





Edouard Espinosa in
costume, with
Ruth Berney.

The RA.D.’s earliest
svllabus was based on
bis 1916 article in The

Dancing Times.

In the beginning.

There was plenty of good dancing
to be seen in England in 1920. In
April of that year Pavlova ap-
peared at Drury Lane with her
own company. In June and July
you could have gone to the Royal
Opera House in London, or later
in the year to theatres in

Bournemouth, Leicester, Notting-
ham, Sheffield, Leeds, Liverpool
and Birmingham

and seen

Diaghilev's company in Puicinella
and Le Chant de Rossignol, with
Karsavina and Massine — and also
with a number of English dancers,
heavily disguised by noms-de-
danse: Vera Clark as Vera Savina,
Hilda Munnings as Lydia Sok-
olova. As soon as the Russian
company left Covent Garden,
Adolph Bolm led a small group
into the theatre, while after the
tour Karsavina gave a season with
her own dancers at the Coliseum.

English dancers were not,
however, famous throughout
Europe — except those Diaghilev
had taken up and re-named.
These were exceptional beings —
though apart from Pavlova, whose
company was not notable for
dancers who could even begin to
rival her either technically or in
stage presence, there were one or
two more who were favourites of
the public: certainly Adeline
Genée, perhaps the equal of
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Pavlova where sheer popularity
with the public was concerned,
and Phyllis Bedells, who in 1914
had succeeded Lydia Kyasht as
prima ballerina at the Empire
Theatre.

But if there were some
English dancers who commanded
affection, admiration and respect,

it was clear to most people within
the profession that there might
be more if the country possessed
better teachers — or rather, if the
good teachers were promoted
and encouraged. When Marie
Rambert first came to London
during the first world war, she was
appalled at the abysmal standard
of teaching: ‘T had visited several
English schools and to my amaze-
ment saw little girls of three or
four put into hard, real ballet
shoes and running about on their
points with contorted legs.’

There were of course some
excellent teachers: Malvina Cavall-
azzi, Edouard Espinosa, Katti
Lanner, Lucia Cormani among
them. But of the two thousand
dance teachers said to be working
in England, only about a hundred
were competent. The teaching
profession was entirely dis-
organised and unregulated: in-
deed, it could scarcely be called a
profession, for anyone could set
up as a teacher, and many who
did turned out pupils with only
the most rudimentary technique.
Something must surely be done
to make it less easy for bad
teachers to wreck the chances of
young dancers by incompetent
teaching.

The first flicker of a light
which was to change the situation
came with the publication in the
Dancing Times in 1916 of a
teaching syllabus devised by
Edouard Espinosa and headed
‘What every Teacher of Operatic
Dancing OUGHT TO KNOW AND
BE ABLE TO TEACH'. It caused
considerable interest. Espinosa
insisted that though he had
rationalised it, it was not his
invention — there was nothing in
it that had not ‘gradually been
handed down from the Masters of
the Past’ — including Beauchamps
(ballet master at the Opéra in
1664) and Pecour, Vestris,
Dauberval, Perrot, Taglioni, Petipa
and Leon Espinosa, Officier
















performances). Her best-loved
role was probably that of Swanilda
in Coppélia, and she is still
remembered for the gravity-
defying lightness and springiness
of her dancing. Opening the 1994
Assembly, Dame Ninette de Valois
remembered Genée’s style: ‘She
could do thirty-two entrechats six
right down the middle of the
stage... she positively bounced! —
the ground was always too hot for
her to stay on.’ She was the first
President of the Academy, and
worked relentlessly to establish it,
not only in England but in North
America. She died in 1970.

Tamara Karsavina is
shown above.

The other pictures
show Adeline Genée
as The Dancing
Doll', and signing
and darning ber







Teachers, not dancers.

The simplicity of that first syllabus
might suggest to teachers and
pupils in the 1990s that passing
the early examination was
relatively simple: but that was not
necessarily so. A surprisingly large
number of teachers could not
cope with it (some of them
because they were not them-
selves, and never had been,
dancers, relying on a theoretical
knowledge of technique). Their
difficulty with the positions of the
arms, for instance, is underlined
by the fact that Genée was asked
to pose for photographs showing
the correct arm positions, which
were published in the Dancing
Times together with text ex-
plaining the new Association’s
views on the matter:
‘There are many “sets of
positions” for the arms, and
no agreement upon the sub-
ject. The Committee have
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Geneée with some young scholars.

adopted a set of “Five Arm
Positions” which, with certain
intermediate positions, are
now illustrated by Madame
Genée, so that candidates will
not be hopelessly confused.’

A year later Genée was to give a
demonstration of ‘the five arm
positions which the Association
has agreed to adopt as fun-
damental ones’.

Within the first three months
over fifty probationers had been
registered, and the first exam-
ination was announced for May 8
and 10, at Madame Cormani’s
studio in Fitzroy Street, near
Goodge Street Station: ‘Practice
dress should be worn — not ballet
costume. Nothing would be more
suitable than a dark “gym”
costume’, said the announc-
ement. A year later examiners
requested ‘pink ballet shoes and
stockings or tights, and ballet
skirts’. The suggestion was
necessary: one candidate had

turned up in a butterfly costume.
But there was some confusion.
A candidate appeared in the sec-
retary’s office to complain ‘I may
spell Claude with an “e”, but that's
no reason to tell me to wear pink
tights and pink satin ballet shoes.’
Claude Newman went on to be
director of a ballet school at
Bahia.

Later, as Pat Beadle recalls,
there was ‘the full ballet dress —
mine was made by a Mrs Gillie. It
was beautiful — laced all the way
up the back, boned in the basque
and bodice. The many skirts of
net sprang to life when you
danced — it was a dream. The last
touch to show you were a student
was the compulsory three inch
soft frill that went round the neck
and back.’

Scholars'
dress in 1925.

Pat Beadle in
ber 'full ballet
dress', 1937.
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awarded. Among the students
who have won it are Rowena
Jackson, Doreen Wells, Brenda
Last, John Hart, John Gilpin,
Bryan Ashbridge and David Drew.
Silver and bronze medals were
later also offered for competition,
presented by Felix Demery and
Phyllis Bedells respectively.
Another award which was given
for some years was the Pavlova
Casket — a handsome jewel-box
which Philip Richardson had
bought at an auction of the great
ballerina’s effects and given to the
Academy, which presented it
annually for the best group dance
choreographed and performed by
members. Unfortunately, the
casket was later stolen.

In 1962, it was decided to
hold the Solo Seal and Gold
Medal competitions in public; the
first such event took place at the
City Temple Hall in 1963 (when
the Gold Medal went to Noriko
Kobayashi), and it became a
popular annual performance. The
Medal competitions now com-
mand a large audience, filling Her
Majesty's Theatre or Festival Hall,
though those for the Seal, held
separately several times a year, are
small, and usually confined to
members, students and some-
times a few relatives.

In contrast to this test of
accomplishment is the concern
the Academy has always felt for
disabled children who want in
some way to be a part of its work.
Fonteyn brought the matter up in
1965, when she worried publicly,
in the Gazette, about the problem
of examining such children:

‘One would of course like
these children in particular to
be able to take a particular
feeling of pride in their R.A.D.
certificate... But immediately
the examiner would start
considering whether any
allowances should be made,
or whether a “fail” might

The Academy's Fatron, Her Majesty
Queen Mary and Dame Adeline Genée.

cause suffering and
undermine  the child’s
confidence. The doubt would
be even greater when the
examiner felt bound to fail
the child on dancing ability
alone, apart from any other
considerations. Would it be
fair to impose that dis-
appointment on the child on
top of her other difficulties?
The conclusion very re-
luctantly reached is that
handicapped children cannot
enter the R.A.D. examinations
in the normal way. So far we
have not succeeded in finding
an alternative that could
apply satisfactorily to all the
many different cases which
arise.’

The problem has remained
intractable.

The Royal patron.

The news that the Association was
to have a royal patron came as a
splendid surprise to everyone,
and was the result of an approach
to Buckingham Palace by Genée,
who had seen a brief suggestion
in a newspaper that Queen Mary

was interested in dancing, and
ballet in particular. She ap-
proached Her Majesty’s Private
Secretary and put forward the
suggestion that the Queen might
care to interest herself in the
Association.

Both Genée’s husband and
Philip Richardson were pess-
imistic about the result. But what
none of them could know was
that the Queen was a great deal
more interested in the theatre
than she was allowed to seem —
the King did not share her delight
in public entertainment, and
strongly discouraged her from
showing her pleasure in it. Here
however was a way in which she
could properly do so —and within
a fortnight Her Majesty had
accepted the invitation to become
patron.

It was in 1930 that Edouard
Espinosa suddenly resigned from
the Committee. His resignation
was accepted and announced
with almost ostentatious tact; the
bare fact was published in the
Dancing Times, his letters of
resignation were not read to the
annual general meeting of the
Association, and no trace of the










Australian Major Examiner, Nellie
Potts, was appointed, working
with Kathleen Danetree, who had
s0 fallen in love with the country
that she had decided to live there.
The strong ties between Australia
and the Academy scarcely need
reciting — nor does the success of
its dancers, not least in the annual
Genée competitions, when
entrants from the antipodes often
sweep the board.

Martin Rubinstein, who had
been dancing in Melbourne since
1938, and in the '50s was teaching
for the distinguished Edouard
Borovansky, had as a boy achieved
the Solo Seal, became a children’s
examiner, and after a testing time
on the Australian circuit —
Riverina in the depths of winter,
Gippsland and urban Queensland
in the heat of summer — spent
nine months in southern Africa in
1964, examining over 6,000
entrants. Four vears later he
became a major examiner (the
first from outside the U.K.) and
has visited 37 countries since
then, collecting (as all examiners
do) a variety of memories:
examining behind locked doors
during an Angolan curfew,
watching segregated black girl
students dancing in Capetown to
the rhythm of a rod banged on
the floor, giving classes in Japan
and the Philippines.

Difficulties with the music for
examinations wasn't always con-

fined to the simple absence of a
piano — or indeed to South Africa.
Isobel Anderson arrived at a hall
in a more or less remote area of
Australia to be greeted by a gum-
chewing young pianist ("How ya
doin’? he enquired, continuing to
chew). He announced that he
would need help with the timing,
and for a while Miss Anderson did
what she could by rapping a
pencil on her table while he
thumped the piano loudly. Then
came the Grade III tarantella.

“When 1 announced it, he
swung around in his chair,
folded his arms, and said, “1
don’t play this.” When asked
why, he replied, “It's too
hard.” I said, “Don’t worry, I'l
sing.” “Great!” he said. I'm
sure the child performed
better with my singing than
she would have with his
playing, even though both
examiner and student were a
little puffed at the conclusion.’

The solution might have been to
do without him altogether: when
a Grade Two candidate in Sydney
had considerable difficulties with
her dance, she turned to Joyce
Butler and said, irritated, I'm
much better without the music.’
Travelling was sometimes a trial
for students: poor Nerida Bron-
ner had to go by sea from Byron
Bay to Sydney for her grades ex-
aminations, and was invariably

sea-sick both ways.

A worse nightmare for Ms
Anderson must have been
arriving in San Salvador a day
earlier than expected, finding
herself in a strange country with
no knowledge of the language
and no-one to meet her — her
luggage piled into a taxi by a
helpful taxi-driver who could not
be persuaded that she did not
want to go anywhere, if only
because she did not know
anywhere to go! In other cases,
she surmounted the language
barrier with relative ease: in
Greece, for instance, she simply
asked a teacher to write out the
phonetic pronunciation of the
Greek words for ‘turn’, ‘centre’,
‘skirt’, and so on — and heard one
awed small girl whisper to
another, as she left the room, ‘She
speaks Greek!’

Sometimes, when not
uncommon language difficulties
arose, the students themselves
came to the rescue: Joyce Butler
remembers a pre-primary class
examination in Hong Kong when
there seemed to be very little
discipline, and the only language
any of the children spoke was
Mandarin. Even the teacher failed
to keep order. But eventually ‘the
tiniest of the children stepped
forward, gave two very loud,
sharp claps, and all eight ran into
a line in the corner ready for the
next exercise.’

Kathleen Danetree
examines at Lismore,
New South Wales, in 1938:
'We thought we were
beautiful in those awful
exam futus!.
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The Royal Academy of Dancing is represented in
each of the following countries

Austria Greece Portugal
Australia Guatemala Puerto Rico
Antigua Honduras
Bahamas Hong Kong Qata:
India ' '
Indonesia
Israel
Iraly
Jamaica
Japan
Luxembourg
Macau
Malaysia Thailand
Malta Trinidad and Tobago
Mexico Tunisia
Namibia Turkey
Netherlands United Arab Emirates
New Zealand United Kingdom
Norway United States of America
Papua New Guinea Zimbabwe
Philippines
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Dame Marie Rambert receives the
Coronation Award in 1956,

With ber, left to right, are Dame Adeline
Genée, Tamara Karsavina and Dame
Margot Fonteyn.

known as the Coronation Award,
given first to Dame Ninette and
subsequently to a long line of
distinguished contributors to the
world of ballet. In 1960 another
honour was instituted: the official
Fellowship of the Academy — the
first being presented to Karsavina
and Idzikowski.

Fonteyn, the only dancer to
approach Genée in fame and
admiration, now agreed to take
her place as President, and a new
phase in the Academy’s history
began.

There were several breaks
with the RAD.s founders and
early members around this time:
another notable departure was
that of Karsavina, who gave up
her Vice-Presidency in 1955 — but
left behind her a valuable legacy,
not least her syllabus for the
Teachers’ Training Course and her
beautiful and sensitive chore-
ography for the Advanced and
Solo Seal syllabi,

Whips and Carrots.

Less beautiful, perhaps less
sensitive, but no less interesting
was the work which emerged
from an approach made to the
Academy in 1954 by the Whip and
Carrot Club — an association of
high jumpers who were also
members of the Amateur Athletics
Association. They had heard that
in the USS.R. and the USA.
athletes had benefited from
ballet exercises, and wondered
whether this approach would not
benefit English athletes. There

were several meetings between
AAA. and Academy officials, and
a series of experimental ballet
classes was given especially to
athletes. That eminently practical
teacher the late Andrew Hardie
wrote a booklet of Ballet

found the children charming and
inventive — one little Jamaican girl
performed the Sailors’ Hornpipe
with great enthusiasm, and when
asked by the examiner what was
happening during the section
when she was coiling the rope,
replied: ‘Stirring tar, miss.” All the
children were charming and
uninhibited — Normandelle ‘Punkie’
Facey, for many years local
organiser in Jamaica, still re-
members the little girl who
‘instead of gracefully leaving the
room with the others, ran to the
examiner, put her elbows down
on the table, and “Now how did I
do?”

Exercises for Athletes which the
Academy published in 1955 (it
was illustrated by the popular
Punch artist Fougasse, whose pre-
war illustrations for The Highway
Code had been followed by
Government propaganda posters
during the war). It might well be
time to re-issue this booklet,
which was said at the time to have
benefited in particular high
jumpers, hurdlers, divers and — in
a prelude to the work of John
Curry? — skaters.

In 1954, examinations were
held for the first time in the
Caribbean, where examiners

It was in 1955 that a young
ballet historian, Ivor Guest — who
certainly knows more about the
Romantic ballet than any other
Englishman, and has haunted the
archives of the Paris Opéra with
such assiduity that he must be the
one and only original Phantom —
was invited by Dame Adeline to
write her biography, a task he
completed with all his usual
thoroughness and elegance of
language. Not unnaturally, the
task interested him in the history
and work of the RA.D., and in
1965 he joined the Executive
Committee just in time to be

Dame Margot
inspects a
surprising line-up
of ballet students:
Jour highjumpers
and two burdlers.
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South Lodge, a mansion on the
south side of Knightsbridge.
There were inevitable discussions
with the bank — which agreed to
finance an expensive conversion,
including the building of studios
and offices and perhaps a theatre
in the large grounds. An appeal
was launched to raise at least
£400,000. But then came, right on
cue, devaluation and the beg-
inning of the depression which
ended the boom of the '60s. The
Appeal Fund grew with alarming
lethargy: by the end of 1968 only
£5,000 had been raised.

The appeal was not greeted
with enormous enthusiasm by the
general public or even by
members, and certainly not by
those benefactors who so often
support such ventures: Mr Paul
Getty, then one of the richest men
in the world, sent a cheque for
ten pounds (which the com-
mittee thought they might frame
as a memento, rather than
bothering to cash it). The Arts
Council declined to help. The
interest on the bank loan steadily
drained the coffers. The Gazette
editor rather wearily pointed out
that all would be well if every
member of the Academy would
only raise &73 and send it in.
Fonteyn, though initially en-
thusiastic, in her presidential
report to the 1968 annual general
meeting described the purchase
of South Lodge as ‘folly’, and
Kathleen Gordon, for many years
the Academy’s Director, resigned
after 44 years' service: it has
always been said that the fact that
she had strongly advised against
too speedily pressing ahead with
the South Lodge project was not
the main reason for her re-
signation, but it must certainly
have been a factor.

In March 1969 everyone
moved to South Lodge — but in an
atmosphere of growing gloom.
Soon Ivor Guest was aghast when

he overheard two members of the
Committee discussing the very
real prospect of the Academy’s
bankruptcy. Peter Brinson, who
had accepted an invitation to
become Director General after
Kathleen Gordon’s resignation,
realised the true extent of the
Academy’s financial plight and,
arguing that he had not been
properly informed about it, also
resigned. Shortly afterwards came
the resignations of the Chairman
and the entire Finance Com-
mittee — they saw themselves
responsible for the financial
debacle which now faced Ivor
Guest, who unwillingly accepted
temporary chairmanship of the
Executive Committee. He must
have wondered just what he had
got himself into: he had hesitated
even to join the Committee, so
busy was he with his own career
in the law, his historical research,
his writing... And now he found
himself faced with the first of two
not dissimilar periods of financial
crisis to which he had to apply
himself during the next thirty
years.

Lefi: Ivor Guest, who served the Academy

Jor almost a quarter of a century.

Below: Peter Brinson, briefly Director at
the end of the 1960s.

The situation was saved, on
this first occasion, by the sale of
South Lodge for a sum which at
least for the time postponed any
serious prospect of bankruptcy,
though the decision to sell left
the Academy without a home.
The Executive Committee had its
eye on High House, in Hammer-
smith (once the boarding house
of St Paul's School). There was
still no Director. There was a
painful annual general meeting in
January of 1970, at which Guest
had to put the position frankly
before a disturbed audience of
members. Many of them had
decided to put their feet down:
permission to buy High House for
£71,000 was firmly denied — the
Academy should rather rent ace-
ommodation for the time, and see
how things went.

The meeting had certain
surrealist elements, as G. B, L.
Wilson suggested in his report in
The Dancing Times of February:

‘Invitations to the meeting
had been sent to people who
were not really eligible to
attend... Dame Margot in-
sisted that any non- members
must leave the room — and
Madame Idzikovsky was led
to the door. ‘But she always
comes!" pleaded Dame
Margot — so an exception was
made (but there were still
invitees downstairs who were
kept out). Dame Ninette de
Valois got up and said, ‘I think
that this is the time for
someone to rise and recite
the Charge of the Light
Brigade." None did, so
another lady rose and said
very sincerely, ‘No, we should
have a few moments’ prayer.’
This rather stunned the
members — suppose God
were a member of the
Cecchetti Society? Skilfully,
Phyllis Bedells relieved the
tension by saying that she was















and a broad obi ‘which flattens
out my considerable bosom,” and
to eat partly boiled snails ‘one of
which I capture as they stagger
about the plate. Do I bite and
swallow it, knowing that I put an
end to its misery, or do I swallow
with the thought of it continuing
its struggle to survive? I swallow,
and smile.’

Artistic Directors.

Now that the financial affairs of
the Academy seemed more set-
tled, there was a general feeling
that an Artistic Director should be
appointed, to work with the
General Administrator. His task
would be to formulate the
Academy’s artistic policy, to visit
the regions and overseas
branches, and help to ensure that
consistency should be upheld in
examinations. John Field, until
recently director of the ballet at La
Scala, was appointed in 1975.

His appointment had con-
sequences which were to be more

Above: Jobn Field in New
Zealand in 1978, with
Merle Ayres, Val Cooper
and Creira See,

Left: John Field in Tl
Avivin 1977,

Right: Alan Hooper in the
Philipines in 1981.
Below: Hooper at
Battersea Squere.

serious than was realised at the
time, for within a year he and
Philip Starr had fallen out, Starr

Examination howlers

had resigned, and Field was
appointed the Academy’s overall
Director, though he was assisted
by an Administrative Director,
John Saunders (who remained
with the Academy until 1982,
eventually as Administrator).
When Field resigned three years
later to take up the Artistic
Direction of London Festival
Ballet, Alan Hooper took his place
—a young and vigorous man who,
with John Saunders, travelled
extensively and did a great deal to
enhance the worldwide appeal
and reputation of the Academy.
Hooper had trained at the Royal
Ballet School, and had had a
brilliant career with the touring
company of the Royal Ballet until,
in 1971, injury forced him to stop
dancing and start teaching,
Hooper was not altogether
happy with the Academy he had
inherited. After a world tour, he
wrote in the Dance Gazette: "My
main impression was one of a
general lack of confidence in the
Academy among many of the
teaching members... The standard
I encountered everywhere was

After their ballet exams, I give my students a written French theory test. Grade 1 children, aged 7
to 8, always worry about whether they can spell, but I assure them that it is not a spelling test, and to
write the answer as best they can and I will work it out. Several years ago, before the introduction of

the new Grades syllabus, 1 asked “What does pas de cheval mean? One answer was ‘the step of a
horse.” I counted this as correct — but the child who wrote ‘Step of a cow’ was definitely incorrect.
However, 1 gave her half a mark, as she was at least in the farmyard!

Dalvern Thom, Australia.
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mixed, with the notable exception
of Zimbabwe, where a small
group of teachers in Bulawayo
and Salisbury have done a
fantastic job in even keeping the
work going, let alone to such a
high standard.’

Zimbabwe.

The Academy had always been
well represented in Zimbabwe, or
Rhodesia as it was called when, in
1936, Eugénie ‘Bubbles’ Howarth
organised the first examinations
there, with Ivy Conmee, the
founder of the RA.D.’s South
African organisation, as examiner.
From that year on, examinations
have been held every year —
though there was a hiatus during
the war — and the teachers who
now work in Zimbabwe have
ensured not only that ballet
schools continue there (students
travel great distances — from
Masvingo, Mutare, Chiredzi — to
take examinations) but that the
RA.D. syllabi are taught in many
schools as an extracurricular
activity.

Alan Hooper began to resolve
many of the problems the
Academy faced in his time —
notably the improvement of the
lines of communication between
headquarters and teachers and to
improve the services provided.
During his short time as Artistic
Director, he was to do much to re-
establish confidence, especially
abroad, and in 1982, when John
Saunders resigned, he was ap-
pointed overall Director and
General Secretary, with Julia
Farron as Assistant Artistic
Director. (It proved in the end to
be a mistake to burden one man
with the practical as well as artistic
direction of the Academy; but at
first the new régime seemed
successful enough.)

It was incidentally in that year
that the Executive Committee
decided to buy the freehold of the
headquarters in Vicarage Cres-

cent (now Battersea Square) for
almost half a million pounds —
£290,000 of the total being
borrowed from the bank. Fonteyn
appealed in Dance Gazette for
contributions: Yorkshire Region
immediately came across with a
cheque for £5,000, and among
many generous donations was
one of a thousand pounds from
Phyllis Bedells — now the single
remaining living founder of the
Academy.

Tragically, in 1983, while
visiting a summer school in
California on the Academy’s be-
half, Alan Hooper was accidentally
killed. Ivor Guest wrote in the
Gazette of his work for the
Academy:

‘How much we owe him will
only become fully apparent
when the projects which he
initiated are implemented.
He has left the Academy an
enduring legacy: the new
courses of study on which he
lavished many hours of
careful thought; the new look
and new impetus he gave to
the overseas branches: the
extension of the education
and training activities, in
particular the seeking of
sponsorship, the restruc-
turing of the selection and
training of the Academy’s
scholars in the UK., resulting
in much higher standards,
greater prominence given to
the teaching of male stu-

dents, the spreading of the
summer school activities
overseas, and the intro-
duction of children’s summer
schools in London...”

A more poignant tribute was
printed in the same issue: a letter
from William Tucker, an ordinary
Academy scholar from Bristol:

I was really upset when I
heard about Mr Hooper
dying, and I just wanted to
write and tell you how much
he meant to all the ordinary
scholars, like me. He always
expected us to do our ab-
solute best for him (and I
hope we did), but at the same
time he always made dancing
such fun. He always gave me a
wink, or whispered a joke to
me before 1 went on, which
stopped me feeling nervous.
He made me remember that
dancing was for making
people happy. 1 shall miss
him, as I am sure all the
scholars will, as a super
teacher and a friend.’

Julia Farron, who had been
choreographing and teaching for
the Academy for almost twenty
years, took Hooper’s place,
joined in September 1984 by
David Wall, for many vyears a
dancer with the Royal Ballet. Wall
had been appointed a Principal at
the age of twenty, and during the
following 21 years had created
many leading roles with Ashton,

Ivor Guest signs the minutes at the 1982 AGM, flanked by Iris Truscott and Alan Hooper.
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