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By Norbert Servos

It began with controversy; in 1973 Pina
Bausch was appointed director of dance
for the Wuppertal Ballet and the form she
developed in those early years, a mixture of
dance and theatre, was wholly unfamiliar. In
her performances the players did not merely
dance; they spoke, sang —and sometimes they
cried or laughed too. But this strange new work
succeeded in establishing itself. In Wuppertal
the seeds were sown for a revolution which was
to emancipate and redefine dance throughout
the world.

Dance theatre evolved into a unique genre,
inspiring choreographers throughout the world
and influencing theatre and classical ballet too.
Its global success can be attributed to the fact
that Pina Bausch made a universal need the
key subject of her work: the need for love, for
intimacy and emotional security. To this end
she developed an artistic form which could
incorporate highly diverse cultural influences.
In consistently renewed poetic excursions she
investigated what brings us closer to fulfilling
our need for love, and what distances us from
it. Hers is a world theatre which does not
seek to teach, does not claim to know better,
instead generating experiences: exhilarating
or sorrowful, gentle or confrontational — often
comic or absurd too. It creates driven, moving
images of inner landscapes, exploring the
precise state of human feelings while never
giving up hope that the longing for love can
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one day be met. Alongside hope, a close
engagement with reality is another key to the
work; the pieces consistently relate to things
every member of the audience knows, has
experienced personally and physically.

Over the 36 years in which Pina Bausch
shaped the work of the Tanztheater Wuppertal,
till her death in 2009, she created an oeuvre
which casts an unerring gaze at reality, while
simultaneously giving us the courage to be
true to our own wishes and desires. Her
unique ensemble, with their rich with varied
personalities, will continue to maintain these
values in the years to come.

Translated from German by Steph Morris
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1973

1974

1975

1976

1977

1978

1979

1980

1981
1982

Fritz
Dance-evening

Iphigenie auf Tauris
Dance-opera

Ich bring dich um die Ecke
('l do you in)
Popmusic ballet

Adagio — Five Songs By
Gustav Mahler

Orpheus und Eurydike
Dance-opera

Des Frihlingsopfer
(The Rite of Spring)

Die Sieben Todstinden
(The Seven Deadly Sins)

Blaubart— Beim Anhéren
einer Tonbandaufnahme
von Béla Bartoks "Herzog
Blaubarts Burg”
(Bluebeard — While
Listening to a Taped
Recording of Béla Bartok’s
“Duke Bluebeard’s Castle”)

Komm tanz mit mir
(Come Dance with Me)

Renate wandert aus
(Renate Emigrates)
Operetta

Er nimmt sie an der Hand
und fuhrt sie in das Schloss,
die anderen folgen...

(He takes her by the hand
and leads her into the
castle, the others follow...)
In co-production with
Schauspielhaus Bochum.

Café Muller
Kontakthof
Arien (Arias)

Keuschheitslegende
(Legend of Chastity)

1980 — A Piece by Pina
Bausch

Bandoneon

Walzer
A co-production with the
Holland Festival.

Nelken (Carnations)

1984

1985

1986

1987

1989

1990

1991

1993

1994

1995

1996

1997

1998

Auf dem Gebirge hat man
ein Geschrei gehdrt (On the
Mountain a Cry Was Heard)

Two Cigarettes in the Dark

Viktor
A co-production with the
Teatro Argentina, Rome.

Ahnen

Palermo Palermo

A co-production with the
Teatro Biondo and Andres
Neumann International.

Die Klage der Kaiserin
(The Plaint of the Empress)
A film directed by Pina
Bausch

Tanzabend |l
In co-production with
Festival de Otofio, Madrid.

Das Sttick mit dem Schiff
(The Piece with the Ship)

Ein Trauerspiel
In co-production with the
Wiener Festwochen.

Danzoén

Nur Du (Only You)

A co-production with the
University of California in
Los Angeles, the Arizona
State University, the
University of California

in Berkely, the University
of Texas in Austin and
Darlene Neel Presentations
and Rena Shagan
Associates, Inc. and The
Music Center Inc.

Der Fensterputzer

(The Window Washer)

A co-production with the
Hong Kong Arts Festival
Society and the Goethe
Institute of Hong Kong.

Masurca Fogo

A co-production with the
EXPO 98 Lisbon and the
Goethe Institute of Lisbon.

1999

2000

2001

2002

2003

2004

2005

2006
2007

2008

2009

O Dido

A co-production with the
Teatro Argentino in Rome
and Andres Neuman
International.

Kontakthof
With Ladies and Gentlemen
over ‘65’

Wiesenland

A co-production with

the Goethe Institute of
Budapest and the Théatre
de la Ville Paris.

Agua

A co-production with Brazil,
the Goethe Institute of Sao
Paulo and Emilio Kalil.

Fur die Kinder von gestern,
heute und morgen

(For The Children of Yesterday,
Today, and Tomorrow)

Nefés

A co-production with the
International Istanbul
Theatre Festival and the
Istanbul Foundation of
Culture and Arts.

Ten Chi

A co-production with the
Saitama Prefecture, Saitama
Arts Foundation and the
Nippon Cultural Centre.

Rough Cut

A co-production with the LG
Arts Center and the Goethe
Institute of Seoul, Korea.

Vollmond (Full Moon)

Bamboo Blues
A co-production with the
Goethe Institutes in India.

"Sweet Mambo”

Kontakthof
With Teenagers over ‘14’

“...como el musguito en la
piedra, ay si, si, si...”
(Like Moss on a Stone)

In co-production with
Festival Internacional de
Teatro Santiago a Mil in
Chile and with the support
of Goethe-Institut Chile. In
cooperation with Andres
Neumann International.
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00 Feature

By Wim Wenders

We all knew Pina,

and every one of us misses her

in his or her our own way:

very personally, very inwardly, very painfully.
But there’s one thing about Pina

that all our memories have in common
—even if we’re not (yet) aware of it—

her look on us.

If you've ever stood or sat across from Pina
and looked into her eyes,

or if you've ever watched her while

she worked

and saw the way she studied her dancers
during rehearsal,

you know what | mean by this look,

by “Pina’s gaze.”

Just recalling that gaze

makes her appear right before your eyes again:

the way she often seemed tired

and exhausted at first

and then revealed a body and soul

full of sheer endless energy,

her head cocked at a slight angle,

her hair combed taut and pulled back,

her fragile form and pale face with its large
curious eyes

that seemed to look at the world

a bit dreamily,

often giving the impression that her thoughts
were elsewhere...

But they never were.

Pina was always present,

as you’d notice with a start

21
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when she’d suddenly gaze deep into your eyes,
as if looking through you,

at the same time to your bottom,

and all with this immense sadness on her face,
that was ready to break into a smile

at any moment.

Over the last few weeks,

I've seen and read many interviews with Pina,
and it was impossible not to notice in them
how little she trusted language.

Sometimes she was struggling and
tormenting herself

to finally say something

that was actually quite simple,

but then, not at all

in a world in which the simple things

have long become the hardest to get across.

She would often look around helplessly
when she couldn’t find the rights words,
as if she might possibly find the answer
with her eyes.

That's where it became evident

how much more Pina relied on her look
instead of on words.

At least she trusted much more

in what could be seen

than in what could be said.

Blind people are supposed

to sharpen their sense of hearing

in compensation.

About Pina, you could almost say the reverse:
her mistrust of words

made her rely all the more on her eyes,
but in a very particular,

unique way of her own.

She honed her gaze into an
extraordinarily sensitive tool

for recognising and analysing everything
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we say and express with

our movements and gestures,

for everything we reveal about ourselves
through them.

We do that involuntarily and unconsciously,
and most of it remains invisible to other eyes.

Well, certainly not for Pina.

Pina saw, indeed, even when we were

“in the dark.”

She developed a unique phenomenology of
gestures,

a view of the world, so to speak,

or even better:

an explanation or interpretation of

our humanity

that was wholly new and unexplored...

(..))

Because she had such an interest in people,
her great art as a dancer and choreographer
was not so much focused on aesthetics,
effects, “beauty,” or appeal,

- l'art pour I'art so to speak -

but rather on an “image of man” (and woman)
a depiction of people in their time

and their society,

subject to all their conditions,

pains, fears, joys, and passions.

There was an undeniable humour

in this portrayal,

but it was never “making fun” of their subjects.

The section or aspect of this conditio humana
that Pina most extensively explored

was the relationship between men and women.
She created a genuine anthology

of gestures and behavioural patterns

to embody both “the game” and “the war”
between the sexes.
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If you go back in your memory

and imagine Pina’s gaze on you once again,
you might realise, as | did,

with a certain amount of sorrow,

that you took that gaze for granted,

that you just saw it as Pina’s very own and tender

way of looking.

We all did not grasp

what kind of a look that was.
Clairvoyant despite its dreaminess,
incisive yet not “taking apart,”

with an ability to soothe and comfort
even if it was lacking the words for that,
seeing through you

without ever making you feel naked...
All of us who knew Pina took that look
for granted.

But nobody will ever lay eyes on us like that
again.

And this is more than just a personal loss.
It is almost a historic one.

(..)

I would like to ask all of you, finally,

to cherish this treasure of Pina’s gaze
- that you can still feel upon you,

that we can still feel upon us,

that we can still retrace in her works -
and to carry it inside you full of joy
and gratitude,

appreciating that you knew Pina,

that we all knew her gaze

and were fortunate enough

to experience such a priceless gift.
Extracted from the speech of Wim Wenders, on September 4, 2009,

at the memorial ceremony for Pina Bausch
in the Wuppertal Opera House

Wim Wenders is a German filmmaker. He directed the 3D film Pina (2011).

© Wim Wenders, Berlin / Verlag der Autoren, Frankfurt am Main - Germany
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By Donald Hutera

Pina Bausch was unquestionably one of the
key theatrical innovators of the second half
of the 20th century. “I'm not interested in how
people move,” the legendary choreographer
and director once famously remarked, “but
what moves them.” In 1973 she founded the
Tanztheater Wuppertal in her native Germany.
Within a few short years her work — frequently
brutal and bleak, sometimes marked by a
magisterial beauty, but always arrestingly
theatrical — put the unprepossessing industrial
city her company called home firmly on the
world cultural map.

The productions Bausch devised welded
dialogue, dance, elements of psychoanalysis,
comedy and sheer terror into grandiose,
outsized epics. Her international company of
marvellously idiosyncratic and charismatic
dancer-actors seemed to use the innermost
secrets of their lives as the springboard into
these performances. They busted their guts
both physically and emotionally with an almost
confessional honesty (sometimes flecked with
a dark, ironic humour) that gradually became a
byword for a legion of Bausch imitators.

Bausch died unexpectedly five days after
being diagnosed with cancer in the summer of
2009, aged 68. Despite this shockingly sudden
loss, her influence on other creative artists
worldwide — from Robert Wilson, Anne Teresa
De Keersmaeker, Bill T Jones and Peter Stein
to William Forsythe, Lloyd Newson, Alain Platel
and Sidi Larbi Cherkaoui, to name just a few —
is incalculable.
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The sense of truthfulness in a Pina Bausch
performance is usually heightened by a vivid
design. Her pieces have taken place on stages
strewn with dead leaves (Bluebeard, 1978),
grass (1980, 1980) and peat (Le Sacre du
printemps, 1975) or covered ankle-deep in
water (Arien, 1979; Vollmond, 2006, which
played at the 36th HKAF). Nelken (the title
translates as Carnations), which premiered in
1982, features one of her most dazzlingly iconic
settings. A field of eight thousand artificial pink
and white flowers carpets the stage. Patrolling
the edges of this bucolic, Eden-like landscape
are uniformed guards, each accompanied by an
Alsatian dog. Early on the male dancers sneak
into the field on their hands and knees after
having donned bright, ill-fitting party frocks.
Giggling, they erupt into a game of leapfrog
that makes the dogs go crazy. The animals
begin barking furiously, straining against their
chains in an effort to get at the dancers. A black-
suited man begins chasing the jumpers, who
dart out of his reach like scared rabbits. The
one he grabs is looking suitably embarrassed
at being caught out in a lady’s dress. But, in
an instant, the hilarity flips into something
stone-cold sober when the black-clad man
demands “Passport!” The laughing audience
is pulled up short, suddenly aware that these
gambolling transvestites are locked in some
primal nightmare where fun must be paid for
and authority figures have the power to punish
any deviation from a set of imposed rules.

Bausch was sometimes less than hopeful
about the possibility of relationships between
the sexes. In piece after piece the women were
used, battered and scorned by manipulative,
thick-skinned men. And yet those same victims
could also turn into cold-blooded vamps whose
taunting humiliation of their male counterparts



O00O00O00O0O0O0O0O0O00O was no more charitable or optimistic. In
Jo0o0o0o0oooooooooo the bittersweet Nelken, moments of tender
0000000000 OO0OO intimacy and playful, even surreal humour
000000 oo0oooooaon offset the currents of cruelty, chaos and pain.
OD000O0DO0OO0OO0OO0OOOoDO Somehave suggested thatin making it Bausch
000000000 OOoOoOOg was drawing upon memories of her own
OO00oOoOoooooooooo  chidhood in the aftermath of World War Two.

00000000 O0OOoOoooon There is a dream-like aura of “let's pretend”
Oo0ooO0oooooooooon  to the show. That this is a world of potential
00000000 OOODOOo violence and false alarm is evident in the tears
0ooo produced when dancers rub their faces with

chopped onions, or in the daring stunt men
oooooooooooooooooooo  Wwhodive off scaffolding into walls of cardboard.

000000000000 0000000 Shot through with grim menace and blithe
romance, this deceptively rambling, repetitive
00D0O00201000000000 and ritualistic performance is an audacious

paean to lost innocence and the desires and
delusions to which we are all susceptible.

Donald Hutera writes for The Times of London, Dance Europe and
many other publications and websites.

This article first appeared in 2010 FestMag.




BT siographies OO

%%Eﬁ ' Eﬁﬁ oooog
Dominique Mercy Avrtistic Director

5000 0000000019650 000000000000 196800
oooobooooooooooboiraboooooooooooooo
tbobooboboboboboboboboooobooboooooboon
tbobooboboboboboboboboooobooboooooboon
uobodoobooobooboobooooooooboooboobobooboobooono

© Bettina StoB

Mercy, born 1950 in Mauzac, France, worked from 1965 at the Grand Théatre in Bordeaux
then from 1968 at the newly-formed Ballet Théatre Contemporain in Amiens. In 1971, in the
US at the Saratoga Summer Festival, he met Pina Bausch. Two years later she invited him
to join her new dance theatre company. There he developed into an outstanding, distinctive,
individual dancer, whose imaginative creation of roles characterised many of the pieces.
Following the death of Pina Bausch he took over artistic directorship of the Tanztheater
Wauppertal together with Robert Sturm.
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Robert Sturm Artistic Director
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Sturm was born into an acting family in 1965 in Dresden. In 1990 he began studying
theatre, film and television with philosophy and international politics in Cologne.
Before graduating he migrated into professional practice and worked in Budapest and
Szolnok as a director’s assistant and dramaturge. He soon began to direct his own
productions. In 1999 he accompanied the Tanztheater Wuppertal during their research
for Wiesenland in Hungary. Pina Bausch initially engaged him as assistant for this
production and then from 2000 as permanent artistic assistant and rehearsal director.
Following her death in 2009 he took over artistic directorship of the Tanztheater
Wauppertal together with Dominique Mercy.
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Peter Pabst Set Designer
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Pabst, born 1944 in Grodzisk Wielkopolski, grew up in Berlin and began learning
tailoring, then studied costume and set design in Cologne. He started his career
in theatre, opera and film, soon working with internationally renowned directors.
In 1980 Pina Bausch recruited him as set designer for the Tanztheater Wuppertal,
where he remained till 2009. It was soon clear that they formed a perfect team. Peter
Pabst’'s spaces varied from the ascetic to the spectacular, as dramatic as they were
unpretentious. Each set opened up a poetic dimension to dance theatre, allowing
the audience space to dream, and developed a magic and expressiveness which
contributed significantly to the company’s international success.
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Marion Cito Costume Designer
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Cito, born 1938 in Berlin, completed her dance training in her hometown under Tatjana
Gsovsky, who subsequently employed her at the Deutsche Oper. From 1972 she worked
with Gerhard Bohner in Darmstadt, before Pina Bausch took her on in 1976 as her assistant
at the Tanztheater Wuppertal, where she also appeared as a dancer. Following the death
of the set and costume designer, Rolf Borzik, in 1980, she took over costumes, extending
and developing Borzik’s aesthetic approach. She persistently explores the delicate balance
between elegance and the everyday and ensures that the company’s appearance remains
colourful and sensuously rich.
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SIE B RIS Tanztheater Wuppertal

B4 e Artistic Directors
oooooog Dominique Mercy
ooooooo Robert Sturm
THARE Managing Director
ooooog Dirk Hesse
REE Choreographer
oooog Pina Bausch
ZAaRE Set Designers
goooooo Peter Pabst
goooooo Rolf Borzik
BR#E R T Costume Designers
oooooo Marion Cito
ooooooo Rolf Borzik
F 43R 4R Musical Collaboration EEZEM (&%) Ballet Masters (guests)
Matthias Burkert Malou Airaudo
Andreas Eisenschneider Christine Biedermann
Ernesta Corvino
BER EHgE Andrey Klemm
Collaboration and Rehearsal Direction ~ Ed Kortlandt
Bénédicte Billiet Christine Kono
Matthias Burkert Paul Melis
Marion Cito Agnes Pallai
Josephine Ann Endicott Janet Par'let'ta
Antony Rizzi

Barbara Kaufmann

Daphnis Kokkinos Sl EL{E A BHE Personal Assistant to Artistic Directors
Ed Kortlandt

O Sabine Hesseling
Dominique Mercy

Helena Pikon {THU#REE BN Assistant to Managing Director
Robert Sturm Katharina Bauer

EJE Guests

Malou Airaudo

Hans Pop

Kenji Takagi
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1 1E R %5 & Collaboration and Organisation +:li#& 8 Technical Directors

Katharina Bauer
Grigori Chakhov
Claudia Irman
Peter Lutke
Ursula Popp

Ina Zentner

&8 2 2B Press and Public Relations
Ursula Popp

HGEAE Tour Organisation
Claudia Irman

#EEEE Tour Management
Felicitas Willems

£ 8 E5E Stage Manager
Felicitas Willems
Peter Litke

$HZ Pianist
Matthias Burkert

1% 1E Photographic Collaboration
Ulli Weiss (guest)

$21832 4% Collaboration Video
Grigori Chakhov

#E 2R Archiving
Marc Wagenbach

FEZR®4R Collaboration Archiving
Bénédicte Billiet

Barbara Kaufmann

Grigori Chakhov

Manfred Marczewski
Joérg Ramershoven

& Y48 B Lighting Director
Fernando Jacon

& B E2 Lighting Assistants
Jo Verlei

Kerstin Hardt (guest)

Lars Priesack (guest)

Z A5 it A B StageTechnicians
Dietrich Réder
Martin Winterscheidt

Z% Sound
Andreas Eisenschneider
Karsten Fischer

B AN EE Properties and Merchandising
Jan Szito
Arnulf Eichholz

BR%E Wardrobe
Harald Boll
Silvia Franco
Andreas Maier
Katrin Moos
Ulrike Schneider

{8 BEEER Shiatsu Therapist
Ludger Muller





