
MARTHA HILL DANCE FUND LIMITED 
WAS ESTABLISHED TO HONOR, 
PERPETUATE, AND REWARD MARTHA HILL’S 
COMMITMENT TO DANCE EDUCATION 
AND PERFORMANCE INTERNATIONALLY.

          Martha Hill (1900-1995) 
Educator, administrator, artistic 
director, and visionary for dance 
as a performing art.
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Risa Steinberg, Virginia Johnson, Wendy Perron and Celia Ipiotis 
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View from the Manhattan Penthouse

The Manhattan Penthouse was once again our home for the festivities in February and we were 
happy to be back for excited greetings, hugs and scenic views.  After a boisterous cocktail hour, 
we moved into the dining room, splendidly decorated with floral arrangements by Christopher 
Batenhorst. Eric Parra (Board member and first time Gala Co-Chair) welcomed our guests and 
introduced our Guest Host, the luminous Virginia Johnson. We are very grateful for the el-
egant way Johnson kept the program running smoothly, bringing our attention to the excellent 
films about each honoree made by Daniel Madoff and introducing the presenters and awardees.

The first Mid-Career Award of the evening was given to Dante Puleio, the current Artistic Director of the 
Limón Dance Company, which was presented by his longtime colleague and friend Kurt A. Douglas. Pu-
leio is dynamically investing in the Limón legacy while bringing new and vibrant works into the repertoire. 
Many members of the Limón Company, past and present, were in attendance to hear Puleio speaking 
about his path and his excitement about the Limón Company’s upcoming 80th Anniversary season.

Kurt A. Dougles, Dante Puleio and  Eric Parra
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Judy Hussie-Taylor, David Hamilton Thomson and Rebecca Lazier
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The second Mid-Career Award was given to David Hamilton Thompson, interdisciplinary artist, 
dancer, creator and trail blazing educator. Judith Hussie-Taylor, Director of the venerable Dans-
pace Project was his presenter, who thanked him for “illuminating our way in these dimly lit times.” 
Thompson spoke with passion and clarity of the deep connections in the room “these are entangle-
ments, these are relationships, this is who we are” and left us all inspired to carry on with our work.
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Chanel DaSilva, Babou Sanneh, Jade Manns and Vernon Scott 

After dinner, President Vernon Scott gave stirring remarks, thanking our donors and speaking of the 
power of gathering and the impact of mentoring. He introduced Board member Chanel DaSilva, 
who brilliantly chaired the inaugural MESH Fellowship Committee, to speak about the success of the 
pilot year. In attendance were 2025-26 MESH Fellows Jade Manns and Babou Sanneh with their 
respective mentors Beth Gill and Nigel Campbell.  Applications are being reviewed this summer for 
MESH 2026-27!

Phyllis Lamhut, Ernesta Corvino and Andra Corvino
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The program continued with the first Lifetime Achievement Award presented to Phyllis Lamhut by 
her husband Robert Small. Lamhut’s lauded and global career spans decades of performing, 
creating and educating. She notably is the choreographer of 100+ works, was principal dancer 
for 20 years with Nikolais Dance Theater and Murray Louis Dance Company, founded her own 
company in 1970, and served on the NYU Tisch School of the Arts Faculty for over 30 years. 
Her charisma was palpable during her touching, nostalgic and humor laced acceptance speech.

The last award of the evening was presented to Joan Finkelstein with deep admiration by her mentor 
and friend Jody Gottfried Arnhold, founder of the Dance Education Laboratory (DEL). Finkelstein is 
the Executive Director of the Harkness Foundation for Dance and directed the 92Y Harkness Dance 
Center form 1992-2004. While director of dance for the Department of Education (2004-14) she 
spearheaded the Blueprint for Teaching and Learning Dance PreK -12 dance standards.  Her effusive 
spirit and commitment to ‘Dance for Every Child’ came through during her rousing thank you speech. 

Ani Udovicki, Jodi Gottfried Arnhold, Joan Finkelstein and Elizabeth McPherson
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SOLD OUT

This year’s Martha Hill Dance Fund Gala was an unparallelled success!  Love, respect, support and 
appreciation were in abundance as we gathered in record numbers to lift and expand our commu-
nity, and to honor luminaries in the field.  

Board member Megan Williams gave the brief closing remarks, thanking all in attendance and 
sending the guests on their way with the directive to take care of one another in these complex 
times. Special gratitude was given to Gala Co-Chair Ernesta Corvino who organized all crucial 
planning elements, including ticketing and seating, and to the Gala Committee. We come to-
gether every year to weave together generations, to share histories, and to honor the achieve-
ments of our colleagues. We left on a chilly February night with a clearer determination of our 
paths, a powerful  sense of community, and a renewed passion for all that the dance field holds. 

Phyllis Lamhut with Gary Holder and Todd Whitley
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A vividly memorable dancer and visionary artistic 
director, Carla Maxwell had a major and lasting 
impact on the concert dance field. 

She joined the  Limón Dance Company in 1965 while 
still a student at Juilliard. She danced numerous roles 
across the repertory, particularly remembered for the 
“Maenad” solo in Dances for Isadora, Emilia in The 
Moor’s Pavane, and the title role in Carlotta, Limon’s 
final work which was created especially for Carla. 

She is highly respected for her artistic direction of the 
Limón Dance Company from 1977 (five years after 
José Limón’s death) until 2016. This was a major 
feat and complex task. As her fellow Limón dancer 
Daniel Lewis said at her memorial service, Carla 
“kept a tradition and aesthetic of modern dance, 
and José’s legacy, alive. This was not an easy task.” 
It was the first dance company to survive the death 
of its founder, and through Carla’s leadership, the 
company thrived and continued to find contempo-
rary relevance in Limón’s humanist and modernist 
explorations. She stewarded the continued perfor-
mance of Limón’s masterworks, like Missa Brevis, 
The Traitor and There Is a Time, and she worked to

BRIEF NEWS

IN MEMORIAM
Carla Maxwell (1945-2025)
By Elizabeth McPherson

Carla Maxwell  

Meet our MESH Fellows

Jade Manns is a Canadian choreographer and 
dancer based in New York and a co-founder of Pag-
eant, an artist-run performance space in Brooklyn. 
Named one of Dance Magazine’s 2026 “25 to 
Watch,” her work has been presented by Danspace 
Project, New York Live Arts, Movement Research 
at the Judson Church and PAGEANT among oth-
ers. Jade has received support from The New York 
State Council for the Arts, The Queens Art Fund, The 
Foundation for Contemporary Art (FCA Emergency 
Grant), The Alberta Foundation for the Arts, NYU Art-
ist Development Program for Dance and Kino Saito 
Arts Center. She was a 2024/2025 New York Live 
Arts Fresh Tracks Artist and is currently the inaugu-
ral Choreographic Fellow for the Martha Hill Dance 
Fund Mesh Fellowship. Jade is an alumna of the San 
Francisco Conservatory of Dance and holds a BFA 
in dance with a minor in Performance Studies from 
NYU Tisch School of the Arts.

If you could go back in time to watch any dance 
premiere, which one would you want to see 
and why?
 
My first thought is Man Walking Down the Side of a 
Building (1970) by Trisha Brown. I love the combi-
nation of physical simplicity and epic scale in this 
piece. The way it interacts so directly and strangely 
with the city’s architecture feels distinctly New York 
to me. I have a tendency to romanticize that time 
in New York, when so many artists were living and 
working in close proximity, and I imagine that hop-
ping over to see this with friends in your neighbor-
hood would have felt really magical.

What has a dance teacher/mentor said that has 
continued to motivate you and perhaps set you 
on a particular path?
 
The year I spent studying at the San Francisco Con-
servatory of Dance I had an improvisation teacher 
named Christian Burns. His classes were multi-hour 
improvisation sessions, but the way he taught impro-
visation was so compositional, it felt like we were 
making a piece together in real time. I think those 
hours spent asking myself “what does the space 
need?” and critically engaging with my impulses 
probably taught me more about choreography than 
any composition class. 

Christian also introduced me to the Judson Dance 
Theatre and New York postmodern dance. I was 18 
and had never heard of any of this before. I bought 
and devoured Sally Banes’ Terpsichore in Sneakers 
and a year later, I moved to New York… the rest is 
history :)

As dance always continues to shift and reshape 
itself, what transformation(s) would you be in-
terested in seeing?

This is a big question, but I think my biggest hopes for 
transformation when it comes to dance are around 
the systems that support it. I see how dance is valued 
by the public and governments in other countries, 
and the kind of artistic life that support makes pos-
sible, that level of freedom is something I want for 
us here. I’d love to see more accessible funding for 
dance artists, as well as commissioning organiza-
tions specifically dedicated to supporting dance. 

Maybe it’s naive, but I do my best to remain opti-
mistic about the future, through running Pageant I’ve 
learned that when a lot of people collaborate it’s pos-
sible to create (at least some of) the things you need.

Tell us about what you’re working on now and 
why does it inspire/ interest you?

I have just premiered Falling on May 14th at Pag-
eant.  It is a full length work for dancers Kalliope Pier-
sol, Noa Rui-Piin Weiss and Maxi Canion. I’d like 
the work to speak  for itself but your can read  about 
it in the New York Times Spring Preview under the 
dance section and in the more recent article by Gia 
Kourlas  A Choreographer Who Is Breathing New
 Life Into Dance. You can stay up to date by subscrib-
ing to Pageant’s newsletter here. 

Babou Sanneh

Babou Sanneh is a first-generation Gambian-Amer-
ican dance artist, model, and performer from the 
Bronx, New York. A current performing artist with 
the Bill T. Jones / Arnie Zane Co, he is a graduate 
of the Conservatory of Dance at SUNY Purchase 
(BFA). His theatrical work spans immersive and op-
eratic worlds, performing in Punchdrunk’s Sleep No 
More and Emursive’s Life and Trust. Babou has also 
appeared on the stages of the Metropolitan Opera 
House and Lyric Opera of Chicago in The Amazing 
Adventures of Kavalier and Clay, El Niño, Champi-
on, and X: The Life & Times of Malcolm X. He has 
performed works by acclaimed choreographers 
including Johannes Weiland, Tushrik Fredericks, 
Maleek Washington, Bill T. Jones, Martha Graham, 
and Victor Quijada RUBBERBAND, with appearanc-
es at 92NY, Springboard Danse Montréal, and the 
B12 Festival Berlin. Beyond the stage, Babou has 
been featured in campaigns and publications for 
Burberry, Telfar, Nike, Carolina Herrera, GQ, and 
HBO’s Random Acts of Flyness.

If you could go back in time to watch any dance 
premiere, which one would you want to see 
and why?

If I could go back in time, I’d be at the premiere of In 
the Middle, Somewhat Elevated by William Forsythe 
at the Palais Garnier in 1987. The late ’80s is my 
favorite era for concert dance—there’s a rawness, 
risk, and edge that really speaks to me. That piece 
feels like a rupture in ballet history. The fierce drama 
of the partnering, the precision, the attack—it’s so un-
apologetic. And witnessing Sylvie Guillem perform 
that iconic solo live would be everything. The clarity, 
the power, the way she redefined the form in real 
time. It’s stripped down, intense, and fully about the 
dancing—and I can only imagine how electric that 
debut must have felt.

What has a dance teacher/mentor said that has 
continued to motivate you and perhaps set you 
on a particular path?

One thing that has really stayed with me came from 
Bill T. Jones in rehearsal: “Artists are badasses. It 
starts with you.” That landed deeply. For me, it’s a re-
minder that the work begins with showing up fully—
authentically and honestly—both in the studio and in 
life. It pushed me to stop over-filtering myself and to 
trust my instincts more in the creative process. Since 
then, I’ve been more committed to making choices 
that feel true to who I am, rather than what feels safe 
or expected.

As dance always continues to shift and reshape 
itself, what transformation(s) would you be in-
terested in seeing?

I’m really interested in how dance can continue ex-
panding through film—especially in ways that don’t 
dilute its theatrical power. A moment that stayed with 
me is the juke joint dance scene in Sinners by Ryan 
Coogler—how the movement becomes so charged 
it breaks time and space, pulling in past and future 
all at once. It feels ancestral, cinematic, and live all 
at the same time.

I’d love to see more work that leans into that inter-
section—where film meets theater without losing the 
integrity of either. Experimenting with a still or mini-
mally moving camera, almost like watching a stage, 
but with the intimacy and detail film allows. Letting 
the choreography carry emotional intensity without 
over-editing or distraction.

Ultimately, I’m excited by the idea of shaping a new 
kind of language—where dance on camera isn’t just 
captured, but experienced with the same immedia-
cy, risk, and presence as in live performance.

bring back works of Limón’s that had fallen out of 
repertory such as Dialogues and Scherzo. In addi-
tion, she brought in numerous guest and resident 
choreographers, like Garth Fagan, Lar Lubovitch, 
and Donald McKayle, developing the company’s 
stature as a repertory company.

A gifted educator, Carla taught inspiring classes that 
challenged students to embody the fall and recovery 
principles through well-crafted sequences. She men-
tored extraordinary dancers like Roxanne D’Orléans 
Juste and Logan Frances Kruger.

Carla was honored with a1995 Dance Magazine 
Award and a 1998 New York Dance and Perfor-
mance (Bessie) Award  for “finding a creative present 
in the context of a revered past.” She was a much 
deserving recipient of the Martha Hill Dance Fund 
Lifetime Achievement Award in 2015. 

We remember her with appreciation and great es-
teem. The  Limón Dance Company continues to thrive 
today due in a large part to her enlightened and 
passionate leadership.
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MHDF BOARD   
Vernon Scott - President, David K. Manion - Chairman, Ani Udovicki - Vice President, Elizabeth  

McPherson - Secretary, 
Ernesta Corvino - Treasurer, Andra Corvino - Correspondence Secretary,  Chanel DaSilva, 

 Rebecca Lazier, Eric Parra,  
Elizabeth Gerring Radke, Barrie Raffel,  Megan Williams.

Please note that due to fund-raising efforts for the documentary in 2010 and in 2013 only the Young Profes-
sional Awards were given. Starting in 2017, instead of giving the Young Professional Award we began offering 
complimetary tickets to students to attend the Gala. In lieu of awards in 2020, COVID -19 Relief Grants were 

given to 23 young dancers and choreographers.    

Lifetime Achievement Award  2026 Joan Finkelstein and Phyllis Lamhut, 2025 Janet Eilber, Mercedes Ellington 
and Lar Lubovitch, 2024 Joan Myers Brown and Jim May, 2023 Diana Byer and Dianne McIntyre, 2021 Jawole 
Willa Jo Zollar, 2019 Carolyn Adams, Stuart Hodes and Betty Jones,  2018 Sylvia Waters,  2017 Norton Owen and 
Alice Teirstein,  2016 Ann Hutchinson Guest and Deborah Jowitt, 2015 Murray Louis and Carla Maxwell, 2014 
Mary Hinkson and Martha Myers, 2012 Gemze De Lappe and Yuriko Kikuchi, 2011 Daniel Lewis, 2009 Beverly 
Blossom,  2008 Ethel Winter, 2007 Pearl Lang, 2006 Mary Anthony, 2005 Ruth Grauert, 2004 Donald McKayle and 

Doris Rudko, 2003 Francis Mason, 2002 Doris Hering and May O’Donnell, 
2001 Alfredo Corvino 

Mid-Career Award 2026 Dante Puleio and David Hamilton Thomson, 2025 Linda-Denise Fisher-Harrell, 2024 
Ronald K. Brown and Jacqulyn Buglisi,  2023 Deborah Damast, 2021 Heidi Latsky,  2019  Seán Curran, Nigel 
Campbell and Chanel DaSilva, 2018 Jessica Lang and David Leventhal, 2017 Robert Garland and Denise Rob-
erts Hurlin,  2016 Fredrick Earl Mosley, 2015 Mark DeGarmo, 2014 John-Mario  Sevilla, 2012 Dian Dong & H.T. 

Chen, 2009 Virginia Johnson, 2008 Janet Panetta, 2007 David Dorfman, 2006 Doug Elkins 

Young Professional Award 2016 Eric Parra, 2015 Jacoby Pruitt, 2014 Danielle Robin Reinstein, 2013 Christian 
Griggs-Drane, 2012 Lissa Nicole Smith, 2011 Patricia  Carby, 2009  Jacqueline  Green, 2008 Lilli-Anne Tai, 

2007 Levi Marsman, 2006 Katie Dorn, 2005 Christopher Vo,  2004 Molly Mae MacGregor  
   

Special Citation 2016 Reed Hansen   Special Citation 2015 Dance Notation Bureau  
 Special Citation  2009 Hortense Zera    

          Student Choice Award 2012 Kazuko Hirabayashi  Carl Wolz Award 2003 Mira Kim      

Carla Maxwell, Vernon Scott and Roxane D’Orléans Juste
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It has been a great honor and joy to be a ballet master to Tanztheater Wuppertal/Pina Bausch. My person-
al history with Pina goes back to my childhood when my father, Alfredo Corvino, who had been with Kurt 
Jooss’s company, went to Jooss’s school in Germany to teach a summer course in 1958. He and Antony 
Tudor discovered a young Pina Bausch and gave her scholarships to both Juilliard and the Met Opera 
Ballet School.
     
When my father retired from Juilliard after 42 years, he joined Pina and her company and spent the last 
10 years of his life touring the world as their beloved trainer, mentor and friend. I got to know Pina and her 
dancers better through his recounting of their global adventures.
     

Sweet Mambo was created in 2008, a showcase for her older dancers at the time. With a small cast of 
only 10 dancers, now only two are not of the original cast. The other eight dancers created their roles 
in this very physically and emotionally demanding piece nearly 20 years ago and now they continue 
to wow and amaze audiences wherever they go. These very artists were threatened with termination by 
some former directors for being “too old.”  One, who fancied himself a choreographer, even proposed 
to eliminate Pina’s repertoire and change the name of the company.
     
As I witness the ongoing performances of this extraordinary piece by extraordinary artists, dancing with 
full commitment every night for a two week run, I am struck by the power of legacy brought forth by those 
who understand it and are dedicated to carrying it on.

Pina Bausch: A Grand Legacy
By Ernesta Corvino

Interview with Eric Parra 
By Barrie Raffel
April 2026

Where are you from, and how did you 
come to dance?

I grew up in Union City New Jersey, first-generation
American. My parents came here from Colombia 
in 1993 and I was born in 1995. I came to dance 
because of a Colombian folk group that was in my 
neighborhood. We had Hispanic Heritage Month 
parades, where I saw the Colombian group that my 
cousin was part of, and I wanted to join. My parents 
looked into it, and it was my intro to performing. I 
was involved with it from second grade through high 
school. We learned Afro-Colombian dance styles, a 
bunch of different rhythms in someone’s living room, 
and then performed in parks or Spanish news sta-
tions for Colombian Independence Day, retirement 
homes, etc. It was based on authentic Colombian 
dance styles, and the choreographer had more train-
ing that he would infuse into what we were doing.

I went to Union City High School, a public high school
that had a lot of dance and performance embedded
into the curriculum. I was lucky to be part of a Latin
dance team that I performed with all four years there,
which I really loved, and I ended up getting to choreo-
graph for them as well. They also had a dance com-
pany that had more modern, contemporary, and jazz
styles. The dance teacher, Cristen Pennello, saw me
perform with the dance team and told me I needed
to get into her dance classes, so I joined the dance
company, and I’m so happy I did. I call her my dance
mom now. I also joined the dance Step team and did
some Musical Theater as well. She was the one who,
at the end of my junior year, said I should audition for
dance college programs, and I thought she was
 crazy - I knew people in dance programs who had been
seriously training their whole lives, and it’s not how I
saw myself at all, but she said I had a lot of potential.
Programs have evolved a lot, but at that time, for male
dancers, potential was the most important. She ended
up talking to my parents and said that I should at least
give it a shot, and she would help me, so my parents
were on board with it. They’ve always been very sup-
ortive.

I ended up getting into Montclair and that was really 
the beginning of my dancing life. I loved it way more 
than I expected and had a lot of catching up and 
‘fake it til you make it.’ I met my mentor Earl Mosley 
at Montclair, and there was great accessibility to NYC 
and choreographers, so I was able to solidify a pretty 
strong foundation for my career by the time I gradu-
ated.

What about dance and movement pulled 
you in?

My family has always been into dance, music and art. 
My grandmother partially raised me, and we always 
danced in her house. One of my uncles was a musician 
in Colombia and brought his instruments here, and I 
was really rooted in culture, which was a big part of 
my family. Seeing that I could experience it in a bigger 
way was really attractive to me. As a kid, I couldn’t stay 
still, and I played baseball, but dance was something 
I could really focus on, the creativity of it, the colors, 
the music, was really fun, and the opportunity to let go.

Tell us more about your time at Montclair 
and what you did after graduating

The first couple of years at Montclair, I just tried to 
find my footing and understand what I was doing. My 
time in high school was a beginning and now I was in 
with dancers who had done this for so long, which was 
definitely intimidating at first, but I was really lucky in 
that the teachers at Montclair met us where we were. I 
like to work hard so I just threw myself into it. Earl Mo-
sely, who was an adjunct and also choreographed for 
the shows, immediately took me under his wing. I was 
cast in his piece as a freshman and I remember think-
ing “what is going on?” as it was mostly juniors and 
seniors in it. It taught me that I needed to be quick and 
absorb as much as possible. He invited me to his sum-
mer program (EMIA) and gave me a scholarship as he 
was adamant that I just needed more training. I was so 
grateful for that as it connected me to more dancers, 
teachers and a whole new world of diversity of dance 
that was really inspiring. I went there all four years that 
I was in college. It allowed me to build a network. I 
was excited by learning new ways of moving and it 
really paid off - I met Rennie Harris there and because 
of him I got my first job with Camille A. Brown. 

My time at Montclair allowed me to connect and take 
in information from so many people as well. We had 
many choreographers come, and being a male danc-
er meant I was able to be in many of the pieces and 
learn so much about putting my best foot forward with 
an open mind, even if I didn’t really know what was  
going on.  Doug Elkins set a work on us and I worked 
with him after I graduated as well, and I met Camille’s 
dancers when they set a work of hers on us. Learning 
Limón with Maxine Steinman helped to prepare me for 
my future job with Limón. We had so much access and 
at the time, I had no idea what it would all mean, but 
ultimately knowing that I had to catch up meant I had 
to remain open. I’m happy that I was, as it helped me 
grow quickly. 

After college, my first job was a couple of residencies 
with Camille’s company. I was so intimidated seeing 
just how quick everything was when learning the cho-
reography! I then spent time auditioning and landed 
my first gig with Carolyn Dorfman, which was great. 
Carolyn cares deeply for all the dancers in her compa-
ny and I felt really fortunate to have it be my first com-
pany experience. Aside from dancing, Carolyn trained 
us as educators and always reminded us to be good 
humans. 

I had previously auditioned for Limón and hadn’t 
gotten the job but I was interested in their work and 
Carolyn’s work was connected to their principles. We 
were contracted for a certain amount of weeks, but 
the schedule allowed for time to take classes and do 
other projects. I was so lucky that my family lived in 
New Jersey and I was able to stay at home and do 
what I needed to do without having to get another job. 
I auditioned again for Limón and this time ended up 
getting into the company and was with them for the 
next seven years. 

We also worked with contemporary choreographers 
on new works, which was also very personal - we had 
time with the choreographers to build relationships as 
the process would often be two years long. It made me 
appreciate work in a different way - it was not just the 
product but the process that was valued. 

Eventually, in early 2025, the offer to perform in Hell’s 
Kitchen came around and I felt it was the right time to 
move on, but leaving the company was such a hard 
decision to make. I felt like I had grown up there, and 
it is a special legacy to be a part of. As I teach Limón 
technique now, or use aspects of it in my coaching, 
it never feels like it has a peak or an end because it 
keeps all of us alive and in the present. I feel it made 
me a richer artist.

Limón4kids - what do you see in terms of 
what the kids respond to and connect with? 
Are there certain aspects of Limón’s work 
that feel particularly relevant to young stu-
dents now?

In general the students we would teach were really 
stimulated by the different coordinations we taught. 
José would always say the body is an orchestra in that 
there are many things happening at the same time to 
create this beautiful, physical melody. What we might 
think is a simple coordination would be very challeng-
ing but stimulating, especially for students who were 
not trained in dance. It felt great to see them want to 
step up to the challenge. 

Part of Limón4kids is also sharing Limón’s story, shar-
ing the works we do in the company and figuring out 
overlaps, so dancers can create their own version of 
whatever piece we were studying at that time. It was 
cool to see their minds wake up with new, creative 
ideas. We might give a task such as “create three ges-
tures based on the word embrace” or something like 
that. They would surprise themselves in what would get 
built from their ideas with encouragement and some 
composition tools. Coordination and creativity are the 
two main things that really motivate them. 

So much of Limón’s philosophy and choreography is 
celebrating humanity and community, and I always 
think that’s important to pass on in this digital age. It 
challenges you to be present, which is so important for 
dancers now, especially with younger minds develop-
ing a sense of identity. They can get shy about sharing, 
but it is really fun to encourage them to bring out dif-
ferent sides of themselves.  Often the person who rare-
ly speaks would have the most interesting ideas and 
there would be an energy shift in the room that makes 
them see each other in different ways. Offering space 
to connect and absorb is impactful as they are often 
asked to do things that are task oriented in one certain 
way, which can be lonely or create a kind of tunnel vi-
sion. Inviting circles, community and openness is really 
special for the kids.

Are any overreaching themes or ideas pres-
ent in the movement coaching you do?

In movement coaching, my main goal is to have the 
dancers work on their presence. The perception of 
presence is interesting - sometimes we think as danc-
ers that means intensity or something forced, but it’s 
helpful to play with effort, and know that you can be 
present without necessarily a lot of effort. Ultimately, 
I believe in working in the power of now and figuring 
out connections to things. So much of my own training 
has been about bringing yourself to the work, which 
is a challenge; to learn something and find yourself 
in it, and be honest about what you’re sharing. One 
thing the work with Camille and Limón have in com-
mon is that they both require dancers to be honest. 
Camille would question us about what we were say-
ing at different moments and I would have to reflect 
on what I’m doing with my body so the access points 
remain honest and authentic. In Limón, we question if 
you are really falling, if you are really releasing, if you 
are truly resisting, or are you just making it look like 
that? Turning choreography into action is important to 
me and sometimes I ask younger dancers to think of 
action words to connect with the gestures they are go-
ing through. The introspection about how to do this, 
communicate it and sense it, is something that I try to 
put forward in my coaching.

Eric Parra is a Colombian-American dancer, educa-
tor and movement coach known best for his work 
with the Limón Company, Camille A. Brown and 
Dancers and his recent Broadway credit perform-
ing in Hell’s Kitchen. He is a recipient of the Mar-
tha Hill Dance Fund Young Professional Award
(2016) and is the newest member of the Mar-
tha Hill Board of Directors. For a full biography of 
his work, go to www.ericparradance.com/about.

How has your time in the Limón company 
impacted you?

Being in a legacy company in and of itself, there is so 
much learning. It’s really special to experience huge 
amounts of growth and understand it is really not just 
about you, but something that feels greater than you, 
greater than time. I love the idea of lineage and pass-
ing that on. A company founded by a Mexican im-
migrant and the stories he told through dance were 
especially relatable to me. I loved the work and stayed 
there because I felt I was always growing. Having its 
own technique and revisiting works that have been re-
staged over and over again could sound limiting, but 
with the directorship of Dante (Puleio) and Logan 
(Kruger), we were given a lot of agency to find free-
dom within the principles and set choreography. 
Especially being a dancer that didn’t train in a specific 
way growing up, the company felt so compatible for 
me as it’s not just about what your body can do, but 
the stories you can tell.

 I felt they invested in me as an artist in a holistic way, 
such as learning about pedagogy. We had teacher 
workshops, and there was the Limón4kids program 
which used company dancers as teachers before offer-
ing the job to other teaching artists. Dante and Logan 
would sit in on classes, give notes, and have us prac-
tice with them so we could become better at teaching. 

I am grateful I worked with directors who were inves-
ted in us, and who understood what it means to be a 
dancer in NYC and how valuable it is to offer more 
than just dance. It made me smarter to talk about 
dance, collaborate, and share movement.

Eric Parra

Newsletter designed and co-edited by Ani Udovicki and Barry Raffel

Alfredo Corvino and Pina Bausch, Los Angeles, 2001
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The Traitor by José Limón

DIANA BYER (Lifetime Achievement Honoree 2023) has launched a social media platform called Teaching Cecchetti. 
So far, it’s had 2.7 million views. She studied the Cecchetti style at Juilliard from 1964-1967 when Miss Hill had 
Margaret Craske, Alfred Corvino, and Antony Tudor on faculty. She is trying to continue Margaret Craske’s legacy. 
For more information on her work, please, visit her newly launched website at dianabyer.com.

DIAN DONG (Mid-Career Honoree with H.T. Chen, 2012) HT Chen & Dancers performed last summer, 2025, at Ja-
cob’s Pillow Dance Festival, and in January 2026 at LaMaMA. Future engagements include educational performanc-
es in schools and colleges in New York, Massachusetts and New Jersey. In July, the company will tour to Houston for 
performances at Asia Society Texas. 

MARK DEGARMO (Mid-Career Honoree 2015) is celebrating this year the 39th anniversary of the Dance for Dance 
for Social Change the program he created to bring impactful evidence-based dance education to disenfranchised 
and under-resourced communities and public schools across the Bronx, Brooklyn, Manhattan, and Queens.  

DANIEL LEWIS (Lifetime Achievement Honoree 2011) received the “Educational Visionary” Lifetime Achievement 
Award 2026 from Mark DeGarmo Dance at their annual gala in May. The award was presented by Dante Puleio 
(MHDF Lifetime Achievement 2026). 

ELIZABETH MCPHERSON (MHDF Board Member) staged Helen Tamiris’ The Skaters’ Ballet from the movie musical 
Up in Central Park (1948) for the Montclair State University dancers who performed it on campus (March 2026) as 
well as at the Theatre of St. Jean (April 2026) in a concert produced by Audrey Ross. This is part of the research for 
her forthcoming book on Helen Tamiris.

Alfredo Corvino and Pina Bausch, Hungary, 1999

Ernesta Corvino with the company, Wuppertal, 2009
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The Traitor by José Limón

When Maestro Corvino passed away, Pina asked me to carry on his work with her dancers. It has now 
been an incredible 20 years. Sadly, Pina passed away in 2009, only two years after I joined and, since 
then, the company has gone through many artistic and administrative changes – some good and some 
not so good. Things have stabilized now and the current directors, Robert Sturm (Pina’s dramaturg), 
Azusa Seyama-Prioville (a longtime company member) and Daniel Siekhaus (former assistant to the di-
rector of the Royal Ballet of England) are leading with great success. Not only are new creations being 
facilitated, but Pina’s repertoire is as popular and in demand as ever.
     
Obviously, many of the older dancers who worked with Pina have retired and many younger dancers 
have come and gone since her death. But there is a core group of older dancers, now in their 50s and 
60s, who continue to perform, which brings me to Pina’s next to last work, Sweet Mambo.

Ernesta Corvino with cast of Sweet Mambo, Paris, 2024
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Jade Manns

BABOU SANNEH - EMERGING DANCER
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JADE MANNS - EMERGING CHOREOGRAHER

Surf by Camille A. Brown

Ph
ot

o:
 Jo

hn
 H

er
r

Tell us about what led to the project Parra 
La Gente that you began with your cousin 
Erica Kika Parra.  What has grown from it?

Parra La Gente started during Covid. My cousin is a 
musician, percussionist and drummer, and she was 
contacted by an organization that was doing at home 
concerts and asked her if she would like to do a solo 
concert on Zoom. She asked if I could join her, with 
me dancing and her playing music. We figured out 
a structure where she had a drum solo, then I would 
do a dance solo, like a call and response that would 
end with a big celebration. The goal ultimately was to 
share the connection between Colombian dance and 
rhythm. Authentic Colombian dance must have live 
music.

Coincidentally that year, her father, who was a mu-
sician, had passed away so this was also a way to 
continue the legacy that he had left us and share it. 
It grew from being a Zoom mini concert in my living 
room to community classes, small performances and 
workshops where half of the group learns rhythms with 
Erica and half of the group learns dances with me, 
and then we’d switch off. Since we have grown up to-
gether playing music and dancing, we feel like it’s just 
an extension of what we’ve always done. We’ll think 
about how we can make it more contemporary with 
both the movement and music to keep it fresh, and 
it’s special for both of us. We find ourselves getting 
emotional thinking about what has been handed down 
to us through our families and how we can pass it on 
in different ways to others. It’s informal and we just try 
to keep the authenticity of it being about community. It 
feels like a celebration.

Alongside the concert work you’ve done, 
you also have had more commercial dance 
credits and time performing in the Broad-
way show Hell’s Kitchen. What about these 
experiences stands out for you?

Hell’s Kitchen was my Broadway debut, and there 
was so much learning to do. It almost felt like culture 
shock, it’s such a completely different industry from 
concert dance. I wasn’t only learning the dance but 
also so much about where and how you make cross-
overs, changes, entrances, costumes, and so on. In 
a dance company, the “thing” is the dance, but in a 
show like this, you’re a smaller part of a bigger world. 
When I joined, the choreography was already built 
so it wasn’t about that process for me. A similarity I 
found was that I was still learning something living that 
I didn’t originate and I had to find the most honest way 
to execute it. The Hell’s Kitchen world is very different 
from the Limón Company world, but you’re still find-
ing a specific movement language, and then you have 
to find the agency and freedom to make choices and 
build yourself in that. In Limón, most of the work was 
rehearsing for a season and then leaving that for the 
next thing, but in Hell’s Kitchen, it’s more about learn-
ing how to sustain and be present with the same show 
every night. I had to figure out what worked and didn’t 
work for me. It was a lot of trial and error. 

When I got injured, I had to figure out best ways to 
deal with it. I was given the best resources for recovery. 
I learned that my job was as much off stage as it was 
on. The whole day I knew I would have the perfor-
mance in the evening and what it required, so I had to 
think about what I needed to do to show up in the best 
way. Broadway allows for more space, in that I knew it 
might be better to call out for a night, as I didn’t want 
to be injured and out for three months. With concert 
dance I could perhaps push through because I knew 
there was a bigger break coming where I could rest. 
Taking care of myself physically and mentally because 
of bigger demands was so different, such a different 
lifestyle. I knew it would be different but once doing it I 
realized I really didn’t know how different it would be. 
It’s non-stop until it’s over. At the end of it, I felt like I 
got a stronger mind/body connection and  I learned to 
trust myself in a different way, and how to ask for what 
I needed on different nights in order to be my best self.

What inspired you to join the MH board?

I got the Young Professional Award from The Martha 
Hill Dance Fund in 2016, and since then I continued 
going to the galas. This all goes back to my appreci-
ation of legacy. Being at the galas felt like connecting 
to the roots of dance and dance education in NYC. So 
much lineage comes out of the people that are present 
in the room. About two years after I got my award, I 
asked Vernon (Scott) how I could be connected to the 
organization so that I could continue to learn. I knew 
many of the older generations but there were so many 
more artists that I was just meeting. There were also 
always younger, emerging professionals at the galas, 
and having the two worlds together was attractive to 
me. There were conversations at the time about a Ju-
nior board but, eventually, the board decided to just 
ask me to join instead. It feels like an extracurricular 
activity that feeds my artistry beyond performance. Be-
ing Chair of the Gala last year really let me see how 
it was all put together and I got to connect to more 
people. 

The MHDF congratulates Juilliard’s Dance Division on its 75th Anniversary!  To read Juilliard’s press 
release, please go to https://www.juilliard.edu/news/185211/juilliard-announces-2026-27-dance-
season-celebrating-75-years-juilliard-dance

Babou Sanneh, studio photo

  Falling by Jade Manns, from left to right  Maxi 
Canion, Kalliope Piersol and Noa Rui-Piin Weiss
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ERIC PARRA (MHDF Board Member) will be joining the cast of Buena Vista Social Club on Broadway as a Vacation 
Swing this May. 

DANTE PULEIO (Mid-Career Honoree 2026) Dante has stayed busy during Limón’s exciting spring season, including 
a performance with the Naples Philharmonic featuring his reimagined contemporary staging of Limón’s The Emperor 
Jones, as well as the new commission with Mexico’s rising choreographic talent Diego Vega Solorza and composer 
Ebe Oke.

In March, the Limón Company began a reconstruction of Limón’s Mazurkas for the fall season—the first time the 
full work will be seen since 1964.

Dante concieved a special program for the 80th Anniversary Gala on April 30. Guided by narration through the life 
of José Limón, the evening featured an intimate performance in the round with excerpts from Limón’s classic works, 
presented in new and unexpected ways. The Gala was dedicated to Carla Maxwell, honoring Kristen Brogdan and 
Anna Di Stasi.

CHARLES SCHELAND (Covid Relief Recipient) joined Carolyn Dorfman Dance in 2021, and in 2025 was promoted 
to Rehearsal Assistant in addition to his role as a dancer. The company is preparing for a performance at NJPAC  
featuring work by Carolyn Dorfman and Juel D. Lane, and a world premiere by Dorfman. He also joined the Horton 
faculty of the Ailey school in 2022 and has been teaching in both the professional and junior divisions. In the summer 
of 2026, he will be performing as a guest artist with Thomas/Ortiz Dance and will be setting Milton Myers’ Seasonal 
Fire on Young Dancemakers Company

The Skaters Ballet by Helen Tamiris
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https://space.us14.list-manage.com/subscribe?u=90eb26497fafe4a56c532305d&id=2eb935779b
https://space.us14.list-manage.com/subscribe?u=90eb26497fafe4a56c532305d&id=2eb935779b
http://WWW.ericparradance.com/about
http://dianabyer.com
 https://www.juilliard.edu/news/185211/juilliard-announces-2026-27-dance-season-celebrating-75-years-juilliard-dance
 https://www.juilliard.edu/news/185211/juilliard-announces-2026-27-dance-season-celebrating-75-years-juilliard-dance
http://limon.nyc/gaja

	MHDF Newsletter part ONE 2nd draft
	MHDF part TWO 3rd draft

