




Gilles Jobin - Corps alteres 

Bertrand Tappolet lmaginez un choregraphe explorer le corps transe-techno, reste maintenant comme 
comme sujet de la danse, element de re- statufie dans une sorte de tableau vivant, 

Gilles Jobin 

presentation plastique, tout en fascinant 
le spectateur pour ne plus le lächer avec 

des representations siderantes de corps 
sculptes a force de torsions, manipulations 

et mises en espace subtilement geometri­
sees. C'est la le ruban continu qui traverse 
l'ceuvre de Gilles Jobin. 

Parcours 

Avant sa volonte de camper sans ambages 
au cceur meme de corps singulierement 
transformes, Gilles Jobin debute par une 
formation classique au Centre internatio­
nal de danse Rosella Hightower a Cannes 

et chez Beatriz Consuelo a Geneve. Puis 
il danse dans les compagnies des chore­
graphes lausannois Fabienne Berger et 
Philippe Saire, ainsi qu'avec la Catalane 

Angels Margarit. Ses aspirations creatri­
ces se traduisent par la realisation de trois 
solos: Bloody Mary (1995), Middle Swiss et 

Only You (1996), reunis SOUS le titre gene­

rique de Trilogie. 
Le premier, Bloody Mary, devoile une forme 

de rituel du corps renvoyant de maniere 

ironique au body art. Avec cette piece, 
l'humour contamine le ceremonial d'un 

homme desireux d'eprouver ses limites 
physiques. Meme parodique, la preoccupa­

tion essentielle est deja l'espace du corps, 
le materiau incarne comme embrayeur 

d'imaginaire choregraphique. Dans Middle 
Swiss, le corps du danseur, d'abord en 

Trilogie : Bloodv Mary. Middle Swiss, Onlv You 

les bras leves au ciel , le temps d'une chan­
son d'Arno. Solo pour un corps deja mu­
tant, Only You module chez l'interprete un 

mouvement spatialement contenu, voire 
contraint, dans une superbe lenteur. Un 

travail extreme, to,ndateur de choregra­

phies a venir. 
C'est en 1995 que Gilles Jobin, alors pro­

grammateur du Theätre de l'Usine, rencon­
tre La Ribot, choregraphe et danseuse 
madrilene. lls s' installent tous les deux a 
Madrid et, apres la naissance de leur fils 

Pablo, demenagent a Londres, attires par 
le Live Art' anglais et la vitalite de la pro­
grammation de !'Institute of Contemporary 
Arts (ICA) alors sous la houlette de Lois 
Keidan. Des leur arrivee se concretise leur 

unique collaboration artistique: Dip Mein 
the Water (1997), creation en plein air au 

South Bank Centre, pour quatre danseurs­
plongeurs continument baignes par un jet 

d'eau. Le public suit la progression des 
danseurs qui composent des figures de 

contact avec les murs et les surfaces liqui­

des: une experience de sociabilite chore­

graphique a fleur de bitume. 

Ce deplacement a Londres constitue un pas 
decisif dans la carriere de Gilles Jobin et 

La Ribot. lls y rencontrent Eduardo Bonito, 
leur futur administrateur, et rec;:oivent 

une bourse de Artsadmin qui les accueille 
dans sa structure 2• Cette mise en commun 
de reseaux de production et de diffusion 



Gilles Jobin - Distorted bodies 

lmagine a choreographer who explores the 

body as a dance subject, an element of plas­

t ic represent ation, while constantly fascinat ­

ing the spectator with staggering displays of 

bodies shaped by twisting , manipulation and 

subtle geometric presentation . This is the 

thread t hat runs right t hrough the work of 

Gi lles Jobin . 

Career 
Before decid ing to devote all his attention to 

unusual transformations of the human body, 

Gilles Jobin underwent a classical train ing 

at the Rosella Hightower International Dance 

Centre in Cannes and with Beatriz Consuelo 

in Geneva . Then he danced in the companies 

of the Lausanne-based choreographers 

Fabienne Berger and Philippe Saire, and with 

the Catalan Angels Margarit . His aspirations 

to create work of his own found expression 

in three solo performances : Bloody Mary 

(1995), Middle Swiss and Only You (1996), 

grouped together under the general heading 

of Trilogy. 
The first , Bloody Mary, introduced a new kind 

of body ritual , harking back in an ironical vein 

raised heavenwards, while an Arno song is 

sung . On!y You is a solo for an already mutant 

body; with magnificent slowness, the dancer 

goes through a spatially contained - or per­

haps it would be better to say constrained -

movement . This was an extreme work, the 

basis for future choreographic developments. 

In 1995, Gilles Jobin, then working as pro­

grammer at the Theätre de l'Usine, met 

La Ribot, a choreographer and dancer from 

Madrid . They first settled in Madrid, then, 

following t he birth of their son Pablo, moved 

to London , attracted by British Live Art ' and 

the vitality of the programme at the Institute 

of Contemporary Arts (ICA). then being run 

by Lois Keidan . From this period dates their 

one and only artist ic collaboration: Dip Mein 

the Water (1997). performed in the open air 

at the South Bank Centre by four dancer­

divers continually soaked by a jet of water. 

The audience follows the progress of the 

dancers, who create figures by contact with 

the walls and liquid surfaces - an experiment 

in choreographic sociability at street level. 

The move to London was a decisive step in 

the careers of Gilles Jobin and La Ribot . 

to body art. In this piece , humour is allowed to There they met Eduardo Bonito, their future 

La Ribot et Gilles Jobin 

Dip Mein the Water 

contaminate the ceremonial of a man want­

ing to test his physical limits . Even though 

the work is a parody, the chief concern is al­

ready the body itself, incarnate raw material 

as the trigger for choreographic imagination . 

In Middle Swiss, the dancer's body, initially 

caught up in a techno-trance, remains as if 

petrified in a kind of "tableau vivanC arms 

manager, and received a bursary from Arts­

admin , who made them part of its organisa­

tion .2 Their involvement in a combined pro­

duction and distribution network greatly 

increased their scope for performance. Each 

presenting their own creations, they regularly 

featured on the programmes of international 

festivals . Their work developed in parallel , 

La Ribot. Chair 2000 Still Distinguished, 

Proprietaire distingue Arsenic 



Franko 8 . and Gi ll es Jobin 

Fundamental research about the bodv as a work of art 
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s'avere determinante pour leur rayonne­
ment. Ainsi partagent- ils regulierement 
l'affiche de festivals internationaux avec 
leurs creations respectives. Le developpe­
ment de leur travail se realise en parallele, 
tandis que surgit en Europe un veritable 
renouveau destendances choregraphiques. 
Alors que La Ribot cree de son cöte avec 
Blanca Calvo le festival Desviaciones de 
Madrid qui devient rapidement un evene­
ment de reference, Thierry Spicher, frai­
chement nomme a la tete du Centre d'Art 
Scenique Contemporain Arsenic a Lau­
sanne, est le premier a reperer le travail de 
Gilles Jobin et lui propose de coproduire 
sa piece suivante, A+B=X(1997). C'est ce 
spectacle qui est programme au festival 
Montpellier Danse en 1999, tout comme les 
deja celebres Piezas Distinguidas de La 
Ribot, qu'accompagne toute une nouvelle 
generation de createurs. Une reconnais­
sance certaine de leur travail s'affirme 
quand le Theätre de la Ville de Paris pro­
gramme la meme soiree en ouverture de 
saison 2000-01 Braindance de Gilles Jobin 
(1999) et Mas Distinguidas de La Ribot 
(1998) et coproduit The Moebius Strip pour 
l'un et Still Distinguished pour l'autre. 
Si les pieces de Gilles Jobin qui sont pre­
sentees en Suisse, en Europe ou au Bresil 
lui assurent une audience internationale 
et suscitent l'engouement de la critique, 
il n'en reste pas moins engage sur le front 
des nouvelles tendances. A l'image de 
La Ribot et Blanca Calvo ou du choregra­
phe Yann Marussich avec qui il dirigea le 
Theätre de l'Usine, Gilles Jobin, en verita­
ble activiste de la danse, croit que c'est 
aux danseurs et choregraphes de prendre 

leur destin en main. President de I' Asso­
ciation vaudoise de danse contemporaine, 
il donne une impulsion inedite aux crea­
teurs locaux. Choregraphe residant a 
I' Arsenic de Lausanne, il cree un projet de 
bourses de recherches choregraphiques et 
multiplie les interventions pour ameliorer 
les conditions de la danse - singuliere­
ment defavorisee par rapport au theätre 
notamment. 

Un corps d'experience 

Comme fiches en terre, trois corps nus, 
entre crudite et abstraction. Bras et jam­
bes erigent un X. Avec A+B=X, le corps 
apparait sous forme de sculptures humai­
nes magnifiquement travaillees dans une 
suite de torsions physiques. Delicatement 
architecturee par la partition-lumiere due 
a Daniel Demant, un collaborateur essen­
tiel des pieces de Jobin, cette choregra­
phie du nu est, de fait, une hypnotique 
experience de la souplesse humaine. 
Donnant a voir dos et fesses, dont les ex­
pressions deviennent des mouveme11ts. De 
toutes les parties du corps humain, le dos 
propose la plus vaste nudite. Parfois tendu 
tel un ecran, le dos est souvent bouleverse 
en profondeur par le mouvement des mus­
cles. Projete tour a tour a meme la peau 
des danseurs et sur ecran, l'image du corps 
tatoue du performer plasticien Franko B. 
active encore l'imaginaire. 
C'est ä la suite de cette collaboration que 
Gilles Jobin s'engage dans un projet mene 
en commun avec Franko B. Apres deux 
performances et une periode de recher­
ches ä Londres, leur cooperation debouche 
finalement sur une macro-installation dans 



Gi lles Jobin 

Fundamental research about the body as a work of an 

and this coincided, in Europe, with a full­

scale revival of dance trends. While La Ribot, 

working with Blanca Calvo, established the 
Desviaciones festival in Madrid, which quick­

ly became a seminal event, Thierry Spicher -

recently appointed head of the Arsenic Cen­
tre for Performing Arts in Lausanne - was 

quick to spot the work of Gilles Jobin and 
invited him to co-produce his next piece, 

A+B=X (1997). with them. This production 

was featured at the 1999 Montpellier Danse 
Festival, alongside La Ribot's already cele­

brated Piezas Distinguidas and the works of 
a whole new generation of artists . They re­

ceived further recognition when the Theätre 
de la Ville de Paris opened its 2000-2001 

season with a combined production of Gilles 
Jobin' s Braindance (1999) and La Ribot's 

Mas Distinguidas (1998). and co-produced 
The Moebius Strip for Jobin and Still Distin­
guishedfor her. 

Although performances of Gilles Jobin' s 

pieces in Switzerland, the rest of Europe and 
Brazil have won him an international audi­

ence and delighted the critics, he is still 

heavily involved in the development of new 

trends in dance. Like La Ribot and Blanca 
Calvo, or the choreographer Yann Marussich 

- with whom he directed the Theätre de 

l'Usine - Gilles Jobin is a true activist, con­

vinced that dancers and choreographers 

need to take control of their own destiny. As 
president of the AVDC (Vaud Contemporary 
Dance Association), he has given a new 

sense of purpose to local artists . As resident 
choreographer at the Arsenic in Lausanne, he 

set up a project to award research grants to 
choreographers and has intervened in many 
ways to improve the status of dance - which 

tends tobe something of a poor relation to 
other arts, particularly the theatre . 

A body of experience 
Three nude bodies, apparently planted in 

the ground, between crudeness and abstrac­
tion , legs and arms splayed to form an X: in 

A+B=X, the body is presented in the form of 

human sculptures magnificently engaged in 
a series of physical convulsions . Delicately 

structured by the light partition designed by 
Daniel Demont, a key collaborator of Jobin's, 

this choreography of the naked body is a 

truly hypnotic experiment in human supple­

ness . Backsand thighs are prominently dis­
played, their attitudes imparting a sense of 
movement. Of all the parts of the human 

body, the back offers the largest area of bare 

flesh . At times stretched out like a screen, at 
others it is profoundly convulsed by muscle 
movements. Projected alternately onto the 

skin of the dancers and onto a screen, the 
image of the tattooed body of the performer 

Franko B. is a further stimulus to imagination. 

lt was as a result of this collaboration that 
Gilles Jobin undertook a joint project with 

Franko B. After two performances and a peri­

od of research in London, their co-operation 
bore fruit in a macro-installation in Arsenic' s 

nuclear shelters : Blinded by Love 3 and 4 . 

Akin to performance art, Blinded involves the 
spectator by playing on the themes of t he 
body in danger, anxious waiting and social 

conditioning. The key issue here is the per­
ception of the work and of time, and the way 

the audience experiences it. 

This phase of Jobin's career also gave birth 

to the Macrocosm project for the dancer 

Nuria de Ulibarri. A choreography focusing 



les abris anti-atomiques de l'Arsenic: 

Blinded By Love 3 et 4. Proche de la perfor­

mance, Blinded invite le spectateur a se 

situer en jouant sur les registres du corps 

en peril, de l'attente parfois anxieuse, du 

conditionnement social. La perception de 

l'reuvre et du temps, son experimentation 

par le public, constituent ici l'enjeu deter­

minant. 

De cette phase de travail nait egalement le 

projet Macrocosm pour la danseuse Nuria 

de Ulibarri. Choregraphie revelant les plis 

du dos et du buste, bouleverses en profon­

deur par un travail musculaire base sur des 

appuis au sol tres forts, Macrocosm devoile 

le corps en plans rapproches stries par le 

clair-obscur. L'insistance sur le corps frag­

mente, comme morcele par une succes­

sion de gros plans, est l'une des figures­

clefs du choregraphe depuis ce solo ou il 

eclaire la danseuse en orientant lui-meme 

les sources lumineuses, a la maniere d'un 

zoom. Le corps nu devient paysage, objet 

d'un arpentage quasi-topographique. 

Le son: un partenaire essentiel 

Les opus de Jobin sont intimement lies a 
la musique et au son. A cet egard, sa ren­

contre avec le compositeur suisse Franz 

Treichler, leader du groupe The YoungGods~ 

a ete essentielle a son developpement 

choregraphique. A fleur de reves, leur tra­

vail est un concentre de pur instinct et 

de rigueur tres architecture. Ainsi dans 

Braindance, la musique opere-t-elle comme 

un veritable sixieme personnage tout en 

participant entierement de la tension dra­

matique. Grace au climat sonore envou­

tant, les corps voient de scene en scene 

leur etrangete et leur irrealite magistrale­

ment amplifiees. La creation de The Moe­
bius Strip voit le duo artistique prendre un 

tour decisif, puisque le son est mixe en di­

rect, laissant toute latitude au feeling, a la 

variation d'une representation a l'autre. 

Ainsi la choregraphie est-elle «organique­

ment organisee» et l'utilisation des sup­

ports sonores evolutive. 

Du corps sculpte a la disparition du corps 

Au fil de ses tableaux difficilement oublia­

bles de corps manipules et transformes, 

Braindance est une reuvre que Jobin lui­

meme reconnait profondement influencee 

par la mort, par la disparition du corps, par 

son traitement clinique, son elimination. 

Cette choregraphie affiche violemment un 

corps qui peut exprimer sa mortalite. Mais 

il est egalement redresse comme par une 

violence therapeutique, et mis en mouve­

ment. Cette pedagogie du corps s'exprime 

dans l'exposition, par quatre danseurs 

dont les gestes tiennent du kinesithera­

peute, du corps d'une danseuse tendu jus­

qu'aux confins de l'ecartelement. Dans 

Braindance, le moment du nu s'accompa­

gne de la sensation trouble de franchir une 

frontiere, un point de non-retour de la re­

presentation. Images d'une force extreme 

naviguant du corps inanime a celui de la 

catastrophe, en passant par le corps de la 

purification ethnique. Images aussi inquie­

tantes que derangeantes. 

Le corps geometrise 

Gilles Jobin n'est pas pour rien le fils d'un 

peintre abstrait (Arthur Jobin 1927-2000), 

dont les compositions oscillent entre 

rigueur geometrique et vibration intense 

des couleursjuxtaposees. Pour The Moe­
bius Strip (2001), le choregraphe a retenu du 

travail pictural de son pere, rythmes, com­

binaisons de figures elementaires (Cercle, 

carre) et gout pour les effets d'optique. 

Pour mieux morceler l'espace en cadrages 

successifs et determiner la forme a donner 

aux mouvements des danseurs. 

Si l'opus atmospherique qu'est Moebius 
nous plonge dans un reve d'une siderante 

douceur sans assouvissement, il s'ouvre 

sur un hommage a la postmodern dance 

des annees soixante-dix et quatre-vingt, 

base de la culture choregraphique de 

Jobin. La suite glisse vers un mouvement 

sans fin, toujours a la recherche de son 

accomplissement. 

1 Le live Art, qui envisage l'artiste comme materiau pre­
mier ou mBtaphore, est a la crois9e des chemins: du 

Performance Alt au th0ätre experimental et aux nouvelles 

pratiques interdisciplinaires apparues au d8but des 

ann8es quatre-vingt-dix. Site Internet de la Live Art 

Development Agency: www.liveartlondon .demon.co .uk 

2 Creee en 1979 par Judith Knight et Seonaid Stewart, 

Artsadmin est une structure de diffusion et de soutien 8 

la cr0ation bas0e a Londres. Oix-huit artistes au com­

pagnies s'y cötoient, dont le DVB Physical Theatre de 

Lloyd Newson, Gary Stevens, La Ribot, Station Hause 

Opera ou Bobby Baker. Site Internet de Artsadmin : 

www.artsadmin.co.uk 

3 Site Internet de The Young Gods: 

www.theyounggods.com 



on the folds of back and ehest, convulsed in 
depth by muscular movements determined 

by the powerful stance of the dancer, Macro­
cosm lays the body bare, area by area, stratl­

fied with light and dark. An insistence on the 
fragmentation of the body, as if broken up by 
a series of close-ups, has been one of Jobin's 

key themes since the time of this solo pro­
duction. He himself managed the lighting, 
playing the light sources on the dancer's 

body as if working with a zoom lens. The 
naked body was transformed into a land­
scape, the object of an almost topographical 

survey. 

Sound: a vital element 

Music and sound are vital elements in Jobin's 
works. His meeting with the Swiss composer 

Franz Treichler, leader ofThe Young Gods 

band .3 was an essential factor in his develop­

ment as a choreographer. Dream-like in qual­
ity, their work is a concentrated mixture of 

pure instinct and rigorous structure. In Brain­
dance, for instance, the music functions al­

most as a sixth character, participating fully 
in the dramatic tension . Thanks to the spell­

binding sound environment, the strangeness 
and unreality of the bodies is brilliantly am­

plified from scene to scene. The Moebius Strip 
marked a new departure for Jobin and Treich­
ler, as the sound was mixed live, varying from 

one performance to the next, giving unre­
stricted freedom to the expression of feeling. 
The choreography is therefore "organically 

organised", with scope for on-going develop­
ment of the sound media. 

From body sculpture to the elimination of 
the body 

In keeping with his unforgettable tableaux of 

manipulated, transformed bodies, Braindance 
is a work which Jobin acknowledges was 

deeply influenced by death - the clinical 

treatment, disappearance end elimination of 
the body. The choreography is a violent dis­

play of the body's mortality. But the body 

is also resurrected end set in motion, as if 
the violence were therapeutic. This "lesson" 

is given by four dancers - whose gestures 
are similar to those of a physiotherapist -
who exhibit the body of a female dancer 

stretched almost to the point of disintegra­
tion. In Braindance, the moment of nakedness 
is accompanied by the vague sensation that a 

frontier, a representational point of no return, 
has been crossed. Hera are Images of ex­

treme force, progressing from the inanimate 

body, via the body of ethnic cleansing, to the 

body of catastrophe - Images es worrying as 

they are disturbing . 

The geometricised body 

lt is no coincidence that Gilles Jobin's father 
was an abstract painter (Arthur Jobin, 1927-

2000) whose compositions alternate be­
tween geometrical rigour end the intense vi­
bration of juxtaposed colours. In The Moebius 
Strip (2001) the choreographer has borrowed 
rhythms, combinations of basic shapes (cir­
cles, squares) end a love of optical effects 

from his father' s style of painting - the better 
to divide up space into a series of frames end 

determine the form to be imparted to the 
dancers' movements. 

Although Moebius is an atmospheric work, 
plunging us into a dream of extreme but un­

fulfilled sweetness, it is also an homage to 

the post-modern dance of the Seventies end 
Eighties - the foundation of Jobin's choreo­

graphic culture. What follows glides on in 

an endless movement, always in quest of 
fulfilment. 

1 Live Art , which sees the artist es raw material or meta­
phor. stands et a crossroads - the meating point of 
Performance Art, experimental theatra end the new lnter­
dlsclplinary practicas whlch began to appear in tha aarly 
1990s. See the website of the Live Art Development 
Agency: www.llveartlondon.demon.co.uk 

2 Founded In 1979 by Judlth Knlght end Seonaid Stewart, 
Artsadmin ls a London-basad orgonisatlon supportlng 
ond dlssaminatlng new ort. Elghtaan individual artlsts or 
companies ara lnvolved, including Lloyd Newson' s DVB 
Physical Theatre, Gary Stevens, La Ribot, Station House 
Opera end Bobby Baker. Website : www.artsadmin.co.uk 

3 Vlsit The Young Gods website : www.theyounggods.com 















Geometrie de l'exorcisme 

J'essaie de developper une idee, 

de m'y tenir et d'en montrer toutes les faces . 

Gilles Jobin 

Plus le monde est terrifiant, 

plus l'art devient abstrait. 

Paul Klee 

Sylviane Dupuis Que l'impressionnant travail de Gilles Jobin Jobin interroge la mort comme s'il s'agis-

20 

ait a voir avec la mort, le spectateur de 

Braindance et de The Moebius Strip en est 

tres vite convaincu. Non pas qu'elle s'affi­

che avec pathos, ou selon les modalites 

d'un quelconque recit, ni meme que les 

signes en soient jamais univoques - bien 

au contraire: Jobin ne «raconte» rien (sinon 

le corps). Et c'est en quoi il me parait re­

joindre l'exigence la plus pure de la poesie, 

telle du moins que l'entendait Stephane 

Mallarme: chez lui tout est de l'ordre, non 

de l'explicite, mais de la suggestion. Ou du 

latent. 
On ne nous dira pas si ces corps feminins 

lentement manipules par des mains d'hom­

mes, en ouverture de Braindance, incarnent 

des corps supplicies ou seulement reduits 

a l'etat d'objets, ou de jouets; ou seulement 

endormis. Ni s'ils ont ete violes, gazes, 

jetes la ou souffles par une explosion -

autant d'hypotheses que nos memoires 

encombrees d'une surabondance d'ima­

ges-chocs ne peuvent s'empecher de lais­

ser affleurer ... Mais pour ce choregraphe­

geometre ce serait deja trop dire: il y a 

chez lui, d'emblee, une ambition qui 

echappe a tout «anecdotique» comme a 

toute complaisance, et qui se hisse direc­

tement a l'abstraction. 

Rien ne laissera non plus explicitement 

soupc;:onner que la derniere sequence de 

Moebius, cette reptation d'ombres evo­

luant dans l'extenuation de toute lumiere 

- image presque «impossible» et qu'on 

dirait ne devoir qu'a la persistance, sur la 

retine, d'une Vision deja effacee, image 

aussi d'une indicible beaute, mais comme 

d'un ailleurs (d'un hors-scene) entrevu, un 

instant - renvoie autobiographiquement, 

pour Gilles Jobin, a l'experience du deuil. 

(Je le sais seulement pour le lui avoir de­

mande, tout de suite apres: «est-ce que 

cette image-la, c'est la mort», comme s'il 

m'avait fallu dire d'ou je revenais, et que 

ce n'etait ni lourd, ni douloureux, au 

contraire, plutöt comme un lieu touche 

mais dont il faudrait se deprendre, a cause 

de la fascination calme, medusante et 

sereine qu'exerce sur le spectateur cette 

vision quasi hypnotique.) 

sait pour lui, vitalement, d'aller au bout 

d'un questionnement: tandis que dans 

The Moebius Strip, le mouvement a la re­

cherche de son point initial finit par aboutir 

a l'etrangete de ces limbes ni blanches ni 

noires finalement desertees par les corps, 

et qui sont comme l'idee subsistante de la 

lumiere apres sa disparition, deux ans plus 

töt, dans Braindance, le choregraphe propo­

sait une superbe et derangeante allegorie 

du corps malmene qui, a !'inverse de Moe­
bius, semble prendre appui sur la mort (ou 

un ecartelement initial) et sur l'animalite 

pour s'achever en apotheose du corps de 

la danseuse, magnifie par la lumiere. 

Comme si, a «developper l'idee» du corps 

pour «en montrer toutes les faces», on ne 

pouvait qu'aboutir a la crucifixion, a la 

disparition - OU bien, SOUS le Vetement 

qui la Cache et SOUS la peau qui l'habille, a 

l'exhibition de cette «splendide carcasse» 

qui n'a cesse de fasciner les peintres, des 

anatomistes de la Renaissance a Francis 
Bacon ... 

Le parcours choregraphique de Gilles Jobin, 

indissociable d'une meditation sur son ori­

gine et ses fins - ce qui le rend pour moi 

exemplaire - comme aussi sur l'origine et 

les fins de l'homme, et de sa violence, se 

situe donc au point de rencontre de l'expe­

rimentation ludique et de l'exorcisme. De 

son propre aveu, The Moebius Strip, meta­

phore incarnee du mouvement de la vie, 

traduit un <1passage>1: la mort y est une 

fois encore affrontee mais aussi, dirait-on, 

«traversee», comme si naissance et mort 

se touchaient. Faut-il penser que les tra­

vaux a venir du choregraphe en auront fini 

avec cette question pour s'inventer d'au­

tres voies, d'autres «chemins de signes»? 

Mais en a-t-on jamais fini avec la violence 
de vivre et la finitude? 



The geometry of exorcism 

1 try to develop an idea, 

stick with it and reveal all its facets . 

Gilles Jobin 

The viewer of Braindance and The Moebius 
Strip is soon aware of death as a central 

theme in the impressive work of Gilles Jobin. 

lt is not that death is movingly presented or 

made the subject of a conventional story line; 

nor are the signs of its presence ever unam­

biguous. On the contrary, Jobin is not a story­

teller in any sense (except that he "teils the 

story" of the body). And it is in this respect 

that he seems to me to fulfil the purest de­

mand of poetry, at least as Stephane Mailar­

me understood it: with him everything be­

longs, not to the explicit order, but to the 

realm of suggestion . Everything is latent. We 

are not told whether the female bodies we 

see being slowly manipulated by men's hands 

at the beginning of Braindance are victims of 

torture, or bodies reduced to the status of 

things ortoys; or if they are simply asleep. We 

do not know if they have been raped, gassed, 

dumped there or destroyed by a bomb - all 

hypotheses that our minds, burdened with a 

superabundance of shock images, are almost 

bound to entertain .. . For Jobin the choreog­

rapher/geometer, that would be going too 

far: he nourishes an ambition to escape from 

anything "anecdotal", from any indulgence, 

preferring to hoist himself directly into the 

realm of abstraction. 

Nor is there anything explicit to make us be­

lieve that the final sequence of Moebius -
shadows crawling about as the light gradual­

ly dies, an almost impossible image which 

would seem tobe due only to the persistence 

on the retina of an already faded vision, an 

image of indescribable beauty, but of some 

other place, somewhere off stage, glimpsed 

just for an instant - derives from Gilles 

Jobin's own experience of grief. (1 only know 

this because 1 asked him immediately after­

wards : "ls that a picture of death 7", as if 

needing to say where 1 was returning from, 

and that it was neither heavy nor painful, but 

rather like a place one had made contact with 

and now had to relinquish, because of the 

calm, paralysing and serene fascination this 

almost hypnotic vision has on the viewer.) 

Jobin investigates death as if he had a vital 

need to get to the bottom of a question. The 

search for the starting point of The Moebius 
Strip ends up with the strangeness of these 

The more terrifying the world is, 

the more abstract art becomes. 

Paul Klee 

limbs, neither black nor white, finally forsak­

en by their bodies (like the idea of light per­

sisting after it has died). Two years earlier, 

in Braindance, Jobin had choreographed a 

superb but disturbing allegory of a manhan­

dled body which, contrary to the movement 

of Moebius, seemed to start from death (or 

an initial agonising struggle) and animality, 

and reach fulfilment in an apotheosis of the 

dancer's body, magnified by the light. 

lt is as if, in "developing the idea" of the body 

in order to " reveal all its facets", one were 

bound to end with the crucifixion, the de­

struction, or rather - under the garment 

which conceals it and the skin which clothes 

it - the exhibition of this "splendid carcass" 

which has been a constant source of fascin­

ation for painters and anatomists from the 

time of the Renaissance to Francis Bacon ... 

Gilles Jobjn's work as a choreographer, in­

dissociable from a meditation on his own ori­

gins and ultimate fate (which for me makes 

him an exemplary figure) and on the origin 

and fate of mankind, and mankind's violence, 

is therefore a place where playful experimen­

tation and exorcism meet. By his own admis­

sion, The Moebius Strip, a metaphor for the 

movement of life, expresses a transition: the 

subject of death is tackled once again but 

also, one might say, "worked through': as if 

birth and death were touching one another. 

Should we expect that Jobin's future work 

will have had done with this question and 

that he will be inventing other avenues, other 

"signposted paths"? But can one really ever 

have done with the violence of life and man's 

finite state? 













The Moebius Strip 

Laurent Goumarre «II faudra bien que je me mette debout», 

confiait Gilles Jobin. C'etait apres Brain­

dance, apres les corps de femmes gisant 

sur le plateau, apres les tas d'organes sou­

venirs ou pas des charniers de Bosnie, s'il 

fallait trouver une reference, un point d'an­

crage dans le reel et pourquoi pas. C'etait 

apres tout c;a, il aurait fallu se mettre de­

bout, alors que pas du tout, la danse de 

Gilles Jobin n'obeit pas a cette logique qui 

voudrait croire en un progres, qu'apres 

avoir ete couche assis accroupi, il faudrait 

necessairement se redresser, comme si la 

danse etait cette accession qu'on nous 

vend encore comme celui de la verticalite 

triomphante. La verticalite n'est manifes­

tement pas a l'ordre du jour, n'est toujours 

pas la promesse d'une resolution de la 

danse de Gilles Jobin, ou alors si peut-etre, 

mais celle cul par-dessus tete, une verti­

calite inversee, les jambes qui montent 

tandis que les epaules restent au sol, une 

les pieces precedentes, n'en etait pour au­

tant ni le sujet ni la matiere choregraphi­

ques. La, avec ces danseurs qui entrent, se 

couchent, s'immobilisent, puis repartent 

se coucher ailleurs, s'immobilisent encore 

dans les memes stations, Gilles Jobin ne 

cherche plus ä se raconter d'histoires, ä 

expliquer que la Bosnie. les actualites. il 

rhabille meme ses interpretes, s'inter­

disant de devenir le choregraphe specia­

liste du nu. Car le travail se situe ailleurs, 

au-dela des corps presents sur le plateau 

ils finiront meme par ne laisser que leurs 

vetements comme trace de leur passage, 

dans le «mouvement organiquement orga­

nise» qu'il s'agit de ne pas briser, de main­

tenir dans sa continuite. 

C'est cela la danse de Gilles Jobin, ce mou­

vement sans elan, dans lequel chacun se 

glisse: l'interprete sur le plateau, le spec­

tateur en salle, sans qu'il soit besoin de 

ruser, de modifier l'espace de representa-

silhouette apparue dans le dernier quart tion, d'adopter un dispositif en carre, ou 
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d'heure de The Moebius Strip quand l'obscu- jene sais quoi. Le seul imperatif, c'est que 

rite continue d'envahir le plateau: la verti­

calite se donne moins ä voir qu'a perce­

voir, elle n'est pas la revanche prise sur la 

position couchee, mais opere un bascule­

ment des reperes; c'est moins le danseur 

qui se redresse que le plateau qui se sou­

leve. 

Donc, The Moebius Strip, derniere piece en 

date, ne tient pas la promesse du «faut 

bien se redressern, et c'est ce renonce­

ment qui permet ä Gilles Jobin de radicali­

ser son travail sur l'horizontalite, qui tout 

en etant particulierement reperable dans 

le mouvement vienne litteralement du pla­

teau, que la surface du plateau impose une 

direction aux danseurs, aussi le choregra­

phe et ses interpretes distribuent-ils sur le 

sol des feuilles de papier blanc format A4, 

le tout formant une grille, bref, une surface 

anti-mimetique, anti-narrative, geometri­

que: la scene all over initiatrice du mouve­

ment: «A partir de cet espace equilibre, 

sans hierarchie, s'organise le mouvement 

que je ne cherche donc plus a choregra­

phier au sens strict du terme. II y a tel type 

de mouvement sur les lignes, tel autre 



The Moebius Strip 

Arthur Jobin 

Etude 

" Perhaps 1 should stand up," admitted Gilles 

Jobin. That was after Braindance, atter the 

stage had been strewn with women's bodies , 

with piles of organs that may or may not have 

been souvenirs from the Bosnian charnel 

houses. lf a point of reference , an anchor in 

reality, was needed, why not? After all, one 

really ought to stand up. But, no : Gilles Jobin's 

dance does not conform to the logic that 

would want to believe in progress , that would 

expect a prone-seated-crouched sequence to 

end in an upright position, as if dance were 

the achievement still being sold to us as the 

triumph of the vertical. Verticality is not ne­

cessarily on the agenda and , in the choreog­

raphy of Gilles Jobin , it holds out no promise 

of a solution - or if it does, then one that is 

upside down, an inverted verticality, legs ris­

ing while shoulders remain on the ground, a 

silhouette that appears du ring the final fif­
teen minutes of The Moebius Strip, when the 

stage is darkened : then verticality is less 

seen than sensed ; it is not the revenge taken 

on the prone position, instead shifting back­

wards and forwards between reference 

points ; it is not so much the dancer who 

comes to his feet as the stage that rises. 

So The Moebius Strip, Gilles Jobin' s most 

recent creation , does not ho ld truck with the 

premise that one "should stand up"; and it is 

the rejection of this premise that enables him 

to radicalise his treatment of horizontality, a 

subject touched on in earlier works, but never 

their focus or choreographic theme. In this 

piece, where the dancers come on stage, lie 

down, remain perfectly still and then move 

off to lie down elsewhere, or even continue to 

remain perfectly still in one place, Gilles Jobin 

is not trying to teil stories , explain Bosnia or 

comment on the news. He even dresses his 

performers again , refusing to become a 

choreographer who dwells on the naked 

body. Because the work is on another level , 

beyond the bodies on stage who will leave 

behind only their clothes as a sign that they 

were there, in an "organically organised 

movement" that cannot be interrupted, 

whose flow must be maintained. 

And this is the essence of Gilles Jobin's piece : 

gliding movement that involves everyone -

the dancer on stage , the spectator in the 

auditorium - with no resort to trickery, no 

change in the performance space, no strict 

patterns, square or otherwise. The sole 

imperative is for the movement literally to 

emerge from the stage, for the stage floor to 

provide the dancers with directionality, allow­

ing the choreographer and his performers to 

lay out a chequerboard with sheets of white 

A4 paper. With that, the stage becomes an 

anti-mimetic, anti-narrative , geometric sur­

face : the overall initiator of movement. 

"Starting from this balanced, non-hierarchi­

cal space, movement organises itself, move­

ment 1 do not attempt to choreograph , in 

the strictest sense of the word. One type of 

movement takes place on the lines, another 

between the lines and even more inside the 

squares . 1 am no longer in a position where 

1 have to write down a movement and check 

what the dancer makes of it . This starting 

grid imposes such practical physical restric­

tions that all the dancers quickly grasped the 

quality of movement 1 had worked so hard 



The Moebius Strip repetitions 
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entre les lignes, d'autres encore ä l'inte­

rieur des carres. Je ne suis plus dans cette 

position ou il me fallait ecrire le mouve­

ment et contröler ce que l'interprete allait 

en faire. Cette grille de depart exerce une 

telle contrainte physique pratique que 

chacun a pu trouver extremement rapide­

ment la qualite de mouvement que je 

m'acharnais ä vouloir transmettre ä mes 

interpretes lors de mes precedentes 

pieces.»' 
C'est donc dans le dessin geometrique que 

la danse de Moebius trouve son origine. Et 

on ne peut s'empecher d'y lire une inscrip­

tion biographique, de raconter que son 

pere, Arthur Jobin, tut peintre geome­

trique, qu'on parle ä son endroit d'«infigu­

ration emblematique», qu'il est question 

«d'une surface plane sur laquelle se refle­

chit la lumiere», plus loin de «Vibrations 

optiques», plus loin encore et c'est lui qui 

signe: 

La recherche d'un equilibre 

L'organisation d'une surface 

La purete d'un volume 

L'humanisation des formes 

La tension des lignes 

Les oppositions violentes. 2 

Autant d'expressions qui definiraient tout 

autant la derniere piece du fils. Tout c;:a 

pour comprendre que s'il est une histoire 

de Moebius, c'est aussi celle d'un mouve­

ment continu et organique entre le pere 

(recemment disparu) et le fils; autre ver­

sion: la peinture bidimensionnelle du pere, 

ses aplats geometriques motive l'installa­

tion choregraphique du fils. Une fable 

d'autant plus operante que le choregraphe 

souligne systematiquement l'horizontalite 

de son support en tant qu'element essen­

tiel de son proces de travail. Tandis que la 

lumiere continue de s'effondrer, que les 

danseurs s'evanouissent, la grille blanche 

du plateau semble absorber les corps qui 

se derobent toujours plus au regard, juste 

des ombres, dont on ne sait plus ni les 

contours, ni la forme: au final les corps 

«infigures» n'ont laisse que leurs vete­

ments couches. 

1 Gilles Jobin, propos recueillis par Laurent Goumarre lors 

d'un entretien r8alis8 en f0vrier 2001, pendant le travail 

de cräation, et publiä dans Le Journal du Thti§tre de Ja 

Ville, Paris, mai-juin 2001. 

2 Arthur Jobin (1966) in: Alberto Sartoris, Arthur Jobin au 
l'infiguration embtematique, Cossonay-Vllle, Collection 

des valeurs nouvelles, Cahier n°2, 1975, p.14 



to communicate to my performers in earlier 

works ." 1 

Thus, geometrical drawing is at the heart of 

the Moebius dance. And one cannot miss the 

biographical reference to the choreographer's 

father, Arthur Jobin, who was a geometric 

painter associated with "emblematic infigura­

tion", with exploring "the flat surface that 

reflects light" and "optical vibrations". And it 

was he who pondered 

The search for equi/ibrium 

The organisation of a surface 

The purity of volume 

The humanisation of form 

The tension between lines 

The violence of contrasts. 2 

A multitude of phrases that would all define 

the son's latest work. All this just to understand 

that if this is a tale of Moebius, it is also one of a 

continuous and organic movement linking father 

(recently deceased) and son; another interpret­

ation: the father's two-dimensional painting, his 

geometric surfaces, motivating the son's chore­

ographic installation. A tale that is all the more 

relevant as the choreographer systematically 

emphasises the horizontality of his medium as 

an essential part of his working process. As the 

light fades, the dancers vanish; seemingly ab­

sorbed by the white grid that is the stage, their 

bodies become increasingly indistinct, mere 

shadows without shape or form. In the end they 

are only "infigured" bodies who leave behind 

nothing but their clothes . 

1 Gilles Job in spoke to Laurent Goumarre in February 2001, 
when the piece was in progress; the interview was pub­

lished in Le Journal du Theätre de Ja Ville. Paris, May­

June 2001. 

2 Arthur Jobin (1966) in: Alberto Sartoris, ArthurJobin ou 
l'infiguration emb/l§matique, Cossonay-Ville, Collection 

des valeurs nouvelles, Cahier n°2, 1975, p.14. 
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The Moebius Strip 60 min 2001 

Premiered on 8 May 2001 at the Theätre de 

la Ville Les Abbesses Paris 

Choreography: Gilles Jobin 

Music : Franz Treichler 

Dancers : Christine Bombal, Jean-Pierre 

Bonomo, Vinciane Gombrowicz, Gilles Jobin, 

Lola Rubio 

Lighting: Daniel Demont 

Choreography assistant : Laura Beurdeley 

Live-sound engineer: Clive Jenkins 

Lighting technician : Samya Mehenna 

An Artsadmin project produced by the Parano 

Fondation Lausanne and 36 Gazelles London ; 

co-produced by Arsenic Lausanne, the 

Theätre de la Ville Paris, Music Biennale Za­

greb, Espace Pier Paolo Pasolini Valenciennes 

and the Theaterspektakel Zürich 

With the support of the Arts Council of 

Switzerland Pro Helvetia, the Loterie 

Romande, the City of Lausanne, the London 

Arts Board, SSA Swiss Society of Authors, 

the Fondation Stanley Thomas Johnson and 

Canton Vaud 

Tour 2001: 32 performances, 11 cities, 

8 countries , including Springdance Utrecht, 

Music Biennale Zagreb, Arsenic Lausanne, 

Theaterspektakel Zürich, Kampnagel Ham­

burg, Infinite Ltd Turin, Konfrontace Praha, 

Panorama Rio de Janeiro, Teatro SESC 

Anchieta Säo Paulo 

Tour 2001 supported by the Arts Council of 

Switzerland Pro Helvetia, the City of Lau ­

sanne, Corodis and the British Council 

Pages 28-29, 30-31, 32, 34-35, 36-37, 

38-39, 40-41 , 42, couverture/ cover 

Braindance 60 min 1999 

Premiered on 11August1999 at the far-Festi­

val des Arts Vivants Nyon 

Choreography: Gilles Jobin 

Music : Franz Treichler 

Dancers : Cuqui Jerez/ Estelle Heritier (cast 2), 

Gilles Jobin, Dominique Schötschel/Juan 

Dominguez (cast 2). Nuria de Ulibarri, Gene­

vieve Byrne/Vinciane Gombrowicz (cast 2) 

Additional music : The Young Gods, Subspicy 

Light design : Emma Wilson 

Live-sound engineer: Clive Jenkins 

An Artsadmin project produced by Parano 

Productions Lausanne, co-produced by 

Arsenic Lausanne, Theaterspektakel Zürich, 

Maison des Arts Thonon-Evian and the 

far-Festival des Arts Vivants Nyon 

With the support of the Arts Council of 

Switzerland Pro Helvetia, the City of Lau­

sanne, Canton Vaud , SSA Swiss Society of 

Authors , the Loterie Romande, the Fondation 

Nestle Pour l'Art and the Fondation Stanley 

Thomas Johnson 

Tour: 55 performances, 20 cities , 9 countries, 

including the Theätre de la Ville Paris, Theater­

spektakel Zürich , Teatro SESC Anchieta Säo 

Paulo, Festival lnternacional de Danya Belo 

Horizonte, Four-Days Festival Praha, Centro 

Cultural de Belem Lisboa, Music Biennale 

Zagreb 

Braindance Tour was supported by the Arts 

Council of Switzerland Pro Helvetia , the City 

of Lausanne, Corodis , Migros and the British 

Council. 

Pages 13, 14-15, 16-17, 19, 22-23, 25, 26-27 

Macrocosm 30 min 1999 

Premiered on 5 January 1999 at The Place, 

London 

Choreography, lighting : Gilles Jobin 

Music: Franz Treichler 

Dancers : Nuria de Ulibarri, Gilles Jobin 

An Artsadmin project produced by Parano 

Productions Lausanne with the support of the 

London Arts Board and the Arts Counci l of 

Switzerland Pro Helvetia 

Tour : 9 performances, 5 cities, 3 countries, 

including the Fondation Cartier Paris, Arsenic 

Lausanne, Queen Elizabeth Hall London 

Blinded by Love 1-2-3-4 1998 

Gilles Jobin, Franko B. 

One-year interdisciplinary project : two per­

formances, one research project, one macro­

installation: Blinded by Love 1, Körper Fest i­

val Kunstmuseum Luzern; Blinded by Love 2, 

Festival Maiatza Dantzan, Mugatxoan, San 

Sebastian ; fundamental research about the 

body as a work of art, 5 weeks research fund­

ed by the Combined Arts Department of the 

London Arts Board and Toynbee Studios 

London ; Blinded by Love 3-4, live macro­

installation, Les Urbaines/Arsenic Lausanne 



A+B=X 60 min 1997 

Premiered on 3 December 1997 at Arsenic 

Lausanne 

Choreography: Gilles Jobin 

Music: Franz Treichler, The Young Gods 

Dancers: Ana Pons Carrera/Charmaine Seet 

(cast 2); Genevieve Byrne (cast 3). Gilles 

Jobin, Nuria de Ulibarri 

Filmversion: Franko B. 

Lighting: Daniel Demont 

Produced by Parano Productions Lausanne, 

co-produced by Arsenic Lausanne 

With the support of the Arts Council of 

Switzerland Pro Helvetia, the City of Lau­

sanne, the Loterie Romande and Canton Vaud 

Tour : 40 performances, 10 cities, 7 countries, 

including Arsenic Lausanne, Festival Inter­

national de Montpellier, ICA Institute for 

Contemporary Arts London, Desviaciones 

Madrid, Centro Cultural de Belem Lisboa, 

FILO Festival international de Londrina/Brazil, 

Rote Fabrik Zürich 

Tour supported bythe Arts Council of Switzer­

land Pro Helvetia, Corodis and Artsadmin 

Pages 1, 8-9, 10-11, 48 

Dip Mein the Water 45 min 1997 

Premiered 17 July 1997, Canary Wharf; 

16/17August1997, South Bank Centre, 

London 

Choreography, direction: La Ribot, 

Gilles Jobin 

Dancers: La Ribot, Gilles Jobin, Charmaine 

Seet, Charlotte Welsh 

Costumes: La Ribot, Pepe Rubio 

Assistant director: Eduardo Bonito 

Produced by· Parano Productions, Lausanne, 

in association with the South Bank Centre's 

Great Outdoors and Canary Wharf Artsand 

Events 

With the support of the Arts Council of 

Switzerland Pro Helvetia 

Page3 

Trilogy 1995-1996 

Produced by Parano Productions, Lausanne, 

with the support of Canton Vaud, the City of 

Lausanne, the Loterie Romande, the City of 

Geneva and the Arts Council of Switzerland 

Pro Helvetia 

Page2 

Bloody Mary 18 min 

Premiered in 1995 at the Theatre de l'Usine/ 

Ade-Studio, Geneva 

Direction, choreography and soundtrack: 

Gilles Jobin 

Assistant director and screenplay: Bertrand 

Davet 

Lighting: Yann Marussich 

Music: Arno, soundtrack Naked Lunch, sam­

ple The Young Gods, sample House of Limbo 

Page2 

Middle Swiss 16 min 

Premiered in 1996 at the Festival de la Cite 

Lausanne 

Choreography, lighting and soundtrack: 

Gilles Jobin 

Music: The Young Gods, samples 

Page2 

Only You 17 min 

Premiered in 1996 at the Theätre de l'Usine/ 

Ade-Studio, Geneva 

Choreography and soundtrack: Gilles Jobin 

Lighting: Yann Marussich 

Page2 
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est ne en 1964 a Lausanne/was born in 

1964 in Lausanne 

Creations personnelles/ Independent 

works 
2001 The Moebius Strip 
1999 Braindance 

Macrocosm 
1998 Blinded by Love 1-2, live art perform­

ance: Gilles Jobin, Franko B. 

Blinded by Love 3-4, live art perform­

ance, installation: Gilles Jobin, Franko B. 

1997 A+B=X 
Dip Me in the Water 

1996 Middle Swiss 
Only You 

1995 Bloody Mary 

Prix et bourses/ Prizes and grants 

2001-2003 Contrat de confiance danse du 

canton de Vaud 

2001 Prix nouveau talent choregraphique, 

attribue par la / awarded by the SACD 

(Societe des auteurs et des composi­

teurs dramatiques) 

2000 Prix jeunes createurs decerne par la/ 

awarded by the Fondation vaudoise 

pour la promotion et la creation artis­

tiques 

Bourse du Fonds d'encouragement a la 

creation choregraphique decerne par 

la / awarded by the Societe Suisse des 

Auteurs (SSA) avec/for The Moebius 
Strip 

1999 Förderpreis der Zürcher Kantonalbank 

avec/for Braindance dans le cadre du/ 

in conjunction with the Theaterspek­

takel Zürich festival 

1998 Bourse du Fonds d'encouragement a la 

creation choregraphique decerne par la 

/ awarded by the Societe Suisse des 

Auteurs (SSA) avec/for Braindance 

Danseur / Dancer 
1993-1995 Jene repondrais pas aux ques­

tions, choregraphie Yann Marussich, 

Geneve 

1993-1994 Homme a terre, choregraphie 

Fabienne Berger, Lausanne 

1991 Atzavara, choregraphie Angels Mar­

garit, compagnie Mu-Dances, 

Barcelone 
1990 Sad-Eyed Lady, choregraphie Laura 

Tanner, Geneve 

1988-1989 Les Figurants, choregraphie 

Fabienne Berger, Lausanne 

1986-1987 Encore Torride, choregraphie 

Philippe Saire, Lausanne 

Production 

2001 Directeur artistique de Parano Fonda­

tion Lausanne, co-directeur artistique 

(avec La Ribot) de 36 Gazelles Londres/ 

Artistic director of the Parano Founda­

tion Lausanne, artistic co-director 

(with La Ribot) of 36 Gazelles, London 

2000 President de/ President of the AVDC 

(Association Vaudoise de Danse Con­

temporaine) 

1995 Fondateur de/ Founder of Parano Pro­

ductions Lausanne 

1993-1995 Co-directeur (avec Yann Marus­

sich et Anne Rosset) du/Co-director 

(with Yann Marussich and Anne Ros­

set) of the Theatre de l'Usine Geneve 

Contacts 
Parano Fondation, Rue de Geneve 57, 

CH-1004 Lausanne 

www.parano .org 

Artsadmin, Toynbee Studios, 28 Commercial 

Street, GB-London E1 6 LS 

www.artsadmin.co.uk 
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Textes/Texts: 
Bertrand Tappolet, historien de formation , collabo­
rateur a plusieurs revues culturelles et attache de 
presse, anime et realise des emissions sur les ondes 
d'une radio locale, qui abordent l'actualite cul­
turelle locale et internationale./ Bertrand Tappolet 
studied history. A contributor to various cultural 
magazines and a press attache, he also produces 
and presents programmes on local radio devoted 
to current local and international cultural events. 
Sylviane Dupuis est poete, dramaturge et essayiste ; 
eile vit a Geneve. Depuis 1998, eile tient une 
chronique mensuelle dans le quotidien «Le Temps». 
D'autres chroniques, consacrees au theätre, sont 
reunies dans «A quoi sert le theätre 7» (Zoe 1998). / 
Sylviane Dupuis is a poet, playwright and essayist; 
she lives in Geneva . She has written a monthly 
theatre column in the daily newspaper «Le Temps» 
since 1998. Other texts dealing with theatre have 
been collected in a book published by Zoe in 1998. 
Laurent Goumarre est critique de danse et litteraire, 
collaborateur au magazine «Artpress», producteur 
de l'emission << Studio Danse» sur France Culture et 
co-auteur de l'ouvrage «Pratiques contemporaines : 
l'art comme experience», Ed . Dis Voir, 1999. II est 
egalement conseiller artistique du Festival Mont­
pellier Danse. / Laurent Goumarre is a dance and 
literary critic, contributor to the magazine «Art­
press», producer of the «Studio Danse» pro­
gramme on France Culture and co-author of the 
book «Pratiques contemporaines : l'art comme 
experience», publ. Dis Voir, 1999. He is also an 
adviser to the Montpellier Danse Festival. 
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