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. . .Ahouse i sap ro j ec t i on .Ap ro jec t i on i sades i r e .Ades i r e i saques t .Aques t l eads too th -

ers.  A quest  knows not  i ts  own geography beforehand. Memories are maps.  Once inside the

house your imaginat ion is  tef t  ent i re ly up to your percept ion.  There are naturat ty physical

batances and boundar ies to support  the receiv ing structure in which you f ind yoursel f .  But

that 's  i t ,  we at l  make odd choices.  Fai th is  an act .  Act  is  movement.  Movement is  mot ion.

Mot ion is  an emot ional  response. We at l  make odd choices.  Whv is desire a weakness?

-:1 - i l  l f  within the American tradit ion, the acculturated, social ised body produces a movement abstracted

from the subject 's psychic states and physical potential,  in the Cerman tradit ion, this body undergoes

experiences that refer i t  back to i ts u nconscious, i ts fears a nd yearni ngs, or to natu re. But these sepa rate

l ines of development intersect in a varietyof ways dueto patterns of emigration and return. MaryWig-

man's inf luence on American (post-)modernism has come to be as undeniable as the recognit ion that the

dance-theatreofPina Bausch has been permeated bythe scenicfragmentationsofTrisha Brown.

In the wake of the American l iberation of movement from the corset of tradit ional conceDtions of

dance, the body in the '8os was thoroughly unbound and accelerated in the virtuostic choreographies of

the Canadian gtoup La La La Human Steps or those of the Belgian Wim Vandekeybus - which can certainly

be u nderstood as an aff irmation of ou r over-achievement society, with i ts beauti ful bodies of steel.

The techniques of contact improvisation a nd of body m ind centeri  ng as methods of generating

movement out of the imaginary bodies of the other - despite being as indispensa ble to the work of dance
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