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From April to December of 2014, The Saison Foundation conducted a project entitled “ Archiving Dance " for dance-makers ,
to explore the possibilities and methodologies of contemporary dance archives. By following the process of how an archived
work would be passed on to another dance-maker and re-created in their hands, this project explored the potentials of archives
and consequently proposed new methods of dance archiving. This report is an overview of the attempts and practices that were

carried out during the program.

Archives in general involve the collection, categorization, conservation, and exhibition of documents, the most common
example being national archives and museum depots. In this project, the dance-makers ‘archived’ their own work to experiment

with ways of communicating its essence.

The Saison Foundation, committed to the promotion of contemporary theater and dance since its establishment in 1987, has
continued to support various artists and their creative practices for the past 27 years. Its history coincides with the rise of the
Japanese contemporary dance scene from the end of the 1990s. The supporting efforts of art foundations are often addressed in
tandem with issues of conservation. It is our belief that the act of conserving outstanding works and passing them over to the

next generation plays an important role in the succession of cultural heritage.

Alongside an overview of the project, this report attempts to document, in as much detail as possible, the accounts from each
session that may serve as a hint for artists, who are considering to archive or re-create their own work in the future. We hope that
this report will prove useful for future attempts at investigating new methods of archiving. As a foundation, we plan to follow and

pay close attention to the continuing development of the ‘archive boxes.’

Lastly, we would like to thank Ong Keng Sen for proposing the idea of this project. We would also like to convey our gratitude
to the eight dance-makers, facilitators, and the staff, who provided their support during the sessions. We extend our deep

appreciation to Dance New Air, who expressed their interest in this project and offered their support.

This project was supported by the Agency for Cultural Affairs, Government of Japan in the fiscal 2014 - Human Resources

Development Program for the Next Generation of Cultural Creators.
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Project Outline

The program was composed of two parts——a ‘seminar’
session in April and a ‘workshop’ session in December. In
addition, a meeting in preparation for the workshop was held
in October with support from Dance New Air (organized by
the Foundation for Child Well-being, consisting of National
Children’s Castle, Aoyama Theatre, and Aoyama Round
Theatre; Spiral / Wacoal Art Center Co., Ltd.; and Dance New
Air 2014 Executive Committee.)

The preparation for the project began in 2013. Ong Keng
Sen and The Saison Foundation first developed its concept.
We then invited two facilitators from Japan, Nanako Nakajima
and Daisuke Muto, who both willingly agreed to take part in
the program and support participating dance-makers.
Alongside this process, we applied to the Agency for Cultural
Affairs’ grant “2014 Human Resources Development Program
for the Next Generation of Cultural Creators,” which began
accepting applications from fall. The dance archive project
was proposed under the umbrella of our own initiative
entitled “Skill Development Seminars for Internationally
Active Emerging Artists.”

From January to February of 2014, the facilitators and The
Saison Foundation made their selection of the participating
dance-makers and after some adjustment, decided on eight
members.

In the seminar, which took place in April, all the partici-
pants engaged in discussions, lectures, and dialogue on the
themes surrounding archives —— its significance, concepts,
and the ideas behind these concepts — and formulated
their thoughts on the possible methods of archiving their
works. The seminar session also included a self-introduction
and explanation of works by each artist. On the last day of

the seminar, the dance-makers presented their ideas to an
audience and received feedback to further develop their
ideas towards the workshop session in December.

At the meeting in October, the participants debated on
how to create the ‘archive box’ proposed by Ong. The rule
was that one’s ‘archive box’ would be handed over to
another dance-maker to re-create from it. It was decided that
each dance-maker would submit his or her ‘archive box’ by
the beginning of December.

The last part of the project, which was the workshop, took
place in December. This session aimed to experiment and
investigate how an ‘archive box’ would function when
handed over to a third party for re-creation. The dance-mak-
ers each took on the role of the user and re-created works
based on the ‘archive boxes.’

The participating artists were matched with the ‘archive
boxes’ a week prior to the workshop: The dance-makers
checked the contents of each box, which were put on display
at The Saison Foundation’s office in Ginza, in person or
through video. Users then submitted their requests and were
matched with the boxes.

During the planning stages of the December session, it
became apparent that Ryohei Kondo, who had attended the
April session, was unable to continue with the program.
Hence, the remaining seven dance-makers took part in the
workshop.

Since the program'’s final goal was the production of the ‘
archive boxes,’ this report goes against chronological order,
beginning with the topic of the workshop in December,
followed by the seminar in April.

Facilitators

Ong Keng Sen: Artistic Director of TheatreWorks, Festival Director of the Singapore International Festival of Arts

Nanako Nakajima: Dance Dramaturg
Daisuke Muto: Dance Critic

Participants

Chie Ito: Artistic Director of Strange Kinoko Dance Company, Choreographer, Director, Dancer

Ikuyo Kuroda: Artistic Director of BATIK, Choreographer, Dancer

Ryohei Kondo: Artistic Director of Condors, Choreographer, Dancer

Yukio Suzuki: Artistic Director of Yukio Suzuki company KINGYO, Choreographer, Dancer

Tsuyoshi Shirai: Choreographer, Dancer
Natsuko Tezuka: Choreographer, Dancer

Mikuni Yanaihara: Artistic Director of Nibroll, Choreographer, Director, Playwright

Zan Yamashita: Choreographer, Director
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In order to finalize the procedure and schedule of the
workshop session in December, a preparatory meeting was
held in October with the participants and Ong Keng Sen. This
coincided with Ong's visit to Japan, when he was invited to
present at Dance New Air 2014 Festival Talks “New Ways of
Archiving Dance” and “Dance of Tomorrow.”

At this meeting, specific ideas were proposed on some of
the concepts that were discussed in the seminar session in
April. Based on these ideas, the participants and Ong
established a common ground on the rules and images of
the archive boxes.

It was also decided that the workshop session in December
would be a period to evaluate how an ‘archive box’ might be
used, when handed to another dancer-maker. The result of
this experimentation was scheduled to be presented to the
public at the end of the workshop to receive feedback from
the audience. The participating dance-makers would act as
the users of the boxes and re-create their colleagues’ works.
Each dance-maker was asked to complete his/her archive
box, so that they could be paired with a user before the start
of the workshop on December 18.

Ong suggested the dance-makers to approach the
creation of the ‘archive boxes’ and the re-creation of others'’
works, as if ‘playing a game.’

The workshop session in December was divided into two
parts: The first half, from December 18 through 21, was the
period of independent explorations by the dance-makers in
the user roles, in consultation with the facilitators. Ong
joined the session on December 22 to engage in frequent
discussions with the dance-makers and the facilitators, while
interviewing each of the archivists/users on their ideas and
processes. The workshop culminated in the public presenta-
tions on December 26 and 27.
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Notes from Keng Sen: Creating a meaningful and
attractive dance archive of 1 dance.

Practically- what to document, what to leave behind?
How can the heat of the work be transferred without the
medium of the body? What do you collect?

« Flyers?

+ Body to body transmission of techniques?
+ An objective formula?

- Audience reactions?

+ Words?

+ Drawings, sketches?

« The account of the dancer or the dramaturg? Dancer as a
witness

+ What the choreographer cherishes?

» Your personality?

- Personal process?

Perhaps its about leaving behind more documents/frag-
ments/statements so that the user is more free, more
creative. But this can also be too much, lack of discipline,
distillation.

Perhaps its about leaving gaps so that this filled up
through other sources. So that the new performance has to
rely on multiple sources.

Perhaps the user does not have to use all 10 materials but
it can be set by the archivist eg not less than x number of
materials must be used. So that the archive does not become
didactic. The fun of choice and making it the user’s own
(ownership).

Objective: creating a MEANINGFUL AND ATTRACTIVE dance

archive

Initial questions to ask a choreographer:

1. Would you like your work to be an archive to which
somebody relates?

2. What is your main purpose for your archive?

3. What would you put into your archive/toolbox/gift?

4. Who is your main community for your archive?

5. Why is this dance chosen to be archived?

6. What do you want to call your archive as this will give clues
to the user?

MAIN QUESTION TO ARCHIVIST:

What is your purpose, target, process to create a meaningful,
attractive dance archive?

For eg keng sen is interested in: Empowering communities
to create the future

[Proposal]

The archive box of 1 dance:

- Collect 10 (how many?) fragments/materials/statements
+ Which can be used by an-other

- Perhaps do not begin by contextualize the dance so that
your archive can become more open.

(Archivist — please decide!)

- Afirst address to the user can be good eg “to whom it may
concern” (@anonymous future user) or perhaps “open with a
punk spirit.” (chie itoh)

* How do you want to deal with your authority with the
archive box?

- Perhaps you can reduce your authority resulting in a more
open archive and not be too possessive?

(Archivist please decide this before closing your archive box!)

[Specific instructions for the user]

+ Please perform the dance

(you need not begin from accurate ‘copying’)

+ How did you dialogue with the first dance that's recorded in
the archive box?

+ What is your ethics in relation to community in your
performance/usage of the archive box?

+ What is the potentiality that you are exploring in this
performance/usage of the archive box?

Final Note:
For both the archivist and for the user — please try to be
detailed rather than too broad.
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Wardrobe included in
Ito’s archive box

H Title of Original Work
With Myself 20 Minutes Later [2010]

M Overview of Original Work and Reasons for
Selection

This is a piece | entitled With Myself 20 Minutes Later
after the number twenty to commemorate the twentieth
anniversary of Strange Kinoko Dance Company. The work
was performed in 2012 on the rooftop of 3331 Arts Chiyoda.
The theme of this piece was ‘time. | sometimes think about
myself ten or twenty years from now, but had never really
thought about myself five or ten minutes into the future. Sol
decided to create a work to sum up the activities of Strange
Kinoko Dance Company by thinking about what | would be
like in twenty minutes and imagining meeting with myself

twenty minutes later.

This piece was especially my favorite out of all my works.
However, for the first time in the company’s history, we had
to cancel our performances twice because of typhoons. In
the end, the piece was performed only three times. Due to its
nature, this work is very difficult to re-perform. By archiving
this piece, | hope that it can be realized again in different
forms.

iz NIN=EE OZ/N
NBEF S CD.DVDZH

Instruction manual,
drawing, performance
flyer, CD, DVD, etc.

B Contents of the Archive Box

+ Tinstruction manual (1 page)

+ 1 overview of the work (1 page)
+ 1 drawing

+ 1 cue sheet (5 pages)

+ 1 stage plan (7 pages)

+ 1 performance flyer (1 page)

+ 2 dresses

+ 1 skirt

+ 1 jacket

+ 1 video documentation of the work (1 DVD)
« 1 soundtrack of the work (2 CDs)




M Introduction of the Archive Box

(1 What is the concept of your archive box?

To convey the historical background of the work, | initially
thought about creating a huge cardboard box with all the
documents and costumes of the performance, as well as
information on music and TV programs that were popular at
the time. However, when it came down to actually making
the box, | realized that these documents and information
needed to be organized. This was because | felt that the
archive box was another form of my work. When | make
dance works, | always think about what should be communi-
cated to others and how, as well as how simply it can be
done. Therefore, | decided to approach the creation of the
archive box in the same way | approach dance creation.

| began by writing down on a piece of paper what |
intended to communicate through the original work. | then
added the costume, sound, and video recordings to the box,
in order to convey the work's texture. | also included the
stage plan and cue sheet so that a user would understand the
way | used time and space in the original work.

Finally, | sealed the box with a piece of paper that read
“Open with a punk spirit.” This paper had to be torn if a user
wanted to open the box. Two messages were implicated by
this gesture. Since | put my heart and soul into creating this
dance, | wanted to be sure that the user would open the box
with the same level of determination. | also wanted the user
to transform the box with their own punk spirit in whatever
way they desired.

Creating an archive box is also about how one can detach
him/herself from their own work. | wanted to give my archive
box to a user as a gift.

I selected only the essential elements of the work, so that
whoever used my box could apply their full imagination to

create work from a new approach.

(2 By whom and in what way would you like your box to
be used?

Someone who wants to put things into some kind of
‘practice.

I was initially making the box for those who were active in
the dance field, but later came to think that | also wanted
people from other fields to use the box as well. I imagined
young dance artists in their twenties using my box and
enclosed information that would aid their creation processes.

(3 Was there anything you were not able to realize in the

project? Were there any unexpected outcomes?

When | made the box, | thought it was true to what | had
envisioned. However, seeing Natsuko Tezuka using the box
and exchanging dialogue with her made me realize that
some parts of the box needed adjusting.

I had expected a user to look at everything that was inside
the box, however, Natsuko only focused on a few pieces. This
meant that the box was not constructed well enough to
attract the user’s interest.

Though I included the music and video of the work in the
form of a CD and DVD, | realized that the user could not
immediately visualize the work from these materials when
opening the box. Since the work deals with the theme of *
time,’ | want to create a box that allows a user to feel this
sense of time and experience the original work when
opening the box. A video documentation cannot recreate an
experience of the actual work. Alternatively, | would like to
invent, for example, a mechanism that could enable a user to
experience the refraining time and music of With Myself 20
Minutes Later. Perhaps, the archive box | created in this
project was a kind of documentation packed with the work’s
theme.

@ What would you like to leave for the future by making

the archive box?

Since | rarely have a chance to re-produce my works after
their premiere, | initially thought about making them into a
repertory so that Strange Kinoko Dance Company and other
young dance artists could perform these pieces again.
However, this idea gradually changed through the process of
discussing with other participants in the seminar as well as
having my archive box used by another dance-maker.

For example, when earthenware is excavated from an
archeological site, those who see the vessel can imagine how
people from that particular period might have lived.
Similarly, it would be interesting if seeing an archive box
could inspire many possibilities, such as dreaming about the
past, starting something new, or re-evaluating the ‘now.’

I myself would like to create the work again by using my
archive box. It is easy to become preoccupied on the ‘form’
when thinking about re-production or repertory. However,
an archive box could perhaps give me a sense of meeting
with myself from just a while back.
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BEBETFEDT—HAT Ky IADTLET—3> / Presentation of Chie Ito’s Archive Box

1—H—FIHEEF User: Natsuko Tezuka

FBEEFOT LY T3>/ Natsuko Tezuka's presentation

B 1—H5—-&LTDaXVE

FBETREADT —hAT Ry IREFENE LI HEhE
SRR TBRYIEVSEBERTIDT —HA T EDHERED D
DD 5T, FREADIES e RV IRDBLENSAER
IRIVF—ZZIFIIE L. ZNUETRLEGIEWSTEED
DEDSHAGE THBE TELLSGMALEIEN. EWVDKDIT
FATIERRC. —EfEo e b DA X BVEBL TESITAREDE
K CHAE R TLBAELRELDHEEDEBIEL THE LTz MIT
ADTWREPDVDEEIKIFEAERDT LG GL 2 &
BORDNBERVDELEEREL TV ZIHh5EDEN A
VREL—=2avEBELL. REFESNGDO OITNE B
DRECHSHMEMITE L EMEO > TR G ZNHFDTIFS
ZEIIITTNE Lo, Ry RICA>TW Do feling,
RMRRHERE ROV v R EEFBEONE LD TN
REICTFREADRNECHESEDITEN LD T HET
Ev I LELTz L L BEARAE L2 RNOTHDE, [FLIA
EWVWDTEICZAT VAR BEETAEDIZ2Zr—/3>7D
FEICKREDEVD DD EDNZFELIICHE ST ZDENE
ARt BTEICHEYE L &l  7—F ER NI —D
BREZHEDHE DT eD. ZDEVHRETITIEOENES DT
RO ST,

photo: Koichiro Saito

B Comments as a User

| used Chie Ito’s archive box, because it shared the same
theme of ‘festivals’ as my own box. | received a powerful
energy from certain elements of the box, including its color. |
felt as if  was being told by the box to create something that
could share the ‘act of enjoying’ with everyone wholeheart-
edly. | reviewed what | had made on the first try and from
there strived to create a performance that could truly be
enjoyed by myself as well as the audience. | barely looked at
some of the materials in the box, such as the stage plan and
the DVD, but was quite inspired by the drawing of the
performance, which illustrated the sense of enjoyment of a
festival. Even though | was not able to wear the costumes,
their colors as a whole also exuded a sense of enjoyment,
which raised my spirits. Though not included in the archive
box, | used balloons, confetti made of origami paper, and
soap bubbles in my performance. | was later surprised to find
that Chie had also used similar props for her original
performance. However, after directly talking with Chie, it
became apparent that her nuances of the word ‘enjoyment’
and her ways of communicating with audiences were very
different from mine. Creating a new work from the archive
box and performing it made these differences clearly visible.
It was especially interesting that the differences between
Chie and | became even more evident since we had
exchanged our boxes and the archivist/user roles with each
other.




E2HEMDT—HATKvIRX  lkuyo Kuroda’'s Archive Box
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A part of handcrafted
structure made from
flock paper
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M Title of Original Work
Meeting-Melting [2014]

M Overview of Original Work and Reasons for
Selection

When placing the utmost importance on educing a user’s
potentiality through the archive box, it was necessary for me
to vividly remember how and when my own potentiality
operated in my creation process. In order to do so, | had to
access more recent memories and thus chose my latest work

Meeting-Melting.

M Contents of the Archive Box

+ 1 cinerary urn

+ 1 video documentation of the work (1 DVD)

+ 1 stage plan (1 page)

+ 1 CD (with excerpts of music used in the work)

- Excerpts from texts that served as the work’s foundation (1
page)

« 3 flyers from past productions

- 1 ultrasound image of my eldest daughter as a fetus

+ Notes written by my deceased father

+ Newspaper articles (on issues such as Japan's declining
birth rate and collective self-defense right)

+ 1 handcrafted structure made from layers of processed A2
sized flock paper as an archival representation of the work’s
depth

S Eo I
D—ER

A part of handcrafted
structure made from
flock paper

M Introduction of the Archive Box
(1 What is the concept of your archive box?

For the premiere of the original work, | had assigned
multiple roles to each of the five fingers on my hand.
Through the archive box, | attempted to convey what
thoughts, desires, and experiences were connected to these
roles given to the fingers and how from there, | departed and
returned, then departed and returned again, in order to
embrace hope. | organized these paths of my creation
process into the box’s multiple layers; a box user could apply
their respective potentialities to transform my process into
their own journey and adventure to embrace hope. | strived
to realize a form with as many pathways and details as
possible, so that the users could navigate in and out of the
layers as if they were using a ladder lottery.

Although the work had come from my own personal
experiences, | hoped that my prayer in the work would reach
as far as possible. In order to represent my journey as it was, |
unreservedly included in my box everything from personal
things to materials that reflected current world affairs and
direct views of society.

(@ By whom and in what way would you like your box to

be used?

Someone who wants to put things into some kind of

‘practice.

(3 Was there anything you were not able to realize in the

project? Were there any unexpected outcomes?

| had to scale-down the size of the handcrafted structure.
Yukio Suzuki had made an incredibly beautiful dance out of

my archive box.

@ What would you like to leave for the future by making

the archive box?

I hope that the archive box does not inhibit the user’s
wildness. Though this may sound self-centered, | hope the
passion | put into the archive will inspire even more wildness
in the users.




ERBHOT—HAT Ry IADTLET—3> / Presentation of Ikuyo Kuroda's Archive Box
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photo: Koichiro Saito

B Comments as a User

| chose Ikuyo Kuroda's Meeting-Melting, because | could
not imagine how | would go about re-performing it. | took on
this seemingly difficult task as a challenge to myself.
Her archive consisted of a significant amount of textual
information, presented in the form of a three-dimensional
structure——crafted by lkuyo herself-——with multiple layers of
human-hand shapes. Therefore, it took quite some time to
read into and understand the archive. Along with this
structure, the box also contained a DVD of the work, a
cinerary urn, and a CD with sound materials.

| began the process by interpreting the original meaning
of the text as faithfully as possible. After four or five days, |
was able to finally bring it closer and appropriate it to my
own ideas and body. My hope was to stay true to the
essence of the original work, while, at the same time, casting
my version of the piece as far away as possible. For the
performance, | used a whiteboard and an iron bar that were
in the studio, in addition to the urn from the box.

| really enjoyed the process of using the archive box. Itis
extremely rare to have a chance to get in touch with the core
of another person’s work. The workshop provided me with
the time and opportunity to gain a profound knowledge of a
dance-maker and her ideas as well as the inspirational
sources of her creation. In this process, | chose not to speak
with lkuyo about her work; instead, | confronted solely with
what was inside the box.

| don't believe that | managed to fully understand Ikuyo's
intentions. To create the new work, | focused on a part of the
original work that left the strongest impression on me. Thus,
the outcome might have been somewhat different from the
original. | do, however, feel that | was able to pursue Ikuyo’s
theme in my own way.
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Tsuyoshi Shirai 's Archive Box
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M Title of Original Work
still life [2009]

M Overview of Original Work and Reasons for
Selection

This is a piece | created for five dancers including myself at
a residency in Kyoto. In this piece, the act of observing and
depicting the essence of bodies and movements——just as
they are with their meanings stripped away—-is likened to
the attitude of a painter painting a still life. The approach
itself is quite simple. In the form of an archive, however, it
would be difficult to communicate to a third party each
movement and perspective that had emerged from this
process, as well as the atmosphere and inherent values of the
piece. Thus, | chose to archive this piece as a challenge to
myself.

B Contents of the Archive Box

+ 1 sealed letter with the address and password for the web
archive.

- Part of the props used in the original piece: 5 glass cups, 2
plates, 1 basket, 1 boot, 1 tissue box, 1 fork, 6 spoons, 1 glass
marble, 1 small plate, 1 hand-operated music box with paper
strips, 1 glass bottle, and 1 measuring cup.

M Introduction of the Archive Box
(1 What is the concept of your archive box?

I included in the box a website and some of the props from
the original work. Available on the website were workshop
videos and sound, which might help a user in understanding
the choreography method and philosophy of the piece, as
well as keywords that served as inspiration for my creation. |
chose the medium of a website for my box, because | wanted
to intuitively represent the way my thoughts and senses
expanded into various directions while overlapping and

BHBEIOT—hAT - RyT
AD—EFCHBWebN—
A web page as part of
Tsuyoshi Shirai's archive
box

connecting with each other through the creation process. As
opposed to a text that must be read in a linear order, a
website can be browsed from anywhere by a user. | wanted
to leave the possibility for each page to be connected with
many other pages, so that a user could become lost in the
maze and re-experience some of the original creator’s trail of
thought, while developing their own ideas. | added the
props in hopes that the experience of seeing and touching
actual objects, such as the glass cups and spoons, would
somehow tickle a user’s physical senses.

@ By whom and in what way would you like your box to

be used?

Someone who wants to put things into some kind of
‘practice.

I didn’t have any specific idea about who should be the
user. However, | did hope that the archive box could provide
a hint for those who were exploring possibilities of dance
creation or seeking to experience the birth of choreography
or dance.

(3 Was there anything you were not able to realize in the

project? Were there any unexpected outcomes?

When | was making the archive box, | considered the
website to be its main element and the props as subsidiaries
(not so much extra materials as something that could directly
trigger a user’s interest.) However, | later realized that the
vividness of actual objects placed in front of a user could be
rather powerful. Through a website, | could provide endless
information on my work. | intentionally chose this format
because | wanted to know how much informaion would | feel
as being satisfactory. Considering that an archive would be
passed on to a third party, the information must be organized
to some extent for it to appear interesting. It was also
practically impossible for me to continue updating my
archive with no end. Thus, | needed to draw a line
somewhere.

Choosing the format of a website——a digital platform that
could contain an infinite amount of information—prompted
me to think about the necessity to set a limit for myself. |
realized that ‘limit’ was an important keyword when thinking
about ‘archives.’

@ What would you like to leave for the future by making
the archive box?

I do not have a clear intention to ‘leave something behind.’
However, | would be pleased if a fragment of my work,
created with diligence and determination during a certain
period in the past, becomes a seed for another creation
somewhere else.
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BHBIOT—HAT Ry IADTLET—3> / Presentation of Tsuyoshi Shirai’s Archive Box

1—Y—KAREEHH  User: Mikuni Yanaihara
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B Comments as a User

| used some props and a still life image. | was interested in
still life. From there, | developed my own images on the
subject to find my expression. | explored the sense of time
depicted in still life by using props such as paper cups.

| personally believe that an archive should communicate
one’s philosophy and thoughts. If one wants to simply
perform a complete copy of a work, they can reference
recorded documents such as videos. But this will only be a
revival of or an exposure to a good work. | don't think this is,
in any way, a new approach to archiving. Rather, the
meaning of a new archive should be about re-interpreting
and reconsidering the thoughts and philosophies of others.
What do other contemporary dancers have in mind when
they make work? What have their approaches been and
what works have been made? These are the questions that
should be asked in order to determine what is necessary for
the future of contemporary dance.




BARAFADT—hHAT - KyIX  Yukio Suzuki’'s Archive Box
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B Title of Original Work
Evernescere [2012]

M Overview of Original Work and Reasons for
Selection

I thought of choosing a solo work, because it was my first
attempt at creating an archive. In my creation process, | have
a strong sense that | am choreographing the textures of
bodies, in addition to composing and directing. | thought
that a solo would be ideal for communicating this aspect of
my work.

The title of the work, Evanescere, is derived from the Latin
word ‘evanesce,” which means to disappear, to diminish, or to
evaporate. In this piece, | transposed to the body an image
of a gasoline-like liquid volatilizing at normal temperature,
without any additional heat.

Liquids, such as gasoline, have an explosive tension: as
they quietly vaporize and fill a space without being noticed,
they can explode with the slightest trigger.

B Contents of the Archive Box

* 1 contract

* 1 pen

+ 1red seal inkpad

-1CD

- 1 set of earphones

+ 1instruction manual

* Though not included in this version of the archive box, |
also plan to include a light bulb as a prop.

M Introduction of the Archive Box
(M What is the concept of your archive box?

Purposes of this archive included the following: having it
produced while the original creator is still alive; making it
open and accessible to users; and designating the methods
of its usage in a way that the users could freely take from the
archived contents and create their own unique works, as
opposed to simply reproducing the original.

Therefore, rather than putting my original work directly
into the box, | decided to customize it specifically for the
archive.

| first created a contract for the performance of my work.
This was not a business contract, so to speak, but a set of
instructions on how to perform the archive.
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The contract specified the method of using the box, such
as what to prepare, how to condition the body, and how to
proceed with the process. | also stipulated in the contract
that the user had the right to request a workshop from me, if
they wished to further understand my work and thought
processes, as well as how | use the body. The contract binds
me to hold a workshop upon the user’s request, which opens
up the possibility of myself being called on no matter where
in the world this work may be performed. As an artist who
expresses with the body, | wanted to assert my attitude
toward creation by putting my own body at stake.

To investigate how to communicate my work, | first
translated my dance into words by viewing a video
documentation of the piece. However, | soon realized that
this process of explaining my own work could be endless: |
felt the desire to exhaustively describe every detail, including
how | felt in my body at a particular moment in the piece.

So | asked dancers, who regularly performed in my works,
to watch videos of my dance and describe them in words. |
was interested in finding out how my dance would be
construed by these dancers, who had an understanding
about my language, use of body, and way of thinking.

As a result of this process, the dancers came up with very
simple explanations of my dance. Although their choices of
words were at times different from mine, | could see that they
were more than enough to convey the dance’s essence, and
often, even more concise and effective than my own
description. Therefore, | combined their texts with mine to
write the script.

I then recorded myself reading aloud this script in
correlation with the progression of the dance, to convey its
timing or ma. Ma—-a sense of timing with the space
in-between—-is one of the most important aspects of my
choreography. | controlled the accentuation and pacing of
words in my speech, so that the user could find the appropri-
ate timing by following the recording. | attempted to
choreograph the user this way.

The user will perform the work while listening to this
recording on wireless earphones. In the recording, there is
no music except for one part, where the user hears music
that is different from what is heard by the audience. Here,
the user is instructed to dance to the music coming from the
earphones.

(@ By whom and in what way would you like your box to

be used?

When putting my work into an archive, | intended to make
it open to different types of people. | wanted the box to be
accessible to, not only those who dance on a regular basis,
but also ordinary people whose bodies are not trained in
dance.

I would like my archive to function as a system that could
generate dance. | would just place this system, in a particular
place on a particular day, and people who happened to come
by it, could wear the earphones and move accordingly. If this
could naturally result in dance, then, that would be my ideal.

(3 Was there anything you were not able to realize in the

project? Were there any unexpected outcomes?

My user this time took on the challenge of faithfully
performing my work. It was very refreshing to see my solo
work being performed by another person for the first time.
This made me want to see various kinds of people engaging
in the same process. | encountered a great dance as a result
of this project.

| discovered through the process that some elements of
my archive needed improvement. In some parts, | felt that my
instructions were too vague, while in others, they were too
specific to the point that they could undermine the user’s
freedom.

I would also be intrigued to see the archive used by a
rebellious type of dancer, who might re-create my work in a
radically different way. All of these insights made the
experience truly fascinating.

@ What would you like to leave for the future by making

the archive box?

What | feel is very interesting about this archive is that the
author of the original work is still alive. Being able to
experience new works instilled with the essence of my own
work is unique to this method.

In this sense, the archive is constantly updated into its
most contemporary form. By witnessing performances of the
archive—or, in case of its usage overseas, perhaps not by
seeing the performance, but by feeling that it is being
performed——I myself can be motivated to create work and
live, while reflecting on what | should be doing in the present.
Hence, | hope to continue creating works into the future.
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photo: Koichiro Saito

B Comments as a User

In the creation of a stage performance, a pressure to
express one’s creativity is invariably imposed on everyone
concerned. This rule applies even for the performer of a
piece: in the case of dance, the dancer is expected to
contribute materials for choreography to the choreographer;
in theater, the actor is expected to decide how to interpret
the script. In all honesty, | wished to be emancipated from
the obligation to take on the role of a user and to newly
re-create a work from another dance-maker’s archive box.
Conversely, or rather, in an orthodox way, Yukio Suzuki’s
archive coercively instructed the user to sign a contract. This
contract was inundated with words, as though there was no
space allowed for the user to interject any of their personal
feelings. Having known Yukio personally for a long time, |
knew that he in fact did not wish to control the user in such a
way. Regardless, it was helpful for me that the archive box
was specific in its directions, since | was averse to being
demanded a radical re-creation. As | found out later, Yukio
had asked his close colleagues to watch his dance, or its
video documentation, and describe it in words. The majority
of the words in his archive came from not himself, but these
dancers. This approach proved that Yukio indeed did not
wish to force all the aspects of his dance on the user. The
archive box consisted only of recorded text: It did not include
such materials as video footages. Thus, it had the capacity to
be interpreted as liberating or coercive, depending on what
the user desired—making Yukio's archive rare and valuable.
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M Title of Original Work

The Anatomical Experiment-6 "Voyage from idol"
[2012]

M Overview of Original Work and Reasons for
Selection

What is happening in the world right now? | observed my
personal unease and discomfort toward life and looked back
at history in search of its cause. Consequently, | felt that the
factor connected to my sense of hardship was related to a
certain factor of modernization in Japan. This became the
central theme of my work. Hence, | wanted to share
awareness around this issue with people from different
countries, especially those from the non-Western world, to
evaluate it from different perspectives.

M Contents of the Archive Box

+ 1 greeting letter (including a self introduction and message
to those who are geographically, culturally, temporally, and
spatially distant from my own circumstances)

+ 1instruction manual

- 1 set of supplementary cards (that may provide hints when
a user has difficulty with the creation process)

All of the above contained inside a glass jar

M Introduction of the Archive Box
(M What is the concept of your archive box?

The concept of the archive box was to have a user conduct
the following experiment: Re-evaluate vernacular cultures,
festivals, and performing arts that existed prior to Western
modernism. Then, by doing so, illuminate how events
pertaining to Western modernization in non-Western regions
have affected the present. In order to share with the user the
process | went through to create this piece, | made an
instruction manual allowing them to experience the same
process.

Below is an excerpt of the instruction manual.

OTarget Users of Archive Box

Non-Western countries and regions have experienced
various changes during the time of westernization and
Western modernization. | would like artists, who feel that
these influences have brought radical shifts in values within
their own cultural spheres (or countries), to engage in the
following tasks.

Olnstructions

1. Observe at least three examples of cultural activities
(festivals, performing arts, rituals, and etc.) within the cultural
sphere (or country) of your residence that still retain, even if
only vaguely, aspects of a time before the above mentioned
shifts occurred.

2. Observe how these activities (festivals, performing arts, and
rituals) were affected by events and circumstances of
different times and how such influences have formed layers
within these activities. Inside these layers, find a fragment of
values from the past. Observe this fragment in relation to
various eras leading up to the present.

(The instruction continues.)

@ By whom and in what way would you like your box to

be used?

I would like more than one artist from non-Western
regions and cultural spheres to conduct the experiment in
illuminating the invisible influences of westernization from
multiple angles. By comparing the results of this experiment
with each other, | would like to share what emerges from the

process.

(3 Was there anything you were not able to realize in the

project? Were there any unexpected outcomes?

Although | wanted someone from a different cultural
background than mine to take on these tasks, this idea was
not realized. | wanted a user to repeat the experiment: if a
question came up after making one experiment, the user
could try making it again and again until the question was
answered. However, there was not enough time for this kind
of process, so the user ended up performing the result of a
single attempt at the experiment. It was challenging for me
to explain to people from English-speaking regions what |
meant by the word ‘experiment.’

@ What would you like to leave for the future by making

the archive box?

| want to leave behind something that will serve as a hint
when exploring the following questions: What is it that's
happening now? How does an individual confront this
question in the present, in the year 2015? If we could
communicate these concerns to people in the future, would
it enable them to ask themselves how they should live in
their present and how they should confront these questions?
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B Comments as a User

| chose Natsuko Tezuka’s box because | was also concerned
with ‘culture’ as she was. | wanted to re-consider this issue
from her perspective.

I mainly used her letter from her archive box. | tried to read
into the letter as thoroughly as possible and think about how
to respond to the written instructions. Much of the process
involved thinking with words, but the letter instructed me to
translate words into the language of the body and then
convert them into movements——a process that required a
big leap. This conversion from words to physicality was very
challenging and it was not possible to carry out the process
carefully enough within the limited timeframe.

The instruction told me to find something inside me. So |
wrote down two words, ‘anxiety’ and ‘fear,’ that | felt were
within me. | chose the form of a Bon dance for my perfor-
mance, since this was the culture | was most familiar with.
The hardest part of the instruction was that | was not
supposed to pay attention to the audience. It was very
painful for me to follow this order, because in Strange Kinoko
Dance Company | have always cared and thought about for
whom we dance and in what ways we communicate with the

audience.
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Mikuni Yanaihara’'s Archive Box
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M Title of Original Work
no-to [2003]

M Overview of Original Work and Reasons for
Selection

Taking notes. Forgetting. Remembering, or pretending to
remember. Did it really happen? The distance to the notes.
Do | leave or bury them? Do | keep on moving? Do |
continue to stop? Now, in this world, let us all note down
peace.

This was the concept of my work. | thought about many
things, including war and the fact that there still is an
American military presence in Japan. We have Article 9 in our
constitution, which states that Japan will never again make
war. In my performance, American and Japanese dancers
wore costumes printed with inverted text from Article 9.
Noting down in order not to make war. | chose to archive this
piece in hope that even those who had no knowledge of this
issue would think about Article 9 and peace as their own
problems.

H Contents of the Archive Box

- 8 pieces of costume printed with the Japanese Constitution
Article 9

+ 1 copy of Article 9

+ 1 copy of Article 9 in simple Japanese

+ approximately 260 pieces of origami paper

M Introduction of the Archive Box
(D What is the concept of your archive box?

How does one feel when wearing a costume printed with
the text from Article 9? Most of us lead our lives not knowing
what kinds of laws exist and what kinds of laws protect us.
Nonetheless, we should never forget Article 9. This is why |
included the text from the article in my archive box. In order
to make sure that the meaning of the text was clear, | also
included my interpretation of the article in simple Japanese.

T—HAT R
WO RTINS
NTUVATIHE
Origami
included in the
archive box

| added the origami papers as an icon for invoking
thoughts about peace. From these origami papers, | wanted
a user to experience the distance it would take for a thought
to be noted down after its inception. “One thousand paper
cranes” are a symbol of peace (in Japan). When | was young, |
folded origami papers over many days to make these cranes
and went to Hiroshima to dedicate them to the Atomic Bomb
Dome. What is the worth of a human being? When | see the
darkness of humankind, I always end up feeling that people
are worth nothing. But, then, | remember about the people
who tried to be as conscientious and dignified as possible
under any situation. Every death has a meaning, no matter
how futile a death or how wicked a person. This is what |
wish to believe. It is easy for human dignity and rights to
suffer in war and poverty. Is it possible for a person to live as
an individual of conscience in any situation or condition?
Why do | live? What am | worth? Where does life go?
Memories that call to me and the distance that is needed to
note them down. Living is difficult. Although, despite all of
that, | believe that we need to continue renouncing war and
thinking about peace. This is why | included the text from
Article 9, my interpreted version of Article 9, the costume,
and origami papers, in my box.

(@ By whom and in what way would you like your box to

be used?
Someone who is willing to think about humankind.

(3 Was there anything you were not able to realize in the

project? Were there any unexpected outcomes?

| felt that it must have been very difficult to turn my
archive box into a dance. Most of the choreographers,
including myself, presented works that were closer to
improvisation than dance created with plenty of time. |
realized that making dance from an archive box would
indeed take time.

@ What would you like to leave for the future by making

the archive box?

I don't wish to leave my dance behind; | rather wish to
leave behind something that would encourage people to
think and continue thinking about the darkness of human-
kind.
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photo: Koichiro Saito

B Comments as a User

| used the printouts of Article 9 from the Japanese
Constitution as well as Mikuni's interpretation of the article.

| wanted to challenge myself because as an artist | had
never dealt with political issues before. By adhering to the
writing styles of the original article and its interpreted
version, | wrote a fictional Article 9 reflecting my vision of an
imaginary future. | constructed a plan for a new piece based
on this fictional Article 9.
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Contents of the archive box

H Title of Original Work:
DAIKOUSHIN[2010]

M Overview of Original Work and Reasons for
Selection

In the actual performance of this piece, a real railway track
was laid out and scrap materials were scattered in the space.
In this setting, a man uttered words as though talking to the
audience. | chose a solo work to be re-created by another
dance-maker, because | felt that the process of conveying a
solo would be easier and the outcome of transformation,
more visible. The work had been performed many times, but
because the majority of the piece was unexplainable to
others, | had always thought that only | could performiit. |
wanted to use this opportunity to make a thorough and
objective observation of the work, especially on its physical

elements.

M Contents of the Archive Box

+ 1 cassette tape recorder (for playing purposes)

+ 1 AC power plug

+ 1 USB cable

- 5 cassette tapes (No.1-4, 10 minutes each; No.5, 20 minutes)
+ 1 page of text (A4 size paper)

+ 1 bag of balloons (15 balloons in 6 colors)

+ 1 bag of lozenges (strawberry flavor)

M Introduction of the Archive Box
(D What is the concept of your archive box?

| was most concerned with how | would convey the
mysterious elements of the piece without undermining their
integrity. It would have been easy to superficially explain the
contents of this thirty-minute performance in the order of its
progression. However, | had a conflicting desire to somehow
archive the inexplicable aspects of the work, rather than its
explicable parts. Thus, | came up with the idea of recording
my voice into cassette tapes. Characteristics unique to a
cassette tape recorder—including the air noise that would
otherwise be completely removed in a digital recording and
the inconvenience of its operation such as pressing play,
fast-forward, and rewind——provided a clue on how to archive
something that essentially could not be archived. Nonethe-
less, | regret that | could not use this media beyond the realm
of a metaphor.

As the original stage set was full of props, | did not think it
was possible to include in the archive specific items from the
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original piece. However, an archive consisting only of a
cassette recorder and tapes felt colorless and bare. Therefore,
| added balloons and lozenges, which were just a small part
of the colorful props used in the original. One of the reasons |
included these articles was because they were readily
available at my house, whereas most of the other props were
put away in the collaborating set designer’s storage.

As supplementary information, | put together on a piece of
A4 paper the spoken text from the original work and the
website address with a link to the work’s video documenta-
tion. I was not sure whether to include the video in my
archive or not, but decided to print out its web link address
on paper. If a user felt that they really needed to, they could
type in the long address of the YouTube link and watch the
video.

@ By whom and in what way would you like your box to

be used?

| did not have any particular preference as to who would
use my archive box, although | was interested in finding out
what would happen if the user was a female dance-maker.
When considering that the box would ultimately be used by
people from overseas, there were many issues to be
contemplated, such as national and cultural backgrounds of
the users and communicability of nuances. However, this
time, | worked with dance-makers who were relatively close
and already familiar to me. Therefore, | was able to concen-
trate on the archive itself, without becoming too preoccupied
with the issues surrounding users.

(3 Was there anything you were not able to realize in the

project? Were there any unexpected outcomes?

Initially, I had intended to give the user just the basic
framework of the archive and keep building on it while
attending the user’s rehearsals. However, it turned out that
the user required some time to study the piece’s progression
in order to prepare for the public presentation. Consequent-
ly, I was not able to add new contents to the archive during
the rehearsal process.

I had already seen many performances by Tsuyoshi Shirai,
the user of my box, and considered him to be an attractive
dancer. Through this project, however, | was able to discover
new captivating aspects of Tsuyoshi that | was not aware of. |
am not sure whether the outcome of re-discovering
fascinating qualities of another dancer indicates success or

failure for the archivist. Nevertheless, the process undeniably
evoked an intriguing sensation | had never felt before,
making the experience an enjoyable one.

@ What would you like to leave for the future by making

the archive box?

Since | am still at the stage of developing my archive
toward completion, through trial and error, it is difficult for
me to make any statement about the distant future. For the
near future, however, | hope that the archive can transmit
knowledge to future generations about particular historical
backgrounds and circumstances——in which people, mainly in
the field of performing arts, have arrived at the idea of
addressing alterity in choreography. In this way, | would like
my archive box to become one of the layers within the
accumulation of developments in the arts and culture.
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Bl Comments as a User

| used the archive box of Zan Yamashita’s DAIKOUSHIN.
Inside the box were four ten-minute cassette tapes, one
twenty-minute cassette tape, balloons, a bag of candy, and a
piece of paper with a written script. | began by memorizing
the script while listening to the cassette tapes that contained
Zan's voice commenting on and demonstrating the original
piece. | tried to trace as accurately as possible the associa-
tions of his words, as well as the pronunciation and tempo of
his speech. The instructions recorded on the tapes included
explanations of the movements and stage setups. However, |
had to think about what to do with an environment and
setups different from the original. The voice on the tapes
spoke as if he was consulting with a user. Thus, although |
was working alone, | felt as if | was developing ideas together
with Zan on the tapes. | used chopsticks in addition to the
materials from the box. In the original work, a real railroad
track was employed as part of the stage design; | used
chopsticks as a replacement. In the end, | also used the
cassette tapes as props in my performance. My voice and
body are different from Zan's, so it was impossible to trace his
performance accurately even if | tried. | had to think about
how to adapt his characteristics without freely changing
them to suit me. | took an honest approach to these
challenges and really enjoyed the process—sometimes
naturally diverging and at other times feeling a real sense of
expansion.
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Chie Ito

Choreographer, director, and dancer. Artistic director of
Strange Kinoko Dance Company. Ito founded her dance
company, Strange Kinoko Dance Company, when she was a
university student. Since then, she has been in charge of
the choreography, composition, and direction of all of the
company’s works, which have been presented within and
outside Japan. The company’s signature piece, not quite
right, was presented at the Sydney Opera House among
other venues. Ito worked with Philippe Decouflé as an
assistant director for Iris. In addition, she often provides
choreography for commercials and TV programs. Ito won
the Yokohama Dance Collection Solo x Duo <Compétition>
and the Yokohama Arts Foundation Prize in 2000, Dance
Critics Society of Japan New Talent Award and the Japan
Internet Theater Award in 2001, and the JaDaFo Dance
Award in 2011. She is currently a part-time lecturer at J. F.

Oberlin University.

Ikuyo Kuroda

Choreographer and dancer. Artistic director of BATIK.
Kuroda began classical ballet at the age of six. In 1997,
while a member of Tani Momoko Ballet Company, she
moved to the UK. to study contemporary dance. Kuroda
joined the dance company Kim Itoh + the Glorious Future in
2000. In 2002, she founded BATIK. Along with her activities
within BATIK, Kuroda has collaborated with many artists,
including Norimizu Ameya, Hideo Furukawa, Akira Kasai,
and Hideki Noda. Her film appearance on Confessions
(directed by Tetsuya Nakajima, 2010) also garnered
attention. In 2013, which marked the tenth anniversary of
BATIK, the company presented A Preparation for calling
OTARU bird in four different venues in Japan. Her most
notable accolades include the Award of Excellence for the
SPAC Dance Festival and the Next Generation Choreogra-
pher Award for the Toyota Choreography Award in 2003,
the Asahi Performing Arts Awards in 2004, and the Dance
Critics Society of Japan Award in 2006.
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Tsuyoshi Shirai

Shirai founded the contemporary dance company Study
of Live Works BANETO in 1998. In 2006, he formed a new
company AbsT, where he continues to present solo and
other choreographed works, as well as collaborations
with musicians and artists. His accolades include the
Bagnolet International Choreography Award (2000), the
Next Generation Choreographer Award for the Toyota
Choreography Award (2006), the JaDaFo Dance Award
(2006, 2011), and the Japan Media Arts Festival Art
Division Jury Selection (2011). He joined the internation-
al tour of true that started in 2007, with nine other artists
including Takayuki Fujimoto of Dumb Type. Shirai
premiered blue Lion in 2009 and still life in 2010, in
Kyoto.

Yukio Suzuki

Suzuki began Butoh in 1997, when he joined Tatsumi
Hijikata’s Asbestos Studio. He started to create and
present his own works from 2000. Suzuki has gained high
acclaim for his lithe, delicate, and at the same time,
robust physicality and dance that expand beyond space.
Currently, he leads YUKIO SUZUKI projects, engaging in a
broad range of activities, including the participation in
Dance Triennale Tokyo and Sibiu International Theatre
Festival. He has also choreographed ballet works,
performed in music videos for Spitz and Ego-Wrappin,
and modeled for clothing brand mina perhonen. He also
holds workshops on the basics of Butoh and body
awareness training in various venues. Suzuki won the
Audience Award (2005) and the Next Generation
Choreographer Award (Grand Prix, 2008) for the Toyota
Choreography Award. In 2012, Suzuki was selected as
one of the ten finalists for Théatre de la Ville “Danse

Elargie.”
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Natsuko Tezuka

Dancer and choreographer. Tezuka started to make a cross
over from pantomime into dance in 1996. Since then, she
has continued to explore new styles outside of conventional
techniques. Tezuka has been producing the Anatomical
Experiment series from 2001, with the theme of observing
her own body. She performed Anatomical Experiment
version 2 as one of the finalists for the Toyota Choreography
Award in 2002. In 2005, she was invited to take part in
“SOLO/DUOQ: Showcase for Emerging Japanese Dancers &
Choreographers,” a project initiated by the Japan Society in
New York. In 2010, she launched Asia Interactive Research,
a project that attempts to examine folk performing arts
while questioning national frameworks. She moved her

base from the Tokyo area to Fukuoka in 2013.

Mikuni Yanaihara

Director and choreographer of Nibroll. Known for her
unique style of choreography based on everyday
movements and her critical expression of contemporary
society, Yanaihara has been invited to perform in various
parts of Japan, as well as at international festivals. Also a
playwright and director, she won the Kishida Kunio Drama
Award in 2012. Yanaihara also creates visual artworks under
the name of off-Nibroll and has participated in exhibitions
at festivals and venues, including the Shanghai Biennale,
the Ohara Museum of Art, and the Mori Art Museum. She
was in charge of the choreography for animated film
Oblivion Island: Haruka and the Magic Mirror, produced by
Production I.G. Yanaihara creates works by crossing over
between dance, theater, and visual arts. Her accolades
include the NHK Award for the All Japan Dance Festival-KO-
BE in 1988 and 1989, the National Conference Award for
Rencontres Choregraphiques Internationales de
Seine-Saint-Denis in 2001, the First JaDaFo Dance Award in
2007, and the Yokohama City Cultural Prize in 2012.

Yanaihara is an associate professor at Kinki University.
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Zan Yamashita

Choreographer and director. Born in Osaka, 1970. His major
works include: It is written there (2002), in which the
audience flips through a hundred page book whilst viewing
the stage; It's just me, coughing (2004), awarded the
Kyoto Art Center Theater Arts Award), where the audience
watches the dancer’s movements together with “inhale/ex-
hale” signs and Haiku texts projected on the screen; The
sailors (2005), where the performers dance on a shaking
stage set; DAIKOUSHIN (2010), in which the dancer stands
on a railway track, muttering about events occurring in the
world; and Something like a garden (2011), which

employs trash to create a communication network.
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The seminar session for the “Methods of Dance Archives”
project was conducted at the Morishita Studio Annex for a
duration of five days, from April 11-15, 2014. This session,
intended for the dance-makers to enhance their ability to
develop ideas on archives, served as the preliminary stage of
the workshop session scheduled in December.

Since the participants initially had no common ground
pertaining to archives, it was necessary to educate the
dance-makers on this topic, including its concept, ideas, and
recent movements. Presentations were held by the
dance-makers on their work and its backgrounds, in
conjunction with discussions, lectures, and exchange of
dialogue. Guest artists, as well as dance-makers from

younger generations, were invited to parts of the seminar.

During the seminar, each artist organized their thoughts
and possible approaches of archiving and presented their
ideas at a public presentation on the last day. Each artist
received feedback from the audience and further explored

their ideas for the workshop session in December.

The following sessions were held during the program.

e Orientation: Explanation of the overall project, introduc-
tions by dance-makers, and presentations of dance-makers’

works.

e Large Group Sessions: Lectures by two guest specialists
(Takao Kawaguchi and Tadasu Takamine) on topics including
methods of re-creation. Emerging dance-makers were also
invited to exchange their ideas about ‘archives.’

e Workshop Discussion: Discussion on ‘potential of archives’
by all participants.

e Small Group Research: Closed discussions among small
groups consisting of two dance-makers and facilitators.

e Public Presentation
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14:00-17:00 D=0y T TARAYYa
17:30-19:00 RE=I-TIV=T-UH—F [EHR&LTE]

4H813H 10:30-13:00 S=G)W—Tvar 2 [FRANEE: BEEE]
14:00-17:00 D=0y TTARAYYaV 2
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11:30-13:00 RE=IVIW=T -V —F [FETREIEERT]
14:00-16:00 T—923v T TARAvav 3

4H815H 15:00-19:00 RETLEYT—aY

[[] Schedule of the Seminar Session

Date Time Outline

April 11 11:00-20:30 Orientation

April 12 10:30-13:00 Large Group Session 1 [Guest Lecturer: Takao Kawaguchi]
14:00-17:00 Workshop Discussion 1
17:30-19:00 Small Group Research [Tsuyoshi Shirai & Zan Yamashital

April 13 10:30-13:00 Large Group Session 2 [Guest Lecturer: Tadasu Takamine]
14:00-17:00 Workshop Discussion 2
17:30-19:00 Small Group Research [Yukio Suzuki & Mikuni Yahanihara]

April 14 10:00-11:30 Small Group Research [Ikuyo Kuroda & Natsuko Tezuka]
11:30-13:00 Small Group Research [Chie Ito & Ryohei Kondo]
14:00-16:00 Workshop Discussion 3

April 15 15:00-19:00 Public Presentation
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In the orientation, facilitator Ong Keng Sen shared some
concepts and ideas for archiving dance works. The eight
dance-makers then exchanged their own ideas and images

on creating a contemporary dance archive.

Ong's idea of dance archives moves away from the
conventional archival approach of preserving photo and
video documentations of creative works. It is about
encouraging new creation by allowing the users to freely
interpret the elements presented in an archive. This
approach is inspired by the ongoing attempts of dance-mak-
ers to create new pieces based on past works. As an
example, Ong presented works such as Ecuadorian
dance-maker Fabian Barba’s A Mary Wigman Dance

Evening, which referenced Wigman’s oeuvre.

In the first half of the orientation, Ong and the participants

exchanged opinions to further explore the following topics.

Significance and Potential of Archives

e What are the implications of creating dance archives in
Japan in the ‘present’?
e What kind of archives can be open to creative interpreta-

tion?

Presentation of Archives

e What forms can archives take?

e How can archives intended for future creative purposes
communicate the diversity of dance history?

e In Fabidn Barba’s work, not only photographs and videos,
but also reactions by the audience are used as references.
What are the possibilities of subjective as well as objective
documentation?

Creating from Archives

e What is the difference between an archive and a repertory
when considering the issues of re-performance?

o If different dancers perform an exact copy of the same
work, can these performances be considered the same work
or different works?

e How can the physicality of a body be archived?

In the second half of the orientation, each of the eight
dance-makers made a presentation on his/her activities and
past works. They talked about what drew them to dance and
what motivated them to join the seminar. In the Q&A
session, they elaborated on the ideas and backgrounds of

their creative practices.
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photo: Satoko Imazu
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Facilitator's Comment: Daisuke Muto

Ong Keng Sen's concept of ‘archiving’ is not simply about
conservation of works. Rather, it is about handing over works
in a way that encourages new creation by others. Aside from
the fact that specific methods are still to be developed, Ong’s
proposal is stimulating in that it exploits the ephemeral
quality——considered to be the very ‘weakness'—of perform-
ing arts and explores creative ways of ‘impartment’ that only
this ephemerality makes possible. Although the participating
Japanese dance-makers had varied interests, discussions
were focused around issues related to passing down his/her
own work. It was quite spectacular to see dancers from the
same generation, who rarely have a chance to meet face to
face, in dialogue with each other.
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In the Large Group Session 1, dance-maker Takao
Kawaguchi was invited as a guest lecturer to talk about his
2013 solo performance About Kazuo Ohno and the approach
and processes he employed in creating the work. This was

followed by a discussion on archiving with the participants.

About Kazuo Ohno is a solo performance based on the
past works of Kazuo Ohno, which premiered in “Dance
Festival — Dance ga Mitai” at Nippori D-Warehouse in August
2013 and was subsequently presented in October 2013 as
part of the Kazuo Ohno Festival.

Data Collection and Creation Method

Kawaguchi made observations of Kazuo Ohno and his
works through video documentations of La Argentina
premiered in 1977, My Mother from 1980, and The Dead
Sea from 1985. He then chose one or two scenes from each
piece and attempted to enact the exact movements of the
dance. Kawaguchi's method was unique in that he deliber-
ately chose to focus on the physical aspects of the choreogra-
phy. “Kazuo Ohno is said to have created his dances from the
inner-self, dancing from the soul and connecting with the
cosmos, but | purposefully took the opposite approach,” said
Kawaguchi. For example, Kawaguchi made sketches of
Ohno’s movements from the video documentation of La
Argentina. In addition to this process, he referred to
hand-written memos by Ohno and collected episodes of the
dancer from those who knew him personally. In the actual
performance, Kawaguchi used sound from the videos and
assembled costumes that were similar to the original. In the
end, Kawaguchi inserted his own improvisations in certain
scenes, instead of performing the exact copy of the original

works.

Critique of Kawaguchi’s Work

Remarks by dance critics on Kawaguchi's performance
included the following: “Hijikata owned the flower, Ohno was
owned by the flower, and Kawaguchi owned the flower” and
“Kawaguchi did not carry impressions of buoyancy and
volatility.” Kawaguchi emphasized that through the process,
he tried to copy the work faithfully and not make it into his
own dance: He felt it was necessary for him to be empty

inside without emotions.

Discussion with Participants

Comments from the participants included the following:
“By retracing the lines drawn by Ohno, Kawaguchi may have
lost detailed nuances of the original dance. However, as a
result, Kawaguchi's work is easier to understand”; “The use of
the term ‘information’ makes sense, as Ohno's body is full of
information. Kawaguchi's approach reminded me of robots,
as they also need to be empty inside”; and “It's intriguing that
Kawaguchi attempted to copy the form of an individual
rather than Butoh itself. For instance, learning traditional
Japanese dance entails the process of imitating the form, as
well as the emotional and mental attitudes of their teachers.
It would be interesting to further investigate what would
develop out of learning an individual’s form.” Other
questions and suggestions posed by the participants on
Kawaguchi's re-performance included the following: “Did
other dynamics, such as emotions, also come into play when
attempting to copy the movements?” and “A more strategic
method may be necessary to capture the details than just
simply retracing the choreography.” Kawaguchi stated that
these themes could be the basis for his next creative steps.
He also added, “Some of the audience members felt that they
saw Kazuo Ohno in my work, whereas others said that they
saw Takao Kawaguchi becoming one with Ohno. There was a

sense of histories crossing on stage.”

Facilitator's Comment: Daisuke Muto

Kawaguchi’s process was fascinating in that he tried to
capture the external form of the dance and translate it into a
palpable ‘cognition.” For instance, he made sketches of
Ohno's movements on paper based on the video documen-
tations. He discovered that by focusing on the movement of
the hands, he was able to get a bigger picture of the overall
dance. It isimpossible to carbon-copy a dance work since no
one’s body is exactly the same; however, at the same time,
there is a part of dance that can only be ‘revealed’ by
meticulously tracing the work. Unfortunately, questions of
what should be passed on, why, and how these efforts

should be made, remained undiscussed.
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In Large Group Session 2, we invited contemporary visual
artist and theater director Tadasu Takamine as a guest
lecturer. Takamine explained his approach to archiving
through the presentation of his past works and activities,

followed by discussions with the participants.

Archiving in Visual Art

While Takamine majored in lacquerware at university, he
became frustrated with the long months it took to finish a
piece of work and started to experiment with live perfor-
mances as a way to present the most up-to-date version of
himself. He has heretofore presented an array of works in
different forms, including live performances, installations, and
stage performances. According to Takamine, selling works to
museums and private collections is much easier said then
done. He also touched on how works utilizing digital or
analog technology had the possibility of becoming inaccessi-

ble with time, as their formats might turn obsolete.

Archival Approach to Creation

Takamine's activities involve recording his personal
experiences— psychological and physical--from particular
moments in time. Accumulations of these recordings are
then translated into media formats and presented as his
works. This entails that an archival perspective is inherent in

his creative processes.

Kagoshima Esperanto, exhibited at Yokohama Triennale
2005, is a work based on his unique experience with light
inside a mine, deep in the mountains of Kyoto. This experi-
ence was one of fear as well as security. Kagoshima
Esperanto is a video installation exploring how to capture
the transitions of his emotional states and recreate the

process of discovery when one starts to see in darkness.

His work The Room of a Nuclear Family, which was
presented at his solo exhibition “Tadasu Takamine's Cool
Japan” at Mito Museum in 2012, is an attempt to superim-
pose the history of nuclear testing with that of his family. The
work is an effort to bring matters ostensibly unrelated to

everyday life into the view of the audience.

From Takamine's lecture, the participants realized the

importance of envisioning their users when creating archives.

Discussion

Comments from the participants included the following: “|
sometimes wonder where lies the difference between a
dance and a performance. Packaging my own experiences
may have a connection with this project”; “It is my impression
that dance and visual arts require different approaches to
archiving. However, | am beginning to think that archiving
methods in visual arts may be adaptable to dance. That
being said, technique is an integral part of dance. Is this
something that should be addressed, or ignored when
creating an archive?”; “It was interesting that Takamine
attempted to show the process leading to a performance,
rather than the performance itself”; and “Archiving a piece of
work is as challenging as creating a new work. Making an
archive by selecting data from vast amounts of information

may turn out to be a creative process in itself.”

Facilitator's Comment: Daisuke Muto

Takamine's works are archival in nature, consisting of
collected and edited information and materials. This is
consistent regardless of whether the piece is formative or
performative. On the other hand, both his plastic and
performance works are transitory events that serve as
real-time statements in response to contemporary
conditions. Takamine’s works demonstrated that the act of
archiving—— choosing what to archive, what to cut out, and
how to present the materials—has the potential to take on a

‘political’ nature in a broad sense.
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Various possibilities of archiving were discussed in
reference to Takao Kawaguchi's lecture in Large Group

Session 1.

Propositions for Developing Ideas on Archives

Facilitator Ong Keng Sen posed the following questions:
“How would you feel if another artist used your archive in
their work?”; “If there was a toolbox called ‘archive,’ what
would you put in it?”; and “What would be your purpose for
making an archive?” The participants exchanged their views
based on Ong's propositions on the premise that they would
each create an archive of their own work. Below are the main

opinions raised during Workshop 1.

Q: How would you feel if another artist used your archive in

their work?

A: 1 would have no problem with my box being used in any
way. If | were alive, | could exchange ideas with the user.

A: There will always be a part of a work that remains
mysterious, so making the exact same work from an archive

may essentially be impossible.

Q: If there was a toolbox called ‘archive,” what would you
putinit?

A:In order to give the user a certain amount of freedom, |
would put something simple and mysterious in the box.

A: If archiving entailed putting things into a box, we might
need to provide some kind of navigation that would enable
the user to get to know the work.

A: 1 would want to make a box that allowed the user to
approach the core of the work and go through experiences
necessary to create the work. It might be something like a
letter, but not an instruction manual.

A: Perhaps it is necessary to specify the user of a box.

A: Perhaps an archive calls for something like a critique rather

than the work itself.
Q: What would be your purpose for making an archive?

A: I'm interested in instigating communication.

A:1 haven't been able to distinguish between making my
own work and making an archive of my own work. But
creating an archive will probably help me understand what |

am trying to do within society.

A:1think it would be good if an archive could encourage
understanding of something that was not generally known.
A: Perhaps creating an archive is about creating a ghost of
one’s work.

A: By exchanging interviews with other dance-makers, | may
be asked questions that | have not anticipated from a user.
Through such dialogues, | can develop my thoughts about

the purpose of an archive.

Facilitator's Comment: Daisuke Muto

The discussion began with posing fundamental questions
about the act of archiving one’s own work. Do the
dance-makers wish to be archived in the first place? How
would this be carried out? Why does one archive? Ong Keng
Sen proposed to convert a dance work into a ‘toolbox’ and
asked what should be put in it. This led to questions such as
who would use such a box and how. Some participants
noted that dance works contained elements of ‘mystery’ that
could not be articulated, parts that even the creator
themselves were not aware of, and surprising truths that
were hidden below the surface. How these elements can be

archived is an interesting question to contemplate.
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The facilitators shared their past activities and views
toward archiving and exchanged ideas with other partici-
pants to attain a better understanding of archives. Facilitator
Daisuke Muto talked about what drew him to dance and his
career thus far. His current topic of study is the relationship
between dance, society, and time. His interests are directed
towards thinking about who the artists consider to be his/her
audience, who the artists wish their work to be enjoyed by,
and how the artists’ creative abilities can be communicated
and shared. Muto especially emphasized the possibility of
contemporary dance taking a departure from conventional
approaches and interacting with a community——in which

dance exits——through creative ways.

Concept of Communities in Archiving

Taking the idea of ‘communities’ into consideration, the
previous days’ discussions were reorganized into the
following questions:

e Do you wish for someone to be interested in your work?

e What is your purpose of archiving?

o If your archive was something like a toolbox and was to be
given as a gift to another person, what would you put in it?

e Which community will be receiving your archive?

The following comments were shared with regards to the
topic of community:
e Our society has become more and more individualized.
People tend to be more isolated and hold their own opinions
on certain matters. In this environment, physical impulses
are rarely evoked and it is difficult to find a place for sharing
within the public realm. | am a kind of person who can't join
in the festivity even when | see people dancing together.
e Archives can be about societies rather than an individual.
The generation born in the 1990s is unfamiliar with the
activities of our generation. In fifty years’ time, this situation
will have progressed even further.
e A community doesn’t have to be an existing one: It can be
animaginary one.
o If we were to create an archive of a Bon dance, then the
archive should be addressed to people who would come
together for such a dance.
e | was relieved that the topic of community came up. My
work cannot purely be defined as ‘art,’ but a dance archive
may be able to communicate my way of life.

e In society, there are people who can easily communicate

with others as well as those who are isolated and less skilled
in communication.
e | think archiving is something that is directed towards
minorities.

Facilitator Nanako Nakajima mentioned issues related to
Japanese traditional dance and contemporary dance, while
Ong Keng Sen touched on the possibilities of archiving in

terms of relationships between performance and history.

Facilitator's Comment: Nanako Nakajima

In Workshop 2, while reflecting on Tadasu Takamine's
lecture, the three facilitators talked about the possible ways
of contributing to the project and also discussed the *
purposes’ of dance archives with the participating
dance-makers. The process of archiving inevitably entails
some kind of political agenda. Decisions regarding ‘to whom,
for what purposes, and by what means’ are inextricably
linked with the archive’s political aspects. The dance archive
project started from a question by theater director Ong Keng
Sen about how the legacy of Japanese contemporary dance,
supported by The Saison Foundation, could be passed on
within Asia. This reflects the theme of ‘post-colonialism’ that
Ong proposed for the 2014 Singapore International Festival
of Arts. Ong's query led the Japanese dance-makers to think
about communities and audiences of their archives and
issues of how and what to archive from their repertories.
Through this process, the artists became more aware of their
sense of belonging to (or antagonism towards) communities
and their relations with the societies within and outside
Japan.

Discussions on communities and sense of belonging
highlighted the disparity between the traditional way of
passing down Gei (techniques)——perceived without
differentiating a dance and a dancer——in Japan and the
methodology of ‘archiving’ predicated upon democratic
principles of modern societies in the West. This discussion
also raised the issue of what is ‘traditional’ or ‘contemporary’
in dance. The act of archiving, in which an individual's legacy
is shared with others, can be considered as the democratiza-
tion of dance works. This aspect of dance archiving may
manifest as emotional challenges for the Japanese artists
during the concrete processes of handing over their own
works to third parties in other communities.
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Eight additional emerging dancers and dance-makers
joined the session to exchange ideas with the participants of

this project.

Images of Archives from Perspectives of Emerging

Dance-Makers

The discussion revolved around the artists’ own experienc-
es in relation with the idea of archiving. Some of the opinions

included the following:

o After all, the best way of archiving dance is through video.
e |'ve seen Ikuyo Kuroda's Shoku both live and broadcast on
NHK TV. What became clear to me was that it was impossible
to fully imagine the work solely through video documenta-
tions.

e All the live performances | saw in my youth were like a huge
archive that | could draw from and create my own work.

e | think an archive consists of not only the work, but also the
reactions of the audience and the atmosphere of the
performance.

e | didn't come from a dance background, so never really
understood the language. | think archivists should be

mindful of those who have no experience in dance.

Influences that Affected Emerging Dance-Makers’ Creation

Answers to the question of “what influenced you in terms

of dance-making” were as follows:

e | originally started out as a dancer. So when | became
involved with choreography, | didnt really know what to do
because | had no knowledge. | taught myself by seeing lots
of works and trying to imagine the process of dance-making.
o | wasn't really aware of such issues because our generation
was taught the ideas and methods of creation at university.

e Taking part in workshops was a good opportunity for me to
understand and learn about other peoples’ works.

e | was trained in how to use the body in dance, but not the
methods and theories of choreography. Whenever | start on
a new work, | wonder whether something similar has already
been done ten years ago. It would be helpful if there were
archives so that | could reference them in order to create new

choreography.

Ideal Forms of Archives

In regards to what kind of archives are desirable, people
commented “It would be nice if archives could be accessible
to people in remote areas and overseas, who could not see
the performances live” and “l am interested in finding out
how artists keep on making work.” Others pointed out,
“Nowadays, many archives are available on YouTube.
However, one has to know how to navigate in the sea of
information in order to find the route to their destination,”
and “It doesn't feel like works posted on the Internet belong
to me. Itis difficult to decide whether if the creator of an
archive should assert their authorship in order to form close
relationships with the users. In the same way, | also wonder if
users should identify themselves when accessing an archive.”
In conclusion, Ong Keng Sen stated that “the kind of archives
we strive for is not a database. Rather, we should aim to
create archives that can make people feel as if they are

experiencing performances live.”

Facilitator's Comment: Daisuke Muto

Archives—which ‘leave works behind'—-are by nature
intermediaries between generations. Dialogues between
different generations can be especially beneficial to the
Japanese dance scene, as there is a generation of young
artists who develop works by building on the knowledge and
experiences accumulated by preceding generations. The
discussion at Workshop 3 went beyond exchanges between
generations and expanded into the topics of various needs
for archives. Although many views were raised in regards to
what kind archives could be attractive or meaningful, we

were short of time to come to any conclusion.
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A public presentation was held on the final day from 15:00,
with approximately forty audience members in attendance
upon the foundation’s notice. Following the general
introduction to the seminar, all the participating dance-mak-
ers presented their interpretations of archives and their next
steps for archive-making, while reflecting on the seminar
process from the previous days.

After a break, Ong Keng Sen elaborated his ideas on new
methods of dance archiving and their possibilities. Daisuke
Muto moderated the ensuing discussion with the audience

and facilitated exchanges of opinions and questions.

I

LI F%%  Zan Yamashita

Facilitator's Comment: Daisuke Muto

How can the voracious attitude of Keng Sen-——who
tirelessly delves into unknown possibilities—and the diverse
motivations of the participants be reconciled to trigger
chemical reactions within the limited time provided? The
public presentation was an interim report of this process.
Even with some uneasiness before the public, each artist
proposed their unique concept of an archive, which mirrored
the artist’s attitude toward dance-making. This resulted in an
engaging and stimulating presentation. Keng Sen’s policy of
trying to move away from objective methodologies proved
to be effective. | suspect that he might have felt frustrated at
times when the discussion did not proceed in a logical
manner as he had hoped. However, being led to unexpected
places might have been the very development of collabora-
tion that Keng Sen hails as ideal. The presentation elicited
active participation from the audience, heightening

expectations for the next stage of this project.

54



AE=IVJIV=F ) —F  Small Group Research

RE—IVTIW=T ) —FDLva>TIEBMEZA
—HBEI3BDTTVIT—R—ETARBRDEWED A ZA L
TOCREBEZ. TNTNDIERDT — 1T DETHEMEPER
BIIOVWTCERIMZIT O BMEBEBDELR DA V1—)b7%
ARIC. U T OEFEDE TRIELT,

48128 (£) BHBI&ILT%

4813H(H) #AI+F &KAREFR

48148 (A) ZEHFH&FHRETF
FRETRQIAERT

T—HA T DIRANEEE L CAFRDATEZETZTNE
BOMNE e fAEZRT IENTERDHEVSRHREIC DV TE
wEOMTON T AR AERDROBEREEREAHREER
[EDWVTCEDKSICEIBROINEBZDD Ffe BV A% Y
FOEBHSIIBLTEZDIENTEDDD BHEDIRA
B AWEE LA Y —DERNGRAGHEEDERNERA
BE—DDERICEEND SR CEENEERI ML TN
foo EBlT, AV FORIREM LR ERFDEFEDRIEL
EdisEEns

In the Small Group Research sessions, groups of two
dance-makers and three facilitators exchanged ideas on the
possibilities and issues of the artists’ archives, taking into
account each dance-maker’s style and creative process.
Based on their schedules, the participants were assigned to

the following groups.

Sat., April 12 Tsuyoshi Shirai & Zan Yamashita
Sun., April 13 Yukio Suzuki & Mikuni Yanaihara
Mon., April 14 Ikuyo Kuroda & Natsuko Tezuka

Chie Ito & Ryohei Kondo

Fundamental issues of archives—what aspects of the
original work should and can be conserved—— were
discussed. For example, how should articulate and obscure
elements of a work be handled? Can dance be regarded
independently from the physicality of a dancer? Each work
was distilled to extract its multiple and diverse components,
such as the uniqueness of a body, subjective perspectives of
creators and dancers, and objective perspectives of produc-
ers. In addition, possibilities and limitations of methods as

well as the issues of music copyright were pointed out.
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Creating a meaningful and attractive dance archive of 1 dance

Ong Keng Sen

In our first seminar we were challenged by the difference
between archive and repertory. Two statements emerged:
one - that our dance archive would go beyond conservation
and would instead focus on archive as a site of new creation,
two - that our dance archives would move beyond identify-
ing dance-histories, pedigrees and milestones events in the

history of dance.

In a sense, our dance archives approach was a deeply
subjective and personal process. The archive is to be created
by the artist himself or herself. Hence the archiving of the
dance was carried out by the dance-maker directly, not after
his or her death and definitely not by another archivist. The
dance-maker is the archivist. In this | would like to remember
Ikuyo Kuroda, one of the archivists in our seminar who said
that archiving a dance is like archiving a miracle. The act of
creation for her was miraculous and this was her subjective
take on archive construction, “how would you archive a

miracle?”

Its important to note that the use of the term ‘archive box’
was only a placeholder for the archive. The archive need not
be an actual box, it could take any form and for Tsuyoshi
Shirai, his ‘archive box’ was a mix of a digital archive and
objects in a shopping basket. This term came about out of
convenience as | was struggling to bring us to the second
stage, the workshop. So | decided that we would do
something concrete as opposed to the philosophical first
seminar. | proposed that each dancer should create an
archive to pass onto another individual or another
dance-maker, the user. Overnight | proposed the archive box
which had appeared in our first seminar as a toolkit, the
archive as a toolkit for the user to create from. This decision,
albeit arbitrary then, set a whole process in movement. The
archive box became a hinge which set the relationship
between the archivist and the user. The user ‘inherits’ the

archive box from the archivist and responds to it.

One of the most meaningful developments in the archive
box seminar and workshop was that of multiplicity. All of us
agreed to arrive at a commonality so that the archive
exploration could progress but we also agreed to respect our
individual differences of approach. This differences-in-com-

mon was to prove valuable to our process.

Too Much or Too Little?

[t was decided that it would become impossible for the
archivist to focus on his or her oeuvre of work. The collective
span of a lifetime of work could become too broad to include
into the archive at this stage of our research. Hence it was
agreed that the archive would focus on one particular dance
of the archivist. In this way, it will allow for details to nuance

the archive.

As the archivists test-used each other’s archive in the
second workshop, it became clear to me that it might be
important to use all the elements in the archive. Perhaps
these elements don't have to be directly used but an
overview of all elements has to be kept by the user. Natsuko
Tezuka opted not to use the ‘attractive’ costumes that Chie
Ito archived. Tezuka's use of Ito’s archive left out these
elements. Yukio Suzuki, following my advice, used one
specific layer of Kuroda's intricate archive which mapped her
dance Meeting - Melting. Kuroda's archive is an obsessive
encyclopedia of her different emotions interrogated and
laid-bare. Suzuki's intriguing use was cool and obscure. The
user will generally use the archive in a very different way from
the first dance. But perhaps in these two cases, there was a
gap between the archivist and user that could be bridged by
requiring the user to keep an overview of all the elements of

the archive.

What Is ‘Meaningful’?

Several characteristics of ‘meaningful’ were explored in the
workshop. In the end, even though this was not completely
elaborated on, it was implicit in the thinking of the partici-
pants. Perhaps the most overt was in Mikuni Yanaihara’s
archive of her dance referencing Article 9 of the Japanese
Constitution. This was ‘meaningful-ly’ responded to by
Kuroda when she used Yanaihara's archive (costumes printed
with Article 9, an interpretation of Article 9, and also origami
paper) to create Article 9 of a future Human Constitution
which prohibits excessive surveillance information between

superpowers of surveillance.
For me, the ‘meaningful’ archive is also an ‘attractive’
archive. Perhaps this is about the Potentiality in the archive.

This is a latent driving or invigorating power/
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force beneath the artwork (‘senseiroku’). The task of this
archive project is to activate the Potentiality in the artwork
that is being archived. | believe this can be both the
responsibility of the archivist and the user. The ‘meaningful’
archive is also related in a sense to Community. Which
Community is the archive addressed to? In another
conference organized by the Dance New Air (DNA) festival,

community was suggested to mean beyond community art

projects. | think Community remains to be developed further.

Perhaps Community needs to be read as a solidarity, as a way

to remain connected to values in vulnerable times.

What is ‘attractive’?

| believe that the Hope is the attraction in an archive. The
‘attractive’ archive is one which encourages copy left ideals,
which belongs to a creative commons. Embedded in this
Hope is usage with responsibility and the ethics in a dance

sharing forum.

Being ‘attractive’ also implies that the archive is not too
restrictive for the user. An ‘attractive’ archive is one that
allows the user sufficient freedom, one where the archivist is
not too didactically present. One of the early discussions in
the first seminar asked whether a navigation letter needed to
be given from the archivist to the user? Will a manual of use
become too heavy-handed for the user? Will the authority
voice of the archivist lead to an unattractive archive? In the
end, the archivists agreed to differ, that it will be left to the
discretion of the individual archivist. Suzuki treaded a thin
line when his archive took the form of a contract between
himself and the user. This extremity is taken further as the
user has Suzuki’s instructions as a constant voice in his in-ear
device. This directs the user every step of the way. However
this resulted in Zan Yamashita producing an arresting
presentation when he used Suzuki’s archive in the second
workshop. Yamashita pushed into an extreme physical use,
following very obediently all the instructions of the archivist.
This discipline was important for him. Perhaps what is
immediately unattractive can also become compelling when
both archivist and user becomes joined in the same spirit of

insisting on a very specific approach.

Here, | also do not want to forget Yamashita's point of
view in the first seminar that the archive has to be mysteri-
ous. He opined that the act of creation is itself mysterious
and hence the archive needs to remain mysterious. For him,

a mysterious archive will be an ‘attractive’ archive.

The formal attraction of an archive is like a glossy surface
which can result in an initial attraction to the archive. The
archive still needs to prove its content as it unravels. This was
the struggle which many archivists had - the form and the
content. In that sense, it is not that different from the process
of making a dance, what is the form which would best fit the
content? The form which is immediately attractive can still
result in a hollow archive.

Ong Keng Sen
Director, Archive Box Project
14 Feb 2015
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Performing Dance Archives: VA7 —HAL7%INT4A—T VAT

Nanako Nakajima

What kind of information is necessary when reconstructing
adance? What in dance should be passed on as an archive?
In this project, seven contemporary dance-makers from
Japan archived their works through their respective methods,
each creating an ‘archive box’ and handing it to another artist
for re-performance. The project was a way of posing the
following questions in the field of contemporary dance,
which had made a departure from the okeikogoto' culture
and the Jemoto® system: What part of a work should be
passed on? Why? For whom? And how should it be received

in a new light?

Let us organize three key points in regard to the discus-
sions around dance archiving. Firstly, the term ‘archive’
originated from the Greek word ‘arkheion,” meaning ‘public
house.” Rooted in European culture, this concept is
concerned with histories constructed from surviving
documents. Tied to this theme are political issues of erased
war memories in the Holocaust and heightened interests
toward theories of archives as depots of memories and
knowledge. As the nation state or culture approaches a
turning point, the legacy of the history leading up to the
present calls for re-interpretation from a contemporary
perspective. On the other hand, recent archive theories in
Japan are often discussed in relation to the 2011 Great East
Japan Earthquake, emphasizing the necessity of preserving

oral history through archives.

The second point concerns movements in performance art
and a growing debate pertaining to this area. Performance
art, which places value on interdisciplinarity and spontaneity,
has shifted its focus from the idea of actions as works to the
physicality and the personality of a performer as media. The
aging of performance artists has recently sparked discussion
on how collections of their ephemeral performances can be
framed as art works and historicized through reconstruction.
This debate encourages the concept of re-enactment——origi-

nally a theatrical gesture of re-staging medieval rites and

1 The Japanese culture of lessons based on the teacher-student
relationship which provides artistic training as well as social discipline
and domestic training for amateurs and professionals.

2 The Japanese system of succeeding an art tradition within a familial
school. The traditional primary unit of social organization in Japan for
much of its history was this school/family (ie) system. lemoto is the
founder or current head of a school, which is consistent with this
hierarchical, hereditary pattern of relationships.

past events such as the American Civil War—to be expanded
into the arena of fine arts. Discussions on dance, with
relatively limited elements that can be documented and

conserved, also follow the same course.

The last point is the rise of dance archiving. With the
passing of prominent dancers from the twentieth century,
such as Pina Bausch and Kazuo Ohno, developments of their
archives are now underway. The deaths of these dancers,
who had represented a century, mark a milestone in the
world history of dance and present the challenge of devising

a way to articulate legacies of the past.

Communicating narratives unwritten in dance history is in
line with my role as a dramaturg for this project. My tasks
involved bringing out various histories from the archive
boxes and determining if they could be made into more
powerful realities, as well as thinking about how to communi-
cate through oral history the information not included in the

boxes.

I would like to cite the example of Chie Ito’s shining gold
archive box, which included a number of materials such as
costumes and stage plans. Having announced last year that
her dance company would graduate from contemporary
dance, Ito’s current interest lied in the uncontrollable nature
of crowds. Her remarks during the project implicitly
suggested that this interest was actually inspired by a
phenomenon of the audience, where the ‘self’ proliferated
through performances of the work she chose to archive.
Such essential information about the work had slipped
through the cracks of her archive box, but was rediscovered

in the form of oral history.

For the ‘users’, how much distance they should maintain
from the boxes was a major issue. Yukio Suzuki engaged in
utmost seriousness with ‘the looks and the truths’ of Ikuyo
Kuroda's archive box, which was a multi-tiered structure
made of giant paper vellum. Kuroda's box, overflowing with
the specific physicality of a female dancer, featured the
architecture of spiritual creation——conceiving the moment of
a‘miracle’ in a large-scale work. In a grave manner, Suzuki
grappled with the issue of how to interpret Kuroda's theme

as a male dancer maker.

There was also a consistency in the attitude of each artist

on how to distance him/herself from an ‘archive box’ either
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as an ‘archivist’ or a ‘user’. For example, both as an archivist
and a user, Mikuni Yanaihara was firmly decisive about
selecting and employing only parts of a work or a box.
Tsuyoshi Shirai, on the other hand, continuously updated
information in his ‘archive box,” mentioning his hesitation
toward letting go of his own work. However, this was also
congruent with his attitude as the ‘user’ of Zan Yamashita’s
archive box in that he strived to respect the archivist's

original intentions.

The question as to what of a dance should be preserved
became an issue through Shirai’s usage of Yamashita’s box.
In order to incorporate the aloof and carefree characteristics
of Yamashita into his expression, Yamashita corrected Shirai's
clear pronunciation and translucent style of acting in the
studio. Nonetheless, there were parts of a dance that
afforded some freedom, while others were unyielding to any
change. What these two modalities indicate require further

investigation.

Moreover, this project dealt with issues surrounding
intellectual property rights of dance between ‘archivists’ and
‘users’. When objects are employed to mediate the transmis-
sion of physical knowledge from one person to another, can
the relationship between these two people transcend
apprenticeship or privity of contract to reach a creative
frontier? This proposition—epitomized by Yukio Suzuki’s
‘archive box’ that contained a contract obligating him to
provide workshops upon the box users’ request-—could
become a major theme in cross-cultural negotiations
between artists from Japan and other countries in the

coming years.

The idea of archiving Japanese contemporary dance,
proposed by Singaporean director Ong Keng Sen, can also be
seen as the issue of how to understand external pressure
from abroad in the context of Japanese dance. This idea
involves the never-ending process of linguistic and cultural
translation within the global circulation of knowledge
between English-speaking worlds. Here, systems of
traditional knowledge are continually encoded into a
standardized environment of language and culture. At the
same time, however, this process is also that of resistance,
where physicalities unique to local dance cultures contend

with the global accumulation of dance knowledge.
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Archive Boxes and their Potentials

Daisuke Muto

The accumulation of a twenty-to-thirty-year history in
Japanese ‘kontemporari dansu’ (contemporary dance) has
recently precipitated a host of programs and discussions
around ‘archives.” Of course, the desire to leave behind
something that is transitory, i.e. a dance work, is a common
theme not only among the generation of ‘contemporary
dance, but also with those of ‘butoh’ and ‘gendai buyo’
(modern dance). However, for the ‘kontemporari dansu’
generation, who has not been so concerned about succeed-
ing any sort of tradition in the first place, dance archiving
involves more than the issue of technicality. Rather, it is the
very index of values—as to what to leave behind and
how--that comes into question. Having developed unique
expressions different from existing works, kontemporari
dansu-makers face conflicts of intentions between the desire
to leave their works behind and to remain inimitable. Chie
[to’s message “Open with a punk spirit” written on the cover
of her box reminds us of the contradictory statement by
Tatsumi Hijikata at his lesson studio: “When | say ‘do it," it
means ‘don’t do it"! Don’t you get it?”

Nevertheless, such is the current situation in Japan: though
kontemporari dansu / contemporary dance is now being
taught at universities, students cannot even gain access to
works from just a few years ago. Past works do not necessari-
ly have to be put on pedestals as ‘classics’ or inherited as
repertories. However, it would surely be regrettable to see all
the ideas, discoveries, and critical awareness—accumulated
over the history of kontemporari dansu--disappear without
a trace. In this view, Keng Sen’s proposal was very timely for

the Japanese dance scene.

Keng Sen’s concept of archiving one’s own work was
gradually refined through dialogues with Japanese
dance-makers. Without setting any concrete methodology
as the starting point, the program was collaboratively
realized through exchange of opinions. What resulted from
this process were archive boxes—full of the dance-makers’
passion——worthy of being called ‘works’ albeit different from

the usual staged performances.

In the seven presented archive boxes, there seemed to be

roughly two kinds of approaches. One approach was to

enable the user to 're-experience’ the creation or perfor-
mance processes in some way. The other approach
analytically extracted various elements that comprised a
piece of work and converted them into a ‘mechanism’ that

would activate itself on more abstract levels.

Of course, these two approaches cannot be completely
distinguished from one another. However, the style of
creation does not necessarily dictate the method of
archiving. For example, Zan Yamashita, known for his
seemingly conceptual works, created a type of box that
shared the process of performance in minute details with the
user. On the other hand, Mikuni Yanaihara, whose choreog-
raphy is highly analogue, created a box by boldly sifting
through elements of the original work. This endeavor thus
proved that any kind of work is open to diverse ways of
archiving.

At the same time, the nature of an archive is equally
determined by the users’ approaches. Zan Yamashita’s box,
preconditioned by the linear playback of cassette tapes, has a
strong sense of direction given by the dance-maker, who is
also the archivist. However, a user does not necessarily have
to follow such a direction. Similarly, a user of Mikuni
Yanaihara's box can try to ‘re-experience’ the situation of the
Japanese people, by tracing the history of their Constitution

from her costume in the box.

In any case, the following became evident through the
project: when it is essentially impossible to preserve a work
itself, thinking collaboratively about what and how to
preserve incites creative challenges to both archivists and

users. This is indeed a significant aspect of dance archiving.

While keeping the above points in mind, | would like to

raise two questions that emerged from the project.

1) When one uses an archive box and creates something
from it, how much and in what ways should the user refer to
the presence of the box and its original work? During the
final presentation of the December workshop, many of the
users alluded within their performances to the fact that they
had created from archive boxes. As much as it was intriguing

in how this visualized the multilayered nature of creative acts,
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this could also leave the audience feeling like they were
missing something, if they had no knowledge of the original
works. Depending on how a user’s usage was associated
with an archive box, its original work, and its author/archivist,
the meaning of the archive box itself would be significantly
different. In theory, archives are open to various approaches;

however, there is still room for empirical verification.

2) What new values can be generated from the concept of
archiving one’s own work and passing it to a third party? The
ideal development of this project is for complete strangers to
use archive boxes and engendering the possibility of new
(secondary) creation. In such secondary creation, how should
the role and the right of the original author (the primary
creator of the work) be handled? It may be possible to
reconcile the idea of the archive box, while retaining
concepts rooted in Western modernity, such as ‘author’ or
‘copyright’ that are now major trends. Alternatively, it may be
possible to cultivate new potentials of dance by replacing
these concepts with fundamentally different values, such as
‘open source’ and ‘commons.’ | hope that this issue will be

further investigated in future discussions.

69



XALFrEstEE

[ ERR6FEE RADNLZRIET HIERMTREMER]
i LT DB EEA LY 2 UERE

HIVE: REBEFEEALY U LEE

W VAR IVEBREINR

IER R R REZE HLEF
SEREE SRIETF R
SCERRR{R ERBEA

REHEEANEY VL
T104-0061 HRREBFRXIREN-16-1 HEL)LEF
TEL 03-3535-5566 | FAX 03-3535-5565

RS- RIT RDBRMEEA LV VLR
#17H: 2015%F3H25H

Supported by the Agency for Cultural Affairs, Government of Japan in the fiscal 2014
Human Resources Development Program for the Next Generation of Cultural Creators

Sponsored by the Agency for Cultural Affairs and The Saison Foundation
Produced by The Saison Foundation
In cooperation with the Singapore International Festival of Arts

Translation Nobuko Aiso, Jun leda, Tomoko Momiyama
Photo Satoko Imazu, Koichiro Saito
Video Naoto lina

The Saison Foundation
16-1, Ginza 1-chome, Chuo-ku Tokyo, 104-0061, Japan
TEL 03-3535-5566 | FAX 03-3535-5565

Edited and published by The Saison Foundation

Date of Issue: March 25,2015




	はじめに／Introduction
	目次／Contents


