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«

Toulouse-Lautrec
stood on the cobblestone
streets of Paris like a
bearded marionette,
shameless, sprung from
a wholesale fairground
massacre.

»

Philippe Berthelot
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INTRODUCTION

Henri de Toulouse-Lautrec, painter of incisive

dance and penetrate this work developed by dancer

yet elegant strokes and virtuoso lithographer,

and choreographer Kader Belarbi, Director of the

depicted Paris’s night life and underworld from the

Ballet du Capitole. Evoking the painter from Albi, a

perspective of both a participant and an observer.

free man in a hobbled body, and his artistic world

At the turn of the century, when everything was

in a ballet might seem a challenge. The sensitive

accelerating, he testified to his fascination with

and fertile imagination of Kader Belarbi and the

the speed with which he rendered tempo and

talent and inventiveness of his surrounding team

trepidation, captured a dancer’s gestures with

achieve a brilliant mélange of diversions and

a nervous, tremulous and stylised line, froze the

variations, suggestions and transgressions, thus

theatrical expressiveness of mimicry in an effort

demonstrating how the innovative yet timeless

to suspend the ephemeral intensity of a moment

work of Toulouse-Lautrec stimulates reflection on

in time. A clairvoyant witness who exposed not a

the arts and is capable of stirring up a plurality of

universal reality but a singular truth, he played with

dance forms and contemporary creation.

the stage lighting that distorted faces, translated
movement in its essential strength and affirmed
the dynamic power of colour. So many of the prisms
that structured his work resonate in the world of

7

Danièle Devynck,

Honorary Heritage Curator, Specialist of
Toulouse-Lautrec
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PREAMBLE

I have always been fascinated by painting, and so
bringing together the act of painting and the act of
dancing is for me a natural move.
Toulouse-Lautrec, of course, painted Parisian
parties, cabarets, circuses, shows and balls. But
what captivated him were the gestures, attitudes
and face of the people whose personalities and
profundities he ensnared in a black outline and
rendered in a limited colour palette.
Dance was a central subject in the work of
Toulouse-Lautrec. With a stroke of his paintbrush
or his pencil, he divulged the movement of a body,
its rhythm, its energy, its humanity in the non-finito

and the emptiness.
The choreographer is tasked with capturing
the painter’s work today, with offering new
opportunities for dialogue between painting and
dance, among the arts, among the senses, between
that which is performed, seen and heard.
The entire artistic team and I wish to share this new
adventure with the public, so that the festivities
may begin anew.
Kader Belarbi,
Director of Dance, Théâtre du Capitole,
Toulouse, France
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STATEMENT OF INTENT

PITCH

A man’s own stunted body bred contempt
in him for himself. He became ‘Monsieur
Clochepied’ (Mr Limper), a slave to his
diminutive figure, a subject of stares. As a free
and daring man, the little painter inhaled life,
devoured it. Thanks to the clairvoyance of his
eyes and the masterful finesse of his hands, he
also succeeded in transcending life by depicting
the lives of others. The great painter left us with
a spectacular account of the coarseness of life
and the rawness of the human soul.

Toulouse-Lautrec worked hard and lived
dangerously, mingling creativity with the
most unbridled pleasures, overcoming the
limitations imposed by his physical condition
with artistic and social enterprises that proved
as productive as they were gruelling.
Lautrec loved that which was real and only that
which was real.
Nothing escaped him. Everything interested
him. His preoccupation with his art and the
social realities of his time drove his creative
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output. He used his pencil to record what he saw.
He went to great lengths to pin down the traits
that make a being what it is. The love potion that
he thirsted for and imbibed throughout his life
stained the raw images of people and of life that
he produced. He managed to erase his personal
tragedy from his nuanced observations of a
world that persists in posterity.
A tragicomic tone marks this show driven by
the dizzying pace of the life of this man and
artist.
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CONFINEMENT AND FREEDOM

THEMES

Nature betrayed Henri de Toulouse-Lautrec:
«I live in confinement. But all that is confined
shall die.»
The sickly little man would find an escape
from the prison of his body in a social life
saturated with indulgence and debauchery.
Painting served as an outlet and a means of
overcoming his disenchantment with his own
body. His infirmity made him more sensitive
to the difficulties of the human condition. But
Toulouse-Lautrec wanted that which he could
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never have: to live a life flush with love, both
given and received.
He symbolically made love to women he was
unable to seduce by drawing or painting them,
experiencing intimacy on canvas and paper.
Throughout his life, Lautrec sought to befriend
extremely attractive and inaccessible women.
Though he fell short of becoming a lover, he
became a companion and confidant. Though
he fell short of being loved by women, he made
them into his muses.
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SOLITUDE AND FRIENDSHIP

Leaning on his cane, he was always homing
in on the nearest light, the nearest night-time
sanctuary. In his desire to see everything, to love
and share the most unrestrained pleasures, he
brought his friends along in his wake.
Toulouse-Lautrec was a vital force, a whirlwind
given to childish behaviour, extravagance, a
taste for rebellion and theatrical mannerisms.
He wove his legend, his mythical personality,

DESIRE AND TRANSPOSITION

from the strands of his many escapades of
debauchery and eccentricity. Moreover, he was
the first to laugh at and make light of his own
misery. From brasseries to circuses, from bars
to brothels, he brought along those he met, had
them accompany him. For him, friendship was
a necessity. If he could, he would never go back
home and return to a state of solitude, which he
found loathsome.

Lautrec submerged himself in the atmosphere
of ballrooms. He became a regular, steeped
in sound, exhilaration and beads of sweat,
drinking glass after glass. Under the gas lamps,
with thunderous music shaping the figures of
the quadrilles, with alluring garments whirling
all about — in this feverish, breathless and
overheated atmosphere, Lautrec inhaled and
exhaled with indescribable pleasure. He was
not satisfied with simply gazing at the wriggling
bodies moving about, dressed in diaphanous
undergarments, occasionally giving spectators
a little surprise with a light, swift kick before
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turning away, gliding into the distance, their
figures elongating across the floor. He drew and
painted, letting parties and pleasures bloom
across canvas and cardboard. When distress
weighed down his soul, he turned to the
cloistered girls of the bordellos. He frequented
brothels, where relations were stripped of
hypocrisy. In his paintings, he showed them
as they were. Lautrec took these erotic and
sexual images, so dear to the men of the time,
fond of seeing their fantasies illustrated, and
made them into love songs, odes to the glory of
sensual pleasure.
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ESCAPADES AND ESCAPES

Toulouse-Lautrec played the role of the perennial
partygoer. He was unrivalled in his ability to
down the strongest drinks. He elevated drinking
to an art, as alcoholism and syphilis reduced his
body to a ruin. He stumbled about on feet like
weights. He struggled helpless and terrified
against dementia-induced hallucinations, eyes
wide with fear. Lautrec was no longer even a
shadow of his former self. The last bits of life
left in him were fading away. He was diminished
to nearly nothing. Soon, he would have to let go.
The paintbrush slipped from his hands. Would
the storm break? «Mother...you! Just you!» And
then he sighed: «It’s so damn hard to die.» With
thunder rumbling in the distance, with a dull
roar, Toulouse-Lautrec died.
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ELABORATION

PRODUCTION

The first step is one of harvesting: taking, cutting
up, picking out elements. The second step is
one of arranging: assembling elements in no
pre-determined order, figuring out how they
go together, like puzzle pieces. Ultimately,
everything that will go into Toulouse-Lautrec
will be taken from his world and put together
in a new way, as in a collage.
The entire artistic team will bring this work into
being with creativity and freedom of expression,
not failing to make use of any material, any
medium available. The work of editing, piecing
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together, and pasting shall blend reality and
fiction, engendering new visual and mental
configurations.
Treatment of positive and negative space shall
vary from a shadowy theatre to projected lights
and images, from black and white to full colour.
The life of Toulouse-Lautrec, between human
truth and tragic–burlesque events, serves as
a general guideline. Marked by a process of
collage and a form not unlike a review, the work
will offer new interpretations of and a fresh
encounter with Toulouse-Lautrec.
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«

Lautrec did not lie
about the life depicted
in his work: instead
of firmly planted,
picturesque silhouettes,
he put forth a parade
of profound masks,
worn by everybody, on
the perilous journey
through the lives of the
people with whom he
crossed paths.

»

Charles de Rodat,
great-nephew of Toulouse-Lautrec
21

22

ROLES

Kader Belarbi : « I will attempt to paint

a frenzied fresco, tinted with accents of human
physiognomy, and take an interest in the
appearance of beings in movement, as in a
colourful review. Dancing bodies will appear:
Toulouse-Lautrec will be facing himself; female
figures, models and muses shall emerge from
the City of Women. At the same time, gentlemen,
friends, regulars, customers, spectators and
passers-by. »
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SET DESIGN
Sylvie Olivé : «At first sight, what struck

me about the paintings of Toulouse-Lautrec was
their unfinished ‘non-finito’ look — a complete
break with the academicism of his time, a process
by which he fleshed out a segment, a part, and let
the rest be suggested.
At the core of my work is a process of sketching,
not having a hand in everything, leaving some
things to the imagination.
In response to the modest media and techniques
employed by Toulouse-Lautrec (cardboard, oil
paints thinned with gasoline and so on), I favour
that which is simple, minimalist, powerfully
evocative.

The choice of materials, lines, transparency
echoes the Japonisme that was so influential
during his time.
Toulouse-Lautrec: a small body, a great man.
Great, small — a matter of proportion.
A projected shadow aggrandising, diminishing
the subject, playing with the scale of the body in
space.
An homage to the shadowy cabarets where he
spent his nights. Everything is suspended, too
high for him.
The set design supports the painter, the frame,
the cardboard. To dance is to paint.»
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LIGHTING
Nicolas Olivier : « A mining of the
various caverns of realism and imagination:
in my opinion, this image illustrates Lautrec
quite well. He captured the raw, warm realism
of the cabaret with a strong, incisive pictorial
technique, particularly through his command of
colour.
I believe that the lighting for this show must at
times be very concrete — this will, for example,
allow the proscenium to be put to maximum
use — and at other times more dreamlike,
achieved by means of projected shadows as well
as a very colourful light (in a uniform colour,
whether saturated or soft). Using a set with a
great deal of depth, in perspective, we will be able
to multiply the sight lines and leverage shadows
and transparencies to let the artist’s imagination
shine through.»
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COSTUMES
Olivier Bériot : « Only the face exists ! »

said Toulouse-Lautrec.
« Olivier Bériot would rather not fall into the
trap of historical re-enactment. He prefers
to concern himself with costumes, variations,
ranges, re-creations, diversions, suggestions,
signs and shapes straight out of the world of
Toulouse-Lautrec.
Lucy McRae, in her work as a performer,
explores the notion of constraints that oblige
the body to adopt certain body language to
dramaturgical effect. This use of constraints in
the form of clothing is here — as it is in the work
of Ms McRae — a poetic allusion to Lautrec’s
physical limitations and to his paintings.
The work of Aitor Throup Studio with G-Star RAW

Denim Streetwear jeans inspired and sculpted
the silhouette of the little painter himself.
The stretch fabric allows him, through his dance,
to tell of the great man that he became by
modelling the silhouettes with which he crossed
paths in Paris on cardboard. From these street
silhouettes, the floor of the Moulin Rouge, brothel
women, fanciful dress and alcohol-soaked nights
shall emerge agile ballet bodies dancing the
java and the can-can, putting on parades and
stripteases, performing from dusk till dawn.
Constrictive clothing such as hoop petticoats,
classic pointe shoes, can-can boots and flying
swaths of fabric shall let Lautrec’s unfinished
paintings materialise before the audience’s eyes
against Sylvie Olivé’s chiaroscuro set design.»
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«

There are
times when,
absurdly, one has
to sleep. There
are also times
when one has to
celebrate.

MUSIC
Bruno Coulais : «In contemplating music

for Toulouse-Lautrec, I would like to distance
myself from period music. French can-cans,
galopades, waltzes and javas will be featured,
but in most cases these dances will be restyled,
transposed as vestiges of melodies of times gone by.
Musical numbers will vary; some will be possessed
of strange and mysterious atmospheres, whilst
others will be marked by jubilant movements
(even trances), evoking at different times
childhood emotions, bodily injuries and of
course the ghostly shadow of Countess Adèle, the
painter’s mother.

I would also like to draw some distant inspiration
from the music of Erik Satie.
Regarding instruments, these will be very simple:
an accordion and a piano. Each musician will be
able to produce MIDI sounds, thus opening up
the music to infinite possible timbres, effects,
echoes and spatialisations.
The dancers will also be able to form a chorus or
play percussive beats.
Lastly, I shall record a soundtrack as a
cinematographic counterpoint to the music of
the ballet.»

»

Charles Cros
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A VIRTUAL REALITY EXPERIENCE
Luc Riolon

: «A first in the ballet world.
When booking, spectators will be able to choose
either a «classic» or a «virtual reality» ticket.
Those who choose virtual reality ticket will be
handed a (wireless) virtual reality headset at
the entrance to the hall and seated in strategic
locations so as to give them the best possible
experience.
During the show, around a dozen one- to
three-minute virtual reality sequences will be
broadcast via the headsets. Spectators will be
alerted by means of a signal. They may either
continue to watch the show or don the virtual
reality headset for as long as they wish. There
will be no need to adjust any settings.
Each time they put on the virtual reality
headset, they will be thoroughly immersed in
the action from various perspectives: they will
be in the midst of the artists, invisible witnesses
grazed by the frills and flounces of the dancers;
they will be in the place of Toulouse-Lautrec
himself as he interacts with the dancers (who

will be able to look him in the eye); they will
be in the wings and have a bird’s-eye view of
the stage; and they will be able to transcend the
walls of the theatre and view the same sequence
on the stage with a different set design. They
will also be able to view a scene that cannot be
seen from the hall, when the dancers leave the
set and carry on with their act.
Virtual reality technology has made tremendous
advances in recent years; it is now possible
to store all images in the headsets’ internal
memory and remotely trigger playback of each
film (from the control
room via a dedicated
signal-based
Wi-Fi
network). Spectators
will not need to touch
or adjust anything;
they will only need to
put on their headsets
and let themselves be
immersed.»
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Kader Belarbi

Choreography,
staging and libretto
Renowned dancer and choreographer Kader Belarbi
is distinguished by his inexhaustible curiosity and
fresh appetite for adventures in dance. Having
trained in choreography at the École de danse de
l’Opéra national de Paris, in 1980, he was invited
to join its corps de ballet, where he brilliantly rose
through the ranks. In 1989, he became a principal
with the role of the Bluebird in Rudolf Nureyev’s The
Sleeping Beauty. Nineteen years later, he officially
bade farewell to the Ballet of the Opéra national
de Paris with Carolyn Carlson’s Signes. Open to all
styles, he dances the many ballets in the repertoire
of the Opéra national de Paris and maintains a
certain familiarity with contemporary dance. He
has been associated with many world premieres
approved by major choreographers with a range
of aesthetics, such as Roland Petit, Rudolf Nureyev,
John Neumeier, George Balanchine, Jerome Robbins,
Maurice Béjart, Maguy Marin, Dominique Bagouet,
Saburo Teshigawara, Jiří Kylián, William Forsythe,
Mats Ek and Pina Bausch.
Kader Belarbi has also choreographed some
40 ballets: Giselle et Willy (1991); Salle des
pas perdus (1997); Les Saltimbanques (1998);
Hurlevent (2002) for the Ballet of the Opéra national
de Paris; Les Épousés (2004) for Les Grands Ballets
Canadiens; Le Mandarin merveilleux for the Ballet
du Grand Théâtre de Genève (2007); Formeries for a
clown, musicians and dancers for the Opéra national
de Paris (2008); Pierrot lunaire accompanied by a
dancer and a guitarist (2011); and many more. For

CONTRIBUTORS
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two seasons (2009/2010 and 2010/2011), he was
an associate artist with La Comète, a national theatre
in Châlons-enChampagne, France, and toured with a
group of dancers.
For the Ballet du Capitole, which he has directed since
1 August 2012, he has developed Liens de table and À
nos Amours (2010), La Reine morte (2011), Étranges
Voisins (2012), Entrelacs, Le Corsaire, La Bête et la
Belle (2013), Bach-Suite III (2014), Giselle (2015),
Mur-Mur (2016) and Don Quichotte (2017).
Season after season, Kader Belarbi has offered his
dancers a choreographic banquet to nourish and
enrich their professional practice.
As part of the Greater Southwest France
Choreographic Cooperation Centre initiated by the
Ballet de l’Opéra national de Bordeaux, the Ballet
du Capitole and the Malandain Ballet Biarritz, he
added his La Reine morte to the repertoire of the
former in March 2016. Several of his choreographies
performed by the Ballet du Capitole are available on
DVD from Opus Arte: Le Corsaire (2014), La Bête et
la Belle (2015) and La Reine morte (2016).
Kader Belarbi has earned several French national
honours: he is an Officer of Arts and Letters (2006),
a Knight of the Legion of Honour (2008) and an
Officer in the National Order of Merit (2015).
On 19 June 2017, the French Professional Association
for Theatre, Music and Dance Criticism awarded him
the prize for «Best Choreographic Personality of the
Year.»
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Laure Muret

Laurence Fanon

Assistant choreographer

Laure Muret completed all her training at the École
de danse de l’Opéra national de Paris and joined its
corps de ballet at the age of 17. There, in 1992, she
was promoted to sujet. She has danced as a soloist
in ballets by Rudolf Nureyev (Le Lac des cygnes,
Casse-Noisette, La Bayadère, Cendrillon, La Belle au
bois dormant, Raymonda and Don Quichotte) and the
great classics of the repertoire (Giselle, La Sylphide,
Paquita and others), as well as ballets by Serge Lifar
and George Balanchine. She danced the title role
in Patrice Bart’s La Petite Danseuse de Degas. She
soon took on more contemporary styles of dance
and worked with Maurice Béjart, Roland Petit, Jiří
Kylián, John Neumeier, Twyla Tharp, Lar Lubovitch,
Angelin Prejlocaj, Mats Ek, William Forsythe, Pina
Bausch, Nacho Duato, Wayne McGregor and others,
who entrusted her with soloist roles.
She was selected by Jerome Robbins to dance in The
Concert, The Four Seasons and Moves. John Neumeier
gave her the leading role in Casse-Noisette.
Outside of the Opéra national de Paris, she performs

as a soloist in French national and international
dance galas. Having developed a keen interest
in teaching and handing down knowledge, she
is not only performing but also preparing for a
second career. She earned a State Diploma in Dance
Instruction in 2004 and a Certificate of Aptitude
in 2008.
She left the stage of the Opéra in 2012.
For the past decade, she has occasionally
assisted Kader Belarbi as a coach and assistant
choreographer (ballet, film and events).
She created the third act of Rudolf Nureyev’s Bayadère
for the Ballet du Capitole in 2013. She has been
invited to teach courses as part of dance workshops
in France and abroad as well as at institutions such
as the Centre national de la danse in Paris, the Ballet
du Capitole, the Paris Conservatoire à rayonnement
régional (CRR), the Toulouse CRR, and the École
Supérieure de Danse de Cannes Rosella Hightower.
She coaches professional and student dancers.

Assistant choreographer
French can-can and music hall

After completing her studies at the École de danse
de l’Opéra national de Paris, Laurence Fanon was
named a prima ballerina at the age of 18 at the
Théâtre du Châtelet and was invited to various
companies.
As a multidisciplinary artist, she has worked with all
the arts in the course of her career: dance, singing,
theatre, acrobatics, contortion and more. Today, her
artistic endeavours enrich her teaching. Discovered
by Don Arden (a Las Vegas producer) on the stage
of the Folies-Bergère in Paris, she joined the Lido de
Paris in a rope number created especially for her.
A performer and choreographer, Laurence
has created her company and approved many
choreographies for the Palais Garnier and the Opéra
Bastille as well as many European opera houses.
Laurence Fanon is invited to teach her classical
floor-barre method at international workshops and
to judge at international ballet competitions. She
teachers her floor-barre method at the Centre des
Arts Vivants and regularly offers master classes on
acrobatic lifts in Paris.
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Danièle Devynck

Bruno Coulais
Artistic advising

Music

Danièle Devynck has been Chief Curator at the
Toulouse-Lautrec Museum in Albi from 1987
till December 2019. She has made significant
contributions to the knowledge of the work of
the painter from Albi and his time, having curated
various exhibitions in France and abroad:
Toulouse-Lautrec et le japonisme [ToulouseLautrec and Japonisme], Toulouse-Lautrec et
ses amis [Toulouse-Lautrec and his friends], Le
Chat Noir [The Black Cat], Yvette Guilbert and
Toulouse-Lautrec et la modernité [ToulouseLautrec and Modernity], among others.
Recently, she was curator at the Grand Palais
exhibition,
Toulouse-Lautrec
Résolument
moderne, which was held from October 9, 2019
to January 27, 2020.
She has authored books and catalogues and
written many articles on Toulouse-Lautrec and
his work. Her publications include Les Chevaux
de Toulouse-Lautrec [The Horses of ToulouseLautrec] (a book on the collections of the
Museum in Albi, Ed. Briand, 1990) Le Guide du
Musée [The Museum Guide] (with a preface by
Gale Murray, Ed. Poux, 1995), Toulouse-Lautrec,
un peintre, une vie, une œuvre [Toulouse-Lautrec:
A Painter, a Life, a Work] (Ed. Belfond, 1992),
Toulouse-Lautrec (Ed. du Chêne, Profils de l’art
collection, 1992) and Toulouse-Lautrec et le
japonisme [Toulouse-Lautrec and Japonisme]
(Ed. Briand, 1999).

A classically trained musician, he was a contemporary
music composer before he became known for his film
music. His career evolved in the course of meaningful
encounters, including with the director François
Reichenbach, who, in 1977, entrusted him with the
music for the documentary Mexico Magico. In 1986,
he composed his first music for a feature film, Jacques
Davila’s Qui trop embrasse. Until the late 1990s, he
maintained a low profile, buried in television work.
His name may be found on a number of television
films by Gérard Marx, Laurent Heynemann, Édouard
Niermans and Josée Dayan.
In the cinema, he is noted for his three-time
collaboration with Christine Pascal, notably on Le
petit Prince a dit in 1992, and with Agnès Merlet on
her film Le Fils du requin. He reached a turning point
in 1996 when he met Claude Nuridsany and Marie
Pérennou, the directors of the film Microcosmos. This
singular feature film, in which music played a major
role, was a great success and rendered him one of the
most sought-after composers in French cinema. He
won the 1997 César Award for Best Music, as well
as a Victoires de la Musique award. His renown was
cemented with his music for the 1999 film Himalaya,
which won him a second César award, and for the
2000 film Les Rivières pourpres. Since then, the name
Bruno Coulais may seemingly be found with equal
frequency on major productions and on art films.
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Yet, after Le Peuple migrateur, in 2001, he announced
his desire to cut back on his contributions to cinema
and dedicate himself to other projects such as
creating an opera for children and collaborating
with Akhenaton and the Corsican group A Filetta.
He resurfaced in 2002, having worked on Jannick
Astrup’s animated L’Enfant qui voulait être un ours,
and again in 2004, having contributed to Frédéric
Schoendoerffer’s Agents secrets and Christophe
Barratier’s Les Choristes. The latter film achieved
considerable success, and its music won Bruno
Coulais his third César award. In 2005, he directed
his Stabat Mater in the Basilica of Saint-Denis with
the participation of Robert Wyatt et Guillaume
Depardieu.
Bruno Coulais’s original soundtracks may differ
greatly in terms of musical style, yet they seem to
be marked by certain constants: an appetite for
vocals, a search for original sounds, non-European
instruments, a mingling of musical cultures and a
certain tendency to favour the notion of ambiance
(influenced by the lighting of the film) over that of
narrative.
In 2012, he wrote Les Villes invisibles, a violin
concerto created for Laurent Korcia and the Radio
France Philharmonic Orchestra.
He divides his time between music written for the
cinema and for concerts.
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Sylvie Olivé

Olivier Bériot
Set design

Costumes

Sylvie Olivé was born and grew up in the vicinity
of Paris, where she studied Fine Arts at the Centre
Saint-Charles (Université Paris 1 PanthéonSorbonne), the Académie Charpentier, the Académie
Leconte and the École Nationale Supérieure d’Art
Contemporain de Cergy.
Sylvie Olivé launched her career as a set designer
in the theatre. In 1987, she became the assistant
of the set designer Dominique Pichou. She made
her cinematic début in 1990 as a set designer for
Christian Vincent’s La Discrète. She also approved
the set design for Régis Roinsart first film,
Populaire. For this, she was nominated for a César
award in 2013. At the 66th Venice International
Film Festival in 2009, she won the Award for Best
Set Design for Jaco Van Dormael’s film Mr Nobody.
She designed the sets for choreographer Michèle
Anne De Mey’s Neige and Marivaux’s La Fausse
Suivante (staging by Lambert Wilson). She is also
involved in contemporary dance and experimental
set design.
Her career has led her abroad, in particular to New
York City, Montreal, Berlin and Brussels.

Olivier Bériot creates costumes for the cinema, dance
and theatre. For the cinema, he created costumes for
films by Luc Besson (Lucy, Malavita, Les Aventures
extraordinaires d’Adèle Blanc-Sec, The Lady, Arthur
et les Minimoys and Valerian) as well as action films
such as Taken, Taken 2, Taken 3, Colombiana, Le
Transporteur 3, Hitman and Danny the Dog.
He was nominated to the Costume Designers Guild
in 2007 for Julian Schnabel’s Le Scaphandre et le
papillon and for a César award in 2014 for Guillaume
Gallienne’s film Les Garçons et Guillaume, à table !
He also works as a costume designer for dance and
performances with a number of choreographers:
Kader Belarbi and the Ballet du Capitole (Le Corsaire
and La Reine morte); Nicolas Leriche and the Ballet of
the Opéra national de Paris; Robyn Orlin; and MarieGeneviève Massé and her baroque dance company
L’Éventail in Sablé-sur-Sarthe, France.
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Nicolas Olivier

Luc Riolon
Lighting

Virtual Reality

Nicolas Olivier was trained as a painter at the Higher
Art School Le 75 in the early 1990s and completed his
training in show set design and stage management
at INFAC. In 1993, a meeting with producer Daniel
Scahaise set him on a path in lighting design.
From 1999 to 2013, he was a lighting designer and
then a general director at Charleroi danse. During
that period, he worked in close collaboration with
Frédéric Flamand, Wim Vandekeybus, MossouxBonté, Michèle Anne De Mey and Jaco Van Dormael,
among others. At that time, he did lighting design
for shows such as Kiss & Cry, which he co-authored,
and Michèle Anne De Mey’s Neige, for which he
was responsible for lighting and stagecraft. He
joined the ‘entorse’ group in 2010 and, at the same
time, did lighting design for Stradella, an opera by
César Franck staged by Jaco Van Dormael for the
reopening of the Opéra Royal de Wallonie; David
Strosberg’s Lettre à Cassandre; and Les 1001 nuits,
staged by Dominique Serron at the Théâtre Royal du
Parc. Moreover, his set design and lighting figured
in the 2014 tour of My Little Cheap Dictaphone, a
rock group from Liège, Belgium.

Following university studies in mathematics and
six years of medical school, Luc Riolon débuted as
a director within his school, then met a number of
choreographers in the 1980s (Maguy Marin, Mark
Tompkins, Josef Nadj, Daniel Larrieu, Odile Duboc,
Josette Baiz, Angelin Preljocaj and others) with
whom he worked on many re-creations, recordings
and documentaries.
For 12 years, he collaborated with Ève Ruggieri on
the show Musiques au cœur on the French public
television channel France 2. He worked with her on
many documentaries and recordings on classical
music, opera and dance. Since 1999, he has been
directing documentaries on popular science and
wildlife around the world, following the work of
field researchers committed to solving particular
mysteries.
These two fields, art and science, may seem
worlds apart, yet, according to Luc Riolon, they
share a single driving force: a desire to gain an
understanding of the world, whether through art or
scientific research, and spread this understanding
as far and wide as possible. Moreover, scientists are
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true artists, constantly creating as they discover
unknown and often untouched territories. His
scientific documentaries include Tchernobyl, une
histoire naturelle ?, L’Énigme du caïman noir, Voyage
en eau trouble and Delta du Nil : La fin du miracle.
These documentaries have won many awards at
international film festivals.
In 2009, he and Charles Picq created the series Scènes
d’écran (2009-2013), produced by Farid Rezkallah
of 24 Images and consisting of 50 recordings and
documentaries on international contemporary
dance. From 2014 to 2016, he co-wrote and
directed Aventures en terre animale, a collection of
15 art documentaries (broadcast 2016-2017) and
has just completed a 52-minute documentary on
contemporary art for Arte France.
In 2009, he recorded his first live fashion show
(Vuitton, the Cour Carrée of the Louvre); since
then, he has recorded (in most cases, streamed)
fashion shows by Louis Vuitton, Givenchy, Yves Saint
Laurent, Sonia Rykiel, Guerlain, Elie Saab, Valentino,
Paul Smith, Chloé, Lan Yu, Carven, Juun.J and other
designers.
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Sergio Tomassi

Raúl Rodríguez Bey
Accordion

Born in Paris to Italian parents, Sergio Tomassi
started playing the accordion at the age of nine with
François Acéti. In 1975, he performed at his
first public dance with Alain Acéti. Sponsored by
Marcel Azzola, he trained with Joe Rossi and won a
UNAF award. Since 1986, he has enjoyed a booming
career, having accompanied many famous French
singers such as Juliette Gréco (from 1986 to 2005),
Barbara (from 1986 to her final concert), Michel
Fugain, Anna Prucnal, Patachou, Cora Vaucaire,
Fabienne Guyon and Lââm. Charles Aznavour
requested him for his series of shows at the Palais
des Congrès in Paris in 2007 and for his worldwide
farewell tour. From 2000 to present, he has been an
accordionist, conductor and musical director for
Serge Lama, with whom he has appeared in many
shows, including Accordéonissi-Mots, in which he
alone shared the stage with the man for more than
four years. He also directed Accordéonissi-Mots Live
in 2005, L’âge d’horizon in 2008, La Ballade du Poète
in 2012 and Où sont passés nos rêves in 2016.
As a theatre musician, he has performed at the
Comédie-Française in Victor Hugo’s Mille francs de
récompense (staging by Jean-Paul Roussillon, 1995),
Bertolt Brecht’s Mère Courage (staging by Jorge
Lavelli, 1998); at the Théâtre Mouffetard in Michel
Frantz’s La Comtesse Dracula (staging by Philippe

Piano

Rondest, 1995); and at the Théâtre Hébertot in
Eugène Labiche’s La Cagnotte (staging by Jacques
Lassalle, 1998).
Sergio Tomassi’s cinematic efforts have included
composing and directing music for JeanClaude Guiguet’s feature film Faubourg SaintMartin (1986), Claude Faraldo’s feature film
Merci pour le geste (1999) and Claire Clouzot’s
short film Rémy Duval, 28 place des Vosges (1987).
Also requested by museums, he has done music
composition and sound design for multimedia
exhibitions at various sites in France: the Maison
de la rivière d’Olt at Saint-Parthem (Aveyron), the
heritage area at the Chalet d’accueil de Tignes and
the Musée de la Mine in Cagnac-les-Mines (Tarn).
He participated in two works by principal Kader
Belarbi at the Opéra national de Paris: Les
Épousés, for which he composed the music, and
Les Saltimbanques, for which he approved the
instrumentation of the musical score as well as the
arrangements. He was also the director, producer,
artistic director and project manager for the world
premiere of Napoléon symphonique at the Théâtre
antique d’Orange in 2014. He has acted as the artistic
director and programmer for the Médard Ferrero
accordion festival in Drancy, France, since 2006.

Born in Isla Cristina (Spain), he started his music
studies at the age of six, at the Conservatories of
Cadiz and Seville, with pianist Pilar Bilbao and Itziar
Elorza. Once he concluded his piano studies, he won
an Honorary Award and received an exceptional
scholarship from the City of Cadiz to pursue his
studies at the École Normale de Musique de Paris,
where he furthered his training with Anne Queffélec.
He also earned a Diploma in Music Instruction from
the University of Granada. Raúl Rodriguez Bey has
worked with renowned instructors and pianists
such as Ramzy Yassa (École Normale de Musique
de Paris), Salomon Mikowsky (Manhattan School of
Music in New York City), Galina Egyazarova (Escuela
Superior de Música Reina Sofía, Madrid), Claudio
Martinez (Escuela Superior de Música Reina Sofía)
and Guillermo Gonzalez (Conservatorio Profesional
de Música de Santa Cruz de Tenerife). He practices

45

in many musical fields as a music theory instructor,
ensemble instrumental leader, introductory wind
instrument trainer, piano instructor, instrumental
accompanist, vocal coach, opera singer accompanist
and dance accompanist. In doing so, he has worked
at the Conservatorio Superior de Música de Málaga,
the Real Conservatorio Superior de Música «Victoria
Eugenia» de Granada, the Institut Stanlowa in
Paris, the Centre de Danse de Paris Goubé, the
Conservatoire Claude Debussy in Paris, the Paris
Conservatoire à rayonnement régional (CRR) and
the Boulogne-Billancourt CRR. At the same time,
he works as a concert pianist and a vocal coach for
singers and members of chamber music ensembles.
He was a vocal coach for the Ballet of the Opéra
national de Paris and collaborated with the Opéra de
Genève.
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P1: Henri de Toulouse-Lautrec, At the Moulin-Rouge:
The Dance, Philadelphia Museum of Art, USA, © The
Henry P. Mcllhenny Collection / Bridgeman Images.
- P3: Henri de Toulouse-Lautrec, anonymous
photographer. - P5: Henri de Toulouse-Lautrec, Jane
Avril dancing, c.1892, Musée d’Orsay, Paris and Yvette
Guilbert singing ‘Linger Longer, Loo!’, 1894 © MEPL /
Bridgeman Images - P9: Henri de Toulouse-Lautrec,
Moulin-Rouge, La Goulue and Valentin le Désossé,
1891, Albi, museum Toulouse-Lautrec and photo of
Henri de Toulouse-Lautrec in front of his paintings
©. - P11: Toulouse-Lautrec in his workshop on
rue Caulaincourt, Anonymous © and Young Woman
at a table, Poudre de riz, 1887, Van Gogh Museum,
Amsterdam© . - P12: photomontage by Olivier
Bériot ©. - P13: photomontage by Sylvie Olivé ©.
- P14: Henri de Toulouse-Lautrec, Au Moulin-Rouge
(fragment), Chicago, The Art Institute of Chicago ©.
- P15: photomontage by Olivier Bériot / Costume of
Jane Avril by Olivier Bériot /Study of Jane Avril for Le
Jardin de Paris©. - P16: Henri de Toulouse-Lautrec,
Variety Show Dancer ©. - P17: Maurice Guibert,
Lautrec by Lautrec, around 1894, vintage print, The
Georges Beauté Collection ©.

47

48

