¥l The Jardin d'Europe program s a cooperation of the cultural organizations of ten European countries
for the development of contemporary dance life. The work is managed by danceWEB located in Vienna,
The participants of the network started a five-year long cooperation in the middle of 2008. The opportu-
nity to partlicipate in these international programs is open for emerging dancers, choreographers, orga-
nizers and v/riters specializing in contemporary dance. The representative of the network in Hungary is
Workshop Foundalion which has been aclive in the development of cantemporary dance for 18 years, The
Foundation is organizing several professional programs and takes part In an increasing number of inter-
national programs, thus opening the way for independent artists and dance professionals to establish
fareign connections.
We started the Teaching the Teachers (ttt) program to create a forum for raising theoretical and practi-
cal questions, sharing experiences and Initiatives concerning contemporary dance education. The semi-
nar held in Budapest in April 2010 was the fourth one, following the seminars in Vienna, Bucharest and
Stockholm. In this seminar Waorkshop Foundation provided time and space for seven dance teachers to
engage in collective thinking, talking and moving, concerning the past, present and future of contemporary
dance. The Budapest Contemporary Dance Academy took part in the organization and arrangement of
the seminar as the professional partner of the Foundation. The teachers of the Academy Tamas Baké and
 Viktéria Varga together with the frequent quest teacher Eva Karczag provided the nucleus of the group
Together with them wee drew up a group of invited members. In the end, Susanne Martin, Peter Fleyer and
Dorothea Rust spent more then a veeek in Budapest, and Gill Clarke joined the work fn an unconventional
manner - through the internet.
The outline of the seminar program was inspired by a lelter of Jennifer Lacey about the Bucharest ttt
where she called attention to the importance of the lacation concerning the performing arls. According
to this idea we tried to include in the program more local representative organizations of contemporary
dance. Five open classes were held in five different Hungarian dance studios, and their activities were
touched upon by local professionals after the classes. This diversity inspired the participants of the semi-
nar and the wide variely of different experiences led to open discussions about the problems of education
in contemporary dance.
In the present volume one can read reports of the participants, interviews made with them and the pre-
sentation of the two Hungarian dance academies. In an attached DVD the documentation is complemented
by notes, "maps” photos and a video, all created during the seminar. We hope that this material vl be of
interest for committed professionals of contemporary dance and open pedagogical thinking in Hungary

and abroad,
Petra PETER
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Dorothea

Tancos és vizudlis mivész. Kulturalis- s gendertanuimanyokat folytatott a zurichi Képzé- és Iparmivészeti
Foiskalan, Alkotokeént a kovetkezd terileteken mikodik: tanc, improvizacio, performanszmivészet, €16 ak-
ciok és installaciok. Mlvészek és zenészek csoportjaival eqyuttmikodve kuratora kulonbozd performansz-
esemeényeknek (,Der langste Tag", GNOM - Gruppe fur Neue Musik - Baden, Stromerelen Performance
Festival - Zurich). A nyolcvanas években tancosokkal, koreografusokkal és zenészekkel dolgozott eqyitt
New Yorkban, ahol akkor még jelen volt a kisérletezd szellem €s a hatvanas évekbell Judson Dance Theatre
alkotdinak €s munkassaganak szellemisege. Mindez maig inspiraloan hat ra. 1986 6ta szbldeloadasokat
készit, equuttmakodik kulonbozo koreografusokkal, zenészekkel és vizualis mivészekkel. Fellép és tanit az
USA-ban, Dél-Amerikdban és Eurdpaban, rezidenciaprogramokon vesz részt.

Dorothea Rust is a dancer; visual artist and MAs cultural & gender studies University of Applied Sciences
Zurich ZHAK. She works in/vith dance, improvisation, performance art, live actions and Instaliations. She is
curator of diverse performance events in callaboration with other artists and music groups (*Der ldngste
Tag, GNOM gruppe fur neue musik baden, stromerefen Perfarmance Festival Zdrich)
Back in the 80s she collaborated in New York with dancers, choreagraphers and musicians where the
experimental spirit and the protagonists and v/orks of the Judson Dance Group of the 60s weere still around.
It has influenced her veork up to taday. Since 1986 she is invalved with solo performances and collaboration
- with various choreographers, musicians and visual artists: performances and teaching activities in USA,
South America and Europe. Awards,; grants and residencies include: award of the canton Zug and Zurich
Switzerland, grant and prize for performance art of Kunstkredit Basel Switzerland.
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B Aldb anatomidjaval kezdted az orad...

Az elst perctdl fogva, hogy elkezdtem tancolni, kulonosen érdekelt a Iab. Emberek vagyunk, ket 1abon
jarunk, az alvas kivételével egész nap azon allunk, rajta keresztol érintkezink a talajjal. Persze a tancban
mind a négy végtagunkat hasznaljuk, mikor leereszkedink a talajra. Azt gondolom, a 1ab és a talgj és
a tobbl testrész kozti kapcsolat rengeteg informaciot tovabbit a test eqészébe. Két Iabon aliva, mozogva
alab az eqyetien konkrét és allandd kapcsolat valamihez, ami rajtunk kivil van. Ha Glink - s ez manapsag
rengeteg embert érint -, akkor ez a kapcsolat az Ulécsontokon keresztil jon Iétre. Tudataban fenni ennek
a kapcsolatnak, ez adja az alapot. El kell kezdeni valzhol - én a labbal kezdtem -, mert a test komplex, és
rengeteq része van, Talan mindnyajunknak van olyan testrésze, ami 6hozza sokkal .kozelebb all*, mint
masokhoz. Taldn nekem a 13D jelenti ezt.

Es miként hozod be ezt a kilonds megkozelitésmodot az eldadssaidba?

A tanc arrél sz6l, hogyan jatsszunk, dolgozzunk a gravitacioval, hogyan gyozzuk le, s legyiink vele 6
baratok. Ki vagyunk szolgaltatva neki, mivel a Foldon éliink - ez fontos fellsmerés. A gravitaclo valoban
teherként nehezedik a testunkre, s idovel a nyomait is rajtunk hagyja. Szémolnunk kell vele, s emellett
tancoskeént tudataban kell lenniink a testunkben végbemend aprd valtozasoknak/mozgasoknak, £s annak,
ahogy 3 testunk a térben mozog. Ez seqit, hogy megertsuk: 3 gravitacio testunkre, életunkre quako-
rolt hatasa nem csak destruktiv fehet. Maganak a gravitacionak szamos aspektusa van. Lehetdvé teszi
a levegtbe ugrast, az elrugaszkodast, a foldet érést, az érintkezést a talajjal, a vele valé munkat, llietve
a szembeszequlést. A mivészi munkam a gravitacio sokrétl felhasznalasara épul. A soly, valamit teher-
ként cipeini metaforikusan is értendd. A munkaim é16 képek. Kulonboz6 anyagokat - gyumolcsot (példaul
almat), dgakat, koveket - hasznalok, cipelek, €s mozqgok velik. Néha a sdfyom” szines, tarka, maskor nem.
Mindennek sokféle jelentése van.

Azt mondhatjuk, hogy ez konceptudlis gondolkodds. Vagy vannak olyan munkaid is, aminek van
.koreografiai" alapja?

Keépzomiveszetet is tanultam, és mint tancos és eloado mélyen beledstam magam a mivészet vildgaba.
A munkaimban a mozg6 testembdl indulok ki, de nem mondanam, hogy ezek koreografiak. Van szerkeze-
tik. készal egy forgatkonyy, anyagot valasztok, latom, hogy az miként befalysolja a mozgasomat, hogy
az anyag mit jelez vissza a .mozgd magamnak”. Gyakran dolgozom szabadtéren és nyilvanos helyeken,
nem pedig szinhazban, szinpadon. Szamos térspecifikus darabot készitek. A helyszin eqy fontos ossze-
tevo, befolyassal bir a performanszra, ezért igyekszem a térrel, a térben tolteni annui idat, amennyit csak
lehet. Dolgozom magdval a szituacitval Is. Szavakat és mondatokat hasznalok, mert a kimondott szonak
kulonos ereje van - ez egy Gjabb saiy! Ha elhangzik eqy mondat a szinen, s kozben teszel valamit, bizonyos
modon mozogsz, akkor az egész megtelik jelentéssel, és a szoveg tobbé nem .csak” eqy szoveq.

Mit jelent neked a test?:

Mindenkinek van teste. Ez a legnyilvanvalobb dolog, amiben hasonlitunk mas éldlényekhez (emberhez és
allathoz eguarant), sot, 3 mindennapi eszkozokhoz és a természetben talathaté anyagokhoz. A szinész
ugyancsak haszndlja a testét, de a fokusz inkabb az érzésekre, érzelmekre kertl. De a tancosnak csak
a test adott. Az a mi hangszerunk, csodalatra melto, sérulékeny, és f3j6. Ebben a mi technolGgldkra t3-
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maszkodo tarsadalmunkban a test valahogy kezd eltGnni, virtualissa valni. Nem tudom, hogy ez mit jelent,
Valaki megkérdezte téled az 6ran, miben kildnbozne, ha ezutdn nem alméat meg krumplit cipelnél,
hanem mondjuk laptopokat.

A gép egy masik, eqy virtudlis vilagba vezet téged. Tehat atalakitja a cipelés aktusat, ha a dolog mecha-
nikus targy. Nincs ellenemre...

Ez igaz, de hol a test a virtualitdsban? Mit tehet egyaltalan a tancos egy csak virtudlisan ,létezd”
testtel? '

Nagy kérdés. Foglalkoztat, hogu mi milyen formaban ,Iétezd”, Kell enntink, szkségink van élelemre {qyo-
molcsre, zoldségekre), €s kell innunk, aludnunk stb, Ezeknek a természetes anyagoknak és osztonoknek
koszonhetden mikodunk. Hogy a test eltGnik, vagy csak atalakul valami massa? Nem tudom

Mit tanitasz a didkoknak?

Hogy izgassa Gket a mozqds, a mozdulat, hogy akarjak megérezni a testik erejét. Hogy Ismerjék meg
3 testuket, de tudva, hoguan lehet (st)alakitani. Megvaltoztathatod a képét és a rola alkotatt gondolataidat
Is. Roviden, azt tanitorn, hogyan maradjunk kapcsolatban a testunkkel és hoguan szerezzik vissza azt
a tudast, ami a miénk volt és még mindig a miénk (talan néha kicsit rejtetten), és hogy ne ragaszkodjunk
azokhoz a kijelentésekhez, amiket masok mondanak rélunk és a mi testunkrdl. Te vaqy az, akinek dolgoz-
nia kell vele, nem valaki mas. Neked kell megtanulnod bizni benne. S annyi mindenre van lehetéségl Alkot-
hatsz vele és altala. Azt hiszem, elvesztettuk az dtalakuldsba vetett hitel. Az alkotashoz kell a szenvedély.

I You started your workshop with the anatemy of the feet...

Right from the beglnning, when I started vith dancing, back in those times | was already interested in the
feet. We are human beings who walk an two leel, unless we are sleeping we spend all day standing on
them, we are touching the floor through them. And sure, in dancing you mave also on all fours. | think the
contact between the floor and the feet and other body parts transfers lots of information into the body.
Standing and maoving on bwo legs, the feet are the only direct contact to something else outside of us we
alvays have. When vee sit, which is what most people do a lot nowadays, we have this contact also through
the sitting bones. To become aware of this contact gives a foundation. You have to start somevshere - I start
with the feet - because the body is complex and there are so many parts. Maybe each of us has one body
part that fs “closer™ to oneself than to others, Maybe for me the feet are such a part.

And how can you integrate this special approach in your performing practice?

Dancing is al about plauing, vrorking, overcoming, becorning friends with gravity. We are exposed to grav-
ity because we live on the earth - this is a huge issue. Gravity really can put weight on our body and over
time it can also damage the body. We have to deal with If, thereby as a dancer it is impartant to become
aware of the srall shifts/movernents in our body and the v/ay our body maves through space. It helps us
to understand that the impact of gravity on our body and life it is not only destructive. Gravily itself has
many aspects; it also allows you to spring up in the air, to bounce off the floor and then let yourseif back
into the floor, get in touch with the floor, woarking with gravity, out of gravily, My artistic wark is about
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3 many layered dealing with gravity. Weight is also metaphoric, to carry something Is melaphoric. My
waorks are living images. | use, | carry different materials like fruit (apples), branches, stones and | move
with it. Sometimes my “weight” is very colorful, sometimes not. It has many different meanings.

So your way of thinking is conceptual? Or there are also performances based on choreography?

| had studied visual art, too, and as a dancer and a performer | went deep into the field of art. | veork from
my moving body in my pieces but I wouldn't say it is choreography. It has a structure, It has a scenario,
I choose material, | see how it affects my movement, how dealing with the material feeds back onto the
“"moving self*. Very often | work in outside and public spaces, not on a theatre stage. I do a lot of site specific
work. Space is an important agent, it has an impact on my performance, | spend as much time as | can in
and with the space. Then | deal with the situation as it is. I also work with voice words and sentences. Spoken
text is very powerful - that s another weight. If you put a sentence on the scene and you do something, you
move in a certain quality, it can really become “meaningful’, and text will not be just a "text”.

What does the body mean to you?

Everybody has a body, it’s the single mast comman thing we share with other beings (human and animal)
and even everyday commodities and natural material, An actress works with the body, too, but the focus is
more on feelings, emations on narration. But for a dancer there fs only the bady. It is your instrument, it is
honorable because it can be injured, hurt. In our society of technology body is disappearing, it is becoming
more and more a virtual one, | don't know what this means.

Someone asked you at the workshop, “What is the difference if you carry an apple, a potato - or if
you carry a laptop?" .

With this machine you get to anather, a virtual world. So it transforms the act when you carry something
mechanical, | am not opposed to it

Itis true, but where is the body in the virtual world? What can a dancer do with a virtual, non-existing
body?

That is a big question. | keep working with these existential matters. We have to eat, we need food (e.q. fruil,
vegetables), and we need to drink, we need to sleep elc. We function through these natural materials and
desires. Is the body disappearing or is the body just transforming into something efse? | don't know.

What do you teach to students?

To be excited about movement and maving, to feel the power through their body. To acknowledge the body
they have and to know that you can (trans-)form it. You can change the image and your thoughts about
it. Basically | teach how to get in touch with it and how to go back to the knowledge - you once had and
still have (sometimes a little bit hidden) and not to stay veth what others tell you about yourself and your
body. You are the ohe who has to work with it, not someone eise. You have to find trust in it. And you can
do so many things! You can create with and through it. 1 think we fost a little bit the belief in the possibility of
transformation. We need passion to createl
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