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Greetings

“To travel is to live” is a famous quote from Hans Christian Andersen, the author of
The Complete Fairy Tales, which includes The Emperor’s New Clothes and more.

When we travel, leaving our familiar environment, we treasure every encounter, which
may never recur, discover the unexpected and stamp that excitement deep into our
hearts. Leaving our everyday surroundings and going to see a performing arts produc-
tion, bringing to life all our senses, is a kind of journey that can be just as inspiring.

It is a delight for Kyoto Experiment, a festival in which cutting-edge artists gather and
challenge the expectations of art, to celebrate its fifth year this year. The festival has
been gaining prominence internationally and will certainly develop further.

It is my great honor to express sincere gratitude to the executive committee, led by
Chairman Naoto Moriyama, and all the people whose contributions have made the

festival possible, while hoping the festival offers a fruitful journey to its audience.

Daisaku Kadokawa, Mayor of Kyoto

Kyoto Experiment is thrilled to kick-off the fifth year of its festival this year, thanks to all
those whose contributions have made the festival a reality.

Since our first and anxious year of 2010, it’s fair to say that the festival has blessedly sailed
large before the wind. It was quite significant for us that many performing arts personnel
from Tokyo, in addition to the participating artists, attended last year’s opening party. As
we have strived to overcome many difficulties, believing in the importance of having an
international performing arts festival in Kyoto, it has been a great encouragement. Yet,

this also means that we are under constant scrutiny.

Where is our “experiment” heading? An experiment is worthwhile only when it creates
new value. 2014 marks 100 years since the outbreak of WWI. 100 years ago, the avant-
garde movement was in full flower in every genre of the arts. The experimental spirit of
the time enabled art to weather the social upheaval of the time, and to continue to pass
down vital lessons to us today.

Could our “experiment” inspire lessons that will pull through the current upheaval? It
wouldn’t be too much to state that our ultimate theme for the upcoming festivals is to

try everything we can, while believing that we might possibly be a bridge to the future.

Naoto Moriyama,

Kyoto International Performing Arts Festival Executive Committee Chairman
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“Tickets are too expensive”

This year is Kyoto Experiment’s fifth. We have been able to continue our festival thanks
to the support of participating artists, colleagues, and our audiences, hungry for encoun-
ters with the unknown. Rather than immersing audiences in extraordinary emotion ex-
periences, at the heart of the festival we have always dedicated ourselves to new projects.
We were permitted to try new endeavors every year and perhaps we should be grateful
for such an environment which allowed us to concentrate on our work.

And so what will our endeavor be this year? It relates to the framework for theatergoing
and so will possibly come across as something internal or limited to the Japanese theater-
world. One-sided ideas about administration are pointless and as things only come about
through the understanding and participation of our audiences who actually come to the
venues, we'd like to try to introduce our thinking here.

Our first project is that we will stop announcing the time when the performance venues
open. It’s fine if our audiences arrive at the performance start time. For performances
with numbered seats, audience seats are fixed in advance and so the place from which
you watch the performance is the same whatever time you arrive. For performances with
unreserved seating, we will open the doors to the auditorium just before (i.c., almost
exactly at) the start of the performance. Unreserved seating is based on the idea that in
a small venue, whichever seat you sit in, your viewing experience will be essentially the
same, and so we would like our audiences to enter when the doors open and fill up the
seats starting with wherever is easy for them to sit in. There are several reasons for this.

Until now, almost all of the performances presented at Kyoto Experiment have not used a
curtain to divide the stage and the audience seats, and the meaning of this is so that audi-
ences will view the stage space as soon as they enter the venue. In other words, this is the
same as saying that theater itself begins from this point. Fundamentally, the time should
come under the control of the director, but in fact auditorium opening times in Japan are
set according to the convenience of the venue operators and various conventions. For this
reason, we would like to take things back to basics again: the theater “opens” when you
see the stage space. We are returning the time between the venue opening and the start
of the performance to our audiences. Please make the most of it as you please.

We would like to translate the slight trouble that will arise from this into the joy that
accompanies watching theater. No doubt things may be a bit crowded just before the
performance begins. Some give and take and verbal interaction will also be necessary
as you pass through the narrow doorways. But this will be a catalyst for going back to
the origins of the theater experience — watching something with other people. Audi-
ences will watch theater while conscious of the breathing and presence of other members
of the audience. And that moment when the auditorium goes dark, when you become
“alone” and face the stage — this is the special time created by the place we call a theater.

Our second endeavor is about ticket prices. In order to make a clear pricing system Kyoto
Experiment will set ticket prices from this year on a per-venue basis. Tickets to produc-
tions playing at Kyoto Art Center will all cost the same, as will all those at Kyoto Art
Theater Shunjuza. What this means is that ticket prices are not differentiated by the con-
tent of the production, whether it be a solo work or a group piece, whether performed by
young artists or by veterans. What is our intention here?

The ticket price is not the value of the artworks; it is entry price paid for the running of
the venue and the festival. In this way we want to introduce a pricing system to Kyoto Ex-
periment with almost the same meaning as an art museum’s or cinema’s. The Executive
Committee operating the festival receives a lot of financial support from many different
organizations. This support is for running an international festival and also for creating
new artworks. In which case, adding the travel expenses of artists coming from far away
and production costs to the ticket prices is strictly speaking against the spirit of the
financial subsidy we receive.

Let’s try an explanation from a different approach. Whether it’s from the government or
private corporations, the subsidy paid to the arts could be said to be “public” money. The
reason it is “public” is that is expected to be paid back broadly and over the long term to
the whole of society. It is supporting the opportunity to introduce works of art far and
wide to the world, artworks which are the property of society. “Public” money is em-
ployed for creating works of art that can also become the property of future inhabitants
of society, since it is disproportionate to impose the costs only on current inhabitants.
And that is why at Kyoto Experiment we want to cut the value of theatergoing free from
pricing by so-called ticket costs. We want the value of the theater experience to be what
is created internally in each member of our audience. In other words, we want the act of
viewing art to bid farewell to the act of consumption. And yet, after a lot of heart search-
ing, we have to say the tickets are still too expensive.

These two endeavors we are starting this year are only half the story; they are not com-
plete. They will only bear fruit with the understanding and participation of our audi-
ences. How wonderful it would be if this environment could come about. It feels a little
poor to finish these sentences without touching on the artists or social conditions, but as
we welcome our fifth year we wanted first of all to prioritize conveying our determina-
tion to go back to the basics of the festival. At any rate, this year’s festival has a packed
line-up of superb artists, so please do enjoy it to the full.

Yusuke Hashimoto (Program Director, Kyoto Experiment)
and the Kyoto Experiment team
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Tina Satter / Half Straddle

NEW YORK

House of Dance

® 70 min (B4#& / Japan Premiere)
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The ordinary, yet extraordinary world of a tap dance studio
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Brooklyn-based Tina Satter is a promising playwright in NY contemporary
theater. Named a New York Times Critics Pick in her 30's, Satter is the artis-
tic director of the theater company Half Straddle and brings the company’s
recent critically acclaimed show, House of Dance to Kyoto Experiment 2014.
At a small town tap studio, four dancers and their instructor prepare for a
competition while struggling through their everyday lives and relationships.
They are neither stars nor particularly talented. It is a story about their mun-
dane and naive lives. Despite their yearnings for success in the big city, their
reality - hope being unfulfilled and in vain, is depicted with irony. The very
prosy dialogue and outstanding tap performance delivered by its extraordi-
nary actors are a must see. Titillating, cryptic yet quotidian, this show is true
to our real life experience.
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Written and directed by: Tina Satter
Performers: Jess Barbagallo, Jim Fletcher,
Paul Pontrelli, Adrienne Truscott
Composer/Music director: Chris Giarmo
Choreographer: Hannah Heller

Set design: Andreea Mincic

Lighting design: Zack Tinkelman
Costume design: Enver Chakartash
Japanese subtitles: Mika Eglinton
Originally produced by: Richard Maxwell
Stage manager: Maurina Lioce
Production interns: Eric Larson and Hanna
Lea Novak

Publicity: Blake Zidell & Associates

Half Straddle producer: Aaron Rosenblum
Half Straddle associate producer: Sarah
Hughes

A co-production with: New York City Players
House of Dance premiered at Abrons Arts
Center in Oct. 2013 and ran again in Coil
in Jan. 2014.

Presented by: Kyoto Experiment
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Tina Satter House of Dance

Hiroyuki Takahashi

A new wave is sweeping through the New York the-
ater scene. If we stick to theaters, there are places
previously known even in Japan like La MaMa, The
Kitchen and P.S.122, places where new experimen-
tal works were put on. Of course, these are still very
much in the limelight, but today, not so much the
work of the youngest artists, they function as places
one step removed from this. And needless to say,
those who have already made a name for them-
selves continue to stage work at these venues.

Due to this, the younger generation of talents are
gathering, though it can be hit or miss, at places
like the Bushwick Starr, Abrons Arts Center, and the
Incubator Arts Project, previously home to Richard
Foreman’s Ontological Theater.

House of Dance by Tina Satter’s theater company
Half Straddle was premiered at the Abrons Arts
Center, a theater that has been particularly striking.
It was then revived as part of the one-month Ameri-
can Realness festival. Until now Half Straddle has
been staging work at these kinds of venues but the
word is that their next piece will go on at The Kitch-
en. This trajectory is said to mark the point when a
fringe group comes into the big time, progressing up
the ladder to larger theaters.

House of Dance is also co-produced by the New York
City Players, inc., which is run by Richard Maxwell.
A major figure in the New York theater scene, Max-
well has been invited countless times to European
festivals and is known worldwide for creating ex-
perimental new forms of theater never seen before.

From this information alone we can see how Half
Straddle is a company that is steadily moving to-
wards the spotlight. And the play itself represents
an aspect of New York, or even American society to-
day. Four people practice tap-dancing. (Tap-dance
is also something we might consider very Ameri-
can.) They are preparing for a competition the next
day. They practice for the competition and this is
what the play shows. Put like this, it would seem to
be a kind of everyday scene we might find anywhere.

But make no mistake, these four characters repre-

sent New York and American society; issues of race
and gender are succinctly presented. And while |
won't give too much away about the story, needless
to say nothing really dramatic happens. However, it
is precisely this lack of a big narrative that paradoxi-
cally irradiates the contemporary. There may well be
several cryptic actions in the play but these are not
pulled together into one thing. Rather, they are scat-
tered. This kind of narrative structure where smaller
stories accumulate also seems to be a recent trend
in both Japan and Europe.

Theater made in New York and many other places
are linked by this tendency. And this contemporari-
ness is surely further proof of how this company is
becoming one of the most active and leading groups
on the New York theater scene.

Hiroyuki Takahashi

Theater critic and Japanese modern and contempo-
rary theater researcher. Born in 1978, he is an adjunct
lecture at Japan Women'’s University and Toho Gakuen
College of Drama and Music. He was an Asian Cultural
Council fellow in 2013 and visiting research fellow at
New York University. His writings Include papers on
Kohei Tsuka, and on Critical Inquiries. He was also
editor for Japanese theater magazine Theater Arts for
eight issues.




SNy RO —L~step3. Bk A A7
Japan Syndrome ~step3. “Outside of the ball”
O x=E

(#i{E - tt 5 403% / New Creation | World Premiere)

“ERF()RNI/\N(‘F

0T ENER B
Former Rissei Elementary School
Auditorium

9/27 (sat) 19:00-
9/28 (sun) 14:00--,19:00-
9/29 (Mon) 19:00-

[l RRb1$7x =% >R -+—2 / Post-performance talk

T, BIEA ARV N FP—FA A —2
Related event: Artist Talk = p.64

2011EH B 3E,
BRICEMTIHEZROODENORAICKEEZITEL
2 AT N = VNI By 2

The conclusion to the three-year series examining
arapidly changing Japan
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Tadasu Takamine has developed his Japan Syndrome series throughout his
participation in Kyoto Experiment since 2011. Inspired by the film The China
Syndrome, the artist illustrates the ambience of upheaval in post-3.11 Japan in
the series. What is it that art can do in relation to the radioactive issues which
will most likely continue to damage the foundation of Japanese society for
years to come? Japan Syndrome has adopted different styles in order to reflect
the political as well as social atmosphere of the times. 2011's The other end of
the ball was a video installation examining the Brazil that exists “behind” the
Japan we think we know, a theme continued in 2012 with the performance In-
side of the ball. The artist next cooly visualized the effects of radiation through
a series of films shot in Kansai, Yamaguchi and Mito. And then in Berlin ver-
sion in 2013, the plaza in front of Kyoto City Hall was turned into a wild dance
floor. This year, as the final phase of the series, Takamine presents a theater
play. His work for us in the autumn of 2014 will likely bring to the fore issues
that have hovered in the background for sometime without being confronted
and will demonstrate not just a present analysis but a message for the future.
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Concept and direction: Tadasu Takamine
Cast: Kiyoko Kashiwagi,

Masayo Kajimura, Daiji Meguro
Lighting: Fumie Takahara

Sound: Bunsho Nishikawa

Video: Junji Nakaue

Stage manager: Masaya Ishida
Technical coordinator: So Ozaki
Production coordinator: Yukako Ogura
Production: Kyoto Experiment
Co-presented by Rissei Cultural City
Steering Committee

Presented by: Kyoto Experiment
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Flee from Japan Syndrome

Mizuki Takahashi

What makes the act of censorship irksome is the way
it wraps itself around the abstract fears lying in our
heart of hearts. What we fear is not only the author-
ity that censors, but also one’s friends and family, who
likewise fear it. After all, those afraid of a multifaceted
censorship will shut their own eyes, block their ears,
and fall silent. The absence of words delineates the
presence of censorship. But as long as people live in
fear of censorship, that presence cannot be made ex-
plicit and communicated to others.

The unforgivable thing about censorship is the way
such fear makes the mind and body rigid, unbend-
ing. “But, it can't be helped; sharing my thoughts with
those around me will just burden them”-we mutter,
providing ourselves with a ready excuse, while also
destroying the personal morals necessary for retain-
ing a sense of responsibility. We pretend not to notice
the many problems in this world, then eventually stop
paying them any attention altogether. By that stage,
self-censorship has clearly become completely inter-
nalized.

Takamine Tadasu has used his artwork to resist this
system of censorship. For example, after conducting
research in Brazil, Takamine created the work The
other end of the ball (2011), a multimedia installation
based on Baile Funk music, which was born in the
harsh environment of the Brazilian favelas. The instal-
lation, comprising a dance floor on which Baile Funk
is being played, was made to test how the audience
would react to such music. Yet, when | noticed how
my reflexes were unable to keep up with the rhythm
of a music created to temporarily forget the hardship
of its surroundings, | couldn’t help wondering at my
body’s awkward dullness which has been nourished.

In the video work Japan Syndrome (2011-2012), reen-
actments of people discussing the radioactive con-
tamination of foodstuffs in the wake of the Fukushima
No.1 Reactor accident demonstrate our lack of sym-
pathy towards others, our blind confidence in media
reports, and the deep-rooted nature of a problem that
cannot be resolved simply by empirical means, such
as measuring and disclosing radiation levels.

Incidentally, it's said that due to the difficulty in locat-
ing the specific cause of a syndrome, they are difficult
to treat. Since the March 2011 Tohoku Earthquake
and subsequent Fukushima No.l Reactor accident,
the “Japan Syndrome” has been accelerating, reveal-
ing a terminal condition-including the treatment of
Fukushima victims and workers at the No.1 Reactor
by Tepco and the government, the diplomatic frictions
with Japan’s neighboring countries, the harassment
of female politicians in the Diet, the cabinet decision
on the right to collective self-defence without care-
ful deliberation, and collusion between the media and

political authority. Moreover, as a result of the intricate
intertwining of these issues due to long neglect, these
symptoms have reached crisis levels, and continue to
divide and isolate people.

Sensing the dangers posed by such division, Taka-
mine was led to collaborate with a Brazilian performer
on the works Inside of the ball (2012), and Japan Syn-
drome - Berlin Version (2013), the latter of which was
held in the public square in front of Kyoto City Hall. In
Inside of the ball (2012), at the end of the performance
the entire audience joins in the space, everyone gaz-
ing at each other; while in Japan Syndrome - Berlin
Version (2013), the public square turns into a dance
floor as people dance around freely to a DJ's tunes,
sharing a wild moment together.

However, the Japan Syndrome series will end this
year, a year that has seen the tide turn definitively on
Japan's prosperous and peaceful postwar era due to
the decision on the right of the collective self-defence.
This public performance may therefore amount to the
last symptomatic treatment prescribed for its ailment.

A country in which people love the flag and the na-
tional anthem, where laws are obeyed, and the rich
get richer. Where pop idols sing and dance across
huge video screens installed above entertainment
districts, where large-scale shopping malls are con-
stantly illuminated, shining brilliantly. The govern-
ment maintains that the decontamination of soil af-
fected by radiation is progressing smoothly. Despite
low birth rates and an aging population, and the worst
gender disparity ranking among developed countries,
politicians double their efforts day by day to make Ja-
pan “a country where women shine”. With the hosting
of the Olympic Games also scheduled for 2020, in all
areas there is a focus on internationalization. Japan’s
Self-Defence Forces-which will presumably keep the
peace even more thoroughly than ever before-will be
relied upon to an even greater extent by other coun-
tries; while “Cool Japan” content such as anime and
games remain extremely popular overseas. Mean-
while young people sensitive to the historical and
political differences with neighboring countries line
up in the streets on weekends, shouting their claims
loudly at passers by. Ah, what a proud nation, Japan.
The prologue to the exodus from this beautiful nation
starts now. Let’s run for our lives!

Mizuki Takahashi

Completed an MA at the School of Oriental & African
Studies, University of London. She has been curator at
Contemporary Art Centre, Art Tower Mito. Her recent
exhibitions include: “8 Days — Beuys in Japan” (2009-
2010), “Takamine Tadasu’s Cool Japan” (2013), “You
reach out - right now - for something : Questioning
the Concept of Fashion” (2014).
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A documentary artist explores the radical possibilities of theater in
the richness of uncertainty

Takuya Murakawa, graduating from Kyoto University of Art and Design as a
documentary filmmaker, has presented experimental works in which he ap-
plies the strategies of documentary film and fieldwork to performance. For
instance, in his signature work Zeitgeber, Murakawa enacted scenes of help-
ing disabled people on stage. Inviting the audience to the stage one by one
and giving them a role, the work calmly progresses while obscuring the solid
premise of performance: fiction and actors. Based on his production Everett
Lines last year, Everett Ghost Lines takes a further step from Zeitgeber in its
indeterminate reality. Murakawa sends letters to his actor candidates a few
weeks prior to the performance. The letter includes the instruction for the
performance such as time to show up and things they are supposed to do
on stage. Thus, all they have to do for the performance is to follow instruc-
tions. However, it's entirely up to the candidates if they show up or not and
Murakawa is unaware of who will be on the stage until the day of the per-
formance. By questioning the preconditions of theater, the work reveals how
indeterminate out reality is. Can we trust what we see? Or can we not even
trust our own eyes? A beautifully paradoxical and thrilling work.




22

FFXaxXrs)—0EE/EBORFaxry)—

L1 2 K

HINAEHEOEBERIEZ2DOBKRTRFa x>
) —TH%b,
EFEONNNOEREROZIHEEES %
EMET AR TREINTLS,2011FED 7
RF4NIL/b=F3—-RNETOSSLTER
BEHEIY AR —N— 3 TRERIZNE
FHEELTLWAAAERICHEEL, BEBE
NBOKFHER LIIBRENT,20124F
OIS, TIRHTESE 0§ K TR,
20130 TEE,, THHBEEEG EHSEE
(MBIEREE MBERF YT T4y FRZ-
AYRANS =) R enFNEMELTER
SnTHY . FINEZNORAERETICLE
2013FDTFEAEFI ) TE& HBEZEDO—ALH
EATHEEVWIEENMEROEEARRA Vb
EBLS TV BEONRICIM L.z EMR
D TERRLTVWEEWS HIZBWLT, /0 E
BIERIBIELCRFax>s—ELTH B,
EZATRBITRFaX ) —tER%HESZ
EILEBILH2BEOREN SIS REDODAYE
EHRICETRZEETETH REOHEEZ
ZDEEFEBIZEFAEETERVWALTH
2, RFaxvy)—BETHNIE FBEDOLERK
FORREERIBVBRLTCEMRTZ2ZENT
2, N EIETHARCEBIZBLWTZNIE
RATHE, EA L TOHREEIREOHRE
LM LIz DTH-2ELTH ZNIZIRED
HRBOBRIOBET  BEOEREZNER
TEHIVRHELV ZORKT. EA LICRRS
NEDEEICE=T7102a>vRDTH5D,
BEIIIRELEBOZ>OBICL-THEREN
TV, ZKDBENEBICU2HELZDE
LRBOADZDOHDELTRB &S IZ.TEE
IZZIiHdE/ (=RE) 2o/ (=&H)
ELTRZ,EVOIDNEBIARIISELER
FRIEf, BESINZOPMRIE 710230 T
FBRRFaXY I —THo12e LTHEDY
FRL MINEEEDHRTZD LS BRI DR
B="8M%RERLTHED,

FERRETY AR —N— TR BERES
FIIEBENBOBEEZEZ N HERRICE
W, BERSE (N Bh) ok FEEFMICHko 52
EF— RIS S > TRERTATHSTY 74
M —N—  DBERIFFELONNITRE™R
DLTIR2ZEDVFARERDIB . ZNH 717
2aVTHBEVWITIIVRF1—INHBENDRE
DAL, 747 avIFREICHT2EE
LELTHHEELTWR MY 71 b= —1C
BWIENHETHI2BRHORIG. HHEEE
SNEBREOZEDO—ANIZE>TELON S,
ZDLENBITAOBRICK-TELSE. BA
SHRBREICEIT2AGENAEREVSBEL
SIETREY A BROBEER NBTAL
WS 740> avEBESETHEBING LIS
b, EBIZK->TIABENZ 7140 a3V IdE
BRI LENICTR2 0252 BRFIC
SEL L TREIHFBICTLTITHZECIE
KRBT 2, BALTRIAHEXRER 742
2avTh) WAILRERIERORYZRD
ACIENRFINDIDTHZ, MIEZDLS %
EEIOREBE LSS ICBITET I EICK-T,
BEORBOBMPHIEE RN EN TS, LE
&> TEEIOREBZOLDZBRITHLTAES
EVSHET NIIOBRERISERZNEED
REaxXv o —THHDDT,
SEOHEFEFEEBEINITVzL Yy bSA
VX g EESIZBRELELDEEVS BIETIE
BEOEERICRIULAVL FLLWETOEE
DRFaAAVH) —DHERENTW BRI &
fir, EBOBTAARETNEDN, WD
BE/HITEVOLZDBTRIZHEEEAL
BONTWE,TREaxXy s —  LizZzDR
BOBULICHARSHB WSS,

=3 PN

TEEITFR - T RMERENEMERRR - AT 7R
Q- BT HRBARRSFYAYY (RIIEBRE) ICTRAR
BB DS EH B,

Documentary Theater, or Theater Documentary

Kenta Yamazaki

Takuya Murakawa’s theater works are documen-
tary in a double sense of the word.

Recently the subjects of many of Murakawa’s
theater works have been the performers them-
selves. In his Zeitgeber, which attracted atten-
tion at the 2011 Festival/Tokyo Emerging Artists
Program, he cast an actual care-worker who
then re-enacted the process of assisting the
disabled on stage. 2012's words chose the expe-
rience of the performers in the Tohoku disaster
zones as its subject, while 2013's Gareki(Rubble)
was about the jobs the cast did, working in a res-
taurant and cinema, and as a fitness instructor.
Even Rashomon in 2013, based as it was on the
masterpiece by Ryunosuke Akutagawa, used the
fact that one of the performers was foreign as a
significant part of the work. In the sense that his
work reports on real-life subjects and then pres-
ents these in the form of an artwork, Murakawa’s
theater works are genuinely documentary.

Incidentally, making a documentary work in
theater is always fraught with a certain danger.
Even if you are able to put real-life persons on
stage, you are not able to put actual events just
as they happened. With documentary cinema,
you are able to continue screening a record of
actual events forever. Needless to say, this is not
possible with theater. Even if what happens on
the stage is something reporting on real-like
events, it will only ever be a mere re-enactment
of actual events and can never be real-world
events themselves. In that sense, what is pre-
sented on stage is always fictional.

Theater consists of dual layers of reality and fic-
tion. In the way that audiences see the actors on
the stage as the actual people they are playing,
seeing something that is actually there (reality)
as something else (fiction) is the founding prin-
ciple of theater. And this remains unchanged
even if what is being performed is not purely
fictional but documentary in nature. During his
performances Murakawa is presenting the dual-
ity of this theatrical principle.

For example, in Zeitgeber, the audience watches
an on-stage re-enactment of caring for the dis-
abled, but viewing (care for) the disabled in de-
tail in the real world is generally considered dis-
courteous. The audience in Zeitgeber is able to
watch “with an easy mind” the act of care work
on the stage because they have justification: it is
fictional. At the same time, fiction functions as
a blindfold to reality. The role of the male cared
for by the helper in Zeitgeber is played by a fe-
male member of the audience, who is requested
to take part at the start of the performance. The
male-female physical contact from an unknown
party, arising in the re-enactment of the care
work, would ordinarily be considered “inappro-
priate” in reality but here becomes permissible
through being draped in the fiction of the act of
giving someone assistance and care. The fic-
tion that arises through the performance gives
the audience the privileged right to “watch” and
simultaneously absolves them from the respon-
sibility to act on what is happening on stage.
These events are fictional, therefore the audi-
ence are allowed to watch and not get involved.
By exposing the principle of theater in this way,
Murakawa is shaking up the framework of the
audience’s understanding. And in this exposing
of the very principle of theater through the per-
formance Murakawa's theater is making theater
itself into a documentary.

This new work for 2014 further develops last
year's Everett Lines. That work was a search
for a new form of theater documentary, one not
dependent on the performers’ realities. What is
theater? What is happening during the perfor-
mance? Murakawa'’s ideas and experiments are
always directed towards the events that take
place there. The “documentary” is nothing less
than this perspective itself.

Kenta Yamazaki

Theater researcher and critic. He is currently complet-
ing a Ph.D. in representation and media theory at the
Faculty of Letters, Arts and Sciences Department at
Waseda University. He writes a column on science fic-
tion aspects of contemporary Japanese theater in SF
Magazine (Hayakawa Publishing).
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A confrontation of body and mind
by an acclaimed new talent from Argentina
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Buenos Aires-based Colombian choreographer Luis Garay introduces two
intellectually stirring performances for the first time in Japan. Intentionally
giving an extremely rigorous choreography to the performer Florencia Vecino,
Garay's solo work Maneries has dazzled audiences around the world for its
exploration of testing the limits of one’s formal capacities. The title Maneries
comes from The Coming Community by Giorgio Agamben, a famous Italian
philosopher. An accelerating body tries to embody a radical concept. The per-
formance follows the trajectory of their entanglement. On the other hand,
Mental Activity illustrates Garay's own hypothesis that “science is a pure
poetry and, on the contrary, ritual is quite materialistic” on stage. Perform-
ers interact with the gadgets scattered on the stage. Is what awaits us after
this exploration a real form of intelligence? The work of a brilliant mind from
South America.
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Maneries

Direction: Luis Garay

Performer: Florencia Vecino

Live musician: Mauro Panzillo

Lighting design: Eduardo Maggiolo
Co-prodution: Internationalle Musikfesttage
Martinu B. CH. Subsidy of Prodanza

With the support of: Porto a Solo (Portugal)
Maneries took part of: Madrid Autumn Festival,
Ballhaus Naunynstrasse (Berlin), Panorama Fes-
tival (Rio de Janeiro), Queens Theatre in the Park
(New York), FID - Férum Internacional de Danca
(Belo Horizonte, Brazil), Bienal Internacional de
Danca do Ceara (Brazil), Festival Internacional de
Recife, Bienal Internacional de Cochabamba (Bo-
livia), Bienal SESC de Danga (S&o Paulo, Brazil),
Fabrica de Movimentos (Porto, Portugal)

Mental Activity

Direction: Luis Garay

Performers: Ivan Haidar, Marcia Leticia Lamela
Ado, Florencia Vecino and Bruno Dias Moreno
Artistic collaboration: Diego Bianchi, Luciano
Azzigotti and Vanina Scolavino

Lighting: Eduardo Maggiolo

Video Registro Documental Del Proceso: Teddy
Williams

Assistant: Julian Sorter

Co-prodution: FIBA, the International Festival
of Buenos Aires, Nerinium Foundation, Basel,
Switzerland and CHELA

With the support of: the International Art Show
SESC, Sao Paulo Br.Con Prodanza support

Presented by: Kyoto Experiment
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Review

An exaltation of the naked body

This is the work of a young choreographer ex-
ploring the expressive possibilities of movement
and assembly, and experimenting with uncon-
ventional spaces without resorting to the linear
narrative. “We wanted to reduce it to zero de-
grees,” says choreographer Luis Garay.

Maneries is the latest work by Garay, a 28-year-
old Colombian choreographer resident of Buenos
Aires, Argentina. He explores the expressive pos-
sibilities of the human body and confronts the
audiences with its diversity: from the still body
or the very simple and imperceptible movements
to more complex motions. Along with the music
(by a live DJ), and lighting and sound effects, the
naked body of the stunning dancer (Florencia
Vecino) mesmerizes the viewer. Far from pursu-
ing a linear narrative, Maneries yearns for a free
and open interpretation.

The delicate yet muscular and very fair-skinned
dancer, lit by the dim light, remains almost still
against the minimal background of music play-
ing from DJ Mauro AP’s laptop. After ten min-
utes her forearms and hands slowly begin to
move. The speed makes us anxious but some-
thing is definitely happening. When the palms of
her hands reach her face the movement is trans-
mitted to the whole body.

The music and lighting suddenly change, and her
body repeats a series of unexpected movements
and temporary pauses, unfurling a diverse devel-
opment. A sequence of movements - reprising,
accelerating, or slowing down to an astonishing
extent - is executed with the accuracy of a Swiss
watch or as if she were a track athlete. Her body
perspires and breathes with difficulty, creating
an almost mechanical codification that suddenly
acquires a new form. The stark naked dancer ex-
presses stark white, rectilinear, curving, robotic,
at times animalistic shapes that often border on
the comic.

To move so violently like this while naked must
be uncomfortable. “Not at all,” says the dancer.
“The hardest part is the beginning. As | move my
arms a millimeter at a time | have to focus every
nerve of my body.”

Garay, meanwhile, says: “We wanted to take
things right to the minimum. Reduce every-
thing to zero degrees so that the very slightest
of movements had significance. We reduced
the information as much as we could and from
there gradually built things up.” Garay agrees
that the opening was not meant as a provoca-
tion. It was a necessary investigation into certain
forms the human body has adopted throughout
history. “The body of the dancer races through
various forms of the body: from the symmetri-
cal perfection of Leonardo da Vinci, the Venus,
the machine-man, the ideas of the body during
Romanticism, and the body in the advertising of
the 1960’s.” “They are used as a set of references
to encourage improvisation,” says Garay. Each
element that composes the work, from the form
to time, the dancer, the DJ and lighting, is inde-
pendent but well connected. Following around
seven months of rehearsal, the work premiered
in Zurich (it is a Swiss co-production) and comes
to Buenos Aires after performances in Germany
and Portugal. The title is taken from the work of
Italian philosopher Giorgio Agamben, referring
to a type of water spring or source. Garay would
like to create a new version of the work with
more dancers.

Excerpt from Carolina Prieto, “An exaltation of the naked
body” in Pagina/12 (Buenos Aires, June 2, 2009)
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THE RITE OF SPRING as performed by She She Pop
and their mothers

® 90min

(#i1E | &40 / New Creation | Japan Premiere)

MEAVE
(BFFE - REFEHY)
Performed in German
with Japanese and English
subtitles

10/4 (sat) 19:00-
10/5 (sun) 14:00-—

[ RRb1$74—< >R -+—7 / Post-performance talk
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The Rite of Spring as you've never seen it in this portrayal of female
sacrifice today
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She She Pop is a female performance collective. They have a specific aesthetic
and ideological profile. There is no director, and also no author or actors. Texts
and concepts are developed collectively. Last year, they introduced Drawers
(Schubladen) at Kyoto Experiment 2013, in which performers search their
memories from letters, journals and photographs in drawers. They gradually
reveal their vulnerable relationships and emotions, which are overlapped with
by the turbulent political history of late 20th-century Berlin. The work tactfully
looks at European history through the lives of women on both sides of the Ber-
lin Wall. This time they are staging their version of The Rite of Spring (La Sacre
du Printemps), Stravinsky’s masterpiece. Against the wild and intense rhythm
of a basso continuo, She She Pop and their own mothers focus on the subject
of female sacrifice in the family and in society. The company stayed in Kyoto
for an artist’s residency to research and create this work last year. They looked
into Japanese myths about the notion of self-sacrifice in family sociology as
well as interviewing Japanese women. She She Pop consciously superimpose
the religious sphere of ritual human sacrifice from The Rite of Spring with the
ethical question of personal self-denial between women and men, as well as
between mothers and daughters.
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FFEHAEKYOTO EXPERIMENT, HAU Hebbel am
Ufer, FFT Diisseldorf, Tanzhaus NRW, Kiinstler-
haus Mousonturm, Kaserne Basel, brut Vienna,
German Language Theater Festival of Prague, Ar-
cha Theater Prague, Théatre de la Ville/Festival
d’Automne a Paris
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Concept: She She Pop

By and with: Cornelia and Sebastian Bark,
Heike and Johanna Freiburg, Fanni Halm-
burger, Lisa Lucassen, Mieke Matzke, Irene and
Ilia Papatheodorou, Heidi and Berit Stumpf,
Nina Tecklenburg

Video: Benjamin Krieg

Set: Sandra Fox

Costumes: Lea Sovsg

Musical collaboration: Damian Rebgetz
Choreographic collaboration: Jill Emerson
Assistant and Dramaturgical collaboration:
Veronika Steininger

Light design and Technical direction: Sven
Nichterlein

Light: Andreas Kroher

Sound: Florian Fischer

Graphic design: Tobias Trost

Video assistant: Anna Zett

Trainee: Mariana Senne dos Santos
Production/PR: ehrliche arbeit- freies
Kulturbiiro

Company management: Elke Weber

Surtitles: KITA

Japanese subtitles: Naoko Kogo

A She She Pop Production

In co-production with: Kyoto Experiment, HAU
Hebbel am Ufer, FFT Diisseldorf, Tanzhaus
NRW, Kiinstlerhaus Mousonturm, Kaserne
Basel, brut Vienna, German Language Theater
Festival of Prague, Archa Theater Prague,
Théatre de la Ville/Festival d’Automne a Paris
Residency funded by: Kyoto Art Center, Kyoto
Experiment and the Goethe-Institut

Funded by: the City of Berlin-Department for
Cultural Affairs and the Hauptstadtkulturfonds
Berlin

Co-presented by: Kyoto Perfectural Citizens
Hall “ALTI"

Presented by: Kyoto Experiment
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She She Pop’s THE RITE OF SPRING as performed by She She

Pop and their mothers

Nanako Nakajima

In Japan today the existing gender constructions
are being questioned. Japanese society experienced
social change following both modernization and
the Second World War without the family unit be-
ing torn down, which maintains a large influence
over politics, spirituality, and culture in general. On
the other hand, as we recently saw in such public
a place as the Tokyo Metropolitan Assembly, sex-
ist remarks discriminatory toward women continue
to appear. Free from prejudice, Japanese society,
with its increasingly declining birth rate and aging
population caused by these preconceptions about
gender construction, is requested to create an open
environment for people with any gender identity and
sexual orientation.

Based in Berlin, She She Pop is formed mostly of
women who graduated from the Applied Theater
Studies program in GieBen in 1998, and has proved
itself a performance group at the forefront of experi-
mental work today, developing their productions as
a collective and including audience participation.
In its 2010 work Testament, She She Pop adapted
Shakespeare's King Lear to the members’ relation-
ship with their own fathers, and for this work they
are applying their relationships with their mothers
to the structure of The Rite of Spring (Le Sacre du
Printemps). Igor Stravinsky's composition of The
Rite of Spring was premiered in 1913 for Sergei Di-
aghilev's Ballets Russes, and has since produced
many masterpieces across different genres, in-
cluding Pina Bausch’s Tanztheater. The consistent
theme of this piece in all the various interpretations
is sacrifice and restoration. She She Pop here turn
to the relationship between mother and child from
the perspectives of sacrifice in society and the fam-
ily, creating a media performance both critical and
humorous.

The theme of The Rite of Spring - one generation
passing on its legacy to the next, the individual mak-
ing a sacrifice for the group - is superimposed with
how women become mothers and reproduce chil-
dren through their own bodies, and how, under the
name of the state and the family, women are barred
from roles with social responsibility. As we hear in
the course of the work, even in a nation like Germa-
ny where the political leader is female, the debate
continues over whether women should give up their
jobs or hobbies for the sake of their children and

husbands. One of the mothers who appears in video
footage is unable even to understand the word “sac-
rifice” and is interrogated by her daughter on stage.
The role of motherhood is also a choice of individual
liberty, not the responsibility just of the female or
something enforced by the family or society. The
children on the stage confess to having been con-
trolled by their mothers, exposing moments when
dependence on your mother and feelings of family
can at times be very violent toward the individual.

She She Pop has spent time in Kyoto researching
representations of female sacrifice in Japanese my-
thology and rituals, as well as the role of women in
society. And yet precisely because this is not con-
cretely visible in the work attests to how the con-
sciousness of the performers reflects back onto their
own circumstances.

Having a certain critical distance from/to our own
circumstances or an artwork means to consider
again why we “feel” like this toward it and the po-
litical construction of the way we feel. | also think
the fact that this Japanese production of She She
Pop's THE RITE OF SPRING as performed by She
She Pop and their mothers is going to be staged only
in Kyoto has a large implication for us. By gazing
at the current situation in inward-looking Japan in
Kyoto, away from the capital of Tokyo, through this
work we may likely be able to consider the problems
happening today in Japan with critical distance. In
the Federal Republic of Germany, with its theatre
cultures in each independent state jostling and criti-
cizing each other, the self-professed feminists She
She Pop seem to be hoping for us to view THE RITE
OF SPRING as performed by She She Pop and their
mothers in this way.

Nanako Nakajima

Dance researcher and dance dramaturg. A certified tra-
ditional Japanese dance master. She received her Ph.D.
from Freie Universitat Berlin. As a dramaturg her work
includes Luciana Achugar’s Exhausting Love at Danspace
Project (New York Dance and Performance Award) and
Osamu Jareo's Thikwa + Junkan Project. She curated
and organized international dance symposia entitled
“The Aging Body in Dance” in Berlin in 2012 and Tokyo
in 2014. Currently she is a fellow at the International
Research Center “Interweaving Performance Cultures”
(Freie Universitat Berlin).
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Kinoshita-Kabuki's modern re-telling of three men who resist fate and
the might of society on the cusp of a new era
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Kinoshita-Kabuki, a Kyoto-based company, seeks a new understanding of
Kabuki. The company collaborates and produces work with different direc-
tors under the supervision of Yuichi Kinoshita. For this year, Kinoshita-Kabuki
takes on the challenge of the work of Kawatake Mokuami, the great play-
wright who formed the foundation of Kabuki. The play they chose is Sannin-
kichisa, full of Kabuki allure such as rhythmical lines and a dazzling stylistic
beauty. Kinoshita's interpretation of Sanninkichisa is not merely a sad story
of three outlaws who happen to have the same name, Kichisa. Reviving the
narrative of the two communities surrounding the three men, which has been
edited out in recent Kabuki performances, the piece captures the complex
human drama and contemporaneousness of the original work. Directed by
Kunio Sugihara who also directed last year's Sambaso, Kinoshita's in-depth
research and reading of the original texts and Sugihara’s critical yet festive
direction discover anew Sanninkichisa, questioning anew Mokuami, Kabuki,
and the origin of Japanese contemporary theater.
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Supervision and revisions: Yuichi Kinoshita
Direction and stage design:

Kunio Sugihara

Text: Kawatake Mokuami

Cast: Wataru Omura, Kazuki Ohashi,
Ryo Horikoshi / Masaki Murakami,

Fumi Kumakawa, Sayuri Fujii / Kenichi
Tsukagoshi, bable, Masakazu Morita,
Fumie Midorikawa, Ayako Otera, Issei Mori
/ Yuki Tanaka, Megumi Takizawa / Kimio
Taketani

Stage manager: Nobuaki Oshika
Lighting design: Nami Nakayama
Sound design: Daisuke Hoshino
Costumes design: Kyoko Fujitani
Carriage adviser: Chika

Literary advisor: Ayumi Seki

Revisions assistant: Takatoshi Inagaki
Assistant direction: Tetsuya Iwasawa,
Minami Suzuki

Publicity design: Hiroshi Toyama
Production coordination: Mai Hongo
Production: Kinoshita-Kabuki
Co-production: Kyoto Experiment

In co-operation with: Ayamejuhachiban,
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The Coordinates of Kinoshita-Kabuki

Akira Shigeyama

In the 1950's two Kyogen actors, the late Shime Shigeyama (Sensaku
Shigeyama lll) and the late Sennojo Shigeyama, appeared in a Kabuki
play directed by Tetsuji Takechi at the Kokera-otoshi opening of the Nis-
say Theatre in Tokyo. Until then it had been strictly forbidden in the tra-
ditional Noh theater world for performers from different fields to perform
together. What the two did was scandalous and it succeeded in having
them chased out of the Noh world. In common parlance, it is known as
the “Takechi Kabuki Incident”. But public opinion was in their favor and in
the end the pair were able to secure a victory over the old-fashioned Noh
world, though it was also taboo to perform Kabuki in Shingeki, which is
literally the “new theater”. This is because there was a pyramid hierarchy
in both the old and new worlds that can be traced back to the lemoto
family system in the arts.

What Yuichi Kinoshita is aiming for is surely a sharp censuring of this
kind of old-fashioned performing arts world. In Sambaso, one of Kinoshi-
ta-Kabuki's major productions, he brilliantly denied the godhead pos-
sessed intrinsically by the classical performing arts. | am surely not alone
in thinking he is caustically criticizing the ideas of authority lurking be-
hind the god of the classics and attempting to portray a new barometer
for the arts.

In the future | want him to create a true drama of humanity, to orches-
trate a new drama surpassing race, gender, language and religion for our
increasingly global present. When | saw Sambaso he achieved success
with the dance part, so now | wonder if he should next try giving verbal
theater a new coating of paint as drama. And when he succeeds at this
then his coordinates will surely jump out from the two-dimensional and
become a three-dimensional drama.

| look forward to these “3D coordinates”.

Akira Shigeyama (an “old-fashioned” actor)

Akira Shigeyama

Born in 1952, he is the eldest son of Sennojo Shigeyama II, and he was ap-
prenticed with his father and grandfather, Sensaku Shigeyama lll. He made
his stage debut at the age of three in Iroha. In 1975 he performed Sambaso
and Tsurigitsune, and then Hanago in 1994. In 2001 he formed Rakugen no Kai
Okome to Otofu to create collaborations between Kyogen and new Rakugo
performances. The group is active all over Japan. In addition to planning,
conceiving and directing opera, Shingeki theater and performances, he co-
founded with Jonah Salz the Noho Theatre Group, which fused western con-
temporary theater with Japanese classical performing arts. He has performed
many times overseas in English in Beckett's Absurdist plays. He is the recipi-
ent of the 31st Kyoto Cultural Services Prize.
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Part performing arts, part sports,
a spectacle unfolds at an enormous stadium
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contact Gonzo has fascinated people with their fierce body contact perfor-
mance and expanded their repertoire to include art installations and more.
Collaborating with photographer Takashi Honma or presenting work in which
only the sound of their performance is played on multichannel speakers as a
performance piece, contact Gonzo deliberately jumps across the boundary of
“performance” with their penetrating intellect and bold moves. For their first
appearance at Kyoto Experiment, the group presents their new work at Nishi-
kyogoku Stadium, the home of Kyoto Sanga F.C.. Inspired by the performance
of athletes who exhibit inordinate physicality within certain restrictions or
rules, they see a possible link between sports and performing arts. Even so,
how are they going to make their show at such an enormous stadium with
over 20,000 seats work? Internationally acclaimed band Nisennenmondai will
support them with their live music. Ever since ancient Rome’'s Colosseum to
today's Olympics, people have been fascinated by the activities at stadiums.
It is their approach to explore why human movement attracts people so. The
outcome is still unknown.
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Nishikyogoku Stadium
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Continues in case of rain. Canceled in case of storm
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Concept: contact Gonzo

Performer: contact Gonzo, Nisennenmondai
and others

Sound: Bunsho Nishikawa

Production: contact Gonzo

Co-production: Kyoto Experiment
Supported by: The Saison Foundation
Presented by: Kyoto Experiment
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Awakening from the 1-7 nightmare

Ryuta Imafuku

It was an attempt to strip football utterly of pleasure,
to wipe it out: the semi-finals of the World Cup, Bra-
zil vs. Germany. Jostling back and forth, sensing the
intricate subtleties of the game, the impromptu play,
the vying for the beautiful goal... This rich rhythm
of reciprocity vanished without a trace, leaving only
the oppression of the rationalist, the dry supremacy
of victory, which tries single-mindedly to extract the
numerical superiority of the abstract “1 goal”. When
one team is so completely armed with this principle
of reason, there is no room for the flexible body of
the other team, placing its faith in chance and wit, to
awaken. In a sense, it was only natural that the results
were so brutal.

1-7. And yet we cannot simply see this as a score theo-
retically possible in football. This time, the Muse of
football was blasphemed by the autocrat of technol-
ogy - the rational tactics aiming flat-out for victory
and the “stats” that support these tactics, that is, the
performance data for the players or team in the game.
The players become accurate pieces for realizing tac-
tics, devotedly carrying out their contribution towards
victory. They are now completely under the control of
technology. IC chips are embedded in the boots of the
players, with the distance they cover on the pitch and
their fastest speeds instantaneously converted into
data, to be transmitted to the all-powerful computer.
The movement of the ball is also recorded as data by
the minute, using high-speed camera surveillance
systems utilizing military missile tracking technology.
More than other team, Germany in particular placed
importance on computerized match analysis and
statistics, applying these to constructing detailed tac-
tics. If this trend were to be introduced worldwide, a
football match would surely ultimately be turned into
an anodyne cyber game where the winner is the team
with the more effective data and computer program of
tactics. The future of this football where the Muse of
wit has been banished is nothing short of a nightmare.

Amidst this crisis, contact Gonzo walk out onto the
football pitch. Taking advantage of this physical op-
pression of modern man by discipline and informa-
tion, these guerrillas dislocate it and attempt to recap-
ture the wonton liberty of the body. No stately fanfare
is needed to mark the start of the performance. Ag-
ile small birds clamor with beautiful voices because
they already sense intuitively what is about to hap-
pen. Most of all, it is appropriate that the field where
contact Gonzo's new physical philosophy will be laid

down is a former football pitch. It is proof that sport,
football above all, connects to that path toward the
deepest and showiest aesthetic (that is, art) by primi-
tive impulses revolting against being placed in the
frame of competitive sports.

Take Pelé’s dazzling chapéu (lobbed) goal against
Sweden in the World Cup final in 1958. Or the goal
by Carlos Alberto during the Mexico World Cup final
in 1970 that seemed to fly miraculously into the net
and make it dance the Samba. Or Maradona’s “hand
of god” in 1986, followed by his dash from behind the
halfway line and past five rival players to score again.
These examples that truly deserve to be memorialized
are none other than special moments showing how
the gods of chance and improvisation manifest in the
game. They demonstrate how the extraordinary craft
(Ars/Kunst) that can never be reached by a pursuit of
rationality is still alive in sports. The source for their
artistry is the motility of chance, the elasticity of ol-
cuahuitl, the rubber tree spirits that live eternally in
the dense jungles of Central and South America.

Futebol (foot-ball): put succinctly, it is aesthetics con-
structed on top of the free relationship between “foot”
and “ball”. A miraculous coalescence of the body and
its joints with the contingency of the spirits of the rub-
ber trees. They entreat each other, caress, entangle,
embrace. Sometimes they are estranged, they part, go
far away, watch over each other. Before the ball called
improvisation, the foot transforms into a new liquid-
like body brimming with plasticity. It is made from
soft bubbles. It is the sparkling spring Amazon delta.
It is the shrub of hazel roaring in the southerly wind. It
is the smile of the puddles reflecting sunlight after the
rain. The rectangular pitch shakes, distorts. The white
lines paint a curve. The goal posts stretch. A thousand
craque star players crown their heads with a thousand
balls, and the curtain quietly rises on the kingdom of
the carnaval.

Ryuta Imafuku

Cultural anthropologist and critic. Born in Tokyo in
1955, he was raised in Shonan. He has been undergo-
ing anthropological research in Mexico, Cuba and
Brazil since 1982. Currently he is a professor at Tokyo
University of Foreign Studies, and since 2002 has pre-
sided over Amami Jiyu Daigaku, an outdoor nomadic
campus in the Amami archipelago. He is the author
and translator of many books.
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The peculiar theatrical life of a father convinced
he is Giacometti and a son pretending to be Isaku Yanaihara
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Akumanoshirushi's CARRY-IN-PROJECT creates a huge structure that can
barely fit into the exhibition space and carries it in with the help of partici-
pants. It is an unexpectedly festive and dramatic event despite the simplicity
of the act. This signature project has been executed at various venues in Japan
as well as overseas. As fearless as CARRY-IN-PROJECT, the company produc-
es a performing arts piece that aims to deconstruct the structure of theater
and its unspoken assumptions. The versatility of the company members, some
coming from architectural backgrounds and others from fashion, makes such
an attempt possible. Akumanoshirushiis a unique artist collective, led by Nori-
yuki Kiguchi. Their new theater piece Mon Peére, Giacometti is a story about
a father who used to be a painter and his son who works in performing arts.
Father, starting to show signs of dementia, confuses himself with Giacometti,
a great artist who he admired when he was young, and his son with Isaku
Yanaihara, a Japanese scholar. Playing along with his father’s delusion, the son
ends up posing for the father for a whole day, which is the beginning of their
strange theatrical life. The casting, played by Kiguchi and his own father, adds
another dimension to the mixture of fiction and reality. Offering more than a
simple autobiographical aspect, is it an absurd comedy or cynical tragedy?
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Kyoto Art Center Auditorium
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Script and direction: Noriyuki Kiguchi
Original text: Giacometti and Giacometti
Diaries by Isaku Yanaihara

(Misuzu Shobo, Ltd.)

Cast: Keizo Kiguchi, Noriyuki Kiguchi,
Hikaru Otani

Video: Yu Araki

Music: Umitaro Abe

Lighting: Makoto Oshima (KAAT Kanagawa
Arts Theatre)

Subtitle operation: Keiko Kiguchi

Stage management: Megumi Sato
Graphic design: Yasuwo Miyamura
Planning: Akumanoshirushi, KAAT
Kanagawa Arts Theatre

Production management: Akumanoshi-
rushi, Takio Okamura (Okamura & Com-
pany), Ayumu Sawafuji (KAAT Kanagawa
Arts Theatre)

Production: Akumanoshirushi
Co-production: Kyoto Experiment, KAAT
Kanagawa Arts Theatre

Supported by: The Saison Foundation,
Asahi Group Arts Foundation

Presented by: Kyoto Experiment
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Sympathy for Akumanoshirushi

Norihisa Kurenuma

Akumanoshirushi is led by Noriyuki Kiguchi, who
graduated with a degree in architecture studies from
Yokohama National University, a college which has
produced famous architects such as Koh Kitayama,
Ryue Nishizawa, and Osamu Nishida. And yet Kigu-
chi, far from becoming an architect like this or even
making a career in a related business, worked as a
construction worker and then founded Akumanoshi-
rushi. Since then he continues (as of present) to cre-
ate a variety of feasts, such as “Sketch” events which
attract people through heavy metal-style posters, or
his CARRY-IN-PROJECT, where people haul an ob-
ject that looks like some giant minimalist sculpture
and pass it through a building, “theatrical theater” -
theater disguised as theater - or “private meetings”
which nonetheless anyone can attend. Apparently
among young architects around Yokohama Noriyuki
Kiguchi is known as “lethal weapon”. And he is one;
for his work in Akumanoshirushi he even writes his
name with a different Kanji character, using one that
means “danger”. Kiguchi's genealogy can be traced
back to Gordon Matta-Clark, who despite studying
architecture at Cornell University under architec-
tural theorist Colin Rowe did not become an archi-
tect, instead co-running a restaurant, cutting up
houses with a chainsaw, and hollowing out a wall in
a building with a hammer. While it can be seen as
destructive, the work is very principled and clearly
constructed.

| first heard about Akumanoshirushi through the
CARRY-IN-PROJECT but did not see it in action until
Dead Tree, Illustrated (2012 KAAT Kanagawa Arts
Theatre). The play began with the premise that the
“director” (Kiguchi) had fallen from the KAAT build-
ing and died. Meta-theater like this dealing with
the death of the script/director and the birth of the
actor/audience, or with the impossibility of making
theater, seems well past its expiration date these
days. And yet, running this gauntlet of whether it will
be adud or not, Dead Tree, lllustrated actually treads
a tightrope, camouflaging itself as meta-theater
to ask us for just how long theater can take place
without becoming embarrassing. Ever since | have
wanted to feature the work of Akumanoshirushi in
my lectures, and aside from inviting Kiguchi himself
to give a guest talk, | have managed to satisfy my
appetite by concocting some context on three occa-

sions. | gave a lecture considering the extended us-
age of architectural space in the Alvin Lucier’s | am
Sitting in a Room and CARRY-IN-PROJECT. Another
lecture studied the coexistence of the expected and
unexpected through the CARRY-IN-PROJECT and
the dance of William Forsythe. The third introduced
Nicholas Bourriaud's relational aesthetics, which
creates conciliatory or adversarial relationships,
alongside CARRY-IN-PROJECT and Restaurant of
Abundant Orders, which divides the audience into
upper, middle and lower streams, each possessing
part of the somewhat grotesque site.

And now for this Kyoto feast Akumanoshirushi will
perform Mon Pére, Giacometti. At an earlier “re-
hearsal” event and “public meeting” Kiguchi finally
achieved his desire to put his painter father Keizo
Kiguchi on the stage. Accordingly, it was then just
a case of waiting for the audience’s desire to be sat-
isfied. At the rehearsal, Kiguchi/Akumanoshirushi
brewed up in the audience not so much anticipation
for the finished work but indifference, conducting a
hearing that was double-layered, asking what peo-
ple demand from theater and what they want from
Akumanoshirushi right now. No doubt Noriyuki Ki-
guchi, while simultaneously fabricating a structure
answering these two desires from the mountain of
scene fragments he has already dreamed up, is also
trying to work out how far to renounce that struc-
ture and then, how far “theatrical theater” can be
enacted. After all, it was Andy Warhol who literally
executed what Jacques Lacan said - man's desire is
the desire of the Other - but Noriyuki Kiguchi/Aku-
manoshirushi has finally begun walking on that per-
ilous tightrope. And doing so all the while borrowing
so much from Giacometti and Isaku Yanaihara that
one becomes less and less sure who is the artist.

Norihisa Kurenuma

Born in 1968. A specialist in culture and representa-
tion theory. He is a professor at the Institute of Urban
Innovation and Yokohama National University and an
adjunct lecturer at Tokyo University of the Arts, the
University of Tokyo, and Musashi University. A thesis
he wrote on ecological architecture was published in
the journal Shiso in May 2011. His translations include
Hal Foster (ed.), Vision and Visuality (2007, Heibonsha
Library) and Martin Cohen'’s 101 Ethical Dilemmas (2007,
Chikuma Gakugeibunko).
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TWERK
altered natives’ Say Yes To Another Excess - TWERK

® 60min (EEMR / Kansai Premiere)

10/18 (sat) 17:00-
10/19 (sun) 17:00-

FARI 57 #REE L& 5%,
RETHIRTHIEINGT VRADUERT S,

Sensual, violent, passionate dance bursting out of a nightclub
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Francois Chaignaud, a graduate of Paris Dance Conservatory and Cecilia Ben-
golea, a student of anthropological dance and philosophy at the University of
Buenos Aires, have worked together since 2005. A steady dialogue between
the two choreographers has given rise to a variety of works. Introduced at La
Biennale de Lyon 2012, altered natives’ Say Yes To Another Excess - TWERK
is a raving and energetic dance piece, as if a night at a club is taking place on
stage. Five provocative dancers are spinning, rotating on their own as they all
orbit in a wide circle, extending and retracting their arms from the elbow. It is
the first time for the London DJs Elijah and Skilliam to play in a theater and
collaborate with contemporary dancers with their fierce set of Grime music.
While stimulating the senses and compelling audience to dance along, itis a
high-culture piece with a sharp perspective on gender issues.
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Designed by: Frangois Chaignaud, Cecilia
Bengolea

Performers: Elisa Yvelin, Ana Pi, Alex Mugler,
Francois Chaignaud, Cecilia Bengolea

Music: DJ Elijah, DJ Skilliam (Butterz, London)
Lighting creation: Dominique Palabaud, Jean-Marc
Segalen, Francois Chaignaud, Cecilia Bengolea
Lighting: Dominique Palabaud, Sindy Négoce
Stage manager: Jean-Marc Segalen

Music advisor: Miguel Cullen

Consultant advisor: Alexandre Roccoli

Costumes: Frangois Chaignaud, Cecilia Bengolea
Production: Vlovajob Pru

Co-production: Biennale de la danse de Lyon, Les
Spectacles Vivants - Centre Pompidou (Paris),
Festival d’Automne a Paris, Centre de Développe-
ment Chorégraphique Toulouse (Midi-Pyrénées),
Centre Chorégraphique National de Franche-
Comté a Belfort, Centre Chorégraphique National
de Grenoble, Le Vivat d'Armentieres - Scene
conventionnée danse et théatre (Nord-Pas-de-
Calais), Centre Chorégraphique National de Caen
(Basse-Normandie)

Production funded by: Arcadi (ile-de-France)
Supported by: FUSED (French U.S. Exchange

in Dance), FACE (French American Cultural
Exchange)

In cooperation with: La Ménagerie de Verre (Paris),
Chez Bushwick (NY), Doris Duke Charitable Foun-
dation (NY), the Florence Gould Foundation (NY)
Co-organised by: Institut frangais du Japon

With the support of: Institut francais

Under the auspices of: Embassy of France /
Institut francais du Japon

Co-presented by: Kyoto Prefectural Citizens’

Hall ALTI

Presented by: Kyoto Experiment
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The pallid, wild dance of

altered natives’ Say Yes To Another Excess-TWERK

Sae Okami

Frangois Chaignaud and Cecilia Bengolea are
without doubt the most prominent artists on the
American and European contemporary dance scene
today. A dance graduate from the Paris Conserva-
tory, Chaignaud exudes a pungency of dubious
androgynous degeneration, while Bengolea, having
studied contemporary dance in France following
training in jazz, street dance and traditional dance
in her hometown of Buenos Aires, suffuses vitality
and brawn. In 2008 the pair formed the company
Vlovajob Pru and since then have caused sensations
with the new work they create almost yearly, from
Péquerette to Sylphides, Castor et Pollux, Danses li-
bres, (M)IMOSA, Twenty Looks or Paris is Burning at
The Judson Church (M), and 2012's altered natives’
Say Yes To Another Excess - TWERK. Audiences
find themselves shocked by the intense make-up,
the costumes, and the radical choreography that ca-
sually violates on-stage taboos. And yet the dance
is a clear departure from the superficiality of those
pop singers who like to exhibit their eccentricities,
instead gradually agitating audiences from deep
inside.

altered natives’ Say Yes To Another Excess - TWERK
violently stimulates the audience’s sensations from
the moment they enter the venue. Thunderous club
music deafens (earplugs were made available on
the seats at the premiere!) and on the floor paint-
ed white with mechanical graffiti, the dancers are
already spinning around at full speed. An extraor-
dinary dance party then kicks off with the five per-
formers dancing to the music played by DJ Elijah
and DJ Skilliam, leaders in the Grime music scene in
London that mixes hip hop, house, garage and elec-
tro. The dancers’ superhuman gyration continues for
several minutes, making viewers dizzy and fellow
dancers intoxicated. Before long the five dancers
burst into a trance-like state, following a dialogue
woven through mysterious movements by one male-
female duo in the dyed stark crimson space, and a
cool trio of dancers beguiling through jumps be-
tween high-speed dance and languid movements in
the dim light by the men and women who, with their
black hair draping down to their chests and wearing
only black shorts and knee pads, destabilize differ-
ences of gender. Out of the flaunting of their sexual

charms, their guileless revealing of arousal, their
mutual gallivanting, their exchanging of desire and
sharing of new codes, a freakish bond is created. It
is like the birth of a new tribe.

The “twerk” in the title refers to a kind of dance
where you open your legs, squat down, and furiously
shake your protruding rear (think of Miley Cyrus and
you can surely visualize what | mean). The term has
spread quickly in the last year or so but its roots lie
actually in black culture, and it was a song called
“Twerk” (2011) by the American female rapper Lady
that apparently inspired Chaignaud and Bengolea.
Other than twerking, the work also employs move-
ments that reference dance vocabulary's varying
histories and cultural backgrounds, including night-
club dance steps like a daring straddle split leap, or
ballet-esque poses.

With their strong interests in gender studies and the
anthropological side of dance culture, it isn't hard to
imagine that nightclub dancing would be a suitable
subject for Chaignaud and Bengolea, since on the
one hand it ignores sophistication and social norms
to devote itself to the pleasure of dance, but also
faithfully traces the codes of temptation to invoke
the desires of others, dissolving the irreconcilability
of “desiring” vs. “being desired” into a self-surrender
of ecstasy. In the urban nightclub, with its neon and
electronic music, Chaignaud and Bengolea’s pallid
wild dance discovered a site that manifests primor-
dial desire. Beguiling by its very distortion, it surely
depends on individual taste whether the provoca-
tions that hammer into the encephalon of the viewer
are taken as pleasure or displeasure. In altered na-
tives’ Say Yes To Another Excess - TWERK what we
likely encounter is ourselves.

Sae Okami

Born in Tokyo. A dance critic. She has a doctorate in
literature from Sophia University and University of
Toulouse. She began writing dance criticism in 2004
and currently contributes reviews and articles on con-
temporary dance and ballet to Dance Magazine and
Sankei Shimbun. She is a member of JaDaFo (Japan
Dance Forum).
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Kein Licht. (No Light.)

® 110min (BT #)7& / Kansai Premiere)
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Kyoto Art Theater Shunjuza
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A landscape woven by voice, light and bodies.
Does it proclaim the end? Or hope?
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Launching their studio UNDER-THROW in Kitashirakawa, Kyoto and present-
ing their work on a regular basis, Chiten has not only established a distinct
style of performance and its own ticketing system, but also speaks to an inter-
national audience directly from Kyoto - as if it's their manifesto on the public
nature of theater. For their fourth appearance at Kyoto Experiment, instead of
premiering new work as it did the last three years, Chiten introduces a piece
shown at Festival/Tokyo 12, the critically acclaimed Kein Licht. While the
original text is written by Elfriede Jelinek, the Austrian Nobel Prize-winner,
as an homage to 3.1, Chiten reinterprets it in their own particular theatrical
vernacular, a unique style of language which has been described as “Chiten-
ese”. Being a rare example of Chiten working with a contemporary text, the
work questions the boundary between the voice of the actors and the voice
of the dead - where the agency lies. Together with a live “sound machine” by
Masahiro Miwa and space designed by Junpei Kiz, an overwhelmingly intense
environment where sound/voice/body countervail each other emerges. The
light of enlightenment leading to a state in which there is no light of hope.
What we see on stage is beyond our imagination.
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Children under school age not admitted
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Text: Elfriede Jelinek

Translation: Tatsuki Hayashi

Direction: Motoi Miura (Chiten)

Music direction: Masahiro Miwa

Cast: Satoko Abe, Dai Ishida, Koji Ogawara,
Shie Kubota, Saki Kohno, Yohei Kobayashi (all
for Chiten)

Chorus: Yuko Asahiyama, Asuka Imai, Takuya
0i, Kazuki Ohata, Noriko Komura, Shigeto
Nakanishi, Aiko Noguchi, Hayama, Midori
Matsuyama, Yui Murata, Yoshiya Yoshimitsu,
Tomomi Yonezu

Stage design: Junpei Kiz

Costumes: Kyoko Domoto

Lighting design: Shinichiro Oishi (KAAT
Kanagawa Arts Theatre)

Lighting operation: Mari Iwata (KAAT
Kanagawa Arts Theatre)

Sound design: Reiko Tokuhisa (KAAT
Kanagawa Arts Theatre)

Sound operation: Yuhei Inazumi (KAAT
Kanagawa Arts Theatre)

Stage manager: Eiho Yamaguchi (KAAT
Kanagawa Arts Theatre)

Assistant stage manager: Mitsuaki Adachi
Technical manager: Mahito Horiuchi (KAAT
Kanagawa Arts Theatre)

Production coordinator: Aya Komori, Yuna
Tajima (all for Chiten)

Production: Festival/Tokyo, Chiten (premiere)
Co-production for 2014 version: Kyoto
Experiment

Presented by: Kyoto Experiment
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Chiten

kukangendai

| remember when | first saw a Chiten play coming
face to face with an overwhelming kind of “non-
understanding” and yet also being completely ex-
hilarated.

There was no structured narrative, no emotion being
shared with all the audience, nor any easy methodol-
ogy that could be put into a single word. However, |
also clearly saw, or at least sensed it at that time,
how this was utterly different to the avant-garde
that merely aims for an outright experience leaving
the audience high and dry, or for the bizarre. And
having now worked together with Chiten on the pro-
duction of Fatzer, | feel that strongly.

However, just what is this non-understanding, this
fever that | felt in Chiten's work?

First of all, its language; the communication is
unique. Chiten's performers speak a dismembered
text, in a way you have never heard before. At times
the words give up being lines for conveying meaning
and, with fissures intact, are repeatedly joined up. In
this way, swaying between understanding and mis-
understanding, a situation arises that seems to force
the transmutation of understanding itself.

And then there is the movement of the performers,
the stage, sound, and light. As these begin to run
side by side, our understanding is swept away by
another muddy torrent, creating an undulation we
can only call “rhythm”.

At this point, while being swept away by this, it can
be asked: Is this just utterly nonsensical, something
completely dislocating the story? To which we can
say no.

Chiten’s plays even have a humor we might call
jocular, and even scenes that will move you to tears.
And yet none of this is understood as safe; it exists
hand in hand with peril. While laughing, shivers run

down our spines.

This isn't the words or sounds emitted in order to
express an emotion, but is born in the moment when
they run side by side, each intersecting with the oth-

er. It is that moment when the words that seem to be
heading to a place far removed from their meanings,
after a long journey, abruptly come thrusting back at
you. This is what most moves me.

Watching a Chiten play.. No mistake about it, it
can be quite a tough experience. You need to con-
centrate and likely you will feel like you have been
dumped to one side of the road. And yet, isn't con-
veying words and telling stories a complex and dif-
ficult road to start with?

Chiten never stops rubbing shoulders with that dif-
ficulty. As if it believes in the richness of narrative
and the intellect of audiences.

| think that Chiten’s “non-understanding” that | felt
could be called respect for audiences and for lan-
guage.

At the very least, | am proud on that day in that the-
ater to have been a member of the audience for Kein
Licht.

kukangendai

Formed in 2006 with Junya Noguchi on guitar and
vocals, Keisuke Koyano on bass guitar, and Hideaki Ya-
mada on drums. Performing as a three-piece, its tracks
are made through a process of editing, replicating, and
deliberate error. Alongside its live shows in Tokyo, it
also works with other leading artists across a range of
genres, including ECD, Norimizu Ameya, and Kakuya
Ohashi and Dancers. In 2013 it collaborated with Chiten
for the first time on the theater company's staging of
Brecht's Fatzer.
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INSTALLATION + RERF()RMANCE +MUSIC

B WRIE XYYy I XE) —
Cubed Liquid, Metallic Memory

10/4 (sa)-11/3(Mon) 10:00-20:00

¥10/4DH =247 7> a0 $22:00% TER, 10/18D &1 X > b D7 $14:00-20:00F —7 >,
KR HPREA

B EBEfery—FeSU—d-&

Kyoto Art Center North and South Gallery

HOWBEHERSNBETERILLTOER,
MROELZSRLENOMEEMELTOBZRN—

Inspired by Rimpa, this “stage” where everything is
created evolves into a place for Gesamtkunstwerk

RHMEEOEMR, SERMF 1L, BEEMECOBEE AT HTHH.
ZHNDF,(2009) 2 LH. ERTOBEEPTILIY— Y1 EMETO
TEEAEOERNATORRDIEN EEREAEROEMLFENIIT
W5, 7IRFy 0B8R Fv 505 — A\ £B. AM. MsE 0 IRE,
Y=l FEILARARERMEL T SSOMICFEZMALY EE. EF.
HAEDELNTEIET . REZELBRVDICBAIROH 2T AR
/\%50

SEOIMAWNVEIK XTIy I BAEY — g Z NTH—IVTT—Y &5
ICABARDOEMRO—KFUR TR, & DEE S 2RI RBAR A, RIPE
ity —Fv7U—JtTld. EEBDOEE%EHE2% Model of Unknown
Stage) ¥ —ZXORIEARELBRFTE, ¥+ 7 —BCIEREHPIZ, =
MER. I2a—Y>ry BRESOSNEB . ERKEENFRELIZ4D0D
ARV EHBFEINTWS,

THES BTN >HYPPHEEPLP AN ZNZDELDRETHSS
BELTRESND L DD TELEEZRELLERBFOHA, T8
ADEEWIZ, RAOHERAEH LS5 BEREEZELS N HFES
255,

Teppei Kaneuji is a Kyoto-based artist who has shown his work in Japanese
museums as well as in overseas exhibitions such as “Melting City / Empty
Forest” (Yokohama Museum of Art, 2009), a solo show in Beijing, a group
show in the Hermitage Museum and more. Recently, Kaneuji has been work-
ing in stage design and by combining and reshaping everyday items such as
plastic goods, dolls, magazine cut-outs, stickers etc., he invites us to a world
that feels somewhat familiar even though we have never seen it before. In this
work, the artist boldly explores to seek a node between performing arts and
Rimpa, one of the major historical schools of Japanese painting, exhibiting
new work from his “Model of Unknown Stage” series at Kyoto Art Center’s
North Gallery and hosting four different events with other artists, musicians
and actors at the South Gallery. “A place where things and people that were
not supposed to encounter each other do encounter each other as they are,”
says Kaneuji. An unexpected encounter may take us to the world of the un-
known and liberate us.

WR4A00FTLRRHE EBREN: SEKERYV) HHEEE T4 :KYOTO EXPERIMENT

Part of The Celebration of 400 Years of The Rimpa School of Japanese Painting program  Exhibition
lighting: Masayoshi Takada (RYU)  In cooperation with: Tomeido Presented by: Kyoto Experiment

BRGATRAY TV T R 547873 =<~ 2:¥2,000 (BHR)

*EAKYOTO EXPERIMENT E#/5 % T, B (075-213-5839) & L AKXV 741 b
(www.kyoto-ex.jp) PIERIA 7 4 — AIZ THEIAH I E L,

Exhibition, Live Painting: Free Admission Live Music, Performance: ¥2,000 (Reservation required)

*Reservation: Call Kyoto Experiment office (075-213-5839) or send application form at the official
website (www.kyoto-ex.jp).

REPARVE
FATRAV T4 TRL—2DI—H1,
IRIBE R (EAMTER) + 75T 48 GEHTR)
+HELE— (XY AR/ EMR) + S RMT
B :10/4 (Sat)19:30-21:00

A R ER LY y— ¥vS)—F

547 T2a—-Yyona—L1,
FANGAF(Ta—Yvvy)+@EKMF
+ENINE (B Y RIy YT/ BEER)
B#F:10/11 (Sat) 20:00-21:00

R REEMLYs— Fr5U—F

N7+ = VRLIF v —DANT,
FEWLoaH(HEE)+ @ KMFE + LEEF
(BBBGRT S+ —)

H ¥ :10/18 (Sat)12:00-13:00, 20:00-21:00
LI R HE e s — ¥ eSS —F

FE EEGRK

R EXABEF

RE BFAETF

Lo F v — (BRGEE)  RE—X

IA—=SIN—=F4="TIN\—F4—DIHRAY,
FZNBARFEFIZVE)

B :11/3 (Mon) 19:00-

KB REEMLYy— Fr5U—F
KEEFH Y REKLTLET,

Live Painting: “Specter of Trace”
Kenji Itagaki + Chihiro Mori + Yuichi
Yokoyama (+Teppei Kaneuji)

Date: 10/4 (Sat) 19:30-21:00

Venue: Kyoto Art Center South Gallery

Live Music: “Ghost of Music”
OORUTAICHI + Teppei Kaneuiji

+ Bunsho Nishikawa

Date: 10/11 (Sat) 20:00-21:00

Venue: Kyoto Art Center South Gallery

Performance: “Phantom of Lecture”
Izumi Aoyagi + Teppei Kaneuji

+ Shimpei Yamada

Date: 10/18 (Sat) 12:00-13:00,
20:00-21:00

Venue: Kyoto Art Center South Gallery
Sound: Shuta Hasunuma

Lighting: Yukiko Yoshimoto

Costume: Kyoko Fujitani

Recorded lecture: Kazuo Amano

Closing Party: “Mirage of Party”
Guest: Nikka

Date: 11/3 (Mon) 19:00-

Venue: Kyoto Art Center South Gallery
The event continues until the food is
gone.

53



54

EFERBFEIZOWVT
FIEF) 48

ZERNIO S FRERT. ERBTERICE
MEFATTHL 2, ERERICE>T IELY
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REHEBEFELILDED(TIELLL EVLSD
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ERDEREECH, ICICHRERED 7 — 2
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FIR o7 Lok EET R E-Tch &
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oI5BT E216b 52V %
ATEERFELRWESHBERMLERD,
TRBOLSICEVEZRWVW DEEF RER
MEBLIELDE EVWSITIEE FVYRY—VD
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MLWh s BA—EIEIVLEDEILe
L tBLEIBRBDIZIELAVWTIELL EWS
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NDTH-TEERIADPETELIL EBW
o BERZFDIEDODY I IR TLY D &
AREBS>TWEDT. HNTIZBY BA 12D
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ZTOEERB. TLE REE. EFLY Y,
FAX,REREB B ERE, RINFZHORER
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REFFEEOEELHREL UNTNE, 20D
ERF DHOLEZDHENELI L ILDEY
REBS LALSEL RITEAEMICEDE
TTIREERS R 2T-DEAS D WITER
ERED(B LA VWE BB ERS,
EM(TaTaTLT—V) DAPEREM (O
TA—IVIT=Y)DT+—X v EEAD S
TNTBHEFERZE SNLL. SN LWL,
Z0EEIF EREMOANTHIEIL. EEE
MaEHOLICESABTREEEZT(NDT
B AMAIZ LB AR ARE % ERBY LB WTRZ
VEBWTELENTBRLDIEN S,
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1973 FEEREE I NSEEMER /NHR/F 714y Fa
EFERKOEAM LB T L AL INEARNNTERS
N2,"T=A05HMTHE4LFHE LT HMETE, 7
Ea—I\SRETDb LB ICHF N BRI ABREOKRDY
(Fr#itt) TE_RIATR=ZMEZE. 2012584 Y FH
E+EEEESFEH. 2013FMT ERLTV(:
»0EER CAE BB ) FlfT.

Teppei Kaneuji

Toshiki Okada

Teppei Kaneuji did the stage design for a play |
made about three years ago. It was his first time to
design for the theater. But | believed very strongly
that he would do a good job because | felt he had
very good taste.

My request to him was to make things that looked
like household appliances. After all, the title of the
play was We cannot understand home appliances,
nor can we each other.

Kaneuji came to see the workshops in the very first
stages where we were exploring the concept of
the play and | asked him about the title | was then
vaguely considering. “It works well,” he told me, “it
fits.” Or something like that. Well, if Teppei Kaneuji
thinks so... It gave me the confidence to go with that
title. | trusted in his taste so his words were like a
seal of approval.

By the way, if we're talking about sense of taste, well,
this came up much later, but when | was drinking
with Kaneuji we got talking about young artists with
good taste (FYl when | say young, | mean younger
than us), and he said something about how in Kyoto
where he's based, being told you have good taste is
for an artist, far from being praise, it's actually kind
of sarcasm. When | listened to this, well, this sounds
a bit paradoxical, but | felt like | then understood the
roots for why | can trust Kaneuji's tastes.

Teppei Kaneuji's taste is in a place where judgment
about whether taste is good or bad does not func-
tion. This is what | think actually makes taste good.
But if we carry on like this, we will run the risk of
insinuating that bad taste is actually good taste and
otherwise needlessly complicating things. As such,
it would be wise not even to use the word “taste”.

For We cannot understand home appliances, nor can
we each other | had two requests for him, to make
things that looked like household appliances - but
as the play had lots of dance scenes, | wanted a
big space for dancing, so | also didn't want him to
clog up the stage with lots of objects. Later | heard
through the grapevine that Kaneuji had been say-
ing he was having trouble because | had given him

so few instructions! I'd thought those two requests
had been enough and | didn't think that could be too
little, and no matter how much | thought about it, |
really did feel that those two requests were enough.
Hey, the stage design was really interesting, you
know.

Kaneuji made twelve large and small household ap-
pliances for me (television, washing machine, micro-
wave, fax machine, electric rice cooker, etc.). These
were lined up at the back of the stage.

That really worked well. More than anything, mak-
ing that play was fun. And since then, he’s continued
to do stage design. This fact is the product of how
working together that time was such fun. And now
it's like he's become dissatisfied with only being in-
volved with stage design and has finally made his
own theater work. That's great.

I'm so happy to see someone from the visual arts get
interested in the format of the performing arts. I'm
happy about it and it's also something that gives me,
someone in the performing arts, the opportunity to
re-interpret the performing arts again. Because peo-
ple on the outside can take hold of the real essence
and without digressing, just wham right into it.

Toshiki Okada

Born in Yokohama in 1973. A playwright, director and
novelist, and head of chelfitsch. His radical overturning
of existing ideas about theater has garnered attention
both in Japan and overseas. Five Days in March (2004)
won the 49th Kishida Kunio Drama Award, while his
debut novel, The End of the Special Time We Were Al-
lowed, won the 2nd Oe Kenzaburo Award in 2007. He
has served on the jury for the Kishida Kunio Drama
Award since 2012 and he published his first book on
theatrology in 2013.
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7V I iz 3792 5 4] /Fringe: The Useful Program

[ 9/27(Sat)-10/19(Sun)

A Bijuu Gallery, R =it v 9 —  RBHE L ERFE L 5 —
Bijuu Gallery, Kyoto Art Center, Kyoto Municipal Science Center For Youth

TBIIER 2,237 b2 MERB TS0
BOSFETHALLNTHLEID B EVWSERFAALD
MATHERTLZDOHN? ZLTHERS EIRESVSZ
EN?HEESEBRBEEBELTRATEEY,
FALEMEICLZ[DERIBEIEFIRT AR5
vav(BR)IEEBATERINTEY TN nERT S
UK TRIN I L 2T WA B2 EEKTHY 3 —
TR TEEGABBIAAFL RSN, BESNS L,
EhNEIEEHERLTVETIMAT [7—2>ay
TRIZBWTESOFIMERE- BEICMNZ LT B
BEESISBATERLTWCATRE B IRMNBTL &
5.7 LTEI [ERENBVWTARINET—Yay
TOT5VIE [ EERIOA YA RS oy avEeHic O
YT ERETIEM BB A>TWEET,
SEEF. LBOTEV-BACIFALEEINRRT S
£ EETERT-IHERONBLOHEMTLH S
REE R0 B ELET 2012100 AT LEY
T—2avERTUEHR - PSEMBOLBEIRICEVEE
FRE) BESETETEUIOTOSSLIIED,. 25
(FEEL,

HEREE

DAFRLRE

With the concept of “Theater is useful”, the program
aims through various kinds of activities to examine
what “theater”, a word we use in everyday conversation
means, what it is made of, and what it means to be “use-
ful”. Each of the performances in the program includes
instructions and by implementing them, “theater” comes
about. The instructions are also intended to be able to be
performed by different people in different contexts. The
performance program is in no sense a showcase merely
to be appreciated. It is something to be disseminated
and used. Each idea has the potential to be developed
further when audiences encounter the artists’ concepts
and artistic strategies through the workshops in the pro-
gram. The documents to be published after the festival
period will include the plans for the workshops. Along
with the instructions, the plans will form clues for au-
diences to understand what is happening behind each
work. This year will deal with various themes shown
in Miss Machiko, a Japanese manga series (see above),
and reexamine the eponymous character’s hometown
of Kyoto. Proposed by Yoshiro Hatori and selected as a
Fringe program at the Open Presentation event in Octo-
ber 2012, this is the second year of the program. Come
and enjoy these challenging works.

Yoshiro Hatori

[ Li&% / Performancel

I AR / Tomoki Yamauchi
FRIESHEINI-ER 4

/ Temporary Sustained Landscape

[09/27 (Sat)-10/5 (Sun) 12:00-19:00
¥500

%\7+—< X [/ Kagura Performance
[19/27 (Sat), 10/4 (Sat) 13:00-
¥1500

A Bijuu Gallery R&F™H TREAKEFEMNE FAMIBE 194 & £EE
EL5F / 5F, 194 Sendo-Cho, Shimogyo-ku, Kyoto

[7—%923v 7% / Workshop]

I AA1E / Tomoki Yamauchi
TERLLTDE.ZDEBRER S,

/ Garden as a stage. And its Ecosystem

[719/28 (Sun), 10/3 (Fri) 13:00-(—[E O & DS H0E])

A ZTHHAEFTOFERE / Gardens in Kyoto City

¥1,000 (BIZRIFER LA WE / Admission for each garden is
required separately)
ZHIA (LAH10:00 2 TR EABEFHETRICEH S )
/ Reservation required. Till 10:00am on the day of the tour.

FEE A THRTLZDH, £ WS BE D SO ILRAREHE.
B EHE LI TBEIZDCYET LI EELIDDIBEAR
BEALINTVWION AU LI INEEEES NS
ERLON KELHITTRNOEREKVEZS7—o>avTb
ESiEm-N

In an attempt to understand what exactly defines the concept of
garden, Tomoki Yamauchi, a gardener, creates a “stone garden”
with no plants in it. In his workshop, Yamauchi tours gardens in
the city aiming to explore the idea of managing a garden and
what it means to maintain something in its original state.

ILIPIARE / Tomoki Yamauchi
EM(EROERR) EF ERALH
R AFFICEMEZERE LD HEROFES
I REEPDICBEEB TEL 2<%,
FMAFICRLON Tz ¥ v - HEIC
"TKORR—E. 52V EBBOES~
&Nz, (RABE2013F10A5) e
H#Hb,

Gardener. President of Somoku no Tsukai. Researcher in aesthetic
and garden history. Started his career as a gardener while in school
and became independent while working as a researcher. His works
are mainly in Kansai, including a café gallery in Arashiyama and
more. His “Landscape of fire: Garden or deviating on the side of
transition” was published in Gendai Shiso, in October 2013.

WENT+—< VR 72/ Guest Kagura performer

BREM, / Miho Takayasu

B (TAFTLE— -2 T79—hN=—FiB) . BX (B LEEHIL
FTB) 0 8 & R M2 % 13 U %,20124F takayasu kagura& LT
BAEBEBRBRLEAY R=5Y R 457 -7XUH-BETHE
N7+ =T 2%HEK,

Actor with Hmp theater company. Female attendant at Horikami
Atago Shrine. Started to dance Naniwa Kagura from the age of 8.
Established Takayasu Kagura in 2012 and has performed in
Germany, Poland, Italy, the U.S and Japan.

[ Li&% / Performance]

REXH# + BN VY 2EF@MF

/ Daisuke Muto + Dance Exchange @Kobe

TERY Y2REFEMFTRAMIOZFLIRAERE
EERIBERER.

/ Dance Exchange @Kobe

“Post-colonial Choreographic Theory & Practice”
Final Presentation

[19/29 (Mon) 18:00-
A 577 / Sign-up Desk: R&EB =1+ > ¥ — / Kyoto Art Center
¥500

RIS EIGTAEBNT L THE &Y TLBEHROS &I
DS IRMOEREEDLHTEVBIAIEEBHETES. L&,
VT FHAVHIRME TH L MATEBET 27— o> avTh
S EABTATATHEENTREN  ZOREREHELOOH
BT,

If you define choreography simply as a “way to move people”, its
spectrum is pretty broad. You could even say urban planning,
advertising and web design are choreography. This workshop in
Kobe will gather more ideas and discuss the possibilities of
choreography.

HBEA# / Daisuke Muto -a
BERUZFREIXEBALIR(EZ. 5> ’
R RENTARE-E E, 20T
STEBMETZSVANTA=NIL-EX B

V= BLUOHLWIRMOER . BEDS VR e
B FIE5 &2 T KT £ & H . Indonesian Dance e
Festival (v L %) HEEF 2L —9— ERNS Y RBF@HF THEA
DB

Associate professor at Faculty of Literature, Gunma Prefectural
Women's University. His recent research is on the global history of
dance focused on Asia and new choreographic theory. Writes a col-
umn for a Korean dance magazine, MOMM. Co-curator at Indonesian
Dance Festival. He is a lecturer at Dance Exchange @Kobe

ERS > 2E¥@#F / Dance Exchange @Kobe

NPO%: ADANCE BOXA' REIFIE%{T 5. 7R DR R & >4 —-
BIEELLTEB LTI LZBRIGERI(VE LRETO TR
CREFERTOTTL2014ETBRN S ESBZH T FHIA
NFEATEY 2015F1AL3AICRR EEEZFELTL S,
Presented by NPO Dance Box, the program, in which one can learn
the whole production process from creating a piece to organizing a
stage performance, aims to foster professional choreographers,
dancers and producers. For its third term, starting in July 2014, nine
participants enrolled in the program will perform in January and
March, 2015.
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[ L5&% / Performance]
EERAOE X B AR

/ Mizuki Endo x Satoshi Hashimoto
(%4 MLEKRE)/ *TBD

[110/10 (Fri)-10/12 (Sun) ZASH5f 1 9:00-18:00

ZRHGH FHMIEEBEAZ TS S L,7 7Y A N lwww.,

kyoto-ex-useful.jp] IZ T ZHEERL &Ly,

A SBHBELERE LYy — RPHREXRE D/ NET3/
Kyoto Municipal Science Center For Youth
13 Fukakusaikenouchi-cho, Fushimi-ku, Kyoto
9:00-17:00 (A8 (316:30% T / Admission until 16:30)
KttHHY

Y500 (REBABTLERZ LY 5 —REDABRHIFIRMBE /
Admission for the Science Center is required separately)

HNEEORR - EMOBR BRI &Y R EADHEENEED
ARET OAANRDTTO—F2EZRBE3BAVARNT IV 3
BB EN RRENDLAICERZT O FL, 7T A
FCERENDZMGHTIVANS 72 av 2R IR Fitck
TIRR%EIRLTHTLIZE L,

In this program, participants explore broader ways of approach-
ing the audience, crossing the boundaries of science museum,
art museum and theater. To begin, instruction is given at the
Sign-up Desk, which is announced on 10/10.

SEBEZKIE / Mizuki Endo
AVFARYT R FaL—5—,20054,
EHF Fal—y—ICBESNBEEE Lorenzo
Bonaldi Art Prizex 32 IR, RIL7 —
FARY T LARXY h Y —ERTTE
IF4T - TaLyy— ER¥EBEME
LYFYRTATIL-TALIY—,
Independent Curator. In 2005, he received Lorenzo Bonaldi Art
Prize, an international prize for young curators. Executive Director at
Higashiyama Artists Placement Service. Residence Program Direc-

."J
[

tor at Kunisaki Art Festival.

1B ZAER / Satoshi Hashimoto
1977 F £ £, 2012F & V) EREE
Contemporary Art Think-tanko %3 0 %
RIZ2010FE T AL RTCREE L,
ARCUS.Z7L—7 B b B &% — iRkt
e LTo7— 71X M REHRAEM
B 2012F MMM LR R BE DT £ T EULMEME 405~
Mg RREIIAENE 2017 E RREMRINRIVIAE,
Born in 1977. Member of Contemporary Art Think-tank since 2012. Re-
cent work includes the solo show “Can’t Go, Please Come” (2010, AR-
CUS), and the group shows “More of an activity: the artist as choreog-
rapher” (2010, Hiroshima City Museum of Contemporary Art),
“Arbitrary Decisions and Prejudices: | Divide the Audience” (2012, The
National Art Center, Tokyo), “14 EVENINGS” (2012, National Museum
of Modern Art, Tokyo), “Lives of the Future Artists IV” (2017) and more.

[ L#% /Performance]
FHE B DHa / A National Holiday: Sports Day
[[10/13 (Mon)

Ny E=3 7T —HIEEISHIOAROBMNIE10/10. HRF ) >~
v ORERORZ BBLBFER-TLEDIE E5VWSTE
BOM? AELTVWEILIZRZDH?

The original date for Sports Day was 10/10, before “Happy
Monday” was enacted, commemorating the day of the opening
ceremony for the Tokyo Olympics. What is it that we com-
memorate? What is the real meaning of Sports Day?

[ L3&% / Performance]
K3 —F% / Kazunari Yonemitsu
FA8{&& S %4 / Imagination and Word

[110/18 (Sat) 18:00-
A TPEffLyy— 7Y —ZR—2

/ Kyoto Art Center Multi-purpose Hall
¥1,000

AOMDEEF YT HORBIENTZZIDDEELN T LAY — DK
NEFBL. SOBIZEEEEHIHT S — Lo FREBRIATY
F=vave B anEotehl WS EEE —HLIEED
HREEBRBRELVRNT 2BHREL0,

A game in which three words chosen from 40 word-chips
stimulates players’ imagination and generates more words.
Enjoy your unexpected imagination, surprise and delight when
you find a match.

BTOTILDERRA:

EZBTAT LT www.kyoto-ex-useful.jp/ticket

+E-mail info@kyoto-ex-useful.jp
Tel 075-213-5839 (KYOTO EXPERIMENTE/3)

Reservation: www.kyoto-ex-useful.jp/ticket or mail to info@kyoto-ex-useful.jp

2570754

TRV AN HBBEFOCIOEE Y ¥21— 1 F EBNEE,
EEAS DREL EAEZ

ZERBSME NHIBRA EARETL A)IENFOELRE

KIE—HL / Kazunari Yonemitsu
1964F 4 EN T — LT YA+ — 1M
BEARFBREEBEIRARME LRy =
ARy 2 B RSP EERH “
DHEBER L I TRRPIFED B e’
EBEHDEN KABRARYbOA—FH
FAZXAERRED S, EXHT00 54,2013 TIRIBEY —
LELTOZAY by & & EHE,

Born in 1964. Game designer. Professor at College of Image Arts
and Science, Ritsumeikan University. Creator of “Puyo Puyo”,
“Baroque” and more. Writes columns for magazines and lec-
tures at educational programs hosted by Sendenkaigi. Also or-
ganizes various kinds of events. In 2013, he hosted Tarot as a
Thinking Tool as a part of “The Useful Program”

[ 70U SLOEBIESES
i www.kyoto-ex-usefuljp
i (Japanese only)

The Useful Program

Project members: Masako Immaki, Masato Eguchi, Yuichi Sasaki, Komiki
Sato, Satoshi Nishizawa, Yoshiro Hatori, Hideyuki Mogi

Support B: Yuta Odashima, Marie Sugimoto, Sawako Nakagawa, Makoto
Hamagami

g
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AR A — 7 >z ) —fEdh / Fringe: Open Entry Performance

KYOTO EXPERIMENT 2014 T3 {F5F% Wiz r2 Wiz
FEF I E RS 7YY RE AT YT b —1EfR,
& LTKYOTO EXPERIMENT 2014 B BRI eh 12 &R
BT TRERSNBERE—ZBIBNLET EHEEH:
Y VLA BEA L TERAE. T M) —&
NI-DIFRIEID 20ER%EBZ 225! Y- -Yr>
LWbEERTAVF T REOEIHTRIZNIZDT

Following last year, Kyoto Experiment 2014 introduces
various works performed in Kyoto during the festival as a
part of our Fringe program. As long as it meets the terms
for entry, any work, regardless of genre, can enroll with-
out screening. For this year, a total of 25 works, larger
than last year's 20, are enrolled. A variety of venues and
genres await you. Enjoy autumn days with the arts in
Kyoto.

RABUN BU,

01
@ Tokyo | Theater
E+u7%y ./ Manos.
Fujiyama Annette/Manos.
FRILE
The Ugly One
9/26 (Fri) 19:30-
9/27 (Sat) 15:00-, 19:30-
9/28 (Sun) 11:00-, 15:00-
& 7~ TEIR
atelier GEKKEN

02

@ Kyoto | Dance
wE

Jakow

TIRESR,

Jakow Festival

[ 9/27 (Sat) 19:30-
@ UrBANGUILD

03

@ Kyoto | Reading

WRE

Nekokaigi
~’/'J—Z‘~E$w%ﬂ§;/[,¥l.\:tlf
feb~ZDE~TAX/BEFHE
nihon no fushigi na hanashi

tewep 1japiH Aq abew

[ 9/28 (Sun) 14:00-, 17:00-
9/29 (Mon) 19:30-
@ P-act

04

@ Kyoto | Music

LINIE - NAS

Yuki Nakagawa, band
PEREIDIIE/ TfzbblanlE
/ZDEY)DEITE

Struggle against “music” / not
work for / gambles around it
9/29 (Mon) 19:30-

@ UrBANGUILD

05

@ Kyoto | Theater

P-act REI( FSHE)

P-act project [Dramakumiai]
FI—Lea—RUIL-R59F1 v 28
RE(FI7HE) BRRRERS
Corporeal Mime recital by study
group [Dramakumiai]

10/1 (Wed) 19:00-

A P-act

06
@ Tokyo + Nagoya | Theater
Theatre Company shelf
Fshelf volume 18 [deprived]s
10/2 (Thu) 19:00-

10/3 (Fri) 15:00-, 19:00-
& ARTZONE

07
@ Kyoto | Tryout
KAIKAFgate#124
10/2 (Thu) 19:30-
10/3 (Fri) 19:30-
10/4 (Sat) 14:00-, 19:30-
10/5 (Sun) 11:00-, 16:30-
KAL) 7O ILNERY T,
A KAIKA

08

@ Kyoto | Reading+Music+Live
Painting

ryotaro + XHERF + AV KR
ryotaro + sennko hida + shigemi

yokoyama
FHldlEa—Ea—y
ohanashi-byu-byu-
10/3 (Fri) 19:30-
@ UrBANGUILD

61
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09
@ Kyoto | Theater
FERFE—LT
Dokidoki Boys
FERFE-LFOKREE#04
FNLLY b&HFZWEHD g
dokidokiboys's large attack #04
A thing like Hamlet
10/3 (Fri) 19:00-
10/4 (Sat) 14:00-, 19:00-
10/5 (Sun) 14:00-, 19:00-
10/6 (Mon) 14:00-
T UENER BREE
Former Rissei Elementary School

10
@ Kyoto, Berlin | Performance
schatzkammer feat. Aiko Okamoto
Pl
Onaka
10/4 (Sat) 14:00-
10/5 (Sun) 14:00-
f a-room

11

@ Paris | Music
Hugues Vincent
Fcello nights

10/6 (Mon) 19:30-
# UrBANGUILD

12

@ Kyoto | Dance

IXE/

MIZUMONO

P2 Z%E/ + Hugues Vincenty
MIZUMONO + Hugues Vincent
10/8 (Wed) 19:30-

@ UrBANGUILD

09 10

13
@ Munich | Installation
HEE/BAEF/ E—5— TR
TV
Kaori Nakajima / Aiko Okamoto
/ Peter Kersten
FEEHRDIE
The Way of the Wheel
10/9 (Thu)-12 (Sun) 12:00-20:00
A =ZBEADR
Mitani House

14

@ Kyoto | Music + Video art
Enso Watt

FThe Sanka’s Autumn Ritual s
10/10 (Fri) 19:30-

& UrBANGUILD

15

@ Kyoto | Theater

lHHE

comikasa

PR o

play of love

10/10 (Fri) 18:30-
10/11 (Sat) 13:00-, 18:30-
10/12 (Sun) 13:00-, 18:30-
10/13 (Mon) 14:00-

A KAIKA

16

@ Kyoto | Theater

THE GO AND MO'S

FILA D75 s

Yamagata’s Forest

10/11 (Sat) 19:00-
10/12 (Sun) 13:00-, 18:00-
10/13 (Mon) 13:00-, 17:00-

image by Aiko Okamoto 11

image by Samuel Andre 15

[ Bt ay S
Hitotsubo theater swan

17
@ Tokyo | Theater
HHEA
Riki Takeda
Fhi-Lizbichngh otz bflag
Dear myself who could not be “Us”
10/12 (Sun) 17:00-

10/13 (Mon) 17:00-
2 EEF

Houn-ji Temple

18

@ Kyoto | Dance+Music
SHER

Tatsunori Imamura

FFirst of all, as the story goes..s
10/15 (Wed) 19:30-

@ UrBANGUILD

19

@ Kyoto | Theater

Hauptbahnhof BUS

FZWEDNY o

Selected Songs of Love

10/16 (Thu) 16:00-, 19:00-

A EC4 COTTAGE
Keibunsha COTTAGE

20

@ Osaka | Mime

Ars/ BLt—#/ EXEE/
AEE

Wataru Okamura / Kazuki Onoue /
Natsumi Kuroki / Keigo Tani

IfrJ

u

16 photo: Ai Nakagawa

[ 10/16 (Thu) 15:00-, 19:30-
10/17 (Fri) 13:00-, 18:00-
& KAIKA

21
@ Kyoto | Theater
KnHE
laugh cabinet
BEE—RREEA(LHE
FRXEE | BB HRT - AR
Fukushima No.1 nuclear power
plant the stage plan: Super
admirable! Trip to Fukushima
10/16 (Thu) 19:00-
10/17 (Fri) 19:00-
10/18 (Sat) 14:00-, 19:00-
10/19 (Sun) 11:00-, 18:00-
10/20 (Mon) 14:00-, 19:00-
10/21 (Tue) 14:00-, 19:00-
& 7Y B
atelier GEKKEN

22

@ Tokyo | Theater

BIF R bRyINZ

Dctpeppers Theatre

Fea7VZ,

Hybris

10/17 (Fri) 19:00-
10/18 (Sat) 14:00-, 19:00-
10/19 (Sun) 14:00-

 ANBERYSF
Ningen-za studio

22 illustration: Ryo Taniguchi 23

ewifoyf oayoloy :ooyd

23

@ Kyoto | Performance

AVIHBEE+YF/EYIR

Theatrical Company Yuriika

Hyakkaten + Saginomori Lab.

FTWO,

[ 10/18 (Sat) 15:00-, 18:00-
10/19 (Sun) 11:00-, 14:00-

& T UENER BEE

Former Rissei Elementary School

24

@ Kyoto | Dance
Lulu+v¥* 55> +HRIES+
Anthony Hutchinson

Lulu + Takeshi Yazaki + Masami
Yurabe + Anthony Hutchinson
FoOZOFIER
Kurosunosetsuna

[ 10/19 (Sun) 14:00-, 18:00-

A KAIKA

25

@ Kyoto | Art festival

RMEEEMRRTEER

Kyoto Sento Art Festival Executive

Committee

ITR#BEZSH=MR 2014,

Kyoto Sento Art Festival 2014

9/27 (Sat)-10/26 (Sun)

A EERR. PIRDE. XS, BES.
AEFRR. EZER. RBH. K
&%

Murasakino Onsen, Monzen Yu,
Kamo Yu, Wakaba Yu, Daitokuji
Onsen, Ryugu Onsen, Kyogoku Yu,
Choja Yu

Notes:

3 32, KYOTO EXPERIMENT A =
TIT7 YA B LOREEFRGOV
THAEISRBIZE N,

¥KYOTO EXPERIMENT T (3, # —7
YIVR)—EROFr Y RERY
ToTHY A F 7y MZELTIE,
EEIERECEEEE(EEL,

*

For more information, see the
website [www.kyoto-ex.jp] or each
company's website.

*

Tickets only available from each
company.

i

25 photo: Yuki Moriya
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B £ X > b / Related Events

contact Gonzo: {ELR)DEE
9/18 (Thu)-9/28 (Sun) BEE{K
11:00-19:00 (£MEHI$20:00%T)
BLENLEIAWKSI0R . SEOTAY I MIAIFTE
BEN T Gonzo I B R, 2014 F 4 BICRKKRL(EW
FIPSESICEBRLEHEEBERLET,
@ Gallery PARC [/'5> <=7 ¥+ 35—\ 7]
RETFRE = LBHEAREOE48 ZE£bY bELL
#H:Gallery PARC [Z'5v <=7 L £+ 51 —-XL 7]

gg\:‘ﬁr

PRy oV RA=Lyg P—T1RA =2

9/29 (Mon) 15:00-16:30

A T-UENER BEE

A 5 EEE(075-213-5839) 6 LLIEAK Y= 74 FAHE
A7+ — L (www.kyoto-ex.jp) 12T KYOTO EXPERIMENT
EBRETHERRAHIE N,

#MINBEET7—T1RA—2

10/6 (Mon) 19:00-

A IREME sy — I—F4VIIL—4L2

g

A 5B (075-213-5839) H LIIAR 7 7 ¥4 hAHER
A7 # — L (www.kyoto-ex.jp) 12T KYOTO EXPERIMENT
EBEBE TEHRAAIESIL,

"R#DEWLE /Dance Scape;OPEN WS

LWARHL= FVRI—=o>avT

10/12 (Sun), 10/13 (Mon)

A REHmRELVEWETRES L5 —
REHRILUR=LBAEERE2T BT 23EA7442-9

¥2,500/ 7 5 Z (BEHIA)

HA-BBEE —MHFEAS VA7 Y RIyT71OX Y b

Tel 070-6500-7242  E-mail info@hotsummerkyoto.com

T —RAEFEAS VAPV RI v r404 Y b XLFF

(FR26FERROXLEEIET 2EEMREREE)

1 KYOTO EXPERIMENT

10/12(Sun) 18:30- LY F v —

10/13(Mon) 17:00- ¥ RIIL
YTV hYMVERIOOBAERSEETLIRVE
"LoFo—&IVRIIA,
20 BEICHIBERAOEMESERILLR-FVFD
BF 47001 AV ERSD TRABETTREE(2015
F10A-11 BRAEFE) CERT . EELREERERZ
Lo Fv—ES VRS ILEBELET,
HEEMBER 30

& Ry y— B

£¥500 (ZH2)

PERBALEMAEF v 7 — @KCUA

Fh RBAILEMAE

4 KYOTO EXPERIMENT

A sEEE RETIEMAEF v 5 — @KCUA
Tel 075-253-1509 Fax 075-253-1510

E-mail gallery@kcua.ac.jp

ITFIvaAVIL(BRE  RBEES)

NS LE =AY Y TV =5V,
BIFF#E{E3I7+— KYOTO EXPERIMENT 2014{&

[ 11/3 (Mon) 14:00-16:30

TEENELZ BEHNELEZEYF—II.2004F &Y ES
LTERNBIGLE 22— AV YOV -5V R I0kD
BIFFt 2+ —,KYOTO EXPERIMENT 2014 T LEiEENn 3
ER(7IVVSE2E0)ERRIISMENVBIFEZEVTES
HF BIERAATRETVET,
EEARUBE A CERH IR REEREMAZELZM
FRUR. RHEREAEMRETEZEER)

A RZE=ME 5 — MEBHR

F1 ¥2,000 (BB (3¥1,500) X¥NEF Ty bRIBEREEAD
THEEIBALEI L,

EB120% (SEBEE.BEHEEET)

HIA: 75 =35> R4 4k (wwwwonderlands.jp) &£V &8
ABLIZE N,

BEEE 7Yy —7v k€3 —{% info@wonderlands.jp
Tel 042-422-5219

FR: VS-S5V RUNEIGLE 2 —<HYY)

3t :KYOTO EXPERIMENT

contact Gonzo: Wall of the Black House

[ 9/18 (Thu)-9/28 (Sun) 11:00-19:00

Closed on Mondays. Open until 20:00 on Fridays
What you can hear from the black wall is a Gonzo-esque
body theory, created for this project. This new work will
be exhibited that is a development from their previous
work Black House, first shown in April 2014,

Venue: Gallery PARC [GRAND MARBLE, inc.]

48, 2F Benkeiishi-cho, Nakagyo-ku, Kyoto

Admission: Free

Co-organized by: Gallery PARC [GRAND MARBLE, inc.]

“Japan Syndrome” Artist Talk

[ 9/29 (Mon) 15:00 - 16:30

Venue: Former Rissei Elementary School Teachers' room
Admission: Free

Reservation: Call Kyoto Experiment Office (075-213-5839)
or send application form at the official website [www.
kyoto-ex.jp]

Artist Talk by Takuya Murakawa

[ 10/6 (Mon) 19:00-

@ Kyoto Art Center Meeting room 2

Free

Reservation: Call Kyoto Experiment Office (075-213-5839)
or send application form at the official website [www.
kyoto-ex.jp]

Hot Summer in KYOTO / Dance Scape

“Dance Workshop by Luis Garay”

[ 10/12 (Sun), 10/13 (Mon)

@ Higashiyama Communication Design Studio

¥2,500 (Reservation required)

Reservation inquiry: Dance & Environment

Tel 070-6500-7242  E-mail info@hotsummerkyoto.com
Presented by: Dance & Environment, the Agency for Cul-
tural Affairs

Co-presented by: Kyoto Experiment

Tadeusz Kantor Retrospective : Lecture & Symposium
10/12 (Sun) 18:30- Lecture

10/13 (Mon) 17:00- Symposium
Prior to the commemorative exhibition for Tadeusz Kantor,
the Polish painter renowned for his revolutionary theatri-
cal performances in the late 20th century (Oct. - Nov.
2015), the lecture and symposium includes rare video
archive materials.
Lecturer: Hidenaga Otori
A Kyoto Art Center Auditorium
¥500 each event (reservation required)

1R 70 7 5 A / Affiliated Event

Produced by: Kyoto City University of Arts Art

Gallery @KCUA

Presented by: Kyoto City University of Arts

Co-presented by: Kyoto Experiment

Reservation inquiry: Kyoto City University of Arts Art Gal-
lery @KCUA  Tel 075-253-1509 Fax 075-253-1510
E-mail gallery@kcua.ac.jp

Theater Review Magazine Wonderland

Review Writing Seminar / KYOTO EXPERIMENT 2014
[ 11/3 (Mon) 14:00-16:30

With “Viewed by the audience, Written by the audience”
as its motto, Wonderland, a theater review magazine, has
hosted review writing seminars since 2004. For this event,
participants can bring their own reviews on the works at
Kyoto Experiment 2014 and discuss with the instructor
and other participants.

Instructor: Naoto Moriyama (Theater Critic / Professor at
Kyoto University of Art and Design / Kyoto International
Performing Arts Festival Executive Committee Chairman)
@ Kyoto Art Center Japanese-style room “Meirin”
¥2,000/ ¥1,500 for auditing

*Ticket for the performance is required separately.

Up to 20 participants

* First come, first served including auditors.

Reservation: www.wonderlands.jp

Inquiry: info@wonderlands.jp Tel 042-422-5219
Presented by: Wonderland

Co-presented by: Kyoto Experiment

B¥XZa—-a%o¥av-7A¥x 7 /JP-U.S. New Connection Project
TAVANRMR. 7V Y - AT7—,BERAT—F1 AT L =7  hyslom (& 2B L) A

—

T 27 DEB I 2T —VIL N TA—I VAR ERETVET,

TUY Y A T7—XBERFTABRF—L"70—-7,
FVRINT+—2 2R TPLAY BALL KYOTO,
[ 9/23 (Tue) 18:00 U FERFFH 5.

5V ZEGRI$19:00tE &Y
B HbH SRy ITLARE (REH A RK FEREHBET)
FERL(BKR1AAN)
#WAH:BALF7OHRY -2 (JWBL)

hyslom BES "EEBY) — (FIZIE) 213,

[ 9/5 (Fri) -9/28 (Sun) 10:00-20:00 = HAFRHEIL
A FHEML>s— Fv5U—Jt-F

Fii2 )

3%10/18 (Sat).10/25 (Sat) (/X 7+ =% Y X% £

FERP=ML>5—
Allison Orr (choreographer) X Flora(Japan

Woman'’s Baseball Team)
DANCE PERFORMANCE PLAY BALL KYOTO

[0 9/23 (Tue) 18:00 (dance starts 19:00)
A WAKASA Stadium Kyoto
(Nishikyogoku, Ukyo-ku, Kyoto)
Free (10,000 seats)
In cooperation with: Japan Woman'’s Baseball Team

hyslom exhibition “BISEIBUTSU - Imagining
Examples”

[ 9/5 (Fri)-9/28 (Sun) 10:00-20:00 Open every day
@ Kyoto Art Center North and South Gallery

Free

Performance days: 10/18 (Sat), 10/25 (Sat)

Presented by: Kyoto Art Center

65



T2 AT ANV - I =T 4 V7R AV / Festival Meeting Point

BEGEINN T B E L BT —TARAMEBREDAIA A —2 3V DD RKY b,
STV IRA Y IH B BENBIIRERZEARBIBAEL T 7 ATANLDA Y T A A —

2avAR—=ZELTIRALIZE W,

In partnership with neighborhood cafes, the festival's “meeting points” offer a spot to enhance
communication between artists and spectators of Kyoto Experiment. Enjoy food and drinks before
and after performances. You can learn more about the festival as well.

—MAP p76

I-TF4vIRAVIUEEA
Meeting Point Shijo-Karasuma

K620 (4r—Oo=—=IL)

BRUENRRIPEHF DIV F RIEN—LELT—HRELSD
BYNRAN—BERAZ2—DFIZ, T RTANLOATE
HLoTHRRERA— Y 7' &5 |

Serving pasta and pizza for lunch and turning into a bar at
night, you can enjoy this tapas restaurant around the clock.
A special dessert is on the menu during the festival!

RBHTREBABEEET 2
KIRER] 620

COCON KARASUMA2F

COCON KARASUMAZ2F, 620
Suiginya-cho, Shimogyo-ku, Kyoto
E 255 Open Hours: 11:00-23:00
(B-#21222:00 £/ Sun. and
horiday until 22:00)

Tel 075-353-5644

www.k620.net

I-FavoRa v AN
Meeting Point Kitashirakawa

prinz

NTZLANIY X4 T7) = TNR—bRTL . Tyvo>avT
DEEMHR BRFIRFEI -V EHICEMPEEC
HNZDIEVHATLE D,

An art complex building with a café, restaurant, gallery, hotel
and bookstore. How about stopping by for an art show or
checking out the bookstore before or after a performance?

REBHERXBHRERAS

5 Tanakatakahara-cho, Sakyo-ku,
Kyoto

S 2 E5RI Open Hours:
11:30-23:00

Tel 075-712-3900

WWW.prinz.jp

I—=F4vIRAV P EZEKRER
Meeting Point Sanjo-Kiyamachi

Bar Lowo=Tar=Voga

VOGAMIA EE -BEEROAEBEME KA S —F —DFK
FTHEARLEBIOIIRBELRNRNBare AEF Ty b
EELFSTFr—Y (B P BRI BREX=Z2—bBHY,
Run by Kazumi Kondo, the director of the theater company
VOGA, it is a nice hideaway bar for a late-night discussion
on the performing arts. No cover charge for people with a
ticket stub from a Kyoto Experiment performance! Special
food will be on the menu.

RBHPRXARENERATS
JbEEE271-4 FIIELIF

1F Morikawa Building, 271-4
Kitakurumaya-cho, Nakagyo-ku,
Kyoto

=2 KHOpen Hours:
20:00-322:00

Tel 075-251-2810

I-Fav RIS
Meeting Point Imadegawa

Social Kitchen

RO AR, %BIF2010F I -7 Y IFOH Tz
FERICK>TBENED DI IR AR NBEF T Y
PDO¥FERSTILRBARHEARITONEDH1?
Embodying the idea of a “Community Center for the 21st
century”, this unique space, opened in 2010, offers a different
tenant in the cafe everyday. Bring the ticket stub from a
performance and you may / get a special bonus offer 1?

REBH _LRXIEEFFIRIET 699
699 Sokokujimonzen-cho,
Kamigyo-ku, Kyoto

=% K5f Open Hours:

B Monday: B2Z XX / Kissa
Bunkyu 18:00-23:00 ‘A Tuesday:
mitopechica 11:30-17:00 7K-H
Wednesday-Sunday: f&# 2 1A
& /Waka 11:30-22:00 (B2
D#17:00% T / Sun. until 17:00)
hanareproject.net

ESERECHEOEM. UHO ARV MERIZAX 7 7Y 1 +[www.kyoto-ex.jp]l # TECZE 1y,

KYOTO EXPERIMENT 2014 % v b+ R FAHEHAT 5 ¥

T—bESEBTIRBOBUESHIRRTAD RNEF Iy MIZOBBLRIER7T 52 bBEILE LT,

T AFANLVBBIPREBEA LR LALRIEBETO KN EEBI LV IITET,

Bijuu R#MHETREAEILEMETLMEE 194

TEARBH, SHE/IBAVIZ2013F A -7V LELYF Y BRNLE
DFFAF—DRFERFRAVTFITRTAZT 1 &2 HA B)IPEILA DB
EEET . SRASHHENLSIBRTFAR—FEHE, 1H1ERETHEHATES
HAFKOBEE (5F) AR * v Fr0H 2773 —EIT DS EE (3F)
(%3F1310/6 4 —7 > F &) # FRIMEK TRBVILZIT £ T,

@501 (114nf) FHAF—ZX—L

VA2BA+REF 7y MIR(B1AKRBI)) [FERIT 5>
¥75,000 (1 2 B2 BB, ¥ — € RRHA)
WE:Fry b UEB (240) +158 GAEA)
SHEREBR 1 9/27-10/18 [*1]

@301(68n) R Fy FU£HEALT7IV—[AFL—L
VA2B+2XEF 7y MR (B— ARHY) R 77>
¥60,000 (12 2 2RI, BRI, o — € RBHA)

WA Fry b URE (28) +Ea (FBRA)

X5 HAM:10/6-10/18[*1]

KIFRMIRy FOBIMG T FlEsME LT,

@501 (114nf) FHAF—Z L —L

A+ NEF Ty b 2R (B— ARRBT D) [HRRIT >
¥145,000 (1 2 B8RRI BRI, o — € XBHA)

WA F7 v 2ERE (AR + 158 (F@RM)

i RHEAR:9/27-10/18 [*2]

ZFH-BREIEE Tel 075-353-0802  www.bijuu.jp
XFrv7415:00-19:00, F v 277 +12:00

RTFLEVILRE 8o haReLE=£TLEERRG04

FHEM =D DETHIE REILTAITL-EIREVWSTT—V&IT
TYDTFHAVTARERMY AN GBEICBT7 - Iz T7RFICAZRE,
7= MIEBEIRVWRT L REPEROMRE LT EFICTFIAVEITET,

@ UH2B+NEF 7y MR (BIAKSY)LFT 7>
<2V 7L ¥10,000~ (1 1 BHRAMBBLA - — € ZRA)
<A > ¥9,500~ (1 2 & KKFA BLA - — e EBBA)
LFREEHIAKRLUBSYORETY,

RE:F7v b URR (1K) +1E8 (BARE)
*RHEAR:9/27-10/18[*1]

IFK-EEAE  Tel 075-251-7111
www.hotelmonterey.co.jp/kyoto
KFryvs4v14:.00, Fzv 277 H+12:00

prinz REBHERREFERES

RENSVEEDNH ERRIZHY ATz - FrFU—LAFFV KT~
BOOKSHOPE DA MR, 7 ¥ 1+ —BERENFATLT - bO&S %
RFLT RBIBESLTL2DOLS B BALTORAGBI LA EHEL
BV E T RBEMEBENEL THES 5 DOT 7L ROBNTT,

O K/ TREKT 7V [ S

10/11 (Sat) M room (¥23,902/ 1= 24 %) 10/18 (Sat) M room(¥23,902,/ 1% 2% %k)

L room (¥27,367/ 1E241%)

L room (¥27,367 /1% 24 1%)

10/12 (Sun) M room (¥22,275/1E24#k) 10/19 (Sun) M room (¥22,275 /1% 2 £k)

L room (¥25,425/1%E244%)
NE A/ TRERT=ZASZIQEF 7y b+ IERAT 5V
X REAM10/11 (Sat). 12 (Sun)

ZFH- BB A Tel 075-712-3900 prinz@prinzjp www.prinz.jp

L room (¥25,425/ 1% 2 &#%)
ANEHRTHDOB VG NEF Ty b+ IEAT I
SREAM :10/18 (Sat). 19 (Sun)

HIEAT 5 OFMIEAE Y 7Y b [www.kyoto-exjpl # ZE S L,

HARTOTSANET AT IVREF Iy b TIBW LT EEEA RV U TRETOBAT SV BCAEL BV £ A,
*1 154:10/6.10/7.10/13 *2 2j4:10/1-2.10/6-7.10/7-8.10/8-9.10/12-13,10/13-14,10/14-15
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NXTSTP &, RN D EAEM 7 2 X7 4 /VLE TOHRFR
B LOZOKERNEERET 52 L2 EMIZ, 2007412
KRN TA—=IV T T=YDIHDFR Y T—IThHb,
ETHIE 2012 11 B1ED S8, 201250520174
b >T EUDREXL 7RI SLELT.5EBD
HMBYR—-FARELTWS,

FE_HORBEIE. Fy k- OBELRZREE LY IBLEL
RRERO T EEEZBATRRIXEEI 4007 Y
I N— b F—FEWDRIZEIIHB.ZD4DTH D,
KYOTO EXPERIMENT.On Marche(® 3% >a),
Panorama Festival (V47 ¥ ¥+4 B), Dense Bamako
Dance(¥ V) lE. ZhZnitRASEBENZ T X7«
NILTH 5,

I5LTRYRT = ZIRLTWCZ ETNXTSTPIZS
A-NYE=>aveXMEWT7AITF Y T4 T4 DERIZDOW
THEZETRE DRy b7 —00RKIZH ST A,
FYYIA R N= b —E NXTSTPA Y R— T 21ER
£2IFTHINXTSTPZDH D OB DLW THRHLTL
(e 2, A onERE/HIET . A—0Y D
TATYT4T4IZBBTARYENRBERMRYLTON
BIEERE/FLTL S,

NXTSTP is a network European performing arts festivals
that came into being in 2007 to provide an extra shot of
energy to the co-production and circulation of the
performing arts in Europe. The first term of NXTSTP ran
from 01 November 2007 to 31 October 2012. The network
consisted of 8 of highly established performance arts
festivals in Europe.

The second term of NXTSTP (/The Second Generation/)
kicked off on 01 November 2012 and has been awarded a
five-year funding from the Culture Programme of the
European Union (2012-2017).

To extend the exchange of competence and artistic
dimension of Next Step even beyond Europe’s borders
they have selected 4 associated partners from different
cultural backgrounds, active in strategic regions of the
world, which includes Kyoto Experiment (Kyoto) as well as
Festival On Marche (Marrakech), Panorama Festival (Rio
de Janeiro) Dense Bamako Dance (Mali).

By opening up the network in this way, Next Step can be
an ambassador for the European arts scene of tomorrow,
and simultaneously bring the reflection on globalisation
versus identity to the core of our own network. The
associated partners will discover the functioning of Next
Step as well as the productions it supports. They will
nourish the debate on European identity with a view from
the “outside”.

IN—hF—
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Alkantara Festival (') 27>) Noorderzon(7A—=>4">)
Baltoscandal Festival (3277 L) steirischer herbst festival (75 —) NszTP
Dublin Theater Festival (¥ 7)) >) Théatre National de Bordeaux en Aquitaine (/L K —)

W TSVR=TNh7x 759+t
Tel: 075-257-6877
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ROHIM Theatre Kyoto

2016 1AF—7> !

1960F DFELIR. Z< DA ICBINTE LRI SEEIE. 2016 F 18,
"A—Ly7o—FE, LTIV Za—TLA-T>LET,

BE EE GREES. BAVEEEMONRELTEENEDS
FLOWEIBIC, £ ZFTHfFIEE L

ALYk | YOREK=N | J=Rk=I
2005F% 716/ #3007 (5
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LRRSYR Ty 7&NTH FbAbEZFICLERT, BN~ BIERTRE L
HERENLFRDLRR—Z BYRAREAEOE— O—L>79—RMOHRE

[MAE]n—Ly 75— R ARERE (QBHEEA RPHT IR VLIRS E)

TEL.075-746-3355 (FFH9:00~17:00)

http://www.kyoto-ongeibun.jp/rohmtheatrekyoto/

. o NUIT BLANCHE KYOTO 2014
N =24-75>>1KYOTO 2014
Y w ~VEAREANORUE~-RRT - EBITR-

www.nuitblanche.jp

10 4H(+) 18:00~ ABZEER

TZa4-75vv2(ARK) . ANUTHEMN
I5—REBYVORKT— ~DEREL,

WY DIHHKE T - RE TR BIADBRR 7 — %
ERTELDBE 22107522 KYOTO, %
BELET N 7+—T YR . FA47 . 7YY
av-RvEVT BRI VABRE . SERT
ASLARBOBREE)ET,

S RBEBRIY Y NI -V T7L ) TYAT4F2- 75V EE / T145hEW ) 7=ty — / ZEH
YEMAKZEF¢7)—@KCUA/ TSR EBRRER / BEAE / THFHE= / KEBHEPIENRE /
M &Y / Sfera / BREXvS5U— /Gallery CAL /KT 7oFIL—L R / RBEHIEE / RBLE
HHE AR KYOTO Design Lab7 v 2 X / WIUF—T4RY - TLAZRAY b —E X (HAPS) / RERE =1
KZ ARTZONE / Z&A Y FUTHAV+ERNKBEX v I — / BRIRE / RBT 1V NI M

FHRBHE.TVRTF2-77 @ (A BEALEE)
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KYOTO EXPERIMENT | H#BEBREE 5B Zii% 2014
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KYOTO EXPERIMENT | Kyoto International Performing Arts Festival 2014

Organized by:

Kyoto International Performing Arts Festival Executive
Committee (Kyoto City, Kyoto Art Center, Kyoto Arts and Culture
Foundation, Kyoto Performing Arts Center at Kyoto University of Art
and Design, Kyoto City Music Art Cultural Promoting Foundation)

Co-organized by:
Rissei Cultural City Steering Committee, Kyoto Prefectural
Citizens' Hall ALTI

In cooperation with: ekzm Co., Ltd, Gallery PARC [GRAND
MARBLE, inc.], K620, Shijo Han'eikai Shopping Street Promo-
tion Association, Social Kitchen, Bar Lowo=Tar=Voga, prinz,
Murakamiju Honten / Bijuu, Hotel Monterey Kyoto, Gion Shop-
ping Street Promotion Association

Sponsored by:
Shiseido Co., Ltd., Asahi Breweries, Ltd.

Supported by:
the Agency for Cultural Affairs Government of Japan in the
fiscal 2014

Approved by:
Association for Corporate Support of the Arts

Kyoto International Performing Arts Festival Executive
Committee

Chairman: Naoto Moriyama (Theater critic / Senior Researcher of
Kyoto Performing Arts Center)

Vice Chairman: Shigeki Tominaga (Executive Board Member of
Kyoto Arts and Culture Foundation / Professor at Institute for Research
in Humanities, Kyoto University)

Committee Members: Fumio Amano (Director, professor of
Kyoto Performing Arts Center)

Motoaki Shinohara (Professor at Graduate School of Human and
Environmental Studies, Kyoto University)

Ritsue Hata (Editorial committee member of Arts and Cultural News
Department, Osaka head office of The Mainichi Newspapers )

Hitomi Yamamoto (Secretary-General of Kyoto City Music Art Cul-
tural Promoting Foundation)

Kumiko Yoshioka (Culture and Citizens Affairs Bureau of Kyoto City,
Culture and Art Planning Section Unit Head)

Machie Yoshida (Senior Director of Kyoto Arts and Culture Foun-
dation)

Supervisors: Masatoshi Akiyama (Culture and Citizens Affairs
Bureau of Kyoto City, Culture and Art Planning Section Head)
Masashi Hasegawa (Secretary-General of Kyoto Arts and Culture
Foundation)

Advisors: Kojin Ota (Theater critic / Vice President of Kyoto Uni-
versity of Education)

Akira Shigeyama (Kyogen artist / President of NPO Kyoto Arts
Meeting)

Soshitsu Sen (Urasenke Grand Tea Master)

Akira Tatehata (President of Kyoto Arts and Culture Foundation /
President of Kyoto City University of Arts)

Oriza Hirata (Playwright, theater director / Director of Seinendan)
Moriaki Watanabe (Theater director / Visiting professor at
Kyoto University of Art and Design / Professor Emeritus, Uni-
versity of Tokyo )

Kyoto International Performing Arts Festival Executive
Committee Office

Program Director: Yusuke Hashimoto

Executive Director:Junko Kakiwaki

Office: Shunsuke Kadowaki, Shoko Murakami, Nagara
Wada

Public Relations: Masako Tago, Eriko Nishitani

Production Coordinators: Kyoko likawa, Ryo Ide (Kyoto Per-
forming Arts Center), Sorataro lwamura (Kyoto Art Center), Yu-
kako Ogura, Yoko Kawasaki, Miho Kawahara (Kyoto Performing
Arts Center), Eri Shibata (Kyoto Art Center), Kaori Nagano (Kyoto
City Music Art Cultural Promoting Foundation), Sakiko Nishio
(Kyoto Art Center)

Technical Coordinators: Nobuaki Oshika, So Ozaki, Masaya
Natsume

Interns: Haruka Umihara, Saori Yamamoto, Lee Soni
Translation: William Andrews, Yuki Itai, Olivier Krischer,
Justus Wallen

Document Coordinator: Atsushi Takeuchi

Art Direction: Yuma Harada (UMA/design farm)

Design: Keisuke Yamazoe (UMA/design farm)

Web Direction: UNGLOBAL STUDIO KYOTO

Web Design: TRACE

Web Programming / Web Coding: FLAM (Norichika Kiriya)

Kyoto International Performing Arts Festival

Advisory Board: Haruka Idegami (President of NPO KIDS MEET
ARTISTS)

Tetsuya Ozaki (Editor / Publisher and Editor-in-Chief of REALTO-
KYO and REALKYOTO)

Naoko Kogo (Performing arts reseacher / critic / dance+)

Reiko Hagihara (Kyoto Art Center)
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R TS5 aF79 MRS/ Tickets

AI575% Advance Tickets
-

Z (258 T)

RTE2RAORETT. A—EE - BRORNEL2ATREIT 258504

BT,

FA-RRE VZT BRENTF Iy bECBAOARANELH GBS

DIRRIABETT,

CBNEORMNREREFED 1 BB T,
CERTTHHLOSERIE. EREOY5003F (NMBHHE1LER) LAY

9. (BBEIHLOTHETAHANIELET MAEIEKYOTO
EXPERIMENT #7 v b2 9 —%7T)

CEFEISI(102 M L) 2R T THY £9.##MIEKYOTO EXPERIMENT

FryrEY ST,

ERBICLY NSRS TOALUBENTEVLE T EMIE BB~

VEZBE(EE D,

CEEFOBRICLINEFLEDVBEZOZ S IBEAROF v~ 2L BE

DEFETEE LA,

CEHOME L HERAEZBREZEABTERVEENIEVET 20K

HORELIEWELERA,

F—54Z - BB :_ﬁifﬂ_lr BRELT L% Gz
Artist, Title =7 (6555 1High School Day Tickets Seating
Youth (Upt025) | Student &
Student Younger
Senior (65 & Up)
T4t - Hvy—/N=T7 TR B
1 | Tina Satter / Half Straddle ¥2,500 ¥2,000 ¥1,000 | ¥4,000
House of Dance Unreserved
)i RO S BE
SxNv Y RA—LA ~ step3. “ RO A"
2 Tadasu Takamine ¥3,000 ¥2,500 ¥1,000  ¥5,000 Unreserved
Japan Syndrome ~step.3 “Outside of the ball”
EapliEzane) -
IJzLy hT—XbFM4VX
3 Takuya Murakawa ¥2,500 ¥2,000 ¥1,000 | ¥4,000 Unreserved
Everett Ghost Lines
LAR - HL—
EEVESS Bl
Luis Garay ¥2,500 ¥2,000 ¥1,000 | ¥4,000 Unreserved
4 Maneries
LA Z AL — RIS
AVINTITATATA +¥500 B
Luis Garay ¥2,500 ¥2,000 ¥1,000 ¥4,000 (BREUT Unreserved
Mental Activity 13[E%8)
ge ze Pop Ad -
D2 H——She She Pop & Z DRI LIS &S vance
S| THE RITE OF SPRING as performed by | +3:500 | ¥3,000 | ¥1,000  ¥6,000 | ticket price | ynreserved
She She Pop and their mothers plus ¥500
R/ TRER (High School
ZAE= Students BE
6 | Kinoshita-Kabuki ¥3,500 ¥3,000 ¥1,000 | ¥6,000 & Younger Reserved
Sanninkichisa tickets are a
contact Gonztz ) falt ¥1,000) -
xapaxnannan (¥/3y 7 X - F>F ) ¢
7 AT DIRFED 2 A — ¥2,500 ¥2,000 ¥1,000 | ¥4,000 Unreserved
xapaxnannan: Our future sports
BREOLAL -
HHRR, YvaAXy T4
8 Akumanoshirushi ¥2,500 ¥2,000 ¥1,000 ¥4,000 Unreserved
Mon Pére, Giacometti
TV T vrZa - YT RYTLT
TWERK BE
9 | Francois Chaignaud & Cecilia Bengolea ¥3,500 ¥3,000 ¥1,000 ¥6,000
altered natives’ Say Yes To Another Excess Unreserved
- TWERK
R ;
HDH U, EE
10| Ghiten ¥3,500 ¥3,000 ¥1,000 ¥6,000 Ressrved
Kein Licht. (No Light.)
BES, SATRAVTavy, o0—I I NR—F4 : NIBER
SEBE Free Admission (Exhibition, Live Painting, Closing Party)
11 EBVRE, X5V AT~ B
Teppei Kaneuji SAT, NT7+—< Y £¥2,000
Cubed Liquid, Metallic Memory ¥2,000 each (Live Music, Performance)
XEELY FFONRIATT,
Notes: Notes:

* The price of Pair tickets is for two seats. Pair tickets are valid for two persons
for the same performance only.

* D required for Youth, Student, Senior and High School Student & Younger
tickets.

* The theater reception and box office opens 60 minutes prior to a
performance.

* Accessible Tickets are available at a ¥500 discount from regular priced
tickets and include one complimentary ticket for a helper. We may guide you
to specific seats. Please contact the Kyoto Experiment Ticket Center.

* Group rates are available for groups of more than 10 people. Please contact
the Kyoto Experiment Ticket Center for details.

* Some performances have age restrictions. Please refer to the specific
performance information for details.

* No refunds are offered after a ticket has been purchased, except in the case
of the cancellation of a performance for unforeseen reasons. Ticket dates
and times may also not be changed after purchase.

* Entrance to some performances may be refused after the performance has
started. Please note that refunds are not available for latecomers.

F4 v FEUR / Ticket Information

KYOTO EXPERIMENTF 7 v hE> ¥ —
(11:00-20:00., 9/21 % THEEIK)

*r 54 (BERESR) |www.kyoto-ex.jp [T v-1L
75|, BEERTE R (ER)]

BFEFH1075-213-0820 [£ 7 -1 L7 >5]H]
BO|R&=MM€> 5y —2F

REEM LY Y — (10:00-20:00)

BORTOH | REHTHRX =B HEAMT 2 1LKLET
546-2

FrybhUdH

#>Z4 > | http://t.pia.jp

BFEFH10570-02-9999

£y

Kyoto Experiment Ticket Center
(11:00-20:00, Closed on Sundays until 9/21)

Online | www.kyoto-ex.jp

Tel | 075-213-0820

Box Office | Kyoto Art Center 2F

Kyoto Art Center (10:00-20:00)
Box Office only | 546-2 Yamabushiyama-cho, Nakagyo-
ku, Kyoto

Ticket Pia (Japanese only)
Online | http://t.pia.jp

Tel | 0570-02-9999

Tickets Sets

KYOTO EXPERIMENT F7 v ht> ¥ —Tlx6HB %A
BBy PEERYE->TVET,
KERBED/NT+ -3V ERIG BE LY FFOFRIATT,
KUBBARA X 1EHICOE1B] XEAADAEY

R7 I REREREZSR
A—EE-BBOAEE 285 Lo THATAILT
BBIIBEITERF Y R TT,

TY—=IR/ BET) =R [BRBEE]

71)—IS2 | ¥22,000 FETY—/SZ|¥12,000
NR7ATILBRRNBEIVEB TR TR W
1T£7,

3EEH/FEIEEH

3EE%(¥7,500 *¥4£3EEH(¥6,000
NRTBTILhoEFERIEBEZEN, TR TR
ICEBATZILTHBICHBITESZ Y METT,
VAR HL—2EE % ¥4,000

LARHL =TT R YA GNT T4 T4 T4y

N2EEEERICHBITES2 LY MFTT,

HWik = KYOTO EXPERIMENT #7 v h2> 5 —

Our ticket sets offer great deals for audiences who
would like to attend more than one performance.

*Admission to Teppei Kaneuji's performance is not included
in any set (including the Free Pass).

*Available for advance tickets only. Cannot be used to
purchase tickets on the door.

*Limited to one use per performance.

*May only be used by the purchaser of the set.

Pair Tickets | See ticket prices chart (left)
Available when purchasing two tickets for the same
performance.

Free Pass / Student Free Pass

(limited availability)

Free Pass | ¥22,000

Student Free Pass | ¥12,000

With a Free Pass you can enjoy all the performances
in our official program.

3 Performance Set / 3 Performance Set
(Students)

3 Performance Set | ¥7,500

3 Performance Set (Students) | ¥6,000

You can choose 3 performances of your preference
and get a discount when you purchase the tickets
together.

Luis Garay Set Ticket | ¥4,000
A special set is available for Luis Garay’s two per-
formances (Maneries and Mental Activity).

KEX#$2%l35]

Repeater’s Discount

UAZA T HREOBRBIFANBEF 7y b0
FIRRWEECE AR T OIS LDLEEEAY¥500
OFF (AT RIE) TTAB LT E T,

[ R 2 E KYOTO EXPERIMENT 2014 AKX 702
SL/ 7V RBEHEZL TS L MER /AT
Ty —{ER]
KEFIRIIDEIZNEOAEWLAFOHD
BT . EZENHBBARICRYET,

Show your ticket stub from a previous performance
at the box office and receive a ¥500 discount on a
full price ticket for any performance in the official
program!

Available for: Kyoto Experiment 2014 official program
performances, Fringe program (The Useful Program,
Open Entry Performance)

Limited to a one-time discount per ticket stub, one
per person. Only valid for full price tickets on the day
of the performance when the venue is not sold out.
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A REBZEAMT > % — / Kyoto Art Center

REH PR E0TE AT 2 L{RILET546-2

546-2, Yamabushiyama-cho, Nakagyo-ku, Kyoto

Tel: 075-213-1000 E-mail: info@kac.or.jp

Website: http://www.kac.or.jp

ST RS AR SR RBRER EHIRTE, 22 24FEOLVRES S
XEEBLL BHRiBHY

B RE=MEIS ENE(RBEREMAE)
/ Kyoto Art Theater Shunjuza (Kyoto University of Art and Design)

REHARXILBNIMEIL2-116 FEERZMAZER
2-116, Uryuyama Kitashirakawa, Sakyo-ku, Kyoto

Tel: 075-791-8240 E-mail: k-pac@kuad.kyoto-art.ac.jp
Website: http://www.k-pac.org

T HE R AT LA SRy —IFI) £ H/5R 204585 (B E- RES,
BT ERETREETZ AR, TET ¢

CRIRTZ &R RS RGBT RL DR R REE AR, TEY ¢

TRA ST B (WA RAT) £ 9, /SR 5 KB A 0
E1 AR RETE R RIS EA, & AT RIS E AL
ESES

IR AT R S AL IR Y A TR R T E 519109

XEBEELL BRSH) (RE-N17E@TEETSW)

photo: Toshihiro Shimizu

C JT- I /INFE K / Former Rissei Elementary School
TR T R R (X 0 A8 ] JR BT 3R A A &5 BT 310-2
310-2, Bizenjima-cho, Nakagyo-ku, Kyoto
Tel: 075-708-5318
CRARCARE LR TE Aa BOL VI~ ES 35
CRIRIREMEL R TE, 4-585HO& VLB A BEAES 55
KEES B A L (BHEHESIIREE BRI 2 IRAIEY,)

* photo: Shunsuke Yamashita

D RE L RAR—IL“TIL T 1"/ Kyoto Prefectural Citizens' Hall ALTI

REHT LERXSNE—KT 23ERTET590-1

590-1, Tatsumae-cho, Kamigyo-ku, Kyoto

Tel: 075-441-1414  E-mail: hall@alti.org

Website: http://www.alti.org

S THEARTSHILRTE. 6&FHOLYBEAESSH

CRBRTHET BR2BEHO &Y AN Z 201 RIETF ARSI B E,
7212, 203 RIFE T BREE - EARMK 0 & TBASH)IL TE,
BRBEREAGESS D

NEEEAL BHSHY

EARMRY 7 L (EREREDHAERELERIBERES)
/ Nishikyogoku Stadium

RERT A R X R AR BE T
Nishikyogokushinmeicho, Ukyo-ku, Kyoto

AR S
TS AR TRAB AR & ) TR BRE YA RATRALRY S TERB R TE,
EH105
CREBRNZS—IFLCEBRY B ORBHENRTIS N ETARBESHAE
B, THE. fEH59 photo: Takuya Matsumi
KIRAEH 5

BRATBEERY S T BRTEEL LFERICRY R TR R TE ELH109
XEBESH) (FR) - BREHY
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H L & —/Calendar

9/September 10/October

TR | 27 28 29 30 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 LR
ACCESS | sat | sun ' mon tue | wed | thu fri sat | sun | mon | tue | wed  thu fri sat | sun | mon tue | wed thu fri sat | sun  Duration
- =1 17:00 17:00
Fa4FHvd—/N=T7-ZFFFL
1 Tina Satter/Half Straddle © Ho 70
House of Dance 20:00 20:00 00T
EER 14:00
2 Tadasu Takamine me) -
JwXv oY FA—L ~step3. “ROS” 19:00 19:00 19:00 e
Japan Syndrome ~step3. “Outside of the ball”
At 14:00 17:00
3 Takuya Murakawa @) (@) 70
IUzlybT—RR51YX 20:00 20:00 min
Everett Ghost Lines
LARHL— 16:00 . 13:00 70
4 Luis Garay ?3XYIR (@) ;’;;}:'7‘4'7'4 (@) min
NFVLRS | XX INTTTATAT 17 Manpries 19:00  Mental Activity | 20:00 20:00 45%
Maneries Mental Activity = min
She She Pop e 9
5 #HD%H—SheShePoptZOBMLBILS in
THE RITE OF SPRING as performed by She She Pop and their mothers 19:00
K TRER 16:0013:00
6 Kinoshita-Kabuki 0o o 4.5
ZAB= h
Sanninkichisa
contact Gonzo 60
7 xapaxnannan(#/8y 22+ +>):BitzbORKRDRKE—Y it
xapaxnannan: Our future sports 19:00
EEOLSL 14:00 60
8 Akumanoshirushi me] min
bHR.FeAXy T4 20:00/20:00 19:00 80
Mon Pére, Giacometti min
75097z a=&EYUT Ry OLT 17:00 17:00
9 Frangois Chaignaud & Cecilia Bengolea o o 60
TWERK min
altered natives’ Say Yes To Another Excess - TWERK
b7 14:00
10 Chiten mie) 110
KDL, 19:00 min
Kein Licht. (No Light.)
EREF B 10:00-20:00  10/40#22:00% T.10/18(214:00-20:00 .

11 Teppei Kaneuji

mEWEE XSy 7T XEY — FATRAVT 19 —19:30 4 7—20:00 N7+—3 R —12:00

Cubed Liquid, Metallic Memory 20:00
7YrY EZ%57055L The Useful Program 2 1 2 5 6
1LHREHENAR, 2. FRIEDSNEARMESTr -2 3.FEAL
LTOE. 20 ERE RS, 4. TERS > B2@Kobe £ FI0= 7L EHER 3 3
JRBHREHKR) 5.F(F1FLKRE)s 6."HA:GBOH, 7."BKRLEE, 4 7
7YY F=FvIVhJ)—{E& Open Entry Performance 1 6 10 15 19 22
1.ExWW7+v+/Manos. 2.%F 3.E2#HE 4.9)II#W\F.NYF 5.P-act
RE(RSVESR) 6.TheatreCompanysh;I=f 7.KAIKA 8.ryotaro+XHRF 2 7 1 14 16 20 23
+33veEKX 9.FFFF(EF—WT 10.schatzkammer feat. Aiko Okamoto
11.Hugues Vincent 12.3X%/ 13./4B&E/ BAEF/ E—F— FLR7Y 3 8 13 18 21
14.Enso Watt 15.2##'& 16.THE GO AND MO’S 17.RE# 18.5HER
19.Hauptbahnhof BUS 20.M#%5/EE—f/BAEE/ABE 21.X0RH 4 5 9 12 17 24
2 BEARI Ry KX 23.2AVAHERE+YF/EYFH 24.Lulu+¥ ¥
2 o +HREER+Anthony Hutchinson 25 R#$#H=MHR 25

B 7~ 18- 2 - . — N s o

BES <> b contact Gonzom 9/18:9/28 | w =2 e Il F—FRbb—2 AR H L= D=5 297
BiE7055 4 H¥Za—axy>¥ax70Yzs b hyslomBES 9/5+9/28 hyslom/X 74— > 2

¥ LEE L ADVWEIEKREBRAN - K74 - YR h—20%FELTEY EY, [ Post-Performance Talk
¥ BEBETOL AV EEFERY —EXATAAVEITET (R 1,500, EF/FH) . THHEALOMIZRABEO4HE RV T, FH-BEE KYOTO EXPERIMENTE#E 075-213-5839 (FH11:00-19:00)
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Kyoto Experiment’s logo is a visual representation of the confrontation and
expansion of its three keywords: encounter, collision, and dialogue.

It is a design with more than 600 forms, which stand for the evolution of
the creative spaces.

logo design: UMA /design farm
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