GEO. COLE

Studios for
Sensational Acrobatics
and every rype of
Stage Dancing

ALL
DANCES

ARRANGED

AND
ROUTINED

BY
EDDIE
RUSSELL

.. PERFECTION |
Professional and Business Girls
Classes for Musical Comedy Training

Includes Acrobatic—Taps—Buck and Wing—Ballet
—Toe—Limbering and  Stretching erclses.

Phone Circle 1467

Iustrated Book on Acrobatica—Stretching
—Limbering—and Stage Dancing. 50 cents
cash or money order.

GEO. COLE STUDIOS

312 Roseland Bldg., cor. 51st St.
1658 Broadway

New York City

faymuni 42 TOMAROFF |

School of Dancing

BALLET: TAP: ACROBATIC
MUSICAL COMEDY
For Beginners and Advanced
2459 DavipsoN AVE., NEW YORK
(COR. FORDHAM RD.}

27 WHITNEY AVE.
EiMHURST, L 1., N.Y.

De Revuelt

Stage Dancing
Instructor

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

—Ilje_iiehuelt

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

clubs, see De Reouell.

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

Personal Instruction by Prof. De Revuelt

128 East 58th Street New York City
Phone: Plaza 8429 |

JACK CLARK

“THE RADIO TAPPER”

Dance

Limbering Routings
- t
Acrobatic- Shoe, Wallz,
Dancing Clog, Buck, Tap,
ss Varsity Drag,
CLASons $1 Coiay Eess, EX:
Girls wanted for units—Free training

121 W. 49th St.” Phone Circle 9592

ITH Spring warming up on Winter's traces as the March
issue of Tue Dance MacazNe reaches you it is the wise
reader who begins NOW to study the comparative merits of
camps and summer schools for June, July, and August.

The service Editor has collected a vast amount of detailed
information during the Fall and Winter.

This information covers all types of summer camps and
out of door schools. It is yours for the asking.

LET US HELP YOU DECIDE

Please send a selfaddressed, stamped envelope to Camp
Information, ¢ /o Tae Dance MAGAZINE, 420 Lexington Avenue,
New York City.

National Institute
c’of DANCE ARTS©
Every Type Stage Dancing

Arvyce Moraves, Directress

- BROADWAY

Stretching and Limbering Exercises for Modern
Sensational Stage Dancing, Also Tap Danting

Pwun@eﬂg[ 0978 and Chickering 0979

SCHOD!..S _of national reputation
~ advertise in THE DANCE Maga-
zine. The dancing teachers listed in
our Dquctori: of Foremost Schools
of Dancing have our complete rec-
ommendation. They will happy
to send you interesting information
regarding their schools. If you wish
advice on some individual “problem,
write to us and we will respond
with information about a school
that exactly fits your needs.

THE DANCE
ScHooL Service Burreau
1926 Broadway, New York
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America’s
Authority
On Tango

Frep Le Quorne

| Specialist in Training

CHESTER HALE

who has amazed Broadway
with his famous

CHESTER HALE GIRLS

BALLET—TOE

Dancing Teams tor ; TAP—ACROBATICS offers his students the unique
Argentine Tango, Novelty | Prices very moderate chance to obtain
: of the
Waltzes, Spanish Dancing, Bl clusses Tor Distsioes IMMEDIATE POSITIONS A School of
Adagios, Apache, Whirlwind, ON THE STAGE

Tap, Musical Comedy

ENGAGEMENTS GUARANTEED
TO QUALIFIED APPLICANTS

| PRIVATE OR CLASS

iy Highest Type

Special children’s courses

where the student, teacher and pro-

C H E S T E R H A L E S T U D I 0 S fessional may enjoy instruction under

the world’s most famous teachers of

INSTRUCTION New Hammerstein Bl:l(’_ 1697 Broadway at 53rd Street the Dance Art. Classes under
DAY OR EVENING | Telephone Columbus 9147 GAVRILOV_........._.____Master of Ballel
- — — — STRELSKA ... ... Technigue and Adagio
Sands e e S = — —= BEAUCAIRE.__..__.______Spanish Dancing
or H Stud - . o o il
s . | CARTER-WADDELL SCHOOIL OF THE DANCE sl s v bl
1T eiL) o JACK MANNING....._.__Tap Dancing
Tango Course “G Foniha 148 West 72nd Street
Comprehensive 24 page booklet New York Cit)" Talented pupils are offered an
SRart shewing posttion of fevts PROFESSIONAL, Endicott 4188 ' oppartunity to participate in the
Alto Piang cn.ﬁ.i'on“;.t Tango the AMATEUR, p Branch schools located at e e D
usie, 4 repaid. | ronxville —No. 4 Arcade Bloe isidhh o
3 Y and Gavrilo Ballet
S e odernn, T B

FRED LE QUORNE
DANCE STUDIOS

SUITE 603, 165fF BROADWAY
Circle 7009—7933 |

NEW YORK. N. Y. MIKHAIL MORDKIN PHILLIPS ETHEL 1520 Chestnut Street

| Legitimate School In Heart of Philadel phia Established 18 years
| Professional School of “Dance cArts i

| Theatrical District
‘ Ballet—Mimo-Drama—Interpretive—Toe—Acrobatic— f

- uwj’h:ljunide!pE:P; e e et T COR TESSOZ

- School of Dancing

Tap Dancing— Adaglo—Character

1723 CHESTNUT STREET
‘3\'& Py “ Other Studios: 4629 hnnklonl Ave., Phila. Hotel de Ville, Atlantic City KEITH)] | 11ﬁ%%1%§sgggggT%%§E
i % Theatre| L————————_ ———" | NIXONJ i/ S0UTi sind Sirest
WS OCUTION, MUSICAL COM : il i
ﬁmg ANEINE: pHO PO LAY, '.:;Ft:E.‘ i Wa ehmgtml D C i Cleveland, Ohio W R O E:
ADVISORY . \1"'1,.‘“".‘«‘“:.; I — ¥ S — s E—————
g R | e =
m. A, Brady b ot e Aarie -
“’“"5\'! =1 I“r:'r’w ? Eila J:}r:.r“:-:m‘ﬁ:n 1I-r£ }-:il:?:le: L) (Jl-lL K(}Fﬁ;ﬁm;:ARg;: ]:l]:t'd r D 1 Yogrffﬂi‘a}il! s E&EETJDEA%EIIﬁé QgtE
Pt ‘<§ \“-‘t.._. DI ltlnl:[ T:::.‘ I:’x“-iﬁ?l '.Exl 23 [ BoRocl ol the allet | eveloped for the Stage y Cs

South of New York.
Training Approved by |
Anna Pavlowa. Pupi15|
now Appearing in New |

N E L L E N A School for Teachers

Classes for Adults and Children
SCHOOL OF Teachers' Courses
STAGE DANCING

Ba.’fe: Master to M;a.s America

York Successes. Cata- | o ANN PENNINGTON EMMAHAIG.
Eenasbl logue _on Request. 2400 Clark Avenue P EOLAR AND SFHERS TAUGHT R
Conservatory 1708 S St. N. W.,Wash. | s ! CLASSES AND CARNIVALS
f th = - A e e — et Young's Million Dollar Fier, Atlantic City
2 % o e 7= S e r— bon Dotlar faer,
Housmn ‘Texas i
ALLET e "

| 335 WesT Sevexty Elcuta St. N.Y C = SEE T
C ] IN TEXAS IT'S THE Springfield, Mass.

V| TRUEHART §TUDIOS | !

STAGE AND BALLROOM DANCING
CLASS[CI\L, BALLET ‘ After |4 years' successful stage experience we now have one of the largest and RALPH MaCKERNAN’S

v

most up-to-date dancing schools in the U. S,

s e HOUSTON, TEXAS -  Mr. and Mrs. Billy Truehart School of Dance Arts
Professional stage routines for teachers and vaudeville performers by ma:l ! _BﬁLLET -« CHARACTER :: STAGE
43 West 46th Street e ——— S
Telephone Bryant 1783 e PRt e '~;:L';:'1Tilmgll-11€an}?h.
EEEIIR WAILE IR NIGHLUND ; Dﬂuas, (T'C xXas Mﬂwallkﬁ'ﬂ, W‘ls. Professional and
| Normal Clazses.
e o - e, e . Fails registrats
| =i e | o =) y - ad ':}ii-u.si)i:g:‘«ls“glt.‘::g;;s
H A N S HART SCHOOL of the DANCE 11 1 I‘IE (-. “l. CAbKE‘ SCIIOOL are limited.
“Home of Well Trained Dancers™
Thirty-Six Years in Dallas I
| 274 Worthington St.
W I E N E R T\;rr\ I\ipr of 1ljanre includ f(!I in curri- | | nit FM?;&:J?““““ | SPRINGMFIEILB. I:;ASS.
culum—dance plays, acts and pageants | i a Bk
Rl Ol B R S e g Sref, St or Slgmier oty Sl
Slcinw“}- l.la“’ 113 W. 57th St. Summer Camp in The Ozarks x‘“’":“;"‘- - Fleanor Powell Summer Camp
| Cirele 6869 18081 Main St. 7.6744 Milwaukoe, Wis. | || “Fontow Thru Becket Centor, Mase.
—— . —_— et o E—— - T— ik ra— = - T — Fr— e
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 EOREMOST
SCHO@LSj DANCING

Steamboat Springs, Colo.

California

T e ;

E-R NES T_ PERRY-MANSFIELD SCHOOL

=7 STEAMBOAT SPRINGS, COLORADO

[ All phases of the Dance
for Stage and Screen
Personal direction of

Home of the Four Companies of Perry-Mansfield
B E LC H E R N o al Lighity - Color wad Bty thon EARLE WALLACE
| Co.”’, ""Squirrels and Girls Co."”, " Rainbow | « i .
Revels Co.””, Now in New York and Touring. The American Ballet Master

| PROFESSIONAL CLASSES DAY &

|
Professional and Normal Courses in
f | EVENING THE YEAR ROUND

DANCING + DRAMATICS

SCULPTURE - STAGE PRODUCTION|

Tnstructon in Horseback Riding, Swimming, Tenwis || || 7 EARLE VVALLACE
JSiu

dior of " age Dancing

Creator of the
EIGHT
GRADE
SYSTEM

Perry Mansfield Recreation Camps for Senior
and Junior Girls and Junior Boys

| Health Camp for Women 1025 W. SEVENTH ST. = LOS ANGELES, CAL.
Announces his 8th Annual - Booklet—10 Mitchell Place, New York City Vendike Apap A
TEACHERS’ San Francisics, Calf.
: | [ V| N ([ ey
N O R M A. L T NORMAL—SOCIAL—PROFESSIONAL
l MARY GRACE MOHEN I SCHOOL OF DANCING
| b ~ | L | Open throughout the year
C O U R S E | A I () WA School of Dancing | FIRST Normal School on Pacific Coast—Scores
| Departmental School of the Dance. Always 1| || of Graduate Teachers, Stage and Screen Artists—

short courses in ballet, musical comedy, acro- | Ballet, Spanish, Toe, Acro- |

batie, limbering, stretching. Tap and Step,
july I to 26 Ballroom. \\'u:llzrf‘ulc;l.ail‘ff of r.‘}:'wct‘:‘;[rs. ll';l-l-
fessional engagements.  Vitaphone Theatre
Eldg., Market at Tth, San Francisco.

Children’s Gonstructive training a specialty. Me-
| Adam marvelous Kiddies in demand for Stage

| and Screen.
FINE'ARTS STUDIOS ‘ | 332 5. Broadway, Los Angeles, Tucker 9340

Rates and I'nformalion on Request et 51 126 W. Marion St. —
| South Bend, Indiana
This course will feature the S R i .
HT GRADE SYSTEM VICTORINE DANCE STUDIQ | o = [ Tos A e
EIG LML, Al Br of Stage D Taught Canada Baer DAL ADAGIO
which has been the topic of Ballet Technique—Toe—Tnps & Acrobaties, g - | T ok g s ﬁSEA Bt Lo heid
h dines fodel £ PROFESSIONAL PRACTICE CLASSES - s | A€
R N SRR Dancing Instruction Acrobatics | o - | mfﬁ i § ]I]L]IILW
two continents i MULE VETORNE  PROF. W. H. MoEeson | | Maybel Lillian Bliss MB B s, Mg = aénsucu_sm_
REET Phone Franklin 3139 i o
| Dancer-Teacher-Coach f
b= SAM FRANCISCO, CALIF. ! Original Routines | WHE‘ Il]p mp [IE IIID
—— B Classical Dancing | I b LENG IENCH DALy
ERNEST BELCHER T e, | B
Eab i Wood Hall Studio
School of Dancing ; of Stage Dancing | FREEDOM _ EXPRESSION
634 W. 15th St., Los Angeles, Calif. BURKHIMER Wéndan, Qus, Cen, ; CONTINENTAL
i 2w SCHOOL OF THE DANCE  MODERNIST
A Recognized School, offering instruc- | THE DANCING TEACHERS listed in | DANCING I
s tion in Every Form of the Dance | our Directory of Foremost Schools of | THE ESTELLA REED STUDIO |
Mentioning THE DANCE Magazine Creators of Dances and Balluts !iJ‘z_::cln_l!z_ll]in;rcwcitﬁr ;'Em;gie:u rflc;u;:}?cflﬂill; I J ”Sl.-lN iﬁr‘;lt::’f:;llcgum B
when writing to our advertisers Is New Studio, Providence Road interesting informutionmrggardinu their {:1'[&??' lil;'h;nt.;-':gjil\l“--_ Sty of the ultres
the best introduction. Charlotte, N. C. schools. ! | 4.;2‘%'.",",‘!_“.-‘!{‘;":";_‘1"’_""*: iy WQJ

to make your travel dreams come true . . .

Whether you plan your vacation in the Andes or Adiron- TRAVEL QUESTIONNAIRE
dacks, Paris or Paraguay, the Travel Bureau of The Dance ek ! Y
Magazine offers its expert assistance. The Travel Bureau How much of your time is spent in travel?. . ........

has a fund of suggestions and solutions for the prospective
traveler's itinerary. Your questions cheerfully and promptly
answered. Do you travel abroad?. .. .. ... How ol o i

If you are dreaming of an unusually interesting vacation this

. in?
year, our Travel Bureau will solve in advance the problems, When do you plan to go again?. .....................
forestall the annoyances which so ofteq arise to mar the What countries do you intend to visit next? . ... ..... ...
perfect realization of anticipated travel joys. We will be . : oy
able to give you more helpful, intelligent service if you will What is your favorite Steamship Line? .............. ..
7 y ionnai ight. _ )
sachily dliout dhe Tiowe Qiitiouss = 1o Do you travel with a specially conducted tour?. ... ... ...

WHERE DO YOU WANT TO GO THIS YEAR?

. N, s Mark your favorite carrier: Lake or Ocean Steamer
You will receive helpful exact information in fascinating v O

travel booklets if you carefully answer the following: Railroad [ Automobile [J
1
TRAVEL BUREAU <« THE DANCE MAGAZINE
1926 Broadway . -t- -i= -i- New York City

See TRAVEL BUREAU adeertisement on second cover of this issue

8
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FOREMOST
SCHOOLS j DANCING

Chicago. Ill. | Chicago, IlI. I Chicago, Il ‘ Chicago, II1.

Edna L. McRae

SCHOOL OF THE DANCE
Day and Evening Classes

~ ADOLPH BOLM |

nu.a:.-w.uu&mu' T TRl e e e

X CLASSIC Bay,

TAUGHT BY &
NICHOLAS TSOUKALAS :

Ballet, Character, Tap and

: ++ ¢+ ¢++++ Adnis young Greek
Acrobatic

dancer and teacher is the only exponent
of this new system in America. His Chi-
cago studio is the mecca of the newer
generation of dancers. ¢ ¢ ¢ ¢ ¢ ¢
GREEK CLASSIC DANCING produces su-
perior dancers, and enriches the person-
ality of a dancer as no other method can.

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

617-618 LYON & HEALY BLDG.
Phone—Wabash 3772

anIe Oukrainsky
ret Schools

(‘l;q:(n open to stu-

dents of all grades all

(Formerly Russian .
Im perial Baliet)

ALEXANDRA | year round.
MAXIMOW Write for illustrated booklet EREIEL Eenlng
S mailed upon request.
School of the STUDIO, 334 South Wabash, CHICAGO J17 Lyon & Healy
Da“ce = -Hg.'.l: w. Sll‘f §t.. k
59 E. Van Buren §1. | . Los Angeles, Calif
Suite 532 Webster 3658 — F e e = — —

| FEHNOVA PERRIN STUDIOS

K Bl ncle Ba Co i b gl e
10 e and L FoeXpe <
na “Cl e al.llll | | teachers of dancing in this untmr)'.
DANCE:?%’{{OSHC:EDREN 2] | }___vln Fehaov. Gaufrze A':.::keruiln
| s reative Genius ap Specialist
Fissit—Elyle Whitoomb—Cumponer | Noted Chicago Producer | BALL ROOM
i 206 Auditorium Building Who has produced Dancing Units for New York and Chicago, |S57An Ao ipaena Bhdx iy, Bihinar | RAOT
Phone : Webster 3634 Public Theatres, and Chicago’s best Clubs, is in need of new ———e —
i Send for Catalog List | talent at all times. Therefore, he offers beginners in dancing THE GLADYS HIGHT SCHOOL
- OF DANCING

and students of other Schools something unusual and original

in Studio and Professional work. Professional Course 10 hours—3$10 |

Daily Courses for Children |

= y This offer will give the beginner training, actual ex d rtunity to learn e i e iy PP Ty v
‘JEORGEb Jo. h:l[n: Meth: :‘):1 Ballets will be trained fl’:l of tl]-n!;;:u:‘::'rdc p?a‘Lcdanlsi:\::&nr 10 insure ez -rr:— S I!'éwﬂdi ACHEE i
MANILOFF estness of pupil, a $25.00 deposit is requested. A receipt will be given and this bond will be re- N |SEEEESSUUNE  with Music. .
turned at the end of the period. This will not take you away from your daily occupation or | Mew Technique Book,
Acrobatic school work. In a month's time you will have the opportunity of being in some of the finest Routined Adagio Lh‘ls =
Adidi Theatres and Clubs. Baby Dances__ __ ... 1.00
Athenaem?l :g.lilt!iriu . Tl]l Capito! B‘ﬁ Dearborn 3354
59 E. Van Buren St. Thls ls AII nBSOLUTE JO. KEITH LEGIT‘MATE ENTERPRISE DEARBORN 5134
Ganeinlegiaanesiee Write or inquire, Jo. Keith, 6 East Lake Street, Chicago, I11. GLADYS BENEDICT
= NORMAL SCHOOL of DANCING
RS ‘ 3 = e e 301 Capitol Bldg., 159 N. State St.
1iptions T — Complete Courses in Every
Daﬂc% D;;CT Ipt oF ; Original, artistic dances for your || * Kd'ﬂ'ia.s Clt)‘. MG " Style of Dancing
di = | e e CLASSES DAILY
Y § SPRING RLCIT:\L T Diplomas Positions Secured
i s — — Music — Notes — Costume description | FLAUGH L I :
Each §2.50 For five $10.00 - e
v ” [ |
“Dances that Charm ETHEL MOULTON EW S Detroxt M 1ch
The Janet Dance Descriptions Humphrey-Moulton School of Dancing All Tﬂ’u of Dancing et e
for The Finished Dancer and the student OAK PARK, ILLINOIS | Phone 4050 Main St. =g
Dch!;htful Wee Ff)lk Novelties || b= Valentine Kansas City Theodore J.
Recital material supreme
JANET STUDIO, SPRINGFIELD, ILL

RTINS 14

jacksom':lle Fhl

Smith

Catalog for 4¢ postage

| DANCE DESCRIPTIONS | Studios Of
With Music ‘ GARY FORD Dd‘ﬂflng
Send for the price list of these dances, | STUDIO OF THE DANCE
\\c:ur.h bin[ lJI-sLlIl]LLl\L and I:rﬂuxll\.l. | Clase. and i8
adaptable for teaching or for performing. =
ividual i i Ballet Spanish
STUDIO OF THE DANCE i R an%mek
382 Moraine Rd.  Highland Park, IIl. | dancing. “g' il
s e T _ e - rien .
TEACHERS' | .
— - = S e COURSE | Folk Dancing
“Pandora Dances” , A modci{n -adtlptntioniof the s st;zrp:-;arl;;t-i | Pantomime
Dance descriptions of all types, talian Renaissance—the new ancers appe i |
G it [KE NE FRANK STVDIOS vocw snd Prosema. (| || Fescher of Spamish, Denciog e
Send for list. tions. |
Acts Created, Rou-
HELENE CALDWELL ART of the DANCE il Hne wad Produced | 474 West Warren Avenue
tudio ance | . ; 3 ey
313 East 8th St. Boulder at Twelfth Tulsa (RSO %;;ﬂ:’;??;‘;’;““' SR |. | Detroit, Michigan ‘
~ Chattanooga, Tenn, BN e e . .
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Dancing ‘Teachers

If you want to increase your profits
and prestige, read this page . . . .

HE Dance Magazine staff has just perfected the
most AMAZING, DELIGHTFUL and GENEROUS
PLAN ever offered toany one group by any magazine
in America.
It will interest you
1—If you are interested in your school and pupils.

2—If you are interested in your future as a teacher of
dancing.

3—If you are interested in international publicity.

4—If you are interested in The Dance Magazine.
POWERFUL INFLUENCE AND PRESTIGE will work
for you as soon as you put the plan in operation whether

you teach in San Francisco or Sioux City, on the Riviera or
in New South Wales.

The SUCCESS of this GLORIOUS plan depends upon
YOU!

Have you the ABILITY and WILLINGNESS to Co-
operate with your own magazine for YOUR OWN GOOD?

This Extraordinary, Unprecedented Offer
is for Dancing Teachers and Dancing
School Managers Only !

If you want to learn the details of this wonderful proposi-
tion, please write personally before May first, 1929, to

Miss Grace Arons
The Dance Magazine, 420 Lexington Avenue
New York City

N.B.—Please use your business stationery.

10
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TO PITISBURCE, PA . = .:'1'\_57_—7[

TERs OF AnmErica INCORR
—-[ DANCIN(I msf.l( NORMAL SCHOOL

FOR DANCING '(EACHEIZS Nibs
ULY 22 =+
OPENS MONDAY. Jljorwmmoru

@ NNUAL i
Bic - OAUCUST 19™ 1929-

FLABORATE PROCEZSCC

T _.r:\

¥ D RMAL HEADQUARTERS
JJEOSTER HALL HOTEL. 2

@ "E'__OWEQTID" HEADGQRS,
PEMM HOTEL

WA

The Dancing Masters of America Inc.

The Largest Organization of its Kind in the World
Announce Their Plans and Programs_for Next Summer—at Pittsburgh

Four (4) weeks Normal School for Teachers of Dancing, Students of Dancing, for its Members and Non-Members.
Opens Monday morning, July 22nd. Course toinclude Normal Instruction—Ballet, Acrobatic, Step and Tap,
Musical Comedy, National and Character, Stage Dance Routines Suitable for Children and Grownups, etc. -

g i

2t & & @) i gl

WEBSTER HALL HOTEL
Normal School Headquarters

Pittsburgh, Penn.
Reasonable Rates for Rooms

The D. M. A. NORMAL COURSE

For Dancing Teachers as planned for the
coming summer at Pittsburgh is one of the
most complete in every detail ever arranged
for the profession.

The faculty selected for this season including
MR. IVAN TARASOFF, Ballet Master,
N. Y. City, is the best ever. The tuition is
remarkably low and the Rates for Rooms
at Webster Hall, very reasonable.

NO DANCING TEACHER can afford
to miss this course.
Normal School Board
Fred W. Kehl, Principal,
Box 1054, Coral Gables, Florida.
Leo Kehl, Asst. Secy.,
Madison, Wisconsin.

Miss Vida Godwin—Dean of Women,
Galveston, Texas.

D. M. A. NORMAL
School Opens
Mon. July 22nd

4 Weeks—7-hour Daily In-
struction. 5 days each week.
Lectures—Saturdays.

TUITION
Members of the D. M. A., Entire 4 weeks
COUIEBR (. s e oot e st Fom sy o el $150.00
Non Members. « . oo nvesa i $200.00

N.B.—You do not have to be a member of

the D. M. A. to take our NORMAL
COURSE.
EVERY LEGITIMATE DANCING

TEACHER SHOULD BE A MEMBER
OF THE DANCING MASTERS OF
AMERICA, INC.

Any Dancing Teacher having an established
school of dancing—with 3 years experience
as a teacher is eligible to membership in the
Dancing Masters of America, Inc.

A FREE BOOKLET—entitled “Aims, Ob-
jects and Ideals™ giving full information as
to the requirements necessary for becoming a
member of the Dancing Masters of America,
Inc. will be mailed upon request.

For further informaticn apply to

RAYMOND BOTT, President,
529 Elm Street, Youngstown, Ohio.

WALTER UJ. SOBY—S8ecy-Treas.
553 Farmington Ave., Hartford, Conn.

Big Annual Convention

Dancing Masters of America, Inec.
Week of Aug. 19th 1929

Grand Ballroom Wm. Penn Hotel
Pittsburgh, Penn.

Morning, Afternoon and Evening Sessions

Wonderful Dance Program

Featuring MR. TED SHAWN of New York

and many other expert Teachers.

BALLROOM—WM. PENN HOTEL,
Pittsburgh

el

Mr. Walter U. Soby, Secy-Treas.,
553 Farmington Awe,, Hartford, Conn.

Dear Sir:

Please send me FREE, D. M. A. BOOKLET
entitled *Aims, Objects and Ideals™ and oblige.

1
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Photographed for this page by Maurice Goldberg

C’/?’nna @oéenne

Who is spending the winter in preparation for her dance event
to take place during the spring. It will emphasize ballet

[ 0) 5]
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“KNxocking” Is

(BAD ‘BUSINESS

An Editorial by RICHARD HOYT

ERCEPTIVE teachers realize that success in

their business—the business of dance teach-
ing—demands that they cooperate to the fullest
possible extent with their competitors. This sounds
like a contradiction, but it is nevertheless the
principle on which American business methods
have been proven the most efficient in the world. It
therefore applies with equal force to any field of
which competition is the life-blood.

From this principle there has been evolved an
axiom: Never knock a competitor. While strict
adherence to this axiom may not actually increase
commercial activity, it tends to build that good will
without which any group or individual, dependent
on the public for its prosperity, is doomed to
defeat. ~ Dance teaching is referred to here as
a business, simply
because in the past

ize that by working closely in all things with their
competitors all will benefit. That greater co-
operation brings gratifying results is shown by the
growing strength of the teachers’ organizations.
It is their duty to impress upon their present and
future members that they must urge not only their
own merits, but must also refrain from attempting
to injure the standing of their fellow-workers.

It is plain that any “knocking™ produces pre-
cisely the opposite reaction to the one hoped for.
“"Knocking™ tears down good will and endangers
public esteem of a profession which, while large, is
still in its infancy. All sincere teachers look toward
improved conditions. Though the road to those
conditions is paved with many blocks, at least one
important one may be smoothed by immediate
discontinuance of
all practices which

that side has been
badly neglected.
There is no use
in disguising, or
attempting to ex-
cuse, the curious
situation that ex-
ists among the
thousands of
teachers of all
types of dancing
thickly scattered
from one boundary
to another. Close
observation leaves
room for only one
inevitable conclu-
sion: that many of
these thousands,

tend to create ill-
feeling between
teachers.

The day will
arrive when all
dancing teachers
will be members
of one great organ-
ization. That day
is inevitable.
Therefore, let all
teachers help them-
selves by helping
all others. The re-
sults, it may be
unhesitatingly pre-
dicted, will aston-

George F. Paul 151‘) even the most

—too many, be it
said, —fail to real-

Ida Rubinstein, famed French dancer and tragedienne, is touring the
European continent with her own ballet company. She is using some
of the newer dramatic works of Gabriel d' Annunzio

skeptical.
Therefore, why
hesitate ?
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Once an

Part One

OR most of us who are beyond

voting age it requires no great

effort to recall the days of the

nickel movie. To do so is to

bring to mind myriad discom-
forts that were endured in order to sit spell-
bound through this new form of enchant-
ment. There were hard uncomfortable seats
located in drafty, smelly store buildings
optimistically called theatres. There were
wheezy and groaning pianos that ground out
tinny tunes to make mock of the name
“Silent Drama.”

That these conditions were overcome
rapidly is also within the memory of most.
To what an extent they have been improved
can be judged by a visit to any modern
motion picture theatre.

But the programs; how have they changed?

Perhaps it was the monotony of dramatic
recurrences displayed silently that led some
vigorous manager of the past to add a soloist
to his bill. Whatever the cause, the first
balladists, who rendered heart-tugs accom-
panied by words and pictures on illustrated
slides; the first amateurish adagio team to do
their work before a picture; were the
forerunners of Fanchon and Marco's
“ideas.”

Harry Wenger

Obscure Dance
Team, cNow cXNationally

Famous Presentation Producers,

Brother and Sister Endured a Hard

CApprenticeship to the T heatre—Read
How T heir Careers ‘Began

BIGH

T his

A scene from Masks,
a Fanchonand Marco
Idea that played over
the West Coast
Theatres circuit re-
cently. It shows that
each [dea is a full-
sized production in
itself, the same prin-
ciple having been
adopted for use all
over the country in
motion picture
palaces

They are the re-
sultant growth of
that seed sown long
ago when those first
entertainers were
added to bolster up
the flagging interest in moving pictures as a
novelty.

No sooner comes demand for an article,
service or convenience than a man springs up
to produce it in quantities that bring it
within reach of everybody.

At the right time a man was found who
led Pacific Coast managers out of the difficult
and growing problem of supplying enter-
tainment in conjunction with pictures.

That man was Marco Wolf; or rather
Marco and his sister, Fan-
chon, formerly the dance
team of Fanchon and
Marco.

Marco Wolf is
production manager
of West Coast

Fanchon and
Marco Wolf
as they ap-
pear today,
the sister and
brother who
developed the
presentation
idea fto its
actual im-
portance

14
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Harry Wenger

Theatres, with headquarters in Los Angeles.
Associated with him in a union closer than
any partrership arrangement could be, is his
sister, Mrs. William Simon. They have
always been known as Fanchon and Marco;
their productions are known as Fanchon and
Marco Ideas.

As directors of the productions that bear
their names, Fanchon and Marco serve
three hundred and fifty theatres, located
throughout the West, with a form of enter-
tainment uniquely their own. Thirty-five
hundred people are employed by them with
a weekly payroll of one hundred and fifty
thousand dollars. This includes, besides the
principals of their Ideas, some four hundred
organists, members of sixty-five large orches-
tras and scores of technical assistants em-
ployed in the production departments.

The addition last year of Publix Theatres
to those already supplied by Fanchon and
Marco makes it necessary to produce two
complete Ideas each week. Every Idea is a
unit complete in itself, involving an expendi-
ture of from six to twelve thousand dollars
to produce, with a cast often numbering
fifty, and it tours from sixteen to thirty
weeks over the Pacific Coast and Western
states. They are, in fact, concentrated
musical shows and tour exactly the same.
They carry their own properties, scenery
and wardrobes, all of which have been pre-
pared for the Idea by departments operated
by Fanchon and Marco.

These figures, though conservative, are
increasing daily with every theatre added to
the circuits. They are quite imposing when
it is realized that they represent the growth
from Marco’s tiny experiment at the Strand



March,

1920

Theatre, San Francisco, less than five years
ago.

To present properly a record of the growth
of the Ideas, it is necessary to go a little
further back than the Strand experiment in
order to find just what they sprang from.

Fanchon will tell you of that happy home
of their childhood in Los Angeles. There
was, of course, a mother and father. As a
concert singer in his earlier years, the father
had appeared throughout Europe. Their
mother also being a musician—an accom-
plished pianist—it is easy to imagine the
musical atmosphere that surrounded the
children and their training in music that
began as soon as each could make known his
instrument.

Probably it was her mother who in-
fluenced her choice; Fanchon does not say.
At any rate, she studied piano. Marco liked
the wiolin and, as a primary course to those
long days filled with seemingly-endless work
that has characterized his later life, his
mother saw to it that he was up at five-thirty
every morning for an hour of practice.

Just how such a schedule of matutinal
music appealed to the neighbors no one
knows. But the neighbors were more than
adequately repaid for morning sufferings
endured by the evening concerts when the
blinds were raised in the living room, win-
dows thrown open, and the Wolf family
gathered about the piano for an evening of
music.

With either mother or Fanchon at the
piano, Marco with his violin, little Rube just
learning to mumble coherently on his cornet,
and father looking approvingly on or joining
in with his deep voice, these evenings were

),

enjoyed at home and
by the neighborhood.
In their subse-
quent dealings with
the world of busi-
ness, Marco has been
the voice of the team.
The rudiments of his
tactful diplomacy
were learned on the

corner of First and
Broadway where he
soldpapers. The poise
that characterizes
his every movement,
his calm manner, his
absolute refusal to
become publicly
ruffled was acquired,
so Fanchon thinks,
while dealing with
these boys, his senior
in weight and years,
who resorted to fly-
ing fists to emphasize and enforce their most
minor point of logic. Marco attributes these
peace-makings to the fact that, at the time,
he wanted to become a great lawyer.

Rushing home to supper directly after
selling his papers, Marco, bright eyed and
eager (Theadjectivesare Fanchon’s) always
hurried through the meal and assembled
his “orchestra” for “‘rehearsal.” The
renown of this family trio—Fanchon,
Marco and Rube—spread. Soon every
school and amateur theatrical performance
demanded the Wolf Orchestra.

Between school hours and the necessity
of working, they found means, somehow,
to continue their musical education.
Fanchon was gaining fundamentals of
theatre from wvarious sources: attending
dancing and dramatic schools, dabbling
with costumes, studying stage lighting
and its effect on color—getting acquainted,
generally, with things backstage. For a
time, when but thirteen years old, she
assisted Oliver Morosco in preparing
atmosphere for his attractions.

Marco was also busy. Expecting to pay
his way through college with his talent,
he worked hard at his music. Already
receipts from that source were coming in;
for Marco was realizing, in money from
engagements, the value of his orchestra’s
local fame.

Such talents could not be long repressed.
Their yearnings for stage experience,
voiced timidly at first by Fanchon and
later with emphasis by Marco, finally
gained parental consent for a tour of
vaudeville.

Accordingly, when summer vacation

15

Ohe Dance e Magazine

IMIAIRCO

By KENNETH W. CALVIN

came in 1912, Marco secured booking with
the Bert Levey circuit for two weeks in
Arizona. He had so easily convinced the
agent of their qualities that he imagined they
could get plenty of work everywhere. So,
with boyish exuberance, he announced to the
delighted family: “We are going for the
summer!” He did not know that he had
signed a contract for one hundred dollars
that paid every other double on the circuit
one hundred and twenty-five dollars; but he
found that out!

Their names went up for the first time in
Phoenix, Arizona, as “WOLF & WOLF—
MAN & WOMAN—VERSATILE
MUSICAL ENTERTAINERS.™ Perhaps
the explanatory “MAN & WOMAN" was
put in to prevent the kiddies mistaking them
for an animal act, there is no way of knowing;
but, for whatever reason, it certainly lacks
the euphony of “*Fanchon and Marco,” which
they soon adopted.

Their second week was at Prescott and
that ended their booking. Although both
house managers paid them the regular one

Paralta

Patty Mason, a girl typical of the Fanchon
and Marco girls used in their productions
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hundred and twenty-five dollars, Marco had
learned of his gullibility with the agent.
Thereafter, whenever possible, he insisted on
working on a percentage basis.

A conference with sister revealed that
after deducting living expenses and railway
fare they had little more than enough money
to return home, and no further work in sight.
But, rather than return after making such
proud boasts, they did the only thing possible

-wired several managers of moving picture
theatres. Their offer was of musical enter-
tainment on a percentage. They got a few
favorable replies.

With this arrangement, they began a route
that was to include Arizona, New Mexico
and Colorado. It was by no means a regular
schedule, certainly not one on which money
could be made or saved; yet, even if infre-
quently, it enabled them to appear pro-
fessionally.

Their tour continued. Whatever hap-
pened, disappointments failed to discourage
them. Sometimes it was an empty dance
hall leased for the night that provided them
with funds. Again, it was a skinflint manager
that stole their pay. A tour such as only
small-time actors can understand. A tour
when the fundamentals of theatre were
pounded into their heads by the hard-hitting
hammer of experience.

“Why, we were just kids—sixteen and
seventeen to be exact—and had never known
anything but trust and honesty,” Fanchon
said, recalling those adventures. “Flattery,
deceit and lies were unheard of in our experi-
ence. In looking back, I am often amused at
our innocence; but, after all, I suppose it was
the best armor we could have had. No, I was
never scared. Many people questioned

Paralia

Marco later for allowing me to dance with
miners and rough strangers, as I did at Las
Vegas, and at Cheyenne; but I was always
accorded the respect I demanded.™

When the three months of vacation were
up and it became time for Marco to think of
school, he had forgotten his ambition to study
law in his determination to become a show-
man. He was, at the time, engaged with
heavy correspondence, wherein he extolled
the drawing power of the act in a manner to
shame the most gifted lawyer, trying to
secure a higher class booking with the
Western Vaudeville Managers Association.
A twenty-week contract over that circuit
obtained and completed, they next toured
Tennessee, Louisiana and Texas on the
Interstate circuit.

ND thus those early years passed. A

contract secured meant planning for
another. A short visit home where, in order
to introduce the tango which had taken the
country by storm, they became a dancing
team. Followed a tour of Australia—café
entertainers at John Tait’s in San Francisco,
during the Exposition—a trip to New York
a great year there—an Orpheum contract—
another year of San Francisco café work—
they present their own revues.

Engagement followed engagement with no
more thought for the future than a natural
desire to improve their work. Then, with the
growing success of their café revues, came the
first dream of eventually moving beyond
vaudeville, and café entertaining. Nebulous,
perhaps, but none-the-less ever present, it
was of some day producing and presenting a
musical show that should combine: a bit of
music, a little fun, rhythm, and, over all,

Five of the Serpentine Girls, a dance troupe used in Blues, another of the popular ldeas
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delights for the eye in a measure never before
attempted. For the time, they worked, saved,
studied and improved; but entertainment,
that was their dream.

Then came their first big opportunity—
they produced Let’s Go for Ackerman and
Harris. It was a hit. The first musical show
to be produced entirely on the Pacific Coast
to play Broadway.

The close of the run found the war raging.
Marco was free to enlist in the Navy. He
was sent to an officer’s training school in
San Francisco where the armistice found him
two days before being commissioned, Fan-
chon returned to California where she ap-
peared in benefits and did other war work
until peace came.

After the war, they began their work
anew. For a time they went back to café
work; but plans for another show were
formulating. Satires Of 1921 was the name
chosen for the new venture. Like Let’s Go,
it had a wonderful reception on the Coast
before going East. But, unlike the former, it
was financed and produced by them alone.

Besides Fanchon and Marco, who were the
features of the show, the chorus of Sunkissed
Beauties was the most refreshing element of
Satires to Chicagoans. Being in the nature of
a revue and the original now six months old,
the show was altered considerably, strength-
ened and re-named Sunkissed preparatory to
its entrance into New York.

It arrived there at the start of scorching
summer weather, in the off season and opened
at the Globe, but was forced to give way to
the Follies because of a previous lease of the
house. Business had been excellent; so, with-
out a great reduction of receipts, the show
moved over to the Harris. Sally, with
Marilyn Miller, had already been booked for
the Harris and when it was ready, Sunkissed
was again forced to seek a new house.
Receipts began to fall. In the midst of
growing difficulties, Marco was
ordered home. That was when
his daughter, Gloria, came. A
dance partner for Fanchon was
hurriedly secured, and until
Marco returned Fanchon strug-
gled alone with the failing show.

Its creators, feeling that its
merits would show at the box
office as soon as good weather
returned, carried it along at a
heavy loss for some time. They
bet their entire fortune and drew
a little on the family sock to
support this theory; and lost.
After struggling through every
kind of adversity, the show
flopped.

It was surely a grand day for
the “T-told-you-so’s,” the “you-
will-try-to-buck New Yorkers,™
and the whole confounded chorus
of raspberry singers. But Fan-
chon and Marco got busy in the
wreckage to see what could be
done.

Their liabilities were seventy-

(Continued on page 63)
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(DANCE PIONEERING in the PALESTINE

The European Ballet Was Strange to the

Uncultured Tribes of That Land—Until Rina

cNikova Established

‘By LEON BLUMENFELD

HEN one speaks of Palestine,
nowadays, one imagines a half-
built community, steeped muscle
and soul in the creation of a

3 modern nation on the sands
of history. ~ And should one grant that
ancient land an artistic temperament
in the field of the dance, one would
picture a dark, olive-skinned maiden in
flimsy, transparent costume, contorting
her lithe body, her slender arms, two
testless snakes, in the dizzy mist of
incense of the harem—an Oriental dance.

But that is by ten Arabs not even the
shadow of the situation. At least
that is what Mme. Rina Nikova, ballet
mistress and prima  ballerina of the
Palestine Opera Company, who has
recently danced off the gangplank onto
Manhattan  Island, would have us
believe and not much else. In the first
place, from her title we can surmise that
Palestine has a ballet and that the ballet
1s a part of the opera.

That Mme. Nikova established that
ballet, the first of its kind in the land
of palm trees and shrines, had to be told
us, and a great deal more to boot.
True, the Oriental dance as we see it

Her Company T here

(Below) Rina Nikova, product of the
Russian ballet, who went to the Palestine
four years ago, and has stayed ever since

very often, is characteristic of the East,

of Palestine, if we are only to consider the
Arab population. But with the invasion
the Arab would use that word—of the
English, Americans, modern Christians and
Jews, the Oriental dance has been forced
farther up-stage. Now we have plastic
dances, technical dances, acrobatic dances,
and the ballet which is not more than three
years old there. Conducting and executing

Aldene

these of the dance are very few profes-
sionals. Amateurs, a mere handful of
them, have set up the most meager dancing
schools, where small groups are trained in
dances more familiar to us. Palestine is
not by a long shot hostile to art, but what-
ever small change jingles in its roomy
pockets must go to necessities. Yet its
robust, honest enthusiasm, its buoyancy,

A scene from Samson and Delilah, as done by the ballet of the Palestine Opera Company in
Jerusalem
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Rina Nikova with Prince Hasbili, chief
minister to Emir Abdullah of Trans-
Jordanisa, in whose harem she danced.
The Prince was not calm when this
photo was taken, since Moslems do not
permit themselves to be photodraphed

its freshness of cannot be
treated lightly. The experiences of
Mme, Nikova are undeniable testi-
mony of that fact.

It was Nikova who brought the
dance into the schools, the homes and
the uncertain haunts of many back-
ward Arab tribes. She visited Syria,
Egypt, Transjordania, Mesopotamia,
studied their native dances, showed

them samples of her skill, left them with
mouths agape and wide eyes. Paradoxically
enough, the more uncivilized and uncouth
her audience, so much more would it rave,
and appreciate her art. On one such
occasion when the ablest mistress and her
group of twenty, loaded with scenery, lamps,
and props, ventured among a native tribe
that had never before seen a ballet dance,
enthusiasm broke all bounds. Her spectators,
mostly children, were civil enough during
the . performance in a small shack where
Nikova had temporarily set up shop. But,
as the announcement was made that the
program was finished, somebody bolted
the door and demanded in a loud voice
that drowned out the now clamoring
gathering that the dancers give them more.
Nikova had presented all she had prepared
so she calmly ordered that the program be
started all over again. A single repetition
was not sufficient, however, and the troupe,
unprotected from the slightest mishaps,
began to fear that all was not well. The
ballet-mistress pleaded with the audience.
She promised them a speedy return, but to
no avail.

To shorten the story, Nikova broke down

(Continued on page 56)

spirit,
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HROUGH more than
two thousand years
the Mother of the
Dance performed her
national duties with

wisdom and affection. The dance
richly repaid the care. In fiesta,
grief and worship it unfailingly
gave companionship, comfort and
exaltation to the Spanish people,
until the day before yesterday or
thereabout, when the Mother be-
came otherwise preoccupied and
threw the Daughter into the street.

Of the many agreeable platitudes
with which people like to delude
themselves, none is more non-
sensical than the saying that
knowledge never is lost. Entire arts have
been lost. When, therefore, changing fash-
ions of thought plunged the dance of Spain
into conditions amounting to decadence, the
situation became more interesting than
pleasant. Today the art vacillates, ready
to turn in whatever direction the majority
of public sentiment dictates; or, perhaps, to
divide itself into separate organisms, one
for the satisfaction of people who can see
form and the other for the satisfaction of
people who can see only novelty.

Haphazard treatment to which the name
is at present subjected must presently raise a
question as to what the dance of Spain really
is. The question will be intelligently
answered only through acquaintance with
the spirit in which this dance was conceived
and the ideals that furnished its motives
and traditions. So, before considering the
present tangle, it is perhaps permissible
to sketch quickly a vignette of past de
velopments.

But first of all, please, a word as to terms,
“Spanish Dancing” is a label pinned on to
commodities so various that its once defir
nite choregraphic meaning is lost. Within

the political boundaries of Spain live peoples
distinct from one another in blood, language,
customs and habits of thought. Of these
groups the majority are essentially rural;
their peasantish dances resemble the haughty
art of Carmencita and Argentina little
more than a bagpipe resembles an organ;
yet they are programmed as Spanish dancing.
Again—and still farther from Spain though
in it geographically—is the Gypsy. To the
Gypsy of eastern Europe he appears un-
related. Whether of Moorish origin, or
Hindu (as most scholars believe), he is an
Oriental, unassimilated, unmodified and un-
mixed. Yet his dancing—el flamenco—
than which none could be more alien to the
Spanish of tradition, is called Spanish dancing.
Geographically, yes; choregraphically, em-
phatically no. This distinction is not mere
fussiness about words. It is on the other
hand a distinction of very real
importance, because the flamenco
has got mixed in with the
dancing that is really Spanish;
and that is one of the principal
: causes of the press
ent mess.

The true dance
of Spain, as every-
body knows, is
the school of the
Spanish  Classic.
This is Spain's
contributiontothe
art, the dance for

Doris Niles Balles

which she is famous,
that is hers alone, that
through centuries has
expressed her dearest
aspiration. The dis-
tinguishing mark of
the Classic is lofty
elegance.  Whatever
else its merits—1I need
not say that they are
many-—its composition,
form and proper ren-
dering are shaped in
the mould of majesty.
Since travel first came
into fashion, travellers in Spain have colored
their writings about the dance with the
adjective “magnificent.” How else? Mag:
nificence was its birth right. The sixteenth
century court dances of Europe in general
expressed a refinement brought to aristocs
racy by the Renaissance.  But Spain,
loaded with treasure looted from Mexico,
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Ghe Fifth CArticle of Our
CAmericanPublic—Delivers

CAmerica to ‘Preserve

cMeasures

was the richest of nations; while conquest
of a good part of her neighbors proved her
the most powerful. Wealth and power,
then, in the quaint belief of that era, made
the Spanish the best people.  Dignity,
always dear to the hidalgo, was now if
possible intensified. La. sarabanda, la pavana
and the rest of his court dances were
ceremonial garments tailored to fit his
pride in the hour of its fullest height.

From these adornments of the proudest
of aristocracy were taken the forms and the
spirit of that which was later to become
known to the world as The Dance of Spain.
In condensed form the whole tale is sketched
in a certain dance that is classic in form,
indisputably Spanish in flavor, and is at the
same time the ancient sarabanda, preserved
intact: namely, the dance of Los Seises in
the Seville Cathedral.

Specifically, the soil in which the dance
of Spain has flowered in its full richness is a
strip of land bordering the Mediterranean;
a land of courtesy and romance, wit, piety,
and the best bullfighters; the enchanted
land of Andalusia. In Andalusia the dance-
loving Moor exercised his cultured domina-
tion before eastern Europe emerged from
barbarism, while Western thought lay in
the stupor of the Dark Ages.
Before the Moors, dancers of Cadiz
delighted soldiers and patricians of
Rome. Knowing this much of her
background, when we
see today a Seville
mother guiding the arms
of a yearold infant
through the
gestures of a
seguidilla we
get a hint of

the productive force of a real dance tradition.
We begin to understand, too, the unique
phenomenon of a group of dances, so highly
developed as the Spanish,  becoming
universally popular; and, notwithstanding
considerable technical difficulties in their
execution to remain popular without loss of
quality.
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of SPAIN

Series—Dancing Before the
the c Message: It Is Up to

the Classical Spanish
— Why?

Dance history is properly recorded only in
the national dance academies. Spain never
had one; the abortive ballet school of the
Royal Opera hardly counts. But our own
eyes have seen the richness of her dances,
nor need we depend on legend for an idea
of the breadth over which they spread.
I have seen architectural students sweep
into Sevillanas to Celebrate examinations
passed, and more innocent souls devoutly
dance before the cross as a votive offer
ing.

In homes of elegance it has been a polite
necessity, at gatherings of artisans or peasants
as inevitable as wine. Of its numberless
footholds, none was more important than
the café cantante—brother of the café
chantant of Montmartre, poor relation of
our own gilded cabaret. The café can-
tante was to the dance what the bush league
is to baseball; furnishing jobs to thousands;
to the beginner it afforded that indispensable
necessity, professional experience. It was
the post-graduate course after the academy.
And a good one, since the criticism, always
unvarnished,
usually  was
sound. Many
if not most of
the great dan-
cers of Spain
served an ap-
prenticeship
in this rol-
licking  yet
vigorous in-
stitution.

As  some

Helba Huara

deep thinker has remarked, nothing lasts

forever. About the beginning of the present
century the world became restless, The
sacrosanctity of Tom, Dick and Harry's
God-given individuality was discovered,
followed by the abolition of self-discipline
in study as in other things. (Lately Maestro
Otero said that people used to learn the
dance, but now they learn dances). The
new fashion of mental indolence was des-

By
TROY
KINNEY

Marcial
Lalanda

A Spanish
dancer

tined to show its effects on the dance
a few years later. Even the loss of
the Spanish-American War, with
its humiliating exposé of obsolete
equipment and medieval methods,
the consequent distrust of every-
thing Spanish, leading in its turn to
temporary insanity in several arts—
the effects even of this reaction were
not immediately wisible on the art
most deeply rooted in the nation's
habits. As late as 1910 the use of
the dance was customary in the
zarzuela, and frequent in the more
formal fulllength comedy. Star dan-
cers as special attractions were plenti-
ful, doing a totally unrelated entrlacte in
plays serious or frivolous. Variedades,
among its amiable and appropriate lunacy,
presented many a wellschooled young
dancer working on sound stuff in a sound
manner. The café cantante, still smiting
the heavens with castanets and shouts had
added to its cuadro flamenco the Gypsy; an
innovation on the stage, I was told; the
Gitano therefore having danced in his cave,
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and passed the
hat.

To his new
surroundings the
Gypsy brought
a fantastic com-

plexity of rhythms; gleeful
indecency, a liberal dash of
the dramatic, gamin's wit
and facile pantomine. His
dancing, as a rule self-taught, inclines to be
individual; though certain movements are
commonly used, the distinguishing character
of his art is less in form than quality:a
meaty sinuousity, fine in a strong performer,
otherwise rather slippery. Of the dancer’s
magic of dematerializing himself the Gitano,
with rare exceptions, knows nothing. To
some tastes this lack is a cause of monotony.
Nevertheless he suggests mystery and some-
times his work is big. It is at least an
interesting racial expression; individuals make
of the flamenco an important art. But
its merits and deficiencies are outside of this
discussion. Neither its good nor bad quali-
ties, but a stupid mixture of flamenco with
classic style, is the cause of the deformity
of the Spanish dance as usually practised
today. But this is anticipating. In the
Spain of 1910 the cloud on the horizen
didn’t look like a cloud, but rather like a
feeble joke: namely, the moving picture.
Paris, London, New York; how people
dress, work, play. Thus he learned that
restaurants may also be ballrooms. Viva
la alegria moderna! In no time the café
cantante changed from the dancer's post-
graduate school to an artistic refuse heap.

How? Well, few Spanish dances permit
a man to touch even a woman's fingers.
Imagine, then, the effect of an invitation to
grab a woman around the waist. Artists,
after their act on the stage, must now dance
with customers among the tables. Hang
the performance! Mule-driver and errand-
boy were impatient to paso-doble with the
opulent beauties who quickly replaced
bailarinas. Replaced them, because the
performance no longer called for skill; because
it was no longer necessary to pay the dancer’s
living wage; because indeed it was not
always possible any longer to pay any wages
at all, for the competition of the cinema cut
deep. The subsstructure of the dancer’s
occupation, I hardly need point out, was
gone.

By this time the reaction against Spanish
tradition, having stood paint and architecture

(Continued on page 56)
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This delightful ingenue, who was seen last year in Manhattan Mary, is now

finding appreciative audiences for the way in which she sings “You're the

cream in my coffee” in Hold Everything, the fistic musical comedy. She

is shown here in a moment from the song, that starts out along culinary
lines, but is just another way of saying “I Love You"
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HAT road to electric lights

wasn't paved even as well as

New York's Eighth Avenue for

Dorothy Lull, the Vanities acro-

batic dancing expert. The little
girl who attracted such handsome response
from the critical fraternity when the revue
opened is only seventeen but still attends
high school. Imagine that! She started
her stage career when she was only five,
appearing with Marjorie Rambeau in The
Eyes of Youth. The Gerry Society gave her
and her kin plenty to worry about, however,
and once caused the manager of Keith's
Riverside an arrest and fine for letting her
appear. For which her ma got finger
printed!

So until she “looked like sixteen™ Dorothy
helped the less fortunate locals by appearing
at benefits and this or that for no recompense.
But she acquired valuable training and stage
presence all of which she profited by.
Watch this child. She belongs.

Notes

AROLA GOYA, the “‘famous Spanish™
dancer, in case you didn’t know, is the
daughter of Samuel Weller, an exploiter for
Walter Hampden and editor of The Saturday
Review.

Geordie Graham, Martha's sister, and
formerly of the Denishawn group, is with
Michio Ito’s troupe on tour.

Lola Menzeli recently opened and closed
in Paris with that city’s Lindbergh enter-
prise staged by Sascha Guitry.

Tribute

HE finest tribute Fred Stone ever

received was the wvisit of the Three
Cheers company starring Will Rogers. The
entire company went to his Long Island
ranch one recent Sunday and practically
put on the show for him. Stone is con-
valescing from his injuries after a plane
crash.

Frolic

MONG other novel delights in the
town was the “Reminiscing” number
staged by Seymour Felix on the Ziegfeld
Midnight Frolic. Paul Gregory of Whoopee
warbles it, but the wallop is supplied by the
staging. Gregory introduces six former
wardrobe mistresses of six one-time musical
smashes. They are old now but all of them
are sweet to look upon. They represent
Mlle. Modiste, Madame Sherry, The Merry
Widow, The Wizard of Oz, Floradora and
The Pink Lady.
After their introductions to the auditors

% STAGE DOOR

Did You Know—?

Have You Heard—?
('By WALTER WINCHELL

Gregory brings on Gladys Glad, the highest
paid show girl of them all. She is followed
by Jean Ackerman, the most attractive
brunette in the Ziegfeld ranks, Murrell
Finley, also of Whoopee, whose poise is said
to be her greatest charm, is next and three
other beautiful lassies follow. They, of
course, represent the modern hits, ie.,
Show Boat, Rosalie, Whoopee, Three
.’\"Iusl(s.te-:rs and the Follies, etcetera.

For the third chorus, the wardrobe
mistresses are attired in the costumes of the
shows they were associated with and the
Glads, Ackermans, Finleys, et al, escort
them about, kissing their hands and em-
bracing them affectionately. It is excellent
Barnum, which is ritz for hokum, but it gets
you and leaves a lump in your larynx.

Luck

OUVE probably heard of Claudia
Dell's good luck. The little woman,
who was trained in the choruces, is now in

Apeda

London as the leading lady of Merry
Merry and her wages are five hundred per.
She was recruited out of Show Boat.
Is that good or is that good? I ask you.
Claudia, incidentally, is the niece of
Claudia Coleman, the vaudeville head-
liner.
And More Notes

HE various hotels along Broadway are

featuring the better dancers. Rosita
and Ramon, until recently of The New
Moon,probablyenjoyed the prestigeof them
all (theyare now in Miami),although Moss
and Fontana are all right, too, don't you
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know. The latter duo have been delighting
the smart Lido Club spectators.

Olive McClure, who is with Wayburn's
Gambols, scores at every performance with
her enchanting chain dance routine.

Have you observed how Ann Pennington
preserves her beauty? She is still very
attractive and entices the particular fellows
who Know What They Like.

Esther Muir, one of the fairest of the
specialists, is now clowning and stepping
with Lady Fingers, the new lah-de-dah
featuring Eddie Buzzell and Louise Brown
at the Vanderbilt.

Perhaps the best and neatest tap dancing
the town has witnessed since Ruby Keeler
married Al Jolson is that offered at the
Club Rendezvous by little Estelle Fratus.
She says she comes from Australia, but
others argue she is from Chicago. But that
doesn’t matter. Her taps are perfect and

her grace is something to talk about. She
(Continued on page 51)
(At left) Dorothy
Lull, whose well-

controlled acrobat -

ics find favor in

Earl Carroll’'s
Vanities

(Below) Geordie
Graham, the
charming young
dancer who is now
touring with
Michio Ito's com-
pany
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Helen Macfadden, one of the principals in The Perfect Girl,
leading the Foster Girls through a routine

Pusrrx Unit

The Perfect Girl Serves as an Example of How an
Organization Produces a cNew Show Every Week

URING the middle of each
week a complete motion picture
house presentation starts out
from New York on the Publix
circuit. But where does it

begin, and who makes it complete?

The Paramount Building, at Forty-fourth
Street and Broadway, contains the answer
to the question, Into this pile of stone and
mortar there flows a constant stream of men
and women, the raw material of a unit. From
this heterogeneous mass of talent, musicians,
artists, and incidentals, someone turns out a
polished, finished stage unit every week.

There are several “producers,” as the
chefs of this dance-kitchen are called. But
each sticks to his own broth. Boris Petroff
is the youngest of the Publix producers,
and one especially interesting to readers of
this magazine because up until a very few
years ago, he was an interpretive and
character dancer himself. With his wife,
Dorothy Berke, he hoofed classically from
one end of the country to the other. But
his father had produced operas and opera
ballets in old Saratoff, on the Volga, and
the dance lost one of its best tangoists when
Boris followed his footsteps.

. I found Petroff hard at work with the
unit he was putting together at the time.
By the time this magazine appears, the group
will be out on the road somewhere between
Minneapolis and New Orleans, Los Angeles
and Baltimore. But just before Christmas,
he was up to his elbows in The Perfect Girl.

“The best way I can give you an idea of
the work it is to put together a unit,” he
shouted at me between instructions to the

By PHILIP PHILLIPS

sweating group of Foster Girls, “is to let
you see what I'm doing with this particular
one.” 8ol sat down and watched. Slowly,
the magnitude of the proposition soaked in.
For the first time I realized the endless work
necessary . . . the endless scurrying and strain-
ing to meet schedule. There’s no “holding
the show in Philly” for more rehearsals, in
making up a unit. It has to be finished, and
finished well, when it starts out.

“First of all, in putting the many parts of
a unit together, there has to be an idea.”
Boris was beside me for a moment. “The
Perfect Girl is an idea some of us up here
have had for some time. It was further
developed with Martin J. Starr, official of
Macfadden Publications, who conducts the
National Physical Culture Venus campaign
annually. The Perfect Girl is built around
the same idea of Physical Culture. And
dancers typify it; that’s why the unit is
built so strongly on dancing.

“Well, when the idea for the unit is
settled, there comes the choosing of the
people to be in it. Usually there are in the
neighborhood of twenty-odd people that
travel with the show; twelve girls in the
lineup, a manager, stage carpenter, and
wardrobe mistress, and the principals.

“Well, first we picked the girls for the
line. We went over the wvarious troupes,
and finally picked a certain Foster Gitl
bunch that would measure up to the physical
requirements necessary.

“They've been rehearsing this stuff for
six full weeks. Then they were sent over
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to me. In the meantime, I worked out a
rough story for the act, and picked the
principals.” He rushed from the room
for a minute, but the captain of the troupe
stepped out of the line and rehearsal went
on under her eagle eye.

Boris was back. “We headed the list of
principals with Helen Macfadden, because
she was born into the physical culture part
of the thing, and she has done the dancing
with the Follies. Then we got Luella Lee
as an eccentric tap dancer, and Joe Penner
and Eleanor Mae for the comedy end of it,
and a male quartet for special music. That is
the way a unit program has to be rounded
off . . . every angle has to be considered.

“At the same time I started working the
girls and the principals into the act, work be-
gan on the music, the costumes, and the scen-
ery. Costumes we get from one of the big
firms . . . certain other houses make their own,
but we figure that the extra cost is worth it.
They arrive here only about a day before the
unit moves to New Haven for trial.

“The music is worked out in this building.
We never use printed orchestrations, but the
Paramount music staff, under the direction
of Boris Morros, arranges everything. A good
many tunes and lyrics are written here, and
about fifteen musicians are kept busy on
music for the units alone. They do their
work from what we work out in the re-
hearsal room.

*At the same time all this is going on, the
scenery department is working full-blast.
Carmine Vitolo, the Italian artist, has all
the scenes under his direction. One group of
sets is made each week for the units, as well
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as the routine work for overtures and other
effects for the four New York houses as well
as occasional stuff for New Haven, Boston
and Buffalo. Of all this work, the unit
scenery comes first, and its expense usually
amounts to about four grand . . . for The
Perfect Girl, nearer five. When the unit goes
on the road, the twenty-five people and the
baggage-car full of effects represent roughly
twenty thousand dollarsworth of investment.”

Boris signalled to the pianist. “Now
we're going through the whole thing,” he
explained to me. “Sit there and watch, and
remember that we're trying to give a tabloid
lesson in physical culture.”

The framework of The Perfect Girl story
was simple enough. There was a short
business to start off, explaining that the
affair was supposed to take place on the
rehearsal stage of the Olympia Theatre. A
contest has been inaugurated to discover
which of the chorus is the “Perfect Girl," or
at least comes closest to physical perfection.

Luella Lee, diminutive hoofer, then
dashes in and out of a musical cocktail
number, at the beginning of which the line
comes on stage and does an effective wand
drill with what appeared to me to be elon-
gated dumbells. Right here the first note is
struck for physical dance-culture.

But audiences want their information and
instruction in painless doses, and in a few
minutes Joe Penner slouches in, trying to
sell a duck, as usual. His new act is worked
into the structure of the whole thing, and is
calculated to get the audience in a receptive
and mellow mood. But there is a high rate of
speed about the way a unit must move. Joe
gives place to Miss Lee, who “does the
raccoon” in an immense fur coat
which conceals all of her but her
feet.

The number wasn’t played up
as part of the physical culture
material, but I can imagine no
better reducing exercise than doing
four or five minutes of fast dancing
in a coat like that. The number is
followed by the quartet, and then
the act really gets under way. It
is announced that “Miss Helen
Macfadden will now give a tabloid
lesson in physical culture.”

Miss Macfadden’s part of the
program begins with a brief ex
planation of her purposes. The
whole thing moves at a good rate
of speed, but with the help of the
girls in the line-up, she demon-

The primary aim of the act is at the fem-
inine part of the audience, but there is
enough vivacity and charm, even in the
physical culture part, to appeal to the men
as well.

No one is more fitted to carry the banner
of physical perfection through self-develop-
ment than Miss Macfadden, who was
brought up accordingly to the ideals of her
father, and who has always been cited as an
example of what physical culture can do for
the feminine sex. Miss Macfadden has per-
fect health and strength without having lost
any of her feminine qualities, and she stands
as a living example of the doctrine she
preaches,

After demonstrating various acrobatic
steps and cartwheels, Miss Macfadden leads
into a tap dance with which are combined
three or four developing exercises, all of
which have proved themselves valuable in
making perfect the shoulders, torso, or legs.
Even these are regular dance steps, which
takes the dullness out of the exercising.

It is planned that once during each of the
thirty-five weeks of the unit’s tour, there will
be a forenoon performance for women
patrons of the theatre only. At this time
Miss Helen Macfadden will go more deeply
into the secrets of feminine health and per-
fection, lecturing on various topics of phys-
ical culture and demonstrating with the girls
on the stage how dance steps can bring
health and charm, as well as grace and
slimness.

It is especially appropriate that Miss
Macfadden should choose to use the dance as
her medium of expression in carrrying the
physical culture message. Thousands of

strates exercises which are both
physical culture and dancing. Certain steps
and positions, she explains, are good for
developing certain parts of the body. And
there is no more pleasant way, no more
thrilling way for a girl to exercise than in the
dance.

Using the line-up as a blackboard, she
marks out the various rhythms and positions
of dancing for physical perfection, while the
audience is suddenly transformed into a
roomful of scholars. But the lesson is brisk
and easy to take.

girls who have studied the dance purely
from the standpoint of expression and am-
bition have marvelled at the increased phys-
ical and mental well'being its exercises
brought to them.

But to return to the unit. After Miss
Macfadden and the girls have finished their
brief physical culture dance and their work
with the punching-bags, Joe Penner returns,
to sing his “And then came the war. . . .

The presentation was rapidly winding
itself up to a whirlwind finish.
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At the finish, a particularly unusual bit
was worked in to carry the physical culture
idea. The girls of the line-up came in pushing
small treadmills. At a given signal, she
leaped on her runway, and buckled her belt
to the uprights. Above each girl was a dial,
registering the distance she could run in the
certain time allowed.

The winner of the furious two or three
minute sprint was chosen as the Perfect Girl,
and presented with the largest and most
unusual loving cup in the world. Largest,
because it was ten or twelve feet high, and
most unusual because it contained Miss
Macfadden in a bathing suit. Finis.

“You'll have to imagine the curtain and
things,” explained Boris, ‘“because this is
only a rehearsal room. “But do you get the
idea?”

Helen Macfad-
den with Boris
Petroff, young-
est of the Publix
producers. At
left, working in
rehearsal, and
below, checking
over the details
of Miss Mac-
fadden’s part
in the presen-
tation

I ncdded. “But how you
manage to pack all that into
thirty minutes I don't under-
stand.”

“It’s rather like making a
moving picture,” he explained.
“We have to shoot thousands
of feet of film that the public
never sees. In other words,
the few minutes that the
presentation unit is on the
stage just shows the cream of
what we have worked up.
We have to prune and cut out
all during rehearsal, so that the thing will be
of just the right length and speed.

“For instance, in this unit, the most im-
portant part was Miss Macfadden and the
Perfect Girl business. Well, we had to cut
out a lot of perfectly good stuff simply be-
cause we have such a strict time limit. The
whole story is condensation. There must be
nothing superfluous, no moment when the
audience is bored or waiting, or satiated with
one thing. We have to cater to every taste,
(Continued on page 61)
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_ i CA cModernistic < oe =
_ ~ Number by

= ; Louise ‘Brown

Especially Arranged for
THE DANCE MAGAZINE

ILLUSTRATION 11T

TLLUSTRATION 1

i (At left)
ILLUSTRATION 11

Music: Tee, Chinese Dance from i
Nutcracker Suite by P. Tchaikowsky J
Photographs by Mitchell, posed by Louise Brown,
now appearing in Lady Fingers

DOLL
DANCE

ILLUSTRATION 1V ILLUSTRATION V

(At left)

(At right)
ILLUSTRATION VII

ILLUSTRATION VI
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ILLUSTRATION VII1

Figure 1 Bars 1-6

COUNTS

Introduction—wait. . .. . .......00es

Starting back-stage—right, take 4 little
running steps forward diagonally
left, on toes, finishing (on count

Pose on left foot, right foot lifted and
arms as in Illustration I..........

Relevé on left toe, asin Illustration I. . .

Both feet flat and relevé on both toes,
s Hlnstration T o cho e oo

Both feet flat and relevé as in Illustra-
Hon Lagain. . ..o wee

Bring both feet together, flat on floor . .

Relevé on both toes, as in Illustration

| RIPSENCE D e S LNl = S
Bring both feet together, flat on floor. .
Relevé on left toe, as in Illustration I. .
Bring both feet together, flat on floor. .

Relevé on both toes, as in Illustration
| R

Bring both feet together, flat on floor . .
Relevé as in Illustration I. . . .. ......

Take 4 little running steps forward
diagonally right, on toes, finishing
(O DETE COUBEY I s v rasie

Figure 2 Bars 7-16

Pose on left toe as in Illustration III. . .

Drop on flat left foot, remaining in

Repeat movement in counts 1 and 2
TREEE TITNRE o Lt el i Db o

Relevé on right toe, posing as in
Hivetrdtion IV . e tbe feisl can

-4

14

15
16

17

18

19
20

24

-3

Routine Described by Ray Moses

ILLUSTRATION IX

COUNTS

Drop on flat right foot, remaining in

BAIE DS st eyt o ool e RO

Relevé on left toe, as in Illustration II1. 11
Drop on flat left foot, remaining in same

Repeat action in counts 9-12. . ......13-16

12

With arms as in Illustration IV, turn
in place in a circle to the right four
times around, 2 steps to each count. . 17-24

Repeat action in counts 1-16. .. ..... 25—40

Figure 3—Bars 17-22

With both feet together, hop back on
toes diagonally left toward center-
stage, once to each count, arms as in
fllustration Fle s ve ol el e

Drop on left toe sideways as in Illus-
2Lt R IR W - SN 3

Relevé on left toe into position as in
st Vit et s 9

Drop sideways onto right foot as in

Illustration V reversed. . . .. .. .. .. 10

Relevé on right toe, remaining in same
POBE st e 11

Drop sideways onto left foot, as in
Illustration VI reversed...........

12
Repeat action in counts 9-12. .. ..... 13-16
Repeat again action in counts 9-12. . . .17-24

Figure 4 Bars 23-26

Beginning on last count of Bar 22, draw
right foot up so that both feet are
together, arms as in Illustration V.. 1
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ILLUSTRATION X

= _

COUNTS

Relevé on right toe into position as in
Illustration VII, making a quarter
tarntotheleft. .......ccocvov..

Tap the left toe on the floor in back,
dropping on flat right foot. .. .. ...
Relevé on right toe again, remaining in
EETHE IR a0 e, i
Repeat action in counts 3 and 4, making
half turn totheleft. . ... .........
Continue doing the tap and relevé with

half turn five more times, position of
arms remaining the same throughout

Figure 5 Bars 27-30

Relevé on right toe into position as in

Tusteation ML osn il s
Bring the left foot down in front. ...
Make a halfturm to the left. . . ... .. ..

Relevé on left toe, brushing the right
foot back into position as in Illus-
teaton TR o

Bring the right foot down in back. . ..

Relevé on left toe into position as in
THastration B 0 o

Bring the right foot down in front. .. .

Repeat same action in counts 1-8 but
reverse feet, starting with relevé on
left toe, bring right foot down, half
turn to right, etc.

Figure 6 Bars 31-32

With arms as in Illustration X turn in
place in circle to the right on both
toes, 2 steps to each count, finishing
asan Hlustration 1.0 L s as v s

5-6

7-16

9-16
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(DANCES

HE other day I made a trip to
Havana for the sole purpose of
taking a look at Cuban dancing.
I went in advance of the
tourist season, for it had
been truthfully reported to me that
when northern greenbacks were cir
culating at the Casino and the racetrack,
in the roof gardens of the hotels and the
cafés along the Prado,
the only dancing con-
sidered smart was that
furnished by flash num-
bers from Broadway.
This is rapidly getting
to be the case in all the
picturesque lands which
Americans single out for
their attention. As an
experienced traveler, I
accepted the fact with-
out question.

So I boarded the
Ward liner Orizaba
while the weather was still warm, and
reveled in three days of soft breezes and an
incredibly calm sea. We glided by Morro
Castle as suavely as if we had been a yachtand
the Atlantic a lake, and were greeted by the
robust gaiety of the only city that deserves
to be called the Paris of the Western World,
though many claim the title.

What novelties for a dance lover did I
expect to find? I had seen Cuban performers
in New York, but by their own admission
their steps had been rigidly censored. In the
pages of Joseph Hergesheimer, I had read his
colorful tribute to the danzéon, the most
formal of the island measures. And quite
recently Ted Shawn had given in this
magazine his impressions of the rumba, which
is as ribald as the danzén is grave. Well and
good. I knew that these two did not exhaust
the list of Cuban dances, and I wanted to see
them all.

My inquiries in Havana, however, evoked
vague responses at first. Surely, there was a
good deal of native dancing going on, I was
told. But it occurred spontaneously, here
and there, in obscure cafés. No one would
think it worth while to put on a regular
program of that sort of thing. A municipal
ordinance had lately been passed to suppress
some of the dances, because they were vulgar.
Did I know that? At the Teatro Payret,
Rita Montaner was singing Mama Tnes, a
local song which was the rage of the moment.
I should go to hear her. It would be more
profitable.

I decided then to hasten matters by
appealing to a distinguished Havanese, to
whom I had a letter of introduction. His
name was Eloy Martinez, and though he too
seemed to think I was a bit eccentric, he

This sketch depicts vividly the type and spirit of
those who dance the popular measures in the
recondite cafés of Havana. Here reproduced by
courtesy of Carteles, a leading Havanese magazine

acted with a prompt and charming courtesy.

“This is the sort of matter that must be
arranged, if it is to be worth while,” said
Martinez. “Join me at the Club Union at
midnight tonight. I'll be thinking about the
details in the meantime.”

Havana, like other Spanish capitals, lives
with greatest intensity after midnight. The
hour he had named, therefore, was logical.
But when I returned, he announced mys-
teriously, ““The show is to be at the Ver-
bena!™ and that was a place I had never
heard of.

We drove out to the suburb of Marianao,
where I found the Verbena to be a cabaret of
marked individuality. Its clientele was
purely Cuban—in the off season, at any rate.
Sleek-haired, well-dressed men and vivid girls
subtly conveyed the impression that they
belonged to the upper crust of the under-
world. The suave proprietor, Emilio Salas,
hurried forward to greet us. He recognized
Sefior Martinez, and declared himself to be
honored by our visit.

My host then proceeded to throw bou-
quets in the direction of Tue Dance Maca-
ziNe and its representative. “Sefior Roberts
is studying Cuban dancing,” said Martinez
in conclusion. “You understand that I wish
you to take off your regular program tonight
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T he CAuthor of I his CArticle,

on a Recent Visit to Havana,

Witnessed cMany of the
cMeasures Forbidden by
Law — What CAre They!?

By
W. ADOLPHE ROBERTS

and stage nothing but the native
dances—-even the prohibited ones.”

Salas looked startled, but in Latin

American countries a
prominent citizen can
usually have what he
wants and Eloy Marti-
nez is an extremely
prominent Cuban. The
necessary orders were
given.

First, the regular or-
chestra was displaced by
what is known as a son

orchestra. In addition to
violin, piano, guitar, etcetera,
there are players with bizarre
instruments of African origin.
These include a gourd scored down the side,
along which a stick is drawn; and rattles
made of gourds filled with beans. I was told
that on the plantations in the interior, the
jawbone of a horse is added. The musician
shakes the jawbone until the teeth rattle
rhythmically, and he also scrapes on the
teeth with a stick held in his other hand.

A barbaric piece, similar in spirit to our
blues music, was rendered with verve. Then
the dancers appeared. The two girls were
costumed in long skirts and high-waisted
bodices, which suggested the ordinary
fashionable dress of perhaps fifty years ago.
There is a convention which attaches Cuban
dancing to the Spanish period when negro
slavery still existed. The man, who part-
nered both girls alternately, wore tight
trousers bound at the waist with a sash, a
silk shirt and a black felt hat.

A couple showed us la Rumba with frank
abandon. The postures combine some which
figure in the Black Bottom and in the turkey
trot of a few years back. But it is a pan-
tomimic dance. The man pursues and the
woman yields to persuasion. He struts like
a rooster when it is clear that his point has
been gained, and she flees from the stage on a
note of bawdy comedy. It is all done in a very
fast tempo. Though Ted Shawn writes that
the man passes a kerchief around the girl’s
hips and keeps her body rolling by means of
it, I saw nothing of this and I was assured
that the movement has no part in the true
rumba. The Cubans consider that the ideal
team is a sturdy, plump mulattress and a
small, coal-black negro. It is essentially a
plantation slave dance.

Very different is the danzén, which in the

(Continued on page 58)
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Gleanings from the
Experiences of Charles
Le Maire, whichReveal
the Costume Designer’s
Work and Importance

HE name of Charles Le

Maire is inextricably

mixed up with musical

comedy., Remove the

line ““Costumes de-
signed by Charles Le Maire™ from
many a theatrical program, and the
result, costumely speaking, would
be coffee without cream, soup with-
out salt.

Five or six years ago, Le Maire
came to Broadway after first having
attempted toact, to singand to play
piano, respectively. Having decided
that his attempts were not so good,
he began designing for the stage.
Le Maire, himself, and later Broad-
way unanimously put an o. k. on
these attempts.: His costumes
clicked. Since those days of variety
and vicissitudes five or six years ago,
he has designed in part or whole for
such gorgeous displays as Rose
Marie, Take the Air, The Five-
O’Clock Girl, several editions of
George White's Scandals, some of
Ziegfeld's Follies, The Ramblers and
Rainbow. Le Maire considers Rose
Marie his best achievement.

The work of costuming a musical
play is stupendous. Be prepared to
spend many thousands of dollars in
duds if you wish to turn out
scintillant confections of a fair degree
of beauty and originality. At that,
your costuming cost may be modest.

The birth of a musical comedy is
much a matter of routine. Scenery
and costumes bear a very close rela-
tion to each other, so these two
artists must work in close harmony
and understanding. When assign-
ments have been definitely made, the
costumer studies the book, seeking
for the exact spirit or atmosphere of
the piece. Then he begins his
sketches. Even while his mind and
hand painstakingly design feathers
and flares that he hopes and prays
will click on some detectable young
person, he knows from experience
that many of the sketches will end
in the wastebasket. The ideas are
next submitted to the producer and
a final choice is made.

Now the fun begins. Beautiful,
bored show girls wander languidly
into the studio, so that they may be
measured for their outfits. Yards

By COURTENAY D. MARVIN

Belotw, Richard Burke Mitchell
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(Above) Beth Beri in a
costume designed for her
by Charles Le Maire

(At left) Charles Le Maire,

costume designer of many

Broadway musical pro-
ductions

(Below) Trini, last seen in
Take the Air, in one of the
costumes she wore in that
show. designed by Le Maire

and yards of unbleached muslin are
pinned about them in form-fitting
style. These rough models later
serve as patterns, and alterations and
changes take place upon them before
scissors snip into costly materials,
many of which must be specially
selected or sometimes imported for a
particular show. The arrival of the
prima donna is usually an event.
For she comes with definite, oh very
definite, ideas as to what she should
wear. And if the designer has
selected pink when she favors blue,
Lord help him. There are some,
though, who come with a headful of
helpful ideas and suggestions. Mean-
while, you may see Albertina Rasch
wandering around in a haze of tar-
latan skirts and silver head-dresses
which have been planned for her
young dancers. Or a curly-headed
brother from Harlem waits respect-
fully to be fitted out with his halle-
lujah clothes. A studio girl in a
blue smock brings a rough model of
4 head-dress of gold cloth, shaped
like a Chinese temple, or another
presents a sample of satin. It is most
important that a hat be exact in
design and fit, or that dress materials
be the best that money can buy, be-
fore the final stitches are taken.
Meanwhile, you may hear a voice
sing out, ~Miss Hampton, Miss
Luce, Miss Vannessi, for fittings.”

Upstairs in the workshops things
are humming. Scissors snip hur-
riedly; electric sewing machines buzz
all day. Several girls use strange
needles, machines and their hands to
execute intricate embroidery; others
paint elaborate patterns upon ordi-
nary taffeta and georgette that give
them a strange, exotic beauty and
shows to unusual advantage under
the stage lights. An outside hatter
arrives with ridiculous domes of
straw for the comedians, and his
price is satisfactory. So it begins to
look as if there will be a show after
all,

Soon the actual fittings begin.
Chorus girls arrive in droves, from
sixteen to thirty. Their names and
dressing room numbers have been
posted on bulletins, and fitters take
them in the order of their names.
Four or five fitters work among these
girls, each requiring about fifteen
minutes for her job. Figure out
where those busy afterncons go. A
costumer often has more carte
blanche with a chorus than with a
prima donna or principals, because
the latter must conform to the book.
So, with the exception of the pro-

(Continued on page 58)
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The late Mrs. William Dinsmore, here
seen in her ball costume of a Puritan
maid, was the grandmother of Mrs.
Vincent Astor, nee Helen Huntington

N view of the fact that in my

collection of old photographs,

numbering more than eighty-

two hundred, there are over

four hundred well-known New
York society people of the 70's, Bo'sand oo's,
including about two hundred women in
ball-gowns, it is interesting and edifying to
compare present-day daughters with mothers
thus depicted, and even granddaughters
with grandmothers.

The dominant impression is one of amuse-
ment at the altered standards of fashion.
What seemed the height of elegance forty
years ago seems the height of absurdity
today. Just as, without a doubt, what
seems rational today will seem preposterous
forty years hence.

Nevertheless, it certainly appears more
sensible for women to go to a ball, just as
they go for a walk, or a ride, or a swim,
without corsets! My old portraits preserve
undeniable evidence that women laced
excessively; a most unwise procedure, es:
pecially for dancing.

And, if there were no one-steps, two-
steps or fox trots when the late Mrs. William
Astor, acknowledged leader of metropolitan
society, gave a ball, the guests at which
were restricted to Ward McAllister's Four
Hundred, the polka and mazurka constituted
really violent exercise. To say nothing
of the lancers and cotillion. Conservative
dowagers have assured me it was not un-
usual for a fashionable belle to faint at a
ball from being too tightly corseted.

A pretty woman always has been and
always will be pretty, in spite of fads and
fancies of costume and coiffure. But now

By HAROLD SETON

i ———————= = ————

Before her marriage to George
Gould, Edith Kingdon, above.
was the ingenue of Augustin
Daly's famous stock company.
One of the late Mrs. Gould's
daughters, Mrs. Henry A. Bishop,
Jr., was for a time a professional
dancer

we smile at these old portraits,
showing Mrs. Cornelius Van-
derbilt’s pinched-in waist, dis-
tended hips, long train and
**pompadour” hair.

We smile, also, at Mrs. Gra-
ham Fair Vanderbilt's puffed-
out sleeves and tresses parted
in the middle. For the re-
spective daughters of these dis-
tinguished ladies are thoroughly
up-to-date, as to figure and
attire, and Mrs. Frederic Cam-
eron Church, Jr., a daughter of
Mrs. Graham Fair Vanderbilt, was one of
the first of the elite to assume a boyish bob.

At Newport Mrs. Church, who has a
fine estate, and not only runs her own cars
and drives her own horses, but speeds her
own motorboats, gives at least one ball
during the season. She is partial to dance-
frocks on slender “princess’ lines, and yet,
when thus arrayed, she bears a striking
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DANCING cMOTHERS.»

Ghe Second Generation since the Elegant Eighties

Contrast to the Days

(Above) Mrs. Wil-
liam P. Douglas, in
her ball dress as
Neptune's Daugh-
ter, in which she
attended the Del-
monicoBall in 1875,
Mrs. Douglas is the
drandmother of
Miss Adelaide
Whitehouse, a
subdebutante

(At left) The lady
here shown has
since gained inter-
national fame as a
novelist of wun-
doubted eminence.
Shewas then Edith
Jones, and is now
Mrs.EdithWhartan

resemblance to her mother, who, when the
:lccompunying portmit was taken, was
Virginia Fair, bride of W. K. Vanderbilt.
(The W. K. Vanderbilts were subsequentiy
divorced, and Mr. Vanderbilt has remarried.)

The Mrs. Cornelius Vanderbilt who is
seen in our illustration is always so des-
ignated. Her mother-in-law, the dowager
Mrs. Cornelius Vanderbilt, is merely called
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and GRANDMOTHERS

eNow Leads cNew York Society—But What a

of Forty Years CAgo!

Photographs from the Harold Seton Collection

i

Mrs. William
,fay,. originally
Lucie Oelrichs,

as Folly, in which
character she at-
tended the Del-
monico Ball of
1875. It was this
lady who assisted
the then Mrs. W.
K. Vanderbilt
with her cos=
tume ball, de-
scribed in a re-
cent issue of the
magazine

(At right) The
present Mras.
Perry Belmont as
she appeared dur-
ing the Eighties
when she was
Mrs. Henry T.
Sloane. It is
said that ball
guests frequently
fainted from the
tight lacing of
their costumes

Mrs. Cornelius Vanderbilt, Jr.,
who was originally Grace Wilson,
sister of R. T. Wilson. In
recent years she has frequently
entertained royal visitors

devotee of dancing, and has
presided at many brilliant balls.
Years ago she entertained the
Emperor of Germany and his
brother, Prince Henry of
Prussia, and more recently the
Prince of Wales and the Queen
of Rumania. Last autumn she
entertained Lady Mountbatten,
whose husband is related to the
British royal family.

Her son, Cornelius Vander-
bilt, Jr., does not care in the
least for society, but her daugh-
ter, Mrs. Henry Gassaway

“Mrs. Vanderbile."

And the youngest of
the trio is known as Mrs. Cornelius Vander-
bilt, Jr.

The one in question was originally Grace
Wilson, of New York, sister of R. T. Wilson,
associated with the racing season at Saratoga,

the late Marshall Orme Wilson, who
married Caroline Astor, Mrs. Ogden Goelet
and the late Lady Michael Herbert. Sheisa

Davis, 3rd, delights in it.

A debutante of last summer at Newport
who has been conspicuous at the exclusive
balls of the winter is Diana Dodge, daughter
of the late William Earl Dodge, and great-
granddaughter of that William Earl Dodge,
philanthropist, whose bronze statue stands in
Herald Square, New York City. Following
the divorce, her mother, originally Jessie
Sloane, married George D. Widener of
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(Above) Mrs. Graham Fair Vanderbilt,
former wife of W. K. Vanderbilt, and
mother of Mrs. Frederic Cameron
Church, one of Newport's leading
hostesses

Philadelphia. Nowadays the Wideners

spend much time in New York. Mr.

Widener's mother, originally Eleanor

Elkins of Philadelphia, was saved from

the Titanic, in which disaster her first

husband perished. She later married Dr.

Alexander Hamilton Rice, whom she

accompanied through exploration tours

of South American jungles, Last summer

the Rices were at Newport in their
magnificent residence, and the debutante’s
grandmother, now Mrs. Perry Belmont, was
at the Belmont estate.

Our rare portrait shows Mrs. Perry
Belmont, when she, originally Jessie Robbins,
was the wife of Henry T. Sloane, of New
York, prior to their divorce, a generation
ago. Her costume must, even in that
formal era, have been considered elaborate!
The long-pointed bodice is tightly laced in
front, and the sleeves reach to the elbows,
where they are met by gloves. Flounces
billow and swirl, and panniers on the hips
merge into a huge bustle at the back, which,
in turn, extends into a majestic train!
Imagine dancing in such a gown!

Another quaint portrait shows the late
Mrs. William B. Dinsmore in fancy dress
worn at a ball of long ago. Mors. Dinsmore,
who was Helen Adams, heiress to some of
the wealth of the Adams Express Company
founder, 1s attired as a Puritan maid, the
severity of her gown and cap relieved only
by a ringlet resting coyly on one shoulder.
Yet this distinguished lady is seen to bear
resemblance to her namesake
granddaughter, Helen Huntington, wife
of Vincent Astor.

(Continued on page 52)
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GAMBOLLING on ‘BROADWAY

Ned Wayburn
Brings His Gambols

to Broadway

(At left) Olive McClure,
who recently made a per-
sonal hit in Americana,
does her Shackle Dance
in Ned Wayburn's Gam-
bols, which is composed
of the school pupils with
the exception of most of
the principals

|

(At right) Shirley Richards
. is a Wayburn product, :
K having been with his bl
K vaudeville acts for the N
g, . past season or so, exhi- o

biting considerable prom-
ise for the future

(Below) The Palm Beach il
Walk number, headed by R
Shirley  Richards and AL :
John Byam, one of the L g
feature dances of the R
revue AL {
et e

Witz

T e T T

s 'JIFL"“L"
5
o

(At left) Anne
Pritchard and
Wiiliam Hol-
brook, the two
well-known
dancers who have
united for their
appearances in
this production

White

(Atright)Vereaux,
Vernon and Ran-
dall, the adagio
trio which graces
the show. Vernon
was formerly a
collegiate foot-
ball player of
note

Whitz
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U and UL,

Mr. W. B. Graham in his
studio, the walls of which are
lined with loaded bookshelves,
while the foor-space is com-
pletely taken wup by more
books. Some idea of how the
library looks may be gained
from these pictures

N University
Place, not far
from NewYork's
historic Wash-
ington Square,
there is a studio that already
is something of a shrine for

have added to my collection in
most of the large cities of the
world, and today booksellers all
over the globe send me every new
publication in this field.” From
time to time Mr. Graham would

Ghe Dance cMapazine

1200 Books on DanciNG !

CA Visit to the Studio of W. B. Graham,
Possessor of the World’s Largest Known
Collection of Volumes on the Rhythmic CArt

By STUART PALMER

Ted Shawn’s On the American Ballet. Here
he has written a wonderfully helpful book.
Every girl . . . or boy . . . who is seriously
interested in the dance should make a study
of that book, and of most of Shawn’s other
writings.”

“Then,” I queried, “Who, would

you say, is the most outstanding
writer on dance subjects today?”
*The Germans have it there. But
translations are poor, if there are any
at all. I should mention Alice Bloch
and Mary Wigman, although it is
difficult to say that any one writer
is outstanding. It would be easy if
you asked me who in history was the
outstanding writer . . . it is a French-
man named Veuiller. By the way, I
think that his La Danse promises to be
the largest book on the dance, besides
being one of the best.” He dragged
a volume as large as a bridge table
from a shelf and laid it tenderly in
my lap. Then he took down another.
“Here is one in German, as are so

dancers and dance lovers.
There Mr. W. B. Graham
has surrounded himself with the most ex
tensive known collection of books on the
dance in the world.

His studio consists of one large room, of
really gigantic proportions. The place is
partitioned with bookcases and stacks of
books. Books overrun the floor, the tables.
Books are in the chairs, in the wastepaper
basket, almost in the fireplace. In the very
center of this treasure-house is a tiny cleared
space. Here my host cleared a place for me
by sweeping an armful of priceless color
prints onto the floor.

For a long time he did nothing but bring
me copies of his favorite volumes, books
which he has collected all over the world.
The dance, in literature and in art, is Mr.
Graham’s avocation, and he is reputed to be
one of the best authorities in this line that we
have in America. His dance library of more
than twelve hundred volumes is by far the
largest in existence, and it is still growing.

My first question was: "Isn't this the
work of a lifetime or two?” My host shook
his head, smilingly. Graham is a pleasant
sort, perhaps forty-some years of age.

“1 have been interested in the dance and
these books only for about twelve or fifteen
years. It was the pictorial side of the dance
which first attracted me, and I collected
prints and books for their illustrations. I

lovingly stroke the binding of some book and
remark on his picking it up in Vienna or
Naples or Paris.

“This is the oldest book on the dance of
which I know . .." He handed me a precious,
faded little book with a date on the title

page . . . 1682. It was written by a priest,
Frére Menestrier, and the title was Ballets,
Anciens et Modernes. “This little book was
intended,” said Graham, *‘to further the use
of the dance in religious services. Whether
or nat it served its purpose we do not
know, but today in Seville and many other
Catholic church centers the dance still exists
in religious ceremony.”

“This is of Nijinsky.” He laid on my lap
a great volume of the most colorful plates of
the dancer, done by some Russian artist in
black and gold. There was a plate for each
of Nijinsky's seven famous ballets: Les
Sylphides, Le Carnaval, Le Spectre de la Rose,
Le Pavillon d'Armide, L'apresmidi d'un
Faun, Juex, and Petrouschka.

“Are the best books on the dance by
dancers, or by those interested in the dance?”
I asked. He smiled again.

“By dancers—no! The dancer is too busy
dancing. He has his form of expression
already. Very few dancers write great books.
However, there is no book which I would
sooner recommend to the young dancer than
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many of the best books on the dance.
Listen while I translate . . .” Graham
speaks and reads five or six languages.

“This, by the way, is from Professor C. H.
Stratz’ Body Form in the Art and Life of
Japan." He went on to read me a most
fascinating account of the one really classic
dance of old Japan, a dance which is now
forbidden by law. It was always given in
private homes, usually by the daughters of
the house. “Joshinka™ is the name of the
dance, and there are usually four or more
attractive young oirls who take part in it.
They move through a series of complicated
rhythms, and at the end of each movement
the girl who is last must pay a forfeit, which
amounts to the removal of her kimono. This
goes on until there is a gay heap of colored
clothing in the middle of the dancing floor.
Then the whole dance is reversed, as if a
movie film were being run backwards, and
the girls resume their clothing and their
kimonos.

I thought how similar this dance must
have been to the one we are told that Salome
did before King Herod . . . the Dance of the
Seven Veils. But Graham was back at the
bottom of a heap of books again. In a
moment he returned with Troy and Mar-
garet Kinney's book, which gives one of the
most comprehensive pictures of the dance
that ever reached print.

(Continued on page 54)
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(Below)

Edna Torrence, because her stepping

won her the position of featured

dancer iri The Desert Song, now
4 touring

Todd, St. Louis

!

Maurice Goldberg Egusn F, Townsend

{ ABbove) (Above)

Demetrios  Vilan, because  his
modern dance in the third act of
A Most Immoral Lady, Alice Brady's
present dramatic vehicle, finds a
pleasing reception with the audience

Liltian Gibson, because her charm
makes her a vivid part of the color-
ful background of Jarnegan, the
dramatic play of Hollywood now
running on Broadway

(At left) Pegdy Cornell,
because her personality
and stepping in Angela
made her presence in that
operetta a delight

Richayd Burke

(At right) Thelma Dye,
because she is the smallest
girl in the troupe of Kelley
Dancers which appeared in
Luckee Girl

Richard Burke
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CReED CRussia REpopyms Irs CBALLET

& HE
rea-
son
f or
the

overwhelming pop-

ular success of the

New SovietBallet is

the fact that it is our

first typically prole-
tarian ballet andwill
remain as the classic
cornerstone of our
reformed Grand

Ballet Proletaire,”

explaiined to me

Anatoly Lunachar-

sky, the Commissar

of Fine Arts and

Ohe Spirit of
the Czars
Has Gone—
To Be
Replaced by
the Dance of
the People

By
IVAN
NARODNY

the executive chief !
of the national stage of
new renascent Russia.

This new Soviet ballet
is an interesting institution. I saw it in
Moscow. While it is the same imposing
national institution that it had been under
the czars, perhaps even more so, since its
members, teachers and directors are func~
tionaries of the government like the com-
missars of the various departments or the
teachers of the schools, its policies and ideals
are totally different.

I was fortunate to arrive in the Soviet
metropolis before the closing of the season
and witnessed the last performance of the
Krasny Mak—The Red Poppy—which has
been such a phenomenal success on the new
stage. The Red Poppy has been not only a
popular attraction in Moscow, but in all the
provincial operas and by two specially
organized touring stock companies, a pro-

Mile.
Poppy.

llishenko, ballerina of The Red
and a regular member of the
Moscow ballet company

A scene from the new production embodying the new ideals of the Russian proletarian
ballet: Krasny Mak, The Red Poppy, a sensational artistic and popular success

ceeding unknown in the history of the Grand
Ballet.

The great difference that struck me, after
seeing the new ballet, was the change from
an ultra-aristocratic, an academic-classic, to
an ultra-democratic air. The new ballet that
confronted me was no Ic:nger the exponent
of dainty grace; brilliant steps, elegant en-
sembles and poses, but that of dramatic
action, kinetic spirit and heroic ideals. There
was something of the mass vigor of the
Meyrhold productions, or even Broadway, in
the atmosphere of the new institution.

I had an unusual opportunity for securing
authentic information on the subject of the
new ballet since Reinhold Gliere, the dis-
tinguished composer of The Red Poppy,
Mihail Kurilko, the outstanding scenic artist

of the new ballet, and Ekaterina Geltzer,
the prima ballerina and preceptor of the
new art of dancing, were my personal
friends, an opportunity that a casual
visitor of Russia would hardly enjoy.

My first impression of the Grand
Ballet Proletaire, on the occasion of the
performance of The Red Poppy was
overwhelming, having been so familiar
with the former Grand Ballet Russe in
the days of its classic glory under the
direction of Marius Petipa and his
contemporaries, in the last part of the
past and the beginning of this century.

It was my first impression of the
Russian ballet after an absence of
twenty-three years, so it was only
natural that I found the contrast stagger-
ing, which I remarked to Mr. Gliere.

“You are perfectly right,” replied Mr.
Gliere. “The former ballet was built on
the principles of nobility and royalty by
mirroring gilt ball-rooms, boudoirs, per-

fume and glitter of upper society, whereas
ours is a reflex of the street with the allegor-
ized struggle of the time. The former institu-
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tion reminded you of the
air of a Gavotte, a Min-
uet or an Allemande; ours
aims at the agility of an Irish Jig, the fire of a
Fandango or the laziness of jazz. The former
aristocratic dance aspired for powder, ribbon,
tinsel, rouge and elegance; ours has the smell
of the soil.”

The smell of the soil is perhaps the
strongest term of the atmosphere of the
Ballet Proletaire. When the curtain of The
Red Poppy rises you see, not the white bird-
like pirouetting ballerinas in their airy tunics
and dainty slippers, but young masculine
sailors, dirty coolies and a dramatic crowd—
the children of the soil. You hear the dis-
sonant music of the Oriental harbor—where
the ballet plays—and see the impressive
scene of a Chinese waterfront with its
languorous and exotic life. You smell the soil.

(Continued on page 55)

M. Messerer, leading character dancer in
The Red Poppy, and one of the most
popular male dancers of the organization
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Virginia Vallin and
Elisa Eyrics, two
Mexican dancers
seen here posed in an
old Aztec temple.
They have been
dancing in Yucatan

(DANCERS

. (Befow) Dorothy D'Orsay is touring
] Europes with her partner, Tom Stedman.

They are making their jumps via
¢ automobile

De Mirjian

(Below) Neryda. the
Arabian dancer who
! dances in night
clubs and vaudevilie
with the large snake
that, in this photo,
is wrapped about her

(Below) Barnett and Clark are now on
the Publix route, in a presentation
entitled Main Street to Broadway

De Mirjian
(Above) Gertrude D'Arcy and Fred
Borbe, who until recently appeared in
Peaches Browning's act. They have
been partners for over t(wo vyears

Mitchell

(At left) Mur-
iel Kaye

whosedancing
in vaudeville
received the
favorable no-
tice of this
Department a
short timeago

§ Mitchell
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HAVE had occasion recently to

knock mildly one or two of the

bills at the Palace Theatre, New

York. With all the more plea-

sure, therefore, I record the
fact that last month this illustrious
house outdid itself. A certain week
will live in my memory as having
furnished the well-nigh perfect vaude-
ville bill. Ted Lewis and Natacha
Nattova were the high spots, but the
rest of the acts were correspondingly
good. I am tempted to mention
them all. There were Ed and Jénnie
Rooney, topmotch acrobats, Jennie
being the most comely and graceful
girl I've seen in this line; Rector
and Cooper, rapid-fire dancers; May
Wirth, ‘equestrian star from the
circus; Dick Henderson, Scotch come-
dian; and Grace Hayes and Neville
Fleeson, with Grace doing songs and
imitations, while Fleeson made the
piano talk.

So that, kind friends, is what I
regard as ideal variety. Speed from
end to end of the program, the comedy
element restricted to a single good
performer, incomparable jazz—and
lots of dancing.

My admiration of Ted Lewis
has been expressed before in this
Department. I don’t need to remind
him that I consider him the king of
band leaders. But here's a special
hand for the two girls in his act.
Arline Langan is as sweet as they
come, and she's a corking dancer, too.
Eleanor Brooks really astonished me. When
I last saw her, her technique wasn't so
forte, though she had possibilities. Under
Lewis’ direction, she has become an eccentric
jazz dancer of the first order. She fairly
burns up the boards. She's going to be a
headliner herself, the next thing we know.

And before the superlatives give out, I
must pay my respects to Natacha Nattova.
She is without doubt the most daring,
original and all-around effective adagio
dancer in the game. She works, in the
present act, with three partners, one of
whom is her lately acquired husband,
Nicholas Daks. Prodigies are performed,
in the way of juggling her slender and
beautiful body among the three of them.
There is a number in which she is never
more than a foot above the planks, as she
whirls horizontally in a great circle and is
passed from one pair of hands to the next.
Her personality is always dominant; her
partners are so many strong athletes, who
furnish the mechanics and a background

VARIE

CA Department Conducted by

MICHAEL EVANS

X

(At right) Eleanor Brooks, whose work with
Ted Lewis has attracted acclaim in drowing
guanirties

(Below) Many admirers of Rosemary Dering
have written to this Department demand-
ing that her photo be printed. Here it is

Mischell

for her artistry. Her timing is perfect.
At any moment of a difficult evolution, she
can stop within a split second and create
the impression that she is a statue in the
air, facing the audience. Her versatility
never flags.

The presentation houses have had some
novel offerings. At the Roxy, I liked
Impressions of a Music Hall, which featured
Luana Alciniz, a new Spanish dancer of
merit. The military and Russian program
which bolstered a bad movie called The
Red Dance was also mighty fine. The
Capitol put Harland Dixon and his five-
Step on once more, and introduced a peppy
young person named Nell Kelly from a
Broadway musical comedy. The Paramount
earned legitimate laughs with the antics of
Singer’s Midgets, organized by Boris Petroff
into a unit that does as many tricks as a
whole vaudeville show. The numbers that
called for specialty dancing were more
comical than artistic.

Talking of Publix units, there was a
nifty one at the Paramount not long ago,
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De Mirjian

called Main Street to Broadway, in
which the team of Barnett and Clark
was featured. Mary Barnett has just
written me as follows:

"My partner and I are sending you
our picture, in the hope that we'll
see it in your department. (It's
in—M. E) We started our pro-
fessional career by winning a Charles-
ton contest sponsored by Harry
Carroll three years ago at the Hill-
street Theatre, Los Angeles. We
afterwards filled a fourteen-weeks
engagement at the Cocoanut Grove,
Ambassador Hotel, L. A., and then
were with Fanchon and Marco for a
year, touring the West Coast theatres.

“We were taken to New York by the
William Morris office, and are now playing
the Publix circuit. While with Paul Ash
at the Paramount, he termed us the ‘fastest
dancers ever seen on Broadway." We have
been offered another year with Publix at a
great increase in salary.”

The admirers of Rosemary Dering, who
have been simply bombarding me with
letters about this brilliant young dancer, will
please note her picture—obtained at the
cost of much leg-work by your critic. When
Miss Dering, who is touring the West on
Pantages time, sends me a more recent
photo of herself, I'll publish that too.

The charming study of Virginia Vallin
and Elisa Eyrics comes from Mexico City,
where the girls rank high in the profession.
They are shown posed in the ruins of the
Aztec temple of San Juan Teotihuacin.
In a joint letter, they write me that they have
been dancing in Merida, Yucatan, and that
they expect soon to come to the United
(Continued on page 49)
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EITHER the recital of Doris

Niles and her ballet nor that of

Irma Duncan and her dancers

afforded us subject material

for this month’s musical com-
ment. Miss Niles especially failed us
musicians; but at least in that respect she
is in good company, for she is only one of our
dance idols who have inflicted pain upon our
musicianly heart.

At any rate we are thankful that the sins
of Miss Niles and Mlle. Duncan against us
are not ones of musical taste. In neither
case could fault be found with the im-
peccable manner in which music was ar-
tistically blended with the dance to the
achievement of a well'balanced whole.
Certainly the small but capable orchestra
under the direction of Vladimir Brenner,
which assisted Miss Niles, is deserving of
high praise; as is her discrimination in the
selection of musical material. Our whinny
in Miss Niles' direction is due to the fact
that in not a single instance in her delightful
recital (New York, December) did she
furnish her audience with program details
that would enable them to know the titles
of the compositions she employed. You
could search in vain for information as to
what piece of Ravel’s (one happens to know
that his first name is Maurice) she used for
her gorgeous solo in the first group; or for
what compositions of Koscak Yamada served
as the background for her Japanese numbers.

By sheer grace of memory I am able to
recall that the March by Prokofieff, to which
the Niles Trio did a charming quasi-military
fantasy, is the Opus 12, No. 1 in F-minor;
a lively piano piece in 2/4 time, fairly dif-
ficult technically and of course moderately
modern in spirit.

With Irma Duncan those interested in
the musical element fared somewhat better.
In her Tschaikowsky program, the glorious
Symphony No. 6 (Pathetique) was used; the
orchestra alone playing the first movement,
and the dancers appearing in the remaining
four. Three Waltzes of Schubert then
followed by the Isadora Duncan Dancers,

La¢ in this case the program went normal and
failed to give us opus numbers. An entire
Schubert program was given during the
sojourn of the Duncan dancers at the Man-
hattan Opera House, New York; including a
number of the great master's waltzes, a
Moment Musicale, and the famous Marche
Militaire.

In the Chopin program Miss Duncan
used the Nocturne in E-minor, the Marche
Funebre, two Etudes (Opus 25, No. 1 and
No. ¢), four Mazurkas (Opus 33, Nos.
2, 3, 4 and Opus 7, No. 1) and two Valses
(Opus 64, No. 1 and Opus 70, No. 3).

Lunia Nestor's Music

E recent program in New York by

Mille. Nestor and her assisting artists
was largely made up of short pieces of great
variety. The dreamy Liebeslied of Schubert,
the impetuous Two Guitars by Horlick,
Chopin’s light and dainty Minute Waltz,
the famous Rhapsody No. 2 (Liszt), and the
waltz from the Merry Widow give some idea
of the range of mood attained. One of the
most interesting numbers on the program
was a dance in comedy wvein by Marcia
Jury to the ValseeDanse Humoresque by
Sigismund Stojowski. The composition is a
concert waltz for piano, flashy, brilliant,
and colorful in harmony with a tricky melody
that well adapts it for humorous inter-
pretation.

An Albeniz Collection

HERE seems to be great difficulty in

obtaining the works of the modern
composers in album or collection form. This
is mainly due to the fact that conflicting
copyrights held by various publishers make
it impossible to collect the compositions
of present-day composers into one book and
yet satisfy the copyright requirements of the
publishers. One is more apt to find col-
lections of single composers, however, and
an interesting example is the one recently
issued by the Boston Music Co., containing
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Eight Picces for Piano by the renowned
Spanish composer, Isaac Albefiiz. It sells
for the reasonable price of one dollar. The
pieces included are: Cadiz, Cuba, Curranda,
Leyenda, Mazurka, Seguioilla, Tango and
Zortzico.

New Ballet Published

'ES Biches, a ballet with songs in one

act by Francis Poulenc, is now pub-
lished by Hengel, Paris. M. Poulenc is one
of the best known contemporary moderns of
France; and this ballet was originally per-
formed at the Theatre de Monte Carlo in
1924, later at the Champs Elysees in Paris.
The choregraphy was devised by Nijinska;
and the cast calls for four women, three men
and twelve girls, with not less than twelve
singers. The English, French and German
text is given.

A Russian Album

have run across another fine col-
lection of Russian composers, em-
bracing twelve of the moderns, and in-
cluding such names as Borodine, Glazounow,
Liadow, Moussorgsky, Rimsky-Korsakow,
and Scriabin. It costs but two dollars
in this country, and is published by M. P.
Belaieff, Liepzig (Hawkes & Co., in London).

Albeniz Again

GHE popularity of Albenizamong dancers,
further impelled by the liking for his
music shown by La Argentina and Doris
Niles, prompts us to suggest another col-
lection of his compositions, a group entitled
Chants d’Espagne (Opus 232). The suite
contains five pieces: Prelude, Orientale,
Sous le Palmier, Cordobe, and Sequidillas.
If we are not mistaken it is the Cordobe
(Cordova) that was used with such effect
on Doris Niles' program. The set was
published in Germany by Friederich Hof
meister, Leipzig, but is obtainable in this
(Continued on page 62)
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MY ecMEMORIES of cMAURICE

Partners on the Dance Floor — and Partners
in Life—But a Grim Shadow Cut Short the

Famous Dancer’s Greatest Happiness

By ELEANORA AMBROSE MAURICE

Part Four

OTS of people can learn to
kick,” said Maurice; “'some
better than others. Lots of girls,
with any intelligence at all, can
master routines if they are
properly directed. Any girl can wear pretty
clothes, and she can learn to smile; but if she
really dances, if she has that wonderful
ability . . . there is only one test . . . she must
love music.

“Eleanora, you must also feel music. All
the teachers in this world will give you
routines and then set them to music, but I
do not work that way. First I find the music
that I like, and then I learn to dance it. I
will be the happiest person in the world if
you will only do as I say. You know, I have
had lots of sweethearts in my life, and I have
had a great many partners, but nothing in this
entire universe is going to mean so much to
me as the evening I proudly lead you on the
floor for the first time. If you do just what I
tell you to do, you will get away with it.
You are only a little girl and you are taking
on the double role of wife and partner, and
you are stepping into a position that has
taken some girls all their lives to obtain, but
if you do as I say you will come out on top.
There is just one thing I'd rather do than
instruct you, and that is marry you. I never
wanted anything as I want you for my wife.

“Now, I'm going to play you
some waltzes; please tell me
which one you like the best.”

He signaled to the pianist, who
played Starlight Night and several
other pieces, whose names I don’t
recall. I said nothing but just
listened. When they were fin-
ished, Maurice asked me, “Do
you like those waltzes?”

And I answered, “Yes." But I
was not over enthusiastic.

Then he called up to the boy
in the balcony.

“Play Maurice's Melody!™

Thereupon I heard one of the most beauti-
ful and inspired tunes in existence.

“Oh, Maurice!" I exclaimed, ““let's dance!"

And he rose from his chair, announcing
that this would be our waltz. I have never
heard anything quite like that melody. A
composer wrote it especially for Maurice,
who had it copyrighted so that no one can
play it without permission. Long after we
left the Mirador they had many requests to
play that waltz,

Then Maurice commenced to instruct me.
First he took my hands.

“I want you to waltz now,” he said. “I
am going to walk toward you, and you must
put your head on my shoulder and look at me.
Boys, play the waltz!™

The wedding party just before the ceremony.
brother, Oscar Mouvet, Jr.; his wife; Miss Bonnie Burdetie, bridesmaid;
Maurice; Eleanora Ambrose; and Maurice's father, Oscar Mouvet
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Maurice and Eleanora Ambrose, taken just afte-
their wedding in Paris, April 22, 1926

He came over to me, took my arm and
whispered, *'Let’s try it!”

When I put my head on his shoulder, I
was so madly in love with him that I just
threw my heart into my work, and he told
me that that was the way he wanted me to
dance in Paris.

When Maurice worked he always first
visualized what he was going to do. No
blind alleys for Maurice the dancer.

He would say to me: “We are going to sit
like this, and I shall get up like this, and take
hold of you and bring you on the floor, and
you shall waltz back just in time for me. Did
you ever see a horse prance? Well, Eleanora,
when you lift your little foot and when you
put your little foot down, remember the
prancing of a thoroughbred horse, for I want
you also to prance. When you sink down in
a low curtsy, I want you to go just as easy as
the simple way a handkerchief falls to the
ground. And when you rise I want you to
float, rising just as easily. Remember, there
1s no excuse for errors.”

So he would instruct me, in the softest,
the kindest of tones.

“Watch the little hand, dear, and that foot.
There's the girl. I want you to look down
and sink slowly to the floor, and as you get
down, don’t forget, never cross your hands
. .. fold them. That is when I am going to
do my skating step.”

I have never forgotten one step that
Maurice taught me, nor have I ever made a
mistake. It was because I loved him so. We
practiced every day during the entire month
of February, and I learned five routines. The
last week in March I left for Paris to get my
clothes and trousseau.

Clothes! Patou fitted me for thirty-six
dance frocks. Each one a different creation.
A new gown for every night!

Maurice came down from Switzerland
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about the second of April. He hated to leave
Davos, for there, in that quiet, nobody could
bother him. We set the date of our wedding
at random. The twenty-second of April, a
Thursday. On the following Saturday we
planned a reception at the Ritz, and then the
next Tuesday we were to open our own club;
it was called the Maurice and Eleanora Club.
You can well imagine how thrilled, excited
and scared I felt. In fact, I nearly backed out!

Two days before the wedding, my girl
chum and I were in my room, and she said to
me: " Are you going to get married, or aren't
you?”

I laughed nervously and said, “I don't
know!”

Came the day of our wedding. That
morning the hotel was chock full of camera-
men and newspaper people, so Maurice and
I sneaked off to lunch by ourselves. We were
both so nervous that we could not eat a
mouthful of food. Maurice was very gay,
but still a little sad.

“Did you ever see so many reporters! he
exclaimed. “Really, I never knew it was =0
hard to get married.”

The weather was terrible. Pouring rain.

few French words over my head, and sud-
denly I was married . . . married to Maurice!

We went straight back to the hotel, and it
began to rain some more. Maurice said to
me: “"God and you must be on intimate
terms.”’

Maurice's friends gave us a party, and we
received about fifty thousand francs worth
of orchids. White, yellow and the natural
orchid shade. Our suite of four rooms was
packed with flowers. Flowers sent by Pearl
White; flowers sent by the Dolly Sisters;
flowers sent by what seemed to me to be
nearly everyone in the world. And the tele-
grams and cables! We received nearly two
thousand! From Elsie Janis, from Mr. and
Mrs. Chauncey Olcott, from Suzanne Leng-
len, Mistuengette, the girl with the million-
dollar legs, Princess Vlora, Irene Bordoni,
Irving Berlin, Maurice Chevalier and in-
numerable others. As a wedding gift
Maurice gave me a chinchilla wrap.

We were both dying to get away from the
crowded hotel, and finally we managed to
sneak off.

Tuesday, the night of our much-looked-
forward-to opening arrived, and the jinx
followed me. I had
pneumonia! The doc-
tor said I should stay
in bed. I had a tem-
perature of a hundred
and three. Maurice
was terribly upset. 1
insisted upon going to
the club. I vowed
that if I died in the
attempt I would not
spoil thatopening
night he had dreamed
about.

I stayed in bed until
midnight, .and drove
in a closed car to the
club. My head was
burning. My feet felt
like lead. I could not
see. Here it was, my
first public perform-
ance, and I was so
dizzy 1 could barely
stand. In my dressing
room I heard the laugh-
ter of the people in the
club. I shivered with
violent chills. Maurice
carried me down the
stairs. When we ap-
peared on the floor the [

Eleanora Ambrose and Maurice, as they looked on a
ballroom floor during their professional appearances

I wore an entire gray outfit. I prayed and
prayed that the sun would come out, and as
we left the hotel for the magistrate’s office,
the sun suddenly shone.

The crowds were fierce. 1 became more
frightened each minute. I could not under-
stand a word of the ceremony because it was
all in French. I told Oscar to pinch me when
I should say . . . oui. The man mumbled a

applause was deafen-
ing, and Maurice whis-
pered in my ear: “This
is the proudest mo-
ment of my life!” 1 could barely stand up.

All the time we danced Maurice talked to
me in order to keep my mind off of my illness.
They applauded so much that it was im-
possible for us to hear the music. We did
five numbers, and they refused to let us leave
the floor. I was nearly unconscious. During
our entire engagement at the club, I had
pneumonia. I would stay in bed all day, and
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when it was time for our performance go to
the club. We finished our contract in June.

Before we departed for America, Maurice
was determined I should dance by myself,
but I refused. He told my girl chum that he
was going to frame me. One evening I was
seated at a table with Maurice, when sud-
denly he looked at the orchestra leader,
nodded his head, and said, “Madame.” The
guests commenced to smile, and I could do
nothing except rise and dance a little dance
that Maurice taught me in Switzerland. I
was so angry that I put a lot of pep into the
number, and when I finished I won applause.
Maurice laughed and laughed.

We left for America and danced at the
Mirador. There we received a pleasant
reception, but I must say I found a vast
difference in the attitude of audiences.
Parisian people seem to shout, “We're with
you kid!" In America the voices say, = Well,
let’s see what you can do!"

We had a lovely house in New York. One
day I was playing the piano, and Maurice was
sitting in a comfortable chair by the window.
Out of a clear sky he looked up and said,
“You know, Eleanora, this is the first time in

Maurice and his wife on fhe tennis courts at St. Moritz,
Switzerland, in July, 1926, not long before his death

my life that I have ever had a home.” Then
he would tell me what he had gone through,
and how disappointed he had been in people,
when they were ungrateful and he had done
so much for them. But he bore no malice.
And I tried,—oh, so hard,—to please him,
for I never wanted to spoil his illusions of me.

Very few people understood Maurice.

(Continued on page 53)
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(DANCE EVENTS C(REVIEWED

Interest in Serious Programs Is CAugmented by~

Small orchesira

Lunia Nertor.

W Assisted by a group of ten girls.
accom paniment. )

Manhattan Opera House, N.
PROGRAM
Semiramide (Orchestra) ,

Liebeslied (Miss N, (JrrJ!) H
Mament Musical (£ mrmbi‘r) .....

Valre Humoresgue (Kulbitska and Sh ,nk  Stogowski
Egvptienne Suite (Miss Nesior) . . Rubensiein
Serenade (Boyne and 1f1rl‘-m’txu) ...0raga
Tewo Guitars (Miss Nestor) . s e L DIk
Chinosse ‘\.rrrurm’c (Gerling and .(arr.ia) s et B A AR
Danre Ruste (Mareia Jury) . AN {11
Madane Sans Gene (Min hrrrur) oo Herbert
False Faust (Brodeska and jarr\) . -Gounod
A‘r'te‘a.o'a.r Miss Nestar). . MHerbert
Entrtacte “Carmen’ (U!d;ufru) ;JB’:(I

,,,,,,, HO B

Minate Valse RFHJ emble)
J’a(re Op. 64, (Miss }\-nh.r)
T:mn (Miss ,\:rrr,r)
I Guynne Dolls (Trio) ..

hopin
Gauiier
.. Padereswiki

Ilrmfr Russe (Miss -\m‘m} .. Tchaihowsky
Valse (If_rrf.nida and Jurjet n) B ARART . . firakms
o wrture, Merey IV 1doz” (OreheStra).. v s vameiciins . Lehar
False, *Merey Widow' (Miss 'trrrm) H . Lehar
Pay de g':a.rrf (Quartety . - Williams
Hundu Song (Jurjewa and (;ruu‘J.(::) oo Spross

Rhaprody No. 2 (Miss Neitor)

Selpetion (Orr.kn N
Mazsurka (Polish Peasant f::r.rf)
“mng from O pera *Halka"
Kujawiak (Ensemble). o oovivivoviiiini .
Finale Kuyazeiak (Miss Nestor and Enisemble)

ol n‘b.c;}
G

ki
o M fumerl.;

EVERAL things con-
spired to make of this

recital, the first appear-
ance here in this capacity
of Lunia Nestor, Polish
danseuse, an inauspicious
occasion. In the first place
the hall proved too vast for
the audience and for the best
observance of the dancer’s
work, but what is more im-
portant, it was practically unheated
on a very cold night, which fact did little to
put the spectators in a receptive mood.
Added to this discomfort was the entire lack
of programs, so that those who had not a
good memory for advance publicity were in
complete confusion. There was very little
enlightenment from the stage, either by the
technique of imagination in the actual per-
formance, or through the material assistance
of the spotlight which spent the evening in
frantic and disconcerting pursuit of the
figures on the stage. Added to all the other
detriments was the ineptness of the musical
accompaniment, which was a distressing
struggle with unfamiliar scores sounding
from the wings in the wobbling voices of
clarinet, piano, violin and cello manned by
scratch players. '

Perhaps it is unjust to lay so much stress
upon the externals of a dance event, but
when a performer undertakes an entertain-
ment that is so primarily disconcerting to his
or her public before ever the dancing can be
established, we maintain that there is some-
thing as essential and reprehensible there as
if the performance were unworthy. In the
case of Miss Nestor, however, there was no
redemption of these melancholy circum-
stances by art. The whole affair persisted in
being mediocre.

It is said that as a child of five the little

e Meritorious Performances

Lunia so interested the late Grand Duchess
Tatiana of Russia that a debut concert was
arranged in St. Petersburg and a subsequent
scholarship in the ballet school leading to an
eventual career. But it is our fear that Miss
Nestor has never been anything but a child
prodigy. She has learned the fundamentals of
the Russian classic school, and she can do
some very pretty toe work, but she is nat-
urally heavy and ungraceful of build and
uninspired in her working out of themes.
Her dances were the usual routine affairs,
with very little that was either arresting or
pertinent in the miming, and nothing original
in the conception. The costumes were
obviously not expensive, but that is not a
drawback, merely a challenge, to an inven-
tive artist, a challenge in this case which was
but a poor sort of compromise with
effectiveness. The ten girls
surrounding Miss Nestor all

(Left) Irma Duncan, lead-
er, of the group of Duncan
Dancers here frorm Moscow
and below, two of the
group in a Schubert Waltz

bore Polish or Russian names but their
dancing was of the type to be expected
from the senior class in some of our less

distinguished dance emporiums. It is our
opinion that Miss Nestor is too ambitious
and may be seen to better advantage under
direction, and in connection with the opera
and other companies of her previous pro-
fessional experience.

Mary F. WaTtkins

Dances
Parys,

La Argentina. Assisted by Carmencita Perez, pianist.
created by La Argentinag. “Costumes by Callot Socurs,
Gallo Theatre, N, Y.
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PROGRAM
Sevilla (Carmenctta Perez) ..o .o iiiiiaiiiiaaanias 1. Albeniz
Andalowse Sentimentale from the suite Femmes
d'Espagne (La Argentina) .. ... ..o oooiiiiiis J. Turina
Valencrana (L.a Argentina) . L E. Granados
Fire Dance from the ballet El A'nlc'r Bru;n (Lu ffrgmurm)
..M. de Falla
Triana ((‘urmeunra fer(‘.) ........................ 1. Albeniz
Andalusian Dance (La Argentina) . o ..M. Infante
Cielo de Cuba {La Argentina) . Sl f’op ular Melody
Cardoba (La Argentina). . . .. .. e M. Albenez
El Garotin—Gypsy dance {(La A . Poputar Melody
Dance No. 5 Sfa Argentina) . JE. Granados
Bolero from theballet El Fand, g 'ffun!ma)
A e e N o el D -G, Duran
LaCorrida{la Argentina) .. ....... ..... ..0. Paleerde

HE almost unparalleled success of La

Argentina has been, it is rumored,
quite a surprise to the lady herself. She is
quoted as having said, not with the most
infinite tact, that she scarcely expected
Americans to appreciate her work; going on
to explain that it was possibly too fine drawn,
too subtle, too lacking in sensation. Perhaps
by now this remarkably charming Spaniard
may have altered her opinion of us, for any
more appreciation would have been difhicult
to express without actually tearing the
theatre of her triumphs into little bits and
tossing them hysterically into the air. And
our opinion of her has never changed since
she first set her foot upon our stage. She is
an authentic artist.

She has had, however, the benefit of a
curious and existing hiatus in the New
York world of musie, drama and kindred arts.
Never has the moment been more psycholog.
ical for the introduction of a striking pers
sonality. There is no great and reigning
star at the opera akin to Geraldine Farrar,
and the theatre lacks the glamor of any
successor in the popular religion analogous
to Maude Adams, for example. The stage
was set and the audience waiting. There has
been no personal triumph like La Argentina's
in many a theatrical moon, and her manager
wears the broadest smile on Broadway.

The inauguration of her second program
was therefore an event, and a brilliant audi-
ence greeted it in this gala mood. Of the ten
dances listed six were new, and the old ones
retained were, we are glad to report, the
stirring Fire Dance from de Falla’s El Amor
Brujo, the seductive and incomparable
Cordoba, the black and golden Dance No. 5
by Grenados, and the essential finale of the
bull ring, La Corridd- These were greeted
by the familiar shout of “Brave™ and two of
them, Corrida and the Fire-Dance, had to be
repeated.

The first of the novelties, Andalouse
Sentimentale from the suite, Femmes d'Es-
pagne by Turina, was more serious, more
restrained, more noble in line and motive
than anything this dancer has yet shown us,
and yet it contained electric moments of
sharp surprise and contrast which stamped
it with authenticity and marked it as a vital

(Continued on page 60)
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OW do the individual members
of former teams feel about going
it alone? Is there strength in
union; or is the best policy, in the
long run, every man for himself?

“We've gotten as far as we could ever get
together; so now after seven years, Billee and
I have come to the parting of the ways,” ex-
plained Harry Roye, formerly of Roye and
Maye, whose ballroom and classic dancing
delighted the most critical vaudeville audi-
ences. ‘‘After a partnership has existed for
a certain length of time it has outlived its
usefulness to both parties. Bill's a good kid
and I want to give her the best possible
break. She has studied voice culture in the
hope of doing comedy parts and singing, as
well as dancing, in legitimate shows, but my
ambitions lie along different lines. Each year
I care less about appearing in my own act
and more about putting on other vaudeville
numbers. Frankly, I hope soon to devote my
time and energies exclusively to the produc-
tion end of the business. That's where the
big money lies.”

This conversation took place backstage at
the Palace, where an act of Mr. Roye's
staging was playing.

“Some teams can only work doubly; then
it is far better to continue with the same
partner. But when teams work individually,
after they've become well established, it’s to
the disadvantage of each partner to be tied.
From a salary standpoint, if each takes an
obscure assistant, their own name means
just as much to a booking office; thus, by
splitting up they practically double their
income.”

“But suppose some producer wants them
for a show?" I suggested.

“All the more reason for single blessed-
ness. Usually it is only one member that is
really needed; but, in order to get the de-

Miichell

(Above) Harry Del-
mar has been
known for years as
a producer aof
vaudeville acts in
which he appeared
with his wife and
partner, Janette
Hackett. Last sea-
son the duo split,
though both are
continuing in their
chosen fields

o

(At Jleft) Billee
Maye was the fem-
inine half of Roye
and Maye, a dance
team of high stand-
ingonall the vaude-
ville circuits. The
reasons why these
two decided to
work alone in the
future deserve ma-
ture consideration
by other teams
who may now find
themselves in simi-
lar positions

James Hargis Connelly
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GOING
IT
cALONE

‘By MILDRED ASH

sired one the producer will take over the
team and have some small part written into
the show for the other partner, who naturally
feels rather superfluous. This subordination
of one member’s importance to the other’s
frequently causes hard feeling that eventually
results in the team splitting. How much
better to part before this happens, before
either has the occasion to feel they are
blocking traffic.”

* * * * *
o EING alone has always seemed to me
a stage above teamwork. After many
years, one partner is bound to find that the
partnership is retarding his theatrical
growth,” explained Johnnie Lyons, for seven
years of Lyons and Wakefield. “When you're
going it alone you have an enlarged scope, for
you're not restricted to routine dances made
to fit two personalities. ~ You can develop a
greater variety of steps than when you have
to conform to uniform style and movements.
When a dancer has ability and personality
enough to stand on his own feet a partner
merely cramps his style.”
“Sort of excess baggage,” I ventured.
“Exactly. In production work it's vastly
easier to sell yourself singly because you're
not limited by another’s capabilities. In our
case, Wakefield is strictly a comedy dancer,
so I had no opportunity for the spectacular
work and flash dancing I've been doing since
I'm on my own. Before our partnership and
since its dissolution I sang; but in our unison
work there was no room for vocal exploitation.
My ambition points to musical comedies and
revues, where the roles will permit of acting
and singing as well as dancing; but as fong as
producers visualize me merely as a “hoofer”
they'll never consider casting me for any
other work. This is why I'm putting on a
vaudeville act that is a pocket edition of
musical comedy. In it I'll be doing the sort
of thing no producer would ever give me a
chance at in the legitimate unless he had
actually seen me do it in the twoa-day.”
*“You think teamwork prevents one from
displaying versatility?” I questioned.
“Undoubtedly. Besides which it unfor-
tunately standardizes you, not as yourself
but as the member of such-and-such a team.
Many producers, who don’t even recognize
the name of Lyons, immediately place me
when told 1 was formerly of ‘Lyons and
Wakefield." Have as many assistants as you
need, but, if you wish to retain your identity,
always be billed as yourself and company.”
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What Do the cNow
Single cMembers of
Dance Teams Think
about Working without
Partners?

N striking contrast to Lyons’ “myself

and company” policy is William
Holbrook's declaration that he only con-
siders it fair to give a dancing partner equal
billing. Formerly of “Holbrook and
Hoctor,” “Hughes and Holbrook,” and
sundry other partnerships, Holbrook voices
his intention of ultimately going it alone.

“In another season or two, I hope to have
a oneman revue,” he explained. “With
only the assistance of a pianist, I wish to
demonstrate all types of dancing—eccentric,
buck and wing, Spanish,and various novelties.
Wherever necessary to augment my personal
performance, I expect to use moving pictures
to illustrate my talk on the development of
the ballet and other phases of dance. After
you have gotten your public and can depend
upon your individual ability to make a
number interesting, you are much better
off by yourself. However, until that time
comes, it seems only fair play to give my
temporary dancing partners billing equal
to mine. It isn't just to submerge a girl
by refusing her parallel footing and reducing
her to the status of a mere assistant. I
always want to encourage her to do her
best work and to develop all her potentialities:
then, if her chance comes, as Miss Hoctor's
did, T'll rejoice in her well-deserved good
fortune. Short contracts are best, for then
neither partner is so tied up as to lose an
advantageous offer when it arrives.”

“But isn't frequent changing of partner
quite hard on you? Growing accustomed
to new ones must be most inconvenient,” I
remarked.

“I rather enjoy proving such an all-
round dancer that I can adapt myself quickly
to almost any highly trained partner. Change
is progress; it prevents one from getting
into a rut,” he optimistically commented.
“But while I can dance with practically
any girl who is fundamentally a good dancer,
the difficulty lies in finding those who are
physically attractive to the audience, and
can sing and talk pleasingly as well as dance
cleverly. But to hold truly good per-
formances a team must understand each
other’s work—they must keep time with
their minds as well as with their feet.”

“How about being in emotional accord?"
I boldly asked.

Shaking his small, sleek head in very
emphatic negation he stated his simple
creed for successful teamwork: “I con-
sider it highly inexpedient to permit the
personal element to enter into a business
partnership. To me, the theatre is a
business, and to become involved in any
sentimental relationship with one's partner

invariably leads to complications that cause
both members’ work to suffer. It is only
human to take advantage of a romantic
situation, and not infrequently one becomes
the worker and the other the sluggard.
When a woman is in control out of working
hours, she’s more than apt to resent direc-
tions and refuse to take commands that are
necessary to the success of the act.”

T was in a prominent producer’s office
that I ran into Janette Hackett, for
eight years the dancing and matrimonial
partner of Harry Delmar. 1 waylaid her
with: “You're just the very one to tell me
how it feels to go it alone after such a long

155 Peyton

William Holbrook
has had several
partners, the best
known probably
being Harriet
Hoctor. Holbrook
believes that his
dirl pariners are
entitled to an even
break with him, a
creed that many
other male halves
of partnerships do
not believe in

a¥»

(At right) Janette
Hackett, formerly
of the Hackett and
Harry Delmar com-
bination.She
freely admits that
she feels rmore
satisfied alone than
with her former
husband as par¢-
ners. Do others
agree?

Alfred Cheney Johnston
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time together.” She didn't seem surprised.

“Great!” was her unhesitating reply.
“Believe me, I'll never take another partner
—either professionally or domestically. I
have my final decree and I'll know enough
not to do the same old thing over again.
Not that Harry isn’t a charming fellow: I
hope and expect we'll always be the best
possible friends, for I've never ceased to
find him delightful company, but he just
isn't cut out to be a husband. He's far
too much inclined to take a wife for granted;
treats her like a mother or sister, from
whom one expects service without lavishing
much attention in return.”

“Then your differences were of a conjugal
rather than a professional sort?” I urged for
details.

“"No, our personal differences invariably
started with something in the show, or
someone connected with it. Harry had
reached the state where he'd elected himself
king, gradually spreading his importance
until I became merely “that girl in my act.”
However, 1 would willingly have sacrificed
recognition of my share in our mutual
success if he'd only been appreciative and

(Continued on page 50)
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Is OnE KinD of ¢DANCING

March,

(At left) Florentine
Gosnova,
appearing in the
musical version of
The Big Parads,
received much of
her training unde:t

Kobeleff

who is

(Above) Constan-

tin Kobeleff. form-

erly of the Imperial

Russian Ballet and

now teacher of the
ballet

(At right) Agnes de
Mille, whose sev-
eral dance event
appearances have
been successful, is
another pupil of
Kobeleff

Willian: Mortensen

ExNoucH?

Constantin Kobeleff Believes That Limitation

N a room on the fourteenth

floor of the Gallo Theatre

Building, New York City, that

serves the dual purpose of an

office and a reception room, we
met Constantin Kobeleff, graduate of the
Russian Imperial Theatre Ballet, Petrograd,
and exponent of the Russian Ballet.

Kobeleff, a short and wiry looking man,
shook hands in greeting and was imme-
diately most ill-at-ease. He seemed a bundle
of nerves, as he sat before us, obviously
worried.

Where did he get his start? we wanted to
know.

“In Petrograd,” he spoke up, as his
face brightened at the thought, “I learn’ to
dance at the Russian Imperial Theatre.”

He first arrived in this country in 1914,
he answered, he came here as solo danseur
and also partner of Mme. Anna Pavlowa.
He had appeared with her in Burope and
later toured the United States also.

Kobeleff was also a pupil of Enrico
Cecchetti, with whom he studied for a
number of years. He also employs the
Cecchetti method, in his teaching.

After the above mentioned engagements,
Mr. Kobeleff appeared with the Chicago
Opera Company. In 1922 he was the
premier danseur at the New York Winter
Garden. He appeared at that theatre in
Cinderella on Broadway. with Marion Vadie

Success

Hinders
By RAY HARPER

as his dancing partner; then he was ballet
master of John Murray Anderson's What's
in ¢ Name company. The St. Louis Fashion
Show was staged by him in 1923, and he
also appeared in vaudeville on the Keith
and Orpheum Circuits with Bessie Clayton.

Besides Miss Clayton, he was the dancing
partner of two other famous dancers,
namely, Albertina Rasch and Mlle. Dazie.

All this, of course, concerns his career as a
dancer. Hence we asked what he, as a
teacher, thought of the dancers of today.

“Dancing,” he said, ““ is more appreciated
today by the American public than ever
before in its history. Since the World
War, Europe has suffered in all its arts.
And chiefly in dancing. That is why you
find many fine dancers and teachers of danc-
ing in this country. That is why America
has become the center of all dancing. The
American girl has much to do with this.
She is so quick to learn. She grasps the
idea of dancing so quickly, that it is easy to
teach her. She has such a lot of, what
you call it, pep and energy and intelligence
that she learn ver’ fast.

“It is quite true that the American dancer
stands out over her sisters, the world over,
in talent. I do not mean however, the
individuals, when I say this, for great
artists know no nationality. But par-
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ticularly is it true of the ballet girls of this
country. They are far superior to those of
any country of Europe.

“It is also in America that a woman of
forty is young because of her love for dancing.
In Europe a woman of the same age com-
placently accepts the role of middle age.
Here in this country she keeps her body
supple and graceful by dancing. OlId
age has to take a merry step to keep up with
her. Also the woman of forty, who
dances, looks and is younger in spirit and
health, than the one of twenty, who does
not.

We then asked him if he thought that
dancing was good for the physical being
and he instantly became emphatic in his
remarks.

“There is no exercise like dancing for the
building of the human body and keeping
it—er—er—"

“Fit is the word,” we prompted.

"Yes, fit! That's the word, fit! Any
defects, that you might have, will more
than likely be helped by dancing. Many
time pupils have come to me with curvature
of the spine, knock-knees, bad looking ankles
and after a few months of dancing and proper
instruction they have shown a decided
improvement, in their physical er—er
being.

“Dancing also makes a person graceful.

(Continued on page 47)
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cNews of the ‘Dance Orchestras

Art Kassel

HE photos gracing this page are,

as the caption points out, of Art

Kassel's aggregation of tooters

in Chicago. The boy in whose

name the band runs is leader and
also blows an Eflat alto. Besides, he has
composed a group of pop songs, with which
you were at one time
more or less familiar:
Dolores, Sobbin’ Blues,
Doodle Doo Doo, and
Sweetest Little Honey,
to mention some of
them. Last year the
band was at the Gray-
stone Ballroom in De-
troit, at the Brianon
in Chicago and last
winter, they tell me,
built up a swell draw
among the U. of Chi-
cago studes in the
Venetian Room in the
Southmoor, also Chi-
cago.

Another swift
glance at the photos
herewith ought to con-
vince you that Kassel
runs to odd stuff. One
of his more striking
effects, used on last
choruses of hot stuff,
is to cut down for the
last eight bars to piano and muted brass,
bringing in the full ensemble for the last
note. It gives a full swell and punches the
ending, and gets away from both the wild
Indian finishes and the symphonic stuff that
is ladled out by most combos.

The Kassel troupe is now in the Terrace
Garden, the Morrison Hotel, Chicago, broad-
casting from Station WBBM every eve.
While this Terrace Garden has been stagger-
ing, the impression is that since Kassel got in
there it has picked up. Apropos of which
I might remark that the standardization of
bands the last few years has certainly tended
to lessen the drawing power of band names.
This is generally speaking, but there is no
doubt that a solid rep can still be capitalized
on so long as the goods are delivered.

“The Benson outfit, getting back to the
subject, pilots Art Kassel and his bunch, and
has ever since it was organized.

| —

New York

HIEF interest in the band racket seems
to center, as always so far, on White-
man. He played the holiday week at the
Palace in N. Y., including Christmas Eve
midnight. While he was there a row de-
veloped between George Olsen, who was

Two photos of Art
Kassel's band aof
Chicago. At right is
the s=inging trio and
below is the melody
section. The organi-
zation s now in the
Terrace Garden, Mor-
rison Hotel

appearing with his crew in the pit and on the
stage of the New Amsterdam Theatre,
Whoopee being the show, and Mr. Ziegfeld.
Mr. Olsen got peeved with his boss on
account of something or other not terribly
important connected with Olsen’s flash finish
in the finale. Result: Mr. Olsen departed for
southern climes, Miami, after doing a week
at the Palace himself. In Miami he is playing
Deauville Casino, which if I recall correctly,
is the place Arthur Hand and his California
Ramblers had the winter before the big
storm. In that storm it got wrecked, but
must have been fixed up. It's a big place, and,
if it's the place I have in mind, has two big
rooms for dancing, one for dinner, the other
for supper, and a huge swimming pool for
the daytime draw.

So Whiteman stepped into Olsen’s shoes
in Whoopee for the week following his Palace
engagement, appeared also in the Frolic, the
rooftop show on the New Amsterdam
opened Xmas week by Mr. Ziegfeld, and
then departed for a short concert tour. Then
he returned again to Whoopee and the Frolic
and there he is. Reputed to be getting eight
and one half thousand dollars. Count ‘em.

Ben Pollack and His Park Central Hotel
Orchestra opened, as herein recorded last
month, with Hello Daddy!, and they do a
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very creditable job.
Ben conducts the en-
triacte himself, for the
show turning the ba-
ton over to a show
conductor.

Paul Specht of New
York has had his ag-
gregation hired for the
Inaugural Charity
Ball, which happens,
as you might guess
from its name, on the
fourth of March. In
Washington, too.

Waring’s  Pennsyl-
vanians, whose adroit
singing and playing
helped Hello Yourself!
develop into a draw
for a time, played a while at the Chateau
Versailles, a very ultra night rendezvous on
New York's ultra East side. It’s a class place,
backed by a man with no end of a bank roll.
For permitting the band to play there,
George Choos, producer of the musical, is
reported to have collected a cut of the
stipend paid the band for their spell in the
Chateau. Very natural that procedure
strikes me, because if and when a dance band
appears with a show, and then doubles in a
night club, it benefits and so dees the club
from the band’s connection with the show.
So why shouldn’t the producer collect?
Night clubs have a tough time, especially
with these days and raids happening most
unexpectedly. Quite a few clubs got closed
up over the holidays, though some have
already opened around the corner again.

Here and There

ERNIE CUMMINS is doing some
vaude time with his band. Vince Rose
and Jackie Taylor of Hollywood, about whom
I wrote in these col'ms not long ago, have a
Movietone short going the rounds. Milton
Ager and Jack Yellen, and also Brown, De
Sylva and Henderson, are in Hollywood
(Continued on page 47)
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Ghe Suows ‘REVIEWED

Despite a Depressed Season, Good cMusical Productions Still Score

The Houseboat on the Styx. Produced by Ned Jakobs. Adapted
from John Kendrick Bangs' The Houseboat on the Styx, Lyrics
and music by Carlo and Sanders. Book staged by Oscar Eagle.
Danees arranged by Ray Peres: supervised by Chester Hale.  Sets
designed by Willy Pogany. Costumes designed by John Booth.
Liberty Theatre, N. T.

Cart: Bertram Peacock, Sam Ask, Blanche Ring, Virginia
Watts, Jessie Graham, Millicent Bancroft, Mary McDomald,
Pauline Dee, Helene Arden, Georgia Gieynne, Marion Stuart,
Hal Forde, William _i.lan_fr,-rrll’r.c]_n!:u E. Hazard, Alice Mac-
Kenzie, Maurine and Norva, Cliff Heckinger, Johnny Fields,
Harry Bates, Harry Hermsen, John Osborne Clemson, Richard
Mac Aleese, Charles Gobney.

NLY a few years ago John Ken-
drick Bangs found the public
warmly receptive to his House-
boat on the Styx, a novel of en-
tertaining nonsense, telling the
story of how the women of Hades stole their
men’s houseboat, and how the men got it
back. This is the musical version thereof, and
it is regrettable that no more was done with
the admirable opportunity for a really smart
musical offered. As it stands, the libretto
does not shape up well, while the chief

Richard Burke

(Above) Madeline Cameron
adds to her repute as a
charming dancer by
her work in the new
Follow Thru

Much of the
dancing end of
The Red Robe
is ably support-
ed by Marjorie
Peterson

H. 4. Anell

advantages are found in the score, Red River
standing out, and in the people, who do the
best they can with spotty dialogue.

Blanche Ring as Queen Elizabeth gets most
of her laughs via outright clowning, while
Jack Hazzard, one of the authors, as Captain
Kidd, is disappointing in comedy. Sam Ash
and Alice MacKenzie carry the love interest
as Ponce de Leon and Cleopatra, and sing
charmingly. Hal Forde, William Danforth,
Bertram Peacock and the rest fill their spots
okay.

Pauline Dee, entrusted with Red River in
the first scene, second act, puts it over,
assisted by the ensemble, to stop the show.
The number should take via the ether and
bands. Otherwise the ditties are routine.

Costuming and setting are ably handled,
since it’'s a pretty show to look at, but a
woefully weak libretto, saved to some ex-
tent by the not sensational chorus rou-
tines of Ray Perez and Chester Hale, makes
it regrettably probable that The
Houseboat will not long float.

Paur R. MirtoN

Hello Daddy! Produced by Lew Fields. Witk
Lese Fields, Rook by Herbert Fielde, Lyrics by
Dorothy Figlds. Music by Jimmy McHugh,
Musical mumbers staped by Busby Berkeley.
Principal dance routines by Buddy Bradlev.
Rook staged by Alexander Leftwich. Costumes
by Charles L Maire.  Sets by Herman Roge.
Production supervited by John Murray Ander-
son. Ben Pollack and His Park Ceniral Hatel
(}ff}lhrra. Wiltiam Moore, comductor. Letw
Fields' Mansfield Theatre, N. Y.

Cait: Florence Earle, Betty Starbuck, Marjory
May Martin, Dorothy Roy, Ethel Allen, Eliza-
beth Crandall, Dorothy Crople, Wilfred Clark,
Allen Kearns, Mary Lawlor’>Lew Fields, Alice
Fischer, Billy Tayior, George Hassell, Madeline
Grey, Carroll Clucas, Giersdorf Sisters.

ASED on The High Cost of

Loving, a farce some years
ago adapted from the German by

Frank Mandel, Hello Dad-

dy! revolves about a Purity

League group and three men

who have been paying money
for years to support an imagi
nary child. Each thinks himself
the father, and fears the probe
of the League. An idea in which
the present public has little in-
terest, the book shapes up weakly,
not furnishing comedy or action
opportunities to the capable line-
up of people.

Mary Lawlor and Allen Kearns,
ingenue and juvenile, struggle
with feeble parts in acceptable
style, their drawback being that
they were handed too many
straight love songs to do, giving
an unfair impression of monot-
ony. Betty Starbuck and Billy
Taylor have the standout num-
ber, In a Great Big Way, one of
the best numbers in Jimmy Mec-
Hugh's good score. The blithe
Miss Starbuck and the reticent
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Mr. Taylor stop the show with comedy song
delivery and stepping. The second act gave
neither of them anything to do commensurate
with their unified appeal, a lack that should
have been remedied, since the second act is
not strong. The bulk of comedy honors go to
Mr. Fields, Billy Taylor and William Dan-
forth, with Betty Starbuck helping.

Busby Berkeley and Buddy Bradley furnish
plenty for a comely ensemble, though the
arm-drill and complicated exits typical of
Berkeley's work were a bit overdone. The
evolutions and stepping are swell. Jimmy
McHugh, who wrote I Can't Give You
Anything But Love, is expert and in several
spots should furnish fodder for the dance
orchestras. In a Great Big Way, Futuristic
Rhythm, and Out Where the Blues Begin
struck me as the best. Dorothy Fields’
lyrics are wellthymed, emphasis being laid
on the Larry Hart type of stuff. Murray
Anderson’s supervision is okay, the produc-
tion being well mounted and pleasing. A
weak book, giving practically no opportun-
ities for well-built comedy or legitimate
movement, makes the future of Hello Daddy!
seem very doubtful.

Paur R. Mmron

The Red Robe. Produced by the Messes. Shubert, Walter
Woolf starred, Helen Gilliland featured. Book by Harry B.
Smith and Edward Delaney Dunn from the novel by Stanley
Weyman. Music by Jean Gilbert. Revised and restaged by Jose
Ruben. Lyries by Harey B. Smith. Dances and ensembles by
Raymond Midgelev. Hale Dancers staged by Chester Hale. Set
by Watron Barratt. Costumes by Barbier, Paris and E. R
Schrans. Orchestra conducted by John L. MecManus. Produetion
staged by Stanley Logan.

Cast:” Marjorie Peterson, George Dobbs, Barnett Parker, Barry
Lugpino, Roy Gordon, Gerald Gehlert, Walier Woolf, Fiolel
Carlson, Helen Gilliland, John H. Goldsworthy, Jose Ruben, Lee
Beges, Edward Orchard, Manila Powers, S. Herbert Braggiott,
Charles Carver, Hugh Chileers, Fred Fon Golisch, Ivan Arbuckle,
Edward Marshall.

UDGING by the out-oftown reports

which preceded the metropolitan pre-
mier of this operetta, the transformation of
Stanley Weyman's famous novel of the
Cardinal Richelieu days into a musical was
far from easy; but the results as seen in New
York are quite satisfactory. The Red Robe
stands now as an entertaining piece, colorful,
with action sustaining when necessary. A
large company of principals and choristers
lends background to the plot, which con-
cerns a young soldier of fortune becoming an
envoy of the famous Cardinal in order to
arrest the brother of the girl he loves. The
Cardinal is very tender-hearted at the last,
thus permitting the regulation clinch.

If The Red Robe did nothing else, it em-
phasizes the fact that in Walter Woolf there
is one of the best baritone leads in the busi-
ness today. His voice and personality are
strong, strong enough to carry the poor score
of this opera over the foots. There is the
chief lack of this piece, an uninspired com-
monplace score. Woolf does his best with
it, raising the question as to what he could
do with some songs of merit. Helen Gilli-

(Continued on page 64)



March, 1929

cNews and Gossip
about the T eachers
and Pupils

Maxene Mollenhour laft her school to
work with Art Granger. They are toir-
ing the Orpheum Circuit with the Perry-
Mansfield dancers

Butler

New York

N addition to his regular
troupe at the Capitol The-
atre, Chester Hale now has
one as a regular feature of
Loew's Walencia Theatre

in Jamaica, Long Island.

Margaret Severn has given up her own
stage appearances to teach. She has begun
pantomime, character, classic
ballet, mterpretive dancing and
composition. In addition to teaching she
will prepare dancers for her ownacts in vaude-
ville. Her connection with Broadway pro-
ducers and agents is one of her valuable assets.

On an afternoon before Christmas Louis
Chalif gave a party for the children of the
school and at the end of his holiday course he
gave a recital for the teachers.

Aleta Doré has been appointed ballet-
mistress of the Junior Opera Club of which
Charlotte Lund, former opera singer, is
sponsor. The object of the club is to
foster an appreciation of the operas, its
ballets and its music, in children. During
the holiday festival the children presented
Haensel and Gretel at Town Hall.

classes in
m Udl_’,]"['l

Vera Strelska left the stage to teach
children in the Cortissoz School in
Philadelphia. She is shown above in her

beautiful Butterfly Dance

R

Mabel Pucci, a pupil of Jo Keith in Chicago, is
noted for her extremely supple acrobatic dancing

Louise Revere Morris took her Christmas
vacation to decorate her studio in the
modernistic style. It was much admired by
the pupils when they returned.

James Pendleton, who will be remembered
for his excellent work with Gavrilov's
Ballet Moderne last year, tells us that teaching
has greater rewards than the stage, financially
speaking, at least. But then Jimmie has the
ability, not to mention the good luck, to
get most of the society debs hereabouts for
pupils. Between his work at the Hotel
Bossert with the Social Registerites of
Brooklyn, the Whitehead Studio in New
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Lazaroff
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STUDENT
and

STUDLG

Finding the sea and sky the most inspiring
audience in summer, Nancy Fulton teaches
on the beach in Ocean City, Maryland

York, the society buds in Montclair,
New Jersey, and Brentwood, Long
Island, he is kept pretty busy.

Helene Veola finds that pupils’ re-
citals at the studio for their parents and
friends add much incentive to their

work. The children as well as the families
enjoy them very much.

Anatol Bourman gave his first students’
recital at ‘his studio in Brooklyn recently
with a galaxy of star pupils.

Chicapo
ARGARET Koch sent us an in-
teresting list of programs in which she
and some of her pupils appeared during the
present season. Even though her connection
with the Bush Conservatory where she
mstructs seventy-five girls in ballet, and her
own work at her studio in Chicago Heights
where she has an enrollment of thirty, takes
up so much of her time, she still finds time
for private entertainments.

While Andreas Pavley gave a short
Christmas course in Chicago, his partner,
Serge Oukrainsky, gave one in Los Angeles.
After this they both left to appear on the
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Orpheum circuit in the West. They expect
to go East to New York in the spring. The
school has issued a set of three music records
and a music book for barre exercises. They
are excellent for home practise.

And Elsewhere

O Roslyn, Glen Cove and Sea CIiff,

Martha Lane has succeeded in bringing

to her pupils a thorough knowledge of all

types of the dance. She is a member of the

D. M. A. and this is her third season on Long
Island.

A new studio has just opened in Provi-
dence, Rhode Island, under the direction of
Amy Ackerman.

In the little town of Valdosta, Georgia,
Marie Green Youmans is conducting her
eighth season of teaching. This year she has
added acrobatics and musical comedy work
to the regular ballet and ballrooin classes.
Mrs. Youmans is a member of the D. M. A.
and a pupil of such masters as Chalif, Bolm,
Vestoff-Serova and Wayburn.

Art Granger and Maxene Mollenhour
have left their school in South Bend, Indiana,
in the hands of Esther Nowinske, who seems
to be very capable of
handling her position.
The duo have gone out
on tour with the Perry
Mansfield dancers on
the Orpheum Circuit.
The name of their act is
Variations of the Dance.
Watch for it. Judging
from their pictures they
do sensational adagio
work.

In Verdun, Quebec,
Maybel Lillian Bliss
directs classes in stage
dancing. We received

Underwood

and
Uxuh'; wood S

Mr. Ziegfeld, Mr.

Hammerstein or Mr.
Cohan—please note Mildred E. Wood of

Towson, Md. She is hopefully looking
forward ro the day when she may dance
for you

Wilter

yards of the jolliest little clippings about
them from the local newspaper. If they
don’t make much money they must surely
have a lot of fun.

Problem

F nine-year old Gene Catherine Powell,

who is only fifty-eight inches tall and
as sweet as she is pretty, can kick fifteen
inches above her head now, how high will
she be able to kick when she is old enough
to go on the stage? How pretty will she
be? What salary will she get? She is now
a pupil of Gladys and Helen Kingsbury in
their Highland Park studio, Dallas, and
wondering.

Dancinp for Health

IVE years ago a weak, rather sickly
youngster! Today—a sturdy, blonde,
blue-eyed miss, the first American girl to
win an event in an Olympic contest—a girl

who rated eight column streamer headlines
in the newspapers for her athletic prowess—
and all because of her dancing.

The largest sister-team we know, Barbara, Mary

Eloise, Margorie, Alice and Dorethy Ames, pupils

of Josie Corbera of New Orleans. They perform
professionally and are very popular

%

March, 1929

Betty Robinson started her study of the
dance with Gladys Benedict, Chicago, when
she was twelve years old, with corrective
work as the only object. She has now be-
come an accomplished dancer, and her body
has been developed to such a high degree that
she won the one hundred meter dash in the
Olympic meet, held in Amsterdam, Holland.

Her athletic ability, however, has not
caused her to discontinue her dancing studies.
She is accomplished in all of its branches,
specializing in toe work, though for the last
year she has devoted most of her time to tap
dancing.

The whole of the three-act recital of
Gladys Benedict’s classes, held in the Good-
man Theatre on January thirtieth, revolved
about Betty Robinson as soloist.

She started dancing, not with any idea
of following it professionally, but merely to
build herself up physically. She had never
been well before she learned to dance.
Since studying, she has never been sick.

Since Miss Robinson made her twelve-
second jump to international fame, she
has received several stage offers some of them
at good prices for a girl of seventeen. But
she has declined them and continues with
her high school work,
which will be finished
this year.

Racusr Moss.

If you have any items
of interest concerning
your work in the studio,
or suggestions to submit
write in and let us
know. If you have good
photographs, send them
too. Address Rachel
Moss, Tue Dance
Magazine, 1926 Broad-
way, New TYork City.

Herlic:

Irene Frank, who is at the head of the most
beautiful studio in Tulsa, Okla., which she
designed and built herself

(At left) Estelle M. Christopher, sixteen-year
old pupil of Madame Paporello, is popular
for her clever adagio work
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(Continued from page 43)

writing musical comedies for talkie con-
sumption. Whiteman's talkie, made with
and by Universal, will soon be out, if not
already by the time you read this. Erno
Rapee, who wrote Angela Mia and
Charmaine, and is also conductor at the
Roxy, N. Y., is with Brown, De Sylva and
Henderson. A new one by those three
boys is The Song I Love, a sensation.
Bennie Krueger, erstwhile of the Tivoli,
Chicago, did a while at the Paramount,
N. Y., while the genial giant of jazz, Paul
Ash, is at the Brooklyn Paramount. And
as a recommendation, listen to the record,

a Victor product, bearing the piece written
by Rube Bicom, who concocted Soliloguy,
with which he won second prize at a recent
competition staged by the Victor people
to find the best piece of typical American
music. Personally I preferred Bloom's
piece to the winner, which is on the other
side.
Kevnore

This department is at your service, so
don't hesitate to write in and ask any ques-
tions about orchestras you want. Just enclose
a stamped self-addressed envelope.

Is ONE KIND of CDANcING ENoucH?

(Continued from page 42)

It teaches the timely coordination of muscle
and brain. You know they sy once a
dancer always a dancer. This is true. 1
can always tell a girl who really knows how
to dance from one who does not. The real
dancer always carries herself with graceful
erectness. Her step is gracefully taken.
She sits gracefully and she stands and rises
the same way.

“Dancing is also a great muscle builder.
It is better than any setting-up exercises
ever invented, which only usescertain mus-
cles of the body at a time. Dancing, on the
other hand, gives action and development
to the whole body at the one time. Every
muscle is brought into play. The result is
what you Americans call a good work out.

“There is one grave mistake being made
today by he American girl,” he continued.

*Really?" we answered. It was interest-
ing, that after so much praise he should
suddenly and without warning become
critical.

*“Yes, she is making a very bad error.
She is too anxious to succeed in a hurry and
consequently she thinks, that the quickest
way is to join a unit that is being pre-
sented at the big picture houses, She imme-
diately loses all personal identity and
becomes one of a hundred girls, who can
kick like one girl. She learns group work,
and learns it well, but, individually, her
talent is, what you call, swamped by
numbers.

“"Then you think that the numerous
dance units on the stage today are in-
jurious to the girls?"

** As premiére dancers, yes. Of course, as
I say, for group work, they are getting
excellent training. However the main
fault is that they do not today comsider
training for ballet, that is, real honest ballet
work, worth while. Instead they want to
be tap dancers or high kickers.

“It is a shame too that the true meaning
of the ballet and its proper appreciation has
had to suffer, not so much by the audi-
ences, but by the girls themselves. The
audiences I think are just as anxious for
really beautiful ballets as ever. That is
Why Florenz Ziegfeld always has one in
any show he presents. George M. Cohan,
for the first time I think, is using one in
Billie, Incidentally he has a pupil of mine
in that show, Polly Walker. She has a

good knowledge of the ballet and what-is-
more she is an excellent dancer because of
this fact.

“A girl who is a good ballet dancer is
not just a tap dancer, or a toe dancer, or an
acrobatic dancer, or an eccentric dancer.
She is all of them. She is capable of doing
each and every type of dancing, but most
of all she is individual in all her work, And
that is the sadly omitted feature in these
girls who flock to the units, so that they
may do what they think is real dancing
before the footlights.

“I remember once, one of my pupils
joined one of these groups. I went up to
see her work and to save my life I could
not pick her out of the mob that flooded
the stage. She was just one of many and
none of them more than the others,

“Really wise girls should and do steer
clear of such work.”

Suddenly he stopped short and smiled
sheepishly at us,

“lam sorry I have talked so much, but it
is my pet subject. And I do so like to see
individual talent that is not crushed by
machine-like groupings and dancing,

Famous dancers who have had their
training with Kobeleff are Beth Beri,
Madeline Cameron, Nina DeMarco,
Florentine Gosnova, Martha Mason,
Doris Niles, Ruth Page, Margaret Severn,
Marguerite Petit and the previously men-
tioned Polly Walker.

Mr. Kobeleff has given up dancing for
the purpose of teaching in his studio the
art of the Russian Ballet in its medern
form, which is as suitable to musical
comedy as it is to the concert stage and the
opera.

Every year he conducts an annual
teachers’ Normal course in June, July and
August, This course is attended by
teachers from all over the United States
and even other countries.

His parting words were: I hope you
can bring home the idea to the American
dancer of just how important the proper
training in the ballet is for their future
success as dancing stars, Dancing is hard
enough work when one is learning. So
why bury it all by becoming only a dancer
who can do one kind of dancing? True
ballet training will do away with this
harmful limitation,”

r—

stands March 15th. Price 25 cents.

“When the Mail Came in”
By REX BEACH
This is just one of the tremendous stories that will appear in this issue.
In this number you will also find “The Stayer,” by George Patullo; “The
Law L&rhc Lakes,” by James Oliver Curwood; and many others.
THe WonrLp's GreaTest STories, ¢ Macfadden Publication, on the news
30 cents in Canada.
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oris Niles

and her

E. T Choay NS S O

NEW, DISTINCTIVE,

ARTISTIC

Miss NILES will present a vivid and varied program of
national dances and character interpretations. Each presenta-
tion will leave with you a radiant memory of cameo perfection.
If your city is one of the fortunate ones included in the itinerary
of the Doris Niles Ballet, make your plans now to enjoy the
1929 presentations of America’s premiere danseuse and her

company of selected artists.

Miss Niles laid the greatest emphasis, as in
past Rﬂ'formnces, on the Spanish dancing
in which she is seen at her best, but the
program also contained a little bit of every-
thing else from classic ballet to Indian
street dancing. In variety, vivacity and
elaborateness of costuming it is difficult to
see how the performance could fail to
please almost everybody.

New Tork Times, Oct. 22, 1928.

I think Doris Niles is laying the foundation

for the real American Ballet, to correspond

with what has been done in Russia. And
that Doris Niles is the Rosa Ponselle of the
dance. She has a manner which is that of a
great actress. She put on a performance
which did not once drop the interest.
Cornelia Niles is a wvaluable addition.
There are fine lighting effects, plenty of
ideas, and a whole evening's packed enter-
tainment.

New York Morning Telegraph (Charles

D. Isaacsom), Oct. 22, 1928,

Doris Niles and her ballet, with Cornelia
Niles, were confronted with a sold-out
house and S.R.O. at the Gallo Theatre last
night. It was a good show, with great
variety of dancing, costuming and many
simple and satisfying effects . . . It stimu-
lated the imagination, pleased the eye. and

filled one with an all
beauty and charm.

New York Evening Post, Oct. 22, 1928.

pervading feeling of

An American girl with the fire of a
senorita, the abandon of a gypsy, the lure
of an East Indian flower girl and the show-
manship of a vaudeville headliner is this
Doris Niles who brought her hallet to the
Garrick Theatre Wednesday in the second
of Margaret Rice's Fine Arts Series.

Milwaukee Journal, Nov. 8, 1928,

The Spanish group was an inspiritin
blaze o? color and a riot of tapping hceleE
clicking castanets and chiming finger
cymbals . . . Miss Niles dominating all
with the flame of her dancing and the per-
sonality of a woman of the theatre.

Chicago Tribune, Nov. 17, 1928.

That was an altogether glowing and
irridescent performance given by Miss
Niles and her Ballet last evening in Syria
Mosque. Of all the dancers I have seen,
none is more subtle, more captivating,
more entrancing than Miss Niles who
seems to have had Terpsichore herself for
a godmother.

Pittsburgh Press, Nov. 30, 1928.

Management

EVANS and SALTER
113 West 57th Street, New York
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The Last Days of the cMid-Victorian CAge QRepresented
by a ‘Bride of 1870

By BEATRICE KARLE

DITOR'S NOTE: For the last ten years

James Reynolds has been intimately
connected with the theatre because of his
scenery and costume creations. Born of an
American father and English mother and
educated in England, his work, nevertheless,
has been featured largely in American produc:
tions. Among the prominent plays for which
Mr. Reynolds has designed costumes or
scenery or both, are: What's in a Name; The
Last of Mrs. Cheney; Sunny; Vagabond King;
L’ Aiglon; The Royal Family. At the moment
Mr. Reynolds has abandoned theatrical ven-
tures n preference to creating authentic
period interiors, but it is to be hoped that the
stage will have the benefit of his abilities again.

HE costume introduced this
month, an 1870 bride, is selected
because it is typical of the dress
—both bridal and otherwise—
that was worn toward the end

of the mid-Victorian and Civil War periods.

This period in costume history is marked
by extravagance of line, material and acces-
sory. It was an age of gorgeous fabrics—
taffetas, heavy silks and gaily flow-
ered cotton materials—the corseted
figure enclosed in basque style,
brilliant nosegays, heavy gold jew-
elry, which is back in style once
more, and gloves, always gloves.

“But could you dance in it?”
very appropriately asked a
member of our office. Well,
not exactly an eccentric or
very syncopated dance. But
for parody, satire or authentic
style, the outfit has great
possibilities.  Besides, from
the mail that comes to this
desk, apparently our readers
are quite as much concerned
with straight theatrical cos-
tumes as they are with the
shortskirt or other strictly
dance costumes.

A glance at this design will
tell you that yards and yards
went into the dresses of those
days. If you follow this bride
design, of course you will
choose white. If it is to be
adapted to suit the day-wear
of that time, black, purple
or maroon are good typical
colors. Taffeta in any of
the pastel shades will also

This 1870 bridal gown is marked by an extr
accessory, typical of that day

develop most effectively and picturesquely.

First of all, our wearer will have to don a
corset. It is a penalty, I know, but I don't
see how it can possibly be avoided.

It is advisable to make this type of gown
over a foundation which has been fitted and
lightly boned. Taffeta is our first suggestion.
An excellent grade of rayon taffeta may be
had for $1.45 a yard. Sateen may also be used
and comes for as little as $.29 a yard. Both
of these materials are thirty-six inches in
width. Now for the shock! About twenty-
two yards of material go into this outfit.

About four yards are required for the body
of the dress. The back and sleeves are all one
piece. Experiment with a paper outline so
that you have a perfect fit and the exact line
of the costume before cutting into the fabric.
The front may be one piece, although it will
probably have to be seamed the entire length
from neck to bottom to obtain that form fit.
Sleeves must fit very smoothly and the neck
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avagance of line, fabric and

James Reynolds, sketched by
Attilio Carri, painter, in Rome
last summer

vent is bound with a narrow edge of the
material.

The front of the skirt should touch the
floor and a train of six or eight inches should
be allowed at the back. The flounces are
about ten inches deep each and should be
knife pleated. The first is sewed straight
about the skirt. The second and third follow
the line of the skirt bottom, which results in
the train. The first two will require three
yards; the third, four.

About the lower skirt is draped the scarf
which produces a bustle effect at the back.
This is made by sewing two lengths of
about three yards each through the middle,
so that the drape may be doubled. In this
instance, this scarf has been lined with a
copper colored corresponding material, so
that just a little color shows. If you decide
to line the drapery, line just the bottom tier.

Tassels of heavy cotton form the trimming.
If you use them as indicated, about one
hundred and ten will be necessary. These
may be bought for about ten cents each.
They are sewed at regular intervals on the
bodice and sleeves. They also edge the upper
part of the skirt drape. To make the lower
part of the drape still more elaborate, they
are first attached to an edging of large mesh
net. Three yards of this are necessary.

Two little collars, one smaller than the
other, finish the modest neck.

A large neck pin and pendant earrings
complete the dress. From a small circlet of
white artificial flowers showers the veil of
tulle. Long white kid gloves and
white slippers complete the outfit.

ArpproxmvaTion or CosT
AND MATERIALS

22 yards Taffeta, @ $1.45, for outfit.$31.90

110 Tassels, @ $ixo.. ... .00, 11.00
x vards Taffeta, @ $1.45 for drapery
TRPRE . v e m o g e it 4.35
3 yards Net, @ §.10 for lower
dEDREY . .o s i st | 30
ALl ancl e o v s e 5.00
$52.55

Any question relating to costumes,
accessories or stage makeup will be
cheerfully and promptly answeved by
this department if a stamped, self-
addressed envelope is enclosed. In-
quiries should be addressed to Beatrice
Karle, Costume Service Editor, Tue
Daxce Macazing, 1926 Broadway,
New York City.
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(Continued from page 35)

States with a typical Mexican repertoire.

Visitors to the office last month included
Fred Borbé and Gertrude D’Arcy, the
team which it will be remembered a fan in
Hartford, Conn., ardently begged me to
interview. I'm glad they came. Miss
D’Arcy, as can be seen from her picture, is
a beautiful young thing, and she has
temperament.. . Both. are French by an-

cestry, but were born in New York. She

went to Wadleigh High School, and they
have been dancing partners for two years.
They started in New York night clubs and
hotels, and until recently did a waltz and
varsity drag in vaudeville with Peaches
Browning's bathroom act.

Another visitor was Neryda, who de-
clared herself to be an Arab. She performs
with an enormous snake, and tells strange
stories about the reptile. There is only
one way, she says, of keeping it contented
in her apartment. She flls the bathtub
with warm water, into which the serpent
crawls and drowses happily, the point of
its head just visible above the surface to
enable it to breathe. She feeds it with
milk. I haven't seen Neryda dance, but if
she's anything like Mlle. Norree, also
Arabian, who amazed me with her supple
twistings, her act must be a novelty.

Dorothy D'Orsay writes from Lausanne,
Switzerland, to say that she is on a long-
contemplated world tour with her partner,
Tom Stedman. They have motored from
country to country in their own car, have
danced in vaudeville and movie houses and
enjoyed a long run with a road show of a
French musical comedy.

Muriel Kaye is a dancer whose work 1
admired at the Palace some months ago
and reviewed at that time, but this is the
first opportunity I've had to publish her
picture.

An English specialty dancer, Miss D.
Osviendria—though her name suggests
that she is not of British origin—has sent
a letter in praise of this magazine. She
pleads for more extended notice of foreign
artists, and then makes the following
interesting remarks:

“] am supposed to possess perfectly
shaped arms and hands, entirely the result
of my own efforts! Originally I had very
thin, ugly arms and stiff fingers, so I in-
vented a system of hand and arm exercises
to develop muscle above the elbow and
make the arms flexible, while keeping the
contours soft. This overcomes the hard,
sinewy look that all Oriental dancers’
hands usually have as an effect of their
undulating motions. Judging from the
photos in Tue Dance Magazine, Ameri-

can dancers have much better shaped
arms, as a lot, than British girls, probably
because they do so much more acrobatic
work, which is excellent for developing
good arm lines.™

In the February issue, I mentioned the
surprise wedding of Natacha Nattova.
Now Vannessi has gone and done it. She
was married shortly before Christmas to
Phil Tyrrel, a well-known theatrical agent.
Almost immediately she started on a coast
to coast tour, including the larger Canadian
cities, on RKO time. The fortunate Mr.
Tyrrel accompanied her, and the trip
must therefore be regarded as a honey-
moon, too.

Jacqueline Chaumont, the Parisian
variety dancer and teacher, sends me a
large wad of clippings concerning herself
and other artists in the French capital,

Local correspondents have asked for
interviews and photos of Reubon, a char-
acter dancer now appearing in N. T. G.s
Night Club Girls Revue under the name of
Rubinski; Miles and Jai Marchon, of Cali-
fornia; Cy Landry; Violet De Long, who
was formerly with Fred Le Quorne;
Eleanor Brooks, with Ted Lewis™ act (She
makes the department this month, pic-
torially and otherwise): Simeon Karavaeff;
Mae Murray, the motion picture star,
now in vaudeville with her own dancing
act; Elizabeth Swanson and Frank Alex-
ander; Edward Caton, solo dancer with
the Chicago Opera Ballet: Anna Pavolak;
and Litel and Landot, young Californian
tap dancers. Noted in each and every case.

Miss Sallie Lyons of St. Louis wants me
to pay more attention to the art of Terpsi-
chore in her native city. She'd like to see a
picture of “the best chorus in the world,”
as she calls ‘em, the Missouri Rockets.
Noted.

And in response to two very special
requests, I hereby broadcast appeals to
Ruth Fullmer of the Rio Rita road com-
pany, and Chire Willis of A Whirl of
Youth on Loew time, to send me pronto a
selection of their best dancing poses, |
saw Miss Willis at the State Theatre, New
York, and thought her a winner. But
lacking a photograph, I have delayed
reviewing her work.

If the followers of Mr. Evans’ depart.
ment, The Dancers of Variety, want to see
any of their favorite vaudeville damcers
mterviewed, 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,

A NEw

for DANCE MAGAZINE READERS!

Beginning in the April issue, and thereafter in alternate issues,
Max Factor, the Hollywood authority on stage make-up, will
have a column in which he will discuss the problems of facial
make-up which confront dancers.
hundreds of stage and screen luminaries has equipped him
preeminently to help the readers of this magazine.

Watch for his first column in April
DANCE MAGAZINE.

SERVICE

His work in this field with
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Will Present His Dance Drama

The Sixth Sense

At The

GUILD THEATRE,

Sunday Evenings,
March 17 and 24

Sets and Costumes Designed By
JOHN VASSOS

Who Hlwstrated Oscar Wilde's Salome
and The Ballad of Reading Gaol

Recital Mana gement

Arthur Judson

Steinway Hall New York
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]ust a grey
shadow at

20...a grim
reality at

35... R

IF only Youth would pay attention
to the fleeting warnings of the future
—the first grey hair—the first faint
trace of thinness at the temples—
lack of lustre—softness—sheen.

But Youth peeps quickly in the
mirror and gaily dances off. No
peering, thoughtful eyes look for-
ward to the years ahead. No
thought of caring for the hair in
Youth to keep it lovely through the
years,

For almost 20 years Ogilvie Sisters
have been urging women to retain
the youth and beauty of the hair.
Don’t wait till worry and neglect
begin to show. Prevent tired scalp.
Overcome dry hair, oily hair, dand-
ruff, before they lead to greyness.
Quite often, these warning signs
appear in early “teens.”

Ogilvie Sisters Preparations
are on sale at leading stores.
Write for booklet giving ex-
pert guidance and advice,
Address Dept. D.

©q&meg s .

J

604 Fifth Ave.
SALONS

WasniNnGToN—1128
Connecticut Ave.

New York

Brarrirz—Vilia Lanvin,

Paris — 23 Rue de
Ave. Edouard V11

la Paix

By MARJORY MAISON

"M A, BROOM,"
Marcia. A new broom
sweeps clean. Just watch me.”

And with that she swept herself clean
about the room like a miniature whirlwind.
As a matter of fact, Marcia really was
destined for a Hula maiden that night.
But something went wrong and she
changed into a broom with excellent
results. The Vagabonds do things like
that, especially at their yearly party,
where one is just as likely to be a gleaming
oyster as a seductive houri. By us passed a
suave sardine, followed by Carmen on the
arm of Mephistopheles, which many will
say is as they belong. A few gorgeous
maidens, a la Claire Luce in white ostrich,
strutted here and there. But for the most
part it wasa jolly group decked in anything
from newspapers to cardboard cylinders
resembling rcigarettes, with a prize thrown
in if you could guess from casual conver-
sation which brand they represented.

But it's about Marcia that you should
know more. Vivacious, never still,
Marcia has more unique accomplishments
to her credit than any one I know. She
can carve an enchanting figure from a
carrot, provided the carrot is long enough,
and she has learned to speak Scandinavian
glibly. Two other achievements, however,
have definitely changed the course of her
life.

A year ago, Marcia, gifted with wit,
humor and good nature was also bur-
dened with stringy hair and a skin far
from the flower-like texture that most of us
could and would have with proper care, if
not as a gift of nature. In school her keen

announced
that

Richard Burke

mind overcame these handicaps and girls
loved her in spite of them. But when
Marcia walked out into the world with a
degree or two after her name and a hand
and mind that could create landscapes,
portraits and designs with amazing facil-
ity, her stringy hair and muddy skin stood
in her path like barriers. For it is indeed a
penetrating mind, particularly if it be
masculine, that can see beyond these walls.
Marcia had the degrees and the ability,
but the little girl with a correct permanent
and peach-like skin invariably got the job.

One day we had a very frank talk. A
permanent and a smart cut would change
her silhouette decidedly in her favor, I
decided. When she consulted a very ex-
cellent hairdresser, he advised her to care
for her hair until it was in better con-
dition. Then, he told her, he would
arrange for the permanent. In addition to
excessive oil, her hair fell and was quite
thin. The skin condition of the scalp
extended to her face also, resulting in a
most permanent shine and a coarse textured
skin.

Once having decided to overcome her
difficulties, Marcia was an indefatigable
and enthusiastic worker. First, we pur-
chased a hair tonic which would tone her
scalp and gradually regulate the oil flow.
Along with it, we bought another tonic
to check the falling hair and prevent a
dandruffy condition. We used them on
alternate nights, going carefully over the
whole scalp with the tonic, then rubbing
the hair with a towel so that it might not
remain on the hair. Then Marcia would
brush and brush and brush. Even after the

Betty Compton, in Hold Everything, arranges her dark,
well-groomed bob as a charming frame for her oval face
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To adorn your eyes
with new beauty
«...do this

INSTANTLY,and without the slight-
est hint of artificiality, this fashion-
able liquid lash dressing bestows on
the eyes mew loveliness. It frames
them in ashadowyfringe of luxuriant
lashes and so creates the wonderful
effect of beauty. Liquid Winx so easy
to apply and remove is water-proof.
Not even tears can cause this smart
lash dressing to run or streak. Sold
at all toilet goods counters. In black
or brown shades, only 75¢ complete.
Get this new beauty today.

Sold wherever
Liguid Winx is
sold. 75¢ eom-
lete. Ross Co.,
45 West 17th
St, New York.

Send 12¢ for
generous Liquid
Winx samp

1f a cake lash dress-
ing is preferred,
there's none nite
so effective as Uake &
Winx (two shades,
brown and black).

BEAUTIFUL!

Gray and White Hair
Waved by Paul

Here is the special skill required

for waving gray and white hair

with real satisfaction. Only

one of a number of superior

beauty services offered by our
salon.

OF
FIFTH AVENUE

Phone Murray Hill 4984—4985

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

Created Through
Use of

MAX
FACTOR’S
MAKE-UP

==

Beautiful astounding new
effects are now made possible
by Max Factor, world's fore-
most  make-up  authority,
through the use of special
make-up and lights.

Max Factor's makeup is
the finest ever offered for use
to the acting profession. For
yeits it has been used in the
production of motion pictures,
in all studios in Hollywood,
New York and Europe..

Its sterling qualities and
creative merits have kept pace
with the advancement of the
theatrical arts. Its ease of
application, and its natural
portrayals have made Max
Factor's make-up preparations
the choice of the world’s
foremost stage and screen
celebrities.

Ask your dealer about Max
Factor’s preparations or write
direct to any of our offices.

==

MAX
FACTOR’S

MAKE-UP STUDIOS

Highland at Hollywood Blvd.

HOLLYWOOD
CALIFORNIA

Branches:

Los Angeles: 326 South Hill Street
Chicago, I1L: 444 West Grand Ave.
London, England: 10 D'Arbly St.

first week, her hair was less oily. But we
did not allow that to alter our good inten-
tions. After the second week, she began
using the alternate tonics every other
night, brushing nightly, however. This
continued for six weeks, with a monthly
shampoo with bland liquid soap.

Not only was the oil regulated to a
natural secretion, but her soft brown hair
became several tones lighter. Qil, by the
way, always makes hair appear much
darker.

When Antoine saw her the second time,
he was enthusiastic. Because she has a
beautiful forehead line, he brushed the
hair smooth and up over one side, leaving
just a tiny natural wisp like a side curl. He
let the other hair fall to the side so that it
covered that ear. The arrangement was
very simple though smart. He used about
seven lateral waves, large and soft. A
good permanent is indeed a permanent
source of comfort, as most of you know.
Already, Marcia was another person. A
wave will do just that. Long may it wave;
short may it wave. But wave it must.

After the wave, as before, she brushed
nightly. Brushing, by the way, is one of
the best means of keeping your wave deep
and beautiful. Since her hair had become
very normal and quite nice, she applied
the astringent tonic once a week, the falling
hair having stopped entirely.

Dry scalps will do well to use a tonic
that will stimulate the oil glands and there-
by help the hair to become softer, livelier
and consequently more brilliant. Its use
should be regulated as with Marcia.
Alternate tonics are advisable if the hair
falls or if there is dandruff. After a
permanent dry hair will often appear
drier. The correct tonic should then be
used nightly until the condition improves,
gradually regulating its use until once a
week is sufficient, If the hair seems thin
around the temples or elsewhere, a good
pomade will encourage young hair to grow.
It will also facilitate the monthly shampoo
if rubbed well into the entire scalp the
night before. The ends of the hair after a
permanent also often seem dry and ready
to split. Pomade will soften them and
prevent their breaking,

It is said that we are born with skins
but make our complexions. That is exactly
what Marcia did. First, she found a light
cleansing cream which would not overload
her already burdened pores. After its use,
she would bathe her face in tepid water
with a mild soap or catmeal packs or herb
packs. Mild soap may be used occasionally
with excellent results, but it is drastic as a
constant skin diet. Oatmeal packs—which
you make by sewing your breakfast food in

tiny packs of cheesecloth and then using
them to wash the face—not only soften
water, but cleanse the skin of oil and refine
and soften it. For extreme cases of oiliness
which often include blackheads and acne,

the herb packs are better. After their usz |
the skin is now clean and softened, and any |

offensive blackhead may be pressed out.
Of course the fingers must be covered and
an antiseptic lotion used immediately after.
Many reputable lotions for this purpose
may be found in shops and drug stores, or
you may wish to have your druggist make
the following: Four ounces rase water;
one-half ounce sulphate of zinc, to be
mixed with six ounces rose water; one-half
ounce sulphuretted potash. Your druggist
will know how to do this.

A good astringent is always advisable
with this type of skin. Use it just after
your morning toilette and just before ap-
plying your foundation cream.

If the skin suffering from blackheads or
acne is delicate and dry, a mild skin tonic
or a dash of very cold water may be sub-
stituted for the astringent if the pores are
not large.

Marcia used the treatment for the oily
skin. It is remarkable what a month of
conscientious care did for her, helped, of
course, by a simple diet, enough sleep and
pints of water. Another measure very
important in effecting any cure from low
spirits to a muddy skin, is a good quantity
of happy play. You've no idea, until you
try it, how very helpful this is.

Now the final paragraph about Marcia
is to tell you that when a few months of
brushing and cleansing had passed, a
friend said to her one day: “Celeste et
Armand need an artist to create frocks to
express the personality of their wearers.”
So Marcia, her confidence one hundred per
cent. plus now, sketched a dozen lovely
ideas on paper. Having then applied her
best make-up, and best outhit, she applied
for the work. Her work was convincing;
her appearance reassuring.

Of course she got the job,

Smooth skin, groomed hair and irre-
proachable finger tips are an excellent
recipe for success in art, professions, busi-
ness or in the home. Such details can in
stantly close or open the doors to our
Heart's Desire. Often our intentions are
all right, but our knowledge of ourselves is
not so good. Marjory Maison is interested
in your personal beauty problems and will
do her utmost to help vou, if you will write
to her. Please enclose a self-addressed,
stamped envelope. Address her in care of
Tue Dance Macazing, 1926 Broadway,
New York City.

STAGE DOOR

(Continued from page 21)

is only this high and her tiny legs are
shaped you know how.

Her tap dancing is better described as
sounds that come from an expert trap-
drummer sticks or the rata-tattat of a
machine gun. She fascinated these orbs.

Roy Mack, by the way, who brought
the lass here after she toured with Henry
Santrey’s crew, is in London where he
staged Mr. Cinders for the Williamson
Limited. Mack started his career with
Gus Edwards, managing vaudeville acts for
the famous song builder. Then he re-
mained in Chicago where he supplied that
town's better cafés with smart floor shows.

His revues at the Rendezvous and the
Mirador are excellent entertainments and
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the Mirador group, which features an
almost all nude ensemble, is attracting
heavy attendances. Evelyn Martin heads
the cast at the Mirador. She was recently
with George M. Cohan’s Billie company,
stopping the proceedings often with her
adroit dancing.

The great theatrical depression, you
might have observed, did not bother the
musical comedies. I mean the good ones.
I shall have to speak to the mother of
Waida and Gloria Winchell about this.
Walda is only twenty-three months, but
Gloria does something every now and then
that resembles a Moran and Mack hoofing
arrangement. There's gold in them thar

jills!
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Absorb
Cold Cream

this way
don't rub it in

IRT, germs, powder, rouge cling to
cold cream. Harsh towels, old pieces
of unsanitary cloth send these beauty-
destroying accumulations down into the
pores. There they cause blackheads, en-
larged pores—all sorts of troubles thatyou
can avoid by removing cold cream the
right way . . . with Kleenex Cleansing
Tissues.

Kleenex comes in fine, thin sheets of
white tissue. It is especially absorbent.
It lifts all the dirc from the pores along
with cold cream. You discard it after
using once—yet, using three sheets for a
treatment, it costs only a few cents a day.

If you haven't yet used Kleenex let this
free coupon bring you a sample package
by return mail, Fill it out now and mail it.

Kleenex

Cleansing Tissues

TD-3
Kleenex Company, Lake-Michigan Bldg.
Chicago, Illinois. Please send sample to
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Notice To Dancers

v v
v

Recital Management

Arthur Judson

specialize in service to dancers
who are desirous of
presenting their
art in

NEW YORK RECITALS
v

For information and available dates in New York Theatres,
communicate with
Recital Management Arthur Judson
George Leyden Colledge. Director

113 West 57Tth St., N. Y.

Steinway Hall Circle 7366

Grace Cornell and Frank Parker

Captivated New York

Even as They Captured the Capitals of Europe.

“Grace Cornell is at once eloquent and exquisite, charming in her dancing,
and fascinating in her delicate grace.” —New Tork American.
* £ * * *

“Frank Parker in his Chanson Mimées proved to be a highly ingratiating
artist with poise, authority, and a keen sense of humor.”—New Tork Times.
* *® * * %

“In her debut at the Booth Theatre Grace Cornell justified expectations
aroused by reports of her success in Europe. It would be no exaggeration
to say that with her first appearance she stepped into the front rank of
American dancers . . . FranE Parker has a delightful sense of the satirical,

and the songs which he has gathered are gems in themselves.”
—New York Evening World.

* * * ® *
“Grace Cornell captured her audience here completely.™
—New York Evening Graphic.

* * * * =

“Grace Cornell has something which most dancers have not even dreamed
of possessing, save the very few—the greatest of them all. She has the
soul of an actress . . . She is in the Charlie Chaplin class, not because
of her comedy nor because of her screen possibilities, but because of the
true inwardness of her art; its sincerity, and far-reaching effects.”
-—Charles D. Isaacson, New York Morning Telegraph.

* * * * *

“Program characterized by smartness and good taste. Handsome costumes,
decorative scenery, a Russian choir and a string quartet with pianc
employed with fine effect.” —New York Times.

* Ed * *= »

“As elaborate and as effective a recital of dance interpretations as has
been seen hereabouts for some time."” —New York Evening Sun.

Sunday Afternoon
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| (DANCING ¢ MOTHERS—
and (GRANDMOTHERS

(Continued from page 29)

Mrs. Astor was not only wealthy in her
own right; she married one of the richest
men in America, owner of blocks of real
estate scattered all over New York City,
valued at millions upon millions. At New-
port each summer, and in town each win-
ter, Mrs. Astor delights in dancing.
Slender and sinuous, she has the ideal
dancing figure, recalling that of Mrs.
Vernon Castle at her prime.

Mr. and Mrs. Arthur Iselin are veritable
pillars of conservatism at Katonah, New
York, where Mrs. Iselin, who was Eleanor
Jay, represents the fifth generation to live
in Bedford House, built by her ancestor,
John Jay, first Justice of the Supreme Court
of the United States and once Governor of
the State of New York., There is a married
daughter, Mrs. Guy Pascal, and an un-
married one, Eleanor Iselin.

These young women have inherited
beauty and charm from their mother, and,
thuswise, from their maternal grandmother,
Mrs. William Jay, who was Lucie Oelrichs.
Mrs. Jay has long been a factor in the best
society of New York and Newport, and,
when Mrs. Oliver Belmont, as Mrs. W. K.
Vanderbilt, gave that famous fancy-dress
ball in March, 1883, the venturesome
hostess was befriended and assisted by
Mrs. Jay. Our portrait shows Mrs. Jay as
*Folly™ at a smart function, the Delmonico
Ball, in 1875. She gave me this photograph,
along with many others, after I had shown
her some of my society portraits at her New
York apartment. That was in the spring,
and when next we met it was early summer
at Newport, at the home of her brother,
Charles May Oelrichs, father of the
Duchess of Mecklenburg-Schwerin and
Mrs. John Barrymore (“Michael Strange™).
Mrs. Qelrichs, a most gracious hostess, had
me show some pictures to Mrs. Duncan
Cameron, Mme. de Riano, wife of the
former Ambassador from Spain, Truxton
Beale, former Minister to Persia, and
others.

Back in town, I went over these photo-
graphs with a cousin of Mrs. Jay and Mr.
Oelrichs, the handsome and stately Mrs.
Carolyn Kane Wright, who also gave me a
bundle of pictures. Mrs. Wright's
daughter-in-daw, Mrs, William May
Wright, has presided at many brilliant en-
tzrtainments, including a Circus Ball this
winter and the winter before, pictures
of the guests being reproduced in the
roto sections of the Sunday papers.  These
included Mrs. Cornelius Vanderbilt, Mrs.
Graham Fair Vanderbilt, Mr. and Mrs.
Jay Gould, and such stage stars as Ima
Claire, Jane Cowl, Alla Nazimova, Ruth
Draper and Lady Robert Peel (Beatrice
Lillie).

Another souvenir of the Delmonico
Ball of 1875 shows Mrs. William P.
Douglas, who owns a stately mansion on
Park Avenue, one of the finest in Murray
Hill. Originally Adelaide Townsend, Mrs.
Douglas is seen in our portrait as Neptune's
Daughter, discreetly clad in voluminous
skirts and carrying a trident. This picture
was given me as one of many abstracted at
random from an old family album, and was
not labelled. It was later identified by an
intimate friend of Mrs. Douglas, Mrs.
James W. Markoe, one day at tea at the
home of Mrs. William Seward Webb.
Mrs. Webb was originally Lila Osgood
WVanderhilt.

Mrs. Douglas is the mother of J. Gordon
Douglas, whose sons are popular in junior

dancing circles, and of Mrs. William
Fitzhigh Whitehouse, wife of the former
Senator from Rhode Island. At Newport
the Whitehouses occupy the impressive
mansion, Stone Villa, epposite the Casino,
inherited from the late James Gordon
Bennett, former owner and editor of The
New York Herald. Although Mrs,
Whitehouse does not “dressup” as
Neptune's Daughter, she too enjoys danc-
ing, and each summer is encountered at
balls. Mrs. Douglas has a sub-debutante
granddaughter, the namesake Adelaide
Whitehouse.

In the 70's and 80's the most famous
theatrical organization in America was the
Augustin Daly stock company, in New
York. Ada Rehan was the star, John Drew
the leading man, and Edith Kingdon the
ingenue. Qur rare portrait shows Miss
Kingdon in her theatrical days. Although
we beam upon her beauty, we chuckle over
her bustle!

Miss Kingdon hailed from PBrooklyn,
and was wooed and won by a young
millionaire, George Gould, son of old Jay
Gould, a power in Wall Street. Mrs.
George Gould left the stage, and entered
society. She presided over a mansion in
town, (now the home cof the dowager Mrs.
Vanderbilt), and a wveritable palace at
Lakewood, New Jersey. She was a loyal
wife and a devoted mother, rearing a large
family.

One daughter, Mrs, Henry A. Bishop,
Jr., was for a time a professional dancer.
Another daughter, Mrs, Carroll L. Wain-
wright, was photographed at a fancy-dress
ball at East Hampton last summer, in
Spanich costume. The other daughters are
Lady Decies, of London, and Mrs. An-
thony J. Drexel, of Biarritz. The late
Mrs. George Gould has a namesake grand-
daughter, the debutante Edith Kingdon
Drexel. I gladly complied with the re
quest of young Mrs. Jay Gould., and
supplied her with copies of three rare
portraits of her mother-in-law.,

It is indicated in Holy Writ that a
prophet is without honmor in his own
country, but this ruling evidently does not
apply to a prophetess or an authoress. For
Edith Wharton, of New York, is not only
recognized as a literary light in her own
land, but also in Paris, where she spends
most of her time, she is regarded as an
outstanding figure in American letters, and
she is also highly esteemed in Engjiand.

Many of her novels, generally best
sellers, have dealt with New York society
of “'the Elegant Eighties,”” a time and place
Mrs. Wharton is especially competent to
cover. For, at that period, she was a
conspicuous figure in the world of fashion.
One of her stories, The Age of Innocence.
describes the social life of the metropolis in
the phase of brownstone mansions, hansom-
cabs, small waists and long trains.

This winter Katherine Cornell starred
on Broadway in a dramatization of this
novel.

The portrait herewith reproduced shows
Mrs. Wharton as the very persenification
of that era, and was given me by a social
celebrity, with this authentic recollection:
* At that time it was not considered quite
‘the thing' for society women to have
brains, and we were all rather afraid of
Mrs. Wharton! Just as we were all rather
afraid of the late Mrs. Van Rensselaer
Cruger, who wrote novels under the
nom de plume, Julien Gordon. Both ladies
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left New York, and settled abroad, Mrs,
Cruger died, but Mrs. Wharton happily
survives!™

Mrs. Wharton, in her ball-dress of
forty-odd years ago, was sharpening her
wits for repartee in the ballrooms of these
then undreamed-of times! . . .

If the present generation marvels at the
portraits of mothers and grandmothers
Ifrescr\'ud for posterity in my gift-c to the
New York Historical Society, when the

Stokes children of that highly original
society woman of Washington and New-
port, Mrs. Benjamin Royal Holcombe,
have children of their own, they, in turn,
may marvel at the picture of the former
Margaret Fahnestock, heiress to millions,
in a costume worn at a fete in Washington.
As “Abzinthe,” Mrs. Holcombe, at that
time Mrs. Sylvanus Stokes, wore an
amazing robe and a towering head-dress.

* ¥ #

eMyY eMEMORIES of e MAURICE

(Continued from page 38)

His sarcasm to strangers often led me to
think the reason he was that way was
merely because they did not understand
him.

I was going to have a baby, and to
Maurice, the fact that I was about to be a
mother was too wonderful for words. He
had already started to visualize the baby.
He said, “Darling, when we are finished
here in America, we will go to Paris, and
I want you to see all the beautiful things.
I never want you to go to a café, because
I know that :f}'ou do what 1 say, the l\'ih}‘
will be simply wonderful. I want you to
attend all the exquisite concerts, and see
all the beautiful paintings.”

We went to a movie in New York, and
a girl in the elaborate prolog danced The
Dying Swan. When she had taken her
bows, Maurice turned to me and said,
“You know, our baby is going to bea girl,
and I shall eall her Gaby, and I am going
to teach her to be the most graceful thing
that ever lived. I shall teach her when she
is just beginning to walk.™

He was the dreamer . . . always. Then
I was taken sick, losing my baby, and I
know, as I look back, it was another great
disappointment to him.,

Maurice became ill. We went
Switzerland, and suddenly I saw he was
too weak to dance anymore. In my heart
of hearts I knew he would not live if he
could not dance. Yet, it was impossible
for me to imagine him dead, gone.

One day we took a buggy ride in
Switzerland. As he gazed at those beauti-
ful, powerful mountains he said, “"How
strong they are and how pretty. Ewvery-
thing is always flitting in this life, but
they always stay. Why can’t we be like
them?"

Anather time, before going to Paris on
a business trip, 1 brought him a bunch of
lilacs. Upon arriving in Paris, a letter
from Maurice awaited me. He wrote,
“My pretty flowers are all fading and
dying. I guess they have a broken heart,
like me.”

He would sit looking at a rose, and say,
oh, so sadly: “Look Angel, what a beauti-
ful rose—why can’t life be like that?"

He grew worse. The doctors said 1 was
risking my own life by staying with him.
But I forgot all about myself. If God
punished me for being with the man I
loved, then it isn't the God I know. 1
would not leave him. He was sick from
February until May. Disappointed with
life, and I know why. Poor Maurice.
Broken-hearted because people never be-
came what he thought they should be.

I helped to give him oxygen. Aslong as
he breathed I could not believe he would
die. 1 thought he must get well. For
Maurice to be gone was something that
just could not happen!

His face grew so thin; so faded looking.
His eyes were sunken away, way deep into
his head. He was as pale as his white
pillow. One day he asked me to call in
some friends of ours, and to my terror he

to

calmly said to them. “Itis all over. Take
care of my little Angel.”

The maid began to cry as she fixed his
p:i“t"“\'-

He looked at her.

“Bea good sport,” he said. “Don’t cry.”

1 sat by his bedside six nights and six
days. Holding on to a last ray of hope,
never daring to leave him. Just forty-eight
hours before he died, I walked to the
window,

“Eleanora,” he groaned, “*you have a run
in your stocking,™

A day later I stood at the foot of his bed.
I saw him stare at me.

“Maurice, can't you see me?"" I asked.

“Just your hair,” he murmured. “But,
darling, I don’t need to see you. I can
close my eyes and see you.

An hour passed.

“What time is it, dear?”” he asked.

I told him, adding, “It’s getting dark,
why don’t you have a nice sleep?"

“Yes, dear,” he answered, "I am going
to have a good night’s sleep.”

He was sinking rapidly, and I stayed
right by his side,

Suddenly 1 cried, “Don’t leave me,
Maurice!™

And he said, “I will never leave you,
Eleanora, 1 will always be with you.”

A friend of mine called from Paris, and
[ went into the room to answer the tele-
phone, when I saw the maid run for Oscar,
my brother-indaw. I dropped the “phone,
ran back to Maurice, lifted him up, and put
my arms around him as he died. Died in
my arms, and lam not sorry.

Then my nerves snapped and I screamed.
I was in a trance for over a week, and
cannot remember anything. I know Rubye
de Remer came to me and made arrange-
ments for his funeral, and they say I gave
instructions that he should be buried. as
only Maurice would want to be buried.
In his dress suit, and wearing the red
carnation that he always wore when he
danced.

So he lived . . . and died . . . a great
dancer. Many performers will come in the
future. But no one will take his place.

For me, Maurice was the beginning and
the end. What happened before we met
does not mean anything in my life, and
now nothing matters. Icould never, never
dance with another partner.

If I had his child I would not marry
again, and I cannot marry unless I find a
man like Maurice. I fear that is impossible.
He taught me the secret of living, that
there is something in life besides dollars
and front page glory, and that something
is . . . beauty. The successful men I meet
have all lost that extreme appreciation of
love and the beautiful things in life.

The only way I can continue is to keep
my mind occupied. I intend working.
For a year I have lived in the past. I
cannot live like that any longer. I have
neither the child nor him, but I have the
memory.
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“You ask about Salome and the Seven
WVeils? 1 have a book which was written
and compiled by a German named Hugo
Daffner, and which contains every possible
reference to Salome in art and literature.”
He added this to the rapidly-grow ng heap
inmy lap. Fora long time I was si :nt over
the charming delineations of the lovely
Salome. For hundreds of years artists had
been using her story as inspiration, and |
was surprised at the volumes that had been
written about her,

“I really believe that Salome has been
a much misunderstood girl. Some modern
poet has put it very well, when he told
how she danced, not for Herod, but be-
cause of the watchful eye of her mother.
And in the last line of the poem she cries
herself to sleep because of the great and
terrible events which have been going on
around her . . . and which she does not
understand.™

“What," I asked, “would you say is the
best book on teaching the dance . . . the
book which would be of most value to those
who wish to help their students to the
fullest extent?"”

Graham busied himself in the stacks of
books again. He reappeared with a book
in each hand, and laid The Dance, by
Newell and Doubler, and Harmonic
Traming, by Alice Bloch, on my knee,
“These are equally good,” he said. “The
Germans are apt to be more fundamental,
to insist on a better foundation. Certainly
the most interesting thing in dance circles
today is the Laban movement in Germany.
I have several books dealing with it, but
it still remains for some writer and artist
to catch the fuller meaning of this new
dancing.”

That brought up a question that had
long been on my mind. “"Mr. Graham, do
you think that a dance can really be
written? In other words, can the art of
the dance be transposed into literature?

“In a way, yes. Of course, words are
lifeless things in comparison with the
dance. But there once lived a man named
Blasis; he and his sister were dancers, and
his whole family was as stagey as the
Barrymores. Blasis wrote a book, a long
long time ago, called The Art of Dancing.
And that book stands today as the best
example of the dance itself in literature.
Blasis described the dances of which he
wrote so accurately and thoroughly that
they can be easily and clearly duplicated
today. He caught the true spirit of the
dance, and put it in words. Others have
been morz or less successful.”

*As you know, The Daxce Macazine
has been advocating the compilation of a
Dictionary of the Dance. What do you
think of thz idea . . . is there need for such
a volume?"

Mr. Graham nodded. “There are many
good ones in French and German, but
these are not up-to-date. Blasis, of whom
we ware speaking a moment ago, has
written the most complete one. I should
think that standardizing the phraseology
of the dance would be an excellent thing.”
My host went on bringing out volumes as
he talked, until I was fairly surrounded by
a sea of dance-lore.

There was a boock which should be as
valuable to the dancer as it was interesting
to me. The name of it is Master of the
Russian Ballet, by Olga Racster. There is
an introduction by Anna Duncan, and the
book is, in reality, the memoirs of the late
Cav. Enrico Cecchetti. The book is rich
with the reminiscence of fifty years with
the Russian ballet, first as danseur and
then as teacher. Cecchetti lived a life rich
in expressicn and experience, and the book
is fascinatingly human.

**It seems that most books written about
the dance, in any language, are called
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Art of the Dance. 1 have dozens of
copies with that title, some histories,
some treatises, and some compilations
and collections of pictures.  If they are
not called by that name, they are titled
Art of Dancing. Perhaps the most in-
teresting of the latter is this.™”

Graham handed me a thick and yellowed
little book published in 1776, and written
by Giovanni-Andrea Gallini, a London
dancing master, It is amusing to note
what Gallini wrote of the dance in Africa.

“The spirit of dancing prevails, almost
beyond imagination, among both men and
women in most parts of Africa. It is
even more than instinct, it is a rage, in
some countries of that part of the globe.”
Black Bottom!

*No dancer has been more fortunate
in regard to pictorial representation than
the lovely Lydia Lopokova,” pointed out
my host as he laid an open volume on my
knee. The frontispiece of the book on
the dancer was an excellent portrait
sketch by no less a master than Pablo
Picasso himself. “The lady was sup-
posed to have been engaged to Heywood
Broun, but she ran away with a politician.”
Which may explain something of the
columnist’s dislike for what is sometimes
called statecraft.

The books began to come thick and
fast. There were serious and humorous
German books, such as Oscar Bie's Jazz
und Shimmy. There was Gustave Welters
Eloge de la Dance. There was a large
and engrossing volume full of lovely hand
water-color plates by August Edelmann.
I spent some time with the Natural
History of the Ballet Girl, by Albert Smith,
a charmingly obsolete work. It is in-
teresting to note how soon some volumes
on the dance became out-of-date, and
how others, written long before, retain
their original freshness because they deal
with realities and fundamentals. So
many books on the dance are merely
journalism . . . so few are literature.

Among the latter is the particular
book in Mr. Graham’s collection which I
considered the most interesting. It was
written and illustrated by George Groslier.
a French artist who was sent to Cochin-
China by the government to interpret
the Cambodian dance. Danseuses
Cambodgiennes is the result.

This book is crammed full of the loveliest
sketches imaginable. They run from
full page size to the tiniest decoration,
and each is vibrant with feeling and
color, The beauty of the young dancers
and living qualities of their dances have
been imperishably caught by the genius
of the young artist. There are whole
pages of drawings of hands alone, showing
the methods used in training the fingers,
and in securing the peculiar flexings of
the hand which is so characteristic of this
style of the dance. There was no book
in the collection with superior dance
illustrations, and I can imagine none
which would be of greater value to the
dancer interested in the Oriental.

A novel has been written which deals
exclusively with the dance and dancers. . . .
The Dancer of Shamahka, by Armen
Ohanian. It deals with the life story
and struggles of a young Armenian dancer.
But as a rule, the dance does not appear
in fiction to any great extent.

Many of the French books dealing
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with the dance are lightly humorous.
Among the best of these is Eh Bien,
Danse Maintenanz, by André de
Fouguieres. This book is flled with
colorful sketches of ballroom dancing, in
the modern manner. For the caricaturist,
the dance offers untold opportunity for
lampooning.

Mr. Graham showed me the original
copy of Vaslav Nipnsky by Montenegro

. the copy once owned by Nijinsky, and
which still contains his autograph. This
book too is full of gorgeous color plates.

“What book of all your collection do
you like best?™ It was a difficult question
and Mr. Graham pondered a moment.

Then he shrugged his shoulders.
“Right now. I should say Isadora Duncan’s
My Life. It is the book [ show most.
And yet it is usuaily the last dance book
which I care most for. Probably the
next lot that comes in will have something
absolutely new to absorb me."" Graham
quite evidently gets a great deal of per-
sonal pleasure from his collecting, as well
as from showing his books to those who
are interested. From all over the world
friends send him books on the dance, so
that the collection now represents the
labor of many.

The only other collection of a similar
type, so far as Mr. Graham knows, is in
Buffalo, the property of the editor of
The Two Step, a trade dance publication.
He would, I think, be glad to compare
notes with other collectors of dance
literature.

Among the prizes of Mr. Graham's
collection are a few volumes written
with a supposedly high moral purpose
by a retired dancing:master named
Faulkener. They point the dreadful
effects on youth and virtue which are
caused by the “round™ dance, in which
the couple hold each other in their arms
and move “to the voluptuous strains of
the degrading waltz.” Professor Faul-
kener spared no pains in disclosing the
horrors ot the dance in his paper-backed
treatises. These books, now quite out of
print, are an interesting example of a
point of view now fortunately almost
extinct in this country.

1 had spent literally hours among the
collection, and when at last 1 looked up
from the heap of volumes around me, it
was to view something which brought
me to with a jar. Mr. Graham was
holding out to me a copy of the Butcher's
Advocate, a green-covered trade magazine.
With a smile, he explained that in business
hours he is its editor! When I stammered
my surprise at the odd combination of
pork chops and ballets, he held up his
hand.

“Worse than that,” ke said, "1 was
one of the authors of Trade Mark Laws
of the World, a book which you may have
missed in your reading. And much of
my work has been in export trade, foreign
banking, and kindred prosaic subjects.™

I looked around the crowded studio,
magnificent in its disorderly bookishness.
There were oil paintings in heaps . . .
originals by Sargent, James Stark, Con-
stable, and Poussain. Indianand Japanese
prints were everywhere . .. little statuettes
of dancers . . . a bronze Siva which might
have been Shawn on the cover of a recent
Dance Macazine. . . . Somehow the
place spoke that its owner was as much
of an artist as a connoisseur. There was
no note of trademarks and foreign banking
here.

I can think of no more interesting place
for the dancer or for one interested in
the dance than the high-ceilinged studio in
University Place. And nowhere could
there be a more gracious and charming
host than W. B. Graham.
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The next striking new feature that im-
pressed me was the outspoken air of
masculinity. The new ballet is just as
much a masculine institution as the old
ballet was a feminine show. The Red
Poppy is a distinct ballet of men, as all the
leading solo dances and the star role are
performed by male dancers. Thus, for
instance, the Chief of the Harbor, per-
formed by I. Sidorov, the star role of the
Soviet Captain, danced by A. Bulgakowv,
the Adventurer, danced by I. Smoltzov,
the Innkeeper, danced by Mazkevich, the
Clown, danced by V. Riabtzov, the
Fenix-bird, danced by N. Messerer, the
English Diplomat, danced by V. Chudinov,
and so on, are all male roles with marvelous
opportunities and individual differences,
such as no other ballet ever displayed.
There are only two outstanding feminine
roles—that of Toa Hoa, the Chinese
demimondaine, danced by Ekaterina Gelt-
zer, and the Chinese cabaret dancer, per-
formed by Mlle. E. Ilishenko—of im-
portance. Even those are merely of
secondary importance and hardly stand up
against the dances of the males. Aside
from those, all the big ensembles in the
new ballet—the dances of the sailors, the
coolies, and the soldiers—are distinctly
masculine displays. Instead of flirting
ballerinas, you see hercic men with dis-
tinctly manly steps and movements.

The tremendous difference of the new
ballet becomes more impressive when we
contrast the situation in the light of the old
traditions where the prima ballerina or the
corps de ballet were the main attractions.
Everything in Coppelia, Les Sylphides or
The Swan Lake, those standard ballets of
the past, breathed femininity. They were
built on romantic ideals of feminine fas-
cinations, Male dancers were mere
marionettes. In the old ballet a Ksheshin.
skaya, a Karsavina or a Pavlowa were the
whole attraction, whereas a Mordkin, a
Volinine or a Sidorov were merely their
supporters.

*The romancing ballerina is no longer
an attraction to our proletarian audiences,”
explained to me Mme. Geltzer, the prima
ballerina of the Moscow ballet. “Our
public worships heroic men. The ballerina
plays a secondary role with us. Our on-
lookers want action and dramatic ex-
pression. We are going from an effeminate
salon style of prescribed smiles and
spinning-wheel-like ballerinas to the kinetic
actualities of our daily life.”

From my close association with the
leaders of the Soviet ballet in Moscow I
learned that the new tendency of the
institution was the symbolic display of the
contemporary life—as far as possible, and
no longer the same familiar love story, the
same stereotyped posing and flying that
was so characteristic in the past.

*QOur tendency is to echo the tempo of
the time,” explained to me Mr. Lasht-
chilin, the ballet-master and stager of The
Red Poppy. **We are anxious to get away
from the old hackneyed poses and steps of
prescribed mannerism, and get closer to the
modern drama by displaying dramatic
postures, individuality, modern dynamics
and all that goes with our mechanical age.
We are no longer dancing to the loafing
bourgeois rich, but to hard-working
proletarians. We do not emphasize so
much the idea of amusement as we do that
of a dramatic cult and intellectual awak-

ening.”
I remarked on that occasion to Mr.
Lunacharsky, the Commissar of the

National Stage, that the Grand Ballet
Proletaire was becoming more an American
institution by trying to produce what the
public wanted.

“Not at all,” replied the Commissar
resentfully, “While we have come down

(Rep Russia
(RerorwMs ITs
(BALLET

(Continued from page 33)

The latest portrait of Reinhold

Gliere, founder of the new

Soviet Ballet and composer of
The Red Poppy

from the classic aristocratic ideals in the
spirit of productions, we will in no way
let the commercial considerations control
our ballet. We do not care whether our
ballets are profitable business propositions
or not. It so happens that The Red Poppy
is a tremendous financial success besides
its national moral appeal. It is a great
money-making production. But that is not
our aim at all, in general. Neither do we
care what in your American sense ‘the
public wants.” We will produce what we
believe the public should like. Our attitude
in the matter of subject is and remains
dictatorial and not commercial. Commer-
cialism in dance like commercialism in love
is perversion. Commercialism will ruin
the stage and the dance. From our pro-
letarian point of view, a dancer, like every
other artist, is a dictator. Genius and
virtuoso must dictate to and not flatter,
the public, as is the case with the art of
the bourgeois West and America. The
esthetic evolution is built on esthetic
dictatorship, but not on the idea of what
the public wants.™

As under the rule of the czars thus now
under that of communism, the ballet is a
dictatorial national institution and func-
tions like the national theatre, under the
management of a special board of directors
in the Department of Fine Arts. The cost
of maintaining a national grand ballet in
Moscow and another in Leningrad, to-
gether with the ballet schools amounts to
something over eight millich rubles an-
nually, which does not include the ex-
penditures on the ballets in Kiev, Tiflis
and other leading cities.

As before thus now the ballet is a
popular attraction to Russian audiences.
In Moscow, for instance, the Grand Opera
usually performs two ballets every week,
besides the regular operatic repertory,
which are always packed with people.
There are a number of private touring
ballet stock companies which even wisit
the big cities outside of Russia. The well-
known Diaghileff Ballet was originally one
of such private stock companies.

Most of the ballets performed by the
new institution are partly the same old
ballets that figured in the repertory of the
old Grand Ballet Russe, only staged
differently. A number of new ballets
have been taken from the old operas, as
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Snegourochka, Carnaval, Saltan, et cetera.
A number of ballets composed by Stravin-
sky, such as Petrouschka, L'Oiseau de Feu,
et cetera, are on the regular list of produc-
tions. Among the new ballets of dis
tinctly Soviet school can be named Chrisis
and The Red Poppy by Gliere and The Love
of Three Oranges by Prokofieff. However,
by far the most typical new ballet is and
remains Gliere's The Red Poppy, which is
considered the cornerstone of the Ballet
Proletaire.

The Red Poppy is built on the theme of
the Chinese revolution and takes place in
a Chinese harbor city. It is in three acts
and eight scenes, Onental and yet modern
in its choreographic and musical treatment.
Gliere spent a long time in China and
Mongolia collecting all kinds of folk dances
and popular Chinese melodies for his work
and made a special extended study of the
Chinese harbor towns. He was com-
missioned by the Commissariat of the
Stage to work out something of a classic
nature for the ballet, and so he spent
nearly two years on composing his Red
Poppy. It is built on a theme of a Russian
captain and his sailors arousing the
Chinese coolies to revolt, and Mr. A.
Bulgakov, in the role of the captain, per-
forms the star role in the ballet. Tao Hoa,
a pretty Chinese courtesan, is employed
by the Chinese chief of harbor and the
British diplomatic agent to make love to
the Soviet captain and poison him with a
drink. She reveals her plot at the critical
moment, after her seductive dance, and is
killed by her Chinese lover. While about
to die she pulls a poppy from her breast
and dips it into her blood and reaches it to
the coolies as a symbol of the revolution.

This new ballet is a vivid series of
dramatic pictures with striking Oriental
and conventionalized modern dances. You
see constant action, either in solo dances,
mass ensembles or strange kinetic tableaus
in original displays. Acrobats, coolies,
sailors, fantastic creatures of the Fast,
international society, Chinese conspirators,
appear and vanish like a kinetic kaleido-
scope. It goes with a tempo that is
staggering.

This Gliere ballet is classic in its
modernistic structure and does not display
any so-<alled ultra-modernistic styles,
neither does it prescribe any mechanistic
dancing, as was popular only a short time
after the revolution. It is perhaps closer
to folk dancing than any other order by
being simple and yet colorful.

The scenery and costumes of The Red
Poppy are by Mihail Kurilko, the best
known of the new Russian scenic artists.
Besides Kurilko, the scenic creations of
Alexis Stchussev, M. Yakovlev and
Golovin, all artists of the rather con-
servative semi-nationalistic school, are
noteworthy. Like the futuristic painting
and music, thus the futuristic scenic art
had a short duration in the Soviet re-
publics. It no longer even exists, except
perhaps in small circles here and there.

The leading ballet masters of the Mos-
cow ballet are V. Tihomiroff, L. Lasht-
chilin, and A. Bulgakov and the most
popular dancers are: A. Bulgakov, L.
Mazkevich, M. Larionov, M. Messerer,
I. Tarasov, V. Riabzev and V. Chudirov.
Of the ballerinas can be mentiored:
Ekaterina Geltzer, I. Ilishenko, G, Sturmer,
K. Petipa, V. Vassilieva and O. Niko-
laidis,

Taken as a whole, the Grand Ballet
Proletaire has swung from the classic
romantic to a ritualistic heroic type. It
displays not social diversion butan allegory
of the contemporary life. Like a new
kinetic pantomime it moves in rapid tempo
within classic choregraphic forms.

* ok *
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on their heads, had kicked the theatre. In
1921 1 found no dancing in the zarzuela,
because the zarzuela was extinct. Dancing
still served as an added attraction to plays,
but no longer was of the play. Vaudeville,
feverish with “Spanish” dances on the
points and Spanish dancers transformed by
speed into jumpingjacks, had added the
now omnipresent Gypsy. The well-
grounded, clear-sighted young vetary of
¢l baile cldsico, however, had vanished. In
her stead was a young woman ill-grounded
and foggy-minded, destined nevertheless
to an importance perhaps greater than was
realized even by her complacent self.

Several of these newcomers, all of a type,
had possessed themselves of seats on the
pedestal of the purest art—where they
still preen themselves unmolested and ad-
mired. Their claim to consideration is
authenticity; which has a veneer of truth.
It is wholly true that they have admirable
costumes, agreeable personalities, beautiful
faces and, most natural consequence—
success. The great influence thus estab-
lished is augmented by the press. Re-
peated suggestion has created a general
belief that these indolent-minded though
commercially acute little beauties are a
species of modernized vestal virgin piously
nursing the sacred flame of their nation’s
best choregraphic ideals.

As a matter of fact, they are counter-
feiters. Except in the crudely amateur
sense that regards only routine, theirs is
not Spanish dancing at all. Undertaking
both Classic and flamenco, dull perception
and technical incompetence have led them
into a mixture of the two styles; a mixture
in which both ingredients are denatured,
which moreover is wholly without vitality
or character in final result.

Their insipid “flamenco” we may dis-
regard; the Gypsies will take care of their
own. Our concern is with the Classic.
Assertive with castanets, tacomeo and
manton, vainly strutting and graceful
without meaning, the new so-called classic
recalls descriptions of the corpse of a
murdered monarch shown in the palace
window and made to waggle its limbs in
semblance of life, to fool the populace. So
completely does the current counterfeit
classic lack strength and decision that it is
reduced to the feeble prettiness suited to a
high school entertainment. As to being an
instrument for the expression of grand
motives, it is a question whether it is
capable of expressing any thing at all. For
the Toledo blade of the conqueror it sub-
stitutes a toy sword of pewter.

Success begets imitation. Quantita-
tively at least, it is this bastard classic
which, along with the flamenco, prevails
in Spain today. And that is not the worst
of it. The same flabby fruit of indolence is
swallowed by most of Spain and half of
Paris as the Dance of Spain. An earlier
paragraph coupled with existing condi-
tions the word “"decadence.” On my own
responsibility I should have disliked to use
a word at once so gloomy and so energetic,

Ghe CDANCE of
SpPAIN

(Continued from page 19)

It was selected by Maestro José¢ Otero.
“But,” you doubtless object, “we have
seen La Argentina. How can such a
school as hers be called decadent?” Fair
enough; and easily answered. First, La
Argentina is one of those supreme artists
of whom not every century produces even
one. Second, she is a product not of
existing conditions, but of an earlier and
demodé regime in which the student of an
art learned his trade. She is now one of a
little group on which the future of her art
is almost wholly dependent. And for-
tunate enough it is that, though few, there
still are those who respect and comprehend
the intent of the dance of Spain, know its
form and structure, and are moreover able
to demonstrate it. During the professional
life of these distinguished individuals the
necessary knowledge continues accessible,
and the immediate uncertainty as to the
art’s future becomes a question of the
critical intelligence of tomorrow’s public
and the quality of coming performers.
Meantime the dance itself, expanding in
scope under competent guidance and
broadening in interest, is developing.
Expansion, even conservatives admit, is
necessary. They largely agree, too, that the
new elements are to be found in the
Flamenco. Individuals approach the prob-
lem in various ways. But however diverse
their methods, it is notable that the best
brains are arriving at practically the same
result. One step—perhaps the first—is to
rid the Flamenco of exaggerations amount-
ing to vulgarities, while preserving its
oxotic flavor. In her dance from El Amor
Brujo, Argentina carries this purification
process to a logical conclusion: the result is
undiluted in character but of the nobility
which the Gypsy dreams he is doing,
rather than that which as a rule he really
achieves. Technically this dance is per-
haps prophetic: its movements are so
stylized—may [ say Hispanized?—that
certain of them seem ready and waiting
for adoption into the classic. Yet Argen-
tina’s classic has expanded without
borrowed material: analyzing old dances
down to their elementary movements, she
uses those movements as a free vocabulary.
A rich vocabulary she certainly proves it.
Pastora Imperio is a Gypsy, and the
ancient fandango is said to be of Gypsy
origin. In her recreation of it Pastora
keeps the gitana emphasis on physique;
yet, great artist and showman equally, she
has made a pleasing but not great arrange-
ment, unbelievably imposing by stylizing
its movements into definite and salient
forms. Juan de Beaucaire has a fandan-
guillo similar in composition to Pastora’s
fandango. Translating it into a pure
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classic, he minimizes physique and at
moments denies it completely. The com-
pensating release of added power for the
expression of idea, or motive, gives the
dance a wholly different meaning from
Pastora’s, and abundantly replaces her
rather material magnificence with an im-
pressive sense of majesty.

So much for current thought in com-
position and style; the above instances
illustrate what the good minds are doing.
As to the Spanish public, at least a nucleus
of intelligent interest of course remains.
But efforts High Life has made to “en-
courage” the dance have been scattered
and feeble. Interest may be helped by the
dancing incident to the Seville exposition
or it may not. Everything considered, a
suitable clientage seems most likely to be
found in America. Not among the hun-
dred million; the many are as they are,
always have been, and presumably always
will be. But among us is a fraction of one
million possessors of cultivated taste and
means to gratify it, and they have given
evidence of readiness to love good Spanish
dancing.

After the retirement of its present
worthy exponents, whence are to come
performers capable of carrying on the
dance of Spain in a fitting manner? In
Spain, as the world over (even to the
Orient, I am told), recent students work
in spurts, feverishly; but long-sustained
effort is beyond them; standards inevitably
will be adjusted to their incompetence.
But in America there undoubtedly isa vast
amount of unapplied vitality. Is it not
possible, then, that the first students to
recover the essential virtue of thorough-
ness will be you of America? Forward-
looking Spaniards, solicitous for the art,
regard you hopefully. It takes nothing
from the great honor to Doris Niles to
infer that King Alfonso’s invitation to her
to dance was in some part an expression of
hope in all the ambitious, intelligent young
dancers in America. Certainly Otero is
taking pains with his American pupils.

Salutation, then! and to you ambitious
of great things, more power. Of you who
set out to preserve the Dance of Spain, the
difficulties will try the soul. The sacrifices
will begin early and continue long:
whereas the hundred million require com-
paratively little of their entertainers, and
pay freely, the aristocracy of taste de-
mands the artistry of God's own angels,
and for art of less than divine perfection
pays little. For such as shall digress there-
fore from the long course, through neces-
sity or even through choice, let there be no
thought of censure. But for the few who
by toil and sacrifice become in goed truth
representatives of the Dance of Spain, let
honor be doubled! To the respect due
worthy artists they will in addition be en-
titled the gratitude of a world in need of
beauty; for they will have saved that
world from the loss of one of its very
great arts.

* k&

and wept, Only after she had danced
her pieces three times were the doors
unbolted.

The writer could not contain himself.
“How do you explain that?” he asked.
“Tt doesn’t seem quite natural for us here.
Rarely do we hear of grown-ups or even
children expressing half the ecstasy.”

It is very simple.” she began. “The
uncivilized people express themselves
mostly by gestures, the children are raised
on a language of gestures. Naturally,
they are as sensitive to gestures as you
are to words. Do you wonder then,
that they grasp the theme, the significance

(DANCE
(PIONEERING in the
CPALESTINE

(Continued from page 17)

of the ballet, so readily? It is as if you
were to recite a simple story to a group of
American children. They would beam
with understanding.”

Mme. Nikova's explanation was more
than corroborated by the fact that the
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natives have no use for technical dancing—
after all an artificially concocted form of the
dance. Plastic dancing, acrobatic dancing
or any other dance where technique is
predominant, has very little interest for
them. Give them pantomime, a ballet
where there is a story, primitive emotions,
comedy, ideas of life—universal languages.

That 1s precisely why, strange as it
may seem, the savage, the half-civilized,
man outshines a fully civilized person in
understanding the dance.

The Arab has barrels of what exponents
of our cultural hfe cry for—leisure! The
average Arab is not prone to much con:
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templation or study. He is miles away
from the big cities. There is no cir-
culating library around the corner and
the radio is just so many tubesful of
static to him. So he reverts to the dance
for relief.

In the harem, after supper, native
girls dance. In the villages on any festive
or religious occasion there is dance. At
least once a week, Mme. Nikova said, a
whole family—sisters, brothers, aunts,
uncles, and cousins to the nth degree in
all numbering from one hundred to two
hundred, assemble for the dance. To the
monotonous tom-tom of the drum or the
wail of the flute, the men in long white
cloaks go through the movements of a
semi-barbaric dance very similar to our
Indian dances.

The Bzdouins, a nomadic tribe, furnish
the most colorful spectacle of the natural
dance. On their mnational holiday,
*habimussa™ all the tribespeople garbed in
their costliest garments crowd the streets,
while men, chiefly soldiers, in loose-
fitting “habala,”” a most ornate costume
richly embroidered in gold, silver and
made of red, blue, silver, yellow and green
silk, dance on the bare backs of horses.
Wielding their flashing sabres menacingly,
they rouse the multitude to ecstasy, and
presently the whole street is a beautiful
medley of wild whirling humanity. Under
a sun that transforms the “habala™ to
rainbows of blinding color, all the men
and small boys throb with the dance.

The Arab devotes almost entire days
at once to the dance during the month
of Ramadan, another Moslem holiday.
In that month he must, according to
tradition, forsake his home for a bare tent
in the desert. He does not eat during
the day. But at 2 A.M. a cannon shot
is the signal for him to take his food,
At daybreak he resumes his religious
duties and the whole day is one dance
after another prayer.

In the cities where most of the popula-
tion is of Western origin, the dance is
considerably less spontaneous. Very rarely
can you see the real Oriental dance in
Jerusalem, in Haifa, or Tel-Aviv. In her
pilgrimages, Nikova has found that only
in Transjordania and Mesopotamia is the
species still extant. It was in the same
Transjordania that Nikova danced in the
harem of Emir Abdullah, who. incidentally
has little faith in his giant African body-
guard. The gentleman was fully armed
even while receiving the prima ballerina
of the Palestine Opera.

Before leaving the
persuaded Prince Hasbili, his chief
minister, to pose for a photograph with
her, herewith published. It was the
first time he had ever faced a camera
{Moslems are not to be photographed)
and he was evidently not more composed
than if the photographer had been a
firing squad.

Fresh from the Continent, her head
giddy with the virgin beauty of the
historic land, fascinated by such pic-
turesque adventures as these, the diminu-
tive Nikova, who had come to Palestine
only as just another engagement on her
dancing tour, planted her tiny feet deep
initssoil. When she set out for Palestine,
she had told her friends to return for her
at the pier a month later, but now it is
almost four years and except for her this
season’s contract with the Cosmopolitan
Opera Company in New York, Mme.
Nikova remains prima ballerina and ballet-
mistress of the Palestine Opera Company.

Nikova was born and trained in Russia
and, like many true artists before her, she
grew up on the dance. As a child she
was drawn to the dance. (That her
family disapproved was immaterial.) Every

Emir, Nikova .

experience of hers, all life about her, was
only one or another version of the dance.

Then one day Nikova was exceedingly
happy. She had joined the ballet at the
Bolshol Theatre in Moscow. In forty-
eight hours she found herself a success.
The rest of her career followed her dreams
very faithfully. Her many castles in the
air she found dance halls of brick and
ashestos filled with approving audiences,
in Germany, France, Poland, wherever
she went. Only the language was
different.

When she arrived in Palestine close
to four years ago, there was no ballet.
Operas such as Carmen and Faust, where
the dance forms an integral part of the
production, were put on minus a dancing
corps. It seems, as it was later illustrated,
that the country would not spare its
youth for art. There were orange groves
to be tended, homes to be built. No cne
more than Nikova felt the full weight of
this attitude. True, Jerusalem hailed
her in her first appearance. Its citizens
practically forced her to give the dance
more than its due in the opera. They
went so far as to demand dances in
operas which did not call for them.
But when the very same Nikova an-
nounced that she was opening a school,
that she was going to popularize dancing
to the point of weaving it into the pattern
of every child’s three R 's, enthusiasm froze.
Some protested there was more vital
work in Palestine. Others simply out-
lawed it as immoral and let it go at that.
Which was to be expected. At least,
Nikova expected it.

Unruffled, she set to work, the populace
at large indifferent if not defiant. Nikova,
however, had made allowances for even
the most unappreciative response. She
discarded the conventional subject for a
ballet, and, studying its life, she produced
a typical Palestinian scene. Nothing
more was necessary. The worst fears
of the ignorant and the sourest skepticism
of the intellectuals mellowed into kindly
satisfaction. There was, of course, none
of the anticipated immorality, or the
empty gestures of the common dance.
Its artistic, expressionistic values held
their own with the drama, spoken or
sung. A short time later, Nikova's
triumph was complete. Teachers not
only advised but ordered their pupils to
see and study her dance.

Again the apple of the public’s eye,
Nikova conceived the Biblical ballet.
She studied and restudied the Bible.
She visited the original scenes of many of
the episodes, studied them, and returned
with what she had been developing into a
native dance. Russia has its sombre,
heavy-hearted ballet. America has its
acrobatic, skyscraperlike dances. Pales-
tine, thanks to Nikova, will have its
Biblical ballet—a sort of Renaissance, if
you will.

As a matter of fact, broadcasting
that Renaissance to America was as
much reason for her visit here as her
engagement with an Opera Company.
Frankly, she is here to show Americans
what a beautiful country Palestine is.
Call her what you jolly well please— press
agent, even professional patriot—Mme,
Nikova cannot help championing a land
that fascinated her beyond all expecta-
tions.

Through the school which she has
opened in New York, Nikova hopes to
leave behind some of her conceptions of
the Palestine as well as of the current
variations of the ballet, plastic dancing,
and pantomime.

Palestine and Mme. Nikova have
become inseparable. She expects to
return in the early spring.

|
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Opera length semi-fashion lisle hose.

These prices do not include postage.
Special reductions on quantity orders.
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days before the revolution against Spain
was said to furnish the only opportunity
that wellbred young persons had for
flirtation. It is done to slow music, and is
really a dignified two-step. But at frequent
intervals the music changes and the

| couples stop dead, to converse in whispers

for perhaps one minute before a new quirk
of the band starts them going again.
Chaperones might see that the proprieties
were being observed during these inter-
ludes, but they could not hear what was
said. Secret meetings were arranged and
elopements planned in the pauses of the
danzon.

The son dance, after which the orches-
tras are named, is simply a modernized,
jazzed danzon. It is colored by the clear,
hard rhythms of Spain as well as the
throbbing tom-toms of Africa. There are

Wauen Cusa
(DANCES

(Continued from page 26)

no interruptions on the floor. It can be
rendered as indecent ragtime, or as a clean,
swift-moving social dance. The performers
at the Verbena made it seem pretty rough.

Variations which are scarcely known
even by name outside of Cuba, and which
wholly retain their primitive character,
include El Papalote (The Kite); El Can-
grejito (The Craw-Fish); El Hueso (The
Bone); La Caringa, La Maserivenga and
El Buen Limon.

Space is lacking to describe all of these
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dances, and El Papalote will have to serve
as an example. The girl is supposed to
represent a kite, attached by an invisible
cord to her partner. A nice effect is ob-
tained on a large floor. The man makes
gestures with his hands that imitate the
playing out of a kite, and the girl retreats
farther and farther from him. But when he
starts to pull inwards, she must obey. At
the finale, they are breast to breast, the girl
thrusting furiously against him in a vain
effort to get closer. Nor is it mere panto-
mime. A pattern of difficult steps is main-
tained throughout.

That night, as well as on subsequent
visits to Havanese cafés, I knew that I had
no more than scratched the surface of the
subject. But it was enough to convince me
that our artists could learn a lot from the
dancers of Cuba.

ducer, let us say that the designer pleases
himself about a chorus. But please a
chorus? Never! This is a matter of his-
tory. But the chorus, at least, has nothing
to say about what it will or will not wear.
And among other things it is employed to
wear clothes. The girls can yowl their

complaints and criticisms. These voeal

protests are the privilege of every chorus.
But that is all. Chorus girls can always be
depended upon for two things—to have
luncheon engagements or rehearsals when
they should be having fittings. In fact, Le
Maire is the one who most often gets the
fit.

“Please, Mr. Le Maire,"” says a sweet
little sister, “the boy friend from Chicago,
you remember the tall one? I'm lunching
with him today.” That means: will the
fitter please take her next? So her bodice
gets a few tucks, the skirt comes up a
little, while Le Maire gently reminds her
that the flowers she is fitting so neatly to
her shoulder are a hat and belong on her
head. You see, he really can’t be hard
with them. In a speedy show a chorus
does most of the work; it is the best
natured group in the world; most of the
girls are young, and, besides, where would
a designer be with no chorus to drape?

In every revue or musical comedy you
will find specialty dancers, and it is these
lithe young women and brawny partners
who usually terrify any costumer, es-
pecially if they do adagio work. The
usual kicking chorus, the dancers who do
steps in a swirl of chiffon, are a cinch. But
when it comes to decking a small girl—and
adagio dancers are always small—in a
girdle and brassiere of brilliants, it requires
nothing less than black magic to create
something effective and distinctive. Le
Maire has publicly declared to the press
that by clever arrangement of costume he
can make a large woman appear sylphike,
that he can heighten or shorten a woman's
stature, as he likes. But to make a slim
dancer, such as Natacha Nattova, appear
brilliantly costumed in a few strips of lace
or a hip-band is work, let him tell you. He
can create a dozen ideas for striking period
costumes while he is struggling over a few
adornments for a small dancer who must
be sparsely clad.

Here's the way studio chatter runs:

I want a dress,” announces Charlotte
Greenwood, of the reckless legs and blonde
humor. “What kind of dress?"” Charlie
asks. “Any old thing,” she says blithely,
falling into her reckless habit. “But any
old thing won’t do for you, Charlotte,” he
reminds her. ““Well,”” comes the solution
amicably, “'just make anything, only add a
few more inches,”” That’s Charlotte.

Le Maire calls Ann Pennington the
“odds and ends girl ™ because she has a
funny way of adding what she considers an
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individual touch to her costumes. He
always witnesses her opening nights with
a twinge of fear. For he is sure to find the
bow which he designed for the skirt resting
in her dark hair, or there will be a strange
flower or a bit of jewelry or a feather where
you would least suspect. It is this personal
touch, this different note, which is re-
sponsible for much of her success, she
declares. And Le Maire admits that she
improves his efforts to a marked degree,
and that his opening night fears are always
quite groundless. For she knows her bows,
does Ann Pennington.

Trini, the flaming Spanish dancer, last
seen in Take the Air, is addicted to boleros
(short jackets, such as bull fighters wear).
Every costume must have its bolero, and
Le Maire has an idea that it is a matter of
heritage and that somewhere in her coat-
of-arms you’'ll find a bolero,

When Le Maire designed for “The Lady
of the Orchids,” Mary Eaton, recently
closed with The Five O'Clock Girl, he
always noticed the particular care she took
with the slips and undergarments of the
costume. One day he asked her why
she was so painstaking with details that
many are prone to overlook, for obvious
reasons.

“I have a desire for perfection in all
things." she said. “So many people are
careful with things that show, such as their
clothes, their homes, even their lives. I
prefer an inner perfection, so you can
understand why I like the foundation of
my costumes to be perfect, while an out-
side garment that is lovely and quite satis-
factory for stage purposes pleases me per-
fectly. And then you know,” smiled the
fair dancer, “‘accidents happen. I might
fall on the stage or something.” Imagine
Mary!

And while on the subject of unmen-
tionables, I cannot refrain from mentioning
Pert Kelton, that saucy little dancer also
with Miss Eaton in The Five O'Clock Girl.
Le Maire has irrefutable proof that Miss
Kelton is an old-fashioned girl at heart.
For she wears underthings of stiffly
starched cambric in this day of slaze and
silk. Perhaps this seems impertinent.
After all, it's a designer’s business and
privilege to know these things.

Blonde Marie Saxon has a pleat complex.
Never has Le Maire designed a costume
for her, but what she leaves him with the
parting injunction: “*And don't forget the
pleats, Charlie, just a few.” What for?
How should he know? All he does know
is that if she wants pleats, she shall have

them. It's her dress.

Vannessi has a marvelous sense of color.
She is decidedly Oriental both in feature
and in coloring. She believes that a dancer’s
costumes are as important as her actual
dancing, and the great care she takes to
have every outfit just as it should be
reflects upon her own artistic genius.

When Beth Beri sails into the studio in
search of something in which to delight
audiences, then everyone knows that fun
will start. In addition to being beautiful
in a most unusual way, Miss Beri has a
tom-boy streak that breaks in delightfully
upon the strain of studio work. When the
slang expression, “the berries,”” had its run
a few years ago, Miss Beri capitalized
heavily in fun. One night, she claims,
when her mother and herself had left the
theatre after a perfcrmance, she remem-
bered she had left her bag in her dressing-
room. The doorman was new that night
and did not happen to remember the
dancer’s face. “But we're the Beri's,”
protested Beth, when all efforts had failed.
I don’t care if you're the cat’s pajamas,™
said the hard-boiled one. She didn't get
her bag.

I do not want to forget dusky, husky-
voiced Ethel Waters. She has all the
pleasing characteristics of her race, and is
tall and as majestic in bearing as a queen.
She is an excellent target fer gold cloth,
ostrich feathers and the trappings that are
always considered in connection with the
stage, yet which few can wear,

I have purposely neglected the male
quota for the fairer and barer sex. The
men who require costuming for musical
plays are invariably comedians. Little
Jimmie Savo is marvelous in peplums (ask
your mother about them, if you don't
know), and Joe Cook wears a hat at just
the right angle for a laugh. But men ar=
non-committal, and comedians are always
such gentlemen -in real life that they
wouldn't lose their tempers before people,
even if they wanted to. They do their
laughs on the stage, but otherwise life is
rather a serious matter to them. Being
funny is even much more serious than
designing costumes.

In rehearsal Le Maire says you can never
tell about musical comedies. But on the
opening night, when the theatre is filled
with country aunts, ladies and gents about
town, out-of towners, with a sprinkling of
the garden variety of human nature, and
the curtain falls on the last act, there is
usually no doubt. The play is a wow or it
isaflop. He has never heard of a poor show
being saved by good costumes, but he
believes any producer will say that a fair
show is often made more bearable, and 3
good show made much better, by the
designer’s ingenuity, not forgetting those
many thousands, of course.
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{ how they're kept free from corns k
affectionate. A happy marriage meant partner?” Iasked, expecting a positive an-
more to me than professional laurels, so I swer.
foolishly pampered his ego for over seven “Never," was the most decisive reply. Naowmi J OHNSON'S

years. My patience was finally exhausted
last year when we were in Delmar's
Revels; then he became a road husband
and we had an “T'll love you till the end of
the season™ arrangement. We're both too
good showmen to queer a successful pro-
duction; so we stayed together in the
theatre and very much apart out of it,
deferring the divorce till after the run of
the show.”

A rather plaintive look stole into her
large, expressive, eyes. Then, in a serious
wvoice, she continued: “The real trouble is
that, after you've been together a long
time, one is apt to discredit the other's
new ideas, which frequently have to be
sold to him by the roundabout method of
being suggested by friends! There's sure
to be a rift in the lute; and, when it comes,
either you have to start out alone or start
another partnership that will probably
end the same way."

“But isn’t much poise and self-confidence
built through years of teamwork?" I
wanted to know.

“Assuredly. That is why, in the be-
ginning, it is a great help to have someone
to depend upon until you have the ability
and courage to forge ahead alone. Partner-

“T'll probably engage two or three girls to
assist me, but I'll not bill them and will
make as frequent changes as I deem ad-
visable. When you dance too long with one
partner it spoils you for any other: if I bat-
ted an eyelash, Janette would take the cue.™

“Do you think it better to start alone, or
to belong to a team until you are pretty
well established?” I pried.

“Better start alone and stay alone," he
emphatically declared. “Then you have
only yourself to consider. When she's at
her best, the girl is sixty-five per cent of
the act, but she doesn’t hold her public as
long as a2 man does. As she grows older
she loses her suppleness, her figure and her
youthful allure for the bald-headed row.
When she's been prominent for five years
the public thinks it's twenty-five! If there
is no personal interest you can then replace
her; but can you imagine what a chance a
chap, who's been teaming with his wife,
would have to sell her the idea of a younger,
prettier and peppier dancing partner ‘for
the good of the act'?™”

“Then married teams do last longer?"
I repeated the question asked his ex-wife.

“Sure, there’s something to hold them
together; at least as long as they're in love,

Famous Feet

“Every one has to work “under
pressure’ now and then. But
why work under the pressure
of a corn. .. with Blue=jay so
handy?” ... asks Naomi John-
son, lovely “Vanities” girk

Ending a2 corn with Blue=jay is
gentle and sure. No danger of in-
fecnon, as with self-paring. No
guessing how much to use. Each
Blue=jay has just the right amount
of the soothing medicant to re-
move the corn. Relief is instant

. for the cushiony pad stops
shoe-pressure and pain at once.
And shortly, the corn makes its
adieu. Standard for 29 years; im-
proved and finer than ever today.
Atalldrug stores. For calluses and
bunions, ask for the larger size
Blue=jay.

ship is an undergraduate course leading to  for then the most tempting offer couldn’t ®

a degree—not collegiate but of the Reno  induce either to split the team. But if

variety." they're not married, some other fellow will Blue = a
“Then you consider it impossible to  probably marry the girl and, if he's of the

keep “the theatrical and matrimonial profession, put her in his own act—if he's ©B. &B. 199

alliance intact?” [ insisted.

“The one chance in a hundred lies in a
married team settling its differences of the
theatre in the theatre, and not carrying
them back to the hotel room,” she wisely
proffered.

““What are your future plans, now that

not in show business he'll probably take
her off the stage. Either way, the team is
dishanded and there's a new girl to be
trained in. Look what's become of some
of the most popular teams:—the De
Marcos are but a name, Cortez and Peggy
retain the original billing and every girl he

'I'HF. SAFE J\ND GBNILE WAY TO END A CORN

Euerythmg points to the
greater popularity of the

you're by yourself?" gets is ‘Peggy,’ and with Bankoff and
“1 expcct to duncc in vaudeville, musical ~ Girlie there have been about forty ’
o e HOFFERT TOE SHOE”

five )ears by then I hope to be so well
established as a costume designer that [
can concentrate on that work. I sketched
all the scenery and costumes for our vaude-
ville acts and for Delmar’s Revels. This
season | expect to costume various other

“Are they always so easily replaced?”
I ventured.

“The booking offices are full of them,
for show business is really for girls, while
they're young and pretty. Even if she has
ever so little talent a girl can usually get

Says . . .
Miss Joyce White

A star dancer, with Bert Wheeler in

vaudeville numbers besides my own.™ by because of her long, curly lashes, the f‘lllt.ft Id's A "*:10 Rlﬁ '1 g‘* JE‘} ce
Jhi i ar 14 : . ute tells the world that Broadway
come-hither look in her: limpid eyes, her has nothing that equals Chicago

ND in conclusion, here’s the other
side of the Hackett and Delmar
decision to go it alone.

“*Miss Hackett and I split because she
had too much brains to be a yes-woman,"
generously explained Harry Delmar, who
invited me out to tea so that we might
talk things over undisturbed.

“She had her own ideas, I had mine, and
it was the constant clash of these ideas
that eventually parted us. In our eight
years of marriage, I doubt if we had twenty
words of disagreement not concerning the
theatre, There were innumerable things
toargue about, for we wrote our own acts,
tyrics and melodies, planned the dances
and stage sets, and Janette costumed them.
Qur disputes usually started over my con-
sidering her too artistic to be practical, and
her considering me too commercial to be

radiant smile, or the suggestive way she
kicks her shapely legs. The male dancer
must have definite talent. Of course,
lodks help but they're a long way from
putting him over. He not only has to
know his groceries but exactly how Mr.
and Mrs. Groceryman demand to be en-
tertained. By the time he knows all this,
he’s very likely to be wise enough to go it
alone,” he sagely concluded, sending a
searching glance for our waitress. Instead
of her, whom should he see but Miss
Hackett. Immediately he beckoned her to
our table.

I believe you know Miss Ash, Janette,”
he said, rising to offer her a chair. “How's
your new act coming along?"

“Pretty good; all except that buck
dance. How about lending a hand in
routining it for me?" she suggested.

CHICAGO

Theatrical Shoe Company's dancing
footwear.

Vouwill like, with Miss White,
the Hoffert [talian Toe Dancing
Slipper. In satin at $5.20.

The Hoffert Soft Toe Ballet
with non-slipping Korry-Krome sole
is another headliner.

Opera length hose knitted from
imported Japan silk that regularly
gell for 8$3.50 a pair. Special 3 pairs
for $10.00.

Write for free catalog.

Agencies in all principal cities.
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artistic. Notwithstanding their esthetic To which he replied with alacm}'. > =

appeal, many of the acts she tried to put  “Sure. Where and when is tomorrow’s 209 S. State Street, 2 -

on would have landed us in bankruptcy:  rehearsal? I'll drop in a bit early to give us e

she wanted to please Mise Hackett and I time to discuss some dcﬂgning for my 159 N- State Stl'eet, % o ¢ ) Please send I_n:lle
wanted to please Mr. John Public: often, coming revue—I want you to costume a ; o ree catalog and price list.
in sheer exasperation, I would rise to  couple of numbers.” Then, turning to me (:hl(:ag(),I U. S. A. o e MRS N L T
ironic heights and suggest opening a toy  with rather a sheepish smile, “How's that = - i S R L e
theatre for the amusement of our friends.””  for cooperation? Surprising how well we e i hiiia

“Will you ever take another dancing

agree, since we agreed to disagree.”
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example of the more patrician forms of the
Spanish school. The entrance was en-
chantingly contrived and the castanets

| incisively elogquent. The costume was a

gleaming purple, with white mantilla,

A real Valenciana followed, an engag-
ing, flickering, lightfooted dance strongly
reminiscent of the classic line, and per-
formed in ballet slippers. The costume
was of light, almost pompadourish brocade.
After the Fire-Ritual a sharp contrast of
mood was disclosed in the new Andalusian
Dance, a little masterpiece of sparkle, wit
and bodily élan which evoked the most
prolonged applause yet accorded any of
the new numbers and which had to be
repeated.

It did not prove to be, however, the
great hit of the evening. That honor be-
longed to the next number, the Cielo de
Cuba. In this La Argentina changed not
only the type of her costume, but the
whole aura of her personality. She became
an octaroon of the West Indies, with a
completely different set of values. Her
white dress with its wide blue sash, her
slippers to match, and above all, her
provocative bandana, painted a new pic-
ture to which her movements, rhythms
and postures, her crude facial innuendoes,
her deliciously obvious gestures and broad
good humor lent spontaneous reality. It
was a dance of unrestraint and emiting
tempo, surefire from any angle. The
house rose to it with irresistible clamor,
and in spite of its considerable exertion,
La Argentina gave it over again in every
last detail. It is remarkable to note, by the
way, that her presentations scarcely
deviate in repetition by the breadth of a
hair, and yet there is nothing about her
work to indicate the mechanical or the
over-rehearsed and everything to com-
mend it for freshness of attack.

The next number explained by its char-
acter the reason for banishing the ex-
tremely popular and lovable peasant of
Lagarterana from the program. This wasa
Gypsy Garrotin, in almost the identical
vein of robust angularity and verve,
although in the person, this time, of a
humble little Carmen of the streets. It
was an excellent piece of miming, full of
humor and droll insinuations, but in our
opinion it cannot equal in color and charm
the other gauche little lady from the
province of Toledo.

The final novelty was the second of the
boleros which this artist has shown us,
this time taken from the ballet El Fandango
de Candil, by Duran, a twenty-year old
composer of Spain. It is said that Spain
values this dancer not only for herself but
for the fact that she is actually a human
document of the history of native choreo-
graphic art. In none of her offerings is this
quality more apparent than in her boleras.

Mary F. Warkms

Doriv Niles. Assisted by Cornelia Niles and
Entemble: Ruth Flymn, Irene McBride, Holly
Milbrath. Georgiana Urruitia, Nina Polsley,
Maxine Lower, Rebecea Lubin and Alice Cannon.
Orchestra under Viadimir Bremmer. Sexteite of
Spanish Guitarists under Rondalle Usandizaga
Dances and costumes created by Doris and Cornelia.
Niles. Gallo Theatre, N. Y.

PROGRAM
The Fencers (Baller) .
The Queen (Doris Niles) . .

Minuette (Doris Niles and :'Blall‘ielr)
Blind Man’s Buff (Doris Niles and Ballet) . Mozar:

La Nuit (Cornelia Niles) .. . covvnnosnns bussy
Polka (Trio) ...... o erﬁm:m:lmgl
Russian IWaltz (Ballet) . . . Glinka
Mozurka (Trio) ..o v .. Glinka
Polonaise (Dorts Niles) . ... chatkowsky
Spring Dance (Ballet) .. .. ooovininnns Yamada
Bugterfiies (Doris Niles and Balle) Chapins
Dragons (Doris Niles and Ballet)....... Yamada
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Coral (Cornelia Nilesy . . . .
Sacred Monkeys (Trio) .

Leavantines (Ballet) .. .. .. Alpheraky
March (Trio) . ...... I'rr:&r.a{x_:f
Fate (Doris .’\'1‘4’:1} I v Seriabine
Interlude (Daris Niles). . . Yadimir Brenner
In the Seraglio 'U)U L e .. Sir
The F;r;'-cri.'( (“r{rt.- ....... de F

Rond [randizaga Guitar
The Se ans (Ballet) . .. weenn o dlbeniz
Carnation Fendor (Cornslia ] v on s Albeniz
Serenade (Doris N D e e Dreton
amona's Serenade (Cornelia Niles) .. ... Yradier
Natizes of Farron (Ballef) .. .. .. .. .Cipollo
La Chula—Granada Gy piy (Doris Nilesy. Romero
Eoarruca {Trio) i - s vasivaiszansrsssan Serrano
Fanguillo and Zambra (Doris and Cornelia
gy O e e S e Sopena

ISS NILES and her ballet had been

dancing their way through some
forty Eastern and semiSouthern cities
since her initial appearance in New York,
so it might be logically expected that there
would be upon the performance under
discussion some blight of fatigue or wear
and tear. If there was, it was not dis-
cernible to at least one observer. The
affair went off with what might be defi-
nitely called a flourish, in spite of various
setbacks.

Daris herself is a compact dynamo of
energy, intelligence and skill in her chosen
field. She is also 2 pupil in the Spanish
branches who should cause the warmest
glow in the hearts of her teachers, the
illustrious Oteros. Naturally there is a
certain amount of finesse, of peculiar aloof-
ness and seductiveness which is missing
from her performance, and which is not
likely to appear. We have a notion that
this particular illusive “something™ to
which we refer is a native quality, and not
to be reproduced. Certainly Cornelia, for
all her crisp technique and restraint, has
attained still less.

But even La Argentina could not have
asked for more hysterical joy in an audience
than that demonstration which followed
La Chula as danced by Doris in the last
group. This was a fiery test of virtuosity
and Miss Niles threw herself into it with
hot blood and whole soul. Combs and
earrings flew about, curls descended from
high-piled hair, and still she moved about
the stage like a small whirlwind, beside
herself in the joy of the intricate measures.
Her encore was well-won and rapturously
received. There were other successful
Spanish numbers, beautifully costumed,
particularly lovely being the black gown
and mantilla worn in honor of Holy Week.
Cornelia did a pretty Carnation Vendor
and a less interesting version of Ramona’s
Serenade. She and Doris danced together
in a final Fandanguillo and Zambra. There
was a dance of Imprisoned Maidens of
the Levant which had imagination and was
nicely done by a trio; but the triple effort
which won the greatest applause of the
entire group and might have been repeated
had the dancers chosen, was the Three
Wise Monkeys, a little grotesquerie which
had its appeal in quaint humor of idea
rather than in any great merit of execution.

Of the first group space permits us only
to record that it was vivacious, and spark-
ling in detail, and altogether in the classic
mood. The opening suite, In the Queen’s
Garden and the last suite Dances of the
Russian Court of 1800 were replete with
light and shade and period “‘atmosphere,”
abetted by lovely costumes and a certain
piquant wit in performance, on the part of
principals and some of the ensemble, which
was distinctly engaging and right. In this
group was also included La Nuit which
shows the special qualities of Cornelia’s
grace and method at their best, and a
delightful little Polka by the Trio, to
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Foraesthetic dancing, acrobatic

practice, tennis and sport
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only. In Suede $1.60
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LEOMINSTER

MUSIC for CLASSICAL DANCING
Introducing the Clayton F. Summy Co.

DANCE SERVICE SHEET

An authoritative list of PIANO MUSIC
for use in the Dance Studio. It is help-
fully classified according to Dance forms,
steps, and Rhythms, ranging from the
““PBaby Hallet" through the more advanced
ballet work.

_We shall be glad to send the DANCE
SERVICE SHEET upon request to any
teacher of Dancing.

CLAYTONF. SUMMY CO., Publishers
429 S, Wabash Ave., Chicago, lllincis

LADIES

Address envelopes at home, Spare time, $15
—525 weekly easily. Experience Unnecessary.
Dignified work. Send 2e stamp for particulars.
Mazelle, Dept. TF., Gary, Ind.

‘ Read Barney's L
IMPORTANT
NOTICE
TO

TOE DANCERS

‘ on page 53 _/

PHILIP NEWBERG

Photographer of the Dance

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

——BEAUMONT SCENERY STUDIOS=—

Stage scttings made to order or on RENTAL
A5 5 or all occasions. Dancing schools our
specialty, Write for information or telephone

Longacre 5252,
New York Gity

443 W. 47th Street

HaNEY'S TOE

1 kinds of Taps.
Send for prices
Haney Products Co.
No. Vernon, Ind.

MONEY FOR YOU

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

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

Send Now For

NEW

¢ 9 ILLUSTRATED
= CATALOGUE

m Wo. 6 COSTUME DESIGNS—36
pages of new, large and beautiful designs,
many colored, over 100 illustrations, 25¢

] No. 7 CATALOGUE—Thirty-two
pages of new ideas, novelties. and acces-
sories  with 200 illustrations......25¢

LESTER LIMITED
14 W. Lake Street, Chicago, Il
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Rachmaninoff’s music. Doris was a lovely
“Queen” and her final Polonaise was ex-
cellent work.

Mary F. WaTEDs.

The Isadora Duncan Dancers

FIRST PROGRAM
Symphony No. 6 (Pathetique) . . . .. Tchaikowsky
Adagio (Orchestra)
Allegro ([rma Duncan and Dancers)
Alegro Fivace (Irma Duncan and Dancers)
Adagio Lamentoso (frma Duncan)
Three Waltzes (Dancers) ieenvalsseas OCRUDT
Andante Cantabile (Orchestra) .. . ... Tchatkowsky
Impresvions of Revolutionary Russia (Irma Dun-
can and Dancer:)
Warshasianka (Revolutionary Sr:_:g; r‘aj 1905
Funeral Song {ar Prisoner:; tn Stberia
Dubinuskka (#orkman's Song)

SECOND PROGRAM

Rosamonde Overture (Orchesira) . . .. ... . Schubert
Slore March (Irma Duncan and Dancers) Schubert
Waltzes . . . . Schubert

Under the Scarf (frma Duncan and Dancers)

Game wwith Ball (frma Duncan)

Three Graces ({frma Duncan, Tamara,
Alexandra)

Ecossaise (frma Duncan and Dancers)

Around the Linden Tree (Irma Duncan and
Dancers)

Moment Musicale (Irma Duncan) ... ... Schubert
Marche Militaire (!rma Duncan and Dancers)

Schubert
Andante Cantabile (Orchestra) .. . . . Techathowsky

Impressions of Revolutionary Rusria (Irma
Duncan and Dancers)
Warshavianka (Revolutionary Somg of 1905)
Funeral Song for Revolutionery Prisoners
in Siberta
Dubinushka (HWorkman's Song)

Their premiere at the Manhattan
Opera House with a symphony orchestra
was most impressive. The immortal
Isadora's spirit appeared reincarnated
and multiplied by eleven inspired young
Russians, who seemed to be oblivious
both of the audience and the critics.

The Isadora Duncan School of Moscow
was founded in December, tg21. There
were over a hundred children in the school,
picked out of three hundred; they were
children of simple working people, about
seventy percent of peasant parents and
the other thirty percent of artists,

Eleven of the school children are here
now and two of the original group are
still in Moscow teaching. The Govern-
ment has promised support as Irma intends
and hopes to go on. All these children
were picked, trained and taught by
Isadora the dances which were composed

for them.

Their first performance consisted of a
Tchaikowsky program with a somewhat
rearranged order being intended as a
memorial to Isadora. Adagio was played
by the orchestra first; Irma, in the tradi-
tionally garbed Duncan fashion, ushered in
the Duncan cycle in the Allegro number.
She was joined by four of the girls, and
rendered an interpretation also in the
Allegro vivace with fire and enthusiasm,
reminiscent of the original six girls, of
whom Irma is one.

The Adagio Lamentoso which was
placed last of this series to commemorate
Isadora’s death, was really the number
where Irma asserted her persomality.

In the Adagio Lamentoso Irma’s
dramatic projection that emanates from
within coerced everyone’s feelings with the
loss of Isadora’s passing. To such in-
terpretations I should think Irma reaches
high perfection.

The three Schubert waltzes by the
children were danced with a grace and
charm such as children can feel and record
with sincere simplicity.

The fourth number was tremendous.
It embraced the magnitude of the cccasion.

The workman's song concluded the
performance—a symbolic expression of the
triumph of unity and faith.

Another afternoon of Isadora’s cre-
ations, was the second program.

An impressive Slow March lead by
Irma Duncan, as the opening number,
showed up the remarkable unity and
force of expression in her group.

The following Schubert Waltzes of a
lighter mood and Schumann’s Scenes from
Childhood were danced with all the
spirit, grace and ethereal lightness and
fluidity of movement inherent to all
Duncan disciples.

The concluding series of Impressions of
Revolutionary Russia I felt, were portrayed
most realistically by these Russian
children. Having been born and bred
in the upheaval of their country, they
could not but project the different phases
of their native land with all the feeling
of their national fervor.

Nickoras Muray.

(BACKSTAGE with a ‘PusLix UNiT

(Continued from page 23)

as well as keep on discovering and trying
new things.

*The unit is the something new in en-
tertainment. In what other way could
people in Toledo, and Denver, and Des
Moines see acts of Broadway caliber, with
costumes and scenery by the same people
that design sets for Ziegfeld? The costs
would make it absolutely prohibitive if it
were not for this new arrangement,
founded on cooperation between theatres.

“Incidentally, it is the greatest outlet for
dancers that the world has ever known,
both in a numerical and financia way.
Every week a new unit goes out, and every
week a new one is put into rehearsal. And
they’re begun six weeks ahead! Therefore
six troupes are in rehearsal while thirty or
more are on the road. Figure it out for
yourself. No unit contains less than
fifteen or more dancers.”

“Are you all through for tonight?” I
asked of Petroff. I knew that he and the
whole troupe had been hard at it since
before ten that morning.

“Through? Don't be funny. After I
decide that they are in shape to take to
New Haven for trial tomorrow, we have
to take pictures of the unit and of each

principal separately, Then the costumes
have to be tried on for the first time . . .
they just arrived. We'll be lucky if we eat
by nine o'clock.” He turned to the waiting
performers. .. “Once more . . . start with
the radio part . ..”

The strains of Say That You Love Me,
from Hello Yourself! began again from the
battered piano, and as I made my way
around the long room I saw Miss Mac-

fadden doing her handsprings in front of I

the line. The seemingly endless work of
polishing and smoothing the unit was still
going on behind me, and I left the Para-
mount Building with a new realization of

what 1 had been seeing at the larger pic- |

ture houses. For the first time, I visualized
the pains taken by a small army of men and
women to make the unit concentrated en-
tertainment.

I'knew that, on the morrow, Petroff and
the unit would leave from Grand Central
Station, with only a photographer to bid
them good-by. At the same time, each of
the four remaining Publix Producers
would be carrying one of his units through
various stages of perfection, and The
Perfect Girl would be quickly forgotten as
a job completed.
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ROMPART |

THEATRICAL ACCESSORIES

ROMPERS
One piece solid color gingham (as ill.), pleated on each side
to give fullness in trunk. Pink, Green, Blue, Red, $1.75.
Two piece checked gingham, trimmed with imported Swiss
Organdie; Red, Blue, Green, Pink, $3.50.
Dancing sweat trunk, made of Silkoline Jersey; an ex-
cellent item to absorb perspiration, $1.00.
DANCING BELTS
Mercerized $2.50  Silk $3.00
OPERA LENGTH HOSE
Lxtraordinary Quality
Service $3.50
Chiffon $3.50
Discount on all items in quantities of six or more.

WE SHIP C.0.D. EVERYWHERE
Theatrical Accessories
P%‘&“ﬁ'&:ﬁ*’:’:@;&’ > ROMP ART 177 N. State St., Chicago

ROMPART rompers

Charming Dance Fabrics for You

The greatest assortment of fabrics adaptable to
every phase of Professional Dancing—both
Costume or Drapery is always to be found at
Dazian's.

Unquestioned leadership in Ideas, variety
of materials, novelties and accessories are
at your service.
Authentic Costume suggestions, or novel
effects, are always promptly given, without
obligation.
SEND FOR COMPLETE SAMPLE SET

Dazians.

America’s Leading Theatrical Supply House

146 West 44th Street, N. Y. City

Also Tights, Jewel Ornaments, Opera Hose,
Tinsels and Trimmings

COSTUME BOOK

LATEST EDITION
Showing 200 Children’s Costumes

(25¢ each; 6¢ extra for postage)

COSTUME MATERIALS

Metal cloth 36 Opera length silk
inches wide. . . $ .85 hose. S
Marabou. ,..... .24 All colors

Spangle cloth 14 B]E?l‘i;if soft toe
inches wide.... 1.00 yd. "% 8- --0 i
Opea. Mesk ety

42 inches wide. .. .2.75 yd.

Spangle bandi
l:.Iairg\n:h wid]:: .’.n.s:

Printed sateens,
arlequin, dot,
and stripes. ... .50

.25 vd.

Samples and prices on request

FEINE TRIMMING CO.
480 Washington St. Boston, Mass.

TEACHERS!

If you want more effective
Costumes and Settings in your
forthcoming recitals, write us
for samples. Our prices afford
you a great saving.

0 A ..\.

FTABRICS COT

SEVENTH Avmu%uz% \:rg}m
L " “"-.
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IEWS

OF

LANDI’S
TOE SHOE

““ V » SHAPED
- VAMP

“THE DANCER’S
HEAVENLY CREATION”

In Pink, White and Black Satin.
$5.25 plus 20c for postage. Ribken 20c yard

3

>
MENZELI
Heeled Toe Slippers

—
SUPERIOR SOFT TOE
$4.00 per pair in Black Kid, 50c extra

I E Patent U. 5. Sept. 8, 1925. On
for Pink, White. = u:n$ 0.00 per ;:ﬁ: in all colors. i
< >
POCKET A THE
TRUE-
SANDALS
and Pumps
Created by Landi
for all Bare-Foot and Acrobatic
Yot A One St ith a Medi
- ne rap it u
Sandals . ..csanee e $2.50 pair Round Tcn:—Bl:::lty a:cl C:mlforrr;
Pumps. . i:soseanssnn $2.00 pair 5‘\" h'}";p Dancing—It Fits the
T 2.25 pai i
g K":.l', i $d‘ 5 In Black Kid or Patent Leather
In special colors to order A 4 %6.00 per pair. (In color extra)
.

&

-
All Mail Orders Promptly Filled
Send Price Plus 20c Postage

é

>
Special inducements to teachers
Ask your dealer to carry them

One L] Phone
Flight Wisconsin
Up 4330

277 West 38th St. Near 8th Ave., New York

‘_Read Barney's
IMPORTANT
NOTICE

TO
TOE DANCERS
on page 53 '

| N
% Annual Sale

NEW AND USED

Costumes
NEW costumes include bal-

h |

let, jazz, strut, character, vios
light costumes.

USED costumes include
Publix, B. & K., Marks Bros.,
and others’ costumes.

|
LESTER, LTD. ‘
14 West Lake Street, - Chicago

CENERY?!

Yes, I have the world’s most Beau-
tiful Settings to Rent for |

DANCE REVUES
AMELIA GRAIN, PHILADELPHIA

Listen In On Life!,

True Story Hour

EVERY FRIDAY NIGHT
9 P. M. Eastern Time 8 P. M. Central Time

Makes You Glad You Own a Radio Set! |

Symphonic and Vocal Music—Absorbing Travelogue
A DRAMATIZED TRUE STORY |

Tune in on any Columbia Station

WOR—N. Y.,—Newark WJIAS—Pittsburgh WCHP—Detroit
WEAN—Providence WOWO—Ft. Wayne WMA
WNAC —Boston WADC-—Akron KMO. i
WFBL—Syracuse WKRC—Cincinnati WCAO —Baltimore
WMAK—Buffale KOIL—Council Bluffs KMBC—Kansas City
WCAU—Philadelphia WHEK-—Cleveland WS5PD—Toledo
WLBW—0il City

Every Fripay Nicar—A Rapio TrREAT

|
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Ghe cMUSIC eMART

(Continued from page 36)

country. The same firm also publishes
Albeniz’ Suite Espagnol.

For Gypsy Dances

RECENT inquiry for music suitable

for Gypsy dances resulted in our
finding several selections that have the
advantage of being published for both
piano and orchestra. We have mentioned
before in this department the Zingara
Dance from the operetta Tierra de Alegria
(Land of Joy) by Joaguin Valverde. This
is in reality a long ensemble number com-
bining both song and dance, but the pas-
sages for the ensemble dancing are well
worth “lifting™ out. It is published by G.
Schirmer.

Schirmer also publishes the Spanish
Gypsy Dance by Dent Mowry, a lively
staccato piece in E-minor, 3-4 time, with
an almost Oriental flavor.

The Gypsy Suite by Edward German,
published in 1894 by Novello, London, is
still glorious music. This is the same com-
poser who wrote the wellknown old-
fashioned dances from Shakespeare’s Henry
VIII. The suite combines four numbers
in which the dancer should be able to find
material to fit any form of Gypsy routine.
Their titles are Valse, Allegro, Menuetto,
and Tarantella—and are self-descriptive.
The suite is obtainable for piano or
orchestra, The piano score, if we remem-
ber correctly, costs two dollars and
seventy-five cents.

The Gypsy Airs by Pablo de Sarasate
are extremely well-known. They were
written originally for viclin but have been
transcribed for piano solo; and have been
recarded by Victor. Peculiarly enough,
however, there seems to be no orchestral
arrangement available.

Fire Dance

HE prolific and versatile American

composer, Charles Huerter, is re-
sponsible for a lively, exotic Fire Dance,
published within the past year by G.
Schirmer. It is a short piano piece in 2—4
time, susceptible of free interpretation.

New DANCE RECORDS

QICTURE your reviewer knee-deep
in records, a distraught soul peering
haggardly into the soundbox of his ancient
phonograph. He is listening to his thirty-
eighth consecutive fox trot with ears
blighted by the general sameness of ball-
room dance music—practically all the
same no matter how you chop it. With
each record, placed with palsied hands on
the turntable, there goes a silent prayer
that this may be the one that will be
different. Perhaps this ane, so please the
gods of fox trot, will strike the happy note
of originality that will set it apart from
the others. Good records there are, bad
records there are, but records with origin-
ality are far and few between!

Such was the situation when the un-
expected happened. For suddenly the
tired ears pricked up automatically, and the
dizzy head nodded in approval. So help us,
we were listening to a record by Ted
Lewis, novel to such a degree that by that
time the ears were fairly wagging with
delight. Mr. Lewis has been around
popular music for a great many years, and
has always been a gentleman of ideas and
resourcefulness. But by my diamond-point
needle, he has never sponsored a more
seductive concoction than I Got a Woman

Crazy for Me, listed below. To begin
with he has slowed down his tempo more
than usual, achieving a lazy, dreamy
thythm that slays you. In the second
place he has built a soft, quiet arrangement
around a guitar accompaniment effect, that
constitutes the first departure from the
usual boom-boom bass we have heard in
many months. Wear a Hat with a Silver
Lining, on the reverse side, is equally good;
and both numbers are sung by Mr. Lewis
with his own brand of wistfulness.

Other worth while recent fox trotsareas
follows:

Brunswick

No. 4132

How about Me?—Ben Bernie and His
Hotel Roosevelt Orch., with a lone-
some sort of tune played dreamily.

She’s Funny That Way— This is the
same number Lewis does for Colum-
bia. Bernie's interpretation is ene
tirely different, and full of smart stuff.

No. 4129

Glorianna—Funny rhythmic doodads
in this, by Jesse Stafford and h. o.
The Lucas Bros. vocal refrain is good.

Doin’ the Raccoon—Same band. Ex-
cellent brass section. The number is
a big hit.

No. 4083

My Blackbirds Are Bluebirds Now
—Bernie Cummins and His Hotel
Biltmore Orch. hits a fiery speed. He
sings his own vocal refrain, and well.

Querida—A good contrasting arrange-
ment by the same boys. Delicate and
restrained.

No. 4119

Awful Sad—A slow draggy type of
rendition by Duke Ellington and His
Cotton Club Orch, Flows like syrup.

Louisiana—Same sort of thing by
Ellington, featuring some amusing
vocal kwa-kwas.

Columbia
No. 1656

I Got a Woman Crazy for Me
(She’s Funny That Way)—
This is the Ted Lewis (and his Band)
number. Something really new.

Wear a Hat with a Silver Lining—
Another Lewis knockout. Smooth,
soft and soothing, but hot as the
equator.

No. 1642

Tin Ear—Some wild trumpets and
saxaphones. Jan Garber and h. o.
Full of tricks.

The Payoff—Another brassy number,
by the California Ramblers, and very
good.

No. 38007

The Sexton—A lively tango by the
Guatemala Marimba Orch. Refresh-
ing contrast to a diet of fox trots.

Perfidy—Along the same line. Pretty
tune too. (Tango).
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No. 1633

Hot! (from Ups-a-Daisy)—A fox
trot for two pianos, with trumpet
interpolation. Constance Mering and
Muriel Pollack; and maybe the girls
can't play!

Ups-a-Daisy—The same lineup. On a
par with Ohman & Arden.

No. 1653

The Spell of the Blues—Guy Lom-
bardo’s Royal Canadians, with Mil
ton Charles at the pipe organ. A
novel effect throughout.

High Up On a Hill Same combina-
tion. Rich coloring, by combining
the orchestra and organ.

Victor
No. 21800

That’s What Puls the Sweet in
Home Sweet Home—Jean Gold-
kette's Orch. Hot sax, good wocal
refrain, sweet bell effects and a mean
clarinet.

Sweethearts on Parade—Same out-
fit, making a mediocre tune sound
swell.

No. 21810

The Song I Love—Waring's Pennsyl-
vanians. Fred Waring sings a dreamy
tune dreamily.

I Can’t Make Her Happy—The
same type. Listen to the accompani-
ment to the vocal chorus,

No. 21795

Feeling I'm Falling (from Trea-
sure Girl)—An unusually fine ex-
ample of Arden & Ohman (the piano
team) and their band.

Got a Rainbow—From same show—
More brilliant piano work, and a
slick vocal trio.

No. 21793

A Bag of Blues—Red hot and racy
ultrajazz by Jack Pettis and his Pets.

Freshman Hop—More of the fast and
jazzic, including a wild trumpet, and a
prominent xylophone. Also Pettis
and his Pets.

If you have any questions about music,
write to Mr. Perkins. He will be glad to
help in every way possible. Simply enclose
a stamped, self-addressed envelope for the
answer.

Ghe Bic IDEA of FANCHON and eMARCO

(Continued from page 16)

five thousand dollars. There was bank-
ruptey. Did they wish to take that way
out? They considered—mind you they
were still in their early twenties and such
an indebtedness would have been a load
for more experienced business men to
assume—and decided: “No."" They were
in the business for life; therefore, they
would pay. Without giving much thought
to the manner in which they were to do
it, they got busy.

They hired another dance team for the
show. With Rube conducting the orches-
tra, and Roy, their youngest brother,
acting as manager, they sent their bad-luck
brain-child on a road trip through the
South. The first stop was at Powell's
Theatre in Atlantic City.

To obtain immediate funds, Fanchon
and Marco hastily assembled an act and
began playing every engagement they
could get around New York. Later, they
returned to San Francisco where they took
over Tait's Little Club for the third time.
In addition, Marco took the position of
assistant manager of the 8t. Francis Hotel.
With Fanchon, he was placed in charg: of
all social activities. Money began to
pour in.

Only bad news was heard from the
brothers in the South. Accordingly, after
word from Marco, the tour was abandoned
in Louisville. So passed Sunkissed.

Only their closest friends knew the

handicap under which they labored. It
was a hard winter filled with the hardest
work; but, when Spring came, they were
almost out of debt.

Before a new achievement could be
planned, Fanchon decided on marriage and
William Simon as the proper man for her
happiness. The contract at the café was
disposed of and Fanchon went to Los
Angeles to be with her husband.

Fanchon's marriage was in 1923. Look-
ing back over the eleven years spent with
Marco, we see that while together they
had risen from small-time vaudeville to
headliners on the greatest circuits; from
entertaining miners in dance halls to the
great in the smartest clubs; from presenting
their first modest café revue to musical
shows that were the equal of Broadway
productions. Had she been contented to
call this her career, surely she would have
been justified in retiring to a simple life of
domesticity secure in the knowledge that
she had been a success,

It felt strange for Marco, alone for the
first time, to be looking about for an idea.
When it came, however, it proved to be
the biggest of his life; for it gave birth to
the Ideas,

The April issue concludes the story of
Fanchon and Marco, bringing them to
their present positions,

is the great objective of this publication.

are adopted and published
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$100.00 For An Idea

Macfadden Publications, Inc. believe that Your Home presents the most
interesting information on buying, building and beautifying the home that is

available anywhere.
To maf.: the home more attractive, alluring and comfortable to all its occupants

To that end we will pay $100.00 each to any persons who suggest ideas that

gy Your Home Magazine. These suggestions must
necessarily be practical, constructive and in conformation with the editorial policy
of the magazine. Submit any idea in writing to The Development Editor, Yousr
Houme Magazine, 1926 Broadway, New Tork City. This purchase offer terminates

Your Home is now on sale at all news stands—25 cents a copy.
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E N E N ENEEEEEENEEEEEEEEERNEEE
EVERY TEACHER
and STUDENT
can now afford to own
TOMAROFF'S
mﬁ.":’,,fj,jmg Indispensable Pt g

Stretching
Limbering

DANCE LIBRARY

ments, Adago
Adagio Vari-

Taps, Musical
Comedy, Char-
acter Dancing

& Reducing ations
$1.70 $2.75
BOOK VI
}’:OOK_ (4] Simple and
Tumbling A i anoed
Back Be EASERER
agllli:‘;“l! Ballet Steps
s Combinations
$1.70 $3.25
BOOK 111 BUCK YL
Jamps and

Leaps, Turns
and Pironette

$2.85

Combinationsg

. GRACE and PERSONALITY easily e
acquired!
) . r
ROy Talent developed in the home! BOGE VELL
Har Hxerolacs e i e Toe Steps
Stretching on Complete set of 8 Books Toe Combina-
SN b o Postpaid for only $15.00 cash o Mo
- r outine
$2.10 $18.85 Value—Save $3.85 52.25
Separate books at prices marked
Em Send $2.00 with coupon below N
. . ;IlNDN TOMAROFF, Dept.D, 2459 Davidson Ave,, Mew York L .
» ir: Enclosed please find $2. ¥ firnk payme; e wour full set o
HE boaks of dancs. fustrission 1 Boek L larmit Tt o TR0 s o okt e |
2 Bontoia ench moth o8 oo B G 004 book 1o e Gliered 5
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New York Hotels

Strategically located for
Terpsichorean Artists

HOTEL

Great Northern

118 West 57th Street

“In the midst of leading studios"

Rooms with private bath
For one  $3.50 - 4.00 - 4,50 - 5.00
For two  4.50-5.00-5.50 - 6.00
Suites 6.00 - 7.00 - 8.00 - 9.00

HOTEL

Manger

7th Ave.—50th—51st St.
“The Wonder Hotel of New York”
2000 ROOMS

Rooms with running water

For one $2.50 For two §3.50
Rooms with shower or
bath and shower

Forone . . . . . $3.00-5.00
Fortwo . . . . . 4.00-6.00

Suites .. . . . 10.00-12.00
Mo Higher Rates

HOTEL

Cumberland

Broadway at 54th Street

“Long the Toun Home of Headliners™

Rooms with running water
For one $2.50-3.00 For two $3.50

Rooms with private bath

Forone . . $3.00- 4.00
Forine: o « o o » 4.00-5.00
SHites o 2 e 5 50000

Reduction of one day on weekly rates

D anci ng

Is Made EASY
by

“Ben and Sally” Footwear!
recommended by

The Greatest of the
Great_ All the great stars have

them—all the great danc-
ing teachers have them.

There is a pair waiting for you.

for catalog and Foot Mearurement Chart.

Write today
ORIGINATORS

of the
“PERFECT”

and
“NOI-Z-LESS”

Snug,
perfect

TOE balance, se-
cure protec-
tion at the

arch — com-

SLIPPERS

fortable and

[ pleasing in

every re-
Epect

CHIC
DANCING
FLATS

Ideal for com-
bined street
and stage work
{tap and step)

THE
TU-WAY

in Patent

Leather and —glove fitting,
Black Kid flexible,  dis-
Tingué.
Fisst Our Ageney in Y it
: or Write fu':' :(?a:a?g:r )
Ben & Sally
244 West 42nd Street, New York

Wisconsin 0548
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A DANCER’S NECESSITY
REHEARSAL ROMPERS

One romper or a hundred—prompt attention to all
orders.

Monogra mmed free of charge on
5 dozen lots or more

MISS INEZ COURTNEY
in Style 974

Two piece, white
waist, black sateen form
fitting lined trunks. Highest
grade lustrous sateen. $3.50.

We can make your school
color combinations in any
colors desired, when ordering
in quantities, at slightly in-
creased prices.  Will not fade
in washing or sun.

Style 551

One piece checked gingham.
white sateen collar and cufis.
In red, blue, greem, gold,
lavender, pink, black and
white. $1.75.

Style 451

Same as 551 without
collar and cuffs, $1.25.

MISS DOROTHY
DILLEY in Style 851
“Two plece checked gingham,
trimme: with imported
washable Swissorgandiecol-
oredtomatch
{(generously
ruffled) red,

sateen

blue, green,
. layen-

white, $3.75-

! k: i
Style551—$1.75
Style Now coenem
Sizes:
b i T
ies' 42.
My dress site.. = I e o
50c extra for
special  cut-
ting an
making.

Postage and hane |
dling 20c. $1.00 |
deposit_required

on C.0.D. orders.
EARSAL 12OMPER
MFG. CO.
Dept. D, 44 West 28th St., New York City
Lackawanna 4111

Dazzle Your Audience
with the famous

LITTLEJOHNS

DIAMOND
GIRL

The Etheatrical
costume kit of
ew York

Litilejohns
Diamond
Girl

Send
measurements
and deposit
when
ordering

For Children
ages 3=7
Costume 525.00
Cane §5.00
Headpicce $5.00
Cuff £5.w
For Children
(agerase age size)
ages 7-14
Costume $35.00
Cuff §7.50
Headdress §7.50
Cane $7.50

Your shoes B »
solidly rhinestoned 335

A SPECIAL OFFER

Send $15 for 1000 pure white fiery Little-
johns Rhinestones. Littlejohns " Perfect”
Rhinestone Setting Machine included in
this offer.

SET YOUR OWN STONES

with the LITTLEJOHNS “Porfect”
machine

THE LITTLEJOHNS, Inc.

254 West 46th Street, New York
(Dept. 5} Phone Chickering 7725

Discount of

land, imported from England, is strong on
looks, acting ability and voice, and was
worth bringing over. The rest of the cast
is capable, and works well enough to hold
the piece up. Good comedy carried by
Barry Lupino, Barnett Parker and Violet
Carlson is not side-splitting, but does not
need tobe in this type of show.

The Red Robe should pleass a lot of
theatre-goers, and should do well now
despite the lack of first class tunes. Woolf
and the romantic background should help
considerably.

Paur R. Mitox

Lyle D. Andrescs frc.fmfj a new musical comedy,
Lady Fingers, with Eddie Buzzell and Lowise
Broien. Book by Eddie Buszell, Lyrics by Edward

Elisou, Music by Joseph Meyer. Dances by
Jack Haskell. Staged by En?;ar MacGregor.
Adapted from Ozen Davis' play, Eesy Come,

Easy Go.
Cast: Eddie Buswell, Lowise Brown, Jokn
Price Jones, Jame Green, Al Sextom, Marjorie
White, Herbert Waterous, William Grifith, A:
Keith's Chestnut Street Theatre, Philadelphia.

F laughs mean crowded houses, Lady

Fingers, Lyle D. Andrews’ musical-
ized version of Easy Come, Easy Go, Owen
Davis® farce success, is due for a run, but
in the present makeup of the Eddie
Buzzellauthored book, there is need for
some of the other essential ingredients of
musical fare. In other words, Mr. Buzzell
has garnered his share of the laughs, result-
ing in a noticeable slackening of pace oncz
he leaves the stage.

But, if for nothing else, Lady Fingers
deserves praise for the reason that it
presents Louise Brown in a proper light.
Rainbow, the Goodman failure, gave her
some chance. Lady Fingers allows her
plenty, and we have Miss Brown with
some dancing specialties, toe and other-
wise, which amply prove her right to a
high place in Broadway's musical comedy
mart, She is a charming stranger in our
midst.

Jack Haskell's dance job is workmanlike,
with eighteen girls providing the crux of
the mapeuvers. Slow Down and Shah!
Raise the Dust were noted in the group as
prominent, with the last named securing
the best returns. Working in one, with
Marjoriz White leading, the troupe pro-
vided a neat effect, giving the appearance
of four individual units. Miss White,
incidentally, scores a personal success in
the piece. The Pullman Sextette, a colored
unit, tapped its way to several rounds of
salvos. Taps, by the way, predominate.
A ballet in the second act provided Miss
Brown with an opportunity for a toe
number.

Buzzell has cornered the major part of
the laughs, and while he is on the stage,
the piece moves. There is a slackening of
pace, otherwise, with some more comedy
support needed. The diminutive comedian
deserves everything he gets. John Price
Jones is adequate, opposite Miss Brown.

Joe Meyer's score has one plug possi-
bility, Something to Live For, reprised
several times. Slow Down and Shah! Raise

The Glory of Lovely

Women

Most people have mot the least
idea of what physical culture means.
The term is synonymous with beauty.

One feature of Prvsicar Cut-
Ture Magazine for March s
“Hoover's Physical Training.”

And yet beauty for women
threatens to dominate this great
magazine. “Lovely Women I Have
Painted,” by Neysa McMein;
“The Charming Thirties,” “Fat
Will Come Off "—prize winner of
the Fat Reducing test. Don't
miss Macfadden's Prvsicar Cut-
ture Magazine for March for
twenty-five cents.

Ghe SHOWS
(REVIEWED

(Continued from page 44)

the Dust are fast numbers, for the dance
bands. The Elisou lyrics are usually okay.

An intimate show, and built for speed,
Lady Fingers is due for a moderate run,
When caught here, production was nearly
set, with some cutting necessary. The
show is dressed rather nicely, with no
tendency toward elaborateness or lavish-
ness noticeable.

The name cast should aid the show in
getting somewhere. Lady Fingers, in other
words, is a tasty dish.

Hereerr M. MiLLer

Polly. Produced by Arthur Hammerstein. June,
Harry” K. Morton and Fred Allen featured.
Adapted from the comedy, Polly with a Past, by
Guy Boltan, George Middleton. and Trabel Leighton.
Score by Herbert Stothart end Philip Cahrig.
L :rsol‘? Iroing Caesar. Book staged by John
Harwood. Sets by Joseph Urban. Dances staged
by Jack Haskell.” Costumes by Mark Mooring.
Orchestra conducted by Herbert Stothart. Lyric
Theatre, N. Y.

Cast- Leomard Sillman, Marion Saki, Inez
Courtney, Harry K. Morton, fune, Fred Allen,
Alonzo Price, Llohr: Hundley, Lucy Monroe, sabel
O Madigan, Charles Esdale, Tudor Penrose, Thalia
Zanou, Aysa Kaz, Gus and Will, George Andre.

N common with past Hammer-
stein productions, this is ambitious
and lavish, with a heavy investment in sets
and costuming showing every minute. The
cast, topped by June, the English ingenue,
is capable, and the story moves along
barely well enough. Chief strength lies in
the charm and ability of June and the
comedy angle sustained by Fred Allen and
Inez Courtney.

The story is simple, concerning a chorus
girl who masquerades as a French adven-
turess to spur another girl into falling in
love with the man she loves. Eventually
he realizes that he really loves the little
chorus girl, played by June, and after some
argument and misunderstanding, all ends
as it should. Either the book fails to offer
real opportunitics, or the producers have
not taken advantage of what they had, for
there i little real punch anywhere in the
libretto. This would have been overcome
by a better score, which offers only one
real number, Sing a Song in the Rain.

June was brought over from London
especially for this piece, and displays a
good figure, charm, class and a mederate
voice. She leaves the impression that she
would click more effectively in a smaller
show. This is no fault of hers whatsoever.
She dances ordinarily throughout the first
part of the show, but surprises in the
final scene by doing an adagio number in
scanty costume. This is a surprise in an
ingenue, but the dance, accounted for in
the plot, helps considerably. John Hund-
ley is opposite her as love interest and dis-
plays a pleasing voice, Little Inez Court-
ney could have been built into a bigger
part, since she can handle comedy ably.
As it is; she is left with little to do except
a few scenes with Fred Allen, a first class
gag comic who scores a real personal suc-
cess. On him rests the entire comedy
burden, and it is a credit to him that he
supports his end very well. Apparently he
doesn’t dance, which is a shame. Mise
Courtney and he together in routines
would have scored. Two acrobatic hoofers,
Gus and Will, and Thalia Zanou and Aysa
Kaz in 2 Mexican dance in the final scene,
register well in dance specialties. The
chorus work, by Jack Haskell, is okay, but
could be peppier in spirit, apart from some
adroit routines.

With only one tune, and spotty contin
uity, but a good cast, Polly can hardly last.

Paur R. Miiton

March, 1929

Follow Thru. Produced by Schewab and Mandel
Book by Laurence Schwab and B. G. de Sylva
Score by de Sylva, Brown and Henderion. th
staged by Edgar MacGregor. Dances staged by
Robly Connolly. *Sets by Donald Oenslager.
Costumes by Kimette. Orchesira conducted
Alfred Goodman. Forty-sixtk Street Theatre, N.Y.

Cast: Arthur Avlesworth, Don Tomkwns, Irene
Drelroy, Zelma O’ Neal, Frank Kingdon, Margaret
Lee, John Sheehanm, Jokn Barker, Jack Haley,
Madeline Cameron, Edith Camphell, Al Dotwning,
Eleanor Poewell, Paul Howard, Dorothy Christy.

(CHW AB AND MANDEL chalk up

another smash in this one, and begin
to impress as the most consistent musical
producers in the business, though a rela-
tively young firm. Follow Thru has every-
thing a smash musical should have, with
fast dances, a score that offers several big
hit possibilities and a competent cast. The
chief point about it is that the producers
knew what they wanted and then knew
how to achieve it. It has certainty in every
move, and with the exception of the middle
of the second act, moves swiftly from
start to finish.

The story revolves about golf, and a
girl champion. This is Irene Delroy, who
acts, dances and sings better in every
succeeding show she is in. Opposite her,
John Barker as 2 golf pro impresses favor-
ably with a strong voice and other requi-
sites. Miss Delroy dances prettily in
several spots, backed by a chorus expert in
Connolly routines. Madeline Cameron, as
the menace, is good and dances with more
than her usual verve and ability in several
spots. Zelma O'Neal, who leaped to suc
cess last year in Good News, clicks here
again, with the assistance of two of the
best ditties in the piece, Button Up Tour
Overcoat and I Want to Be Bad. Jack Haley,
who had the chief comedy role in the
Chicago Good News, has a similar job here,
and with John Sheehan as additional
comedy manipulator, the comedy is strong.
Miss O'Neal handles some comedy, but
scores chielly with her eccentric delivery
of the songs. Margaret Lee and Don
Tomkins are paired as a youthful duo and
account for laughs on their scenes and
numbers together. John Barker and Miss
Delroy execute two first rate songs to
excellent returns, Miss Delroy’s looks and
personality helping in no small measure.
My Lucky Star is given to Barker and male
ensemble, and should rate popularly out-
side. Together they do Ton Wouldn't
Fool Me, Would Ta?, another which
should score outside.

The production is well mounted but not
lavish, as usual with this firm. A severe
word should be dealt to Kiviette on the
costumes. Through some unfortunate
maneuver, the female principals are all
made to look bulky in the wrong spots.
Colors are okay, but the designs seem to
be off.

There is no doubt at all that Follow
Thru is here to stay. No little credit must
be given the producers for following Good
News and New Moon with another smash.

Paur R. Muron

The Thrills of the
Air Fighters

Conked—on the wrong side of the
Meuse! Five Fokkers circled above
him like so many buzzards.

“Well, give me the works, you
blue-eyed deuils,” he shouted. “I've
got one more trick, and here goes.”

Follow Jim Benton through that
last trick of his in this thrilling
story of air-battles in the March
issue of Frymg Srorms, a Mac
fadden Publication.

On the mews stands February
23rd. Twentyfive cents. Thirty
cents in Canada.




vuth Is S z‘mnje%

Than 572'01‘5070\, 33

?.}
[

(if,

(7R

SPECIALLY in every-
day entertainment is
TRUTH playing its
integral part. ... Peo-
ple everywhere, and
in all walks of life, have

been fed up on preposterous, far-fetched,

fictionized themes, plots and ideas. . . .
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In literature, on the stage, and in the
movies you will find the realistic theme,
the believable and probable plot, the
truthful delineation of character pre-
dominating . . .

The world is crying for TRUTH . ..
It is demanding REALISM . . .

And the quest which will reveal the
idea, the plot, the theme for the second
True Story Picture, brings out in
astounding number, that Humanity in
crying for TRUTH, in demanding
REALISM is willing to dig down into
the very depths of its own life as a
noble sacrifice . . .

The person whose soul cries out with
suffering, or whose heart beats with
laughter is able to express himself more
sincerely when seeking the protection of
anonymity. . . . He speaks with an
untrammelled freedom and his story be-
comes your story and my story . . .

THUS, the True Story Picture is
really the mouth piece of pulsating,
romantic, throbbing humanity . . .

It is a different kind of a motion
picture. ... .

That is why the FBO scenario
editors, the directors, the continuity
writers and the production officials are
confronted with no simple task in
selecting a story from that invaluable
mass of True Story material. . . .

They are leaving no stone unturned,
no manuscript unread so that the
winning tale from which will come the
second True Story Picture will be
symbolic of the TRUTH, SINCERITY
and REALISM demanded by the
American public . . .

It will be a page taken from this
everyday life of ours, and prepared
with expert screen technique by FBO,
The Master Showmen Of The World,
for the millions of people who are
realizing especially in entertainment
that “TRUTH IS STRANGER

THAN FICTION.”
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Costume

Si)angled ;
materials
Gold printed
Yello
(Large varisty)
Metaline fabries
Rayon Plush

Spanish lace
{all-aver)

Armour cloth
Silk nets

Glazed tarlatane
Plain tarlatane
Crepe de chine
Georgelte crepe
Plainmetal cloths

Crepe metal
cloths
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A Few Suggestions
from Our Great Stock!

Materials

Metal eloths
(entton-back)

Dream silks

[ lustrowus)
Russian satins
Ombre metalines
Velveteens
Silk taffeta
Sateens
Buckram
Crinoline
Algerian stripe

sport satin
Costume lining
Colored oil cloth
Harlequin satins

Costume satins

Send for Samples

Waas & Son are p

repared to send you

complete sets of samples the same day your

request is received!

There's no obligation

whatever for this great help in planning

¥our costumes.

Note: A tremendous line of modernistic designs
and brand new fubries is now arriving, fresh

from our Paris-office,

Many of these will be

included in our sample line.

Trimmings
Spangle Glitter
Luminous Paint
Spangles
Sequins
Concaves
Pom Poms
Jewels qargc variety)
Gold and silver

sandal braids
Pearls
Costume bells
Silk fringe
Bullion fringe
Spangle braids
Ostrich trimmings
Ostrich bandings
Marabou
Fur trimmings
Peacock feathers
Rhinestone trimming
Feather fans
Castinets
Tambourines
Costume jewelry and
Costume accessories of
every description

New Free Catanloguc
Send for our new illustraled catalogue
containing handreds of items of theal-
rical supplies, sccessories, costumes,
masquerade and minstrel equipment,
make-up, hair goods, moveltios, magic
goods, pageant costumes, cic.
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Shoes
(=

Neswe De'leo Tor Stipper. Very last ward in
elegames, fit, comfsrt amd wrch support, Eape
cially mated for ity nrat sppesrance and wrar-
img qualithes. Black kid, $4.30. Pink, white
or black satin, $4.85, Other colors dyed to
wrder, §1.00 sdditional.

Waas Turned Solr, Professional, Ladies' Skip-
per. Splendid for tap dancing, eccentric, buck
and wing, or soft shoe work. Nothing like it

#6.00. Black kid, $4.75. Black patent
Jeather, $5.00.

Matet = Above with hurd fibee sole and hoel,
$9.75 extra. Splendid clog shoe.

=

The Famous Waas Ballss Slipper, conatructed
of fimest kid sliainalle, sn the mew profes
slonal last. Sole s of eak beather with kaife
e, Wight and bl bast. Abaluiely the Gnest
ballet on the market »i 82,25

BN

Barefoot ar Natre Sandal. Splendid for
exhibition ar practice work, Bt very smugly
and sest, Grey bid, §1.35.

led, sobe and heel one piece of msy
ent and westeat elog abtainahle, §7.00,

Service Dept.

Waan & Son beip you seleet maieriale for any duses
mumber you wish to stage. Write us the pumbers
you are inderested in and we will sead you
asmples of maberials sud instruetioe.

Mea's Patent Colt Osford for solt shoe
or tap dancing, turned sole, very Tight,
exeellent spprarancs, $6.00.

Nede:= Al o extrn cost of $3.75 we
can make this thoe intis a splendid clmg
Uy attaching hard fibre sales and heels.

Thea, sehite satin Musical Comedy Shoe,
comforiable, practiml and built for
long wear, BE.50. Other calors $2.00

addditioual,
Shoe
A ccessories

Save-s-shoe Tor Slipper
Caver. Protects tor ship-
pers while practicing
Black, white ar pink ran-
van, grey sueds reim
fareed tip, 8125,

Wans Aluminum Tor
Plates produce 2 splea-
il tap. Atsrhed in s
fe= mimubes, &3¢ pair.

| Bram Jingles including
B wcrews 8100,

Supporters

Wans Venus Dancing Gindle for girls
Prageer ahape il made of the fnesd ma-
wrials the market alfords. A splemdil in.
srstment in proteciion for any damecr, 21,95

Fans Atk Supporier
| for men. Buily g with-
pd  stmnid the sirain of hard
work. Lower seetion i
of Sply mesh, while

isthand in of heavy
wel, $1.95

Note : = Send 1eaist memmrement for whore
A rters.

Ankle and instep Sigp
parter. All clanthe, indis
penasble b dancers with
weak snkles and issteps.
Order by show size, 95<.

NOTE: — Postage on all arﬂt'f-l';l__
on this page, 14c for one
—20¢ for tivo.

Costume Rentals
From Wass & Son you may rent sne adult
cowimme for a single porformanee sr outfil
am entire sdult cast for an operaibe, musical
oy s oo iy v -
Tl prriaine iu cmsiuais,  MOBSSY- B
makewp, Wass & Sou are headquarters,

Attention Tenchers!
Write for our Profit Sharing Plan,
Hundreds of dancing teachers have
already apvailed themselves of this
opporiunity. Write for details.



