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MESSAGE FROM THE CHAIRMAN

At various times around the world on
Sunday 29" and Monday 30" of October,
2006 the Corporate Members ol our orga-
nization settled at their telephones, and
called in to our 2* international telecon-
ference. To organize the time at which each
member should call in is quite a difficult
operation, as we are very far [ung, and our
time zones are all very different. We had
|1 participants - a full house- and the del-
egates called in from all over the USA, from
South Africa, Canada, and Ausiralia. This
was a most productive and cordial meeting
of the voices.

We discussed our [inancial statement
for the year, and thanks to the sale of Sheila
Kennedy's publication “Notes for Dancers”
which she so generously donated to us, we

have a small surplus, If you haven't bought
a copy of these, please conlact your corpo-
rate members as it is a must for any
Cecchetti devotee.

We also discussed our website, and
how we will be updating and upgrading it.
There are plans to include more generic
material, articles and historical data on the
CICB site.

The 2008 Event in Canada. All the
International members of CICB are ex-
tremely excited about the plans for a Sum-
mer Course, and an International Compe-
tition to be held in Calgary, Alberta in the
summer of 2008, We agreed to work hard
to bring our students and competitors from
all over the world o celebrate this Cecchetti
event. Please put this in your 2008 diary,

and let’s get as many as possible to come
to Canada for this exciling event. Let’s
make the Ceechetti Summer Course, and
the Cecchetti International Competition the
higgest happening in the dance world for
2008. Spread the word and start saving up
for travel expenses. Calgary is a great cily,
and the venue is wonderful, so Tet’s all get
together and have a great time.

We all acknowledge Sheila Kennedy's
huge contributions to our organization. She
is the engine which drives us all. She is our
editor for the newsletter, our international
treasurer, and has also overseen the creation
of the web site. Her knowledge of the
Cecchetti work is infinite and her energy is
incredible. Thank you Sheila for every-
thing!!!

Up-coming Events 2007

Aunstralia
Jan. 4 - 10, Victoria International
Residential Summer School, Ormond
College Melbourne University, contact:
Sandra Allan 03 9783 6804

Jan. 15 - 19, WA Australia Summer
School, WA Academy of Performing
Arts, contact: Mary Purshouse 08 9377
7923

Jan. 17, 18, 19, New South Wales:
Sydney Summer School,
5L Scholastica’s College, Glebe,
Residential & Day Students, contact: Kay
Cranwell 0416 239 042

July Winter School Queensland:
St. Margaret’s Anglican Girls School,
Ascol, contact; Janice Heale
0418 875 724
Canada
July 21 - 28, Kelowna, BC
Glenn Gilmour, Jane Wooding,
others lba. contact:
jenniferhill-bernard @shaw.ca
or www.cecchelli.ca

CCA
Jan. 25, Ballet Day
July 14-21, Teachers' Seminar, Kate

Simmons, contact: ccainfo@aol.com
office ph. 734-379-6710

CUSA
no final dates for summer school yet but
those interested contact
mushijima@socal. meom tel. 714 845-
6034 or www.cecchettinsa.org

UK
July 28 - Aug. 3, Junior
Summer School (age 10 to 16 years) at
The Arts Educational School, Tring,
Herts: Tel: +44 1245 293781 (24-hr
voicemail) or email ¢jss@cecchetti.co.nk

Aug. 3 - 10, Students’ Summer School
(age 15 upwards, holding a minimum
of Intermediate), Chichester
(alongside the Teachers’ Course):
Tel: +44 1245 293782 (24-hr voice mail)
or email cssc @ cecchetti.co.uk

Ang. 3 - 10, Teachers’ Summer School,
Chichester: Tel: +44 1245 293783
(24-hr voice mail) or cmail
ctss@ cecchetti.co.uk

Alternatively, anyone interested is very
welcome to contact: +44 1245 267314 or
by email: eswan @cecchetti.co.uk

2008
CECCHETTI INTERNATIONAL
BALLET COMPETITION

in conjuction with
Cecchetti Society of Canada
Summer School
TJuly 26-Aug.2, 08, Calgary
hosted by

The School of Alberta Ballet &
The Cecchetti Society of Canada/AB
please watch for information
www.cecchetti.ca or www.cich.org




IMPRESSIONS OF AN ITALIAN DANCER
ON THE CECCHETTI METHOD

a comment by Pier-Paolp Gobbo, a dancer amongst those most actively involved in the Blasis/
Cecchetti events [ see Blasis/Cecchetti events. “UN'ARTE, E NON UNQ SPORT" page 6] Paris,
October 24, 'K

Held on October 16 & 17, 2006, the
Paris conference on the Tralian School of
Dance, entitled “From Blasis to Cecchetti”,
proved to be an exceptional moment of de-
bate and discovery for all participants —
teachers, professional dancers, vocational
students and balletomanes as well as the
general pubhe.

Speaking lor myself, a young Italian
dancer, encountering here for the first time
Cecchetti’s work, through Richard Glasstone
{a South African who has been
teaching for many years now
in England, and is a Senior Ex-
aminer for the Cecchetti So-
ciety), I experience it as the
serendipitous discovery of a
treasure-trove thal is not
merely worthy of preservation
— it must actively be promoted.
As is well known, the Russian
school everywhere prevails in
Italy, and Lo a degree, that our
own, Italian tradition is over-
shadowed, indeed brushed
aside, as dusty, outdated, even
ohsolete. Wherever one looks
in the world today, classical
dance has become a

standardised commaodity, at the expense of

national specifics, abraded away by a ten-
deney o conform to whatever current fash-
ion may dictate.

On those grounds, the Blasis/Cecchetti
conference has served its purpose, in plac-
ing centre stage the origins of classical dance,
its line of descent through the painting and
sculpture of the Renaissance and neo-clas-
sical period, and in seeking to point to the
dense field ol ideas that should, in actual fact,
lie behind each movement, as opposed to the
contemporary preoccupation with movernent
as an end in and for itself. The object being
to restore the dance in all its [ullness, both
of meaning, and of beauty. Epaulement, port
de tére, and port de bras are thus three prin-
ciples of the greatest importance, deseribed
by Professor Glasstone as “the alphabet of
dance”, lending the dancer’s body depth, per-
spective, light and shade. That is what en-
ables him to convey to his public the style
and the characteristics peculiar o the musi-
cal, dramatic and geometric notions intended
by a given work of art.

Berjamin Gx.‘.iﬁ'rrfu from English
National Ballet School, Photo
couriesy of wew.dansomanie.net

In order lor class to unfold in & prop-
erly-balanced way, the Cecchetti method
lays down a programme for each day of the
week, not unlike that defined by Augusic
Bournonville in Denmark. Professor
Glasstone insisted that the barre be rigor-
ously task-orentated, designed to enable the
dancer 1o grasp the principles that will fi-
nally emerge in the centre work, notably the
dynamics lor the jump. As a result,
Cecchetti’s barre is neither “choreographed”,
nor is it done simply to pro-
vide a warm up. But the barre
is short, to leave plenty of
room for centre practice. The
latter opens with port de téte
and port de bras, followed by
a “repeat” of much of the
barre, before moving on o
lemps d*adage, and allegro.

Enrico Cecchetti’s lan-
guage of steps and
enchainements translate his
own, Italian, origins, into a
radiant form of dancing that,
though joyful, is nonetheless
serene, musical, and eloguent.
Two students kindly “lent” to
the conference by English Na-
tional Ballet School, Benjamin GrifTiths and
Ruth Brill, demonstrated, and very brilliantly
al that, during Professor Glasstone’s confer-
ence and two master classes. Both are pos-
sessed of the skills demanded by Cecchetti:
precision coupled with spontaneity, control
with speed, rigour with brio and virtuosity.

What most impressed me (and I imag-
ine that I was not alone in this), is first, the
cxpressive range afforded by épaulement,
that is both strictly functional in technical
terms, on account of the oppositions (in clas-
sical dance, lest we forget, “form is func-
tion™). Secondly, the calm, sunny and nat-
ral use of the head and neck, which use now
tends to be sacrificed 1o sky-high legs (that
mean a rigid upper-body and neck, and the
rigid facial expression that goes along with
them). Equally important, from my stand-
point, was to find in Cecchetti’s class a pure,
simple academic form of movement, free of
parasitical gesturing that drags the dance to-
wards mannerism,

Cecchetti’s teaching, now as in the past,
rests on principles that are independent of

i

CECCHETTI
PRINCIPLES

by Athol Willoughby O.AM. Australia

The fundamental great principal es-
saycd by MAESTRO CECCHETTI was
firstly developed from sound geometrical
laws and precepts relating to curves,
straight lines and right angles by that great
C19 lalian pedagogue of the classical
dance—CARLO BLASIS: The starting
point of which was the law of equilibrium
and of balance as applied to the human
body. Becoming a precise formula for the
training of a classical theatrical dance this
halance consisted of the balance of the
class, balance of the arms and balance of
line built around a perlectly centered body,
By using his cane across his fingers MAE-
STRO CECCHETTI could easily demon-
strate the horizontal plane of the arms and
line of the working leg supported by the
vertical line of the other leg as the main
law of arabesque. The same manner of
demonstration could also be used to present
his ideas relating to the balance of arms
during port de bras.

Further principles were that dancers
and students should strive for purity and
simplicity of movement at all times with-
out additional frills and that above all fe-
male dancers should appear to be graceful.
He also insisted that the weight of the body
should be well lifted off the hips to give an
air of lightness at all limes, along with the
ability to cover the stage with speed. To
assist in establishing the above principles
Cecchetti followed in the footsteps of Blasis
by setting down a list of theoretical pre-
cepts, which were recorded by Cyril Beau-
mont in “The Manual™ in 1922, (Please
refer to the latest edition of The Manual
commencing page 21, where the principles
are detailed under 14 separate headings)

time and place, principles that will never “go
out of style”, the truthfulness of which place
them in direct dialogue with the other great
arl forms, These principles, that correspond
to anatomical good sense, in other words, to
the artist as a human being, reflect construc-
tive ideas and values, and set up what might
Fairly be described as a fraternal environ-
ment for the Paris presentations. Certainly,
I for one should be delighted if such events,
where one can leamn and exchange with oth-
ers, ook place more oflen, as this would help
to give classical dance back its status, its
weight, and its richness, and pass its values
on Lo the next generation,
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CECCHETTI COURSES around the world 2006

Ashburton Academy of Dance,
New Zealand, Winter Cecchetti
Ballet Dance School 2006
by the Grade 5 & 6 Ceccherti Ballet
Students of the Ashburton Academy of
Dance, South Is. N.Z

From July 1-4 ‘06, the Ashburton Acad-
emy of Dance hosted a Cecchetti Ballet
Winter Dance School. “Winter” being the
operative word as Lwo and a hall weeks be-
fore Ashburton and the surrounding districts
suffered the worst snowstorm since 1945!

Megan O Kane from Melbourne, Aus-
tralia was the guest tutor. Classes from the
Primary Ballet Syllabus through to Elemen-
tary were taught with 48 students attending.

The classes were really enjoyed by all
of us who attended despite the cold, one
morning it was still -4°C at 11.30am!! As
well as our examination syllabus class, Miss
Megan taught each class a “Repetoire
Dance”. Our Grade Five Ballet Class wert
not too sure about learning a “Pig Dance”™
from Beatrix Potter but we soon discovered
it was much harder than we lirst thought and
it was really fun to do.

After a day's rest, we had a Jazz Dance
School from July 6-9 with 76 students at-
tending.

Miss Megan taught all the classes from
“Baby Jazz" to “Senior Jazz” Irom Qam to
5.30pm!! We were all very impressed how
fit and flexible she was! She never seemed
o get tired or cross! We leamt heaps o “new
moves” and found muscles we didn’t know
we owned!

Thank you to Miss Megan for a great
eight days of dance and thank you 1o our
teacher Miss Charmaine Quaid for
organising the Dance School it wasn't that
easy as she didn’t have any power from the
snow storm for five days —and all the schools
were shut for a week because of the snow —
no Ballet classes either!!

We are looking forward to another
Dance School next year,

Quehec City, Canada
bry Wanda Walters
from Newfoundland, Canada

Working, as we all do, in our own little
comers of a large country, T was very ex-
cited while planning my trip to the annual
Cecchetti National Conference in beautiful
Quebec City.

Beginning with the opening wine and
cheese on Saturday evening of July 15, up
toand including a closing performance given
on July 23 — the conference was a continu-

ous source of knowledge, fellowship and
inspiration. There were even Lwo very en-
jovable tourist events planned for us, an
evening dinner cruise on the Louis-J oliet and
a day of touring which took us Lo Muont-
morency Falls, into the old walled city of
Quebec and even across the St. Lawrence
River through some of the most beautiful
farmland in the country. The biggest prob-
lem during the entire course was not having
the ability to “clone” myself so as 1o be able
to take advaniage of everything al once.

Each day of the schedule was filled
from 8:45 AM up to 6:15 PM and for many
of us there were also meetings or additional
Jectures in the evenings. The day began with
an hour and a half warm-up class given at
gither the Grade 5/6, Grade 6/ Intermediate
or Advanced 1/ 2 level. While dancing at
8:45 AM is not something that most of us
do, the classes were beautifully designed and
well worth getting out of bed for. After a
short break, we divided into four scparate
studios, Each day offered a choice of Grade
6 syllabus followed by Musical Theatre, In-
termediate Syllabus with Pointe, Advanced
1 with Pointe or a one hour teaching class
covering topics such as teaching men or pir-
ouettes followed by a one hour Diploma
class.

Afier a break for lunch, it was back o
the studio. The afternoons offered a variety
of classes suitable for Grade 6 to Diploma
level. Two different levels of Modemn were
given by Linda Marchand and Michelle
Cormier. National Dance for Grade &/ In-
termediate was taught by Suzanne Plante and
Joyce Shictze taught Character Repertoire
to the Advanced 1/ 2 level. In the second
half of the week the afternoon also offered a
choreographic workshop with Raymond
Lukens. during which the dancers learned
the always challenging Pas de Qualre from
Swan Lake. In the main studio Richard
Glasstone continued for another one hour
Diploma class. After a short break this was
followed by Advanced 2 syllabus tanght ei-
ther by Mr. Glasstone, Christine Richardson
or Joyce Shetze. After one last break, the
day ended with Anatomy and Stretch pre-
sented by Thérése Cadrin Petit on the first
two days or Associate preparation with Joyce
Shietze on the next four days.

After supper, many of us were back for
more in the evenings. Preparation for Licen-
tiate and Fellow with Sheila Kennedy was
on the agenda for three evenings. The an-
nual general meeting of the Canadian
Cecchetti Society was held on the Friday

evening. As well, there were two different
evening conferences with more about the
hackground of the Cecc hetti work. An
evening in English was presented by Rich-
ard Glasstone and one in French by Vincent
Warren.

The oppartunity to have so many dis-
tinguished Cecchetti scholars in one place
at one time was an event not to be missed. It
was such a privilege to be able to take ad-
vantage of the combined years of experience
and the vast knowledge which were s0 gen-
erously passed on. T would like to say con-
gratulations and thank-you to the members
of the organizing committee who hosted this
year’s Canadian National Cecchetti confer-
ence - Josée Beauséjour, Lyne Binelte,
Héléne Brodeur, Suzanne Plante, Mclisa
Roy, Neva Shelton, Dominigue Turcotte and
Christine Williams. Also, a very warm
thank-you to the staff and senior students at
the Ecole de Dance de Québec. You made
us feel very welcome and at home in your
beautiful facility.

Chichester, UK
by Vanessa Gardner, Brirain

When [ opened the letter telling me that
I had won the Betty Major Scholarship, 1
was thrilled! T had been to summer school
for various days over the years but never had
stayed for a week. When the timetable ar-
rived with the huge selection of classes T was
as excited as a child with a never ending box
of candy. The Grade work was covered in
detail and divided into adages, Pirouettes and
Allegro through the grades which showed a
clear progression of the exercises from
Grade 1-6.

There was a perfect mix of set and unset
major work plus interesting and thought pro-
voking lectures on Exam preparation and
planning (Linda Davies), Licentiate coach-
ing (Gillian Hurst), The vacational child &
A dance teacher’s perspective on furnout
(Diane van Schoor), Things Anatomical
(Shirley Hancock) and The Genre Essay
{Maureen Christie). For me, the highlight
of the week was Linda Davies' clear and
inspirational class on port de bras.

It was wonderful to be taught each day
by so many superb teachers who were 50
generous with their expertise, help and ad-
vice, not only in their allotted classes but
also in their free time.

Having the student course running
alongside gave a great scnse of fun to the
whole week. I had not realized thal we
would be given the opportunity Lo play! The




beach party was a huge success as well as a
very enjoyable theatre to Carousel al
Chichester Festival Theatre. The last treat,
the grand finale of a fantastic weck, was the
students’ performance which included a
demonstration of the Cecchetti vocational
work, pas de deux, contemporary and Span-
ish. They performed beautifully.

(Jn a personal note T would like to thank
all the teachers and colleagues for all their
support and Elisabeth Swan and Geoff
Wheatley for their amazingly calm and elTi-
cient organization and care. I felt proud to
be a member of the Cecchetti Society and
look forward to repeating the summer school
CXpeTIence next year.

Cecchetti USA. Las Vegas
by Kathy Koester

July 30-Aug 5, ‘06: Cecchetti USA held
its summer schoaol for teachers and dancers
al the Umiversity of Nevada in Las Vegas,
NV. Over 100 people attended the summer
school. Guest Instructor was Kathleen
Mitchell, rehearsal mistress of Boston Bal-
let. She is also the shoe mistress of Boston
Ballet and gave an informative lecture on
pointe shoes. Other instructors included:
Betty Scibert, Marnell Himes, Deborah
Vinton, Heidi Wright, Beverly Feder, Jan &
Ray Smith and many others, Teachers were
treated o music classes with Nina
Pinzarrone, pianist with San Francisco Bal-
let and pianist of several CD's, one in par-
ticular “Together Again™ with Glenn

Gilmore. The ending demonstration cho-
reographed by Betty Seibert and dedicated
in memory of Stephanie Hall, who recently
passed away with cancer, was a testimony
to what Cecchetri trained dancers can do in
a small amount of time, Tt was a great dis-
play of talent. Everyone had a wonderful
time and cannot wait for next year's sum-
mer school,

CCA, Michigan, USA
by Theresa Lungaro-Mifsud,
FISTD and examiner, Malta

Practically every summer since I have
been teaching, T have tried to link my sum-
mer holidays to a dance course — whether a
week long or even a seminar of a couple of
hours” duration. My studies have taken me
to many dance capitals in Europe — London,
St Petersburg, Frankfurt, Amsterdam.

This year was even more special — T was
invited to the United States to attend the
annual summer school organized by the
CCA in Holland, Michigan. As the recipi-
ent of the Margaret Marsh Award, given
annually by the Cecchetti Faculty of the
ISTD (London), T became the first Maltese
dancer to attend this international dance
seminar.

Having survived the first couple of days
— which are always a rude reminder of the
intensity of studying dance vocationally, this
time combined with a dose of jet lag -1 felt
I could cope with the rigours of cach day.

Several inspiring teachers coached us

Honorary members of CICB to date

Mary Jane Duckworth ... UK
Richard Glasstone........... UK
Monica Mason ............... UK

Diane van Schoor .......... UK/Southern Africa

Eduard Greyling ... Southern Africa
Demse Schultze .... Southern Africa
Louis Godfrey ....... Southern Africa
Carole Chadwick .. Canada

A the 2005 CICB Conference the Chairman brought to the attlention of the members the
number of Cecchelti trained dancers who hold prestigious and influential positions in the
international dance world, The following list is a work in progress.

Franco De Vita............ Principal of the Jacqueline Kennedy Onassis School,
American Ballet Theatre
Richard Glasstone ... Royal Ballet School, Freelance International Teacher and Coach

Mary Goodhew ...........
Margaret Hllmann ........

Birmingham Royal Ballet School
Principal Classical Faculty,

West Australian Academy for the Performing Aris

Murray Kilgour ...........
Mancy Kilgour ............

Principal of the School of Albert Ballet, Canada
Senior Pedagogue School of Alberta Ballet

Raymond Lukens ........ Freelance International Teacher and Coach
Maonica Mason ............ Artistic Director, The Royal Ballet Company
Anthony Randazzo ..... Ballet Master, Boston Ballet Company
Weronica Tennant ........ Film Producer and Director

Diane van Schoor .......
Denise Schultze ..........

Principal The Royal Ballet School White Lodge
Free Lance International Teacher and Coach

through our steps, each one of us striving to
perfect our rendition and playfully trying to
ignore our tell-tale bodies, which kept hint-
ing at the fact that we really should attend
classes more frequently. Cara Drower (Se-
nior Examiner, Cecchetti Faculty UK),
Olivier Munoz (Prix de Lausanne silver
medalist), Lynn and Chris Tabor {ex-solo-
ists with Les Grands Ballets Canadiens) and
Pamela Moore (Director, National Ballet,
Maryland) were a few of the dynamic fac-
ulty members who not only gave inspira-
tional classes, but they were always ready
o encourage us to ry just a hittle harder to
reach better resulis. T was also lucky enough
to see some younger students take classes
as part of their two-week summer camp
programme, the second week ol which co-
incides with the teachers’ programme.
Again, even though in their second week of
the intensive programme, they listened in-
tently to their teachers and professionally
tackled all their sieps.

A wonderful performance at the
Knickerbocker Theatre in downtown Hol-
land brought this amazing week to an end,
Daily rehearsals had been included in the
Junior Programme timetable and by the end
of the two weeks each group perflormed their
dances beautifully in a full theatre. Summer
dances (a classical number by Olivier
Munoz) and Rhythm (a colourful character
dance by Peter Pawlyshyn) were bwo of my
lavourite dances. However, Christopher
Tabor's modern ballet Esprit ' Equepe un-
doubtedly stole the show. Mr. Tabor®s dar-
ing and innovalive choreography was per-
lormed by the senior group of dancers who
confidently leaped, chasséd and spun.

The most mind blowing thought dur-
ing my stay in Michigan was that even
though 1 have trained mainly on the tiny
island of Malta, here I was thousands of
miles away from home, in a hmge and amaz-
ing country and [ knew exacily what I was
expectled Lo do. Dance really showed it has
no boundaries. Nol physical and certainly
not geographically (let’s face it — [ had no
idea that there was a town called Holland
in Michigan and not many Americans knew
Malia existed!) Ii is astounding that the
Cecchetti method is alive and thriving all
over the world and it really brings people
together

Congratulations

to Sarah Williams, 2005 CICB news-
letter cover picture, who has been accepted
as an apprentice with The New York City
Ballet Company.




Blasis — Cecchetti Conference “UN’ARTE, E NON UNO SPORT”

Following the Bournonville bicenlenary
celebrated at Paris in December 2005, Anne-
Marie Sandrini, Superintendant of Dance for
the Paris Conservalories, decided to pursue
the enguiry and hold, on October 16th and
17th 2006, a public event around the figure
of Carlo Blasis, and his student at one re-
move, Enrico Cecchetti.

The Mayor of Paris and the City’s cul-
tural awthorities, along with the
Conservatoire national de région and the
Conservateire national supérieur de
musigue el de danse therefore invited, at
Madame Sandrini’s suggestion, Salvatore
Rotolo, a Paris-based scholar specialising in
the Renaissance and the history of ideas,
Professor Flavia Pappacena from the Na-
tional Academy of Dance at Rome (author
of several scholarly works on Carlo Blasis,
and editor of
Grazioso Cecchetti’s
compendivm of his
father's technique)
and Richard
(Glasstone (former
Senior teacher of
boys at the Royal
Ballet School, now
suest teacher at
ENBS and Rambert
School, and well-
known to this
journal’s readers).

The Ltwo-day
event, well-attended
by roughly 150 par-
ticipants overall,
with large groups
from the Paris con-
servatories and teacher-training schools
(Dipléime d'étar), representatives of the Paris
Opera and its School, private dancing
schools, pianists and musicologists, art his-
torians, museum curators, and the gencral
public, and in which the Maison des
Conservaroires and the Société Auguste
Vestris cooperated, fulfilled its teaching mis-
sion: students as young as 12 found they
could follow the beautifully-gauged and il-
lustrated explanations.

On the Monday, the proceedings were
opened by Sig. Paclo Grossi, Cultural
Attaché of the Italian Embassy at Paris.

Salvatore Rotolo, whe, like Professor
Pappacena, presented a slide-show, was as-
sisted by “living sculpture™, to illustrate the
intensity of the exchange over the centuries,
between the metaphysical ideas in the work

s I— = continues
Photo courtesy of www.dansomanie. nel
Richard Glassione with Ruth Brill

by K.L. Kanter http:auguste. vestris free fr

of Piero, Masaccio, Leonardo ... and the
classical dance: by a siroke of good Iuck,
the Italian dancers Enny Bogianckino, An-
drea Colaianni and Pier-Paclo Gobbo all
happen to be studying at Paris, and lent themn-
selves (o an experiment uniried since the
18205, when Irene Bude practised “atti-
tudes” in the sculptor Thorvaldsen's Rome
studio,

Between the Renaissance and Carlo
Blasis (1793 -1878), there is a missing link,
and that has been supplied by Professor
Pappacena’s research. She showed how
Raphael had studied and copied the affreschi
found in Roman Villas early in the 16th Cen-
tury, and how he created a style first known
as “grotesque” - found in “grottos”. In
France, by the early 18th Century, this
Raphaelesque style became known as “ara-
besque™. Between
1749 and 1765, the
next wave of influ-
ence was archaeso-
logical work at
Herculaneum (near
Pompei), that led to
the discovery of ex-
traordinary dancing
figures. These were
to have a enormous
impact on Canova,
who opened his
Rome studio in
1779, and on many
of his contemporar-
ies. Their influence
down
through Blasis to
Ceechetti, as one
saw from Professor Pappacena’s slides of
figures from Blasis’ Traité, shown alongside
photographs of one of Cecchetti’s great dis-
ciples, Margaret Craske, in 1925,

Professor Pappacena then gave a mas-
terly demonstration of how the concept of
“arabesque” developed over time, and what
Affects have been associated with its myriad
forms (fear, flight, aspiring to the Heavens
...). Her presentation concluded with a re-
construction, thanks to new software known
as “Life Forms", of exercises and
enchainements from Saint Léon’s
“Siénochorégraphie”. Although well-docu-
mented by several different contemporary
sources, these enchainements seem physi-
cally impossible to us today, doubtless be-
cause we have lost the science of opposi-
Lion.

Acquainted, as they are, with the philo-
sophical, theological and scientific back-
ground to the art works they showed, Pro-
[essors Rotolo and Pappacena, created quite
a stir, as the dance world would seem to be
a little out of practice with thinking *across
the lines” of seemingly-unrelated disciplines.

Monday's third speaker was Richard
Glasstone, who then, on the Tuesday, gave
a master class for Paris teachers in the mom-
ing, followed, in the afternoon, by a class
for advanced CNR and CNSM students. To
mark the occasion, English National Ballet
School generously sent two advanced stu-
dents to assist, Ruth Brill and Benjamin
Griffiths, of whom more anon. Julie
Cronshaw, formerly a student of Mr.
Glasstone at RBS, now a student of Roger
Tully and head of the Highgate Ballet
School, also travelled o Paris to dance in
the demonstrations.

This writer had little-or-no familiarity
with Cecchetti’s work until the summer of
2006. From watching but three classes, it
does recall Bournonville’s great Schools,
albeit in a different “tone of voice™ -
Cecchetti seems to like “close-packing”, as
the physicists say — a greater density of
moves per bar of music. Certain forms that
seem to recur, such as “téte et jupon”, I find
most unattractive, and probably superfluous
to the techingue as such, being a hangover
from the “danza grottesca” or perhaps, from
the ubiquitous “serva” of the Commedia
dell’arte. Just as one hopes that the “Mer-
cury” gesture, a metaphor for man’s rela-
tion to the heavens, does nol become a sty-
listic tic, but will be used sparingly, and only
where the arrival of that metaphor is called
for. Owerall, though, in our day, when so-
called “classical” theairical dance is in the
main, reduced to a most unclassical picking
up of the leg, spinning dizzily, and effecting
the splits in all manner of positions,
Cecchetti’s method is so far above and ahead
that he is not, as our American friends would
say, in the same ball park. “Un’arte, e non
uno sport”, in the words of another Ttalian
artist.

It was quile thrilling to see a proper
chassé, for example, going deep into and
across the floor and then growing up like a
flower out of it, or Mr. Griffith’s wonderful
assemblée, with the push-off leg right off
the floor, his brisds en towrmant with a com-
pletely relaxed head and shoulders (the spit-
ting image of Blasis” own drawings), and
Miss Brill’s marvellous temps levé a la




seconde, like a flash of blinding light in the
midst ol a dark-and-difficult renversé com-
bination.

In the tradition of Blasis and his Re-
naissance masters, Cecchetli wants forms
that are strongly épaulé. This, as Giulia
Menicucci, now teaching at Lucca, has
pointed out, foreshortens the body visually

{making the dancer look marginally
“shorter” or better, “ramassé”), as opposed
to the tense, ramrod-siraight lines that have
prevailed since the wrn of the Twenticth
Century, Cecchetti, like Bournonville, draws
the body into a powerful, curving pathway,
winding about the line of aplomb hke a ten-
dril about the vine. Since, from an anatomi-

cal standpaint, there is virtually no straight
line in the human body - a seething mass of
“Riemannian surfaces” — the artificial con-
struct would rather seem to be the “straight
ling” approach, while that of Cecchetti
would be most in tune with Nature, and how
Nature is pleased to move.

RESOURCES and syllabus changes www.cicb.org

BOOES

Betty Oliphant: The Artistry of Teaching
- scheduled for release in December 2006
compiled and edited by Nadia Pots, with
DanceForms illustrations by Rhonda
Ryman, published by Dance Collection
Danse Press/es. Tt will be the first in a series
of manuals that cover the range of Oliphant’s
G0-year career as a teacher renowned for
training some of the world’s most remark-
able dancers. Before her death, Oliphant
spent five years recording her unique ap-
proach to ballet training in collaboration with
Madia Potts. The collection of Oliphant’s
classes, will include descriptions of exercises
supplemented by her views on the influence
of Enrico Cecchetti, Class Structure and
Preparation, Dance Examinations, Audition-
ing Students, and many more of her obser-
vations and teaching concepts, peppered
with captivating photographs of Oliphant’s
years al Lhe esteemed National Ballet School
in Toronto. [SBN 0-929003-62-4, 225 pages
include illustrations and photographs $60.00
CDN retail

Cecchetti members (worldwide) - single
copy - 30% discount = $42.00 cach (plus
M&H)

Cecchetti Societies - 10 copies or more - 405
discount = $36.00 each, (plus M&H) for the
societies to resell to their members.
Contact: Dance Collection Danse
www.ded.ca email: talk@ded.ca
145 George Street, Toronto, ON M5A 2M6
Canada, also sce www.cich.org

Notes for a Dancer compiled by Sheila
Kennedy — 1o use in conjunction with the
Cecchetti Manuals, orders through your own
sociely or by email hsken @telus.net

Classical Ballet Terms —An illustrated
dictionary by Richard Glasstone
This dictionary traces both the historical
hackground and linguistic origins of ballet
terminology and addresses the problems of
correct spelling regarding gender.
Available from Dance Books Lid. The Old
Bakery, 4 Lenten Street, Alten, Hampshire
GU34 1HG UK www.dancebooks.co.uk
price £10.00, plus postage

Rhyman’s Dictionary of Classical Bal-
let Terms: Cecchetti by Rhonda Rhyman.
A Dictionary of contemporary classical bal-
let terms. Clear concise word descriptions
of over 900 ballet terms with
pronounciations, includes historical notes
from Maestro Cecchetti’s 1894 Manuel

Available from Dance Collection Danse, 145
George Street, Toronto M5A 2M6 Canada
publisher of Livia Brillarelli’s Cecchetti: A
Ballet Dynasty
Tel: 416-365-3233
eMail: talk@dcd.ca
http:/fwww.dancecollectiondanse.on.ca/
dancecol

Fax: 416-365-3169

DVD

A Pairing of Swans - Gemini Award Nomi-
nated for the Best Performance and Best
Direction in a Performing Arts Program or
Series — Evelyn Hart — Rex Harrington and
others. Conceived and Directed by Veronica
Tennant. Tt is a beautiful DVD not only
for the breathtaking performances, but its
sharing the process of creating dance on
film™ Karen Kain, C.C., Artistic Direclor,
The National Ballet Company of Canada.
www.apairingofswans.com

CCA have a new Advanced (2) CD
played by Carlos Fagunda for sale
www.cecchetti.org.

A change in CANADA candidates may
now enter Advanced (2) as category A dancer
without having passed Intermediate and
Advanced I. Pre-requisites for all other ex-
ams remain unchanged.

CECCHETTI BALLET AUSTRALIA INC.
- TEACHER PROFESSIONAL DEVELOPMENT

As a Registered Training Organisation
(RTQ) it is necessary to constantly provide
Professional Development (PD) to our
members and to ensure that their approach
to teaching is constantly growing. Today's
students demand innovative leaching meth-
ods, and a variety of leaching/learning tools
in the classroom. The results of our sur-
veys showed that you — our members
wanted more Professional Development
and we have taken steps to ensure that you
receive it.

As of 2007, it will be necessary for
ALL Active leachers to complete the PD
form and submit it to their state office by
October 30™ of each year. The PD lorm
will be enclosed in the 2007 Spring Edi-
tion of the Newsletter. Failure to complete
and submit the form will Tesult in your

exam entries for the forthcoming yvear not
being accepted.

The required number of Professicnal
Development sessions will be three per
year, where a member falls short of a PD
session for the year they must document
the reason the session was missed and this
will be judged on an individual basis.

Professional Development may be in-
ternal or external. The lollowing sources
are recommended, but not exclusive: Inter-
nal - State Refresher, Annual Congress, Ex-
aminer Class (post exam session), Associ-
ate Diploma Workshops. External -
Anatomy lectures, Pilate’s course, History
lectures, Music lectures, IADMS confer-
ence, Australian Ballet workshops, First
Aid, Tanya Pearson workshops.

Australia’s New Name

CECCHETTI BALLET
AUSTRALIA INC.

The AGM in Australia this year saw
the Cecchetti Socicty of Auvstralia change
its name. For many years it has been [elt
that our name gives no indication of what
we do and our break {rom London gave us
the autonomy to make the change. Mem-
bers voted by proxy and at the AGM with
an overwhelming majority to change the
name o Ceccheiti Ballet Australia giving
a clear indication of who we are, Cecchetti,
what we do, Ballet, and where we are, Aus-
tralia. Carole Hall, Chairman Cecchetti
Ballet Australia Inc.

As of the Autumn 2007 edition, Aus-
tralian members will be given the option to
receive their copy of the Cecchetti News-
letter as a PDF emailed directly to them. It
is anticipated that this initiative will save
many trees and maybe even a forestor two.




CECCHETTI PIONEERS series - THE THREE GRACES OF NATAL

So named by David Poole, Nancy
Hooper-Graham, Dorothea McNair and
Eileen Keegan were the pioneer teachers of
the Cecchetti Method in Natal, South Al-
rica.

They were very different in tempera-
ment, but the one feature commoen to them
all, was their love of and belief in the
Method. They were very aware of their re-
sponsibilities as custodians of the Method
which they taught with great intelligence and
integrity.

NANCY HOOPER-GRAHAM
1904 - 1969

Mancy Hooper, the first Cecchetti
teacher in Natal, became a member of the
Society in 1925 and began teaching in
Durban in

1926. She
studied ballet
with Marie
Rambert,
mime with
Karsavina,
Greek with

Ruby Ginner
and ballroom
w. i & h
Josephine
Bradley. In

Nancy Graham/Heoper —
“Dance Manequin™ from
Frederick Ashtan’s first
baller 1926 “The Tragedy

of Fashion. " Photo later years,
courtesy of Mrs. Palmer  during regular
Srom Graaff-Reinet, trips to Lon-

East
asjorm L-ape don to further

her studies, she took Spanish with
Brunelleschi and auended National classes
with Helen Wingrave., Among her many
pupils were Dorothea McNair and Eileen
Keegan.

After the Second World War, Nancy
Hooper moved to Pietermaritzburg from
where she built up a large studio, starled the
University Ballet Club and choreographed
many musicals for the Philharmonic Soci-
ety. It was here that she taught Michael
Maule until he was 14, after which his fam-
ily moved to Durban and he continued his
studies with McNair and Keegan. Ian
Murray was a student at the Ballet Club
where he worked very hard and was later
taken into the Sadler’s Wells Company.

In 1960 Nancy Graham decided to
move to London, England permanently and
took over some o Nora Roche’s pupils when
Roche taught at the Royal Ballet School.
She also resumed National classes and was
awarded Honours for her Advanced National

by Lynda Palmer, September 2006

Examination, which she took at the age of
61.

She was steadfast in her refusal to en-
ter pupils for Eisteddfodan, believing that
children
should dance
for the sheer
joy of itunless
of course, they
were prepar-
ing for an ex-
amination,
when the nec-
essary disci-
pline should

be instilled. : g

i Nancy Michael Maule — Pholo
will always be courtesy of Mrs. Palmer
remembered fremn Gragff-Reinet,

for her great Eastern Cape
vivacity, her love of dance and dancing.
Anyone who loved 1o dance was loved by
her, There exists a Nancy Graham Bursary
Fund to assist Cecchetti students in Natal
and a Memorial Cup is presented to the best
Grade IIT in Britain.

DOROTHEA MeNAIR 7- 1994

Dorothea NeNair begged her mother Lo
enrol her for lessons with Nancy Hooper
after seeing her dance at a charity perfor-
mance in Durban. She was Hooper's first
student.

After successfully passing her Grade
examinations, she went to England to study
the Major work as did so many South Afri-
cans. No Major examinations were held in
South Africa at that time. As had her teacher
befare her, she went to Marie Rambert for
ballet, Karsavina for mime and she also stud-
ied with Sokolova. She was told by Rambert
that she would never be a dancer but that
she would be a line teacher.

The first pupil, with whom Rambert
entrusted McNair, was a young man, Billy

Cook, who worked as a clerk in the
Smithfield market thus being unable Lo at-
tend the usual morning class. He was in-
spired by Ashton’s “The Tragedy of Fash-
ion” and wanted to know more ahout bal-
let. McNair put him through his Cecchetti
Elementary (Adv.1) and Intermediate
(Adv.2) examinations. Once Cook decided
to join the Rambert Company he changed
his name to Antony Tudor.

McNair’s physique was quite unsuited
to classical ballet. However, this enabled her
to understand the frustration of students un-

able to perform naturally, the difficult exer-
cises set by Cecchetti. Her vitality and en-
couragement given so freely to students who
were able to convince her of their sincerity
in learning the Method, was memorable.

Corrections were not only given, but the
means of achieving them were so clearly
described. Rambert's prediction was cor-
rect, she was a fine teacher.

Darothea McMair taught at the Ripman
School for several years before returning to
Durban from where she began to teach. Here
she never had a large studio and rarely more
than 14 or 16 pupils, all of whom were Ma-
jorstudents. Later on she and Eileen Keegan
joined forces and taught together. As Nadia
Nerina has testified, this was a marvellous
combination of personalities and knowledge.

McMair went on to teach at the Univer-
sity and also pioneered a full time ballet
course at the Durban Technical College. She
later taught in Pictermaritzburg where she
trained small children for the first time. She
thoroughly
enjoyed this
new experi-
ence and in the
MOmings, was
able Lo teach
the Method as
Cecchettl
originally did,
going through
the days of the
week and not
dividing the
exercises into
syllabi for ex-
aminations.
Past students
all over the
world are for-
ever grateful for what she taught them.

In Natal, the Dorothea McNair Memo-
rial Cup is awarded to the best student tak-
ing a qualifying examination at any level.
This trophy has also been awarded to the
most outstanding student teacher candidate.

Nadia Nerina — Photo

courtesy of Mrs. Palmer

from Graaff-Reinet,
Eastern Cape

EILEEN KEEGAN 1914-2000

Eileen Keegan was the youngest of the
iric. She came to Mancy Hooper as a pupil
in Grade 11 and remained with her until she
too went to Britain to further her studies.
Keegan went to Margaret Craske for her
Cecchetti Major work. She studied Span-
ish dance with Otera in Spain and with
Brunelleschi in London. She also took the




opportunity of taking classes oulside the
Craske studio and enjoyed classes with Mary
Skeaping, Lydia Kyasht and
Nicholas Legat. She also took
lessons in National Dance with
Algeranov and Hungarian
dancing with Derra de
Moroda. A great deal of
knowledge accompanied her
return to Durban.

Keegan danced with sev-
eral Companies before settling
down to teach. She toured
with Molly Lake’s Company
as well as with the Oxford
Blazer Concert Party. For a

sively. This theairical experience was to
stand her in good stead, when she slaged her
first ever [ull evening of Ballet in Durban in

Eileen Keegan, circa 1940
year she danced with the Ballet Russe de
Monte Carlo with whom she toured exten-

1939, A vear later, she founded the Durban
Ballet Club for whom she invited Cecily
Robinson from Cape Town to
produce Les Sylphides and
Carnaval.

As with the other two
“Graces,” Eileen Keegan pro-
duced many fine dancers and
teachers. All her pupils agree
that one learnt a lot more than
classical ballet in her studio.
Keegan's temperament was
quite different to the others
and an aura of serenity always
pervaded her classes, unless,
of course, a student displayed
a lack of respect for the Method. Her eye-
brows would rise in a quizzical expression
when members showed a lack of concern
for the Cecchetti Society.

Greatly loved by all her students, she

eamed the respect of teachers throughout the
country, whether or not they taught the
Cecchetti Method., Once she built her stu-
dio in the garden of her home in Kloof, she
generously allowed the studio and her pia-
nist to be used for many promotion and re-
fresher classes. All who attended these
classes, left inspired to work harder.

To preserve her memory and all that she
stood for when alive, an Eileen Keegan Bur-
sary fund has been instituted to assist teach-
ers to attend Summer Schools outside of
South Africa,

It is small wonder then, that the
Cecchetti Method is very stromg in Natal or
Kwa-Zulu Natal, as it is now named. The
legacy of the Three Graces lives on and the
wonderful example set by these three teach-
ers, has influenced numerous existing slu-
dios today. Many past and present South Al-
rican Examiners come from these studios.

The Cyril Beaumont Award Competition, Pretoria, South Africa

This exciting and probably the most
prestigious event on the Cecchetti calendar
took place Dec.1-4 *05. The first three days
(preliminaries) were held at the Pro Arle
Alphen Park Studios, days two and three
being open to the public, and the final per-
formance at the Breytenbach Theatre. Hats
off to members from Kwazulu Natal and
Free State who travelled to Pretoria to at-
tend all three days’ proceedings! It was in-
deed a pity that, with the exception of teach-
ers involved, Gauteng members did not take
the opportunity of experiencing the wonder-
tully enriching and vibrant build-up to the
final performance. The preliminary trials
ook the form of a daily unset class con-
ducted by Ms. Liane Lurnie who also coached
the candidates” two vanations, the first be-
ing pre-prepared (either from the classical
repertoire or of the competitor’s own choice)
and the second from the classical repertoire
this being set, taught and coached during the
competition. This second variation was
Raymonda’s solo from Act 3 of the ballet of
the same name in which every candidate’s
assured pointe work and siylish use of
épaulement were shown to advantage. In her
beautifully constructed classes Liane Lurie's
own experience and knowledge acquired
through her years of performing both locally
and internationally were evident in the de-
mands made on the candidates. She extended
the dancers by the use of various aspects of
style and technique, with interesting use of
Port de Bras and insistence on artistic inter-

by Jennifer Louw

pretation. It was gratifying to see the link
between the Cecchetti method and
Bournonville style being utilised and so suc-
cessfully achieved by the candidates. This
once again focussed attention on the need
and importance of young dancers experienc-
ing cxposure to varying
styles, thereby broadening
their dance education. Li-
ane Luric’s quiet and en-
couraging manner logether B
with her professional ap-
proach created a calm atmo-
sphere in which the young
dancers responded and vis-
ibly developed in confi-
dence over the four-day du-
ration of the competition.
Assured and supportive ac-
companiment was provided
tor the classes by Ferdi
Geyer.

To everyvone's delight all six candidates
participating in the preliminary trials quali-
fied for the finals and the exciting atmo-
sphere backstage and in the auditorium of
the Breytenbach Theatre on the final night
was almost tangible.

The teachers of the candidates are de-
serving of the highest praise for the stan-
dard achieved by their pupils and the danc-
ers themselves are to be congratulated on
their excellent work-ethie, professional at-
titude and, not least, each and everyone's
lovely performance. The winner, announced

by Dr. Eduard Greyling, was 16 vear old
Elizabeth Nienaber. All participants are
wished much success in their fulure dance
CArecrs.

The culmination of a very special and
memaorahle event was the presentation of the
South African Cecchetti
Dedication Award to Ms.
Lynne Fouché, who was
honoured by Artistic Direc-
tor, Gail Myburgh in her
speech as follows: *“Ms.
Fouché, in the auditorium
tonight are a number of
guests who have joined us,
not only to support the con-
testants of the Cyril Beau-
mont Bursary Award Com-
petition, but also very spe-
cially to be here for the pre-
sentation of a different, yet
equally prestigious award,
On behalf of the Council of Management of
the Cecchetti Society of Southern Africa, it
is my honour and profound privilege to be-
stow on vou, Ms. Lynne Fouché, the South
Affrican Cecchetti Dedication Award for your
immense and invaluable contribution to the
Cecchetti Society in this country over many
years and for all that you have so generously
given of yoursell to [acilitate and ensure the
growth, development and artistic integrity
of the Society, the Method and Classical
ballet in general.” skdoc.




ACROSS THE WORLD

by Desiree Peralejo, AISTD (Cec. &
National), NBS-TTP Dip., RA.D. {RTS)

I came to Canada’s National Ballet
School in 2003 filled with excitement and
enthusiasm to study the art and science of
teaching ballet. Having this rare opportunity
to be a part of this prestigious school was
beyond my wildest imagination. I was like
a child in Willy Wonka's factory! Where I
come from and where [ was trained (Philip-
pines). dance education was, and still is not
as popular as it is in North America or in
Europe. Dance educators in the Philippines
need to travel across the world to satisfy their
yearning for further studies. Mine took me
to NBS. Here I was introduced to ISTD's
Mational Dance and the Cecchetti Ballet
Method. These dance forms were foreign to
me since most of the dance schools in the
Philippines teach RAD As soon as I learned
that T could also acquire teaching accredita-
tions for National Dance and Cecchetti Bal-
let, T was determined to accomplish these
examinations,

My time at NBS had been eye opening
and very meaningful. Aside from the won-
derful facilities, [ met teachers whom I truly
admire and cherish. At the back of my mind,
I too would one day like to be one of them,
and share all the experiences with my own
students. Sharing the likeness of, Mr.
Gilmour’s charm and brilliance; Ms. Brake's
eve for corrections; and Ms. Bomers™ cre-
ativity and artisiry, the experiences | encoun-
tered with the Cecchetri teachers have been
emotional and heart warming,

After NBS, I am now back in the real
world having my own students to leach. 1
was fortunate that Mrs, Kennedy introduced
me 1o Ms. Wendy Cliff of the Cecchetli So-
ciety of Australia. My students and I are now
aiming to participate in the 2008 Cecchetti
Society of Australia examinations. Inciden-
Lally, this will be the first Cecchetti exami-
nation in the country. This is the immediate
goal my school aspires to accomplish, With
determination and
discipline learncd
from the NBS ex-
perience, we look
forward to taking
Philippine ballet
to another level!
Wish us luck!

Developing Basics
for Children -
Interdisciplinary
Studies for Arts
& Sciences

Dance Medicine Conference in S. Africa

by Yeonne Barker, Minette de Klerk, Gail Myburgh, Maryka Nel and Julia Powell

On May 6 & 7 “06, an enormously suc-
cessful weekend, Dance Medicine Sympo-
sium was held at the South African Ballet
Theatre studios in Johannesburg., The su-
perbly organised symposium was conceived,
co-ordinated and hosted by Ms. Lindy
Badenhorst, a respected Pilates and
Gyrotonic practitioner, who was resident al
the Royal Ballet School, UK. for five years.

The opening address was delivered by
South African born g
Diane van Schoor, §
Ballet Principal of
the Royal Ballet
School, White
Lodge, who also de-
livered an articulate
and informative pa-
per, the content of
which covered, “a
hallet teacher’s per-
spective on lurn-

out”. Dance Medicine Conference

Tt was most gratifying to have met asig-
nificant number of Cecchetti course attend-
ces representative of Gauteng, Cape Town,
the Eastern Cape and Kwazulu Natal and
much was imparted by knowledgeable pro-
fessionals, whose subject matier covered
topics such as: postural assessment and cor-
rection; lower limb alignment and rehabili-
tation; jumping mechanics; the shoulder
girdle and upper body; understanding the hip
joint; lumbar-pelvic integration and musculo

skeletal problems.

A heartening and inspiring informal talk
was given by Mr. Tain MacDonald, Princi-
pal Dancer with the South African Ballet
Theatre, who related details of his hip re-
placement operation and subsequent reha-
bilitation, which enabled him to fully resume
his professional performing career.

The two-hour, gruelling “work-out”™ in
integration training and dance specific
strelching was men-
tally and physically
challenging to all par-
ticipants, whilst a talk
on nuirition proved
interesting and en-
lightening.

Thirty eight as-
pirant students audi-
tioned for the Royal
Ballet Summer
School Scholarship
during the two-day
convocation with classes conducted by Ms.
Karen Beukes, Principal Dancer and Ballet
Mistress of the South African Ballet The-
alre.

The Symposium culminated with the
announcement of the winner of the Scholar-
ship, James Fraser ol Johannesburg, by Ms.
van Schoor. We continue to value and ap-
preciate her genuine and generous inlerest
in the Cecchetti Society and Dance in South
Africa and applaud her successes with pride.

CONGRATULATIONS to the 2006 LUCIE
SARONOVA GOLD MEDAIL CANDIDATES

left to right. Back row: Christopher Ead, Ashleigh Hills, Lina Kim, Simon Dow, Margaret
Himann, Teegan Carr, Eliza Mulholland, Front row: Rebecca Rodwell and Kvla Moore.
Photo: Wendy Cliff
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WRITING ESSAYS - a guide to Essay Writi

by Alan Brissenden, courtesy of Cecchetti Ballet Australia

These notes are freely adapted from
Colin Norman, Writing Essays: A Short
Guide, 2nd edilion, issued by the Depart-
ment of English, the Universily of Adelaide,

What an essay is - an essay can be de-
scribed as *a fairly brief piece of nonfiction
that tries to make a point in an interest way’
{Crews 3), by presenting a thesis—a central
organizing idea—about ils subject, and tries
to persuade a reader to accept that thesis. It
usually states that central idea clearly and
explicitly in the first paragraph. The para-
graphs which follow discuss and analyse the
idea, supported by facts and concrete evi-
dence. In other words, an essay does not
just express personal opinion; it makes a
reasonid appeal to areader’s good sense and
judgment.

You can present your thesis ‘in an in-
teresting way by:

* Choosing and arranging your words
carelully

* Designing your essay well, so that it has
a recognizable beginning, middle and
end

= Making sure it is unified, in thal only
what is essential to the central argument
is included and everything inessential
is left out

= Ensuring that it hangs together, in that
the sentences flow on from one o the
next, paragraphs are similarly linked,
and the end echoes the beginning.

Writing interestingly also means that
you do not distract your reader, so a good
essay 18 correct in its punctuation, grammar
and spelling, has clearly marked references,
and has been carefully proofread to see there
are no mistakes.

Three Stages of Writing - writing an
essay is a process, not just a putting down
of things on a perhaps alarmingly blank sheet
of paper in a one-off event. We can think of
the process as having three stages:

1. Prewriting - this is the mosi time-
consuming—don’t skimp on it. The main
activities are reading, thinking, planning
and organizing. Jot down ideas as you go,
making sure when taking notes that you
record carefully the details of author, title,
place and date of publication for a book, or
issue number and date for a magazine, and
page numbers. Note down website details

and the date you consult the site (because
websites can change rapidly). Anenormous
amount of information is available on the
web, but probably only a fraction of it is
reliable, so don't depend on its for accu-
racy. Consult your teacher.

Develop your own ideas (don't be sur-
prised if you have to have several goes at
doing this)

Try to work out a plan of your essay
carly so that you can do your research along
clear lines, instead of being

distracied into byways, however inter-
esling they may seem at the time,

2.  Writing - this is where you pro-
duce your first draft. Do it as quickly as
you can, and don’t worry oo much about
spelling, puncluation, or senlence structure
at this stage. The important thing is o gel
your ideas down. Don't stop to think of
the right word if it won’t come; leave a
blank and keep on writing. Let your main
ideas begin to take shape. You might like
to go on to Stage 3 as soon as you have
finished the first draft, while your ideas are
still fresh,

3. Rewriting - ‘Rewriting is not just
a matter of changing a few words—it may
involve major changes in the text. Further-
more your first draft may require not one but
several revisions. Reorganize the entire se-
quence of your argument if necessary. ... The
introduction, in particular, may need com-
plete recasting; often it is not untl you near
the end of your endeavors that you discover
best how 1o define and introduce your cen-
tral thesis—or even what that central thesis
really is” (Norman 5). The editing Facilities
on your computer (e.g. cul and pasie) come
in handy here. Show your work to someone
else. Good writers always do this. A fresh
pair of eyes brings a fresh point of view. Put
your draft aside for a couple of days, or even
a few hours, and then look at it again. “Dur-
ing revision. . .check your notes for additional
arguments and details, or for supporting quo-
lations; eliminate points that no longer seem
relevant; make sure the argument flows
smoothly from one point to the next. Re-
wriling, you will discover, is a form of think-
ing; as you write, vour own ideas will be-
come clearer to you” (Norman 5).

Having made your major changes, pre-
pare your final copy, following the required
conventions of format and documentation.
Proofread the printout very carefully, check-
ing for errors in spelling and punctuation,

and check that your guotalions are accurate,
so that both these and any borrowed ideas
which are not direct quotations are fully ac-
knowledged—syou don’t want to be accused
of plagiarism.

Be careful that your spellchecker is the
language you want!

Some Hints

1. Write clear, vigorous sentences.

Avoid long words. Use mostly short,
concise sentences, leaving out words that are
not really necessary. Use definite, specific
words. “She did twenty pirouettes” is more
incisive that “She did a large number of pir-
ouettes’,

2. Wnite with nouns and verbs, and use
adverbs and adjectives only occasionally.

To say a ballet is *lovely’ doesn’t tel] us
much about the work; instead, say why itis.
Avoid such vague adjectives. Similarly,
avoid weak adverbs such as *very” and ‘ter-
rifically’.

3. Develop your essay through para-
graphs.

“The standard paragraph is a group of
sentences developing a single idea’ (Norman
15). Begin your paragraph with a topic sen-
tence, that is, ‘a sirong sentence expressing
the idea you propose to develop next’
{Norman 15).

A paragraph is like a miniature essay,
so should be unified and coberent; “just as
arguments in an essay support the central
thesis, so sentences in the paragraph develop,
explain, and illustrate the topic sentence’
(Norman 16).

Link your sentences, and your para-
graphs, by using words such as but, how-
ever, nevertheless, although (to imply con-
trast or change) and, also, furthermore, 0o
(to add o or amplily what you have said)
consequently, so, that is, therelore, to sum-
marize (Lo restate or conclude).

Grammar and punctoation - Here are
a few common errors to be avoided.

1. Incomplete sentences - Wrong: She
couldn’t dance on Monday. Having sprained
her ankle. Right: She couldn’t dance on
Monday because she had sprained her ankle.

2. Faulty agreement: subjects and
verbs - Wrong: The fall in ticket prices were
unexpected, Right: The fall in ticket prices
was unexpected. (‘fall” is singular, and so
needs a singular verb, “was unexpected’.)

3, Faulty agreement: pronouns and
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nouns - Wrong; If a student needs experi-
ence, they should get up on stage. Right: If
students need experience, they should get
up on stage. (If the student’s gender is
known, then ‘If a student needs experience,
she {or he) should get up on stage” would be
cofrect.)

4. Squinting modifiers: ‘Squinting’
becanse they look two or more ways at
once - Wrong: He gave a talk about Swan
Lake, which was brilliant. Was it the talk or
Swan Lake that was brilliant? I[ the talk, then
Right: He gave a brilliant talk about Swan
Lake. If the ballet, then Right: He gave a
talk about a brilliant Swan Lake.

5. Danglers: these may seem to refer
to the wrong thing, sometimes comically
- Wrong: Coming into the studio, the clock
struck ten. Right: As we were coming nto
the studio, the clock struck ten.

6. Wrongly placed apostrophes - Add
an apostrophe, with no following *s’, to form
the possessive plural of most nouns. e.g.
dancers’ shoes, the four walls® mirrors, stu-
dents’ tights. The exceptions are plurals nol
ending in ‘s’, ¢.g. women’s, men’s,
children’s. Add an apostrephe followed by
‘s’ for the possessive case of indefinite pro-
nouns e.g., one’s, anyone's, anybody’s,
someone else’s

Now this is important! The posses-
sives from pronouns—his, hers, 118, yours,
ours, theirs—do not take apostrophes. Its
stands for it is. Wrong: The theatre had it's
lights on. Right: The theatre had its lights
on. Right: It's a brightly It theatre.

Note Ears, Shoots, & Leaves by Lynne
Truss is a good recent book about Punctua-
tion. It's great fun to read and, what’s more,
it's a runaway bestseller.

Format

1. Use good quality blank white A4
paper, unless you are submitting a handwrit-
ten essay, when you should use Faintly lined
Ad paper.

2. DoubleSpace your texL, leaving wide
margins at top, bottom and sides (3 to 4 cm)

3. Number all pages in the top right hand
CONEL.

4. Staple the pages together in the top
left hand corer.

5. Unless otherwise required, do not put
your essay in a hinder. It may look attrac-
tive, but it adds bulk and can make the pages
hard to mm.

Documentation - of the many meth-
ods available, documentation in the text is

MAESTRO
CECCHETTII
DIPLOMA

CICB will keep the complete list of
holders around the world on record, for
any members to access.

Please notify CICB Secretary, Carole
Hall — cdunstan @ozemail.com.au of any
new Diploma holders to ¢nable her to keep
the records current.

Congratulations to CCA Leslie
Parreco 2006

The International
Association for
Dance Medicine &
Science in
Australia

The 17th Annual Meeting of IADMS,
Canberra, a conference for dance practitio-
ners, teachers and movement specialists,
health professionals and dance scientists
was held in Canberra, Oct. 25-28 "06- see
www,ladms2007.com

neat and concise, and has been used in these
noles. To make clear that you are using an-
other person's words, information, or ideas,
you place brief acknowledgements in your
text. After the relevant text give, in brack-
els, the author's (or authors’) last name(s)
and a page reference, with no comma be-
tween. e.g. ‘From Adelaide, van Praagh flew
with the company to Sydney” (Sexton 173).
You may also need to use endnotes to ex-
plain something further, give more detailed
references or add something that doesn’t fit
in with your text. But note that endnoles
should be kept to a mininum; comments that
don’t fit easily into your text may often well
be best omitted. Notes are numbered con-
secutively, indicated by an Arabic numeral
above the text, and after marks of punciua-
tion, except a dash. Endnotes appear on a
new page at the end of your text, but before
the list of works cited (see below). Both
bracketed relerences and endnotes identify
sources which are described in full in the
list of works cited.

There are several ways to list books and
articles, which should be arranged in alpha-
betical order according to

author. The following forms, which
include the books quoted in these noles, are
frequently used.

Book: Crews, Frederick. The Kandom
House Handbook. 2nd end. (New York:
Random, 1977)

Norman, Colin, Writing Essays: A Short
Cuide (Adelaide: English Department, The
University of Adelaide, nd [no date]).

Morthey, Margot. Making Sense: A
Student’s Guide to Writing and Style, Re-
vised ed. (Toronto: Oxford

University Press, 1987).

Sexton, Christopher. Peggy van
Praagh: A Life of Dance (South Melbourne:
Macmillan, 1985).

Journal article: Haythorne, Harry. ‘Re-
discovering the past’, Dance Australia 141
(2005-06), 35-6.

Book chapter: Potter, Michelle, *Per-
sonal Gestures; Early choreography of
Edouard Borovansky’, in crusader

Hillis, Heritage and Heresy: Green Mill
Papers 1997 (Braddon: The Australia Dance
Council {Ausdance), 1998), 59-66.

A Final Word - ‘Plagiarism is a form
of stealing; as with other offenses against
the law, ignorance is no excuse’ (Northey
12). (Note that as this is a direct quotation
from a North American book, it keeps the
North American spelling ‘offenses” for of-
fences’ ).

The following must be acknowledged
in your lext or in an endnote,

1. Direct quotation of someone else’s
words. 2. Paraphrases of someone else’s
words. 3. Facts and information derived
from someone else. 4. Ideas derived from
someone else,

Facts and information which are com-
mon knowledge (e.g. Margot Fonleyn was
a great British ballerina; William
Shakespeare’s plays were performed in the
Globe Theatre) do not need acknowledging,
nor do well known proverbs or sayings, such
as phrases from the Bible. Careless note
taking can inadvertently lead to plagiarism,
50 be scrupulous to distinguish between di-
rect quotation, paraphrases and your own
original ideas when you are summarizing a
hook, article, or information from the web.
And just including a source in your list of
warks cited does not constitute acknowledg-
ment.

Acknowledgement must be made in the
appropriate place in your text or in an
endnote (Norman 39-40),

Good luck, and happy writing.
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