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What Asymmetry of Gender Creates
By Tatsuro Ishii (Dance Critic)

Because sex has been treated as obscurity, various taboo issued between concealment and exposure in our culture. Meanwhile, diverse eroticism also had been 
expanded. However, such taboo and eroticism had completely collapsed in 1970’s ~ 1980’s. There were many icons involving. Punk movement started by Iggy Pop 
became a cultural phenomenon by Malcolm McLaren and Vivienne Westwood. Robert Mapplethorpe dealt with S&M, bondage and Gay hardcore sex. The 
magazine ”Skin Two” introduced fetishism as a fashion. Cindy Sherman’s photo works showed images of rape and abuse. A scandalous superstar Madonna 
collapsed sexual taboo through media. In late 80’s, AIDS spread on a world scale, as if it were permeating the whole cultural event. In 1990’s, the circumstances 
changed. The super-real delightful sex of Jeff Koons and Cicciolina　seemed to have some kind of heterosexual “anti-AIDS” desire. However, they succeeded in 
voiding pornography, the big privilege in the dark-side by extending closet sexuality to life size.
Sex is no longer to be concealed and dirty matter. Love is sex itself. In this age, the progress of IT supplied simulation-sex. On the other hand, reproduction 
technology also thrived, such as genetic control, in-vitro fertilization, surrogate mothers, and sperm bank. In Japan, the first sex change operation was performed in 
the late 90’s. Thus, even information, bodies, sex and reproduction was getting to be sold by pieces in fully-matured consumption society.Under such circumstances, 
now, what do people want for dance? Although the answer must be in dance itself, the only one thing can be clear; what people want for dance is not drama or 
literature, but the expression only the dance as media can make. “Dance as media”, it is the intensity existing in silent living body.

I came to see such intensity in Kakuya Ohashi’s “Wish You Were Here”(Yokohama ST Spot, Jan 18 2004), a short performance for less than 20 minutes. Acciden-
tally, I had just seen a performance of same title 6 days ago in Sphere Mex in Tokyo. This Sphere Mex version was partly characterized by its forming which was 
suggestive of “Nuhi-Kun” of Tenjo-Sajiki. However it seemed to have failed using the huge space and resulted in desultory.ST Spot version was performed in less 
space. The dancers were only Ohashi and MiuMiu, and sound producer Skank constantly operated amplifiers at the left stage. Skank concentrated the sound 
machines. Ohashi and MiuMiu never exchanged looks, and had no body contact, as if they were different dimensions. That is, these three were totally disconnected 
at this performance.
MiuMiu appeared in indecorous lingerie, soon started cramming a rice ball and drinking some beverage. Ohashi wearing black impeccably looking forward just like 
MIUMIU was not there. Then, suddenly MiuMiu spewed up. It was the only “accidental moment” in this whole performance. After that, MiuMiu tensed and 
distorted her body, and then she started convulsing her bust violently. On the contrary Ohashi shows masturbative narcissism caressing himself on a chair. MiuMiu 
shivered harder, and she finally started thrashing about. Ohashi inserted his body under the chair, then he kept running movement with his arms opened. Eventually 
he exited, and MuMiu gave impressive guffaw.
Sadism and masochism, or a violater and a violatee. Thus, their relationship can be interpreted in many ways. Physical asymmetry of men and women has been 
treated in ballet and modern dance so far. However what Ohashi obsessed was the “gap” in such asymmetry. It arouses insecurity or shivers, and eternal darkness 
and eros live there. Skank’s noise sound greatly contributed the performance. 

The New York Times January 20, 2006
The Enigmas, the Oddities: What to Make of Dance From Japan
By John Rockwell

Modern dance from Japan is much among us these days, ubiquitous and mysterious. One can try to understand it historically: how various more or less Western, 
more or less tradition-based dancers first made their marks in Europe in the 1920's; how German modern dance (for various not entirely savory reasons) was a big 
influence in the 20's and 30's; how Butoh, so clearly reflecting postwar and postnuclear trauma, has permeated the world; how American modern and postmodern 
dance have been the biggest outside influences in recent decades; and how the Japan Society in particular has served as an invaluable showcase for new Japanese 
dance in New York.
Or one can tiptoe into cultural stereotypes. The Japanese have always had an extraordinary ability to adapt foreign ideas and make them their own. They began with 
China 1,000 years ago and continued with the West after 1853. But through it all, something specifically Japanese remained.For me, Japan is the most seductively 
alien of all foreign high cultures. There is something about its mixture of samurai masculinity and geisha docility, about the Ginza and punks and neon lights, about 
the controlled violence of Yukio Mishima's novels and the controlled Impressionism of Toru Takemitsu's music.But that's a dangerous path to tread. Images of the 
German character propagated in holdovers from World War II propaganda argued that something buried deep in the German soul led inexorably to Nazism. Never 
mind that this was a classic case of working backward along the causational chain, and that maybe Hitler was not the only possible destiny of German history and 
culture.Similar stereotypes abounded in anti-Japanese propaganda: the "Chrysanthemum and the Sword" syndrome, one might call it, to cite a book by Ruth 
Benedict (1946) that argued for an inherent tension between aesthetics and bellicosity in the Japanese character. In San Francisco in the late 1940's, there were still 
lingering fears of Japanese attacks and lingering hostilities based on cartoon Japanese distortions.
But maybe the best way to approach Japanese dance is neither historically nor stereotypically, but experientially. There are plenty of opportunities to see new 
Japanese dance now and to come to one's own conclusions as to what it all means.Tonight and tomorrow, for instance, the Japan Society is presenting its ninth 
annual Japanese Contemporary Dance Showcase, with three United States debuts and two premieres. Not having yet seen these particular dancers, I can't speak to 
their quality. But I can recall and describe the varied Japanese dance I encountered last year. Almost all of it was engrossing.

Perhaps the two examples most striking in their Japaneseness were the Project Fukurow, seen last summer at Jacob's Pillow, and Kakuya Ohashi and Dancers at the 
Kitchen in September. Project Fukurow was notable for its diabolical puppets and machines, especially three miniature radio-controlled robots with monster jaws, 
tanklike bodies and wriggling, scythelike centipede legs. Designed by Fukurow Ishikawa, the company's director, these were ostensibly benign - or "not evil," as he 
called them. They looked evil to me, and the whole scenario of a protagonist helplessly under siege from the dark side of his own subconscious was pretty scary.Mr. 
Ohashi's "dancers" consisted of himself and a bedraggled young woman named MiuMiu; live electric guitar sounds were provided by a young man named Skank. 
Supposedly reflecting the alienation of Tokyo today, their piece evoked anomie, isolation, the humiliation of women, the fixations of men. It was strange, off-putting 
and compelling.Mr. Ohashi appeared on a double bill with the American choreographer Beth Gill; the program was organized by Yasuko Yokoshi, who seems a 
prime example of the lure of postmodernism and New York for Japanese choreographers today. Ms. Yokoshi will have her own program March 23 to 26 at 
Danspace Project at St. Mark's Church.

(snip)

By now there are Japanese ballet dancers and Japanese tap dancers and Japanese ballroom dancers (see the original and superior 1996 Japanese version of the film 
"Shall We Dance?"). Perhaps there soon won't be, or there already isn't, a viable category of "Japanese dance" that can be described and categorized; perhaps all that 
will be left will be globalized individuals.But as long as Japan retains its unique character, its potent blend of tradition and cutting-edge modernity, its natural beauty 
and urban flash, its isolation and guarded openness to the world, its computer games and manga and anime and woodcuts and meditational rock gardens, there will 
always be something recognizable as Japanese dance. And we'll all be better for it.
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