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Formerly known as the Ballet Francais Théatre de Nancy, the company was renamed
the Centre Chorégraphique National - Ballet de Lorraine in 1999. The following year,
Executive and Atrtistic Director Didier Deschamps reaffrmedt he companyos
commitment to original, creative choreography. The company is particularly active in
developing new work, and has established a reputation as a leader in contemporary
choreography. The CCN is a valuable resource for artists, allowing them to share with

an audience the fruits of their research, their artistic journey, and their vision of the

world.

The Ballet is also a substantial organization that employs
’» E7Y " some 60 people, including 30 dancers of diverse
- nationalities, plus stage technicians, wardrobe personnel,
_ \] . and communications, maintenance and administrative staff.
: % " The Ballet also operates a school of dance that offers weekly
. r : classes to nearly 200 students. Finally, the CCN is an
‘ = = international meeting place that attracts choreographers,
, ~ dancers and dance companies from across France and
’ ~ around the world.

The CCNO6s progr a
other dance companies is called
|l@ccueil studiod | i t er al | y, At.dThe progrdmc o
allows choreographers to explore and develop new work in
collaboration with other dance artists, and to share it with new
audiences.

The Ballet de Lorraine also supports emerging
choreographers, enhancing their creative potential by
bringing together artists from many different disciplines.

As part of its commitment to sharing the magic of dance with
the widest possible audience, the CCN offers a dynamic
range of artistic activities, including audience development
events, television broadcasts of live performances,
exhibitions, presentations, lectures, and open rehearsals.




What does an executive and artistic director do?

He or she managest he bal l et companyds tantandt i c
developst he company&s ar tusuallyaloog operobtwgormaimmi n g
lines: by commissioning new works from choreographers or by staging

productions of existing works from the established ballet repertoire.

Didier Deschamps - Executive and Artistic Director of the Centre Chorégraphique National (CCN) 1
Ballet de Lorraine

Didier Deschamps studied choreography in Lyon, in Paris at the Centre International de la Danse,
and in New York at the Merce Cunningham Studio with Viola Farber.

As a dancer, he performed in Lyon as a company member under Michel Hallet Egayan, Marie
Zighéra, and Régine Chopinot, and with the Opéra de Lyon Ballet; in Paris with the Yuriko Dance
Company; in the United States with the Hawaii Dance Theatre (Humphrey/Limon repertoire under the
direction of Betty Jones) and with Viola Farber in New York; and in Angers at the Centre national de
danse contemporaine (CNDC), also with Viola Farber.

As a choreographer, he has worked in France with Régine Chopinot, the Opéra de Lyon Ballet, the
Théatre des Huits-Saveurs, the Angers CNDC, the Lyon Conservatoire National Supérieur de

Musi que (CNSM), and his own company; and abroad
London Contemporary Dance School. He is also much in demand as a dance teacher, both in France
and internationally.

He was a visiting professor at the Angers CNDC from 1982 to 1984, and at the Lyon CNSM from
1984 to 1990.

In 1990, at the recommendation of Brigitte Lefévre, then Déléguée a la danse (dance advisor) to the
French Ministry of Culture, he joined the Ministry as an Inspector of Dance, and in 1992 Jack Lang

(then Minister of Culture) appointed him Inspector General, Dance Development and Education. In

1995, former French Foreign Minister Philippe Douste-Blazy appointed him Délégué a la danse, then

in 1998 dance consultant to the Ministryds Music
under Dominique Wallon.

In July 2000 Mr. Deschamps was appointed Executive and Artistic Director of the Centre
Chorégraphigue National (CCN) i Ballet de Lorraine. That same year he was named an Officier des
Arts et Lettres and Chevalier of the Ordre National du Mérite.

What does a choreographer do?

A choreographer is an expert in the art of creative movement: he or she develops the movement
sequences, the steps and the body language dancers use to perform a work. Many choreographers
are also dancers or former dancers. Sometimes a choreographer will invite the dancers to participate
in creating a new work.



What does a rehearsal director do?

The rehearsal director (sometimes also called the ballet master or ballet mistress) is responsible for
rehearsing the dancers accordingtot he chor eogr apher 6 savelearnedadhe warkn s
perfectly. The rehearsal director works alongside the choreographer and often stands in for him or her
during rehearsals, so the rehearsal director must be completely familiar with the work and with the
choreogr aphenethwique.i si on and

What is a repertoire?

A repertoire is a set of dance works that have become associated with a company over the years.

The repertoiremay have a particular #fAcolour, o0 that i s,
company. Works from a specific period or culture are sometimes adapted to express a different time
and place.

What is a dress rehearsal?

When dancers prepare for a performance, the last step in the process is the dress rehearsald
essentiallya fAdry runo of t hEhedaccersidance thedallét rtommstarntafi@ish; the
lights, sets, costumes and music are all in place, ready for the performance. A few final adjustments,
and the only thing left is to open the doors and welcome the audience!

What is the choreographic process?

Creating a personal, original dance work takes inspiration, determination, and experience. There are
many stages in the development of a dance work, and the challenge is to give an intangible idea
physical expression through the dancersdé bodies.

Choreographic inspiration can come from many sources: some possibilities are nature, a poem or
story, a piece of music, or a painting. To develop a successful dance production, the choreographer

has to consider many other el ements besides the
ti ming, and the overall #Afeel d of the piakplaga The
part in the finished work. Depending on the chor

group piece; it may tell a story, or it may be a purely abstract exploration of time and space.



Atypicaldayina d a n ldfeermightgook like this:
10:00 to 11:30: The day begins with a ballet class, a daily session that prepares the body for a full

- day of dancing. The class starts with exercises at the barre (the French word for
.4 12 A b a & lojizontal pole, either attached to the wall or freestanding, that supports
o b= 2 the dancer while he/she is stretching and warming up.

3 4 The barre symbolizes this essential part of the d a n ¢ eoutifes The daily ballet
16 5 class is a time to stretch and strengthen the body, review essential movements
' and techniques, and prepare for the challenges of rehearsal. It also helps
developt h e d adisci@inmecemmitment, physical expression and ability. After the class, the
dancer puts the exercises into practice in more formal movement sequences and rehearsals.

11:45 to 13:45: Rehearsal: together with other members of the company, the dancer practises a new
work or an established piece from the ballet repertoire. Learning a ballet requires a lot of
concentration.

13:45 to 14:30: A professional dancer cannot rehearse or perform for hours on end without eating
properly and staying well hydrated. Lunchtime is the time to take a break, replace some of the
calories expended in vigorous rehearsals, and rehydrate the bodyf or t he afternoonos

14:30 to 17:45: Afternoons are generally spent in rehearsal, sometimes with the choreographer, who
works with the dancers he/she has chosen to fine-tune his/her creative vision of the work. Sometimes
there will be an open rehearsal, where members of the public are invited to come and see the work

in progress. Dancers with CCN i Le Ballet de Lorraine must also plan on touring across France and
international l y, si nc dopteseet eachopmguationytdtise widdstjpessiliei v e |
audience.



Costumes are an essential part of every dance production, and every costumed no matter how
simple or complexd is the result of many hours of painstaking work. The Ballet de Lorraine has a
wardrobe department with two full-time staff.

1) The first step in creating the costumes for a production is a meeting between the choreographer
and the wardrobe team. The choreographer describes how he/she imagines the work: the lighting, the
sets, the general feel of the show. Then the wardrobe team gets to work creating costumes that
match the choreographer 6 s v i si on

1

2) Sometimes design sketches are prepared to give a more precise idea of the final
costumes the dancers will wear; sometimes the wardrobe team works without a sketch.

.

!

3) In the next and crucial step, the wardrobe team cuts out the fabric pieces for the
costumes and fits them togetherona dr e s s ma k e Th & whitn themy
costumes really start to take shape and the wardrobe t e a naests start to shine
through.

4) Next, the costumes are dyed. This is a delicate and meticulous process:
from an infinite range of colours,i t 6 s I mpor t ant tomesan@pt u
shades the choreographer has in mind.

5) Finally, the dancers try on the costumes and the wardrobe team makes final adjustments to fit
each costume to its wearer. They often have to find innovative ways to give the dancers maximum
freedom of movement: by making the sleeves extra loose, for example, or using lightweight or stretch
fabric.

After each production, the costumes are cleaned and stored. Some will be re-used in future

productions, while others will be worn only once. To be a successful wardrobe master or wardrobe

mistress, you need discipline, creativity, the ability to translate ideas into concrete form, and the ability

to listen. i @rning two-dimensional concepts into three-dimensional costumesd t h awhat sy job is
abouttosays the Ballet de Lorrainebds wardrobe mistre



Dance is a living art.

A dance work is not complete until it has been presented to an
audience. The performance is a critical moment because the
audience's response tells the choreographer whether his or her vision
has been successfully communicated. Therefore, the audience plays
an active role in the choreographic process.

There are lots of things to notice during a dance performance:

- The choreography, the dancers, the music, the sets, the costumes
and the lighting, all of which contribute to the overall effect of the
show.

- The movement and emotions expressed
by the dancers, and how they relate to the
music, sets, colours, textures and design elements.

- The combination of patterns, shapes and dynamics on stage.

You may find you react differently to different dance works, and two

people watching the same live performance can have very different
interpretations of what they saw and how they felt. The key is to ask

yourself which elements you liked or didn't like about a particular

performanced f or exampl e, the quality of ¢t
music, the lighting, the design elements, the gestures and symbols used

by the choreographerd and reflect on what the work meant to you.

Remember, there are no right or wrong answers: it's your experience, and

the interpretation of it is all yours.




STUDENT MATINEE PROGRAMME

Didier Deschamps has chosen to present solo and duet works created between
1921 and 2007 by choreographers Meredith Monk, Isadora Duncan, Martha
Graham, Francoise Sullivan, Jean-Pierre Perreault, Russell Maliphant,
Dominique Bagouet and Paul-Andre Forter.

Here is background information about each piece:

Break

Premiered in 1964 at Washington Square Galleries, New
York

Choreographer: Meredith Monk

Dance instructor and rehearsal director: Lutz Forster
Costumes created by the CCN - Ballet de Lorraine Wardrobe
Department

Ballet mistress: Noriko Kubota

1 male dancer

Duration: 8 minutes 50 seconds

Al My goal is to create] an
between disciplines, an art which in turn becomes a

met aphor for opening up thought, perception,

the emotions for which we have no words, and which we can barely remember;
an art that certifies the existence of an emotional world in an era and in a society
that systematically seek to eliminate emotion."

T Meredith Monk

American Meredith Monk's talent is far-reaching. She was one of the early post-
modern choreographers in New York and was associated with the Judson Dance
Theater in the 1960s. In 1968, she founded her company, The House. Ten years
later, she started the Meredith Monk Vocal Ensembile.

Monk has created numerous site-specific pieces (pieces performed outside or in
other non-traditional places). Juice (1969), for example, began at the
Guggenheim Museum and then moved back to Monk's loft. Another important
work, Education of the Girlchild (1973), depicted the life of a woman beginning
with old age and moving backwards to childhood. This piece won a prize at the
Venice Biennale in 1975.

Monk's work in dance, music, theatre, opera, musical theatre, film and visual art
has demonstrated her interdisciplinary talent. In 1988, she released her first
feature film, Book of Days. In 2002, she recorded mercy, a cd of her music. The
following year, her first orchestral score, Possible Sky, premiered.

Source: http://www.artsalive.ca
Learn more: http://www.meredithmonk.org/



Mother Etude

Premiered in 1921, danced by Isadora Duncan
Choreographer: Isadora Duncan

Music: Scriabin

Lighting: Thibault Leblanc

Dance instructor: Elisabeth Schwartz
Rehearsal director: Isabelle Bourgeais
1lfemale dancer

Duration: 2 minutes 50 seconds

This solo is part of a set of dances, Dance Impressions of
Russia, inspired by three études by Scriabin. Duncan created the work a few
months after arriving in Moscow to found a school of dance. In a bleak Russian

| andscape, Scriabinbés mystical har moni

to a bereaved motherodés grief.

This interpretive solo develops along a single narrative line that symbolizes the
trajectory of human life. A woman stoops, as if bending over a child she is pulling
from the earth. Movement sequences carve out the space between the mother
and her imaginary infant. The movement is earthbound, the gestures deliberate
and powerful, enveloped in alayerof music6 i The true dance

serenity, o0 Duncan wrote. The child wanders

eye; when it returns she embraces it fervently and lays it down before her. But as
she fondly caresses the child, her hand encounters nothing but the unyielding
ground. Stretched out on the earth, the grieving mother offers a final gesture of
farewell.

Source: Dictionnaire de la Danse (translation)

Isadora Duncan (1877-1927)

Isadora Duncan was an important American-born modern dancer. She combined
many of the aesthetic and social ideas of her time to create a personal style. Like
the followers of the French teacher Francois Delsarte, as well as the advocates
of dress reform, Duncan abandoned her corset to dance instead in flowing
Grecian-inspired robes. Unlike many of her contemporaries, Duncan
choreographed to classical music that had not been written specifically for dance,
which was a controversial choice.

Source: http://www.artsalive.ca
Learn more: http://www.isadoraduncan.org/
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http://www.artsalive.ca/
http://www.isadoraduncan.org/

Revolutionary Etude

Premiered in 1921, danced by Isadora Duncan
Choreographer: Isadora Duncan

Music: Scriabin

Lighting: Thibault Leblanc

Dance instructor: Elisabeth Schwartz
Rehearsal director: Isabelle Bourgeais

1 female dancer

Duration: 2 minutes 18 seconds

This solo, also part of the Dance Impressions of Russia series that
Duncan created while living Moscow, was inspired by historical
events and conveys Duncandés passionate soci a

A woman stands alone at centre stage, head bowed, hands clasped behind her
back. As she straightens up, her posture and body language convey the power of
a social manifesto, the portent of a Promethean struggle. Her gestures, kneading
and pressing into the ground, have an almost violent quality; her successive
advances are like so many escape attempts. Pausing for a moment, she sweeps
the stage with her gaze, and the sight of her imaginary companions brings her
own situation starkly home. Suddenly her wor
mouth opens in a silent cry, and she soundlessly berates the invisible crowd as
she surges forward once more. In an implied confrontation, she assaults air and
earth with fists and feet; the pounding rhythm accelerates until suddenly her
imaginary bonds are ruptured. The future opens up before her, and she
welcomes it eagerly, pumping her fist defiantly into the air as the dance ends.

Source: Dictionnaire de la Danse (translation)



Dédale

Premiered in 1947

Choreography: Francoise Sullivan

Dance instructor: Ginette Boutin

Lighting designer: Jean-Philippe Trépanier
Lighting technician: Olivier Bauer
Costume designer: Denis Lavoie

Ballet mistress: Isabelle Bourgeais

1 female dancer

Duration: 5 minutes 25 seconds

Black and Tan

Premiered in 1948

Choreography: Francoise Sullivan

Music: Duke Ellington

Dance instructor: Ginette Boutin

Costumes designed by Jean Paul Mousseau
Costumes created by Denis Lavoie

Ballet mistress: Isabelle Bourgeais

1 female dancer

Duration: 5 minutes 20 seconds

Francoise Sullivan (1925 -) is a pioneer of modern dance in Montréal and an
acclaimed choreographer, dancer and multidisciplinary artist. In addition to her
accomplishments as a dancer and choreographer, she is an internationally
respected visual artist whose career has spanned over six decades.

As a young woman, Sullivan studied visual art at Montréal's Ecole des Beaux-
Arts and ballet with Gérald Crevier. She later performed with Crevier's Les
Ballets-Québec. In 1941, she met the painter Paul-Emile Borduas, who was the
leader of the Automatistes, a group of Montréal artists who rebelled against
aesthetic and social conformity. In 1948, the Automatistes published a manifesto,
the Refus Global. Sullivan was one of the manifesto's signatories. She was also

the only woman to coansiebetel aeseosayp, (AiDantC
Hopeo), which is one of the first political
Canada.

Since 1948 she has been at the forefront of the international art scene, and her
life and work have inspired generations of artists. Her rich and diverse body of
work has earned her many awards and honours, including the Order of Canada
and the Ordre du Québec.

Learn more: http://www.dcd.ca/exhibitions/sullivan/sullivanhome.html



http://www.dcd.ca/exhibitions/sullivan/sullivanhome.html

Lamentation

Premiered on January 8, 1930 at MaxineEIl | i ot t 6 s
New York

Choreographer: Martha Graham

Costume designer: Martha Graham

Music: Zoltan Kodaly, Neun Klavierstiicke, Opus 3,
Number 2

Original lighting design by Martha Graham, adapted by
Beverly Emmons

Ballet mistress: Isabelle Bourgeais

1 female dancer

Duration: 3 minutes

Lamentationi s a A d a ndcnet ofa kpeqgifia persan, time or place, but
rather a physical expression of grief itself.

Martha Graham (1894-1991)

Martha Graham's name is synonymous with modern dance in the United States.
She began her career as a member of the Denishawn company. Later, she
performed in The Greenwich Village Follies before beginning to teach full time.
She presented her first concert in 1926.

Graham's early choreographic efforts were reminiscent of Ruth St. Denis' in their
exotic themes and music visualization structures. However, she quickly
developed her own style that rejected stereotypical femininity in favour of strong,
angular movements. Some of her works contained humour, but most were
sombre.

The technique Graham developed placed dancers'weight low in their hips and
emphasized the contraction and release of the torso. She created several dances
inspired by American culture, including Frontier (1935) and Appalachian Spring
(1944).

During the 1930s, Graham's all-woman company presented some of her most
celebrated compositions, such as Primitive Mysteries (1931). In the late 1930s,
Graham began to accept men into her company, including Merce Cunningham,
Paul Taylor and Erik Hawkins, who later became her husband. After World War
II, Graham turned to Greek mythology for inspiration in works like Cave of the
Heart (1946), Night Journey (1947) and Clytemnestra (1958).

Graham's creative longevity is remarkable. She gave her last performance in
1969 at age 74. She continued to choreograph until a year before her death. Her
last work, Maple Leaf Rag (1990), was a whimsical piece choreographed to
ragtime music by Scott Joplin. During her career, Graham choreographed over
180 works.

Source: http://www.artsalive.ca

Learn more: http://www.marthagrahamdance.org/


http://www.artsalive.ca/

Les Ombres dans ta téte

Premiered in 1996

Choreography: Jean-Pierre Perreault
Dance instructors: Ginelle Chagnon and
Lucie Boissinot

Music: Bertrand Chénier

Lighting designer: Jean Gervais
Costume designer: Jean-Pierre Perreault
Ballet mistress: Isabelle Bourgeais

2 male dancers

Duration: 17 minutes

Jean-Pierre P e r r e a u tive @inwerse is iatanate yet social, fragile yet

powerful. His works invite us to explore human nature, and consistently evoke in

the viewer fAthe feeling of being both witnes
and represented, overlooked and acknowled g e d 0 Gélnhsi Gakiers de

théatre JEU, 1988 [transl.]).

Jean-Pierre Perreault (1947-2002)

Jean-Pierre Perreault was one of the most talented artists of his generation and

one of Canadads most i.Apaccompishetd daocerpsete ogr apher
designer and visual artist, Perreault began his career in 1967.He began his

dance career as a charter member of Le Groupe de la Place Royale (later

renamed Le Groupe Dance Lab). In the early 1970s, he was appointed co-artistic

director of the company with Peter Boneham i a position he held until 1981. After

he left Le Groupe, he was in demand as a choreographer and guest teacher at

various institutions, including Simon Fraser University in Vancouver and the

Laban Centre in London.



Two

Choreography: Russell Maliphant
Music: Andy Cowton

Lighting: Michael Hulls

Ballet master: Jarmo Penttila

1 female dancer

Duration: 8 minutes

In this powerful, demanding piece, a single dancer is

confined in a square box of lightd a visual expression of

RussellMal i phant 6s fascination with the relatio
between light and movement.

The work is an eight-minute crescendo of music, movement and light, escalating

to an intense climax. AndyCowt ond6s score was composed spec
ballet. Two was originally commissioned by the Dance Umbrella Festival

(London, UK).

Russell Maliphant trained at the Royal Ballet School in the U.K. and graduated

into Sadlerds Wells Royal Ball et before | eav
dance, working with companies such as DV8 Physical Theatre, Michael Clark &

Company, Laurie Booth Company and Rosemary Butcher. He has studied

anatomy, physiology, bio-mechanics, and the Rolfing Method of Structural

Integration. In April 2000, he received an Arts Council Fellowship. He has

created over 20 pieces to date, collaborating closely with lighting designer

Michael Hulls, and has set works on renowned companies and artists including:

Lyon Opera Ballet, Ricochet Dance Company, The Batsheva Ensemble and

Ballet de Lorraine.

Source: http://www.rmcompany.co.uk/index new.html




