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IF I CAN'T DANCE,

PREFACE

I DON'T WANT TO BE
PART OF YOUR REVOLUTION

AWORD FROM THE CURATORS

A new, third edition of If | Can’t Dance, | Don't
Want To Be Part Of Your Revolution is on its way.

Departing from investigations of theatricality
and the live moment (Edition I, 2005) and of the
legacies and potentials of feminism in contem-

porary art practice (Edition 1l, 2006-2007), the -

upcoming Edition 11l (2008-2009) focuses on the
notion of the masquerade.

This year and the year to come, If | Can't
Dance... will have instalments in Copenhagen,
Bilbao, and Dublin, collaborating with Over-
gaden arts centre, the University of Copenha-
gen and Karriere, Sala Rekalde and Project Arts
Centre. In the Netherlands we'll be present in
de Appel arts centre in Amsterdam and the Van
Abbemuseum in Eindhoven.

Keren Cytter, Jon Mikel Euba, Olivier Foulon,

Suchan Kinoshita, Joachim Koester and Sarah
Pierce are invited to produce new projects with
us that will be developed within the time frame
of two years, and presented at the subsequent
moments on which If | Can’t Dance... will visit
the institutions mentioned.
Besides the more explicitly international chore-
ography of If | Can't Dance... and the new team
of artists we are going to collaborate with, we
would like to mention the new series If | Can't
Dance Tonight, hosted by Frascati Theatre in Am-
sterdam. The events within this series are organ-
ised on a monthly base, and both contextualize
the practices of the artists that go with us on
tour, and articulate the field of research central
to Edition II1.

Since the beginning of 2008, If | Can't Dance...
has established itself as an independent founda-
tion with a permanent production base in Am-
sterdam. With our new team we operate from

the Rijksakademie. We would like to thank them,
as well as our main financial supporters, the
Mondriaan Foundation and the European Union
Culture Programme (2007-2013), and all those
engaged in this newly developed programme.

We very much hope to meet you at one of the
events to come!

Frederique Bergholtz and Annie Fletcher






MAGAZINE 1

IN THIS MAGAZINE

This magazine is the first from a new series, ac-
companying Edition 11l (2008-2009). Each issue
presents one artist in focus’. The first magazine
is dedicated to the practice of Suchan Kinoshita.
The material used is based on If I Can’t Dance

Tonight with Suchan Kinoshita which took place -

on June 18 in Frascati in Amsterdam. The core
event of the evening was a conversation with
Igor Dobricic in which Suchan Kinoshita elabo-
rated on her interest in the role of the spectator,
anticipating her new project in which she will
investigate the interconnections between, and
the roles of, spectator, performer and director/
artist. —

Suchan Kinoshita studied contemporary music
in Cologne (1981-85) and both studied (1988-
1990) and taught at (1998-2004) the Jan van
Eyck Academie in Maastricht. She was resident
at PS1 in New York (1994-95) and won the Prix
de Rome (1992). Recent solo exhibitions of her
work were presented in Kunstvereniging Di-
epenheim (.aber auch dann fehlt ein Fehler,
2007-2008), the Ikon Gallery in Birmingham
(Das Fragment an sich, 2006-2007) and Marres
in Maastricht (Archive of Problems, 2004). Re-
cent groups shows she participated in include
Skulptur Projekte in Minster (2007), A for Alibi
in De Appel, Amsterdam (2007), the Sharjah In-
ternational Biennial 8 (2007) and Adaptive Be-
haviour in the New Museum of Contemporary
Art, New York (2004).

Igor Dobricic studied dramaturgy at the Acad-
emy of Dramatic Arts in Belgrade. Since 1999 he
has been coordinator of the Arts Programme
of the European Cultural Foundation. In the

same year he was admitted to the postgradu-
ate course at the De Amsterdamse School/Ad-
vanced Research in Theatre and dance Studies
(DasArts) where he focused on exploring the
parameters of the performer/audience pres-
ence inside a specific space/time context. From
2005 onwards, Igor Dobricic started develop-
ing a new project platform for the ECF (ALMOST
REAL). Next to his role as arts programme of-
ficer for ECF, Igor is collaborating as a drama-
turge with a number of younger generation
performers.
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CONVERSATION

The following text is a transcript of the conversa-
tion between Suchan Kinoshita and Igor Dobricic
that took place on June 18 at If | Can’t Dance To-
night in Frascati Theatre in Amsterdam.

Suchan Kinoshita, one of the artists that will
develop a new project over time within the up-
coming, third edition of If I Can't Dance.., was
invited to introduce her work at If | Can’t Dance
Tonight and to share with the audience some
initial thoughts on the direction this new project
might take.

Igor Dobricic, dramaturge and coordinator at
the European Cultural Foundation was invited

to be her conversation partner. They didn't know
each other beforehand, but were brought together
by the organisers on the basis of the expectation
of having affinity with-each other’s fields of inter-
est.

Suchan Kinoshita’s departure point for the new
wdrk is her interest in the ‘roles’ of spectator, per-
former and director. The direct source for investi-
gating these positions and their relations, is her
personal biography, offering a fruitful scenery
for articulating these ‘plays of selves” In the con-
versation printed here, she makes a start, mainly
focusing on the role of the spectator.



CONVERSATION

SUCHAN KINOSHITA & IGOR DOBRICIC

S: First | want to turn this thing. It's a clock and
it's going to accompany us. I call them ‘clocks’;
they run for a certain time. | wonder whether it
will be finished before we leave. Maybe we will
be finished first... .

I: You never measured the time that it actu-

ally takes?

S: The time of this clock always changes be-
cause of the temperature. ]

I: Ah.

5: You never know, with so many people in
the space it might go very fast!

So let me start with-a thought | had about my
life as a spectator.

When | was a child and | couldn't fall to sleep,
I invented a game. | stared at'the metal piece
of a lamp hanging in my bedroom and when
I'got accustomed to the darkness, | could see
the reflection of things happening in this metal
piece.

I had no expectations about a certain image
that would appear; it was about concentrating
on this object, allowing me to enter the role of
a spectator. Suddenly it would just open up. |
always had the feeling it was not me, creating
the image. I really thought that what | saw was
happening in the reflection. But of course it was
also part of the role [of the spectator] that I had
created at that moment, that’s what gave me
this so-called performance. Thinking back I viv-
idly remember this pleasure, the pleasure of the
creation of the spectator, which stimulated me
to perceive my surrounding as a performance.

And this could happen anywhere. Anywhere.
Later on, when | started working in theatre,

when [ started doing performance with a begin-
ning, middle and an end, this became actually a
sort of a reduction for me. What | would like to
work on for If | Can’t Dance..., is a frame which
is not in the first place meant for performance
but can become one. :

I: I have this interest lately in this notion of
attention; in where you put your attention. You
create the possibility of something to happen.
If we would get very silent and start listening to
what is happening...

..there, then all of a sudden something
opens up in that space, which could take us,
who knows where? .

S: But it’s also this strange combination be-
tween concentration and not concentrating.

Here is another example: | had this ritual of
going for walks to escape the situation at home.
Everybody knows this probably, it's a very clas-
sical image, but it was absolutely important
for me to get out of the house and to just start
walking. To start walking and walking and actu-
ally I didn’t know what | was looking for. | was
looking for some sort of ...

SOUND OF METRO

S: | think it probably had more to do with the
clock; spending time, in another space. Prob-
ably I didn’t know what | was looking for. It was
more about going away from a certain place,
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There were times that | found my-
self back in a telephone box, learning
by heart recorded announcements,
telling me that | was not connected.
And for me it was really an important S0
thing to do you know. The telephone Feyee:
box was just there. | wasn't going to £
the telephone box. | came across it. | "OW
| found in these announcements a | Words
means for rehearsal, a stimulant to |
learn something by heart. | still know
them. Suddenly, | think, | was really |
happy to do it, because it gave me |
pleasure in spending time. !

Now | want to make a little link to a
work. | constructed a travel agency
in the train station of Maastricht. The
visitors to the exhibition could sign
up for a journey with me for twenty-
four hours, without knowing what
the destination would be. We created
a kind of a plan, a score, to figure out
where to go before we moved. We
decided, for instance, that we would
take the first train out of Holland, get
out of the train at the first stop, take the first bus,
get out at the first stop, go into the first pub we
would come across and have a beer. By deciding
this beforehand, it was very nice to walk, | mean,
we didn't have to decide where to go. We were
directing our movements.

When we were drinking the beer, having
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Shall we have one later ?

: _A w -
help

énded up somewhere in a pub in Brussels, we
thought up a fictive space in Brussels. A com-
pletely fictive space, and | think after three or
four beers, we knew: OK, now we know what
the space is... a square. So, after having created
the square for ourselves to convince ourselves
what the square really is like, we left the pub.
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We walked into the taxi. It was just waiting in
the street, by chance. We went into the taxi and
asked the taxi driver to take us to the square.

I: How did you explain to him what it looks
like, what did you say?

S: We said: “it's a place... we have been there
before, we know the place, the square, but we

11

on thg ocdssnonoﬂf I Can’! Darice Tonight, NOTE
June 18 2008, Suchan Kinoshita read John Cage’s
‘Lecture.on Nothing (1959),

Suchan Kinoshita’s reading of the
- complete lecture can be listened to
via wiificantdance.org.

JOBRICIC

don't know exactly where it is. We
don’t know where it is. But it is here
somewhere. It is here. We know it is
existing. It exists.” So the taxi driver,
the person that is supposed to know
all the squares in Brussels, had to
translate our descriptions into a real

place:
But the taxi driver didnt know
~ where it was. So what happened
was that the trip was going everywhere else. He
started to show us all the other places that re-
sembled to him the one we had described and
started to propose to us different other places
that we might be happy with. But of course our
job was to postpone the solving of the problem.
We didn’'t want to go to that place. We really
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Igor Dobricic tries out the Clock. NOTE

SUCHAN KlNOSHITA & IGOR DOBRICIC

invent things for his shop, to survive with the
shop. The shop was actually a very, very small
space. And every day he changed the order of
things in the shop, recreated its economy, to
have a reason for work or for the shop to exist.
These were not really spectacular things he did,
but for me they were spectacular, I think prob-
ably more because of this unspectacular way he
invented these new things for his shop.

I was very fascinated with it. There is some-
thing about acting or performing that is a sort
of economy in movement or in behaviour.

I: This is again because to work does n8t
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mean to perform for somebody else. To work
means to be engaged in the material, with some-
thing in the world, for reasons that have noth-
ing to do with being observed by somebody.
It gives the observer the possibility to create a
perfqrmance, because it's not in the action. It's
not meant to be, it's not meant for me. So | can
make it into something by looking at it.

S: 1 like people performing for me, though. |
consider performing also as work in fact. You
work with dancers for instance. With dancers,
work has to do with the way the movement is
actually created; whethér it has a sort of econo-


















A lady from Texas said: Ilivein Texas . %
_ ; We have no music = in Texas. The reason they’'veno
music in Texas is because they have recordings
in Texas. Remove the m Texas

and someone ill learn to sing

Everybody a song

which is no song at all :

itisa process  of singing :

and when you sing ‘-.{ ,
you are where you are

All T know about : thodmthatwhcnlamnotworhnglaometnme.

think I know something, but when I am wo'king, it is quite clear that I know nothing.
Afternote to LECTURE ON NOTHING

. 1 w ow
In keeping with the tiought expressed above that a discussion is nothing more "
‘than an entertainme Iprepareddxanswersfortheﬁmdxquemomasked 1
regardless of what y were. In 1949 or "50, when the lecture was first
delivered (at the Artits’ Club as described in the Foreword), there were six
questions. In 1960, f ever, when the speech was delivered for the second
time, the audience gé the point after two questions and, not wishing to be
’ . entertained, refraineafrom asking anything more.
; The answers are ;
1. That is a ve
My head w6
Had you he

good question. I should not want to spoil it with an

to ache.

A d Marya Freund last April in Palermo singing Arnold
Schoenberg} Pierrot Lunaire, I doubt whether you would ask that
q“c“{oﬁ 1

Awordhig' i the Farmers' Almanac this is False Spring.
ﬂw question . .
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IF 1 CANT DANCE... AT HOME

IF I CAN'T DANCE.

. TONIGHT

o

The monthly event If I Can’t Dance Tonight func-
tions as a zone of experimentation and as a re-
curring element within the various, moving ac-
tivities of If | Can’t Dance... as a rolling platform.

Hosted by Frascati Theatre in Amsterdam,
If I Can’t Dance Tonight offers an eclectic pro-
gramme of performances, instantaneous exhi-
bitions, conversations with artists, screenings,
readings, music etc. The Tonight events desire
to provoke new ideas in the field of performa-
tive art practice in general, and to investigate
notions of the masquerade in particular, giving

fime for in-depth discussion and exploration -

23

-

and to — eventually — make the public... dance.

Each If 1 Can’t Dance Tonight offers the stage
to one ‘artist in focus” The most recent Tonight
hosted Suchan Kinoshita’s conversation with
Igor Dobricic and her performance of John
Cage’s Lecture on Nothing in addition to a per-
formance by Melanie Bonajo and Kinga Kielc-
zynska in which the audience was invited to
join a trance dance. A previous edition featured
Jon Mikel Euba in conversation with critic and
curator Peio Aguirre, followed by a futuristic-
folkloric dance with the audience, directed by
Voin de Voin.
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