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DRAMATURGY ED LARK How a little girl heard the sound of the cello and fell i |

H e clihn love

A
CHOREOGRAPHIC COLLABORATOR JENNY ;::?E KEMp with it.
RSALL How her mother started to teach her, until her abund
outgrew her mother’s teaching, el
l{(;\:il‘:i:;‘:‘l‘:af(‘::':fkr opened the way o a community of peerless
where she met a conductor,
who became her colleague and soulmate: their love impelled by
music. L
How they became celebrities, their fame amplified by many
recordings. A S
How they married and embarked upon a whirlwind circuit of
touring and concerts.

ant talent far

Until the cellist found herself beginning to flag, unable to keep up

and the couple’s relationship started to unravel.

Because the cellist was battling more than tiredness: she was sick,

an illness that would destroy her nerves, cut short her career and
in the end her life.

How then the cellist fought to keep 1;{1_\-‘1'“?, . 3
and when she could fight no more, shutaway the instrument and ==
fell silent.

How she lost her voice, but inspires still the music she made

resonating onward,
etched in the memories o_f those w
recordings she left behind. |

ho heard her and the

Edward Kemp
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o by Clare Park

Matthew Ball, Lauren Cuthbertson and Marcell
fehearsal for The Cellist ©2020 ROH. Photogranhe




‘O body swayed to music, O brightening glance,

How can we know the dancer from the dance”

William Butler Yeats, ‘Among School Children'
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Memory and Resonance
Judith Mackrell

ly imaginative in the sources she has choee, ¢
Cathy Marston ha:;e::cﬁi;li::s - Ibg;en‘s Ghosts or Edith Wharton’s ;-"rll-‘alal ';-'” e
ballets. Her I’f‘fﬂ J characters more confrontational than the usual trieq I.:: o
= “l':’lm Stoocs 8 : :erld 10 be exceptional women — Queen Victoria, Clay, : .}
e herll:;r':’hf:im person in Europe to be tried and executed for bcinc; 1 :,’.u"m‘“
OI:MIF::\SE&; moments when Marston has wondered if her latest subject, |K‘r::? B
;‘r;r;ighl be ‘a lictle left field” r:\'en_forl her. It testing enough to condense the |m::t -
complicated reality of somebody’s life into a one-act ballet, even more so whep that
reality revolves around a woman's relationship WI_th her cello.

Yet it was the challenge of giving choreographic form to a cello that directly interegeq
Marston. “The cello is the most human of all the instruments; it looks like a person, it
sounds like one and you hold it like one’, and she first realized its potential when she was
creating a version of Dangerous Liaisons for the Royal Danish Ballet two years ago. One
short scene revolved around a music lesson and, keen to avoid a clutter of unnecessary
props, Marston experimented with having the cello actually embodied by a male dancer,
‘It happened really easily’, she recalls. ‘As soon as I'd established what was happening I
could shift the choreography into something more poetic. In fact it worked so well that]
kept the idea of a cello ballet lodged in my head.’

That idea moved to the forefront when Marston'’s sister, a drama teacher with whom
she frequently discusses her work, suggested Du Pré as a possible subject. The trajectory
of the cellist’s career has a naturally dramatic shape: the prodigiousness of her early
success coupled with the glamour of her marriage to conductor Daniel Barenboim
wmhin:ncd to make Du Pré a celebrity. Yet by the age of 28, when the onset of multiple
9clcrcsls' stole her genius away, her life became the stuff of tragedy. ‘Jackie’s story is 50 full
‘F::clmoil:lhn, srfull of love and loss’, Marston muses; and what fascinates her is.that the .
e ﬂ:: ::!uﬂldn:closs was Erlnclpa!ly a wcx_:dcn instrument, hfr Stradivarius cello-

Mirak ke -';:d‘l an interesting re|?.ll0r{$]1lp to imagine. ) -
i 5 pre l'!;d to avoid the obvious in I:lc.r story ncllm$, The six years §

R ﬁfﬂtg;ﬁlrb:mm_wl Bern Ballet_: brought her into contact wnlth the Ger:a_f"he
& = s = spprach o thearomaking e thedec
Of Du Prét Jife, reading a“m@t’ is god. Although she has diligently nm:arcl‘thc o
Was not intereseed i making ‘h]_Jlogl"aphm's i (Becricying those who knew h r‘mamrial
towards fantasy, dii 3 ‘historical bio baller’. Rather she wanted to slant her e
more rdiggly <A the facts of Du Pré’ story down to imaginative essentials, and

¥ Casting her cell as the S 8 is told- )
" imagined the cell g Protagonist through whom tht? story o giveR
€motions, Jackje's S, # human, performed by a dancer, it was naturahe B
felt aboug 1) those whe S Was very old, very beautiful and I imagined how dllo
had played him. The ballet is as much about how the ¢

1 truseeq
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Bift. He's alsq the
ter who feels the loss of her gife
most acutely when her fingers are
bc.mrnmg W00 numb o play and she
rejects him,' :

charac

With music so crucial 3 part of the
baller, Marston felt j¢ was more than
u.su ally imperative to get her score exactly
right. The Elgar Cello Concerto, so closely
associated with Du Pré, was neveran
option. ‘1 couldn’t have fitted a narrative
into it', she says, and for 2 while she
considered commissioning a new score
‘with bits of the Elgar seeded into it". But
Marston then realized how important it
was for the audience to hear Du Pré's
repertory directly so she approached the
composer Philip Feeney to weave together
extracts of Rachmaninoff, Fauré,
Mendelssohn, Beethoven and Elgar into
an arrangement with his own music.
. S i ions of the y would serve
Marston worked with Feeney to identify which sections PNy
: . g hler, she says she asked for a
her narrative best. From her set designer, Hildegard Bec ive, whether it be a
‘memory space’ in which cach location would help sm‘;‘: :\m‘:":m A e
concert hall, dressing room or hospital ward - f—h‘s ‘I:O“I : ph that was taken
a cumbersomely literal set. Bechtler found her inspiration in 3 qbﬂoglh rhs: s
of the inside of a cello. ‘It was really beautiful’, says !\hrsﬂlll?- ‘“::t with three curving
and light coming through the Fholes’, and Bechtler’s mf:t;“'g r&;( ey
walls that could be pivored to suggest diﬁcml:ll rooms, feels P
feminine, very full of echoes and resonances. o !
Marston’s early decision to aim for poetic essence Fa\ll imagined Du Prés Stradivarius
liberating, too, when it came to casting. She ST image was the actor Jeremy
as an elegant, mature, rather melancholic character= ‘:;yw » ‘rescarch rehearsal with
Irons’, she laughs, ‘who does weathered nobility soWE 1Ll vocabulary made
Marcelino Sambé, in which the two of them ﬂ‘l’cnmhilu 2 rubber ball of energy = MOr®

; ct dancer. musicality and
Marston realise that Sambé was her perfe with exactly the lyries 24

Marcelino Sambé and Lauren Cuthbertscn
©2020 ROH. Photographed by Asya Verzhbinsky

than naturalism proved o be

effervescent than elegiac — Sambé moved
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fluidity she

Needed
z 3 Mg
out of his dang; ng. t"'“t st g,
says, ‘and yet his ., "’PPEEIL e
i . i ° Tor th,
layering of this part | thu]r_{ 0
] o alsg g k
By the same logic, she 41, Poton,
and Bar i pais 0 Cage ;
. kBa enboim Againsy I‘hvsicnit-Du i
Jackie was a tal] Woman 'ilha Ype.
bit gawky and heavy footeq o ?‘lan.
thought that it wa, very specif daly,,

relationship wich Daniel thy, FFI: ‘c? her
shorter than her.’ Y Marstop ha:a‘ S
inkling that Lauren Cuthbertsp, an
although a slip of 5 dancer, “‘DUIri be
dramarical ly perfect for Du Pré - Sh
English, so musical and sy}, , bﬂa.unir'u!
actress’. When she put Cuthbertso,
together with Matthew Ball i, the studiy
it was just as clear to her thae despite Bal.|-
being too tall for Barenboim, the
chemistry between the dancers was g
wonderful to squander. It came to her,
too, that everything she had seen of the
conductor suggested a man of enormous
presence. ‘Daniel’s talent, his personality,
his charisma and his drive were huge.
Although Marston always creates a very
structured story board for each work, she
evolves the detail of her dance language
with her dancers. The most challcngiﬂ;!lf‘[
the roles was obviously Du Pré, as the cellist evolves from prodigy to '““'al‘d'dh was:sit:!-
Marston says, to choreograph her actual playing. ‘Jackic’s style was so fffe a: 5-:1”
there’s that line from Yeats - “Oh body swaying, oh brightening glance” - € athou
absolutely her” The gawkiness of Du Pré’s offstage presence was more tc;{::rg[m i
hard to do heavy-footed in pointe shoes.” Marston says that she and C‘?fkiherquirkiﬂf”
around with some tap dance moves in their attempt to in:rod%lcf-‘ an 0’; i hel
into the movement — litcle playful rhythmic things, a shuffle into a po
10 give us our Jackie’. . of Du Présillnes:
Hardest of all was finding a language adequate to the CXPIESSION G into caricatu™®
one that would articulate a state of physical dysfunction, without veermfe  excloped S
[thelped Marston to create links to the way Du Pré had moved before sl oss of physicd!
"I thought the trembling in her hand was very like her vibrato, and het cals, was e
control towards the end, when she had to be supported to be fed her ::no:i’oml
the way she used to sway when she played.” Marston also had o layer

gy

Matthew Ball, Lauren Cuthbertson and Marcelino
Sambé 82020 ROH. Photographed by Gavin Smart
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X‘! arston s acutely aware of the
sensitivity of her maeria] especially since
50 many of those who knew and cared for [
Du Pré are still alive, °f think there are
people who will want to love this baller
but are also nervous abour it’, she admits,
and while Barenboim gaye it his blessing,
there are others she knows, who are
suspending judgement until they've seen |
the finished work. But Marston adds, Tve |
learned to dare and to trust my instincts,

If've got a good reason for telling a stary,
1 think there’s a good chance it will work
She also regards the Royal Ballet |
commission as exactly the right context o
. tell this particular story. It is a kind of |
Lauren Cuthbertson and Marceliufno Sambé ©2020 homecoming for the choreographer || ;
m\’ﬂrotog\raphed by Asya Verzhbinsky herself for althcugh she has worked with
- some of the world’s major classical \
‘companies, this is her first creation for the Royal Opera House Main Stage: ‘Its been over |
5 ¥ ‘and over twenty-five years |
nty-five years since | left The Royal Ballet School', she says ‘and over o [
I've wanted to make a work here.’ But Marston also iikﬁ'm thinkitisa ;
mecoming of sorts for Du Pré: ‘Jackie had 2 history with this house, She,mm =
: 2 ‘ T all about her. Marston

she was ill. Most of the audience in this building know oo ¥l

t00 that she will be reaching others less familiar with Du Pré. J o e '
in her lifetime, and her music and her legacy are still so important
think her story will have a real resonance.
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cathy Marston
Maggie Foyer

arston, choreographer, artistic
ore Cultural Leadership
ny respects a very British
up in Cambridge with

Cathy M
director and C1

Fellow 15 in ma

oduct. She grew

ich-teacher paren

]Enoy;lsr};:;:li{ Upg&:r School where she was
awarded the coveted Ursula Moreton ;
C,weogmphic prize. Her choreographic
signature is narrative, a Eﬂ'nrclthlal has
never lost its popularity in Britain. In
today’s world, where women
choreographers are promoted, she might
well have been taken into the Company to
be nurtured as a choreographer, but this
was 1994 and Marston had to take a more
circuitous route.

Her works are now in the repertory of major companies including American Ballet
Theatre, Royal Danish Ballet and San Francisco Ballet, bringing her to world attention,
but those who followed Deborah Bull's ROH2 programme will already know her work
~ well. Between 2000 and 2006 she was Associate Artist of the Royal Opera House and
produced 13 short works at the Clore and Linbury Theatre, including the critically
acclaimed Ghasts (2005), from Ibsen’s play and before the tempest.... after the storm (2004}
after Shakespeare. In addition, she created ballets for vocational schools and site-specific
projects, subsequently launching her own charitable company, The Cathy Marston ‘
Project, which continues to nurture her work and professional development.

! Marston started her professional career as a dancer in Zurich Ballet under director

- Bernd Bienert, who had noted her choreographic talents. Here she came into contact
With dancers who had worked throughout Europe and with major choreographers whose
‘Works were little known in Britain.

Larer, renewing her connection with Switzerland, she directed Bern Ballett fm 2007
- 102013, which proved a seminal period. Here she faced an audience who el stories were
D'd F,'Shio““-'da but Marston sensed that it was time for a revival of narrative aru_i
- “ontinued to pursue this line. Through open rehearsals, where she m\'lt_cd audiences t0
: M the company at work and see the choreographic process, she achnemli a -

%sfonnation. There were other factors in play. Over this period, she was 1n €O
g German theatre and dramaturgs and noted how directors tre2 o
Aterial rather than something cast in stone. This influenced her 0

i H .
dealing with cexts and musical choices.
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Victoria Sibson as Bertha Mason and Javier Torres as Edward Rochester in Jane Eyre (Northern
1

Ballet) @cmma Kawidhar

Her presentation of the subject is open-ended rather than bordered, multi-focal rather
than traditionally centred, for instance in Victorsa (2019, Northern Ballet). The form in
which she chooses to represent a character emerges from within and is at times only
loosely tethered to the sequential plot. She has found unique ways to express the gist of
the story in expressionistic language, for example the theme of coal in Lady Chatterley’s
Lover, (2018, Les Grands Ballets Canadians) or the snowy landscape portrayed by dancers
in Snotwblind, based on Edith Wharton's novella, (2018, San Francisco Ballet).

Working with Ballet Black’s small ensemble of seven dancers, the company’s limited
T required further innovation. Her preference for simple sets, flexible spaces and
dispensing with props saw the dancers imaginatively creating domesticity by representing
a wash basin, a mirror and even an alarm clock. It worked and The Suit won the National
Dance Award for Best Classical Choreography in 2013.

The stories may be classics - for example fane Eyre (2016, Northern Ballet/ABT/Joffrey
Ballet), m"'g?mfdf_lmwm (2017, Royal Danish Ballet) or a 20th-century African voice as
in Carl| Themba’s The Suit (2018, Baller Black) ~ but in each she pinpoints the heart of the
narrative andl expresses this in movement shaped by emotional intention. With a strong
background in both ballet and contemporary techniques, she has a rich vocabulary o

draw on, moving with confidence between pointe or floor work strength-based lifts or
counterbalance in partnering, ,

What distinguishes Marston style is the way she reshapes stories to the postmodern cra.

Coracy and Mthuthuzeli November in The Suit (Ballet Black) ©8il Cooper

. Choreographers, uniquely among creative artists, work with.li\-ing material. Marston's

e process is inherently collaborative, from preparation with dramaturgs, composers
iﬂrslgnen to choreographing with performers in the studio. She has a chosen list of
term collaborators including Jenny Tattersall, Edward Kemp and Philip Feeney who
of the team behind The Cellist, but she also seeks new stimulation by regularly
ng unfamiliar artists to work with her.
Cellist is a significant moment for Marston. ‘Main Stage at The Royal Opera Hf)usc
hat I wanted 25 years ago! On the other hand, I fecl very prepared now, 1am established
 inmy own style and 1 know who I am as an artist. She is a chorcographer who is a
) nmate master of her craft, able to deliver a full-length narrative for a large company
& coping effectively with the complex scheduling of an opera house.
enalong journey but a fruitful one. Her work features in companies across
North America, Australia and Asia, i films and on television and finally this
-oreographer realizes her Covent Garden Main Stage premicre.

The Dancing Times, Danza & Danza and Dance Icons, and programme not'ats
Tsity.

L Companies in Europe and the USA. She has lectured for the Open Unive




