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"On dirait parfois une ame qui danse
sous une forme visible mais charnelle a peine.”

“One might almost say a soul dancing
in a visible but scarcely fiesh-bound form.”

Jules Lemaltre

"La musique lui change son ame...
L.a pesanteur tombe a ses pieds...
Elle parait appartenir a d’ autres consteliations...”

"Music changes her soul...
Gravity falls at her feet...
She seems to belong to other consiellations...”

Paul Valéry



|. BEGINNINGS ( 1948 - 1958)

1. A Difficult Name

A ballet going audience discovering for the first time the name Eva Evdokimova on
the program’s list of dancers automatically expects extraordinary achievements from this
ballerina. People are accustomed, after all, to associating Slavic-sounding names with
a background of training at the renowned ballet schools in Moscow or Leningrad. Some
spectators may even gossip about her as if she were one more major dancer to have de-
fected from Eastern Europe, though without making as much stir as a Nureyev,Makaro-
va or Godunov.

In the case of Eva Evdokimova, however, such speculation is just false. The truth is
that she got her Slavic name from her Bulgarian ancestors, whose home is still located
on the Bulgarian-Rumanian border. Her father immigrated to Western Europe long
ago, while still a student, and it was there that she was born. Her subsequent career
makes it impossible to pin her down to a single nationality. Although she is a native of
Geneva, she has an American rather than a Swiss passport, obtained by virtue of the
fact that her mother is an American citizen. She spent most of her childhood and youth
in Germany and England, and continues to maintain residence in both countries. As for her
official homeland, the United States, her familiarity with it extends only to some short
visits. She first arrived there at the age of seven in order to introduce herself to her
maternal grandparents in San Francisco. Her second visit to the States took place many
years later, in response to an invitation from the American Ballet Theater to dance Swan
Lake at the Met in New York City in the autumn of 1977. Since then, she has made
several other visits to the U.S., mostly as a guest dancer in Los Angeles, New York City
or Washington, D.C., where balletomanes have welcomed her with enthusiasm.



Her unusual international background is better understood by taking a closer look
at the history of the family. Her parents met shortly before the Second World War, while
they were students at the University of Munich. Her mother, Thora, whose family is of
French and lIrish origin, comes from Oakland, California, where her grandparents had
moved from Canada. Thora was in Munich to study German literature when she met
her future husband, a Bulgarian from Sofia with the unusual name of Evdokim Evdoki-
mov. He had come to Germany to study engineering. The two were separated when the
war broke out, and it was only after the war that they managed to reunite in Geneva and
be married. Their daughter Eva was born there a year later. When registering the
spelling of her name, Swiss officials respected the Slavic tradition by adding an ”a” to
the father’s last name to indicate her feminine nature. The first name was supposed to
honor her Bulgarian grandfather, lvan becoming Eva. The American mother insisted on
a middle name that followed custom in her country of origin, and hence named her

daughter Eva Maria.

The ballerina has come to expect her family name to be spelled correctly only in
Slavic countries. On tour in Russia or Bulgaria, she has found the Cuyrillic letters EBA
EBDOKMUMOBA printed on posters and in newspapers, and after performances there,
she has given her autograph by writing in that alphabet. Most people in non-Slavic
countries, however, have trouble even pronouncing her name. In France and Den-
mark, the press repeatedly has changed it into E-u-dokimova. During a visit to Peking,
her name was even transliterated and adjusted to make it sound pleasant to Chinese
ears, namely to "Yi-wa Yi-fu-duo-qi-mo-ba”. Since each syllable in Chinese means
a separate word, literal translation vyields something garbled like: "She-doll She-
someone special-a lot of-foundation-no-tile”.

Her jaw-breaker of a name has probably prevented a lot of people from remember-
ing who has just performed those extraordinary ballet steps on stage. Yet the ballerina
never seriously thought of adopting a catchy stage name or simplifying her true
name. She takes it for granted that only the quality of her dance is important. If the
example of a former ballerina like Olga Spessivtzeva, whose artistic style is often com-
pared to hers, is any indication, she is comrect in believing that dancers with complicated
names can indeed reach unforgettable glory. While Eva Evdokimova sometimes thinks
of possible pseudonyms when joking with her friends, she usually dreams up exotic ap-
pellations at least as complicated as her real name. In fact, she prefers to be addressed
by her first name, even among strangers. In her dressing room, one is likely to overhear
every possible pronounciation of the universal "Eva”. The Germans call her "Eyfa”,
the French dub her "Eyv”, the Russian think of her as "Yevva”, and to her English
and American friends she is "Eve”. While in Japan, according to their custom of
appending the suffix ”-san” to names, she was addressed as "Evasan”.



DIFFERENT WAYS OF WRITING HER NAME
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2 Autograph in Cyrillic letters as used by her Bulgarian ancestors
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3 Chinese spelling of the name on a program distributed during a tour in China
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Eva Evdaktmaw

Japanese transiiteration of the name

Ea
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2. Is She Destined to be an Artist 7

"Every December 1”7, a critic wrote on her 23rd birthday, "the ballet community
can congratulate itself on the birth of Eva Evdokimova.” A family friend is convinced
that the heavenly constellation was fortunate on that cold Wednesday evening in the
winter of 1948: "The Sun, Moon, and Mercury were in the sign of Sagittarius, which
means an idealist with far-ranging plans, a spiritual person with an earthbound sense of
practical matters, a passionate globetrotter, an artist in life.” One need not believe in
astrological predictions to admit that the statement fits well the salient traits of the
dancer’s character.

One judgment based more on direct observation was given by the doctor at the
time of her birth. After delivering the baby, he held her up in the air in a spontanuous
outbreak of enthusiasm and exclaimed: "Look at these fragile arms, these delicate
hands and long fingers. An artist!” It is true that the expressive power of her arms and
hands are largely responsible for making her dancing so special. The technique of her
movements only enhances the unusually fine structure of her limbs, lending them a
floating lightness.

Other characteristics of the dancer may be attributed more to her early childhood
environment than to her heritage.One of them is her preference for communicating
through gesture and movement rather than language, which has only secondary im-
portance for her. In a multilingual home, it is obviously easier for a child to concentrate
on non-verbal activities. While Eva quickly gained access to the world by walking early,
she took some time to distinguish which language to associate with what person. She
learned English from her mother, her parents spoke German together and local visitors
brought French into their home .in Geneva. When alone with her father while her
mother was away at work at the United Nations, she heard Bulgarian. Also her father’s
countrymen, who came offering encouragement as he pursued his studies of journalism
begun after the war, familiarized her with the Bulgarian language . Thus, her parents
were not overly surprised when their three-year old daughter, asked whether she would
not finally begin to speak English, gave her answer in perfect French: "Non, je ne veux
pas!” { "No, [ don’t want to!” }

This inner protest against the spoken word did not vanish. Languages still
constitute something uncanny for her, although an outsider might well judge that she
has succeeded in coping with the problem. She not only speaks fluent English and Ger-
man, but is also able to converse in Russian and French and if necessary in Danish
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and ltalian. Before her tour to Peking, an English-Chinese language book lay on her
dressing-room table. In non-English speaking countries her admirers occasionally
hazard a phrase or two in English to please what they think of as an American dancer.
Under such circumstances, Eva invariably replies in the same language, even if com-
munication would be more fluent in the well-wisher’s native tongue. If oral under-
standing is not achieved, she will make up for it by non-verbal communication with
gesture and mime, which as a ballerina she knows to perfection.

3. "l Want to Become a Ballerina”

When Eva was four years old, her family moved from Geneva to Grifelfing, a
suburb of Munich, where her father took a job as a journalist with a radio station. Soon
after their arrival, Mrs. Evdokimova enrolled her daughter in a private dancing school
for children. She had decided to do so because a doctor had recommended dancing to
strengthen the girl's weak ankles. In addition, the idea of sending a child to dancing
school rather than kindergarten did not strike her as odd as it might have other mothers,
for her older sister had attended similar classes and had been a professional dancer for a
short while. During her search for a good school, she became convinced that lessons
could prove playful without being too exhausting. Apart from encouraging physical fit-
ness, they would teach the children to overcome any clumsiness and develop a feeling
for music and rhythm. Eva participated from the very beginning with great ardour and
skill. Soon she was chosen to do main parts in little sketches performed on stage for
church holidays.

The lessons were discontinued when the family moved to another district of
Munich where, in March 1955, Eva entered primary school. Only then did it become
really evident how much the child had loved dancing She kept asking her parents
to receive more instruction. When she promised not to neglect her duties at school,



her parents had no objection. So, in September 1955, they sent off an application for
her to join the children’s ballet of the Bavarian Opera. But it was not easy to enter this
government-supported ballet school. It only admitted children with a good sense for
music and promising dancing skills, as determined by an examination testing these
qualities. Miss Exna Gerbl, the director of the children’s ballet at the time, exhibited sure
judgment when she chose Eva among the many candidates. The six-year old girl was
thrilled. When her parents realized that the school’s policy called not only for controlling
the pupils’ progress in dance, but also for maintaining good grades in general education
as a requirernent for continuing enroliment in the school, they too were pleased with the
arrangement.

During Eva’s first year in the school, she displayed such grace and determination to
achieve perfection that observers sensed that the new pupil was a potential ballerina.
One such witness was a journalist sent out by a major German magazine to prepare a
piece on the Munich children’s ballet. For the photographs, she asked Eva to stand in
the first row and featured her in the main shots trying to perform some ballet steps. The
accompanying text, written in verse, prophesied a great career for the diligent novice.
By coincidence, the same reporter took photographs of Eva seventeeen years later,
when she was already a prima ballerina, on the occasion of a curtain-call after a gala
performance directed by John Cranko in Stuttgart {see pict. 50). The photographer,
however, was not aware that the star was the same person as the dancer selected for
emphasis in the story written many years before.

There was soon no doubt as to the profession Eva would choose. On one occa-
sion, during a class in religious instruction at her Catholic elementary school, she had to
copy down moral guidelines for future conduct as well as her intended profession. In her
notebook, she affirmed in a neat handwriting, ”I want to become a ballerina” {"Ich will
eine Tanzerin werden”), and above it, with colored pencils, she sketched a little balieri-
na. Soon after this, she had the opportunity to make her first appearance in an evening
performance on a big stage. The Munich opera company needed small dancers for the
ape-scene in Mozart’s "Magic Flute”. Together with her girl friend Christina and five other
pupils from her ballet class, she finally had a chance to face the spotlights and receive
the attention of a large audience if only for a few minutes. Heinz Bosl| also belonged to
this group, disguised as a slightly bigger ape. Naturally, no one in those days knew that
he would someday become a brilliant dancer, serving as Eva’s partner in many classical
ballets until he died of leukemia at the age of twenty-nine.

Incidentally, many other dancers started their career in a similar way, hidden under
an animal costume and not visible as an individual. Fortunately, such debuts were soon
followed by performances in normal dancing costumes. One of the photos of Eva’s
childhood shows her in a tutu receiving a large flower pot after finishing her small role.
In those days, the moments of stage-fright and months of preparation were rewarded by
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potted plants, whereas today she mostly brings home cut flowers after her performances,
at times armfuls of them. Often she runs out of vases and simply puts them into plastic
buckets, thus changing her one-room apartment into a flower-seller’s stand. The
number of these buckets constitutes the most reliable measure of the success she has
had on that evening.

When the children’s ballet was not performing, she joined friends and her parents
in watching professional dancers. She thus became acquainted with the classical reper-
tory at an early age. She also had the opportunity to study her idol, Natacha Trofimova
who at the time was the ballerina of the Munich ballet. Eva would find herself carried
away by the stage world of princes and princesses. Some of these fairy-tale figures fas-
cinated her so much that she began to identify herself with them. Her dearest dream one
Christmas was to obtain a crown, a desire that would be satisfied only much later when
dancingthe roles of Aurora or Odile. This wish may also have been fostered by a yearning
to resemble her schoolmate Serena, whose family descended from a real emperor. Eva
used to ask why Serena did not wear a crown. Her friendship with nobles like Serena
and her cousin Luipold {whose ancestor, back in 1656, first established the imperial bal-
fet in Munich), made her lose all shyness with "princes”, with whom -at least on stage-
she would often be confronted.

As she grew up, dance gradually acquired more importance in her life. Initiaily,
she attended dancing classes only once a week; later, she devoted more and more
hours to training and occasional performances. By the time she entered high school,
what had started as a playful activity had turned into a semi-profession. In addition to
her daily dancing exercises, she began piano lessons with Frau von Kéhlmer, the ballet
school’s pianist. She thus spent every spare hour improving her artistic abilities. For-
tunately, the school was located not far from her parents’ suburban apartment in a wing
of the Nymphenburg castle, which meant that she lost little time commuting. For travel
to the opera house in the center of the city where the classes took place, her mother
usually accompanied her by trolley and later by car. Such parental assistance and a well-
defined goal were the conditions which explain, at least in part, how Eva advanced
more rapidly than others and later could become one of the great dancers the school
has produced.



Il. YEARS OF STUDY ( 1959 - 1969 )

1. At the Royal Ballet School

After Eva had spent five years at the German ballet school in Munich, her parents
decided to enroll her in a foreign dance academy. Their purpose was to promote their
daughter’s talent and to broaden her horizons by acquainting her with other training
methods and ballet styles. They chose to send her to the Royal Ballet School in London,
founded in the early 1950’s by Ninette de Valois. This school owed its existence to the
success of the Sadler’'s Wells Ballet - later called the Royal Ballet - which had produced
many famous ballerinas including Margot Fonteyn and Beryl Grey (the latter was for a
long time the director of the London Festival Ballet where Eva has a guest contract}. At
this school they reasoned their ten-year old girl would receive an excellent completion of
her basic ballet training and could also graduate with a General Certificate of Educa-

tion.

For Eva the change from Munich to London meant many adjustments. She had to
adapt to different national customs in an unfamiliar environment and to a language
which she had heard only from her mother. Her dancing lessons and general education
now took place in the same school building. Boarding-school life was new to her, and
discipline in an institution where nobody could hide proved severe. Small-size classes
were a matter of policy for this expensive, elite school that had built up a reputation of
being a sure stepping-stone to a successful career.

Eva was glad that her new home, like her old school in Nymphenburg, was set in a
former castle, the so-called "White Lodge”, which once had been Queen Mary’s resi-
dence. With its old walls and grazing animals in adjacent Richmond Park, it radiated a

17




18

fairy-tale atmosphere of cosy tranquility - perfect for a young student likely to loose
herself in a dreamworld. Eva also appreciated the religious tolerance of her
teachers, as well as their even temper and proverbial English fairness. She wel-
comed a curriculum emphasizing courses in the arts, including music, painting,
decoration, drama, acting, and the history and theory of dance. Part of the latter was to
learn a dance notation (see pict. 10},

The school also required pupils to spend one and a half hours a day exercising in
one of the two gymnasia. Many of the almost 150 boys and girls, of whom some 50
were boarded in "White Lodge”, gave special attention to this part of their schedule be-
cause they knew that they needed intensive training to reach their goal. Indeed, only
four out of 20 girls in Eva’s graduating class found employment as dancers. Although
the training sessions started sometimes early in the morning, all the students arrived on
time and gave their best during the ritual run-through of the classical ballet alphabet, of
small and large exercises at the bar, with their rhythmic bending and stretching of the
legs always in the classical turnout, followed by pirouettes, entrechats and jumps. Ad-
vice was proffered by teachers like Pamela May, who had until recently been stage
performers in their own right. During these exercises, Eva had bound her slightly curly
hair in a knot and wore thick woolen socks and a bulky sweater over her tricot to pro-
tect her joints when it was cool and damp in London. The young dancers would ear-
nestly concentrate on their bodies and rarely exchange words, and then the common
topic was techniques likely to lead them slowly toward perfection.

Apart from this training session, the school day was filled with other courses in the
curriculum. Only brief breaks after funch and before dinner were left at the pupil’s free
disposal. Many of them spent these recesses in the park or the library. Eva generally pre-
ferred the latter alternative. Her favorite reading material was literature that had been
adapted for ballet libretti, like Dickens’ Christmas Carol or Shakespeare’s Romeo and
Juliet. She also liked to rummage through history books describing the dancing habits of
ancient cultures or exotic tribes. As she matured, her reading tastes turned to theoretical
statements by poets like Mallarmé or Gautier about the importance of ballet. Most of the
volumes of her private library nowadays are still devoted to such subjects, although she
has less time than ever to read them carefully.

The room Eva shared at "White L.odge” in London with four other girls and two
housecats "Weeta” and "Bix” offered ample indication that she was preoccupied with
dance in all her thoughts and actions. She had pinned up on the walls pictures of her
idols, Makarova and Seymour, whom she had once seen in London’s Covent Garden
Theater. Like all her class-mates, she also admired the world-famous duo of Nureyev
and Fonteyn. She can still remember in detail how her class was once chosen to dance a
little variation when these two stars were visiting the school. Her memory of the event
culminates in vivid disappointment. Lady Agnew, the director of the Royal Ballet
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7 With her parents in Munich in 1951 8 From her school notebook

9 As a four year-old girl (on the right) in a dancing school for children
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DIRECTION SYMBOLS
Forward tIeI[JI:th Forward {right)

Left forwazd Right forward
diagonal | diagonal
Left sjdr.'q s l] JE—— D Right side

Lefr backward | Right backward
diagonal diagonal

Backward (leﬁ)qp Backward (right)
LEVELS THE STAFF

E High
H Middle

I Low LEFT  RiGHT In 1963, while learning Benesh dance notation (Eva is the girl on the left)

Read from the botlom up.

TLeftsuppore
Right support
Right leg ge;u-nr-e T

Left leg gesture

Body

TIMING
=J
=5 || _
U= :
0-F  otijrume o bume
EXAMPLES
% r4d Q> %
Step, Kick 9
There are two major notation systems used today which make it pos-
! lh ’f_ — sible to set a sequence of ballet steps down on paper. One was invent-
B d ] | ed in Germany by Rudolf von Laban, the other in England by Rudolf and
'55 e Joan Benesh. Eva Evdokimova studied with Mrs. Benesh herself at the
i} Royal Ballet Schoot. Notation has relatively little importance in the
]'] daily work of a dancer because choreography is usually studied in
J -1 person with choreographers, baliet masters, and colieagues. But it is

ihmic Pattern sault in the air  Suap, Leap useful on occasion for historical ballets.
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11 In London in 1965 with Maria Fay, who gave
her private dancing lessons for a year

12 Fhoto sent in 1966 to the Royal Danish Ballet
in Copenhagen with her applicaticn for a position
in the corps de baliet




School, put a sudden end to the performance when it struck her that there should be
some time left to show her guests the new library. Eva mitigated her frustration by daring
to hope that she might some day stand at the famous Russian dancer’s side herself. This
hope has come true several times since 1971 on stages all over the world. The first tour
of Rudolf Nureyev and Eva Evdokimova led them to Stuttgart, Zurich, Nice, and Ma-
drid. Joint tours to London, Paris, Brussels, Australia, New York, and Florence have
followed, and they have also experienced together celebrated performances at the
theater in Berlin where Eva dances regularly (see pict. 86/87).

After five years in Lower School, Eva entered Upper School in Talgarth Road.
Since her mother had moved to London in the meanwhile, she no longer had to live in
the dormitory. The formal curriculum was less intense in the higher level school, thus
allowing the girls to determine their own schedule. Eva enjoyed this increase in free-
dom and found that it triggered her initiative. On the other hand, she wished more pos-
sibilities had been left open to usefully fill her spare time. For instance, the Royal
Ballet School regulations did not permit her to take private dancing lessons, which
would have been important during the long summer vacations. Similarly, Eva regretted
that the library in Talgarth Road was only open a few hours a day. Making the best of
this situation, she looked for other activities useful to her future development. Realizing
that the Russian language is important for ballet, she bought books and tapes and set
about learning it at home. Her knowledge of Russian would later prove to be of great
importance to her perfection as a dancer. At the same time, she enrolled in the Guildhall
School of Music to start taking clarinet lessons and continue her piano education which
she had begun in Munich.

Nevertheless, she suffered eventually from not getting enough ballet classes. So
she decided after a year to leave the Royal Ballet School and take private dancing
lessons instead, thereby devoting all her time and energy to her training. With Maria
Fay, a former ballerina from Budapest who taught national dance at her school, she
now practised intensively twice a day. Eager to improve her technique, she listened
carefully as the Hungarian teacher explained various tips that make a step easier, such
as the right moment to breathe during jumps or the cotrect arm position to keep balance
during pirouettes. After a year of such coaching, in the summer of 1966, she felt pre-
pared to consider looking for a job as a professional dancer. But instead of applying at
the Roval Ballet in London, like so many of her former schoolmates, she wrote away to
the Royal Danish Ballet in Copenhagen. A new director there, Flemming Flindt, had
just succeeded in changing the company’s policy so as to allow foreign dancers to join.
He was so enthusiastic about Fva’s recommandations and the photos included with the
letter (see pict. 12 and back cover) that he sent her an offer for the corps de ballet right
away. Her professional career had begun.
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2. In the Royal Danish Ballet Corps

The three years Eva spent in Copenhagen were not easy ones. It was there that she
first discovered that the goal she had aimed for so long did not constitute the end of her
struggles but on the contrary the beginning of new and arduous labors.

The first few months in particular were fraught with difficulties. She had not only to
engage in the often tedious work of every new-comer of making herself thoroughly
acquainted with an unfamiliar repertoire, but also had to do so at breakneck speed, for
one dancer after the other was struck with flu. Eva was needed as a substitute nearly
every night. This was all the more exhausting as the company had a large variety of bal-
lets on their program most of which had a difficult choreographic structure. The Kermis
at Bruges, Napoli, The Conservatory, and La Ventana were part of the company’s clas-
sical Bournonville repertoire which the uninitiated find extremely difficult to dance on
account of its unconventional combination of steps and its arm and body positions. No
wonder that many ballet companies at present are no longer capable of performing such
choreography . Another style has replaced the complicated legwork required by ro-
mantic dancing. The ballet in Copenhagen figures as an exception because it can call
upon its long Bournonville tradition. It was there, after all, that this Danish choreogra-
pher of French origin created his ballets and achieved his fame and reputation in the
middle of the nineteenth century. His authentic productions have been passed on since
his death from generation to generation, under the constant sponsorship of the Danish
Royal family. Like his predecessors on the Danish throne, Frederik IX |, who was king
during Eva’s sojourn in Copenhagen, was fond of Bournonville and often attended the
theater when his favorite ballets were on the program. Indeed, one evening when he ar-
rived without announcing his presence beforehand, the young dancer watched as the
monarch uncovered the seats of the royal box himself.

For Eva, this first year in Copenhagen was psychologically trying as well. As a shy
young girt who had grown up in a protected environment, she could not easily cope
with the new world of the theater. She sometimes needed all her inner strength when
she was not quick enough in responding to jokes or when her natural friendliness was
misinterpreted as sign of naiveté. lf she did not succumb to a sense of inadequacy but re-
tained her self-confidence, it was partly due to warm contacts she had with several col-
leagues, including Sorella Englund, who was almost her age and had come to Copen-
hagen from Finland the same year she did. Eva also benefited from the encouragement
of the two stars of the Danish Ballet, Kirsten Simone and Anna Laerkesen, and in this
way she managed to retain her openness.



She also kept on an even keel by leading a modest, secluded life. During the first
years, she lived with her mother in a single room in a small boarding-house to which she
would usually return after the rigors of training and performances and just fall into bed
from exhaustion. It was not until her third year in Copenhagen that she had enough
knowledge of Danish and enough time and money to find and furnish an apartment.
But she was not unhappy. She had higher aspirations and therefore bore her difficulties
with silent equanimity. She had already learned in early childhood to be satisfied with
little and to wait for a better future. In the post-war period, her family had never ex-
perienced abundance. During her adolescence in England, she had also lived on little
money, therefore even buying the four pairs of ballet shoes which she wore out every
month in training amounted to a financial burden. In addition, her role as an outsider
from a foreign country was nothing unusual for her. It made her see that she had to rely
on herself in life and exercise strong will in order to reach her goal. It was thus in keeping
with her character for her to have once confessed to a reporter: "Certainly, | am ambi-
tious. Without ambition you don’t get ahead, do you?” She stressed at the same time,
however, that this ambition was not focused on money or glory, but on her wish to
dance so perfectly that her audience would forget their own problems. She was of a
belief that this would be possible only if she evaluated every aspect of her talent,worked
hard and devoted herself completely to dancing.

In addition to refining her technical skills, she utilized the Copenhagen years chiefly
to develop her own personal style. To do this as quickly as possible, she would spend
more hours in the rehearsal room than any other dancer in the troupe. Such assiduity
gradually enabled her to become familiar enough with the mechanisms of each separate
ballet step so as to have time to accomplish every figure to perfection even when
dancing several of them in a row. She thereby developed a technique that bears her
distinctive stamp: Each position is performed with extraordinary calm followed by an
almost imperceptible shift to the next pose giving the dance a logical progression. Artifi-
cial stage movements hence appear natural, as if she were progressing through a normal
environment, having enough time to let her eyes wander around and transmogrify her
artifice into a human role. She succeeds in drawing the public’s attention away from
athletic dancing skills toward dramatic events, a feat of particular importance in plays
where action is predominant and, in general, where tension has to be built up. It turns
out that the same rhythm has become so natural to Eva in the meanwhile that it may be
observed even in her daily off-stage behavior. When she goes out to dinner with friends,
for example, they may tend to assume that she is so engrossed in conversation that she
forgets to touch her plate, only to discover that she has finished her meal before the
others at table. Similarly in her dressing room after a performance, she seems to have
plenty of time for visitors, yet manages unobtrusively to remove her make-up and pre-
pare to leave the theater.
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[t was in Copenhagen, finally, that Eva realized the importance of concentrating on
the meaning of a role in order to prove convincing for the audience. She recognized
that many dancers cannot command attention for want of fantasy and intuition. While
Eva, in rehearsals, focused on acquiring these abilities, her Danish ballet mistress, Vera
Volkova, noticed that there was a new dancer who had nothing in common with the
anonymous troupe. She discerned that this débutante had a keen mind and a charming
personality and that Eva was capable of making swift progress as an actress. So after a
few months, she let her do half-solo roles like the "pas de six” in Napoli (see pict. 13).
Eva was delighted, especially since some of the performances in the theater at the Kon-
gens Nytorv place were also filmed for showing on Danish television. The broadcast
enabled a large audience to become acquainted with modern ballet productions like
Harald Lander’s Etudes or Elsa Marianne von Rosen’s Helios. Frank Schaufuss, whose
son Peter later often partnered with Eva, was one of the choreographers in Denmark
who tried to bring more variety to the classical Bournonville repertoire by creating
modern stage performances. One of his productions was the ballet Aspects with music
by Rachmaninov. This ballet was a landmark in Eva’s career: it was the first time she was
chosen to dance the female lead. Although her partner, Peter Martins, was very young
himself, Eva could rely on him during the difficult passages of this orchestral play. The
public responded unanimously to their performance with the conviction that these gifted
beginners would certainly be seen on stage again. Incidentally, not long thereafter Peter
Martins went on to become one of the star dancers in the Balanchine group in New York
City.

Danish critics were not chary of praise for Eva, terming her a "ballet-danserinde
met ballerina-kvalitaeten” ("ballet dancer with ballerina qualities”). A club comprised of
Danish supernumeraries even bestowed an honorary prize on her (see pict. 17). It was
an award of which Eva could well have been proud, for it was seldom distributed and
then only to artists who already enjoyed a solid reputation, and not exclusively dancers.
The previous winner, before Eva received this distinction in the spring of 1969, was Kir-
sten Simone. Three years later a German critic, Klaus Geitel, was to comment on Eva’s
award: "More than one German superintendent should envy the Danish stage person-
nel for its far-sighted intuition.”

[t was only natural that Eva’s much celebrated success in Copenhagen generated
envy and obstacles. Her hard-earned efforts to win recognition provoked renewed
discussions within the Royal Danish Ballet about the importance foreign dancers should
be allowed to assume in the company. Aware of such rivalries, Eva perceived that she
had no chance of promotion in Denmark. But before she herself was able to respond
appropriately and offer her art elsewhere, news of her reputation had reached Berlin,
where a decision was made for her. The ballet there invited her to try out for a position
as a soloist. Eva travelled to Berlin with a contract which was to lead her in a new direc-
tion for a decade or more to come.
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CORPS DE BALLET (1966- 1969)

13

Group dance in Copenhagen in 1967: Scene from the pas de six in Napoli
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ing for Swan Lake as part of the corps de ballet

14 Prepar




15 Caricature by Erik Werner

16 First solo part with Peter Martins in Aspects in March 1967
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18

Diplomas granted to promising young dancers in Moscow in 1969

17 Honorary prize awarded in 1969 by the Club of Danish Supernumeraries
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3. Honors in Moscow, Gold in Varna

Before Eva could join her new ballet company in Berlin for the opening of the
autumn 1969 theater season, she needed to finish her last performances in Copenha-
gen and organize her holiday season. The few months ahead seemed like an eternity to
her, especially since she had no more difficult tasks to solve. As the rehearsals had
become a matter of humdrum routine, her old vigour seemed lacking, which now would
have been useful in preparing for her role as a soloist. To shake off the monotony and
shorten the period of waiting, she set herself a concrete goal - participation in the Inter-
national Competition for rising young dancers to be held in Moscow.

This decision to compete was not easy to make because she could not expect any
financial aid or support from her Danish company for this undertaking. Unlike most of
the participants, who could count on trainers and musicians from home, Eva, at the out-
set, found herself left to her own devices and her personal strength. She was unassisted
in organizing the practical details of her trip, from reserving her hotel room and plane
tickets to registering with the committee in Moscow. She was also alone in the empty
ballet hall for the competition’s first few rehearsals. The program called for four varia-
tions some of which were new to her, so she had to rely on her memory of previous per-
formances to study them.

Fortunately, this difficult period did not last too long. Despite the heat of summer,
three other young dancers from the Danish company soon joined her. The young
soloist Adam Liiders asked Eva to be his partner for the "pas de deux” shown in the
contest. Following Eva’s example, Peter Schaufuss and Annemarie Dybdal also decided
to compete. Peter’s father brought in his experience as ballet master and choreographer.
So the contestants managed to study the correct choreography, after all, for the scenes
from Swan Lake,The Kermis at Bruges,Giselle and The Death and the Soldier chosen
for the competition.

In June 1969, after a three-hour direct flight, the four dancers, their trainer,
and Eva’s mother arrived in Moscow. Eva’s knowledge of Russian, which she had
taught herself in London, proved to be of great help there. She was immediately
able to establish close contacts with their Russian colleagues and the Bolshoy
Ballet authorities in whose building training took place. Eva was able to garner lots of
advice during the fortnight of competition, and the three other dancers from Denmark
often used her as a translator when they wanted to learn the classical ballet techniques
from the Russian experts.
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Performances took place every night before full houses in the two thousand
seat, time-honored Bolshoy Theater. An international jury, presided over by the former
ballerina Ulanova and the composer Khachaturian, had the task of deciding which com-
petitors would be selected for the next round. Eva and her partner almost spoiled their
performance from the very beginning. Adam Liiders was so stunned by the huge stage
that he turned around during the initial moments of his appearance as though being the
first man on earth and his Eva not yet having been created. His looking around for help made
the audience burst into a pitying laughter. But he regained his aplomb some seconds
later, when Eva made her entrance, and the pair contrived to bring their performance to
a successful conclusion. Indeed, their dancing so pleased the public that it was honored
by rhythmic applause and enthusiastic shouting. The other "pas de deux” were techni-
cally and artistically nearly perfect as well, so the result was obvious They were awarded
the diploma granted to promising young couples. With the document and the award
money in their pockets, the two happy dancers left Moscow. It was the same year that
Michael Baryshnikov received a prize for the best single performance.

Eva’s success during this competition can be elucidated by a similar experience she
had had a year before. In 1968, she had participated in the so-called Ballet Olympics in
the Bulgarian town of Varna where, every two years, the best dancers are honored by
gold, silver, and bronze medals. She had had even more trouble participating that year
because her Danish partner fell ill shortly before the trip, so she had to rehearse hurried-
ly with a foreign dancer met at Varna. The Bulgarian Konstantin Damianov was familiar
with the same ballet variations, but in a slightly different choreographic style. No trainer
or colleague accompanied Eva, and she even had to borrow the costumes for her per-
formance. This amount of improvisation prevented her from winning more than a
second prize in the junior category.

She returned again to Varna two years later, more mature after her experiences in
Moscow and Berlin. This time she deliberately chose Damianov as her partner. Since
she was better acquainted with him, they did not have to waste time adjusting to one an-
other’s style. And the Bulgarian ballet master Bakalov was no longer a stranger to her.
In that year she won a gold medal, the first representative of a Western country to do so.
The prize was handed to her by Ulanova, president of a jury, which included Elsa Ma-
rianne von Rosen and Claus Schiitz. The press described Eva as a talent to be found
“only once in a decade”.

This triumph corroborated Eva’s opinion that her diligence, initiative, and perse-
verance in the face of adversity, could pay off. She realized, however, that such praise
took account of the fact that she was just a beginner. She still had a long way to go to
reach perfection. Like all dancers throughout their professional career she could not
rest on her laurels. Even today Eva considers one of the disadvantages of her profession



to be the inexhaustible demand it makes upon any performer. She regrets that the
body has only a short memory and once proposed half jokingly: "There should be an in-
vention which allows the muscles to perform the movements they have learned as long
as the brain is able to remember them.” She rues the absence of such an invention most
keenly when the summer break approaches. Even a two-weeks holiday requires her to
spend the next four weeks in grueling retraining to get back into shape. Such is the toll
she must pay for all the joy she finds in dancing.
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Il. RISE TO FAME ( 1969 - 1973 )

1. A Soloist at the Berliner Ballet

The invitation to apply for a position as soloist in Berlin came from the famous Brit-
ish choreographer MacMillan who had directed the ballet at the Berlin Opera House
since 1966. He had heard about Eva Evdokimova from his colleagues who had been
members of the jury in Varna. They had confirmed his opinion that hiring the dancer
would be a wise decision.

Eva was not overly optimistic when she travelled to Berlin. She believed that her
chances of being accepted were slim and that the invitation was just a semi-automatic,
routine action by the administrative department. She still smiles when recalling how she
scoured Berlin like a tourist not expecting to return and anxious to cover the entire city
in a few fleeting hours. She took a sightseeing tour to the Berlin Wall, climbed the
golden angel atop the Victory Column, and enjoyed the cosy restaurants on the Kurfiir-
stendamm. Had someone then prophesized to her that she would end up living for
years on Nestorstrasse, a side street near the Kurfiirstendamm, her big brown eyes
would have stared wide with incredulity.

Her scepticism was all the greater since MacMillan was no longer at the opera
house in the Bismarckstrasse. She was welcomed instead by Gert Reinholm who had
taken over the artistic direction of the ballet after MacMillan’s resignation in May 1969,
Reinholm had founded the company together with Tatiana Gsovsky in 1955 and had
brought it considerable fame and renown as a celebrated dancer. He was now confront-
ed with a difficult task because the ballet was just overcoming a crisis. The students’ re-
volution had also had its affect on the opera house. Artists were insisting on



getting their say in committees, where they demanded shorter working hours and
higher salaries. Last minute cancellations of certain performances could only be averted
by Reinholm’s appeasement of his staff. [n addition, the ballet suffered from a dearth of
big stars. Berlin’s first dancer, Lynn Seymour, was preoccupied by her new-born twins
and returned soon after MacMillan to the Royal Ballet; Gisela Deege, after years of fame
in Berlin, had begun a career in the movies; and the two foreign ballerinas, Margot
Fonteyn and Yvette Chauviré, who had been frequently engaged as guest artists over the
years, were by then both in their fifties.

When Reinholm sampled Eva’s artistic skills in the rehearsal room under the roof of
the opera house, he realized right away that she could improve the company’s attrac-
tiveness and revive public interest in ballet performances. The terms and conditions for
her contract were immediately agreed upon.

When Eva moved from Copenhagen to Berlin in September, she felt out of place at
first in the new company. Her constructive attitude toward work, her discipline and
complete concentration on her profession, and her poise and youthful charm did not
seem to fit into this world of political activism and cultural cacophony. The nervous
group granted her scant attention, having classified her as prudish and uncommunica-
tive. Yet when she was enthusiastically applauded during the ballet festival in November
for her performances in Episodes and Symphony in C with critics predicting that she
would soon be dancing the repertoire’s great roles, even the active revolutionaries in the
troupe were forced to recognize that she was a ballerina to contend with, whatever the
prevailing social and political turmoil.

Scarcely six weeks later, at the close of 1969, she got her first really big part as
Aurora in The Sleeping Beauty. MacMillan had staged this fairy-tale ballet two years pre-
viously, but the production had seen only a few performances because it was extreme-
Iy wasteful. lts gigantic sets blocked the stage for an entire day before and after each
show, preventing the Deutsche Oper from adhering to its customary practice of offering
a different opera or ballet each evening. Using lavish and elegant baroque costumes, a
large cast of supernumeraries, and a careful imitation of Petipa’s original choreography,
MacMillan showed his audience why this ballet tale was deemed a masterpiece of Czarist
ballet culture.

Standing out against the splendid décor, Eva’s fine china-like fragility in the role of
Aurora was more striking than ever. Her natural grace, her lightness of foot and her
calm floating movements created the impression that she was a delicate princess. If
there were occasional traces of nervousness in the young dancer’s act, her control of the
steps and her poignancy made up for insecurity. The prince at her side on that occasion
was Klaus Beelitz. The following summer in Varna, it was Konstantin Damianov’s turn
to perform a "pas de deux” from The Sleeping Beauty with Eva. Three years later,
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Heinz Bosl interpreted the same role with her. And five years later, when dancing Auro-
ra on a London stage in Rudolf Nureyev’s production, Eva had Nureyev himself as her
partner,

If MacMillan’s production was criticized by some for being too rigid and pompous,
such criticism must be understood in the context of an era of political and cultural
reform.Those among the audience not attracted to classical ballet tended to demand neo-
classical and modern experiments from the Berlin company. Thus Eva soon appeared
in contemporary ballets like Concerto, Symphony in C, Apollo, Monotones, and Fanta-
sies. Dressed most often in a simple leotard, she had to demonstrate on an almost
empty stage to the music of Shostakovich, Webern, Stravinsky, Satie, and Williams
that she could master this kind of ballet as well. Far from minding such a challenge, she
welcomed these occasions to dance steps that are banned from the classical style. Here
she could explore a new dance vocabulary. Eva also earned roles in avant-garde ballets
as in The Scarecrows by the German writer Glinter Grass or L'Histoire du Soldat by
Charles F. Ramuz. The latter ballet is an attempt to put on stage what might be called
“total art”, combining music, acting, and dance. An actor reading his part, a musician
playing the violin, and Eva as the dancer appeared together in the spotlight. The other
dramatic ballet, The Scarecrows, is modern in character not so much through elements
of form as through subject matter, for it attempts to demonstrate that Man can be
haunted by objects he himself has created. Eva played the role of a gardener’s daughter
pursued to death by the scarecrows brought to life in her father’s garden. It is interesting
to note in passing that Grass was inspired to create this ballet by his wife’s dance activi-
ties, and he later incorporated it into his novel "Dog Years”. The ballet had its premiere
in Berlin in October 1970,

But nor all audiences were able to appreciate ballets cast in new forms or probing
society’s present unease, scepticism, and self-destructiveness. A large part of the
public still preferred the classical and romantic repertoire. Aware of this, the company’s
director decided not to repeat the mistake made in the 1920’s and 30’s of concentrating
exclusively on modern ballet. Giselle and Swan Lake came back on the program, this
time with Eva Evdokimova in the leading role.



FIRST ROLES IN BERLIN AND TRAINING IN LENINGRAD AND PARIS
(1969 - 1971)

20 First leading role in Berlin, in December 1868, in MacMillan's pompous production of
The Sleeping Beauty
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21 Apollo
with Paolo Bortoluzzi

22 In GuUnter Grass' ballet
The Scarecrows
with Klaus Beelitz
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Three weeks of training in the spring of 1873
at the Kirov Ballet in Leningrad, the cradie of
classical dance

23  With N. Dudinskaya, the director of the Kirov Ballet,
after a hard rehearsal
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24 Exercising with Hans Meister at the ballet school in
Leningrad



the summer of 1970
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26 Monotones, performed in Berin in Juty 1971
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