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On January 31, 2014, Sarasota au-
diences witnessed the American 
Premiere of Sir Frederick Ashton’s 
‘Sinfonietta,’ performed by The 
Sarasota Ballet at The FSU Center 
for the Performing Arts. For a mas-
terpiece such as Sinfonietta to have 
never been performed previously 
on American soil and not performed 
across the globe since the late 80’s 
is surprising and made it therefore 
a special honor to bring this great 
work back to the stage. The protec-
tion of Ballet history is something 
near and dear to the heart of The 
Sarasota Ballet, particularly so for 
our Director Iain Webb and Assis-
tant Director Margaret Barbieri who 
had the pleasure and honor to have 
worked with Sir Frederick Ashton 
and danced many of his ballets.  

It is for this reason that on April 
30, we begin our four-day Ashton 
Festival commemorating not only 
the 25th Anniversary of his death, 
but also celebrating his life and the 
amazing diversity of his choreo-
graphic repertoire.

Ashton has become somewhat of 
a household name in Sarasota and 
we could not be more thrilled to be 

able to hold this incredible 
Festival for ‘Sir Fred’ and for 
our wonderful city of Sara-
sota. This will be a once in 
a lifetime event and we want 
you all to become a part of 
this historic moment in Ballet 
History. This is why we have 
made the Ashton Festival as 
affordable as possible, with 
individual tickets as low as 
$20, you can see these awe 
inspiring ballets performed 
by our nationally and interna-

tionally acclaimed company.

Join us for an event that has 
been described by New York 
Times critic Alastair Macau-
lay “The most extraordinary 
dance adventure in 2013-14 
in the United States,” and 
let us together celebrate the 
choreographic genius of Sir 
Frederick Ashton.

From The 
Editor’s Desk

Preserving Ballet History

by Jason Webb

Sir Frederick Ashton & Margart Barbieri, Assistant Director of The Sarasota Ballet
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The Sarasota Ballet’s Mission Statement

We enrich lives, captivate emotions, and strengthen 
community through the art of dance.

The Sarasota Ballet’s Vision Statement

To infuse our community with the highest quality and 
diversity of dance in America.
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Company Highlight
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Will Tuckett
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One Saturday afternoon following a rehearsal of 
our Balanchine, Tuckett, and Ashton program, I 
was very fortunate to be given the opportunity to 
chat with Ms. Lynn Wallis, who staged and set Sir 
Frederick Aston’s “Sinfonietta” on the Company 
this season. Currently the artistic director of the 
Royal Academy of Dance (RAD) whose headquar-
ters are located in Battersea Square London, Ms. 
Wallis has a rich background in the ballet sphere. 

Her love of the art form was sparked at age 10 
when she began ballet training. Upon turning 15, 
she joined the Royal Ballet Upper School, and by 
age 18 graduated into The Royal Ballet Touring 
Company. After 3 years with the Company, Ms. 
Wallis decided to take up teaching. An extraor-
dinarily timed offer arose to be Ballet Mistress at 
The Royal Ballet School and she held that position 
from 1969 to 1982. In 1984, she joined the Na-

tional Ballet of Canada as Artistic Coordinator, and 
became Associate Artistic Director with Valerie 
Wilder in 1986. They then partnered in directing 
the Company after Director Eric Bruhn’s passing 
(1987-1989).  She was appointed to the position 
of Deputy Artistic Director of English National Bal-
let in 1990. Four years later she joined the Royal 
Academy of Dance, where she has responsibili-
ty for setting and maintaining standards of dance 
training worldwide, developing the Academy’s ex-
amination syllabus and planning courses interna-
tionally for students. She also stages various bal-
lets, many of which are Ashton’s. 

Ms. Wallis graciously allowed me to ask her some 
questions about the RAD and Sir Fred’s ballet 
“Sinfonietta,” and I’d like to give you a glimpse 
into our conversation that afternoon. 

L-R - Brenda Terris, Development Director & Lynn Wallis 
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What can you tell us about the Royal 
Academy of Dance? 

“The RAD was founded in London in 1920 and 
exists to promote knowledge, understanding and 
practice of dance internationally by educating and 
training teachers and students, as well as by pro-
viding exams to reward achievement. We have a 
panel of examiners who conduct the examina-
tions. The RAD has a presence in over 70 coun-
tries.”

How does one become one of these 
‘Examiners’?

“There is an audition process in order to be ac-
cepted as an examiner and then an intensive train-
ing program.” 

How many levels are there?

“There is a portfolio of examinations designed to 
motivate and encourage students of all ages and 
levels of ability.”

The Sarasota Ballet’s “Footlights”   

L-R - Ricardo Graziano, Victoria Hulland, Ricardo Rhodes & Lynn Wallis in rehearsals for Sir Frederick Ashton’s ‘Monotones II’
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Do you know what inspired Sir Fred to 
create “Sinfonietta”? And what he hoped 
to leave with his audiences?

“He never expressed to me what his inspiration 
was. My guess would be he heard the music first 
and this inspired him to create the movement. 
I’m sure he hoped the audiences would find the 
contrasting qualities of the ballet interesting…and 
maybe leave them asking, ‘Wow- how did they 
(the dancers) do that?!’”

Have you set “Sinfonietta” before? 

“Yes. One of the first times was in 1978 when I 
was Ballet Mistress at the Royal Ballet School. I 
asked Sir Fred if I could revive it for the school 
performance which was to be held at The Royal 
Opera House, Covent Garden. He gave me per-
mission so I went to the Royal Ballet Archives and 
found the reel-to-reel film of it. I watched it and 
wrote down each dancer’s part with its individual 
steps and counts. I actually still have my original 
notes from 1978[she pulls them out of her bag and 

Now what can you share with us about 
Sir Frederick Ashton’s “Sinfonietta”? 

“Ashton created the work in 1967. Margaret Bar-
bieri was one of the original dancers in the third 
movement. Iain also danced in the ballet when it 
was revived for Sadler’s Wells Royal Ballet. The 
musical score is by Australian composer Malcolm 
Williamson. The ballet is quite a challenge-both 
technically, and musically, which suited the strong 
dancers of this era. Sir Fred used contrasting dy-
namics of movement to complement the music. 
The first and third movements are very quick and 
have accented dynamics, whereas the second 
shows contrasts reflecting the music in a different 
way. A challenge the ballet is indeed, but it is also 
fun!” 

Did you ever have the opportunity to 
perform it?

“No, I never performed it. However, I was in the 
Company at the time and I watched it being cho-
reographed from the sidelines.”

The Sarasota Ballet’s “Footlights”   
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Sir Frederick Ashton’s ‘Sinfonietta’
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shows me], and I used them to refresh my memory 
while setting it on the Company here. I carry them 
around like gold dust! After watching the film, and 
taking detailed notes, I noticed small parts of the 
ballet were not visible because of the way it had 
been filmed.  So Sir Fred came in and re-cho-
reographed those moments for the students. He 
worked with them, molding them to his choreog-
raphy. I also set it on the Sadler’s Wells Royal Bal-
let in 1981 and I was thrilled when Iain decided to 
revive it, giving me the opportunity to stage it here 
on this Company.” 

What other Ashton ballets have you 
staged in the past? 

“Well,  I’ve staged ‘La Fille mal Gardée,’ ‘The Two 
Pigeons,’ ‘The Dream,’ ‘Les Rendezvous,’ ‘Les Pa-
tineurs,’ ‘Jazz Calendar,’ ‘Monotones I & II,’ and 
of course ‘Sinfinonietta.’ When I began re-staging 
ballets, there were times when I wouldn’t know 
certain parts, so I would then bring in a Benesh 
Movement Notator (BMN). BMN is a clear and 
concrete way to document the steps of chore-
ography and record human movement [Joan and 
Rudolph Benesh invented this system in 1940]. 
Choreography has a tendency to…well, evolve 

through the years, so notation scores are a good 
way to refer to the Choreographer’s original intent. 
After having to bring in notators every once inaa 
while, I thought, ‘I really should just learn to read 
notation!’ So I did. It took a few months to master, 
but I managed. I always made notes on my score 
of any adjustments the choreographer had made 
during rehearsals.”

With Sarasota Ballet’s ‘Ashton Festival’ 
in mind, would you happen to have any 
reflections of your time working along-
side Sir Fred that you’d be willing to 
share? 

“I really loved watching him work with the danc-
ers. He paid such keen attention to line and detail 
so now, when I’m re-staging one of his ballets, I try 
to do the same, because I know he wouldn’t have 
wanted that detail to be missed. I try to preserve 
as much of his original intent as I possibly can. 
Also, there was never any ‘padding,’ no excess, 
within his choreography. He was very precise so 
that everything fitted perfectly with the music, as 
with “Sinfonietta,” There was always motivation 
for the movement he created. I must say I consid-
er myself REALLY LUCKY to have had the oppor-
tunity to learn from him.” 
  

Alex Harrison & Kate Honea in Ashton’s ‘Sinfonietta’ L-R Ricardo Rhodes, Victoria Hulland, Ricardo Graziano, Iain Webb & Lynn Wallis

by Kirsten Conrad
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The Sir Frederick Ashton Festival

The Sarasota Ballet Box Office
941-359-0099 ext 101

For information on the VIP Festival 
Kickoff Luncheon and the Ashton 

Festival Gala Dinner contact Jason 
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Barbara 
Jacob

Donor Spotlight

Barbara Jacob is a recent addition not 
only to The Sarasota Ballet, but also to 
Sarasota. Having moved here last spring 
from Delray Beach, her first experience of 
our Company was the critically acclaimed 
performance of Sir Frederick Ashton’s La 
Fille mal Gardée and she became an in-
stant convert. “My husband always loved 
story ballets but I’ve always looked at bal-
let as almost a painting, with the dancers 
‘painting’ with their bodies. I’m more of 
an abstract art person, so I lean more to-
wards abstract ballet. This is why I was so 
shocked at how much I loved La Fille mal 
Gardée.  I arrived expecting ‘ho hum,’ but 
I was so engaged by the performance!”

Since then Barbara has thrown herself into the bal-
let, becoming not only a Season Subscriber, but 
also a Donor, a member of the Friends, and a Volun-
teer with our children at risk program Dance – The 
Next Generation (DNG). “I volunteer one day a week 
at the moment with the 3rd graders. It’s amazing to 

see them grow and get the wonderful opportunities 
that DNG gives them. I’m looking at volunteering 
another day a week next year as I just love working 
with these kids.”

Having always had a passion for the arts, making the 
move to Sarasota was an obvious choice for Barba-
ra. “I have a summer home in Chautauqua and I’m 
very involved in its arts scene, with both the Theatre 
and the Ballet Circle, and my friends had said to 
me that if I like it there I would like Sarasota.” Her 
involvement in the arts didn’t start in Chautauqua 
though.  Since a young age, Barbara has always 
been a lover of the arts. “My Mother took me to see 
my first ballet when I was very young in Detroit and 
I danced ballet until I was 12, sadly giving it up just 
before I learned to go on pointe. I learned with The-
odore Smith and at only age 8 I would have to take 3 
buses to get to those lessons. Although it was many 
years ago, the smell of the resin has always stayed 
with me.”

“I love everything about the Ballet. I’m a very visual 
person and my husband was a symphony person 
and although I love listening to music, I need some-

L-R - Sara Sardelli, Outreach Coordinator, & Barbara Jacob at a Ballet function.
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thing to go with it and dance is the perfect accom-
paniment. My experiences with ballet have given 
me some incredible memories and I’ve been lucky 
to see many different companies, choreographers 
and indeed dancers. In fact last year, along with a 
good friend, I hosted Jacques d’Amboise (former 
Principal of New York City Ballet & Choreographer) 
who regaled us with stories of his time with George 
Balanchine. The Sarasota Ballet however has in-
troduced me to Sir Frederick Ashton, someone 
whose work I had never seen before. It’s so excit-
ing to see all this different repertoire that I’ve never 
experienced before and I look forward to seeing 
even more.”

“Even the company’s own Nutcracker (John Ring-
ling’s Circus Nutcracker) was amazing, as it was 
so different from anything I have seen before. Over 
the years I have seen countless performances of 
Nutcracker and truth be told I was pretty bored 
with it. It was Sara Sardelli (former Sarasota Bal-
let Principal, now Outreach Coordinator) who con-
vinced me to come to see the performance this 
last December. I just adored it! It’s very different 
and would recommend it to all. I would have loved 
to have gotten my grandkids to see it as I think 
kids will respond to this production more so than 
the traditional production. Hopefully the next time 
it is performed I’ll be able to bring them to it.”

Alongside Barbara’s passion for the arts is her 
passion for volunteering and when she met Lisa 
Townsend, DNG Program Director, she knew where 
she wanted to focus most of her energy. “I want to 
do some good with the money I have, and I am 
so impressed with Dance – The Next Generation. 
Not only do the children get dance lessons, but 
also help with school, and eventually, if they grad-
uate from the program, a university scholarship.” 
Having volunteered with Crisis Line, the Center 
for Group Counselling, The guardian ad Litem as 
well many others, her time, energy and passion is 
greatly appreciated. 

“I wish I could dance, I look at the dancers and 
I’m blown away! I love to see the amazing ways 
the dancers move and perform! Such marvelous 
control and artistry is just breathtaking.”

by Jason Webb

L-R - Kate Honea (Principal dancer of The Sarasota Ballet), Jacques d’Amboise & 
Ricardo  Rhodes (Principal dancer of The Sarasota Ballet)
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Ten Things You Never Knew 
About Logan Learned

We all know him, we all love him; now find out ten 
fun facts about our very own Logan Learned…

1. No breakfast for this champion. Logan 
wakes up during the week at 8:30 AM, just enough 
time to brush his teeth, change his clothes and of 
course, make a coffee.

2. He saves tights for performances. “I like to 
be comfortable during class and rehearsals,” says 
Learned. Normally he will wear basketball shorts, 
a loose t-shirt and ballet shoes while in the studio.

3. If ballet class begins at 9:30 AM, Logan be-
gins at 9:30 AM. Unlike many dancers who find it 
necessary to stretch in the morning, Logan prefers 
not to. “I like to use class as my warm up…that 
has always worked best for me.” 

4. He stays focused. Even if he has breaks 
during the day, Logan prefers to stay at the studios 
until the rehearsal day finishes. “Even if I am not 
called to a rehearsal I like to stay. Otherwise my 
focus drifts.  I am often in the studio just watching 
other dancers and I learn a lot from doing that.” 

5. But he does break for lunch, kind of. Ev-
ery day during lunch Logan heads to Starbucks 
-- for you guessed it -- more coffee. “I don’t like 
to eat much during the day while I am dancing, 
so usually I get a seasonal coffee drink and a mini 
croissant. Right now I am loving the peppermint 
mocha!” 

6. Most of his “warm up” is mental. “I really 
don’t warm up before rehearsals or performances 
because I like to save all of my energy.” However, 
Logan does go over all choreography and correc-
tions in his head. “Right now we are learning Four 
Temperaments which is a new ballet for me so I 
am spending a lot of time reviewing the sequence 
of steps.”

14 Logan Learned in George Balanchine’s ‘Four Temperaments’



7. He doesn’t carry a water bottle. Logan can be seen making several trips during the day back and forth 
to the water fountain. When asked why he doesn’t have a water bottle… “I will lose it!”   

8. He eats a big dinner (I know you were all getting worried). As soon as he gets home from work, he 
makes dinner. “I eat dinner pretty early and then unwind. On weekends or special occasions I love going to 
Indigenous – they have the best burger ever. ”

9. He has fun roommates. Logan lives with fellow dancers Elizabeth Sykes and Kristianne Klein. “We all 
hang out in the living room after work and make sure to watch Big Bang Theory and Modern Family.” 

10. I love him!!!

15

Logan Learned in Sir Frederick Ashton’s Les Patineurs

by Sara Sardelli

The Sarasota Ballet’s “Footlights”   

Logan with housemates Elizabeth Sykes & Kristianne Kleine



Inspired. 

Every art form is born from a moment 
of inspiration. An object, an emotion, 
nature, history, imperfections -- , all 
are elements that inspire creation. As 
dancers, we are drawn to creating. For 
most dancers the wardrobe department 
of life is a free zone of experimentation 
and fearlessness. 

You will know a dancer when you see one. She 
walks down the street, feet turned out, chin raised, 
in the latest and greatest fashion trend.  Heels? 
No problem.  She tackles the street as if on a run-
way, glowing with a sense of fearlessness. 

To be confident in your own skin is a trait to trea-
sure. The ballet world -- so aesthetic in every as-
pect -- creates inventors and trendsetters. The 
ballerina bun, the ballerina flat, the ballerina skirt, 
the color “ballet pink”; we are as much a part of 
the fashion world as is paint in the art world. 
  
The Sarasota Ballet is no exception to the de-
veloping trends both inside and outside the stu-
dio. Iain Webb, Director of The Sarasota Ballet, 
frequently points out that he has handpicked not 
just a group of dancers but a group of personali-
ties. Each dancer is an individual, full of life, with 
his or her own flair and each with a great deal of 
gumption.

A few of the dancers in The Sarasota Ballet have 
a distinct knack for fashion and an ability to cre-
ate their own styles. It takes a certain mind and a 

certain vision to design such things as leotards, 
clothing, handbags and hats. With the support of 
their peers and the wonderful people of Sarasota, 
these dancers exhibit talents that go beyond the 
stage.

With blonde hair, loose waves, bright eyes and 
striped leg warmers, Sarah Monkman enters the 
studio early to warm up each morning. She grins 
at those she passes but doesn’t speak much be-
sides a casual “hello, how are you doing?” She 
begins her day with composure and purpose. 
Sketchbook peeking out of her bag, you will often 
see her darning pointe shoes with a meticulous 
steady pace or sketching ideas for leotards at the 
request of her colleagues. 

GLAM & GUMPTION 
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The Sarasota Ballet’s “Footlights”   

L-R Alex Harrison, Rachel Goldberg, Samantha Benoit & Sarah Monkman



“I’m not sure that there was ever a moment in my 
life when I started creating things.  Maybe it start-
ed at a young age when my Granny taught me to 
knit.  I supposed it’s always been a part of me.  
I’ve always been creative in some way.  I’ve loved 
drawing since I was able to hold a pen! I suppose 
my clothing creations started when I was about 
10 years old.”

She began by making clothes for her dolls and 
then, dealing with the challenge of real people, 
her parents gave her a mannequin for her 14th 
birthday.  

“One thing that’s always interested me as an artist 
is the human body,” Sarah said.  “The way it is 
shaped led to my fascination with clothing. I love 
working out how to make garments fit around the 
body and how to sew the pieces together.”

For Sarah, the biggest inspiration comes from her 
peers. Inside the ballet studios the dancers exper-
iment with leotards, warm-up clothes, hair styles. 

“I do think that being comfortable in your own body 
allows you to be adventurous with what you wear.  
To do this job you have to have a certain confi-
dence in your own skin. I think that confidence is 

a crucial to a dancer and that spills over into the 
dancer’s adventurous fashion statements.” 

Thirty minutes later, a very tall, very leggy male 
version of Marilyn Monroe walks into the stu-
dio, high cheekbones, sharp blue eyes, coffee in 
hand, wearing a baggy fleece jacket, pink tights, 
and bright gold booties. 

Mr. Jamie Carter, designer and creator of hand-
crafted, vintage inspired women’s millinery, fasci-
nators and hair accessories, has been developing 
a booming business, naming it Maverick & Mil-
bank Co. Inspired by none other than Her Royal 
Highness the Dutchess of Cambridge, he began 
the process of designing headpieces nearly 3 
years ago and just this year has transformed his 
ideas into dozens and dozens of new glamorous 
designs. You will see Carter’s creations at almost 
all of The Sarasota Ballet’s events and presenta-
tions. 

“We have quite a few formal events throughout 
the season and the women members of the com-
pany would ask me to make something that would 
make their outfits special.”

Indeed he did just that. For The Sarasota Ballet’s 

17L-R Alex Harrison, Rachel Goldberg, Samantha Benoit & Sarah Monkman Kate Honea, Emily Dixon, Kristianne Kleine (all sporting Jamie Carter Headwear) & Jamie Carter



Theatre of Dreams this past fall, the women chore-
ographers used one Maverick & Milbank Co. cre-
ation for each of the five shows. 

Although Jamie admits that dancers are more dar-
ing in their fashion choices, and therefore more in-
spiring for him, it has never been his intention to 
make pieces exclusively for dancers.

“Most of my more adventurous pieces have been 
bought by non-dancers,” Carter said. He contin-
ues to work not only on pieces intended for social 
events but pieces that will soon grace the stage as 
part of The Sarasota Ballet costumes. 

In walks a celebrity, perhaps not one from Holly-
wood, but she could fool anyone. Danielle Brown, 
principal dancer, vibrant and glowing, carrying a 
bag filled to the brim with warm-ups, shoes and a 
bright orange foam roller, takes a seat on the floor 
and sips her coffee. With sharp features and the 
slimmest of figures, she is ready to start her morn-
ing routine. Hair in a sky high bun and makeup 
meticulous, she wears a navy long sleeved leotard 
that plunges in the back in the most flattering of 
ways. She made it herself.

Danielle reminisces about when she first began 
sewing. Her mother gave her a sewing machine for 
her 21st birthday and she then began experiment-
ing.

“Not everything worked.  Actually a lot of it didn’t, 
but it was fun just figuring it out,” Brown said. “I 
learned a lot by making mistakes.” 
For a ballet dancer, finding ways to turn mistakes 
into lessons is key.

Fascinated by all things vintage and inspired by the 
50s and 60s styles of Audrey Hepburn and Brigitte 
Bardot, Danielle stresses comfort and projects an 
in-studio style that is inspired by great ballerinas 
like Natalia Makarova and Alina Cojocaru.

“I want to dance like them and be like them, so I 
find myself dressing like them too,” she says.
Danielle found her avocation in an old Singer sew-
ing machine and has been hooked on all things 
original ever since; leotards, clothes, warm-ups. 
You name it, she’s made it.

When it comes to Ms. Brown and her in-studio 
style, her fellow dancers say: “Only Danielle, could 
pull that off.” She explains the reason behind her 
fearlessness:  “Because we get to wear all different 
kinds of costumes, it’s not as intimidating for us to 
wear something a bit funky or different.  We are so 
used to it!”

Don’t be surprised if one day you see a little vin-
tage shop full of old and new collections and cre-
ations by Danielle.

18
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Example of Jamie Carter’s creations. For more information visit www.facebook.com/maverickandmilbank



“I would definitely make this hobby a career. Even-
tually I would want my own shop. But I also think 
of making costumes for a ballet company and how 
amazing that would be.  Maybe someday I can do 
both!”

Dancers are so much more than steps and cho-
reography.  They continue to amaze and inspire 
everyone they meet, even those who know noth-
ing about the ballet world. A company graced with 
such beautiful bodies, minds, and spirits will never 
cease to impress, both onstage and off. And the 
dancers of the Sarasota Ballet display the most vi-
tal of traits - confidence.

As Sarah Monkman says, “It is so important to be 
true to who you are and express your own origi-
nality.  I find it very inspiring to see people do what 
they are best at; what they are made to do. Each of 
us is unique and brings something to the table that 
no one else can.  It fascinates me to see people’s 
ideas that I would never have and I find inspiration 
in that.” 
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Laurie Rizzolo (Danielle’s Mother) & Danielle Brown at a Ballet Event

Danielle Brown & Ricki Bertoni

by Samantha Benoit



was in the school for 4 years, but 
normally it is a 7-year school. After 
three years, I was accepted into 
the company, State Academic Op-
era and Ballet House. I still contin-
ued studying with the school, but 
also worked with the company. I 
became an already experienced 
dancer very young. I stayed in 
Odessa from 1958 to 1990, going 
through the ranks. After 10 years, 
I started teaching and rehearsing 

Pavel Fomin: I was in school, 
about 10 years old. Girls from 
school asked me to join them in 
a dance. Of course, as a boy, I 
was very happy to do that. At that 
time also, they were searching for 
talented students in all areas of 
the arts. I passed the exam, and 
they asked me to move to Odes-
sa City (Ukraine) to a profession-
al ballet school at 14 years old. I 
was put into the second grade. I 

Pavel. Mr. Fomin. Master. Ballet 
Master, that is. 

There is no better description for 
Pavel Fomin, and he even used to 
wear a t-shirt with that exact title: 
Master. 

These days, he wears t-shirts that 
say, “Don’t steal my moves” or “My 
way or the highway.” No matter 
what his t-shirt says, you always 
know that Pavel means business 
and that he takes ballet seriously. 
He absolutely loves the art. 

I’ve known Pavel since I was 11, 
and I have grown to respect him 
even more through the last 20 
years. He taught me the mechan-
ics of every ballet step early on, 
and in my professional career, he 
has coached me on the finishing 
details of major roles. I can hon-
estly say that I wouldn’t be where I 
am today without Pavel’s training, 
and I owe much of my career to 
him. Although I have worked with 
Pavel for two decades, I knew little 
of his background.

Kate Honea: Tell me about your 
start with ballet and your dance 
career.

Pavel Fomin - Company Highlight
Ballet Master

by Kate Honea
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the company, even while dancing. 
Eventually, I became the director. 
The previous director was fired, 
and the company voted to have 
me as the director. I had a very 
deep and professional respect 
from the company and dancers. At 
one point, I was dancing principal 
roles, teaching, rehearsing, direct-
ing, and my daughter, Marina, was 
born. I was waiting for someone to 
help or take over.  It was too much 
at such a young age.

KH: What brought you to the Unit-
ed States?
 
PF: The State Academic Opera 
and Ballet House had a nice con-
nection with Le Ballet de Montreal, 
and its founder Eddy  Toussaint. 
Toussaint sent a principal couple 
to learn the leads in “Giselle.” I 
was setting the ballet. The prin-
cipal couple had their first show 
in Odessa City. Then the couple 
performed in Montreal and got a 
review saying they were the best 
couple to perform “Giselle.” At 
that time, Touissant was invited to 

Sarasota, and he wanted me there 
with him. I couldn’t come, though,  
because I was working on my pa-
pers trying to immigrate. My visa 
was denied for 12 years because 
of a long story concerning my wife 
Lydia’s sister, who immigrated to 
the United States. Eventually, I 
contacted Eddy’s ballet mistress 
when I got to New York, and then 
eventually Eddy and I got togeth-
er. Eddy told me he would wait for 
me for the next season in Saraso-
ta. It was July of 1991 that I came 
to Sarasota. I started teaching the 
first year of Dance-The Next Gen-
eration and the company, and then 
eventually the school. It is my 23rd 
season with Sarasota Ballet.

KH: What was your favorite mo-
ment or highlight of your career?

PF: After about three years with 
the company, the Prima Ballerina 
in Odessa  appointed me to be 
her partner. I was afraid to touch 
her, partner her, kiss her. It is what 
started a big change, and gave me 
confidence from that moment.

KH: When did you know you want-
ed to be a teacher/ballet master? 

PF: It was when the director of 
the Odessa company invited ballet 
masters, mistresses and coach-
es from Kirov for “Giselle.” I was 
dancing the Principal role, Albrect, 
and I was helping set the ballet as 
well. One of Vagonova’s students 
was setting it as well. I saw how 
precise everything was taught and 
set. I liked the science, the back-
ground of every step and how they 
are connected and put together, 
how it works. At that time I made 
a decision to help and pick apart 
and set classical ballets.

KH: Through your career, and dif-
ferent experiences, what has been 
most important?

PF: Helping dancers. I have 
coached students through com-
petitions that they have won. I 
have brought dancers from corps 
to Principal. I give them the push 

21

The Sarasota Ballet’s “Footlights”   

Sandra Jennings & Pavel 
Fomin at a Ballet After 
Performance Party



The Sarasota Ballet’s “Footlights”   

22

to start their careers. The dancers are like my 
kids and grandkids. I know dance careers are not 
easy. To make good career, I like to help as much 
as possible, open their mind for the rest of their 
life as well too.

KH: Is there any ballet or choreography you wish 
you had danced in your career?

PF: All modern and contemporary was not pos-
sible in the Soviet Union. It was all classical, 
which was a big loss because of political rea-
sons. There still is a big gap, and now they are 
trying to get it back. Back then in dance, paint-
ings, literature, art, and  music, modern was not 
possible. But there was beautiful choreography 
in America, which is why I think many big stars 
like Baryshnikov and Nureyev defected to dance 
choreography not possible in the Soviet Union.

KH: What has been your favorite ballet per-
formed at the Sarasota Ballet?

PF: I have always believed in this ballet compa-
ny, and that it would grow. I have been waiting 
for something big. Big performance.  Last sea-
son, with “La Fille Mal Gardée,” that was the mo-
ment. To have the ballet company at its level now 
with 50 dancers is amazing.

KH: What do you think is important for young 
students who want to become professional bal-
let dancers?

PF: Very important to have knowledge in the 
system. I only know the Vagonova system. Expe-
rience is good, but you need to know the system. 
It gives you confidence. 

KH: Did you ever want to leave Sarasota for a 
bigger city?

PF: At the beginning in Sarasota, I was very lone-
ly. My family was in New York. When my grand-
daughters, Sofie and Alexandra, were born, the 
family moved to Sarasota. We loved the water. 
Odessa City is near the Black Sea, which is like 
the beaches in Sarasota. I am very happy to have 
my family here. Very lucky.

KH: What still keeps you passionate about your 
job?

PF: I still love ballet. Each time after rehearsing, 
I love coming to see the performances and see 
the dancers improve or move a step forward ev-
ery time.

Pavel Fomin
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George Balanchine, choreographer of 1946’s The 
Four Temperaments which accompanied Will Tuck-
ett’s new work Lux Aeterna in our January pro-
gramme, was famous for his urgent instruction to 
his dancers: “What’s wrong with now?” As he pro-
duced this company premier in 2014, Will instead 
preferred the more relaxed question, “shall we get 
on with it and see what happens?” It represents 
the easy, searching, manner Will takes in rehearsal, 
and also betrays a kind of unceremonious curiosity 
you find in real creatives from the British arts. 

“I don’t find choreographing stressful” Will told me as we dis-
cussed his work for this company. I make reference to the par-
ticularly tortuous times to which Antony Tudor or Jerome Rob-
bins subjected their dancers; indeed, it is the very opposite with 
Will. “I’m not making pieces that I’ve allowed a company to do, 
[instructing] people from some great height...it has to be their 
piece, not mine”. This sense of ownership given to us dancers 
made Lux’ and 2013’s Changing Light engaging processes en-
thused with an energy that is markedly different from fitting a 
pre-existing piece of repertoire on to our bodies. As our discus-
sion moved on, it’s clear this collaborative approach is key to all 
of Will’s projects, whether a piece of writing, film or pure dance.

Will was born in Birmingham in 1969, and trained at the Royal 
Ballet School. I asked if he’d always intended to choreograph: 
“It was my mum...she said they always seem to need chore-
ographers, so why don’t you do that?” This unsurprising, mat-
ter-of-fact response again marks Will as one who never feels 
holier-than-thou about his vocation.  His first piece of chore-
ography, winning the Ursula Moreton Choreographic Award at 
the Upper School, had a seemingly casual conception. Entitled, 
Going Underground, “it was a kind of funny piece just for peo-
ple that wanted to take part” about a London tube journey. Will 
had decided to enter “just for a laugh,” using friends and prom-

Will Tuckett
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ising them a trip to the pub with the prize-money 
(a visit that did come to fruition!). Instead of stifling 
a piece with a lot of cerebral pretensions, Will in-
stinctively works with the atmosphere of a room. 
In being able to respond spontaneously, he has a 
portfolio of work as diverse as it is alive. 
 
The first Tuckett ballet I saw myself was his The 
Seven Deadly Sins, for the Royal Ballet in 2007, 
to Kurt Weill’s and Berthold Brecht’s famous - 
though problematic - score and text respectively. 
What I was most struck by was the presentation 
of protagonist, Anna, not only in dance terms by 
Principal Zenaida Yanowsky, but also in voice 
by singer Martha Wainwright. To a young danc-
er who’d really only seen the nineteenth century 
classics, Will’s handling of this complex work was 
a way in to seeing how flexible the language of 
ballet can be when viewed through different disci-
plines and when integrated with clever design and 
unexpected thought. This skill is something that 
may have prompted Monica Mason, then director 
of the Royal Ballet, to send Sins Will’s way, after 
seeing the “problem solving” he’d executed with 
Stravinsky’s A Soldier’s Tale. The works Will has 
made at the Linbury for ROH2 in London all slight-
ly tease at “the traditional idea of what a dance 
performance should be,” The Thief of Baghdad, 

Pleasure’s Progress, and Faeries to list only three 
works to come out of this creative relationship. Fa-
eries was the first work where Will used puppetry, 
something we will see more of with this summer’s 
The Secret Garden here in Sarasota. 

This roster of family-orientated shows also in-
cludes a wildly successful arena tour of the British 
children’s television series In the Night Garden, 
made in 2010. Albeit for toddlers, I was really in-
terested – and slightly disbelieving - to hear Will 
describe the intelligent reasoning behind the artis-
tic choices made. His canny, logical observations 
are what have produced his most commercially 
successful works. The Wind in the Willows, an 
adaptation of Kenneth Grahame’s novel created 
in 2002, came out of Will’s musings from “seeing 
kids bored with Nutcracker at Christmas...act two 
is hard for them, the narrative disappears.” Will 
assembled his own creative team, using dancers 
he knew, all eager to diversify their skill set - “we 
all learnt on the job” - with narration written by 
former Poet Laureate Andrew Motion, and created 
one of the Royal Opera House’s most-loved pro-
ductions, and indeed the first ROH commission to 
receive a West End transfer to the Duchess The-
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Historical departure points like this fire artist’s imag-
inations. Lux Aeterna is infused with historical ele-
ments as we commemorate one hundred years since 
the outbreak of World War One. True, if you saw 
Lux, how this inspiration is transposed into move-
ment may not seem literal. ‘The war to end all wars’ 
is instead implied by a few physical inflections and 
a muscular movement quality. I asked how work on 
this piece started:”I listened to the music [a choral 
work by American composer Morten Lauridsen] inor-
dinate amounts of time...I choreograph to music be-
cause I like it, if I hated it, what would be the point?” 
The piece has been described as a “happy requiem,” 
and it allows audiences to read what they will into the 
movements. Questions are softly provoked: are these 
women mothers, sisters, lovers? Or even angels? Are 
people dying, or striving to live to the fullest?  I’d ar-
gue that last season’s Changing Light was similar 
in the open readings you could take away from the 
theater. Again abstract in form, as opposed to Will’s 
more usual narrative genre, Changing Light could not 
feel more different in tone. Fast-paced and energet-
ic dancing blazed over more tender, perhaps even 
alien, other-worldly encounters in this huge horizon 
of a ballet that we shall be reviving. 

ater at the close of 2013.   

As we discussed Willows, Will detailed some con-
siderations when integrating text and dance. I com-
mented on the distinct narrative, linguistic thread that 
seems spun throughout his work. “What I love is film, 
I should have made films really,” but instead of being 
a disparate interest separate from dance, I’d say it 
reveals his  interest in rhythm and musicality – essen-
tially speech could be described as a kind of music, 
after all, speech is only sound at particular pitches 
and intervals that express a meaning or mood.”Giving 
dancers instruction and actors instruction” are two 
very different things. Will has had to learn to tweak 
comments to the narrators he employs, who are driv-
en by intention and motivation to determine the deliv-
ery of lines to fit with the practical needs of a dancer 
accomplishing steps. The aforementioned summer 
project, Secret Garden will also contain text, written 
by Alasdair Middleton. Will recently collaborated with 
Alasdair on Elizabeth in 2013. Presented by the Roy-
al Ballet at the Old Royal Naval College, Greenwich, 
it’s a work that again highlights the multi-platform el-
ements to Will’s projects, using Zenaida Yanowsky 
and award-winning actress Lindsay Duncan in the 
danced and spoken roles respectively of Queen Eliz-
abeth I.
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Will works very fast. Lux was completed in eight 
days, and Changing Light went from first sketches to 
final performance in two weeks. “Everyone is incred-
ibly quick here....very focused and they understand if 
they want to go on, they just have to get on and learn 
it.” There isn’t an identifiably ‘Tuckett’ aesthetic, in-
stead he chooses dancers who attract him with the 
personal feelings they can imbue in movements. Will 
described how working here on an intensive rehears-
al period with a very definite performance schedule 
at the end of this block was a real bonus compared 
to having to fit work around the busy schedule of 
a larger company who are performing most nights. 
“Working somewhere like the Royal Ballet can be dif-
ferent...you might only get an hour here and there.” 
There is a level of historical untangling one gets with 
people in Europe, some dancers might not – indig-
nantly- want to rehearse full out that day, much to the 
choreographer’s exasperation. But Will beams about 
the creative process working with us here: “I honestly 
feel like I could make something new each week,” a 
testament to the openness and can-do attitude he 
says dancers here have.  

We talked about the amazingly positive audience 
reaction to Changing Light which led us to discuss 
how, in a place like London, a much more cynical 
audience exists, a sort of “well, show me what you 
got then” attitude is brought to the theatre. I asked if 
a critic’s opinion matters to Will: “It matter when two 
national newspapers are saying you’re so bad you 
shouldn’t be allowed to do anything with Arts Coun-
cil money again.” But failures are needed so one can 
reflect. “That piece was done for the wrong reasons.” 
One senses Will didn’t make it with his usual egali-
tarian cultural partnerships at the work’s centre. His 
early success choreographically came from Anthony 
Dowell, after he joined the Royal Ballet upon Sadlers 
Wells Royal Ballet’s move to Birmingham. It was An-
thony’s later offer to make a work for a Dance Bites 
tour, and advice “to only do it because you want 
to,” after this critical disappointment that kept Will 
in dance. “I feel incredibly lucky. I’ve had a very rich 
career.” As a principal character artist with the Royal 
Ballet, his favorite roles have included Widow Sim-
one in La Fille Mal Gardée “with Marianela [Nunez] 
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and Carlos [Acosta] because I get on with them 
so well,” and roles in A Month in the Country and 
Enigma Variations. In identifying Ashton ballets 
among his most treasured stage memories, he 
is well placed to sympathise with the repertoire 
we dance in Sarasota. Will also enjoyed the more 
explicit roles within Kenneth Macmillan’s canon, 
like Rasputin in Anastasia, Monsieur GM and the 
gaoler in Manon. Will happily reminisced about 
dancing Lord Capulet to Alessandra Ferri’s Juliet 
at her farewell performance at the Opera House. 
It was the first ballet Will saw as a child, in fact 
with Alessandra dancing, which is a satisfying full 
circling to have. 

Will is an incredibly intelligent, astute and knowl-
edgeable man, though never self-indulgently or 
knowingly so. In his own words, he’s “just not 
cool”. Whilst I was researching I found a re-
view by Luke Jennings from Great Britain’s The 
Guardian newspaper of Will’s Thief of Baghdad. 
It talked with suspicion about a programme note 
that contained “the notion that the arts only have 
value when they’re delivering social ‘outcomes’.” 
True indeed, sometimes people make art purely 

to create something beautiful, but the great posi-
tive and real point of interest in Will’s work is this 
understanding of the function of an art work. In 
making successful collaborations with people 
who are all eager to analyse, understand some-
thing’s composite parts and then put it back to-
gether, works are created that have an arresting 
mix of theatricality and naturalism. “I get bored 
very quickly!” Will laughs, but it is this that has 
filled his career with a huge variety of texture, of 
which I’m sure The Sarasota Ballet will benefit 
from as he makes more works for us. 

The Sarasota Ballet’s “Footlights”   

Iain Webb, Director of The Sarasota Ballet & Will Tuckett in rehearsalWill Tuckett’s ‘Changing Light’

by Daniel Pratt



Johan Kobborg, 
Alina Cojocaru & 

Friends

PRESENTS

The Sarasota Ballet Box Office  |  941-359-0099 ext 101  |  www.sarasotaballet.org

25 - 26 April, 2014  |  Sarasota Opera House



Footlights

“A Celebration of Sara” was the theme of the Friends 
Holiday Luncheon, and quite a celebration it was!  
The festive theme was evident as soon as guests 
entered the sparkling dining room at Michael’s on 
East that had been enhanced by multiple balloon 
displays and confetti on each table.

Jerry Genova opened the program by noting that 
Sara has enriched all of our lives and then introduc-
ing people who provided glimpses of Sara from a 
variety of perspectives.  First Linda Doery, a mem-
ber of the Board, spoke of her Facebook connec-
tion with Sara and lauded Sara’s ability to adapt to 
change – both in terms of ballets and in life – moving 
to a new place with “such grace and intelligence.”  

Showing another facet of Sara, Mike Marraccini, 
Sales and Marketing Director, highlighted Sara’s 
prowess as a matchmaker, pointing out that she 
“connived” to introduce him to Riccardo Graziano 
who has been his partner for three years.  And, on 
the professional side, Mike added that Sara has 
been an invaluable addition to the staff.

Lauren Walsh, who was also responsible for the dec-
orations, then spoke of her joy at having Sara fulfill a 
“daughter” role for someone who has no children of 
her own.  She refers to Sara – as well as to several 
other women in the Company – as FDs – for Fake 
Daughters – and delights in nurturing them.

Eduardo Anaya, Sarasota’s “Man About Town,” then 
spoke of his personal relationship with Sara that 
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started with a Facebook fan message following 
Sara’s performance in The Lesson and morphed 
into a friendship that strengthened when he accom-
panied Sara to the Brazilian Consulate in Miami so 
that she could obtain a visa for an upcoming trip.

Carrie Seidman, Dance Critic for the Sarasota Her-
ald Tribune, began her tribute by pointing out sev-
eral traits she shares with Sara, one being the fact 
that they are both “remarkable catches but both still 
single.”  Carrie got to know Sara off stage when she 
was writing an “On the Rise” feature for “Pointe” 
magazine, a series that highlights up and coming 
dancers. Of all of Sara’s performances, she said, 
there are two that stand out, and for very different 
reasons.  While The Lesson was notable for Sara 
being so well suited to the role of a youthful and 
naïve student, Cry Baby Kreisler was notable for its 
casting against type, with Sara as a “sultry, sexy 
vixen.”  Carrie then expressed her admiration for 
Sara’s courage in making a difficult decision and 
noted that she is doing a “terrific job” in her capac-
ity as Outreach Coordinator.  “How can you look at 
Sara and say ‘no’,” she added.

Sara then took the microphone and spoke of her 
career as a dancer with The Sarasota Ballet, about 
how thrilling it was to dance ballets that, she said 

“girls only dream of dancing.”  Through a few tears, 
she expressed her delight at being able to remain 
with the company as a staff member and added 
that she is excited to learn from Iain and Mary Anne 
“every single day.”

To lighten the mood, Iain then explained why Sara 
hadn’t been named a Principal earlier.  Looking at 
Carrie, he said that she had expressed surprise, in 
writing, that Sara hadn’t been promoted and, said 
Iain, explaining why Sara had to wait a little lon-
ger for her promotion, “no one tells me what to 
do!”  Returning to her retirement from the stage, 
Iain said he called Will Tuckett, who choreographed 
last season’s Changing Light and is planning a new 
piece for the January/February program, and Will 
was extremely disappointed.  And, in the second 
reference of the day to Sara’s well-known admira-
tion for Johan Kobborg, he said he offered her the 
opportunity to perform The Lesson with Kobborg.  
He added that he spoke to Johan, who suggested 
that perhaps a few drinks might make her change 
her mind.  But Sara was adamant, and everyone 
had to admit that her absence from the stage is at 
least partially compensated by the fantastic job she 
is doing in her new role.

LR - Sara Sardelli, Eduardo Anaya & Zara Barrie
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The February 10 Friends luncheon fea-
tured a fascinating portrait of Agnes                         
DeMille presented by Friends member Bob 
Griffiths, accompanied by the projection 
of some rare historical photographs.  Ag-
nes DeMille, who was largely responsible 
for the development of dance in the United 
States as well as in the United Kingdom, 
was 37 years old at the time of her trium-
phant success as the choreographer and 
star of Rodeo, whose premiere in October 
of 1942 elicited a record 22 curtain calls 
from a delighted audience.  

This lady, whom even her most fervent admirers de-
scribed as cantankerous and difficult to work with, 
had an enormous influence on three disciplines:  bal-
let, Broadway and modern dance.  Although short of 
stature at only 5’ 1” – with short arms and legs as well 
as an ample bosom – Agnes DeMille was far from the 
image of a classical ballerina.  Born into a wealthy 
and distinguished family – her grandfather was the 
political economist Henry George and her uncle was 
Cecil B. DeMille – Agnes’s dancing ambition was 
thwarted by her family who belittled her appearance, 
giving her to understand that she was not suited for 
classical ballet – the only form of dance that exist-
ed at the time.  Once her family moved to California, 
Agnes met Ruth St. Denis and Ted Shawn who lat-
er founded the Denishawn school and the Jacob’s 
Pillow Dance Festival which became the spawning 
ground for the American Modern Dance movement 
with such pupils as Martha Graham, Doris Humphrey, 
and Charles Weidman.  

As a fledgling choreographer, she was asked by her 
Uncle Cecil to choreograph one of his films, Cleo-

patra, but her work was cut from the final version.  
Disappointed, Agnes took off for England where her 
gifts were finally recognized.  One of her early ballets, 
Three Virgins and a Devil, was a success and she be-
gan shuttling back and forth between England and 
the United States before settling in New York.  As 
a result of her fascination with square dancing, as 
well as memories of time spent in the western states 
when she was younger, she began work on a piece 
that four years later became Rodeo.  

She commissioned Aaron Copeland, who had written 
the music for her earlier Billy the Kid, to write the mu-
sic and the first time she heard the 30-minute score, 
in a four-hand piano arrangement with the 23-year-
old Leonard Bernstein on the second piano, she 
“whooped and danced around in excitement.”  She 
later said, “you couldn’t hear those long sequences 
without the sense of enormous distance and space 
and strength and loneliness.”

Rodeo is a simultaneously touching and humorous 
story of a tomboy in search of love.  DeMille admit-
ted that she based it on herself as a young woman.  
The ballet features bravura dancing for the men in a 
unique style derived from horseback riding and cattle 
roping – a style that was so difficult and foreign to the 
male dancers of the Ballet Russe that 8 of the origi-
nal 18 walked out.  But following a stretch of 6-hour 
a day rehearsals, the ballet finally came together 
and was a triumph.  Among the audience members 
were Richard Rogers and Oscar Hammerstein II who 
asked DeMille to choreograph a musical they were 
working on – Oklahoma.

As her professional life was taking off, her personal 
life turned around as well, for on June 14, 1943, she 
married Walter Prude, a man to whom Martha Gra-
ham had introduced her. After that first introduction, 
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they met every day until their wedding.  In 
1946, Agnes gave birth to their only child, 
whom they named Jonathan; he is a histori-
an and professor at Emory University.  

After Oklahoma ran for 2,243 performances, 
Agnes’s professional future was assured, for 
that show made her the go-to choreogra-
pher for Broadway.  Although she did make 
more ballets, the only one still in the reper-
toire other than Rodeo is 1948’s Fall River 
Legend.  She died in 1993 at age 88.
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