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dancer Anna Wehsarg, Tanztheater
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Photo © Ninni Romeo
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Companies

3V: Van Manen, Van Schayk and
Van Beethoven

George Balanchine once remarked: “Dance
should leave Beethoven well alone – there’s no
choreographing his music.” But not everyone,
not even the greats, seem to agree with he whom
many consider to have been the greatest choreographer of the 20th century. Thus Het
Nationale Ballet (the Dutch National Ballet)
of Amsterdam has planned a bill in honour of
the composer from Bonn next June. As openers, Grosse Fuge by Hans van Manen, an iconic
piece from 1971 with men in long skirts looking like samurai. Sandwiched in the middle,
Dutch choreographer Toer van Schayk’s ‘choreographic composition’ Seventh Symphony
from 1986, while The Creatures of Prometheus,
the only ballet composed by Beethoven, an allegorical ballet d’action that was originally choreographed in Vienna at the beginning of the
19th century by Salvatore Viganò, wraps up
the programme. It is now being recreated by
three up-and-coming choreographers, Wubkje
Kuindersma, Ernst Meisner and Remi
Wörtmeyer, as an abstract work that only
faintly alludes to the myth of Promotheus, the
champion of progress who steals fire from the
gods in order to give it to mankind. By grouping together these three dancemakers Het
Nationale Ballet’s intent is to bring into being a
new trio, after the legendary triumvirate of the
three “vans” – Hans van Manen, Rudi van
Dantzig and Toer van Schayk – the leading lights
of the golden age of Dutch modern ballet.

3D: Toulouse-Lautrec in Toulouse
57-year-old Kader Belarbi, a former danseurétoile of the Paris Opéra, has been at the helm
of the Ballet du Capitole de Toulouse since 2012
and has also created a number of works for this
French company. One dedicated to Henri de
Toulouse-Lautrec is, theoretically, scheduled for
next May and will explore the multicoloured
world of this painter who immortalised both
the frenzy and the gloom of Paris during the
Belle Époque. 3D technology is being used so
as to boost the show’s visuals which means the
audience will need to wear special glasses.
Music is by Bruno Coulais.

20th birthday for the BalletBoyz
There was a time when male dancers of note
could be counted on the fingers of one hand;
nowadays, however, male dancers have acquired visibility and popularity and have even
ended up competing with female dancers and
ballerinas. Compared to the past, classical technique for male dancers has made a lot of progress
and contemporary dance has offered them new
roles and greater possibilities. No coincidence,
then, that a group called BalletBoyz saw the
light 20 years ago: it was set up by two Royal

BalletBoyz: “Bradley 4:18”, c. Maxine Doyle (ph. G. Piper)
Ballet dancers, Michael Nunn and William
Trevitt (Sylvie Guillem danced with them and
definitely contributed to their fame), and although the casts have changed as the years have
gone by, BalletBoyz has stayed an all-male com-

T

pany. Other male dancers have, on occasion,
established similar groups to lionize male dancing, its sheer force, athleticism and vigour. At
the end of March a special BalletBoyz show
entitled “Delux” in celebration of their 20th

he working and living condition that we are getting accustomed to during these months
are inevitably damaging the dance community which is made up of audiences, theatres,
companies, schools and common activities engaged in freely. Everything has been cancelled
indefinitely. Thus, also BALLET2000 has had to review its schedule of publication.
his present issue, No. 284, is being published slightly late but with the usual content
readers will recognise. The numerous reviews of recent shows, which are going to be
restaged in the future, remain entirely valid; but many of the news items became superseded
as we were in the process of writing them and although we have done our best to update
them and envisage the long-term, our calendar is understandably short and “iffy”.
The expected “2020 Photo Special” has been postponed and will constitute issue No. 285.
With the issue after that, No. 286 (June), our schedule of publication will resume on a
regular basis.
Naturally, those with subscriptions will in no way lose out and will receive 7 issues as
per their subscriptions.
any ballet and modern or contemporary dance companies around the world are try
ing to stay in touch with their audiences by offering, free-of-charge, virtual performances of recent shows, either via online streaming on their websites or on their YouTube
channels. See note on page 50.
his issue’s cover story is dedicated to the great German choreographer Pina Bausch,
80 years on from her birth and 10 from her death, on the occasion of a recent revival –
first in Wuppertal, then in London, afterwards on tour – of Blaubart, a work from 1977.
Leonetta Bentivoglio, an unrivalled specialist on Bausch’s oeuvre, discusses Bluebeard and
paints a living portrait of Pina’s work.
ur cover photo hasn’t been chosen from a selection of a repertoire photos; it’s a photo
from Bausch’s final creation, Como el musguito en la piedra, ay, sí sí sí... It was taken
in Santiago de Chile in 2009, a few months after the choreographer passed away, by Ninni
Romeo, an inspired photographer who was also a devoted friend of Pina and of the Wuppertal
company. Smiling and with an impish twinkle in her eye, the dancer strikes an alluring
pose: who knows who that coffee is for, or where she is going. This was Pina’s world and
perhaps it’s still ours as well in these extraordinary times – twenty years later.
A.A.
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Vladimir
Vasiliev hits 80
The great Russian dancer,
male symbol of an entire era
of Soviet ballet, is turning 80
on 18 April but has no
intention of quitting the stage.
The Bolshoi Theatre of
Moscow, Vasiliev’s artistic
home (where he has also
served as the director general)
is befittingly honouring him
on his actual birthday. The
programme consists of And
Vladimir Vasiliev at the Bolshoi Theatre in Moscow
the eternal light will shine, a
creation by Vasiliev to the
Mozart Requiem, for the
dancers, singers and orchestra of the Kazan Opera House. (The show will have had
its preview in Kazan, capital of the Russian republic of Tatarstan, a few days earlier).
The great ‘Volodia’ is keeping the leading role in this ballet for himself so will once
again take the stage in his old theatre. Afterwards, Vasiliev will appear on stage again a
few days later at the Tchaikovsky Opera Theatre, Perm in the role of the Father in his
old ballet Anyuta in which his iconic partner and wife Ekaterina Maximova (who passed
away in 2009) used to shine in the titular role. The Perm premiere of Anyuta, based on
a short story by Anton Chekhov, coincides with the opening of the prestigious Arabesque
competition currently presided over by Vladimir Vasiliev (and previously by Maximova).
The competition, to which artists and journalists from all over the world are invited, is
an important event for the great Russian ballet community which every other year
convenes for two weeks in Perm (a city in central Russia which, although remote, is a
landmark in ballet geography).

Olesya Novikova and Leonid Sarafanov at
the Rome Opera House in José Carlos
Martínez’s version of “Le Corsaire”
(ph. Y. Kageyama)

Wiener Staatsballett: “The Second Detail”, c. William Forsythe (ph. M. Pöhn)

birthday was supposed to open at the Sadler’s
Wells Theatre in London; the programme was
to include creations by two female dancemakers:
Chinese choreographer Xie Xin and English choreographer Maxine Doyle.

Roman triptych
After José Carlos Martínez’s new choreographic
version of Le Corsaire, the Rome Opera Ballet’s next performances are supposed to be in
May, although the current pandemic may lead
to rescheduling. The programme is a mixed bill
that opens with Suite en blanc (1943), Serge
Lifar’s most famous and popular ballet to music from Namouna by Édouard Lalo: a sequence
of ballet etudes choreographed for a multi-tiered
stage where white is the dominant colour, as
per the costumes in the white acts of the romantic ballets. The central slot is reserved for
Balanchine’s Serenade (1936) which, with its
dreamy, moonlit atmosphere, also seems to inspired by the romantic “ballet blanc”, or “bal-
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let azur”, reworked however to bring out the
theatrical and choreographic essence. To close
the programme, Polish choreographer
Krzysztof Pastor ’s Boléro, to music by
Maurice Ravel, has been chosen. This creation
from 2012 has already been performed in Amsterdam, Warsaw and elsewhere.

LaMov, Buñuel’s Spain
LaMov is a company that has been active in
Zaragoza (Spain) since 2008. It is directed by
Víctor Jiménez, a former principal dancer with
the Béjart Ballet Lausanne and the Lyon Opera
Ballet, who is focussing on young choreographers in his 2020 planning, in particular for a
new show entitled Exit-Buñuel, a contemporary choral ballet inspired by the great Spanish
film director Luis Buñuel. After its début, scheduled for June at the city’s Teatro Principal, the
show is to be toured in the south of France in
the context of the European Union’s Pyrenart
project. Afterwards, LaMov will be touring
Spain in Terrenal and Tempus Fugit, creations
from last year.

Ballet in various shades
In April and May the Vienna State Ballet is
(pandemic permitting) supposed to present a
tribute to variants of classical ballet today.
Études (1948) by Danish choreographer Harald
Lander illustrates the sequence of a ballet class
in a highly original version for the stage: it’s a
challenging choreography to perform, displaying virtuoso and joie-de-vivre in a refined and
sophisticated manner. The second piece chosen was made more recently: William Forsythe’s
The Second Detail from 1991, one of the works

A preview performance of “The Dante Project (Hell)” by Wayne McGregor from last year
in Los Angeles; in the photo, Francesca Hayward and Matthew Ball of The Royal Ballet of
London (ph. C. Mann)

McGregor, from Hell to Heaven?
It looks as if 50-year-old Wayne McGregor’s forthcoming creation will be quite ambitious.
In May and June Covent Garden’s Resident Choreographer will again be creating for
The Royal Ballet taking his inspiration from no less than Dante’s Divine Comedy.
Entitled The Dante Project, this ballet will be his second full-evening work after Woolf
Works, another compelling ballet of his created for Alessandra Ferri and based on the
life and works of Virginia Woolf.
The English choreographer seems to be entering into his second artistic phase, after a
series of short works noted for their disjointed, jumpy, almost gymnastic style of dancing
and for sets often inspired by neurological studies. It is precisely the fact that his
style is so “unclassical” (McGregor didn’t receive formal ballet training) and that the
flavour of his works is so cerebral that has led a number of British critics to suggest
that McGregor should not hold the position of Resident Choreographer in the ballet
company of a major theatre. This may explain why McGregor recently made a U-turn
towards a more harmonious choreographic idiom (to which collaboration with Ferri
undoubtedly contributed) and has begun to turn to librettists for subject matter drawn
from literature, rather than science. However, it doesn’t appear that this new genre
has ingratiated him with his British critics. Thus, Wayne McGregor continues to divide
public and critics, with fans seeing him as an audacious and brilliant innovator and
others who insist that he is “out of his depth”. However this doesn’t discourage major
theatres from scheduling his works – whether the Paris Opéra or La Scala; indeed it
has been leaked that the Milanese theatre will be presenting a creation by McGregor
next season.
As far as we know the new McGregor ballet at Covent Garden will be in three acts,
each corresponding to one of the three sections that make up The Divine Comedy (Inferno,
Purgatory and Paradise). To a specially-composed score by conductor Thomas Adès,
set and costume designs are by
Tacita Dean, with light designs
by Lucy Carter, who has been
collaborating with McGregor for
a long time.

Wayne McGregor
(ph. L. Nylind)
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that best showcases how daring this great reformer of contemporary ballet is and how he is
able to stretch the forms and movement of classical ballet to their extreme limits. Contra Clockwise Witness by 46-year-old Slovak choreographer Natalia Horecna, a work characterised by
a certain black humour, completes the bill.

Ashley Hod – New York
City Ballet: “A Midsummer
Night’s Dream”, c. George
Balanchine (ph. P. Kolnik)

Something new and
something old in New
York

ABT’s 80th
American Ballet Theatre will be 80 this year.
Their usual Spring Season (May and June) at
the Metropolitan, New York is to provide the
opportunity for celebrating this anniversary.
ABT’s Artist in Residence Alexei will present
his latest creation for the company: Of Love
and Rage which tells the story of star-crossed
lovers Callirhoe and Chaereas, from the novel
Callirhoe by Greek writer Chariton of
Aphrodisias (2nd century A.D.) Set to music
by Aram Kachaturian, this is Ratmansky’s 17th
work for ABT and was previewed at the beginning of March in Costa Mesa (California) which
has become NYCB’s second home. The Season
will also be an opportunity for reviving Natalia
Makarova’s famous (and somewhat controversial) choreographic version of La Bayadère
which was created especially for ABT exactly
40 years ago; since then Makarova’s Bayadère
been performed in theatres all over the world,
thereby allowing the West, which it had previously only been acquainted with the “Kingdom
of the Shades” act, to get to know the full
version of this this Russian 19th-century classic.
ABT’s programme is also to feature various
ballets starring its numerous principals, as well
as guest artists Natalia Osipova (from The
Royal Ballet of London), Olga Smirnova
(Bolshoi Theatre of Moscow) and Kimin Kim

(Mariinsky Ballet of St Petersburg). Stella
Abrera will be leaving the company at close of
the season and bidding goodbye to the public in
June with a performance of Giselle.

Scheduled for April and May,
New York City Ballet’s Spring
Season at Lincoln Centre has now
been cancelled in an effort to
reduce the spread of COVID-19.
However, it had been conceived
as having two distinct strains.
On one hand a series of
programmes dedicated to
choreographies of the 21st
century, featuring recent
creations that have been
produced for the company by
leading
international
dancemakers, or others resulting
from NYCB workshops or
projects for young choreographers. It’s a known fact that the
company is also a breeding
ground for young choreographers: thus alongside names such
as Lauren Lovette, Gianna
Reisen (who created for NYCB
for the first time in 2017, when she was just
18) and NYCB’s present Resident Choreographer Justin Peck who has embarked on a successful international career, the Season would

Catherine Hurlin, Aran Bell – American Ballet Theatre: “Of Love and Rage”, c. Alexei Ratmansky (ph. E. Baiano)
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Richard Alston with his dancers on
stage at the Sadler’s Wells Theatre,
London after the final show of the
Richard Alston Dance Company
(ph. T. Kenton)

have also featured big names on today’s world
scene such as Christopher Wheeldon and Alexei
Ratmansky. The other section of the Season
would have, as always honoured NYCB’s tutelary deities Jerome Robbins and, above all,
founding father George Balanchine, with bills
of their works and, at the close of the Season, a
revival of Mr B’s A Midsummer Night’s Dream.

Choreographers

A girl kamikaze at La Scala
Today 60-year-old Mauro Bigonzetti is
probably the best internationally-known
Italian choreographer. He was supposed to
be presenting a new creation with Roberto
Bolle in March and April at La Scala Milan;
the event has now been postponed as all
theatres in Milan are shut on account of the
coronavirus emergency. However, when the
creation eventually sees the light it will be a
full-evening work entitled Madina and based
on The Girl Who Didn’t Want to Die (2009),
an acclaimed novel by French writer
Emmanuelle de Villepin, which tells the
story of a girl kamikaze (not by choice,
though) who decides she neither wants to
die nor to kill others. The ballet’s libretto,
which has been written by Bigonzetti, has
been honed by the author herself. La Scala
has commissioned the score from composer
Fabio Vacchi. Madina will be an all-round
work involving dance, written text, music
and singing.

Roberto Bolle
rehearsing with Mauro Bigonzetti
(ph. Brescia/Amisano)

Alston: farewell to the company,
not to choreography

Dance in London has lost one of its most important modern companies: in March the Richard Alston Dance Company took its final
bow at the Sadler’s Wells Theatre before closing down for good. Its founder, 71-year-old

Richard Alston, is one of the most popular
choreographers of the last 40 years, acclaimed
internationally by public and critics alike thanks
to the sophisticated musicality of his creations
and the originality and inventiveness of his
choreography which is rooted in classical ballet,
processed however in a personal key, and given
a modern slant. He has created for numerous

Berlin: curtain
down on the joint
directors
Sasha Waltz and Johannes
Öhman (see the photo) have
announced that they will be
stepping down as joint directors
of the Staatsballett Berlin (the
ballet company of the Berlin
Opera) at the end of 2020. When
Sasha Waltz, a choreographer of note on the contemporary dance scene in German (and
beyond), was appointed director of the Staatsballett a fierce controversy broke out as there
had been fears that she might turn the ballet company of the great opera house into a
signature company for her own creations. Appointing Johannes Öhman, who was then at
the helm of the Royal Swedish Ballet in Stockholm, had been meant to ensure that this
wouldn’t happen. The idea of having joint directors was so as to guarantee that the company’s
academic bedrock would be preserved, albeit opening it up to creation by contemporary
choreographers (including by Sasha Waltz herself), according to a template which is currently
being adopted by most ballet companies. When the Staatsballett’s first season was announced
in 2018 the controversy slowly piped down because the billboard continued to feature
ballets from the classic repertory and others by the great 20th-century choreographers without
any shift in the company’s identity. Nevertheless, Johannes Öhman has now announced
that he is obliged to step down as director in Berlin, having accepted the directorship of
the Dansens Hus (Dance House) in Stockholm as from 2021. (The Dance House is a theatre
whose seasons consist of Swedish and international contemporary dance, along the lines of
La Maison de la Danse in Lyon). For her part, Waltz has stated that she doesn’t intend to
stay on as director of the Staatsballett, seeing as from the start this had been conceived as
a joint project, and will instead be concentrating on her activity as a choreographer. For the
time being, no names of prospective successors are as yet being floated.
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The dual world of Akram Khan
45-year-old Anglo-Bangladeshi choreographer Akram Khan, with
his dual identity, is a perfect example of the cultural crossover
that characterises many choreographers in his age-group, those who
represent ‘Post-Western’ dance. These dancemakers mix Western
dance technique, culture and aesthetics with features taken from
the Orient, a world to which they also belong, thus giving life to a
unique blend of contrasting components. This constitutes the salient
characteristic of their style according to a process of identity fusion
within a globalised world.
Now that Khan has retired from the stage as a dancer, he is
concentrating entirely on creation, though not solely for his own
Akram Khan Dance Company.
In March he created a work on the occasion of the opening ceremony
to celebrate the birth centenary of Sheikh Mujibur Rahman, the
leader who led Bangladesh’s fight for independence from Pakistan
and is called the Father of the Nation. This work for 30 Bangladeshi
dancers relates the story of Khan’s own childhood and of how
Akram Khan with Jeffrey Cirio rehearsing “Creature”,
his parents passed on to him a sense of national pride.
his latest creation for English National Ballet, (ph. L. Liotardo)
After which, over on the other side of the world, at the beginning
of April he will be presenting his new full-evening work for English
National Ballet at the Sadler’s Wells Theatre, London. After his successful remake of Giselle, with its eerie atmosphere and citations from
the romantic ballet’s original choreography and music, Khan is now giving ‘life’ to Creature, a work inspired by Mary Shelley’s novel
Frankenstein, Georg Büchner’s play Woyzeck, and the Greek myth of Prometheus. Khan will probably be closing in on the theme of
“otherness” and the relationship between different cultures and aesthetics when he explores the “disturbing” dimension of the western
sources he has chosen. The music score is by his longstanding collaborator Vincenzo Lamagna.

British companies, from The Royal Ballet of
London to Scottish Ballet, from the Michael
Clark Company to Rambert, Great Britain’s
historic company of which he has been resident
choreographer and artistic director. In 1994 Alston
took up the post of artistic director at The Place,
a contemporary dance and performance centre
in London, and formed The Richard Alston Dance
Company which is now compelled to close down
due to lack of funding as The Place has chosen to
launch new projects and change its course. Alston
accepted The Place’s decisions with good grace
and composure and stated that he understood
that the dance hub needs to give funds to younger
choreographers; he further announced that
although his company would be closing he
wasn’t yet ready to stop creating as a
choreographer. The show at the Sadler’s Wells
also included a creation by Alston to music by
Claudio Monteverdi: Voices and Light
Footsteps.

original concept of a Romeo and Juliet story
set in America but De Keersmaeker’s choreography is totally different and takes on board
how dance has developed in these past 60 years.
Moreover, the “Jets” aren’t all white and the
“Sharks” aren’t all Hispanic.

Artificial centaurs
Centaur is the title of Pontus Lidberg’s new
creation for The Royal Danish Ballet. One
might be induced to think that it has something
to do with Ancient Greek mythology. Nothing
could be further from the truth as the new work

A scene from “West Side Story” directed and choreographed by Anne Teresa De Keersmaeker
(ph. J. Versweyveld)

De Keersmaeker on Broadway
A new version of West Side Story by choreographer Anne Teresa De Keersmaeker and
director Ivo Van opened on Broadway, New
York in February for a long run (presently on
hold on account of the coronavirus
emergency). After tackling opera, notably
Mozart’s Così fan tutte, the Flemish
choreographer has now turned to this iconic
American musical from 1957, composed by
Leonard Bernstein and devised with Jerome
Robbins who created the original
choreography. The new production keeps the
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Liam Scarlett
(ph. C. McAndrew)

is really about artificial intelligence that could
turn human beings into semi-robots – hence the
reference to the dual nature of a centaur, halfman and half-horse. 43-year-old Swedish choreographer and filmmaker Lidberg is one of the

Liam Scarlett in the storm’s eye
Sex scandals are pretty frequent also in showbiz. There have been the Harvey Weinstein
case in the USA, which gave rise to the #MeToo movement, the Jeffrey Epstein case
which involved many high-society celebrities, the “affaire Gabriel Matzneff” (widely
covered in the French media), involving the writer currently being investigated for child
sexual abuse, and the controversy sparked by the “César” (France’s film Oscar) awarded
to Roman Polanski for his film J’accuse based on the Dreyfus Affair, with its clear
autobiographical allusions (Polanski fled the US after pleading guilty to unlawful sexual
intercourse with a minor).
The ballet community is not immune from such scandals even though those concerning
choreographers receive less of a write-up. The first ballet celebrities to be investigated
in the USA for alleged sexual misconduct were former New York City Ballet director
Peter Martins and American Ballet Theatre principal Marcelo Gomes; recently Covent
Garden, London suspended the younger of its resident choreographers, 35-year-old
Liam Scarlett, over allegations of sexual misconduct made against him by some of his
students. Nevertheless, The Royal Ballet have kept some of his works in their repertoire,
with his recent version of Swan Lake – one of the most important works Scarlett created
for the company – scheduled from March to May. His choreographies were instead
immediately withdrawn by other companies, such as Queensland Ballet in Australia
and San Francisco Ballet (for several years now the English choreographer’s career had
been an international one).

Bradley Waller, Ida Praetorius “Centaur”,
c. Pontus Lidberg
(ph. R. Frisenvænge Solholm)

names of note on the vibrant Scandinavian contemporary dance scene and is due to embark on
this new adventure, a full-evening creation, next
May at the modern Copenhagen Opera House
(which co-exists with the Royal Danish Theatre where The Royal Danish Ballet, one of the
oldest ballet companies in the world, is based).

Blanca Li’s Pulcinella
Joaquín de Luz, new director of the Compañía
Nacional de Danza de Madrid, asked Blanca
Li to create a work to Igor Stravinsky’s
Pulcinella and it was
premiered at the beginning of
March at the Auditorium
Nacional de Música in the
Spanish capital. 56-year-old
choreographer Blanca Li is
from Granada (Spain) and,
after studying flamenco,
emerged as a choreographer
in France, afterwards moving
to New York to study
modern dance chez Martha
Graham
and
Merce
Cunningham, as well as hip
hop. Her works move with
ease from one dance genre to
another and she has
collaborated with companies

Compañía Nacional
de Danza: “Pulcinella”,
c. Blanca Li (ph. A. Muriel)
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Eleonora Abbagnato leaves the Paris Opéra not
the Rome Opera
On 30 June Eleonora Abbagnato celebrates her 42nd birthday and must perforce leave
the Paris Opéra, where she is currently a danseuse-étoile, it being mandatory for
all of the venerable Parisian theatre’s dancers to retire at the age of 42; at which
point, some of them, especially the more famous ones, choose to continue their
careers independently of the theatre.
Paris Opéra étoiles are granted the privilege of a farewell performance which they
can choose among those on the season’s billboard. Initially Abbagnato was supposed
to bid farewell on 23 December 2019 in a performance of Le Parc by Angelin
Preljocaj, a choreographer who she is very fond of and with whom, in the course
of her career at the Opéra, she has established a fine artistic entente. The performance
was however cancelled owing to strikes against the French pension reforms and so
the Italian ballerina will instead be taking her leave of the public on 18 May in a
tailor-made programme which is to open with the famous défilé where company
dancers and pupils from the Opéra School advance from the sumptuous Foyer de
la Danse, the stage backroom noted for its ornamental decorations. Abbagnato will
dance the third pas de deux from Jerome Robbins’ In the Night with Audric Bezard
who will also partner her in La Rose malade by Roland Petit, the choreographer
who discovered her and whom she considered her mentor; the ballerina is also
expected to dance the Black Pas de Deux from John Neumeier’s The Lady of the
Camellias (a ballet she has danced many times) with Stéphane Bullion who will
also partner her in the final pas de deux (the one with the ‘flying kiss’) from Le
Parc. The aforementioned excerpts will alternate with others performed by her
colleagues, including a revival of the pas de deux from George Skibine’s Daphnis
et Chloé which is of special interest as the young Eleonora danced it when she
was a student at the Paris Opéra Ballet School.
Despite some controversy over allegations of unprofessional behaviour towards
her dancers, Abbagnato continues to lead the Rome Opera Ballet and will also
be continuing her career as a ballerina. In the near future she will be creating the
role of the sinister historical character Lucretia Borgia in a ballet by Luciano Peparini
with the Daniele Cipriani touring company. The ballet has been booked by various
Italian theatres in 2020.

Virna Toppi – Bayerisches Staatsballett: “Die Kameliendame”, c. John Neumeier
(ph. S. Gherciu)

Eleonora Abbagnato in “In the Night”
by Jerome Robbins

of every stripe, including prestigious ballet
troupes such as the Paris Opéra and the Berlin
Staatsoper, as well as with rock and pop singers
such as Paul McCartney or Beyoncé, or film
directors such as Pedro Almodóvar. Pulcinella
was conceived as site-specific to the
Auditorium, a big concert hall: she positioned
the soloists in the foreground, the orchestra at
centrestage, and the rest of dancers where the
choir usually stand. Li’s stated intention was
to express choreographically the gaiety and
energy that exude from the score. The company
will be reviving this creation during their
forthcoming tours.

Festivals

Bavarian week
The Bavarian State Ballet of Munich’s customary “Ballettfestwoche” is scheduled at the
end of May: it condensing into one week, for
the benefit of an international audience, various
works presented in the course of its season.
Thus, in the space of just a few days, fans and
critics from Germany and elsewhere are able to
get an idea of the state of the company, its
repertoire, its most recently acquired works and
its latest creations. In fact the opening pro-
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Northern lights shining down from Norway
Who is Alan Lucien Øyen from whom the Paris Opéra has commissioned a creation in
April and May? He’s a 41-year-old Norwegian artist who looks nerdy and wears 1960sstyle thick, dark glasses that make his face altogether unforgettable. He’s not just a
choreographer but also a theatre director, opera régisseur, writer and video-artist: in other
words, an unusual and highly eclectic figure on the current choreography scene. For some
time now he’s also been a name of note on the Scandinavian post-modern art scene.
Øyen studied contemporary dance in Oslo and then worked in Germany, returning
afterwards to Norway (where he produced creations for his ‘Carte Blanche’ company)
and later becoming Resident Choreographer at the Oslo Opera House. In 2006 he
established the ‘Winter Guests’ group that specialises in hybrid works combining theatrical texts (in English), video, dance and, chiefly, movement: a living theatre that mixes
language, image and the human body. To date, Øyen has created about a dozen works
which have been performed in about 15 different countries.
However, the international dance community first got wind of his name in 2018 when
the Tanztheater Wuppertal commissioned a creation from him as part of their project
to open up Pina Bausch’s company to new contemporary choreographers (Since She
by Dimitris Papaioannou also made its debut in this context). Øyen’s creation, Bon
voyage, Bob, lasts three-and-a-half
hours (his works are often long) and
explores the personal lives of the
Wuppertal dancers, with a special focus
on existential themes – thus highlighting
affinities between Bausch’s aesthetic
and that of this versatile young Norwegian artist.
Not much is known as yet about the
work he is to create at the Opéra
Garnier for the dancers of the Parisian
troupe, only that is is going to be a fullevening affair.

Alan Lucien Øyen
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New York City Ballet: “Pictures at an
Exhibition”, c. Alexei Ratmansky
(ph. P. Kolnik)
gramme contains several novelties: Alexei
Ratmansky is to present the ballet to Modest
Mussorgskys Pictures at an Exhibition which
he made for New York City Ballet in 2014 using projected images of paintings by Wassily
Kandinsky. Israeli choreographer Sharon Eyal
is to revive Bedroom Folk, a work she created
for Nederlands Dans Theater in 2015, re-adapting it for a bigger ensemble of dancers. Last but
not least, the début of a new piece by David
Dawson set to Affaires of the Art, Concerto for
Violin and Orchestra by Marjan Mozetich, in
which the English choreographer proposes to
cross the frontiers of classical dance, taking its
forms and dynamics to their extreme limits,
according to the core aesthetic principle which
guides his works. Revivals of various famous
ballets are to follow: Spartacus, Swan Lake,
The Lady of the Camellias by John Neumeier,
Coppélia by Roland Petit (on the occasion of
the150th anniversary of the original ballet’s
creation at the Paris Opéra) and Alice’s Adventures in Wonderland by Christopher Wheeldon.
One of the main attractions of these revivals
will no doubt be the various casts, to be announced in due course, that will not only feature company principals but also numerous
famous dancers, Russian and non, who have
been guesting regularly in Munich ever since
2016 when the 50-year-old Russian dancer Igor
Zelensky (formerly with the Mariinsky Ballet
and, later, New York City Ballet) took over at
the Bavarian troupe’s helm. Zelensky has been
confirmed in that capacity until 2026.
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Ekman’s ‘surreal’, hay-filled A Midsummer Night’s
Dream; the Nederlands Dans Theater of The
Hague will perform works by its partner/
choreographers Paul Lightfoot and Sol León, as
well as by German choreographer Marco Goecke;
the Leipzig Ballet will perform a famous Russian
ballet, The Sleeping Beauty, in a highly visual
remake by Jeroen Verbruggen. Het Nationale
Ballet of Amsterdam is a regular at the Dance
Open and will present a programme highlighting
the fascinating line of descent that links William
Forsythe to George Balanchine via Hans van
Manen, now the doyen of modern ballet who
the Russians discovered only in recent years
thanks to this very festival which has often
focussed on his works. In addition, the Ballet
Nacional de España will be presenting the latest
trends in Spanish national dances whose timehonoured tradition never ceases to be revisited.
Two gala performances will open/close the Dance
Open festival, both will be bursting with
companies, artists and choreographers from all
corners of Europe.

Directors
Leipzig Ballet: “Dornröschen, Once Upon a Dream”, c. Jeroen Verbruggen
(ph. I. Zenna)

Ballet fest in St Petersburg
Whilst awaiting St Petersburg’s important opera and ballet “White Nights” Festival that
takes in May and June when the sun never
sets, the Mariinsky Theatre usually
presents a series of other musical and ballet
fests. The month of March was dedicated to
the 19th edition of the International Ballet
Festival and was the occasion to gather
together, in the space of a few weeks, various
works from the repertoire, the top dancers
from this prestigious Russian company and
many international guests. The opening
performance was dedicated to Alexei
Ratmansky and featured his Pierrot Lunaire
(2009) and Concerto DSCH, as well as
extracts from other ballets of his that the company dances frequently: Cinderella, The Little
Humpbacked Horse, Lost Illusions. Another
“Ratmansky Evening” offered a work which
the Russian choreographer created a few
years ago for American Ballet Theatre: Seven
Sonatas to music by Domenico Scarlatti.
There was also a premiere, Daphnis et Chloé
by Vladimir Varnava to the Ravel score,
conducted by Valery Gergiev. Guest artists
included Lauren Cuthbertson of The Royal
Ballet of London who danced Sleeping Beauty
alongside another English dancer, Xander
Parish who is, however, a principal at the
Mariinsky; Diana Vishneva, Oxana Skorik,
Alina Somova, Ekaterina Kondaurova and
other stars of that company danced leading
roles in various repertory ballets.

St Petersburg Open. Open to the
West

The Dance Open Festival of St Petersburg,
supposed to take place from 14 to 27 April, is
now postponed until the fall. This festival, which
is held at the Alexandrinsky Theatre, was conceived
as an “open” window on the west and on its new
choreographic trends. Every year St Petersburg,
the old capital of Russian Ballet and custodian of
a splendid tradition, ‘opens up’ for a couple of
weeks to the choreographic trends from the West
and allows Russian ballet lovers to discover new
aesthetics and idioms by inviting companies and
choreographers of note. Thus, the Ballett
Dormund (Germany) is to perform Alexander

Hallberg Australia-bound
David Hallberg is to be the next director of
Australian Ballet, the country’s leading ballet
company which was founded in the 1960s and is
based in Melbourne. The 37-year-old American
dancer is taking over from 56-year-old David
McAllister who is to retire at the end of 2020.
Although David Hallberg is a principal of American
Ballet Theatre of New York and often guests in
London with The Royal Ballet, he is also at home
with Australian Ballet, having been guesting there
regularly since 2016. His fine technique and
extremely elegant lines make him the ideal ‘danseur
noble’ and one of the most famous male ballet
dancers today. Hallberg has partnered leading
ballerinas such as Svetlana Zakharova and Natalia
Osipova and has gone down in history as the first
American dancer to be nominated a principal of
the Bolshoi Ballet of Moscow to which he
belonged from 2011 to 2017.

David Hallberg
(ph. O. Beasley)
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Vasily Tkachenko, Svetlana
Savelieva – Mariinsky Ballet:
"Porcelain" , c. Alexander Sergeev
(ph. V. Baranovski)
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From Petersburg to Malta
Princess Nathalie Poutiatine, born in St Petersburg in 1904, is a
lesser-known figure among the diaspora of Russian ballet émigrés,
probably because she spent most of her life in Malta which, unlike
Paris, London or New York, wasn’t a key spot on the ballet map.
Yet when she fled Russia in 1919, Poutiatine had taken classes
with Tamara Karsavina and Felia Dubrovska. From 1921 to 1926,
she lived in Paris where she took lessons from Lubov Egorova
before marrying a Maltese gentleman and settling down in Malta.
Princess Nathalie introduced ballet to Malta, gave performances
herself, and established the first ballet school on the island. She
died in 1984 and is to this day a celebrity in Malta, though relatively
unknown elsewhere. Kathrina Farrugia-Kriel (Head of Research,
Royal Academy of Dance, London) has now written a biography
entitled Princess Poutiatine and the Art of Ballet in Malta and it
was launched at the beginning of March in the iconic 18th-century Manoel Theatre in Valletta, Malta. Farrugia-Kriel highlighted
how so many privileged members of Russian society had studied
ballet in the late 19th and early 20th centuries and how this art
endured as a part of their identity in exile as well. The presentation
was a key moment in Maltese ballet history; one of the opening
speeches was delivered by Tanya Bayona, Maltese former dancer
and ballet teacher, who studied with Poutiatine and has passed
on her legacy to the younger generations on the island.
Simonetta Allder
Princess Nathalie Poutiatine and Geoffrey Marescaux de
Saubruit in La Voisine du Jardinier 1935
(ph. Grand Studio Malta, courtesy Tanya Bayona)

The best kind of ménage à trois
The Cellist, a ballet inspired by the tragic life of
cellist Jacqueline du Pré by 45-year-old British
choreographer Cathy Marston, former artistic
director of the Bern Ballet (Switzerland), received its world première at The Royal Opera
House, Covent Garden at the end of February,
relayed live to cinemas around the world. A bit
‘busy’ at times, and in need of a little trimming,
the ballet was nevertheless, and with reason,
acclaimed by critics and public. The climax was
a pas de trois to the Elgar Cello Concerto, which
was Jackie du Pré’s calling card: nothing short
of brilliant it was superbly danced by Lauren
Cuthbertson as Du Pré, Matthew Ball as her
husband (conductor Daniel Barenboim) and
Marcelino Sambé in the highly unusual and
original role of Du Pré’s cello. A pas de trois
that describes a special threesome: in which the
third party is Art itself!

Dancers on their toes
With the venues shut due to the coronavirus,
dancers are stuck at home like everyone else,
but have to (literally) keep on their toes. Before the national lockdown, English National
Ballet livestreamed a class, led by their artistic
director Tamara Rojo, from the company’s new
studios in East London. Now Rojo is giving
advanced/professional classes online, with others ENB teachers giving classes for people with

restricted mobility or limited space. Apparently,
all you need is a chair! Free access can be gained
through Facebook, Twitter, Instagram or
Youtube. Like their colleagues in other countries, dancers in Britain are not only sharing
their skills online but also their warm-ups and
work-outs. The Royal Ballet’s soloist Romany
Pajdak demonstrates on Twitter how to do a
développé while on Instagram company principal Yasmine Naghdi demonstrates her kitchen
countertop barre workout! On Facebook another principal, Vadim Muntagirov, has wowed
fans with a video of himself pirouetting on a
carpeted floor in his living room while the muchloved Marianela Nuñez, can be seen (feet only)
in a home-made video surrounded by cats. Will
they take a ‘paws’, one wonders...

Scottish Ballet’s Health Classes
In a regular week Scottish Ballet’s Dance Health
department runs several classes for people living with Parkinson’s, multiple sclerosis, and
dementia, as well as regenerate classes for people aged over 60 to exercise body and mind, and
build strength, technique and creative movement. Because such classes have grown to form
the backbone of many people’s exercise regimens and social calendars, the Glasgow-based
company is committed to offering a digital version of such classes during these challenging
times of self-isolation. Thus, from Monday to
Friday Scottish Ballet is inviting everyone to
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join them on Facebook Live to dance together,
with each day’s class tailored to the specific
needs of a respective community group, but
everyone is welcome to join in. Also being offered, are films and a full-length performance of
Kenneth MacMillan’s Mayerling, starring
Bruno Micchiardi in the role of Crown Prince
Rudolf.

From (Opera) House to House
As we go to print, The Royal Opera House
London is currently closed to the public, as are
all theatres in the UK, and has cancelled all of
its performances until 19 April. “But we don’t
want you to be without our music, our opera,
our ballet,” remarks Music Director Tony
Pappano in a video entitled #From
OurHouseToYourHouse on the ROH’s
YouTube channel. Pappano announces that
during the closure, the ROH has created a schedule of free broadcasts and live content that audiences can access for free on YouTube, at any
time, anywhere across the globe. The content
made available virtually will also include ballet,
starting with the Royal Ballet School version
of Peter and the Wolf with choreography by
Matthew Hart. Other content, including a 2018
performance of MacMillan’s Mayerling, starring Stephen McRae and Sarah Lamb, and a
documentary on Margot Fonteyn introduced
by Darcey Bussell, will be available for a limited period on BBC iPlayer.
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ON THE COVER

Pina Forever
What ideally remains of Pina Bausch (80 years on from her birth and 10 from her
death)? Her legacy is a strong one and “her” own Tanztheater Wuppertal, as well as
various international companies, are still performing several of her works in
restagings by the original dancers. It is already clear that the German choreographer
played a sensational role and belongs to the exclusive “family” of truly outstanding
creators who reinvented the theatre during the last few decades of the 20th century
by Leonetta Bentivoglio
– from the Paris Opéra to English National Ballet.
It’s hard to say what ideally remains today of
Bausch’s cultural legacy as this is enormous. It’s hard
to describe the importance of her memory and what
her oeuvre has signified. In order to do so, we need to
recall the commotion this author had on dance and theatre
in the period that goes from the late 20th to the early
21st centuries. Lovers of live forms of contemporary
art know beyond doubt that Pina is a foremost member
of that exclusive family of exceptional creators who
were capable of reinventing theatre during the last slice
of last century. A family that includes artists like director
Robert Wilson, who is still hyper-active today, or an
unforgettable genius like Merce Cunningham, who also
passed away in 2009 and whose abstractionism was
the exact opposite of the concreteness of Bausch’s
dance theatre (whose roots are to be sought in
Expressionism). But certain revolutions are carried out
regardless of differences in idioms: they feature a myriad
factions and quality doesn’t depend on which side of
the fence the artist has chosen. It’s no coincidence that
although Bausch and Cunningham were poles apart,
they mutually respected and admired one another.
The “interdisciplinary” Pina who, with unprecedented impetuosity, thrust dance onto theatre territory
proper, distinguished herself with a style that deeply
influenced the development not only of choreography
but, indeed, of all the arts. This is one of the most
salient aspects of Bausch’s legacy. Not only did she
influence choreographic codes (for instance by
“legitimising” the introduction of gestual

Last year marked the tenth anniversary of Pina
Bausch’s death which occurred at the end of June 2009
in Wuppertal, Germany where she had been working
since the 1970s.
Many of the works of the German choreographer
(born in Solingen in 1940) are still thriving as the
Tanztheater Wuppertal, presently directed by Bettina
Wagner-Bergelt, uninterruptedly performs them all over
the world. The current Tanztheater mixes in its “old”
performers with its new ones, i.e. the numerous young
dancers who have been taken on during the past decade and have obviously never worked directly with
the company’s founder. Yet the energy and value
inherent in Bausch’s vast repertory is such that it
continues to be rock-solid and powerful, able to be
handed down from one generation to the next.
The company’s policy is to open up – albeit cautiously – to new creations by other choreographers,
so as not to reduce Tanztheater Wuppertal to being a
mere “museum” company. This was the case when
the company welcomed talented Greek choreographer
Dimitris Papaionannou who created Since She for them
in 2018. Meanwhile, the Bausch Foundation, led by
Pina’s son Salomon Bausch, has embarked on a fairly
generous policy vis-à-vis granting rights to perform
Bausch’s works to various big international companies;
these are thus able to reproduce segments of the
choreographer’s historical heritage with the Tanztheater
Wuppertal ‘elders’ as consultants; an example is
Bausch’s version of The Rite of Spring which has, for
a while now, been doing the rounds of various companies

Pina Bausch in
rehearsal (ph.
Pina Bausch
Foundation)
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Silvia Farias Heredia,
Christopher Tandy
Tanztheater Wuppertal:
“Blaubart”, c. Pina Bausch
(ph. M. V. Abeele)
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Tanztheater
Wuppertal:
“Vollmond”,
c. Pina
Bausch (ph.
L. Philippe)

us; they were a beacon for a much wider radius than
that of the dance community per se, and brought the
Tanztheater Wuppertal numerous new audiences.
Moreover, the way her work was honoured even on
the silver screen (thanks to directors such as Fellini,
Almodóvar and Wenders) is an indication of how farreaching her influence has been.
According to philosopher Gilles Deleuze the body
can never be viewed solely in the present because it
also entails a before and after, weariness and expectation. In Pina Bausch’s dance theatre such time differences are perceptible: in each of her pieces the danc-

expressiveness), but her energetic work influenced the
theatre from many other angles, such as a decentralized
and asymmetrical use of scenic space and the expressive
body’s centrality adopted in a theatrical context.
Opera directing has in recent years has also been
influenced by Pina’s “total art” and by the scenery
and settings from some of her shows; so have
performance art and the visual arts in general, both of
which have taken onboard her message and processed
it. Bausch’s imagination and curiosity were combined
with a purely artistic sense, playful and almost
childlike– that of playing with the reality that surrounds
Andrey Berezin – Tanztheater Wuppertal:
“Palermo Palermo”, c. Pina Bausch
(ph. K. Dilger)
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anztheater
Wuppertal:
“Palermo
Palermo”, c.
Pina Bausch
(ph. K. Dilger)

Tanztheater
Wuppertal:
“1980”, c. Pina
Bausch

and lose themselves again, or to defend themselves from
goodness-knows-what cataclysms (the Tanztheater
Wuppertal spectator often gets the impression that
the interpreters are moving on the edge of an abyss);
or to engage in astonishingly funny, heart-breaking or
familiar dances, layers of our unconscious minds.
In over forty years of total devotion to art (her vocation was all-consuming and absolute), Pina not only
created memorable shows but also achieved the ideal
of representing the body’s truth on stage, performances in which the sense of human existence could be
recognised and told unendingly. Thus, her works address

ers’ bodies have to deal with recognisable feelings, sentiments and fragility, thus sidestepping the law of objective beauty. Each life flows within that network –
comparable to a gestural ceremony – of common movements that are inherent to our everyday existence. Pina
transposed those routine rites into the distilled idiom
of her highly musical and whimsical choreography. That
is why her shows, rather than presenting us with harmonious dancing bodies that correspond to ideal canons of beauty, are made up of “real” and deeply human people who are ready to burst into tears or
laughter, to love or attack one other, to find themselves
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Tanztheater
Wuppertal:
“Two
Cigarettes in
the Dark”,
c. Pina
Bausch (ph.
L. Philippe)

loneliness, old-age, innocence, perversion, childhood,
man’s exploitation of women or of his fellow man.
They denounce environmental catastrophes, address
the difficulties of co-existence and seek ways to break
down barriers between human beings. All of which
within highly physical sets that feature grass, water,
leaves, earth, sand, clay, chipped bricks, withered trees
and forests of cacti. The goings-on in these settings
reflect fears, hopes, nostalgia, frustrated longings and
the desire to conquer or dominate one’s fellow human
beings. Pina directs the spectator towards subjective
sentiments which, filtered by her meticulous poetics,
become objective – compact choreographic
constructions known as Stücke (“Pieces”). These pieces
are never chaotic or messy, but always accurately
structured; they are neither happenings nor
improvisations, both terms being totally misleading if
applied to Pina Bausch’s “choreographic dramaturgy”
.
Bausch was a pupil of expressionist choreographer
Kurt Jooss at the Folkwang Hochschule in Essen, and
started working in Wuppertal in 1973, after a period
of apprenticeship in New York where she studied and
worked with choreographers such as José Limón, Paul
Taylor and Antony Tudor. Jooss, who taught Pina
“honesty and precision” (these are her own words),
called her back to Germany and invited her to the
Folkwang Tanzstudio where she presented her first
choreographies. Then she took over as director of the
Wuppertal Ballet which, until her arrival, was being
used principally for the dance sections in operas staged
at the city’s opera house. Pina Bausch started by staging
two danced operas (“Tanzoper”) by Gluck, Iphigenia
in Tauris in 1974, and Orpheus and Eurydice in 1975;
the same year, she also staged her ultra-famous
rendition of Stravinsky’s The Rite of Spring where a
new form of expressive dance emerged with its highvoltage climaxes and emotional tension. After this came
the Brecht-Weill programme (The Seven Deadly Sins,
1976), Blaubart (based on Bartók’s opera Bluebeard’s

Castle, 1977) and her visionary rendition of
Shakespeare’s Macbeth which was premiered in Bochum
in 1978 and entitled Er nimmt sie an Hand und führt
sie in das Schloss, die anderen folgen (“He Takes Her
By The Hand And Leads Her Into The Castle, The
Others Follow.” as per one of the tragedy’s stage
directions). Until the end of the 1970s, Bausch took
her cue from pre-existing texts or musical compositions.
Later, a strong urge for pure research took over: she

Julie
Shanahan
Tanztheater
Wuppertal:
“Masurca
Fogo”, c. Pina
Bausch

Julie
Shanahan,
Héléna Pikon,
Ditta Miranda
Jasjfi
Tanztheater
Wuppertal:
“1980”,
c. Pina
Bausch
(ph. Meyer)

26

Ophelia
Young
Tanztheater
Wuppertal:
“Viktor”, c.
Pina Bausch
(ph. Meyer
Originales)

was driven by a determination “to speak about
ourselves” without the mediation offered by a music
score or a play. That led to the proliferation of Bausch
“tableaux”, one after the other, at a pace of almost
one creation a year, including milestone works such
as 1980, Bandoneón, Walzer, Nelken, Two cigarettes
i n t h e d a r k , V i k t o r, P a l e r m o P a l e r m o, D e r
Fensterputzer, Masurca Fogo, gua, Ten Chi, Vollmond
and many more. Her repertory is a rich one and her
final work …como el musguito en la piedra, ay sí, sí,
sí… was premiered on 12 June 2009, i.e. just a few
days before her death: Pina was active and creative
until the end of her great journey.

An audition for “Le Sacre du printemps” by Pina
Bausch at the École des Sables in Dakar, Senegal
(ph. M. Vanden Abeele)

27

duration is prolonged. Although originally sung in
Hungarian, Pina Bausch chose a German-language
recording (sung by the great Dietrich Fischer-Diskau
and Hertha Topper). The show describes misdeeds,
sexual violence, obsessions and killings in a frightening
and nightmarish atmosphere. It’s as if, back in the
1970s, Pina had been prophesising #Metoo – an aspect
heavily highlighted in the English press.
Recently there have also been other important
restagings of old works by Pina Bausch. Her Seven
Deadly Sins (1976), to a libretto by Brecht and music
by Kurt Weill, is on at the Théâtre du Châtelet in
Paris as part of the Théâtre de la Ville’s season: it’s
worth seeing this show, which features some
captivating dancing and numerous sung sections, insofar
as it constitutes a milestone in Pina’s interdisciplinary
oeuvre.
Bausch’s famous version of Le Sacre du printemps
(“The Rite of Spring”) by an African ensemble will
début in Dakar (Senegal). The result of collaboration
between Germaine Acogny’s École des Sables and the
Bausch Foundation, this project has brought together
dancers from Burkina Faso, Senegal and Ivory Coast.
The programme will also include a new work by two
iconic female choreographers: dancer and teacher
Germaine Acogny who is considered one of the most
prominent women on Africa’s artistic/cultural scene
(as well as the “big mother” of African contemporary dance), and an early member of Tanztheater
Wuppertal, Malou Airaudo – original co-protagonist,
together with Pina herself, of Café Müller (1978)
which is considered a manifesto of “Bauschian” dance
theatre. This same double bill, the African Sacre and
the duet of the two grandes dames (both over 70),
will be toured in London at the Sadler’s Wells and in
Paris at the Théâtre de la Ville.
Leonetta Bentivoglio

Bluebeard in the #Metoo era
(and other revivals)
Blaubart – chor. Pina Bausch, mus. Béla Bartók
London, Sadler’s Wells Theatre
Last February London’s Sadler’s Wells Theatre saw
a successful reworking of German choreographer Pina
Bausch’s Blaubart to the score of Béla Bartók’s. After its 1977 debut it was performed in various cities
around the world until 1985 when it disappeared on
account of problems relating to the score’s copyright.
The “scandalous” Blaubart has now come back to
life, initially in Wuppertal and afterwards in London,
thanks to its original protagonists, Jan Minarík and
Beatrice Libonati, who worked with the Tanztheater
Wuppertal’s young dancers. Actually, the work’s real
title is a interminable one: Blaubart. Beim Anhören
einer Tonbandaufnahme von Béla Bartóks Oper
“Herzog Blaubart Burg” (“Bluebeard. While Listening
to a Tape Recording of Béla Bartók´s opera “Duke
Bluebeard’s Castle””). It is a strongly neoexpressionist piece where the sinister figure of wifemurderer Bluebeard has to face not only his last and
surviving wife Judith, but also an imaginary and
disturbing crowd of women who personify the
memories of his murdered wives. Bluebeard also has
various doppelgangers.
The set is impressive: the inside of a tomb full of
dry leaves and an ever-growing number of corpses
which have a sinister, hypnotic effect on the spectator.
The music from Bartók’s opera is broadcast from
an enormous mobile recorder which the brutal
protagonist wheels around on the stage, continually
stopping it and rewinding so that the musical phrases
get broken off, fragmented and repeated and the opera’s
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Tsai-Wei Tien
Tanztheater
Wuppertal:
“Blaubart”,
c. Pina
Bausch (ph.
L. Philippe)
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Les Ballets de Monte-Carlo

Coppélia:
from automaton to AI
Coppél-i.A – chor. Jean-Christophe Maillot.
mus. Original and arrangement: Bertrand
Maillot after Léo Delibes
Monte-Carlo, Forum Grimaldi
Jean Christophe Maillot who has been the
Artistic Director of the Ballets de MonteCarlo since 1993 has premiered his new
Coppélia entitled Coppél-I.A – where I.A.
stands for “Intelligence Artificielle” (i.e.
French for Artificial Intelligence or AI), the
recurrent theme of this “futurist” ballet.
Maillot has stated that this title had been
buzzing around in his mind for many years
and became all the more timely in 2020 with
the ballet community celebrating Coppélia’s
150th birthday. The original ballet, a classic
in its genre, was created at the Paris Opéra
(the old Opéra, on rue Le Peletier) by Arthur
Saint-Léon to the lovely score by Léo
Delibes; the title role was created by a very
young Giuseppina Bozzacchi (1853-1870),
the Milanese ballerina who had such a
tragically short life.
This new Coppél-I.A. posed a number of
challenges for 60-year-old Maillot who has
already tackled a number of other ballet classics, producing entirely personal versions
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thereof. He was fascinated by E.T.A.
Hoffmann’s novella The Sandman, on which
the original ballet was vaguely based and
about which Sigmund Freud wrote his
suggestively-entitled essay, The Uncanny.
Maillot also started off from the Hoffmann
story, turning to Bertrand Maillot to arrange
and make additions to Delibes’ score, as well
as to designer Aimée Moreni (who has
worked for Dior, Hermès and Chloé) for sets
and costumes.
Jean Christophe Maillot and dramaturge
Geoffroy Staquet devised a monumental ballet with the understandable wish to distance
themselves from the original, albeit without
ever losing sight of it, literally or in spirit.
The theme that has been added on, that of
AI as it relates to the present, isn’t at all
irrelevant to either Hoffmann or Coppélia:
the imitative duplicity of artificial
intelligence and the ethical conflict it poses,
the distant but not implausible relationship
between AI and the mysterious automatons
of yesterday.
At various moments in the action, Maillot
follows the original ballet, apart from introducing a caricature character, Swanilda’s
ambitious mother; and he preserves the
tormented, wizard-like personality of Doctor
Coppélius, making him something of the
mad scientist cliché. Franz is the usual
lovesick boy, a victim of circumstances.
The dancers – Katrin Schrader as the Doll,
Alessandra Tognolini as Swanilda, Joayong
An as Coppélius and Francesco Mariottini
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as Franz – were vigorous and convincing.
Alessio Scognamiglio was also muchapplauded as Swanilda’s confidant.
The first act is essentially in black-andwhite, the set having been designed especially
for the big stage at the Forum de MonteCarlo; a giant eye stands out (the key symbol
of Coppélia which was originally subtitled
La Fille aux yeux d’émail – “The Girl with
Enamel Eyes”) and lighting adds to the
enchantment. At times the costumes make
us think of Oskar Schlemmer’s designs for
the Triadic Ballet at others they are minimalist
like an iridescent second skin. Because the
music is medley of various novel sounds it’s
recorded rather than played live, although
there is also an electric keyboard and a singing
voice.
Roger Salas

The Royal Ballet

Coppélia, 150 years on
Coppélia – chor. Ninette de Valois after
Marius Petipa and Enrico Cecchetti, mus.
Léo Delibes
London, The Royal Opera House, Covent
Garden
Is there any ballet which is more delightful,
more guaranteed to take the viewer away
from the cares of his or her daily life, than

Simone Tribuna, Anna BlackWell, Matej Urban – Les Ballets de Monte-Carlo: “Coppélia”, c. Jean-Christophe Maillot (ph. A. Blangero)
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Lou Beyne – Les Ballets de
Monte-Carlo: “Coppélia”,
c. Jean-Christophe Maillot
(ph. A. Blangero)
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Morera who joined the company in 1995
making, unbelievably, her role debut. Such
was her care with the choreography and its
phrasing, underpinned by musicality of the
highest order, that she provided an object
lesson on how to dance this part, from the
acting and mime of the first act to the
‘national’ dances of the middle and the
technical pyrotechnics of the last. Dr
Coppélius is perhaps the most developed
and difficult mime role in classical ballet and
one in which the great actors of the company,
from Robert Helpmann and Frederick
Ashton onwards, have excelled. Gary Avis,
now also company Ballet Master, is fully
in their tradition and of their quality – he
impresses in every mime role, but this is,
perhaps, one of his finest interpretations –
funny, quirky and touching, every thought,
every gesture, clear and readable.
This season’s performances of Coppélia
proved to give unalloyed pleasure.
Gerald Dowler
Vadim Muntagirov, Gary Avis –
The Royal Ballet: “Coppélia”,
c. Ninette de Valois (ph. B. Cooper)

Francesca Hayward e Alexander Campbell – The Royal Ballet: “Coppélia”,
c. Ninette de Valois (ph. B. Cooper)

Coppélia? The Royal Ballet, trying to break
with its recent tradition of reviving The
Nutcracker at Christmas and unwilling to
bring Ashton’s Cinderella back to the stage
in its current designs, hit on the idea this
season of turning to this wonderful ballet on
the occasion of the 150th anniversary of its
creation in Paris. It exists in the repertoire
in a recreation of Ninette de Valois’ 1954
production, precious indeed being directly
linked to Petipa and Cecchetti’s 1894 version
in Saint Petersburg. Its revival proved to be
an inspired choice, filling Covent Garden
every night and bringing both Delibes’
miraculous score and the enchanting choreography to life once more.
The ballet is an ideal vehicle for younger
dancers to test their mettle in an important
work, and so it proved with numerous casts
not necessarily led by star principals.
Coppélia suits The Royal Ballet well with
its inherent demi-caractère style, and several
artists clearly relished the opportunities
offered by the lead roles of the headstrong
Swanilda and Franz with his roving eye for
a pretty girl. Meticulous rehearsal ensured
that legs were kept generally low, feet precise,
mime clear and dance on the music. Osbert
Lancaster’s colourful, picture-book designs
and costumes set the tone for a light-hearted
romp which sends audiences away humming
the tunes and with a spring in their step.
Outstanding as Franz were Alexander
Campbell, a technically strong and
characterful principal who more than makes
up in attack what he lacks in height, and
Cesar Corrales, a recent defector from
English National Ballet, who gave the
character a distinctly Latin flavour and
displayed extraordinary elevation in his last
act solo. The stand-out Swanilda was Laura

32

Alessandra Ferri – Hamburg Ballet: “Duse”, c. John Neumeier (ph. K. West)

Hamburg Ballet

Ferri, a great Duse
Duse – chor. John Neumeier, mus. Benjamin
Britten, Arvo Pärt
Venice (Italy), Teatro La Fenice
John Neumeier’s “choreographic fantasies”
inspired by legendary actress Eleonora Duse were
performed at La Fenice Theatre in Venice, a city
where an invaluable archive relating to ‘la divina
Duse’ is housed at the Fondazione Cini.
BALLET2000 reviewed Neumeier’s ballet when
it debuted in Hamburg in 2015 (issue No. 256).
Neumeier is fascinated by biographies: he loves
to tell stories of remarkable lives and conjure up
moments from them. A prime example was the
memorable Nijinsky which is an almost psychic
ballet. The word ‘ballet’ is pertinent also for Duse
where the Hamburg troupe are able to showcase
their high-quality dancing. But it’s not essentially
in his creative steps or dances that we appreciate
Neumeier’s distinctive signature but, rather, the
pleasure of visiting his cultural shrines and meeting
the characters that fascinate him. Neumeier is besotted with their past, with elegant, legendary,
European worlds far removed from his native
America, and he brings them to life on stage. He
can count on the necessary production resources

to do so, and on a company of devoted dancers
who indulge him to the extreme (he has been at
the helm of the Hamburg Ballett since 1973 and
will remain in office until 2023). He knows how
to use to advantage his unique pedigree dancers
who are perfectly poised to breathe life into his
idealised worlds.
Duse was created for the supple, lithe and
dramatic Alessandra Ferri, all sensibility and feeling.
Her extra oomph lies in her absolute belief in her
roles, in how she is able to step into someone
else’s shoes whilst remaining herself. Deep-down,
her sense of eroticism is still unripe – timid, head

bowed – yet mature when it comes to dispensing
maternal caresses or to allowing herself to get swept
away by passion in a sultry duet with Armenian
dancer Karen Azatyan (in the role of the womaniser
poet D’Annunzio). She either wears sumptuous
robes or pulsates in a unitard amidst her loves who
have become spirits in the hereafter.
Her beautiful rival is Silvia Azzoni, mischievous and competitive as the racy Sarah Bernhardt,
the other actress who was the toast of the great
theatres and of the international high-society of
the times. Anna Laudere is a fabulous Isadora
Duncan. She dances lithely, ecstatically and

John Neumeier takes a curtain call at La Fenice Theatre, Venice at the end of a perforance
of his ballet “Duse” (ph. K. West)
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Maia Makhateli – Het Nationale Ballet: “Frida”, c. Annabelle Lopez Ochoa (ph. H. Gerritsen)

gracefully with a blue veil and weeps tenderly
over her dead children.
The first act overflows with Duse’s great roles,
starting from silent movie Cenere up until World
War I: they include Juliet and the Lady of the
Camellias (which are also Ferri’s signature ballet
roles). We see the audiences in theatres and what
goes on behind the wings, as well as in the salons
and bedrooms. The story-telling is multi-layered
and over-brimming with things and people,
references and intertwined plots. In the second act
everything gets streamlined, the lighting is bluish
and calm, Duse’s dances out her great loves with
distilled purity: we hear Arvo Pärt’s famous Fratres
as well as his Cantus dedicated to Benjamin Britten,
the other composer whose music Neumeier has
chosen, indeed using Variations on a Theme of
Frank Bridge as his main musical theme.
Alessandra Ferri is triumph personified: she
is the miraculous ballerina who justifies the faded
fantasies and faintly decadent obsessions of her
choreographer.
Elisa Guzzo Vaccarino

Annabelle
Lopez Ochoa

Het Nationale Ballet

The unchoreographic
world of Frida
Frida – chor. Annabelle Lopez Ochoa, mus.
Peter Salem, Chavela Vargas
Amsterdam, Muziektheater
Ted Brandsen, artistic director of Het
Nationale Ballet (Dutch National Ballet, Amsterdam), invited choreographer Annabelle Lopez
Ochoa to expand her short ballet about Mexican
painter Frida Kahlo into a full-length production.
Originally created for English National Ballet in
2016, Broken Wings was upgraded to the twoact ballet now simply called Frida and premiered
in Amsterdam on February 6.
Lopez Ochoa teamed up again with composer
Peter Salem, whose Latino-flavoured score was
enhanced with recorded songs by Chavela
Vargas, and librettist-dramaturge Nancy
Meckler. Frida Kahlo’s short life was riddled
with calamities and suffering, including polio,
a traffic accident at 18 which left her disabled,
an ill-fated marriage to painter Diego Rivera,
miscarriages, unsuccessful surgeries, addictions
and loneliness. Not quite ballet material, you
might think. Yet Lopez Ochoa and Meckler
recreated Kahlo’s life story with dance and acting
in an almost cinematographic account, now 18
scenes long, while stage and costume designer
Dieuweke van Reij tapped into Kahlo’s sym-
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bolic and extravagant imagery, alter egos and
self-portraits – including 10 danced by men in
gaudy Mexican long dresses and flamboyant
headdresses – as many reflections in painting
of the artist’s physical and mental pain.
For Colombian-Belgian Lopez Ochoa this
was her biggest production to date. A shame
then that her unimaginative dance invention
hardly ever rose to the occasion. Eventually it
was the visualisation of Kahlo’s universe that
offered some of the ballet’s finest moments. To
have ghosts (all 17 of them) from the Mexican
Day of the Dead acting like a Greek chorus, may
initially have seemed like a fine idea as well – if
only it hadn’t been used to exhaustion.
Thankfully, the bulk of the ballet was bolstered by Maia Makhateli’s excellent portrayal,
combining Kahlo’s vulnerability with fighting
spirit. The strongest dancing was found in her
duets with the ever-reliable James Stout as her
husband Rivera. Unfortunately, the rest of the
cast of 50 fared less well. Characters appeared
and disappeared without warning, while ensemble work resembled ritualistic skirt-waving and
repetitive tableaux-vivants. Some dancers doubled up in multiple parts, yet having first soloists and soloists in unchallenging dances and
sketchy roles felt like overkill.
For a production betting this heavily on visuals it was unfortunate that some of the designs
were dwarfed on the wide stage of the Amsterdam Muziektheater. Especially the
multifunctional black cubes, which cleverly
narrow down on Kahlo’s plight, might have
proven more effective in a smaller space. It
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didn’t help much either that some of the more tragic
events were hammered home in a manner which
left little to the imagination, for example during
Kahlo’s miscarriage which involves long red threads
and babies with death skulls, or the surgical intervention where two gigantic human spines hang over
the stage in ominous Jan Fabre fashion.
More is not necessarily better and somehow
we were reminded of Balanchine’s wise words
that “There are no mothers-in-law in ballet.” With
its emphasis on visuals, rather than offering choreographic depth or challenging roles besides the
main character, as a full-length production Frida
is far from ready to join the repertoire.
Marc Haegeman

Hamburg Ballet

Glass Neumeier
Die Glasmenagerie – chor. John Neumeier, mus.
Various
Hamburg (Germany), Staatsoper
John Neumeier has read Tennessee Williams and
created another one of his brilliant narrative ballets.
Neumeier was seventeen when he first saw The

Glass Menagerie by Tennessee Williams. He was
so fascinated that for many years he considered
how to turn the play into a ballet – as he writes
now, more than sixty years later, in the programme
notes for his new ballet Die Glasmenagerie. Indeed,
Tennessee Williams’ play is not top of the list
when it comes to choreography. Not only is it a
play for just four actors (while John Neumeier
needs to keep over sixty dancers of his Hamburg
Ballett busy), it is also a play about memories
and remembering. All episodes are remembered by
Tom Wingfield. He is the narrator and at the same
time sits at dinner table with his mother and his
physically impaired sister. All three of them are
enwrapped in their own private worlds: Amanda
Wingfield reminiscing about her youth in the South
with hordes of gentlemen callers; Tom writing poems; Laura playing with her collection of glass figures, the glass menagerie. When Amanda calls out
for Tom’s friend Jim as a potential gentleman caller
for Laura, the visit ends in disaster.
John Neumeier has transformed many seemingly dance-unsuitable topics and difficult musical compositions into great ballet. Die
Glasmenagerie, with music by Charles Ives, Philip
Glass, Ned Rorem and music fragments from the
play, is a fabulously-crafted ballet, following the
play’s plot and at the same time linking it to the
playwright’s life, meaningful and touching. This
is foremost thanks to the expressive, yet subtle
performance by Alina Cojocaru. As Laura, the

famous Rumanian ballerina dances on one pointe
shoe and on one with a heel. Most of the time
she limps through the room, but when her dreams
and desires are triggered off she flies away on points,
so light, so fragile and ephemeral. Wonderful.
John Neumeier relies on the fact that a dance
piece can tell different stories from different
moments in time simultaneously. He has acted out
what is told by the characters but also what is
not told. So we can see Laura in her typing lesson,
young Amanda dancing with her admirers and Tom
rushing at the warehouse. We also see him hanging
around in a gay bar. And like his sister, he is
attracted to Jim.
John Neumeier reads The Glass Menagerie as
an autobiographical play – as has been done by
many readers. His narrator is called Tennessee and
Laura has become Laura Rose, the second Name
taken from Tennessee Williams’s sister who was
mentally fragile, treated for schizophrenia, even
having undergone lobotomy. There are many
allusions to Tennessee Williams’s life in the text,
yet merging author and narrator/character seems a
bit risky – form a literary criticism point of view,
that is to say. As an artist John Neumeier is of
course free to use any ways of transformation to
make the ballet readable. And it works. Die
Glasmenagerie is constructed so masterly, with
such an experienced hand that we are tempted to
say: luckily Neumeier has waited so long to do it.
Lilo Weber

Left, Alina Cojocaru in “Glasmenagerie”, c. John Neumeier;
below, the Hamburg Ballet in a group photo (ph. K. West)
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English National Ballet

The other face of
English ballet
Le Corsaire – chor. Anne-Marie Holmes
after Marius Petipa and Konstantin Sergeyev,
mus. Adolphe Adam, Riccardo Drigo and
others
London, Coliseum
It has not always been an easy ride, but
English National Ballet has made it to its
70th anniversary and appears to be in the
best health it has had for a very long time.
Under Tamara Rojo, the company recently
moved into large purpose-built premises in
London’s East End and she has boldly set
it on a very clear artistic path mixing exciting
new work with important productions of
the classics – Rojo has just announced that
she herself will stage Raymonda later this
year, moving the action to the Crimea of
Florence Nightingale.
Le Corsaire is another example of Rojo
making up her company’s repertoire with
works which cannot be seen anywhere else
in the UK, and this ballet returned to
London’s Coliseum. It remains a handsome
production and the company throw
themselves body and soul into its ridiculous
caperings, relishing the ample opportunities
to give their all dance-wise.
Sight of a not-first-night performance confirmed the range of talent that ENB
possesses at present, exciting and interesting
young dancers drawn by the leadership and
its clear artistic dynamism. Rojo has
assembled a formidable team to ensure that
both technical and interpretative standards
are high in performance, and so it proved
in Le Corsaire. Shiori Kase is a delightful
performer, who sailed through the many
challenges of Medora, spinning like a top,
swift and graceful throughout but who also
took time to invest the role with character
rather than simply relying on her formidable
technique. She proved a perfect foil for guest
principal Brooklyn Mack’s rough-hewn,
manly Conrad, perhaps not the most precise
of dancers, but fearless in attack, and every
inch the pirate chief – one would relish
seeing him in some Soviet superman role,
such as Spartacus. A real highlight was the
famous pas de deux, here in Act II, and a
pas de trois involving Medora, Conrad and
Ali, his slave, a part taken by one of the
up-and-coming young dancers, Erik
Woolhouse, determined to make his
choreographic mark with exceptionally high
jumps and show-off spins.
If not everything is perfectly finished in
technical terms by some ENB dancers, they
possess a vitality and an evident enjoyment
to be dancing which are infectious and mark
them out from the classically more correct
Royal Ballet who can tend to blandness –
at ENB it is always live theatre. This was

Alison McWhinney, Brooklyn Mack, Julia Conway – English National Ballet: “Le Corsaire”,
c. Anna-Marie Holmes (ph. L. Liotardo)
amply shown in a celebratory anniversary
gala, featuring excerpts from the company
catalogue – no gala pas de deux, thank
goodness – and a full performance of Etudes,
the principal roles split up between all the
company principals which brought healthy
competition and genuine excitement to
Lander’s timeless showpiece. Happy
anniversary, ENB!
Gerald Dowler

Paul Taylor Dance Company

Paul Taylor after Paul
Taylor
Dust – chor. Paul Taylor, mus. Francis Poulenc;
Private Domain – chor. Paul Taylor, mus.
Iannis Xenakis; Piazzola Caldera – chor. Paul
Taylor, mus. Astor Piazzola, Jerzy
Peterburshky
New York, Lincoln Center, David H. Koch
Theater
Of all the great master choreographers of
American modern dance, Paul Taylor was probably the most eclectic and syncretic; and – as
a dancer – the most athletic. During the years
in which he was dancing with the Merce
Cunningham Dance Company and the postmodern rebels, he experienced first-hand the
liberty inherent in an independent idiom; from
his work with Martha Graham he learnt the
expressive force that comes from the tension
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Paul Taylor nel 1964
(ph. Jack Mitchell)

between torso and legs. And then, when George
Balanchine created a role for him in Episodes,
he absorbed the richness of classical ballet.
Taylor used a bit of everything, from simple walking to highly complicated dancing. And
his 147 ‘dances’ (as he himself used to call them
with simplicity), created between 1954 and
2018 (shortly before his death at 88 years of
age), nonchalantly feature a range of styles, from
abstract to dramatic works.
Last winter his company’s regular New York
season, which used to be held initially at City
Center and afterwards (as from 2012) at the
David H. Koch Theatre in the prestigious Lincoln Center, featured various programmes which
highlighted Taylor’s versatility – at times serene, at others wild, yet always poetic.
The programme I saw was made up of three
works which span thirty years of Taylor’s long
career.
Created in 1977, Dust conveys latent anxiety and is one of Taylor’s bleakest works. Nine
dancers, their bodies stiff and their feet flexed,
cross the stage as if they were trying to escape from some looming menace. At times they
tremble and shake with nervous spasms as if
they were being subjected to electric shocks.
Taylor used to describe this creation as “a subconscious stream of action that just bubbled
up”; it denotes a pessimism rarely found in
other works of his.
Private Domain from 1969 is, on the other
hand, a more eclectic work and probably had
a certain significance for Taylor seeing as it’s
also the title of his autobiography, published
in 1987. Yet Private Domain too is an unusual work coming from a sunny, fun-loving choreographer like Taylor. While not distressing
in mood, it is nevertheless quite tense. The
dancers are often at ground-level and their jerky
and angular movements reveal the influence of
Graham. The set by painter Alex Katz, consisting in big mobile panels behind which the
dancers keep disappearing, contributes to Private Domain’s strange atmosphere.
Piazzola Caldera shows us Taylor’s spe-

cial talent for capturing the essence of things
without in actually performing them. Indeed,
the dancers don’t actually tango to Astor
Piazzola’s sophisticated music but, rather, suggest its perfume. Taylor is not so much interested in tango steps as he is in its beginnings
and he seeks to evoke the atmosphere of where
this dance originally saw the light: the lowlife
bars of Buenos Aires which exude working class
camaraderie, but also loneliness and the sexual
tension alluded to from the minute a group of
men enter the stage and stare at a group of
women.
The Paul Taylor Dance Company was dynamic and athletic in this somewhat unusual
bill sourced from the choreographer’s wide-ranging oeuvre. As well as “determined to further
Paul Taylor’s vision (…) to honor past dance
makers and encourage future artists”, as the
company’s current Artistic Director Michael
Novak has remarked.
Sonia Schoonejans

The Royal Ballet

Osipova is Tatiana
Onegin – chor. John Cranko, mus. Pyotr I.
Tchaikovsky
London, The Royal Opera House, Covent
Garden
A revival of John Cranko’s omnipresent
Onegin is not news, even in London where it
has not been seen for some time, but a performance by Natalia Osipova as Tatiana most
certainly is. The Russian star is, however, so
unpredictable as an artist that it was anyone’s
guess whether it would be a triumph, like her
Giselle, or just plain wrong, like her Aurora;
in reality, it fell somewhere between the two.
No one could deny the power and sheer brilliance of her final scene where she has to choose
between respectability and her husband’s deep

Paul Taylor Dance Company: “Dust”, c. Paul Taylor (ph. P. B. Goode)
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Natalia Osipova – The Royal Ballet:
“Onegin”, c. John Cranko (ph. T. Kenton)

affection and the rekindling of her youthful
passion, so cruelly rebuffed.
Osipova charted the stormy waters of this
final pas de deux to perfection, making it a
nail-biting climax to the narrative. Her Tatiana
in earlier scenes was not on a par. Not that
she had not thought about the character of
this bookish provincial girl caught up in the
whirlwind of an adolescent infatuation, but
she struggled to convey the considerable detail
she gave her character across Covent Garden’s
footlights. It simply didn’t project. It also
served to break up the flow of her dancing,
so that her desperate solo at her birthday
party became a series of almost unconnected
movements, the choreography robbed of
flow. Her pas de deux, real and imagined, with
the object of her desire Onegin, were expertly
delivered and she could be confident of the
strength and sure hands of Reece Clark, a
newly-promoted First Soloist who discovered
he was to dance Onegin and to partner Osipova
only a matter of days before owing to the
withdrawal of Vadim Muntagirov who
declared that he did not feel ready quite yet
for the task. Muntagirov’s initial casting had
been, in any case, one of the strangest
decisions of recent times at The Royal Ballet – at present, he is a natural Lensky.
Still, while Clark, tall, dark and handsome,
cut a fine figure in black he lacked the haughty
froideur needed – further experience of the
role will allow him to deepen his portrayal.
The finest performance of the evening was
by Matthew Ball as the poet Lensky. This
young principal seems to develop and mature
at every performance. He is a naturally gifted

São Paulo Dance Company

Brazil, land of fire and
energy
Agora – chor. Cassi Abranches, mus
Sebastian Piraces; Mamihlapinatapei –
chor. Jomar Mesquita, mus. South
American songs; Odisseia – chor. Joëlle
Bouvier, mus. Heitor Villa-Lobos, Johann
Sebastian Bach
Antibes (France), Théâtre Anthéa (Festival
de Danse de Cannes)

Reece Clarke, Matthew Ball
The Royal Ballet: “Onegin”, c. John Cranko
(ph. T. Kenton)

actor and brought detail and nuance to the role
– his is more a disappointed and confused
Lensky, rather than the hothead some opt for,
which complemented perfectly his legato dancing resulting in a pre-duel solo of melting beauty,
his line pure and noble, every gesture imbued
with sorrow and despair. A memorable performance indeed.
Gerald Dowler

If we were to define the spirit of the
young São Paulo Dance Company we could,
without fear of getting it wrong, use the
words vitality and versatility. Indeed, this
30-strong company established in 2008 by
the State of São Paulo (Brazil) has a varied
repertoire which is continually getting beefed
up with new productions; these showcase
the virtuoso qualities of its dancers who were
classically-trained with, as a “plus”, that
typically Brazilian sway. The programme
presented at the Festival de Danse de Cannes
consisted of three works that showed off
the creative energy of this troupe. Not
forgetting that their director, Inès Bogéa,
used to dance with Grupo Corpo, a
Brazilian company that became famous
thanks to these very same qualities.
The evening kicked off with Agora
(“Now”), the latest creation by Cassi
Abranches, a young Brazilian choreographer
as yet fairly unknown in Europe. Time is
the theme of this short work, various aspects
of which are explored, such as musical tempo
or even meteorology (in Portuguese the word
for “time” is the same as that for “weather”
– translator’s note). In other words it’s a
playful piece, bursting with energy, and it

would be pointless to try to look for deep
thought here: it’s just good entertainment.
The next piece, equally energetic yet more
elaborate, was by Jomar Mesquita, an upand-coming figure on the Brazilian
choreography scene who is a regular with
the São Paulo Dance Company. It is entitled
Mamihlapinatapei, an Amerindian (the
language spoken by the indigenous
inhabitants of Tierra del Fuego) word which
is hard to translate and describes a situation in which two people would like to say
the same thing but haven’t got the courage
to say it. The work is humorous and slightly
sarcastic, conveying the crescendo of desire
that radiates from traditional dances like the
forro, the matchiche and, naturally, the
samba. Mesquita ‘deconstructs’ these
dances and creates a sweetly humorous and
sensual work, perfectly suited to the joyful
temperament of the four couples.
The last piece, Odisseia, is a speciallycommissioned work by Joëlle Bouvier, a
Swiss choreographer who is now pursuing
an independent career after she and Régis
Obadia had, from 1990 to 2010, been a
defining duo on the French Nouvelle danse
scene. Bouvier takes Odysseus’ journey,
narrated by Homer, as her point of
departure and goes on to tell the tragedy
of migrants who attempt to cross the Mediterranean in order to reach Europe. While
this theme is hardly original (indeed it’s one
of most hackneyed subjects by European
choreographers today), Bouvier approaches
it from an original angle, viewing it as an
epic: she uses gravity cleverly and groundbased movement to convey the fragility of
their destinies. As a soundtrack, she has put
together an efficacious, albeit audacious,
string of music which ranges from Heitor
Villa-Lobos’ Bachianas Brasileiras to the
St Matthew Passion by Johann Sebastian
Bach.
Sonia Schoonejans

São Paulo Dance Company: “Agora”, c. Cassi Abranches (ph. S. Machado)
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La Scala Ballet: “Sylvia”, c. Manuel Legris (ph. Brescia/Amisano)

La Scala Ballet

Sylvia arrives at La
Scala
Sylvia – chor. Manuel Legris after Louis
Mérante, mus. Léo Delibes
Milan (Italy), Teatro alla Scala
Mythology and classical tradition, the
grandeur and legend of French ballet. The
choreographic version of Sylvia by Manuel
Legris (choreographer, as well as co-author,
together with Jean-François Vazelle, of the

dramaturgy and libretto) is a joint production between La Scala and the Wiener
Staatsoper. After debuting in Vienna in 2018,
it reached La Scala as the Milanese theatre’s season opened.
Manuel Legris is a former étoile of the
Paris Opéra (he was launched by Nureyev),
later becoming artistic director of the Vienna
Opera Ballet, a post he held until quite
recently. During rehearsals in Milan he
established a cordial relationship with La
Scala’s ballet company which climaxed in
his being nominated as their next director.
This outcome seems suggestively reflected
in the ballet itself whose origins show an
Italian/French synergy embracing literature,
music and dance. The mythological ballet,

inhabited by demigods, amazons, nymphs,
shepherd boys and satyrs, where universal
and eternal values such as love and power
triumph, is based on pastoral poem Aminta
by Torquato Tasso (1573): the ballet was
first performed at the Paris Opéra in 1876,
with choreography by Louis Mérante (who
came from an Italian family of dancers), to
the wonderful score by Leo Délibes and with
Italian ballerina Rita Sangalli in the title role.
Mérante’s original choreography was reworked last century by Léo Staats, Serge
Lifar, Violette Verdy and Lycette Darsonval,
all versions that Legris was able to see while
he was studying at the Ballet School of the
Paris Opéra.
In Milan the ballet was, deservedly, a huge
success: it was not just mythology with a
contemporary touch but, above all, a vibrant
example of how it is still possible to dance
works of the past without setting them in
sterile “historical” plaster which is agony
for the public. Instead, using good taste,
craftsmanship and theatrical timing, Legris
succeeded in blending the essence of the 19thcentury grandeur inherent in Mérante’s
original with the Russian tradition revived
by Rudolf Nureyev in lavish ballets such
as Raymonda and La Bayadère; as he has
demonstrated with his Sylvia, Legris is the
supreme heir of this influence. He has
retrieved the Parisian splendour and re-assembled the material according to modern
criteria and tempi; he has taken the best from
the Nureyev repertory and meticulously
untangled all its choreographic knots.
Legris has done an excellent job with La
Scala’s company which looked at home in
this full-blown ballet despite being new to
it. Martina Arduino in the title role deployed
technique, radiance and personality; she was
partnered by a fine Claudio Coviello. Luisa
Spinatelli reconstructed the Arcadian world

Martina Arduino
La Scala Ballet: “Sylvia”,
c. Manuel Legris
(ph. Brescia/Amisano)
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La Scala Ballet: “Kammerballett”, c. Hans van Manen (ph. Brescia/Amisano)

of Sylvia taking her cue from the three elements, water/fire/air (as suggested by the
three acts): her designs are classy, artistic
and inspired, unique as always, with the
scenery hand-painted on gauze that leaves
centrestage free without getting in the way
of the dancing and that, when lit from
behind, creates enchanted atmospherics; the
costumes are light and gauzy, thus making
the dancing impalpable.
Valeria Crippa

Van Manen and Petipa
at La Scala, the
(slightly) odd couple
Adagio Hammerklavier – chor. Hans van
Manen, mus. Ludwig van Beethoven; Le
Combat des anges – chor. Roland Petit, mus.
Gabriel Fauré; Kammerballett – chor. Hans
van Manen, mus. Kara Karayev, Domenico
Scarlatti, John Cage; Sarcasmen – chor. Hans
van Manen, mus. Sergei Prokofiev; Le Jeune
Homme et la Mort – chor. Roland Petit, mus.
Johann Sebastian Bach
Milan, Teatro alla Scala

Instead, Van Manen’s stakes were on La
Scala’s young dancers: being the keen troupe
it is today, La Scala Ballet really did succeed
in taking on board, crisply and neatly, his
unusual approach to the plasticity of the
dancer, to moods and to love. Solos and duets
(including the competitive and sarcastic
Sarcasmen) and ensembles (viz.
Kammerballett) provided an accurate
sampling of the Dutch choreographer’s
style.
Pleasing sensuality wafted through the air
both during Roland Petit’s Le Combat des
anges, a vigorous, mirror-like male duet be-

tween Good and Evil taken from Proust, ou
les intermittences du coeur, and during Van
Manen’s aforementioned erotic boy/girl duet
Sarcasmen which was perfectly
accompanied onstage by pianist/actor James
Vaughan.
It’s a shame that La Scala stage is high
up and distant, whereas Van Manen choreographies work best in theatres with raised,
tiered rows, with the dancers lower down
and closer so that spectators are able to pick
up the intimistic flavour of the Dutch
master’s choreographies.
Elisa Guzzo Vaccarino

Nicoletta Manni, Roberto Bolle – La Scala Ballet: “Le Jeune Homme et la Mort”,
c. Roland Petit (ph. Brescia/Amisano)

Two extremely different choreographers,
one of them ‘pure’, the other ‘literary’: on
one hand a pragmatic, scathing, 80-year-old
Dutchman; on the other hand, a Frenchman
and a great story-teller who passed away
in 2011 at the age of 87. Their works made
up a mixed bill at Teatro alla Scala, Milan,
the common factor being chamber music, in
line with a specific project of the host
theatre which has been investing heavily on
this musical/choreographic genre and
featuring it all of its season programmes.
Roland Petit is a regular name that often
features on La Scala’s programmes; Hans
Van Manen’s name is much less frequent.
Petit was able to count on the appeal of
Roberto Bolle in Le Jeune Homme et la
Mort, with a libretto by Jean Cocteau (1946);
Bolle was well-paired with Nicoletta Manni,
in turn well-suited to the role of the desired
woman who becomes his Death.
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Ksenia Shevtsova – Stanislavsky Ballet, Moscow: “Giselle” (ph. K. Zhitkova)

Stanislavsky Ballet

Giselle according to
Laurent Hilaire
Giselle – chor. Jean Coralli, Jules Perrot, Marius
Petipa, Laurent Hilaire, mus. Adolphe Adam
Cannes (France), Palais des Festivals (Festival
de Danse de Cannes)
At a festival monopolised by contemporary
dance, the presence of the Stanislavsky Ballet
Theatre from Moscow was the exception and
constituted one of the highlights, especially since
the Russian troupe hadn’t appeared in France
for over sixty years and on this occasion offered
a particularly interesting Giselle.
After the Bolshoi of Moscow and the Mariinsky
of St Petersburg, the Stanislavsky Theatre Ballet
of Moscow with its 120 dancers is one of Russia’s
most famous companies; Laurent Hilaire has been
at its helm since 2017 and is thus the first
Frenchman to lead a Russian company, after
Marseilles-born Marius Petipa. Hilaire is infusing
the troupe with a certain elegance and is trying
it to raise it to a level of excellence. After all, his
own career began at the Paris Opéra under Rudolf
Nureyev’s directorship who raised Hilaire to
danseur-étoile status and coached him in most
of his big roles, especially Albrecht in the Giselle
that was restaged at the Opéra by Patrice Bart

and Eugene Polyakov.
Instead, for this Giselle Hilaire used the Vladimir
Bourmeister version in the Stanislavsky Theatre’s
repertoire, reworked the mime scenes and inserted
some variants in the waltzes and the Peasant pas
de deux. But Hilaire’s real plus was to get the
dancers to perform the story in a truly natural
way without being overwhelmed by this
masterpiece. And his achievement was the
interpretations he succeeded in drawing out of
his dancers. His Giselle is logical, coherent, devoid
of clichés and thus ascends to artistic veracity.
As happens in a Chekhov play, each character is forgiven – including the rejected lover
Hilarion, danced by Georgy Smilevski, for whom
we feel the same sympathy as for Albrecht the
beloved, danced by Ivan Mikhalev. The latter
delivers a fine rendering of the ambiguity of the
two-faced prince. Queen Myrtha (Maria Bek)
displays breathtaking balances and tempers her
moments of implacable sway with others of
vulnerability, as if she understood Giselle’s love
for Albrecht. As Giselle, Oxana Kardash’s
interpretation is sensitive, as if she were drawing
from memories of her own sentiments.
Watching this version of Giselle, which is so
very human and meaningful, our impression is
that the Stanislavsky Ballet is guided by the
teachings of the great Russian theatre practitioner
Konstantin Stanislavsky (after whom the company
takes its name) that truth on stage is the art of
experiencing.
Sonia Schoonejans
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Teac Damsa

Keegan Dolan’s
inventiveness
Mám – chor. Michael Keegan Dolan, mus.
Cormac Begley and ‘s t a r g a z e’
London, Sadler’s Wells Theatre
Michael Keegan Dolan continues to impress with both his unfailing inventiveness
and his highly developed understanding of
theatre. His latest creation, Mám, is no
exception to the above: an intriguing,
entertaining and, at times, exhilarating evening
which exists at many levels and successfully
explores the essence of ‘Irishness’. The
setting, a raised back stage with a huge ripple
fold curtain, immediately takes us to the
world of village halls and community rooms
and the twelve-strong cast, initially dressed
in their black Sunday best, disport themselves
in a dizzying combination of movement
styles. It is all not a million miles away from
the world of Pina Bausch with its chairs, moments of frenzy and screaming dancers; but
what makes this pure Keegan Dolan is an Irish
lightness of touch and an understanding of how
to entertain an audience. Thus, the music, provided by concertina virtuoso Cormac Begley and
later also by the quirky German instrumental

ensemble ‘s t a r g a z e’, is highly enjoyable,
often uplifting, the dancing often fast and furious,
sometimes very funny.
The meaning of Mám is opaque, but it
might be that the black-clad cast at the work’s
opening are there for the wake of a little girl
laid out on a table, dressed in her white
communion best (before their appearance
behind the curtain, she is watched over in
silence by a seated man with a huge ram’s
head – a typically Keegan Dolan touch which
is both unsettling and deeply mystical). As
the work progresses, the girl is resurrected
and she and the others slowly divest
themselves of the trappings of social
convention – they finish hair loose, barefooted, ties and mourning lace discarded. Are
we travelling back in time? Certainly the girl
at one moment seems to acquire a mother
figure and be cradled, baby-like in her arms.
But narrative logic does not seem to underlie
it all, try as we might to find it; that is far
less important for Keegan Dolan than the
creation of striking movement and potent
stage atmosphere and so the dancers run the
gamut of emotions in an amalgam of
vernacular, contemporary, social and ethnic
movement, an indefatigable group of artists
who bring flavours of community, of ritual,
of intimacy to all they do. It all ends with
an evocation of the elemental forces which
shaped Ireland: the wind and the sea, the little
girl standing on her table, she and the cast
assailed by the roar of waves and the blast
of half a dozen wind machines, they and their
essence at one with their past... Mám feels
rather like a wake at the edge of time.
Gerald Dowler

Staatsballett Berlin

Dancers in fur
LIB – chor. Alexander Ekman, mus. Various;
Half Life – chor. Sharon Eyal, Gai Behar, mus.
Ori Lichtik; The Second Detail – chor. William
Forsythe, mus. Tom Willems
Berlin, Deutsche Oper Berlin
The female principals of the Staatsballett
Berlin are letting their hair down. The Swedish
choreographer Alexander Ekman has created
a piece LIB in collaboration with Charlie Le
Mindu. The French hair artist, who prefers
to be called “coiffuriste”, has created wigs,
costumes and hair installations for catwalks,
theatre performances and pop stars like Lady
Gaga. Now he has dressed the female dancers
in hair that seems to grow with every entrance. Except for the only male dancer in
the piece. Johnny McMillan rolls head-overheels over the stage and back, hidden under
fur and looking like Chewbacca from Star
Wars.
The principals, Ksenia Ovsyanick, Elisa
Carrillo Cabrera, Polina Semionova and Soloist Aurora Dickie enter one by one, dressed
in nude leotards. They prepare for the exercise
– some jumping or going around on pointe
with a smile that turns sour. Their movements
freeze, are slowed down as they scrutinise
each other, but they also get distracted by
this Yeti coming and rolling around their legs.
When they enter a second time, hair has grown
on their arms and breasts, some of them

looking like eagles, others like strange goats.
Their movements change, with arms flickering,
torsos shaking, bodies loosening – rocking
all over the world to “Hold On” by John
Lennon and other songs by Talking Heads
and Maverick Sabre. “LIB yourself from the
system, social norms or the habits you have
been used to most of your life” – Alexander
Ekman exhorts in the programme notes. And
this is what the four ballerinas do. At the
end of their LIB they sit on the stage smiling
to the audience.
Their ballet is fun. Yet, the topic, liberation
from academic dance, is not entirely new.
And there would seem to be more potential
in everything Alexander Ekman has worked
with: the hair art, the pop music – and above
all in these wonderful female dancers. But
never mind, the audience raves over it.
As it does over the second piece of the
evening: Sharon Eyal and Gai Behar’s Strong.
It is just what it is called: strong. Last year
Johannes Öhman introduced the Israeli
choreographer to the Staatsballett Berlin and
her Half Life from 2018 became a great hit
with audiences. Strong is even stronger,
working more with ballet movements while
using the usual clubbing and voguing material
Sharon Eyal and Gai Behar have researched
in clubs. 17 dancers in a horde of clubbers,
almost painfully identical – yet there is the
odd dancer that breaks ranks, again and again.
This is where movements are explored, where
some sense of identity is created, taken over
by the mass as soon as it has emerged. This
is unsettling, creating a maelstrom – we are
not sure whether it is a good idea to follow.
Lilo Weber

Ksenia Ovsyanick – Staatsballett Berlin: “LIB”, c. Alexander Ekman (ph. J. Battisti)
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New Adventures

The Red Shoes are back
The Red Shoes – chor. Matthew Bourne, mus.
Bernard Hermann
London, Sadler’s Wells Theare
Matthew Bourne is simply in love with the
past, its glamour, its larger-than-life characters
and its chic; so it was no surprise that in 2016
he turned his attentions to creating a stage version of Michael Powell and Emeric Pressburger’s
film of the same name, a film which, having
appeared in 1948, inspired generations of dancers
and audiences alike. With a narrative centred
on a thinly-disguised Ballets Russes company
and its tyrannical leader, it featured several stars
of the ballet world at the time – Léonid Massine,
Ludmila Tchérina, Robert Helpmann – and made
Moira Shearer a household name.
Bourne’s version is made with love and respect for what and who were legends of the art
form, his evident relish at being able to pay
homage to them clear from beginning to end in
what is a deeply entertaining and satisfying show.
Taking up his usual six-week Christmas residency
at London’s Sadler’s Wells Theatre this year,
Bourne chose to revive The Red Shoes for the
first time and it emerged every bit as inventive
as one remembered, the multiple changes of
location – from London to Paris and MonteCarlo, from ballet studio to bedroom and opera
house – brilliantly effected by Lez Brotherston’s
ingenious set, dominated by a huge, moving
theatre proscenium arch. As one would expect,
Bourne brings far more ballet to his normal
choreographic amalgam of modern, social and
vernacular movement, and it was gratifying to
see his current dancers launch so confidently
into movement which would have stretched some
in the past – this was nowhere more apparent
than with Jackson Fisch, a young, slim Australian
who brought impressive technique to his
performance as Ivan Boleslawksy, the Ballet
Lermontov’s principal male dancer, as well as
clear acting talent.
An evident draw at this revival was the casting of the role of Boris Lermontov, the obsessive
company leader modelled on Serge Diaghilev,
no less, and played with such intensity in the
film by Anton Walbrook. Bourne finally manLiam Mower and Ashley Shaw in The Red
Shoes by Matthew Bourne (ph. T. Kenton)

Cannes Jeune Ballet: “Couz”, c. Emanuel Gat (ph. N. Vu Dinh)
aged to bring Adam Cooper back to dance with
his company New Adventures; in 1995 Cooper
was the creator of the Swan in the choreographer’s best-known creation, the ‘male’ Swan
Lake, the first to wear those famous feathered
breeches, the first and arguably the best interpreter of the role. Since the Swan and his career at The Royal Ballet, which included a fruitful artistic pairing with Sylvie Guillem, Cooper
has continued to perform and to direct and enjoys a busy career, so it was something of a
coup to secure him for some of the London
performances. He brought real intensity and
power to the role of Lermontov, dominating the
stage with measured and focussed movements,
fully understanding the effect of stillness.
The Red Shoes may not be quite as popular
as some of Bourne’s other works – it is, frankly,
too ‘balletic’ for some – but it is one of his
best, crammed full of clever references and made
with genuine love and admiration for the icons
of 20th-century classical dance. Vaut le détour.
Gerald Dowler

Cannes Jeune Ballet

Four pieces for 14
youngsters
Michelle Eduardo Simone – chor. Arthur Perole;
Rencontres – chor. Filipe Portugal; Idôle(s) –
chor. Émilie Lalande; Couz – chor. Emanuel Gat
Cannes (France), Théâtre Croisette (pour le
Festival de Danse de Cannes)
It was wise of Brigitte Lefèvre, the artistic
director of the Festival de Danse di Cannes
which is held at the end of Autumn every two
years at the Palais des Festivals and in other
venues in Cannes and vicinity, to include an
evening with the “Cannes Jeune Ballet” in the
last programme. It was also a befitting tribute
to a local celebrity in Cannes, the great American
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ballerina Rosella Hightower who devoted her
life to the famous school she established on
the French Riviera when her stage career was
over. The young company in question is made
up of the senior students of this school, now
called Pôle National Supérieur de Danse Rosella
Hightower and directed, with a combination of
grace and strictness, by Paola Cantalupo.
The Festival’s programme too modestly describes the Jeune Ballet as one of the school’s
educational tools. In actual fact what we saw
was something more than that, it’s a real show
featuring young dancers in three creations (one
of which by an already established
choreographer, Portuguese Filipe Portugal, plus
a demanding work for 14 dancers by
internationally-established Israeli choreographer
Emanuel Gat).
Couz was created by Gat in 2017 using music
by Yann Robin and Art of Metal II; the choreographer describes the work as “an experiment with real time choreography and the
elaboration of mechanics relating to choreography as an event being assembled in real
time”, i.e. the moment in which it is being performed. It’s a demanding piece but the girls
and boys of the Cannes group take themselves
seriously as live onstage creators and the result is indeed interesting, perhaps thanks to
their youthful eagerness and “purity” which
are plain to all.
The creations by Arthur Perole and Emilie
Lalande reveal the inexperience of these two
young choreographers but must be viewed as
a phase (yes, in this case ‘educational’ is the
appropriate word) in their own development
and in that of their interpreters. Rencontres by
Filipe Portugal, a principal dancer with the
Zürich Ballet, is much more interesting. Portugal
uses classical technique naturally, playfully, as
he unfurls a string of encounters that aren’t
lacking in choreographic inventiveness. An
indispensable dimension for dancers on the verge
of entering the professional world.
Alfio Agostini

tugal’s Catarina Pires, a pupil at the Tanz Academy of Zürich, winner only of the Audience
Favourite Prize, although by rights she could
have reasonably aspired to much more.
Every year – and we say the same, year in,
year out – the Prix de Lausanne proves itself
to be a model competition. In the first place,
thanks to the quality of its participants: 25
different nationalities, some chosen during the
heats in Asia, in South America and (for competitors from Europe) Lausanne. Secondly,
because (almost on the margin of its four dayduration) it gives participants an invaluable exCarolyn Carlson receives the Lifetime
Achievement Prize (ph. G. Batardon)

The prize-winners of the Prix de Lausanne 2020 (ph. G. Batardon)

Double winnings at the Prix de Lausanne
For the fourth time in its history, the Prix
de Lausanne moved from its home city. After
previously being held in New York, Tokyo and
Moscow, this time it relocated to Montreux
(just a few minutes’ drive from Lausanne)! The
move was due to the fact that the usual Lausanne
venue, the Palais de Beaulieu, was closed for
revamping. Nevertheless, the competition was
up to par with a total of 77 admitted competitors, a week’s work under the eyes of a
high-level jury presided over by the director
of La Scala Ballet, Frédéric Olivieri, and a final gala that was exhilarating from beginning

to end and further boosted by the presence of
Carolyn Carlson who received the Lifetime
Achievement Prize.
As is always the case, some come away
happy, others sad. One of those finalists who
has reason to rejoice is 17-year-old Italian
dancer Marco Masciari who won both a Scholarship Prize and the Contemporary Dance
Award: once again, and indeed for the third time
running, a pupil from the Académie Princesse
Grace de Monte-Carlo (where Masciari studies) placed first. On the other hand, among
those who came away disappointed was Por-

“Andante Ballabile”, a work by Mauro Bigonzetti for some of the young dancers competing for the Prix de Lausanne
(ph. G. Batardon)
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perience allowing them to be trained
by leading lights such as Élisabeth
Platel, director of the Paris Opéra
Ballet School, Patrick Armand,
director of the San Francisco Ballet
School, and Nicolas Le Riche, director
of the Royal Swedish Ballet. It’s only
on the last two days that the competitors get into the full swing of the
competition and present their classical variations and contemporary
solos in a bid to win a scholarship.
This year’s sole Swiss candidate
had to step out of the contest so the
Best Swiss Candidate Award (for
which also those studying in Switzerland are eligible) went to Romanian Matei Holeleu of the Theater
Basel School; his contemporary solo
was by Heinz Spoerli, to music by
Colin Vallon.
15-year-old American Ava
Arbuckle was a double awardee,
winning both the Nureyev Foundation Best Young Talent Award, as
well as a Scholarship Prize; she gracefully and effortlessly performed Le
Réveil de Flore (Petipa) and Abstract,

a solo by Jean-Christophe Maillot that requires
oomph, rigour and clout. Two Brazilians from
the same school also snapped up prizes: 15year-old Vitor Augusto Vaz and 17-year-old
Joao Vitor Santana. The former wowed, literally
flying in Harlequinade (Petipa), while the latter
was magnificently supple and expressive in
Chroma by Wayne McGregor. With her
beautiful lines, Korean Chaeyeon Kang shone
with regal grace in Paquita, dispensing furtive
and sharp movements in Abstract. Also from
Asia were two Chinese dancers: Lin Zhang was
breathtaking in Giselle, ronds de jambe en l’air
diagonals included; Yuyan Wang was very lyrical
in a solo from Rossini Cards by Mauro
Bigonzetti which won her the Web Audience
Favourite Award.
Mauro Bigonzetti (himself a former Prix de
Lausanne awardee) created Andante Ballabile
, to music by Tchaikovsky, in just eight days;
it was performed after the interval by 26 young
dancers selected in 13 schools that are twinned
with the competition. A profusion of intelligence, creativity and musicality. The Royal
Ballet School of London also performed during the intermezzo (two pieces by Ashley Page
and Frederick Ashton, respectively): another
enjoyable moment as watching such fresh, talented and committed young artists gives great
pleasure.
But the climax of the evening was when the
director of the Prix, Kathy Bradney, honoured
Carolyn Carlson with the Lifetime Achievement
Award. Now 77, this extraordinary dancer/
choreographer continues to exude allure and,
inspired, improvised words and movements that
those presents aren’t going to forget easily.
Jean Pierre Pastori

A few of this year’s prize-winners:
Ava Arbuckle (above left)
João Vitor Santana (centre)
Matei Holeleu (left)
Marco Mascari (above right)
(ph. G. Batardon)
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MultiMEDIA

Anna Osadcenko – Stuttgart Ballet: “The Sleeping Beauty”, c. Marcia Haydée

WEB

Tulsa Ballet in “Tchaikovsky: The Man Behind the Music”, c. Ma Cong (ph. K. Luber)

Dance goes virtual in
times of confinement
As we go to print, the health emergency that
has hit Europe and the world seems particularly alarming and calls for drastic measures.
These have included closing theatres and cancelling cultural events (with approaches varying slightly from country to country), making
the dates of many of the shows announced in
this issue somewhat uncertain.
Having had to cancel or postpone performances (according to various timescales, as per
the decrees enacted by the single governments), some theatres and companies have
been posting videos of shows from past
seasons on their websites: a sort of “smartwatching”, so to speak, which allows one to
enjoy art, culture and shows at home during
the lockdown; initiatives similar to those by
the big museums (from the Uffizi of Florence,
the Vatican Museums, the Prado of Madrid,
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the Louvre of Paris, the Archaeological
Museum of Athens, to the Hermitage of St
Petersburg) that one can now visit sitting
comfortably at one’s computer at home. Of
course, virtual tours or watching (recorded)
shows online isn’t the same as the real thing,
but they are excellent initiatives for bringing
art into the home, particularly at a moment
in history when so many of us are in isolation:
especially seeing as all that is needed in an
internet connection.
The Stuttgart Ballet, for example, has
launched its “Stuttgart Ballet@Home” and is
offering fans a series of videos-on-demand of
its productions, available for a period of time
either on their YouTube channel or website;
the list will be updated periodically for the
duration of the emergency.
As we go to print, other companies are doing the same thing, namely: the Paris Opéra
(offering their Nureyev version of Swan Lake),
La Scala Milan, Teatro San Carlo in Naples,
The Bolshoi Theatre of Moscow (offering ballets, operas and concerts); some others, such
as the Staatsballett Berlin, provide links to
excerpts from their shows and, especially,
to rehearsals, on YouTube. At the other end
of the world we’d like to mention the Tulsa
Ballet (Oklahoma, USA), an enterprising
company directed by Marcello Angelini, which
is streaming a full-length ballet performance online
of their hit from last year: Tchaikovsky: The
Man Behind the Music. Not to mention the
leading US companies, such as New York City
Ballet and American Ballet Theatre, who are
streaming their classes, projects and shows online.
It’s likely that if the emergency lasts, many
theatres (including the smaller ones) will start
planning ‘virtual seasons’ to replace the ‘real’
ones. You’ll have to check the websites of the
various ballet and contemporary dance companies to keep track of their on-demand or
streaming offerings until such a time as the situation gets back to normal, theatres reopen and
seasons resume.

Misty Copeland

Misty, classic black. Misty Copeland, who
recently stirred a debate on social media
calling out the Bolshoi Ballet of Moscow’s
production of La Bayadère as “racially insensitive” for using white female dancers
in black face/body paint, has been
advertising her online masterclass where she
“teaches ballet technique and artistry”.
MasterClass is the name of a series of
classes on various subjects, streamed by
top-notch tutors such as Serena Williams
for tennis and Anna Wintour for fashion.
In the trailer Misty tells how she experienced a lot of hardships as she didn’t start
ballet until she was 13, and that, because
of the colour of her skin, she went through
a difficult time in rising through the ranks
to reach the peak of her profession as a
principal at American Ballet Theatre.
She proposes “a new training regime that
emphasizes quality of movement over
quantity of repetitions” and demonstrates
in 17 lessons her “technique and approach
to delivering powerful and inspired
performances (...) to embrace who you
are”. The objectives are: “power, grace,
fitness”.
The invitation is to join up online with
this history-making ballerina who broke
ballet’s glass ceiling. On YouTube: https:/
/www.youtube.com/watch?v=
IQQZNWq0n68&t=4s
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Fashion and dance. Blanca Li is a Spanish-Parisian multitalented creator of many shows,
performances, flash mobs, films and videos; she
is friends with film director Pedro Almodóvar and
recently did the choreography for Jean-Paul
Gaultier’s latest fashion show Joyeux Bordel at
the Théâtre du Châtelet in Paris (see the photo
below), which featured highly glamorous guests/

friends, such as Mylène Farmer, Béatrice Dalle,
Farida Khelfa, Amanda Lear Coco Rocha,
Dita Von Teese, Irina Shayk, Gigi and Bella
Hadid, Rossy de Palma and Boy George.
Newspapers are currently featuring photos of
“Nato per volare” (Born to Fly) Adrian Clay,
principal of America’s top company New York
City Ballet, wearing a smart, classy, bespoke
suit in an Estrato textile.

Ballerinas from La Scala, Milan are among the
numerous girls who have posed for artist Vanessa
Beecroft who is famous for her still life groups of
different-looking people standing uniformly. These
photos were commissioned by down jacket maker
Moncler and were shot in the Galleria Vittorio
Emanuele II, Milan (see the photo below).

Ballerina: Fashion’s modern muse, an exhibition organised by Patricia Mears, opened
in February at the Museum at FIT (Fashion
Institute of Technology, New York) (see
the photo below). Originally supposed to run
until 18 April, it is now closed due to the
lockdown but can be visited online at https:/
/exhibitions.fitnyc.edu/ballerina/.
Exhibits include evening gowns by Gabrielle
“Coco” Chanel, Christian Dior, Pierre Balmain
and Charles James, sandwiched between a selection of tutus worn by ballerinas such as Anna
Pavlova and Margot Fonteyn, as well as innovative costumes designed by Christian Bérard
for the Ballet Russe de Monte Carlo, by Barbara
Karinska for New York City Ballet, and by

Above, Sergei Polunin in a scene from documentary
“Sergei” by Shailendra Singh; right, the film’s poster

ers like his mother Birgit Cullberg, to the inspiration that comes to him as an artist from a new
vision of women’s role in society.
Documentary Sergei, i.e. Sergei Polunin, a
film by Indian director and businessman Shailendra
Singh (who, incidentally, is also a friend of the
Ukrainian dancer) is in the process of being released. The soundtrack is by Bharamji. Polunin
thus continues his film odyssey: from parts in
movies such as Disney’s The Nutcracker and the
Four Realms (2018), directed by Lasse Hallström
and Joe Johnston (which also features Misty
Copeland), The White Crow (2018) by Ralph
Fiennes, Red Sparrow (2018) by Francis Lawrence, Murder on the Orient Express (2017) by

Kenneth Branagh,
and the documentary about his life,
Dancer (2016) by
Steven Cantor. He
also played the part
of Rudolf Nureyev in
the BBC documentary
Rudolf Nureyev: From
Russia
With Love (2007). Polunin’s
fame onscreen rocketed in 2014 thanks to David
LaChapelle’s video Take Me to Church to music by Hozier, choreographed by Jade HaleChristofi.
E.G.V.

Mats Ek in a scene from documentary “The Choreographer”
by Andreas Söderberg and Björn Eriksson

Geoffrey Holder for the Dance Theatre di Harlem.
Elisa Guzzo Vaccarino

Documentaries
The Choreographer Mats Ek is an ‘personal’
documentary on the great Swedish choreographer; it was made by filmmakers Andreas
Söderberg and Björn Eriksson who followed the
phases in the creation of his most recent ballet
(for The Royal Swedish Ballet of Stockholm):
Juliet & Romeo, inspired by the famous Shakespearean tragedy. On YouTube https://
www.youtube.com/watch?v=92P58YTSL1I you
can also watch an interview with dancer István
Simon filmed at the Semperoper in Dresden. Ek
talks about his relationship with strong, compassionate, multi-faceted (both in character and
physiognomy) women: from new ground break-
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Books

Akram Khan, a life in images
The Fury of Beautiful Things/La Fureur du
beau – Akram Khan Company – Actes Sud (in
English and French)
A beautiful book that recounts two beautiful
adventures: that of the Akram Khan Company
and, unexpectedly, its partnership with a French
road construction company called Colas. Indeed,
this luxurious volume owes its publication to Colas.
The first section is in black-and-white, with
the photography describing rehearsals. The second section is in colour and is a magnificent
appraisal of 24 shows. The written text is extremely informative.
45-year-old Anglo-Bangladeshi choreographer
tells us about himself. His childhood in London when he would spontaneously dance the
kathak in the sitting room, making the chandeliers in his father’s restaurant (downstairs)
tremble; then, when at age 13, he took part in
English director Peter Brook’s The Mahabharata.
Khan tells us how he was influenced by Fred
Astaire, Charlie Chaplin, Buster Keaton, Michael
Jackson, Bruce Lee and Muhammad Ali, as well
as how he trained in classical Indian dancing under
his guru Sri Pratap Pawar. Torn between his
mother’s wishes that he go to university and
his father’s that he manage the restaurant, Khan
decided instead to throw himself into the
performing arts at De Montfort University in
Leicester, studying also at the Northern School
of Contemporary Dance in Leeds.
His encounter with Farooq Chaudhry, a former
dancer with Anne Teresa De Keersmaeker’s
company, was the turning point in Khan’s career.
Chaudhry became his agent and producer and
together they set up the Akram Khan Company
in 2000. Farooq also recounts his memories
alongide Akram’s: we are told that he didn’t
hesitate to sell his flat in order to finance their
third creation, Rush – but he never regretted taking
this risk. It didn’t take long before important
invitations started coming in for Khan to work
with top artists such as Sidi Larbi Cherkaoui,
Indian sculptor Anish Kapoor, Sylvie Guillem
and Israel Galván. Thanks to this book, we visit
the milestones of this magnificent journey, led
by these two different guides.
Jean Pierre Pastori

Steiner’s Eurythmy
Eurythmy: Its Birth and
Development – Eurythmy as
Visible Singing – Eurythmy as
Visible Speech – by Rudolf Steiner
(edited by Alan Scott) – Rudolf
Steiner Press
While it is possible for dance
lovers to find literature on
eurythmy, books are fairly sparse
and would-be readers need to scour
the esotericism, holistic therapies
or education bookshelves, rather than those
devoted to dance. Rudolf Steiner Press’s recent re-publication of three seminal works
(translated from the German) deserves, therefore, to be highlighted.
Not to be confused with Dalcroze’s eurythmics,
eurythmy is the art of movement launched in 1911
by the Austrian philosopher and founder of Anthroposophy, Rudolf Steiner (1861-1925), at a
time when pioneers of modern dance such as
Maud Allen, Isadora Duncan, Ruth St. Denis or
Loïe Fuller were busy exploring other paths. Subsequently developed by his wife, Marie Steinervon Sivers, in order to grasp its significance one
needs to know that eurythmy considers the human being as a trinity consisting of spirit, soul
and body with its threefold applications addressing
the needs of each – eurythmy therapy (body),
eurythmy in teaching (soul) and eurythmy as a
performing art (spirit) – and that is was conceived
as a spiritual (indeed cosmic) experience. Thus,
it views the cosmos of stars reflected in the head,
the rhythmical movement of the planets in the
rhythms of pulse and breath and gravity as the
force for achieving an upright position.
Eurythmy aims, essentially, to
interpret speech (seen as the
greatest of human mysteries, the
human microcosm of the macroscopic Logos or Creative Word),
rather than music, in movement.
Steiner conceived of Eurythmy as
Visible Speech (hence the title of
one of the volumes recommended
here), the premise being that each
sound of the larynx is in itself an
invisible gesture within the “etheric”
(life forces) sphere. This is why
eurythmy privileges poetry: not to
express its meaning but, rather, to
express the dance that is already
living in the words themselves.
Eurythmy’s relationship to music
is similar: to make the flow of the
melody visible, with special
attention to tone and interval. This
special relationship is explored in
Eurythmy as Visible Singing which
is considered Steiner’s greatest
contribution to musical studies. Both

A group of early
Eurythmists, 1926
(ph. Anton Josef Trcka)
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volumes contain lectures delivered
in 1924.
The third book, Eurythmy: Its
Birth and Development, is recommended as an insightful introduction to this little-known art. Amply illustrated with photographs
and diagrams, it contains original
material by both Rudolf (including hand-written notes and drawings) and Marie Steiner, lessons
on the Dionysian and Apollonian
elements, and first-hand accounts
by early eurythmists. Of particular interest to
dance historians are the links that emerge between eurythmy and the ancient temple dances,
as well as records of early public performances.
All three volumes are compiled, edited and
translated by eurythmy teacher and musician
Alan Stott.
Simonetta Allder

Morris by Morris
Out Loud – by Mark Morris and Wesley Stace
– Faber and Faber
This brilliant memoir comes from one of
dance’s most accomplished and intelligent choreographers, Mark Morris (63). Uncompromising, proud and gay, Morris charts his own story
from humble beginnings in Seattle to his position as one of the world’s most respected makers of dance with characteristic bravado, gloriously, at times hilariously, honest and open.
Personal memories ranging from his sex life and
drug-taking to those of others and their own
all-too-human foibles and failings are added to

countless insights
into his own creative inspirations
and processes, his
relationship with
music and his own
artistic beliefs.
Things came to a
head during his tenure at Brussels’
Théâtre de la
Monnaie, three
years which saw the
creation of such
masterpieces as
Dido and Aeneas (with Morris himself as the
Queen of Carthage) and L’Allegro, il Penseroso
ed il Moderato, but during which time he experienced open hostility from the Belgian press and
a section of the audience who saw his uncomplicated approach to dance a betrayal of his predecessor Maurice Béjart’s intellectualism. This section of the book includes Morris’ own fruity
opinions about Béjart and the assertion that, since
leaving Belgium in 1991, he has never returned,
not even in transit, through Brussels airport.
This memoir is a treasure trove for admirers
(or detractors) of Morris and a salutary reminder
of his importance not only as a choreographer
but also a dancer and a man of the theatre. It is
also an account which will satisfy those eager to
learn about a fertile time for American dance and
society; for those readers, the end of the book
will come as a depressing reminder that the glory
days of artistic chaos are well and truly over,
for Morris describes with characteristic candour
how he sees himself as almost superfluous within
his own company, a cultural dinosaur whose
values, approach and style are increasingly out
of synch with today’s young dancers and the
way they wish to work and live their lives. In
‘Out Loud’ Morris is never bitter, or even really
regretful, but is rather full, at times, of scabrous
and scathing observations about life, others and
himself.
Gerald Dowler

Cinema

Dancing with the cello
The Royal Ballet of London’s bill, which was
relayed live to cinemas last February, presents
two different ways of envisioning dance. On one
hand, we have an “abstract” ballet, on the other
a story-ballet. The first, Dances at a Gathering,
is a masterpiece by Jerome Robbins. The second,
The Cellist, is a creation by 45-year-old British
choreographer Cathy Marston who has been an
Associate Artist of The Royal Opera House (200207) and Director of the Berne Ballet (2007-13).
New York City Ballet danced Dances at a Gathering for the first time on 22 May 1969 at New
York State Theater when Robbins returned to the
company after having spent roughly ten years choreographing for the musical stage. A year later, the
work entered The Royal Ballet’s repertoire with
a top-notch cast: Rudolf Nureyev, Antoinette
Sibley, Anthony Dowell, Lynn Seymour, all of

Marcelino Sambé, Lauren Cuthbertson – The Royal Ballet: “The Cellist”, c. Cathy Martson
(ph. B. Cooper)
whom chosen by Robbins himself.
The ballet is divided into 14 sequences to music by Chopin. Robbins stated to Ballet Review
in 1972 that there is no plot, nor are there any
roles: the dancers dance to the music on stage,
and that’s it. Ten dancers, five men and five
women, distinguishable only by the colour of their
costumes (pink, mauve, apricot orange, green,
blue, brown, yellow, purple, violet, fire brick),
listen to the music and allow themselves to be swept
away by it. The dancers need to be outstanding.
The cast of this revival at Covent Garden rose to
the challenge with zeal, musicality and a lyricism
that places them on a high tier: Marianela Núñez,
Francesca Hayward, Federico Bonelli, Alexander
Campbell, to mention just a few.
In The Cellist, Cathy Marston takes up her
place alongside choreographers such as Frederick
Ashton and Kenneth MacMillan or, more recently, Christopher Wheeldon and Liam Scarlett,
who are undaunted when it comes to telling
stories. In her creation for The Royal Ballet,
Cathy Marston tells the story of talented and
charismatic cellist Jacqueline du Pré. Married
to conductor Daniel Barenboim, Du Pré’s career and life were cut short by multiple sclerosis with which she was diagnosed at the age of
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27. Philip Feeney has inserted into his score
extracts from her repertoire, in particular the Elgar
concerto. Cathy Marston’s most successful idea
is that of having a dancer embody the musical
instrument. When the instrument (Marcelino
Sambé, in brown) positions himself between the
knees of the cellist (danced by Lauren Cuthbertson
who literally gives us goose pimples) and lifts
his arm, symbolising the ebony pianoforte, the
audience is overwhelmed with emotion. There’s
no doubt: Marcelino Sambé’s interpretation is
brilliant. The core relationship, which is also one
of love, is between the cellist and her instrument
but when her husband/conductor (Matthew Ball)
joins them, their trio dominates the rest of the
ballet, with intensely dramatic dancing by the three
protagonists, circular movements at ground-level
or portés in the air. “It’s very sad, in many respects,
but I also wanted to make it a celebration”, the
vibrant Cathy Martson has stated in an interview.
And, for those watching in cinemas there were
interviews and reportages, including a special
bonus: period footage of Barenboim on the
podium conducting the orchestra and Jacqueline
du Pré playing the cello. 20 countries and 1050
cinemas vibrated in unison.
Martine Planells
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Mezzo
www.mezzo.tv
4, 17. IV: Summerspace; Exchange – c.
Merce Cunningham – Ballet de l’Opéra
de Lyon; “Paris New York Paris” – CCN
Ballet de Lorraine
6, 11, 24. IV: Ce que le jour doit à la nuit –
c. Hervé Kourbi – Cie Hervé Kourbi;
L’Inattendu sur tous les fronts, Hervé Koubi
(docum.); Les Nuits barbares ou les
premiers matins du monde – c. Hervé Kourbi
– Cie Hervé Kourbi
7, 13, 18, 30. IV: Une autre passion – c.
Pontus Lidberg – Ballet du Grand Théâtre
de Genève; BA/rock – c. Jeroen Verbruggen
– Ballet du Grand Théâtre de Genève
10. IV: Six Concertos brandebourgeois –
c. Anne Teresa De Keersmaeker – Cie
Rosas; Mitten (docum.)
14, 20, 25. IV: La Bayadère – c. Marius
Petipa – Ballet de l’Opéra de Kiev
21, 27. IV: Allegria – c. Kader Attou – Cie
Accrorap; Triple Bill #1 – c. Jann Gallois,
Kader Kattou, Mikey – Cie Accrorap
28. IV: Eugène Onéguine – c. Boris Eifman
– Eifman Ballet; Frères Kramazov – c.
Boris Eifman – Eifman Ballet

Zachary Clark, Virginie Nopper - Ballet du
Grand Théatre de Genève: “Ba\rock”,
c. Jeroen Verbruggen (ph. S. Rubio)

Eifman Ballet: “Beyond Sin” (“The Brothers Karamazov”) – c. Boris Eifman
(ph. P. Brenkus)

Mezzo live HD
www.mezzo.tv
5, 6, 7, 8, 9, 10, 19, 20, 21, 22, 23, 24. IV:
Rain – c. Anne Teresa De Keersmaeker
– Ballet de l’Opéra de Paris; “Soirée Anne
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Teresa De Keersmaeker” – Ballet de l’Opéra
de Paris
12, 13, 14, 15, 17, 26, 27, 28, 29, 30. IV, 1.
V: Puccini – c. Julien Lestel – Cie Julien
Lestel; Roméo et Juliette – c. Julien Lestel
– Cie Julien Lestel

du 19 au 23 octobre 2020
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DENMARK
Copenhagen
 Det Kongelige Teater
4. IV: “Bournonville’s Dances”
– c. A. Bournonville; Ballo della
Regina – c. G. Balanchine; Les
Noces de Raymonda – c. M.
Petipa
5. IV: Malher Third’s Symphony
– c. J. Neumeier – Royal
Danish Ballet
 Det Kongelige Teater – The
Opera House
25, 26. IV, 1, 2, 5, 9, 14, 16,
19. V: Come Fly Away – c. T.
Tharp – Royal Danish Ballet
2, 5, 6, 7, 9, 10. V: Centaur –
c. P. Lidberg – Royal Danish
Ballet

GERMANY

Ballett am Rhein: “Seventh Symphony”, c. Uwe Scholz (ph. G. Weigelt)

AUSTRIA

Berlin
 Staatsoper Unter den Linden
25. IV, 5, 7, 9, 15. V: Symphonie 2020 – c. S. Waltz –
Staatsballett Berlin
 Deutsche Oper
8, 11, 22. V, 1. VI: Giselle – c.
P. Bart – Staatsballett Berlin

Nikola Marova, Giovanni Rotolo – Czech National Ballet: “La Fille mal gardée”, c. Frederick Ashton
(ph. D. Wharton)

Wien
 Staatsoper
14. IV, 11, 17. V: Sylvia – c. M.
Legris (L. Mérante) – Wiener
Staatsballett
18, 21, 29. IV, 4. V: The Second
Detail – c. W. Forysthe; Contra
Clockwise Witness – c. N.
Horenca; Études – c. H. Lander
– Wiener Staatsballett

BELGIUM
Bruxelles
 Théâtre de la Monnaie
15-20. V: Cie Rosas: Rain Live
– c. A. T. De Keersmaeker
27-30. V: Cie Sasha Waltz and
Guests: Rauschen

CZECH REP.
Prague
 State Opera
9, 10, 11. IV: La Fille mal gardée
– c. F. Ashton – Prague National
Theatre Ballet

58

calendar • af
he • car
tellone • calendar • af
he
afffic
iche
cartellone
afffic
iche
Svetlana Gileva – Dresden
Ballet: “Don Quixote”
(ph. Ian Whalen)

11. IV: Sleeping Beauty – c.
J. Verbruggen – Leipziger
Ballett

Dresden
 Semperoper
1, 3, 9, 11, 13. IV: Carmen – c.
J. Inger – Ballett Dresden
6, 8, 10, 17, 21, 25. V: Don
Quichotte – c. A. S. Watkin –
Dresden Ballet

München
 Nationaltheater
8, 17. IV: Coppélia – c. R. Petit
– Bayerisches Staatsballett
25, 26. IV: Jewels – c. G.
Balanchine – Bayerisches
Staatsballett
4, 5. IV: Schwanensee – c. M.
Petipa, R. Barra – Bayerisches
Staatsballett
Stuttgart
 Opernhaus
8, 11. IV: creations – c. D. Lee,
M. Schläpfer, L. Stiens –
Stuttgart Ballet
24, 26. IV: Mayerling – c. K.
MacMillan – Stuttgart Ballet
29, 30. IV: “Noverre: young
choreographers 2020” –
Stuttgart Ballet

Duisburg
 Theater der Stadt
4, 12, 18. IV, 20. V: Dark with
Excessive Bright – c. R. Binet;
Notations I-IV; Siebte Sinfonie – c. U. Scholz;
Ramifications – c. M. Schläpfer
– Ballett der Deutschen Oper
am Rhein
Düsseldorf
 Opernhaus
25. IV: Dark with Excessive
Bright – c. R. Binet; Notations
I-IV; Siebte Sinfonie – c. U.
Scholz; Ramifications – c. M.
Schläpfer – Ballett der
Deutschen Oper am Rhein
Hamburg
 Grosses Haus
9, 10. IV: Matthäus-Passion –
c. J. Neumeier – Hamburg
Ballet
17, 18, 21, 24. IV: BrahmsSchoenberg
Quartet;
Liebeslieder Walzer – c. G.
Balanchine – Hamburg Ballet
30. IV, 1. V: Beethoven-Projekt
– c. J. Neumeier – Hamburg
Ballet
7, 8. V: Shakespeare Dances
– c. J. Neumeier – Hamburg
Ballet
15, 17, 19, 20. V, 1. VI:
Illusionen – wie Schwanensee
– c. J. Neumeier – Hamburg
Ballet
24, 27, 28. V: Anna Karenina
– c. J. Neumeier – Hamburg
Ballet

SPAIN
Barcelona
 Gran Teatre del Liceu
23-25. IV: English National
Ballet: Giselle – c. A. Khan

Amy Watson, Alban Lendorf – Danish Royal Ballet: “Come Fly Away”, c. Twyla Tharp (ph. C. Radu)

Leipzig
 Oper
3, 12, 18, 26. IV: Lamento – c.
M. Schröder – Leipziger Ballett
6. IV: Blue Monday – c. M.
Schröder – Leipziger Ballett
8, 17. IV: See Bleu Thought –
c. M. Harriague; Flesh – c. I.
Pérez; America – c. D. Veldman
– Leipziger Ballett
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of Ted – c. J. Brabant, M. Pizon
28, 29. IV: Ballet de l’Opéra
de Bordeaux: Grands Duos
5-12. V: Ballet Preljocaj:
Paysage après les méduses
– c. A. Preljocaj
15, 16. V: Collectif Peeping
Tom: Moeder
Biarritz
 Gare du Midi
2, 3. V: Ballet Biarritz: La Pastorale – c. T. Malandain
Bordeaux
 Opéra National de Bordeaux
3, 4, 6, 7, 8, 9, 10, 12. IV:
Celestial – c. G. Smith; Trait
d’union – c. A. Preljocaj;
Herman Schmerman – c. W.
Forsythe – Ballet de l’Opéra
de Paris
Bron
 Pôle de Scène
17. IV: Ballet Preljocaj:
Playlist#1 – c. A. Preljocaj
Stanislavsky Ballet, Moscow: “Tyll”, c. Alexander Ekman (ph. S. Avvakum)

FRANCE

Jérôme Brabant, Maud Pizon – Cie L’octagone: “A Taste of Ted”

Cannes
 Grand Auditorium
12. IV: Ballet Biarritz: MarieAntoinette – c. T. Malandain
Colombes
 L’Avant-Seine
19. V: Ballet Preljocaj: Gravité
– c. A. Preljocaj

Paris
 Opéra Garnier
11, 14, 15, 17, 18, 19, 20, 22,
23, 25, 28, 29, 30. IV, 2, 8, 11,
18. V: creation – c. A. L. Oyen
– Ballet de l’Opéra de Paris
 Créteil – Maison des Arts
1-3. IV: Cie Bournout: Samsara
– c. J. Gallois
27-29. V: Marion Lévy: Training
 Théâtre des ChampsÉlysées
16-18. IV: Ballet du Théâtre
Stanivslasky de SaintPétersbourg: Tyll – c. A.
Ekmann; Variations sur un
thème de Bizet – c. V.
Bourmeister; Noces – c. A.
Preljocaj
 Théâtre de la Ville – Les
Abbesses
3-25. IV: Cie Hofesh Shechter:
Political Mother Unplugged
4-6. V: Amala Dianor: The
Falling Stardust
 La Villette
1-4. IV: Kidd Pivot: Revisor –
c. C. Pite

Dijon
 Opéra
1. IV: Cie Carte Blanche:
Soufflette – c. F. Chaignaud
Lyon
 Opéra de Lyon
8-14. IV: Die Grosse Fuge –
c. A.-T. De Keersmaeker; Grosse Fugue – c. M. Marin; Grande Fugue – c. L. Childs – Ballet
de l’Opéra de Lyon
 Maison de la Danse
9, 10. IV: David Coria: El
encuentro
14-17. IV: Cie Eun-Me Ahn:
North Corea Dance
13-17. V: Ballet de l’Opéra du
Rhin: Chaplin – c. M. Schröder
Marseille
 La Criée
3, 4, 5. IV: Ballet Preljocaj:
Winterreise – c. A. Preljocaj
Mérignac
 Le Pin Galant
8. IV: Ballet Biarritz: La Bête
et la Belle – c. T. Malandain

Aix-en-Provence
 Le Pavillon Noir
6, 7. IV: Cie L’octagone: A Taste
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Nice Méditerranée
Reims
 Opéra de Reims
30, 31. V: Ballet Biarritz: La Pastorale – c. T. Malandain
Rouen
 Opéra de Rouen
27, 28. IV: Ballet Preljocaj:
Playlist#1 – c. A. Preljocaj
Saint-Louis
 Théâtre La Coupole
2. IV: Ballet Biarritz: La Pastorale – c. T. Malandain
Saint-Quentin-en-Yvelines
 Théâtre de Saint-Quentin-enYvelines
6. V: Cie Noé Soulier: Les Vagues
15, 16. V: Cie Amala Dianor: The
Falling Stardust
Sceaux
 Les Gémeaux
24, 25, 26. IV: Ballet Biarritz: La
Pastorale – c. T. Malandain
15, 16, 17. V: Ballet Preljocaj:
Gravité – c. A. Preljocaj

GREAT BRITAIN
Amandine Albisson, Audric Bezard – Paris Opera Ballet:
“Herman Schmerman”, c. William Forsythe (ph. L. Philippe)
Nancy
 Opéra de Nancy
2, 3. IV: Ballet de Lorraine: Cela
nous concerne tous – c. M.
Gutierrez; Ballet du Rhin: Yours,
Virginia – c. G. Harush
27, 28, 29, 31. V: No Oco – c. L.
Touzé; Static Shot – c. M. Le Pladec

Edinburgh
 Festival Theatre
9, 10, 11. IV: Swan Lake – c. D.
Dawson – Scottish Ballet

– Ballet de Lorraine
Nice
 Opéra
17, 18, 19, 24, 25, 26. IV: Allegro Brillante – c. G. Balanchine;
Oceana – c. L. Childs; Le Ballet
de Faust – c. É. Vu-An – Ballet

Glasgow
 Theatre Royal
29, 30. IV: Swan Lake – c. D.
Dawson – Scottish Ballet

Scottish Ballet: “Swan Lake”, c. David Dawson (ph. A. Ross)
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Federico Bonelli, Lauren
Cuthbertson – The Royal Ballet:
“Live Fire Exercise”, c. Wayne
McGregor (ph. B. Cooper)
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Milano
 Teatro alla Scala
1, 2, 9, 16. IV: Madina – c. M.
Bigonzetti – Balletto del Teatro
alla Scala
29. IV, 5, 6, 8, 9, 12, 13, 15. V:
Romeo e Giulietta – c. K.
MacMillan – Balletto del Teatro alla Scala
 Teatro degli Arcimboldi
4. IV: Balletto di Milano: Carmen
– c. A. Omodei Salé, F. Veratti
18. IV: Sergei Polunin: Rasputin
 Teatro Strehler
7-10. V: Scuola di Ballo Accademia del Teatro alla Scala

ITALY
Bolzano
 Teatro Comunale
21. IV: Astralian Dance Theatre:
The Beginning of Nature – c.
G. Stewart
Brescia
 Teatro Grande
23. IV: Gabriel Schenker: Pulse
constellations
24. IV: Barokthegreat: Ghost.
Follow my feet, weapons!
Civitanova Marche
 Teatro Rossini
2. IV: Compagnia Artemis Danza: Traviata – c. M. Casadei

Ayami Miyata – Northern Ballet:
“Geisha”, c. Kenneth Tindall
(ph. E. Nuttall)

Cremona
 Teatro Ponchielli
16. IV: MM Contemporary Dance
Company: “Vivaldi Works” – c.
E. Scigliano, D. Ninarello, M.
Merola
29.
IV:
Hofesh
ShechterCompany: Political
Mother Unplugged

Modena
 Teatro Comunale Luciano
Pavarotti
8. IV: Letizia Giuliani, Amilcar
Moret Gonzalez, Alessandro
Macario, Anbeta Toromani:
Danze per 4 al pianoforte –
c. M. Moricone
19. IV: Eleonora Abbagnato:
Lucrezia Borgia – c. G. Peparini
19. V: Aterballetto: Dreamers
– c. P. Kratz; Traces – c. R.
Sato; Secus – c. O. Naharin

Legnago
 Teatro Salieri
4. IV: Nuovo Balletto di Toscana: Cenerentola – c. J.
Bubenícek

Napoli
 Teatro di San Carlo
17-19. IV: Amedé – c. J. Nunes
– Balletto del Teatro San Carlo
di Napoli

Alessia Campidori, Federico Veratti – Balletto di Milano: “Carmen”,
c. Agnese Omodei Salè, Federico Veratti
London
 Royal Opera House
2, 4, 7, 16, 17, 20. IV: Live
Fire Exercise – c. W. McGregor;
Prodigal Son – c. G.
Balanchine; Corybantic
Games – c. C. Wheeldon –
The Royal Ballet
1, 8, 13, 15, 22, 28. IV: Swan
Lake – c. M. Petipa, L. Ivanov,
F. Ashton, L. Scarlett – The
Royal Ballet
 Linbury Theatre
1, 2, 3. IV: Scottish Royal Ballet:
MC 14/22 (Ceci est mon corps)
– c. A. Preljocaj
 Sadler’s Wells Theatre
1-8. IV: English National
Ballet: Creature – c. A. Khan
17-19. IV: Cie Gilles Jobin &
Artanim: VR-I
17-18. IV: Alexander Whitley
Dance Company: Celestial
Motion II
21-25. IV: Northern Ballet:
Geisha – c. K. Tindall

Padova
 Teatro Verdi
2. IV: Cristiano Morganti:
Moving with Pina – c. P. Bausch
Palermo
 Teatro Massimo
5. IV: Coppélia – c. R. Petit –
Balletto del Teatro Massimo
di Palermo
Parma
ParmaDanza
 Teatro Regio
2. IV: Ezralow Dance: Open –
c. D. Ezralow
22. V: Sergei Polunin: Rasputin
Pavia
 Teatro Fraschini
21. IV: Les Ballets Jazz de
Montréal: Dance Me – c. A.
Foniadakis, I. Lopez Ochoa,
I. Rustem
Piacenza
 Teatro Municipale
5. IV: Compañía Roberto
Herrera: Tango de Buenos
Aires
10. V: Compagnia Artemis
Danza: Felliniana – c. M.
Casadei
Pisa
 Teatro Verdi
4. IV: Compagnia Virgilio Sieni:
La Natura delle Cose
Roma
 Teatro dell’Opera
6, 7, 8, 9, 10. IV: Suite en blanc
– c. S. Lifar; Serenade – c. G.
Balanchine; Boléro – c. M. Béjart
– Balletto dell’Opera di Roma
Vicenza
 Teatro Comunale
4, 5. IV: Ballet Biarritz: MarieAntoinette – c. T. Malandain

The NETHERLANDS
Amsterdam
 National Opera & Ball
4, 7, 9, 11, 12, 14, 16, 19. IV:
Four Seasons – c. D. Dawson
– Het Nationale Ballet

NORWAY
Oslo
 Opera
30. IV: One of a Kind – c. J. Kylián
– Norwegian National Ballet
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Raphael Canet, Claire Lonchampt, Mickael Conte
Ballet Biarritz: “Marie-Antoinette”, c. Thierry
Malandain (ph. Olivier Houeix)
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c. M. Petipa, L. Ivanov (A. Gorsky,
A. Messerer) – Mikhailovsky
Ballet
15, 16. IV: Romeo and Juliet –
c. N. Duato – Mikhailovsky Ballet
19. IV: La Fille mal gardée – c.
F. Ashton – Mikhailovsky Ballet
25, 26. IV: La Bayadère – c. M.
Petipa – Mikhailovsky Ballet
29, 30. IV: Don Quichotte – c.
M. Petipa, A. Gorsky –
Mikhailovsky Ballet

Daria Khokhlova, Alexei Putintsev – Bolshoi Ballet, Moscow: “Giselle”, c. Alexei Ratmansky
(ph. D. Yusupov)

POLAND
Warsaw
 Teatr Wielki
21, 22. IV: Sarmatian Parable
– c. C. Drzewiecki; Husband and
Wife – c. A. Hop – Polish National
Ballet
28, 30. IV: Notre Chopin – c. L.
Scarlett, K. Pastor – Polish
National Ballet

 Mariinsky Theatr II
2. IV: Pulcinella; Jeu de cartes
– c. I. Zhivoi – Mariinsky Ballet
29, 30. IV: Jewels – c. G.
Balanchine – Mariinsky Ballet
 Mikhailovsky Theatre

1, 2. IV: La Belle au bois dormant
– c. N. Duato – Mikhailovsky Ballet
5. IV: Flammes de Paris – c. V.
Vainonen, M. Messerer –
Mikhailovsky Ballet
9, 11. IV: Le Lac des cygnes –

Moscow
 Bolshoi Teatr (new stage)
1. IV: La Bayadère – c. M. Petipa
– Bolshoi Ballet
2, 3, 4. IV: La Belle au bois
dormant – c. M. Petipa – Bolshoi
Ballet
9, 10, 11. IV: Giselle – c. J. Perrot,
J. Coralli, M. Petipa (A.
Ratmansky) – Bolshoi Ballet
25, 26. IV: Coppélia – c. M. Petipa
(S. Vikharev) – Bolshoi Ballet
 Bolshoi Teatr (old stage)
1, 2, 3, 4. IV: La Belle au bois
dormant – c. M. Petipa (Y.
Grigorivich) – Bolshoi Ballet
9, 10, 11. IV: Giselle – c. J Perrot,
J. Coralli, M. Petipa (A.
Ratmansky) – Bolshoi Ballet
13. IV: Don Quichotte – c. M.
Petipa (A. Fadeyechev) – Bolshoi
Ballet
15. IV: Spartacus – c. Y.
Grigorovich – Bolshoi Ballet

SWITZERLAND
Zürich
 Opernhaus
3. IV: Nussknacker und
Mauseköning – c. C. Spuck –
Zürich Ballet
9, 13, 19. IV: Speak for Yourself
– c. P. Lightfoot, S. León;
Emergence – c. C. Pite – Ballett
Zürich

RUSSIA
St. Petersburg
 Mariinsky Teatr
1. IV: Le Lac des cygnes – c. M.
Petipa, L. Ivanov (K. Sergeyev)
– Mariinsky Ballet
9, 10. IV: Le Parc – c. A. Preljocaj
– Mariinsky Ballet
11. IV: La Bayadère – c. M. Petipa
(V. Chabukiani) – Mariinsky Ballet
17, 18, 19. IV: The Stone Flower
– c. Y. Grigorovich – Mariinsky
Ballet
23. IV: Sylvia – c. F. Ashton –
Mariinsky Ballet
26. IV: L’Oiseau de feu; Le
Spectre de la Rose; La Mort du
cygne; Shéhérazade – c. M.
Fokine – Mariinsky Ballet

SWEDEN
Stockholm
 Opera
2, 4, 6, 9, 16, 17, 18, 20. IV: Don
Quichotte – c. R. Nureyev –
Swedish Royal Ballet

Angelina Vorontsova
Mikhailovsky Ballet, St
Petersburg: “La Bayadère”,
c. Nacho Duato

64

Viktoria Tereshkina, Vladimir
Sklyarov – Mariinsky Ballet:
“Jewels”, c. George Balanchine
(ph. V. Baranovsky)

65

Julie Anne Stanzak
Tanztheater Wuppertal:
“Nelken”, c. Pina Bausch
(ph. L. Philippe)
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