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Sophisticated and refined,
sprawling and lush, Riverdale is
a perfect place to call home. It
has the elements essential for
family living: prestigious schools,
fine dining and shopping. Even
more, it's just minutes from
Manhattan, making commuting
effortless. Riverdale residents
enjoy the privileges of the city
and the exclusivity of a suburban
town. It's where life is enjoyed
and families are built. Have you
thought about Riverdale?

Visit our Riverdale office today to
see why you should consider
Riverdale.

Halstead Riverdale Office
3531 Johnson Ave
Riverdale, NY10463
718.878.1700

halstead.com
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VISA  25th Next Wave Festival -

I VISA / IGNATURE Brooklyn Academy of Music
E Alan H. Fishman William |. Campbell
Hhairman of the Board Vice Chairman of the Board

BAM welcomes Visa Signature
cardholders to the Natman Room.

Visa Signature® cardholders and BAM Members are invited to enjoy this

exclusive donor lounge before performances and during intermissions. h r e e

Benefits include:
* Private coat check * Private concessions * Comfortable seating Anursdmats. BAM Rowad Cikis Oosis Heges

nning time: Mov 13, 15

Simply present your Visa Signature or BAM membership card for admission ne hour and
10 minutes, By Ohad Naharin
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fesign by Rakefet Levy
n & ting by Ohad Fishof

ghting design by Avi-Yona Bueno (Bambi)
Bellus: 15 Bach, Goldberg Variations, performed by Glenn Gould
Humus: Brian Eno, “Meroll
Secus- Chari Chan, Kid 606 + Rayvon (mix: Stefan Ferry), AGF. Fennesz
Kaho MNaa... Pyar Hal, Seefeal, The Beach Boys

Performed by the Batsheva Dance Company

Yaniv Abraham, Daniel Agami, Caroline Boussard, Anderson Braz
Matan David, Sharon Eyal, Stefan Ferry, Talia Landa, Leo Lerus
Yaara Moses, Gili Navot, Rachael Osberne, Guy Shomreni
Gavriel Spitzer, Adi Zlatin, Erez Zohar, Noa Zouk
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you may already have one. Look for the
“Visa Signature” name on the front of your
card and begin enjoying benefits now.
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Batsheva Dance Company

Artistic Director Ohad Naharin

Executive Director, Co-Artistic Director Naomi Bloch Fortis
House Choreographer Sharon Eyal

Company Manager & Stage Manager Yaniv Nagar

Rehearsal Directors Caroline Boussard, Luc Jacobs, Gill Mavot
lechnical Director Reni Cohen

Chief Electrician Gadi Glik

o David Bell

Technician Yitzhak Assulin

Wardrobe Eyal Goldberg

Physiotherapist Dudu Kishban

Publicity Director Kobi Nathan
Photographer Gadi Dagon

International Tour Producer Iris Bovshover
International Tour Management Dina Aldor, Aladdin Ltd. in collaboration with
David Eden Productions, LTD., LS Producer

Whao's Who

Ohad Maharin
Choreographer, Artishic Director of Batsheva

Dance Company
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Maharin's works are performed by many

companies throughout the warld, including
Nederlands Dans Theater, Frankiurt Bz
Lyon Opera Ballet, Ballel Macional de Es
{Madrid), Cullberg Baliet (Sweden), and the

Cpera Mational de Paris, amang others

Avi-Yona Bueno (Bambi) {lighting design)
started his career as a rock-

oncert lighting

gesigner, working with leading lsrael bands

and artists such as ira Haza, Achinoam MNini,

Arlk Einstein, Shalom Hanoch, Shiomo Artss,
Yehudit Ravits, Fortis, Rita, and MNatasha
Between 1982 and 1986 Bambi resided ir

Londan, warking for Britannia Row Productions

Pink Floyd's lighting company. He has toured
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Ever since designing for Ohad Maharin's Sinking

of the Titanic, Bambi's lighting design has
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{ nseparable from Ohad Maharin's work
in Israel—with Batsheva Dance Company, and
abroad—with companies such as Mederlands

Dans Theater, Frankfurt Ballet, Ballet Macional

de Espana, Cullberg Ballel, Les Grands Ballets

Canadians, Guibenkien Ballet, and many more

Rakefet Levy [

graduated fram tf

-ostume design), born in 1958,

» Ramat Hasharon School of

Fine Arts and was both a student and tea
the Shenkar College of Engineering and Design,
Recently she opened the School of De

the Performing Arts next 1o the lsraeli Opera and
the Camer Theatre in Tel Aviv. Since 1982 she

has been

a stage, set, and costume designer

for television programs, as well as opera,
dance, and film productions, both in lsrael
onally. Levy has designed for the

and inlermna




Who's Who

theater and has worked with Israeh playwright
and director Hanoch Levin. Since designing the
costumes for Ohad Naharin's Arbos (1991},
Lewvy has become a regular partner to his work
in Israel and abroad

Ohad Fishof (sound design), boen in Jerusalem
in 1970, is an artist and musician, working in a
diverse range of fiekds, including sound, dance,
performance, and writing. As a musician, Fishol
began his artistic career in the mid-80s as the
leader of the experimental pop band The Top
Hat Carriers. He later moved on 1o compase

for dance, performance, and art installations
while at the same time expanding his artistic
endeayors 1o other media, In the early 90s
Fishof relocated to London, In 1997 he received
an MA in choreography from Laban Centre
London, where he later became a visiting
lecturer. Since then, his work in dance and
performance, as well as his sound instaliations,
were performed and presented in England,
Japan, Lithuania, Holland, Turkey, Switzerland,
Israel, and al the Venice Biennale in 1taky.
Fishof moved back to Israel in 2003 and

is curmently invalved in various ways with
Batsheva Dance Company and Ohad Maharin
He designed the scundiracks for Three, Furo,
and Telophaza, and worked as a dramaturge for
the tatter, In 2004 he was the musical director
and dramaturge of Playback, a s0lo evening

of music and dance directed and performed

by Ohad Nahann. Fishof also designed the
soundtracks for several of the pieces created for
the company by house choreographer Sharmon
Eval. He is also a teacher of Gaga, Naharin's
moverment ]rj rI;._r‘.l_rdE’l‘f'

Dancers

Yaniv Abraham was born in Israel in 1982,
He joined the Batsheva Ensemble in 2001 and
Batsheva Dance Company 10 February 200

Danielle Agami was born in Israel in 1984
She joined the Balsheva Ensemble in 2002 and
Batsheva Dance Company In 2005

Caroline Boussard, bom in France in 1977,
studied at the Conservatoire de Paris. She joined
the Batsheva Ensembie in 1999 and Batsheva
Dance Company in August 2001

Anderson Braz, borm In Brazil in 1981, danced
with Ballet De Londrina from 1998 to 2000,
with Bahia Ballet from 2000 1o 2001, and with
Batlet Sao Paulo from 2001 to 2005, He joined
Batsheva Dance Company in 2005

Matan David was bom in Israel in 1982, He
joined the Batsheva Ensemble in August 2001
and Batsheva Dance Company in August 2003,

Sharen Eyal (Batsheva Dance Company holse
choreographer and dancer) was bom in Israel
in1971. She has danced with Batsheva Dance
Company for more than a decade and s now
choreographs herself, Over the past few years,
Batsheva Dance Company and the Balsheva
Ensemble have performed pieces by Eyal,
including You Gof to Live, Pan (2001}, Ink
(2002), Static (2002), After Love {2003),
Love (2003), Quiet Village (2004), and Fart

I {2005}, Eval was associate artistic director
of Batsheva from 2003 o 2004 and since
January 2005 has been Batsheva's house
chorecgrapher

Stefan Ferry, born in France in 1975, studied
at the Conservatolre de Paris. He danced with
Les Ballets de Monte-Carlo, directed by Jean
Christoph Maillot, from 1995 to 1999 and
joired Batsheva Dance Company in August
1999

Talia Landa was born in Israel in 1980, Landa
joined the Batsheva Ensemble in August 2000
and Batsheva Dance Company in Seplember

2003

Leo Lerus, born in Guadeloupe in 1980,
studied a1 the Conservatoire de Pans, He
danced with Skanes Dance Theaatre in Sweden
from 1999 to 2001, Nye Carte Blanche from
2001 to 2003, and Random Dance Company
from 2003 to 2005, Lerus joined Batshava
Dance Company in 2005

Who's Who

Yaara Moses was born in Israel in 1984, She
joined the Balsheva Ensemble in 2002 and
Batsheva Dance Company in 2005,

Gili Navot was borm in the United States in
1981. She joined the Batsheva Ensemble in
1999 and Batsheva Dance Company in August
2001

Rachael Osborne was bom in Australia in 1980
She joined the Batsheva Ensemble in January
2001 and Batsheva Dance Company in January
2003

Guy Shomroni was bom in Israel in 1984, He
jcined the Batsheva Ensemble in 2001 and
Batsheva Dance Company in 2005,

Gavriel Spitzer was borm in lsrael in 1982, He
joined the Batsheva Ensemble in September
2000 and Batsheva Dance Company in August

2003
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Adi Zlatin was bom in lsrael in 1983. She
joined the Batsheva Ensemble in 2001 and
Batsheva Dance Compary in April 2004

Erez Zohar was bomn in lsrael in 1983. He
joined the Balsheva Ensemble in 2002 and
Batsheva Dance Company in 2005

MNoa Zouk, born in Israel in 1978, studied dance
at the Ulpana in Mizra and for one year in the
Junior Kibbutz Dance Company. Louk joined the
Batsheva Ensemble in 1997 and the Baisheva
Dance Company in January 2001




Who's Who

Ohad Naharin

Batsheva Dance Company

Artistic Director: Ohad Naharin
House Choreographer; Sharon Eyal

Batsheva's artistic integrity and innovation have
earned the company its reputation as one of the
most inspirational and sought after companies—
a true champion on the giobal map of perfarming
arts.

Batsheva operates throughout the year with its
two companies (Batsheva Dance Company and
the junior Batsheva Ensemble) and 40 dancers.
With 250 annual performances in Israel and
around the workd, the company is considered
Israel's leading cultural ambassadar,

Batsheva is applavded wortdwide in the most
prestigious theaters and festivals, including
Lincoln Center, BAM's Next Wave Festival,
Montpellier Danse, Berlin Festival, and more

The company incluedes dancers from Israel
and abroad who are encouraged to affirm their
distinet creative gifts either in the rehearsal
process or in the creation of thelr own works
during the ongoing “Batsheva Dancers Create™
series,

Many of Batsheva's dancers developed their skills
during an extensive training perad in the junior
company, the Batsheva Ensemble. The Ensembie

als: Gadl Dagon

=

Serves as a greenhouse for the next generation
of dancers and choreographers, dedicating the
majority of its time to Batsheva's comprehensive
outreach and education program

The 200772008 performance seasen brought
with it an additional imternational cast of sixteen
dancers. This third Batsheva company will
perform Ohad Naharin's Kamuyol to audiences
of schoal children and young adults throughott
Sweden between December 2007 and May
2008, This special project is the result of a
unigque collaboration between Sweden's National
Riksteatern and Batsheva.

Led by Artistic Director Ohad Naharin, logether
with House Chorecgrapher Sharon Eyal, the
company’s 65 members—dancers, technical
crew, and adminisiration—are driven by a
common vision: to excel in art and o strengthen
common human values through the power of
creativity.

Batsheva Dance Company was founded in 1964
by Martha Graham and Baroness Balsheva De
Rothschild.

To leamn move about Balsheva, please visil:
www, batsheva.org

Ohad MNaharin, interviewed by Susan Yung dunng
his residency at Cedar Lake Contemporary Ballet
last summer, where he taught his movement
language, gaga

Yung: Gaga—how did it come about and how is it
used fa fram’

Maharin: It was a comelation between me having
a senous injury and the nead 1o articulate what

| fearned in order to give it to the people.| work
with as a choreographer. | didn't only develop
what was good for me, but | had to develop what
was good for other dancers: recognizing one’s
weaknesses, getting in touch with ﬂ1'r{|er'.[;y ol
movement and multi-dimensional movement, ex
plosive power, the connection between pleasure,
pain, and efiort... things that constantly push my
dancers beyond familiar limits. Respecting “old
school”™ but leaming to not recognize it in your
waork, [t's nat meant to replace anything. but to
help people like Cedar Lake's dancers, because
they've never done gaga until a month ago. They
were beaubiful dancers already, but in the manth
we've worked together | see how far they came by
utilizing it

About eight years ago, a non-dancer in my office
said, “We want to dance too.” | met with six
people, none a dancer, twice a week, Out of that
came something very influential to the develop-
ment of gaga—that it is a way of conditioning
and taking care of your body that has nothing to
do with the ambition o be onstage, Four years
ago, we turned gaga into the way the company
15 trained; before, it was ballet. It was then that |
gave it the name gaga. Now it’s really the heart of
whal we do, Gaga is not 5o much the chore-
ography; gaga is more taking care of the body.
The choreography is not trying to be loyal o or
show gaga—like you can train yourself in tai chi
of ballet— but the choreography will be just the
language of the choreographer, You don't want to
recognize the method gaga. We just use gaga o
help us become more sensitive, more alert, morne
quick

Yung: Does it also help to shed the affectalions
that come with classical traming?

MNaharin: Absolutely. It's one of the maost im
portant things. It's very hard to dance with the
idéa of what not to do. By replacing what not

1o do with what to do 5o it's different. Without
affectation, you can achieve a lof, Because when
a dancer does this [flairs hand] and you tell him
don't do it, then he doesn’t know what 1o do! But
if ha learns how 1o replace it with something else
and can still enjoy it, the affectation goes away
and everything can still feel total and comfortable

ll'1.lf|J_-‘. in YIMIT work, same movemeant phrases
seem fo be accumulations of unrelated pesfures.
Are they different gestures strung logether, ar are
they a continuaus thought or impulse?

Maharin: | think there are a lot of reasons behind
movement; it's never one idea. It's about trying
1o abolish the clarity of the reasons, even though
| have many reasons and each reason is very
clear. It can be the pleasure of movement, and
can be the research of multi-dimensionality, of
exaggeralion, sensuality, geometry, coldness, lem-
perature—-50 it can be a lot of things all in one
gesture. Somehow the balance of all the things

| just said changes, and this is why the gesture
changes, because it is made of different balances

Yung: Do you sel work an many other companies
than your own? And how is it fo sel work on a
company other than Batsheva?

Naharn: | don't choreograph on other companies
At Cedar Lake | re-choreographed a few things
because | have a chance to visit and | can make
it [the work] better and also | enjoy it better. |
only choreograph for my company, but a.lot of
companies do my work. For me it's always a
leaming experience to work with new dancers—I
makes me ook fresh at the material. Sometimes
it's not something Batsheva is doing anymore, So
it's nice o keep it ahve, and many times when
we bring it back o my company, then it will affect
the level and the freshness.




Ohad Naharin
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Yung: Is theve much collaboralion with the danc-
ers in your choreography?

Maharin: A lot. Here when | teach something, it's
a little bit less, and they're not usad to il But at
Batsheva when [ choreograph, they're not just
interpreters; they're also inventors of movement,

| listen to them, to their opinions; they influence
me.

Yung: Why do you include so much aldience
participalion in your work?

Naharin: It's not so much. Out of my body of
wiork, maybe there are three works with audience
participation—Telophaza, Anaphaza, and Ma-
moolol. In Telophaza it came from my belief that
everybody shoubd dance... o give people open (o
it an opporunity to feel something through dane-
ing, that they can then do it on their own. And
remember that we can get pleasure and regenera-
fion, or whatever, out of dancing. It's also always
a moment of compasition, of organization. When
you have 1,000 people maove in an organized
way, it's a moment of composition. It can also
create a social comment, o a social conscience.
It can be many things—funny, silly—it can con-
nect you to memories, o sentiment. I's just like
any othier moment in that sense, of composition
without the audience.

Yung: When creating an evening-length plece
like Anaphaza, how do you decide what fo
include?

Maharin; The first version of Anaphaza was
supposed to be a one-time experience, | was
commissioned to do an opening ceramony for the
Israeli Festival and | agreed. The idea of doing
something just for one perlormance was excifing,
it put me in a different state of mind, But then we
liked it. | took a different vershon and developed

it three manths later into Anaphaza, When | did
the opening ceremony, it had this feeling of baing
kind of all ever the place, in sections—it became
many ideas. But for me, it's important to create a
coherency. | can tell many stories, partial stories,
and | don’t feed I'm committed 1o finish them. But

e e e ——eee I e e e e e = e

I'm committed to put them together in a coherent ‘

way, which is the show.

Yung: Did you study music, and are you going fo
play more guitar, like you oid in Anaphaza’

Naharin: | studied piano, guitar and recorder. |
have my guitar here. | have a one-man show ina
club in Israel. | haven't done it in a year because
| was busy, but now I'm gmng to do it again, |
call it ore-man, but | have two dancers with ma.
On a very small stage. .. like this table, but it's a
real club, | hope to bring it 10 New York one day., |
have to translate it because it's in Hebrew.

Yung: fn a section of Naharin's Virus, the
Broupings begir separalely, and then build and
coalesce o a kind of wisual crescendo, fike 2
symphony. Do you think of musical structure at
all when crealing?

Maharin: Naot consciousty... | think my education
and love of music helps my sense of composition,
and a buildup, like you said, a crescendo... theme
is'a comelation. But it's nol conscious; | don't
think of il

Yung: Text can be visual and aural texfure, asin
Virus. Do you ever look aif dance that way—ihat
it can be textural, rather than weighted with
meaning?

Maharin: Totally, Texture is one of the mos! mean-
ingiul things 1o me, in dancing—1o recognize it as
a spectator, but especially use it a5 a performer.
And for me the meaning comes out of recognizing
those elements. For me, the meaning of a good
dance is in realizing the compasition, the tension
between the elements, the dynamics. ., that's the
meaning of the work; it comes out of there, That's
why you cannot 1ell a dance, And if you can tell a
dance, it's maybe naot a very good dance, s

This interview was originally published in The
Brookiyn Rail in fune 2007,
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