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This exhibition focuses on the two avant-garde dancers, Antonia Mercé y Luque known as “La

Argentina” (1890-1936) and Kazuo Ohno (1906-2010). La Argentina was also known as “the

Queen of the Castanets” and she innovated 20th century Spanish dance. Her performance in

1929 at the Imperial Theater in Tokyo made on Kazuo Ohno in his youth a great impact that

encouraged him to the creation of his masterpiece Admiring La Argentina in 1977.

A movement that will not be fixed: Kazuo Ohno and La Argentina
[Dates] 10 Oct. 2018 — 15 Feb. 2019
[Venue] Museo Nacional Centro de Arte Reina Sofia, Nouvel Building, Library

For more information : https://www.muscoreinasofia.es/en/exhibitions/movement-will-not-be-fixed-kazuo-ohno-and-argentina
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The SICK DANCER In Sao Paulo
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The SICK DANCER In Sao Paulo

Fernanda Raquel (Theater director)

Stage center, a Japanese tatami mat. A sick body (To-
momi Tanabe) then enters, bandaged up with tights,
carried on a stretcher. The Sick Dancer is placed on the
mat, writhing to the sound of Japanese words, which
are incomprehensible to a Brazilian audience. After
some time by herself, dancing in a supine position and
barely able to get up, the sick dancer begins to interact

with a hanging microphone. Just a voice, speechless.

What does a Brazilian audience expect from a Butoh
performance? Bodies made of another matter, a dila-
tion of time, something touching and poetic. Butoh’s
prevailing image in Brazil is not closely related to
Tatsumi Hijikata’s provocation and irony. While au-
diences expect that his dance be embodied, it remains
a myth. A man disguised in a kimono (Takao Kawa-
guchi) behind the seat sneaks in. His presence goes un-
noticed until he makes his way through the spectators,
some of whom are surprised. He wears a a big, orange
mask of an artificial head with a childlike design of a
face on the back. The dancer leaves the stage. Kawa-
guchi dominates the space playing with the mat, as if
riding a little horse. He climbs the walls to the sound
of the Beatles with Paul McCartney singing 7he Fool
on the Hill. “And the eyes in his head see the world

spinning round.” Kawaguchi’s eyes are on his back.
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The fool, who climbs the hill and watches the sunset,
the man no one would take seriously, but who can see
further, he looks all around; he looks at his own back,
he looks out at us. He is half-desperate, half-crazy,
half-foolish, half-strong, half-weak. He is not afraid
of being a child; not afraid of falling. He is just a man.
No longer a Butoh master, no longer a myth. We, the
audience, are surprised by the joke, by the grace, by
the breach of our expectations. Bodies dance before us,
bodies belonging to today, not from another time. The
sick dancer returns and both of them invite us to the
exit. We find ourselves on the Avenida Paulista, pro-
tected by glass. At times they dance outdoors, at times
indoors. Both funny and sad at the same time, a rather
strange partnership emerges, but the two are accepted
and empowered. The sick body feeds the healthy one

and vice versa. A feeling of demystification.

The spectators’ way home follows another beat. What
do we see? A dance? A corrosion of our ideas about
Butoh? We witness bodies interacting, those of the
performers, and of our own. We stand amidst imag-
es, memories, sounds, and gestures created and soon
destroyed in space. We have nowhere to run to with
our emotions. The moving bodies remind us of life
and death, joy and sadness, beauty and ugliness. The
Sick Dancer is not restricted to the performance space,
she follows us; she survives. The exhaustive albeit tire-
less dialogue, which Takao Kawaguchi and Tomomi
Tanabe engage in with Tatsumi Hijikata, make us
climb the stairs of a world, both familiar and strange,
which lives in all of us. A stairwell that is usually left

in the dark.

(7he Sick Dancer on August 14 and 15, 2018 in SESC Avenida

Paulista in Sao Paulo)
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