
	 Indexes

	  introduction

1	 Klein 1994 (WomenBodiesDance:  
A History of the Civilization of Dance).

2	 Brandstetter/Klein 2015a.
3	 This book is based on a corpus of mate­

rial that I examined using different metho­
dological approaches. For the analysis of 
the work processes, I recorded, trans­
cribed and analyzed the content of a total 
of 20 approx. two-hour-long interviews 
with dancers, focusing on the subjects of 
rehearsals and working methods, with a 
particular emphasis on their research 
trips to the coproducing countries. I also 
spoke with the artistic and technical staff 
of the Tanztheater Wuppertal (set designer, 
costume designer, music manager, stage 
manager, stage technician, managing  
director). I interviewed three long-stand­
ing staff members several times. During 
my research trips to Japan (Tokyo), India 
(Delhi, Kolkata, Chennai, Kochi), Brazil 
(São Paulo) and Hungary (Budapest), I 
interviewed the organizers of the Tanz­
theater Wuppertal’s research trips as well 
as those of the premieres and guest per­
formances. I also reconstructed the  
itinerary and research destinations of 
the Tanztheater Wuppertal ensemble 
using ethnographical methods. 

		  pieces and Performances: After 
reviewing the material provided by the 
Pina Bausch Foundation and the Tanz­
theater Wuppertal (videos, reviews, inter­
views, documentation), we (my research 
assistants Elisabeth Leopold, Anna  
Wieczorek and I) organized the inter­
national coproductions into three phases 
and analyzed each in relation to its aes­
thetic narrative. One piece was selected 
from each phase – Viktor (premiere 
1986), Masurca Fogo (premiere 1998),  
“…como el musguito en la piedra, ay si, 
si , si…” (premiere 2009) – and then ex­
tensively analyzed regarding its work 
process, performances and reception. In 
addition, we selected one solo from each 
of these pieces. The video recordings of 
performances provided by the Pina Bausch 
Foundation were examined in terms of 
how cultural experiences are translated 
aesthetically – and in terms of the stage 
representation of the dancers, the solos 
and group dances, and the choreography, 
its temporal and rhythmic, spatial and 
architectural, interactive and figurational, 
and dramaturgical aspects. This process 
was very detailed and time intensive, 
drawing on analytical methods that went 
beyond the performance, dance and chore­
ographic analysis methods common in 

theater and dance studies. Instead, we 
took into account the fact that we were 
dealing with video, mostly recordings of 
the pieces taken from a medium long-shot 
camera perspective, shot in the Opernhaus 
Wuppertal from about the 13th row on 
the right. Accordingly, we employed the 
method of hermeneutic video analysis 
developed in qualitative social research, 
which we adapted in order to analyze the 
bodies, the movements and the dance. To do 
so, we used and altered the Feldpartitur 
software, originally developed for quali­
tative social research, for the first time 
in an analysis of choreography and dance. 

		  reception: We conducted a total 
of four audience surveys in connection 
with the pieces Rough Cut, Viktor, “…como 
el musguito en la piedra, ay si, si , si…” 
and Masurca Fogo. Then we transcribed 
and evaluated them in a qualitative con­
tent analysis using the maxqda software. 
Audience opinions were sorted into emo­
tional, analytical and metaphorical state­
ments as well as into ‘semantic fields,’ 
understood as groups of similar words, 
i.e., words related in meaning. This way, 
we were able to extract narratives that 
show how perceptions are translated into 
language and also how and by which means 
translation ‘resists.’ This also revealed 
that parts of the pieces less accessible to 
symbolic interpretation evade language 
and thus remain invisible in verbal trans­
lation. By ‘translating into language,’ it 
was possible to more clearly define the 
characteristics of individual pieces and 
to relate them to other coproductions. At 
the same time, we wrote down our obser­
vations of the same shows before, during 
and after the performances. The results of 
the audience surveys were in turn cross-
referenced with narratives extracted from 
reviews. Reviews compiled by the Pina 
Bausch Archive about all of the interna­
tional coproductions (2,372 reviews in 
total) were systematically extracted and 
evaluated using the – as yet uncataloged 
– archive material of the Pina Bausch 
Foundation – and used to create a press 
report. We extensively analyzed the con­
tent of reviews about Viktor, Masurca Fogo 
and “…como el musguito en la piedra, ay si, 
si , si…” again using the maxqda software. 
We also analyzed reviews by critic Jochen 
Schmidt – who reviewed all of the copro­
ductions (1986-2009) and published his 
reviews in a range of newspapers and jour­
nals – in order to examine the narrative 
consistency of a prolific, widely acclaimed 
critic, i.e., a voice with a hegemonic posi­
tion in discourse for over 23 years. 
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	 pieces 

1	 Bausch 2016: 328. Unless  
otherwise noted, all trans­
lations are by E. Polzer.

2	 Cf. Linsel 1985, 1994, 2006;  
Linsel/Hoffmann 2010.

3	 Fischer/Käseman 1984.
4	 Akerman 1983.
5	 Cf. Bentivoglio/Carbone 2007; 

Climenhaga 2008, 2012; Linsel 
2013; Meyer 2018; Müller/Servos 
1979; Schmidt 1998; Schulze-
Reuber 2008; Servos 1996a, 
2008; Weir 2018.

6	 Wildenhahn 1982.
7	 Cf Müller/Servos 1979.
8	 Cf. Müller/Servos 1979: 1.
9	 Cf. Schmidt 1998;  

Servos 1996a, 2008.
10	 Servos 2008: 7.
11	 Servos 2008: 8.
12	 Servos 2008: 9.
13	 Servos 2008: 14.
14	 Servos 2008: 24.
15	 Servos 2008: 29; translator’s 

note: the German term “be­
wegt” used in the original  
denotes both the body in  
motion and a body moved,  
e.g., by emotion.

16	 Klein 1994.
17	 Klein 1994.
18	 Cf. Bentivoglio/Carbone 2007, 

Linsel 2013; Meyer 2018; Schmidt 
1998; Servos 1996a, 2008

19	 Cf. the well-informed sections 
in: Meyer 2018; Schmidt 1998; 
Servos 2008.

20	 Translator’s note: “anähneln”  
– approaching similarity,  
toward semblance.

21	 Marion Meyer’s book also di­
vides Pina Bausch’s oeuvre in­
to artistic phases. However, it 
concentrates on short descrip­
tions of individual pieces and 
does not go into further detail 
about what characterizes these 
artistic phases (Meyer 2018).

22	 Cf. Meyer 2018; Schmidt 1998; 
Servos 2008.

23	 Bausch 2007.
24	 Schitthelm, cited in Krug  

2008, translation by  
E. Polzer and L. J. White.

25	 Kresnik, cited in Meyer, F., 2008.
26	 That theater was not just one of 

many social institutions being 
seized by the desire for demo­
cratization, but itself often trig­
gered the initial spark for such 
developments, became evident 
in Warsaw, Poland. Here, student 
protests were sparked by the 
piece Dziady (Forefathers’ Eve) 
by Adam Mickiewicz (1798-1855) 

being banned due to its anti-
Russian content (cf. Spiegel  
Online: http://www.spiegel.de/
spiegel/print/d-46135831.html, 
accessed February 4, 2019). 
Twenty thousand students were 
subsequently expelled from uni­
versities. Although this may at 
first have stifled the student  
protests in Poland, it did set the ball 
rolling and laid the foundations 
for the subsequent democrati­
zation movement, Solidarność.

27	 Probst 2015, translation by  
E. Polzer and L. J. White.

28	 Bausch 2007, translation  
modified by L. J. White.

29	 Schmidt 1979: 5, also in:  
Steckelings 2014: 29.

30	 Koegler 1973: 40.
31	 Millet 2016: 24.
32	 Cf. Betterton 1996.
33	 Cf. Frei Gerlach, e.g., 2003.
34	 Cf. Buikema/Van der Tuin 

2009; West/Zimmerman 1987.
35	 Cf. Klein 2004.
36	 Gopnik 2007.
37	 Hoghe 2016: 28.
38	 Bausch 2016: 323-324.
39	 Hereafter shortened to 1980.
40	 From the program booklet to 

the piece Fritz, which pre­
miered on January 5, 1974, at 
the Opernhaus Wuppertal.

41	 Kuckart 2018.
42	 Bausch 2007.
43	 Bausch 2016: 324-325.
44	 Bausch 2007, translation  

modified by L. J. White.
45	 Howard 2014: 38, translation 

modified by L. J. White.
46	 For a more detailed discussion, 

cf. Brandstetter/Klein 2015a.
47	 Diers 2015.
48	 In the following shortened  

to Bluebeard.
49	 In the following shortened  

to “Brecht/Weill Evening.”
50	 At the conference Dance Future 

II: Claiming Contemporaneity 
in Hamburg in January 2017, 
Gerald Siegmund addressed 
the relationship between con­
temporary dance and dance 
theater, presenting Pina Bausch 
as a conceptual artist and, in 
doing so, significantly expand­
ing the notion of conceptual, 
cf.: Siegmund 2018.

51	 Bausch 2007.
52	 Servos 2008.
53	 Cf. Hoghe 1987.
54	 Linsel/Hoffmann 2012.
55	 Schmidt 1998: 69.
56	 Bausch 2016: 331.
57	 Bausch 2007.
58	 Bausch 2016: 328.

59	 Fritz (premiere 1974); Iphigenie 
auf Tauris (premiere 1974), Zwei 
Krawatten (premiere 1974); I’ll Do 
You In and Adagio – Five Songs 
by Gustav Mahler (premiere 1974); 
Orpheus und Eurydike (premiere 
1975); The Rite of Spring (premiere 
1975); The Seven Deadly Sins (pre
miere 1976); Bluebeard: While 
Listening to a Taped Recording of 
Béla Bartók’s “Duke Bluebeard’s 
Castle” (premiere 1977); Come 
dance with me (premiere 1977); 
Renate Emigrates (premiere 1977); 
He Takes Her By The Hand And 
Leads Her Into His Castle, The 
Others Follow (premiere 1978); 
Café Müller (premiere 1978); Kon­
takthof (premiere 1978); Arien 
(premiere 1979);  Legend of 
Chastity (premiere 1979); 

60	 Cf. Schulze 2000.
61	 Cf. Illies 2001.
62	 1980 – A Piece by Pina Bausch 

(premiere 1980); Bandoneon (pre
miere 1980); Walzer (premiere 1982); 
Nelken (premiere 1982); On the 
Mountain a Cry was Heard (pre
miere 1984); Two Cigarettes in the 
Dark (premiere 1985); Viktor (pre-
miere 1986); Ahnen (premiere 1987); 
Palermo Palermo (premiere 1989).

63	 Servos 2008: 81-86.
64	 Hoghe/Weiss 2016: 104.
65	 Bausch 2016: 332.
66	 Cf. Schmidt 1998: 113.
67	 Pina Bausch Foundation  

n.d.b, translation by  
E. Polzer and L. J. White.

68	 Bausch 2007.
69	 Wenders 2009.
70	 Bausch 2007.
71	 Viktor (premiere 1986); Ahnen 

(premiere 1987); Palermo Palermo 
(premiere 1989); Tanzabend II 
(premiere 1991); The Piece with 
the Ship (premiere 1993); Ein 
Trauerspiel (premiere 1994); 
Danzón (premiere 1995); Only You 
(premiere 1996); The Window 
Washer (premiere 1997); Masurca 
Fogo (premiere 1998); O Dido 
(premiere 1999); Wiesenland 
(premiere 2000); Kontakthof  
with Seniors (premiere 2000); 

72	 Ahnen (premiere 1987); The Piece 
with the Ship (premiere 1993); 
Danzón (premiere 1995); were  
not coproductions.

73	 Bausch 1990.
74	 Regina Advento, Ruth Amarante, 

Daphnis Kokkinos, Cristiana Mor­
ganti and Aida Vainieri joined the 
company for the premiere of Ein 
Trauerspiel (premiere 1994) Rainer 
Behr, Andrey Berezin, Stephan 
Brinkmann, Eddie Martinez and
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	 	 Fernando Suels Mendoza for 
Only You (premiere 1996). For 
The Window Washer  (premiere 
1997), it was Raphaëlle Delaunay, 
Na Young Kim, Michael Strecker 
and Jorge Puerta Armenta, for Wie­
senland  (premiere 2000) Pascal 
Merighi and Fabien Prioville and 
for Água  (premiere 2001) Ditta 
Miranda Jasjfi, Azusa Seyama, 
Kenji Takagi and Anna Wehsarg.

75	 Fukuyama 1992.
76	 Casati 2015.
77	 Casati 2015.
78	 Meyer 2012: 94-112; cf.  

also its table of contents.
79	 Waldenfels 1990: 39.
80	 Kramer 1986.
81	 Stiftet 1998, translation by  

E. Polzer and L. J. White.
82	 Kuckart 1986.
83	 Bausch 2007.
84	 Servos 2008: 194.
85	 Cf. Benjamin 2012.
86	 Benjamin 2012: 78.
87	 Servos 1995: 37.
88	 Servos 2008: 153.
89	 Bausch 2016: 331.
90	 Gibiec 2016: 217.
91	 Servos 2008: 168.
92	 Gibiec 2016: 217.
93	 Adolphe 2007: 38.
94	 Siefer 2009.
95	 Serwer 2009.
96	 Mackrell 1999.
97	 Água (premiere 2001); For the 

Children of yesterday, today 
and tomorrow (premiere 2002); 
Nefés (premiere 2003); Ten Chi 
(premiere 2004); Rough Cut (pre
miere 2005); Vollmond (premiere 
2006); Bamboo Blues (premiere 
2007); ‘Sweet Mambo’ (premiere 
2008); Kontakthof with Teenagers 
(premiere 2008); “… como el mus­
guito en la piedra, ay si, si, si…” 
(premiere 2009); 

98	 Servos 1995: 37.
99	 Cf. Meyer 2018; Servos 2008.
100	Servos 2008: 179.
101	Servos 2008: 189.
102	Servos 2008: 191.
103	Servos 2008: 202.
104	Due to the high threshold of  

10 percent, only two parties, 
the akp and the chp, made it into 
parliament, although they only 
represented approx. 60 percent 
of voters. The kap under Abdul­
lah Gül formed the government 
alone. Initially, Recep Tayyip 
Erdogan could not participate 
in the elections due to a prison 
sentence, but he reentered par­
liament thanks to a constitution­
al amendment and the annul­
ment of the election results 

through new elections in the 
province of Siirt , supplanting 
Abdullah Gül as Prime Minis­
ter in 2003.

105	Cf. Pritzlaff 2007; Schmöe 2007.
106	From the program booklet to 

the piece ‘Sweet Mambo,’ which 
premiered May 30, 2008, at the 
Schauspielhaus Wuppertal.

107	Parra 2015.
108	Ibacache 2010.
109	Pfeiffer 2009.
110	Keil 2009.
111	Bausch 2016: 317-318.
112	Cf. Althusser 2001.
113	Cf. Benjamin 2012.
114	Burkart 2018.

	 company

1	 Gibiec 2016: 216. Unless  
otherwise noted, all trans­
lations are by E. Polzer.

2	 Cf. Chabrier 2010;  
Linsel 2013; Schulze- 
Reuber 2008; Vogel 2000.

3	 Cf. Bode 2004; Bonwetsch  
2009; Internationale Liga  
für Menschenrechte 1995;  
Janus 2012; Winterberg S./ 
Winterberg Y. 2009.

4	 Rosenbaum 2014.
5	 Arendt 2006.
6	 Almost three-quarters of all the 

bombs released were dropped in 
this period between early Novem­
ber and the end of the war. In total, 
3,753 heavy bombs including 
mines fell on Solingen, as well 
as 10,300 firebombs with a total 
weight of 2,116 metric tons. There 
are various figures, but the num­
ber of casualties incurred during 
the two major attacks is estima­
ted to be at least 1,700 fatalities 
and over 2,000 injured, most of 
them women. Over 20,000 Solin­
gen residents became homeless.

7	 Rogge/Schulte 2003: 25
8	 Bausch 2007, translation  

modified by E. Polzer.
9	 Some publications use the Kyoto 

speech to depict the life of Pina 
Bausch, while neither pointing 
out the difference between recon­
structing history and personal 
narrative, nor taking into account 
Pina Bausch’s own style of narra­
tion and presentation of events. 
Cf. Linsel 2013.

10	 Bausch 2007, translation  
modified by L. J. White.

11	 Bausch 2007.
12	 Bausch 2007.
13	 Schwarzer 1998, translation  

by E. Polzer and L. J. White.
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14	 Schwarzer 1998, translation  
by L. J. White.

15	 Schwarzer 1998, translation  
by L. J. White.

16	 Kluge 2010, translation by  
E. Polzer and L. J. White.

17	 Gleede 2016: 25.
18	 Gleede 2016: 25.
19	 Schwarzer 2010.
20	 Schwarzer 1998.
21	 Bausch 2007.
22	 Schwarzer 1998.
23	 Bausch 2007.
24	 Jooss 1957.
25	 Bausch 2007.
26	 Schwarzer 2010.
27	 Schwarzer 1998.
28	 Schwarzer 1998.
29	 Pina Bausch: Brief an das Kultur­

amt der Stadt Solingen [Letter 
to the Cultural Department of the 
City of Solingen], January 16, 1959, 
in: Stadtarchiv Solingen (StA) sg 
3327, translation by L. J. White.

30	 Kurt Jooss: Gutachten über 
Fräulein Pina Bausch zur Vor­
lage beim Kulturamt und Magis­
trat der Stadt Solingen [Report 
on Fräulein Pina Bausch for the 
Cultural Department and Muni­
cipal Authorities of the City  
of Solingen], in: Stadtarchiv  
Solingen, sg 3327.

31	 Schwarzer 1998, translation  
by E. Polzer and L. J. White.

32	 Robert Sturm, interview by  
Gabriele Klein, May 2, 2013.

33	 Bausch 2016: 322.
34	 Bausch 2016: 321-322.
35	 Panadero 2016: 31.
36	 Marion Cito, interview by  

Gabriele Klein, August 14, 2015, 
translation by L. J. White.

37	 Vogel 2000: 84.
38	 Bausch 2016: 322.
39	 Jooss 1993: 76-77.
40	 Borzik 2000: 99.
41	 Bausch 2016: 329.
42	 Hereafter shortened  

to Bluebeard.
43	 Bausch 2016: 322.
44	 Bausch 2016: 322.
45	 Bausch 2016a: 309-310.
46	 Marion Cito, interview by  

Gabriele Klein, August 14, 2015.
47	 Großmann 2000: 93.
48	 Großmann 2000: 93.
49	 Rettich 2000: 89.
50	 Tankard 2000: 87.
51	 Bausch 2016: 327.
52	 Tankard 2000: 88.
53	 Marion Cito, interview by  

Gabriele Klein, August 14, 2015.
54	 Marion Cito, interview by  

Gabriele Klein, August 14, 2015.
55	 Marion Cito, interview by  

Gabriele Klein, August 14, 2015.

56	 Bahr 2015.
57	 Gsovsky 1985.
58	 Wendland 1975, trans- 

lation by L. J. White.
59	 Marion Cito, interview by  

Gabriele Klein, August 14, 2015.
60	 Marion Cito, interview by  

Gabriele Klein, August 14, 2015, 
translation by L. J. White.

61	 Marion Cito, interview by  
Gabriele Klein, August 14, 2015.

62	 Marion Cito, interview by  
Gabriele Klein, August 14, 2015, 
translation by L. J. White.

63	 Cito, cited in Wilink 2014.
64	 Cito 2014, translation  

by L. J. White.
65	 Wilink 2014.
66	 Marion Cito, interview by  

Norbert Servos, book presen­
tation on November 16, 2013 
within the scope of the jubilee 
season pina40 – 40 years of the 
Tanztheater Wuppertal Pina 
Bausch , Deutsche Oper am 
Rhein/Opernhaus Düsseldorf, 
translation by L. J. White.

67	 Peter Pabst, interview by  
Gabriele Klein, October 9, 2015.

68	 Pabst 2019: 22; cf. also  
Strecker 2010.

69	 Manfred Marczewski,  
interview by Gabriele Klein, 
September 24, 2015.

70	 Manfred Marczewski, interview 
by Gabriele Klein, September 
24, 2015, translation by  
E. Polzer and L. J. White.

71	 Pabst 2008, translation  
by L. J. White.

72	 Tanztheater Wuppertal  
Pina Bausch GmbH 2010.

73	 Bausch 2007, translation  
modified by L. J. White.

74	 Matthias Burkert, interview  
by Gabriele Klein, May 3, 2013.

75	 Fränzel/Widmann 2008.
76	 Matthias Burkert, interview  

by Gabriele Klein, May 3, 2013.
77	 Matthias Burkert, interview  

by Gabriele Klein, May 3, 2013.
78	 Matthias Burkert, interview  

by Gabriele Klein, May 3, 2013.
79	 Matthias Burkert, interview  

by Gabriele Klein, May 3, 2013..
80	 Matthias Burkert, interview  

by Gabriele Klein, May 3, 2013.
81	 Bausch 2016: 330.
82	 Burkert 2019: 62.
83	 Matthias Burkert, interview  

by Gabriele Klein, May 3, 2013.
84	 Matthias Burkert, interview  

by Gabriele Klein, May 3, 2013.
85	 Matthias Burkert, interview  

by Gabriele Klein, May 3, 2013.
86	 Andreas Eisenschneider,  

interview by Gabriele Klein, 

September 27, 2014.
87	 Andreas Eisenschneider,  

interview by Gabriele Klein, 
September 27, 2014.

88	 Burkert 2019: 63.
89	 Andreas Eisenschneider,  

interview by Gabriele Klein, 
September 27, 2014.

90	 Andreas Eisenschneider,  
interview by Gabriele Klein, 
September 27, 2014.

91	 Matthias Burkert, interview  
by Gabriele Klein, May 3, 2013.

92	 Matthias Burkert, interview  
by Gabriele Klein, May 3, 2013.

93	 Andreas Eisenschneider,  
interview by Gabriele Klein, 
September 27, 2014.

94	 Schmidt-Mühlisch 2000.
95	 Gibiec 2016: 216.
96	 Gibiec 2016: 216.
97	 Bausch 2016: 323.
98	 Gibiec 2016: 216.
99	 Cf. Gibiec 2016: 216;  

Bausch 2016: 325-327.
100	Gibiec 2016: 216.
101	Adolphe 2007: 36.
102	Fischer 2004, trans- 

lation by L. J. White.
103	Stephan Brinkmann, interview 

by Gabriele Klein, May 2, 2013.
104	Schwarzer 2010.
105	Barbara Kaufmann,  

interview by Gabriele Klein,  
November 14, 2013.

106	Schwarzer 2010.
107	Berghaus 2016: 103.
108	Bausch 2007.
109	Bausch 2016: 326, translation 

by E. Polzer and L. J. White.
110	Seyfarth 2016: 126, translation 

by E. Polzer and L. J. White.
111	Stephan Brinkmann, interview 

by Gabriele Klein, May 2, 2013.
112	Kenji Takagi, interview by  

Gabriele Klein, August 26, 2013.
113	Cf. Bausch 2007.
114	Fischer/Käsmann 1994.
115	Gliewe 1992.
116	Schmidt 1996b: 302.
117	Michaelsen 2015, translation  

by E. Polzer and L. J. White.
118	Endicott 2009.
119	Endicott 2007: 43.
120	Bausch 2007.
121	Laurent Sasportes, interview  

by Marc Wagenbach as part of  
a series of talks entitled Zeit­
linien – Tänzer recorded,  
Wuppertal, January 26, 2014 
(unpublished transcript).

122	Anne Martin, interview by  
Marc Wagenbach as part of a 
series of talks entitled Zeit­
linien – Tänzer recorded,  
Wuppertal, November 3, 2013 
(unpublished transcript).
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123	Anne Martin, interview by  
Marc Wagenbach as part of a 
series of talks entitled Zeit­
linien – Tänzer recorded,  
Wuppertal, November 3, 2013 
(unpublished transcript).

124	Michaelsen 2015.
125	Anne Martin, interview by  

Marc Wagenbach as part of a 
series of talks entitled Zeit­
linien – Tänzer recorded,  
Wuppertal, November 3, 2013 
(unpublished transcript).

126	Schwarzer 2010.
127	Schwarzer 2010.
128	Bausch 2016: 326.
129	Burkert 2019: 62.
130	Cf. Bausch 2007.
131	Seyfarth 2016: 126, translation 

by E. Polzer and L. J. White.
132	Bausch 2016: 321.
133	Fischer 2004. In the  

original: Respektperson –  
‘respected person.’

	 work process

1	 Bausch 2016: 328. Unless  
otherwise noted, all trans­
lations are by E. Polzer.

2	 Members of the Tanztheater 
Wuppertal actually used the 
English term “research” when 
talking about the ensemble’s 
trips to coproducing countries.

3	 Pina Bausch did not use the Ger­
man term Methode (method) and 
preferred speaking of Arbeitswei­
sen (literally: ‘ways of working’). 
However, since ‘ways of working’ 
is not terminologically clear in 
English, we have chosen to use 
the term ‘working method’ to de­
scribe the way that Pina Bausch 
worked in the English edition of 
this book for more clarity.

4	 Hereafter shortened  
to the “Macbeth Piece.”

5	 Bausch 2016a: 309.
6	 Hereafter shorted to Bluebeard.
7	 Schmidt 1998: 87-89.
8	 Bertolt Brecht later expanded 

the title into The Seven Deadly 
Sins of the Petty Bourgeoisie.

9	 Bausch 2016: 325.
10	 Bausch 2016: 325, trans- 

lation by L. J. White.
11	 Handke 2002: 28.
12	 Schmidt 1983: 14.
13	 Schmidt 1983: 13ff.
14	 The ‘questions’ that Pina 

Bausch originally posed in Eng­
lish appear here in italics.

15	 Cf. Brandstetter 2006; Müller/
Servos 1979; Schmitt/Klanke 
2014.

16	 Pina Bausch either consciously 
or unwittingly translated the 
Chinese character ai as ‘life,’ al­
though it actually means ‘love.’

17	 Bausch 2016: 328-329.
18	 Schmidt 1983: 14, translation  

by L. J. White.
19	 Schmidt 1998: 92.
20	 Bausch 2016: 329.
21	 Stephan Brinkmann, inter- 

viewed by Gabriele Klein,  
May 2, 2013.

22	 Bausch 2016: 329.
23	 Schmidt 1983: 14.
24	 Schmidt 1983: 14.
25	 Hereafter shortened to 1980.
26	 The coproductions were: Viktor 

(premiere 1986), in collaboration 
with the Teatro Argentina and 
the City of Rome; Palermo Pa­
lermo (premiere 1989), in colla­
boration with the Teatro Biondo, 
Palermo and Andres Neumann 
International; Tanzabend II 
(premiere 1991), in collaboration 
with the Festival de Otono, Ma­
drid; Ein Trauerspiel (premiere 
1994), in collaboration with the 
Wiener Festwochen; Only You 
(premiere 1996), in collaboration 
with the University of California 
in Los Angeles, Arizona State 
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Jan Minařík, Nazareth Panadero, 
Héléna Pikon, Julie Shanahan, 
Julie Anne Stanzak, Fernando 
Suels Mendoza, Aida Vainieri, 
Jean Guillaume Weis and  
Michael G. Whaites.

32	 Schmidt 1983: 10.
33	 In German, Pina Bausch’s ‘ques­

tion’ was, “Ein Indianer kennt 
keinen Schmerz,” which trans­
lates as, “An Indian [i.e., Native 
American] knows no pain.” This 
is equivalent to the English  
saying “Big boys don’t cry.” Since 
Pina Bausch was not targeting a 
specific gender with this question, 
we have chosen to translate it 
gender-neutrally.

34	 Performances at Vígszínház,  
Budapest: May 26-28, 2000;  
performances at Théâtre de  
la Ville-Paris: June 7-9 and  
June 11-14, 2001.

35	 The original cast comprised 
Ruth Amarante, Fernando Suels 
Mendoza, Michael Strecker, Julie 
Anne Stanzak, Julie Shanahan, 
Jorge Puerta Armenta, Fabien 
Prioville, Héléna Pikon, Jan 
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Chronology of Works 

Below is a list of Pina Bausch’s pieces with the Tanztheater Wuppertal 
including the place and date of each premiere. The Pina Bausch Foun­
dation is responsible for assigning the pieces with their official titles. 
In the chronology of works below, the foundation has used the titles 
assigned for international performances as they were chosen by Pina 
Bausch, even if some of them include orthographic inconsistencies. 
As the titles of the pieces and their orthography are an essential part 
of Pina Bausch’s artistic signature and because such practices of trans­
lation form a genuine component of this book, we, too, have decided 
to use the titles originally chosen by Pina Bausch. For more detailed 
information about the pieces, please consult the website of the Tanz­
theater Wuppertal Pina Bausch: pina-bausch.de/en/works/.
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