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gritopelao

A single lesbian woman wants to have a child.

This woman wants to have one of her eggs inseminated in vitro.

This woman is a dancer and wants to do a performance about her longing for a child.

Desire and motherhood.

This performance gestates between the layers of sleep and the passion to have a child.

On stage: Lola Cruz, Rocío Molina Cruz and Sílvia Pérez Cruz.

Lola is the mother of Rocío, Sílvia is a mother and Rocío wants to be one.

BEGINNINGS, NOTES AND THREE POEMS IN THE MIDDLE OF THE
PROCESS OF THE CREATION OF GRITO PELAO. 

 (what I felt after a while)

Do you know what I'm talking about, Silvia?
The fear I felt when I thought about having a baby by myself,

Without a lover by my side,
Carrying love on my back?

A lot of fear, disappointment, confusion, obsession... and more fear.
I dreamed of quickly rebuilding Love

What an idiot!
Wasn't I?

Now I'm really ready to love, to give...
I imagined that I loved again

That I nurtured
I desired

Lived
Fucked

As the air raped me
while the wind battered me

showing me its true fucking colours
its wondrous colours

And I fell in love with myself,
Silvia,

with my life
with my pain

with my rage and my desire
with the child I haven't had yet
with my dancing, with my fear

with my air.

Rocío Molina / 11.09.17
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by Carlos Marquerie
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Grito Pelao

Shouting
Song.

Silence, empty and inert
Alone

With no lighthouse
Yet in Trafalgar.

At the top of my lungs...
The sweetness of my milk

Between one hip
and another,

One hip and another
Get up! And stop.

And the weight of my voice
Of the mud,

Of my pussy,
Of the worm that grows.

Rancid and liquid
This wild love

Animal love
that crushes you

and burns
and subsides

and you subside
and slides

and you slide
and you dance.

Sílvia Pérez Cruz
August 2017
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This performance plunges us into Rocío's desire to have a child, and at the same 
time, into a web of relationships that constitute a reflection on motherhood.

Three women on a journey towards the light.

Giving into light ('dar a luz') is the Spanish phrase for giving birth. In French it is 
'mettre au monde', which literally translates as 'putting into the world'.

This Spanish phrase is beautiful: putting in the light, driving towards the light.
In medicine the word 'light' is used to refer to the parts of the body that connect 
the interior with the exterior.

The light at the end of the road. A dark corridor that narrows before a blinding 
light appears. The appearance of light in the transition from a realm of liquid to
one of air.

Birth.
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At the top of their lungs. That's all. Lola, Sílvia and Rocío, at the top of their lungs.

Relationships between women; mothers and daughters. The daughters dance to 
the mothers and the mothers dance to the daughters. The chain of mothers is 
the thread that runs through all history.

A chain that has links missing, snatched away by absences. Just as the forest 
harbours the decomposition and regeneration of life, so the human world sees 
the coexistence of these two elements.

These three have formed a bond between them, as women. In this performance 
they are actors, dancers or ballerinas, musicians or singers or performers, but 
above all they are three women who are open and honest on stage, stirring up 
the spectres of the past, opening up the box of their desires.

three women
on stage
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I look at your face, the face of a woman
I smell your face, the face of an animal

And I kiss your subtle and ferocious face, the face of a mother.
Your swollen body

is overflowing with love.
Squeezed and liquid,

quiet and violent,
round and bitter

it slides
(softly)

between the lightness of a cloud and the terror of the lightning.
Your swollen body

is overflowing with love.
Love and love

Still, so still
and also frightened,

and I look at you
like that,

that's all,
bathed in a grey light;

I see you moist, fragile and fertile,
With the strength to become part of that chain of women

that weaves together and stretches to infinity.
Your swollen body

is overflowing with love.
And I

sing to you, next to you
to shelter you, accompany and look after you.

Nature, woman and landscape.
Your swollen body

is overflowing with love.

Carlos Marquerie, autumn 2017
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"For any living thing that has reached its normal development, the most natural act is 
the production of another like itself, an animal producing an animal, a plant a plant, in 

order that, as far as its nature allows, it may partake in the eternal and divine.”

Aristotle, On The Soul

"Lemurs hid in the cracks of the rocks and started the line of species that led to 
mammals. These acquired a new advantage to ensure their proliferation: the ability to 

carry their eggs inside and thereby protect them from the world."

Joël de Rosnay, The Most Beautiful Story Ever Told

“I made you to find me.”

Anne Sexton, The Double Image

STARTING POINTS FOR A PLAY

These three quotations introduce the conceptual setting of the performance. 
Aristotle tells us of the irresistible human urge to prolong itself in time, to seek
its own continuity within itself, to give itself more time, to partake in the divine, 
the eternal. The fear of the end, not just our own, but also that of the species, of 
our culture, of our environment, pushes us to seek our continuity in the creation 
of younger generations.

Hiding in the cracks to protect our future. Protection, always protection of our 
children. From the resilience of the lemurs to the control over life that we see in 
the current situation.

Where do we find the bravery to continue the species? Are we still looking for 
cracks to shelter values that are in danger?

I made you to find me. Anne Sexton speaks of the pain that seeks consolation in 
younger generations, the yearning that chases after impossible solutions. This 
reminds us of the vertigo that comes with motherhood.

What is it that has to continue itself and keep going with that strength of nature 
that pushes us to stretch ourselves out towards infinity?
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quand la vie
n’est pas
ailleurs
(when life is not happening
somewhere else)
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From the Milky Way,
from the progenital breast

test tube love
the beat of a hospital.
Semen and colostrum
of a criminal sentence
of a criminal sentence

It shoots through the floor,
the pelvis and the corral.
Of a dust without earth

without ritual (...)

Milky Way Tango, by Sílvia Pérez Cruz
(A song that appears in the performance).

Three women on stage. Two reflecting mirrors and a mother. Grito Pelao (‘At the 
Top of My Lungs’) is the perfect voyeuristic scenario, the opportunity to see two 
of Iberia's wildest stage animals in the flesh. And as if that wasn't enough, to 
contemplate them as they negotiate explosive, shifting terrain. It is true, it really 
is a privilege to see these two greats on stage together, dancing and singing 
together. But that is where the static mythologising ends.

Right from the start of the piece, we are warned that it will take a different 
direction, that we are not here to watch one of the greats of flamenco, Rocío 
Molina, who with a brutal stamp of her feet broke down the last remaining wall, 
and put it back together with elliptical arms; and we are not here to listen to 
Sílvia Pérez Cruz, the singer who was able to enamour the most sceptical of men 
with that voice that seems born out of the depths of history, and that uncovers a 
new sound within each song. The piece has little interest in mythologising about 
art, and certainly about life.

It is true that these two women are already semi-legendary despite their young 
age, and many of us have songs, albums, dance steps and songs of theirs burned 
indelibly into our memory. In each of their respective disciplines, dance and song, 
they have managed to reach the highest technical mastery – that which demands 
the immersion of the soul. But this piece was not conceived of as a vehicle for 
their expertise, or with the simple idea of these two women sharing the stage.
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What the spectator sees in 'Grito Pelao' is the fruit of the kind of dedication and 
courage that deconstructs and unpicks memory. The spectator will find themself 
in front of an open stage, woven together by female saliva, wailing echoes, the 
blind tapping of a cane. Molina and Pérez Cruz, bound together by a complicity 
that seems atavistic and instinctive, have decided to abandon the safe spaces 
they know and enter into an unknown area that draws them in inexorably. These 
two greats, both highly gifted in the blending of technique and soul, have decided to 
unlearn while looking into each other, both stepping out into the void like true believers, 
both mimicking the rituals of the caterpillar in the chrysalis, seeking rebirth.

So we see a Molina who transforms her body, her way of dancing, from a point of 
stillness, of pause, of listening. An artist who so often has embodied pure power 
and extreme passion, she now appears with a different kind of stage presence, 
one that is attached to that desire to become a mother, a quest that blurs art and 
reality, dance and true identity. And on that journey she is followed by Pérez 
Cruz, blind, generous, devoted, exploring alongside her, guiding, supporting and 
steering her, and in the end, immersed in that overpowering space of listening, 
desiring, one that is created by them both and yet allows both to lose themselves 
inside it.

A space of desire, the desire of Rocío to become a mother, the desire for trans-
cendence, the desire for a dedicated love, where both artists (like two frenzied 
chomskyan semiologists) examine the deepest structures of womanhood, right 
up until their last breath on stage. The scene oozes feminine power, of the woman 
as the creator of life yet also bound to it by a chain made from pain, love, fear, 
denial, strength and courage. And in this earthy, sonic space, where the pulse is 
driven forward by five musicians who keep it swaying, rocking it along with the 
sounds of their music, there appears the elderly clarity of the recomposed 
mother. In a decision that, from the outside, seems anything but easy, Molina 
invites her mother, Lola Cruz, onto the stage. The mother who we all reproach 
and who we all need, the mother who was also, irrevocably, a daughter, and who 
would give it all up for us. In this piece, there is a rich texturing, which seems to 
separate off into layers, of the concepts of love and birth, of children both yearned 
for and created. And within these layers, Lola Cruz and Molina thanks her with 
the most flamenco of dances – that which is offered up as a gift.

In 'Grito Pelao’, look out for two wonderful songs containing Lorca-esque verse, 
composed by Sílvia Pérez Cruz specifically for this piece, enjoy Molina's dancing 
that now breathes an extreme generosity, enjoy the incredible musicians who 
accompany these two women on stage, enjoy analysing the stagecraft of one of 
the most accomplished directors around, Marquerie… But instinctively I dare to 
tell you to focus on the free space that these two creators craft together. That is 
the true engine of this piece, its beating newborn heart.

Pablo Caruana Húder

99 R
O

C
ÍO

 M
O

LI
N

A
 C

O
M

P
A

N
Y



10

Rocío Molina has been winning plaudits and wowing audiences ever since the 
opening night of her last piece, 'Caída del cielo', at Paris' Théâtre de Chaillot in 
November 2016. This piece's combination of strength, truth and nakedness 
brought new exposure to this artist from Málaga, who was already known as one 
of the dancers with most character in flamenco. She has come a long way since 
pieces like 'Almario', 'Cuando las piedras vuelen', 'Afectos' or 'Bosque Ardora', 
pieces where Rocío started testing limits, bringing flamenco into a hybrid terrain 
that blended techincal purity and a powerful stage presence, a terrain that has 
bred a style all of her own. Her feet, the power of her feet, the control of her body, 
of her arms, and the ability to enter into that transcendental state where the body 
melts into the rhythm... Only the greats can do that.

But only the greats are able to truly listen to themselves, and change direction. To 
transform, to "metamorphose", as Malraux once said of another native of Málaga, 
Picasso. It is a metamorphosis that is also a rebirth. This is something I realised 
looking at it sideways, as I listened and talked to Molina herself these last few days 
in Madrid, and as I talked to the team that has assembled around that placenta 
which will overflow in Avignon.

In Madrid, in cold, sunny February, with Europe freezing at thirty degrees below 
zero over our heads, this piece, one that had started to take shape a year previously, 
received its fourth impulse, its fourth piece of inspiration. Molina had already 
spent years working with these scene-setting quotations, known as 'impulses', that 
allowed her to get a better feel for the ideas and experimentation that form in all 
her performances, a process witnessed by her audiences. Each one is different, 
growing, diverging according to the moment of creation. On this occasion, just as 
in Valencia, Huelva, Nimes and now Madrid, Molina has moved further towards 
this way of working, where improvisation still comes from diverse sources, but the 
amount of experimentation has increased. And it has increased because life was 
demanding to impose itself on the performance.

In Madrid we could see sketches, pathways already honed in on and in progress, 
scenes starting to take shape that demonstrated certain central concepts of the 
piece: the theme of desire, the desire to become a mother; a quest, the quest to 
listen to one's body, and a coming together; the coming together with that other 
Iberian star, Sílvia Pérez Cruz.

when life
isn't happening
somewhere else
or when life
imposes itself.
a look at
the process of creation
of 'gritopelao'

An encounter with Pablo Caruana Húder
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In 'Caída del cielo, despite the break with formal traditions (of flamenco technique, 
of content and even of traditional taboos within flamenco itself), the piece was 
structured around the 'palos' (disciplines) of flamenco. Molina was on stage with 
a musician who sang, one who played the guitar or one who did hand claps. The 
dance sequences were initially set up by playing off the musicians, and from that 
base, Molina was able to move into improvisations. Not this time. Now, although 
there is still a graceful 'taranto' or a 'soleá' danced towards the future, the piece 
flows along new lines, building itself around improvisation in which the desire, 
the body and the very identity of the dancer come into play, and the piece moves 
deep into unknown territory. To understand it best, perhaps we should listen to 
Molina's own words on the subject:

The desire to be a mother: "I always hated the idea of being a mother. But a few 
years ago, at a time when I was stressed and sad, I started to feel a new type of 
love, a desire. It was at a difficult moment for me, and the only thing that kept me 
rehearsing was an imaginary dialogue with this child that still didn't exist. A new 
type of love opened up inside me. For a while now, I've been thinking about 
easing off work and dedicating the time to becoming a mother. Hopefully, I will 
perform the piece while pregnant, or at least in the process of trying (...) I reached 
a point when I couldn't find any sense in my life, I didn't want to fight for anything, 
I didn't feel motivated to achieve success, and I had no creativity at all. It's from this 
point that this piece was born, a life shift that required a change of body and 
identity that could allow for the generation of life, of dance, of a new being.

The body: "To dance I needed to overcome a pain barrier, to put my body in such 
an extreme state that once I broke through that barrier, pain would stop and I 
could dance. For two years I've been working on slowing the machine down and 
lowering my discipline. Slowing down, not pushing myself too far, sleeping. 
My hormones were in a bad place. I was like an elite sportsperson, my body was 
constantly tense and aching. I've got back the body I'd lost. A body that was so 
highly trained to resist pain that I had stopped feeling it, that some nights I'd 
touch my arm and feel nothing. I could rehearse for ten hours, give ten performances 
in a row... But I stopped feeling my body, I lost sleep and even felt numb emotionally, 
as if my body didn't even allow itself to shed a tear. My body was supremely 
powerful, but it was dead.

Every time I do 'Caída del cielo', my body still remembers that time and doesn't 
let me get to sleep,  it's so exhausted and hurts so much that I wake up in the 
night. My frame is very strong, and no single body part hurts in particular, but it 
feels swollen, it hurts. I always used to aim for a state where I'm immune to the 
pain, an ecstatic state, and I could only achieve that by going beyond my pain 
barriers. But the danger is that it's addictive, and you're always wanting more. 
And until recently I didn't realise. I've always known that there are pieces that 
absolutely destroy me, where my body ends up all puffed up... But I didn't ever 
see it for what it was. This has been a process where I've needed to trust in 
people, the people who make the ground shake beneath you. It hasn't been easy, 
I've had to learn to have a kind of standby mode, to accept things, not try to 
control everything, to be able to enjoy life. I've worked a lot on stillness on stage, 
just waiting and listening to my own body. And I hope that this can give me a new 
kind of language, and help to make me more accomplished on stage. I'm looking 
for a new kind of understanding of how to be on stage. My body is getting it now, I can 
feel a new sensitivity, and I'm beginning to take pleasure and strength from stillness."

The piece is born out of this desire to create life, and to change. This is something 
that is well understood by two key figures. On the one hand, Carlos Marquerie, 
one of the most experienced directors around, known for the quietness and 
plasticity of his productions, a master of lighting who has collaborated with 
creatives like Rodrigo García and Angélica Liddell; and on the other, Elena 
Córdoba, one of the greats of contemporary dance, Spain's very own Pina 
Bausch, who has a clarity of vision that comes with experience, and who helped
a lot with the process of understanding the body that Molina talks about.
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"In this piece we've even changed the way we walk into the studio. Normally I'd 
start with a 'tabla de pie' (foot warm-up), but here, what I warm up is a kind of 
self-awareness of my body instead. Everything's different this way. At the 
beginning, I felt vertigo, since my body didn't understand what it was doing.
Going into a studio and getting my body ready for sensitivity, awareness and 
pleasure, when I was used to going in there to put my body through great pain 
just to be able to dance. My body didn't understand, and Elena has been 
fundamental to that process."

The coming together: This piece is also born out of a coming together, of 
Molina and one of the best-known voices to have come out of Spain in the
21st century: Sílvia Pérez Cruz. This Catalan artist's distinctive, powerful voice 
allows her to throw herself, body and soul, into every project she is involved in. 
Her musicianship has not yet found its limit. In every project she has worked 
on, projects that touch a wide range of musical shades, she has triumphed. In 
each one, it has felt like she has been aiming for a new, unknown version of 
every song. Bravely, she has always sought new directions and challenges, 
always honing that voice that seems to emanate from the depths of history  
and in this case, she decides to sing up close to Rocío's ear.

Just like Molina, Sílvia's stage presence radiates light and power. Just like 
Molina, she was born in the early 80s. Just like Molina, her development has 
been driven by her relentless demands on herself, and just like Molina, she has 
a significant – and celebrated – body of work already behind her. They are like 
two mirrors facing each other, reflecting each other and attracting each other 
like magnets, like starving children.

"To be honest, the way we met was really lovely", says Pérez Cruz. "Rocío sent 
me a message on Instagram (we didn't know each other at the time), and she 
invited me to come and see 'Caída del cielo'. I happened to be singing in the 
same city at the time and I invited her to come and see me. So we each went to 
see each other and we were both too embarrassed to go to each other's 
dressing rooms. The next day, I was on a plane, about to fly to Seville, and I saw 
her walk in. I waved to her, she waved back, there was a bit of embarrassed 
small talk, and we each sat in our seat. As we were leaving the airport, I invited 
her to dance in a concert I was giving that night in Seville. She came along, got 
up on stage and we improvised. It was a really powerful experience for both of 
us, like making love. We were looking at each other, and we could both feel this 
energy. At the end, we hugged each other and thought "I know you now"... And 
from that point, we've never looked back."

For her part, Molina remembers that first time on stage with Pérez Cruz 
perfectly: "I had had three nights of insomnia, three days of meetings, I was
on my way to Seville for more meetings... And after speaking to Sílvia at the 
airport, I cancelled my meeting, I went home to sleep for a few hours and I 
called Carlos Marquerie (my director), who was in Madrid at the time. I said: 
"Get on a train right now because something is going to happen here. You're 
going to want to see it." And that's how it was, we really fell in love with each 
other that night. Carlos and I had already started work on this piece, but we 
didn't know that we'd come across Sílvia. And when it happened, the world 
seemed to stop turning. Something had happened, so we stopped to make 
sense of it. And when we saw Sílvia's dedication and generosity, we just
flowed with it, intuitively, almost on instinct."

HUELVA, AUGUST 2017 OR SEEDS
Rocío has been the resident artist at the Chaillot National Theatre for five 
years, and she will continue to be for a few more years, but right from the 
start, she told them: "if you want to help me, let me rehearse at home. I spend 
80% of the year on tour and I need to be able to pause to create, I need my 
home, my workshop in Huelva". Molina has been creating there for years, in a 
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house-workshop in the countryside that breathes tranquillity, and where the 
southern sun beats down relentlessly.

This is where these two women spent long days together, like two mirrors that 
admire and reflect each other: "The first exercises we did, it was just me and 
Rocío," recalls Sílvia. "We were just standing opposite each other, and nobody 
was anybody. She didn't dance, I didn't sing. It was a way of taking the process 
back to before its beginnings, before we had even met, trying to capture that 
feeling of a first love. Then we started to work alone. And the movements 
started to appear. We worked on the floor, touching each other, looking at 
each other, adopting foetal positions, and the song came out, syncopated, 
abstract, I was singing into Rocío's belly... That's how it started."

"That first coming together set the tone for everything. It was a really powerful 
experience, so intense that it hurt, because it was so hard to deal with, and it 
would've been so frustrating if it hadn't worked. We're working on managing 
all of that. It could be the most important part of this last stage before we 
perform it for the first time. In a piece like this, one where I'm not going to be 
able to put in so much energy and virtuosity, one where I'm going to be more 
fragile, it's particularly important to have someone with that kind of soul, that 
kind of light, with me on stage," Molina says.

When you listen to them speak, it sounds like nothing more than an experimental 
start, and a way for the two to come closer together. But the surprising thing is 
how, when you see the work they put into the 'impulses' in Madrid, you realise 
the extent to which that first meeting marked out a free space to be conquered, 
still undefined, but which runs through the piece and infected the whole team 
working on it. Molina recites poems, using her voice on stage for the first time. 
Pérez Cruz moves around softly in a body-focused scene very much belonging 
to dance, both improvise without their normal tools, with the ungainly bold-
ness of the amateur… They're joined by a few musicians and an entire team, 
given over to these two beasts of the stage, who are losing themselves in 
unfamiliar terrain. During that meeting in Huelva, these two women seem to 
have found something that they deeply cherish. Boxed in, confused, fused just 
like in one of the scenes of the piece, each giving birth to the other kicking and 
screaming, as if they came from the same seed.

But the cast would not be complete without that third woman on stage, to 
whom Molina dedicates one of the dances in the piece, a 'taranto', one of 
flamenco's most ritualistic and beautifully disconsolate dances, one that 
Molina dances with a wonderful balance between centripetal and centrifugal 
force, a 'taranto' of great determination and affection, famous in the world of 
flamenco because one of the greats, Fernanda Romero, once danced it to 
Carmen Amaya herself. Because Rocío was stitching the piece together using 
the thread of life, she wanted her mother to be on stage. Lola's presence there 
intuitively conjures up an infinite chain of women, a chain that stretches into the 
distance – both past and future – a chain devoid of men that lives off pure femininity.

Lola is a woman from the south of Spain who has been dedicated to her daughter's 
career for many years. In that way that mothers dedicate themselves to their 
children, giving up parts of their lives yet filling that void with the very thing 
they had been missing. On stage, we sense layers of blame, of fear, of years of 
words left unsaid. But Lola has changed, she is a mature woman now and 
Molina, in this ritual of personal rebirth that bubbles away beneath the surface 
of the piece, allows herself to forgive and to love.

God knows what we'll see in Avignon – if you'll excuse the phrase. I have hardly 
ever seen a work where two behemoths of the stage decide to expose their 
weaknesses, rather than the things they control to perfection. I have hardly 
ever seen two monsters of the stage like these two women, determined to hit 
upon something new that they would still no doubt struggle to name.
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appendix: the 'soleá’
In Emilio Belmonte's documentary about Rocío Molina, 'Impulso', she refers 

back to a soleá that she danced aged 17, saying that she has been trying to 

recapture that feeling ever since. "I'm still searching for that feeling, I still 

haven't managed it yet," she said in the film. "It's true, I've always wanted to

recapture that feeling with a soleá. The soleá is the mother song, it's not just a 

beat, it's a way of being on stage where if there's no truth behind it, it rings 

false from the very first moment. It's feeling, presence. It's a dance that runs all 

the way through your career. But now I understand that I can take it in other 

directions. In this piece I want to dance a soleá, and I know it really is a soleá, a 

solo one with a guitar that I want to dance to my child. It's very special, I 

danced one in 'Bosque Ardora'. But I would never allow myself to dance a 

choreography that was originally composed for another piece of work,

although this time it makes perfect sense. When I had my appendix out a year 

ago, I spent 8 days without dancing, something I hadn't done since I was very 

young. I couldn't take it anymore, I snuck away without anyone knowing, and I 

danced that soleá alone in the room, nobody else around me, with the stitches 

from the operation still in. I couldn't move, and as soon as I raised my arms I 

started crying tears of joy. At the age of 33, I fell in love with my dancing again, 

just raising my arms for a soleá. I felt my body waking up after a long rest. And 

that's all I want: a dance, the guitar, which is my first love, and my child. What 

more could I need?"
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ROCÍO MOLINA

The iconoclastic choreographer Rocío Molina has coined her own artistic
language based on a reinvented traditional flamenco style which respects its 
essence, but embraces the avant-garde. Radically free, she combines in her 
works: technical virtuosity, contemporary research and conceptual risk. 
Unafraid to forge alliances with other disciplines and artists, her choreographies 
are unique scenic events based on ideas and cultural forms ranging from 
cinema to literature, including philosophy and painting.

Rocío Molina, a restless dancer, was born in Malaga in 1984. She started to
dance at the early age of three years old. At seven, she was outlining her first
choreographies. At 17, she graduated with honors at the Royal Dance
Conservatory in Madrid and became part of the cast of professionals companies 
with international tours

At 22, she premiered Entre paredes (Among the Walls), her first work, which 
was followed by many more self-creations, all of them with a thing in common, 
a curious and transgressor look at a flamenco style escaping from the well-trodden 
paths: El Eterno Retorno (The Eternal Return) (2006) Turquesa como el limón 
(Turquoise as a Lemon) (2006), Almario (2007), Por el decir de la gente (As 
People Say) (2007), Oro viejo (Old Gold) (2008), Cuando las piedras vuelen 
(When Stones Fly) (2009), Vinática (2010), Danzaora y vinática (2011), 
Afectos (Affections) (2012) and Bosque Ardora (Ardora's Forest) (2014) and 
Caída del Cielo (Fallen from heaven) (2016).

At 26, the Spanish Ministry of Culture awarded her the National Award for 
Dance for "her contribution to the renewal of flamenco and for her versatility 
and strength as a performer capable of handling the most diverse registers 
with freedom and courage."

At 28, after her outstandingly successful performance of Oro Viejo (Old Gold), 
Mikhail Baryshnikov kneeled before her at the door of her dressing room at 
New York City Center.

She's been associated with the Chaillot National Theater in Paris since 2014 
where she premiered in November 2016, Caída del Cielo , her last piece.

Rocío Molina, a versatile dancer, is one of the Spanish artists with greater
international repercussion. Her works have been performed not only in 
theaters and festivals such as: Barbican Center in London, City Center in New 
York, The Esplanade in Singapore, Tanz Im August in Berlin, Festival SPAF in 
Seoul, Stanislavsky Theatre in Moscow, National Theater of Taiwan, Dansens 
Hus in Oslo and Stokholm, Chaillot National Theatre in Paris, Festival 
Transamériques in Montreal, and Bunkamura in Tokio. But also in spanish 
renowned temples of theatre, dance and flamenco such as Teatro Español
and Teatros del Canal in Madrid, Seville's Flamenco Biennale or Teatro Central, 
Mercat de les Flors (Barcelona), Gran Teatro Falla (Cadiz), Cervantes (Malaga) 
or Jerez Festival, just to mention some of them.

Throughout her career, not only has she worked with great national flamenco 
leading figures such as: María Pagés, Miguel Poveda, Antonio Canales or Israel 
Galván, but also with leading figures of contemporary arts, such as Carlos 
Marquerie, Mateo Feijóo or Jean Paul Goude. The collaboration with Jean 
Paul Goude was to design a project for the brand Hermes in Shanghai in 2017.

Her artistic research has been recognized with awards at a national and at
an international level - Spanish National Award for Dance, Best Dancer Award 
in Seville Bienal, Gold Medal awarded by the Province of Malaga, Max Award 
in 2017 (Best dancer ; Best choreography for “Caída del Cielo” – Fallen from 
heaven), and in 2015 (Best choreography for "Bosque Ardora" - Ardora's 
Forest), Dance National British Award in 2016 - and with the unanimous 
praise of the audience and the critics: "A gifted and intelligent dancer" (EL 
MUNDO), "She's like the nuclear power within an atom" (STANDARD), "An 
innate talent for the most racial dance" (El PAÍS), "She is passion personified, 
urgent, almost red hot, taking over the body and moving it, spasm y spasm, 
filling it of rage and beauty." (LA VANGUARDIA), “One of the best flamenco 
dancers I've ever seen" (THE NEW YORK TIMES).
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SÍLVIA PÉREZ CRUZ
Sílvia Pérez Cruz (Palafrugell, Girona, 1983) is one of the most moving voices 
to have come out of Spain in recent years.

She has spoken the language of music ever since she learned to think, growing 
up surrounded by Spanish and Latin popular music, and later gaining an education 
in classical and jazz.

With a connection to flamenco that seems supernatural, she sings in a distinctive 
style of her own that shakes listeners to their core.

It is impossible to pigeonhole Sílvia Pérez Cruz in a single style.

She is versatile and yet always unmistakeably her. These two qualities can 
rarely be found at once, yet they define her.

She is faithful to every different style that she tackles, without ever ceasing to 
be true to herself.

Between the ages of 4 and 23, she studied a wide range of musical disciplines: 
music theory, classical piano and saxophone, cajón, harmony, jazz and flamenco 
singing, improvisation, arrangement, jazz saxophone, composition… She holds 
a degree in jazz singing from ESMUC.

She has collaborated on numerous albums and projects, working with artists 
such as Eliseo Parra, Lluís Llach, Gino Paoli, Stefano Bollani, Rocío Molina, 
Jorge Drexler, Hamilton de Holanda and Joan Manuel Serrat, among others.

She has also sung with the Spanish National Orchestra, directed by Josep Pons.

Alongside the double bassist Javier Colina, she added a Cuban flavour to the 
film 'En la imaginación' (2011), sometimes performing as a duo with Toti Soler.

She made her debut as a composer and soloist with '11 de novembre' (Universal, 
2012), which was a success with both the public and the critics, winning her a 
golden disc.

In 2014 she was awarded another golden disc for 'Granada' (Universal, 2014), 
which like '11 de novembre' she coproduced with Raúl Fernández (Refree).

Throughout her career, Sílvia has appeared in various stage productions, 
directed by Joan Ollé and Julio Manrique.

She was also the voice of Snow White in Pablo Berger's film, which took home 
10 Goya Awards in 2013, including Best Original Song.

More recently, she has been involved in the composition and recording of the 
soundtrack for 'Cerca de tu casa', by Eduard Cortés, a film about forcible 
evictions in which she also stars.

This idea came about when they were doing the mastering for 'Domus' 
(Universal, 2016). Together they won the 'Biznaga de plata' award for best 
original soundtrack at the Málaga Film Festival (2016), Best Original Sound-
track at PÖFF (Black Nights Festival) in Tallin (2016), the Gaudí Award for 
best original soundtrack (2017) and the Goya Award for best original song for
'Ai, ai, ai' (2017).

Her last album is 'Vestida de nit' (Universal Music, 2017), a work that combines 
classics and original songs, arranged for string quintet by Javier Galiana de la 
Rosa, Joan Antoni Pich, Carlos Montfort and Sílvia herself.

The album tour for 'Vestida de nit' was a great success, taking in Argentina, 
Chile, Uruguay, Portugal, Turkey and France, as well as over thirty cities in Spain.
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CARLOS MARQUERIE
Carlos Marquerie (Madrid, 1954) is one of the most relevant figures of the 
Spanish vanguard in the last decades. He has been mentioned by the newspaper 
El País as “a long-distance runner of the Spanish theater of vanguard. (...) The 
Spanish master of stage lighting” has actively collaborated with Rocío Molina 
on the staging, dramatic art, stage space and lighting in Cuando las piedras 
vuelen (2009); on the dramatic art, stage space and lighting in Afectos (2012); 
and on the artistic co-direction, dramatic art, stage space and lighting in Caída 
del Cielo (2016).

Author and director, Carlos Marquerie began his career by studying with the 
sculptor and puppet maker Francisco Peralta, the one he considers to be his 
master. Later, he continued his formation and became selftaught.

He premiered: Ciudad irreal, with texts from different authors (1984); Última 
toma, by Leopoldo Alas (1985); 1996. El mundo del fin del tiempo, with his 
own dramatic art (1986); Lear..., his own adaptation of King Lear, by William 
Shakespeare (1988); Los hombres de piedra and Historia de un árbol, by 
Antonio Fernández Lera (1990 and 1991, respectively); The Sinking of the 
Titanic, based on the text by Hans Magnus Enzensberger (1992); and The Fool 
and the Madman, by Thomas Bernhard (1996).

He has put on stage works with his own texts Otoño (1989); Comedia en blanco. 
Infierno (1994); the series of 4 works on the suicide of Lucrecia (1995-2000);
El rey de los animales es idiota (1997); 120 pensamientos por minuto (2001); 
and 2004 [tres paisajes, tres retratos y una naturaleza muerta] (2004).

Between 2005 and 2012 he worked in a long project called El cuerpo de los 
amantes composed by Que me abreve de besos tu boca, El temblor de la carne, 
Entre las brumas del cuerpo, Maternidad y osarios, he also worked in the installation 
of El lecho de los amantes and in diverse series of drawings and photographs.

In January 2013, he premiered 28 buitres vuelan sobre mi cabeza, based on 
his diary and the observation of nature. In 2014, he premiered Entre las luces 
y las sombras. Libertad, performed at La Casa Encendida in Madrid, as part
of the program Intermitencias del asombro / Escenarios del asombro.
La metamorfosis de Loïe Fuller.

Lighting technician and plastic artist, Marquerie is in charge of basically all 
pieces by Elena Córdoba, Rodrigo García, Antonio Fernández Lera and Angélica 
Liddell. He has collaborated, among others, with artists such as Rocío Molina, 
Roger Bernat, Ana Buitrago, Óscar Dasí, Amancio Prada, Carlos Aladro, José 
Luis Gómez, Tania Arias, Claudia Faci, Itxaso Corral and Àlex Rigola.

His lighting works have been seen in theaters and festivals, such as Deutsche 
Oper Berlin, Odéon-Théâtre de l’Europe in Paris, Théâtre National de Bretagne, 
Festival d ‘Avignon and Schaubühne am Lehniner Platz.

Among his painting exhibitions and installations, we can highlight: El cuerpo
de los amantes II and 4 drawings belonging to Travesía por el páramo (Escena 
Contemporánea 2011, Madrid), Dibujos 2000-2002 (Fundación Antonio 
Pérez, Cuenca), Pintura en Blanco and Colectiva (Espacio de Arte Pradillo, 
1994 and 1995 respectively).

Manager, organizer and educator, he founded La Tartana Teatro in 1977, 
Lucas Cranach Company in 1996 and, together with Juan Muñoz, Pradillo 
Theater in Madrid in 1990. He directed “Encuentro International de Teatro
en la Calle” in Madrid, “Encuentros de Teatro” in Murcia and was part of the 
management team of the Pradillo Theater in its new stage. Since 2015, he 
curates, together with Emilio Tomé, El lugar sin límites, scenic cycle born out of 
the collaboration between the National Dramatic Center and the Pradillo Theater.

His texts are published in the collection Pliegos de teatro y danza and they have 
been translated into Portuguese and French. In 2006, Políticas de la palabra was 
published by Oscar Cornago, a compilation of scenic texts by several authors and 
studies of their works, which included the pieces El rey de los animales es idiota 
and 2004 (tres retratos, tres paisajes y una naturaleza muerta). The French 
version of 120 pensamientos por minuto was published in France, translated by 
Christilla Vassero and edited by Les Solitaires intempestifs.

Carlos Marquerie is a professor and the tutor of the Master’s degree in Scenic 
practice and visual culture sponsored by Castilla-La Mancha University and 
Queen Sofía Museum.
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Rocío Molina with Sílvia Pérez Cruz
Rocío Molina Company

Original concept: Rocío Molina
Art direction: Carlos Marquerie, Rocío Molina and Sílvia Pérez Cruz
Dramaturgy: Carlos Marquerie
Choreography: Rocío Molina
Musical concept: Sílvia Pérez Cruz
Music and lyrics: Sílvia Pérez Cruz
Flamenco composition: Eduardo Trassierra
Sound space design: Carlos Gárate
Stage space: Carlos Marquerie (concept and sketches), Antonio Serrano (design 
and materials), David Benito (animation and visual projections)
Lighting design: Carlos Marquerie
Assistant to the director and choreographer: Elena Córdoba
Costume design: Cecilia Molano
Costume assistange: Esmeralda Dias and Emilia Ecay
Documentation: Elena Córdoba and Cecilia Molano
Programme photography: Pablo Guidali
Programme text: Pablo Caruana
Translation to french: Christilla Vasserot
Poem by Sylvia Plath – For a fatherless son

CAST
Rocío Molina Cruz: baile
Sílvia Pérez Cruz: voice
Lola Cruz: dance

Eduardo Trassierra: guiter
Carlos Montfort: violin
José Manuel Ramos "Oruco": rhythm
Carlos Gárate: electronics

Antonio Serrano: technical direction and lighting engineer
Juan Casanovas: sound
Javier Álvarez: sound
David Benito: video and machinery

María Agar Martínez: stage manager
Production: Danza Molina
Magdalena Escoriza: production of the company
Loïc Bastos: executive direction of the Company

Coproduction: Chaillot, Théâtre National de la Danse, Paris; Grec 2018 Festival 
de Barcelona – Instituto de Cultura, Ayuntamiento de Barcelona, Festival d'Avig-
non; Théâtre de Nîmes – scène conventionnée d'intérêt national – contemporary 
dance – art and creation; Bienal de Flamenco de Sevilla.
With the collaboration of: Festival Temporada Alta – Girona; Teatros de Canal – Madrid.

First performed: 6 July, 2018 at the Festival d'Avignon.

Rocío Molina is an associated artist at Chaillot – Théâtre National de la Danse de Paris.
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Tour France / Spain
July – October 2018
21 performances
8 cities

Festival d’Avignon
Festival Grec – Barcelona

Festival Terral (Teatro Cervantes) – Malaga

Bienal Flamenco (Teatro Maestranza) – Seville
ZGZ Escena (Teatro Principal) – Saragossa
Teatros del Canal – Madrid

Théâtre de Nîmes
Chaillot, Théâtre National de la danse - Paris

JULY
6 – 10: 

18 – 19: 

AUGUST
7: 

SEPTEMBER
18 – 19: 

22 – 23: 

26 – 28: 

OCTOBER
2 – 4: 

9 – 11: 
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contact info

 Loïc BASTOS, Executive director

+34 629 58 79 16

direccion@rociomolina.net

 

Magdalena ESCORIZA, Production

+34 693 413 621

info@rociomolina.net

 

Antonio SERRANO, Technical direction

+34 658 48 11 45

aserranosoriano@gmail.com

 

DANZA MOLINA S.L. – Rocío Molina Company.

Calle Florencio Quintero, 15 – Local 2

41009 SEVILLA – Spain

 


