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Full details and the latest information is published on the festival website.
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Please access the QR code above to answer our questionnaire and get the chance
to win some original festival merchandise!
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Held in parallel to Tino Sehgal's This You, a number
of dance film screenings and talks will unpack the
origins and legacies of postmodern dance.

Curation and Lecture by Nanako Nakajima (Dance
Researcher and Dramaturge)

Venue: Japanese Garden, Kyoto City KYOCERA
Museum of Art

Co-presented by Kyoto Experiment and Dance
Reflections by Van Cleef & Arpels

= Forever Postmodern Dance
Date: 10.2 (Sun)
11:30-12:40 Screening
12:50-14:10 Talk

Includes the first screening in Japan of Trio A with
Flags, from the private collection of Yvonne Rainer!

The first day of screenings examines American
postmodern dance. In addition o major early work
by artists associated with New York's Judson Dance
Theater, which was a leading force in postmodern
dance, the screenings include a work by two artists
who influenced them: the choreographer Merce
Cunningham and composer John Cage. The talk after
the screenings discusses recent developments among
the companies presented at Kyoto Experiment as
well as the circumstances in the 1960s and 1970s,
including the Vietnam War and censorship. Focusing
on the relationship between dance and film or video,
the program introduces why postmodern dance's
experimental endeavors continue to attract interest.

= Postmodern Dance and Visual Arts
Date: 10.21 (Fri)

18:00-19:00 Screening

19:10-20:40 Talk

Postmodern dance brought the visual arts and dance
closer than ever before. Today, the movement
remains a major point of reference for
contemporary modes of art. The second day of
screenings introduces the work of visual artists who
contributed fo postmodern dance as well as contact
improvisation, which emerged in the same period, the
Fluxus movement, and performance art, which
employs the body as an artistic medium, while also
searching for connections between postmodern
dance and contemporary art. In the talk, Nanako
Nakajima and Keiko Okamura discuss the influence
of postmodern dance on artists in Japan.
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Program introduction (Text: Nanako Nakajima)
Day 1: Forever Postmodern Dance

1. Yvonne Rainer, Trio A with Flags (1970) 12
min. 11 sec.

Yvonne Rainer was a major artist in the New
York-based Judson Dance Theater collective, a
pioneering force in postmodern dance. One of her key
works is Trio A, which has been performed in various
versions. The 1970 version performed with dancers
wearing the Stars and Stripes was staged as part of
People’s Flag Show, organized by Jon Hendricks and
Jean Toche at Judson Memorial Church. The show
was held as a protest against the flag desecration
conviction of a gallery owner who exhibited artworks
that used the American national flag. In this
iteration of Trio A, Rainer and other dancers
performed wearing the American flag tied like a bib
around the neck over their nude bodies, forming what
Rainer called a “double-barreled attack on repression
and censorship.”

Courtesy of Yvonne Rainer

2. Yvonne Rainer, Carriage Discreteness (1966) 3
min. 18 sec.

9 Evenings: Theatre and Engineering, which was
staged in 1966 by Robert Rauschenberg and the Bell
Telephone Laboratories engineer Billy Kliver, was an
attempt to bring together technology and art. Many
members of Judson Dance Theater also contributed
to the event, with Rainer presenting a performance
made in collaboration with the physicist Per Biorn. In
Carriage Discreteness, fifteen performers move
objects—pieces of wood, panels or sheets of varying
degrees of thickness, Styrofoam blocks made by Carl
Andre, etc.—according to certain rules. The
performance juxtaposes various elements, leaving
their interpretation up to the audience, and
encompasses switching the objects and
performances, a mobile descending down a wire,
discussion about cinema, a film projection, and Steve
Paxton on a swing suspended from the ceiling. Rainer
was meant o use a walkie-talkie to issue instructions
from a raised platform, but this ultimately proved
unfeasible on the day.

Courtesy of Julie Martin

3. Trisha Brown, Walking on the Wall (1971) 15
min. 21 sec.

The internationally acclaimed choreographer Trisha
Brown presented her first work in the 1960s with
Judson Dance Theater. In 1970, she formed the
Grand Union with Rainer and Paxton, and continued
her experimental improvisation, eventually founding
the Trisha Brown Dance Company and creating dance
in new kinds of spaces completely different from a
modern theater venue: on the walls or roofs of
buildings in the New York district of Soho. These
endeavors played with gravity while treating all
spaces equally and exploring the unknown possibilities
of the human body. Developing the idea of flight that
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6. Merce Cunningham and John Cage, Beach Birds
for Camera (1993) 28 minutes

Along with the composer John Cage, postmodern
dance pioneer Merce Cunningham had a large
influence on the artists associated with Judson
Dance Theater. After dancing as a soloist with the
Martha Graham Dance Company, Cunningham formed
his own company in 1953. Inspired by the pursuit of
pure movement and influenced by Cage, he integrated
what he called "chance operations” and structural
uncertainty into choreography, making it independent
of music and stage design to create multifocal and
decentered performances. Shot by Elliot Caplan,
Beach Birds for Camera (1993) is a masterpiece of
dance film (or what the makers called "video dance"):
it adds three dancers to the stage performance
Beach Birds (1991), remaking it in ways that take
advantage of what a film can do: use of multiple
locations, mixing black-and-white and color footage,
and incorporating Dolby Stereo. Unable to make
progress with writing a major work called Ocean,
inspired by a novel title that James Joyce was
possibly going to write after Finnegan's Wake, Cage
instead composed Four3 as the music for
Cunningham’s company to use for Beach Birds. The
dance work is part of the series of works that
Cunningham called Studies of Nature. The dancers
move to a fluid, variable rhythm like a flock of birds,
wearing costumes that Marsha Skinner designed. The
work is divided into four parts (Chess, Ryoanji, Suite
for 5, Landscape), with the dance deftly
choreographed according to the rules of chess and
the relationship with stones.

Courtesy of Electronic Arts Intermix (EAI), New
York.
Special acknowledgement to Merce Cunningham Trust

Yvonne Rainer Teaches Trio A to Martha Graham
(Richard Move) (2002) (excerpt)

Regarded as a mini masterpiece of postmodern dance,
Yvonne Rainer's Trio A has been performed to date
by a wide range of people, including both professional
dancers and those with no dance experience.
Postmodern dance is known for incorporating
everyday movements and gestures into its
choreography and for advocating the idea that
anyone can dance, but Trio A is actually quite a
difficult piece to perform. It includes no repeated
movements or climax, and all the parts are meant to
be executed in a neutral way according to a fixed
rhythm. Charles Atlas's film Rainer Variations (2002)
includes a scene in which Rainer teaches
choreography for Trio A to the performance artist
Richard Move, who is impersonating Martha Graham,
the giant of modern dance. Rainer's attempts to
coach Move as they perform Trio A in the style of
Graham seems to form a tongue-in-cheek dialogue
between modern and postmodern dance.
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the audience and is regarded as a pioneering example
of participatory art.

Courtesy of Yoko Ono

6. Marina Abramovi¢ and Ulay, Imponderabilia
(1977) 10min.

A major figure in performance art, Marina Abramovi¢
was born in Belgrade in the former Yugoslavia, and
began her career as an artist in the second half of
the 1960s, developing a practice in which she uses
her own body as the medium for performance and
body art. In 1977, Imponderabilia was performed at a
modern art museum in Bologha. Abramovi¢ and her
partner Ulay stand naked at the entrance o the
museum. To enter the museum, visitors have to
squeeze between the two artists’' bodies and must
decide which performer to face as they pass through.
The performance was meant to continue for six hours
but was stopped by police after just three. In 2005,
Abramovié presented Seven Easy Pieces, a series of
famous performance art pieces by the likes of
Joseph Beuys and Vito Acconci that she re-enacted
at the Guggenheim Museum, sparking debate about
the documentation of performance and dance, and
the nature of recreation or re-enactment.

A ten min, except of the original 52min 20sec work
will be shown.
Courtesy of Malina Abramovié Institute, LIMA

Nanako Nakajima (Dance Researcher and
Dramaturge)

Dr. Nanako Nakajima is a scholar and dance
dramaturg. Her recent research and -dramaturgy
projects include "Yvonne Rainer Performative
Exhibition" at Kyoto Art Theater Shunju-za in 2017,
and the lecture-performance "Noh to Trio A" at
Nagoya Noh Theater in 2021. She was a Valeska Gert
Visiting Professor 2019/20, at Freie Universitat
Berlin. She received the Special Commendation of the
Elliott Hayes Award in 2017 for Outstanding
Achievement in Dramaturgy from the Literary
Manager and Dramaturgs of the Americas. Her
publications include The Aging Body in Dance: A
Cross-Cultural Perspective, and she recently launched
a bilingual website on dance dramaturgy
(http://www.dancedramaturgy.org)

10.21 (Fri) Talk Guest

Keiko Okamura

Okamura has been involved in numerous contemporary
art exhibitions as a curator both at the Museum of
Contemporary Art Tokyo (1995-2008, 2021-present)
and the Tokyo Photographic Art Museum
(2008-2021). She has also served as the founding
director/curator of the Yebisu International Festival
for Art & Alternative Visions, a cross-disciplinary
festival of art and moving image from its first to
13th edition. Recent exhibitions she curated include
“Her Own Way Female Artists and the Moving Image
in Art in Poland: From 1970s to the Present" (2019)
and "Yamashiro Chikako: Reframing" (2021), both at
the Tokyo Photographic Art Museum.
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Choreographically filmed and edited by Elaine
Summers

Courtesy of Trisha Brown Dance Company,
Artistic Estate of Elaine Summers, Kinetic
Awareness™ Center
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Courtesy of Trisha Brown Dance Company,
Brooklyn Academy of Music
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Courtesy of Lucinda Childs

she introduced in 1970's Man Walking Down the Side
of a Building and later in opera, Walking on the Wall
was performed at the Whitney Museum of American
Art in 1971. In this work, dancers in harnesses “walk"
along the wall of the art museum, presenting another
variation of the forms of walking that Brown was
exploring. By having their body positioned
horizontally with the floor, instead of vertically, the
dancer's sensation of physical weight changes, while
the audience experiences the highly unusual situation
of looking at the walking dancer from the head down.

Choreographically filmed and edited by Elaine
Summers

Courtesy of Trisha Brown Dance Company, Artistic
Estate of Elaine Summers, Kinetic Awareness™
Center

4. Trisha Brown, Accumulation (1971) 6 min. 7
sec.

Accumulation is a major early work by Trisha Brown,
who developed new kinds of movement according to a
kinesthetic system. In this 1971 piece, units of
movement build sequentially one by one and then
return fo the start, before repeating again. Similar
to the work of the visual artist Donald Judd,
abstract and nature movements that can withstand
repetition are undertaken carefully and indifferently
according to the rules of a game. It begins with the
small gesture of extending the thumbs outward, and
ends with choreography that involves the entire body.
The performance also includes such typically Brown
movements as the body swaying fluidly like a
pendulum. In addition to this version performed by
Brown to the song "Uncle John's Band" by the
Grateful Dead, a music band closely associated with
the American hippie movement, the Accumulation
series has been performed in many variations,
including a "primary"” version on the floor, a
fifty-five-minute version, a version with talking in
1973, a group version, and an iteration in 1979 that
combined it with another work, Watermotor.

Courtesy of Trisha Brown Dance Company, Brooklyn
Academy of Music

5. Lucinda Childs, Carnation (1964) 3min. 45 sec.
Lucinda Childs began her career as a choreographer
and performer at Judson Dance Theater in 1963. In
1973, she established her own company, and started
work on the opera Einstein on the Beach in
collaboration with the director Robert Wilson and
composer Philip Glass. Unlike her later body of work
performed in theater venues and which focuses on
rearranged minimalistic movements, her early work
adhered to the principles of Judson Dance Theater
of incorporating aspects of everyday life and using
nontraditional performance spaces. Premiered in 1964
at the sixteenth Concert of Dance held at Judson
Memorial Church, Carnation makes unconventional use
of ordinary household items like kitchen sponges, hair
rollers, a colander, and garbage bags as part of the
performance. It was filmed by Les Young and Ian
Wallace.

Courtesy of Lucinda Childs
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Courtesy of Robert Rauschenberg Foundation

Day 2: Postmodern Dance and Visual Arts

1. Yvonne Rainer, We Shall Run (1963) 11 min. 26
sec.

Yvonne Rainer's We Shall Run (1963) is a seven-minute
work performed by twelve male and female dancers,
and set to part of Grande Messe des morts, a requiem
composed by Berlioz. Each wearing whatever clothing
they want, the twelve performers run at a steady, fast
pace, but constantly change the way they run, break
off into small groups, and with the leader then
switching. The aim of this, according to Rainer, "was
not repetition as a formal device but to produce an
ironic interplay with the virtuosity and flamboyance of
the music.” Following its premiere at Judson Memorial
Church in 1963, Rainer staged it as part of a longer
work, Parts of Some Sextets, and it continues to be
reprised.

Courtesy of The Museum of Modern Art, New York

2. Robert Rauschenberg, Pelican (1963), Spring
Training (1965), Map Room II (1965)

7 min. 18 sec.

Visual artists with no dance training were also
associated with Judson Dance Theater, and these
included Robert Rauschenberg, a leading figure in
American art. Rauschenberg created not only stage
design and sets but also whole performances. One of
these is Pelican (1963), which very intentionally uses
ballet techniques: wearing a gray sweatsuit, Carolyn
Brown dances en pointe, while Rauschenberg and
another dancer dance like pelicans while wearing roller
skates and parachutes. Hailed by one critic as
"Daedalus at the Rollerdome,” it is dedicated to the
Wright Brothers, inventors of the airplane. Spring
Training (1965) comprises a series of images
presented onstage: performers in wedding dresses
eating crackers; a shopping cart full of clocks;
Rauschenberg walking on stilts foward Deborah Hay,
who holds a portrait of Kennedy, while he avoids
broken eggs and the thirty turtles moving around the
floor. Map Room IT (1965) was performed at Expanded
Cinema Festival. Footage was projected onto the cards
that members of the audience wore around their
necks, and also featured a cage-costume that included
three birds, tires that abstracted the moving body,
and shoes with twelve inches of clear plastic. With its
choreography juxtaposing a range of images, Map
Room II is often regarded as a performance-combine
because of its similarity to Rauschenberg's “combine”
style of work.

Courtesy of Robert Rauschenberg Foundation
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3. Simone Forti, Huddle (1961) 11 min.

The dancer and choreographer Simone Forti was
originally an abstract painter. Though not a member
of Judson Dance Theater, she had a decisive
influence on Rainer, Brown, Paxton, and Robert
Morris. Premiered at Yoko Ono's apartment, Huddle
(1961) is one of Forti's conceptual Dance
Constructions. In it, six or seven people perform a
version of a huddle (a gathering of players in a circle
to receive instructions during a sports game,
especially American football): they lean shoulder to
shoulder, stand toe to toe, bend their knees and
hunch over, put their arms around each other's
shoulders and waists, and firmly interlock their
bodies. One performer then breaks off, props their
feet on someone's leg, balances their hand over
someone's neck, grips someone's arm, and climbs up
over the others in the huddle. That person climbs up,
quietly moves over the top of the huddle, and drops
down on the other side. They are then absorbed back
into the group again, after which another performer
immediately takes their furn to climb over the
huddle. Once this has continued for ten minutes, the
performers find their six replacements from the
audience, and a second huddle begins.

Courtesy of ARTPIX

4. Steve Paxton, Magnesium (1972) 9 min. 30
sec.

Steve Paxton was a dancer for Merce Cunningham and
a key member of both Judson Dancer Theater and
the Grand Union, which attempted to create process
art through improvisation. Paxton subsequently
conceived Contact Improvisation, his improvisational
dance format for duets. At the core of Contact
Improvisation is aikido, which Paxton encountered
when visiting Japan to perform, and it also
incorporates such elements as ballroom dancing,
wrestling, gymnastics, children's games, and sexuality.
Magnesium (1972), which he first presented at the
end of a residency at Oberlin College, Ohio, is
regarded as the seminal work of Paxton's Contact
Improvisation. From the second half of the 1970s,
Contact Improvisation spread rapidly all over the
United States as well as to Canada and Europe,
building a community of ardent practitioners.

® Videoda

5. Yoko Ono, Cut Piece (1964) 9min. 10sec.
The visual artist Yoko Ono was a member of the
avant-garde art movement Fluxus, which was active in
New York and across Europe from the early 1960s.
Centering on George Maciunas, the interdisciplinary
Fluxus encompassed music, poetry, visual art, film,
theater, and more, and is known for the
performance-style "events” that its members held
around the world. Premiered at Kyoto's Yamaichi
Concert Hall in 1964, Cut Piece is an important piece
of performance art from Ono's early period. Ono sits
on the stage, dressed in a suit and with a pair of
scissors placed in front of her. Members of the
audience then come onstage to cut off a piece of her
clothing with the scissors. Some do this tentatively,
while others are bolder, even going so far as to cut
the straps of her bra. The work was subsequently
performed in Tokyo, New York, London, and Paris,
held each time according to a set of instructions
(what Ono calls a "score") devised to realize some
kind of action, performance, or experience. Much like
Ono's other work, Cut Piece emphasizes the agency of



