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Dear members and readers,

Welcome to the summer 2005 issue of Choreologica, the
first to boast an ISSN number. Not unlike the previous
issue, the first one with the new format, this one too is
rich with different examples of historical writing on dance.

We hope that the second instalment of Victoria O'Brien’s
MA dissertation will be greeted with the same
enthusiastic reaction that followed the first instaiment.
We have received a considerable number of letters and
e-mails praising the ground-breaking research of this
new Irish dance scholar and we hope that the rest of her
work will elicit equal interest.

Although Leonide Massine's influence on contemporary
ballet has often been acknowledged, his works do not
seem to attract much interest among contemporary
dance researchers. Former dancer and scholar Lisa
Fusillo fills this gap with her ongoing investigation of the
life and works of the celebrated Russian choreographer,
as demonstrated by her paper on Le Tricorne, presented
at our 2004 international symposium “Spain in the Eyes
of the Dancing World” in Logrofio, Spain.

Spanish influences are also the main theme of Gabor
Kovacs' article, which was also submitted for the study
day in Logrofo. As you will see Kovacs’ writing explores
and documents early artistic interactions between
different European cultures.
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Finally, we are particularly excited to publish Ricardo
Barros’ article on the Rhetoric and the Theory of the
Passions in 17" and 18"-century dance and music
compositions, which provides a considerably stimulating
insight into the research of this young dance scholar.

Giannandrea Poesio, Editor
Astrid Bernkopf, Co-Editor
Elena Grillo, Co-Editor

The Abbey School of Ballet
Part 2

Victoria R. O'Brien

CHAPTER 2

This chapter discusses the location, premises and
facilities of the Abbey School of Ballet. It addresses how
de Valois’ preferred methods of dance training affected
the school's curriculum, and the influences on her
choreography staged in Dublin. It also investigates
certain aspects of a typical student profile, and attempts
to determine the various dance teachers’ influences and
teaching styles. As many of the dance productions were
staged at the Abbey Theatre, the final section
investigates the front of house and backstage facilities,
the Abbey Orchestra and the costumes worn for
performances.

The Abbey School of Ballet found its home at the
newly opened Peacock Theatre. The building, which
originally consisted of a basement, library and a billiard
room, was attached to the Abbey Theatre. A then
unknown young architect and actor with the Abbey
Company, Michael Scott, was commissioned by Yeats to
design the conversion. This Georgian premises became
known as the Peacock Theatre, so named because of
the green, blue and gold colour scheme. The inveterate
theatregoer and original architect of the Abbey Theatre,
Joseph Holloway, was at the opening of the Peacock.
An entry from his 1927 journal gives us one of the first
recordings of the opening of the Abbey School of Ballet
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and suggests that it coincided with the establishment of
the Peacock:

Friday, November 11... A big room in the front
building of the Abbey has been converted into
a tiny theatre seating 100. It has been named
The Peacock Theatre, and seats and
decorations have all been carried out in
peacock blue -- even the front of the building
facing Abbey Street has been painted a
similar colour. A blue lookout truly, but | hope
not for the little playhouse. A company calling
themselves The New Players open the theatre
for two nights on Sunday and Monday next
with a play translated from German of Georg
Kaiser called From Morn To Midnight. 3/6 is
the price charged for a seat. The Abbey is
also starting a school for Ballet with one of the
Russian Ballet for teacher. It also has a
School for Acting as well -- all finding a home
in the Peacock Theatre.

(Miller:1977,267-8)

Unlike the Abbey, the Peacock did not have a theatre
company attached to it. It was rented to the
experimental Dublin Drama League mentioned in the first
chapter, and amateur groups such as the Jewish
Dramatic Society. (Abbey Theatre Archives: Peacock
Rental Book.) The ground floor of the Peacock was
used as the rehearsal rooms for the Abbey Company
and was also home to the Abbey Theatre School of
Acting. The auditorium, which seated an audience of
one hundred, was on the first floor and the dance studio
was located on the top floor of the building. The piano,

played by Julia Gray, was in one corner of the dance
studio while in another was a little dance library arranged
by de Valois. The books were covered in the same
peacock colours as the theatre, some holding the exotic
images of Diaghilev's dancers. (In conversation with Jill
Gregory.)

The sequel to de Valois' meeting with Yeats in
Cambridge was swift. By the end of November, Vivienne
Bennet, an actress with whom de Valois had previously
worked, was engaged to open the School. (Sorley
Walker:1998;81) ~ While few records exist of the
techniques taught at the Abbey School of Ballet, it is
possible to imagine what de Valois practised in Dublin
from her own background. As de Valois was a student of
Edouard Espinosa, Enrico Cecchetti and Nicholas Legat,
her influences were a blend of the French, Italian and
Russian schools. The School of Cecchetti was de
Valois’' preferred system of ballet training. It has,
nevertheless, to be remembered that this Italian style
was influenced by Cecchetti's experience in Russia
where he had taught at the Imperial School in St.
Petersburg. The rigid system of Cecchetti would not
have been the only method she employed. De Valois
would have developed her own ideas of dance education
and choreography out of the diverse methods she had
experienced. She was influenced by the choreographers
she worked under at Diaghilev's Ballets Russes. The
experience of dancing in innovative works by Fokine, or
with the choreographers themselves, notably Massine,
Niinska and Balanchine, would have impacted
significantly on her choreography and teaching. These
iconoclastic choreographers interlocked a blend of
modern and classical movement: Fokine's romanticism,
Nijinska's blocks of movement which look simple but
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