CONDITIONS OF USE FOR THIS PDF

The images contained within this PDF may be used for private study, scholarship, and
research only. They may not be published in print, posted on the internet, or exhibited. They
may not be donated, sold, or otherwise transferred to another individual or repository without
the written permission of The Museum of Modern Art Archives.

When publication is intended, publication-quality images must be obtained from SCALA
Group, the Museum’s agent for licensing and distribution of images to outside publishers and
researchers.

If you wish to quote any of this material in a publication, an application for permission to publish
must be submitted to the MoMA Archives. This stipulation also applies to dissertations and
theses. All references to materials should cite the archival collection and folder, and
acknowledge “The Museum of Modern Art Archives, New York.”

Whether publishing an image or quoting text, you are responsible for obtaining any consents
or permissions which may be necessary in connection with any use of the archival materials,
including, without limitation, any necessary authorizations from the copyright holder thereof or
from any individual depicted therein.

In requesting and accepting this reproduction, you are agreeing to indemnify and hold
harmless The Museum of Modern Art, its agents and employees against all claims, demands,
costs and expenses incurred by copyright infringement or any other legal or regulatory cause
of action arising from the use of this material.

NOTICE: WARNING CONCERNING COPYRIGHT RESTRICTIONS

The copyright law of the United States (Title 17, United States Code) governs the making of
photocopies or other reproductions of copyrighted material. Under certain conditions specified
in the law, libraries and archives are authorized to furnish a photocopy or other reproduction.
One of these specified conditions is that the photocopy or reproduction is not to be “used for
any purpose other than private study, scholarship, or research.” If a user makes a request for,
or later uses, a photocopy or reproduction for purposes in excess of “fair use,” that user may
be liable for copyright infringement.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: | Series.Folder: |
The Museum of Modern Art Archives, NY MoMA PS1 T . A.335.

VOICE CHOICES

A Selective Guade to Openings and Special Events

=
o
&
<
z

L

e danced naked on the roof of the Clocktower on a freezing, windy day in late November a
year ago, and floated in streams of rushing water in Japan. With shaven head, bare skin, and
extraordinary control, Min Tanaka opens slowly out of a kind of darkness of concentration
and yields himself to a sense of timelessness. Sensitive to his body's inner motions and to its
surroundings, he patiently erases the boundaries between them. Saturday from 4-6 at P.S. 1, 46-01
915t Street, Long Island City. 784-2084. (Supree) Failalan 3 L
o T :

S M




FOR STUDY PURPOSES ONLY, NOT FOR REPRODUCTION.

Collection: Series.Folder:

MoMA PS1 ., ARaaL

The Museum of Modern Art Archives, NY

VOICE CHOICES

A Selective Guide to Openings and Special Events

=
L |
=
<
=
@

¢ danced naked on the roof of the Clocktower on a freezing, windy day in late November a
year ago, and floated in streams of rushing water in Japan. With shaven head, bare skin, and
extraordinary control, Min Tanaka opens slowly out of a kind of darkness of concentration
and yields himself to a sense of timelessness. Sensitive to his body's inner motions and to its
surroundings, he patiently erases the boundaries between them. Saturday from 4-6 at P.S. 1, 46-01
215t Street, Long Island City. 784-2084! (Supree) Linty b s gy i

g =




FOR STUDY PURPOSES ONLY, NOT FOR REPRODUCTION.

Collection: Series.Folder:

MoMA PS1 I  A.9)2

\\The Museum of Modern Art Archives, NY

VOICE CHOICES

A Selective Guide to Openings and Special Foents

© WASHIZU

¢ danced naked on the roof of the Clocktower on a freezing, windy day in late November a

year ago, and floated in streams of rushing water in Japan. With shaven head, bare skin, and

extraordinary control, Min Tanaka opens slowly out of a kind of darkness of concentration

and vields himself to a sense of timelessness. Sensitive to his body's inner motions and to its

surroundings, he patiently erases the boundaries between them. ‘\aturday from 4- 6‘ at P.8. 1, 46 01
213t Street, ‘Long Istand Cuy ?84 2084. {Supree) s _ 7 [ril s‘:‘_ x
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e danced naked on the roof of the Clocktower on a freezing. windy day in late Nouember a

year ago, and floated in streams of rushing water in Japan. With shaven head, bare skin, and
extraordinary control, Min Tanaka opens slowly out of a kind of darkness of concentration

and yields himself to a sense of timelessness. Sensitive to his body's inner motions and to its
surroundings, he patiently erases the boundaries between them. Saturday from 4-6 at P S. 1, 46-01
21st Street, Liong Island City: 784«2084 (Supree! A LRI | AT
llﬂ-m ‘ 143 B, s . S omug e sl b el




FOR STUDY PURPOSES ONLY, NOT FOR REPRODUCTION.

Collection: ~ Series. Fo{der |
The Museum of Modern Art Archives, NY MOMA_ PS1 =iE—— 11._ . A 'al

=
o
T
o
<
z
L]

¢ danced naked on the roof of the Clocktower on a freezing, windy day in late November a

year ago, and floated in streams of rushing water in Japan. With shaven head, bare skin, and

extraordinary control, Min Tanaka opens slowly out of a kind of darkness of concentration

and yields himself to a sense of timelessness. Sensitive to his body's inner motions and to its
surroundings, he patiently erases the boundaries between rhem Snrurdu} !rom 4-6 at P S 1, 46-01
218t ‘street I:ong*!.thnd Ctty 784 2084 (Supree} -
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1 our BEING. ip presents

ﬂl’lm : oo . =gor I-.-r.-‘l to 1 .1 to our internal voice.
Papt‘r Body Weather Laboratory (Shintai Kisho Kenkyujo)
CONTACT: Hm. 506, 5-13-1, H A Wy kyo, Japan 164
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Min Tanaka Hyper-Dance
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Last
Toynma,
It is very
the strean
the riv
object.
fou hear th
at the same
around the body. 5 Y
of the body, you will
eam in the
the body. Tt
head part, b
It does mot
desperates, but
ings and grasp X
That is, make your bod
concentrating on your ego.
the feeling of water
stuck by a rock, and no
wait and see. The bod
flowing again like wa

I am going to try
that it is more comprehe:
water fall. Right now we
of our body separate from
workshop=- feel and concen
independent from others, and
suck as the palm, the |
made of differents par
mctually become separate from one &
fasl the entire flow of the bodyland
developed to do so from older time
only through such methods? At most
arbitrary physical sensatl
each part of the body, ar
flowing system{anatomic
Face the field in fron
body--face the cosmos ©
water horizon only with
be inspired, and you wi
context of your entire
over-concerned &s Lo W

phote: Akihide Tamura

first plece:Grass Smell(solo)
presented 12 pieces
1 series"SUBJECT"1-9
197577 series"Dance Event'1-32
1977 autumn Hyper-Dance Projection 1826 Hours
QOvar 120 locations in Tokyo,

Sapporo, Asahikawa, Chiba,
Yokohama, Yokosuka, Nagoya, Osaka,
Nishinomiya, Kyoto,Kobe, Hiroshima
yper-Dance "DRIVE" series 1-60
Tokyo, Kyoto, Mito, Sapporo, Ctaru,
Hakodate, Rsahikawa, Obihiro,
Toyama, Kanazawa, Yokohama,
Kasama, Hachioji, Matsumoto
1978 Oct.-Kov. Hyper-Dance'DRIVE! series 61-159
lHLlu1lﬂE special exhibition of
Japanese concept of Time-Spacel,
e des Arts Dacoratifs, Festival
omne & Paris(Oct.25-Nov.3)
t Germany, Frankfurt, New York
rancisco,
per-Dance "DRIVE" seriss

Feb.-Oct.

ji, Kagoshima, Tokyo, &
p in Mt. Fuji, Hachioji,
i1 Temple

o»r Dance "DRIVE" series
naka 'Workshep'
Amsterdam, london, Rome
.r Dance "DRIVE" meries

hire, Tokyo, Sapporo, Obihire,
atn, Nagoya, Kyoto, O=aka,
ima, Kagoshims, (with other
vrs of Body Weather Laboratory.
workahop: One week workshopt
Hachiagi, Toga village in the
mountaina, Hiroshima University
Ritsumoikan Univ., Kagoshima Univ.

DRIVE ON ——page 39 1979 Hov. :{iic;ngx\:ncn “DRIVE" series in
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according
teams

to

ntral

; two central
teaps can increase OF
he chenged
yery outline
sutside in figure
beratory is beginning
associate
the group and
who come and go betwesn
side. Central points

Weaather
on account of
who exist ocut

s a metaphor when it is locked at
de of the time framework, except
workshop. The time other than workshop is
& metaphor when it is locked at from the
time framework of workshop. By mutual
feedback betwesn them, we have to be able to

Min Tanaka is
wide open-air o = - e
i Bta t T 3 t shar sm &t t y =
Lp?zi:e:?y Lo vailab ACT : declure that both of them are wrong. IListsn
Body Weather Labora : to the voice from omnipresent bodies. Then
Fm. 306, 5-13-1, : you can catch the message from them. You

164 phone 03— will begin te get on a rhythm. Do not let
this precious voics fade away in the loglc

of tims. Swallow and orush tims, FKeen-on.
exiating clearly. Performers can exist
peautifully in front of the audience and

keep on seducing them. Always make progress
to the ordinary ‘'without expectation'.

Create a consensus at the same time. We are
presenting the “place of expression™, such as
taking part in the 'Drive® of Min TANAKA

and joint/associate performances with artists,
musicians and dsncers of the inside and
outside of Body Weather Laboratcry. Of course
the voice from our bodies is basically
ctreaming all the time, but sometimes we

go forward with very circumstantial

blems or conceptions. We may present

y our bodies. As a form, we present

srious mituations such as an art exhibition,
mething like a theatrical performance, nr
nply, 4 concerkt.

are

OJI INTERCHANGE ¥
Body Weather Laborstor
= From here to

factory ] ¥ > - e
base of ther La - anl

Saturday and S
replenishment
with the outside.

Zxchange Producipg Station
we have

Nowndays, young artists who go abroad or
apan usually can see or hear only
happen to meet, Almost all of them
the company with whom they can
hange opiniona or information, not to

ion to come across the peopls they really
to sea, Perhaps, it might be almost

cult to call together even & small
a to whom they can show their work
tion. Under such conditions
¢ about the exchange with
at home and abroad, producing,
a station for mutual exchange.
# on this, definitely,

il be over. The workshop
body will go homn. But

IVET .

s and warkshop will never be over.
t meek n relief and a repletion

the members. We have performance
op in every minute and space of

bodien in our
keap "fesdbnck"
connaction of the larg
attempt to change the
ghange the world mear our bodles, w
6 gocomplizh to change ou
copstant atream of time and in n
axpance af apece. We do mot have ;
Spesifis leader nor mediator. Various r1
TUSB A5, flow tagether here, hy thne m

IBf SacH samber. VYariouw fluxs alse r

o 88 U
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Note at Random Min Tanaka

We made and published a catalog called
"Body Weather Report" in 1977, and that
wan the first time we uned the term "body
westher". The catalog was copublimhed

by Kosakusha & Forum International and
myself. The editorial work wan started
aimultansously with "Hyper-Dance Proje ot
1824 Houra" and was completed in about 700
hours. The catalog sold out, and there in
no copy osvailable now.

unmod

It wamn three years ago that I d
Ythe key

with Mr. Seigow Matsuoka ths
question in the body skin.

Although man is wrapted up in one plece
of skin{it 1s exciting to realize that it
im really one piece}, he perced
happening outeide of Lt not o
the fmculties built within i
1ike & pensory thresd must ex
in this seans that you must belle
numercun ay=pathetic exchangen th
through the body dkin of tHe dancer
the viewer. And dance was essentinl
this kind of an exchange and n
exchange merely through foras

The other day, we viesited the “man-made
metecrological labormtory" of the intry
of Agriculture which has many lab
with syastems to change the a=mo
temperature, humidity, eta. The m
eating was the facility where Lthey can
change the strength of the wind (
ature and humidity), and we weras
to be ables to go in it. We learned a new
word then from the researchers -
"hreath" of the wind, signifying
of the wind. We experienced the wind breath
with the velocity of 15m/sec., which I felt
rather cold or colder than the actual
temperaturs probably because the win
our body temperature. It im almost
able unless you breath with the wind breath-
ing. And to my expectation, I felt my skin
flipping. What sort of a flow does the wind
make around our body? The breathing wind
atimulated the breathing of =y skin. If you
make a sound with your mouth, facing the
source of the wind, the sound flies away
to your back.

I felt as if I wers able to ses an object
(=sound). The oound waves were carried
away by the very fast flow of wind particlea.
Then, how about the weather of our body?
Callular changes are taking place every
1/5000 sec., and rapid blood and neural
flows=--=the entire body climate i
body becomes awake through the cor
of the outmide weather and the in
« The outaide weather could be
eloe "a body. So true, and so interesting
to witness this.

And what sort of m history do our body have
to underge to weaken this very credible
technology of exchange?

We aay in Japanese "the heart is dan
airce when, I don't know. And what makes it
dance, and how does it dance? But the heart
dances, jumps, and hops. The jumping of the

heart is guite variable depending on the
external atimulations, verbal, visual,
auditory (and somehow, I have not often heard
Internal

of olfactory ones in this context).
stimulation has the same effect.
heart: wouldn®t it be a very compell
dance?

It speems our body is dancing in many ways
even if we don't go to the theater t
a dance performance. he body
coverad with too many has §
grasp the very moment
wer get vid of them al
able to live? It might be the best to take
them off and put them somewhere near the
body.

I met Milford Grayea after two years. We
visited him mt home and he told us many
stimulating things. Right now he is work-
ing on the "drum clinic" very energeticall
One thing he doee is to give a shower of
drum sounds to a patient of cardise abrorsal-
ity. Thecovibration of the body to the
acoustic wave normalizes irregular heart
beata in a gradunl procesa and makes thesm
powerful. He ma recordings of the heart
beat during the treatment, and we wers able
to listen to one of them. The dancing of
the heart was so real. I also took a shower

s
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Leaps fur the Earth —Rod O'Briem—
T_!..ae'.‘inr.‘ Purcans whld |fﬂ'?§ for
tha gur Hast :.po-““' oomrdarn -
mant in waricem dance e the
twavtiee hove hoen fakew inth
oppesite divaction by Min
Tamaka, o spiniT with
sawme Pl:sh;
He tokas

Larth ina

of freedom,
hig davce 4o mothe

ter of the -r‘c--*'rf, wnadoynad,
without props has Aduhlled fengion, ‘rq.uﬂ.'m.f

brilliantly “by the amaging ph | affortse
axevted én The body to produce the ecsenee of
ﬁov'i'fn&-x‘f 3

There are views of him oba sdonid upen the e
vth ina fatal cetl, or omTh fm-g .’_\f‘)"j.‘,l ot
r}nl‘uovdnu”-d)ins fom halt

v
buria
He moras fram lavnto bitumen

orel the bedy reclines The image

Meovk masTarpiece, 1ha
having i destifiad the human
form with strenglh apl Tersion
and beauly ; Min Tamala vac
ognlsin the sparenacs of the flech
and W spirit,

Automatically his i'h‘{)’ tulats, strains
ond pivels, ovel @implicify. A hac hu-
i ity and the honesty of a soldier ol
aneoun s faring insurmountables, fot
i‘.:-el{, but surviving .

T his concentried s heil wa

ha rodiates
ahead in dialogue exudy
ways ﬂu;ﬂw. enargy & -
Yvior p y:l?ﬂ &
5?':41 beth, stoically

pain amd single
seyevance this danc
hoa shaven heod em sur
chips, shrounds his performfance de,
its .nferral:fy ina godlity that
essan‘i'.el)k‘ Taponese
Min Tona <teps Torward i.
frm.rfd by external forces
vi ng tha grace metes of hig wark
avan deeper than Japanese
irto @ wniyersal erbid poss—
withstanded, fos] chords' of
avil isation, Hisisa
cal werld and he dances
discoveryof skin, THis
rusk siciy thaf femporat-
envirenmerd is parceived,
Foy him ot me of undiscovered
?M perception, He <hill
24 o clarify =fep bystey a

sarias of unknowns ,

His balance i s corstant(y threafened ond

vividly on viaw are the muscle guivers ard the
strain of the bedy requir-ed to fiold off 1mbalance,
Theve aremomeris whonfie faits unless hefinishes
ot this parficular port allthe nevve endinga

will ha ed to P Weas, Had hanet he would
have becoma coy vinced by mew that the skin
£ his pack Was comimg Toths frord jm o cin-
cular arki . {hat tha gyoand ond the gross

Tt‘Pu‘Ph?m,Md’ﬂM ofhar wo.y
His hand ond shouldars ware

smudg with ?ru-'Pn* the gross omd his
<eam gl impametrable sEin inchad sl-
oW, y acress urayen surfaces im whal ap-

a cold yariation
coals.

eared to be
of 'wal l‘-’:ns , ho

er of the sculph
vasted with the

ciplined awd concaritrated

te a Pﬂf'ffir'v- o beve Tthe greomd

is corplemantary o a Henry
Zecftiee

tha gf;r:hmf vigour otagen r«.d,

of drusing sounds, mnd found that the sounds
nit differeont parts of the body dopending
The fealing was almost tha
1 get from the ensrgy (lines
eive from the sudience when
e fact I felt the
s in my eara at that tige
keoen intuition and enor=-
ainly continue to give

ir nature.

clacktower on top of a courthouse
town Manhattan, New York, and
ownr have been
e Clock=
after—
sun wans

just bensath ti
g 1

into
b

and were moving
mooming frosen.
£, the changing

gon of the time
I perceived

s Eather, the
ppear. The
{ons outside of my bodyy

m, making vague Lhe
and outside. Both
into each other, I alsc

. 1
roof of P81 and in ita auditorius. No matter
how many minutes m t have pasmed 1im actual
mr, I felt the dience got a live feeling
g it." The whole fisld of relations

and a live.

Lasgt year I danced in water nireams threa

timea in Sapporo, Toymmn, and Hatsumoto, and
I tantat all it "stream dance'. It is
very intaresting as well ms difficult: it is

f the streas is running fast. You
lie down in m ahallow part of the river and
just wait for the body to start flowing like
an object. Try to see what i{s around you
with your eyes open. You hear the sounds
from within water and sounds above ground st
the same time. Various hydraulic patterna
are formed arcund the body. As you gradu-
ally abandon conscious control of the body,
you will begin to feel no resistance to the
stream in the wrista, elbows, anklea, knees
apnd other parts of the body. It is most
4ifficult to be free of resistance in the
head part, but if you try for a long time,
sven that is posaible. It does not work if
you get totally iemersed in it and gek des-
perate, but if you can lock at your body and
your surroundings mnd grasp their real feel-
ings, your body will start flowing. That is,
maks your body alert to things arcund you,
rather than concentrating on your ego. You
might feel frustration between the feeling
of water and that of the body. Suppose you
get stuck by a rock, and not being able to
do anything, you just wait and see. The body
will turn around the rock and atart flowing
again 1ike waste.

I nm going to try this many times this year
because I believe that it is more comprehen—
sive and real than a meditation in a water
fall. Right now we are trying to feel
different parts of our body separate from
each other at our laboratory's workshop--—
feel and ¢ entrate on a certain part of the
body independent from othera, and no% feel
the entire body as one--such as the palm, the
hend, etc. HNeedless to say, the body is made
of differents parts united in one, and the
parta will not actually become ssparate from
one anothar. It is important to feel the
tire flow of the body (and many methods
ve been developed to do so from olden
times), but will our body wake up only
through such methods? At most you might get
only mn arbitrary physical sensation. We

t be more apecific about each part of
the body, and we ohauld mot only depend on
the flowing system (anstomical as well as
physiological) of the body. Face the field
in front of you only with one fragment of
your body--face the cosmos only with your
right bun, or face the water horizon omly
with your spine. That very part chosen will
be inspired, and youy will be able to look
at that part in the contaxt of your entire
body. There im no need any more to be over-
concerned as to where lies the boundary of
your body.
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Min Tanaka Hyper-Dance
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Last year I danced in water o
Toyama, and Matsumoto, and I
It is very interesting as well & f it is better if
the stream is running fast. You lie i shallow part of
the river and just wait for the body to ing like &
object. Try to what is around you wit I
You hear the sounds from within wat
at the same time. Various hydraulic
around the body. As you gradually abanden cc
of the body, you will begin to feel no r stance
stream in the wrists, elbows, ankles, knees and other parts of
the body. It is most difficult to be free of resistence in the
head part, but if you try for a long time, even that is posmsible
It does nmot work if you get totally immersed in it und get
desperate, but if you can look at ur body and your surround-
ings and grasp their real feelings, your body will start flowing
That is, sake your body alert to t gs around you, rather than
concentrating on your ego. You might feel frustration betweer
the feeling of water and that of the body. Suppose you e
stuck by & rock, and not being able to do anything, you just
wait and see. The body will turn around the rock and start
flowing again like waste.

I am going to try this many times this ysar because I believe
that it is more comprehensive and real an a meditetion in &
water fall. Right now we are trying to feel different parts
of our body separate from each other at our laboratory's
workshop-- feel and concentrate on a certain part of the body
independent from others, and not feel the entire body as one—-
suck as the palm, the head, etc. Needless to say, the body is
made of differents parts united in one, and the parts will not
actually become separate from one another. It is important to
feel the entire flow of the body(and many methods have been
developed to do so from older times], but will our body wake up
only through such methods? At most you might get only an
arbitrary physical sensation. We must be more specific about
each part of the body, and we should not only depend on the
flowing system(anatomical as well as physiclogical) of the body.
Face the field in front of you only with one fragment of your
body--face the cosmos only with your right bun, or face the
water horizon only with your spine. That very part chosen will
be inspired, and you will be able to look at that part in the
context of your entire body. There is no need any more to be
over-concerned re lies the boundary of your body-

it £ - o —

*a Tanala Min Dance takes us from the history
S5 of life to an awareness of the history of

% the body. Conventional images associated

! with the body are erased and the images that
were lost can be regained. i

Pulsation of the spirit race through
the nervous systef,mounting internal pressure
reaches its epidermal breaking-point, all
culminating in a hyper-resonating state. The
body in the state of dance and the skin in
infinite expansion continue their unending
crawl over time and space.

Born An Hachioji city near Tokyo in
1945, T began dancing in my own way at three,
erchanted by festival music. Studied

' podern ballet and dance for 8§ years from'

* 1967, and danced 12 original pieces in
1970-7%. lHeld dance events across the
country(Japan) in Subject series(74-75, 8
events), the Dance Eventzstute series on
bodyskin function and sudience participation
(75~77 summer, 32 events), and the Hyperdance
series on the function of the ri:laTEf?EiEF"
77, 120 places in 70 days).

The current Drive series (78-) is a
culmination of the themes of: subject and
nature on both sides of the bodyskin; the
field; relations and sympathy with the
audience and people, matter, and objects.
Improvisation is crucial to my dance .
expression. My body seeks to become a
medium at some times, at otheras it is freed
by God of its gravity. Once I grasp the
ensrgy flow, I can abandon parts of my body,
and later regain them. Our bodiea cannot
recall their history through a dance
dedicated only to movemente and behaviors.
There is ar urge to discover nature and
freedom on both sides of the bodyskin.

01¢ Anjo BUNRAKU

endless paper Drive On : DRIVE ON——page 38
“November 1979
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Min Tanaka Hyper-Dance

] .

Last year I danced in water 2
Toyama, and Matsumoto, and I tent
It is very interesting as well as ¢
the stream is running fast. You
the river and } wait for the
object. Try to see what is ar
You hear the sounds from with
at the same time. Various hydr
arcund the body. As you gradually
of the body, you will begin to fee
stream in the wrists, elbows, ankles, knees and other parte of
the body. It is most difficult to be free of resistance in the
head part, but if you tyy for a long time, even that is possible
It does not work if you get totally immersed in it und get
desperate, but if you can leck at your body and ar surround=
ings and grasp their real feelines, your body will start
That is, make your body alert to th around you,
concentrating on your ege. You m t feel
the feeling of water and that of the body.
stuck by a rock, and not being able to do An
wait and see, The body will turn around the

lowing again like waste.

1 sm going to try this many times this year because 1 believe
that it is more comprehensive and real t a meditation in &
water fall. Right now we ATe trying feel different parts
of our body separate from each other at our laboratory's
workshop-- feel and concentrate on a certain part of the body
independent from others, and not feel the entire body as one--
such as the palm, the head, etc. Needless to say. the body is
made af differents parts united in one, and the parts will not
sctually become separate from one another. It is important to
feel the entire flow of the body(and many methods have been
developed to do so from older times), but will our body wake up
only through such methods? At most you might get only an
arbitrary physical sensation. We must be more cpecific about
each part of the body, and we should not only depend on the
flowing system(anatomical as well as physiological) of the body.
Face the field in front of you only with one fragment of your
body--face the cosmos only with your right bun, or face the
water horizon only with your spine. That very part chosen will
te inspired, and you will be able to look at that part in the
context of your entire body. There is no need any more to be

ncerned as to where lies the boundary of y
o =, 4 R,

Tonala Min Dance takes us from the history
of iife to an awareness of the history of
the body. Conventional images associated
with the body are erased and the ismages that
wers lost can be regained. =

Pulsation of the spirit rece through
the pervous systef,mounting internal pressure
reaches its epidermal breaking-point, all
culminating in a hyper-resonating state. The
body in the state of dance and the skin in

.ite expansion continue their unending
crawl over time and space.

Born in Hachioji city near Tokyo in
1045, T began dancing in my own way at three,
ercnanted by festival music. Studied
modern ballet and dance for B years from’

+ 196%, and danced 12 eriginal pieces in
1970-74%., Held dance events across the
country(Japan) in Subject series{74-75, 8

events), the Dance Ev:nbESLnL_e_ series on

todyskin function and audience participation
(75-77 summer, 32 events), and the Hyperdance
series on the function of the field{sutomne
77, 120 places in 70 days).

The current Drive series (78-) is a
culmination of the themes of: subject and
nature on both sides of the bodyskin; the
field; relations and sympathy with the
audience and people, matter, and objects.
Improvisation is crucial to my dance
expression. My body seeks to become a
pmedium at some times, at others it is freed
by God of its gravity. Once I grasp the
ensrgy flow, I can abandon parts of my body,
and later regain thom. Our bodies cannot
recall their history through a dance
dedicated only to movemente ani behaviors.
There is ar urge to discover nature and
freedom on btoth sides of the bodyskin.
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Min Tanaka Hyper-Dance
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Last year I danced in water streams three
Toyama, and Matsumoto, and I tentatively call
It is very interesting as well as diffic H
the stream is running fast. You lie dow
the river and just wait fo

Try to aee

r the sounds

saame time.

the body.

body ., you w 1

in the wrists, elbows,
the body. It is most difficult
head part, but 4if you try for a long time, even that is
It does not work if you get totmlly immersed in it and get
despsrate, but if you can look a* your body and your surround-
ings and grasp their real feelin pur body will atart flowing
That is, make your body alert around you, rather than
eor ptrating on your ego. Y b ] r tion betweer
the feeling of water and that of ] o you get
stuck by a rock, and not being ab you jus
wait and sees. The body will turn around the rock and start
flowing again like waste.

I am going to try this meany times this year because
that it is more comprehensive and real than a meditaticn in a
water fmll, Right now we are trying to feel different parts
of our body separate from each other at our laboratory's
workshop-- feel and concentrate on a certain part of the body
independent from others, and not feel the entire body as one--
such as the palm, the head, etc. Needless to say, Lhe body is
made of differents parts united in one, and the parts will not
actually become separate from one another. It is important to
feel the entire flow of the body(And many methods have b
developed to do so from older times), but will our body wake up
only through such methods? At most you might get only an
arbitrary physical sensation. We sust be more specific about
each part of the body, and we should not only depend on the
flowing system(anatomical as well as physiological) of the body.
Face the field in front of you only with one fragment of your
body--face the cosmos only with your right bun, or face the
water horizon only with your spine. That very part aen wi
be inspired, and you will be able to look at thst part in
context of your entire body. There is no naed any more

I belisve

Tanala Min Dance takas us from the history
af fe to an awareness of the history of
the body. Conventional images associated
with the body are erased and the images that
were lost can be regained. -

Pulsation of tlie spirit race through
the nervous systef,mounting internal pressure
resches its epidermal breaking-point, all
cul ating in a hyper-resonating state. The
body in the state of dance and the skin in
infirite expansion continue their unending
¢rawl over time and space.

Born in Hachioji city near Tokyo in
1945, T began dancing in oy own way at three,
ercnanted by festival music. Studied
modern ballet and dance for 8 years from'

+ 196%, and danced 12 original pieces in
1970-74. Held dance events across the
country(Japan) in Subject series(74-75, 8
eveats), the Dance Event/State series on
bodyskin function and audience participation
(75-77 summer, 32 events), and the Hyperdance
series on the function of the field tomne
77, 120 places in 70 days).

The current Drive series (78-) is a
culmination of the themes of: subject and
nature on both sides of the bodyskin; the
field; relations and sympathy with the
audience and people, matter, and objects.
Ieprovisation is crucisl to my dance
expression. My body seeke tc become a
medium at some times, at others it is freed
by God of its gravity. Onace I grasp the
enargy flow, I can abandon parts of my body,
and later regain thom. Our bodies cannot
recall thedir history through a dance
Adedicated only to movements and behaviors.
There is ar urge to discaver nature and
freedom on both sides of the bodyskin.
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