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The Bertin company Rubato is I 5 years o[d. At its core are Jutta He[[ and

Dieter Baumann, whose attentions are focused on corporeal memory

and the logic of movement, on the oscitlation of an "interstice" between

the individuat body and choreographed movement. They generate "tem-

po deviations" (i.e., rubatos) between bodyand event.'Kiss Me Here'is

a performance in a tension field produced by three male bodies and

three sites - three benches, wrestling mats, and coat racks. The vocat-

ist Christian Wolz singingly takes apart the poses, the image of the mal.e

body, the eroticism, the face ofa man (made to dance bytwo hands mas-

saging it into a grimace). Thus, the body is deconstructed in a way not

dissimilar to the paintings of the English painter Francis Bacon; decon-

structed, in that the image, according to Giltes Deleuze, once it is set in

motion, loses it pictoriatness and its identity atong with it, becoming in-

stead sensation and event.
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M A R E D S  G A L L O N ,  M A R E

R E E S ,  D I E T E R  B A U M A N N

P H o r o :  T H o M A S  A U R t NT
I when the remote reaches of  our

thought,  the electr i f ied dark-

ness,  the i ronic twinkle in the

eye is  f inal ty  t ransformed . . .  in-

to gesture.  leap.  dance -  then

we have succeeded in capturing

the  ene rg ies  o f  t he ' impu l se . "

lmpulses must be conducted

from the memory to the nervous

system over lhe most direct possibte path. lt is a rather unforseeabte process, which has

to do wi th courage. cur iosi ty .  astonishment,  and even wi th shaking your head. Whoever

goes in search of these imputses is often kept at a distance and conllugrea.u,lp,l.,"-..,.

d ictabte.  To st i t t  be unpredictabte af ter  l5 years,  that ,  for  us,  is  reat  quat i ty .

style or in a genre are rarely in demand nowadays. " lnside" and "outside" can be considered val id cri ter ia for

dif ferentiat ion neither for nationa I borders, nor for the means em ployed in dance. The q uestion of which

means are a l lowa ble and which must remain excluded is just as inad missible as the q uestion of what kind

of dance a nd which art ist wi l  I  be turned back at the border of definit ion. U n restr ictedness is to be under-

stood precisely as a qual i ty of progressive democratisation that is spreading increasingly beyond the purely

aesthetic concerns immanent in dance to include the inst i tut ional infrastructure.

In the meant t ime, between what is tradit ional ly known as the " independent scene" and the sub-

sidised theatres of the establ ish ment, a va r iety of models for the promotion of dance have been developed.

The gamut of possibi l i t ies ranges from associat ions, such as the one Amanda Mil ler entered into with the

Freiburg City Theatre, and regular col laborations with a house, l ike that of Wanda Colonka with the

Munich Marstal l ,  to networks of production centres and art houses, or municipal sponsoring of fest ivals -. : ,r  - ir '
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