






GUILHERME BOTELHO, DANSEUR ET CHOREGRAPHE 

Ca rol ine Coutau 

Au telephone, il donne l'impression qu'on le derange fortement. Comme si on le sortait de son monde 

un peu violemment. Pourtant, oui, il est volontiers d'accord de faire l'effort, de repondre, de se recon­

necter sur l'exterieur. II a un air hirsute alors meme que ses cheveux sont coupes a ras. Malgre un 

corps digne d'un athlete, il garde un aspect brouillon, charmant. Sa myopie vient contredire une 

demarche un brin macho. II est ne au Bresil a Säo Paulo, mais il vit en Suisse, a Geneve. Bref, Guilherme 

Botelho cultive les paradoxes. II le dit lui-meme: «II taut vivre les contraires: travailler sur un seul aspect 

des choses, c'est la mort.» 

C'est Scene de famille, un spectacle du choregraphe argentin Oscar Araiz qui a ete decisif: le jeune 

Guilherme a quinze ans. II sort du theätre bouleverse et decide de devenir danseur. Meme si chez lui, a 

Säo Paulo, danser, c'est comme dormir et manger: quelque chose de franchement normal. Mais la nor­

malite, pour lui, n'a rien d'ininteressant. Au contraire, c'est par elle, en la saisissant, que l'on peut, peut­

etre, reussir a s'approcher du vrai. Car sa danse n'a pas d'autre objectif: parler des gens, au plus pres 

de ce qu'ils sont, au plus pres de leur verite. 

II prend donc des cours de danse. Trois ans plus tard et parce qu 'il est doue, une occasion inesperee 

s'offre a lui: devenir danseur dans la compagnie du Ballet du Grand-Theätre de Geneve que dirige .. . 

Oscar Araiz. Pendant dix ans, il eblouit de sa presence le public du Grand Theätre de la cite de Calvin . 

Mais les dimanches sont moroses, il s'ennuie un peu. Alors, en 1987, il cree sa premiere choregraphie, 

«parce que j'avais besoin d'aller vers une danse plus engagee, une danse ou la recherche du mouve­

ment est fondee sur l'investissement personnel du danseur». Aujourd'hui, les dimanches passent sans 

meme qu'il ait le temps de s'en apercevoir: en 1993, il a fait le saut et cree Alias, compagnie de danse 

contemporaine independante. 

Entre-temps, il a croise Lloyd Newson, directeur de la compagnie londonienne DV8. Deuxieme rencon­

tre determinante. Surtout parce que le choregraphe anglais vient confirmer ce besoin de peupler la 

scene non plus d'etoiles evanescentes, mais de gens, en chair et en os. Ce qu'il apprecie encore chez 

Lloyd Newson? La conjonction d'une impressionnante liberte dans la composition et d'une rigueur, 

d'une precision remarquables. Deux qualites antagonistes qui font certainement aussi l'identite du tra­

vail de Botelho. 

Depuis la creation d'A/ias, il n'arrete pas. Les tournees, les cours, un film, des choregraphies pour d'au­

tres compagnies lui laissent tout juste le temps, qu'il prend cependant avec fermete, de travailler a une 

creation par annee. Et meme s'il n'a rien d'un thesard, il abat aussi un travail impressionnant en amont 

des repetitions: lectures, enquetes, notes vont constituer le point de depart du travail avec les dan­

seurs. II se met ainsi, avec une certaine jouissance, a l'epreuve. Lui comme les autres d'ailleurs. Cette 

volonte d'aller toujours au-dela des apparences, ce souci de verite comme une quete jamais achevee 

se double d'une humilite sürement essentielle a la creation: «J'improvise avec les danseurs, je fais des 

erreurs avec eux, j'ai honte en meme temps qu'eux. A chaque spectacle, il me taut a tout prix appren­

dre, sinon je ferais mieux d'arreter.» 
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Entier, integre, obstine, il sait pourtant aussi jouer, seduire et beaucoup s'amuser. Sur scene son per­

sonnage est souvent un peu clown, avec tout le romantisme qui est attache a cette espece de marginal 

integre. Mais toujours avec une energie extraordinairement maitrisee. Grande technique et humilite 

sont ainsi unis au service d 'un art de la sincerite. 

DANS ER 

S'aimer, se battre, se plaire et s'embrasser. 

Nettoyer, se deshabiller, se cacher. 

Rire, pleurer et sourire. 

Se tirer les cheveux, se lecher, se soutenir. 

Tordre sa cravate, jouer, se rencontrer. 

Saisir le reel , l'attraper a pleines mains pour le comprendre, le voir, se comprendre et se voir. Ce desir 

d 'etre au plus pres de la verite des etres, Guilherme Botelho le vit au travers de la danse: «A travers elle, 

je Cherche a peler la realite pour la goüter SOUS ses differentes Couches.» le choregraphe fouille ainsi 

dans la memoire du corps pour mieux surprendre ce reel. Car le corps ici n'est pas seulement matiere, 

mais aussi un receptacle, charge d 'histoires et de sensations. 

Ainsi la danse de Botelho releve le langage corporel de tous les jours, le tend, l'etire afin d'exprimer, a 

l'etat brut, c 'est-a-dire vierge des couches de l'apparence, les emotions des hommes et des femmes. 

«Quand on cherche, et qu'on trouve un mouvement juste, il peut contenir une sorte d 'evidence, dont 

je ne saurais expliquer la finesse, la nuance ou encore la force ... » 

La danse de Botelho est directe, claire et physique. Emotion charnelle, transe organique, tempete ryth­

mique, propulsions en rafales: le danseur, comme suspendu, se jette a corps perdu dans le mouvement 

pour capter l'emotion vraie. Les corps deviennent ce qu'ils font. 

«J'aborde une choregraphie par trois <entrees•: l'investissement personnel de l'interprete, le theme et la 

composition proprement dite. Elles constituent trois priorites qui peuvent s'enchevetrer au point de 

creer parfois un moment privilegie ou se rencontrent le spectacle, la realite et le sens meme de la 

piece: le spectacle par le biais de la composition, le reel par celui de l'interprete et le sens, lui, au tra­

vers du theme. 

Je cherche a aller vers ce genre d'instants rares, ephemeres et fragiles dans l 'espace desquels se 

tutoient de tres pres ces elements jusqu'a operer une sorte de symbiose. Quand cela arrive, l 'emotion 

cree du sens, tout comme ce dernier genere du trouble.» 

RACONTER 

Dans les spectacles de Guilherme Botelho, toujours la meme et universelle question, lancinante: com­

ment fait-on pour vivre avec soi-meme et avec les autres? Avec ceux de son sexe et ceux de l 'autre? 

3 



Mais chaque fois, la question est posee sous un angle bien defini. Avec En Manque, on assiste aux rap­

ports de force d'une petite communaute de gens pris a l'interieur d'une enceinte: les arrivees coura­

geuses dans ce qui ressemble parfois a une arene impitoyable font contrepoint aux fuites apeurees. De 

toutes les manieres est conjugue le besoin d'etre aime. Passions, amourettes, premiers emois, 

mechancetes: sur tous les tons, les approches de l'autre se jouent. Pour Moving a Perhaps, Botelho 

s'est concentre sur notre reflexe constant de contröle: de soi, du corps, des situations, des autres. II 

s'est demande «comment le corps perd-il la tete, que se passe-t-il lorsqu'on se laisse envahir par un 

sentiment, posseder par un rythme». Dans Contrecoup, il s'agit «d'explorer ce qui se passe a l'interieur 

des gens qui vivent Ja violence». Pour ce spectacle, ou l'on nous donnait a voir Ja difficulte de regarder 

la violence, le choregraphe s'est donne tous les outils pour «une exposition la plus naturaliste et la plus 

nue possible: montrer Ja violence avec de Ja violence». Lectures, mais aussi entretiens avec des profes­

sionnels et des victimes (actives et passives) d'agressions. 

En phase avec la vie, Botelho travaille a aiguiser son regard et celui des autres «pour mieux voir les 

choses de tous les jours». Les attitudes universelles des hommes et des femmes sont mises en situa­

tion et rendues tangibles. Genes ou arrogants, envieux ou attendris, sürs d'eux ou mal a l'aise, hysteri­

ques ou sereins, crispes ou dejantes, joyeux ou tristes, cruels ou sympathiques: les corps - dont les 

secrets, les malheurs et les bonheurs transparaissent - sont mis a nu pour frapper l'imagination d 'un 

public soumis a l'epreuve lui aussi, parce qu'il y est question de chacun de nous. 

TRAVAILLER AU STUDIO 

On entre dans le site industriel de Secheron. Entre les organisations internationales et Je lac, c'est 

une zone etrange, hybride, a mi-chemin du grand standing, du luxe des hötels quatre etoiles et du ter­

rain abandonne, devaste, deserte. Le studio de Ja compagnie se trouve a cöte d 'une imprimerie et 

au-dessus d'un carrossier. S'il pleut, il pleuvra aussi dans Je studio. Le decor, donc, est urbain, indus­

triel, et un peu surrealiste: le silence qui regne dans ce complexe de bätiments qui va des annees 191 O 

aux annees septante a quelque chose d' indeniablement poetique. Un lieu qui va comme un gant a la 

compagnie Alias. 

C'est mardi, premier jour d 'une semaine de research project: six danseurs ont passe l'audition et sont 

invites a travailler avec Je choregraphe, accompagne de Kylie et Joseph, deux permanents de Ja com­

pagnie. Apres cette semaine, Guilherme Botelho choisira trois ou quatre danseurs pour participer a 

la nouvelle creation. On sent quelques tensions. Le premier jour, en realite, c'est surtout une prise 

de contact: chacun devoile, un peu, de lui-meme. 

Apres la classe technique, Botelho propose des exercices. Travailler avec la qualite du caoutchouc / un 

mouvement continu, puis un mouvement sec, dur / Draguer quelqu'un / Raconter une histoire particu­

liere qui vous est arrivee / lmiter quelqu'un qui vous derange, qui vous gene, qui vous enerve, qui vous fait 

reagir negativement / «Physicaliser» cette personne, c 'est-a-dire la comprendre et l' interioriser au point 

de la rendre transparente gräce a son corps et au mouvement / Exposer une serie de qualites que vous 

recherchez dans l'amour et les dire vite, sans se laisser le temps de reflechir / Exercice a deux: un va vers 

l'autre, a envie de le toucher, l'embrasse, se pend a lui, l'autre, oui, il aurait bien envie de faire comme le 
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premier, mais, c 'est plus fort que lui, il est degoüte / Faire un animal tout en lui donnant une qualite 

humaine/Choregraphier son visage, lui faire passer le catalogue de vos expressions, mais outrees, cel­

les que le masque de la bienseance cache. Dans chacun de ces exercices: donner, beaucoup, de soi. 

Apres une improvisation, le choregraphe s'approche du danseur, enleve eventuellement ses lunettes. 

Avant tout commentaire, il prend son temps pour reflechir, bien dire les choses, ne pas blesser, mais 

les dire quand meme. 

Quand il regarde un danseur travailler, il a la tete legerement penchee en avant, debout, concentre. 

11 sourit de plaisir si l'un ou l'autre a trouve quelque chose. 

Prendre son temps. Se mettre a l'epreuve, tätonner, experimenter, eprouver, essayer encore, et encore. 

11 commente, dirige. 

Si un danseur cc raconte» une histoire interessante, il lui demande de recommencer, un peu autrement, 

en parlant par exemple, ou en fumant une cigarette, ou en exagerant, ou sans bouger: ccTry to pull, 

to stretch the reality.» 

Vendredi. Les danseurs sont fatigues. Mais Guilherme ne ralentit pas pour autant le rythme, ni ne 

baisse l'intensite des exercices. Son exigence va jusque dans la fatigue, elle l'accompagne, car sou­

vent «C'est a l' interieur de la fatigue qu'on est le plus proche de SOi»: plus la force de Composer, «C'est 

la que le masque tombe». La transparence prend le dessus, sur le contröle et l'apparence: cc Quand les 

gens saturent, tout a coup, quelque chose se declenche et on trouve l'emotion juste, car on n'arrive 

plus a retenir le corps. II est plus fort que nous. En fait, j 'essaie de stimuler le corps pour qu'il ramene 

du materiel comme malgre lui.» 

II s'agit d'aller loin, jusque dans la moelle de la realite, jusqu'aux limites de chacun. Et c 'est par l'exer­

cice d'improvisation qu'on y parvient le mieux, car il permet, oblige a se surprendre soi-meme, a se 

servir de son corps comme support revelateur. 

L'INTERPRETE 

«Avec le danseur, je cherche a ce que sa personne porte la piece. Cela ne signifie pas qu'il doit etre 

ce qu'il est dans la vie, mais seulement qu'il puisse reconnaitre en lui son action sur scene. Souvent, 

la personne, ce qui fait son individualite, se cache derriere une technique ou un certain style. Trouver 

la personne dans le danseur est un grand travail! Et je n'aime pas les danseurs, j'aime les gens qui 

dansent.» 

KYLIE WALTERS 

Kylie Walters, qui danse avec Botelho depuis trois ans, se laisse transporter en toute confiance par une 

sensation forte. Genereuse de sa personne, elle n'a pas peur d'avoir du plaisir sur scene ou dans un exer­

cice. Toujours a la limite de la chute, ses mouvements sont assures par une technique suffisamment 

forte pour etre totalement sürs et spontanes a la fois. Chez elle, la technique ne camoufle pas la personne: 
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JOSEPH TREFELI 

De petits mouvements qui n'ont l'air de rien, mais qui degagent intensement. Legers soubresauts 

de l'epaule, de la main, du bas du visage, du bassin, pendant que le reste du corps reste calme, pres­

que impassible. Et le regard est le plus souvent comme etonne, enfantin. Sur scene, il ressort de son 

personnage une profonde humanite. Ses gestes sont comme des elans qu'il ne parvient pas a reprimer. 

Son air de ne pas y etre le rend suspect ou dröle et plus attachant encore. Legere ironie, jeu plein de 

brisures, precision diabolique, mais aussi investissement total. Sa technique lui donne une liberte qui 

lui permet de se devoiler sans jamais perdre de vue ce qu'il est en train de faire. Que ce soit recouvrir 

de peinture noire l'integralite de sa personne avec un gros pinceau ou simplement regarder la scene. 

Engage, Joseph Trefeli jouit de ce qui fait l'une des particularites d'Alias. Elle tourne comme peu de 

petites compagnies de danse contemporaine ont la chance de le faire. Ces tournees, en Europe de l'Est 

et de l'Ouest principalement, lui permettent d'enormement danser sur scene: «J'apprends beaucoup.» 

C'est rare, dans une compagnie independante. 

Tres logiquement, cela signifie aussi un grand respect pour les interpretes: «Nous parlons beaucoup 

ensemble du travail. Nous faisons reellement partie du processus creatif: chacun apporte sa personne, 

son individualite, mais aussi son regard, ses propositions.» 

Surtout, ce qu'admire cet Hongrois d'origine, qui pratique d'ailleurs avec un charme certain et une 

fougue brülante les danses folkloriques hongroises, chez Guilherme Botelho, c'est sa capacite de 

reveler a chacun ce qu'il est, ce qu'il a ccet de le developper, toujours en cherchant l'extraordinaire qui 

se tapit dans l'ordinaire». 

GILLES LAMBERT, SCENOGRAPHE 

Un mur courbe, monumental. Une demi-heure de pluie qui tombe sans discontinuer sur une scene 

devenue paradis perdu. Un sol qui s'effondre ... Si Gilles Lambert n'avait pas un esprit aventureux, 

s'il n'avait pas un tres grand metier, il ne serait probablement pas entre dans la galaxie Botelho. Mais il 

fallait aussi, c'est evident, la certitude pour le scenographe de se trouver face a une demarche origi­

nale. Et la fraicheur, la saine rage avec laquelle le Bresilien genevois d'adoption est sorti de l'univers du 

Grand-Theätre a fini de convaincre Lambert. 

Quand Gilles Lambert se met a collaborer avec Botelho, il en est deja loin dans sa reflexion sur l'espace, 

sur le rapport entre l'acteur, ou le danseur, et celui qui regarde. Car c'est bien la premiere question: 1 

ccTrouver, chaque fois, la bonne confrontation entre danseur et spectateur.» 

ccParce qu' il arrive toujours avec des demandes enormes, la construction d'espaces pour Botelho est 

des plus stimulante. La complexite technique qu'elles induisent m'amene naturellement a une retlexion 

esthetique.» Pour Moving a Perhaps, le choregraphe lui dit: ccCe serait bien s'il pleuvait.» Tout en cher­

chant a resoudre ce qui ressemble a un probleme plutöt complique (comment faire circuler dans un 

theätre plus de 1500 litres d'eau, qui de plus doit etre chaude?), il avance sur le plan artistique. Et ima­

gine une immense toile faite de collages de plusieurs tableaux du Douanier Rousseau. Le decor est la: 
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une scene devenue foret vierge inondee; c'est l'univers moite, un peu etouffant, mais aussi plein d'une 

poesie de paradis perdu, de Moving. 

Autre element important qui seduit Lambert : la maniere qu'a le choregraphe d'utiliser le decor comme 

un veritable partenaire ccde telle sorte qu'il exploite completement, voire developpe le dispositif sceno­

graphique. En fait, Botelho utilise ce que je lui propose comme une contrainte, poursuit Gilles Lambert. 

Du coup, de fa<;:on recurrente, le decor trouve chez lui une fonction d'imposition, voire de violence.» 

Ainsi, tel un ccpoids social» qui regit les comportements, cc comme un environnement qui represente 

la societe„, le mur d'En Manque sert autant a cacher qu'a montrer, sorte de presentoir de la gent 

humaine, des petits jeux entre les hommes et les femmes, on peut s'y suspendre comme s'y cogner, 

s'en servir comme appui ou refuge ou s'y confronter comme a une enceinte rigide de prison, empe­

chant toute liberte. Double a nouveau, l'eau dans Moving a Perhaps, complique les mouvements, les 

ralentit, les alourdit, mais elle permet aussi, peut-etre, aux choses d'enfin se passer, aux gens d'enfin 

se rencontrer, d'oser, parce que la situation ne ressemble plus a rien de connu. Ainsi, l'ccaspect souvent 

monumental , lourd, contraignant du decor exprime d'autant mieux la fragilite, la faiblesse des hommes 

que montre Botelho». 

ccJe coni;:ois le decor comme un monde, un nid pour que les evenements s'y deroulent. II doit creer du 

sens tout en creant un monde. Je cherche a travailler sur le reel, mais j 'ai un rapport tres onirique au 

decor: j'aime qu'un decor me fasse voir des fantömes. 

Les decors de Gilles Lambert ont cette capacite de nous faire entrer dans un univers etrange sans nous 

eloigner de la realite .» 

LES COSTUMES, UN REGARD AU SERVICE DE LA PIECE 

Caroline de Corniere 

Le vetement est la comme element constitutif du sens de la piece et comme une caracteristique d'un 

personnage/danseur. Parce que le vetement (l'habillement) fait partie integrante de notre fai;:on d'etre, 

de notre rapport aux autres, il est un positionnement plus ou moins conscient de notre identite; 

par consequent il vehicule du sens. II doit donc etre con<;:u pour soutenir le travail du choregraphe et de 

l' interprete. II est travaille a partir du theme de la piece et du personnage/danseur: le personnage au 

sein de la dramaturgie et le danseur dans son individualite (son corps, son äge, son look, sa ges­

tuelle ... ). Travailler a partir de ce positionnement ne veut pas forcement dire qu' il doit abonder dans sa 

direction mais apporter du sens au sens en fonction des limites que posent le sujet, le decor, la chore­

graphie, les personnages/danseurs. 
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GUILHERME BOTELHO, DANCER AND CHOREOGRAPHER 

Caroline Coutau 

When you call him on the phone, it feels like you are really disturb­

ing him; as if you were pulling him out of his world too abruptly. 

Nevertheless, he is willing to make the effort to answer, to recon­

nect with the outside world. He looks sloppy, even though his 

hair is cut really short. In spite of a body - that could very weil be 

that of an athlete - he appears to be a bit unshaven, yet charm­

ing. His shortsightedness seems somewhat con tradictory with 

his macho gait. He was born in Säo Paula, Brazil, but lives in 

Geneva, Switzerland. In a nutshell, Guilherme Botelho is a man of 

paradoxes. As he says himself: "In life one has to experience the 

opposites: working on only one aspect of things is like death.'" 

Scene de famille, by Argentinian choregrapher Oscar Araiz, has 

been the real trigger. The young Guilherme Botelho is fifteen 

years old then. He is so moved as he walks out of the theatre 

that he decides to become a dancer; even though in Säo Paula, 
his harne town, dancing is like sleeping and eating - just another 

thing people normally do. But for him, there is nothing wrang 

with normality. Quite on the contrary, it is in catching glimpses of 

normal every day life that we can get closer to our authenticity. 

And Guilherme's dance has no other objective than that of talk­

ing about people, in their truest and most intimate ways. 

So he starts taking dance classes. Three years later, and because 

he is gifted, an unhoped-for opportunity presents itself: to come 

to Geneva to become a member of the Ballet du Grand-Theätre, 

whose artistic director is none other than .. Oscar Araiz. For the 

next ten years, his presence will be a delight for the Geneva 

audience. But Sundays are monotonous, and Guilherme is a bit 

bored. So in 1987, he presents his first choreography, "because 1 

feit the need to work towards a more committed style of dance 

where movement develops on the basis of the dancer's personal 

involvement". Now, Sundays go by without him noticing it: in 

1993. he took the plunge and founded Alias, an independant 

contemporary dance company. 

In the meantime, he has met Lloyd Newson. Second crucial 

encounter. Especial ly because the English choreographer con­

firms this need to fill the stage with real people as opposed to 

evanescent prima ballerinas. Another thing he likes about Lloyd 

Newson's work is the conjunction of an impressive freedom in the 

composi tion and remarkable rigor and precision. Two antagonistic 

qualities which are also clearly characteristic of Botelho's work. 

Since he founded Alias, Guilherme Botelho has not had a minute's 

rest. Touring, teaching classes, the shooting of a film, and cho­

reographing for other companies barely leave him enough time 

- but he does manage - to work on a new piece every year. And 

although he is no scholar, he gets through a lot of work before 

starting the rehearsal period: reading , investigating and taking 

notes constitute the beginning of the working process with the 

dancers. And this is how, with a certain pleasure, he starts chal­

lenging himself. The others follow. This desire to go beyond 

the surface, this search for truth as a never ending quest, is 

accompanied by a strong sense of humility which is probably 

essential to the creation process: "I improvise with the dancers. 

1 make mistakes with them. Sometimes 1 feel ashamed just like 
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them. In each performance, 1 need to be in a learning process; 

if not, 1 would rather just quit." 

Straightforward, honest, unyielding, he also knows how to play, 

seduce and have a lot of fun. On stage he ollen plays a clown­

like character, with all the romanticism that is related to this mar­

ginal yet integrated figure. But there is always this extraordinarily 

controlled energy. A strong technique and a great dose of humil­

ity are thus, together, serving his art of authenticity. 

DANCING 

Loving, fighting, seducing and kissing. Cleaning, undressing, 
hiding. Laughing, crying and smiling. 

Pulling hair, licking, holding. Twisting a tie, playing, meeting. 

Grabing reality, feeling it with both hands to understand and see 

it, to understand and see ourselves. The desire to get as close as 

possible to reality, Guilherme Botelho chose to live it through 

dance: "Through it, 1 try to peel off reality in order to get a taste 
of every single layer." Thus the choreographer delves into the 

memory of the body in order to catch reality alive. Because here 

the body is not only matter, but also a container. full of stories, 

full of feelings. 

Botelho's dance takes down the body language of daily life, 

stretches it out, expands it to express, in the rough , free from the 

layers of appearance, the emotions of men and warnen. 

"In the creation process, when you find a movement that is true, 
it can contain some sort of evidence, whose subtleness, nuance 
or strength I would not know how to explain .. 

Botelho's dance is direct, clear and physical. Carnal emotion, 

organic trance, rhythmical tempest, propulsions in gusts: as if 

suspended, the dancer throws himself headlong into the move­

ment in order to capture the true emotion. Bodies become whal 

they are doing. 

"I approach a choreography from three different angles: the 
personal involvement of the performer, the theme and compo­
sition itself. When these three perspectives intermingle, they 
sometimes create a privileged moment where performance, 
reality and the meaning of the piece meet: the performance 
happens through composition, reality via the performers and 
meaning through the theme. 

These rare, fleeting and fragile moments where all three ele­
ments overlap so closely that they create some kind of symbio­
sis is what I am aiming for. When that happens, emotion creates 
meaning, which in turn generates emotion." 

TELLING A STORY 

"I would like my work to bring me closer to life, give me a new 
perspective, make me question reality, the way I look at it, the 
way I experience it. " 

Private quarrel upstairs. The tension rises, the decibels also. 

Downstairs, a couple dances. fools around, plays seduction 



games, becomes more and more ag itated. The upstairs people, 

out of their minds, start throwing plates all over the place. The 

downstairs people go about their business, indifferent to the 

rage of their upstairs neighbors, yet contaminated by an atmo­

sphere that is becoming increasingly electric: a general frenzy 

sets in. Everything gets out of contro l. Plates keep flying. The 

floor is covered with pieces of broken glass. But they go on 

dancing, imperturbable, as if in a bubble, carried away. The risk 

of getting hurt is real. A fifth character, very quiet, observes the 

scene; his presence is strong even though he shows no appar­

ent reaction. Then, all of a sudden, the situation materializes: 

the upstairs floor, slowly, almost irremediably, starts caving in. 

The upstairs couple is off base. For real. 

Gui lherme Botelho's pieces always ask the same, universal, 

recurring question: how can one live with one's se if and with oth­

ers? with those of the same sex, and those of the opposite sex? 

But each time, the argument is looked at from a different per­

spective. En Manque features the power plays that take place 

within a small community of people imprisoned by a surrounding 

wall : some people enter with courage in what sometimes looks 

like a ruthless arena wh ile others, frightened, escape. People's 

need to be loved is expressed in every possib le way. Passionale 

feelings, light affairs, first love, moments of spitefu lness: every 

possible approach is played out. In Moving a Perhaps, Botelho 

focuses on our almost irrepressible need to control: one's seif, 

our body, si tuati ons, others. He asks himself: "How can the body 

lose its head? What happens when we let feelings invade us, 

when rhythm possesses us?" Contrecoup "explores what hap­

pens inside people involved in violent relationships". In this piece, 

which dealt with the difficulty in looking at violence, the choreo­

grapher used every possible tool to "show violence with vio­

lence: exposed as natural and naked as possib le". He read 

books, but also met with specialists and victims of violence (both 

active and passive). 

During the rehearsal period, he had the company work with a 

psychologist (a former boxer) who specializes in violent behav­

ior: Richard Hellbrun lead several training sessions around the 

lheme of fighting. "In these sessions we have been able to see 

how the dancer reacted when he was invaded, pushed into a 

corn er by a boxer: one dancer would turn his back on him, an 

other wou ld offer himself to him, total ly surrenderin g; it was 

amazing to see how different the reactions were." 

"My dancers and I share our experiences, ideas, illusions, hab­

its, anxieties, in short our lives, so we can try to ask ourselves 

the real ques tions." 

Friendly slaps turning into nasty hits which in turn grow into big 

blows; open and happy faces becoming severe and worried; 

a duet between a man and a woman, with all the ambiguous 

components of an intimate relationship - sensuality, complic ity, 

nostalgia for another desire, selfishness, exchanges - ending up 

in some sort of game, harassment in disguise, where movement 

is used as a weapon. In the end, she leaves, confused. 

In line wi th life, Guilherme Botelho works on sharpening his per­

ception and that of others "in order to get a better look at the 

reality of dai ly life". Universal att itudes of men and women are 

Put in si tuation and made accessible. Whether embarrassed or 

arrogant, envious ortender, self-confident or ill-at-ease, hysterical 

or serene, tense or abandoned, joyful or sad, cruel or sympathetic: 

the bodies - whose secrets, misfortune and joys show through -

are exposed, laid bare to strike the imagination of an audience 

that is put to the lest as weil, because it is about all of us. 

WORK ING IN THE STUD IO 

First, you have to enter the industrial si te of Secheron, this 

strange, hybrid area that lies between the international organiza­

tions and the lake, halfway between the comfort of luxury hotels 

and the desolation of a deserted, abandoned waste land. Next 

to a printing house and a garage is the company's studio. lf it 

rains outs ide, it wi ll rain inside. The scenery is urban, industrial 

and a litt le surreal: there is something undeniably poetic about 

the silence that reigns in this manufacturing complex made of 

houses built between 191 0 and 1970. This place seems tailor­

made for the Alias company. 

Tuesday. First day of a "research project " week: six dancers 

have been picked in the audition and invited to work with the 

choreographer and his two dancers, Kyl ie and Joseph. At the 

end of the week, Guilherme Botelho will choose th ree or four 

dancers for his new piece. There is a li ttle tension in the air. The 

first day is mostly gett ing to know each other, everyone revealing 

a part of himself. 

After the technique class, Botelho suggests a few exercises. 

Working with an elastic quality / con tinuous movements, then with 

jerky, staccato movements. Coming on to somebody. Telling a 

particu lar story that happened to you. lmitating a person that 

disturbs you, bothers you, gets on your nerves, makes you react 

negatively. "Embody ing" thi s person, i.e understanding and in te­

riorizing the person in such a way that he / she becomes transpar­

ent through movement and the body. Giving a series of qualities 

that you are looking for in a lover and tel ling them as fast as 

you can, without thinking. Working in pairs: one person walks up 

to an other. wants to tauch her, kisses her, clings to her; the 

other person, yes, would like to do the same, bu t cannot help 

being disgusted. Behaving like an animal, but giving it a human 

qual ity. Making a dance with your face, making it go through the 

"catalogue" of your expressions, the outrageous ones, especially 

those wh ich the mask of decorum wants to hide. And in each 

exercise, giving a lot of yourself. 

After an improvisation, the choreographer walks up to the 

dancer, sometimes taking off his glasses. Before saying any­

thing, he takes time to think, in order to phrase things appropri­

ately, without hurting anybody's feelings but sti ll saying what 

needs tobe said: "lt' s interesting because it becomes something 

eise." He is careful , sensitive in his expectations: "I may be 

wrong, maybe it's not that at all , but 1 have the feeling that you 

are interpreting, acting too much. You worry too much about the 

outside of the movement, instead of concentrating on how it 

feels." He tries it too, shows something, says: "No, that's not it 

either, try and be clearer." When he watches a dancer work, he 

stands up, concentrated, his head bent slightly forward. He has a 

smile of contentment when thi s or that person has found some­

thing he likes. 
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Taking time. Challenging one's seif, searching, experimenting, 

testing, trying again and again. He comments, gives directions: 

"Here, there is a physical quality that needs to be found, out of 

which emotion will arise. There is no need to push it ", ''Don't 

think about how it looks, but about how it feels '; "Keep surpris­

ing yourself", "Let things happen'', "Expressing is not describing". 

lf a dancer "teils" an interesting story, he might ask him to start 

over, in a slightly different way, for instance taking or smoking 

a cigarette, exaggerating, staying still: ''Try to pul/, to streich 

the reality." 

He often asks Joseph and Kylie what they think; he gladly asks 

for help when he does not know. lf he has doubts, he says so. As 

days go by, the conversation starts to include everyone; people 

talk about somebody's suggestion, about the theme of a particu­

lar exercise. 

Friday. The dancers are tired. But this is no reason for Guilherme 

to slow his rhythm down or reduce the intensity of the exercises. 

His demand for commitment goes beyond fatigue; fatigue is part 

of the werk, because lots of times "it is in th is tiredness that you 

are the closest to yourself": when there is no strength left to act, 

"that's when the mask drops". Transparency prevails, over con­

trol, over appearance: "When people are exhausted, all of a sud­

den something happens and you find the true emotion, because 

you can no longer hold back. The body is strenger than we are. 

In fact, 1 am trying to stimulate the body in such a way that it 

prevides material, almest in spite of itself." 

You want to go as far as you can, get to the bone of reali ty, to 

the threshold of your limits. And improvisation is what best 

serves this purpose, because it allows you, forces you to surprise 

yourself, to use your body as an instrument of self-revelation. 

Playing with caricatured expressions is emblematic in that regard. 

The purpose is to recognize yourself in the grimaces: poses that 

reveal ourselves, poses that most of the time, in extreme condi­

tions, we do unconsciously, poses we strike alone in front of a 

mirror. You want to have a series of about ten poses that are typ­

ical of you. lf you can really let go, they should come out by 

themselves. The exercise has to be done with a certain rhythm. 

Of course, there is a devi lish side to it, in that you have to give 

out secret, intimate aspects of you, but it is also playful, because 

exaggerated. 

THE PERFORMERS 

"I want the dancer's personality to carry the piece. lt does not 

mean that he should act on stage the way he does in real life, 

but rather that he should be able to recognize in himself his 

actions on stage. Often, the personality, the individuality of the 

person is hidden behind a technique or a certain style. Finding 

the person in the dancer is not an easy task. lt is not the danc­

ers that l like, it is people who dance. " 

KYLIE WALTERS 

Kylie Walters, who joined Guilherme Botelho's company three 

years ago, trustingly lets herself be carried by sensational experi­

ences. Dancing genereusly, she is not afraid to have fun on 
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stage or in an exercise. Always on the verge of falling, her move­

ments are supported by a techn ique that is streng enough to be 

totally reliable and spontaneous at the same time. Her technique 

does not conceal her personality. 

JOSEPH TREFELI 

Tiny gestures that seem insignificant but make a streng impres­

sion. Small shoulder, hand, face, pelvis movements, as the rest 

of the body remains quiet, almest impassive. Most of the time, 

his expression is that of an astonished ch il d. On stage, a pro­

found humanity is expressed in his character. His gestures are 

like impulses he cannot suppress. His "absent" lock makes him 

sometimes in triguing, sometimes funny, and all the more endear­

ing. Subtle irony, a variety of rhythms, extreme precision, and 

total commitment. His technique gives him a freedom that allows 

him to reveal himself without ever losing track of what he is 

doing, whether that is taking a thick brush to cover his entire 

body with black paint, or simply watching what is going on 

on stage. 

lt is not easy to get into the company. "During the audition ", says 

Joseph Trefeli, "Gui lherme tri es to get to know everyone, in 

depth, in two days. But he plays the game as wei l, gives a lot of 

himself, talks a lot about his werk. He gives a clear picture of 

the direction he wan ts the werk to take." New a member of the 

company, Joseph Trefeli enjoys one of Alias' particulariti es: the 

company tours like few small companies do. Touring - in East­

ern and Western Europe mostly - gives him the opportunity to 

perform a great deal: " I learn a lot. In an independant company 

with few dancers, and where therefore you are an integral part of 

the creative process, it is rare to have the opportunity to dance in 

so many theaters and to have so much contact with the audi­

ence." About the work? "lt is very demanding, whether on the 

physical, mental or emotional level: if 1 play someth ing wreng on 

stage, if 1 am fake, the audience wi ll not follow me." And you 

want to get the audience to feel, not so much to understand. 

Logically enough, this implies also a great deal of respect for the 

performers: "We talk a lot about the werk together. We are really 

part of the creative process: everyone brings his personality, his 

individuality, but also his perception, his suggestions." 

Th is nat ive of Hungary - who practices with obvious charm 

and burning ardor Hungarian folk dance - admires above all in 

Guilherme Botelho his capacity to reveal to each dancer what he 

is, what he has, "and to develop it, always looking for the extraor­

dinary that lies in the ord inary". 

GILLES LAMBERT, STAGE DESIGNER 

A curved, monumental wal l. Half an hour of rain pouring without 

interruption on a stage that looks like a lost paradise. A floor that 

collapses .. lf Gi ll es Lambert had not had an adventureus mind, 

if he had not been so experienced, he would probably never had 

entered the Botelho galaxy. Bu t obviously the stage designer 

also needed to be sure he was dealing with an original and new 

approach. The freshness, the healthy drive with which the Brazil­

ian dancer, Genevan by adop tion, left the universe of the Grand­

ThEiätre, was all Lambert needed to be convinced. 



By the time Gilles Lambert started to collaborate with Guilherme 

Botelho, his reflection on space, and on the relationship between 

the actor - or the dancer - and whoever is watch ing him, was 

al ready quite elaborated. Because this is the fundamental issue: 

"Finding, each t ime, the right relationship between the dancer 

and the audience." Trained at the Ecole superieure d'art drama­

tique of the Theätre National in Strasbourg, he stayed for eight 

years at the Theätre populaire romand; he then started working 

free-lance and in close collaboration with Claude Thebert and 

Anne-Marie Delbart for the Theätre du Sentier, Phi lippe Morand 

(currently director of the Theätre de Poche), Darius Peyamiras 

and others. 

"Because he always comes in with huge expectations, building 

sets for Botelho is very challenging. The technical complexity 

they imply necessarily leads me to a re flection on aesthetics." 

For Moving a Perhaps, the choreographer told him: "lt would be 

nice if it could rain." While he was trying to solve what looked like 

a rather complex problem (how to get 1500 liters of water - hot 

water if possible - to circu late in a theater?), he made headway 

on the artistic, creative level. He imagined a huge canvas made 

out of collages from several pieces by Henri Rousseau. And 

there was the set: the stage had become a wet jungle. Such was 

the sticky, somewhat suffocating universe of Moving. Yet a world 

full of the poetry of a lost paradise. 

Another important element Lambert likes: the way in which the 

choreographer uses the set, as a true partner, "in such a way 

that he fully takes advantage of the set, sometimes even enhanc­

ing it. In fact, Botelho uses what 1 give him as a constraint", con­

tinues Lambert. "As a resu lt, in a recurring way, the set takes on 

an imposing, sometimes violent role". In En Manque, just like 

"social pressure" ruling behavior, "like an environment repre­

senting society", the wall is used to hide as much as it is used to 

show, like some sort of display shelf of the human race, of the 

small games between men and women. You can hang from it, hit 

yourself against it, you can use it as a support, as a shelter, or 

face it like the surrounding wall of a prison, ruling out all possibil­

ity of freedom. In Moving a Perhaps, it is the water that assumes 

a double role: it makes movements more complicated, slower, 

heavier; yet it also allows things to finally happen, and people to 

finally meet and be daring, because the situation no longer looks 

familiar. Thus, "the often monumental, heavy, restraining aspect 

of the set expresses particularly weil the frailty, weaknesses of 

the people Botelho reveals to us". 

Water, wind, plates sent flying around and breaking into pieces: 

"These real elements create a more direct relationship with the 

audience", comments the stage designer. "In Moving a Perhaps 

for instance, once the effect of surprise is over, you enter a sticky, 

damp universe. For real, as children put it." In a theater also, ·you 

want to live real experiences that give you the opportunity to see, 

undisguised, human beings and their wi ldest dreams. And this is 

where Gi lles Lambert and Guilherme Botelho meet: in their 

capacity to create a fantastic world, a world where the spectator 

can find the emotions of his childhood. 

"I see the set as a world, a nest where events take place. While 

creating a world, it needs to crea te meaning. I am trying to work 

an reality, but I have a very dreamlike relationship to the set: I 

like it when a sei makes me see ghosts. 

Gilles Lambert's sets have the capacity to make us enter a 

strange universe without taking us away from reafity." 

THE COSTUMES, IM AGES IN TH E SERVICE OF THE PIECE 

Caroline de Corniere 

The costume is used as an element bringing meaning to the 

piece and as a charateristic of a personage/dancer. Because 

clothes (what we wear in our daily life) are an in tegral part of 

what we are, and how we relate to others, they become a more 

or less conscious statement about our identity; they, therefore, 

carry meaning. The costume has to be conceived with the pur­

pose of supporting the choreographer's and the dancers' werk. 

lt is based on the theme of the piece and on the character/dancer: 

the character inside the piece and the dancer in his individuality 

(his body, his age, his looks, his way of moving ... ). Working with 

this conception does not necessarily mean that the costume has 

totally to fit the theme; it means that it should give meaning to 

the meaning, with in the limits imposed by the subject matter, the 

sei, the choreography, the characters/dancers. 
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Choregraphe / Choreographer Guilherme Botelho 

Assistante artistique I Assistant Caroline de Corniere 

Administration Simone Ferro 

Conseiller I Adviser Gabrielle Decoppet 
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1993 

Naissance de la compagnie I Creation of the company 

fin /end of 1993 

«I remember red >' 

mars / march 1994 

ccEn Manque11 

juin/june 1995 

«Moving a Perhaps» 

octobre / october 1996 

ccContrecoup11 

mars/march 1998 

uOn ne peut pas toujours etre en apneeu 

Contact 

Alias Compagnie 

14, av. de Secheron 

CH-1202 Geneve 

Tel. 0041 (0)22 7312361 

Fax 0041 (0)22 7312460 

1994 

Prix romand des spectacles independants pour uEn Man­

queu / Prize for independent productions Frenchspeaking 

part of Switzerland for "En Manque" 

1996 

Prix d'encouragement de la Banque Cantonale de Zurich 

au festival TheaterSpektakel pour uMoving a Per-

hapsn / Prize of the Zurich TheaterSpektakel Festival 

for "Moving a Perhaps" 

1997 

Prix du Meilleur Court Metrage au festival Tout Ecran, 

Geneve, pour le film de Pascal Magnin d'apres uContre­

coupu / Prize at the Festival Tout Ecran for a film by Pascal 

Magnin, based on "Contrecoup". 
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EN MANQUE 

Choreography 

Interpreters 

Original music 

Scenography & Costume 

Lighting designer 

MOVING A PERHAPS 

Choreography 

Assistance 

Interpreters 

Original music 

Scenography & Costumes 

Lighting designer 
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Guilherme Botelho 

Fiona Cameron 

Simone Ferro 

Robert Julien Tannion 

Didy Veldman 

Pascal Auberson 

Gilles Lambert 

Liliane Tondellier 

Guilherme Botelho 

in collaboration 

with the interpreters 

Fiona Cameron 

Simone Ferro 

Marc Berthon 

Guilherme Botelho 

Fiona Cameron 

Louise Hedley 

Kylie Walters 

Pascal Auberson 

Gilles Lambert 

Liliane Tondellier 

CONTRECOUP 

Choreography 

Assistance 

Interpreters 

Original music 

Scenography 

Costumes 

Lighting designer 

Technicians 

Guilherme Botelho 

in collaboration 

with the interpreters 

Caroline de Corniere 

Mikel Aristegui 

Guilherme Botelho 

Lara Martelli 

Joseph Trefeli 

Kylie Walters 

Andres Garcia & 

Robert Grassi 

Gilles Lambert 

Caroline de Corniere 

Jack Thompson 

Daniel Demont 

Patrick Allen 

Niet Leang-Sprey 

Jean-Claude Blaser 

Jean-Marc Serre 
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