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BAATEP ITOYXNEP

CIANE FERNANDES,

Pina Bausch and the Wuppertal Dance Theater. The Aesthetics of Repetition and
Transformation. With a Foreword by RoseLee Goldberg and a Preface by Susanne
Schlicher, New York etc., Peter Lang 2001 (New Studies in Aesthetics 34),
oeh. XIX + 147, 9 ew., ISBN 0-8204-5251-3.

T woaio fiprio! Mua Boatihdva yopettota, pabritoua mg Bausch, xou xabnyitoia tov
performing arts ot Bpalihia, avaliel mapaotdoelg mg tdpvtotas tov Wuppertaler
Tanztheater, o onoo mailel onpuavié p6ho o SLPGEPMON TOV OUYXQEOVOU X0QOU Xat
OUVOEEL TLS LOLOGTUTTES Y0QOYQUPIES TG PE TV LOTOQIC TOU EVQMTCIXOU KOl CUEQLROVIXOU
prakérov xau m Bewpla, YONoLHOTOUBVTOS ®URImS Yuyavehvtirég pedddovs. Avtd yivetal
GUmG PE EVaY TG00 UN-oradNpaing, kG %o dLELTdUTIXG TGO, MTG %o aEQLTTO, OVOLOL-
OTXG RO OUVTORO, «OQEVTIXG» Bat ELeYa, TOV TUQUTEQVEL RO TOV QAVOLYVADOTY O€ OLOUOVL-
%EC RIVITOELS TOV VOU %o T Yuyns. To Aéer dhhmore 1) agiépwon: “To those who have danced
this and so many other creations with me. Including you, reader”. Eivau e ad g evtvyeis
oTyuEg me moayrotivg oUCevEng emoniung xow téxvNg. Ot evaioBntes xow axoiPeis et
YOUPES ®aw 0L CUVEVTEUEELS ouvdudlovian pe Bewonuxrovs meofAnuatiopois xdbe T tex-
HNOLBVETOL APUECMG PE TNYEG 1] TAQATOPTES OF E1OUREVIEVES HeAETES %o 1) BLphoyoagla e
vou ThovoLoL o EVHEQWUEVT. AUTES TIG Y Goeg voyoauuiCel xon o Tebhoyog mg RoseLee
Goldberg otd To Havemonijuo mg Néag YSprng (ovyypaggag mg novoypagiag Performance
Art: From Futurism to the Present, mov fyijxe 1o 2001 om devtegn €xdoom), evdd 1 Susanne
Schlicher antd to IMavemonijuo Tov Apfotigyou tovitel mv xAnoovoud xaw my eEEMEN Tov
yeopavixov Ausdruckstanz (eEmpeotoviotindg 500066) A Tig AQYES TOU cumva Emg OYHeQa,
7oL draxdmnre s 1o vaLiotrd rabeatis xau forire ouvéxeia xupimg omy AyyAlo xawmy
Apeou, lydtego omy dua m egpavio. H Bausch eivaw pddhov wa eEaipeom.

H Wrotuztio tov xopoypagpuidy me Pina Bausch, mov ovpepa avijxovy théov omv wotopic,
yuari onuadevovy Paoxd tg dexaeties 1970 xau 1980, aoiCovral, 6mmg €xel Toviotel TOMES
popég om PLphoyoagia, xupimg omv emavdhmpn ko T petopdopna (fr. oe emhoy: S.
Schlicher, TanzTheater, Traditionen und Freiheiten, Hamburg 1987, J. Schmidt, Tanzen gegen
die Angst: Pian Bausch, Miinchen 1998, N. Servos / G. Weigelt, Pina Bausch Wuppertaler Dance
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Theater or The Art of Training a Goldfish: Excursions into Dance, K6ln 1984, E. Vaccarino (ed.),
Pina Bausch: Teatro dell’ Esperienza, Danza della Vita, Genova 1993, D. Erler, Pina Bausch,
Ziirich 1994 »t).). “Through repetition of gestures, words, and past experiences, Bausch’s dance
theater can be defined as the body’ s consciousness of its history as a symbolic and social subject
in constant transformation. She has stretched the borders not just of dance but also of all the
arts, creating a space that fluctuates between theater, dance, music, film, performance art,
happening. Her works are constructed through and by the body in its proper “logic” - fragmented,
multiple, incoherent, and complex” (0. 10). Zmv exgoaotn] mg «yAdooa» Tov odpatog Bi-
yovita faotxég ouviotdoes mg coBnuriic prhocogiag Twv performances. “Bausch’ s method
fragments and repeats elements of different art forms from either everyday life or theater.
Within this setting, the elements distort each other rather than provide an apparent and imaginary
completion... Thus, the language of dance is the criticism of any scheme of fixed and final
principles. It is the language of the paradox, the language of a non-language” (oo. 20 €£.). O
EXPOAUOTIRGS X0GG deV Elvar ArOTEQYCOTN AVTOOTT ExOCOT) TUVaLOBUaTog hd pat Yhwo-
00-191j5 0QYAVMON CMUATIXV RVOEMV TOL GLUVEAOL Tov Eivar, tov petafiBdter onuaoties
%O EVVOLEG, TTOV WITOQOUV vat %artavonBotv and to xowd. H Bausch exhappdver ovpfomxég
duyotopies mg OUVBETELS rOw EVOTTES %ol TO EXPEATEL e TO Va yodpovtar ou AEEew pall:
repetitiontransformation, dancetheater, signifiersignified, movementword, bodymind, womanman,
individualsociety, futurepast, selfother xth. H «Baouhinr 0d6¢» moog mv evomta av givarn
UVIjUn TOU COUOTOG, TOU avoaheiton pe mv emavaimyn, 1) omola arerevBepaiver xat to Bea-
mj: “Repetition, initially used as the reconstruction of past experiences, later provides diverse
and unpredictable experiences in both performers and audience, resulting in increased possibilities
for interpretation” (. 30). Ou emavaMppels Qrdvovy ot GoLo ™G avIoxNg, TG00 OTOUS EXTE-
AeaTtég mov xovpdLovra %o dev AETouEYoUV Tt «TéheLa, GO0 xa OToug BEaTéS” OLTUQUOTAOELS
™G ®aToUV ouviiBng ToELS pe TEooeQLs wec. “Repetition initially dismantles dance as
spontaneous expression” (0. 41 €€.). “Through repetition, the audience’ s preconceptions of
both dance and society are confirmed, twisted, and dismantled. Paradoxically, repetition opens
new and unexpected way of perceiving in performance and everyday life” (0. 50). M’ cvmj mv
€vvoLa. oL y0poypapies Mg Bausch avijrouy entiong otoug minimal arts, wov a6 dihoug (Wilson)
netuyaivovron pe m slow motion. H eravdlnym dhhmote aropvBomotel xow my tehetduyta
e deEloteyviag TV YOQEVTAV, 0AAG ®ow ™V «TaQAOTAON» MG TEMUG TQOIGV: OL TAQUOTA-
0ELG G OUYVd divouv mv eviimmaon) g medPag, drov Eavd rar Eavd enavarapfdvetarn duo
axohovBic copatrdy xvijoewv. H exavdlmypn dhhoote givar xaw otouyeio mg xabnueowvig
Conis. «Repetition is a part of artistic representation and of social discipline. It establishes of a
system of truths and social values. Bausch’ s dance theater radically alters such aesthetic and
social means. In her pieces, the method unsettles final and “correct” interpretations of ideas.
It is consistently used to subvert its own process of domination over the body [...]. Repetition ...
evokes experience by exploring dance’ s linguistic nature, performed by bodies just as needy and
imperfect as those of the audience. Through repetition, the body explores its paradoxical
existence, between natural and linguistic, experiential and automatic, personal and social. The
body “retells” and “redances” its own history of domination, constantly repeating and transforming
- “redifining” - dance» (0. 107). H zabnpeowr Conj eivau 1o 1o B€pua ohhav y000yapiv mg
ROL TNG XWNOLOAOYIOS TOUGS 1) EAVAMYY ATTORCAITTEL XOWWVIKES DOPES, TTOV EXOLV EYYQL-
(el 00 OdpoL Ko TG kvjoews Tov (“repetition is used to dismantle functional power structures”).
Me ) «ouveidnom tov odpatog» n Bausch Eavadnuovpyel 1poommneg %o HOWmVIRES LOTO-
olec. “The dancer is an intelligent, critical body. S/he is able to move and to speak, relating
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experience and language, practice and theory. Dance and life are not about positing of discovering
Truth; instead, they are about questioning and playing with systems that predefine it. Above all,
Bausch’ s works are about trusting the body - understanding and listening to its paradoxical and
changing forms of knowledge” (o. 109).

Optopéveg amd ug avihjperg ovtég éxouvv duemummBel1jdn até Tov Rudolf von Laban (1870~
1958), tov 10 ®xvnoLeS Tov CUoT U ElYE HETA TO AgTTEQO Ty *GOULO TOAERO WLatiTeEN Cvdi-
TrvEn wu avayvaolom otg Hvopéveg Ioheieg (Laban Movement Analysis, Laban/Bratenieff
Institut of Movement Studies)- elye eqevipeL xau €va €100 YOG YLOL TLG TUQTITOVQES TNG XO-
ooypagicag (Labanotation) (BA. oe exthoyn: L. Partsch-Bergsohn, Modern Dance in Germany
and the United States: Crosscurrents and Influences, London 1994, I. Bartenieff, “The Roots of
Laban Theory: Aesthetics and Beyond”, in: Four Adaptation of Effort Theory in Research and
Teaching, New York 1970, 60. 1-18, rawmg iduag, Body Movement: Coping with the Environment,
Langhorn, Penns. 1980 »th.). Mafjtotég tov itav ) Mary Wigman xau o Kurt Jooss. H moa-
™ (OQUOE TO YEQUAVIXG EETQETLOVLOTLXG YOQO, HLet ELAVATTAON EVOVTIOV TOU ¥AOLROU Uit
Aétov (D. S. Howe, Individuality and Expression: The Aesthetics of the New German Dance,
1908-1936, New York etc. 1996, S. Manning, Ecstasy and the Demon: Feminism and Nationalism
in the Dances of Mary Wigman, Berkeley 1993), o devtegog (douoe pia opdda dpapatirol
urtahéTov, 6mov ovvdvaoe, 6mmg o Laban, povowr, hoyo zaw 006 (A & H. Markard, Jooss,
Koln 1985, S. K. Walther, The Dance Theatre of Kurt Jooss, London 1993, m¢ (dwag, The Dance
of Death: Kurt Jooss and the Weimar Years, London 1994). H Bausch tov yvoouLoe wg pofhtota
om Folkwangschule tov 3000t oto Essen. To 1960 mjye om Ned Ydpxn, om Juillard School
of Music, ovppeteiye om ovvéyewa oto New American Ballett xou ydpeve omyv Metropolitan
Opera. To 1962 yipioe om T'eppavia za €ywve yooypdgog oto Folkwangballett, ot to 1969
SrevBivrota. Amé to 1973 drevBhiver to Wuppertal Tanztheater. ErmpedCeton amd myv tote moo-
tomopic mg Apeouis (B. Haskell, BLAM! The Explosion of Pop, Minimalism, and Performance,
1958-1964, New York 1984), ané Dada xaw Bauhaus, tov pootx6 xouvvotgovrtiflopd, aopa-
Mg Tov Jooss xau Tov Laban, 1o owvepd ®th., ahhd €xave tehrd o duvij mg ouvBeom wov ureg-
Baiver 61" avtd. Megurol T Bempolv pLa artd Toug o oMpavTkég X000 yedpous tov 20 ai-
Ve Agv 0xOhOUONOE TV CEQIRAVIAT] TAOY) YLCL TO YUUVE OMCL 0T ORNVI].

Z10 B0 awtd avariovial og fdbog ot e€rjg mapaotdoes: “Kontakthof” (1978), “Arien”
(1979), “1980 - Ein Stiick von Pina Bausch” (1980) zat “Auf dem Gebirge hat man einen
Schrei gehort” [«Zta fovvd axovomxre pa xpawyij»] (1984), evd outnrovviar xa o wa-
oaywyéc: «Igryéveia ev Tagoig» (1974), «Oppéag xar Evpudixn» (1975), “Frithlingsopfer”
[«AvoilEudnnn Buoia»] (1975), “Die sieben Todsiinden” [«Ta e@td Bavdoua apaouiua-
] (1976), «O Kvavordywv» (1977), “Café Miiller” (1978), “Bandoneon” (1986), “Walzer”
(1982), “Palermo, Palermo” (1989), “Trauerspiel” [« Toaymdia»] (1993) %t dAha. To vhxd
vt ratardooetal pe ) fdon S0 dtagooeTrdy peBGdWY e eravainymg: o) me av-
TOV0L0G ETAVAMYNG TOV EMTEENEL R avenaiotnteg ahhayéc, axdua xaw axovoles ah-
hayég amd myv xovpaon 1 (dia «podon» pmogel va exavahngBel xaw oe dapopeTind oup-
(poalopeva, 1 va enavarapfdvoviar pati pe diheg enavahapfovopeves «paoelg» ot vé-
eg ouvBEoeLg, nau P) mg emavdimng evog oupfdvros amd my mawdikn nhric Tov yopevT,
1 ™G XOQEVTLXIG EMAVAAYMG [Latg LOTORING, EVOS TOQAUVBILOY, HLag GTEQUS HE YOQEVTIKG
péoa. ‘ON autd magovotdloviar oe €mta ovvIopa xe@diaa, GTov 1) TEQLYQUPY TWV o~
Quymy@v ouvdvdletan pe To BewnTrd oToXaops, CUUTEQLAUBUVOUEVIC ROL TS EVVOLOS
g «emavdhnyne» otov Freud xow tov Lacan. ITapd mv tdom Bewonuunig Bepehiowong
avéyvwon Tov Pifriov eivar pua oxém amdhovon. Z1o hog axohovBolv axdua do ov-
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vevtevEelg pe ovvepydreg g Pina Bausch (00. 111 €E. xaw 199 €E.), wo extevéoram eidi-
%1 Prhoyoapio (00. 121 €E.) raw €va mohd Aemtopepetaxd evpemjoto (0o. 131 €E.).

BAATEP ITOYXNEP

KIRSTIN HARTUNG,

Kindertheater als Theater der Generationen. Pidagogische Grundlagen und empirische
Befunde zum neuen Kindertheater in Deutschland [TTawdux6 8€atpo wg Béargo
TV yevedv. ITadoywynég PAoelg rat EPTELQRES DaryVAOELS YLat TO VEO TadIKES
0€atpo om I'eppavia]. Frankfurt/M. etc., Peter Lang 2001 (Kinder-, Schul-
und Jugendtheater. Beitrage zu Theorie und Praxis, vol. 11), oeh. 461, 2 ewx. mivaxe,
ISBN 3-631-37788-6.

TTpdxertan yuo o amd TG ondory oy ré-0earQoroyIRES HEAETES Y101 TO «rtoudind BEaTQo»,
10 070{0 TE(VEL, €0 KaL YOAVLO, VOL LETOVOUAOTEL OE «BETQO TV YEVEMV», ouvTaLQLdLovTag
TG xamyoQieg mawdixd, oyohxd, xat B€ato mg veohaiog kot agiivovrag avorTtd Ta GoLe
7Q0G TOUG EVIIMKOUG %au peydhovs. H ovyyo. mpeafeter m) faotxr BEom, mog to moudund Béa-
100 dev duapépet ovoLaoTikd omd To BEaTo Twv evAirmV ot TéTowo Pabud, Tov Ba Enpene
va amotehel Eeywouon, eopmuird xhewoni xamyopia g Beatounis ToaxTivig, xon Gt cwté
eivaun eE00V «xatdMnho» yioL Toug Yovels. Aut6 avimpoowmevel o vEa Taom omy moudo-
yaywn om Feppavie, Tov pe ™ oelpd mg avixaBeqTileTon eV PEQEL KOt OTOL QETEQTOQLL TV
moududv Bedromv. H oelpd avmj €xel dnpootetoet pehéteg yLo 10 «B€atoo g vedttag»,
LoT0QLES %o HeBOSONOYIRES, SOOUATOVQYIRES KOl TTOUDLYWYLKES, KO O OYRDING VTG TOUOG
ouveyiGel mv npoondfera wov Eexivnoe to 1983 pe v Charlotte Oberfeld. X’ évo moato xe-
@arawo, «Mua ooy pormoTirt-rrondarymyxt poomtiky ato mawdind B€atpo» (00. 15 €E.), 1
OUYYQ. EXQOATEL Ta TaEATOVA TG, TG 1) OeaTEOLoYIN OTLS YEQUOVEPWVES YWOES deV O~
0€yEL aEKETA TO TG BETO, g OEV UTAYOUV ELOLRES OTTOVES YU ctd:, oute €xeL var del-
Eeu ) oyeun Beorporoyurr épevva omovdaie amoteréopora. Eivon xvpimg o mawdaywyor,
exoUdEVTIXOL RO OL TQORTLXOL TOU TToudxoy BedTpou wov aoyorovvrar w avtd. H duuj mg
TQOOEYYLOM TIQOEQYETOU ETIOMG 0TS TNV TRAEN), €xEL GG BEmENTIRES OUVETELES, RVQIMGS TNV
évvoua Tov taudixot Bedrpov. To Gho €pyo xmwpiletal 0 €va BempnTrd péQog xau éva eumeL-
w6, 6mov pe Bdom €€ Bearoird oypjuata eetdletar n onpeowvn xatdotaom Tov eidoug om)
Teppavic. 210 Benpnuind PEEog, «Ou OXETELS TOV YEVEWV OV KOLVWVICL, TV OLKOYEVELL YOl
10 B0T0 - Bewpnurés duoagrioeis», oupmephapfdver ta xegdhoua 2-4. To devteQo xeqd-
Aawo, «[uat mv roweviri zamyopio: “yeved” o yie ™) oy€on tov Bedroov pe my moudayw-
yui» (00. 27 €E.), mpoonael va oploBenioet mv €vvole mg «yeveds» (generation) kg TQOG
mv eTuporoyio xow my xaBnpeow] xorjom mg AEENG, va mepLypdier To TeQLEXGUEVS TS otV
sraudaryaywr o avBpmmoroyic (LoToQLxd, *OWMVIOMOYIXA, OLKOYEVELOXA, WG TOOS TO QUAO),
VoL TV eQuEpdoeL oto toudind Bedoo, va Terypdaper T oy€om Tov Bedtoov mog ™V Tatda-
Yoy xou m Bearpo-mandarywyurn (wg mpog m oxnvobeoia, ™ dpapatovgyio: xat my 1ed-
ohmym), xon xhelver pe m daminmmon mg «Béomg» mg egyaoiag avmig, g pe fdon g arha-
YEC TG EmGvag Tov Toudlol oy xowwvia, %o To toudird B€atoo Ba €npene va yiver «Béa-



