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Visit our website at
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That doesn’t necessarily mean shooting the Examiner as they 
walk through the door, but it may help !!

PIVOT’S – KISS THE FLOOR GOODBYE

A Pivot(asMan), especially continuous Pivot’s, nearly always 
create problems:   Body dropping back, an unwanted rocking 
action or going off  balance. Let me preface by saying, Pivot’s 
are one of  the more difficult steps to do well, mainly as many 
Dancer’s attempt to travel whilst doing it. Try to let the Pivot 
travel you, not vice versa. The Footwork of  the left Foot is 
normally T.H.T., the Heel should not touch the floor until you 

leave the left Foot, hence the “Kiss the Floor goodbye”. 

It’s good practice to Dance the Pivot’s keeping the back foot(left Heel) off  the Floor, you’ll 
find that helps to keep your weight forward. After you get used to the feeling, just allow the 
Heel to lightly touch the Floor. Hopefully, with practice, you’ll start to feel more comfort-
able. A hint(very important): when pivoting, as each step hits the floor, the Foot is “Sturning” 
Don’t do a spell check. It means to step and turn at the same time. It will cut down on the 
resistance to flow. As you know: when you interrupt “Flo” she ceases to exist does “Flo”

4th. Step Progressive Chasse & Lock Step as Man

A very common error: Dancing a Heel instead of  Toe Heel. A couple of  reasons; Overturn-
ing the Chasse so that the Man is facing square to Diag.Wall, or, the Body speed drops to 
zero as he closes his Feet. In other words, he stops to close his Foot on the chasse rather than 
traveling through. Dealing with the 2nd. Problem first -  The chasse should be – “Side close 
side”, not, “Side close”, forward.  The latter causes the body to drop, thus taking a Heel lead 
on the 3rd. of  the chasse.

The best way, to eleviate any problems: On step 2of  the Prog. Chasse, point the left Foot 
Diag. to Wall(keeping the Body facing Wall then close your Feet trying not to turn any further 
while dancing the chasse making sure to keep the body speed constant traveling through, 
hopefully, it’ll be almost impossible to do a Heel lead on the 4th.(though some will manage). 
The little turn you’ll obviously make will be sufficient.

When following with the Lock Step, keep the Body facing the same way(between Wall and 
Diag.Wall), hopefully we’ll achieve the same result. (making  sure not to allow the Body speed 
to drop as you go through the crossing action)

If  you are still having problems with this situation, please contact me pbillett@hotmail.com 

Troubleshooting

Peter Billet

COVER:  Joe & Nancy Jenkins,  
US Professional Ballroom 
Champions 1971-1973.

Probably the highest placed “Ameri-
can born” couple at World Cham-
pionship level, ever.  Any higher 
placed USA couple have been foreign 
immigrants.  Joe departed this life 
earlier this year.
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A Letter From the Editor
The new and “up to date” version of  Topline is now on it’s sixth 
issue. I am very happy with the progress that we have made over 
the last two years. The new Topline was spearheaded by Peter 
Billett and I would like to thank him for all the hard work he has 
put into making it a success. Now after five issues and two years 
of  mentoring by Peter, I have the distinct honor of  carrying on 
this effort.

As Peter Waterson points out in his president’s letter, it is impor-
tant that members feel they can communicate with the Commit-
tee and other members. The Topline and the USISTD website 
are two vehicles that allow you to do so.

My goals for the Topline are, first to provide news to members 
about upcoming events and summaries of  past events. For the most timely news, the website 
is always up to date. Wayne Crowder does a great job. Second, I want to make sure there are 
several articles in each issue about teaching and how to become a better teacher. Third, this 
publication should be a forum for discussion between teachers. I am always looking for in-
teresting articles written by members. Please feel free to write on a topic that you believe has 
value to others. Lastly, the Topline is a wonderful place to advertise competitions, merchen-
dise, and services. Take a chance, we’re not very expensive! 

Daphne Cunliffe
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deal with the “bold” Americans who would periodically show up in London and flabbergast 
all and sundry with something alien, unrecognizable and decidedly non traditional.  Anything 
of  this nature would immediately be relegated to a term known as “Cabaret” and was to some 
extent looked down on  in a somewhat demeaning fashion. American dancers, quite oblivious 
to what this term inferred, cheerfully brought it back to the USA where it has regrettably stuck 
for a number of  years in the consciousness of  a limited few. The exhibition section or showcase 
category is certainly a more appropriate title for this style of  dancing but regardless of  whether 
it is exhibition show dancing per se, a showcase category, pure Adagio or theatrical ballroom it 
all comes under the heading of  Theater Arts!
 
In recent years a Standard Showcase category and a “South American” Show Dance category 
(corny title) have been instituted by the Europeans.  There are so many restrictions in those two 
events that, although tremendous skill is invariably present the possibility of  “ART” kind of  
slides off  the horizon.  During the nineteen sixties the Fred Astaire organization successfully 
promoted a category known as “The Theatrical”.  This was a form of  theatrical Ballroom com-
petitive dancing with a number of  couples on the floor in which lifts were permitted.  This was 
quite a spectacular event, not without the element of  danger that we have managed to survive 
without serious injuries or the inconvenience of  buying additional accident insurance. 
 
The fact that so many different forms are present in today’s version of  an exhibition showcase 
category is a source of  unease for some judges who say things like “Its apples against oranges!” 
to which one might well reply, “the day that it becomes apples against apples or oranges against 
oranges will indeed be a very boring bowl of  fruit and that the aphorism, “vive la difference” 
is something that should be celebrated rather than cringed from.  How then does the judge 
perform the difficult and demanding task of  arriving at a relative evaluation of  the couples 
involved? One must first start with the premise that “the best of  everything is good!”  This must 
now be tempered with an awareness of  the dedication and artistry required to perform beautiful 
and seamless adagio work, for example, against a demonstration of  the hockey stick. 
 
The judge’s expertise in this matter will first and foremost come out of  the sum total of  his 
or her experience.  A study however of  the higher principles of  dance and some awareness of  
spatial dynamics will create a sufficiently rich body of  distinctions to guide one towards the 
moment of  enlightenment that permits one to choose a winner. The wide variety of  styles and 
possibilities notwithstanding, the theater arts category, provides an opportunity for unbridled 
creativity and links the exceptional skills of  ballroom or partnership dance to the high level ar-
tistic distinctions of  the performing arts.  In this regard an important function of  discovery and 
reciprocity is formed in what has become a spectacular aspect of  cultural activity and a desirable 
ingredient in the evaluation of  Art.
 

Beware of False Gods

Frank Regan is a former United States Champion.  He is the Director of  the Theater Arts Branch of  the 
“Imperial Society” in America with an impressive background in the performing arts and serves as the period and 
stylistic choreographer for the world famous Miami City Ballet.



My goodness, what an exciting year, thus far, for the World of  
Ballroom Dance in the U.S.  At home, the media continues to 
lavish publicity upon us with yet another wonderful series of  
“Dancing with the Stars”.  Abroad, we have the unprecedented 
success of  U.S. competitors at the World’s largest Ballroom 
Dance Competition, the British Championships in Blackpool.  
First place to U.S. dancers in the Professional Team Match; the 
Professional Rising Stars Standard; and the Professional Rising 
Stars Latin.  Special kudos for two of  our own USISTD mem-
bers, Katusha Demidova, 2nd in the Professional Standard, with 
partner Arunas Bizokas;  and Yulia Zagoruychenko, with partner 
Riccardo Cocchi, 2nd in the Professional Latin.  Both of  these 
ladies were also part of  the successful USA Team, and I do be-
lieve that this was only the second time that a team from outside 

Great Britain has won this match.  A fantastic year, indeed, for U.S. competitive dance.

Most of  us, I’m sure, are aware that a notable Fellow of  the Society, Joe Jenkins, peacefully 
departed this life in April.  It gives us great pleasure to honor Joe with a picture of  him, and 
his wife Nancy, on the front cover of  this edition.  Please look for his obituary, by Frank 
Regan, on the inner pages.

I want to offer a very big vote of  thanks to Martin Chiang, for his years of  sterling sevice on 
the Board of  Trustees.  It gives me great personal pleasure to welcome him in his new role 
in the Society, as an Honorary National Committee member.  I look forward to being able to 
draw upon his sage advice in the future.

Congratulations to Esther Don, Lorraine Hahn and Phillip Stephens, on their election to the 
Board of  Trustees.  They will take up their duties on July 1st, joining sitting members Frank 
Regan and Bill Keehan.  Speaking of  Trustees, I have to report that Bill Keehan is recovering 
from hip surgery.  I’m sure that you will all want to join me in wishing Bill a full and speedy 
recovery.

The Examination Dept. is having another successful year and you’ll all be pleased to know 
that Exam Director, Mandy Ball, has redesigned many of  our exam forms in order to cut out 
much unnecessary paperwork.  Our big exam news is that we have introduced Theatre Arts 
Medal Tests into our curriculum, for both professionals and amateurs.  I believe that we are 
the only Examining body to do this.  Contact Mandy for more information.

Please take note of  the several great “Dance Camps” in the pipeline for the summer and 
beyond:

Saturday,    July 26th    
Alexandria, VA :  “Theater Arts Qualification Seminar”. A unique opportunity to qualify in 
the Theater Arts branch.

A Letter From the President

Peter Waterson
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re: de-energization must not be approached dogmatically with a totally literal application of  the 
principleI recall working with doctors at Jefferson Hospital, Philadelphia, in 1964 on a project 
to heal patients with psychosomatic diseases through the medium of  this principle.  Much to 
the amazement of  the doctors concerned, results were most encouraging, but it was obviously 
apparent that although the energization/de-energization part of  it was influencing the neuro-
muscular system in a positive way, the breathing part of  it had to be modified because it caused 
patients to hyperventilate, become dizzy and fall down. Clearly this is a less than flattering condi-
tion for the dancer.  Some people I know are giddy enough without adding this element to an 
already dubious menu of  terpsichorean delights.

Information relevant to this subject is not readily available within the ballroom milieu but is an 
integral part of  courses of  study at performing arts universities and is also dealt with during 
Imperial Symposiums on Theater Arts.  The operative word of  course is “Theater”.  Theater 
Arts is an umbrella which covers many styles of  dance.  Many members of  the dance community 
have unfortunately been misled into thinking that this subject relates to lifts, aka adagio work.  In 
actual fact, lift work constitutes only about 5% of  what Theater Arts is about.  The study mate-
rial that is provided on the USISTD website is designed not only to deal with the distinctions 
of  showcase/exhibition categories but also to make available the higher principles of  dance and 
theater such that it supports every style of  ballroom dance.

Some further insights into both the history and possibilities of  Theater Arts might be of  interest 
to the reader.  I am accordingly going to segue into an excerpt on this subject which is derived 
from a soon-to-be-published book on the history of  dance:

As Shakespeare said, “all the world is a stage”, this simple statement has empowered many 
performers and in particular dancers whether they are actually “on stage” or performing in a 
Ballroom.  One might choose to interpret a dancer as a Musical Actor.  The distinctions that 
live within this concept are true of  any dance form but are decidedly blatant when presented 
as a “Dance act” outside of  the domain of  “en Masse” competitive Ballroom dancing.  (i.e. a 
situation where one couple chooses to dance to their own choice of  music and through a pre 
determined context create a form that “suggests” a non-verbal conversation of  an emotional 
nature to the observer.  How does this happen and what differentiates it as Art from that of  skill 
or craft?  It is not always easy to define those qualities but it is easy to recognize them when they 
exist in the domain of  excellence. 
 
Theater arts is a term which has undergone various aspects of  word association e.g. Adagio, 
theatrical Ballroom, exhibition dancing, cabaret, showcase etc. Adagio suggests lifts or supported 
work.  The other forms may contain Adagio, a lot or a little In the case of  a comedy routine, 
mime piece or dance drama it is possible to have a winning formula without any lifts being pres-
ent. 
 
During the late fifties the ballroom dance community in England would refer to anything that 
included a preponderance of  lifts as “exhibition dancing”.  Most of  the exponents of  this style 
and for that matter of  any style of  a remotely theatrical nature came from America.  At that 
time the English dance community were extremely structured and did not quite know how to 

Beware of False Gods



Sunday, July 27th
Alexandria, VA : “ Tango Congress”.   

Sunday, August 17th
Cincinnatti Airport Hotel:  A one day “Imperial Midwest Congress”.

Saturday, November 1st
Monterrey, CA: A one day “Imperial West Coast Congress”.     

Saturday, November 2nd
Miami,  FL : A one day  “Imperial Florida Congress”.

Consult our website: www.usistd.org  for more information or to enroll for these workshops.

On behalf  of  the Committee and Board of  Trustees, I wish you all a great summer, and we 
hope to see you at one of  the Dance Camps.

With best wishes.

Peter Waterson.  President.
Dual Fellow ISTD

A Letter From the President

Congratulations to:
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Beware of False Gods

Frank Regan

Every so often someone in our profession chooses to declare 
themselves as a supreme authority.  If  their pseudo-authoritarian-
ism is confined to the kitchen the living room or the bathroom, 
well no harm done!  However, when it unwittingly expands into 
the ballroom, well now we may have a problem; particularly if  the 
individual concerned makes claims and assertions about elements 
slightly outside of  the foot positions of  the reverse turn.  

I refer, first of  all, to statements about music, statements that may 
have some conceptual value in teaching people who are slightly 
deaf  or rhythmically retarded but would definitely prevent you 
from forming even a superficial friendship with a knowledgeable 
musician who would surely shrink from buying you a drink at the 
bar.  Ok, the musician in question might buy you a drink at the bar, 

but only after pointing out the fallacy that the accents in Rumba are not 4-1 and 4&1 in the Cha 
Cha.  Any competent Latin musician will tell you that Cuban music has the prime accents on 1 
and 3.

Musical nuance that shows up on the 2 beat and on every second measure on 4 are apparent as 
a result of  a conga drum figure played “in clave”.  The blatant character of  the Cha Cha has an 
“up front” percussive character created by the cow bell.  But I digress.  This excursion into pro-
fundity may have some people on intellectual overload; not that I have anything against profun-
dity but if  you are going to assume the identity of  a guru you’d better get your facts straight.

This tendency to impart information, mainly as a result of  listening to what someone else said 
because it sounded good at the time has created innumerable communication breakdowns in 
areas of  dance academia.  Worse than saying it is writing it down because as everyone knows, 
“once you write it down, it must be true!”  If  someone decides to make a video, it may contain 
empowering information or it simply may be adding insult to injury.  This is not a criticism of  
the many fine videos available.  There have been, however, some “home movie” productions 
that have motivated some exasperating results.  I could delve further into musical principles that 
have been convoluted to the detriment of  the unwary, but in the interest of  saving a tree I will 
refrain from using up any more paper on this subject.

I feel it behooves me to discuss a misunderstood area of  dance which shows up frequently 
under the heading of  “Breathing”. Breathing as a fragmented property of  dance can be sadly 
implemented in a less than fortunate way.  Regulated breathing by itself  is frequently conceptual-
ized as an isolated ingredient.  The body is a wonderful holistic mechanism in which everything 
is connected at a cellular level.  Breathing becomes a source of  empowerment when it is co-
related to energization and even more important, to de-energization. The theory that the dancer 
should energize on the major bars and de-energize on the minor bars has considerable merit 
but does not apply with an irrevocable disregard for the melodic nuance of  the arrangement.  
It is, however, helpful to engage in a classroom exercise that deals with an eight bar sequence 
of  either Rhumba or Bolero music as a medium both for experiencing and conceptualizing 
this principle.  The co-relation between “breathing in”, re: energization, and “breathing out”, 

Candidate’s Name Exam Level Type
Joshua Belverio

New Jersey
Associate International

Latin
Jason Beegle

New Jersey
Associate American

Ballroom
Darlene Bienias

Florida
Associate American

Ballroom
Gabriella Lefevre

Florida
Associate American

Ballroom
Paula Iacono

New York
Licentiate International

Ballroom
Marie Crowder
North Carolina

Licentiate International
Ballroom

Michelle Midore
New York

Licentiate Theater
Arts



The United State Branch of  the Imperial is honored to welcome our new President, Mr. 
Peter Waterson, to the fold.  Peter brings to the table many years of  experience, stability and 
a degree of  integrity of  which he is openly acknowledged in the profession.  Peter hails from 
New Zealand where he gained a formidable reputation as a coach, training the New Zealand 
Amateur Latin Champions for seven consecutive years.  He is a former South Pacific and New 
Zealand Standard and Latin Champion.  He relocated to London, UK, and from 1970-1980 
taught at the prestigious Josephine Bradley studio.  In 1977 he won the ISTD Basics and 
Standard Variations competition.  He moved to the USA in 1981 and became a US citizen.  
Elected President of  the USISTD in January 2008, he also currently owns and operates the 
Come Dancing studio in Tampa, Florida, a high profile establishment in that area.  Prior to his 
elected post, Peter served on the National Committee.  He is a Dual Fellow (Highly Com-
mended) and Life Member of  the ISTD, an Honorary Fellow with the New Zealand Federa-
tion of  Dance Teachers, a world class adjudicator with the WDC, and a licensed adjudicator 
with the IDSF.

The Board of  Trustees wishes to thank our recent president for all the hard work and dedi-
cation that he has contributed to the society.

Peter, needless to say, remains to serve on the committee.  His experience is an invaluable 
ingredient in the implementation of  policies and also future projects.  Peter Billett comes 
from an extensive background of  extraordinary accomplishment.  He is a Dual Fellow and 
Examiner of  the ISTD in the Standard, Latin and American styles as well as a Licentiate in 
Theatre Arts.  His outstanding achievements consist of  the following: United Kingdom 10 
Dance finalist, United States Championship finalist, winner of  the Imperial Society Trophy in 
London, England, Official Board Scrutineer, World Championship adjudicator, and Presi-
dent of  the USISTD for ten years.  He has been a guest lecturer at the Imperial Congress in 
Worthing, England, and adjunct faculty at the Rochester Institute of  Technology for thirty 
years.  He has spent 28 years as an Examiner for the Imperial Society, having trained and ex-
amined hundreds of  candidates, and 48 years as a member of  the Imperial Society of  Teach-
ers of  Dancing.  We thank you, Peter, for your exemplary service, both to the USISTD and to 
the dance community at large.

Presidents: Past and Current
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Peter Billett

Our New President

By Frank Regan, Chairman of  the Board of  Trustees
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Floor Craft
After years of  dancing, teaching, competing, and adjudicating 
I have come to the conclusion that there are three categories 
of  ballroom dancing: “Social”, by which I mean dance behav-
ior which is designed for Weddings, clubs and crowded floors, 
“Medalist” which is the extravagant arm waving body swing-
ing musical behavior using a restricted syllabus of  figures and 
“Open,” which is the same as medalist but with an unrestricted 
syllabus. 

Whatever the category, ballroom should be viewed and taught 
by using a global perspective of  three basic principals which are 
responsible, in my opinion, for the dancer’s success. They are 
Floor Craft, Partnering and Musicality. In this article I will deal 
with what I believe is the first basic to be learned: “Floor Craft” 
limited in this article to Waltz, Tango, Foxtrot, Quickstep and 

Viennese Waltz which move around the room in a counter clockwise direction. 

The custom of  moving around the room in a counter clockwise direction was established long 
ago in the courts of  Europe by the Dance Master to establish social order for the group and 
respect for each other’s right to move without interference. Over time, in the late 1800’s and 
early 1900’s ballrooms sprang up to accommodate the desire of  the average citizens to meet 
and dance with one another. This was especially true in the British Isles. At that time different 
types of  waltzes were danced at a moderately fast tempo and Tango was becoming popular. 
The start of  WWI had a great effect on the music of  the day which was still essentially the 
waltz. 

The sadness of  the times slowed down the tempo of  the waltz which had the effect of  the 
dancers developing what we today call swing. Swing, is creating the feeling and look that for 
every bar of  music we pass through an arc of  movement like a pendulum. This new musical 
motion created the desire for the dancers to swing into the center of  the room and out to the 
wall or edge of  the floor. In the old waltz the right turns naturally went along the wall, the 
left turns only moved slightly towards the center and half  turns were made. Under this new 
dynamic called swing, the left turns moved in and along the center line and it was found that 
three eighth’s turns made it possible to continue movement around the line of  dance while 
creating a skating- like pattern of  serpentine motion. 

Once this basic motion (swing) was established  more and more figures evolved and their pur-
pose was to maintain the motion and also to increase musicality. Establishing the principle that 
figures are to create Floor Craft made it possible for the dancers to develop their PARTNER-
ING and MUSICALITY SKILLS.  Because of  this we have the beautiful dancers of  today. 
As a teacher I believe that the floor craft referred to above should be taught at the social level 
and at a time when a student begins learning ballroom dancing where there is no or very little 
swing to cause off  balance. In order to do this we need a Social syllabus which is comprised 
of  figures that promote the floor craft described above. 

Bill Davies



We are offering our membership a new service. If  you have 
an examination session planned and would like to have it posted 
on our website, please contact the Examinations Director at 
exams@usistd.org   We hope that this will make it easier for 
candidates to find an examination session they could attend, and 
that it will help the organizers of  these sessions to defray the 
expense of  holding exams. 

We are also posting training sessions for professional USISTD 
exams. If  you are training a group, either through a short term 
intensive session or through regularly scheduled weekly sessions, 
and would like to post your information on our website, please 
contact the Examinations Director.  We hope that this will not 
only boost your business, but will make it easier for interested 

candidates to find training.

You must be a current member, in good standing, in order to post your information. 
Please check us out regularly at www.usistd.org for updated schedules.

 
Completed Exam Sessions: 
 
April 4th: Ellen Tittler hosted 16 Medal Tests in NY, NY. 
 
April 27th: Song Kim hosted 21 Medal Tests in LA, CA. 
 
May 2nd and 3rd: Dr. Michael Fulda and John Dryden hosted 17 Medal Tests in Fairmont, 
WV. 
 
May 17th: Bill Keehan hosted Medal Tests in Kingston, NY.  
 
May 31st-June 6th: Melanie Dale hosted Medal Tests in Raleigh, NC. 
 
June 14th and 15th: Frank Regan hosted 18 medal tests and one professional exam, welcom-
ing one new member to the society, in Alexandria, VA. 
 
June 19th: Daphne Cunliffe organized 2 professional exams, welcoming one new member to 
the society, in NJ. 
 
Upcoming Exam Sessions: 
 
June 23rd-24th: Mandy Ball will be hosting exams in Orlando, FL. 
 
July 26th: Washington, DC, Theater Arts Exams will be available (the day before the Impe-
rial Tango Congress) 
 

Examinations
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Amanda Ball

Report on the Stage Production of “Tango Cornucopia”
Performed on stage at the Falls Premier Ball

Whilst sitting waiting for the Show to begin, I wasn’t sure what to 
expect. The Stage had been cleared, thinking, what type of  Show 
could have been put on, bringing in a show from out of  Town? 
What a Surprise was I in for….  Frank Regan being a Master, not 
only of  Choreography, but also of  lighting,  the seemingly simple 
Stage was transformed and brought to life by beautiful ‘People.’ 
You would sometimes forget you were just watching Tango. The 
merging from one number to the next was so seamless.  You sud-
denly realized you were seeing a new group of  dancer’s interlacing 
movements with such elegance
What else could top this great presentation…. Then Sharon Savoy 
appeared with a mix of  elegant sophistication and a sense of  
“Fun”. She was the “Icing on the Cake” to what emerged to be a 
fantastic show. Congratulations to Frank and Company for a delightful production.

Note: It may be of  interest to observe that all of  the cast of  the American Dance Montage who performed 
in this theater production are members of  the USISTD.

Peter Billet
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Examinations
August 2nd: Michael Dean will be hosting exams in Orlando, FL. 
August 11th-12th: Marci Edgington will be hosting exams in Provo, UT. 
 
August 17th at the Cincinnati Congress, after the Cincinnati DanceSport competition, in Cin-
cinnati, OH, Examiners will be available for Professional Examinations as well as Medal Tests. 
This is an economical way to take your exams if  you don’t have enough exams to bring in an 
Examiner, or to take your Fellowship Exam (for which you need two Examiners). 
 
August 23rd and 24th: Phillip Stephens will be hosting exams in Houston, TX. There will be 
two Examiners available for Fellowship exams. 
 
August 30th: Christopher Thompson will be hosting exams in Arlington, VA. 
 
September 19th-20th: Jennifer Booth will be hosting exams in Denver, CO. 
 
January 26th and 27th, 2009: Mandy Ball will be hosting exams in Orlando, FL. There will be 
two Examiners available for Fellowship exams. 
 
March ’09: Sherry Novak will be hosting exams in Rosemead, CA. There will be two Examin-
ers available for Fellowship exams. 
  
Training Sessions 
Intensive Training Sessions: 
July 21st -25th:  Associate American Ballroom, Houston, TX 
10:00 AM- 5:00 PM daily for 5 days with a break for lunch included. $350/ person (hotel & food on 
your own.) Phillip Stephens: phillip@theplace2dance.com  
 
July 26th:  Licentiate Theater Arts   Alexandria, VA 
11:00 AM- 4:00 PM one day only with a break for lunch included. $100/person (hotel &  
food on your own) Frank Regan: 703-823-2623 Home or 703-623-4229 Cell 
 
Regular Weekly Sessions: 
Associate and Licentiate International Ballroom, Manhattan, NY 
Mondays from 12:30 PM-2:00 PM $150/person for 4 week session  
Bill Davies: 212-410-7443       
 
Licentiate International Ballroom, Towson, MD 
Tuesdays at 5:00 PM   John Pattillo: 410-828-6116     
 
Associate American Ballroom, Bay Shore, NY 
Tuesdays at 6:00 PM       Patti Panebianco: 631-225-6919  
   
Student Teacher American Rhythm  Bay Shore, NY 
Patti Panebianco: 631-225-6919   Wednesday 6:00 PM 
 
Please contact the exam director at exams@usistd.org or 407-902-9995 if  you would like any more infor-
mation, or with any suggestions for making your exam experience more rewarding.
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American Style Smooth is currently enjoying international rec-
ognition for its unique fusion of  English-style closed ballroom 
partnering with techniques borrowed from ballet, Latin, jazz, and 
Broadway.  Although the absorption of  elements from so many 
different dance traditions does render the current competition 
style quintessentially American, this modern mixture is hardly 
the first American style of  ballroom dance.  New styles and in-
novations were pioneered throughout the twentieth century by 
luminaries such as Vernon & Irene Castle (1910s) and Veloz & 
Yolanda (1930s).  

By the 1950s, several distinct styles of  American ballroom 
dancing were enjoyed across the country, including that practiced 
in New York City’s world-famous Roseland Ballroom.  The best 
dancers in “Roseland Style” competed each year in America’s 
largest competition, the Harvest Moon Ball, which drew such a 
crowd that it had to be held in Madison Square Garden.  Rose-

land Style differed from both the English Style and the contemporary American Smooth in at 
least three significant ways.  

First, the Roseland hold was based on the natural embrace of  a couple in love rather than 
the extended counterbalance used in both English Style and contemporary American Smooth.  
Second, the foxtrot, and even the waltz, of  Roseland were much flatter than today’s dances, 
their rise and fall barely perceptible.  Finally, Roseland Style was first and foremost a social 
dance technique.  This meant both that the steps were more compact than the extended steps 
of  the competitive English ballroom dances and that they were more easily lead than today’s 
American Smooth patterns, which often require prior study of  the same choreography by both 
partners.  Although Roseland Style was only one of  many American ballroom dance styles 
popular in the 1950s, it shared these three characteristics with most regional variations. 

In the early 1950s, ambassadors of  English Style ballroom dance traveled to the United 
States to convince American dance teachers to adopt both the English technique and the Eng-
lish system of  medal tests and competitions.  A survey of  articles published Dance Magazine 
throughout the 1950s reveals a decade of  polarized debate about the merits and drawbacks of  
adopting the English system.  Those arguing against the English style disparaged its “stiff, pre-
cise and regimented steps” and claimed it was lacking in “emotion, creativeness and individual 
expression” (as stated by Pearl Melendez of  Los Angeles in November, 1959).  Those rallying 
behind the English style touted that it was better for business, for students, and for interna-
tional relations.  These claims tended to be argued along one of  two lines—(1) the usefulness 
of  standardizing dance for increased ease of  dancing with partners from different school or 
even counties or (2) the benefits of  standardization for running competitions.  

Although English Style advocates all argued it was better for business, none of  them argued 
that it was better artistically, expressively, or rhythmically.  I suggest that such evidence attests 
to the artistic vitality of  an American style of  ballroom dance that has been overshadowed and 

Juliet McMains, Ph.D. 
Assistant Professor,  

Dance Program, University of  
Washington

Recovering our Legacy of American Ballroom Dance To Overturn or Underturn: That is the Question

Lori Woods Gay

A common fault I often see is for dancers to overturn their natu-
ral or reverse turns and this can result in all sorts of  difficulties 
both in the partnership -- UNCOMFORTABLE and the way you 
look -- UGLY.  Just because a figure is danced in more than one 
dance it doesn’t mean the turn can be handled the same way from 
one dance to the next.  You should always consider your partner, 
the character of  the dance you are doing, the speed of  the music, 
floor craft and simply put your overall interpretation and feeling 
of  that dance. To this purpose let’s compare two of  the reverse 
figures we have in Quickstep which are the Chasse Reverse turn 
(in Bronze) and the Quick Open Reverse (Silver)

The Chasse reverse turn is standardized as commencing facing 
diagonally center (FDC) making 3/8 of  a turn to the left overall 
and that is the best alignment and amount of  turn considering all 
of  the above.   The reason why the Chasse reverse isn’t a very good one from facing line of  
dance (FLOD) is that you would have to overturn it to follow it with a standard figure to keep 
the movement going down the line of  dance.  The lady is then likely to do a heel turn because 
it’s quite difficult to lead her into the chasse (the side movement) when you are overturning at 
this speed, so this particular reverse turn would not be a good one to overturn.  

The Quick Open Reverse Turn is standardized as commencing Facing Line of  Dance (FLOD) 
making one half  of  a turn overall because it gives you much more progression down the line 
of  dance.  Even though it is similar to the reverse turn in Foxtrot (as man) it is very differ-
ent in feeling as it must always be danced with the focus on progression because we don’t 
want the lady to do a heel turn as in Foxtrot.  To under turn  it commencing facing diagonally 
center (FDC) making three eighths of  a turn overall is easier because there’s not so much turn, 
but that takes you more out to the center of  the room and in a short fat room it’s good, but 
especially in a long narrow room it’s not so good.  It gives you much more progression when 
started FLOD.  So it depends really on your floor craft but either amount of  turn will work 
nicely in this figure.  

The figures as presented in the syllabus for Waltz, Foxtrot and Quickstep provide excellent 
guidelines on how to execute turn for each of  these dances and it’s best to stick to these sug-
gested amounts of  turn, but, a good rule of  thumb to consider if  ever you feel a figure is suit-
able to overturn (turns that normally start FDW or FDC such as a natural or reverse turn) it 
can start FLOD but you always achieve the normal alignment on the second step.  You always 
make that extra 1/8 between one and two so by step two you’re back to where you should be.

Whether dancing for fun, competition or preparing for an exam, your partner, the music and 
artistry should always be considered. 

If  you have a question about the technique please let me know and your answer will appear in next month’s 
column.  



nearly forgotten after the importation of  English dance.  

Over the next ten years, the popularity of  English Style ballroom dancing gradually in-
creased in the United States as interest in American ballroom dancing waned.  By the 1970s, 
Americans began to establish an American network of  competitions based on the English sys-
tem, pushing American style further to the periphery.  While I do not regret that English style 
ballroom dancing has been embraced by Americans, I do lament that it came at the erasure of  
our own rich history and practice of  ballroom dancing.  

Although a new form of  American ballroom dance started to flourish by the late 1990s, 
contemporary American Smooth is more of  a theatrical and competitive form than a so-
cial dance practice.  With its expansive shapes and heavy reliance on preset choreography, 
American Smooth is rarely a practical social dance style.  For those who hope to trip the light 
fantastic on social dance floors rather than competition stages, perhaps a revival of  Roseland 
Style might serve their purposes better than the spectacular theatrical dance of  now known as 
American Smooth.

I will conclude with a few observations offered to me during an interview with the oldest 
living expert in American ballroom dance, John Lucchese (who turned ninety this June).  Al-
though by all accounts he was the best dancer who frequented Roseland in the 1950s and 60s, 
Lucchese insists that he does not dance Roseland Style, but his own style.  In the early 1950s, 
Alex Moore paid for Lucchese travel to London and study the English Style in hopes that he 
would become its ambassador in the United States.  After a few months of  study, Lucchese 
declined further training.  “I couldn’t dance like this, I didn’t feel it.  It was not part of  me.”  
He continued by explaining how unnatural it felt in contrast to American style. “To me, danc-
ing, ballroom dancing is an extension of  walking.  It’s walking to rhythm…the International 
style is overdone.”  One of  the most artificial aspects of  the English technique to him was the 
posture. “They never look at each other. I want the woman’s head here.  I want a relationship 
with the woman.  They don’t have a relationship with the woman.” John and the woman with 
whom he has had a relationship for over forty years, his wife Rose who was herself  a Harvest 
Moon Ball Champion, showed me a film of  their relaxed and smooth dancing.  I wish they 
would make that film available for all the world to see our nearly-forgotten history of  Ameri-
can social ballroom dance.

 

2008 Winter Congress
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NEWS FLASH!! 

The ISTD Examinations Board is going to be releasing the 5 Latin American Syllabus 
DVDs in a s eries.  The first of this series is the Cha Cha Cha which is now available.  
Check the website www.istd.org

LESSON FIVE

In the last issue of  ‘Topline’ I covered the teaching of  the fourth 
lesson of  an Eight-Week Basic Course.  We now continue with 
Lesson Five.   

We commence where we ended the last lesson, with a complete 
review of  the Basic Step in East Coast Swing.  When they are 
comfortable with dancing this with partners, to music, I intro-
duce the Underarm Turn to the Right, from the Bronze Manual.  
They first learn the pattern in the line, commencing in Prom-
enade Position, with the Men dancing a Basic Step, turning 1/8 
L over both Triple Steps and the Ladies turning 5/8 R.  We then 
have them walk through the Underarm Turn to the Right with 
partners, without music.  Next we have them dance the Basic 
Step with partners, followed by the Right Underarm Turn.  They 
then learn the Underarm Turn to the Left (from the Bronze 
Manual), without partners, with the Men again dancing a Basic 

Step, turning 1/4 R on the first Triple Step, and the Ladies turning 3/4 L, with the second 
Triple Step (for both) being taken to the side, without turn.  Next they dance the Underarm 
Turn to the Left with partners, without music.  Now, again in the line, we combine the three 
step patterns they have learned; namely the Basic Step, the Underarm Turn to the Right and 
the Underarm Turn to the Left.  At this point it is simple to introduce the Link (which is 
borrowed from Jive), to complete the Basic Amalgamation.  When they can combine all four 
patterns solo in the line, they walk through them with their partners.  At this point the hand 
leads are explained, keeping it very simple, with the Man just “indicating to the Lady” where 
he wants her to turn (no violence here, please!).  After a few repeats of  this they can usually 
dance the routine to a very slow tempo Swing.  This will take approximately 45 minutes.  

Since the Swing requires a great deal of  concentration, and is the most difficult dance in the 
Basic Course, the students are now ready for something much lighter for the remainder of  
the lesson.  Merengue is such a simple dance that I find it is a good one to introduce at this 
point.  The patterns I teach first are the 4 Chasses to Man’s Left and Lady’s Right, which may 
be danced without turn or turning to the Left (Man keeping his steps smaller than the Lady’s).  
Next comes the Separation, with the Man dancing 4 steps on the spot, releasing the Right 
hand hold, leading the Lady to take 4 small steps back.  He then repeats his 4 steps, turning 
the Lady into an Underarm Turn Right, which is a very tight circle for her.  They follow this 
with a solo turn (Man Left, Lady repeating her Right turn), followed by 2 Chasses Left to 
phrase.  Merengue will help reinforce their Cuban Motion, as well as being a fun dance in its 
own right.   Surprisingly, this can all be done in 15 minutes maximum, to complete the hour, 
and send the students home in a very good mood.

This concludes Lesson Five. Lesson Six will be presented in the next ‘Topline’.

How to Teach an Eight-Week Basic Course

Miriam Ellis
Dual Fellow and Examiner 

Imperial Society of  Teachers of  
Dancing



 In Memory Of...
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“Our Bill”

Our Bull was larger than life - and therefore he used the world as 
his stage. 

Our Bill didn’t just touch his toes; he put his head on his toes. 

Our Bill didn’t just walk onto the lecture floor with perfect poise 
- he put a cup and saucer on his head to prove his perfect bal-
ance. 

Our Bill didn’t just rise on to his toes, he rose to the very tips of  
his toes.

Bill and Boddy danced their way to the highest honours, with 
sheer hard work and dedication. I always felt that his close as-
sociation with Alex Moore and the Imperial Society helped him 

to understand the value of  correct technique, and he passed this onto his pupils and disciples.  
A whole lesson could be taken up with just learning how to do a natural spin turn correctly, 
or a feather step. What about that three step? He was a very good Committee member, often 
controversial, often very firm with his own ideas, but always fair and considerate of  the views 
of  others.

Our Bill was very popular as a demonstrator, lecturer and teacher, not only in Great Britain, 
but in main other countries around the world. He was welcomed and loved in Japan, America 
and Germany, to name only three, and he travelled the world, giving of  his time and expertise, 
spreading the gospel of  dance, and his love of  correct technique.

Will we ever have another Bill? I doubt that. But thanks Bill for all you did for our wonder-
ful world of  dance and for that gospel you preached around the world for our profession, the 
profession that both you and Bobby gave so much to. Enjoy your time together now, with 
Bobby and Alex

Joe Jenkins
By Frank Regan
It is with sadness that we mourn the passing of  a great crusader, a great dancer and a great 
teacher. Joe Jenkins passed away on April 5th at his house in Bethesda, MD of  natural causes. 
Joe was considered to be the best standard ballroom dancer together with his partner Nancy 
that America ever produced. I first met Joe in 1963 and was inspired by his passion for the 
International style, at that time an innovation that had sown the seeds of  curiosity and motiva-
tion among the dance couples in the USA. 

I hung out in those days with Larry et Betty Silvers, Bill et Bobbie Davis, Ken et Sheila Sloan 
and of  course Joe et Nancy Jenkins. Joyce Brampton, one of  the greats of  the 20th century 
arranged accommodation for us in Shepherds Bush, London at the house of  a delightful man 

named Maurice. We all looked up to Joe and would stay up into the wee hours of  the morning 
talking about dancing and enjoying the process of  being regaled by Joe’s insightful observa-
tions about the famous coaches that he was studying with. Sonny Binick (his main coach), 
Benny Tolmyer and Len Scrivener all came under scrutiny as Joe shared his experiences of  
those giants of  the ballroom world. Sharing his passion for dance was an obvious quality in 
Joe’s repertoire of  interaction with his friends and colleagues.

Joe Jenkins was a fellow of  the Imperial Society of  Teachers of  Dancing. He was proud of  
his degree and encouraged his colleagues to better themselves academically as well as in the 
performance vein. Joe and Nancy actually reached 3rd in the World Championships and 3rd 
place in the British Championships during the seventies. His competitive accomplishments 
in Blackpool were a source of  delight and motivation to his contemporaries. I personally felt 
enormous respect and affection for Joe. We were lifelong friends and I, no doubt together 
with his many friends, will miss him profoundly.

Terry Gregory in memoriam
By Frank Regan

It is with sadness that we mourn the passing of  a great crusader.   Terry Gregory was one 
of  the early promoters of  the International Style of  both Ballroom and Latin in America.  I 
first observed Terry’s exceptional talent and skill at a competition in Philadelphia in 1962 at 
the Bellvue Stratford Hotel. In those days we were fanatics about adding International Latin 
to our repertoire of  American Latin.  Terry together with the late Larry Silvers, the late Joe 
Jenkins, the late Bill Shelton, Ron Bennett, and Robert Williams were instrumental in mak-
ing the International style of  Latin available to the American Dance community.  On several 
occasions I entered into an arrangement with Terry to share the expenses in inviting famous 
coaches from England to America.  Notably the legendary laird and Lorraine on several occa-
sions. 

Terry became an outstanding technician and exponent of  the International Style of  Latin.  
He demonstrated his extraordinary skill with his first partner; a beautiful and stylish dancer 
by the name of  Cathy Creamer.  I had great respect for Terry and would look forward to my 
excursions to Washington D.C. to dance in competitions such as the prestigious Virginia State 
Championships organized by Ricky Geiger.  The “Latin Gang” at that time consisted of  Joe, 
Larry, Bill, Robert, Ronnie and Terry with their lovely respective partners.   Terry later danced 
with a gorgeous and super talented girl by the name Sandra Cameron. The partnership was an 
instant success and they produced many memorable shows and impressive presentations on 
the competition floor.  

 It is certainly worth noting that Terry was not only an extraordinary dancer but also a truly 
great teacher.  He was in fact one of  the very early American exponents who acquired the cov-
eted degree with the Imperial Society of  Teachers of  Dancing.  He was an inspiration to all of  
us.  He was a teacher, mentor, and coach who truly made a difference.  Those of  us from that 
era will remember him fondly and he will live immortally in a special place in our hearts.  

In Memory Of...

William Irvine MBE
1926-2008

The late past president of  the 
ISTD


