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ABSTRACT 

Dunng the nineteen eighties, a type of performing art called dance theatre started 

in Germany and gradually spread out its influence on other countries in Europe, America, 

and Asia. Ever since, dance theatre has aroused much controversy in terms of 

categorizing this artistic genre, a form that merges dance and theatrical elements. This 

study will evaluate all the pros and cons and find a way to define dance theatre by using 

interdisciplinary approaches that combine contemporary aesthetics, and theories of 

performing arts. 

Chapter I introduces the importance of categorization by using contemporary 

philosopher Kendall Walton's categorization criteria. Walton's concept will serve as an 

umbrella theory to give focus on the dance and theatre theories in terms of what standard 

properties are used to define dance and theatre. Chapter II traces theatre theories from 

Aristotle's Poetics to the present. The survey will be a reference point to judge whether 

contemporary dance theatre does maintain some standard properties of theatre. Chapter 

III examines the concept of dance through theories about ballet, modem dance, and 

postmodern dance. The survey will compare dance theatre in an historical context and 

judge if it does pertain to some standard properties of dance. Chapter IV has two focuses. 

First, it traces the beginning of German dance theatre from the twenties until now. 

Second, it analyzes the properties of Pina Bausch's dance theatre to examine if it does 

include standard properties from both genres. In chapter five, the properties of Pina 

Bausch's dance theater will be used as a paradigm to judge works of other dance theatre 
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by the following director/choreographers: Reinhild Hoffmann, Susanne Linke, Anne 

Teresa De Keersmaeker, and Martha Clarke. This comparison aims to clarify whether 

those works of dance theatre not only contain properties of dance and theatre, but also 

unique properties distinct from other performing arts, and should therefore be categorized 

as dance theatre in their own right. 

V l l l 



CHAPTER I 

THE IMPORTANCE OF CATEGORIZATION 

Introduction 

In the contemporary context (from the sixties to the present), the performing arts 

have produced many artworks that demonstrate the open and creative nature of artistic 

expression. Though many artworks are created according to established norms—for 

example, the norms of realistic theatre are still dominant in American theatre—there are 

many other kinds of artworks breaking away from established forms, making it difficult 

for interpretation and categorization. The conventional way of locating an artwork in a 

genre faces difficulties and challenges because mixing genres and crossing boundaries 

has increasingly become the norm. In the case of the performing arts, dance theatre is a 

good example. 

Although Pina Bausch herself has called her works "dance theatre," some critics 

have compared her works with those of postmodem theatre, such as Robert Wilson's 

theatre of images (Goldberg 205). These two labels-"dance theatre" or "the theatre of 

images"- emphasize different properties and will naturally lead to divergent 

interpretation and appreciation. The label of "dance theatre" indicates the equal 

importance of both dance and theatre elements in this type of work. On the other hand, 

the term "theatre of images" treats dance as part of the elements of the mise en scene, and 

it guides us to look at Bausch's work as theatre rather than as dance. In either case, it 

implies that categonzation in postmodem performing art has become more difficult now 

than in the past. 

I 



Nick Kaye's statement about this postmodem phenomenon in art might give us 

some insight on the difficulty in categorization: 

In so far as it critiques and upsets a 'modernist' striving toward foundation, the 
postmodem must occur as an anti-foundational disruption of precisely the move 
towards category and definition that a general or prescriptive account of the 
'forms' and 'meanings' of postmodem art would produce.... Evidently, this 
notion of the postmodem cannot readily be identified with 'conventional' theatre 
and drama. (3) 

Kaye explains that the purpose of such resistance results from the attitude to 

disrupt "discourse and representation " and if that "postmodem event occurs as a 

breaking away, a disruption of what is "given,' then its forms cannot usefully be pinned 

down in any final or categorical way" (145). 

If we can put postmodernism against the background of modernism, it is not 

difficult to understand why postmodemism is featured by its tendency to break from and 

mix among genres. A goal of modernism in the arts is to seek the purity of a medium. 

Clement Greenberg in his influential article on modernism points out the goal of 

modernism:' 

The essence of Modemism lies, as I see it, in the use of characteristic methods of 
a discipline to criticize the discipline itself, not in order to subvert it but in order 
to entrench it more firmly in its areas of competence.... What had to be exhibited 
was not only that which was unique and irreducible in art in general, but also that 
which was unique and irreducible in each particular art. Each art had to 
determine, through its own operations and works, the effects exclusive to itself. . . 
It quickly emerged that the unique and proper area of competence of each art 
coincided with all that was unique in the nature of its medium. The task of self-
criticism became to eliminate from the specific effects of each art any and every 
effect that might conceivably be borrowed from or by the medium of any other 
art. Thus would each art be rendered "pure," and in its "purity" find the guarantee 
of its standards of quality as well as of its independence. (85-6) 



In other words, modem art is to "explore the base formal conditions of their art 

form to address only what that art form might do best, without the muddying influence of 

added agendas" (Climenhaga 18). Greenberg uses paintings in the modem penod as the 

quintessential examples for modemist art, which seeks the essence of its art form: 

Modemism used art to call attention to art. The limitations that constitute the 
medium of painting - the flat surface, the shape of the support, the properties of 
the pigment — were treated by the Old Masters as negative factors that could be 
acknowledged only implicitly or indirectly. Under Modemism these same 
limitations came to be regarded as positive factors, and were acknowledged 
openly. (86) 

Examples of "pure" paintings can be found in impressionism and abstract expressionism, 

which emphasize the above quoted essentia! characteristics of paintings: colors and the 

flatness of the picture plane. In Greenberg's words, "one sees a Modemist picture as a 

picture first" (87). 

In theatre, examples of seeking purity can be found in the works or theories of 

Adolphe Appia, Gordon Edward Craig, and the Bauhaus, which "reinforced the 

importance of performance as a medium in its own right" (Carlson, Performance 120) 

and does not need to depend upon "extemal reality or psychological reality" (Carlson, 

Performance 345)." Punty can also be found in the various forms of modem "isms" in 

the theatre-realism, naturalism, expressionism, etc. Each of the above style has its own 

rules and conventions to follow. Purity in paintings and theatre and the clear formula of a 

modem theatrical style are examples of Clement Greenberg's claim that modemist art 

seeks the entrenchment and competence of its medium. The above phenomena also 

support Nick Kaye's statement that modemist art or modemism stnves toward a 



foundation and a given convention. In postmodemism, the pendulum swings in the 

opposite direction and crosses boundaries. This kind of mixture between genres is a 

challenge to the purity of modemism. 

To deduce from the statements by Kaye, it seems that interpretation and 

categorization are not only unnecessary but also contradictory to the creative nature of 

postmodem art. Kaye sounds persuasive when he states that breaking away from the 

given forms, and therefore, defying categorization is a postmodem tendency to critique 

modemism. However, this does not mean that by breaking old forms, postmodem art 

precludes the possibility that new forms or categories can still be formed. Actually, there 

is at least one successful example in categorizing one kind of postmodem theatre-the 

theatre of images—which supports my previous statement. 

When the works of Robert Wilson, Richard Foreman, and Lee Breuer first 

appeared, it was hard for critics to decide what kind of performance they represented. 

Critic Bonnie Marranca labeled this type of work "theatre of images" and noted certain 

common features among the works. The most dominant characteristic is the use of 

images in place of dialogue. By doing so, this kind of avant-garde theatre subverts the 

hegemony of literary theatre by introducing a new kind of theatre that is "dominated by 

images-visual and aural" (Marranca ix). Giving this kind of postmodem theatre a 

category does not inhibit appreciation of the originality in the work; instead, the label 

calls attention to the precise sort of creativity that separates it from conventional theatre. 

Thus, in Marranca's words, the label helps us notice the use of "aural, visual and verbal 

imagery" in place of ordinary dialogue, and such an inventive approach to theatre "calls 



for alternative modes of perception on the part of the audience" (x). Ultimately, the 

"absence of dialogue leads to the prominence of the stage picture in the Theatre of 

Images" (x). 

In the conventional theatre, the use of words has always been one of the strongest 

standard properties in theatre. One reason is that theatre from its eariiest inception (in 

Greek times) has been compared with poetry. Furthermore, Aristotle emphasizes that 

language is among the six major factors in tragedy. (The remaining five elements are, 

plot, thought, character, music, and spectacle.) The theatre of images rejects the 

dominant use of language and chooses to use images as its standard property. Marranca's 

label calls the audience's attention to the standard property in this kind of theatre, which 

is the use of images. The label also indicates that it does not depend on language, a 

property that the theatre of images seeks to overthrow. This example illustrates that the 

old forms were no longer sufficient to explain the creativity of postmodem theatre, and 

new ways of appreciation had to be and were created to accommodate the creation of 

postmodem art. It is not satisfactorily just to accept that defying categorization is a 

postmodem norm. 

Acknowledging this norm or at least the difficulty of categorization does not 

address the problem of interpretation. The creation of new categories may be necessary 

to the very possibility of interpretation. Still, we will face some uncertainties in this task. 

As philosopher Kendall Walton acknowledges in his essay "Categories of Art," it is 

possible that a work can fall into two equally appropnate genres. This should not stop us 

from trying to categorize an artwork. The purpose of doing so is not to restrict an 



artwork to a closed form. According to Walton, the benefit of categorization is, among 

other things, to seek out the best value of the artwork which is otherwise hidden. 

The case of the theatre of images is a good example to explain the value of 

categorization. Before Marranca coined the label, it was just considered postmodem or 

avant-garde theatre. However, there are many other types of postmodem theatre. For 

instance, the theatres of Polish director Tadeusz Kantor and Peter Brook are also 

considered postmodem. The works of these two directors, however, do not have 

characteristics similar to those we find in the works of the theatre of images. The label of 

the theatre of images calls our attention to the specific feature-that is, the heavy reliance 

of images in this type of theater—which separates it from other kinds of traditional and 

non-traditional theater that do not treat images as the most essential element. Tuming to 

dance, we find the same problems of classification. 

In her article, "Next Week, Swan Lake: Reflections on Dance and Dances: 

Problems of Definition," Selma Jean Cohen points out the challenge in contemporary 

dance criticism: "contemporary developments have greatly complicated the problem of 

classification" (235). Another dance critic, Roger Copeland, echoes a similar concem. 

In addressing the heterogeneous nature of modem dance, he suggests some possible ways 

of finding commonalities among these vanous styles of modem dance: 

Assuming then that considerations of genre are more than just critical 
conveniences, we still face the problem of deciding which sets of shared 
characteristics constitute genres. There are, after all, an almost unlimited number 
of ways in which individual dancers might be classified. We could, for example, 
distinguish dancers that are purely formal in nature and those that are 
representational or expressive, those that project some sort of illusion and those 
that are rigorously anti-illusionist, those that rely heavily on costumes, scenery, 
and lighting and those that do not. (226) 



Cohen has a similar approach: "Any real genre is usually characterized by the 

presence of more than a single unity . If we cannot define a core, perhaps we can 

distinguish some outer limit . " (340-9). Copeland's and Cohen's concepts of shared 

characteristics and core are similar to Walton's use of properties in his article "Categories 

of Art," which will be further explained later. 

The attitudes from Marranca, Copeland, and Cohen support the need to create ways 

of appreciating contemporary art by making a way of categorization. The purpose of this 

dissertation is to examine the possibility and helpfulness of categorization in this 

postmodem context by examining the present manifestation of dance theatre as a 

particular genre that is fully developed in the late twentieth century. ^ 

When German dance theatre first appeared in the United States, many critics were 

concemed about how this kind of artwork was to be treated. Even though the artists 

themselves called their works dance theatre, the fit to what had previously been so 

labeled was uncomfortable, and it has not stopped some critics from wondenng if they 

belong to dance or theatre proper (Canton 112). This dissertation aims to illuminate 

several issues concerning how the term "dance theatre" is an appropriate category for the 

works created by Pina Bausch and other recent dance theatre artists. 

First, the process includes examining what features we rely on to call those works 

dance theatre. This process is substantive and not merely hindsight, even though we 

know that the works have been labeled as dance theatre. It is not hindsight because the 

term has not convinced those who do not accept dance theatre as a proper category for 

this type of work and because of how these contemporary works actually suggest a new 



understanding of dance theatre and even define (I will argue) a new sub-category within 

dance theatre itself. Most critics who disagree do so because they do not think this type 

of work is dance and, therefore, should not be called dance theatre. Using the idea and 

concept of categorization will help specifically to illuminate how the works are best 

called dance theatre by examining some of their properties. Second, the argument of this 

dissertation throughout the chapters sheds light on why some critics refuse to accept this 

type of work as dance and helps to determine whether these objections are valid. Third, 

if this type of work is difficult to categorize, we need to understand the reasons why it 

defies categorization. 

In this chapter I want to focus on the central issue: how categorization is possible 

and generally valuable. Each aspect of the above three issues will be dealt with in the 

following chapters. My major methodology in this chapter is to use philosopher Kendall 

Walton's concepts of categorization to illustrate how categorization is feasible. I will 

argue in the following section that Walton's criteria are helpful in terms of categorization. 

While many critics do have the concept of categorization, and they most of the time, 

succeed in putting artworks in the right type, they lack the consistent and well-developed 

systematic criteria that Walton provides in his article "Categories of Art." 

Kendall Walton and Categorization Concepts 

In contrast to those who accept the postmodem tendency to resist categorization, 

philosopher Kendall Walton has a different attitude. He argues that categonzation is not 



only possible but also beneficial in the way that it helps us best to evaluate and appreciate 

the value of an artwork. 

In his article "Categories of Art," Walton introduces the concept of 

categorization. The purpose of Walton's categorization is to propose that there is a 

correct way of perceiving the work in order to understand and enjoy the artwork more 

fully. Correct perception requires, or presupposes, seeing the work within its proper 

category. Walton includes general categories such as music, art, and theatre, as well as 

more specific genres, styles, or media, such as the sonata, painting, and tragedy. 

Introducing Kendall Walton's Schema 

In presenting the possible ways of identifying the category of an artwork, Walton 

introduces the idea of how certain properties can be used as a basis for categorization. 

Following philosopher Frank Sibley, Walton divides the properties of an artwork into two 

kinds:'* 

A work s perceptual properties include 'aesthetic' as well as 'non-aesthetic" ones 
— the sense of mystery and tension of a painting as well as its dark coloring and 
diagonal compositions; the energy, exuberance, and coherence of a sonata, as well 
as its meters, rhythms, pitches, timbres; the balance and serenity of a Gothic 
cathedral as well as its dimensions, lines, and symmetries. Aesthetic properties are 
features or characteristics of works of art just as much as nonaesthetic ones are. 
They are in the works, to be seen, heard, or otherwise perceived there. Seeing a 
painting's sense of mystery or hearing a sonata's coherence might require looking 
longer or listening longer or harder than does perceiving colors and shapes. But 
these qualities must be discoverable simply by examining the works themselves if 
they are discoverable at all. (Walton 395) 

Both aesthetic and non-aesthetic properties are to be perceived, i.e., paintings are 

to be looked at and music is to be listened to. In the above examples from various arts. 



the first group of qualities, such as being mysterious, harmonious, and dynamic, are 

aesthetic properties. The second group of elements such as lines, dimensions, colors, 

meters, rhythms, and pitches, are non-aesthetic properties. Walton makes such a 

distinction because he argues that the aesthetic effects depend on their non-aesthetic 

properties. Take C.P.E. Bach's Concerto for Organ in G Major for example; the music 

sounds dynamic and lively. According to Walton's concept, this piece creates the above-

mentioned aesthetic feeling of being dynamic because of Bach's control of non-aesthetic 

properties such as the musical space, range of pitches, and rhythm. Had the piece had a 

different speed, let us say a slow one, the music would probably sound melancholy, and 

not dynamic. 

However, Walton s concept of categorization is far more complex than just to 

distinguish aesthetic properties from non-aesthetic ones. He argues that aesthetic 

properties not only depend on the non-aesthetic ones but also specifically on which ones 

are standard, variable, and contra-standard. Ultimately, the decision of what properties 

the artwork has depends on what category the artwork is perceived within. Daniel O. 

Nathan summarizes the relationship between categorization, aesthetic and non-aesthetic 

properties as follows: 

(I) showing that a work's aesthetic properties depend not only on its non-aesthetic 
ones, but also on which of its non-aesthetic properties are "standard," which 
"variable," and which "contra-standard" ... (2) noting that this classificatory 
system depends on (is relevant to) which category (a generic term for such things 
as media, style, genre, etc.) the work of art is seen within, and (3) showing in turn 
that determination of the work's correct category depends on (among other 
things) knowledge of certain historical and intentional facts. (539) 

10 



In the following paragraphs, I want to explain the above three summanzed 

notions: Walton's ideas of standard, variable, and contra-standard properties; the 

relationship of non-aesthetic properties to aesthetic ones, and the importance of non-

aesthetic properties-standard, variable, and contra-standard, to categonzation. Finally, I 

will argue whether the historical and intentional facts play a decisive role in 

categorization and then will judge if it can help to analyze the genre of dance theatre in 

our contemporary context. 

Three Kinds of Properties 

By "standard properties" Walton means the possession of some properties, which 

will qualify an artwork to belong to a category. In other words, the absence of such a 

property will tend to disqualify the work fix)m fitting into that category Take a painting 

as an example; the flatness of the canvas, its motionlessness, and the use of vanous colors 

will be the standard properties. By "vanable properties," Walton means the possession of 

certain properties that are irrelevant to whether this work fits into the category or not. 

For example, for the category of painting, the color arrangement and the subjects 

depicted are variables. Finally, a contra-standard property is a quality that tends to 

disqualify the work from being a category. For instance, the rough surface of 

Rauschenberg's Black upsets the standard property of flatness in painting, suggesting it 

may be better placed in the category of collage, in which such a surface would be 

standard. The rough surface of the painting is a contra-standard property to a 

conventional painting. 

11 



Examples from three other art forms may further explain the meanings of 

standard, variable and contra-standard properties. In music, the standard qualities of an 

opera will include anangement of sounds for duration of time, and the use of pitch, 

melody, and lyrics. The variables will include how the vocalists and the musical 

instruments are used. Some contra-standard properties would be the absence of melody 

or lyrics. Take Phillip Glass's Einstein on the Beach as an example. Instead of having 

the vocalist sing meaningful words, Phillip Glass has her sing syllables and sometimes 

just numbers. In conventional and linear theatre, the standard properties will include 

using performers in a defined space to present a linear story in language in front of a live 

audience. The variables will include how many performers are used and how long the 

story will be. Contra-standard properties here will include the absence of language, or 

the use of a non-linear structure to tell the story. The theatre of Robert Wilson is a good 

example of using contra-standard properties, such as the non-linear imagistic structure. 

In the case of classical ballet, a standard property is the tumed-out position of the feet. 

Variables might include the use of myth as the main subject. An example of contra-

standard property is the tuming-in of the feet. For example, though Nijinsky used tumed-

in steps in his choreography in The Rite of Spring, there were sufficient numbers of 

standard properties for it to remain properly categorized as ballet. 

Though Walton's distinction among these three kinds of properties is thorough, he 

cautions that the process of noticing whether an artwork belongs to a category is not a 

mechanical and rigid process of just noticing standard, vanable, and contra-standard 

properties. The process might involve complicated adjustment and revision of our first 
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impression of the artwork. For instance, we are initially absorbed by the Gestalt of the 

work. Then, based on the Gestalt feeling, we choose a category to explain what creates 

this Gestalt impression. Next, choosing the category gives us a framework to seek 

properties which might help the artwork qualify in this category. I want to use the 

example of Rauschenberg's Black to illustrate the above point. 

When we first see Black, we perceive the total impression created by its rough 

surface and the mono-color black. We notice these two features and then, especially by 

noticing the rough surface created by the attachment of newspaper to the canvas, we 

decide that it belongs to the category of collage. Such recognition of the Gestalt qualities 

of Black depends on our perception of some particular features that are standard relative 

to the category of collage. The perception is an overall and spontaneous reaction. Walton 

wams that it is not a mechanical application of rules. Perception is different from 

inferring rules. 

Next, I want to use the same example to illustrate how we decide if an artwork 

belongs to a category by the analysis of standard, variable, and contra-standard 

properties. Rauschenberg's painting Black is identified as a collage and not as a painting 

because it contains a significant range of properties contra-standard to conventional 

painting. First, the use of unconventional material—newspapers under the black paint 

creates a rough surface instead of a flat one. The material—newspaper—and the rough 

surface, and even the use of monochromatic black are all properties contra-standard to a 

conventional painting. This leads to another issue: how do we treat these contra-standard 

properties if the existing category cannot accept the properties and, therefore 
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accommodate the artwork into the category? Walton presents two solutions: (I) either 

we create a new genre, or (2) we expand the old category so that it can include the 

artwork. Rauschenberg's painting Black is still considered a kind of painting; however, a 

somewhat new sub-category of painting, collage, is taken up to make the dominant 

contra-standard property, the rough surface, be contra-standard no more. On the 

contrary, the protruded surface becomes a standard property of the category of collage. 

The idea, of course, is not necessarily to eliminate all contra-standard properties to invent 

a category in which they become standard. It is more complex than that. It depends on 

how disturbing the contra-standard property is to the established genre. In the example of 

Black, the protruded surface upsets one of the most important standard properties of 

painting, that is, the flat surface, and, therefore, needs to be appreciated within a different 

category, that is, the category of collage. In doing so, the protruded surface can be 

appreciated. 

The example of Black also illustrates another important issue to be considered in 

the process of categorization—the issue of the degrees or levels of importance of standard 

and contra-standard properties. The collage Black contains most of the standard 

properties of a painting—use of canvas and color, and the shape of a painting: a flat 

surface broken only by adding newspaper to create a protruded surface. However, the 

use of three unconventional elements-newspaper, mono-color, and rough surface-does 

not upset the shape of a painting, but it does upset the standard properties of a flat surface 

and conventional use of color and materials. {Black keeps some standard properties and 

upsets some other standard properties.) When considering \f Black fits into the category 
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of a painting, we have to consider the relationship between standard and contra-standard 

properties. We ultimately come up with the solution that it is still a painting, but an 

unconventional one-a collage. This example also explains one of Walton's basic 

schemata: that when we decide on a category, that decision depends on maximizing the 

standard properties and minimizing contra-standard properties as far as possible. 

By clarifying the relationship between the aesthetic and non-aesthetic properties 

and introducing the concept of standard, vanable, and contra-standard properties, Walton 

makes it possible to talk about how we identify the category of an artwork. Not only that, 

Walton's schema helps especially in evaluating avant-garde art. It helps us talk about 

avant-garde artworks in their relations to conventional ones: how traditional 

(conventional) rules are broken and new rules are established and become new 

conventions. This kind of contextual comparison will be especially helpful in the 

following chapters when we look at dance theatre in comparison to conventional dance 

and theatre. 

The Example of Guemica 

Walton uses Picasso's Guemica to illustrate the value of choosing a correct 

category. In our society, we place Guemica in the category of a painting, and we 

appreciate its aesthetic qualities as being dynamic. He asks us to imagine a Martian 

society where guemica refers to a category in which they have a lot of works that "are 

like versions of Picasso's Guemica done in various bas-relief dimensions" (402). If the 

people from that society see Picasso's Guemica, it might strike them as being lifeless and 
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even boring because of its flat features, which marks it as different from the typical relief 

surface in their category. Picasso's Guemica lacks the protruded surface, a standard 

property to the category of guemica. and that is why it strikes the Martians as being 

bonng. This also illustrates why Walton argues that aesthetic properties depend on 

which non-aesthetic properties are standard, variable, and contra-standard. In this case, 

Picasso's Guemica can be seen either as a painting, from our point of view, or it can be 

seen in a category called guemicas in the hypothesized society's point of view. Which 

one is the correct attitude? Walton argues that to see it from the category of painting is a 

correct attitude because, first of all, it helps to appreciate the value of the work. Second, 

It is also Picasso's intent to have the audience look at Guemica as a painting, and 

painting was an established category (unlike guemicas) in Picasso's society. 

From the above examples of Guemica and Black, we can see four basic criteria for 

proper categorization, and also how categorization plays into proper understanding and 

appreciation. The first critenon is to minimize the number of contra-standard properties. 

That is, one should find the category under which the work has the fewest contra-

standard properties. Another criterion is value. Find the category within which the work 

seems most valuable and interesting. A third criterion is artist's intent. Walton argues 

that it is not adequate just to observe the perceivable properties of an artwork. 

Sometimes it is essential to know the author's intention with respect to how he wants us 

to perceive his works. The example that Walton uses is Schoenberg's twelve-tone music. 

He hypothesizes: suppose no one knew how to treat Schoenberg's twelve-tone music 

when it was first heard. There was no such established category in Schoenberg's society. 
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Then we have to know Schoenberg's intention: that is, to appreciate it from the category 

of twelve-tone music (Walton 410).^ 

The fourth criterion is historical background and context. As Daniel Nathan 

states, "aesthetic judgments (the predication of aesthetic properties) rest in a fundamental 

respect on certain facts (historical, intentional) about the origin of the judged work of art" 

(539). First, we may try to discover the author's intention. If this is unavailable, then we 

try to find out what relevant categories were established in the society at the time the 

work was produced, and we may want to look at the artwork from one of those 

categories. 

Application of Walton's Criteria in the Following Chapters 

The Relationship Between Standard. Vanable. and Contra-standard 
Properties and the Issue of Categorization 

The comparison between standard, variable, and contra-standard properties makes 

it possible to realize how the conventional rules in art are broken and produce properties 

that are contra-standard relative to existing forms. In the following chapters, focusing on 

the history of dance and theatre, I will survey and explain how certain contra-standard 

properties evolved into standard properties. In the survey, the standard, variable, and 

contra-standard properties will be illustrated in the classical, modem, and postmodem 

styles of dance and theatre. The comparison aims to illuminate how new forms arise. 

Specifically, it seems that postmodem dance theatre breaks the rules in the following 

respects: it crosses the boundanes between dance and theatre by adopting radically 
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unconventional ways of using properties from both genres and consequently causes 

blurring between the two genres. 

This issue can be looked at from three perspectives. When we say that 

postmodem dance theatre crosses the boundaries, should we look at it basically as 

theatre and say that it crosses the boundary of its medium by adopting some properties 

that are standard to dance; or should we conversely look at dance theatre as dance and 

say that it crosses into the boundary of theatre? Perhaps it is hard to decide which one of 

the above two situations carries more weight, and we may only comfortably assert that 

dance theatre possesses some properties standard relative to both; because of this, the 

boundary between theatre and dance is blurred in dance theatre. All the above 

hypotheses need further examination. The following examples may illustrate the above 

questions better. 

Traditionally, one predominant way to describe the boundary between dance and 

theatre is that the former relies on movement and the other is language-onented. In the 

postmodem context, the situation is reversed. As dance critic Mariane van Kerkhoven 

notices, there are more and more texts in the postmodem dance and fewer and fewer 

words in the postmodem theatre. As this progresses, the boundary between dance and 

theatre becomes blurred (Hazy Boundaries 30). The boundary becomes blurred 

specifically because dance and theatre each crosses the boundary of the other. Dance 

increasingly uses words (a standard property of theatre), and theatre uses more and more 

movement, a property standard relative to dance. In the above case, dance and theatre 



cross into each other's charactenstic medium by using the properties standard relative to 

the other genre, and thus the boundary that used to separate the two becomes blurred. 

But not all such kinds of experiments, as mentioned above, will blur the boundary 

between theatre and dance. Again, it depends on, among other things (which will be 

explained in the second section), how disturbing the employment of a contra-standard 

property becomes to the genre of dance or theatre. The following example will show 

this, and will also help illustrate what Walton means when he suggests that not all 

properties carry the same weight in deciding whether an artwork belongs to a category. 

Tom Johnson's Running Out of Breath was composed of running movement and a 

verbal text. It was choreographed by Tom Johnson and performed by Kathy Duncan in 

1976. In the performance, Duncan was required to recite a text wntten by Johnson while 

running quickly around the space. The text was about explaining that she was required 

to " run quickly around the space while delivering this memorized text." The purpose is 

for the audience "simply to observe someone else run out of breath" (Copeland 332). 

The length of the verbal text lasts as long as the whole performance does. Even though 

Running Out of Breath contains a text, it is still placed in the category of dance, a 

postmodem one. Dance scholar Roger Copeland in What Is Dance labels it as a typical 

postmodem dance, and gives the following reasons: 

"Running out of Breath" is typical of postmodem dances in a number of ways: it 
does not require a 'trained' performer, its movement is pedestnan, it takes place 
in objective or clock time, it is rigorously anti-illusionistic, the choreography is 
dictated by the task assigned to the performer (234) 
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The inclusion of the text does not disqualify the work from being dance because it is not 

used for a typical theatrical purpose, i.e., to function as a monologue from a fictitious 

character or to call attention to the text itself. Rather, the text helps to serve the purpose 

of the dance, to direct the audience "to focus its entire attention on the act of watching 

someone run out of breath" (Copeland 333). Also, the use of "scores, verbal commentary 

. . . contribute to the search for movement detached from personal expression," which is 

an emblem of modem dance (Banes 307). The use of the text, rather than disqualifying 

the work from being dance, extends the range of dance to include verbal text while 

remaining in the medium of dance. To sum up, the use of the text is to help make this 

work a postmodem dance that is devoid of personal expression. The text itself is not a 

major focus, or, at least, there is nothing theatrical about it. Therefore, Running out of 

Breath should still be considered as a dance. 

This kind of usage does not fundamentally disqualify works such as Running out 

of Breath from being dance. However, when postmodem dance theatre in the mode of 

Pina Bausch uses text or language, a basic disruption does occur-the use occurs in a way 

that has no real precedent in dance history. I want to use one scene from Pina Bausch's 

Arien as an example to illustrate my above point. 

As many critics have pointed out, the use of repetition is one of Bausch's 

dramaturgical or choreographic strategies, be it a verbal or movement phrase repetition. 

In a scene in Arien: 

. . a dancer at a time speaks one little phrase referring to his or her body, while 
slowly walking down stage. The other seven dancers repeat the same sentence, 
only changing the word for the body part. The first phrase is logically 
meaningful, while surreal images, or again another logical meaning, are evoked 



by the following combinations: 'My elbow is bony.' 'My eye is bony.' 'My 
nose is bony.' 'My foot is bony. 'My stomach is bony.' 'My belly button is 
bony.' 'My arm pit is bony.' Then another dancer restarts the pattem with a 
phrase refemng to the body part he had chosen to talk about (each dancer keeps 
the same body part throughout the 'game'). 'I have an eyelash in my eye.' 'I have 
an eyelash on my nose.' 'I have an eyelash in my foot.' And so on. (Femandes 
180-181) 

In this scene, text is not used as in Running out ofBreath-to direct the attention 

of the audience on the movement. Rather, the non-linear text creates an effect as in a 

surreal or absurd theater. When the dancer speaks the lines it is combined with 

movement such as walking slowly down stage; the purpose of the text is not to serve the 

movement, but it has a purpose of more than watching the movement. Femandes argues, 

" Permeated by and included in this verbal chain, the evoked body is far from complete 

and perfect. Little by little the phrases seem to evoke more pain and deformation. 

(182). Furthermore, according to Femandes, one of the purposes of this scene is to 

criticize a stereotyped approach to watching dance. By calling attention to the body part, 

Femandes argues that: 

there is a lot one cannot see in any apparent movement. There is no final and 
unique way a movement should be seen and interpreted. Dance is not only 
physical moving presence, but also hidden and unseen physicality (organs, knee 
caps, etc.) The dancers' phrases imply the disappearance or absence of the 
unseen body parts. (187) 

The text not only challenges our stereotyped image of dance, it also creates a 

surreal atmosphere on its own by fragmenting the body parts, an effect not unlike that of 

the surreal theatre. Furthermore, the text, though not totally like a traditional theatrical 

monologue, is still in a sense expressive of the character-performer who describes their 
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"disappeared" body part in their dance training or performance (Femandes 187). Thus, 

text is treated as one dominant element in dance theatre. Sometimes the performance is 

dominated by language (even though fragmented and non-linear) to the extent that some 

critics complain that "Dance is something it never shows us." (Croce 82) This is one 

reason why some critics do not consider this type of work as dance. However, a focus 

on the dominance of words or movement in Bausch's work or any other dance theatre to 

decide if it belongs to dance or theatre can be a superficial approach. For example, in 

Robert Wilson's theatre of images, sometimes there are no words at all and the whole 

performance is composed of movement. We do not, however, call his work "dance"; 

instead, it is still correctly labeled as theatre. It belongs in the tradition of theatre of form 

and structure, which was established by the theatre of the Bauhaus (Wilcox 234). 

The above example suggests that trying to decide if a work belongs to dance or 

theatre solely on the basis of its employment of language or movement is not sufficient. 

The examples of Robert Wilson's and Pina Bausch's work illustrate that it is a complex 

process when one decides how an employment of a property standard or variable to the 

other genre will upset its own medium or cross into the other genre. It is more than a 

question of the employment of the properties; instead, one needs to pay close attention as 

to how the properties are used in the whole structure of the performance. As in the 

example of Tom Johnson, text was used as a stimulant to pay close attention to the dance 

itself. The purpose is to help the audience to watch the dance from a reductionist point 

of view; that is, the dance is composed of its essential element-movement-and in this 

work, it is the movement of running. Therefore, the use of text does not disqualify the 
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performance from being a dance. Instead, the element of text can be treated as a vanable 

property that is used in an avant-garde dance. 

The above examples illustrate that it is a challenge to evaluate what properties are 

cmcial in postmodem dance theatre and, therefore, render it to be qualified in this genre. 

It is a challenge because the evaluation needs to be done in a constant contextual 

comparison which places dance theatre against the background of postmodem dance and 

postmodem theatre. By doing so, the properties in dance theatre can be understood in 

light of how similar properties are used in other traditional or postmodem dance and 

theatre; therefore, we can judge what properties are standard, variable, and contra-

standard. As a result, the evaluation will also help judging the categorization of dance 

theatre. 

Dilemmas of Classification and the Conflicting Critical Responses 
to Bausch and contemporary dance theatre. 

There are at least three aspects to consider in establishing the category of dance 

theatre: Does dance theatre really cross the boundanes between dance and theatre ? To 

what extent does it blur the boundaries between dance and theatre? Does dance theatre 

fall equally well into the category of dance and theatre? In the previous paragraphs the 

above three issues have been generally summanzed according to how the issues can be 

looked at from the perspective of standard, vanable, and contra-standard properties. In 

this section, I want to focus on the aspect of choosing an appropriate category: why it is 

important to decide if postmodem dance theatre is an appropriate category instead of just 

acknowledging the ambiguity of this genre. 
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I want to begin the examination by summanzing how in the recent literature 

critics have dealt with this genre of dance theatre. First, consider some critics who think 

that the form of dance theatre has crossed the boundary between dance and theatre. 

Johannes Bimnger describes in his article "Dancing across Borders" some cntics' 

reaction to the innovation of the form of dance theatre. Birringer quotes Anna Kisselgoff 

's "unwarranted cliches" when she wams that "audiences accustomed to the formalist 

aesthetic of the United States's "pure dance' are necessarily startled when they see the 

innovative interaction between theatre and dance in foreign works (such as those by 

Bausch, the French Groupe Emile Dubois, and butoh performers) that have pushed the 

borders of their disciplines by adding expression, feeling, and angst to the form" (85). 

The first part of the comment indicates that dance theatre is a kind of performance that 

interacts between theatre and dance; the last part of the comment, however, indicates that 

those mentioned performances are basically dance but have pushed the border of the 

discipline into the realm of theatre. 

Again, these two situations—interaction between theatre and dance or as dance 

that has pushed or extended its border—do not mean exactly the same thing, even though 

they might look similar, because one can see the properties relative to both dance and 

theatre in both situations. One can first choose to look at dance theatre as dance and then 

notice that the theatrical elements in the work are properties contra-standard to dance, and 

by use of these theatrical properties the dance has pushed over or outside the border of its 

discipline. Altematively, one may simply be absorbed by the performance without 

seriously thinking of a category, and just notice certain properties that seem like either 
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dance or theatre. For example, if one hears the fragmented text in a dance theatre, he 

might think the performance belongs to postmodem theatre. 

However, when he sees a moment of pure movement without words, he might 

think now that the performance is a dance. So the work appears to alternate between 

dance and theatre. However, this observation that the work alternates between the two 

genres does not carry us far because one would want to settle down this kind of 

uncertainty by choosing a category, or at least come up with an approach as to how one 

can look at the alternation. For example, we may need to find out whether there is an 

intemal logic or structure that explains such an altemation between theater and dance in 

this type of work. It is important to find out the intemal logic for the altemation because 

there are other types of performances which also have the form of altemating between 

dance and theatre. The case of musical theatre is a good example of altemating and 

using both dance and theatre in the performance, and yet we do not call it dance theatre. 

Therefore, simply to accept the altemation is not satisfactory for appreciation and 

interpretation. 

Johannes Birringer is one among many critics who notice the ambiguity of dance 

theatre, and that this kind of interaction between theatre and dance is a crossing between 

genres. "Without effort, a Bausch evening crosses and recrosses the boundaries between 

love song, film, ballet, revue, circus, and social dance. Each crossing, however, reflects a 

high awareness of the content and the potential inhibitions of a chosen form" ("Pina 

Bausch" 90). Bimnger concludes that Bausch displays this kind of freedom in 
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employing different media because she chooses from various sources of media which 

inform our attitudes about male and female representations ("Pina Bausch" 90). 

Another critic who notices this feature of crossing between genres is David Pnce, 

who states in his article "The Politics of the Body: Pina Bausch's Tanztheater" that 

"Bausch's productions are both dance and theater." He points out that " On Bausch's 

stage the dialectic between the performance and the theatrical is played out upon the 

body, or, more specifically, upon the bodies of the dancers/performers." (323) Though 

Price does not use the term "dance" in this statement, he does point out that in the dance 

theatre of Pina Bausch the company members are playing the role of both dancers and 

actors, which indicates a situation of crossing the boundaries of theatre and dance. 

Though Price points out this feature, the main focus of his article is similar to that of 

Birringer—to argue how the "body politics" of Bausch's theatre is the major philosophy 

of her work—namely, how the social representations of gender roles are acted out on the 

body. ^ These two scholars provide interesting and thorough discussion about her 

connection to two theatre masters-Brecht and Artaud. However, the genre of dance 

theatre, especially the charactenstic of crossing the genres, is not the central focus of their 

articles. Their focus is on the "body politics," that is, the gendered representations on our 

body, which they state is the reason why dance theatre crosses the boundaries. Their 

major thesis is to examine this characteristic from the feminist point of view using 

dramaturgical methods borrowed from Brecht and Artaud. The reason why Bausch's 

dance theatre is both dance and theatre are hinted at rather than discussed. 
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In Price's article, he brilliantly analyzes the influence of Artaud and Brecht on 

Pina Bausch. Price states: 

Artaud . . called for 'the substitution, for the poetry of language, of a poetry in 
space.' He declared flatly, 'the possibilities for realization in the theater relate 
entirely to the mise en scene considered as a language in space and movement' 
(45) . . . Artaud wrote of actors who were "animated hieroglyphs' (54) - bodies 
that moved about like living ciphers in a type of choreographed cryptography. 
(327) 

Price concludes that " Bausch's emphasis on the niise en scene and her subordination of 

language are two aspects of her theatre that align her with Artaud's theories of the stage" 

(327). 

Price's above statement summarizes Artaud's interest in making theatre take 

dance as a model by using movement and mise en scene in a production. In this respect, 

if a theatre piece is composed of purely mise en scene, it is possible that a theatre piece 

does look like a dance work, and the distinction between the two can be difficult. Along 

the same line, when a performance work is composed purely of mise en scene that is 

arranged through performer's bodies in space-a common element in both dance and 

theatre-then it is possible that a work can be taken as both dance and theatre. However, 

Price's major goal in his article is not to analyze this point critically. 

Price also critically discusses the influence of Brecht in Bausch's dance theatre, 

especially in the use of anti-illusion and the use of gestus. He comments: 

Bausch shares with Brecht an enthusiasm for making elements of the theater stand 
out independently from the "narrative" of the performance. Servos pointed out 
that for Bausch "the various theatncal elements do not combine into a harmonious 
whole, but instead retain their independence." (325) 
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When Bausch is compared with Brecht and Artaud, she is treated as a director or 

playwright. From the above comments we can see Birringer, Servos, and Price speak of 

Bausch's use of theatrical elements as a director and her work as theatre. 

On the other hand, when some dance critics look at the dance theatre of Pina 

Bausch, they speak of it as dance. For example, Susan Allene Manning and Melissa 

Benson in their collaborated article "Interrupted Continuities: Modem Dance in 

Germany—An Historical Photoessay," treated Bausch's and other German dance theatre 

artists' work in the vein of modem dance. 

As indicated by the subtitle. Manning and Benson's article is a historical approach 

to tracing the development of German modem dance, from the American pioneers 

Isadora Duncan and Ruth St. Denis to early German modem dancers Rudolph Laban, 

Mary Wigman, and Kurt Jooss to the development of dance theatre by Pina Bausch, 

Susan Linke, Reinhild Hoffmann, etc. The article traces the root of dance theatre back to 

the Expressive dance of Laban and Wigman and emphasizes how "dance as a mode of 

social engagement" has always been a strong element in German dance (Manning and 

Benson 30). Though the article does not analyze why dance theatre is still considered 

dance, it places dance theatre in the tradition of German modem dance without 

questioning its categorization as dance. However, to a different extreme, some critics 

highly question dance theatre as dance. Ariene Croce states in her article "Bad Smells" 

that "dance is something it [dance theatre] never shows us" (82). And Richard Sikes 

states in his article, "But Is It Dance...?": 

Bausch's contnbution to dance is a process, not a product; tanztheater is in a 
constant state of change. It is unfortunate that too many people, including some 
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influential critics, celebrate her work as if it were the next goal in the evolution of 
dance as an art form. Others argue, with good reason, that tanztheater is not 
dance but a separate, valid theater form that grew out of dance and utilizes dance 
as one of its fundamental building blocks. (53) 

Sikes's statement summarizes those attitudes that argue that dance theatre is not dance 

but a kind of theatrical form. 

To summarize the above three critics, there are three approaches, Birringer 

mentions that the dance theatre of Pina Bausch crosses the boundaries between dance and 

theatre. This point, however, is not the major focus of his article. Price states that 

Bausch's dance theatre is both dance and theatre due to its focus on using dancers' bodies 

as a focal point to challenge the internalized social norms of gendered behavior. Yet his 

article does not aim to analyze how and why Bausch's work is both dance and theatre. In 

the case of Benson and Manning, they look at dance theatre purely as dance. From their 

viewpoints, it seems that one can come to the conclusion that dance theatre (as 

exemplified by the dance theatre of Pina Bausch) is qualified in both genres. 

In my dissertation, however, I want to examine these viewpoints even further in 

the following chapters and explore what reasons or properties these critics (Birringer, 

Price, Manning, and many others) rely on to judge whether Bausch and her kind belong 

in the category of dance or theatre. Both Pnce's and Birringer's articles mention the 

importance of Bausch's body politics-the use of gestus (Brecht's ideas) and mise en 

scene (Artaud's approach), which can be a helpful aspect to explore the overiapping 

element between dance and theatre. I will develop this possibility in Chapters IV and V 
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Walton and the Choice of a Category 

Walton states that it is possible that some artworks can be placed equally in more 

than one category: 

Many works belong to categories which are borderline cases of being well 
established in the artists' society (perhaps, for example, the categories of rococo 
music - for instance, C.P.E. Bach - of music in the style of eariy Mozart, and of 
very thick metal sculpted figures of the kind that Giacometti made). Many works 
fall between well-established categories (for example, between impressionist and 
cubist paintings), possessing some of the standard features relative to each, and so 
neither clearly fail to qualify on the basis of condition (1) to be perceived in 
either. There is, in addition, the question of what relative weights to accord the 
various conditions when they conflict. (411) 

Even though it is possible that a work "shifts between equally permissible" genres 

(Walton 411), it is still valuable to talk about the ambiguity and find out what makes it 

so. Furthermore, there is a possible value in such an ambiguity. Walton states, " Works 

may be fascinating precisely because of shifts between equally permissible ways of 

perceiving them" (411). 

So far my arguments seem to suggest that postmodem dance theatre is labeled so 

because it contains properties standard relative to both dance and theatre. However, it is 

also possible that dance theatre has established standard properties that are so specific 

and unique to this genre that it would be best understood as a separate genre altogether. 

This question will be the major thesis for Chapters IV and V. In either case, whether 

dance theatre has properties standard relative to both genres or it has established unique 

properties standard to its own, it is important to consider the relative weights between 

standard, vanable, and contra-standard properties in both genres. For example, in the 

histoncal survey of Chapters II and III, each style of theatre and dance-classical, modem 
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and postmodem-will be examined, and cases and criticism will be employed to explain 

how cntics judge why certain elements are crucially important in deciding whether a 

piece fall into a specific genre or not. For instance, Aristotle's analysis of tragedy in 

Poetics has always been a standard by which to judge a theatrical work. The traditional 

standard of deciding about whether a performance is theater is based on whether the 

performance contains the six elements: plot, character, thought, language, music, and 

spectacle. The order of the six elements also indicates the degree of importance each 

element plays in evaluating a theater work. For example, Anstotle plays down the 

importance of spectacle, yet in the postmodem era, the importance is reversed; the 

spectacle is emphasized in the works of artists such as Artaud, Robert Wilson, Richard 

Foreman, etc. Such an example illustrates how, when categorizing a work, critics do put 

the relative weights of properties into con.sideration. 

The examples that I have used so far also explain how intncately related the ideas 

of properties are to categonzation. By examining the relative weights of standard, 

variable, and contra-standard properties, we will see that the following three means of 

considering the category of dance theatre are actually related: (1) crossing the boundary 

into theatre; (2) blurring the boundaries between dance and theatre; and (3) fitting equally 

well into both genres. These three phenomena might actually suggest three different 

degrees of the intricate interplay between the use of dance and theatre elements in dance 

theatre. For example, by using text and dramatic expression, dance theatre has crossed 

into the boundary of theatre—this is level one. Then, when dance theatre uses text to an 

extent that movement is not the only dominant property, then perhaps the boundary 
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between dance and theatre becomes blurred-this is the second level. Finally, when 

dance theatre appears to possess equal proportions of properties standard relative to both 

genres, then we might say dance theatre is qualified to be placed in both categories. 

These three levels will be further discussed in Chapters IV and V. 

The major issue that has been discussed in this section is how, upon choosing a 

correct category, the properties can be better appreciated as standard, variable, and 

contra-standard properties. However, this choice of category might involve several 

revisions as to whether our judgment is correct and whether the resulting cntical analysis 

is fruitful. The richer and more original the artwork is, the greater the challenge. 

Another conclusion from the examples in the previous paragraphs is that there are some 

overlapping (or common) elements between dance and theatre: the use of the performers' 

bodies and the use of space and time. The fact that they possess the above common 

properties might be one reason that dance and theatre can easily cross over into the 

temtory of the other genre. However, we need detailed analysis to see how each of those 

above properties are employed in the category of dance and theatre—especially within 

various styles such as classical, modem, and postmodem dance and theatre. 

The Chosen Category and Artist's Intent 

As I have mentioned earlier, Walton argues that when we are not sure of which 

category is appropriate or what properties to look at, then we need to know the artist's 

intention. According to Walton and other intentionalists, the artist's intention plays a 

significant role in judging and appreciating the value of an artwork. However, in this 
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dissertation this will not be a critical point, and the analysis of postmodem dance theatre 

will be based on the visible properties of dance theatre. My standpoint is that the artist's 

intent is not relevant in judging an artwork. Any sensitive cntic should be able to notice 

the specific properties of an artwork to make a correct judgment. Another reason is that 

most of the artists discussed in this dissertation have themselves labeled their work as 

dance theatre or have not expressed objection to the label, and have thus made their 

intention clear. Therefore the use of artist's intent seems redundant. 

Walton and the Histoncal Context 

Walton argues that when other criteria do not conclusively resolve the issue of 

categorization, then we need to find out what categories were established in the society 

when the work of art was created, and the artwork may be understood when looked at 

within those existing categories. 

Though dance theatre is not a new genre, the sub-category of it-postmodem 

dance theatre in the late twentieth century—has aroused attention and controversy in the 

contemporary context. The German dance theatre has especially created substantial 

influence in dance and theatre criticism. When it first appeared in the United States, 

some critics had difficulty deciding how to categorize this type of work because in many 

ways it looked quite different from American postmodem dance and theatre. In order to 

solve this difficulty, some critics linked the contemporary German dance theatre to its 

roots back in the twenties when Rudolf Laban and Kurt Jooss first called their works 

dance theatre. This kind of contextual consideration helps to understand the 
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philosophical concems of German dance theatre, that is, to express political concems of 

their own time. Though contemporary and eariy German dance theatre do not look alike, 

it is still worthwhile to trace the roots and understand for what reasons, intentions, or 

properties Laban, Jooss, and contemporary German dance theatre artists respectively call 

their works dance theatre. Second, since postmodem dance theatre became an 

established art form in the late twentieth century, it is necessary to compare the common 

features among the works broadly labeled "dance theatre" created by some prominent 

German dance theatre artists. 

Even though there are many other artists who are not from Germany, it will still 

be important to focus the discussion on the background of German dance theatre because 

it plays such an important role in contemporary dance and theatre criticism worldwide. 

Conclusion 

Though postmodem dance theatre has aroused many controversies among critics 

and scholars about whether it belongs in the category of dance, theatre, or dance theatre, 

it is possible to resolve those controversies through a new and more considered analysis 

of categorization. Kendall Walton's schema approaches categorization through the 

following aspects: that it is important and possible to choose a correct category which 

properly accounts for the work's properties, is relevant to artist's intent, is established in 

the society when the artwork is produced, and results in access to the work under which 

its properties can best be appreciated. In the following chapters, Walton's concept of 

categorization, along with theories from dance and theatre, will be the principal 
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methodologies used to illuminate the development of postmodem dance theatre, through 

a historical and analytical approach. Through this approach, one can see how standard 

properties of theatre and dance have evolved in this new art form. When one places 

postmodem dance theatre in its historical context, one comes to realize that the properties 

used in this genre, however revolutionary, are still connected to the context provided by 

the artworld of dance and theatre. The revolutionary and novel use of properties from 

both genres has created this new and unique genre, postmodem dance theatre of the late 

twentieth century. 
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Notes 

Clement Greenberg's article " Modemism with a Vengeance" asserts that punty and 
reductionism of form is the norm in modemism. His article focuses on visual art, 
particulariy painting. Greenberg's argument in this article has become so influential that 
it is borrowed by critics from other disciplines to argue in the other arts. Sally Banes is 
one example who uses this paradigm to analyze postmodem dance in Terpsichore in 
Sneakers (1980) and Writing Dancing in the Age of Postmodemism (1994). 

" Johannes Birringer disagrees that a theatre can ever be pure or reductionist. His 
reason is that theater is a temporal art which is composed of a combination of "visual, 
auditory and kinetic" elements. From this perspective, Birringer argues, "the theater is 
precisely not interested, and has never been, in the 'flatness' of the visible or in the 
formal stmcture and qualities of its materiality, at least not in the sense in which 
influential modemist art criticism in the 1960s sought to define the "specificity' of 
artforms." For more detailed information, please refer to his book Theatre, Theory, 
Postmodemism (43). 

The use of the term "dance theatre" in dance history and criticism has been applied to 
artists earlier than the contemporary generation of dance theatre (e.g. Pina Bausch, Susan 
Linke, Reinhild Hoffmann, Anne Teresa de Keersmaeker, and Martha Clarke). For 
example, Alwin Nikolais (1912-) whose works aroused critical attention in the dance 
field in the fifties and sixties, calls his work dance theatre, and his style is not the sam.e as 
the dance theatre created in the late twentieth century. The major concem of my 
dissertation is to analyze present-day dance theatre as composed by artists such as Pina 
Bausch, Anne Teresa de Keersmaeker, Martha Clarke, etc. To distinguish these two 
types of dance theatre and to limit the scope of my dissertation, I will use "'postmodern 
dance theatre" to refer to the type of dance theater that is the central focus of my 
dissertation. The reason for adding the prefix of "postmodem" is that there are some 
common postmodem features in the works by the above-mentioned artists. These features 
include the use of fragmented text and the spint of subverting the traditional notions of 
dance and theater. Other postmodem features will be explained in more detail in 
Chapters Four and Five. 

•* Sibley, Frank. "Aesthetic Concepts," Philosophical Review, LXV III (1959). 

^The role of author's intention in the appreciation of art has been a significant debate 
in contemporary aesthetics. It is beyond the scope of this dissertation to discuss whether 
author's intention is relevant to the understanding of art. However, I would like to point 
out that it is Walton's hypothesis that Schoenberg intends his music to be heard within 
the category of twelve-tone music. 

^ Though the major aim of Bimnger's article is not to analyze this interaction 
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between dance and theatre, Birringer does mention that crossing over genres has always 
been a feature of German art. He states that German art is a " culture in which there are 
no pure, autonomous forms but constant transformations, mutations, and recapitulations 
inevitably producing indifference to the specific borders (and ideological limits) of a 
work of art, or a performance"(86). Birringer argues that it is unfair for the American 
dance critics to say that, unlike American postmodem dance, German dance theatre is not 
interested in finding the essentials in dance. He suggests that those critics have to 
consider the above German social and cultural background when evaluating German 
postmodem dance theatre. 
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CHAPTER II 

AN HISTORICAL AND THEORETICAL SURVEY 

OF THEATRICAL PROPERTIES 

Introduction 

My purpose for this chapter is not to give a complete survey of dramatic and 

theatrical theories, but to discuss those theories that focus on finding some common 

elements which may be taken to constitute theatre as a separate art. The scope of this 

dissertation also does not allow for nor require a thorough discussion of theatre theories. 

The theories and theorists that I have chosen will illuminate certain elements that are 

deemed necessary to theater in general instead of focusing on particular aspects, such as 

on the genre of tragedy. In doing so, I will go on to consider whether postmodem dance 

theatre possesses some properties standard relative to postmodem theater. 

Classical Theatre 

Introduction 

The classical period of theatre begins with the Greeks and ends in the nineteenth 

century (Vaughn 32). Since dramatic theories in this period of time basically follow the 

Aristotelian tradition, I will only discuss those that are important in either shedding new 

light on Aristotelian theory or in reacting against it. Though there are many dramatic 

theories after Aristotle, my focus is on those that discuss theatre as an art form. I do not 

choose, for example, those that discuss moral issues. Those theones which focus on 
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tragedy will not be discussed either, since they are redundant to Aristotelian theones. My 

aim is not to trace a thorough chronological development of theatre theories but to focus 

on those that helped to develop the concept of a type of theater, now labeled "classical," 

which is characterized by its rigid form, a sense of order, and unity. 

The Origins of Theatre Theories: Plato and Aristotle 

Though written in the fourth century B.C. to analyze the form of Greek tragedy 

and art in general, Aristotle's Poetics is still used today as a point of departure for 

analysis of classical, modem, and even postmodem theatre. This fact will be 

demonstrated in the historical and analytical survey of theatre in this chapter. When 

speaking of the properties of theatre (standard, variable, or contra-standard) Aristotle's 

analysis of the art of drama/theatre in his Poetics is always a starting point. For example, 

when discussing some twentieth-century avant-garde theatre, such as Beckett's later 

plays, plot in an Anstotelian sense is still used as a standard in judging that Beckett's 

experimental plays "lack plot and development entirely" (Counsell 3). Aristotle's 

Poetics has been a paradigm for us to discuss all types of theatre, whether for the purpose 

of supporting or challenging the ideas of the art as analyzed in Poetics. As a matter of 

fact, the history of dramatic criticism has been the entrenchment, the revision, or the 

rejection of Aristotelian theories. 

The primacy of Anstotle's Poetics in theatrical theory as well as in literary theory 
is unchallenged. Not only is the Poetics the first significant work in the tradition, 
but its major concepts and lines of argument have continually influenced the 
development of theory throughout the centunes. Western theatrical theory 
essentially begins with Aristotle. (Beardsley 55) 
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Whatever the case is, a discussion of theatre theory has to begin with Aristotle's Poetics. 

To discuss Aristotle's Poetics, one actually has to start with Plato's theory of art, because 

some of Aristotle's most important dramatic criticism is a reaction against Plato's 

philosophy of art. 

Plato and Aristotle had different attitudes regarding the cognitive value of art 

(theatre included). In Republic, Plato complains that theatre is inferior in portraying 

truth, lacks techne, and is harmful to the emotional cultivation of the Athenian citizens. In 

Republic, Plato argues that the objects in our world are only indications/representations 

of tme reality, a world of Ideas or Forms. Therefore, all things that are visible or 

perceptible to our senses are once removed from truth (Book X). Artists, by imitating or 

representing only one perspective on the object, which is twice removed from the Idea, 

create a depiction of that perspective that is thus three times removed from the Idea.' In 

this respect, imitative art is an inferior medium for truth; "the imitator is a long way off 

the truth. . ." (Book X). 

Second, Plato's conception of art included crafts or technique; however, he 

contended that poetry does not require skill but depends solely on "divine insanity" 

(Tatarkiewicz 120). In The Ion, Plato used the dialogue between Socrates and an actor 

named Ion to illustrate the above point. Socrates comments that " a poet is an airy thing, 

winged and holy, and he is not able to make poetry until he becomes inspired and goes 

out of his mind and his intellect is no longer in him. . Therefore because it's not by 

mastery that they make poems . . . but because it's by a divine gift "{The Ion). Plato 

judges from this aspect that dramatic art and other representational art is thus inferior 
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because it does not require techne, which most other artisans of medicine, horsemanship, 

military action, etc., possess (The Ion). 

Third, Plato is also skeptical about the function of dramatic art. He argued that 

theatre tells lies about gods and men, and, therefore, he sees that art cormpts because it 

acts on emotions and inflames them at a time when they should be guided solely by 

reason. ""By affecting the emotions, art weakens character and lulls men's moral and 

social vigilance" (Tatarkiewicz 124). In conclusion, Plato doubts that theatre is a useful 

tool for educating the Athenians for the following reasons. First, imitative art "gives a 

false picture of reality" because it is three times removed from the truth (Tatarkiewicz 

124). Second, theatre, and the other representational arts, has no techne or skill, as other 

crafts need. Third, theatre is corruptive (Tatarkiewicz 124). Plato's attack on art (theatre 

included) for the above three aspects are challenged by Anstotle in Poetics. 

Mimesis-Definition from Plato and Anstotle 

In Poetics, Aristotle divides mimetic art into two kinds. According to Beardsley, 

they are: 

the art of imitating visual appearances by means of color and drawing, and the art 
of imitating human actions through verse, song and dance. The second is the art 
of poetry. Thus the art of poetry is distinguished from painting in terms of its 
medium (words, melody, rhythm) and from versified history or philosophy (the 
poem of Empedocles) by virtue of the object it imitates. Two of the species of the 
poetic art are of primary concem to Aristotle: drama (either tragic or comic) and 
epic poetry. (55) 

Thus, in Poetics, theatre is subsumed within the art of poetry. In contrast to Plato, 

Anstotle defends the benefits of theatre art just because o/Jts representational and 
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imitative nature. For Aristotle, imitation is inherent to human nature and a way to leam. 

Human beings enjoy imitating and leam from the process: 

.. .everyone delights in representations. An indication of this is what happens in 
fact: we delight in looking at the most detailed images of things which in 
themselves we see with pain, e.g. the shapes of the most despised wild animals 
even when dead. The cause of this is that leaming is most pleasant, not only for 
philosophers but for others likewise.... For this reason they delight in seeing 
images, because it comes about that they leam as they observe, and infer what 
each thing is, e.g. that this person [represents] that one. (4) 

Therefore, to recognize that an art work represents something, it requires an 

ability to see the resemblance of that representation. This kind of recognition is a kind of 

cognitive process that, Aristotle argues, is a way of leaming. To conclude the discussion 

of the different attitudes these two artists have toward mimesis, I would like to quote 

from Marvin Carlson: 

Plato sees reality dimly reflected in the material world and in tum copied by art. 
Aristotle sees reality as a process, a becoming, with the material world composed 
of partially realized forms, moving through natural processes - toward their ideal 
realizations. The artist who gives form to raw materials thus works in a manner 
parallel to that of nature itself and, by observing the partially realized forms in 
nature, may anticipate their completion. In this way, he shows things not as they 
are but as they 'ought to be.' (Theones 17) 

Thus, Anstotle gives mimesis a creative and cognitive value that Plato denies. 

Mimesis and Theatre 

Though Plato looks at mimesis from a negative point of view, Aristotle discusses 

it from a positive perspective. To Aristotle, mimesis contains the following aspects. 

First, imitation means more than a "faithful copying. He maintained first, that, in 

imitation, artists may represent men just as they are in real life, as worse than they are, or 

as better than they are" (Tatarkiewicz 142). Mimesis means creation and productivity. 
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Because artists are allowed to present things better or worse than they are, it is not only 

different from mere copying but involves personal creative productivity. Second, in 

choosing what to represent, Aristotle says that poetry should represent the probable and 

the universal rather than the particulars, which history deals with. From this aspect, 

poetry is more philosophical than history (Aristotle 12). Third, Aristotle held that art has 

to represent things and events which are necessary. "The poet's task is to speak not of 

what actually happened, but of what might have happened and this depends on 

probability and necessity'" (Tatarkiewicz 142). From this aspect, the creator or the poet 

who does the job of representation needs a skill to choose and highlight whatever he 

represents. In this sense then, poetry requires techne or skill, and this refutes Plato's 

contention that poetry is from 'divine madness' 

Finally, in arguing the value or purpose of poetic or theater art, Aristotle presents 

the element of katharsis. which is beneficial to the emotional education of the public. 

Though it is still controversial as to what exactly Anstotle means by katharsis, it is 

agreed that katharsis is beneficial to emotional health. Carlson states that "each of these 

interpretations [of katharsis] grows from a different view of tragedy as a whole, but all 

agree upon katharsis as a beneficial, uplifting expenence, whether psychological, moral, 

intellectual, or some combination of these" (Carison, Theories 18-20). 

To conclude, Anstotle has addressed all the reasons that Plato held against 

theatre: representation does have cognitive value, it is healthy to the emotions of the 

audience, and that to compose good poetry does require lechm- or skill. The value of 

Anstotle's analysis of theatre is more important than giving it a positive stance that Plato 
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rejects. Aristotle's analysis has become a paradigm that influences future art criticism. 

This paradigm will be a reference point to come back to when I analyze the standard, 

variable, and contra-standard properties in dance and theater in the styles of classicism, 

modemism and postmodemism. First of all, I would like to mention briefly how 

Aristotle concludes that theatre is a representational art before I give a detailed discussion 

about dramatic theories after Aristotle in the classical period. 

How Theatre is a Representational Art 

The influence Aristotle's Poetics in later art criticism is not only in establishing a 

representational theory but also in its discussion of how an artwork should be evaluated 

from its intemal structure. In contrast with Plato, who examined theatre from its political 

and moral influence, Anstotle analyzed theatre as an art form, and separated it from its 

"moral and political connections" (Beardsley 55). In a word, Aristotle is interested in the 

"basis of cntical judgment" (Beardsley 56). His analysis of the stmcture of Greek 

tragedy has become a paradigm for dramatic structure (Vaughn 62). He also laid out the 

analysis of why theatre is a representational art in terms of its intemal stmcture. 

In explaining how theater is representational, Aristotle gives an exact definition of 

tragedy: 

Tragedy is a representation of a serious, complete action which has magnitude, in 
embellished speech, with each of its elements [used] separately in the [various] 
parts [of the play]; [represented] by people acting and not by narration; 
accomplishing by means of pity and terror the catharsis of such emotions.... Since 
people acting produce the representation, first (i) the omament of spectacle will 
necessanly be a part of tragedy; and then (ii) song and (iii) diction, for these are 
the media in which they produce the representation. (7-8) 
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Later in the same chapter, Aristotle lists the six elements that comprise a tragedy 

and arranges them in an order of importance. The six elements-plot, character, thought, 

diction, music and spectacle-not only encapsulates the definition of tragedy but also 

states that these six elements are essential for theatre to be a representational art. In 

Walton's sense, these six elements are properties standard relative to theatre. Since 

theatre criticism in the classical period is a reiteration of Aristotle's dramatic theory, I 

will postpone the detailed discussion of the standard properties relative to 

Aristotelian/traditional theatre until the end of the discussion of neoclassical theatre. 

Introduction to Neoclassicism 

Though there is some important theater cnticism during Roman times and the 

Middle Ages, the criticism after the Greek period that has reached an importance that 

deserves discussion only second to the Poetics is the concept of neoclassicism, which 

began in the late sixteenth century and went through the early eighteenth century. 

Neoclassicism was greatly influenced by the theories of Aristotle, Horace (65 B.C.-8 

B.C.), and some Renaissance critics such as Castelvetro (1505-1571). The criticism of 

these theorists influence neoclassicism in establishing rigid rules such as the purity of 

genre, the three unities, the concept of verisimilitude, and decomm. The spirit of the 

neoclassicism is one that revered "order, logic, restrained or refined emotion, conectness, 

good taste..."(Vaughn 130). It reached its fruition especially among the French, who 

founded the Academie-Frangaise in about 1629 to oversee that French plays followed the 

neoclassical rules. 
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The formation of the three unities began early in the Renaissance period. Though 

stemming from some misinterpretations of the Poetics, the theory of the three unities still 

has some significance that needs to be discussed: 

Unity of time meant that the dramatic time of the action could not exceed one day, 
though a day was variously understood to mean anything between twelve and 
twenty-four hours. Unity of place confined the dramatic action to one locale, 
although there were variable allowances here, too. "One place" could be 
considered, for example, as one city. Unity of action decreed that the use of 
subplots or a double action was not allowed, and that a tragic action should 
concem only one central hero. (Vaughn 198) 

The concept of the three unities, being prescriptive, is actually a misunderstanding 

of Aristotle's intention, which is a descriptive approach. Also, in Poetics, Aristotle only 

emphasizes the unity of action; and even so, he does not "preclude the use of subplots" 

(Vaughn 198). Second, as for the unity of time, according to Vaughn, Aristotle observed 

that "most Greek drama shows a coincidence between dramatic time and stage time—that 

the action is continuous and time is supposed to pass without interruption. The unity of 

time also stemmed from a statement in the Poetics that tragedy endeavored to confine its 

action within "one circuit of the sun" (198). And the unity of place is actually a creation 

by Italian critic Lodovico Castelvetro (1505-1571), who reasoned that, " if dramatic 

action is continuous, so that dramatic time and stage time are identical, it is impossible to 

suppose that the locale or the setting has changed. Therefore, the action can occur in only 

one place" (Vaughn 198). 

Other theories that are related to the three unities are the concepts of decorum and 

verisimilitude. The concept of decorum is about a proper depiction of charactenzation. 

For example, in the portrayal of a character, the depiction must be suitable to his age and 
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social status in terms of his action and language. The goal of verisimilitude, or "the 

appearance of truth" is to present a truthful representation of life on stage (Brockett, 

History 158). "The concept of verisimilitude, then, represents an attempt to define the 

reality that playwrights should seek to mirror in their works" (Brockett, History 159). It 

is especially closely related to the three unities, 

for according to verisimilitude an audience could not be expected to believe that a 
scene had changed from, say, Athens to Rome, when they knew that they were 
still in the place they had originally come to - the theater. Nor could they be 
expected to accept a long span of dramatic time, when they knew that they had 
been in the theater for a few hours. Thus, Unity of Place and Unity of Time were 
corollaries of the belief in verisimilitude. (Vaughn 210) 

The ideas of both decomm and verisimilitude emphasize theater as being 

representational and illusionary, because their purpose is to make the audience "accept 

whatever was represented on the stage as truly happening, exactly as events happen in 

real life" (Vaughn 210). It was not until Brecht (1898-1956) and some other avant-garde 

dramatists/directors contemporary to his time that there was a challenge to this theatrical 

convention of alluring the audience into accepting illusion as real and, therefore, cannot 

judge intellectually what is happening on stage. 

Within Renaissance and neo-classical criticism, there was one dissonance that 

deserves special attention. While most critics elaborated their criticism based on the 

Poetics, Castelvetro (1505-1571) was one of the few critics who held a different insight, 

which was not fully discussed and developed until in the works of the avant-garde theater 

in the eariy twentieth century. The focus of Anstotle's criticism "was the drama itself, its 

structure and intemal relationships" (Carison, Theories 47), whereas Castelvetro 

emphasized theater as a performance art. "Castelvetro rejects the attempts to consider 
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drama apart from performance" (Carison, Theones 48). Castelvetro's cnticism is echoed 

by many contemporary theatre critics and artists who emphasize the performance nature 

of theatre. Some examples are the Bauhaus and the theater of images. Scholars John 

Gassner and Eric Bentley also emphasize that theatre includes both dramatic literature 

and stage production. Gassner states that, "when the art under consideration is theatre 

there is the added complication that we are concemed with two arts, dramatic literature 

and stage production" (3). In Bentley's words, "Stage includes theatre and drama" (9). 

It seems obvious for us in the twenty-first century to understand that theatre is 

both a literary and a performance art. However, in classical times, theatre is more 

discussed as a literary art. For example, in the Poetics there is very little discussion about 

acting or staging. Aristotle dismissed spectacle as having no relevance to the artistry of 

poetry, and he described the acting of Callippides as apish (41)." This emphasizing only 

the literary side of theatre is not questioned and challenged until the advent of the avant-

garde theatre in the twentieth century. The following section is to discuss the standard 

properties relative to the classical theatre, which emphasize the literary and 

representational function of theatre. The performance side of theatre will be discussed in 

the section on modem theatre. 

Some Standard Properties of Classical Theatre 

As we can see, the theones of the classical theatre (including the Greek period 

and neoclassicism) established several basic features for a classical theatre: it is linear, 

representational, and must contain the six elements that are listed in the Poetics. Since 
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the representational and the linear characteristic are the results of the six elements, I will 

focus my discussion on the six elements only. These six elements, in Watlon's terms, are 

the standard properties relative to a classical theatre. In the following section, my 

analysis will heavily draw from the Poetics to explain how these six elements are used as 

standard properties relative to a traditional theatre. 

Plot 

In the Poetics, Anstotle emphasized that the plot is the most import part among 

the six elements of tragedy. Aristotle stated that a tragedy 

is a representation not of human beings but of action and life ... [and] the actors 
do not act in order to represent the characters, but they include the characters for 
the sake of their actions. Consequently the incidents, i.e. the plot, are the end of 
tragedy, and the end is most important of all," and therefore, Aristotle called plot 
"the origin" and "the soul of tragedy." (9) 

Though Aristotle defined plot as an imitation of a human action, he did not give 

an elaborate explanation of action, except for saying that "the plot is the representation of 

the action; by 'plot' here, I mean the construction of the incidents" (8). However simple 

this definition is, it at least gives the relationship between action and plot, which 

sometimes mean the same thing—the arrangement of incidents. 

Aristotle's analysis of plot also indicates that a good plot must include the 

following characteristics. First, it must represent a single and a unified whole action of a 

certain magnitude. That is, it must have a clear beginning, middle, and end (Aristotle 

10). For Anstotle, a plot is not just about telling a story but specifically about "the 

ordenng of that material by the dramatist" (Vaughn 146). Second, a plot should also 
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follow the principles of probability and necessity (12). That is, the arrangement of the 

incidents must be related to each other through a believable causality and logic (8-9). 

Therefore, Aristotle argued that an episodic structure in which "there is neither 

probability nor necessity that the episodes follow one another" is the worst (13). Third, 

there must be a unity among the arrangement of the incidents such that any removal or 

change of the arrangement will damage the sense of unity or wholeness of the plot 

(Aristotle lO-U). 

The above three features can also be summarized into two requisites: (1) a 

theatre/tragedy has to have a plot that is developed in a coherent and linear sense; (2) a 

theatre/tragedy must be unified and whole. These two features are followed by future 

theatre criticism until challenged by avant-garde theater such as dada, which rejects order 

and advocates anarchy. 

Characters 

Second to the importance of plot is the element of character. According to 

Aristotle, there are four qualities that a character must have. First of all, a character must 

be morally good, i.e., he knows how to make a good decision. Second, the depiction of 

the character must be appropriate, which means that it must be true to type. Third, the 

character must be lifelike; a character must be differentiated from other characters in 

other types. Fourth, a character should be consistent. The key principle to character 

depiction is the same as that of plot-following probability and necessity (Anstotle 20). 

Neoclassicism develops Anstotle's concept of probability and necessity in 
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characterization into the theory of decorum, which emphasizes that characterization must 

be tme to types. Similar to the goal of other dramatic elements, such as the plot, the goal 

for decorum is to ensure the "unity and harmony of a dramatic work" (Vaughn 52). 

The concepts of Aristotle's characterization and the idea of decorum in 

neoclassicism emphasize two things: first, a character portrayal must be complete and 

whole, and second, theatre is about fictitious role-playing. An actor's job on stage is to 

become a referential other. For example, he is to become or impersonate the character of 

Oedipus. In a word, "the actor imitates' a dramatic character" (Cohen, Theatre 62). 

This notion about characterization is challenged in postmodem theatre, which suggests 

that actors can be themselves rather than become a fictitious character. The idea of a 

complete character is also challenged. For example, in Adrienne Kennedy's play A 

Movie Star Has to Star in Black and White, the character of Clara is a com.pilaiion of 

some monologues by movie stars such as Bette Davis, Marlon Brando, etc. This kind of 

characterization creates a sense of fragmentation instead of unity and wholeness. It is a 

style embraced by postmodem theatre, but is unacceptable by classicism. 

Thought 

The third dramatic element that Aristotle listed in the Poetics is the element of 

thought or reasoning. In Chapter Nineteen, Aristotle states, "All [the effects] that have to 

be produced by speech fall under reasoning. The types of these are: (1) demonstration 

and refutation, (2) the production of emotions (e.g., pity, terror, anger, etc.), and again (3) 

[arguments about things'] importance or unimportance" (insertion the translator's). 
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Some contemporary critics interpret thought as the theme of the play. Robert Cohen 

st^t^s in Theatre: Brief Version that the theme "may be described as the play's overall 

statement: its topic, central idea, or message, as the case may be"(43). The importance of 

having a theme or meaning in a play is the foundation of interpretative art. This kind of 

approach to art (theatre included) is later questioned by critics such as Susan Sontag, who 

claims that art does not have to mean (Against Interpretation). 

Language or Diction 

In Chapter Twenty, Aristotle discussed different types of diction. Diction 

includes "the pronunciation of spoken dialogue and also ... the literary character of a 

play's text, including its tone, imagery, cadence, and articulation, as well as its use of 

literary forms and figures such as verse, rhyme, metaphor, apostrophe, jest, and epigram" 

(Cohen, Theatre 44). The importance of diction is that the value of theatre has been 

equated to that of poetry since the Greek drama (Cohen, Theatre 44) Because of 

Aristotle's analysis of theatre as a sub-category of poetry, language plays an essential role 

in traditional theatre. The second importance of language is that it is "the medium 

through which a dramatist's ideas are expressed, as well as through which 

characterization is most effectively achieved" (Vaughn 56). However, in some 

postmodem theatre, such as in some of Robert Wilson's theatre, language is at times 

totally abandoned. 
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Music 

Aristotle did not give a definition of this element except by providing a line 

stating that, "Of the remaining [parts], song is the most important of the embellishments" 

(10). However, it is important to know that in Greek theatre, plays were sung or chanted 

to musical accompaniment (Cohen, Theatre 44). The musical component could also 

probably mean the musical quality of the text itself, which is composed in verse (Cohen, 

Theatre 44). Plays wntten after the Greek time did not necessarily follow this tradition, 

and the element of music is extended to include the "music of speech" (Vaughn 124), 

songs, or recorded music. Interestingly, of all the six standard properties, music seems to 

be the most acceptable for the avant-garde or postmodem theatre. 

Spectacle 

Aristotle places spectacle as the least important. The elements of a spectacle can 

include "scenery, costumes, lighting, makeup, properties, and the overall loi>k of the 

theatre and stage" (Cohen, Theatre 47). Aristotle argued that "Spectacle is very 

enthralling, but is very artless and least particular to the art of poetic composition"(10). 

Anstotle concluded that to achieve pity and fear by the means of spectacle is less artful. 

The reason is that the poet must achieve pity and fear through representation, that is, 

through the plot (Aristotle 17). The above statement emphasizes again the importance of 

poetry (language) and the plot, and downplays the importance of the spectacle. It has 

become a paradigm to judge a traditional theatre: the plot being the most important and 

the spectacle the least. However, in modem theatre, the order of importance is reversed. 
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Not only that, some theatres such as the Bauhaus completely did away with plot and 

focus only on the spectacle. 

The above analysis aims to explain that, in the Anstotelian picture, it is not only 

essential for a traditional theatre to have the above six elements, but specifically in what 

way these six elements are used to qualify as properties standard relative to a traditional 

theatre. To summarize the analysis, these six elements are used to build a 

representational theatre with a coherent, linear plot, a probable characterization, skillful 

usage of language, and a theme to be interpreted. Though music and spectacle are not as 

important as the other four elements, they are essential in the way that they help to 

support the other four elements, if not to dominate, and are sources of enjoyment for the 

performance. 

Drama versus Performance 

Before I move on to discuss the modem theatre, there is one dissonance to the 

Aristotelian theories in the classical time that needs to be addressed. While most critics 

elaborated on the Poetics, emphasizing the literary side of theatre, Castelvetro's thought 

otherwise. He "rejects the attempts to consider drama apart from performance" and that 

theatre should not serve literature (Carlson, Theories 48). This opens up many ways of 

re-evaluating theater elements; for example, the acting part, and the spectacle, which are 

low on Aristotle's list, are also important properties that make theatre a separate art. 

Carison points out that this attitude marks the difference between Anstotelian and non-

Aristotelian attitudes toward theatre; "...theatre involves both performant and referential 
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functions.... Yet Aristotle onward, theorists (writers) have devoted comparatively little 

attention to the performant function" (Carlson, Theories 82). 

Castelvetro's criticism is noteworthy, especially when we realize that his insight 

was formed eariy in the sixteenth century, and yet it is not until the late nineteenth 

century, with the advent of avant-garde theatre, that his insight was fully realized. With 

this in mind, I would like to discuss the theories of the modem theatre, many of which 

seek to react against Aristotelian criticism about the theatre. 

Modem Theatre 

Introduction 

The history of modem theatre is full of diverse experiments. Scholar Oscar G. 

Brockett is able to give an overall charactenstic that is common to ail types of modem 

theatre: "...the artist usually sought unity (emphasis mine) by adhering consistently to a 

set of conventions associated with that mode (expressionism, sunealism, epic theatre, and 

so on)" (Brockett, Century 430). Even so, the term modemism is not homogeneous. 

There are at least the following notions under the term "modemism" as far as theatre is 

concemed. The first kind includes the ones that entrench classicism even more in its 

ngid cause-and-effect structure; for example, John Gassner called realistic theatre the 

modem classicism (17-18). The second type is the avant-garde theatre, characterized by 

various anti-realistic theatre movements: self-referential theatre, theatre of cruelty, the 

epic theatre and the theatre of the absurd, etc."* The self-referential type of theatre seeks 

the purity of the form of theatre, an approach that applies to Clement Greenberg's 
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analysis of modemity in the visual arts. (Greenberg's concept is analyzed in Chapter I.) 

In theatre, one such example is the Bauhaus. Other kinds of avant-garde theatre seek to 

break the conventions of traditional theatre and find possibilities to create new forms, for 

example, dadaism and expressionism. 

Each of the different types of modemism in theatre tried to redefine theatre, and 

some of them took positions that are different from Aristotelian philosophy. In the 

following discussion, I want to divide the theories of modem theatre into the Aristotelian 

and the non-Aristotelian ones. The Aristotelian theories include realism and naturalism; 

those that are non-Aristotelian include the Bauhaus, epic, Artaudian, and the absurd 

theatre. Among my reasons for selecting these theories from the various movements in 

modem theatre is that they have exerted significant and lasting influence on theatre 

criticism, also it is because they have a more direct link to the aesthetics of postmodem 

dance theatre. This link will be discussed in detail in Chapters IV and V about the history 

of postmodem dance theatre. 

Realism-the First Type of Modem Theatre 

Modem theatre begins with realism, which started in the last quarter of the 

nineteenth century and continues to be a dominant style until even now. Major 

playwrights who wrote in this style included Hennk Ibsen (1828-1906), August 

Stnndberg (1849-1912), Anton Chekhov (1860-1904), Gerhart Hauptmann (1862-1946), 

George Bemard Shaw (1856-1950), Arthur Miller (I9I5 - ), and others. Realism was 

influenced by the "positivism" of August Comte (1798-1857) in shanng the belief that 
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"the ultimate aim of all knowledge was the betterment of human life, [and] that all the 

sciences must contnbute to sociology, which, after the ngorous application of the 

scientific method, would apply the necessary knowledge for predicting human behavior 

and controlling society" (Brockett, Century 490). Brockett stated that realism emerged 

out of these attempts to make art "scientific" (490). In this sense, the spint of realism in 

theatre echoes the kind of modem spirit that is also common in other arts-that which 

shares with the Enlightenment-a sense of order, faith in reason, progress and unity. This 

kind of spint is later questioned and challenged by postmodemity. 

Realism in the theatre, like realism in the other arts such as painting, depicts 

domestic problems and social issues. To the realists, the "main tenets of [realism] were: 

art must depict truthfully the real, physical worid; truth can be attained only through 

direct observation; only contemporary life and manners can be observed directly; and the 

observer must strive to be impersonal and objective" (Brockett, History 490). This kind 

of concept creates a theatre whose attempt is to "place on stage a convincing replica of 

real-life situations and engage its audience by creating an illusion of reality" (Vaughn 

157). Though realism is a movement in the modem theatre, its attempt to create a 

convincing representation of reality is in close alliance with classicism. 

Realism is the most Aristotelian and representational genre in the sense that it has 

the form and all the elements of an Aristotelian theatre. Gassner labels realism "modem 

classicism" due to its adherence to reason, order, and responsibility—the same principles 

that one can find in the classical Greek drama (85-86). In Walton's terms. Realism is 

qualified as a traditional theatre because it maintains the standard properties of 
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Aristotelian theatre. Realism possesses the same kind of intemal structure and the six 

elements that one can find in a Greek play. It has a plot that follows a linear 

development, a convincing portrayal of characters whose dialogues and behaviors can be 

analyzed scientifically by psychological probability, a clear theme (thought) such as to 

better understand domestic or social issues, and the language that depicts the characters 

and supports the theme. It should be obvious also that these plays cannot do without 

music and spectacle since language itself is an element of music and that anything visual 

on stage is considered a spectacle. Finally, realism's approach to theatre abides by 

Aristotle's analysis of the purpose for theatre-to represent human action. 

The extreme type of realism is naturalism, which emphasizes even more that 

theatre should be a scientific tool to reflect social diseases that need to be cured. 

According to Emile Zola (1840-1902), the leader of the movement of naturalism, the goal 

of theater is to use a scientific and objective approach to present truth on the stage. Zola 

argued that "a work must be based on truth" (693). Good theatre should illustrate the 

miserable truth of life, which is ruled by the "inevitable laws of heredity and 

environment." As a result, naturalist plays often "dealt with downtrodden unfortunates-

prostitutes, beggars, thieves, and so on" (Vaughn 128). In stage presentation, it must 

represent a truthful and convincing "slice of life." There should be no obvious signs of 

contnved designing or plotting, but natural random anangement of objects (Vaughn 128). 

In acting, the naturalists advocated the theory of "the fourth wall," which treats the stage 

as a real room with the fourth wall removed. The above practices are based on Zola's 

statement that " Naturalism [is] a retum to nature" (695). In summary, the laws of 

58 



heredity and environment, the "slice of life" approach, and the theory of the fourth wall, 

are scientific ways of imitating nature, and representing the truth, which is " the 

foundation of all art" (694). 

Aristotle's concept of representation is encapsulated in naturalistic terms such as 

"truth" and "nature." In advocating the concept of imitating nature in order to capture 

tmth on stage, naturalism is still following the same representational function of theatre 

that began in the theories of Aristotle. Even though naturalism tries to recreate a kind of 

seemingly random and therefore natural representation of stage picture, its plot still 

follows a logical and probable order: in naturalistic terms, the laws of heredity and 

environment. The above analysis illustrates that naturalism does not do away with the six 

elements, the properties standard relative to an Aristotelian theatre. What it does is to 

bring new ideas as to how the six elements can be used in new ways. The above analysis 

explains that a linear development can be based on a scientific method, which follows the 

mles of heredity and environment. And the random display of stage picture is still an 

element of spectacle. Its purpose is still representational, that is, to create a truthful 

representation of a low-class environment. 

According to Gassner, realism and naturalism are mimetic in that their aim is to 

imitate and present a convincing replica of real life in the theatre (46). He comments that 

the overall principle of realism is "depicting truth, fidelity to life, and representation" 

(29). Being representational theatre, realism and naturalism maintain the same properties 

standard relative to any Aristotelian theatre. 
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Self-Referential Theatre: Appia, Craig, and the Bauhaus 

The second half of the history of modem theatre is marked by the anti-realistic 

movements. This section will focus on the theories and practices of Appia, Craig, and the 

Bauhaus, who developed their ideas of theatre on the performative side, rather than the 

literary aspect. This kind of approach to the theatre echoes Renaissance critic 

Castelvetro's criticism that the performant part of theatre is just as important as the 

literary side. The theories of theatre in this vein have come to a drastically different route 

from the Aristotelian approach. The former emphasizes the performance elements and 

the latter focus on the literary structure of theatre. To understand what self-referential 

theatre means, I will briefly refer to Clement Greenberg's theory of purity in modem art. 

For a detailed discussion of Greenberg, please read the relevant section in Chapter One. 

Greenberg's Theory of Essence 

Greenberg mentions that one type of modem art aims to define its medium 

through the purity of its form. That is to say, the artwork is reduced to the most essential 

elements of its medium, i.e., the artwork is defined by its "ineducible working essence" 

(Carison, Performance 125). For example, a painting is defined by its flatness. In this 

type of self-referential artwork, representation is not its goal because it does not imitate 

any subject. The meaning of being a self-referential artwork is that its purpose is not 

representational, not to be a referent of anything. Its purpose is being itself as an artwork 

by using the most essential elements within its own medium. 
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Among the modemists who seek purity in theater, Carison listed the following: 

Appia, Craig. Artaud, and the Bauhaus (Perfonnance 125). The above four are identified 

as modemist because they seek "to strip away accumulated conventions and bonowings 

from other arts to discover the 'essence' of theater" (Carison, Performance 125). The 

theories of Appia, Craig, and especially the Bauhaus, prove that theater can do away with 

the literary and the narrative, but cannot do away with the elements of music and 

spectacle. In their theories, these two are the essential elements of theater; that is to say, 

they are the properties standard relative to theater. In the discussion of realism, I have 

hinted that a play cannot do without the elements of music and spectacle because the 

element of music can include any use of human sound, which includes language, and 

anything visual on stage is considered spectacle. Hence, the elements of plot, character, 

thought, and language have to use the element of music and spectacle, however primitive 

the use of them may be. If we apply Greenberg's "ineducible working essence" to the 

above analysis and reduce the other four elements, we find that they have to contain some 

use of music and spectacle. In this respect, then, music and spectacle are the most 

essential elements for theatre because they cannot be done without in any type of theatre. 

That is also to say, they are the standard properties relative to theatre. 

The theories and works of the self-referential theatre show that the elements of 

plot, character, thought, and language are the properties standard relative to an 

Aristotelian theatre, but not to theatre itself. And because self-referential type of theatre 

does away with representation, it does not have to refer to outside reality. The elements 

of plot, character, thought, and language are referential because they represent something 

61 



in real life that is outside the theatre. However, because the self-referential type of 

theatre does not use any of the above elements, it thus strips itself away from being 

referential. It calls the audience's attention to itself as a performance. It is in this sense 

that this type of theatre is self-referential. Examples of self-referential theatre include the 

theories/works of Appia and Craig, and the works of the Bauhaus. 

Appia and Craig 

Theater designers Adolphe Appia (1862-1928) and Gordon Craig (1872-1966) 

emphasize those theatrical elements that are not necessarily literary and nanative. They 

particularly focus their theories on the bodies of the performers in space (Carlson, 

Performance 125). Another important aspect of their theones is their emphasis on the 

technical parts of the theatre, especially lighting and music. 

Appia's greatest contribution to the theatre is his lighting theory. Brockett states: 

[Appia] emphasized the role of light in fusing all of the visual elements into a 
unified whole. Since to him light was the visual counterpart of music, which 
changes from moment to moment in response to shifting moods, emotions, and 
action, Appia wished to orchestrate and manipulate light as carefully as a musical 
score. Attempts to implement this theory, which require control over the 
distnbution, brightness, and color of light, have led to much of modem stage-
lighting practice. (History 563) 

Craig is often compared with Appia because of his similar emphasis on theatre as 

an independent art. He argued that "the true theater artist welds action, words, line, color, 

rhythm into a product as pure as that of the painter, sculptor, or composer" (Brockett, 

History 564). He also argued that the master artist (the director) can "create every part of 

a wholly autonomous art" without the "medium of a literary text" (Brockett, History 
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564). His most significant contribution to theatre theory is his concept of 

"Ubemiarionette," using a superpuppet to replace actor who relies too much on 

"overemphasis upon the spoken word" (Brockett, History 565). His idea of the 

Ubemianonette can be seen in the works of the Bauhaus, and contemporary French 

perfonnance group Mummeschantz, in whose work the sound and the spectacle are very 

important elements. 

Both Appia's and Craig's theories focus on how to unify the production through 

the technical parts of theatre, such as the set, the lighting and music. Their theories bring 

attention to the above theatrical elements as separate arts (Brockett, History 564) Unlike 

Aristotelian criticism, which focus only on the stmcture of the text, their theories focus 

on the two elements that are low in Anstotle's list-music and spectacle. Because of their 

theories, the technical or the non-literary side of theater began to assume an importance 

in theatre theories. 

The Bauhaus 

The works of the Bauhaus (1920s) extend the theories of Appia and Craig, and 

establish the tradition of theatre of form (Wilcox 234). Oskar Schlemmer (1888-1943), 

the director of the Bauhaus between 1923 to 1929, stated that 

the history of the theatre is the history of the transfiguration of the human form. It 
is the history of man as the actor of physical and spiritual events, ranging from 
naivete to reflection, from naturalness to artifice. The materials involved in this 
transfiguration are form and color, the materials of the painter and sculptor. 
(Gropius 17) 
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Schlemmer's works "ignored the verbal element, but he systematically analyzed each 

visual element (empty space, the human figure, movement, light, and color) both in 

isolation and in various combinations" (Brockett, History 600). As a result, his works 

involved transforming the human form through three-dimensional costume, and actors 

become "ambulant architecture" that is part of the theatrical element in this theatre of 

form (Brockett, History 600). The Bauhaus theatre focuses on the "compositional 

possibilities of the human body in space" (Carison, Performance 92) and emphasizes 

what Aristotle considered secondary-the element of spectacle. It is for the above 

features that the works of the Bauhaus are considered "non-representation" or self-

referential; their works do not imitate or represent "human actions" but focus on the 

interactions between body, objects, and space on stage. 

Marvin Carlson states that the Bauhaus "was the first school to undertake a 

serious study of performance as an art form"(Performance 92), and it "reinforced the 

importance of performance as a medium in its own nght" (Performance 120). He also 

states that by treating the human form as part of the performance element, the Bauhaus 

rejects "the traditional concept of the performer as an interpreter of an already-existing 

literary text in favor of the performer as creator of an act of an action" (Performance 92). 

Being a kind of self-referential theater, the works of the Bauhaus strip away the 

representational and literary function of theatre and establish the tradition of the theatre 

of form, or self-referential theatre. 
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Some Standard Properties Relative to Self-Referential Theatre 

The self-referential type of theatre abandons some standard properties of the 

traditional theatre such as plot, character, thought, and language, and maintains the last 

two of the Aristotelian elements: music and spectacle. Replacing the traditional linear 

time structure is the internal logic or structure that is based on the interaction among the 

formal elements of the production (Wilcox 7). This element, a non-linear time 

development, and the use of images and music are some standard properties relative to 

the self-referential theatre, as illustrated by the Bauhaus. 

So far my discussion seems to suggest that the use of the elements of plot, 

character, thought, and language will decide if a theater is representational or not. 

However, in my discussion of the avant-garde theatre, which is the major focus of the 

following section, I will show that it is not the possession of these six elements, but the 

way they are employed that makes a theatre representational or not. 

Other Kinds of Avant-Garde Theatre 

Toward the later part of modemism, the concept of aestheticism of art was 

affected by the occurrences of the world wars. In contrast with a classical notion of a 

logical and coherent universe, the mindset after the world wars does not accept a clear-

logic world nor a hope for progress in humanity, ideals that are championed by the early 

modemists. The classical ideas of an organized universe and the ideas of beauty are 

questioned and challenged in avant-garde art and theater beginning in the 1910s with the 

dadaist movement. That movement is said to "show its disciples' disgust with the 
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senseless values of modem society, as chiefly represented by the appalling trench warfare 

of the First Worid War..." (Styan 51). The goal of dada was to change the political 

establishment, and "aesthetically it wanted to change how people perceive the worid 

about them. Its final goal was to bring down the bamcades of form and idea which art 

and tradition had erected between the artist and the public" (Styan 52). This kind of 

challenge to the established thoughts and art forms flourished in such avant-garde theatre 

such as the theatre of cruelty of Artaud (1898-1948), the epic theater of Brecht (1898-

1956), and theatre of the absurd. After the Second Worid War, the philosophy of the 

classical world is abandoned, and so is the theatrical form to express that philosophy. 

Modemism Unfolded in Avant-Gardism 

In the above-mentioned avant-garde theatre, one overall goal is to criticize the old 

ideology that is masked in the conventional theatre. "To these avant-garde authors the 

traditional form of the theatre no longer makes sense because it is based on implied 

philosophical assumptions in which they no longer believe" (Esslin, Reflections 7). 

Esslin analyzes those assumptions that the avant-garde artists aim to question: 

To writers like Beckett, lonesco, or Pinter, the fact that boy gets girl in the last act, or 
that the desirability of racial tolerance is convincingly demonstrated, is irrelevant. 
The boy and the girl still face an absurd universe; no social reform will alter its 
mysteriousness. By tacking a small, and to these writers inelevant, segment of reality 
of the human situation, the conventional theatre presents a distorted and unreal 
picture. (Reflections 7) 

Esslin summarizes that the avant-garde artists question the assumptions of traditional 

theatre such as the "careful delineation of character and neat solution" that we normally 

see in "drawing-room comedy or socially relevant play" (Reflections 7). The challenge 
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to the conventional theatre is on both its fomn and content. As such, "the conventional 

form of logical construction, consistent characterization, and coherent language" will be 

considered inappropnate to the new content that the avant-garde theatre wants to express. 

As a result, the avant-garde theatre artists "must create their own new convention" 

(Esslin, Reflections 8). What is also reflected in the attitude of the avant-garde theatre is 

"the challenging of existing ideas of what art should be and do..." (Counsell 140). 

Artaud's theatre of cmelty, Brecht's epic theatre, and the theatre of the absurd share the 

common spirit of the dadaists that "forced an alteration of culturally constructed 

aesthetics" (Counsell 140). As a result, the theatre of the avant-garde changes properties 

standard to the conventional theatre and establishes new ones to the avant-garde theatre. 

The first avant-garde theatre that 1 will discuss is Antonin Artaud's theatre of cruelty. 

Antonin Artaud (1896-1948) And the Theatre of Cruelty"* 

In his First Manifesto of the Theatre of Cruelty, Artaud expressed his 

disagreement in the emphasis on language and text. He stated, "instead of continuing to 

rely upon texts considered definitive and sacred, it is essential to put an end to the 

subjugation of the theater to the text, and to recover the notion of a kind of unique 

language half-way between gesture and thought" (89). To replace the text, Artaud calls 

for a theatre that is based on "expression in space," which he believes, is "the only real 

expression" of theatre (89). In other words, Artaud thinks that "the essence of 

performance [is] the operation of the body in space" (Carison, Performance 126). His 

ideal theatre is a non-verbal and visual spectacle theatre that "attempts to capture the 
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mystical and metaphysical qualities of Onental theater-especially of the Balinese dance-

drama" (Vaughn 195). 

Artaud set down some ideas about how to challenge conventional theatre and 

establish his theatre of cruelty. Those traditional theatrical properties under attack are the 

use of language, text, and the overemphasis on psychology, a strong element of realistic 

theater. To replace the above elements, Artaud suggested the use of spectacle, which 

emphasizes the impact of the visual effects created by the actors' bodies, human sound, 

and scenic elements such as lighting, color, costume, and simple set. 

One major attempt at removing the literary nature of theatre is the rejection of the 

primacy of language. Instead of communicating by the use of intelligible language, 

Artaud emphasized other possibilities of human sound such as "groans, roars, liturgical 

chants, folksong, declamation, babblings—the whole range of human vocal possibility. 

(Harrop and Epstien 307). A natural byproduct of this de-emphasis on language is the 

abandonment of a linear plot. If a text is used, it is used as a sounding board for the actor 

to develop his ""deepest impulse [about the text] and create a physical form" which will 

express "the deepest purpose of the play" (Harrop and Epstein 303). The theatre of 

cmelty is not interested in being faithful to the text and giving an interpretation that is 

related to the playwright's intention. Rather, it is interested in finding the deepest 

meaning of the text and using it to develop a spectacle, i.e., the spectacle is developed 

according to the theme of the play, and does not necessarily follow the text faithfully. 

Artaud's theatre emphasizes the element of spectacle through the use of actors' 

bodies. Artaud stressed that "The actor is both an element of first importance, since it is 
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upon the effectiveness of his work that the success of the spectacle depends, and a kind of 

passive neutral element, since he is ngorously denied all personal initiative" (98). He 

stressed that"" We tend to base the theater upon spectacle before everything else" (98). 

Artaud attacked literary and conventional theatre and suggested replacing it with 

one that is based on spectacle because, as Carison stated, Artaud believed that theater has 

been "conupted by speech and words, logic and narrative" (Performance 126). Marshall 

McLuhan echoes this point in his Understanding Media and The Medium Is the Message. 

He states that "Post-Renaissance humanity had been rationalized into using but a part of 

its sensory capacity and had hidden its feeling beneath intellect and printed word. But 

now the imagistic world of film, television, and visual immediacy could retum to the 

human kind its capacity for a total sensual experience of life in a prerational, 

muitifocused, and many-faceted way" (qtd. in Harrop and Epstein 300). And Artaud's 

theater aims to create such a "total sensual experience of life" that communicates to the 

subconsciousness of the audience. Hanop sums up the aim of Artaud's theatre of 

cmelty: 

[It] rejected overly literary, psychological and intellectually didactic theater; 
wished to retum to a theatre of myth and ritual; emphasized dream, fantasy, and 
archetype; demanded a new theatrical language of physical signs and hieroglyphs; 
created an all-embracing sensual impact and spectacle; aimed at a therapeutic 
purgation in the spectator. (300) 

Artaud might be more of a visionary than a practitioner, but his ideas of theatre 

are significant and have influenced some important contemporary theatre artists such as 

Jerzy Grotowski, Peter Brook, Richard Schechner, Joseph Chaikin, Mabou Mines, and 

two dance theatre artists-Martha Clarke and Pina Bausch. Artaud established the 
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tradition of a theatre that is built on visual and visceral impacts rather than on the 

intellect. In the form of a theatre of cmelty, the spectacle, the use of sound, the use of the 

performer's body, and other visual elements become the standard properties for this type 

of theatre. If we say that the works of the Bauhaus display the nature of theatre as a time-

and-space art, Artaud also continued the same line. It is important to emphasize again 

that the elements of space and time are not used in an Aristotelian sense; that is to say, 

they are not treated as secondary to help intei-pret a literary text. Rather, they are used as 

signs or as texts to be decoded, instead of being used to serve a literary text; the elements 

of plot, character, thought, and language are either abandoned or are used in a non-

Aristotelian sense. The elements of plot and thought are transformed into a repeatable 

theme, which is presented in a spectacle, and can occur again and again in the 

performance. Language is reduced to chant or groan. The portrayal of a character is not 

based on the use of sensible language or behavior; rather, it is depicted as a hieroglyph by 

the use of gesture, movement, and sound. In Artaud's theatre, "a total sensual 

experience" replaces a conventional and intellectual theatre. 

Bertolt Brecht, a contemporary of Artaud, developed ideas for the epic theatre, 

whose aim is to call for political change, a goal that differs from the metaphysical theatre 

of Artaud. 

Brecht and the Epic Theatre 

Though the genesis of the form of epic theatre began with German director Erwin 

Piscator (1893-1966), it is Bertolt Brecht whose name is most closely associated with this 
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fonn. Brecht's formation of the epic theatre is indebted to his experience in working with 

Piscator, from whom Brecht leamed some skills of exposing theatre as an artifact, not an 

illusion of real life: "the use of choruses of commentators, songs and dances, projected 

titles and summaries, and making use of much of the mechanical apparatus" (Styan 140). 

Unlike Artaud, who did away with text, Brecht assigned text an important function like a 

parable, teaching the audience how to think about a moral dilemma (Styan 140). Brecht's 

theatre is a political one featured by breaking the theatncal illusion that is cherished in a 

conventional theatre. Brecht listed in his Short Organum the comparison between his 

epic theatre and a conventional one. 

Brecht stated that "the modem theater is the epic theatre." (33) He called the 

conventional theatre "dramatic," and his own theater "epic." The differences between the 

two include: the former uses a linear plot and the latter episodic Ucnative; the fonrier 

hypnotizes the audience, the latter alienates the spectator so he can become an objective 

observer; the former presents incidents as inevitable, and "the human being is taken for 

granted"; the latter suggests that "a human being is alterable and able to alter"; the 

structure of the former is linear, and the latter is "made up of montage and each scene for 

itself; the former shows evolutionary determinism, the latter shows man as a process; the 

former stresses emotions, the latter demands an intellectual decision from the audience 

(37-38). 

The case of the epic theatre is an interesting one; it breaks away from some 

traditional theatre conventions and maintains some. It also strikes a balance between the 

literary value and the performance aspect of theatre. As Styan states, "Although Brecht 
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inclined towards the more closed, 'parable' play which focused on a moral dilemma, his 

was still a narrative form, telling a story . ." (140). The narrative fonn of Brecht's play 

can be seen is his linear dramatic structure by the use of the six elements of plot, 

character, thought, language, music, and spectacle. Styan thinks it is Brecht's philosophy 

on the alienation in the acting, among other technical elements, that differentiates his 

theatre from conventional theatre: 

Brecht's special contribution was to envisage a particular role for the actor in all 
this, using him to help destroy conventional illusion. It was the actor's task to put 
himself "at a distance' from the character he was portraying and the situation he 
was involved with, in order to arouse a thinking, enquiring response in the 
spectator. (140) 

Though Brecht keeps all the Aristotelian elements, he uses them differently so as to 

establish an epic theatre that possesses properties unique and standard to this form of 

theatre. Alienation in acting is one of the standard properties to epic theatre. 

Besides a presentational style of acting, other standard properties of epic theatre 

which aim to prevent the audience from having an emotional identification with the 

characters include: an episodic structure, intermittent use of slides, choruses, and songs, 

and the deliberate exposure of theatrical machinery to remind the audience that they are 

watching an artifact, not a real-life event. Those above standard properties especially 

explicates that theatre is also a technical art, which includes machinery and acting. 

To summarize the differences between the epic theatre and traditional theatre in 

terms of the use of standard properties, they are as follows. First, epic theatre changes 

the traditional way of composing a plot by the use of an episodic structure. Next, though 

the element of character is still kept, the acting approach to it is changed. The 
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conventional acting approach is representational, and Brecht's theory of alienation in 

acting is presentational. This difference illuminates that theatre is a performance art. 

Though characters can be understood just by reading the text, the acting style makes a 

difference in appreciating characterization as a performance art. Third, on the element of 

thought, Brecht gives an open ending instead of a clear resolution at the end of the play. 

He challenges the audience to get the theme of the play by having a rational and 

intellectual attitude toward the performance. Fourth, the element of language is still a 

very dominant element in Brecht's epic theatre. Finally, the elements of music and 

spectacle are important, as I have explained earlier; their function is both to break the 

illusion and to serve as sources of entertainment. Brecht's theory of alienation, his 

demand on the spectator, and his ideas for staging a production greatly influenced the 

twentieth-century theatre (Vaughn 72). Joseph Chaikin and Pina Bausch are two 

examples of artists influenced by Brecht. 

If we say that Artaud's theatre upsets the belief that a theatre has to be nanative 

and use a text, then Brecht's epic theatre bnngs the idea that theatre can still tell a story, 

yet it need not be told in a linear fashion. This opens up the possibility of looking at the 

time element of theatre; the development of a performance does not have to be linear. 

Though the aesthetics of Artuad differ radically from those of Brecht, their theones of the 

theatre converge in illuminating the technical or scenic elements and the use of actors as 

essential theatrical elements. By focusing on the above two elements, Artaud and Brecht 

took different routes from the traditional theatre, which emphasizes more the literary 

aspect of the six elements. 
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The Theatre of the Absurd 

The disillusionment of man as a rational being which began after the two worid 

wars is best captured in the absurd theatre, which arose in the fifties. Martin Esslin 

(1918-2002), who coined the term "theatre of the absurd" and published a book about it 

in I96I, includes the definition of absurdity in lonesco's words: "Absurd is that which is 

devoid of purpose.... Cut from his religious, metaphysical, and transcendental roots, man 

is lost; all his actions become senseless, absurd, useless" (Absurd 670).^ In this kind of 

theatre, Esslin comments that an absurd play is "a different type of play-without plot, 

character, or motivation in the usual sense; a nondiscursive, theatrical species based on 

existential anguish at the absurdity of the human condition. " (Absurd 579). According 

to Esslin, dramatists who belong in this category include Samuel Beckett (1906-89), 

Eugene lonesco (1912-), Jean Genet (1910-986), Arthur Adamov (1908-1971), Harold 

Pinter (1930-), Edward Albee (1928- ), and Arthur Kopit (1938-). 

When the absurd plays first appeared, they were considered "nonsense or 

mystification," yet Esslin defended them saying that they do "/jave something to say and 

can be understood" (Absurd 668). He contrasts the conventional theatre and the absurd 

plays in the following way to illuminate that absurd theatre can be appreciated as using 

different methods for different ends (Absurd 669): 

Inevitably, plays written in this new convention will, when judged by the 
standards and criteria of another, be regarded as impertinent and outrageous 
impostures. If a good play must have a cleverly constructed story, these have no 
story or plot to speak of; if a good play is judged subtlety of characterization and 
motivation, these are often without recognizable characters and present the 
audience with almost mechanical puppets; if a good play has to have a fully 
explained theme, which is neatly exposed and finally solved, these often have 
neither a beginning nor an end; if a good play is to hold the minor up to nature 
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and portray the manners and mannerisms of the age in finely observed sketches, 
these seem often to be reflections of dreams and nightmares; if a good play relies 
on witty repartee and pointed dialogue, these often consist of incoherent 
babblings. (Absurd 669) 

Interestingly, the above comparison points out how the standard properties of the 

absurd theatre differ from those of a conventional theater. The absurd theatre totally 

abandons the "rational devices and discursive thought" of the conventional theatre to 

"express its sense of the senselessness of the human condition and the inadequacy of the 

rational approach" (Absurd 671). In Counsell's words, the absurd theatre "ruptured 

extant modes of sense-making"(Counsell 139). The structure of the conventional theatre 

is no longer adequate to depict an inational world and therefore needs to be abandoned. 

The following section is a comparison between the conventional and absurd theatre in 

terms of their standard properties. 

Though the absurd theatre still employs the six elements that Aristotle listed in the 

Poetics, the nature of these six elements are different from an Aristotelian sense. For 

example, the plot and action are developed from a physical action rather than from a 

psychological point of view. "Nothing happens;" a quote from Vladimir in Waiting for 

Godot is tme of the element of action in this type of theatre: Characters on stage are 

employed in tnvial physical activities such as running, slapping, exchanging hats, etc. 

There is no intemal psychological reason or motivation to explain why they do what they 

do except to pass time. In the absurd theatre, "situation and circumstance replace 

narrative" (Counsell 116). Furthermore, the action does not move forward nor conclude 

(Counsell 124) and "has no sense of a beginning, middle and end (Counsell 120), at least 
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not in an Aristotelian sense. lonesco said that his plays have a beginning, a middle, and 

an end, but not necessarily in that order. 

Neither language is used in a traditional way. It does not express the thoughts or 

conflicts between characters. Rather, it reflects the ineffectiveness of language as a 

communication tool. As Counsell states, "dialogue may be stripped of syntax and 

grammar, the structures which enable it to express meaning, and so reduced to 'speaking" 

rather than an act of communication"( 115). As for thought, Esslin cleariy pointed out 

that there is no resolution of conflict or clear-cut messages. 

As for the elements of character, music, and spectacle, Counsell's description of 

Beckett's plays enumerates some avant-garde features: 

Theatre's visual and audial elements are frequently pared down to essentials. In 
Beckett's That Time, the illuminated face is accompanied by disjointed, tape-
recorded dialogue, and the spotlit mouth of Beckett's another play. Not I, 
incessantly speaks disordered words; we are offered not "characters' in the usual 
sense but those components of theatre used to signify character. (115) 

Like Brecht's, the absurd theatre challenges our habitual way of approaching the theatre: 

Theater audiences customarily address all that appears on the stage as sign. The 
physical object—set, prop, movement, spoken word—is assumed to be a signifier, 
and so scrutinised to elicit its concept, its signified. We therefore interrogate 
material objects for an immaterial meaning, read words for their speaker's 
thoughts and feelings, seek purpose in their movement and gestures and so on. 
But our reading of Beckett's stage is not able to transcend the level of material 
things, for space signifies only space and movement symbolises movement alone. 
Although the components of Beckett's stage do demand to be read symbolically, 
for they are elements of a symbolised other-place, they lack precisely that 'higher' 
meaning which we expect; the conceptual signified of such signs is that they are 
matenal, they 'mean' only what they are. The audience therefore seeks 
transcendent meaning, only to find it missing, not from the stage but from the 
world it represents. (Counsell 115) 
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The above quote, though it is about Beckett's theatre, points out two features of 

the absurd theatre: first, that the above strategies depict "a worid devoid of meaning," and 

second, it challenges our habitual way of approaching theatre elements. They should not 

be treated only as containers for meaning, but should be appreciated as " the raw matenal 

of theater" (Counsell 115), that is, the physical nature of theater. As a result, the absurd 

theatre compels the audience to focus on the process, rather than the product of the 

performance. This kind of attitude that emphasizes process over product greatly 

influences the postmodem theatre. 

The nihilism in the theatre of the absurd announced the end of the optimistic spirit 

of early modemism in its faith in the progress of humanity and reason. The era of the 

absurd theatre anticipates the coming of the age of postmodemism, which rejects 

miodemism in both its form and content. 

Challenges from the Avant-Garde Theatre 

From the above discussion, it is obvious that the modem avant-garde theatre 

artists challenged the Aristotelian emphasis on the elements of plot, character, thought, 

and language. It shows that theatre can be created simply by spectacle, and that even 

though plot, character, thought, and language are employed, they do not have to be 

representational. The following is a list of the challenges that the avant-garde theatre has 

established. 

1. Theatre can be non-Anstotelian and non-representational. Tnstan Tzara (I896-I963) 

stated that art should be "Freed of the burden of imitating life" (Carison, Theones 
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343). Dumas/I/5 (1824-1895) argued that theatre is limited by its conventions and 

It should not copy nature, an idea that is against Zola's naturalism (Carison, 

Theories 285). 

2. It is possible to have a theatre of form and not representational, which Carison 

describes as "a theatre based not upon extemal reality or psychological reality, but 

upon pure form, as were certain experiments in painting" (Performance 345). For 

example, "the Bauhaus reinforced the importance of performance as a medium in 

its own right" (Carison, Performance 120). 

3. Plot is abandoned. A clear logic and linear time development is not necessary if the 

theatre does not aim at telling a story. And even if there is plot, it can use an 

episodic structure rather than a linear one, as is evidenced in the epic theatre. 

4. As for the characters, "the absurd theatre revolutionizes them and create non-characters 

and non-speech, such as in the plays of lonesco" (Gassner 377). 

5. Language is no longer a standard property in the theatre from a modemist 

point of view. In a Bauhaus performance, language can be totally discarded. And 

in an Artaudian theatre, language can be reduced to chanting or murmuring. 

6. Regarding thought, the theatre of the Bauhaus shows that theatre does not 

have to have meanings. The epic theatre and the absurd theatre prove that the 

conflicts and dialectics of the play need not be resolved, as often happened in 

traditional plays. 

7. In the avant-garde theatre, such as the Bauhaus and the Artaudian theatre, music and 

spectacle, the elements that are low in the Aristotelian list, become standard 
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properties. Furthemiore, some elements that are never discussed have been 

discovered as important elements in theatre-such as the elements of time, space, 

and performer's body. 

After this bnef comparison between the classical and avant-garde theatre, I would 

like to further analyze some of the properties that are standard in the avant-garde theatre. 

Some Standard Properties of Avant-Garde Theatre 

The following list is a consideration of some possible properties standard relative 

to the modem avant-garde theatre in Walton s terms. By ndding itself of its literary 

function, the avant-garde theater especially illuminates that theatre is an art of time, 

space, and human body. 

Time 

The time element does not follow a linear structure. For example, some of 

Beckett's absurd theatre is circular, and the epic is episodic; and in the theatre of form, 

the development of the performance is based on the formal relationship between 

theatrical elements such as lighting, sets, props, etc. 

Space 

In classical theatre, space needs to represent a fictitious place. The avant-garde 

theatre abandons this idea. For example, though the space in Waiting for Godot suggests 

an obsolete place, it does not indicate any real location. Furthermore, the avant-garde 
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theatre gives the element of space a kind of importance that one does not find in classical 

theatre. Artaud argues that theatre is an art of space where a director develops a 

perfonnance based on the mise en scene. 

Performer's Body 

In the classical theatre, the function of an actor is to become (represent) a 

fictitious character. In Artaud's theatre, he stripped away the psychological portrayal in 

acting. Artaud treated the human body as an element to be molded along with other 

theatrical elements, such as space and music. 

The avant-garde theatre shows that, by stripping away the necessity for nanation, 

the only common elements in both traditional and modem avant-garde theatre are the use 

of time, space, and performers, though the uses of them differ drastically between the two 

kinds of theatre. The modem avant-garde theatre has also relieved theater of its literary 

function, and this emancipation is even more developed in the postmodem theatre. 

Postmodem Theatre 
Introduction 

The term "postmodem" is difficult to define because it means different things to 

different disciplines and critics (Docherty 1). Some theorists define it by chronological 

reason; some notice the common goal of postmodemism. For example, Silverman states: 

The "post-modem' period needs to be divided . . . into two distinct phrases: (a) a 
'modem-;5r period, 'modemism,' extending from the eariy 1960s through the 
1970s, in which the still-traditional essence of the "modem' work was brought to 
appearance in self-reflective structures of self-disclosure, and (b) a 'post-
modemist' phase, "postmodernism,' beginning in the 1980s, in which the residual 
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essence of the 'modem' work, initially explored by the modemists, is finally 
being exploded, radically called into question, explicitly and overtly challenged, 
deconstructed. Among the different arts, of course, these historical periods begin 
and end with slightly different dates. The above schema, making no claims to be 
the only possible, or even the only useful interpretation. . . . (Silverman 214) 

The above statement points out how postmodemism is usually defined and the 

complexity of defining it. Though there is no agreed definition for postmodemism, there 

is at least a consensus that postmodemism is a revolt against modemism. In general, 

"postmodemism critiques in relation to modemity; to subvert the cultural products, 

attitudes and assumptions of modemity, the modem is the ground on which the 

postmodem stands" (Kaye 2). In Linda Hutcheon's words, postmodemism is the 

"rethinking and reworking of the forms and contents of the past" (5). 

In theater criticism, however, the term "postmodem" faces a different challenge. 

Birringer states: 

Among actors, directors, and writers there is very little discussion about what a 
"postmodem theater might be, and we notice the same reluctance among drama 
critics and scholars who continue to write about a worid of texts and 
performances that seems largely untouched by the debates on the politics of 
postmodemism or on the technological transformation of the late modem culture. 
(Theatre, Theory xi) 

As such. It is difficult or almost impossible to give a definition that will cover all the 

features of postmodem theatre. I therefore limit the scope of discussion of postmodem 

theatre by focusing on those features which are most discussed and bear obvious 

resemblance to the postmodem dance theatre. 



The Term "Postmodemism" 

Initially, the tenn "postmodem" with a developed application in the arts began 

with Charies Jencks in his analysis on postmodem architecture. His analysis becomes a 

popular reference point for cntics in the other disciplines to compare. For example, 

dance critic Sally Banes sometimes uses his paradigm to discuss postmodem dance in her 

book Writing Dancing in the Age of Postmodemism. 

In his article, Jencks states that one can see in postmodem architecture that 

"values and forms of modemism and classicism are simultaneously transformed into a 

hybnd combination" (281). He calls this feature "double-coding" (288). This approach is 

different from a traditional one to architecture or art in general. In a modem or classical 

building, one is looking for a sense of unity or purity in the style; yet in a postmodem 

building (architecture) one sees blending of various styles which reject unity. Jencks also 

calls this kind of combination pluralistic, and an absence of center. In Robert Venturi's 

term, this kind of style is "a difficult whole," which does not harmonize or unify 

(Docherty 304). 

Overall, the ideas of "double-coding," "pluralistic," having "a difficult whole," 

and a lack of a "center" demonstrate that postmodemism challenges the need for purity 

and unity in modem art. Postmodemism is not interested in presenting a unified artwork 

which represents tmth or an organized universe, as the classical work does. When this is 

reflected in theatre criticism, there is an obvious difference from the classical, modem, 

and postmodem theater. In speaking of the former two theatres, one can speak of styles, 

such as naturalism or expressionism of the modem theatre. However, in postmodem 
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theatre there are no such unifying styles. Instead, postmodemism addresses the 

individual artist or artwork. Lyotard calls this phenomenon the death of master nanative. 

This IS a major reason why I will focus my discussion on some representative artists such 

as Kantor, Wilson, and Foreman, instead of discussing a unifying style. 

Some Representative Postmodem Theatre Artists 

In this section, I want to discuss works by some representative postmodem theatre 

artists and how their works change the standard properties relative to traditional theatre. 

Finally, a list of properties that are standard relative to postmodem theater will be 

provided. 

In the section of avant-garde theatre I have analyzed that it has called our 

attention to theatre being both a time and space art. The postmodem theatre extends this 

direction and brings new ideas about how time and space should be treated. One 

significant theatre artist who brings a new concept to space is Polish director Tandeusz 

Kantor. The revolution of the time element will be discussed in the section about Wilson 

and Foreman, both of whom create "the theatre of images." 

Tandeusz Kantor 

Traditionally, the element of space, when used in theatre, is considered as a 

neutral container to receive stage properties and dramatic action. It is thought of as 

neutral so it can symbolically transfer the stage properties to represent the reality that is 

outside the theatre (Kobialka 331). The process of this transition-from actual space to 

stage space—is considered neutral and objective. However, Kantor questions this notion 
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and argues that this type of representation, instead of representing truth, actually distorts 

it. He argues that a space is never as neutral as we think it is. Kantor's production of The 

Retum of Odysseus (1944) illuminates this point. 

Odysseus took place in a building which was bombed dunng the Second Worid 

War. By using a real space, instead of a theatrical one, Kantor wanted to restore "what 

had been silenced in the process of transfer from the real place to the theatre space" 

(Kobialka 333). In the production, the retum of the character Odysseus to "a space 

created by the war" is a way of "'constituting and reconstituting his ... identity" 

(Kobialka 333). This production, then, like Kantor's other performances, is an answer to 

the reality rather than a representation of it (Kantor 199). Though the idea of questioning 

representation has begun in modem avant-garde theatre, Kantor has a special reason to be 

against representation: '''In times of madness created by man. Death and its frightening 

troupes, which refused to be shackled by Reason and Human Senses, burst into and 

merged with the sphere of life" (Kobialka 332). Kobialka comments on Kantor's insight: 

This new perception, when expressed in art, had to question and expose the gaps 
in the tradition which defined a work of art in terms of representation affirming 
the life of the extemal order of things. Kantor rejected that order and its systems 
of power, as well as their right to continue to mould and to be depicted via 
imitation, illusion, and fiction in a work of art. Instead, he focused on that other 
reality which was almost obliterated by war, a destroyed room; that is, illegitimate 
'raw' reality that was not and could have no longer been altered by the pre
existing artistic modes of representation. A "real' object (a destroyed room) took 
the place of an "artistic" object (a theatre building). (332) 

Though Kantor also staged productions in a theatre, his idea of space is still not 

for representation. He believed that "theatre ought to be treated as an autonomous space, 

rather than a place of transfer " (Kobialka 333). Under this notion, space does not 
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represent a locale. It is itself. The idea of using found space rather than a traditional 

theatre space can also be seen in the works of Richard Schechner and some works by the 

Judson Dance artists. Kantor's importance is not only in showing us the value of using 

found space; his concept of giving autonomy to theatrical space, that it does not need to 

be representational, can also be seen in the works of Robert Wilson. 

Robert Wilson 

The theatre of Robert Wilson is well-known for its uses of "archetypal images and 

cultural icons" (Brockett, Century 433). As such. Dean Wilcox describes Wilson's 

theatre as one of form and structure, which is developed by "spatial logic" like that of 

architecture (241): 

By structuring his productions around visual images rather than a wntten text, he 
significantly downplays the nanative aspect of theatre to provide a truly visionary 
experience. Characterized by fragmentation and juxtaposition of visual and aural 
elements, Wilson's theatre is more concemed with form and structure than it is 
with plot or linear narrative. (233) 

The above quote points out several important aspects of some of Wilson's theatre. 

First, Wilson abandons text in the conventional sense, i.e., it is not used to help develop a 

plot or story, at least not in an Aristotelian sense. Language is used minimally. When it 

is employed, it is used for evocation rather than communication. 

There is also another important dimension in Wilson's employment of language. 

He uses "the structures of the marginalized such as autistic children" (Brockett, Century 

432), and his texts include "misspellings, incorrect grammar and punctuation" and, as a 
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result, some might think his texts are "intentionally irrational," while others might believe 

the texts are "rational" like " any unconscious thought" (Goldberg 187). 

Because Wilson's work does not depend on a script but on the interaction of the 

formal elements, he changes the conception of how time should be used in a theatrical 

performance. Traditionally, a play has a clear beginning, middle, and end, because of its 

linear structure. Wilson's works "had no beginning or end in the conventional sense, but 

w ere a series of oneiric or free association declamations, dances, tableaux and sound, 

each of which might have its own brief theme, but which did not necessarily relate to the 

next" (Goldberg 188). The structure of development through time does not depend on a 

hnear sense but on the various possible ways of juxtaposing images. Sometimes, a 

crossing through the stage takes an hour. This creates a hypnotic effect and changes our 

usual perception of time. 

Next, Wilson's work creates a "temporal depth" of "layering" of images (Wilcox 

251) in which one feels that "the past, present and future are witnessed simultaneously" 

(Wilcox 252). Wilcox explains: "Elements from one section of the individual's life are 

juxtaposed with another without reliance on chronology. Like the structure of the human 

mind in which a memory from many years ago can be invoked by a recent occurrence. 

The two time frames collide as the past and present intertwine" (251). Wilson's 

productions change our habitual way of approaching time with a clear sense of beginning, 

middle, and end. His use of time element breaks the usual sense of chronology and 

creates stretching or simultaneous effects. 
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Another postmodem feature in Wilson's works is the overiap of other fields. For 

example, his Einstein on the Beach involved collaboration with musician Phillip Glass 

and dancer Lucinda Childs. In this work, the elements of music and dance were very 

strong. Marvin Carison comments that this kind of crossing over disciplines is a common 

experiment for both dance and theatre in the 60s (Perfonnance 110). 

Finally, Wilson's use of "altemative modes of perception" bonowed from the 

autistic (Wilcox 254) echoes Richard Foreman in challenging our habitual perception of 

theatre and the world around us. 

Richard Foreman 

The theatre of Richard Foreman is also non-linear. Instead of telling stories. 

Foreman's theatre is about "his meditations on art and existence" (Brockett, Century 

436). As Brockett states, "Foreman's ultimate purpose was to make his audience aware 

of how it actually sees (as well as making it aware of how it has been conditioned to see)" 

(Century 437). To achieve this goal. Foreman uses the following methods in structuring 

his productions. 

Foreman's theatre, like that of Wilson, is based on visual images. Foreman uses 

recorded voices and stretched cords to require exact execution of pictonal design from 

his performers (Brocektt, Century 437). During the process, the audience will hear 

Foreman's and sometimes the performers' taped voices as the tableaus are being formed. 

This is for two reasons: first, the audience is constantly reminded of the presence of the 

author; and second, through the interaction between or simultaneous occunences of taped 
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dialogue and tableaus, the audience experiences "the dialectical process of thought" 

(Brockett, Century 437). The following paragraph will illuminate this quote. 

Foreman abandons the traditional way of structuring theater because he believes 

that "developing .. .in a predictable, nanative framework ... would evoke conditioned 

patterns of intellectual and emotional response." His works, which "agitate for radical, 

alternative modes of perception" challenge the audience to be aware of the fact that our 

habit of consciousness is conditioned (Mananca xii). Foreman exposes the fact that "we 

are taught to view within the framework of coherent narrative" (4-5). Foreman describes 

this kind of training as "traveling [on a] . . nanow road [which] shuts out a multitude of 

suggestive impulses and impressions," that, in the long run, will lead to "self-righteous 

demands" to deny the ambiguity in life and "the suppression of all sensory richness." 

Foreman finds the above mentality "rigid and frightening" (4-5). 

Besides challenging ideology. Foreman and Wilson also challenge our concept of 

time and space. As Mananca says, in the theatre of images "Neither time nor space are 

bound by conventional law. Time is slowed-down, speeded-up—experienced as duration. 

It is never clocked-time. Likewise, spatial adjustment is frequent ... [and creates] 

multiple viewing," thus subverting or frustrating our habitual way of one-dimensional 

focus (Marranca xiv). 

The aesthetics of Kantor, Wilson, and Foreman demonstrate the common spirit, if 

not the style, of postmodem theatre. First of all, they abandon traditional form because 

they view the Aristotelian type of theatre as an "ideological instrument" (Carison, 

Performance 475). Augusto Boal, another postmodem director, argues that linear theatre. 



by showing an action which is unavoidable and detenninate, conditions the thought that 

change is not possible (Carison, Perfonnance 476). Cntic William W. Demastes echoes a 

similar point by stating that a traditional genre, such as realism, "fits the conventional 

patterns, a desire to control and anticipate causal determinism, a control of its 

surroundings" (259). The postmodem theatre therefore rejects the forni of traditional 

theatre because the latter is ideological, according to a deconstmctionist stance. This 

kind of denaturalizing attitude toward the arts is nghtly summanzed by Linda Hutcheon: 

"What precisely, though, is being challenged by postmodemism? First of all, institutions 

have come under scrutiny: from media to the university, from museums to theaters" (9). 

Furthermore, "the margins and the boundaries of social and artistic conventions" that 

used to define limits between "particular arts . genres and art itself" are transgressed by 

postmodem practices (9). 

The postmodem theatre has challenged the rules set by conventional theatre and 

established a new convention. The following section is a detailed discussion of this 

point. 

Traditional Theatrical Properties Subverted by Postmodem Theatre 

In the previous section, I discussed how postmodem theatre artists have 

introduced new properties to theatre. In this section, I would like to place postmodem 

theatre in contrast to a traditional one. In the comparison, we can examine how 

postmodem theatre has challenged Aristotelian elements and has established new 

properties to theatre. 
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Plot 

Anstotle places plot as the most important among the six major elements for 

Greek tragedy. However, it is not a standard property in postmodem theatre. One cannot 

find a linear plot or recognizable story in a postmodem perfonnance. The reason, as 

Augusto Boal argues, is that postmodem theatre sees dramatic action as created by the 

spirit of conditioned social thought and must be rebelled against (Carison, Perfonnance 

476). In postmodem theatre, a linear plot or action is either replaced by repetitive themes 

as in Artaudian postmodem theatre, or is replaced by the formal elements of space and 

time. 

Character 

One characteristic of postmodem theatre is that "The theatre of character is over." 

(Fuchs 89). That does not necessarily mean that all postmodem theatre abandons the 

element of character, but that character in the traditional sense is not found in the 

postmodem theatre. There is no coherent use of language or behavior; there is no 

psychological motivation. For example, in Wilson's theatre, characters are treated as part 

of the visual element in the whole mise en scene. Also, there is no protagonist or 

antagonist. In Kantor's performances, the characters are known as roles, such as a 

soldier, or a mother, or a bride, but there is no central character in the sense that his 

actions influence the relationship of those around him. Third, in some types of 

postmodem theater, instead of portraying fictitious characters, actors play themselves. 

They use biographical materials in the performance, as in the postmodem dance theatre 
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of Pina Bausch. A character in a traditional sense, with a clear sense of personality which 

can be analyzed by a psychological approach, is of no interest to postmodem theatre 

artists. 

Thought 

Thought, in the Aristotelian sense, is the theme of the play which is developed 

through a linear structure, with a sense of beginning, middle, and end. In postmodem 

theatre, thought is not presented in a linear fashion, nor is it resolved at the end of the 

performance. In Foreman's theatre, the goal is to be aware of the consciousness of 

making art. The element of thought is in the process, instead of being communicated by 

the individual elements of character, plot, or language. In Foreman's theatre, the element 

of thought cannot be compared to a traditional theme. As is also the case in Wilson's 

theatre, sometimes there is no meaning, though he also says that there might be a 

multiplicity of meanings. As Susan Sontag argues, some contemporary art does not aim 

at giving meaning, but calls for appreciation for its form (12). Thought, therefore, is not 

a standard property relative to postmodem theatre, at least not in an Anstotelian sense. 

Language 

Language has been a standard property relative to traditional theatre for centuries. 

It IS a major element in depicting a character and it helps the action proceed. In a 

postmodem theatre production, since character and plot are no longer considered 

necessary, language is therefore either abandoned or is not used with a semantic purpose. 
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Most postmodem theatre also abandons text and sees no reason why language should be a 

necessary element for theatre. Even when language is used, it is used in a non-traditional 

way, such as used for evocation in Wilson's theatre. It is seldom used in a conventional 

way to depict character and help develop the plot. 

Spectacle and Music 

Though Aristotle did include these two elements as essential in the Poetics, he did 

not regard them as important as the first four elements. He argues that the value of a 

good tragedy should not be achieved by spectacle but by excellent anangement of action. 

The postmodem theatre, however, proves that theatre can be defined alone by spectacle 

and sound. The theatres of Wilson and Foreman are examples of this type of theatre. 

The intemal logic is how the visual and audial elements relate to each other and does not 

depend on a linear structure. 

In classical theatre theories, the elements of time and space are not treated as 

independent elements. Neoclassicism's concept of the three unities argues that time and 

space should serve the purpose of representing a unified action. Time and space are 

treated so to represent a real time or real locale. This kind of treatment does not call the 

audience's attention to actual time during the performance nor the physical space of the 

theater. However, the postmodem theatre calls our attention to the importance of actual 

time and the physical space of the theatre. As a matter of fact, the different employment 

of time and space can decide if a theater is traditional or postmodem. This idea will be 

elaborated in the next paragraph. 
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Standard Properties Relative to Postmodem Theatre 

Time 

The sense of time in traditional theatre is linear. The postmodem theatre by 

dropping the element of plot also abandons the linear nature of time structure. In the 

theatres of Foreman and Wilson, our sense of time is altered. We either feel a stretching 

of time through repetitive movements or a sense of perpetual present such as in Kantor's 

productions, since he was constantly on stage and manipulating the stage picture. In 

either case, the time element in the postmodem theatre is not linear because it is not 

interested in a "fictitious stage time" (Carlson, Theories 40). 

The time element is a property which plays a significant role in deciding if a 

theatre work is traditional or not. If a work is traditional, the standard property of time is 

linear; and in a postmodem work, the time structure is non-linear. 

Space 

In a traditional theatre production, space means a fictitious locale where the 

dramatic action takes place. In a postmodem theatre piece, space is recognized as a 

physical element where a spectacle is built, such as in Foreman's theatre. In postmodem 

theatre, space does not have to be representational. It can be an element, like any other 

theatrical element to be molded for the performance. Also, a performance need not be in 

a theatre building. It can happen in a found space, such as in Kantor's productions. 
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An Overall Comparison Between Postmodem Theatre 
and the Others in Terms of Standard Properties 

Some critics include postmodem dance theatre in the category of postmodem 

theatre (Brockett, Century 461-2), What follows is a list of the standard properties of 

postmodem theatre in contrast with other types of theatre. Hopefully this comparison 

will help to elucidate if postmodem dance theatre does possess some standard properties 

of postmodem theatre, and hence should be placed in the category of theatre. 

Basically, we can classify all the theatres that I have discussed into the following 

categories: Aristotelian, avant-garde, and postmodem. Each of the three kinds of theatre 

has its own rules and standard properties. In the Aristotelian theatre, we look for 

properties that would include the six elements of plot, character, thought, language, 

music, spectacle, and a linear structure to organize these six elements. This type of 

theatre is also described as linear, literary, coherent, and logical. Theaters that belong in 

this category include classical theatre and realistic theatre. 

The avant-garde theatre that I have chosen to discuss includes the self-referential 

theatre, Artaud's theatre of cruelty, Brecht's epic theatre, and theatre of the absurd. 

Goldberg describes the avant-garde artists as "impatient with the limitations of more 

established art forms" (9). The avant-garde theatre rebels against realism and the 

Aristotelian mles. Though some avant-garde theatres still employ the six elements of 

plot, character, thought, language, music, and spectacle, they abandon the traditional way 

of employing those elements. Some avant-garde theatres use only the music and 

spectacle elements; some announce the death of character, and some abandon texts. 

94 



Postmodem theatre resembles the avant-garde theatre in many ways: it is non

linear, it subverts the use of language, it emphasizes the use of the peri^onners' bodies and 

the elements of the time and space. However, there are some significant differences 

between these two types of theatre. Even though the avant-garde theatre rejects the 

conscious logic of an Aristotelian theatre, there is still an underiying logic or mode that 

unifies the elements of a play/theater (Brockett, Century 430). For example, though the 

theatre of the absurd defies Aristotelian structure, its still has an identifiable style that 

unifies the various elements of the play into a single whole. In postmodem theatre, 

however, fragmentation or "a difficult whole" (Jencks) replaces the idea of unity. 

Another dominant feature is the blurring between genres. Therefore, an avant-garde 

theatre is not necessarily postmodem, but postmodem theatre is necessarily avant-garde 

because it aims to break conventional rules. 

By breaking away from some traditional rules, postmodem theatre establishes 

some standard properties of its own: the element of time is non-linear, the use of space is 

not representational, the use of language is non-nanative, traditional characterization is 

abandoned, and it sometimes uses elements that cross over into different disciplines. In 

short, some significant features of postmodem theatre are non-literarity, fragmentation, 

and crossing between genres. 

There is also an interesting discovery after comparing the standard properties of 

all types of theatre: when postmodem theatre rids itself of the literary function, it shows 

that what is common among all kinds of theatre is that they all use the elements of time, 

space, and performers. Does this mean that these three elements are the standard 
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properties of theatre in general? On the other hand, dance is also a time-space-body art. 

How to distinguish theatre and dance by their employment of space and time will require 

a careful application of Walton's criteria of properties, a point that will be developed in 

Chapters IV and V. The survey of the standard properties of postmodem theatre will also 

serve as a referential point to judge if postmodem dance theatre qualifies in the category 

of theatre. 
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Notes 

This analysis derives from Nathan's lecture on Plato, using Grube's translation 
of the Poetics. 

-1 am grateful to Dr. Jonathan Marks, who pointed out the few remarks about 
Aristotle's opinions of acting in Greek tragedy in Poetics. 

' This list of the avant-garde theatre is by no means exhaustive. It only refers to 
the types of avant-garde theatre that I choose to analyze in this chapter. The examination 
of the standard properties of these avant-garde theatres will help to illuminate the 
connection between postmodem dance theatre and avant-garde theatre. 

Some theatre theorists believe that Artaud's theatre of cruelty should be classified 
as postmodem theatre. For example, Silverman states, "The theoretical announcement of 
a postmodem theater was given by Antonin Artaud in his seminal work. The Theater and 
Its Double, published in France in the 1930s" (137). However, before the emergence of 
postmodem theories, Artaud's theatre had been placed in the category of avant-garde 
theatre. I discuss Artaud's theories early in the section of avant-garde theatre in relation 
to other types of avant-garde theatre simply for chronological reason. However, I also 
believe that the placement of Artaud's theater in the avant-garde category does not 
necessarily contradict the postmodem features of his work. A work can be both avant-
garde and postmodem but not the other way round. For a more detailed discussion about 
this point, see the conclusion section of this chapter. 

^ Martin Esslin explained that "the dramatists whose work is here discussed do not 
form part of any self-proclaimed or self-conscious school or movement" Esslin 
categonzed the works of Beckett, lonesco, and Pinter in the theatre of the absurd because 
collectively "their work most sensitively minors and reflects the preoccupations and 
anxieties, the emotions and thinking of many of their contemporaries in the Westem 
world" (Absurd 669). 
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CHAPTER III 

AN HISTORICAL AND ANALYTICAL SURVEY 

OF DANCE PROPERTIES 

Introduction 

Compared with the abundant theories and criticism of theatre, dance suffers a 

relatively less criticism about it as an art. Even Aristotle mentioned the idea of dance 

only once in Chapter One of Poetics (Anstotle 1). Philosopher David Michael Levin 

suggests that there are several reasons for this neglect. First of all, dance has been 

considered as a female art due to its ritual origin as worship of Mother Earth and its aim 

of reaching an ecstatic and mystic celebration (Levin 86). Second, Levin argues that, 

from a Christian point of view, the body is not considered as holy because it is 

"associated with spontaneous libidinal sensuousness"(Levin 86-87). Levin concludes 

that patriarchal Westem society rejects the sensuous body because it is "identified with 

the female principle" (Levin 88). A fourth difficulty is the ephemeral nature of dance-it 

is hard to capture in words an art basically of movement, one that cannot be pinned down 

as easily as some other arts (Levin 95). These reasons explain, in principle, why dance 

criticism, as compared with theater criticism, has been less productive. This creates a 

difficulty in evaluating and understanding genres like postmodem dance theatre. There 

has not been enough criticism on the analysis and understanding of the medium of dance. 

The attempt at understanding dance is a fairiy contemporary effort. 
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After Anstotle's definition of dance in Poetics, it was not until the eighteenth 

century that some ballet masters tried to elevate the role of dance as art by defining it as 

an imitative art. Particularly, with the emergence of modem dance and postmodem 

dance there have been more theories on dance as an independent art. The purpose of this 

chapter is to trace and analyze how some dance properties are illuminated in the styles of 

classical, modem and postmodem dance through the theories and criticism that began in 

the eighteenth century. This survey will be used as a basis to examine how postmodem 

dance theatre possesses some standard properties relative to the category of dance in 

general, and in postmodem dance in particular. 

Before I begin the survey of dance history and criticism, it is essential for me to 

limit the scope of this chapter to include only those dance genres that are categorized as 

performing art and does not include ethnic dance. In Katia Canton's words, " the term 

dance is used generically to embrace diverse theatncal manifestations in the field, from 

seventeenth-century ballet to contemporary dance-theater in various Westem countries" 

(8). (Italics hers). I will also limit my discussion to those aspects of dance cnticism 

which help to illuminate what properties of dance are considered as standard, variable, 

and contra-standard. 

Ballet 

A Brief History 

The commonly held belief is that ballet was conceived in haly and began to be a 

court art and entertainment dunng the reign of Henry III of France dunng the late 
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sixteenth century. According to Kraus, "The term ballet was derived from the Italian 

ballare, meaning 'to dance,' and from the word ballo, referring to dances as performed in 

a ballroom" (70) (Italics his). It was under French King Louis XIV in the late 

seventeenth century that ballet established a foundation as a codified theatrical art (Kraus 

71). Louis XIV requested his ballet master, Piene Beauchamp, develop the system of en 

dehors (tumed out), which was popular then in social dances, into the basic foundation of 

ballet. It was this that made it become an art with "definitive codifying technique and a 

professional dancing style" (Canton 9). In 1670, Louis XIV established the Paris Opera, 

a school for the training of dancers and, through this institution, he and his dancing 

masters greatly influenced the estabhshment of ballet as a theatrical art (Canton 9). 

Mainly through Beauchamps's effort "the five fundamental positions of the feet and the 

twelve positions of the arm became the basis of ballet technique and . . education in 

ballet" (Kraus 75). So the history of ballet began as "a royal divertissement and symbol 

of status, [and] gradually evolved into a system, mcovporalmg pirouettes, demi-pointes 

and other virtuosic movements, which finally demanded of its practitioners a unified 

formal training"(Canton 39). 

However, the features of a classical ballet as we know of it today were not 

established until the nineteenth century with the success of Boumonville's La Sylphide 

(1836), a fairy-tale ballet, in which the technique and style of ballenna Mane Taglioni 

became the epitome of balletic art. The importance of this ballet is best summanzed in 

the following quotation: 

[La Sylphide] deeply changed the developments of Westem ballet. Mane 
Tagliom's fast and virtuosic footwork was so influential that, from then on, all 
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other ballennas had to be technically skilled at usmg pointe shoes the way she 
did. ... As dance cntic Walter Teny had said, the piece ushered in a new era of 
the ballet, where themes derived from classical mythology, popular since the 
inception of ballet, began to be replaced by European legends of fantasy and 
romance. The roles included nymphs, sylphs, ghostly maidens, and, ultimately 
faines. (Canton 42) 

The success of La Sylphide initiated a new era where "the female dancer became 

the protagonist of magical, supematural stories [and] Romanticism in ballet stamped the 

ballerina's image with an ethereal imprint" (Canton 41). 

The court of France established the foundation and populanty of ballet, yet the 

court of Russia, especially during the nineteenth century, began to become a most 

important site for developing the art of ballet. Ballet became a popular art in Russia 

under the Empress Anna de Courtland, niece of the reformer Peter the Great, who 

""imported many French and Italian dancers to work as performers and ballet masters," 

and founded a State School of Dancing in 1735 in Saint Petersburg (Canton 41), The 

most important ballet master who worked in Russia in the mid-nineteenth century was 

Marius Petipa, who " choreograph[ed] and direct[ed] the Saint Petersburg Imperial 

Theater and Maryinsky Company" (Canton 41). It is said that the classical ballet is most 

identified with the works of Petipa (Canton 9). 

During his time in Russia, Petipa created ballets such as Sleeping Beauty (1890) 

"that are characteristically formalist, technique oriented and grandiose in scale" (Canton 

8-9). Generally speaking, it is commonly thought that Petipa popularized a new form of 

romantic ballet in which "fairy tale heroes and heroines who tumed into ballet's 

exemplary protagonists, replac[ed] the earlier vogue of otherworldly sylphs and dead 

nymphs" (Canton 42-3),' With this new form, Petipa also advocated a necessity for 
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ballet to have "dramatic content, with a unit of drama containing a beginning, 

development, and a denouement" (Canton 2). 

Modem Ballet-Michel Fokine (1880-194?"! 

At the end of the nineteenth century, ballet reached a low point (KrausI41). It 

was rigid and sterile, and it became only a display of spectacle (Kraus 142). Then, at the 

beginning of the twentieth century, Fokine challenged the stereotyped ballet of his time. 

His writing and choreography marked the beginning of modem or new ballet. 

Fokine received his ballet training in the Imperial School of Ballet in St. 

Petersburg between 1889 and 1898. He was a brilliant dancer, teacher, and 

choreographer (Kraus 141). He criticized the ballet of his time as "acrobatic, mechanical, 

and empty" ("New Ballet" 103). In challenging these features, Fokine argued that ballet 

was an art of expression. He states, "Expression is as necessary to ballet as any other art, 

even more so" (108). Fokine advocates that "In order to restore dancing its soul we must 

abandon fixed signs and devise others based on the laws of natural expression" ("New 

Ballet" 103). Fokine's idea of an expressive dance was inspired by watching Isadora 

Duncan's dance and by his observation on the art of Greece, China, Japan, Persia, Egypt, 

and so on (Copeland 259). With these inspirations, Fokine challenged the rigidity of the 

old ballet, and made contribution to ballet in the following ways: 

the classic technique [of ballet] was expanded to include freer and fuller arm and 
leg movements and a more supple back. The former rigid positions for the head 
and arm were now loosened, and the movement generally was more free-flowing 
and emotional. Costumes suited the period and plot; the old classical costumes 
were abandoned for these new works. (Kraus 143) 
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Besides the above revolutions, Fokine also introduced the use of n on-balletic 

vocabulary into ballet if the dance subjects involved expressing national or racial topics. 

He argued, "the ballet master of the new school has to study, in the first place, the 

national dances of the nations represented . . . and, in the second, the art and literature of 

the period in which the scene is laid" ("Letter" 259). 

Among Fokine's revolutionary ideas was having his dancers wear sandals and 

Eastem shoes in his ballets ("New Ballet" 107), Furthermore, Fokine employed tum-in 

positions in his ballet although it was Nijinsky who has been credited as the first one to 

use tum-in footwork. Fokine adopted tum-in positions in his Petrouchka (1911), in 

which Nijinsky danced the title role. Though it was modem dance which was praised as 

being able to depict dark subjects, Fokine's balletic work Petrouchka, in which the 

puppet-protagonist Petrouchka is wrongly killed, is a good example to show that ballet is 

also capable of depicting dark issues. Petrouchka is also important in many other ways: 

[It] combined elements of folk art in the dancers of the crowd—an historically 
accurate setting . ., and a tragic theme expressed through dramatically vivid 
dance, combined in a ballet of unprecedented and unparalleled dramatic cohesion. 
(Clarke and Crisp 169) 

To sum up, Fokine's new ballet differs from old ballet in the use of new 

vocabulary, the freer approach to movement, and the introduction of new subjects (other 

than fairy tales) to ballet. 

By the end of the nineteenth century, ballet had established a firm foundation as 

art with a clear vocabulary of its own. Fokine introduced innovative ideas in using 

unconventional vocabulary and subjects; however, both classical ballet and Fokine's new 

ballet emphasize dance as an expressive or representational art. Later in the twentieth 
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century there have been some rebellions against the representational nature of ballet, with 

Balanchine's modem ballet being an example, a point that I will develop later. 

Dance Criticism about ballet 

During the eighteenth century ballet masters not only focused on developing the 

skills of ballet, some of them also wrote treatises concerning the role of ballet as art. 

Notably, those ballet masters had to resort to Aristotle as an authonty to argue that dance 

IS an art: "the final authority is always Aristotle, who, in the first chapter of his Poetics 

formulated his ideas of the dance. " (Copeland 48) as follows: "but the art of dancers 

[uses] rhythm by itself without melody; for they too can represent characters, suffering 

and actions, by means of rhythms given form" (Aristotle 1). Aristotle's description of 

dance assigns it a purpose similar to that of theater-to represent. 

By building dance theories on Aristotle's imitative and interpretative approach to 

dance, early dance critics wrote dance criticism reminiscent of Aristotle's criticism to 

theater. Consequently, they made dance art similar to theater by bonowing some of the 

latter's elements or features. Thus, both are taken to be representative and both rely on a 

dramatic stmcture depending on the imitation of character, emotion, and action. 

Copeland states the influence of Aristotle's dance criticism on eariy ballet criticism: 

Aristotle's definition is at the root of all the battles the ballet has fought from 
Jean-Georges Novene (1760), who terms it an art of imitation designed to "copy 
nature faithfully and to delineate the emotions upon the stage,' down to Michel 
Fokine, who, in his tum, championed the dramatic ballet against the great formal 
ensembles, stylized and abstract, arranged by Manus Petipa, the French ballet-
master who reigned for half a century over the Russian dance. (48) 
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What follows begins with Novene's attempt at defining ballet as an imitative art 

and how it illuminates the standard properties of ballet or dance. 

Georges Noven-e (I727-18I0), a French ballet master and choreographer, 

published the famous Lettres sur la Danse et les Ballets in 1760, one of the eariiest 

treatises in ballet criticism. Novene claimed "dance as an art and an expression of 

nature" (Cohen 57). Noverre's critical approach "definitely attested to the transformation 

of dance from a royal divertissement into an authentic artistic language form" (Canton 

40). Noverre argued: 

Ballet, being representations, should unite the vanous parts of the drama. Themes 
expressed in dancing are, for the most part, devoid of sense, and offer a confused 
medley of scenes as ill-connected as they are ill-ordered; however, in general, it is 
imperative to submit to certain principles. The subject of every ballet must have 
its introduction, plot and climax. (60) 

Besides emphasizing that dance must imitate a dramatic structure, Noverre also "insisted 

that ballet should represent action, character, and feeling . . " (Cohen 41), echoing what 

Aristotle said: " for even he, by the rhythms of his attitudes, may represent men's 

characters, as well as what they do and suffer" (Copeland 15. Poetics: 144 7a). It is 

obvious to see Aristotle's influence on Noverre's argument; Novene implanted the linear 

dramatic structure into dance and bonowed other theatrical elements such as character, 

feeling and action to use in dance. The only difference between dance and theater is that, 

according to Noverre: "dance [is] a substitute for words" (Copeland 47). 

Noverre's treatise is important in several aspects. First, though it emphasizes that 

dance should have a structure similar to drama, it also expresses that dance should, by 

movement alone, be sufficient to express meanings. Novene's demands on the autonomy 

105 



of movement solely "were far greater than those of his predecessors" (Copeland 17), 

This is revolutionary in his time, when spoken verses and telling costumes were still 

employed "to explain the meaning of its ballets" (Copeland 17),^ Second, Noven-e 

established the imitative and representational nature of classical dance. To him, the 

imitative nature is the true function of dance, a concept that is also supported by his 

contemporaries. Battens, Bonnet, Cahusac, and Diderot (Copeland 17), and Fokine in the 

eariy twentieth century. Though this function is abandoned by some modem ballet, such 

as in the works by Balanchine, it is still an important feature of classical dance that needs 

to be addressed. 

George Balanchine (1904-1983) 

George Balanchine once said that ballet "is like a rose . [It's] beautiful and 

you admire it, but you don't ask what it means" (187). Balanchine does not believe that 

ballet needs to be imitative and narrative although he sometimes does ballet with a plot. 

He states, "a plot is a very difficult thing for the dance. You cannot dance a story" 

(Balanchine 188), Balanchine is also skeptical about the ability of dance to represent 

character (Copeland 109), Copeland illustrates Balanchines's above two points by using 

Agnes de Mille's Tail River Legend as an example: 

As Selma Jean Cohen points out, one of the characters in Agnes de Mille's "Fall 
River Legend" is, if not a mother-in-law, at least a stepmother. But de Mille 
cannot accomplish this feat of characterization without the assistance of a 
theatrical property. (The father places a white shawl, already associated with the 
mother who has died, around the shoulders of another woman while his daughter 
watches). (106) 
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Balanchine argues, "The ballet is such a rich art forni that it should not be an 

illustrator of even the most interesting, even the most meaningful literary pnmary source. 

The ballet will speak for itself and about itself. . . ". Therefore, Balanchine believes that 

"the realm of story and character is better left to literature altogether. . ." (Copeland 106). 

In this respect, Balanchine's position is similar to those of modemist artists who are 

interested in presenting the pure form of its medium without having to serve an outside 

function such as literature. As Levinson argues, defining dance as an imitative art, as 

Aristotle does, "assigns to the dance an aim outside of itself . . . [and] dance ceases to be 

a thing in itself (48). What Balanchine is concemed with is that dance be based on 

movement and that "our movements have to be performed in the composer's time . . . this 

movement of bodies in time" (Cohen 187). Balanchine points out that the essential 

elements for dance are body movement and time, not literature.^ 

Rayner Heppenstall also sees no reason why ballet has to be representational. 

John Martin summarizes Heppenstall's viewpoint: 

the classical style of ballet reflects what is "thought most significant in the culture 
of the West.' [Heppenstall] specified the qualities he considered distinctive: 
extrovert, expansive, centrifugal, objective. With these properties, he asserted, 
ballet needs no representational interest; it need not compete with drama. In 
itself, the style is "epitome of the total history of the West," with its respect for 
tradition, for order, for "clarity of spirit." Ballet, he noted, "expresses only itself, 
which is to say, certain general qualities of style. (Copeland 350) 

Levinson has a similar view and approaches dance from a formalist perspective: 

the spirit of the classical dance is "the configuration of motion in space" (114). He 

argues that dance is a pure form, and is "neither imitation nor expression", and that these 

two theories "assign dance a function outside itself and treat dance as a "sign' (5), 
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Levinson's criticism lays the groundwork for fonnalist dance cnticism, which helps one 

see that dance as an art of movement and not literature. 

The above criticism shows that dance, like theater, has both imitative and non-

imitative forms: "Dance in the theatre today, apart from its ephemerally amusing aspects, 

has a dual identity: it can be seen as the exploration of the inner landscape of man's 

feelings, or as a movement, as in the masterpieces of George Balanchine" (Clarke and 

Cnsp 8-9), What then are the standard properties of ballet? 

Standard Properties of Ballet 

The Tum-out Position 

As Copeland points out, "Tuming out is the essence of ballet and we must pause 

to examine its aesthetic significance,... For 'tuming out' means that the dancer, 

whatever the convolutions of the dance, continually shows as much of himself as possible 

to the spectator" (245). However, this property was challenged by Nijinsky when he 

used tum-in footwork in his Afternoon of a Faun (1912). The same tum-in position was 

also used in Fokine's Petrouchka (1911). This kind of tum-in footwork was first 

considered a detour in classical ballet, but was later accepted in the vocabulary of new 

ballet. The reason why Aftemoon of a Faun and Petrouchka are still considered as ballet 

is because they contain other properties standard relative to ballet. The controversies that 

were first aroused by the tum-in footwork of Nijinsky's ballet also shows that a balletic 

work need not have all the standard properties of ballet so long that it contains some other 

standard properties. 
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A closely related idea to the tum-out is the use of the five positions of the feet. 

"To be a ballet dancer meant one had been trained in the vocabulary of steps that started 

and finished in one of the five basic positions of the feet" (McDonagh 65). Copeland 

explains the relationship between the tum-out and the five positions of the feet: 

. . . we've known for many years that classical style is movement based on the 
five positions of the feet. But we are looking for the principle that is manifested 
in the five positions, and that is the principle of outwardness, of en dehors . 
Generally this is taken to refer to the rotation of the legs in the hip socket, 
popularly known as the "tumout," and it is logical to consider this first, not only 
because it accounts for those five positions, but because it constitutes the major 
physical task to be accomplished by the ballet student. (341) 

The tum-out and the five positions are the most representative of 

standard properties relative to classical ballet. Copeland emphasizes, "The classical 

ballet style—brilliant and elegant-does not exist without it" (342). 

Against Gravity 

Ballet, in contrast to modem dance, develops its technique to fight against gravity 

and emphasizes the "ideal of flight" (Climenhaga 58-9). As Susanne K. Langer states, 

"The most important, from the balletic standpoint, is the . sense of freedom from 

gravity" (Copeland 43). 

The Vertical Line 

Other balletic features resulted from the tum-out position include the verticality 

and upnghtness in the body. Lincoln Kirstein states, "the verticality of classical ballet, 

the upnghtness of human beings distinguishes us from animals." Akim Volinsky echoed. 
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""with the vertical...begins the history of human culture and the gradual conquest of 

heaven and earth" (Copeland 228). In contrast, modem dance embraces horizontal lines.^ 

Dancing on the Point of the Toes 

As Fokine states, dancing on the point of the toes, along with other characteristics 

such as with the feet tumed out, are important standard properties of ballet (Copeland 

258). Copeland also emphasizes that dancing on the toes are one of ballet's standard 

properties: "generally it can be stated that ballet-training and performance accentuates the 

area of air, denial of gravity by leg-work in beats and jumps; bnlliant multiple tums; 

speed in the stage-traverse; pointe (toe)-shoes; [and] virtuoso acrobatics . . .(239). This 

quote also summarizes the standard properties of ballet which were discussed in previous 

paragraphs. 

Some of the above analysis explains the standard properties of ballet. The 

concepts of Balanchine, Levinson, and Heppenstall, illuminate the standard properties of 

dance in general, i.e., that dance employs the elements of time, space, and movement. 

The emergence of modem dance rebelled against the standard properties of ballet 

and proved that those properties might be standard to ballet but not to dance in general. 

Before I begin to introduce the history of modem dance, I would like to remind the 

readers that it is important to keep in mind that what early modem dance rebelled against 

was the stereotyped ballet of the eariy twentieth century. Ballet in contemporary time has 

undergone different evolutions and some companies employ vocabulary or subject 

matters from modem dance and ethnic dances. There has been much cross-fertilization 
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between ballet and modem dance. As Cohen points out, Cunningham is one such 

example who is basically a modem dance choreographer, yet some of his choreography 

looks balletic (Copeland 235). As a result, a clear-cut distinction between ballet and 

modem dance is a challenge in contemporary dance cnticism (Copeland 235). 

Modem Dance 

Introduction 

Modem dance in its essence is a revolt against classical ballet, not only against its 

subject matter but also against its technique and its emphasis on the ethereal. Modem 

dance began in the late nineteenth century among American and German choreographers 

who created an aesthetic based on "the bare feet, and a more grounded relationship with 

the world, in opposition to ballet's ethereal qualities." Modem dance also "emphasized a 

contemporary world view, [and] privileged emotion over form and a search for both 

individual and universal expression" (Canton 9). In John Martin's words, it is an art of 

"inner landscape" (Cohen 135). 

For the convenience of discussion, I would divide the history of modem dance 

into three phases: the pioneering, historic, and revolutionary generations. The 

pioneering stage began around I890's in America when Isadora Duncan, Loie Fuller, and 

Ruth St. Denis began to "practice a dance form for which there had been no descnptive 

category" (McDonagh 1 3). Their styles were in no way similar to ballet nor to each 

other's. As a matter of fact, some dance histonans onginally call their work "free dance" 

and give the label "modem dance" to the historic generation of choreographers, which 
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includes Mary Wigman, Martha Graham, and Dons Humphrey, who began their work 

between the two worid wars (Copeland 231). 

The Pioneering Generation 

What is common among the pioneering generation is that they were not ballet 

trained dancers who "had to devise a system of movement that was suitable for their 

individual expressive needs" (McDonagh 65). This begins a feature that marks the 

difference between ballet and modem dance. For ballet, there exists a universal and 

codified system of vocabulary and training. For modem dance, as McDonugh states: 

it was that at the outset of modem dance an exploration of form became a 
necessary adjunct to the expression of an artistic sensibility. The exploration 
started with Loie Fuller, Isadora Duncan, and Ruth St. Denis and accelerated in 
the 1930"s with the specialized technical contributions of Martha Graham and 
Doris Humphrey and the historic generation of modem dance. (65) 

Since each pioneering modem dance choreographer had to develop a system to 

suit her own expressive style, the history of modem dance is "rapidly cyclical: revolution 

and institution; revolution and institution" (Banes, Democracy's Body 5). Modem dance 

is characterized by individual diversity, and it is impossible to include all these disparate 

styles under the term "modem dance." However, one can still find a common feature 

among the pioneering and the first-generation modem dancers: that their movement is 

more natural in comparison to ballet, a characteristic initiated by Fuller, Duncan, and 

Ruth St. Denis. 
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Loie Fuller (1862-1928) 

Fuller began her career as an actress, yet achieved popularity by being a "free 

dance" performer. She gained her success in Paris in the 1890's and was well-known for 

her stage effects, such as transforming herself into a butterfly or other natural creatures 

by manipulating large fabrics, and sticks, and with effects of light and shadow, (Banes, 

Democracy's Body 11), There was no nanative or technique so to speak in Fuller's 

performances. "The movement that was required to create the desired visual effect was 

the correct movement" (Banes, Democracy's Body 2). Sally Banes states that Fuller 

established "two hallmarks of modem dance: freedom of movement and the solo form" 

(Banes, Terpsichore II). Fuller was interested in portraying natural objects on stage, 

whereas Duncan was interested in using natural movements in her dance, 

Isadora Duncan (I877-I927) 

Like Fuller, Duncan gained her recognition first in Europe, particulariy in Pans. 

Although she had seen Fuller's perfoirnances and gained encouragement from her, 

Duncan worked in a different direction (Banes, Terosichore 2). She was more interested 

in portraying "'natural movements" inspired "by the motions of natural things - waves, 

trees, the cycles of the seasons" rather than becoming natural objects, such as flowers or 

insects, in her dance. Duncan looked to the Greeks for an ideal model of natural 

movements. Duncan stated, "If we seek the real source of the dance, if we go to nature, 

we find that the dance of the future is the dance of the past, the dance of etemity, and has 

been and will always be the same" (Copeland 262). What she meant by the dance of the 
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past was the fluid and simple human movements that she found depicted in Greek vases, 

an ideal model for her own creation of dance (Banes, Terpsichore 2). She wanted to 

"find a "natural' movement expression in the human body, outside the restricting codes 

and costumes of the ballet" (Banes, Terpsichore 2). 

Duncan started a tradition of modem dance which emphasized the individual. 

This is reflected in finding a personal style and technique for a portrayal of deep and 

individualized emotions (Banes, Terpsichore 2). Duncan developed a technique initiated 

from the solar plexus, which she believed was the "source of human movement and 

emotions . . . that dictated the use of the whole body in dance, from the center outward . . 

." (Banes, Terpsichore 2). 

Duncan and Fuller laid down the common feature of modem dance which "is the 

emphasis on humanism and a retum to nature," a legacy that is continued by the historic 

generation of modem dancers (Copeland 289). 

Ruth St. Denis (1879-1968) 

Like Duncan and Fuller, St, Denis chose to develop an individual style that was 

different from ballet. The style of St. Denis is characterized by Orientalism based on her 

personal impressions and interpretation of dances from "East Indian, Egyptian, and 

Japanese" styles (Banes, Terpsichore 3), 

Ruth St. Denis and her husband Ted Shawn ran their Denishawn School from 

1915 to 1935, and the repertory included a wide range of selections: "Delsartean 

exercises, Indian, Javanese, Chinese, and Japanese dance techniques" (Banes, 
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Terpsichore 3). It is interesting that she also included fundamental ballet training in the 

Denishawn School. Another important contribution of St. Denis was her "music 

visualizations," which "were dances that minored the stmctures of musical compositions 

in terms of mood, as well as notes and phrasing" (Banes, Democracy's Body 3). From 

this professional school, St. Denis and Shawn fostered many important historic-

generation modem dancers such as Martha Graham and Doris Humphrey, who later on 

rebelled against the emblematic exotic aesthetic of St. Denis and Shawn. 

Though the above three pioneers had different aesthetics, they are categorized in 

the same category of modem dance because their work "broke with the conventions of 

the classical ballet; [and] did away with dancing on pointe, pirouettes, and the inevitable 

'tutu"'(Fischer-Licht 7), 

The Historic Generation 

Unlike their teachers St. Denis and Ted Shawn, Martha Graham and Doris 

Humphrey abandoned exotic themes and dance styles. Instead, they chose to work with 

contemporary American themes that "recognized the serious issues of the day, with 

modem life and not faraway times or places" (Banes, Terpsichore 2). Instead of 

depicting a mysterious pseudo-Oriental context, Graham and Humphrey reflected in their 

work contemporary concems marked by individual agony, industnalization, wars, and 

other social issues. 
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Martha Graham (1894-1991) 

Martha Graham is considered the most representative among modem dance 

choreographers for many important reasons. The Graham technique that she established 

has been a foundation and is still practiced in the modem dance curriculum in many 

countries (Cohen 135), Furthermore, she created dances with detailed nuances of 

psychological development so that her characters become human icons who represent 

emotions the audience can identify with (Lordi 57). 

At the time when Graham was producing in the late twenties and early thirties, the 

United States was suffering from the Great Depression and the worid was in between two 

w orld wars. One popular artistic style created during this period was German 

expressionism, which was affecting Amencan theatre through such artists as Eugene 

O'Neill and Robert Edmond Jones. Graham shared with those artists a concem with how 

an individual inner world was afflicted by wars and industrialization (Lordi 55). Trying 

to depict how an individual could respond to the above existential angst, Graham 

portrayed the dark side of human beings, drawing inspiration from sources such as Greek 

mythology, American and Indian legends, and Emily Dickinson's poetry (Lordi 57). In 

Graham's dance, the individual is raised to a status similar to that of a Greek hero or 

heroine, whose individual suffering is transformed as universal pain. As Lordi states, 

"Her characters are transformed from historical figures into icons of the human 

experience" (57). 

The Graham technique, which is based on a contraction-and-release principle, is 

especially capable of achieving Graham s demand for "dramatizing psychological 
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connotations of pain and ecstasy" (Banes, Democracy's Body 3). As Cohen summanzes 

the Graham technique, "the Graham exercises stress the inner core that motivates 

movement from the torso and recognize the force that must be expended to raise the body 

from the floor" (135), Compared with ballet, the Graham technique embraces the use of 

the floor and uses more of the torso (Cohen 137). Graham consciously compared the 

newness of her aesthetic to ballet: 

As a result of twentieth-century thinking, a new or more related movement 
language was inevitable. If that made necessary a complete departure from the 
dance known as ballet, the classical dance, it did not mean that ballet training 
itself was wrong. It was simply found not to be complete enough, not adequate to 
the time, with its change of thinking and physical attitude. (Cohen 137) 

Though Graham also choreographed non-nanative and abstract dance, she 

popularized the dramatization of the inner world, a feature that John Martin commented 

was essential to modem dance (Cohen 135). Doris Humphrey, another monumental 

figure in the American modem dance, also had a similar concem with depicting personal 

feelings in her dance. 

Dons Humphrey (1895-1958) 

Like Martha Graham, Doris Humphrey also received her dance training at the 

Denishawn School, only to leave it later, feeling that she needed to dance something that 

was about twentieth-century Americans (Cohen 144). Her contribution to modem dance 

is significant: she started a company with Charies Weidman and both of them 

popularized modem dance by touring around college campuses in the United States 

(Cohen 144). Humphrey was a founder member of the dance faculty of the Juilliard 
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School of Music (McDonaugh 19); and when she retired as a dancer, she became the 

artistic director for the Jose Limon company (Cohen 144). Finally, she devised a 

technique based on the fall-and-recovery principle that is still taught m the modem dance 

curriculum. 

Humphrey's technique was based on what she called the two essential elements of 

the body: "the change of weight and the breath-pattem" (Cohen 145), which create two 

polar extremes of activities: "balance and unbalance, fall and recovery" (McDonagh 17). 

Based on this "intellectual approach to dance," Humphrey created dances about natural 

phenomena such as "Water Study" and "the Life of Bee," and social commentaries which 

deal with "economic inequities or political imbalances" (McDonagh 19). 

Sally Banes best captures the similarity and differences between the 

techniques of Graham and Humphrey: 

Both use abstraction, or distortion, of the natural breath cycle - on which 
they built complex superstructures of dance vocabularies and syntax. For 
Graham, the breath could pull the body into contraction and release, 
extreme positions dramatizing psychological connotations of pain and 
ecstasy. For Humphrey the breath pulled the body out of two possible 
kinetic and symbolic "deaths" - the stable positions of standing upright 
and lying down - into fall and recovery, creating an asymmetric arc that 
both traced theatncal designs of interest and signified the social triumph 
over inertia . (Terpsichore 2) 

Both Graham and Humphrey established some of the foundations or old norm of 

modem dance vocabulary: the use of breath-pattem and gravity. Their work is also full 

of narrative about human struggles, particulariy the psychological aspect, a feature that 

will be challenged by later generations of American modem dancers. 
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While Graham and Humphrey and their contemporaries were making modem 

dance in the States, Mary Wigman contributed to the growth of German modem dance, a 

precursor to the contemporary German post-modem dance theatre. 

Modem Dance in Germany 

American modem dance became the catalysts for German modem dance when 

Ruth St. Denis appeared in Germany after the First World War and was an "immediate 

sensations" (Manning and Benson 30). Among German modem dancers, the most 

important is Mary Wigman, pupil of Rudolf Laban. Wigman and Laban created and 

popularized the ausdruckstanz (dance of expression or expressive dance) in the twenties, 

a form which viewed dance "as a mode of social engagement," and a precursor to 

German tanztheater (Manning and Benson 30). 

During the Third Reich, expressive dance lost its populanty in Germany and 

emigrated to the US. This created an opportunity for cross-fertilization between 

American and German modem dance, especially through the legacy of Mary Wigman 

(Manning and Benson 30). 

Mary Wigman (1886-1973) 

Like Graham and Humphrey, Mary Wigman held the belief that dance should 

reflect its time truthfully. While she thought highly of ballet for its beautiful and graceful 

technique, she also thought it was not able to portray the darkness created by the wars 

dunng her time. Wigman stated, "Times, however, became bad. War had changed life. 
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Revolution and suffering tended to destroy and shatter all the ideals of prettiness. 

Traditions, aged and cherished, were left behind" (Cohen 153). Mary Wigman advocated 

the spirit of modem dance in tune with her time: 

What this new youth demanded of life and mankind, it also demanded from the 
artistic expression of its time, namely, the honest reflection of its own emotional 
experiences in symbols of artistic creation and interpretation. It demanded this 
positive reflection from its literature, drama, poetry, painting, architecture, music 
and the dance. All of these new things were direct outgrowths from its spiritual 
restiveness, its material challenges. (Cohen 153) 

In terms of Wigman's contribution to the form of modem dance, Copeland 

praises the expressive dance she created as "modem dance in its purest manifestation" 

(26). Muller and Servos made a detailed analysis which will illustrate the above praise: 

Mary Wigman choreographed the first version of Hexentanz (Witches' Dance). 
This was a short study with ascetic movements which would make her famous 
throughout Europe and the USA. The specialty of this piece - which is danced 
barefoot - is that it begins with the dancer in a crouching position and then 
develops along the vertical and horizontal axes from the centre of the body. It 
contains the essential elements of the new dance: the inclusion of the floor, 
against the traditions of classical ballet, the development of the principle of 
contraction and release (long before Martha Graham's concept of "contraction 
and release" became a stylistic pnnciple of Modem Dance) and the creation of 
expressive gesture. (Muller and Servos II) 

Wigman not only shared with Graham and Humphrey their concem for 

contemporary suffering but also created a technique based on gravity and breath pattem. 

Following is a brief summary of some standard properties of modem dance established 

by these figures. 
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Stand Properties of Modem Dance 

Use of Gravity 

The first common element among the first generation modem dancers is the 

recognition of gravity. In Graham, it is the contract-and-release technique and the use of 

floor exercises; Humphrey, it is her fall-and-recovery technique. For Wigman, it is the 

contract-and-release technique and the use of the floor. 

Inner Dramatization. 

All the above modem dancers work on depicting an inner world. Although they 

also created abstract dance, such as the Water Study of Humphrey, the dramatization of 

the individual world is a major element to be discussed in modem dance. Banes states, 

""The emphasis on the personal in American modem dance made the course of its history 

entirely different from that of the ballet, Martin called it 'the materializing of inner 

experience"" (Banes, Terpsichore 5), Each of the three choreographers has her own 

motto in terms of this characteristic: "Graham spoke of "making visible the interior 

landscape' and Doris Humphrey described modem dance as "moving from the inside out" 

(Copeland 232), and Wigman stated, " the expression without the inner experience in the 

dance is valueless" (Cohen 152). 

Though modem dance succeeds in establishing properties that are different from 

ballet, it does not so much question the medium of dance itself h differs from ballet in 

techniques and subject matters and yet resembles it in the use of a linear and nanative 

approach. The medium of dance itself was cntically questioned by a later generation of 
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modem dance choreographers such as Nikolais and Cunningham, who abandon 

emotionalism and representation in early modem dance. 

Revolutionary Figures-Alwin Nikolais and Merce Cunningham 

Nikolais and Cunningham move modem dance in a direction drastically different 

from the previous generation. As a result, their work challenges categorization; both of 

them are categorized as modem or postmodem by different critics or scholars (Docherty 

147). The following paragraphs will give some analysis of this complexity about 

categorizing their work; however, the major focus will be how their work illuminates the 

standard properties of dance. 

Alwin Nikolais (I9I2-) 

Alwin Nikolais began his career as a musician and puppeteer with Hanya Holm, a 

German modem dancer who came to the States after the Second Worid War to continue 

the legacy of Mary Wigman (Cohen 204). Then Nikolais formed his own company. 

Demonstrating many sides of his versatile talents, "he expenmented with new forms of 

lighting . with slide projections, and electronic scores. His productions featured 

movements, lights, colors, sounds" (Cohen 204). Nikolais's work changes the direction 

of the previous modem dance generation from emphasizing emotion to focusing on 

movement itself. 

Unlike his predecessors, Nikolais sees emotion as limiting the possibility of 

"movement discovery," and says we should "think of movement as an end itself 
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(Son-ell 105). Nikolais's famous dictum, "Dance is motion, not emotion" (Climenhaga 

19), was advocated by many future choreographers. For example, much expenmentation 

in the Judson Church focused on finding various possibilities for movement composition 

and avoided emotional content. Levinson's belief that dance should not serve anything 

other than itself is illustrated by Nikolais, who sees movement itself as the most essential 

element of dance. 

Sonell gives a detailed description about how Nikolais prevents the personal and 

emotional output in order to focus on the execution of movement itself 

Nikolais has experimented with relating [the dancer] to a larger, environmental 
orbit. He began with masks to make the dancer identify himself with the creature 
he appeared to be. He went on to use objects - hoops, poles, capes — which he 
employed as extensions of the body of the dancer, who moved with them. The 
depersonalization continued as the dancer was further metamorphosed by the play 
of lights upon his figure. In each case, the object, the color, even the percussive 
sounds of the electronic score were designed to become part of the theatrical 
being of the performer . . As the dancer is depersonalized, his accoutrements 
are animized, and the combined elements give birth to a new being. From this 
being come new movement ideas that utilize dancer and property as a single unit. 
(Somell 110) 

Nikolais achieves the impersonal approach to dance by relating his dancers to 

impersonal elements, such as shape, light, color, and sound. The dancer is engrossed 

exclusively in his or her ""motional content and not emotional expression," and in this 

way, "Movements unfold freely because they are uninhibited by emotional bias or 

purposive drive" (Sorrell 112). 

Besides the rejection of the emotional and the nanative, Nikolais differs from his 

predecessors and some of his contemporanes by his "style of dance that draws on the 

technical resources of the medium of the theatre in the most imaginative manner of any 
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contemporary choreographer" (McDonagh 129). The inventive style of Nikolais troubled 

some of his contemporanes, who were "disturbed by the fact that he called his pieces 

dances," and as a result Nikolais began to call his work "theater works or presentations" 

(McDdonagh 129) or "dance theater of movement, shape, and lighf (Sonell 110). 

Nikolais's work is an interesting case for categorization, a topic interesting in itself but 

beyond the scope of this dissertation. 

Merce Cunningham has a similar goal of liberating dance from emotion and 

narrative, yet he differs from Nikolais in his attitude toward the use of multi-media 

elements. Nikolas synthesizes all the elements in his work, while Cunningham aims at 

maintaining the autonomy of all elements and not unifying them. 

Merce Cunningham (1919- ) 

Cunningham's influence on understanding the medium of dance is manifold and 

significant: he strips dance away from the burden of emotion and nanative, he introduces 

new ideas to choreography, and finally, he collaborates with artists from other fields and 

challenges our habitual ways of looking at dance. Like Nikolais, Cunningham's work 

also challenges categorization. Many dance scholars categorize him either as late modem 

or postmodem dance. 

Some dance scholars place Cunningham in the modem dance category because 

his effort at focusing only on the essential elements of the medium of dance is in line 

with the modemist approach to visual art. On the other hand, scholars like Ihab Hassan 

label him as postmodem. Though without a direct application to Cunningham's work. 
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some of Hassan's list of postmodem characteristics seem to suit Cunningham: in 

particular, indetenninancy and the lack of unity (Silverman 2). 

Copeland points out the double nature of Cunningham: 

Merce Cunningham . . . is a transitional figure between modem and post-modem 
dance, not belonging wholly or comfortably to either category . Obviously, a 
serious 'taxonomy' of the dance will require that we further divide these genres 
into subgenres (within the genres of ballet, for example, we will have to 
distinguish between classical ballet and post-Fokine 'modem' ballet). (225) 

Though Copeland does not suggest what subcategories we should invent for 

Cunningham's work, his statement supports Walton's argument that by proper 

categorization an artwork can be best appreciated. The purpose and the scope of this 

section do not allow me to analyze in details whether Cunningham's dance should belong 

in the category of modem or postmodem dance. However, I will simply suggest that 

when his work is labeled modem dance, one is focusing on the essential elements of 

dance in his work; whereas when his work is called postmodem, it is due to the qualities 

of indeterminancy and disunity in his work 

Cunningham was a dancer in Martha Graham's company, but when he established 

his own company he broke away from the nanative and emotionalism that were 

landmarks of Martha Graham's work. By doing so, Cunningham introduced a new 

"dance logic that flowed from the basic characteristics of dance instead of placing dance 

energy at the service of an "outside' non-dance elemenf (McDonagh 37). McDonagh 

claims that Cunningham left a legacy which: 

was the start of a period of self analysis that was pursued by modem dance in a 
mynad of ways after Cunningham's breakthrough. Everything was questioned 
and broken into its component parts, and many parts, once thought essential, were 
discarded. (McDonagh 83) 
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The first thing that Cunningham discarded was the linear structure of choreography, 

which he replaced with the use of chance. 

Cunningham often adopts chance as a choreographic method: "tossing coins, 

rolling dice, or consulting I-Ching" (Copeland 232). Sonell states the effect of such 

""impersonal devices" as follows: 

Cunningham rejects all subjectively motivated continuity, [and] any line of action 
related to the concept of cause and effect. He bases his approach on the belief 
that anything can follow anything. An order can be chanced rather than chosen, 
and this approach produces an experience that is 'free and discovered rather than 
bound and remembered.' Thus, there is freshness not only in the individual 
movements of the dance but in the shape of their continuity as well. (Sonell 113) 

Cunningham's use of chance refreshes choreography's approach to time. Another 

innovation of Cunningham's was his approach to space. Cohen states: 

Asserting that any position in space was important, he [Cunningham] upset the 
traditional soloist-ensemble dichotomy that had persisted from classical ballet 
through the days of early modem dance. With Cunningham the focus of the 
audience was no longer directed to the center of the stage; it was not directed at 
all but could wander to whatever group or individual seemed attractive at the 
moment. . But the choreographer's intention was simply to compose human 
movements in space and time. (194) 

In Sally Banes's words: 

Cunningham's dances decentralize space, telescope or stretch time, allow for 
sudden unison activity, repetition, and rich variety and dispersal. They do away 
with the familiar comfort and predictability of dance movement that follows 
either a musical structure, a story, a psychological structure, or the demands of a 
proscenium stage frame. (Terpsichore 7) 

Cunningham's new approach abandons some standard properties established by 

the previous generation of modem dance: the linear approach to choreography and the 

use of emotion. Cunningham is also skeptical of the philosophy of the previous 
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generation which emphasized the natural. He wants to de-naturalize the concept of the 

eariy modem dance choreographers. Copeland praises Cunningham's approach to dance 

as an example of Brecht's defamiliarization technique. "Cunningham was the first 

choreographer to achieve (or even attempt to achieve) the aims of the Russian formalist 

Victor Schlovsky (a major influence on Brecht) who wrote that art is the effort to 

"remove the automatism of perception, to increase the difficulty and length of 

perception'" (313). Yet to speak of such a liberation of seeing and hearing, one needs to 

go back to see what is wrong with how modem dance approaches perception by 

emphasizing the natural way. Copeland provides an insightful comparison between 

Cunningham's and the first generation's approach to the natural: 

Both abstract expressionism and modem dance proceeded from Freud's belief that 
below the ""cultural" ego lies the "natural" id (or in Jung's version, "the collective 
unconscious"). In order to re-establish contact with the natural and unconupted 
regions of the self, one must suspend rationality. But as de Chirico was among 
the first to point out, even the subconscious is in danger of becoming fully 
"acculturated" amidst the sensory overload environments of 20' century 
consumer society. It's no coincidence - I don't think - that Cunningham's 
aesthetic was forged in the mid-50's when the new medium of television was 
rapidly becoming an American institution. In an environment designed to 
stimulate wholly artificial desires - the "needs" of a consumer society - we have 
no way of knowing that what feels natural isn't really the result of subliminal 
cultural conditioning. (311) 

Copeland concludes that in such "an age of abundance," there is a danger that we 

might "confuse purchasing power with real freedom" and do not realize that "our most 

fundamental perceptual habits have been conditioned by forces we neither recognize nor 

control"(311). He argues that under this kind of "climate of suspicion, artists like 

Cunningham and his collaborator Rauschenberg have set out to cntically examine that 

which 'feels natural' rather than simply surrender to it" (311). 

127 



In actually realizing such a skepticism, Cunningham and his collaborators, 

Rauschenberg and Cage, practice a philosophy of disunity in their work, which is 

dissimilar to other modem art, which emphasizes a harmonious blend and unity of all 

elements. Again, Copeland compares Cunningham to Brecht on the purpose of disunity: 

Brecht's altemative is intentional dis-unity, a separation of the elements which 
ultimately serves to keep the audience at a respectful distance, to prevent them 
from passively absorbing (or being absorbed into) the spectacle around them. 

No one-and that includes Brecht himself-has earned this principle of 
separations as far as Merce Cunningham. In Cunningham's work, every 
collaborative element maintains its autonomy. The choreography, the score, the 
settings are all created in isolation and often don't encounter one another until the 
very first performance. This is the aesthetics of peaceful co-existence: sound, 
movement, and setting all inhabit the same space without affecting what one 
another do. (312) 

Cunningham's attitude toward the element of music in his dance can illustrate his 

attitude toward disunity. He requires his dancers not to perform to the music of John 

Cage, not to dance to it (Copeland 316). Such a disunifying attitude, which Copeland 

calls "politics of perception" (312). certainly upsets the habitual way of perception, which 

is accustomed to looking for unity: 

Cunningham refuses to tell us what to look at or listen to. We may decide to 
'background or tum off a sound so as to focus more intently on the movement.,.. 
Or we may cultivate a skill John Cage calls 'polyattentiveness - the simultaneous 
apprehension of two or more unrelated phenomena. (Copeland 321) 

Copeland further points out that such "politics of perception" is not to have us wony 

about what to see and hear in Cunningham's work, but is about ''the way we see and hear 

what we're given " (322), (Italics his) To this, Leo Steinberg's comments on Jasper 

Johns's work also applies to Cunningham: "Seeing becomes thinking" (Copeland 

322). In watching Cunningham's work, an audience is inspired to think that 
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linear stones were an exception to life as it is lived. Life is not completely 
harmonious in its parts, purposefully directed and without loose ends. It is, on the 
contrary, made up of arbitrary shifts of attention from one set of phenomena to 
another, and is the accumulation of a series of discrete experiential units, which 
are linked by the continuity of the individual existence rather than by thematic 
development. It is a method of composition which Cage has employed in his 
music and a means of choreographic expression that Cunningham has continually 
sought. (McDonaugh 39) 

Cunningham's revolutionary approaches to dance significantly changed our 

concepts of dance; many properties that were considered necessary, such as the linear 

choreography and the use of story and emotion, were abandoned. Instead, Cunningham 

opened up many new possibilities. Sorreli comments of the work of Cunningham, 

Nikolais, and other avant-garde choreographers in his time: 

They have explored new relationships between movement and sound, movement 
and light and color. They have stimulated a fresh awareness of the uniqueness of 
the medium of dance. If they have not demonstrated that dance must do away 
with content and narrative or emotional continuity, they have shown that dances 
can be formed without them. (Sonell 116) 

I have spent more detailed discussion on Cunningham because his work and 

theories, more than those of any other choreographer contemporary with him, shed a new 

light on the understanding of dance. Furthermore, the analysis of his work is a basic 

foundation to the understanding of subsequent postmodem dance, including 

contemporary dance theatre. The following section is a brief summary of how the avant-

garde works of Nikolais and, especially, Cunningham illuminate the essential elements of 

the medium of dance. 
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Standard Properties of Dance 
that Cunningham and Nikolais Illuminate 

The work by Nikolais and Cunningham proved that dance was: 

both a time and spatial art thus had to be evaluated only in the use of its inherent 
dimensions. It no longer subordinated its temporal physicality to story or musical 
development; it had to be inventive within its own terms, the laws of motion and 
repose. (McDonagh 33) 

McDonagh highlights that the work of Nikolais and Cunningham illuminate that the 

standard properties of dance are space, time, and movement, and that dance follows "the 

laws of motion and repose," i.e., a choreographic law. This observation is important in 

that it points out that dance is structured by a choreographic law, the law of motion, so 

that it can be differentiated from theatre, which follows a dramatic/theatrical law.^ 

This distinction will be especially helpful in evaluating the properties of the 

postmodem dance theatre in the next two chapters. By distinguishing the two kinds of 

stmctures, one can tell if the stmcture of dance theatre combines both choreographic and 

dramatic laws, instead of just using elements from both genres. This requirement is 

essential because other genres such as musical theatre and the theatre of Robert Wilson 

also combine properties from both genres, yet we do not include them within dance 

theatre. A reason might be that those cases rely more on a theatrical law instead of 

choreographic law for the development of their performances. Therefore they are 

categorized as theatre, and not dance theatre. This also shows that it is not sufficient to 

look at merely whether a performance shares properties with both dance and theatre in 

order to establish it as dance theatre. One needs to look at the underiying compositional 

structure of the performance because both dance and theatre are time art, and traditionally 
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the element of time is used differently in dance and theatre. A more detailed explanation 

of this will be made in the next two chapters, 

Cunningham not only illuminates that the standard properties of dance are time, 

space, and movement, he also introduces inventive ways of approaching the above 

elements: 

1) Any movement can be material for a dance; 
2) Any procedure can be a valid compositional method; 
3) Any parts of the body can be used (subject to nature's limitation); 
4) Music, costume, decor, lighting, and dancing have their own separate logics and 

identities; 
5) Any dancer in the company might be a soloist; 
6) Any space might be danced in; 
7) Dancing can be about anything, but is fundamentally and primarily about the human 

body and its movements, beginning with walking. (Banes, Terpsichore 6) 

Cunningham's work not only revolutionizes our concept of this medium, it also 

influences significantly the formation of and understanding of postmodem dance. 

including the postmodem dance theater, 

Postmodem Dance 

Introduction 

The rejection of a unified style or wholeness in Cunningham's dance initiates the 

beginning of postmodem dance (Copeland 320). Copeland relates this kind of rejection 

of wholeness and unity to a similar trend in postmodem architecture: 

Cunningham's rejection of 'wholeness' initiates the era of postmodem dance (in 
much the same way that Robert Ventun's rejection of the 'intemational style' in 
modem architecture - which also promoted unity and wholeness-initiated a post-
modem movement there as well). (320) 
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Actually, the term "postmodem dance" is coined by critics such as Sally Banes 

and Noel Carroll, who notice a group of dancers reacting against the unified and whole 

features of the modem dance "propagated by choreographers such as Martha Graham, 

Dons Humphrey, and Jose Limon" (Canton 72). 

In contrast with the modem dance's obsession with emotions, story, and the idea 

of total art work, postmodem dancers are concemed with "the acknowledgement of the 

medium's mechanics and materials, the formal and functional aspects of dance, as well as 

preoccupation with abstraction and austerity" (Canton 71-72). Some dance critics refer 

to the generation of postmodem dancers as post-Cunningham, which includes "Steven 

Paxton, Yvonne Rainer, Trisha Brown, Lucinda Childs and a number of other 

choreographers associated with the experimental dance workshops at the Judson 

Memorial Church in the mid 60s" (Copeland 320). 

It is necessary to mention some ambiguity about the usage of postmodem dance 

before a more detailed analysis of it is made. As I indicated eariier, Cunningham's work 

can be placed in either modem or postmodem dance. This kind of difficulty in 

categorization also applies to the works of the Judson Church dancers, Postmodemism in 

other arts began approximately around the sixties, when the Judson Church dancers also 

began their experiments in dance. In attitude, the Judson church dancers advocate a 

concem for purity, which Greenberg would call modemist. Yet to label the work of the 

Judson Church dancers "modem" suggests a resemblance to the eariy generation of 

modem dance. But it fails to have any significant resemblance. To solve this problem, 

Sally Banes labels such post-Cunningham dance "postmodem" so as to indicate that it 
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has a different attitude and aesthetic from the early modem dance choreographers like 

Graham, Humphrey, and Wigman. Copeland raises a similar concem: 

So for many of the Judsonites, the difference between dance and non-dance has 
nothing to do with the movement itself but depends on the context in which the 
movement is perceived. Dance might thus be defined as any movement designed 
to be looked at. And this concem with the movement's perceptual context is a 
direct outgrowth of Cunningham's insistence on the perceptual detachment of the 
audience. Perhaps I am still abusing the term post-modem by applying it to 
Cunningham; but it seems to me that the Judson generation's break with 
Cunningham is much less drastic than Cunningham's break with Graham-in fact, 
it's more like an organic evolution. (323) 

Therefore, if Cunningham's work is labeled as postmodem, those who follow his 

legacy will make sense if looked at as postmodem.*^ I believe that Copeland has 

provided a convincing reason for labeling Judson as postmodem because of its radical 

break from the aesthetics of the eariy modem dance. This distinction helps to look at 

different standard properties in both categories. It also explicates Walton's suggestion 

that an art work can be best appreciated by placing it in the appropriate category. The 

next section is about the experiments done by the Judson Church dancers and how their 

properties can be understood within the category of postmodem dance. 

The Judson Church Workshop 

Most dance scholars ascnbe the beginning of postmodem dance to the 

expenments done by the Judson Church dancers.'' The Judson expenments began as a 

weekly workshop at the Judson Memonal Church on Washington Square by a group of 

choreographers who attended Robert Dunn's choreography class held at Cunningham's 

studio (Banes, Wnting Dancing 207). These choreographers, however, did not work 
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with a unified style; rather, their methods varied from "chance procedures to 

improvisation to picture-scores to mle-games and tasks, and from a minimalist interest in 

sustaining 'one thing' to a welter of multimedia" (Banes, Writing Dancing 303). Banes 

writes that among those different methods, there is one common goal, to make dance 

"self-reflexive." Banes explains as follows: 

modem reflexivity requires something more - namely, that the formal elements of 
abstract work been seen as revealing essential characteristics of the medium. 
Historically, this required an added semantic dimension - that the work not 
merely be itself but that it be about being the kind of thing it is. Something from 
the intemal structure of the work or from its context was necessary to establish 
that this sort of reflexivity was operative. The postmodem dancers of the sixties 
transmuted Cunningham's (and others') abstraction into reflexivity through a 
variety of means - including manifestos, the insertion of verbal material in the 
dance itself, nudity, and ordinary movements. (Wnting Dancing 305) 

The Judson experiments try various self-reflexive methods to examine 

philosophically the medium of dance. Consequently, their experiments "lay the seeds of 

both the analytic, reductive work of the seventies and a baroque, theatrical style that has 

emerged in the eighties" (Banes, Writing Dancing 303). The following section will focus 

on some of the experiments the Judson dancers undertook, which will help to understand 

the link of postmodem dance theatre to postmodem dance in general. 

The Use of Unstylized, Ordinary Movements or Activities 

One significant feature in some of the Judson's experiments is the use of ordinary 

daily movements or task-like activities. The reason for this is two-fold: to 

"demythologize" fine art (Banes, Writing Dancing 13) and to define dance as movement 

in its purest sense by the use of unadomed daily movement. 
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Sally Banes writes that the attitude of "demythologizing" art has to do with "the 

breakdown of the distinction between art and life," a movement that began with 

Duchamp and his readymades, and was continued by Jasper Johns, who uses ordinary 

objects as art. This does not mean that "life becomes more artistic but that real life is 

both subject and matenal for art" (Banes, Terpsichore 16). Yvonne Rainer and Trisha 

Brown use ordinary movements in their dance, and Banes explains the significance of 

this: 

The choice of ordinary working movement. is on a par with the 
"demythologizing" tendency toward fine art that one finds in many of Jasper 
Johns's pieces. Stated formulaically, we might say that "ordinary objecf in art is 
equivalent to "ordinary movement" in dance . (Writing Dancing 13) 

Banes points out that Yvonne Rainer's Room Serx'ice. which is about moving a 

mattress in a room, "bears a strict genetic resemblance' to modemist art works such as 

Andy Warhol's Brillo boxes, in the same attempt at "proposing masterpieces . . 

indistinguishable from everyday objects" (Wnting Dancing 13). Banes argues further, 

"If they [Brillo Boxes] are full-blooded examples of painting , . as we believe their 

position in the history of twentieth-century art establishes, then Room Sen>ice is a dance" 

(Writing Dancing 13). Copeland offers another explanation of how task-like 

performances such as Room Sennce can be dance: 

The "dance" in each of these instances consists of whatever movements are 
needed to accomplish the task and the length of time the performer takes to 
complete the task is determined by objective conditions beyond the performer's 
(or choreographer's) subjective control. In these situations, says Rainer, 'action 
of what one does, is more interesting and important than the exhibition of 
character and attitude, and that action can best be focused on through the 
submerging of the personality; so, ideally, one is not even oneself one is a neutral 
doer.'" (Copeland 234) 
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Like Yvonne Rainer, Ann Halprin is also interested in the use of task-onented 

movement, which is "unrestncted by music or interpretive ideas" (Carison 94). The kind 

of everyday movements she uses includes "walking, eating, bathing, [and] touching" 

(Carison 95). Carison compares Halpnn's use of ordinary movement to "Cage's use of 

natural and artificial noises in musical ones" (Performance 95). What Carison says of 

how Cage and Halprin liberate music and dance applies in general to the Judson's use of 

daily movements or tasks in their work. 

The works of the Judson choreographers establish some features of early 

postmodem dance. In the task-like aspect of postmodem dance, the use of ordinary 

movements in order to fulfill the task is considered standard. Next, time and space are 

approached with free association or improvisation. There is no preconceived use of 

linear time or arrangement of space. Last, there is no representation which requires role-

play or the use of emotion. Though this approach is sometimes criticized as being too 

austere, dance critics like Copeland, Banes, and Carlson assert that this approach reveals 

dance as an art of movement involving a conscious use of time, space, and energy. 

The Use of Music 

Music IS a standard property in both ballet and most modem dance, with the 

exception of some silent dances by Wigman and Laban. However, in the experiments at 

the Judson Church, it becomes a vanable property. Two examples are the works of 

Steven Paxton and Twyla Tharp. Paxton eliminated music and technique in his pieces 

because he "has seriously questioned [music and technique] as a prerequisite to dancing 
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(McDonagh 83). Twyla Tharp, on the other hand, abandons music "because she feels 

that it competes for attention with the dance and does not allow one to judge the effects 

created by movement alone" (McDonagh 71). Instead, Tharp"used sounds of a rhythmic 

nature, such as the ticking of an electnc metronome and the snapping of fingers and 

direct voice-call signals between dancers" (McDonagh 71). In other examples, such as 

Tom Johnson's Running Out of Breath, which was discussed in Chapter One, "dancers 

spoke about what they were doing as they did it and that became the 'music' of the 

dance" (McDonagh 208). These examples show that "The rhythm of music was no 

longer used exclusively by dancers as a base upon which to move." McDonagh 

summarizes the role of music in the Judson experimentation as follows: 

Music for the newer choreographer was considered along non-dependent lines and 
anything aural that happened while a person was dancing was accepted. Music 
did not need to be prepared especially in order to be performed dunng a dance, 
nor did it even have to be reproducible in exactly the same way one performance 
of a dance to another. (207) 

The Use of Time—Pluralistic and Interdisciplinary 
Approaches to Choreographic Methods 

An important legacy that the Judson dancers created is their unconventional 

approach to choreography: the ideal that a dance can be composed by any methods 

borrowed from other art forms. Banes comments that the inception of such an open 

approach to choreography might be due to the background of the Judson's regular 

members and its visitors: Robert Rauschenberg, Robert Morris, Jill Johnston, David 

Vaughn, Peter Schumann, Ray Johnson, etc. (Wnting Dancing 212). Banes concludes 
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that "The composition of this population alone-it included visual artists, musicians, 

writers, a theater director, and filmmakers as well as dancers-made for an 

interdisciplinary brew" (Writing Dancing 212). As a result, the Judson's 

experimentation with choreography involves using compositional methods from vanous 

disciplines: the use of chance, collage, games, improvisation, media mixing, minimalism, 

number sequencing, use of scores, task dances, texts, etc. (Banes, Writing Dancing 211-

225). 

Space does not allow me to cover all the above methods in details. However, in 

the previous sections I have discussed some of them, including the use of ordinary 

movement, task dances, and the use of text. Some of these methods are related to 

minimalism by their repetition of simple movement phrases or everyday movement. I do, 

however, want to elaborate on one method, the use of collage, and examine how by its 

use a dance can break the boundary of dance and cross over to the genre of theatre. My 

reason for focusing on this one particular method is that it is an emblematic 

choreographic method used in postmodem dance theater, and the analysis of this 

compositional structure will help to relate how dance theater truly crosses both genres. 

Yvonne Rainer's collage approach to her Ordinary Dance (1962) can illustrate my point. 

Ordinary Dance is a biographical collage composed of different phases of 

Rainer's life. The content includes "her addresses in San Francisco, Berkeley, and 

Chicago, up to her first New York address; her grade school teachers; and atmospheric 

sounds" (Banes, Democracy's Body 66). The performance is a combination of verbal 

text and movement with no use of music or other sound elements. Rainer narrated the 
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text as she danced, a dance that did not necessarily conespond to the rhythm or the 

content of the text. To Rainer, Ordinary Dance is a juxtaposition "with pure dance 

movement and a simultaneous nanative" (Banes, Democracy's Body 67). Banes 

identifies this kind of juxtaposition with the collage method initiated by Duchamp and the 

other dadaists and favored by visual artists during the sixties (Writing Dancing 215). 

Through the use of collage. Ordinary Dance juxtaposes the respective standard properties 

(movements and words) and the compositional laws (choreographic and dramatic) of 

dance and theater. It is for this reason that Ordinary Dance can be categorized as a short 

piece of dance theatre. The collage method, as demonstrated in Ordinaiy Dance, 

becomes a dominant choreographic method in postmodem dance after the Judson period. 

Banes concludes that the Judson's expenmentation proves that, "not only any 

movement or any body, but also any method is permitted" (Writing Dancing 211). As a 

result, such experimentation abandons conventional choreography, which relies on "a 

literary idea or musical form" (Carlson, Performance 128) for organic movement 

development and time structure. The Judson Church choreographers create dance that is 

fragmented and disunified, and hence changes dance's approach to the element of time. 

Conclusion to the Judson Church Dancers 

The Judson Church experiments question and re-evaluate "the identity of a dance 

work, the definition of dance, and the nature of technique" (Banes, Writing Dancing 

211). They also reveal that the standard properties of dance as most broadly conceived 

are the arrangements of movement in space and time through any choreographic 
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methods. Their freer approach to dance is earned even further by postmodem 

choreographers in the eighties. 

Postmodem Dance in the Late Eighties 

In contrast with the minimalist style of the Judson Church dancers, postmodem 

dance of the eighties is characterized by theatricality (Banes, Writing Dancing 304) 

which includes " interest in nanative and story" (Cohen 217-8).'" As Cohen comments, 

"Dance has gotten very wordy" (217-8). According to Banes and Canton, those 

postmodem groups which use text constantly in their dance include French new dance, 

American Kinematic group, and German dance theater. Space does not allow me to 

discuss all the above groups. I will focus only on Kinematic and, by analyzing its Snow 

Queen, I aim to show a narrative style charactenstic of postmodem dance-one that is 

"fragmented and ambiguous" (Canton 74). features that one can also see in postmodem 

dance theatre. 

According to Banes, there are various styles of nanation in Snow Queen, "some 

via dance and spoken text, some more theatrically with gestures, scenery, costumes, and 

objects as well as words, and some with pure dance" (Writing Dancing 283). Among the 

above narrative styles, I will only discuss the use of text in the postmodem dance of the 

eighties, and that only because it is also a strong element in postmodem dance theatre. 

By this examination, I aim to determine whether, by the use of text, postmodem dance of 

the eighties has crossed over the boundary of dance and needs to be treated as a new 

category-that is, as postmodem dance theatre. The analysis of Kinematic's Snow Queen 

140 



will be a reference point to compare with the use of text in postmodem dance theatre in 

the next two chapters. 

Kinematic Group-7/;^ Snow Queen, a Postmodem Fairy tale 

One of the most popular subjects for postmodem dance in the eighties was the use 

of fairy tales. A reason for this phenomenon has to do with the influence of 

deconstmction, a theory popular in other disciplines since the sixties. Deconstmction 

aims at denaturalizing and demythologizing what we take for granted in both life and art. 

An example of this is fairy tales, among the most often criticized subjects because its 

ideology often goes unnoticed under the guise of harmless children's tales. According to 

Canton, in the postmodem context fairy tales are rewritten and reinterpreted to show how 

ideology is constmcted within them (Canton 3). 

Kinematic, an American postmodem dance group founded by Maria Lakis, Tamar 

Kotoske, and Mary Richter in 1980, was also interested in deconstructing the ideology of 

fairy tales. This group used "multi-media, fragmented and coUaged text as some of their 

story-telling devices" (Canton II). Their work The Siu)w Queen contained those 

narrative methods. 

The Snow Queen is adapted from a fairy tale written by Hans Chnstian Anderson. 

Here is the original version of the story as told by Banes: 

It tells of the boy Kay - whose heart is frozen by a splinter of ice and who. 
increasingly impervious to humanity, is abducted by the Snow Queen - and of his 
warmly loving fnend Gerda, who ventures out to save him and retums him to his 
world. (Wnting Dancing 286) 
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Kinematic's Snow Queen does not give a faithful reproduction of the original 

story. Instead, it employs collaged elements that include the use of "abstract dance," 

"pseudo-folkdance," "' gesture language," and also "the framing device of the TV (verbal) 

narrator" to explore how TV, a symbol of the commercial age, has conditioned people's 

thinking (Writing Dancing 287). 

According to Banes, S?u>w Queen is about "the TV [as] the source both of the 

disembodied authority that controls and of the story that tells the 'truth' about control" 

(Writing Dancing 287), The basic structure of the production, then, involves a 

juxtaposition between the old form and new form of thought control, represented 

respectively by fairy tale and TV. Sally Banes's description of part of the production 

illustrates such a structure: 

In Kinematic's version, a group of children... watch TV and seem to become 
possessed - or enchanted. First one child acts out a cartoon and then, when the 
television nanator's voice suddenly starts telling a fragmented version of "the 
snow queen," they all began to take on aspects of the characters in the story, to 
dance to the sundry music, and to gesture as if in some half-forgotten, vestigial 
code. By the end of the tale, it seems they have been dancing out their own story, 
for isn't television our own modem version of Anderson's distorting minor that 
shrinks human souls - the very minor whose splinters are the bits of ice lodged in 
Kay's eye and heart? But who is the Gerda who will rescue the children? 
(Wnting Dancing 286) 

The TV nanator in this production, according to Banes, is an indicator to show how "our 

docile minds and bodies are molded by the instruments of socialization - from fairy tales 

to dancing to advertisements and TV shows" (Writing Dancing 287). 

The collaged narrative method of Snow Queen is typical of what Banes describes 

as "deliberate dismantling of literary devices," and is full of "fragmentation and 

ambiguity of interpretation" (Terpsichore xxxi). I would like to focus the following 

142 



paragraphs on the analysis of whether this collage method of combining movement and 

text remains in or crosses over the boundary of dance. 

Text has been a standard property in traditional theater and is used either as a 

variable or contra-standard property in dance; the simple fact of using text does not 

automatically qualify a dance being a theater piece. If we do so, then our standard is too 

inclusive. One needs to look at how text is used. In traditional theater, text is a major 

element for expressing the thoughts of the playwrights, a tool for the development of 

action (story), and a way of characterization. When it is used in dance, it is either treated 

as a supplementary tool for narration (as in the case of ballet), or is used as a sound 

accompaniment in place of music, as in the case by some Judson choreographers (with 

the exception of some of Yvonne Rainer's dances). There is nothing dramatic about it; 

the function of text in dance does not aim at expressing thoughts or characterization 

through verbalization by the dancers. The major difference to distinguish the use of text 

in theater from its use in dance depends on whether it dramatizes in the sense that it 

narrates a story or helps with characterization. 

In the case of Snow Queen, the TV is not a live person but is treated as a 

"character" who dictates the actions of the dancers, and the text issued from the TV helps 

the development of the production. It is not used only as an accompaniment for 

movement. From this aspect, then, the use of text has a theatrical or dramatic purpose in 

Snow Queen. If so, then the production can be seen as dance theater because the element 

of text in it is treated as a significant theatrical property. On the other hand. Snow Queen 

is not just theatre because it differs from other theatre by using dance as a dominant 
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standard property. Furthennore, its use of text and the juxtaposition of theatncal and 

dance elements are properties that one can also find in Gennan tanztheater, features of 

which will be discussed in detail in Chapter Five. The above reasons should sufficiently 

qualify the Snow Queen as being dance theatre. Calling it by such a terni will also call 

one's attention to its unique properties which are different from other types of theatre. 

The contrast of the Judson Church's and Kinematic's uses of text illustrate its two 

kinds of function. The former shows that when text is used as a sound accompaniment, 

text can be treated as a variable property of dance: a kind of choreographic method. The 

latter shows that when the use of text has a dramatic purpose, then the use of text is a 

contra-standard property in dance and the work may need to be treated as dance theatre, 

since the usage of text stretches a dance into the boundary of theatre. 

The case of deciding if Snow Queen is a dance or dance theater through the 

examination of its use of text illustrates Walton's analysis of the relationship between 

deciding whether an element is standard, variable, or contra-standard and the 

establishment of a work's proper category. It then can further illuminate how the 

elements are used and to what extent. In this case, one needs to realize that both dance 

and theater are "time arts" and that in terms of structure, one follows a dramatic/theatrical 

law, and the other a choreographic law. It is in light of these two different laws that one 

can judge how an element such as the use of text can be either dramatic or choreographic. 

In the case of Snow Queen, the text follows a dramatic law, i.e., it develops the story and 

"charactenzes" the role of the TV Therefore, 5/7ovi' Queen can be judged as a dance 

theater piece. This judgment will also help us to evaluate how the element of text or 
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other theatrical elements are used in postmodem dance theatre, and hence help us to 

understand the scope of this genre in terms of its standard, variable, and contra-standard 

properties. 

Common Properties among Postmodem Dance 

After the discussion of Kinematic's Snow Queen as an example of the postmodem 

dance of the eighties, I would like to evaluate some common properties established by 

postmodem dance in general. 

Any Choreographic Method is Eligible 

Banes likens a traditional method of dance composition to that of a classical musical 

structure, which aspires to "values of unity, complexity, and coherence" (Writing 

Dancing 226). On the other hand, the choreographic methods adopted by the Judson 

Church dancers and Kinematic include chance, collage, games, improvisation, 

indeterminacy, media mixing, minimalism, repetition, use of scores, tasks, use of text and 

time structures from other disciplines (Banes, Wnting Dancing 226). The 

interdisciplinary approach to choreography creates a fragmented or collaged style. It is 

also in line with the attitude of other postmodem art, which rejects the modemist notion 

that there has to be one unifying structure in each piece to harmonize all the elements in 

the work (Hutcheon 6). Postmodem dance rebels against the idea that in one 

performance a choreographer has to be limited to one choreographic method in order to 

create a unified and fluid effect. 
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The choreographic method in postmodem dance is like a collage, using multiple 

points of views, and by giving up linearity and embracing pluralism postmodem dance is 

liberated to use various choreography methods in one performance. 

Element of Time-Non-linear 

As is shown by the works of the Judson Church dancers and Kinematic, 

postmodem dance abandons linear structure and favors other time composition that is 

developed by any of the above-mentioned choreographic methods. Even when nanative 

is involved, such as in the example of Kinematic's Snow Queen, it abandons the 

traditional way of storytelling and prefers a collaged and fragmented way of nanating. 

The sense of time development in postmodem dance is either perpetually present, as in 

the task-like dance of the Judson Church workshops, or is constantly ruptured, as in the 

example of Snow Queen. 

Element of Movement-Pluralistic 

The experiments of the Judson Church dancers change the concept that the 

movements of a dance need to be from the same style, technique, or even time period or 

culture. As Banes states, " . any movement or any body . . is permitted" (Writng 

Dancing 211). This kind of pluralistic approach explains a postmodem phenomenon; 

there is no need for unity in terms of style. Kinematic uses vanous kinds of movement 

from gestures, folk-dance and modem dance vocabulary, etc., m their Snow Queen. The 

contemporary dance theatre shares this approach to movement vocabulary. 
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Conclusion: Common Elements Among Ballet. 
Modem, and Postmodem Dance 

After this histoncal survey of dance criticism, it is fair to say that though ballet, 

modem and postmodem dance differ in subject matters, choreographic methods, and 

movement qualities, they do share at least the following common elements: 

I, Use of Human Body. 2. Extends through Time. 3. Exists in Space. 4. Exists 
in Force (Weight) 5, Exists in Flow. 6, Accompanied by Rhythm. 7. Serve to 
Communicate. 8. Has Movement Style and Form, (Kraus 23) 

All the above properties, except the seventh, will be considered as standard properties of 

dance in general (or broadly understood to include all these). The reason why I do not 

consider communication essential in dance is that non-representational dance appears not 

to aim at communication. 

The above list also shows some common elements between dance and theatre, 

such as the use of body, time, and space. This partly explains why dance and theatre can 

cross into each other s boundary. In the discussion about the nature of using text in 

Kinematic's Snow Queen, I have demonstrated that the major difference between theatre 

and dance is that one follows dramatic/theatrical law and the other uses a choreography 

logic. This differentiation will help explain how dance theatre employs elements and 

compositional methods from both genres in Chapter V A more detailed analysis about 

the dramatic/theatncal law and choreographic law will be discussed in the last chapter. 
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Notes 

One member of my committee, Willis-Aamio, points out that August 
BoumoviUe (from Denmark) and Arthur Saint-Leon (from Russia) did romantic ballet 
before Petipa. Similar information can be found in Selma Jean Cohen's Dance As A 
Theatre Art (77-85). However, as Professor Willis-Aamio points out, Petipa is given the 
most credit for populanzing romantic ballet because his ballets have survived and are still 
popular today. 

" In the beginning of ballet, verbal nanation was adopted before or during the 
dance to help communicate the story to the audience. One example is Balthasar de 
Beaujoyeulx's Ballet Comique de la Reine (1581), a dance based on the mythological 
battle between Jupiter and Circe. According to Canton, "The dance combined recitation, 
movement and song, to serve as propaganda to illustrate the power and 
prestige of the French court. Nevertheless, Beaujoyeulx's formula was not carried 
on, and the use of spoken text in performances with a single dramatic action was not 
developed"(136). This convention of using text and other elements to help narration 
was first dropped by The Loves of Mars and Venus (1717) and ballet gradually become 
an art of movement independent of text. 

" In her forthcoming book (listed in the bibliography), Willis-Aamio mentions 
Balanchine's exposure to abstract ballet, which was explored by Lupokhov, when 
Balanchine was in Russia in the ninetine-twenties. She believes that Balanchine should 
not be credited as the "firsf one to invent abstract ballet. She also mentions that one 
reason why Balanchine did abstract ballet rather than representational ballet v/as due to 
financial reasons instead of conscious rebellion against classical ballet. 

•* I would hesitate to suggest that a definite categorization of Nijinsky's A/r^'raoo;! of 
a Faun and the Rite of Spring is possible. For example, Kraus lists some dance critics" 
opinions that the movement qualities in those two works resemble early modem dance. 
On the other hand, some scholars think that Nijinksky did not totally reject classic ballet 
techniques (146), To deduce from these two judgments, Nijinsky's two avant-garde 
works possess some stanadard properties from both ballet and early modem dance. 

5 Willis-Aamio states that verticality is only one aspect of ballet. She argues that 
some properties of classical ballet include "flight incorporating the vertical and 
horizontal." 

^ Different scholars use different labels for various modem dance phrases. For 
example, McDonagh calls the generation of Martha Graham the histonc (12), while 
Kraus calls them the first modem dancers (6), To avoid confusion, I basically adopt 
McDonagh's division and include later rebels such as Cunningham and Nikoals under the 
heading of revolutionary figures. 
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I am indebted to Roger Copeland for my usage of choreographic and dramatic laws. 
Copeland, in his distinction between the pantomime and dance, argues that the former 
follows a dramatic law, and is therefore not pure dance. Here is the full quote: 

The pantomimic or literary dance is not a type of pure dancing, but is a leaning 
toward that subdivision of dancing which we call acting. In dances of this description 
the considerations of time and space pattems are of minor importance. The process 
of composition develops through a series of incidents generally concemed with 
extemal agencies. Its form is governed by dramatic laws, and movement serves as a 
secondary purpose. (Copeland 26) 

For a detailed discussion about various meanings of postmodem dance, see Sally 
Banes's Writing Dancing in the Age of Postmodem, or her Terpsichores in Sneakers 
about the Judson Church dancers. 

Though the Judson Church dancers contributed significantly to the formation of 
postmodem dance, it is inconect to say that they alone formed postmodem dance. There 
w ere other choreographers who were not associated with the Judson Church workshop 
and created important postmodem dance at the same time. For more details, please read 
Banes's Writing Dancing in the Age of Postmodemism. 

"'There are many other kinds of postmodem dance. Some groups are interested in 
showing political concems, such as using multi-cuhural values or showing homosexu.al 
concems. Read Banes's Writing Dancing in the Age of Postmodemism for more details. 
The reason why I choose only those which use narrative is because the use of text is one 
strong element in the postmodem dance theater. I believe the discussion of this feature 
early in this chapter will help ground a better understanding of the properties of 
postmodem dance theatre in Chapter Five. 
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CHAPTER IV 

PINA BAUSCH AND THE GERMAN TANZTHEATER 

Introduction 

During the eighties, a group of German choreographers, beginning with Pina 

Bausch's Wuppertal Dance Theatre, presented their work in the United States and 

instantly aroused attention and controversy. Its form combined the elements of singing, 

dancing, acting, mime, daily movement, speech, etc. Many cntics did not know how to 

label this kind of work, believing it did not belong in the realm of dance, nor that it fit 

comfortably in the domain of theatre. On the other hand, these German choreographers 

called their work or companies tanztheater, meaning "dance theatre." Ever since, 

tanztheater has continued to intrigue, baffle, or frustrate dance and theatre critics in terms 

of categorization (Price 322). 

Despite the controversies among critics, many dance textbooks include German 

dance theatre in the genre of dance and treat it as an evolution from the German 

expressive dance of the twenties. For example, Richard Kraus states, "Pina Bausch is a 

West German choreographer who is regarded as the leading exponent of the Neo-

Expressionist movement that has become widely popular in Europe and is known as 

Dance Theater" (228). Kraus not only includes Bausch's dance theatre in the realm of 

dance, but also praises it as "outstanding," "avant-garde," and "One of the unique 

aspects of the 1980s" (228). In some dance textbooks, Gennan dance theatre is also 

credited as one of the three major New Dances, the other two being American 

postmodem dance and Japan's butoh (Climenhaga 279). 
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On the other hand, theater scholar Oscar G. Brockett discusses Gennan dance 

theatre as a forni of theatre and praises the uniqueness of Bausch's style: "Bausch broke 

down the bamers between dance and spoken or musical theatre by combining movement, 

speech, singing, properties, theatrical design, and elements of psychoanalysis into a 

nonlinear, non-literary drama..." (Century. 461).' A detailed analysis of these critics' 

judgments and an evaluation of the pros and cons about these perspectives will be take up 

in the conclusion section of this chapter. 

The above discrepancy among critics and scholars shows that German dance 

theatre challenges categorization. In order to understand this unique art form, according 

to Walton's arguments, it is important to place it in the most appropriate category so that 

one can achieve a better appreciation for the profundity of this new artistic style. 

Strictly speaking, however, the term "dance theatre" is not a new coinage. It was 

first used by Rudolf von Laban and Kurt Jooss in the 1920s, and then later by Alwin 

Nikolais in the 1960s. These dance theatres differ in style and medium from 

contemporary dance theatre that gained its popularity since the eighties. The continuous 

use of the term "dance theatre" among different generations might relate to genealogy 

other than a unifying style. These factors will be examined later in this chapter. At any 

rate, this contemporary dance theatre needs to be understood as a different genre, or at 

least a new sub-category, to differentiate itself from the dance theatre of the nineteen-

twenties and that of Nikolais. In the first chapter, I have argued that a prefix 

"postmodem' be added to this contemporary dance theatre to differentiate it from eariier 

dance theatre. For consistency, I will first use the term "dance theatre" in my discussion 
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about various German dance theatre. After that, I will argue why a prefix "postmodem" 

needs to be added to this type of art so it can be differentiated from the dance theatre of 

the twenties and that of Alwin Nikolais. However, before that argument is made, I will 

refer to the dance theatre of the eighties as "contemporary dance theatre" to separate it 

from the dance theatre of the twenties. 

The difficulty of categorizing contemporary German dance theatre can be 

explained by two phenomena: first, it crosses the boundanes between dance and theatre, 

and second, it differs significantly from the previous forms of dance theatre. To solve 

this problem, I want to trace the evolution of German dance theatre from the twenties to 

the present. By that means one can understand the usage of the term "dance theatre" in 

different historical contexts and can judge whether the traditional term "dance theatre" 

appropriately helps to explain the properties of both the new and old forms of dance 

theatre. 

Another reason for treating German dance theatre separately is that many cntics 

credit German dance theatre, particulariy Pina Bausch's Wuppertal Dance Theatre, with 

being the influence or catalyst for the growth of the dance theatre in Europe and Asia 

(Brockett, Century 461), Examining the form of German dance theatre in general, and 

then particulariy on Bausch's, will be a paradigm to compare with the dance theatre 

created in other countries. The scope of this chapter will include the history of German 

dance theatre from the twenties to the contemporary era and an analysis of Bausch's 

dance theatre. 

152 



History of German Dance Theatre 

In the Twenties 

The history of German dance theatre can be traced back to early German modem 

dance, which was established by Rudolf von Laban and his two distinguished students, 

Mary Wigman and Kurt Jooss. Critics also call their modem dance "ausdruckstanz" 

(expressive dance), because it was characterized by its "use [ofj movement to embody. . . 

deepest inner emotions in order to achieve universal laws of expression" (Canton 108). 

From this type of dance Laban developed the Effort/Shape method, which was a 

"physiological and psychological basis for dance." This method combined "the 

connection between intemal experience and extemal expression" (Schlicher 31). 

Laban also called his work "dance theatre" in order to differentiate it from ballet. 

However, he did not give the term "dance theatre" a definition or explanation. What he 

had in mind was a noble goal that his dance theatre could achieve: 

He [Laban] believed that modem industrial society divided man against himself 
and that dance could restore man's original harmony with the cosmos, hence 
restoring the natural bonds of community. To facilitate this process he innovated 
a form suitable for large groups of amateurs, the 'movement choir,' . . . as a 
means of promoting a sense of communicating among members of a fragmented 
society. (Manning, "Interrupted" 34) 

Laban believed that the power of rhythm could integrate different individuals "into a 

whole," and thus a fragmented society could be healed and changed (Manning, 

"Intermpted" 34). 

Though Laban succeeded in making dance more accessible to "everyday human 

life" (Muller and Servos 12), his ideals of changing and improving society through dance 

proved to be Utopian (Manning, "Intenupted" 38). On the other hand, Laban s modem 
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dance also provided some tenns, such as "dance theatre," that to this day, cntics either 

use interchangeably with or still try to define through the work of contemporary Gennan 

dance theatre. Discussing two of his students' work might help to understand the reasons 

for using various terms for German modem dance. 

Mary Wigman is another important figure in the history of German modem 

dance. Unlike Laban, who choreographed large "movement choir," Wigman took 

German modem dance on a different joumey by exploring individuals' "pnmitive 

emotional states" (Canton 109). In her Witch Dance (1929), one can see "an ecstasy of 

gloom, stressing the demonic and macabre, as if to exorcise through movement the secret 

evils in man's nature" (Cohen, Dance As 149). Witch Dance expresses the emblematic 

features of her work: the "dark nature and earthbound qualities of the dancer's 

movement" (Cohen, Dance As 149). Manning notes that Wigman's work contains "the 

spirit of expressionism, its pervasive angst, and escape into ecstasy" ("Interrupted"34). 

characteristics which can also be seen in contemporary German dance theater.^ Though 

Wigman did not use the term "dance theatre" to describe her work, it is still valuable to 

discuss her status in the history of Gennan modem dance. Her expressive style can be 

seen in some contemporary German dance theatre, for example in the work by Susanne 

Linke, one of the representative dance theater choreographers. 

Laban and Wigman established the foundation of German modem dance: "Laban 

. . . make[s] dance accessible and integral to everyday life . . . . [And] Wigman [explores] 

the communicative spint of the time through dance" (Manning, "Intenupted" 35). 
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Furthennore, the concem for humanity in their dance has become an important heritage 

in German dance which is also manifest in contemporary German dance theatre. 

Kurt Jooss is another significant figure in the history of German modem dance. 

Schlicher states, "The active and direct transmission of the Laban tradition to the 

theatrical dance of West Germany occuned almost exclusively through the person and 

work of his student Kurt Jooss" (28). From the 1920s to the 1970s, Jooss directed the 

Folkwang School, where he taught various dance styles including Laban's Effort/Shape 

exercises and ballet techniques. His position there was intenupted in 1933 because of his 

exile into England for political reasons. He resumed the position in 1949 (Canton 111), 

and upon his retum to Essen Germany, Jooss changed the name of Folkwang School to 

Folkwang Tanztheater (Partsch-Bergsohn, "Dancetheater" 38), which produced most 

major contemporary dance theatre choreographers, including Bausch, Hoffmann, and 

Linke. 

Unlike Laban, Jooss gave his definition for dance theatre: it was dramatic and was 

capable of communicating through gestures without the need of depending on speech 

(Partsch-Bergsohn, "Dancetheater" 37). Schlicher paraphrased Jooss' definition of a 

dance theatre: 

The medium of the dance is the living human body with the power to convey 
ideas inherent in its movements . . In the dramatic dance . , these pure 
imaginings of movement are fused with the dramatic idea, and the fusion of the 
two elements creates a new entity, the dance drama, whose subject-matter is the 
thought of the creator crystallized into active and suffering human characters. 
(32) 

Though Jooss stated that his dance theatre was a fusion of movements and 

dramatic ideas, he did not explain specifically what he meant by "dramatic ideas," 
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However, in Jooss's The Green Table (1933), an anti-war ballet, one might have some 

clues to understand why he called his work dance theatre. In The Green Table one can 

see subtle characterization of the following characters: the politicians, the soldiers, the 

young and old women, and the war monger. As a result, when his dancers portrayed 

those characters, it involved a synthesis of acting and dancing (Canton 110). Anna 

Markard has a similar opinion when she states that Jooss's work is "choreographed 

dramas" and that he portrays "specific characters and conflicts" (122). The portrayal of 

characters and conflict through the combination of movement and acting might be one 

strong reason why Jooss and some critics would call his work dance theatre. However, if 

one speaks strictly of the form of The Green Table, it was dance and not theatre. Though 

the piece used dramatic ideas, such as characterization, a set, props, and lighting, the 

most dominant means that Jooss used to portray the theme of the work was through 

movement, and not speech or other standard properties of theatre. Furthermore, the 

properties of dramatic characterization—set, props, and lighting-have always been used 

in dance (some if not all), and they are elements common to both dance and theatre. If 

we do not give the label "dance theatre" to other kinds of dance just by virtue of their use 

of some theatrical properties, why should we say that Jooss's work is dance theatre? 

Besides, Jooss's usage of those properties did not differ so much from other dance. 

Jooss's definition of dance theatre might in some way explain why there have 

been arguments about the definition of present-day dance theatre,^ Many critics have 

used his work and definition as a paradigm to compare with contemporary dance theatre. 

However, even some German critics claim that "there are no obvious parallels" between 

156 



the dance theatre of Jooss and contemporary dance theater (Muller and Servos 10); his 

school produces most of the major dance theatre directors. Therefore, Muller and Servos 

do agree that historical connections between the two kinds of dance theatre can be made: 

Kurt Jooss represents an intermediary between pre-war Ausdrucktanz and the later 
Tanztheater. Long before the war, he had found acclaim as the choreographer of 
a dramatic, danced theater that had a crucial impact on German stage dancing. 
Jooss was consistent in the pursuit of a dance form capable of serving his 
choreographic leitmotif: the personal, social and artistic responsibility of 
twentieth century man/artist in the stmggle with his environment. His 
choreographies were topical analyses of cunent affairs. (Sorrell 193) 

Though Sorrell points out the historical connection between Jooss's and the 

contemporary dance theatre, his reference to Jooss's dance theatre both as a "danced 

theatre" and a form of dance, is similar to Markard's comments on Jooss's dance theatre 

as "choreographed dramas." Though Sorrell and Markard do point out the dramatic or 

theatrical characteristics of Jooss's tanztheater, this alone does not sufficiently justify 

placing the work of Jooss in the genre of theatre. However, their comments seem to 

suggest that Jooss' works are both dance and theatre. Similar confusions also occur when 

discussing contemporary German dance theatre. 

Jooss's students, Pina Bausch, Susanne Linke, and Reinhild Hoffmann, also call 

their work or companies "dance theatre." Though there is this genealogical hnk between 

Jooss and his students, unfortunately there has not been much discussion about Jooss's 

influence on their work as dance theatre. The only exceptions are a few remarks about 

Jooss' impact on Bausch, which will be discussed in the section about Bausch's dance 

training background. The works by these three choreographers: Bausch, Hoffmann, and 

157 



Linke, have also aroused arguments as to whether their work should be categorized as 

dance, theatre, or dance theatre. 

Contemporary German Dance Theatre 

Contemporary German dance theatre began in the sixties when Germany was in 

the midst of its Student Movement. During that period of time, existing ideas and forms 

were questioned and rebelled against. In the field of dance, orthodox ballet came to be 

the first target to be challenged. According to Hedwig Muller and Norbert Servos, "The 

traditional range of movements no longer sufficed to express the Vietnam discussions and 

social analysis initiated by the Frankfurt school" (12). For example, Johannes Kresnik, a 

former ballet dancer with the Cologne Opera Ballet, was one of the first rebels who used 

techniques from experimental theatre in his "political agitprop" (Partsch-Bergsohn, 

Crosscurrents 44). In his work, Kresnik addressed contemporary political, social, and 

historical problems. As Susan Allen Manning quotes Kresnik, he wanted to know how 

""this nation of poets and thinkers could have started two world wars. These are the 

problems I am constantly exploring on the stage and in the work with my dancers" 

("Intermpted" 43). In order to differentiate his work from ballet, Kresnik called his 

work dance theatre, and used "actual history to replace the old ballet classics" 

(Muller and Servos 13). Pina Bausch, Susanne Linke, and Reinhild Hoffmann shared 

Kresnik's insight. They also called their work or companies dance theatre and addressed 

contemporary social problems in their work. As German dance critic Jochen Schmidt 

stated, "I think the whole Tanztheater we can see as a child of the students' movement of 
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the late 60s" ("Tanztheater" 8). It might be for these reasons-the concem for humanity 

as subject matter, the choice of everyday materials, and the angst expressed in their work-

-that the choreographers or critics identify their work together as "dance theatre." 

Furthermore, these are the features that one can also find in Jooss' dance theatre. The 

umbrella term "dance theatre" then connects the old and new German dance theatre by 

denoting the above mentioned consistent features. However, in terms of forms, 

contemporary dance theatre differs from the older forms of dance theatre. Bausch, 

Hoffmann, and Linke had their own reasons for working in a new genre which separates 

it from previous generations, from ballet and the expressive dance of the twenties. 

Reinhild Hoffmann thought that creating in the form of dance theatre was a way 

of "reacting to [the] cultural environment" at that time (transcript 15). One such cultural 

environment was women's inferior situation in the society, which was a common topic 

between Bausch and Hoffmann (Sonell 195). Sorrell states that this kind of critical 

concem about portraying a more realistic human situation explains the necessity of 

creating in a new form other than ballet: 

Tanztheater is different. The way its protagonists relate to the story refers less to 
a particular type of dancing and more to themselves as people as to the lives of 
their bodies. This attitude obviously finds little use for the preordained 
movement codes of ballet and modem dance as theatrical means. True-to-life, 
everyday experience becomes the focal point of an attempted reconciliation of art 
with life: In Tanztheater the actions on the stage are comparable to the real 
expenences of the audiences in their daily lives. (Sorell 195) 

The above comment on Hoffmann's use of daily materials in dance is reminiscent 

of Jooss's insight that artists should express a concem for their immediate environment in 
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their work. This link might in a way explain why her work is called dance theatre, 

showing a connection to the tradition of Jooss. 

Susanne Linke also created work that addressed issues which were seldom 

depicted in ballet. She explores dark inner emotions such as "greed, vanity, hatred, fear 

and love," and "divisions of human beings" such as the "fratricide between Cain and 

Abel" (Sieben 30). Considering that Germany went through two worid wars, it is not 

difficult to appreciate Linke's depiction of dark emotions that are resonant with 

contemporary human plight. 

The Student Movement and the ambience after the Second Worid War were the 

catalysts for the creation of contemporary dance theater. Kresnik, Bausch, Linke, 

Hoffmann, and other German dance theatre artists felt the need to create a new artistic 

form to address their concems for contemporary social issues such as national identity, 

wars, gender relationships, and dark human natures. This historical background provides 

an insight to understanding that German dance theatre has consistent interests in 

expressing concems about humanity. As for the genre of dance theatre, there does not 

seem to be a unifying form among each choreographer's work. There will be more 

discussion of this issue in Chapter V once all major contemporary German dance theatres 

are discussed. Following is an in-depth analysis of Pina Bausch's dance theater in five 

parts: (1) the importance of Bausch in dance theater; (2) her personal background and the 

evolution of her style; (3) the style and philosophy of her work; and (4) how her work 

challenges the traditional concepts of dance and theater by introducing the novel use of 
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properties from both genres. A more detailed analysis of Hoffman and Linke will be 

taken up in Chapter V.* 

Pina Bausch and Her Dance Theatre 

The Importance of Pina Bausch in the Field of Contemporary Dance Theatre 

Many dance and theatre critics praise Pina Bausch as the most representative 

tanztheater (dance theatre) artist. For example, Ann Daly states, "Without her success, 

which was not an easy success, there would not have been tanztheater" ("Tanztheater: the 

ThriU"46), Jochen Schmidt holds a similar point of view: "she [Bausch] engineered it 

[tanztheater] almost single-handedly" (qtd. in Climengaha 279), Pina Bausch's 

importance can also be seen in shaping the style of a "whole new generation of 

postmodem choreographers in Europe and the United States." Deborah Jowitt states: 

both Marin and Kinematic have been influenced by tanztheater aesthetics. Young 
American choreographers like Jane Comfort say that the presentation of harsh 
emotional content by Bausch's pieces worked, in the eariy eighties, as a 
permission for them to make use of emotion, too, as opposed to keeping dance as 
an structural, abstract art. (qtd. in Canton 76) 

Yet despite the fact that many cntics consider Pina Bausch as the most 

representative dance theatre artist, she has won a hard battle gaining recognition from 

some Amencan critics. Lepecki states that "it is important to point out the almost 

unanimous lack of understanding and sometimes of respect regarding the Gennan 

choreographer [Bausch] amongst dance cntics in Amenca"(50). For example, Ariene 

Croce states: ''dance is something it [tanztheater] hardly ever shows us" ("What the 
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critics say" 82). Nancy Goldner backs up this viewpoint: "This [tanztheater] isn't really 

dancing and it certainly isn't choreography . . ." ("What the cntics say" 82). 

Whether Bausch is praised or cnticized, there has been little literature wntten 

about her work and the art of dance theatre. Climenhaga states, "The other thing I 

discovered in my research is the relative paucity of work done conceming either 

Bausch's work or tanztheater in general in a serious way" (4). Therefore, this section is 

focused on Pina Bausch and her work, with an aim to provide a basis for further 

examination of the standard properties among all contemporary dance theatre in the next 

chapter. 

Bausch's Background 

Pina Bausch was bom in 1940 in Solingen, Federal Republic of Germany. Her 

dance training combines: ballet and German and American modem dance. Pina Bausch 

began her training in ballet in Jooss's Folkwang School in 1955 (Climenhaga 27), His 

influence on Bausch can be seen in the "articulation of dance movements and the 

orchestral use of the dance ensemble" (Partsch-Bergsohn,_"Dancetheater"38}. Several 

other influences from Jooss include: "[the] use of real-life commentary [. . .] which are 

counterbalanced by expressionist devices such as the search for universal types and 

emotions, [. . . and] a combination of visual, musical and kinetic elements in a single 

piece" (Canton I I I ) . 

From 1959 to 1962, Pina Bausch had a scholarship from the German Academical 

Exchange Service, which provided her the opportunity to receive ballet training at the 
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Juilliard School of Music in the United States. Bausch was engaged by the New 

Amencan Ballet at the Metropolitan Opera House during the 1961/62 season. The 

company was then under the direction of Anthony Tudor, who was one of Bausch's 

instructors at Juilliard. Tudor's approach to dance was similar to Jooss's, and it also 

helped to shape Bausch's dance aesthetics: "Tudor's strong psychological style, with its 

emphasis on character built upon emotive gesture, must have reawakened and 

reconfigured some of Bausch's eariier experiences with emotive gesture in the German 

dance tradition" (Climenhaga 28). 

Other American influences on Bausch were probably her exposure to the avant-

garde movements during the sixties, which included the Happening, Robert Wilson's 

collaboration with dancers, and the experimentation done at the Judson Church 

workshops (Climenhaga 35). These impacts can be deduced from seeing the way Bausch 

combined both theatrical and dance elements in her work. 

After her training in the United States, Pina Bausch retumed to Germany in 1962 

and became a soloist in Kurt Jooss's Folkwang Ballet from 1962 to 1968. She started 

choreographing in 1968 and has headed the Wuppertal Dance Theater since 1973. Since 

that time she has created many ground-breaking works in which one can see elements of 

her German heritage and her American exposures. 

Bausch and her Wuppertal Dance Theatre have toured to Australia, Brazil, 

France, England, Hong-Kong, Japan, Spain, Taiwan, and elsewhere. The first appearance 

of the Wuppertal Dance Theatre in the United States was in 1984 at the Brooklyn 

163 



Academy of Music (BAM), where they were to make six more visits. Her most recent 

work at BAM was Masarca Togo, which was performed in November 2001. 

Site-Inspired Work 

Some of Bausch's works are site-inspired. She was sometimes commissioned by 

a city and would create a piece based on her impressions of that city. Emily Forster 

mentions some of the cities that receive this kind of pnvilege: 

Since Bausch first made her unusual modem dance theater impact 20 years ago, 
countries throughout the world have longed to watch Tanztheater Wuppertal 
perform a piece inspired by their country, Buenos Aires, Rome and Madrid are 
among the cities Bausch has honored with a performance tailored to their 
architecture, people and general life style. Now Los Angeles gets a tum, and is 
very eager. 

In this statement, Forster is refemng to a 1996 project in which Pina Bausch 

collaborated with several Amencan universities: the University of Califomia in Los 

Angeles, Anzona State University, the University of Califomia of Berkeley, and the 

University of Texas at Austin. The product of this project was Nur Du (Only You). 

Other sites that inspired works include: Lisbon (Viktor, 1986); Madnd (Palemio, 

Palemw, 1989), (Tanzabend II, 1991); Vienna (Fin Trauerspiel, A mounting Play, 1994); 

the Amencan West (NurDu, 1996); Hong Kong The Window Washer, 1997), and Lisbon 

(Masurga Fogo,199S). 

Working Process 

Bausch's work is non-linear (not following a clear beginning-middle-and-end 

structure); and it combines both dance and theatre elements. Naturally, one might be 
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curious to know what kind of rehearsal method is used in order to create such a non

linear and non-literary style. An exploration into her working process will answer that 

curiosity. 

Bausch's rehearsal process is usually very open and is based on a question-and-

answer format. "Improvisation and the memory of [the dancer's] own experiences . 

. characterize Pina Bausch's work . . . she asks questions-about parents, childhood, 

feelings in specific situations, the use of objects, dislikes, injuries, aspirations. From the 

answers develop gestures, sentences, dialogues, little scenes" (Bremser 25). 

According to Ciane Femandes' interview with Ruth Amarante, a member of the 

Wuppertal, Bausch started using an improvisational approach with Bluebeard: " She 

started asking the company members questions, leaving it open how the person might 

want to answer. You can answer in the form of movement, or by talking, or by doing 

whatever you had in mind" (362), This interview gives us some clues to understand why 

Bausch's work combines both theatre and dance elements in that the dancer is free to 

choose any expressive mode, whether it is verbal or physical. 

Servos, a German dance critic who has written reviews of most of Bausch's 

work, once interviewed Pina Bausch about her working process. She said: 

In the end, it's composition. What you do with things. There's nothing there to 
start with. There are only answers: sentences, little scenes someone's shown you. 
It's all separate to start with. Then at a certain point I'll take something which I 
think is nght and join it to something else. This with that, that with something 
else. One thing with various other things. And by the time I've found the next 
thing is right, then the little thing I had is already a lot bigger, (Servos, Art 235) 

Climenhaga states that Bausch's structuring method is to develop diverse 

elements according to their associational similarities: "The point of departure is this 
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group of simple questions. But close examination of these questions quickly reveals a 

wealth of associations and attitudes drawn from the dancers' own experience of 

connection in their lives" (86), Climengaha argues that this kind of method is actually a 

choreographic approach: 

It is this process of selection and accretion which is Bausch's version of 
choreography, and it is essentially the same as more traditional choreography: 
the arrangement of her dancers' actions expressed in bodily terms into a unified, 
modulated whole. The final result is carefully constructed and realized, but 
upon different principles than the audience expects. (50) 

Bausch's improvisational approach creates a collage effect which combines 

properties from both dance and theatre. This collage feature also illuminates the 

postmodem elements of Bausch's work; in Venturi's term, it is "a difficult whole," and in 

Jencks's term, it is full of "double-coding." A more detailed discussion about this collage 

method and its postmodem features will be taken up in the later section about the 

properties in her work. 

Evolution of Pina Bausch's Style 

Though Pina Bausch has called her company dance theatre since she took over the 

direction of Wuppertal Tanztheater in 1973, the acknowledged style of her dance theatre 

that we are familiar with now was actually developed through evolution. In the 

beginning of her career, Bausch created some dance pieces, such as the Rite of Spring, 

that were considered "modem dance," It is important to trace this development because 

it will help to distinguish what is and is not dance theatre in her works. Consequently, 
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the distinction will help to differentiate those that do not belong in this category, but are 

called dance theatre because of a genealogical link. 

The first controversial dance by Pina Bausch is her Rite of Spring (1975), 

in which the vivid portrayal of violence, and the use of peat moss for the set are 

considered avant-garde. For example, the way that the set of Bausch's Rite of Spring 

affects the dance production is unseen in precedent dances. The peat moss not only 

influences the dancers' movement but also becomes part of the action of the dance by 

muddying the dancers' bodies. This action creates a possible suggestion of the image of 

the fall of Adam and Eve. However, as far as the medium is concemed, the Rite of 

Spring belongs in the genre of modem dance because it possesses some standard 

properties of modem dance: movement vocabulary such as the rise-and-fall, and the 

contract-and-release techniques, barefoot dancing, the use of floor movements, and a 

choreographic structure which solely depends on the development of movement. 

The first work that broke more sharply away from traditional dance was 

Bluebeard (1911): 

Bluebeard marks the end of a phase of development with regard to narrative 
constructive. Although the extract from the Bartok retains elements of the fable, 
the traditional plot structure with an introduction, a conflict and a solution, as was 
seen in the Rite, has been largely eliminated. (Servos, Art 55) 

In Bluebeard, Bausch did not retell the fairy tale. Instead, she used the story as a point of 

departure to illustrate the love-hate relationship between Bluebeard and his wife Judith, 

The development of the piece depended on the vanation of the "emotions invoked by the 

idea of two human beings oppressing each other" (Canton 126). 

167 



However, Bausch did not use verbal text in this production. "Bausch began to 

make a consistent use of words only after this piece [Bluebeard]" (Canton 113). It was in 

Come Dance with Me (1977) that Bausch began to use verbal text, a standard property of 

theatre. Servos comments on the importance of Come Dance with Me: 

In its combination of the various theatrical elements. Come Dance with Me takes 
the methodology of dance theater a step further than the preceding works. Actors 
augment the dancers in the performance, and speech has been added to movement 
as a necessary, progressive mode of expression. As in Bluebeard, the 
performers no longer represent specific roles, but general conditions, situations, 
destinies. Space and time no longer exist as fixed quantities lending order to a 
progressive developmental action. (Art 69) 

With Come Dance With Me, the emblematic style of Bausch's dance theatre can be said 

to be established: dancers are also actors; movement and language are both essential 

properties; and the style is fragmented and collaged in order to avoid a linear and literary 

structure. 

Servos's reviews of Bausch's work chronicle its changes and developments. In 

one interview, Servos asked Bausch if this evolution was a conscious effort: 

Servos. In these ten years in Wuppertal, you and your dancers have developed a 
totally new type of dance piece which previously never existed either in 
dance performance or in theater. Was this a deliberate process? 

Bausch, No. It was never deliberate. It simply emerged. 
Servos. Emerged from where? Is it that you were dissatisfied with what you had 

been doing? 
Bausch. It was more the feeling that there was something we had to say and so 

we started looking for means with which we try to say it. The means 
simply offered themselves to us. That's how it emerged. (Art 238) 

The above interview shows that the evolution of Bausch's style results from her 

need to search for a fonn capable of addressing something that concems her. Though the 

interview does not specify what subjects Bausch wants to express, it at least indicates that 
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the evolution is about finding "means" or suitable forms for content. In theater history, 

the efforts at creating new forms to address new subjects can be seen in the following 

examples. The circular form in Beckett's theater of the absurd expresses the nonsensical 

circularity of life; in A Dream Play, Strindberg shows how the logic of dreams can be 

used to create dramatic forms. In Bausch's dance theatre, she deals with subjects such as 

gender issues from a feminist point of view that have not been (or cannot be) expressed 

by the traditional forms and vocabulary of ballet or modem dance. Instead, she uses a 

repertoire of everyday movements full of Brechtian gestus to address gender issues. 

Furthermore, she incorporates other elements such as texts, songs, and acting to 

communicate the idea that gender issues permeate every aspect of our life—from 

theatrical performances to social encountering, from our speech to our bodily attitudes. 

In the employment of the above elements, Bausch pushes the traditional envelopes of 

dance and theatre and creates a new form that crosses over various genres. A more 

developed discussion of these features will appear in the section on the standard 

properties of Bausch's dance theatre. 

However, even though Bausch's dance theatre is an established artform with 

emblematic properties, it is incorrect for one to say that her formula is predictable. 

Sometimes there is more dance than theatre in her work, and sometimes it is the opposite. 

On the other hand, though many of her eariy works were provocative and violent, her 

recent works, such as The Window Washer and Masurca Fogo, were full of tendemess 

and poeticism. As Bremser notices, "Bausch's style has, however, changed over the 
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years; the provocation has become quieter. Her later work has emphasized poetic 

quality" (27). 

The Style and the Philosophy of Bausch's Work 

The above survey illustrates that Bausch's present style evolved from a personal, 

spontaneous response to a need for addressing challenging issues. However, Bausch's 

unconventional style can also be appreciated from a postmodem perspective common 

among other performing arts, in which challenging the established art forms is a political, 

social, and moral issue (Sanchez-Colberg 161). 

The Resistance of Established Genres 

One of the most obvious postmodem features in Pina Bausch's dance theatre is its 

difficulty of categorization: it resists placement in traditional forms of dance or theatre. 

Brockett states that postmodem arts "collapsed categories considered distinct under 

modemism; boundaries were breached between the arts, between styles and periods, 

between dramatic forms, between cultures" (430), These traits are obvious in Bausch's 

dance theatre. 

Counsell states that the phenomenon of "exploding of frames" is a strategy for the 

postmodernists to challenge the habitual ways of approaching art (210), As was 

discussed in Chapter Three, Cunningham's work was a good example to illustrate a 

postmodemist attitude whose aim is to frustrate the audience's conditioned ways of 

seeing art. Cunningham's work breaks the conventional forms of dance because it rejects 
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unity among the various elements in his works: dance, music, and decor. In his work, 

diverse elements retain their autonomy. This strategy subverts a traditional way of 

approaching art—seeking unity among various elements. As a result, Cunningham's work 

challenges traditional categories in which all elements are supposed to harmonize as a 

whole. 

Pina Bausch's dance theatre shares the above postmodem spirit; there is no 

synthesis among different elements in her work and thus it creates difficulties with 

respect to placing it in any established category. Bausch's work is opposite to Wagner's 

idea of the total work of art, an important modemist idea which emphasizes the synthesis 

of all elements of a production to create an illusionistic effect (Wagner 191-196): 

She [Bausch] combines these ingredients (dance, spoken theater, opera and mime) 
. without fusing them into the unified 'total work of art' as defined by 

Ausdruckstanz. The vanous theatrical elements do not combine into a 
harmonious whole, but instead retain their independence. (Servos, Ail55) 

If we apply Brecht's theory to her work, we can appreciate why Bausch rejects using an 

established frame of traditional dance or theatre. 

According to Brecht, a traditional theater unifies the elements into a hamionious 

whole, and the audience will be absorbed by the illusion created by the perfonnance. A 

spectator might therefore passively receive whatever neat message is provided by the 

production and lose his own cntical judgement to the issues presented on stage. Brecht's 

strategy is to expose theatncal elements and to offer an open ending where conflicts are 

not resolved (69-76). Like Brecht, Bausch rejects the assumptions behind traditional 

theatre that a conflict can be resolved as a theatncal apparatus. She challenges the 
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audience to be aware of perfonnance as non-illusion so that it can judge what happens on 

stage with a critical mind (Climenhaga 277), 

The unconventionality of Bausch's dance theatre also has to do with her non-

traditional attitude toward dance and dancers. As Schmidt writes: 

What she [Bausch] wanted to know was what moved them [dancers] and what 
went on inside them . It is her interest in people, not as dance machines, nor 
even as theater representatives, which has gradually led Pina Bausch away from a 
dance vocabulary with which she cannot say what she wants to say. (qtd, in 
Climenhaga 97) 

Bausch's attitude to dance differs from an American formalist perspective. The 

latter approaches dance "as the manipulation of an objective body through a developed 

movement technique" (Climenhaga 43), For Bausch, "The [dancer s] body is no longer a 

means to an end. It has become the subject of the performance' (Servos, Art 23). This 

strategy can be illustrated by Bausch's use of the dancers' personal experience as creative 

materials for her work, as was discussed in the section about her working process. In 

response to Bausch's questions, the dancers can use movement, words, or any form they 

feel appropriate. The open approach to creativity thus breaks the rigid boundaries 

between dance and theater. Servos writes of this new approach to dance: "Something 

new has begun in the history of dance; [each dancer's] body is telling its own story (Art 

23), 

The above reasons help to understand why Bausch's dance theatre breaks the 

established forms of dance and theatre. By abandoning traditional frames, Bausch is able 

to address whatever she wants to express in terms of contemporary social concems and 
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transcend the rigid boundaries between established forms such as traditional dance and 

theatre. 

Deconstructing Ideology in Life and Art 

As discussed above, Pina Bausch and other postmodem artists succeed in 

breaking established frames and showing that traditional mles are not absolute tmth 

which cannot be challenged. They go even further and point out that even messages 

communicated in an art work need to be examined. Sometimes, artworks can be human 

constructs created from some hidden ideology. One common practice in contemporary 

literary criticism is deconstructing the ideologies in fairy tales. As Canton states, "Fairy 

tales . . have become ideologically mythicized, de-historicized and depoliticized to 

represent and maintain the interests of the dominant classes" (!3). Bausch's Bluebeard, 

adapted from a fairytale of the same title, possesses such a deconstmcting purpose. Katia 

Canton's analysis of fairy tales can offer an illuminating insight to Bausch's 

deconstmction of Bluebeard. Canton states: 

literary fairy tales have become mythicized in Westem civilization, considered 
neutral, universal, and atemporal stories, although they have embodied 
sociohistorical, political and cultural values related to their own writer's or 
performer's own background and context, (4) 

Canton analyzes how fairy tales become universal truth through appearing in various 

media: "Over the years, fairy tales were rewntten in household collections woridwide and 

tumed into 'classic' Walt Disney films. They have assumed different forms m publicity 

and TV commercials" (13), Canton argues that "In all these appearances, the fairy tales 
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were presented as anonymous, universal, and atemporal texts," and they were reworked 

to appear "non-ideological" (13). 

However, Canton points out that fairy tales were actually written by authors who 

created them "in response to social, political, and cultural values of their context. In 

other words, the fairy tale has an ideology" (13). Canton supports her argument by using 

Bluebeard as an example. 

The original version of the Bluebeard is about a strange-looking man with a blue 

beard and his marriage to a young lady. This couple lives in Bluebeard's magnificent and 

mysterious castle. On the day he is to take a trip, Bluebeard gives his young wife the 

keys to all the rooms in the castle and tells her that she can open any room except a secret 

closet. After Bluebeard leaves, this lady yields to her curiosity and opens the closet. As 

soon as she opens the door, she sees corpses of many women who are supposed to be 

Bluebeard's ex-wives. The lady then realizes that these women disobeyed Bluebeard by 

opening this secret closet and were killed by him as a punishment for their curiosity. She 

also realizes that she will have the same horrible fate. When Bluebeard retums from the 

trip and asks her for the keys, he sees blood on the key to the closet and realizes that she, 

like his other wives, has betrayed loyalty to him. He orders her to be prepared to be 

killed because of her curiosity. She begs for some time to pray. Bluebeard agrees to give 

her forty-five minutes. When the time has passed and Bluebeard is about to kill her, the 

lady's two brothers arrive in time to save her and kill Bluebeard. The nches of Bluebeard 

go to the young lady (Canton 116-118), 
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As illustrated in the above story, the fate of the young lady is decided by the men 

around her. Furthermore, Canton argues that Bluebeard was written by Charies Renault 

"as a waming message against feminine coquetry, [and the] dangers of women's curiosity 

and disobedience" (105). In other words, the message can be elaborated to indicate that 

women do not have autonomy and are supposed to be subject to men's dominance by 

being obedient. From a feminist point of view, the representations of passive women and 

aggressi\e males in public media are produced from the male perspective of a patriarchal 

society that needs to be exposed and challenged (Dolan 41-57). 

Bausch s Bluebeard is a good example to illustrate how recent performing arts 

can deconstruct stereotyped gender relationships in both art and life. In Bausch's 

Bluebeard, instead of giving a faithful reproduction of the story, as a traditional dance or 

theatre production might do, Bausch highlights some elements of the fairy tale and uses 

them as a point of departure to expose the ideology that goes unnoticed in the moral of 

the story: women should obey and men should dominate. Throughout the production, 

Bausch reveals how this ideology creates Bluebeard's repetitive violence to his wife, 

Judith, and her unvarying self-subjectification to him: 

Bausch draws upon Bluebeard's central theme, that of a man who married a 
woman and exercises his destructive power over her and reworks it in episodic 
scenes that parade the most poignant and often ambivalent emotions surrounding 
the relationship between this man (Bluebeard) and the woman (his wife). Bausch 
maintains references to the fairy tale source throughout the piece; the most 
explicit one is a tape recorder playing Bluebeard's Castle, the opera based on 
Perrault by Bela Bartok, which in unceasingly manipulated onstage by the 
protagonist himself Despite this reference, the choreographer is not interested in 
the tale's plot. With Bausch, factual nanative is substituted entirely by the 
nonsensical nanation of emotions. The text gives away to the subtext. (Canton 
106) 
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In one scene of Bluebeard, a group of dancers walk hand in hand slowly and 

silently from upstage left to upstage right with their heads and hair down. Their 

movement suggests shame and guilt. Against this background, Bluebeard and Judith, 

separated from the group, repeat the following movement over and over again: 

Bleubeard is sitting in a chair with no facial expression; Judith is kneeling in front of him, 

with her head and hair down; she keeps moving her right hand through his chest, to his 

throat, and to his face. Her gestures create an image of a submissive and pleasing 

woman. Every time when Judith reaches Bluebeard's face, she will raise her body a little 

higher and Bluebeard will press his right hand on her head and force her to go back to the 

same height and kneeling position. The same movements between the couple-touching 

and refusing, raising and suppressing-are repeated from slow to fast speed several times. 

The more Bluebeard rejects, the more Judith persists. Finally, Bluebeard pushes Judith 

away and moves away from the chair, looking half puzzled and half annoyed, Judith 

freezes in her kneeling position for a few seconds and then runs toward Bluebeard, who 

picks her up and swings her around his body. He manipulates her body as if it were an 

object. 

The movement phrase between Bluebeard and Judith takes on several meanings. 

Though Judith is playing the role of an oppressed woman, her repetition of the same 

gestures as an obedient and pleasing woman seem to arouse more problems than to create 

harmony. Her repeated movements also suggest that she is unable to break away from 

the role she has been playing. As a result, her persistence in being passive and pleasing 

gradually becomes a passive-aggressive threat to Bluebeard, On the other hand. 
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Bluebeard's unvarying dominant attitude to subject Judith comes to a point of abuse, and 

his refusal of Judith's approach suggests an inability to respond to intimacy. 

The relationship between Bluebeard and Judith explores "how we are connected 

to the behavioral pattems and the physical stereotypes to which we resort as a way to 

define ourselves through our tie to a community" (Climenhaga 63). The silent performers 

behind Bluebeard and Judith symbolize a society which collectively participates in and 

tolerates the kind of dominant-submissive relationship portrayed by Bluebeard and 

Judith. Their silence also implies that they are unable to break the vicious cycle of 

mechanism in the gender power struggle. 

Bausch's Bluebeard exposes and criticizes the ideology in both the original 

fairytale and in real life; the obedience of women and the dominance of men have trapped 

both genders in an impasse: instead of creating a loving relationship, they end up 

torturing each other. Through highlighting some repetitive behaviors in the production, 

Bausch challenges us to "look again and again" (Price 324) at how the "deplorable social 

stmcture" (Birringer 87) has made both women and men "victims of our society" 

(Birringer 34). 

Hutcheon states that Brecht's theater "challenge[s] the natural or [what] goes 

without saying in our culture" (8). Brecht himself wams, "What is "natural' must have 

the force of what is startling" (71). Similariy, Bausch's Bluebeard, and many of her other 

works, present horrifying images that challenge the popular stereotyped gender 

relationship depicted in fairy tales, myths, or other media. Through the dialogic of 

gender struggle in her work, Bausch challenges the audience to see that the images in 
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fairy tales and popular media are actually a "cultural artifact" (Canton 130) produced 

from a patriarchal value system to treat women as objects (Birringer 87-88), As a result, 

both men and women are victims of this ideology in their relationship. Therefore such 

artifacts and their ideology are not universal truths and ought to be subverted. 

Pina Bausch's dance theatre has aroused many controversial reactions; her new 

form and her subject matters have gone beyond the scope of traditional dance and theatre. 

Those critics who support her, such as Price, Birringer, and Sally Banes, among others, 

justify her need to break old artistic forms. Even her use of violent subject matter finds 

sympathy among those critics who see in her treatment of those issues a link to Brecht's 

gestus and defamiliarization for the theatre. 

The above analysis of the style and philosophy of Pina Bausch's dance theatre 

aims to help one appreciate her reasons for breaking the boundaries between established 

art forms. What follows is an examination of how Bausch's untraditional attitude to 

artistic expression results in a novel employment of dance and theatrical properties. This 

comparison will also be used to judge whether the dance theatres of other choreographers 

share similar properties. Hence, the goal is to identify those common elements that can 

be justified as the standard properties of postmodem dance theatre. 

Properties of Pina Bausch's dance theatre 

According to Walton, the properties of an artwork are illuminated against a 

chosen category and vice versa: "A category is perceptually distinguishable if 

membership in it is determined solely by features of works that can be perceived in them 
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when they are experienced in the normal manner" (397). By features, Walton means both 

the aesthetic and non-aesthetic properties. Interestingly, though some dance critics do not 

think that Bausch's work belongs in the medium of dance, there are critics who argue that 

her work is dance and not theatre. On the other hand, some theater critics state that her 

work should be categorized as theatre. These arguments about the proper categorization 

of Bausch's work probably result from perceiving it only in the category of dance or 

theatre and not both. This controversy also illuminates Walton's statement: 

In which categories we perceive a work depends in part, of course, on what other 
works we are familiar with. The more works of a certain sort we have 
experienced, the more likely it is that we will perceive a particular work in that 
category. What we have heard critics and others say about works we have 
experienced, how they have categorized them, and what resemblance they have 
pointed out to us is also important. (398-399) 

Since Bausch's work merges both genres, it might be more holistic if we can place her 

dance theatre in both media and give substantial evidence that her work possesses 

standard properties of both disciplines. This analysis will also illuminate why certain 

cntics do not think that her work belongs either to dance or theatre. Their judgment 

might result from choosing a wrong category, for example, a traditional dance or theatre, 

to perceive the postmodem dance theatre of Pina Bausch, Canton's comment points out 

the general differences between Bausch's work and the traditional forms of dance and 

theatre: 

In manipulating different artistic forms, she does not respect the traditional music-
movement relationship. In reference to dance, the choreographer rejects the 
constant need for motion, whereas, in theater, she rejects its literary references. 
Bausch IS unceasingly questioning the codes and the rules of representation, 
(Canton 128) 
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This statement shows that Bausch's work breaks the basic traditional expectations 

of dance and theatre: dance requires a constant need for movement, and theatre is 

necessarily literary. Therefore, if one chooses traditional theater or dance to compare 

with Bausch's postmodem work, one most probably will not find many similarities 

among them and come up with a conclusion that her work is neither dance nor theatre. 

Chapters Two and Three have shown that postmodem dance and postmodem theater have 

created some properties standard to its own category. It is best to perceive Bausch's 

work in those categories and find out if her dance theater does possess some properties 

standard to both genres. This contextual comparison will justify if it is most appropriate 

to identify her work as postmodem dance theatre. This term will not only denote that her 

work combines standard properties from both genres, but also point out that this 

phenomenon of crossing over disciplines is one of the dominant postmodem 

characteristics. The examination will begin with a comparison between her work and 

postmodem theatre. 

Theatncal Properties: Non-Linear and Non-Literary 

The survey of theatre theories in Chapter Two showed that postmodem theatre 

broke the Aristotelian rules and created theater that was non-linear and non-literary. 

Postmodem theatre was non-linear because it abandoned the requirement of a plot, which 

depended on a logical development of a beginning, middle, and end. It was non-literary 

because it did not depend on a text to create a performance, Bausch's dance theatre has 

the above features: 
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Bausch describes her work as arriving from a 'chaos' of material which shapes 
itself through the rehearsal process into a performance. Clear distinctions of a 
beginning, a middle or an end are not applicable . . The action occurs in a non
sequential parade of scenes of no chronological order. It makes no attempt to 
develop a monologic narrative containing elements such as character, subject 
development, exposition, climax, development and denouement, (Sanchez-
Colberg 158) 

Judging from the above quotation, Bausch's dance theatre lacks plot, characters, 

language, and a linear structure in the traditional sense. Furthermore, her work does not 

aim at a mimetic function, which is an essential quality for most traditional theater. Her 

work IS not mimetic because the theatrical elements in her work do not aim at 

representing a unified action or a specific time and place. As Servos points out. 

Time and space do not really acquire an historic dimension. The characters 
encounter each other in an empty space, but loose from historic or concrete social 
conditions. History appears as an metaphor when they cite songs of a certain 
period (1920's, 30"s or 50's), or is hinted at in costumes and stage-props, but is 
never consciously utilized as an essential moments of the plays . . . [The] time and 
space [in Bausch's works] are only vaguely set. (442) 

By giving up traditional requirements on representation, Bausch is free to transcend 

cultural and time boundaries, and can use elements from any background. 

For example. The Window Washer (1991) is about contemporary Hong Kong and 

Its multicultural background. In portraying Hong Kong, the production does not present 

a plot about some characters and their conflicts in this place, as a traditional theatre piece 

would. Instead, the multicultural elements are reflected by the choice of collaged images 

from different times and cultural backgrounds. For example, Bausch uses Japanese songs 

of the flfties, popular contemporary Cantonese songs, and Westem popular music. The 

multicultural elements of Hong Kong are suitably reflected through the collage of music 

from different cultures and times. 
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The above description identifies general differences between Bausch's dance 

theatre and traditional theatre. Following is a more detailed discussion of how each 

property is used unconventionally in Bausch's dance theatre. 

Linear Plot-Replaced by the "Pnnciple of Montage" 

In a traditional theatre piece, plot is the most essential among the six major 

elements. According to Aristotle: 

But the most important of these is the structure of the incidents. For tragedy is a 
representation not of human beings but of action and life [. ,], So [the actors] do 
not act in order to represent the characters, but they include the characters for the 
sake of their actions. Consequently the incidents, i.e. the plot, are the end of 
tragedy, and the end is the most important of all. (9) 

In other words, plot not only refers to a story line, but "also refers to the organization of 

all the elements into a meaningful pattem. Plot is thus the overall structure of a play" 

(Brockett, Essential 41). 

However, in Bausch's dance theatre a traditional plot is replaced by what Servos 

calls "the principle of montage," which one can find in avant-garde movements such as 

dada, futurism, or sunealism, (438) where seemingly unrelated images can be placed in 

the same context. In those performing arts, the anangement of images becomes the 

stmcturing method and abandons the traditional demand of a coherent and logical plot. 

David Pnce argues that Artaud's concept of mise en scene and Brecht's ideas of the 

gestus are two dominant elements in Bausch's dance theatre. A detailed examination of 

Price's argument will be analyzed in the following section, Servos's term, "the 

principle of montage" is appropriate for Bausch's structuring method. It is inclusive 
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enough to include the above two ideas, which have to do significantly with the 

arrangement of multifarious images created by the body and objects. Furthermore, the 

"principle of montage" stands for the idea that seemingly unrelated elements can be 

placed in the same context, which one can often see in Bausch's dance theatre. 

The pnnciple of montage helps to analyze the innovative structure of Bausch s 

work, which defies the logical development of a story but is composed of reifications of 

similar themes which are developed by images. 

Artaud's mise en scene 

Artaud states in his "First Manifesto" that "The typical language of the theatre 

will be constituted around the mise en scene considered not simply as the degree of 

refraction of a text upon the stage, but as the point of departure for all theatrical 

creation"(93-94). Price observes that Bausch reflects Artaud's ideas by not using a 

narrative text but using objects and bodies as signs to develop her work. Price argues that 

therefore "Artaud's theories [are] central to any discussion of Pina Bausch's work" (323). 

Some scenes from Carnations (1982) will illustrate the above point. Though the 

following analysis is developed by coherent interpretation, there is no attempt at 

suggesting that there is only one possible way to interpret the multifarious images of 

Bausch's work. Instead, the purpose of the analysis is to demonstrate how Bausch's 

work possesses some standard properties of postmodem theatre, illuminated by Artaud's 

concept of the mise en scene. 

183 



The stage of Camations is covered with 3000 camations. The stage design 

suggests a contemporary Garden of Eden in which "The camations ... have been 

trampled underfoot... and raised the questions about the possibility of love in an 

alienated, legalistic and dehumanized worid" (Brockett 461). This theme is 

communicated through many vignettes whose structure can be understood through 

Artaud's mise en scene concept. 

In one scene, some women are dancing happily on a table like a group of frogs. 

Then several men appear and sneer at the women. After a period of silence, the women 

quietly slip under the table and resume their frog dance in a small and confined space 

while the men take over the table and dance simultaneously. 

In another scene which suggests a socializing context, four men encounter one 

woman. At first, this woman is casually eating her cookies and is sitting comfortably in a 

chair. She is gradually bothered by the action from these four men. They pull over a 

table and take tums standing on top of the comer of the table, throwing themselves 

heavily on the surface of the table and falling off it. They repeat this action several times, 

and each rime they push the table closer to the woman. Even though they do not 

physically threaten her, the woman "cries as if she herself had been hurt" (Kissolgoff 

"Camations" 17), 

In both scenes women are portrayed as submissive and passive. In the first scene, 

the women give up their territory as soon as the men claim their authority over it. In the 

second scene, it is suggested that men have the control of the temtory and the 

relationship. 
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The two scenes are connected through the central idea of gender conflict, which is 

communicated through images-the use of the table and the choreography between the 

men and women. The focal point of both scenarios is the table. It is used as a 

transitional link from the first scene to the next. In the first scenario, the table is a symbol 

of the territory where the men establish their dominating position over the women. In the 

second scenario, the table still maintains this significance and is added a second symbolic 

meaning-it symbolizes an arena where men compete to win the woman. The table can 

have more interpretafions: only men can be active in the relationship, and women have to 

be passive to be won. The first scenano spawns the second scenario through the vanous 

symbolic meanings of the table. 

The development of the scenes in Camations is based on the theme of power 

stmggle through the symbolic meanings of the objects (camations, table, e'lc.) and the 

dancers' movements. This structure illustrates Artaud's idea of the mise tn scene in 

which the camaUons, the table, the body movements become signs and communicate the 

theme of gender conflict without the need for a nanative text. 

Brecht and the Ideas of Gestus 

On the other hand, the above two scenes can also be understood from Brecht's 

theory of gestus. Servos argues that "Like Brecht's, her theatre derives everything from 

the Gestus." (440). Nagele summarizes gestus as the following: 

Gestus is the sum of concrete bodily gestures, facial expressions, tones of voice, 
and rhythm and figures of speech, but it is not identical of any of these. It 
contains the relation to another body and Gestus. It is structured by the symbolic 
code of the specific social situation. The body does not have the identity of its 
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wholeness in itself It provides the ideal and the idol, the Gestus, of wholeness, 
which It only finds in the distribufion along a symbolic chain, (qtd. in Price 324) 

Brecht's theory of the gestus helps to interpret the gender issues in Bausch's work as 

socially determined. 

However, the application of the idea of gestus has to be understood through the 

technique of verfremdung. a term sometimes translated as "making-strange", 

"defamiliarization" or "alienation." Brecht himself defines verfremdung as "tuming the 

object of which one is able to be made aware, to which one's attention is to be drawn, 

into something ordinary, familiar, immediately accessible, into something peculiar, 

striking and unexpected" (Brecht 143). I will use all three translations in my discussion 

of Brecht's verfremdung theory, depending how each best suits my application of 

Brecht's theory to Bausch's work. It is through the technique of "making strange" that 

Brecht brings our attention to what we have taken for granted and needs to be challenged. 

In Bausch's productions we can see examples of how the technique of making 

strange is employed in the portrayal of gender relationships. In Arien (1979) there is a 

scene about some men dressing up their women. When the act begins, the female 

dancers sit in chairs lined up at the front of the stage, and the male dancers form a line 

behind them. The beginning of the scene shows some men dressing women. As the 

scene progresses, the men's act of dressing up those women presents the latter as a 

"gallery of grotesque, doll-like creatures" (Servos, ArLl33). Bausch makes an act of 

men appear strange by transforming it into an act of stereotyping women: 

Like frantic hairdressers and to the dry strains of Eine Kleine Nachtmusik, the 
men plonk wigs on the women's heads, make up their faces and decorate their 
partners with various colored scarves, bows, nngs, braids, ribbons, and all manner 
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of theatrical properties, until each has created his own ideal woman. The result is 
a gallery of grotesque, doll-like creatures which include the fairytale queen, the 
diva and the baby doll, evidence of the male view of women . . . (Servos Art 
133) 

Judging the scene from Brecht's theories, Bausch makes both the men's and women's 

action strange by presenting the scene as a process of how men stereotype women. In 

this scene, Bausch criticizes the social gestus between men and women: women submit 

themselves to men's view of ideal women; on the other hand, in the shaping of their ideal 

women, men have the power to be in charge. To sum up, the development of the above 

scenario is based on the gestus between the genders: the men are seen as dominant and 

aggressive, whereas women are submissive and passive. 

Price states that "Bausch's theater is a combination of Brecht and Artaud because 

both Brecht and Artaud emphasize the use of performer's body"(324). Their emphasis on 

the images, whether of the bodies or of objects, rewrites the traditional definition of plot. 

Their theories, as illustrated in Bausch's work, shows that a play need not be developed 

through coherent and logical events. It can be structured by imagistic actions that contain 

similar themes. 

Variable Properties 

The images in Bausch's work have been amply analyzed through the 

methodologies of Brecht's gestus, Artaud's mise en scene, feminism, or psychoanalysis. 

However, sometimes, her work contains images or movements, which do not invite 

interpretation from a Brechtian or Artaudian perspective. For example, in The Window 

Washer there are scenes about Hong Kong residents ainng their clothes on bamboo 
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sticks. In this motif the dancers would imitate the shape of the sticks through arm 

movements and repeat the phrase of putting on and taking off the clothes from them. 

These images do not seem to contain political or psychological connotations that need to 

be analyzed through Brecht's or Artaud's theories. 

The above aspect also indicates how Servos's term "the principle of montage" is 

very suitable in discussing the structure of Bausch's work. The term is broad enough to 

include images that may not be analyzed either by Brecht's gestus or Artaud's mise en 

scene concepts. On the other hand, Brecht's gestus or Artaud's mise en scene concepts, 

however effecfive they are in interpreting Bausch's work, lack the holistic nature of the 

term "the principle of montage," 

The Use of Text (Language) 

Bausch does not avoid using language in her productions. However, language is 

often fragmented and cannot be understood in the usual sense. Again, if we understand 

her use of text from Brecht's theory of gestus, then her purpose of fragmenting language 

can be made clear. According to Brecht, language is also an element of gestus if it 

implies a social attitude between different individuals. As Servos suggests, "A language 

is gesfic when it is grounded in a gest and conveys particular attitudes adopted by the 

speaker towards other men" (Art 104), 

Bausch does use language to illustrate the gestic relationship between people by 

making it strange. When language is defamiliarized, it loses its normal context and one 



can see the manipulation of language in gender power struggles or other contexts. As a 

result, language loses its linearity and logic through the process of making strange. 

The make-up ritual in Arien that I described previously can illustrate the above 

point: 

The women get dressed in a mish-mash of hats, feathers, furs, inflatable tubes, 
flippers, skirts, veils, and garish make-up. One man stands behind them, 
microphone in hand, and begins to ask them, 'Can you say HA?' One by one the 
women begin to say 'Ha!' As the man coaches them ' , louder louder. 
Please . . . . (Sanchez-Colberg 156) 

The dialogue between the man and women in this scene does not make usual sense. 

Rather, it indicates how men manipulate women by adopting a coaching stance: first they 

impose their ideal image on the women, then they want to teach women how to talk. As 

the scene develops, the women's utterance of "Ha" changes from monotonous obedience 

to seemingly spontaneous action, suggesting that an intemalized process occurs when 

women digest the extemal imposition from the men (Sanchez-Colberg 156), 

Sometimes even when the dialogue or monologue is longer, it still does not 

contain the usual syntactic structure of an ordinary sentence. For example, in the opening 

scene of The Window Washer (1997), a female dancer enters the stage from upstage left 

and sits on a chair on center stage. She picks up the phone on the small table in front of 

her and starts talking to it, ""Hello, hello, good moming, thank you."*̂  Then she speaks 

the same thing to the audience seated at different areas of the theater as if she is greeting 

them. After that, she adds something more to the original sentence and repeats the new 

sentence several times to the audience: "Hello, hello, good moming. Thank you. Can you 

hold your hand to hold, to hurt, to help?" The repetition gradually takes on a mundane 
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feeling, and it seems to suggest that daily greeting once repeated to a certain level loses 

its true sincerity and is used as a cliche. This dancer uses the same kind of text no matter 

what kind of context she is in-whether she is talking on the phone or greeting the 

audience. This text can be seen as gestic in the way that it criticizes how greeting or the 

use of language in social contexts can become cliches. 

Characters—Bausch's Performers Do Not Play Fictitious Characters 

Differing from a traditional theatre, Bausch's performers do not play characters. 

Rather, "they constantly shift among personae, from quickly delineating a character to 

suddenly acfing as themselves ,.."(Canton 127), Canton comments that such a strategy 

is "to avoid nanatization" (127), a standard property of a traditional theatre. 

In the previous example from The Window Washer, it is hard to tell if the female 

dancer is playing the character of a telephone operator, or a schizophrenic person, or even 

herself. In other parts of the performance, she seems to be playing herself when she tells 

the audience, "In Hong Kong, I heard so many love songs. Oh, I know this song." 

Recognizing a tune from the background, she sings the popular Cantonese song in its 

original lyrics. Servos comments on this kind of characterization: " though they 

[Bausch's performers] may address the idea of performing, they are themselves" (qtd, in 

Climenhaga 89). 

Even though in some of Bausch's productions her performers seem to be 

portraying characters, this cannot be understood from the traditional sense of 

charactenzation with a clear depiction of personality, social status, etc. Instead, a 
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character in Bausch's dance theatre "is a cipher for general compulsions and behavioral 

structures" (Servos, Art 55) or is treated "as resonances of emotional states, deriving 

from the essence of . . . relationship" (Canton 121). For example, in Bluebeard, only the 

characters Bluebeard and Judith can be identified as characters with names, while other 

performers remain nameless people who make up the society. Also, even though 

Bluebeard and Judith have names, their characterization differs from that in a traditional 

theatre. Rather than depicting the personality, social status, or psychological states of 

Bluebeard and Judith, Bausch portrays these characters as engaged in "behavioral 

stmctures" (Servos, Art 55) such as dominaUng and obeying each other. 

The Element of Time—Non-Linear 

The principle of montage and the use of fragmented language result in a non

linear sense of time in Bausch's work. Traditionally, the development of fime is thought 

of as the following: 

Time as present being becomes defined by the spatial metaphor of a line, which 
can be straight or circular. A sequence of 'nows' can construct a "progressive' 
(straight-line) fime, going from a dismissed past towards an ideal future. It can 
also construct a 'regressive' (circular line) fime, going from a dismissed future 
back to an ideal past. (Femandes 235) 

In a theatrical production, the first type of structure, the progressive one, is 

especially obvious in the Anstotelian dramafic stmcture, which emphasizes a beginning. 

middle, and end. In this kind of structure, events culminate in a climax and are resolved 

in a denouement.^ The dramatic actions are directed toward a future resolution. From 

this aspect, the fime development in most traditional drama/theatre can be seen as 
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progressive or linear. On the other hand, Bausch's dance theatre does not present a 

unified plot. Rather, it is composed of fragmented scenes full of repetition of similar 

movement and language. Consequently, this kind of organization defies linearity. 

A scene in Camations is developed according to a childhood game. Red Light, 

Green Light. In this scene, both men and women are dressed in childlike "idenfical 

sleeveless shifts" (Servos, ArLl99), which indicates a "primal union of man and woman 

before sexual differenfiation" (Pnce 330). The dancers are divided into two groups: a 

leader and his subjects. Those who are playing the subjects basically have the same 

movement phrase: rush forward to beg the leader's affection so that he may allow them to 

move closer to the line, and finally win the game; they move backward when that attempt 

is fmstrated. When the dancers rush forward to the leader, they will also speak some 

words of flattery to match the quality of their yearning movements. 

The leader, separated from this group by an invisible line, repeats the floor pattem 

of going forward and backward, thus creating a nervous line and energy. Each time the 

dancers repeat their phrase, the distance between them and the leader gets shorter. When 

the leader notices this, he will force the whole group to go back to their inifial spot and 

restart the game. As the game plays on, the atmosphere changes from being playful to 

angry and culminates in a surprising twist. All of a sudden, the subjects unanimously tum 

against the leader, "the one ... who makes the rule" (Servos, Art 200). They order the 

onginal leader to stay where he is and determine how close and how far he needs to stay. 

The game is repeated but with different role-playing now. The group is now playing the 
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role of the leader, while the lone dancer, who was onginally the leader, is now the victim 

or the subject to be ordered around. 

In this scenario the game is played twice and can be divided into smaller units 

composed of similar repefifion. Instead of developing a story to a climax, then to a 

conclusion, the scene is structured by constant repefifion of similar movement and text. 

As such, time seems to be forever the present moment in the making of the game. The 

game seems to be able to go on forever until it is intermpted by the next scenario, hence 

leaving us a fragmented sense about the scene because there is no sense of beginning or 

completion. In Bausch's producfions, "Clear temporal classificafion disappears" 

(Sanchez-Colberg 159). The use of repefition and fragmentation, as is illustrated in the 

above example, are major reasons why Bausch's theater is non-linear. Bausch's 

manipulation of fime changes our concept toward the use of fime m theatrical 

performances. The progression of time in a performance need not produce a linear 

development; it can be atemporal, in which an audience is made oblivious to a clear 

separafion of beginning, middle, and end. 

Set 

Like the other elements in Bausch's dance theatre, the properties of set are also 

non-mimefic. Kerkhoven's comments on non-representafional theatrical space suits 

Bausch's dance theatre: "Once the theatre's concepfion of space no longer requires a 

faithful and recognizable copy of reality, it can fill itself with inner meanings, exterior 
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references, abstract connotations, etc. Space itself becomes a text to be read" (34), 

Examples from Bausch's producfions can illustrate this point: 

Arien, where the stage is covered with water and dictates much of the acfion as 
the perfonners wade, slosh and splash their way through the space, or Palermo. 
Palermo, where the fallen wall provides a literal ground of danger as the 
performers pick their way through the rubble. The space also goes through a 
transformafion of its own through out the durafion of the piece, either becoming 
littered with the detritus of the event: as in Palermo, Palermo, where not only the 
wall but all of the props the performers use throughout the piece are littered across 
the stage, leaving a tangible residue of the event; or literally trampled or used up: 
as in Camafions, where the pnsfine, idyllic field of camafions that we see at the 
beginning of the piece is trampled and battered at the end. (Climenhaga 264) 

The set design of Bausch's dance theatre not only "becomes an intemalized state . 

[but] also determines the physical acfion and movements of the dancers" (Climengaha 

264). For example, in Arien. the water functions as a symbol of a minor-the act of 

seeing and being seen-and also decides the physical movements of the dancers, who 

have to "wade, slosh and splash their way" (Climenhaga 264). 

Comparison with Traditional Dance 

In a general sense, Bausch's dance theatre differs from traditional dance in her 

treatment of movement, music, setfing, and choreographic structures. 

Use of Everyday Movements 

In contrast with a conventional dance, Bausch uses a lot of movements that look 

like everyday movements in her choreography. Servos comments on this strategy in 

Bausch's work: "Art and everyday life no longer form a direct contradiction . . the 

repertoire of gesture onginates directly in everyday life" (Emancipation 439). Bausch's 
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Palemw. Palemw can illustrate her strategy of using everyday movements and how they 

interchange with dance movements in her work. 

The show begins with a wall collapsing into pieces. After that, a female dancer 

walks carefully among the rubble of the collapsed wall to center stage. As soon as she 

reaches the spot, she draws a circle on the floor around her feet, and then puts an X on 

her face. Before she finishes drawing the X, a popular American love song of the fifties 

fades in and she dances to its melody. The dance phrase concludes when she puts her 

hands behind her head and stands mofionlessly. 

What follows is a theatrical vignette where the female dancer interacts with two 

men by ordering them to hold her and then leave her. The following scene is built on 

several repetitions of the first dance and the theatrical vignette, A more detailed analysis 

of the stmcture of this scene will be taken up in the section about the choreographic 

methods in Bausch's work. 

In the above scene, it seems that some of the everyday movements of the female 

dancer symbolize the idea of abuse-either by oneself or by others. The first movement 

she does to herself is drawing an X on her face, a letter that is normally associated with 

negafive ideas such as sfigma or eliminafion. When she relates to the two men, her 

actions are full of contradiction. She first orders them to hug her, and when they do so, 

she orders them to leave. 

Other everyday movements that Bausch frequenfly uses in her producfions 

include "casual walking, combing the hair, brushing the teeth, talking to someone, sitting 

on a chair, etc." (Femandes 86). Femandes comments that by the use of movements from 
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daily life, ""the dancers of Wuppertal Dance Theatre demonstrate how their body images" 

are related to social contexts (86). In contrast with traditional codified dance movements, 

the everyday movements in Bausch's dance communicate ideas without going through a 

process of abstracfion that tradifional dance composifion normally does. Consequently, 

Bausch challenges the idea that movements in dance have to abstracted in order to 

convey meanings, feelings or even styles. Furthermore, those daily movements illustrate 

Brecht's gestus, in which bodily atfitudes and movements speak for a body that is "a 

space which is in itself reflective of social, polifical, cultural, gender, sexual, personal and 

domesfic dynamics . " (Sanchez-Colberg 154), purposes that codified ballet or modem 

dance seem incapable of expressing. Bausch answers in an interview about her reasons 

for using everyday movements in her dance theater: "To understand what I am saying, 

you have to believe that dance is something other than technique. We forget where the 

movements come from. They are bom from life. When you create a new work, the point 

of departure must be contemporary life—not exisfing forms of dance" (qtd.in Climengaha 

34). Bausch's unconventional use of movements in her dance has aroused significant 

arguments on the definition of dance. To this, she challenges: "An invifing gesture, a 

gentle tum of the head, a glance, a walk toward each other and a touch-everyday 

motions or already dance? A gentle stroke can be like a dance, too" (qtd. in Climenhaga 

44). 

Bausch's usage of everyday movements also breaks the tradifional requirement of 

dance that there has to be constant need for mofion, especially ""dancey" movements. The 

employment of daily movements result from the need to convey the gesfic relationship 
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between the performers, and hence transcend the rigid conventions of tradifional dance, 

whose repertoire of movements are stylistically codified and not from daily life. 

Use of Music 

The relationship between dance and music in Bausch's dance theatre is also non-

conventional. In tradifional dance, the choice of music is usually the same throughout the 

whole production. Somefimes a choreographer would assign a musician to compose 

music especially for the dance: Tchaikovsky's composifion for Pefipa's ballets and 

Martha Graham's collaboration with Louis Horst are two good examples. However, in 

Bausch's dance theatre, her choice of music is a collage from different time periods and 

cultures. For example, in Palemw, Palemio, the music includes classical music such as a 

Puccini aria and old pop songs such as a Billie Holiday song (Jowitt, Man as the Measure 

105). Bausch began her choice of collage in music with Bluebeard: 

After Blaubart [Bluebeard] the music to Bausch's works became collages. With 
very few exceptions Bausch's new dramafization of loosely connected scenes 
almost necessitated spliced-in, prerecorded music. She used clips from classical 
works, arias, folk songs, marches, tangos and above all popular songs from the 
1920s to 1950s. This approach enabled her to evoke a different atmosphere 
quickly, or to make musical, contextual comments. The songs are used partly to 
make ironic comments or to suggest the insincerity of the texts or one's own 
wishful nofions. (Bremser 26) 

Bausch's choice of music sometimes depends on "the , . emofional base as the 

images. ." (Climenhaga 267). For instance, the make-up ntual in Arien occurs with 

Beethoven's A Little Night Music in the background. The movements of the men show no 

attempt to match up with the rhythm of the song; rather, the romanfic music serves as an 

ironic comment on the absurdity of the scene, 
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Somefimes in Bausch's work two pieces of music will be used at the same fime. 

As Sanchez-Colberg comments on Arien: 

The image is not presented in its natural timing . . . A game of hockey-cokery is 
sung to the tempo of Moonlight Sonata and not the usual upbeat associated with 
the game. This superimposition of different 'times', (a 'cross-fiming' so to speak) 
is one of Bausch's methods to create ambivalence. (158) 

The collage of music in the above scene produces a feeling of sadness because the 

childhood game loses its usual upbeat speed and is overshadowed by the slow tempo of 

Beethoven's music. 

These examples explain how Bausch uses music both as rhythmic support and as 

comment on the action. Traditionally, music is used in dance as a stmctural base, and is 

normally developed in a linear fashion, with a beginning, middle, and an end. In 

Bausch's dance theater, such relafionships are abandoned and the sense of fluidity in fime 

development is replaced by constant rupture and fragmentation. 

Choreographic Structure 

Bausch's use of everyday movements and a selection of collaged music disrupts 

the traditional fluidity of dance. Sally Banes likens traditional choreographic structure to 

a classical musical structure with a clear beginning, middle, and end (Writing Dancing 

226). In a conventional relafionship between dance and music, the choreography of a 

dance follows a confinuous musical score in terms of its rhythmic structure or mood 

evocafion. This kind of relationship creates a unified structure and creates an organic 

sense of movement development. However, Bausch breaks the conventional rule that a 

dance production has to follow one music composition from the beginning to the end in 
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order to create constant movement development. Instead, Bausch uses the method of 

collage to structure her work. In so doing she subverts the conventional requirement of 

confinuity in a dance structure. 

Furthermore, Bausch combines theatrical elements in between the dances and 

disrupts a sense of confinuity of movement development which one normally would see 

in traditional dance; when she manipulates the theatrical properties, she does not follow a 

conventional way of using those elements. For example, the text is fragmented, as was 

illustrated by the example of some scenes from Arien and The Window Washer. (Please 

refer to the previous secfion about the use of text.) Somefimes, it is even hard to make 

distinctions between dance and theatre elements. To sum up, though Bausch uses 

elements from both genres, she does not follow the convenfional mles of how those 

elements should be structured. It is this revolufionary structure that frustrates most critics 

as to whether Bausch's work should be considered as dance or theatre. 

Unfortunately, there is very little in-depth analysis about the structure of Bausch's 

dance theatre, though some scholars make statements about the composition of her work. 

For example, Richard Sikes observes that the structure of Bausch's work is "the 

applicafion of dance construcfion principles to that of a more all-inclusive theatrical 

presentafion" (52). Climenhaga states that Pina Bausch ufilizes "theatrical techniques to 

what IS essentially a dance structure of bodily engagement and expression (Climenhaga 

20). Though both of them nofice that there is some structure in Bausch s dance theatre 

that looks like choreographic method, one refers to Bausch's work as a "dancey theatre" 

and the other as a "theatrical dance" (Nathan). Their comments are valid in themselves 
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but need more elaboration in order to clarify what they mean by "choreographic 

principles," "theatrical techniques," and "dance structure." I would like to take their 

comments further and analyze the composifional stmctures in Bausch's work, which, I 

will argue, will help classify her work. Since her dance theatre combines elements from 

both genres, I would like to focus basically on one choreographic method-the collage-

which is a dance construcfion principle that the Judson Church dancers started to use in 

their experimental dance. The analysis of the collage structure will be divided into three 

sections to examine how Bausch juxtaposes the elements of dance and theatre in her 

work: (I) explicit dance structures with theatrical tropes, and (2) implicit dance structures 

within theatrical vignettes, and (3) the confluence of choreographic and theatrical laws. 

Explicit Dance Structure with Theatrical Tropes 

Some of Bausch's work begins with a dance, and the theatrical scenes within can 

be analyzed from a choreographical perspective, i.e., they can be treated as tropes 

(theatrical insertions) which serve as transitions between dance. This type of scene I 

would call an explicit dance structure with theatrical tropes. 

For example, in Palemio, Palemw, the beginning scene is the collapse of a wall 

following by a female dancer who walks onto the stage. She draws a circle on the floor 

around her feet and then an X on her face. As soon as she finishes drawing the circle on 

the floor, an American love song of the 1950s fades in, to which she begins an abstract 

dancing phrase after drawing the X on her face. Her movements are confined in the 

circled area that she draws. The dance phrase finishes with her placing both of her hands 
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behind her head, suggesting a flirtatious gesture or a pnsoner's sunender posture. She 

remains in this posifion for a few seconds, and then two men enter the stage to put her 

face down on the floor without changing her pose. The neutral movements of placing her 

whole body on the floor serve as a transition from the previous dance number to the 

following theatrical vignettes.^ 

The female dancer lies on the floor for a few seconds and then verbally orders the 

two men to pick her up. The men comply without disturbing her previous shape. She 

then orders one of the men to take her hand, and as soon as the man does so, she pulls her 

hand away from him and places both of her hands behind her head, going back to the 

previous sunender posture. She repeats this order to the same man several times, and 

finally orders both of the men to go away. This theatrical scene also ends with the same 

concluding position of the previous dance number—the female dancer places her hands 

behind her head and stands mofionlessly. 

Then one of the two men gives her some dirt, which she throws up into the air. 

When the dirt falls to the ground, she falls on the floor and repeats the same dance phrase 

and the same concluding position while sitfing on the floor. The two men come in again 

and put her face down on the floor. She then orders them to take her up and give her a 

chair to sit on. Then the scene is developed by the same acfions from the previous 

theatrical vignette: ordering them to take her hands, to hug her, and then telling them to 

go away. After leaving the stage for a few seconds, the two men come back to the scene 

with something like tomatoes in their hands. Then, without her telling them what to do, 

the men start throwing the fruits at her body, leaving red juice dripping all over her. She 
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demands that the men throw the fruits on her face several times, and each time harder. 

When she has enough of the torture ntual, she gains her composure and orders the men in 

a calm voice, "Take me off [stage]. 

This descripfion gives us an example of Bausch employing both dance and 

theatrical elements in her work. What follows is a detailed structural analysis of this 

scene through a choreographic perspective. The purpose of doing so is twofold: first, it 

will illuminate the observation that Sikes and Climenhaga make-Bausch's work is 

stmctured choreographically; and second, it will also help to understand how Bausch 

achieves the collage effect of her work. 

A reference to traditional choreography is useful in contrasting Bausch's avant-

garde use of conventional construction method. In composing dance movements, a 

choreographer normally starts with small phrases and build them to long sequences, and 

finally to the whole piece. In between phrases or sections, a choreographer sometimes 

uses transitions to develop the work. The following analysis will show that Bausch's 

novel use of choreographic structures relates to how she manipulates the transifions 

between movement sentences. Instead of using movements for transition (as traditional 

choreography would do), Bausch inserts daily movements and theatncal tropes as her 

way of transifion. The analysis will illustrate that Bausch uses two common 

choreographic devices-repetition and vanation-in treating both dance and theatrical 

elements in her work. These unconvenfional applicafions of choreographic methods-

transifion, variafion and repefition-allow Bausch to create a collage effect in which 

dance and theatrical elements are juxtaposed in the same scene. 
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1. Prologue: Using everyday movements-walking. The female dancer walks among the 

rubble and draws a circle on the floor. I would descnbe these movements as 

neutral, i.e., they have the potenfial of being interpreted either as theatrical or 

dance-hke, depending on the following context. They can be theatrical because 

they look like theatrical business. On the other hand, though they do not look 

'dancey,' they can still be included in a dance context. The Judson experiments 

made everyday movements legifimate in dance. Therefore, I would call these 

movements neutral because of their ambiguous nature. 

2. First short dance number: It starts when the female dancer finishes drawing an 

X on her face, and dances to the song. Concluding phrase: she places her hands 

behind her head. 

3. Transition between the first short dance number and the first theatrical scene: Two 

male dancers come in and place her face-down on the floor. 

4. First theatrical scene: Opening action: the female dancer orders the men to take her up. 

Finishing acfion: she orders the two men to leave, and places her hands behind her 

head— the same position as the concluding shape of the first dance number. 

5. Transition from the first theatrical scene to the second short dance number: the same 

two male dancers come in and give her some dirt. 

6. Second short dance number: Opening secfion: she throws the dirt onto the air. 

Finishing shape: she places her hands behind her head while sitfing on the floor. 

7. Transition from the second short dance number to the second theatrical scene: The two 

men come in again. 
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8. Second theatrical scene: The act of throwing tomatoes on her. She orders the men to 

pick her up. Concluding acfion: the two men take her offstage. 

Though the above scene contains several shifts between dance and theatrical 

scenarios, the transitions between them are smooth because of the tropes. Bausch uses 

neutral or daily movements as transifions, such as the two men's walking onto the stage 

and picking up the female dancer. Bausch also uses some similar movements as 

transifions between the dance and theatrical vignettes: the female dancer's concluding 

shape in the dance, i.e., placing her hands behind her head. By use of neutral and 

overlapping movements between the scenes, Bausch freely shifts the scene either to a 

dance number or a theatrical vignette. The use of neutral movements provide smooth 

transitions because, being neutral, the movements can be placed in both dance and 

theatrical contexts and provide a link to develop whatevei follows—be it a dance or a 

theatrical scene. As I have previously argued, these movements are neutral because they 

can be interpreted as dance, as the Judson experiments have proven that everyday 

movements can be employed in a dance context. They can also be theatrical because they 

do look like stage business. The above analysis also proves that Bausch's work is not 

chaofically or randomly developed, however fragmented the work might seem to be. 

There is a coherent logic behind the seemingly unrelated scenes. As the above structural 

analysis has shown, there are at least two aspects which count as the hidden logic of the 

above scene: the theme of abuse and the smooth transition from dance to theatre scenes 

by the use of neutral movements. The above structural examinafion not only shows that 

Bausch does use skills and a methodology in construcfing her work, but also explicates 
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her compositional logic as different from traditional choreographic methods and linear 

dramatic structures. 

Bausch treats the whole scene as if she were developing a dance which is 

composed of five sections and three transitions. Even the theatrical vignettes are 

developed choreographically. It seems that there are at least two ways to approach the 

theatrical vignettes: the first theatrical vignette is short, so it can be looked at as an 

insertion to serve as transition; the second theatrical vignette is long and can be treated as 

a new movement phrase developed by variation and repetition. Treating the two 

theatrical vignettes either as a transition or a new phrase helps one to look at them as part 

of the long and complete dance sequence. It also helps to read the theme of self-abuse 

that is expressed by repetitive use of dance and theatrical units, 

Bausch is not only unconvenfional in her treatment of transition, she is also 

revolutionary in applying some choreographic methods to construct both dance and 

theatncal scenes in her work. To make her point, Bausch uses some choreographic 

devices such as repetition and variation. 

The technique of repefifion can be seen in using the same concluding shape in the 

first and second dance scenes, and in the first theatrical unit. It can also be seen in the 

repetition of the same movement theme: the female dancer orders the men to take her up, 

to hug her, and to abuse her. 

The use of variation can be found in the different movement phrases of the female 

dancer's self-abusive action: drawing a circle on the floor to constrict her foot 
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movement, drawing an X on her face, throwing some dirt on her body, and ordering the 

men to throw tomatoes at her. 

In the use of repetition and vanation, Bausch is not limited to the use of dance 

movements only. She applies the same devices to develop theatrical vignettes as well. 

Consequently, the use of variation and repefifion in both dance and theater properties 

creates an effect of collage. 

The analysis of the scene from Palemw. Palemw illustrates that through the 

unconvenfional usage of choreographical methods, Bausch creates a collage that 

combines both dance and theatre. This kind of approach to structure is also a major 

reason \\ hy her work has fmstrated critics or has created arguments about the 

categorization of Bausch's dance theatre. However, as the previous analysis has proven, 

Bausch's stmcture does have an intemal logic and is enigmatic only to those who 

approach dance and theatre with habitual ways. The purpo.se of this analysis aims to 

show that Bausch s work does have a structure. The examinafion of this structure does 

not mean to suggest that there is only one way to analyze Bausch's work. There might be 

different opinions about where the transifion begins and how to look at the daily 

movements. Nevertheless, there should be a common agreement that this scene from 

Palemio. Palemw illustrates a choreographic structure that juxtaposes dance and theatre 

properties. 

Sikes" observation on Bausch s constmcfion method is conect: it is "the 

applicafion of dance construction pnnciples to that of a more all-inclusive theatrical 

presentafion" (52). She does employ choreographic methods such as transition, variafion. 
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and repetition to construct her work. In so doing, she is open to using both dance and 

theatrical elements to develop a theme. As a result, the overall effect of her work is also 

theatrical. That is, it is full of dramafic conflict and it uses various theatrical elements 

such as verbal texts and movements. The comment of Sikes also points out another 

common tendency in categorization: theatre is a more inclusive genre than dance. As the 

survey of dance theories have shown in the third chapter, the dance elements can 

normally be included as theatrical properties, but theatrical elements, such as text, usually 

meet more resistance if they are to be included as dance properties. Also, historically, 

dance is treated as a kind of theatrical art. This partly explains the convention that dance 

is somefimes subsumed in theatre even though it is also treated as a separate medium. So 

although Bausch uses choreographic approaches and dance elements in her work, to place 

her production only as dance cannot comfortably explain the dominant theatncal 

properties in her work. As a result, it is more suitable to place her work as dance theatre. 

To do so will properly recognize that Bausch's work combines elements and structures 

from both dance and theatre. 

The above analysis shows the complexity of Bausch's work. Although somefimes 

it is clear how to identify the choreographic structure of her work, sometimes it is the 

opposite, as will be illustrated in the next secfion. 

Implicit Dance Structure within Theatncal Vignettes 

Somefimes Bausch does not include much dance movement in her work, and this 

results in some crifics' complaint that dance is something the dance theatre lacks. Inge 
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Baxmann even states that "there is less and less dancing in dance theatre. One could 

almost say that this is already one of the "convenfions' of dance theatre" (56). However, 

this only applies to some of Bausch's work; in her recent work such as The Window 

Washer (1997) and Marsurca Fogo (1998), there is ample usage of dance movements. 

Nevertheless, even in some of Bausch's work where theatrical scenes dominate, it is sfill 

worthwhile to examine if the stmcture follows a choreographic logic. 

In a long scene from Bandoneon, it seems that there is very little dance; it is filled 

with theatrical monologues from the dancers/performers: 

The woman [. ,] enters with a little aquarium with her mouse in it. She talks and 
sings to the mouse. A man enters doing a lively dance with an apparently dead 
woman. A man tells a story about a cook in Prague and the woman comes out 
and recites the banal love poem again [. .]. A man comes out and holds a back 
bend for an entire song, followed by silent applause. They all leave except one 
woman who stands center. She says, 'In Italy I had a rooster. He always went 
into other people's gardens, so my mother had to kill him. In the evening she 
cooked him and she told me it was my rooster and if I didn't want to eat him I 
didn't have to. But I wanted him. I wanted him all to my self (Climenhaga 
249) 

Though this scene contains the juxtaposifion of dance and theatrical elements, it is 

obvious that theatncal properties are more dominant than the dance elements. The 

challenge is how to analyze the structure of this scene, Brecht's gestus does not seem to 

apply because there is nothing social or gesfic here. However, if we examine more 

closely, we can tell there is a common theme behind all these visual and verbal images. 

The overall connection is the person's perverse affections toward the wrong objects-one 

person to a mouse, a person to a dead woman, and another to a rooster-which will not 

respond to their affection. The overall effect creates a bizane and sad feeling about 
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frustrated passion. Even the solo dancer's performance connects to the theme because he 

is deprived of real applause and receives something fake or secondary-a silent applause. 

This theme connects the disparate elements and gives them a comprehensible 

interpretation. As for the structure of the scene, it can be analyzed through repetition and 

variation-two common choreographic methods. From the perspective of a dance 

composition, a phrase or a theme can be developed through repetition. What Bausch 

does here is to choose a theme of frustrated affection and has it communicated through 

variafion by each performer, either by movements or texts-keeping a pet in a wrong 

context (a mouse in an aquarium), dancing with a dead woman, dancing to silent 

applause, etc. These are variafions of the same theme. The analysis shows that Bausch 

does use a choreographic approach to develop a theme through repetition and variation. 

Furthermore, in Bausch's dance theatre, a theme can be expressed physically or verbally. 

As a result, Bausch places dance and theatrical vignettes in the same context and thus 

creates a feeling of collage. 

On the other hand, the above scene is reminiscent of Artaud's theory of the 

theatre, which is inspired by his admiration for Balinese dance, Artaud built his ideal 

theatre by borrowing some elements that he observed in this Oriental dance. For 

example, he advocated a theater that is an expression in space through using visual 

languages of objects, movements, attitudes, and gestures. These elements are also used 

in dance. This type of theatre avoids narrafive but emphasizes the development of 

themes (Harrop and Epstein 303). Even when language is used, it must be also treated as 

a sign (Artaud 89-100). Artaud has at least two meanings here: first, language evokes 
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images in the mind (40); second, by modeling the Oriental dance, language is tumed into 

incantafions, and it is extended by ufilizing "the vibrafions and qualifies of the voice" 

(91). 

In the analyzed scene of Bandoneon. the texts of the performers might create 

different images in the audience's mind because of the vivid descripfion of their perverse 

affecfion toward some objects. Next, in the described scene from Arien, the women's 

utterance of 'Ha' becomes a sign of intemalizing men's manipulafion through the 

changes of their intonation—from monotonous tone to hysterical laughter. Artaud gave us 

the description of his ideal theatre, and Bausch provides us exact methods as to how to 

realize his hieroglyphic theatre through choreographic structures: repetition and variation. 

The above scene is developed by the performers' affection to the wrong objects, and their 

monologues which do not carry usual sense From an Artaudian perspective, these 

elements are signs (Harrop and Epstein 311) that communicate the theme of fmstrated 

affection. 

Bausch's choreographic methods of constructing theatrical scenes illuminate how 

Artaud's advocation of a theatre of signs is inspired by dance. From this perspective, the 

theatrical scenes in Bausch's work do have choreographic structure, though the theatrical 

elements dominate. In this sense, I would call those scenes "implicit dance stmcture 

within theatrical vignettes." 

The first two pnnciples-explicit and implicit dance structures-result in a collage 

effect, which is the topic of the following section. 
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The Confluence of Choreographic and Theatrical laws 

Though the previous two choreographic methods can cover some compositional 

strategies of Bausch, they do not give us a comprehensive explanation of all of Bausch's 

work. In the earlier discussion of the principle of montage, I argued that theatrical 

structures such as Brecht's gestus and Artaud's mise en scene are also dominant elements 

in Bausch's work, as demonstrated by the scenes from Camations. In those cases then, 

the theatrical structures dominate the choreographic ones. However, there is a third 

composifional method in which a choreographic method overlaps with a theatrical one. 

The previously discussed scene from Bandoneon is one such example. The scene is 

developed by the theme of perverse affection, which is repeated by monologues and 

movement. The structure of the repetition can be treated as choreographic devices: 

repefifion and variafion. On the other hand, the development of the scene can also be 

analyzed from Artaud's theory of the mise en scene. That is, a scene can be developed 

through movement, images and fragmented sentences. 

As was discussed earlier, Artaud's concept of the mise en scene is actually 

inspired by Oriental dance. Many scholars menfion the influence of Oriental dance on 

Artaud's concept of the mise en scene without much analysis of exactly how the art of 

dance shapes Artaud's idea for the theatre. But Artaud models his ideal theatre by using 

his observafion on dance, Artaud's theatre theories emphasize the elements of space, 

images, and movement. Actually, these are the common properties of dance. To those 

above elements, he adds the property of text and argues that it be molded not in a 

tradifional way but should be varied, repeated, or fragmented. This treatment of text is 
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similar to how a choreographer might mold an element of dance through vanation, 

repefifion, abstraction, and so on. In this sense, Artaud's ideas of the theatre synthesize 

dance and theatre, and this synthesis of the two peri^onning arts is realized in Bausch's 

postmodem dance theatre. The above analysis shows that Bausch creates a hybrid fonn 

of postmodem dance theatre by using a collage structure where choreographic and 

theatrical laws overlap or co-exist. 

Whether it is easy to differentiate a choreographic or a theatrical structure in 

Bausch s work or not, it is clear that Bausch uses a collage approach of the sort that the 

Judson Church dancers used in the sixfies. This method allows her to combine elements 

and structures from both dance and theater. 

Summary 

As Kafia Canton points out. there has been "heated polemic among cnfics 

involving the classificafion of Bausch's work" (112). She argues that it is "the logic of 

. its construction that makes Bausch's work undoubtedly connected with dance" (112). 

Interesfingly, some theatre scholars such as Goldberg and Brockett classify her work as 

theatre. It seems that these critics look at her work from one category—dance or theatre— 

and notice standard properties relevant to the chosen genre. This phenomenon also 

illustrates Walton's point that an artwork might fall equally well in two categories: 

"Many works fall between well-established categories , ., possessing some of the 

standard features relative to each" (411), When Bausch's dance theatre is placed in the 

category of postmodem dance and postmodem theatre, it shows that her work does 
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possess standard properties relative to both cafegones. The following list will illustrate 

this point and also illuminate that the traditional category of theatre and dance does not fit 

to descnbe the features of Bausch's dance theatre. 

Traditional Theatre 

The survey of the second chapter has shown that traditional theatre is linear and 

literary. It follows Aristotelian elements: plot, character, thought, language, music, and 

spectacle. The structure of these elements aims to represent a single and unified action 

that imitates actions one can observe in life. The emergence of postmodem theatre 

challenges the conventional way of using these properties and re-defines theatre. 

Postmodem Theatre 

With the emergence of postmodem theatre, Aristotelian elements are challenged. 

It introduces theatre that is not necessarily mimetic. It abandons a coherent and logical 

plot that is developed by language; instead, it relies heavily on images for the 

development of a producfion. Even when language is used, it does not necessarily follow 

usual syntactic structures. For example, some of Robert Wilson's work contains 

grammatical errors and fragmented texts. Postmodem directors are also free to use 

collages from different cultures and disciplines; unity is not their concem. As a result, 

their work is a "difficult whole" where various elements do not harmonize but co-exist in 

the same producfion. To sum up, some standard properties of postmodem theatre include 
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non-mimetic, non-literary, fragmented, and pluralistic use of theatrical elements such as 

texts and images. 

Traditional Dance 

Tradifional dance requires a linear movement development. Whether it is 

narrafive or not, various elements of a dance production are unified into a complete 

synthesis: movements, music, costume, set, etc. 

Postmodem Dance 

Postmodem dance challenges the traditional dance in the following ways: any 

movement is feasible and any choreographic methods are allowed. Dance movement 

needs not be developed linearly; it can be ruptured by stillness or other factors. 

Postmodem dance also borrows structural methods from other disciplines such as theater 

and introduces the use of collage in choreography. In general, there are two types of 

postmodem dance: one is analytical and self-reflexive, such as the Judson Church 

experimental dance; a second type is the one that might blur the genres between dance 

and theater, such as American Kinetic Group. Please refer back to Chapter III for more 

details. 

Relations between Bausch's Dance Theatre and Postmodem Theatre 

When Bausch's dance theatre is placed in the category of tradifional theatre, it 

shows that her work does not have any of the relafive standard properties. On the other 
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hand, when her work is viewed in the category of postmodem theatre, it shows that her 

work possesses many of the latfer's standard properties: non-linearity, use of images, 

fragmentafion of text, collage from various elements-singing, dancing, acfing, and so on. 

Furthermore, previous analysis about the connecfion of Bausch's work to Artaud's mise 

en scene and Brecht's gestus shows strong links between Bausch's work and theatre. 

These features show that it would be very appropriate to classify Bausch's work as 

postmodem theatre. 

Relations between Bausch's Dance Theatre and Postmodem Dance 

On the other hand, it also shows that Bausch's work possesses many standard 

properties relative to postmodem dance; use of text, use of collage in various 

choreographic methods and movement repertoire; everyday movements, folk dance, 

popular dances, and modem dance. Besides, there is no unity among the above elements 

but a collagisfic juxtaposition, which is a dominant feature in some postmodem dance. 

Conclusion 

It seems fair to conclude from the above comparison that because Bausch's work 

combines elements from both genres, her work can be called "dance theatre." However, 1 

would like to point out further that her work is more than the combination of the two 

forms. Bausch's dance theatre contains some postmodem features that are not found in 

other types of dance theatre: genre-crossing and fragmentation. Therefore, it is not 

sufficient to identify her work as dance theatre. I suggest that a prefix "postmodem" be 
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added to her work. Identifying Bausch's work as postmodem dance theatre not only 

illuminates the combination of dance and theatre elements in her work but also calls our 

attention to the postmodem phenomenon in her work, in which blurring genres and 

fragmentation are common practices. The label of "postmodem dance theatre" addresses 

the above features of Bausch's work better than the category of postmodem dance or 

postmodem theatre. In one way, not all types of postmodem dance or theatre blurs the 

boundaries between the two genres. For example, some postmodem dances such as the 

works by the Judson Church dancers are analytical and do not borrow elements from 

theatre. Therefore, to classify Bausch's work only in the category of postmodem dance 

or postmodem theatre only covers some of the standard properties of her work. I 

therefore argue that it is best to place Bausch's work in the category of postmodem dance 

theatre. 

Using Walton's categorizafion concepts not only helps for better cateorizafion but 

also guides one to appreciate certain features of Bausch's v.ork, that cannot be 

illuminated otherwise, Walton's concepts of the standard, variable, and contra-standard 

properties especially nicely explicate the relafionship between Bausch's avant-garde 

work to traditional performing arts. They show that when her work is placed in the 

category of traditional theatre, there are some contra-standard properties such as 

fragmented text and non-literary features that cannot be included in this category. On the 

other hand, when her work is placed in the tradifional dance, her work maintains contra-

standard properties such as the use of everyday movements and fragmented text. 

However, when those contra-standard properties are placed in the category of postmodem 
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theatre or postmodem dance, they are treated as standard properties relative to each 

genre. This shows that Walton's concepts of the standard, variable, and contra-standard 

properties are of use in understanding the relationship between the avant-garde and the 

traditional art in relation to how a conventional rule or property is subverted and becomes 

a contra-standard property. Bausch's work possesses many properties that might be 

considered contra-standard if they are placed in the category of traditional dance, 

traditional theater, postmodem dance, or postmodem theatre. These categories cannot 

safisfactorily illuminate some non-aesthefic properties in her work, and will influence our 

appreciation for the aesthetic properties in her work: 

The above analysis also shows substantial evidence to argue with the following 

opinions: crifics who believe that Bausch's work does not belong in the category of dance 

or theater might amve at their judgments from viewing her work from traditional frames 

w hich are inappropriate choices of categories. As Walton has argued, the choice of an 

appropriate or correct category helps one to appreciate the value of an artwork. Placing 

Bausch's work in the category of postmodem dance theatre guides one to see the unique 

features of her work that one might not be able to nofice if it is just placed in the category 

of dance or theatre. The above examination also illuminates why her work should not be 

classified strictly as dance or theatre, as some crifics have argued. If those crifics insist 

on including Bausch's work in their own discipline (dance or theatre), they must come up 

with sufficient explanafions of the treatment of properties that normally do not belong in 

their discipline. They must determine whether and jusfify exactly how they can treat 

those properties as contra-standard, vanable or standard relafive to their field. 
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Categonzing Bausch's work also demonstrates that the classificafion of an 

artwork in our postmodem context is not an easy matter, since blumng the boundaries 

between genres is a trend. To do so, one needs to place an art work in a diachronic and 

synchronic relafionship to arts in general. As Arthur Danto argues in his concept of an 

artworid, it takes a competent audience to fully appreciate an artwork . For example, an 

audience not familiar with meta-films trying to appreciate Peter Greenaway's movies 

from the genre of Hollywood films will certainly feel fmstrated. Walton has a similar 

point to Danto's in terms of appreciating artwork: 

Perceiving a work in a certain category or set of categories is a skill that 
must be acquired by training, and exposure to a great many other works of 
the category or categories in quesfion is ordinarily, I believe, an essenfial 
part of this training. . . . This has important consequences conceming how 
best to approach works of art of kinds that are new to us - contemporary 
works in new idioms, works from foreign countries, or newly resunected 
works from the ancient past. It is no use just imm.ersing ourselves in a 
particular work, even with the knowledge of what categories it is correctly 
perceived in, for that alone will not enable us to perceive it in those 
categories. We must become familiar with a considerable variety of works 
of similar sorts, (413) 

Walton's statement points out some reasons why classifying Bausch's work 

invites challenge: for someone who is not familiar with postmodem performing arts, 

Bausch's work is like new idioms to him. Furthermore, for most people, Bausch's dance 

theater is a foreign work. The discussion of her work in this chapter shows that to 

appreciate her work is not an easy task. It requires knowledge of both dance and theatre 

and also the history of contemporary Germany in terms of its political situafions and the 

development of its dance and theatre. 



Finally, this chapter discusses the background of German dance theatre in its 

development of the form and the usage of the term. In light of the historical context, it 

shows that there is some confusion about the term that needs to be further discussed and 

clarified in the next chapter. A second important focus in this chapter is Bausch's dance 

theatre, which will be used as a paradigm to compare with other dance theaters in the 

following chapter. In the discussion of Bausch's dance theatre, I have argued that she 

not only uses standard properties from both postmodem dance and theatre, but 

particularly a structural method called collage. It is in light of these features that we can 

come to the understanding of how the properties are used, and hence can judge whether a 

work belongs to dance, theatre, or dance theatre, Bausch's composifional approach is a 

postmodem collage which allows her to juxtapose properties from both genres. This kind 

of feature, together with how dance and theatre properties are employed in her work, will 

be compared with other dance theatres in Chapter V 
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Notes 

The italicized word is mine. 

' Though most of Wigman's significant works contain heavy themes, she did create 
some light work such as Shifting Landscape (1930) (Cohen 149). Besides her famous 
solo work, she also did group work with her female students (Manning 34-41). 

' In a section from the videotape of European Tanztheater, Anna Markard, Jooss's 
daughter, discusses her disagreement with contemporary tanztheater companies that 
borrow elements from other media. From her point of view, Jooss's dance theatre, which 
employs only movement, is the most authenfic dance theater. 

Though I find Kresnik's ideas and work interesfing, I am unable to give him a 
detailed independent discussion in this dissertation due to the paucity of literature about 
his work. 

I am indebted to Price, whose insight on analyzing Bausch's dance theatre from both 
Brecht's and Artaud's theories provides me a way to discuss the compositional stmcture 
of Bausch's producfions. 

^ The descripfion of dialogues and movements from Bausch's performances, though 
they are not necessarily photocopy conect, are reliably based on my memories of the 
performances. 

^ Though some absurd theatre, such as the theatre of Beckett and lonesco, seem to 
have circular structures, its circularity does not have the purpose of going back to an ideal 
past. 

^ What 1 call neutral movements are in relation to movements one can obviously 
locate as dance movements or theatrical actions. The "neutral" movements that I 
describe in the scene from Palemio. Palemw are treated as transitions. They can be 
treated either as dance or theatre movements depending on how one wants to relate them 
to the context: treat it as part of the dance phrase or a beginning phrase of the next 
theatrical vignette. Another reason for calling these movements neutral is for the 
convenience of discussing transifions. The distincfion between dance, theatre, and neutral 
movements helps me to analyze the structure of the scene better, particulariy in 
differentiating the grey grounds and the shifts between dance and theatre. 
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CHAPTER V 

STANDARD PROPERTIES OF POSTMODERN DANCE THEATRE 

Introduction 

In previous discussions of the history of Gennan dance theatre, it has been shown 

that there seems to be some confusion about the definition of the term. Though the term 

had been used eariy in the twenties by Laban and Jooss, their dance theatre had a 

different look from the contemporary one. Furthermore, strictly speaking, in terms of 

medium, the dance theatre of the twenties is more dance than theatre. Even some 

contemporary works that are labeled dance theatre, such as Linke's performances, look 

more like dance than theatre. Though some cntics have noficed this point, Linke's work 

is sfill included in German dance theatre because of her historical link to Mary Wigman, 

Laban's outstanding pupil. In this respect, Linke's work fits dance theatre in more of a 

genealogical sense than insofar as stylistic genre. 

On the other hand, the dance theatre of Bausch and Hoffmann seems to be treated 

as a new stylisfic genre when some crifics observe how it possesses properties differing 

from those of traditional dance and theater. It seems that the term "dance theatre" has 

been used to indicate either an historical connection or a new genre or both. This kind of 

usage of the term creates confusion and obstacles in understanding what properties 

contemporary dance theatre does possess that might allow it to be treated as a genre 

separated from traditional dance in the mode of Laban and Jooss or even postmodem 

dance and postmodem theatre. To solve this problem, I would like to evaluate works by 
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several major dance theater artists. Doing so will illuminate some common properties 

which will set contemporary dance theatre apart as a unique genre. 

To make an objective evaluation of the properties of postmodem dance theatre, I 

will discuss both artists who belong in the tradition of German dance theatre and those 

who are non-German, such as Anne Teresa De Keersmaeker in Belgium and Martha 

Clarke in the United States. In the previous chapter, I presented a comprehensive 

discussion of Bausch's work. In this chapter, I will analyze works by Hoffmann and 

Linke, and then the dance theatres of Anne Teresa De Keersmaeker and Martha Clarke 

will be discussed. The examination of their work aims to discover if their dance theatre 

does possess similar properties which will qualify their work in the same genre, i.e. in the 

category of postmodem dance theatre. 

Reinhild Hoffmann 

Next to Pina Bausch, Reinhild Hoffmann is often considered the most important 

representafive German dance theatre artist (Climenhaga 298). She studied at the 

Folkwang School with Jooss and Bausch from 1965 to 1970. After Bausch's departure to 

Wuppertal, Hoffmann took charge of the Folkwang Studio from 1974 to 1977, and then 

she went to head Tanztheater Bremen in 1978, first in cooperafion with Gerhard Bohner 

and then alone since 1981 (Manning, An Amencan Perspective 70). 

In a panel discussion about German dance theatre held at the New York Public 

Library on October 16, 1989, Hoffmann described her work as basically influenced by 

the cultural climate of Germany after the Second Worid War and her exposure to New 
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York in the sixfies ("Tanztheater"19). These influences encouraged her to work like 

Bausch, finding a way to express what she wanted to express rather than relying on 

exisfing forms or established movement techniques ("Tanztheater"12). Hoffmann's work 

differs from conventional dance in the use of everyday subjects and everyday movement 

to show how "the psychological and emotional experiences of the individual" are 

socially determined: 

Reinhild Hoffmann looks at everyday types of relafionships from a specifically 
feminist point of view. Her work is dominated by a singular factor - the 
systemafic restrictions imposed on the independent, feminine expression of free 
will. (Servos and Muller 15) 

Most of Hoffmann's work contains the above theme, though her first 

breakthrough work. Solo mit Sofa (1977), with music by John Cage, is basically an 

experiment with form (Servos and Muller 15). Her well-known works with a feminist 

perspecfive include Hochzeit (1980), which is about "the idea of marriage," Callas 

(1983), which deals with "Maria Callas and the idea of the diva," and Machandel (1987), 

which treats fairy tales as the subject matter (Climenhaga 301-2). 

The above producfions were created through a process similar to Bausch's 

improvisational approach, in which Hoffmann builds her pieces through a central idea or 

theme (Servos and Muller 15). Like Bausch, Hoffmann is recepfive to the dancers' input 

in response to the central idea: 

In the beginning I was always thinking very strongly about little scenes which 
deal with the subject. As more I started always to involve a little bit something 
where I give the dancers a task that they could relate with their own fantasy of the 
subject. ("Tanztheater" 25) 
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In the improvisational approach, Hoffmann is also open to any elements, including the 

use of sound, space, text, and visual imagery for expression ("Tanztheater" 6).' This kind 

of strategy creates a style that Muller and Servos describes as charactenstic of German 

dance theatre: 

Her [Hoffmann's] work, too, is characterized by the stylistic effects of the 
Tanztheater-i.e. the alienafion effects, the special use of 'everyday' movements 
and the dissolufion of convenfional story-telling in favour of individually 
assembled tableaux. (15) 

The following analysis will examine if Hoffmann does indeed combine the standard 

properties of dance and theater through the use of alienation effects, everyday 

movements, and tableaux. 

Alienation Effects 

As was discussed in Chapter IV, some elements of Bausch's work illuminated 

Brechtian alienafion as a process of making the commonplace uncommon. This 

alienafion has two possible dimensions: the term can mean a directorial method or it can 

be used to describe a particular dramatic effect (an aesthetic property) that is achieved by 

the alienation method. The two ideas—directing method and aesthetic effect—are inter

related. What follows is an analysis of Hoffmann's use of alienafion as a directorial 

approach in her work. 

As it was defined by Brecht himself alienafion was "tuming the object of which 

one is able to be made aware of to which one's attention is to be drawn, from something 

ordinary, familiar, immediately accessible, into something peculiar, striking and 
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unexpected" (WiUet 143). In Hoffmann's Callas, (1983) some scenes can be said to 

illustrate the alienafion method which makes the usual seem unusual: 

In Callas, as we hear the 'Out Damn Spot' aria from Verdi's Macbeth, sung by 
Maria Callas, we see a woman's hands holding a pair of shoes and a bucket of 
paint emerge from behind the huge red curtain which drapes the space. The hands 
paint the shoes red and then a woman in white enters and carefully steps into the 
shoes. She walks down the length of the stage, tearing the paper that has been 
laid down as a runway and staining the bottom of her dress in red. (Climenhaga 
305) 

Hoffmann's manipulation of ordinary objects, such as the shoes and the paint, create 

images reminiscent of "Cinderella's wicked stepsister, who cuts off her toes to fit into the 

glass slippers in an attempt to assume the role of the princess" (Climenhaga 305). With 

the background of the aria, those images seem to interpret the "evil inherent in the 

showmanship of a diva" (Climenhaga 305). In Acocella's comments, Hoffmann's Callas 

presents women "as having been nailed on a cross of glamour, the product of male 

fantasy and fefishism . " (24). Though it is not pointed out specifically by crifics what 

sacrifice a woman has to make in order to become a diva, at least the idea of sacrifice is 

communicated by the symbol of red. The mofif of the male gaze is also made clear when 

the whole scene is read against the fairy tale of Cinderella, whose stepsisters have to cut 

their toes to fit into the shoes provided by the prince. The associafional links between the 

arias, the shoes, the paint, and the "male gaze" in the Cinderella fairy tale communicate 

Hoffmann's intenfion to deconstruct the glorious life of a diva. 

This analysis shows that the alienation in Hoffmann's work can be understood 

both as a method and as an aesthetic effect. It is a method because in the course of the 

scene we see how the juxtaposifion of seemingly unrelated materials-the shoes, the paint. 
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and the arias-lose their ordinary meanings and are given unexpected symbolic meanings: 

women's sacrifice in the showmanship of a diva. The whole atmosphere or effect of the 

scene can also be described as "alienated" because the employment of the objects is 

beyond one's expectafion. Furthennore, a diva's sacrifice, as is hinted by the symbols, is 

also contradictory to the public image of the glorious life of a diva. 

Muller and Servos's comment on Hoffmann's work seems to refer to alienation 

only as an aesthefic property when it is described as "stylistic effects." Muller and 

Servos did not go further to explain how Hoffmann achieves this alienation effect. 

However, in my previous analysis of Hoffmann's Callas, I particulariy idenfified how she 

used the alienafion method by manipulafing non-aesthefic properties such as arias, daily 

objects, and movements, and created an alienation effect (an aesthetic property). This 

distinction between alienafion as an aesthefic effect and a directorial method will help to 

differentiate the aesthetic and non-aesthetic properties in her work.^ 

Specifically, in analyzing alienafion as a directorial method, some elements are 

idenfified as non-aesthefic, such as the manipulation of objects and movements. Walton's 

categorization concepts emphasize that the identification of non-aesthetic properties 

(standard, variable, and contra-standard) will help us determine if an artwork should 

belong in a certain category. Therefore, the distinction between alienation as an aesthetic 

property and a directorial approach in Hoffmann's work will affect our judgment on 

classifying her work. Neither Muller and Servos, nor any other crific who nofices the 

alienafion element in Hoffmann's work, discusses alienation as a directorial method, and 

instead, refers to it only as an aesthetic property. This creates some difficulties in 



understanding how the aesthetic property, i.e., the aesthetic feeling, is created by the non-

aesthefic properties, such as the manipulation of objects and daily movements in 

Hoffmann's work. 

In order to judge if Hoffmann's work combines standard properties of both dance 

and theatre, one needs to examine the non-aesthetic properties of her work. The previous 

discussion shows that in the usage of alienation, Hoffmann uses some movements that do 

not look like traditional dance movements. Some critics either call those movements 

everyday movements or tableaux. What follows is an analysis of those movements to see 

if they should be treated as dance or theatre elements. 

It might seem obvious that daily movements are different from tableaux. 

However, what some critics call tableaux might look like everyday movements to other 

critics. Muller and Servos did not give examples to explain what they meant by everyday 

movements and theatrical tableaux in Hoffmann's work. On the other hand, what Can 

describes as tableaux in Kings and Queens also look like everyday movements. My 

disfincfion of everyday movements and tableaux in Hoffmann's work is partly an 

inference from those critics' statements and partly my own judgment. 

Everyday Movements 

The previous analysis of Hoffmann's Callas shows that there are some 

movements which are more everyday-like than dance-like. The holding of a pair of shoes 

and stepping into the shoes are not traditional stylized (codified) dance movements but 

are movements one can see in daily life."* There are two ways of treating these 
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movements. First, they can be treated as dance properties. As I have argued in Chapter 

Three, some postmodem dance has shown that everyday movements can be incorporated 

in dance and that this usage does not disqualify a work from being in the dance genre. A 

second possibility is to look at those movements as theatrical because they seem to have 

storytelling funcfions (Muller and Servos 15); but this perspective is problemafic. First, 

even if those movements are theatrical, does that fact alone result in the whole piece not 

being dance? Second, why should the funcfion of storytelling be a dominant element in 

determining whether certain movements are dance or theatre? Some classical ballet and 

early modem dance also used movement to tell a story, and that feature did not prevent 

those dances from being properly considered as dance. My point is: it is not so much the 

storytelling nature that determines if some movements be dance or theater; rather, it is 

specifically the nature or the qualifies of the movements themselves. Again, the decision 

of whether those movements are dance or theatre depends on what Roger Copeland 

suggests: whether they follow a choreographic or a dramatic law. To make such a 

distincfion, one needs to place those movements in the context of the whole piece. 

Unfortunately, there is not enough literature on Hoffmann's work where one can see the 

relationship between the tableaux and the whole piece in order to decide if those 

movements follow a dramatic or a choreographic law. 

Tableaux 

Muller and Servos state that sometimes Hoffmann inserts "theatrically inspired 

tableaux . . with choreographed solo and group formafions" (Servos and Muller 15). 



However, they did not identify exactly what properties in her work are tableaux. My 

analysis of the tableau elements in Hoffmann's pieces will depend on Can's descripfion 

of the tableaux in her work. Carr praises the tableaux in Hoffmann's work as "rich and 

startling imagery": 

The tableaux connected to each other with a dreamlike logic. Konige und 
Konigennen (Kings and Queens), for example, begins with dancers in black robes 
and gold crowns, their backs to the audience. They tum slowly and drop large 
gold balls, then tum again and shred gold paper. When all but one exit, he tums 
to reveal two other men beneath his robe. The three men walk, bent backwards, 
their bare chest offered to the sky. This piece is about power in its many 
disguises. (Carr 27) 

It seems that those critics who call some movements "tableaux" aim to 

differentiate them from traditional dance movements which are more codified. However, 

as will be argued, it is also problematic to call those movements "tableaux." 

As a theatrical genre, tableau can be traced back to its medieval roots when 

tableaux vivants (living pictures) were used to perform stories from the Bible, mythology, 

and allegory (Brockett, History 147). However, strictly speaking, a tableau is an 

"imitation of pictorial art through the use of living people" (Holmstrom 33). In the 

presentation of a tableau, the actors have to remain motionless the whole fime in order to 

simulate the illusion of a sfill painfing. Nevertheless, in the two examples from Callas 

and Kings and Queens, the movements are not sfill. This poses a quesfion as to why 

some crifics describe those movements as tableaux. 

Furthermore, even though tableau was originally treated as a theatrical genre, it 

has been used in dance, such as by contemporary choreographer Paul Taylor in some of 

his works (Sparshott 246), If Taylor's use of tableau or sfillness does not disqualify his 
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work being dance, why should Hoffmann's use of tableaux be treated as a contra-

standard property in dance, so that her work would need to be categonzed in a different 

genre, in this case, in dance theatre? It would, of course, be a question of whether there 

were a preponderance of contra-standard qualities in the Hoffmann work. However, as 

the analysis has shown, it would be quesfionable to come to the conclusion that there are 

some contra-standard properties in Hoffmann's work that disqualify her work not being 

dance. 

The analysis in this secfion shows that there have been some challenges in 

identifying the properties in Hoffmann's work. Because her work is subsumed in 

German dance theatre, crifics seem to be guided to find theatrical elements in her work. 

It seems that those theatrical elements are the so-called everyday movements or tableaux. 

As just argued, a dance can employ daily movements without disqualifying the whole 

piece from being a dance, and a tableau need not be strictly treated as proper only to a 

theatrical genre. A tableau is basically an arrangement of living people to imitate a 

painfing or a biblical story. Besides, we find that it has been used in both dance and 

theater. Therefore, there have to be more theatrical properties in Hoffmann's work 

besides the quasi-theatrical properties (daily movements and tableaux) to qualify her 

work being dance theatre. 

Furthermore, as Walton suggests, a single contra-standard property in an artwork 

will not necessarily suffice to disqualify it from being in a certain category. Also, 

Taylor s work perhaps shows that a tableau is not contra-standard in dance at all. 
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Therefore, maybe it is best to look at Hoffmann's work as dance, as the following 

examinafion will illustrate. 

Some Ambiguity 

As some critics have noticed, even though Hoffmann's creafion is labeled as 

dance theatre, dance remains the primary form of expression in her work. Servos and 

Muller state: 

Her [Hoffmann] work is different from Pina Bausch, however, since dance 
remains the fundamental means of expression. Hoffmann's theatrically inspired 
tableaux are constantly interspersed with choreographed solo and group 
formations. Unlike the Wuppertal Tanztheater, Hoffmann keeps the focus on 
dance as the decisive means of expression-not on theatre and acfing means. (15) 

This comment represents some ambiguous atfitudes of certain crifics: Servos, Muller, 

Schmidt, and Climenhaga, to name just a few, call Hoffmann's work dance theatre while 

at the same fime they recognize that her work is more dance than theatre. What does this 

equivocafing suggest? What is prevenfing these cnfics from calling Hoffmann's work 

dance if they do agree that her work is more dance than theatre? It seems that the tension 

might have to do with the fact that Hoffmann's work has always been categorized in 

German dance theatre, and to call her work dance will contradict that convention. 

Nevertheless, as Walton suggests, the categorizafion of an artwork helps one to 

appreciate its aesthetic and non-aesthetic properties appropriately. As my previous 

discussion has shown, the classificafion of Hoffmann's work in dance theatre does not 

help in idenfifying the theatrical properties in her work. Even though some critics 

suggested that certain movements are theatrically inspired tableaux, that suggesfion does 
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not safisfactonly explain what they mean by "theatrically inspired tableaux." Something 

that is theatrically inspired is not necessarily theater. Furthermore, as was argued, it was 

even problematic to call those movements tableaux and treat them as theatrical 

properties. 

Next, when categonzing an artwork, the presence of a contra-standard property 

does not necessarily call for the creation of a new genre. As was shown in the discussion 

of Nijinsky's work in Chapter Three, his use of tum-in footwork, a contra-standard 

property to classical ballet, did not disqualify his work from being ballet, even though it 

is more suitable to look at his work as new, or avant-garde ballet. Therefore, the labeling 

of Hoffmann's work as dance theatre might have misled our appreciation of some 

properties in her work. For example, we tend to interpret the everyday movements as 

theatrical tableaux, a contra-standard property, and not a variable property in dance. 

So far my analysis of Hoffmann's work seems to suggest that there have been 

some problemafic methods in identifying her work as dance theatre. Climenhaga's 

explanafion might shed some light on the causes of these confusions: 

She [Hoffmann] does not set out to produce pieces which might be labeled 
tanztheater, but accepts that definition of her work as a reaction to the methods 
and elements she employs. However, perhaps more than Bausch, Hoffmann 
maintains the primacy of movement in her productions. (299) 

From this statement, we can see that one reason why Hoffmann's work is categorized as 

dance theatre might be due to her rehearsal method, which is similar to Bausch's. 

However, as Walton argues, a major method of classifying an artwork relies on finding 

perceivable properties (especially the non-aesthefic ones) which can be counted as 

standard, variable, or contra-standard; the judgment of those properties are determined 
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when the work is perceived in a certain category, i.e., the properties of an artwork are 

illuminated against a category. In this case, no matter how similar Hoffmann's rehearsal 

method is to Bausch's, that method should not be treated as a major criterion to classify 

Hoffmann's work if it does not help in determining the category of her work, and hence 

idenfifying the perceivable non-aesthefic properties in her work. In Walton's concept, a 

rehearsal method should not be treated as grounds to help in judging the categorization of 

an art work. 

A more thorough evaluation of these problematic approaches will be made later. 

The next subject is the works of Susanne Linke, which also present problems in terms of 

categorization. 

Susanne Linke 

Compared with Hoffmann and Bausch, Susan Linke is considered a traditionalist 

(Sieben, "I Don't Know" 28). Her work is reminiscent of the expressive dance of Mary 

Wigman, with whom she studied dance when she was twenty. Linke carried Wigman's 

tradifion of the solo form and the depicfion of the dark sides of human emofions (Muller 

and Servos 15). 

After studying with Wigman, Linke went to Jooss's Folkwang School and studied 

with Bausch from 1968 to 1973 (Manning, An American Perspective 75). From 1977 to 

1985 she directed at the Folkwang Studio (Sieben, "I Don't Know" 30). After that, she 

has headed the Bremer Tanztheater with Urs Dietnch since 1994. Most of the fime she 

dances her own choreography. 
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Linke's dance draws from "her expenences, out of her past, from the dialogue 

with objects, with nature, with people in a worid whose capacity for change through art 

she believes in like in a guardian angel, and transfonnafion in death" (Sieben, "I Don't 

Know" 28), Through these resources she creates work based on "her own interpretations 

of the emofions of greed, vanity, hatred, fear and love" (Sieben, "I Don't Know" 30), 

Though it may seem that Linke only depicts dark emofions, her purpose is not to show a 

pessimistic view but to express "humility in the face of human nature" (Kirchner 20). In 

short, "With her, everything .. .ha[s] to have a spintual basis" (Kirchner 22). For 

example, Linke's Swan Weigh (1982) expresses a concem for gender struggle, a topic 

similar to some found in the works by Bausch and Hoffmann: 

She presents the image of a debilitated swan who becomes progressively weaker 
and ultimately collapses in a symbolic death. On one level, the work ironically 
comments on Petipa's Swan Lake and Fokine's The Dying Swan, suggesting that 
today's scene distorts the swans of earlier ballets. But on another level, the solo 
associates the swan's debilitation with the layering of masculinity over 
femininity, for Linke wears an oversized black tuxedo jacket with tails over a 
romantic-length tutu. Her distorted movement cannot be separated from the 
costume's distortion of her form, and her distorted form cannot be separated from 
its layering of the masculine tuxedo over the feminine tutu. (Manning, "An 
Amencan Perspecfive" 78) 

Her Bath Tubbing (1980), in which women seem to be caught in their mundane 

chores is also created from a similar concem: 

In Bath Tubbing Linke presents a woman interacting with an old-fashioned stand-
up bath. On one level, the solo is a virtuosic play between the dancer's form and 
the bathtub's form, requiring Linke to precisely control her weight against the 
weight of the bathtub. But on another level, Linke seems like a housewife lost in 
fantasy as she performs her daily chore of cleaning the tub. However, she never 
fully realizes the fantasy of the lady of the house luxuriafing in the bath, for when 
she completely disappears into the tub, it falls over with a clank and reveals her 
inert from inside. Like Swan Weigh, Bath Tubbing ends with a symbolic death, 
(Manning, An American Perspective 78) 
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Finally, her Frauenballett describes: 

women toiling senselessly and monotonously with yards of cloth, to the point of 
exhausfion. Among them two men are seated, discussing a chair in a scienfific 
manner. They, too, work - think - and the distribution of roles is evident. 
(Muller and Servos 15) 

Linke expresses her criticism on stereotyped gendered roles through the "exposure of 

everyday forms of behavior" (Muller and Servos 15), Linke's work can be summarized 

in two concems: the criticism of society in terms of social roles and the depicfion of 

individual psychology (Muller and Servos 15). 

This descripfion of Linke's work not only demonstrates her major subjects, but 

also shows her consistent usage of dance as the primary artisfic form. Acocella states, 

"she is interested in dancing . . and in her work . emotion and meaning issue directly 

from the center of that body" (Acocella 42), Muller and Servos have a similar opinion. 

For example, they state, in "The 50 minute Frauenballett, choreographically structured 

scenes constitute the complete work" (15), To this, Sieben points out the difference 

between Linke and the other two tanztheater artists: 

While her contemporaries in dance-theatre, Pina Bausch and Reinhild Hoffmann, 
have become the leading figures of a new German, and indeed European, dance 
movement, she has remained loyal, in spite of her sympathy for dance-theatre, to 
a concept of pure dance, ("1 Don't Know" 28) 

This has indicated some problems of categorization. It shows that on one hand, 

Linke is included under the umbrella term of German dance theatre. On the other hand, 

her work is recognized more as dance than dance theatre. One needs to further explore 

what lies behind these two statements: what are the cntena that some cnfics use to 

include her in tanztheater, while some acknowledge her work as dance? What are the 
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blind spots or the reluctance in strictly placing her work in dance? This question will be 

addressed after discussing the work of Martha Clarke, the last dance theatre artist to be 

considered. After all of their work has been assessed, it will be easier to compare their 

properties as a whole. Then Walton's criteria will be applied to judge two things: what 

are the standard properties of dance theater; what causes the confusion in defining this 

category, as illustrated by the cases of Linke and Hoffmann, 

Anne Teresa De Keersmaeker (1960- ) 

Anne Teresa De Keersmaeker, a Belgian dancer and choreographer, is often 

classed with Bausch as another important contemporary European choreographer. They 

are sometimes similar in their use of choreographic styles, from "particular formal 

pattems," to "costuming ideas" and the use "of gesture and emphasis on one side of the 

body" (Adshead-Lansdale 22). Like Bausch, De Keer.smaeker's early works included 

dance, and gradually she created pieces that were labeled as dance theatre. To this day, 

she has created work that belongs to both genres. Whatever the case is, De 

Keersmaeker s innovafive use of dance properties in her work won praises such as 

Kisselgoff s comments, "Anne Teresa de Keersmaeker is one of the few today who make 

audiences see dance in a new way" (Kisselgoff A Belgian Original C 13). 

De Keersmaker received her dance training at "Mudra, the Training and Research 

Center for the Performing Arts founded by Maunce Bejart, who is the most dominant 

dance figure in Bmssels" (Cash 99). The training includes "classical ballet, acting, and 

flamenco"(Cash 99). Then at the age of 20 she went to New York University for a dance 
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program. She discussed the influence of this experience in the United States: "The 

history of modem dance is related to the city of New York-and so much of the important 

choreography during this century was done in New York. There, dance is a part of the 

confrontation with daily life" (Cash 99). 

With this knowledge of her background, one will not be surprised that she used 

the minimal music of Steve Reich, an avant-garde musician who had made his name in 

New York before De Keersmaeker came to the city (Kostelanetz and Darby 313). De 

Keersmaeker created a dance called Ease (1982) to Reich's music: 

"Ease: Four Movements on the Music of Steve Reich" consists of four parts, all 
with music by Steve Reich: Piano Phase, "come Out", "Violin Phase" and 
"Clapping Music," Reich never meant the four works to be seen as a whole, but 
they all date from the same period (1966-72). In all four, Reich experiments with 
gradual phase shifting as the basic musical structure. (Kerkhoven, Anne Teresa 
100) 

De Keersmaeker s innovative use of untraditional music in Ease won her first 

success and was followed by many others: 

Anne Teresa De Keersmaeker is a young Belgian dancer and choreographer. 
With her second production. Ease: Four Movements on the Music of Steve Reich, 
she made a breakthrough on the intemational dance scene, performing, among 
other places, at the Avignon Festival. Her oeuvre numbers only three creafions: 
Asch, Ease and Rosas danst Rosas. (Kerkhoven, Anne Teresa 98) 

Today, Anne Teresa De Keersmaeker has 21 years of choreography experience, 

has won intemafional fame, and eamed many awards, "including the American Bessie 

award in 1988 for Rosas danst Rosas." Her company Rosas was appointed as company 

in residence at the Theatre Royal de la Monnaie Brussels in 1992 (Adshead-Lansdale 22). 

She and her company have created many unconvenfional dances and works that can be 

labeled as dance theatre. 
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In terms of choreographic style, Keersmaeker's aesthefic is similar to Steve 

Reich's minimalism in music: 

My dance tries to reduce things to only what is necessary and invest them with as 
much as possible, so that you can get to the depth of things. This is the opposite 
side of the kind of society we're living in, where you get a lot of information and 
images too quickly, (qtd, in Cash 99) 

As a result of this minimal aesthetic, her choreography is "of strict repefition and 

mathematical structures"(Cash 99), However, Keersmaeker does not hesitate to add an 

emotional content to a seemingly austere structure of dance (Cash 99), Kisselgoff states, 

"It would be easy to see her esthefic as a marriage between minimalism and 

expressionism, , . . Because her pieces emphasize images of women in various 

emotional states, Miss de Keersmaeker has been called a feminist choreographer" 

(Innovative Choreography C 17). De Keersmaeker somewhat disagrees with this kind of 

interpretation: "These works do not have to do with a feminist viewpoint I am looking 

at and responding to a vocabulary" (Kisselgoff, Innovative Choreography C 17). Despite 

De Keersmaeker's explanation, some, if not all, of Keersmaekers' works can be 

appreciated through a feminist point of view. Her Stella is a good example. 

The title and content of Keersmakers's Stella derives from various sources: 

In Goethe's drama, 'Stella,' two women discover they have been abandoned by 
the same man. Goethe wrote two altemative endings. This idea of mulfiple 
perspective on the same tale found its ulfimate expression in Akira Kurosawa's 
film 'Roshomon,' The Rosas performers recite fragments of texts from both the 
play and film, as well as from the film version of Tennessee Williams's play "A 
Streetcar Named Desire," where Stella is the wife of Stanley Kowalski, But it is 
Blanche, Stella's sister, who speaks the lines that here make up the leitmofif of 
Ms De Keersmaeker's unsentimental piece - repeatedly Blanche begs to be 
considered attractive (Kisselgoff Two Stellas C13), 
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Kisselgoff describes Stella as "a multilevel essay" with a feminisfic reasoning 

about "how women are regarded by others and themselves (Two Stellas CI3). 

Kisselgoffs detailed description of the production gives us an idea about the feminist 

tone and the dance theatre properties of Stella: 

The piece (Stella) begins on a significant note of hysteria as the company's 
veteran dancer, Fumiyo Ikeda, rushes out to hurl herself atop of pile of wood 
platforms. Screeching in Japanese, she acts out a character's role from 
"Roshomon" while staggering in place on high heels in a not-quite-fashioned chic 
black suit. As the recorded piano music floods the stage with an insistent 
rhythmic tonent, Marion Levy mns in and dances an accelerated solo after Ms. 
Ikeda retreats to the side. Jumping high with knees zigzagging to the side, Ms. 
Levy casts a slyly expressive and seducfive look. Other women in similar black 
outfits . . . offer variations on the theme. 

The dancers move the platforms to the side and take off their shoes, Ms, 
de Keersmaeker's movement invenfion moves into high gear with a brief but 
excifing repetifive passage in which the dancers slam to the floor, roll and 
rebound into a spin. The music stops: Ms. Million begins the first of her 
recitations of fragments in English from 'Streetcar," simulafing nervousness as 
she shifts from foot to foot. Ms. Saunier resembles a fugitive from a costume 
drama in a Renaissance gown and recites a text in French and some English from 
the Goethe play, while laughing uncontrollably. Miss Sagna, with an elegant 
neck as elongated as a Modigliani portrait, stretches out, at a filt between two 
stools. Wrapped in a sheet, she suggests an artist's model. Yet this image is 
deflated by her preoccupafion with keeping the sheet from slipping as she moves 
in awkward ways from stool to stool. Toward the end, both music and 
movement reach a peak, only to have Ms. Million drop out of the unison pattem 
and come forward as Blanche after she is raped by Stanley Kowalski. 
(Kisselgoff Two Stellas C17) 

Though this piece presents images of women who are "ill-used," De Keersmaeker 

provides a crifical message that women themselves need to be responsible for this evil 

system: "Ms. de Keersmaeker seems to ask in these on-the-auction-block solos where 

women are not only for sale but sell themselves" (Kisselgoff Two Stellas CI7). 

Stella IS not only a collage of women images from various cultures and periods, 

but IS also a collage of dance and theatncal properties. The above descnpfion shows how 
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De Keersmaeker juxtaposes dramatic monologues and dances in the work and provides 

smooth transifions in between. 

Keersmaeker's Amor also combines both dance and theatre properties: 

movements are interspersed with poems by baroque Spanish poet Francisco Gomez de 

Quevedo y Villegas, e. e. cummings, and spoken fragments from the dancers (Adshead-

Lansdale 22). 

Elena's Aria is a third example of Keersmaeker's dance theatre, in which "the 

crucial text is a passage by Tolstoy, read aloud by a dancer in French, in which the writer 

laments his separafion from a beloved. . . Fidel Castro's speech in Spanish is also used 

for emotional and structural purposes" for this dance theater piece (Kisselgoff, Innovative 

Choreography C17). 

Kerkhoven's examination of the creative process of Keersmaeker's dance theatre 

reveals a rehearsal process in some ways similar to that of Bausch, using input from her 

actor/dancers: 

Anne Teresa De Keersmaeker worked with little bits of sentences improvised by 
the actors. In composing her texts, she ufilized the same method she had 
developed in her work with movement: construct small entifies of vocabulary and 
grammar, and then attempt to speak, to form sentences, etc. One could give many 
more examples. (Anne Teresa 34) 

Bremser also notes that De Keersmaeker "incorporat[es] new ideas and material 

much in the way that German director-choreographer Pina Bausch is known to do" (86), 

In Stella, Elena's Aria, and Amor, the juxtaposifion of properties from both genres and 

the collage composition resemble Bausch's structural approach to her own dance theatre. 

What follows IS an evaluation of the non-aesthefic properties in De Keersmaeker's work. 
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The survey will also help to judge if her work is appropriately categorized as dance 

theatre. 

Theatncal Properties-The Element of Text 

De Keersmaeker's use of text, such as in the works of Stella, should be considered 

a theatrical property, and not as a variable property in dance. The texts are treated as 

monologues, through which the character or types of behavior of each dancer is 

portrayed. For example, Ikeda's speech from Roshomon and Million's recitafion of 

fragments from Streetcar are not treated as accompaniment for their movements; rather, 

they are treated as monologues where one sees their hysterical and nervous behavior 

characterized. Other similar usage of text as a theatrical property can also be seen in 

Elena's Aria and Amor. 

Dance Properties—Movements 

De Keersmaeker employs dance movements in the solos and ensembles in her 

dance theatre pieces. These dance properties are interspersed with the theatrical 

elements. For example, in Stella, Marion Levy's solo occurs after the opening 

monologue by Fumiyo Ikeda, and then an ensemble of dancers join in to repeat Levy's 

movement phrase with variafions (Kisselgoff Two Stellas C 17), 

Other reviews about De Keersmaeker's works do not give detailed descripfions of 

how the dance and theatre elements interact in other works, as Kisselgoffs review of 
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Stella does. However, they do point out that there are dance elements juxtaposed with 

the text, such as in Amor, and Elena's Aria (Adshead-Lansdale 22). 

Choreographic Structure-The Use of Collage 

As with Bausch, De Keersmaeker's juxtaposition of dance and theatre properties 

creates a collage effect. Some scenes from Stella can illustrate this structure. For 

example, the show begins with Fumiyo Ikeda's hysterical monologue in Japanese. 

Afterwards, Marion Levy dances a solo and is joined by an ensemble which repeats her 

movement phrase with some variation. After the chorus dance, the following dancers 

recite their monologues: "Ms. Million begins the first of her recitations of fragments in 

English from 'Streetcar', . Ms. Saunier . . . recites a text in French and some English 

from the Goethe play, while laughing uncontrollably, . " (Kisselgoff Two_Stellas C17) 

From the point of view of structure, this scene has a nice form which is developed 

through monologue, solo, ensemble dance, monologues, and back to final ensemble 

dance. The shifting between each of the above units is smooth and skillful. For example, 

when Ideka finishes her monologue. Levy dances her solo, after which other dancers join 

in and do an ensemble dance to avoid a mathematic or monotonous juxtaposifion of 

monologue, dance, monologue, dance. Finally, these secfions are connected because they 

are related to the theme-the objecfification of women. Again, similar to Bausch, De 

Keersmaeker is open to the use of any elements to express a theme, whether they are 

movements or texts. 
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The collage structure in Keersmaeker's work challenges the linear concept of time 

in traditional dance and theatre. Her work creates a sense of fragmentation because it is 

not developed by either movement or text alone, but constantly shifts between the two. 

The constant shifting creates a feeling of disruption and hence destroys the traditional 

linear fime structure of a beginning, middle, and end, a structure that one normally sees in 

convenfional dance and theatre. This collage strategy also applies to the structure of 

Martha Clarke's dance theatre. 

Martha Clarke (1944- ) 

Martha Clarke was a dancer and choreographer before she tried theatre. Her 

interdisciplinary background combines training in dance, theatre and visual arts: 

She studied dance, entered the Juilliard School, and began performing with Anna 
Sokolow's company. She also studied painfing at the Art Students League, 
In 1972 she joined the acrobatic dance troupe Pilobolus. In 1978, she cofounded 
her own company, Crowsnet, and soon found a sponsor for her dance theater 
pieces in Lyn Austin of the Music-Theater Group, (Bremser 68) 

Interesfingly, among her dance mentors are Jose Limon and Anthony Tudor, who also 

taught Pina Bausch (Martin 172). 

Since Clarke founded her group, she has created works with a frequent theme of 

what she calls "battered love, . . . which stems from her own life and experiences" in 

order to explain herself to herself (Bremser 71). This consistent theme of the relafionship 

between male and female can be seen in such works as The Garden of Earthly Delights. 

The Hunger Artist. Vienna: Lusthaus, Endcmgered Species, and so on. In those works, 

Clarke presents a style that is "non-linear, coUagistic," and are full of "living tableaus" 
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(Martin 220), Like Bausch and De Keersmaeker, Clarke uses sources from vanous 

periods and arts as catalysts for her artisfic invenfion: literature, music, painting, dance, 

and theatre. 

Clarke's first success. The Garden of Earthly Delights, which is based on 

Hieronymus Bosch's masterpiece, can illustrate these features: 

Clarke combined visual, auditory, and performing arts to create a wordless, 
image-filled event in which seven dancer-actors (including herselO depicted the 
numerous medieval hallucinafions in Bosch's crowded landscape. The pictures 
were animated through choreographic movement, including acrobatic, wire-
supported aerial dancing against a sceneryless, but expressively lighted, void. . , 
They impersonated not only characters such as Adam and Eve, but objects 
including floating islands, trees, and mythological creatures. Masks were 
employed as well. Three musicians not only played their instruments but were 
part of the action. Characters could hide behind a glockenspiel or be tortured by a 
bass drum. (Bremser 68) 

In her next work. The Hunger Artist. Clarke adds the element of text to express 

the "emofional starvation of Kafka" (Martin 210). Mel Gussow's descripfion of a scene 

in the work illustrates the juxtaposifion of text and movement: "Rob Besserer's 'crooked 

man holding a hatchet' pose seen in a starkly lit small doorway was juxtaposed with a 

lyrical dance that Paola Styron did with a cabbage on her head [while] the actors read 

excerpts from Kafka letters to his fiancee Felice" (qtd, in Martin 210). 

Clarke's Vienna: Lusthaus is a collaboration with historian-dramatist Charles 

Mee Jr., who wrote a text of 157 words for this producfion. The work "was a 

nonnanafive collage of dreamlike impressions captunng Vienna's cultural highlights, 

decadent hetero- and homosexuality, and political and military dread" (Bremser 69), 

Vienna is a "melding of dance, text, music, and spectacle" presented with "simultaneous 

or overlapping scenes" (Brockett 438). 
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Finally, Miracolo d'Amore juxtaposes dissimilar historical moments through the 

use of various elements: 

The text is composed of song lyrics from the thirteenth and fourteenth century 
writings of Petrarch and Dante, while the score is composed of madrigals 
reminiscent of Monteverdi. The costuming and characterization of the women in 
the piece are inspired by the mid-nineteenth century book by J. J. Bromvilla, The 
Court of Love. (Martin 222) 

In terms of her working process for these collage-like works, Bremser describes 

Clarke's improvisational approach as "extremely collaborative and open to ideas" (70). 

Gunderson describes this kind of rehearsal strategy in details: 

Like Peter Brook and Pina Bausch, she relies heavily on improvisafions during 
rehearsal to shape her works. In her studio, she says, everyone in the company 
enters a state that is childlike in its freedom and playfulness.... 'I'm not looking 
for results. Just improvise. Till something catches my eye, and then we will coax 
it to life. I don't want to make arbitrary decisions that don't seem to have any 
logic. At a minimum, they have to have dream logic' (39) 

However, though Clarke is acknowledged by some critics as a dance theatre 

artist, there is very litUe analysis of why her work is dance theater. .As Martin states, 

"The available material on Martha Clarke is much more limited" (29). As a matter of 

fact, there have been some controversies about categonzing Clarke's work. Martin 

states: 

Because of her history in the dance worid Clarke's works are often arbitrarily 
placed in dance, but her works of the 1980's are located in theater. . On the 
other hand, Clarke's grounding in visual arts/painting gives many crifics reason to 
categorize her work as performance art. (193) 

Nevertheless, Gussow seems to suggest that Clarke's work, such as The Garden 

of Earthly Delights, be treated as theatre: 

The approach is, first of all, choreographic, as the troupe instills kinefic life into 
the dreamlike images of Bosch's altarpiece. This is not a cycle of tableaux 
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vivants, but a free-fonn theatrical interpretation. Ms, Clarke takes an idea or a 
posture from the painting and elaborates on it; a stance becomes a motif The 
show draws on mime, and is enriched by Richard Peaslee's vibrant score. 
Additional dramafic effect is supplied by Paul Gallo's lighfing, substitufing for 
scenery. . With textual assistance from Peter Beagle, the director has tumed the 
tnptych into a four-part invention, moving from the Garden of Eden to the Garden 
of Earthly Delights and pausing to insert the Seven Deadly Sins before ending the 
joumey in hell. (Theatre on the Edge 90i 

In the above analysis, Gussow points out some properties that are from both 

genres: a choreographic approach, mime, movement, and text. He also seems to imply 

that there are more theatrical properties in the work and therefore it needs to be labeled as 

theatre: mime, vibrant score, and dramafic effect created by lighting. Thus, he calls the 

work, ""a visionary theatrical canvas" (Theatre on the Edge 91). 

Brennan is another critic who thinks that The Garden of Earthly Delights is more 

theatre than dance: 

Clarke's piece is not, strictly speaking, a dance-work. It is movement theatre 
brushed with surreal circus, a broth of images, culled from the disquiefing 
paintings of Hieronymus Bosch, that depict mankind's squalid plunge from grace 
into decadence and hell. seven dancers, three musicians - take on the 
elements of acting, flying, acrobafics and clowning required by the piece, and 
acquit them with style. (Brennan 33) 

Similar to Gussow's opinion, Brennan's analysis seems to suggest that movement 

is not the only dominant element in the work when compared with the tremendous use of 

theatrical elements; therefore, it is more appropriate to place the work in the theatrical 

apparatus. Nevertheless, though Gussow believes that Clarke's work should be 

appreciated as theatre, he sometimes feels this categorization is not totally safisfactory: 

"In Martha Clarke's work, theatre and dance are inseparable, unified into a style that 
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lacks a name but not a dimension" (qtd. in Bremser 69). In this statement, Gussow seems 

to point out the need to create a new nomenclature for this type of performing art, 

Roger Copeland, on the other hand, is not hesitant to categorize Clarke's work as 

dance theatre: "If she [Clarke] were German, we would unhesitatingly identify her work 

as a superior example of Tanztheatre" (Master of the Body 14), However, because 

Copeland's review of Clarke is only one page, it fails to develop a more profound 

explanafion about in what way Clarke's work resembles German tanztheater. The 

comment, though, does suggest that German tanztheater is often used as a paradigm to 

define other dance theatre. Perhaps going over the properties in Clarke's work will help 

to clarify Copeland's point. 

Theatrical Properties in Clarke's Work 

The element of text 

In some of Clarke's work, the use of text is a dominant element. For example, 

Vienna: Lusthaus is based on a scnpt by Charles Mee, Jr, As in other works by Clarke, 

the use of text in this work is often layered with images: 

Two men enter and obviously ogle the woman who had been sitfing on the man's 
face as she now sprawls out on the floor. Yet another woman enters and lies on 
the floor. A man approaches her and begins to trace the outlines of her body with 
a whip, pausing to poke the fip of the whip under her skirt and lift it up for a look. 
Meanwhile a man stands and recites a list of sexual conquests, 'Klara, a 
seamstress. Once, Elke, a shopkeepers daughter. Twice,. Line, a music 
student, Jew. Once. . . . (Mee 55). 

This descnpfion shows that there is juxtaposifion of movement and text in Clarke's work, 

and this feature is common to both Bausch's and De Keersmaeker's dance theatre. 
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The use of mime 

Mime is also a strong theatrical element in Clarke's work. As Gussow describes. 

The Garden "draws on mime" because Clarke would take "an idea or a posture from the 

painfing and elaborates on it" by instilling "kinefic life into the dreamlike images of 

Bosch's altarpiece" (Theatre on the Edge 90). The descripfion of Vienna in the previous 

secfion also shows some elements of mime: two men ogle a woman, a woman enters and 

lies on the floor, a man approaches that woman and traces the contour of her body with a 

whip (Mee 55). 

Unlike Bausch and De Keersmaeker, who do not use mime that often, Clarke is 

perhaps the only dance theatre artists who relies heavily on mime, rather than just text. 

Clarke's predominant use of mime might be a strong reason why her work is categorized 

as dance theatre and not just dance or theatre. Though mime has been used in both dance 

and theatre, it is normally used minimally, as in the case of classical ballet. However, in 

Clarke's work, the element of mine is preponderant and has exceeded conventional use of 

mime in dance and theatre. 

Dance Properties in Clarke's work 

The use of movement 

Very few reviews about Clarke's work analyze her use of movement as dance. 

Different critics interpret the property of movement in her work differently. For 

example, Gussow, being a theatre crific, thinks that some movements in her work draw 

closer to mime. 
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On the other hand, Martha Bremser acknowledges some dance elements in The 

Garden. She states, "[T]he pictures were animated through choreographic movement, 

including acrobafic, wire-supported aenal dancing against a sceneryless, but expressively 

lighted, void" (68). Though this brief quote points out the 'aerial dancing,' it does not 

give further analysis of how and why it can be recognized as dancing in contrast with 

other movements in the work. On the other hand, Bremser gives an overall statement that 

The Garden, " [a]s with most of her work . . was more dance than theater" (68). 

However, as Bremser's encyclopedia is more introductory than analyfical, its purpose is 

not to give sophisficated arguments about why she thinks so. We can only deduce that 

her judgment might have something to do with noficing the dominant use of body 

language in the work and Clarke's background in dance. Even though there are no 

traditional 'dance-steps' in Clarke's work, movement is sfill a dominant element in her 

work, and the structure of the whole piece is choreographic; therefore, Clarke's work 

should be categorized as dance. 

As has been shown so far, crifical analysis of movement as dance in Clarke's 

work is wanfing. Among the very few reviews of Clarke's work, Gussow idenfifies some 

dance movements in Clarke's work, though he somefimes refers to some of the 

movements as mime. For example, Gussow describes a scene in The Hunger Artist 

where Paola Styron does a "lyrical dance . with a cabbage on her head. . ." (qtd. in 

Martin 210). Unfortunately, there is no further analysis of what Styron does as dance in 

contrast to the elements of mime in Clarke's work. 
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It is not clear why there is so liule literature about Clarke's work, especially in the 

realm of analyzing her work as dance. At any rate, it creates some obstacles in making a 

significant analysis of Clarke's use of movement elements as dance in her work. 

Choreographic Structure-The Use of Collage 

As with Bausch and De Keersmaeker, Clarke's approach to composition is 

collage: "Clarke's final products are collage-like. " (Climenhaga 291), This collage 

approach is applied to various elements in her work: 

Time as a chronological phenomenon is clearly not important or necessary in such 
works. Likewise interwoven traces of different time periods provide more 
meaning, insight, and depth for her material . . . To date each of Clarke's works 
has presented a mix of different historical periods. . . She does not attempt to 
create period reproductions, but rather she uses the literature, music, and painting 
from various periods as catalysts for invention, Clarke thus reconfigures images 
of history by using simultaneous, overlapping, fragmented, continuous and diffuse 
perspecfives. Miracolo d'Amore is a clear concretization of this strategy in its 
simultaneous use of different time periods and its successional juxtaposing of 
dissimilar historical moments. The text is composed of song lyrics from the 
thirteenth and fourteenth century writings of Petrarch and Dante, while the score 
is composed of madrigals reminiscent of Monteverdi. The costuming and 
characterization of the women in the piece are inspired by the mid-nineteenth 
century book by J.J, Bromvilla, The Court of Love. They are costumed as 
physical embodiments of different kinds of flowers. . . (Martin 222) 

As a result, Clarke creates "multiple and fragmented images-including the visual, aural, 

visceral, and kinesthetic. Her use of shifting and abundant images is often considered the 

signature of her work" (Martin 207), Through the use of collage, Clarke also combines 

properties from both dance and theater, A typical example is The Hunger Artist. As 

Gussow descnbes, the production combines "a crooked 'man holding a hatchet' pose," 

"a lyncal dance" and "actors read[ing] excerpts from Kafka's letters to his fiancee 
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Felice" (qtd in Martin 210). This short scene includes dance properties, such as a lyncal 

dance, and theatrical properties such as the reading of Kafl<a's letters. The posture of a 

crooked man can be interpreted either as a dance or theatre property. The seemingly 

disparate images are connected through a common theme about the emotional and literal 

starvafion and dying of Kafka (Climenhaga 292). 

Like Bausch and De Keersmaeker, Clarke is not interested in presenfing a linear 

structure in her u ork. Instead, she creates a sense of fragmentation through the use of 

collage, which involves the juxtaposition of dance and theatre properties, as was 

illustrated by the example of The Hunger Artist. 

Brief Summary 

The previous examinafion of all the major current dance theatres has shown some 

challenges in evaluafing their categorizafion. First, there is not enough crifical analysis of 

dance theatre, either in amount or in depth. Most literature about them is in the form of 

performance reviews, which are understandably short. Second, in their attempts at 

defining the genre, sometimes critics use approaches that are problematic. For example, 

very often the aesthetic effects are used as a standard to define dance theatre. However, 

as Walton will argue, aesthetic effects are aesthetic properties which do not have a role in 

determining a work's proper category. What follows is a survey of some problemafic 

approaches to define dance theatre and the difficulties they create in defining postmodem 

dance theatre. After the assessment of those methods, a more plausible way of 
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understanding dance theatre, which uses Walton's categorizafion criteria, will be 

provided. 

Defining Postmodem Dance Theatre 

Historical Connecfion Versus Walton's Meaning of Historical Context 

In Chapter IV, it was shown that somefimes all contemporary German dance 

theatre is placed in this category because of an historical connecfion to Laban, Wigman, 

or Jooss. For example, though Linke's, and even most of Hoffmann's work do not 

possess theatre properties, they are still labeled as dance theater because both of them 

were students of Jooss. Carr notices this discrepancy: "In West Germany, this term 

[tanztheater] still applies to all modem dance whether or not it is particulariy theatncal" 

(Carr 26). Can's observation points out the common tendency of some critics to group 

German dance artists together because of their German background, whether they carry 

any family resemblance among them or not. This kind of histoncal approach is 

problematic and it does not belong to any of the histoncal contexts that Walton mentions, 

which were discussed in Chapter I. 

What Walton means by using an histoncal context is that when there is an artwork 

whose category is not clear, one should first seek an established category in the society in 

which the artwork is created. The companson aims to help illuminate the properties of 

the artwork in quesfion and will hence help determine its categonzafion (408). The 

cnfics' tendency to use the old Gennan dance theatre to equate with the new dance 

theatre seems to fall into this cntenon. 
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When the works of Bausch and other Gennan choreographers raised controversies 

with regard to their categonzation, some critics used the dance theatre of Laban and Jooss 

as a paradigm to judge them. However, as I argued eariier, this companson does not help 

to illuminate the properties of the new dance theatre, particulariy when it comes to works 

like those by Bausch. The reason is simply that the dance theatre of the twenfies is 

dance. The purpose of choosing an established category, as Walton argues, is to 

illuminate the properties of an artwork in question. However, the use of the old dance 

theatre as an established genre (into which one forces the new one) does not help to 

illuminate the properties of the new work. Consequenfiy, the term " tanztheater" seems 

only to point out the genealogical connection between various German dance theatres. 

When it is used as a genre to discover if there are common properties among the old and 

new tanztheater. the result is misleading. However, this does not mean that Walton's 

suggestion of choosing an established genre is totally unhelpful. This issue will be dealt 

with later. 

The case of defining German dance theatre (tanztheater) is a very complicated 

case. It seems to suggest that the term identifies a separate genre from other existing 

forms; on the other hand, when it is treated as a genre, all those works labeled as 

"tantheater" do not seem to cany sufficiently similar properties to satisfactorily generate 

a disfincfive classificafion. To sum up, this confusing phenomenon results partly from 

the inconsistent and inappropnate treatment of the term "tanztheater" by some crifics; 

sometimes it is used to refer to the historical connection between all Gennan dance 

theatre, and somefimes it is used to label a stylisfic genre. 
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The case of defining German dance theatre is also unusual in a sense. The case is 

not so much of classifying it in an existing genre or creafing a new terni for it, but more 

of jusfifying the label by discovering if there are properties which will qualify it being 

labeled so. The process seems backward-first a label is created, then the properties are 

evaluated to jusfify that label. However, this process is sfill valid, because evaluafing the 

properties among German dance theatre productions (and then later among other dance 

theatre works) will be justified if dance theater is a suitable category for this type of 

work. 

Previously, my argument seemed to show that when applying Walton's 

suggesfion to choose an established category (exisfing dance theatre) to illuminate the 

properties of new German dance theatre, the result was an impasse. As a matter of fact, 

this approach can be amended and become relevant, Nathan's suggestion to improve 

Walton's historical context proves pracfical and helpful. He states, "The conect category 

need not be established in society [. . ,]; it need only be discoverable" (540). Nathan's 

statement indicates that the choice of a paradigm to illuminate the properties of an 

artwork should not be limited only to established genres so long as one is "sensifive" to 

disfinguishing the relevant properties of an artwork (541), One need only come up with 

the plausible new category that would show the work in the best light. This is exactly the 

approach that some crifics have used to judge the work of Bausch. They noficed or 

discovered the unique properties of Bausch's dance theater after placing her work in a 

diachronic and synchronic relationship to other contemporary performing arts. Chapter 

IV provided detailed discussion about the relationship among Bausch's dance theatre. 
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postmodem dance, and postmodem theatre. It is fair to say that because Bausch's dance 

theatre possesses certain properties standard to both postmodem dance and theatre, her 

work should be appropriately recognized as dance theatre. Not only that, her work may 

be treated as establishing a genre when it is used to judge other dance theatre, a point 

which has been menfioned several fimes in the discussion of the dance theatres by 

Hoffmann, De Keersmaeker, and Clarke. In this sense, the term dance theatre is treated as 

a category to illuminate the common or standard properties among the works of those 

artists. 

The above phenomenon suggests other conflicts within present-day criticism 

about dance theatre; some critics argue about whether those artists' works are 

appropriately categorized as dance theatre, while other critics argue about whether dance 

theatre itself should be treated as an established genre with unique properties of its own. 

Whatever the case is, the above analysis shows that when judging whether dance theatre 

is a suitable category, it is best to evaluate the non-aesthefic properties within the artwork 

itself, and not just the historical genealogy. As the discussion of Linke's and Hoffmann's 

works has shown, it is because their work is typically (though enoneously) included in 

the category of German dance theatre that one expects to find both the dance and theatre 

properties in their works. However, one finds essenfially only dance properties in their 

work. This suggests that the label of dance theatre is misleading when it comes to 

appreciating the properties in their work appropriately. 

This analysis shows that the historical connection that some cnfics use as a 

criterion to define all German dance theatre is a problematic approach. 
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Aesthetic Versus Non-Aesthetic Properties 

Besides noticing the perceivable properties of an artwork, Walton specifically 

emphasizes that only the non-aesthefic properties play decisive roles in the categonzation 

of an artwork. What follows is a re-evaluation of how some critics consider aesthetic 

properties to be standard properties that are then used to define dance theatre. 

Some critics nofice that there are certain stylistic effects common to some dance 

theatre works. For example, Muller and Servos mentions the alienation effects in all 

German dance theatre (Servos and Muller 15), Can has a similar comment, "These days, 

the 'German' qualities one can point to in the work—the mythic and the violent, the 

senfimental and the obsessive, the Utopian and the dyspeptic-seem to be the qualifies of 

a more intemational Zeitgeist" (27), Judging from this description, it seems that the 

gestalt feeling of dance theatre is taken to be the central standard and identifying 

properties of dance theatre. Nevertheless, according to Walton, these are aesthetic 

properties and should not be considered as standard properties because they do not tend 

to qualify an artwork being in a certain genre. If aesthetic properties are considered as 

standard properties, this can be problematic. For example, the etchings of Kollwitz, a 

German graphic artist, also contain some of the above aesthefic qualifies, but she is 

working in the medium of visual arts, not performing arts. 

Therefore, in judging an artwork, aesthetic properties should not be the only 

cntena to classify an artwork. Instead, they need to be perceived within a category so 

that one can see how they are created by the non-aesthetic properties of a certain genre. 

As Walton states, "The result may be a work with an aesthetic character very different 

256 



from what it would have had if it had not been for those rules" (404). What Walton 

means by "those rules" include "Properties standard for a certain category which . . . can 

be regarded as results of a more or less conventional 'rules' for producing works in the 

given category, ." (404), For example, Anstotelian theatre usually creates a cathartic 

feeling that one can describe as an aesthetic property of the classical theatre. The effect 

of catharsis is created when a theatrical performance depicts an acfion capable of 

arousing pity and fear from the audience, and the purgation of these feelings is 

interpreted as catharsis (Vaughn 26), This example shows that an aesthefic property is 

related to the non-aesthetic properties of a category. "Catharsis" is normally associated 

with theater that follows Aristotelian mles, e.g., the standard properties of classical 

theater: a representational action that is depicted by plot, character, thought, language, 

music, and spectacle. On the other hand, postmodem theatre, which rebels against the 

Aristotelian theatre usually does not aim to create catharsis because it has different 

standard properties (non-aesthetic ones). 

The above analysis explicates Walton's argument that only the non-aesthefic 

properties tend to qualify an artwork in a genre because they identify the standard 

properties of a specific medium. The examination also demonstrates that gestalt, like 

oeuvre, needs to be taken a step further and then be analyzed as to how, through proper 

categorization, it is created by the non-aesthetic properties, which are standard, variable, 

and non-standard properties (Walton 396-397), 
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Some Semanfic Problems 

Finally, the usage of the tenn "dance theatre" might be an hononfic terni when it 

is applied to certain dance theatre. That is, some of the works that are labeled as dance 

theatre are actually dance works using theatncal effects. For example, the discussion of 

Jooss's work in Chapter Four showed that his portrayal of characters and themes was 

theatrical-that is, the depiction was full of conflict and was powerful. However, stnctly 

speaking, the theatrical effects in his w ork are aesthefic and not non-aesthetic properties. 

Furthermore, a closer examination will show that those aesthetic effects are not created 

by non-aesthetic properties of theatre but are created by non-aesthetic properties of 

dance. When presenting the above dramatic effects, Jooss employed a standard property 

of dance (movement) and not standard properties of theatre, such as text. In conclusion, 

Jooss created m the medium of dance and not theatre, Therefore, the theatncal effects of 

his work should not be used to classify his work in the realm of theatre or dance theatre. 

That is to say, though Jooss' work has theatrical power, it is not theatre; something that is 

theatrical or dramafic is not necessarily theatre. An analogy can further prove my point. 

Something that we call artisfic in life is not necessarily an artwork. For example, we may 

praise a woman's good taste in clothes as artistic, but we would not therefore say that her 

clothes are art. Likewise, we should not judge Jooss's, Linke's or Hoffmann's work as 

dance theatre merely because their work contains theatrical effects. 

After clarifying some confusing usage of the term "dance theatre," I would like to 

suggest a possible way of defining postmodem dance theater by using Walton's 

categonzafion cnteria. As Walton suggests, only the non-aesthetic properties, especially 

>58 



the standard ones, are relevant to detenninmg the genre of an artwork. In previous 

discussions of each dance theatre artist, there seemed to be some common elements 

among their works. What follows is an overview of those elements; an argument will 

ensue as to whether those common properties can be treated as the standard properties in 

this genre, which not only qualify those works in the same category, but also distinguish 

them from any other postmodem performing arts. 

Standard Properties—The Use of Collage 

Using Bausch's Work As a Paradigm 

In the previous discussions about Bausch, I mentioned her dance theatre is often 

used as a paradigm to judge other dance theatre. Climenhaga summarizes the influence 

of Bausch on other dance theatre: 

Bausch's influence has been felt throughout Europe, sparking a wave of French 
tanztheater, and adding to the recent Flemish boom of contemporary dance and 
theater that contains such projects as NeedCompany and Janbre's epic theatrical 
spectacles. Her influence has been felt in North Amenca as well, fueling a similar 
growth of Canadian companies from Montreal and Toronto, and can be seen in 
several American dance and theater practitioners from Ann Bogart, to Chicago 
based X sight! Performance Group and the work of Mary Zimmerman, among 
others. The point is that despite many facile imitations, Bausch's work has lent 
substance and energy to much engaging dance and theater work in both Europe 
and North America. (286) 

In addifion, some Asian countries such as Hong Kong, Japan, and Taiwan, also create 

dance theatre that imitates Bausch's style. When Bausch's work is used as a paradigm to 

judge other dance theatre, it does illuminate an interesting set of shared properties. In 

this, Bausch's dance theatre is respected as establishing a genre within which to judge 

other dance theatre in the contemporary scene. 
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The properties of Bausch s dance theatre, which were discussed in the previous 

chapter, will now be used as a tentative paradigm for consideration of the dance theatre of 

De Keersmaeker and Clarke, Hoffmann's and Linke's work will not be discussed 

because, as I have argued, their work is more appropriately categorized as dance.^ 

Choreographic Method-A Collage Approach 

My analysis of Bausch's work in Chapter IV shows that the use of collage allows 

her to combine properties from both dance and theatre. The use of collage can also be 

found in De Keersmaker's and Clarke's dance theatre. This approach allows them to 

combine dance and theatrical elements in their work. It is also important to point out that 

the collage method is one strong element in distinguishing postmodem dance theatre 

from other performing arts, such as musical theatre, which also uses elements from, both 

dance and theatre. The use of collage is a new method that one cannot find as either 

standard or variable in either traditional dance or theatre, which stricfiy use 

choreographic or dramafic laws respectively. The collage method of the postmodem 

dance theatre combines not only elements but also structures from both dance and theatre. 

This will be further illustrated in the following analysis. Instead of going over how 

Bausch, Keersmaeker, and Clarke combines the properties from both dance and theatre, it 

is more efficient to discuss their use of collage because the discussion of collage 

illuminates how these artists juxtapose properties from both genres. 
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Bausch and Her Use of Collage 

In Chapter IV, I have illustrated how Bausch has used a collage approach to 

combine choreographic and dramatic laws and create a juxtaposition of properties from 

both dance and theatre. 

In analyzing a scene from Palemw. Palemw, I showed that it creates a collage 

effect through an insertion of theatrical elements between dance sequences. The use of 

collage can also be found in a scene from Bandeneon, where a theme of frustrated 

affection is expressed through various monologues and dance. These two scenes are 

considered collage because they allow juxtaposifion of both genres to occur in the same 

context or in sequential development. Because theatre and dance are time arts and not 

sfill and silent pictures, the effect of collage can be seen in its development through fime, 

A collage effect of juxtaposing dance and theater elements can occur simultaneously, as 

in the example of Bandeneon: or the juxtaposifion can follow in sequenfial order, as in 

Palemw. Palemw. 

De Keersmaeker and the Use of Collage 

De Keersmaeker's Stella illustrates how she uses the method of collage to 

combine elements of dance and theatre. For example, after Ideka finishes her monologue. 

Levy dances her solo, after which, the ensemble joins in to do their chorus dance. The 

dance and theatncal vignettes are developed and connected through the variafion of the 

same theme. Though they do not follow the linear development of tradifional dance and 
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theatre, they are not created chaofically. Rather, the theme and the use of collage shows 

that Stella has a structure that differs from traditional dance and theatre. 

Clarke and the Use of Collage 

Clarke also employs a collage method instead of a more traditional way to 

develop ideas. As Gunderson states, "Clarke's final products are collage-like . . " (qtd. 

in Climenhaga 292), As Climenhaga adds, "Each moment comes out of a themafic 

connection to those before and after it, sunounding an issue from a multiplicity of 

perspecfive" (292). This perspecfive can be expressed either verbally or kinemafically, as 

is illustrated by A Hunger Artist, where one see an actor holding a pose, a dancer dances 

a "lyrical dance," and actors recite excerpts from Kafka's wrifings (Martin 210). The 

juxtaposition of dance and theatre elements in the above scene creates a collage effect. 

Summary 

The above analysis shows that there are some common properties among the 

dance theaters of Bausch, De Keersmaeker, and Clarke: the use of collage, which creates 

the combination of dance and theatre properties-such as movement, mime, and texts. 

The analysis also illustrates that through the use of collage, one can see how dance 

theatre combines the properties and the structures of both genres. What follows is an 

analysis of how collage synthesizes the structures of choreographic and dramafic laws 

and how it differs from traditional structures in dance and theatre. The analysis aims to 

show that collage should be treated as the defining quality of postmodem dance theatre. 
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As mentioned in Chapter Three, Roger Copeland argues that mime is a theatncal 

property and not a dance property because it follows a dramatic law, rather than a 

choreographic law," Though he does not give a detailed analysis how to disfingmsh the 

tw o laws, his comment at least points out that somefimes one must look carefully to 

differenfiate a dance property from a theatre one, especially in challenging cases. That is, 

since dance and theatre are both fime arts, the structure (the law) is important in deciding 

how a property is determined. For example, some postmodem dance uses text, but not 

every dance that uses text becomes dance theatre. The judgment rests on finding whether 

the use of text follows a choreographic law (as accompaniment for movements), or a 

dramatic law (for characterization or nanation, or a kind of Brechtian gestus, etc). 

Is collage then a choreographic law or a dramatic law? Historically, it was first 

used in visual arts. Then, during the experimental era of the nineteen-sixties, the Judson 

Church dancers used interdisciplinary approaches to choreograph dance and bonowed 

stmctural methods from other disciplines, collage being one of the popular methods. As 

was discussed in Chapter Three, one collage method that the Judson experimentafion 

used was to bonow the elements of theatre, such as text. Furthermore, the text was not 

only used as movement accompaniment but was also used both as a structure to develop a 

piece and for dramatic effect such as characterization, nanative, or alienation. In this 

respect, the use of the text and the development of the text in the Judson experimental 

dance follows a dramatic law. As a result, the juxtaposition of both the properties (text 

and movement) and structural laws of both genres creates a collage effect. As in the case 

of postmodem dance theatre, the texts are not only used as movement accompaniment (as 
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in the case of Kinematic), but are used as charactenzation and/or nan-ative. For example, 

Keersmaeker uses many dramatic monologues to charactenze the hystencal behavior of 

her dancers. In the same piece, some solo and ensemble dances follow the dramafic 

monologues. Consequently, the use of collage in dance theatre combines not only the 

properties but the structural methods of both genres. This might be one reason why 

Bimnger and some other crifics claim that dance theatre is both dance and theatre. 

The use of collage in dance theatre shows the intricate relafionship between 

dance and theatre in this type of performing art; elements and methods are assimilated 

through the use of collage. Because of this close relafionship, this kind of postmodem 

performing art is most appropriately labeled as dance theatre; it indicates not only the 

combination of both genres but also the synthesis of their structural methods through the 

use of collage. 

Additionally, one might consider how dance theatre differs from musical theatre, 

which also combines properties from both genres. It is true that musical theatre does use 

both theatrical and dance elements; yet strictly speaking, it follows a theatrical (dramafic) 

law rather than a choreographic law. The development of the whole production depends 

on the dramatic structure, the purpose of which is to tell a nanative. The development of 

the dances in a musical theatre has to serve the dramafic purpose. In this respect, a 

musical is developed through a dramafic structure, and every element-dance, song, and 

acting-has to be assumed under that dramatic law. Therefore, though musical theatre 

combines elements from both genres, it should not be called dance theatre. This shows 

that the combination of properties from both genres is only a necessary, and not a 
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sufficient condition. Otherwise, all peri'onning arts that combine properties from dance 

and theatre would be categorized as dance theatre. Because dance and theatre are time 

arts, one needs to look at how the elements of dance and theatre are specifically 

developed by its time stmcture; Copeland suggests that the fonner follows a 

choreographic law, and the latter abides by a dramatic law. The stmcture of dance 

theatre introduces a new approach to develop the time element by the use of collage; this, 

I argue, is the sufficient condition for dance theatre. The use of collage combines the 

elements of both genres in a structure different from other types of performing arts: 

traditional dance, traditional theatre, postmodem dance, and postmodem theatre. 

Through analyzing the properties of postmodem dance theatre, one sees that it 

does have a relationship to each of its source genres. Furthermore, postmodem dance 

theatre creates some unique properties of its own that distinguishes it from other types of 

performing arts: the use of collage as a structure and the constant shifting between dance 

and theatre elements. Therefore, postmodem dance theatre can be recognized as a 

separate genre by its necessary and sufficient condifions: the combinafion of properties 

from both genres, and the collage structure that makes use of both choreographic and 

dramafic laws. 

Conclusion 

In previous discussion, I have listed some problematic approaches such as using 

histoncal connection, aesthetic properties, or an inconect semanfic meaning of theatre to 

establish the properties of dance theatre. As the use of Walton's categorizafion cntena 
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has suggested, in order to judge the categorization of an artwork, one needs to look at the 

perceivable properties, specifically the non-aesthefic ones that are standard, variable, and 

contra-standard which are illuminated against a chosen category. In the discussion of the 

works of Bausch, Hoffmann, Linke, De Keersmaeker, and Clarke, certain of Walton's 

cnteria are applied in establishing that the works by Hoffmann and Linke might be best 

categorized as dance since the label of dance theatre does not illuminate the properties of 

their work suitably. The altemative tends to be more misleading than illuminafing. 

Furthermore, through the aid of Walton's criteria, one sees that the dance theatre by 

Bausch. De Keersmaeker, and Clarke, is rightly labeled so because it helps one to 

identify its standard and variable properties especially insofar as the unique 

categorization as postmodem dance theatre tends to maximize the aesthetic interest of 

their works. So understood, the combination of properties from both genres and the use 

of collage are standard properties, and the use of text or mime can be variable. 

This dissertation has argued that postmodem dance theatre should be recognized 

as an established new genre. In the discussion I have also differentiated, among 

contemporary works, those that are and are not dance theatre. This category, 

"postmodem dance theatre," I argue, should apply more accurately to works by artists 

such as Bausch, De Keersmaeker, and Clarke.^ The analysis of their work shows that 

there are certain standard properties that tend to qualify them in the same genre. 

Therefore, unlike those critics who think that contemporary dance theatre is neither dance 

nor theatre, I have argued that postmodem dance theatre does possess standard properties 

of both genres and goes on to create unique properties of its own. 
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In Chapter II and III, I have also illustrated how the standard properties of dance 

and theatre have changed through time, and that some present dance and theatre theones 

are insufficient to recognize those changes. Therefore, those old paradigms should not be 

used to judge the new standard properties of postmodem dance theatre. However, 

someone who is sensifive to the changes in dance and theatre should be able to nofice the 

relafionship of postmodem dance theatre to those new changes, even without the label of 

dance theatre. As Nathan argues in the example of twelve-tone music, even prior to the 

prevalence of works under that label, a sensitive crific is able to notice the disfincfive and 

valuable qualities in that music when rightly perceived within that category (541), 

Therefore, whether Pina Bausch or any other artist or crifics have called this type of work 

dance theatre, someone who is sensitive and open to the unique features of such work 

should in principle be able categonze their work in the genre of postmodem dance 

theatre. 

As shown in this dissertation, postmodem dance theatre does consfitute a unique 

genre, one that establishes standard properties of its own, such as the use of collage and 

the necessary combinafion of dance and theatre elements. The analysis in this dissertation 

should also provide enough arguments to dispute those opinions that postmodem dance 

theatre is neither dance nor theatre. Furthermore, the term "dance theatre" does address 

its postmodem features: that it crosses over both genres and breaks conventional rules. 

This point further demonstrates that categorizafion does not necessarily contradict the 

open nature of this type of performing art, which is exemplified by the work of Pina 

Bausch, Anne Teresa De Keersmaeker, and Martha Clarke, Instead, the label of 
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"postmodem dance theatre" appropriately illuminates the unique features of this 

category. Thus, the goal of using Walton's categorization to guide one to appreciate the 

properties and value of postmodem dance theatre is achieved. 
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Notes 

' Though some reviews mention that sometimes Hoffmann uses text in her works, 
there are no descnptions about how and in what works she actually uses text. This 
creates an obstacle in judging whether she does use some standard properties of theatre, 
such as text, and therefore her work is suitably labeled dance theatre. 

Male gaze" is a feminist term which is related to the concept that the 
representation of women in public media or daily life is filtered through a patnarchal 
ideology. Even women adopt the perspecfive of men (male gaze) when looking at 
themselves-they idenfify with the objecfified and the ideal images that men create for 
them. 

Kendall Walton develops his use of aesthetic and non-aesthetic properties based 
on Frank Sibley's disfincfion of the two terms in his "Aesthefic Concepts." Sibley 
describes that those that belong in the realm of aesthefic terms include adjectives such as 
"unified, balanced, integrated, lifeless, serene, somber, dynamic, powerful . ." or 
expressions like "telling contrast, sets up a tension, conveys a sense of or holds it 
together" (544). Non-aesthetic features are elements that artists employ to create the 
above effects: "curving or angular lines, color contrasts, placing of masses, or speed of 
movement. " (544). Sibley further argues that the aesthefic elements depend on the 
non-aesthefic properties of an artwork. For example, in describing a painfing, we might 
mention that it is "delicate because of its pastel shades and curving lines" (544). Walton 
uses Sibley's concept and develops the following argument: the creafion of aesthefic 
effects depends on its non-aesthetic properties; however, the determination of both kinds 
of properties depend on what category the artwork belongs to. Therefore, I argue that it 
is important to examine how Hoffmann creates the alienafion effect by manipulafing 
some non-aesthetic properties. The differentiation of those non-aesthetic properties will 
help to judge if Hoffmann's work does use standard properties relafive to theatre, and 
hence, can be categorized as dance theatre. 

•*Mydisfinction of daily movements from dance movements might be arbitrary. 
As a matter of fact, one might argue that those movements can be dance movements. 
However, the disfincfion is a relative term when compared with codified and traditional 
dance movements. The distincfion is used to decide if these movements are more 
theatrical than dance, and therefore can qualify Hoffmann's work as dance theatre. 

^Though my analysis has suggested that Hoffmann's and Linke's work should be 
more appropriately categorized as dance, I do not suggest that therefore all other German 
tanztheater, except Bausch's, must be dance, I chose to examine Hoffmann's and Linke's 
work and not to analyze other tanztheater artists for two reasons: first, the scope of this 
dissertation does not allow me to discuss that many tanztheater artists; second, next to 
Bausch, Hoffmann and Linke seem to receive more attenfion than other tanztheater 
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artists. Before I started to analyze their works, I did not expect to reach the conclusion 
that their work was more dance than dance theatre. 

It is possible that Copeland's classifying mime as theatre and not dance might be 
disputed. The history of classical ballet shows that mime has been used in dance. 
Whatever the case is, I find using his disfincfion of choreographic and dramafic law helps 
in discussing dance and theater properties, h is especially helpful in determining when 
the use of text is a theatrical elemenf and when it is a variable dance property. 

The list is by no means exhausfive. I am only suggesfing that among the dance 
theater works that I chose to analyze in this dissertafion, only the works of Pina Bausch, 
Anne Teresa De Keersmaeker, and Martha Clarke are more suitably labeled as 
postmodem dance theater. Other dance theatre artists or groups include Maguy Marin in 
France, Kinematic in Amenca, and Carbonne 14 in Canada. For detailed discussion of 
these artists or groups, please read Climenhaga's dissertation and Kafia's The Fain' Tale 
Revisited, which are listed in the bibliography. 
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CHAPTER VI 

CONCLUDING REMARKS 

Contemporary dance theatre emerged in Germany during the nineteen-sixfies, the 

era when postmodemism is alleged to begin. Today, more than forty years after its 

incepfion in Germany, dance theatre is also created in other countries such as Belgium, 

France, America, Canada, Japan, and Taiwan. However, in spite of its influence and 

popularity, contemporary dance theatre sfill has not been fully classified. There are at 

least the following different approaches to classifying contemporary dance theatre, and 

each need to be addressed before a more appropriate categorization can be achieved. 

First, some critics believe that present-day dance theatre is a kind of theatre. For 

example, theatre scholar Oscar G, Brockett discusses Pina Bausch's dance theatre as a 

kind of nonlinear and non-literary drama (Century 461). Second, German dance theatre 

is sometimes thought of as a kind of dance when it is compared with Japanese butoh and 

American postmodem dance as three major New Dances (Climenhaga 279). Third, on 

the other hand, some critics do not think it is a type of dance at all. For example, dance 

cntic Marcia Siegel states that, "This isn't really dancing, and it certainly isn't 

choreography" ("What the Crifics Say" 82). To make the matter more complicated sfill, 

some scholars of postmodem arts argue that the resistance to any sort of categorizafion is 

a typical postmodem phenomenon. For example, Nick Kaye hypothesizes, " [a] 

postmodem event occurs as a breaking away, a disrupfion of what is given, then its fonns 

cannot be pinned down in any final or categorical way" (145). 

271 



Reflectin on the above diverse positions, one is led to wonder it is even possible 

to talk about categorizing contemporary dance theatre. I have argued in this dissertafion 

that categonzing contemporary dance theatre is not only possible but also valuable. 

Numerous successful examples of categonzation in art history can support the value of 

categorization. Taking visual art as an example, we find categories such as sunealism, 

fauvism, cubism, and collage. These categories have been extremely helpful in the 

analysis and evaluafion of works of visual art. These examples also show that even in 

facing avant-garde arts, critics do end up classifying art works and the purpose of doing 

so is at least partly in the service of better appreciation. Even Kaye's arguments against 

categorizafion are not totally convincing. As Kraus states: 

In the United States, so much dance has been accompanied by text and mulfiple 
media that a new form, "performance art', has evolved. Although the performers 
themselves don't care about categories and labels, audience members, cntics, and 
funders sometimes do. (218) 

As previously shown, art history has also illustrated that categorizafion has been 

used as a major way of understanding and appreciating an artwork. Furthermore, it is not 

enfirely impossible to classify postmodem art. We have at least two successful examples 

to dispute Kaye's statement: the postmodem theatre of Robert Wilson and the 

postmodem dance of the Judson Church experiments. However, though the history of art 

shows that categorization is a common practice in appreciating artwork, there has not 

been much literature about the concept of categorization. Contemporary philosopher 

Kendall Walton is probably the first one who has successfully developed criteria which 

are helpful in discussing the concept and the benefits of categonzafion. Walton's schema 

provides the stmcture behind the hypothesis in this dissertation that it is both possible and 
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valuable to categorize contemporary dance theatre. Only thus are the unique features of 

contemporary dance theatre properiy appreciated. Using Walton's concepts gives focus 

to the theories of dance and theatre in terms of what properties are usually considered 

relevant in classifying dance and theatre. Specifically, in this dissertafion, Walton's 

categorization concepts are used as guidelines to structure the chapters of this 

dissertafion. The first chapter discusses the importance of categorizafion and how 

Walton's schema is applied in each chapter. The second chapter is a survey of theatre 

theories. Walton's concepts are used to analyze the standard and contra-standard 

properties relevant to the following types of theatre: classical, modem, and postmodem. 

The third chapter focuses on the standard properties, which constitute the genres of ballet, 

modem dance, and postmodem dance. In that chapter, there is also discussion of the 

contra-standard properties of each genre. The surveys of the properties of dance and 

theatre in the second and third chapters are used as reference points to contrast with the 

properties of contemporary dance theatre, which is the major topic of Chapters IV and V. 

The main concem in Chapter IV is the analysis of the properties of Pina Bausch's dance 

theatre and its relationship to postmodem dance and postmodem theatre. This 

comparison aims to categorize Bausch's work more fully. Chapter V discusses the dance 

theatre of Reinhild Hoffmann, Susanne Linke, Anne Teresa De Keersmaeker, and Martha 

Clarke. Their works are compared with Bausch's in order to find if they all contain 

similar standard properties so that they can be categorized in the same genre. These five 

chapters aim at the following projects: first, understanding how the use of Walton's 

concepts addresses the possibility and value of classifying artwork; second, showing that 
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Walton's critena may be helpful in judging whether some cntics' comments on 

contemporary dance theatre are the result of seeing the works under an inappropriate 

category; third, revealing that dance theatre of the late twentieth century does possess 

some standard properties, properties that open the way for conceiving of a new category 

for this type of work; fourth, demonstrating that the new and proper categorization of this 

type of performing art would improve our appreciafion of its non-aesthefic and aesthefic 

properties; and fifth, justifying why it was necessary to add a prefix of "postmodem" to 

the dance theatre of Pina Bausch, Anne Teresa De Keersmaeker, and Martha Clarke, To 

sum up, the resolution of some of the controversy sunounding contemporary dance 

theatre is just a matter of identifying and choosing an appropriate category. The use of 

Walton's categorization helps illuminate this point. 

Walton's Concepts And the Choice of a Conect Category 

In discussing categorization, Walton argues that we first notice the gestalt feel of 

an artwork. However, for a deeper appreciation, one needs to further understand how 

these gestalt impressions are created. Walton argues that the total impression of an 

artwork has to do with its aesthetic and non-aesthetic properties. He further explains that 

the aesthetic properties of an artwork are determined by its non-aesthetic properties. For 

example, an Aristotelian theatre usually has the aesthetic properties of being unified, 

ordered and complete because its non-aesthetic property such as the structure of plot 

emphasizes that all elements in the play contnbute to the representafion of a unified 

action. Walton's distinction between the aesthefic and non-aesthefic properties helps for 

274 



better appreciation about the relafionship between aesthetic and non-aesthefic properties. 

But there is more to it. How the non-aesthetic properties of a work determine its 

aesthefic properties will partly depend on the category of the work. As a result, properiy 

categorizing a work will be a cmcial factor in grasping its aesthetic properties. However, 

in terms of categonzafion, Walton argues that consideration of the non-aesthetic 

properties, along with other factors, play decisive roles in determining the category of an 

artwork. 

Walton divides the non-aesthefic properties into what he labels "standard," 

"variable," and "contra-standard" properties. The standard properties are those that tend 

to qualify an artwork in a certain genre. For example, the standard properties of a 

tradifional theatre usually include the six elements that Aristotle listed in his Poetics: plot, 

character, thought, language, music, and spectacle. Variable properties are those 

properties that do not qualify an artwork belonging in a genre, that is, they do not count 

one way or the other when it comes to categorizing the work. For example, variable 

properties of a traditional theatre might be the particular themes of the time background 

of a play. Contra-standard properties are those that have the tendency to disqualify an 

artwork in a genre. For example, a non-linear plot of the theatre of the absurd is a contra-

standard property in traditional theatre but is a standard property in the theatre of the 

absurd. 

In classifying an artwork in a certain category, Walton suggests that we ought to 

place a work in that category in which it has a maximal number of standard properties 

and a minimal number of contra-standard ones. Beyond this first (and principle) 
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cnterion, that the category is an existing one in society, or that the artist intends the work 

to be in that category, or that it maximizes the value of the work when perceived in that 

category are each cntena that Walton mentions in his article "Categones of Art," As 

discussed in Chapter One, Rauschenberg's Black can illustrate Walton's concepts of 

categorization. Black contains some standard properties of painting such as the use of 

canvas and color, and the shape of a painting. On the other hand, it also contains some 

contra-standard properties such as the use of mono-color, and a rough surface created by 

the newspaper materials. Because the contra-standard properties in Black are so many 

and also so disturbing, it is best to place Black in the category of collage and not 

conventional painting. This proper categorization of Black also helps one to appreciate 

its standard properties as collage—a rough surface and the juxtaposition of disparate 

elements such as newspaper and black paint. Placing Black in the category of collage 

also helps one to appreciate its bold and austere aesthetic properties. Finally, the example 

of Black illustrates Walton's argument that proper categorization guides one to appreciate 

the value of an artwork which might be otherwise hidden. To sum up Walton's 

categorization process involves first noticing the gestalt impressions of an artwork, then 

seeking a category in which its aesthefic and non-aesthetic properties can be more fully 

appreciated. The process might involve revision and adjustment. At any rate, Walton 

argues that there is typically a conect category within which to appreciate an artwork. 

This suggests that some arguments about categorizing contemporary dance theatre might 

be due to the choice of an inconect category. As previously menfioned, contemporary 

dance theatre has been placed in the category of dance and theatre. However, when it is 
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placed in either category, it shows that neither genre is inclusive enough to incorporate 

some important properties in contemporary dance theatre. As a result, different even 

incompatible aesthetic properties will be attributed to contemporary dance theatre. 

What's Wrong with Categorizing Bausch s work as Postmodem Dance 

When Bausch's work is placed in the category of postmodem dance, it does show 

that Bausch's work possesses some standard properties relafive to this genre. For 

example, like typical works of postmdoem dance, her work contains everyday movement, 

unconvenfional choreographic stmcture, and it is pluralisfic in using repertoire from 

different types of dance: modem, ballet, ethnic, tango, salsa, and so on. 

However, the category of postmodem dance is not totally satisfactory for 

appreciafing some of the properties of Bausch's work. For example, her use of text 

seems to be a contra-standard property relative to postmodem dance. When text is used 

in the Judson Church experiments, it was used either as an accompaniment or as a tool to 

make dance self referential. In Bausch's work, the use of text exceeds those functions. 

For example, a scene in Bandoneon is composed of several monologues about the 

perfonners' perverse affection toward the wrong object. In this case, Bausch's 

employment of text is a contra-standard property in postmodem dance because it is not 

directed to be appreciated as a dance property, or at least it would be difficult to do so. 

Instead, the use of text can be more fully appreciated if it is treated as a theatncal 

property, which illustrates the element of Brecht's gestus or Artaud's use of fragmented 

text in Bausch's work. This perspective will also have the following advantages: it helps 
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one to appreciate Bausch s skillful use of Brechtian and Artaudian practices; it also 

guides one to appreciate the text as an important element in communicating the theme of 

self indulgence or incapability to go beyond perverse obsession. Furthermore, treating 

the text as a theatncal property will add to our appreciation of it as a collage element 

juxtaposed against the dance properties in the production. This appreciafion will also 

encourage the complex and multiple even visceral responses from the spectator, deepen 

its experience of its incongruity, sunealism, and its aesthetic properties. 

On the other hand, if one tends to classify Bausch's work in the category of 

postmodem dance, one must present convincing reasons to explain how the employment 

of text in Bausch's work can be a standard or even a variable property, and not a contra-

standard property in this category (and hence differently interpreted). As just argued, the 

judgment of treating text as a standard, variable, or contra-standard property in Bausch's 

work will influence our grasping and evaluating her work. Treafing it as a theatrical 

property increases our appreciation of the work and its aesthetic value. On the other 

hand, treated as a dance property, it fails to make any sense. Furthermore, treating text as 

a dance element will reduce our ability to make sense of the work as a whole and of its 

effects in the production. 

The above argument shows that placing Bausch's work in the category of 

postmodem dance does not create the best result in fully appreciating the non-aesthetic 

and aesthetic properties in her work. 
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What's Wrong with Classifying Bausch's Work in the Category 
of Postmodem Theatre 

On the other hand, some critics argue that Bausch's work should be placed in the 

category of theatre. When we place her work in postmodem theatre, we do find some 

standard properties such as the use of fragmented text, non-lineanty, and the use of 

images. However, we also find some dominant features in her work which are not found 

in other types of postmodem theatre: the choreographic structure and the predominant use 

of dance. We can either treat these elements as standard, variable, or even contra-

standard properties relevant to postmodem theatre. The decision is challenging but 

interesfing because it shows the complexity of Bausch's work. 

To begin with, the elements of choreographic structure and the predominant use 

of dance need not be contra-standard properties relevant to postmodem theatre. As was 

analyzed in the second chapter, postmodem theatre introduces non-linear way to stmcture 

a performance. Bausch's choreographic structure does break the conventional linear 

stmcture and presents non-linear development in her work. The dance elements in 

Bausch's work can also be treated as variable properties relevant to postmodem theatre 

because dance has always been used in theatre, such as in the case of musical or in some 

of Robert Wilson's postmodem theatre. 

However, treafing Bausch's use of choreographic structure and dance movement 

as variable properties relevant to postmodem theatre does not seem to increase our 

appreciation of those elements in Bausch s work. If we take for granted that the 

choreographic structure is only a method to make the producfion non-linear, then this 

realizafion does not bring forth a profound appreciation of the choreographic structure. 
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One needs to go further and ask why among so many other ways to break the traditional 

linear structure, Bausch's choreographic structure, in which dance is an important 

element, is different from any other unconvenfional structure. 

In one aspect, the non-linear structure in other postmodem theater (for example, 

in Robert Wilson's and Richard Foreman's work) does not necessarily combine the dance 

and theatre properties in their work. Furthermore, their work does not have the constant 

shifting between dance and theatre elements, a kind of collage effect, which is an 

emblemafic characterisfic in Bausch's' work. To have a fuller appreciafion of the collage 

impression in Bausch's work, one needs to understand the choreographic structure that 

creates such an effect. As was analyzed in Chapter Four, this particular choreographic 

structure has to do greatly with the use of collage in Bausch's dance theatre. 

Even though the above analysis shows that Bausch's work can be placed in the 

category of postmodem theatre, that classification is sfill not safisfactory because it does 

not carry with it an adequate appreciation of the choreographic structure and the dance 

elements in her work. I suggest it is best to treat the choreographic structure, particularly 

the use of collage, as a standard property in the distinctive category of postmodem dance 

theatre,' This classificafion will increase our appreciafion of the non-aesthetic and 

aesthetic properties of Bausch's work, as will be discussed in the following secfion, 

Collage-Standard Properties of Postmodem Dance Theatre 

Though many cntics have noticed that Bausch's work combines properties of 

both genres, not many of them discuss how she achieves this effect. In Chapter IV, I 
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argued that Bausch successfully combines the elements of both dance and theatre through 

the structure of collage. As dance educator Lynne Anne Blom states: 

A collage is a work of art consisting bits of pieces of assorted materials. . , 
Collage is a compositional structure that has been primarily pursued in the visual 
(and therefore timeless) arts . Dance is temporal, so in order for the collage 
effect to work, the juxtaposing must occur through the overiapping or close 
succession of movements. A series of lengthy themes (A,B,C,D) would not fulfill 
the requirements of collage, whereas bits and pieces of contrasting momentary 
movements juxtaposed to create a unified effect would, h could be a pastiche of 
discordant events having a unified thread, or it could be an overiay of mediums in 
a more incongruous and tidbit way than is generally achieved through mixed 
media. (In mixed media, although the various modes do occur concunently, they 
each usually work within their own idiom rather than constantly crossing over, 
shifting, weaving in, out, amongst, and betwixt one another.) (97-98) 

Lynn Anne Blom's explanafion of collage as a choreographic strategy clearly 

illuminates some features of Bausch's structure: that it crosses over media, shifting and 

w eaving in and out of different media. As discussed above, a scene from Palemw. 

Palermo illustrates the collage structure in her dance theatre. The structure of Palemw, 

Palemw is composed of several short dance phrases and theatrical vignettes. Unlike 

tradifional choreography, which uses only movement to develop a theme, Bausch inserts 

theatrical elements in between movement phrases in the scene through the use of collage. 

If one approaches Bausch's dance theatre within a frame of traditional theatre or dance, 

the constant shifts between dance and theatre seem illogical, because of the absence of a 

linear plot and any sense of fluid movement development. However, if one approaches 

Bausch's work in the category of postmodem dance theatre in which a collage stmcture is 

a standard property, then he can understand the constant shifts between dance and theatre 

as consistent with the very purpose of collage. With this understanding, the 
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fragmentafion in collage can be appreciated as an ingenious way of juxtaposing diverse 

elements rather than a chaotic or unskillful or pointless structure. 

Appreciating the Aesthetic Properties of Postmodem Dance Theatre 

The above understanding will also lead us to appreciate the aesthefic properties 

produced by a collage structure. As Blom states, a use of collage can create effects, 

which are "surrealisfic, incongruous, or absurd" (98). Blom further explains: 

It [Collage] will support themes of insanity, dreams, [and] chaos. . . . When 
successful, the immediate interplay of the diverse ingredients does not appear 
hodge-podge, but shows new relationships, creating a different or stronger 
statement than would be possible if only one kind of material was used. (97) 

As v\ as illustrated by Palemio. Palemw, the scene presents suneal, powerful and visceral 

effects that might not be achieved by a structure of traditional dance or theatre, or even 

that of other postmodem dance or theatre. 

Analyzing the structure of collage not only shows how Bausch combines elements 

of both genres but also explicates how collage creates the aesthetic properties found in 

her work. This appreciation cannot be achieved if one approaches her work from the 

pure categories of dance or theatre. However, if we look at Bausch's work as 

postmodem dance theatre, one can treat the collage stmcture (the combination of dance 

and theare) as a standard property which accounts for some of the postmodem features in 

Bausch's work: fragmentation, and crossing over the boundanes between dance and 

theatre. As I noted above, one finds the same kind of collage structure with the similar 

relevance in the works by Anne Teresa De Keersmaeker, and Martha Clarke. 
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The use of collage in Bausch, De Keersmaeker, and Clarke's work shows that 

their producfions introduce a new way to structure the element of time in the time arts of 

dance and theatre. The collage structure combines both dramatic and choreographic laws 

in ways different from theatre, which follows only a dramatic law, or dance, in so far as it 

only follows a choreographic law. 

Furthermore, this collage stmcture cannot be found in the category of dance or 

theatre; it clearly separates the dance theatre of Bausch, De Keersmaeker, and Clarke 

from any other contemporary dance theatre. As I have argued, this stmcture should be 

treated as the standard property, which defines the works of these figures and, as such, 

the genre of postmodem dance theatre. 

Although my analysis emphasizes on treafing the collage structure as a standard 

property relevant to postmodem dance theatre, I do not mean to suggest that every 

element in this type of work is a standard property. Rather, some properties in 

postmodem dance theatre can be treated as variable and this will not decrease our 

appreciafion of it. For example, though collage is a strong choreographic method which 

creates the juxtaposition of both dance and theatre elements, sometimes Bausch uses 

other kinds of choreographic devices, such as repetition or variafion. These two devices 

do not always combine both dance and theatre elements. These two choreographic 

devices can be treated as variable properties. Next, though Bausch's and De 

Keersmaeker's work have strong feminist overtones, sometimes their work does not 

communicate such concems. Also, as was discussed in Chapter IV, some scenes in The 

Window Washer do not invite interpretation from a Brechtian or Artaudian aspect. From 
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this respect, we can treat the subjects of feminist concems, the use of Artaudian and 

Brechtian elements in Bausch's or other postmodem dance theatre as variable properties. 

Finally, since the non-linear structure is a dominant feature in this type of 

performing art, one can treat a linear development of a scenario as a contra-standard 

property relevant to the genre of postmodem dance theatre. 

Hoffmann and Linke 

Previous discussion shows that the collage stmcture (the juxtaposition of dance 

and theatre elements) is a unique property in the works of Bausch, De Keersmaeker, and 

Clarke. On the other hand, Reinhild Hoffmann and Susanne Linke appear to lack that 

distinctive property (as well as others) in their dance theatre. Strictly speaking, their 

work belongs in the medium of dance. As some critics have menfioned, Hoffmann and 

Linke "keep the focus of dance as the decisive means of expression— not on theatre and 

acfing means" (Muller and Servos 15), Therefore, to place their work in the same 

category of the works by Bausch, De Keersmaeker, and Clarke is problematic because 

they do not possess the same standard properties. One reason why Hoffmann and Linke 

are often included in the genre of dance theatre is merely because they both studied with 

Kurt Jooss, a student of Rudolph von Laban, who was the first one to call his work dance 

theatre in Germany. So Hoffmann's and Linke's work seem so identified largely in 

virtue of this genealogical link. 
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Differenfiating Postmodem Dance Theatre from Dance Theatre 

I suggested that we keep the works of Hoffmann and Linke in the category of 

dance theatre, while adding a prefix of "postmodem" to the dance theatre of Bausch, De 

Keersmaeker, and Clarke. I do so for the following reasons. First, it will differentiate the 

latter's kind of dance theatre as a separate genre from other types of dance theatre: the 

dance theatre of the twenfies, Nikolais's and those of Hoffmann and Linke.^ Second, the 

prefix of "postmodem" suitably calls our attention to the postmodem features in the work 

of Bausch, De Keersmaeker, and Clarke: fragmentafion, and crossing over genres. 

My dissertation has thus argued that distinghishing two categories of 

contemporary dance theatre is not only feasible but valuable. Differenfiating the work of 

Hoffmann and Linke from that of Bausch, De Keersmaeker, and Clarke, helped to 

appreciate the different aesthetic and non-aesthefic properties of their respecfive work. 

Second, in terms of appreciating postmodem arts, categorization does not contradict the 

open nature of postmodem dance theatre but appropriately illuminates its features, which 

are otherwise hidden. Third, proper categorization shows us the unique standard 

properties of postmodem dance theatre-the use of collage, being my central example-

which is not found in other performing arts. Finally, correct categorization also 

emphasizes and brings to the foreground an important set of aesthetic properties-

fragmentafion, and simultaneity, as well as its visceral, imagisfic, sumealisfic, and dream

like qualifies. My conclusion is that postmodem dance theatre should be recognized as a 

developed and disfinct genre in our present context, and that, in the late twenfieth 

century, there arose at least two importantly distincfive types of dance theatre. 
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Notes 

In her dissertafion, Climenhaga keeps the tenn "dance theatre" and does not add 
a prefix of ""postmodern" to this type of perfonning arts—as I do. However, she does 
argue that it is possible to define dance theatre by noficing its "imagistic structure." The 
value of her analysis is that it notices the heavy reliance of images (including objects and 
bodies) in this type of work. Her definition allows Linke's and Hoffmann's works 
remain in dance theatre even though their works do not use texts but are organized by a 
kind of imagistic structure. My analysis of postmodem dance theater focuses on the non-
aesthetic properties which consfitute a genre. My emphasis on the collagisfic stmcture 
does not contradict Climenhaga's viewpoint because a collage is essenfially a 
combination of diverse "images." However, 1 want to further point out that in those 
collagisfic images, Bausch, De Keersmaeker, and Clarke very often combine the standard 
properties of dance and theatre, such as movements and text; and it is this use of collage, 
I argue, that is the defining standard property of postmodem dance theater. The 
identificafion of the collage structure also helps to determine that Linke's and 
Hoffmann's works do not belong in the same category. This also helps to solve the 
problem in classifying their work. Though many crifics (including Climenhaga) notice 
that their work is more dance than theater, they hesitate to remove their work from the 
category. The feature of collage differentiates their works from the works of Bausch, De 
Keersmaeker, and Clarke. This characteristic also idenfifies the works of those three 
artists in a new genre—postmodem dance theatre—without removing Hoffmann's and 
Linke's work from the category in which their work is convenfionally classified. 

" As I have mentioned in the first chapter, though Nikolais calls his own work 
dance theatre, the scope of this dissertation does not allow me to discuss his work in 
detail. However, as the analysis of the standard properties of postmodem dance theatre 
has shown, Nikolas's work does not belong in this category. His work is unified and 
does not have the fragmented and collage features that postmodem dance theatre is 
characteristic of This further supports my argument that it is best to classify the works 
of Bausch, De Keersmaeker, and Clarke as postmodem dance theatre. To do so not only 
identifies its postmodem elements but also differentiate it from other kinds of dance 
theater: Laban, Jooss, Hoffmann, Linke, and Nikolais. 
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