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The Operation Theatre will be touring 4 different cities in

Japan.

* Terminal Plaza Kotoni PATOS in Sapporo on
October 26 and 27
Flower and Bird and About Kazuo Ohno

* Kobe Art Village Center on November 18
Flower and Bird, About Kazuo Ohno and The Operation Theatre

» Saitama Arts Theater on December 2 and 3
About Kazuo Ohno

* The Museum of Art, Kochi on December 9
Flower and Bird, About Kazuo Ohno and The Operation Theatre

ZXE Ly / Appeal for Donations

FURT—HAIBROEE L. RBELENETHDI> Please support us in our efforts. Proper future adminis-
TWET, BELEFICCEBRIETIHEICIZ. TULED tration of the Dance Archive Network will be ensured by
FREICLBIXIBEBEVLET, contributions and donations from the public. For those

who agree with our objectives and activities, please sup-
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port us through your donations.

A minimum donation is three thousand yen,
and multiples thereof.

DAN will issue a receipt indicating the amount of the donation.
As of yet, DAN is not an accredited NPO so it cannot, to date,
offer any tax incentives. DAN, however, aims to become an cer-
tified NPO in the near future, so we would greatly appreciate your
continued support in helping us. DAN will invite those who make

asingle donation of three thousand yen to a project co-produced
BHAA - BREESE by the Dance Archive Network. Given that a donation costs the

For applications and inquiries please contact: same as an entrance ticket, DAN encourages those who agree
. B

. . with our objectives to view a performance by means of donations.
info@dance-archive.net
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Green Table 2017

Toshiko Oka Yoshito Ohno Masaru Kakio Koichi Ohmae Ensemble Sonne
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Creating and Transmitting Dance Work

Naoko Kogo (Osaka University Graduate School of Letters, Graduate School of Arts and Media Studies, Dance Critique = Dance History Study)

Bearing in mind dance’s ebb and flow over the inter-
vening decades, it seems that around 2010 we wit-
nessed a tide responding to events of a century ago.
Leading figures from the contemporary dance world
passed away one after another; this, in turn, obliged
the future-oriented dance culture to re-discover its past.
In response to this phenomenon, the German Federal
Cultural Foundation established the “Dance Heritage
Fund” and also supported the Pina Bausch Foundation
archival project, which boldly sought to push forward
issues and garner public attention regarding the prob-
lem of how dance will be transmitted in modern dance
and thereafter.

The generation of dancers under whom Pina Bausch or
Kazuo Ohno studied modern dance, they, too, rejected
the traditions of the dance conservatories, opting in-
stead for an explosively flowering individual creativity,
where dance became a strand in the evolution of the
avant-garde. And yet, as opposed to establishing a di-
vision of labour brought about by the industrialization
of dance, the strong relationship between choreogra-
pher and interpreter ultimately meant that dance works
were easily mislaid following the death of creators and
dancers. As we have all seen, these issues equally impact
contemporary dance.

Clues to plausible solutions are to be found in those

efforts to re-present performances that excited the cre-

ative scene in the late nineties and noughties. In an

epoch-making example, Jéréme Bel’s 7he Last Perfor-
mance (1998), a work based on Wandlung (1978), a solo
dance by Susanne Linke—a dancer closely connected
with German expressionistic dance—which originally
had not been conceived to be performed by anyone
other than Linke herself, was revived and performed by
four dancers of different body types, gender, and tech-
niques. As opposed to a restored dance work, trying to
be faithful in every detail to the original, the audience
here witnessed that the phenomena of dance did not
fit institutional demands such as the artwork’s identity,
ownership of choreography and the reproduction of
dance works. After a succession of such critical dance
pieces posed provocative questions about the produc-
tion system with modernist authorship, the selection of
works embodying diverse approaches to the past herit-
age increased, bearing a variety of sub-titles such as “re-
invent” and “re-enactment”, and this tendency persists.
In this respect, the Dance Archive Project sponsored
by the Kazuo Ohno Dance Studio is a unique in its
approach, for it enjoys both direct and indirect links
with Germany’s artistic movements that influence the
global creative scene and dance archives.

Currently, this movement appears to be steered by Eu-
ropean cultural policy, markets and creators. And, as
far as audiences are concerned, the outcome has been
beneficial. Just as modern dancers negotiate historical
materials in museums and thereby conceive dance for
the future, so, too, do efforts with documentation and
archiving liberate contemporary dance creation and
appreciation, often restricted to “the here and now”
and tending to be made for a short consumption cy-
cle. Green Table 2017, recently presented by Toshiko
Oka, a Kobe-based contemporary dance choreographer,
has enhanced my insight, particularly given that she
constanly discovers movements by tackling a myriad
of internal and external lines, thereby indicating a clear
contour to Pina Bausch’s signature question: “ What

moves them [people]?”
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