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Greetings

“Man is both creature and moulder of his environment.” It is with these opening words
that the 1972 Declaration of the United Nations Conference on the Human Environment
encapsulates the relationship between mankind and the environment. Exploring the theme
of “Echos-monde: The Age of Ecology” and bringing together pioneering artists from Ja-
pan and overseas, this festival will endeavor to embody a new kind of relationship between
humanity and the environment.

As one of the organizers, it gives me great pleasure that Kyoto Experiment: Kyoto Inter-
national Performing Arts Festival, having pursued its titular experiments since 2010, now
arrives at the milestone of its tenth edition with another impressive program of events. I
would like here to express my deep gratitude to Chairman Naoto Moriyama and the other
members of the Executive Committee as well as all the people involved for their tireless
efforts in organizing the festival.

We have now entered the Reiwa era, so named to convey “culture born and nurtured
as people’s hearts are beautifully drawn together.” I will continue striving to ensure that
Kyoto Experiment attracts further attention around the world and becomes a rich soil
from which new culture can grow.

In closing, I would like to express my hope that this festival proves a truly fruitful experi-
ence for audiences and visitors.

Daisaku Kadokawa, Mayor of Kyoto

We have reached our tenth edition.

It surely goes without saying that the festival could only continue for such a long time thanks
to the warm and robust support it has received from our artists and audiences as well as our
peers and colleagues. As the 2019 festival opens, I would first and foremost like to express
my sincere gratitude for this.

In this milestone year, the festival also has another venue: Theatre E9 Kyoto. Overcoming
the crisis we faced in the region as long-running fringe theaters closed one after the other, the
way the private sector could come together to help open this new base for carrying on the
artistic and cultural traditions of Kyoto truly embodies the latent potential of the arts and
gives us immeasurable courage.

As you will no doubt already know, this year also marks the final festival to be programmed
by Yusuke Hashimoto. While there are not enough words to describe the debt of gratitude
we owe him, we must now move forward. We have fortunately selected a superb team of
directors to succeed him and are currently in the process of preparing next year’s festival in
parallel with organizing the 2019 edition.

In the approaching decade of the 2020s where uncertainty seems bound to increase even
further, what can we do to ensure the survival of the performing arts? Surrounded by so many
dilemmas, today we require a fresh kind of wisdom. We are convinced that this wisdom is
something that emerges from the plaza of ideas that is a theater, a place where the stage and
audience seating join together in the sharing of knowledge.

Naoto Moriyama
Chairman, Kyoto International Performing Arts Festival Executive Committee
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Director’s Statement

Echos-monde: The Age of Ecology

Kyoto Experiment has reached its tenth edition. Based on the theme of “Echos-monde:
The Age of Ecology,” this festival features a main program of eleven productions and
projects from six regions around the world including Japan.

Our awareness of the environment is increasing year by year as the news fills up with
reports about ecological problems and the related issue of climate change, with the re-
sult that the environment has now become an incredibly important concern for artists
today, and something about which we, too, cannot help but be conscious.

However, when faced with this present crisis in the relationship between humankind
and the environment—that is, the things that surround us—in order to make a genuine
cultural and political response, ways of thinking that interpret nature as an objective
phenomenon are surely no longer effective. This idea is one that emerged during the
course of last year’s festival.

The 2018 main festival program showcased a lineup with a focus on the work of
female artists or artists and companies that identify as female. What this foregrounded
was the makeup of our society in which gender is not only cultural but also political,
where the body is seemingly controlled by the nation-state and other power structures.
Moreover, the program formed what we might call an introspective gaze on how West-
ern modernity codifies the world through the perspectives of the “self” and the “Other,”
or “center” and “periphery.”

Following this, I considered focusing the new festival on the East (as opposed to the
West) or on the natural (as opposed to the artificial), but any such approach seemed in
and of itself a prisoner of dichotomies, effectively yet another perspective born from
the principles of Western modernity, and so I gradually came to realize the necessity of
looking beyond this.

How possible is it to awaken a composed sense of the world in which we are part of
it, rather than of the environment as something objectified and detached from humanity?

I have prepared a series of encounters with works that lucidly express doubts about
our lives that are so monopolized by subjectivity determined in the name of globaliza-
tion or a way of thinking centered on human existence and reason. These will surely
give us a new sense of the world as something in which various subjects resonate with
one another. Several of the works suggest rich possibilities for moving back and forth
between fiction and reality, or regarding the unstable nature of identity. And then we
will be brought back to what is actually very obvious, a sense of the subject itself as
something interwoven with multiple layers. By presenting several artistic practices that
draw out this kind of vision, I hope to help audiences to reach realizations about the
coming age.

But how has the environment surrounding the performing arts changed over the past
ten years? Around the year 2010 was a time when people talked about a boom in arts
festivals around Japan, and Kyoto Experiment was inevitably considered part of this
wave. Successes in a few regions eventually paved the way for arts festivals including
theater and dance to come into the limelight as a way to revitalize a particular place.
The result is that today, cultural festivals are shamelessly utilized as a means of promot-
ing the nation or local government, with their capacity for dissemination having become
the sole yardstick for success or failure, and culture and the arts on the verge of losing
their autonomy.

I would venture that culture is not something that is disseminated but rather some-

thing that is received or accepted, and moreover, since this was the thinking behind the

original establishment of Kyoto Experiment as an international performing arts festival,
it is not contributing to this current trend among festivals in Japan.

Culture is fundamentally something that exists attendant on the people who live in a
certain place, not something peddled to them by someone else. First of all, just because
an already known, archetypal form of culture is disseminated, it does not mean that
that place’s creativity or value will necessarily increase. On the contrary, it is the degree
to which one can accept outside cultures and produce self-reflective perspectives that
shows the vision or tolerance of a place, and then subsequently leads to the generation
of value.

To me, moreover, while “cultural dissemination” may well sound like an active
phrase, it nonetheless feels passive, like something without agency. It is the manifesta-
tion of a desire to receive someone’s recognition, something where the evaluation cri-
teria are not your own but rather lie outside. It’s the desire to receive approval from
Tokyo in the case of regional Japan, or Europe and America if it’s Japan. How can we
have respect for culture disseminated by such a lack of self-esteem?

In the first place, thinking of one’s own national culture as special or taking a self-cen-
tered view on the world indicates the very absence of an international sensibility. Anyone
has the potential to descend into egotism, of course, but I think international exchange
should take place precisely in order to free us from this temptation. And this year’s lineup
and theme are ideal for thinking in a way that takes us back to the starting point.

On the other hand, I know full well that life is not so simple that the programming
for a festival or individual works alone can solve social problems, and there are cer-
tainly times when I feel powerless in the face of our harsh reality. That being said, we
can’t then merely give up on the festival and I believe my peers around the world feel
the same. This is because, even if making an objection to society tentatively by means
of artistic expression does not have the capacity to change social systems directly, I do
think that developing a forum for expression has great significance in and of itself.

Assuming a belief in a democratic society, few would disagree that freedom of ex-
pression is the most important right a citizen has. If another right were infringed, for
instance, we would be able to address that injustice by voting in an election, by taking
part in street demonstrations, or some other kind of so-called “expressive activity.” But
once that right to free expression is restricted, then the act of expression for correcting
this no longer becomes possible, and we then lose the ability to restore that infringed
right by democratic means.

Whenever my thoughts turn to this importance of freedom of expression, I perceive
the current state of Japanese society as one that prevents a sanguine outlook. But that’s
exactly why Kyoto Experiment, this festival that has continued to secure a forum for
expression over the past ten years, has served a rare function and must be continued
in the future. Freedom of expression is only ever maintained as long as we carry on
expressing ourselves.

Along with conveying my sincere gratitude to all the dear artists, audiences, and peers
who became my “accomplices” in securing this forum, I would like to finish with my

hope that everyone truly enjoys this year’s festival.

Yusuke Hashimoto
(Program Director, Kyoto Experiment)
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UnBearable Darkness

® 60 min (B % / Japan Premiere)

10.5(sat) 16:30-“

10.6 (sun) 12:00-/ 18:00-
[l KRR R8T+ =% >+ —2 / Post-show Talk
W BAERE - BAEFEHY)

Performed in Japanese with English (and Japanese) surtitles
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Employing a multidisciplinary practice that encompasses media art, theater,
and performance, Choy Ka Fai demonstrated with his previous two appear-
ances at Kyoto Experiment his unique approaches as well as painstaking re-
search about and deep respect for dance. Notion: Dance Fiction deliberately
“misused” technology in order to revive the choreography of legendary figures
from dance history. Soft Machine, on the other hand, researched contempo-
rary dancers based in Asia in order to build up a large inventory and archive.

In his practice, Choy Ka Fai has long shuttled back across the vertical time
axis of the history left behind by individual dancers as well as over the hori-
zontal axis that is the resolutely varied expanse of Asia. Now for UnBearable
Darkness, he has asked none other than the founder of Butoh, Tatsumi
Hijikata (1928-1986), to perform.

He has adopted several means for talking to Hijikata. He went to an itako,
or blind medium, on Mt. Osore in northern Japan, and invoked the spirit of the
late artist. Choy Ka Fai also generated an avatar of Hijikata from the materials
he left behind.

Can we who are alive now dance together with the formless spirits of the
dead using the media of past and present?
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What is a Spirit?

Kokan Sasaki

The word kourei (ghost or spirit) in Japanese is often
used interchangeably with hyourei, though the latter
literally refers to a spirit that “possesses.” But what
does this actually mean?

A standard Japanese dictionary tells us that a
spiritis a spiritual entity thought to reside in a physi-
cal body or to exist even if separated from a physical
body. It is a soul or psyche. Moreover, it is a power
that cannot be conjectured. It is an invisible power
or the body of such.

| have considered a spirit to be a personality invis-
ible to the regular human eye. Needless to say, this is
the case for humans, though do we also need to say
the same about animals and fish?

When could we know of spirits? As far as we can
tell, is it possible to say it was when animals (that is,
apes) evolved into humans?

In short, should we view the discovery or creation
of spirits as something that took place simultane-
ously with the development of a religious culture by
human beings?

One of the important functions of religion is of-
fering a way to deal with spirits—something that can
be found across Buddhism, Christianity, and Islam.

Japanese Buddhism is criticized as a religion that
people only turn to for funerals perhaps because it
was intended to expand the parameters of faith by
using the ancient practices of providing for the spir-
its of the dead.

A representative example of spirits is the ritual
of contact with the dead, kuchiyose, that was once
widespread in the Tohoku region of Japan. In it, a
type of shrine maiden called an itako is possessed
by the spirits of the dead, to which attendees listen
tearfully.

Academically, these women are regarded as sha-
mans and their behavior as shamanism. These terms
derive from the saman, a religious figure among the
Tungusic peoples who lived in and around Manchu-
ria, passing into Europe via Russian and becoming
widely used in the 20th century in English (shaman),
German (Schamane), and French (chaman).

There are various types of shaman, but they can
be broadly classified into two groups.

In the first, the said person is possessed by a god
or the deceased, speaking and acting as if he or she
has transformed into the latter. The other type of

shaman is one where he or she speaks and performs
actions to a god or deceased person.

These kinds of words and actions are generally
known as divine possession.

In religious groups in Japan, a guru is divinely
possessed, frequently a self-proclaimed kind of god.
The examples of Tenrikyo and Oomoto-kyo are well
known in this regard.

Kyoto Experiment’s theme this year is “Echos-
monde,” but perhaps it would be “Echos-monde des
esprits” if one were to make a title related to sha-
manism.

This is because the spirit (that is, spirit posses-
sion) of the shaman is not possible without incred-
ible sensitivity to the resonances of the spirit world.

Nothing is limited to the shaman. Living in a
world of religion is surely premised on first furnish-
ing oneself with the ability to respond robustly to the
spirit world.

Further reading: Kokan Sasaki, Spiritual China (To-
kyo: Daizoshuppan, 2019)

Kokan Sasaki

Born in Miyagi Prefecture in 1930, Kokan Sasaki gained
his PhD from Tokyo Metropolitan University. He is cur-
rently an honorary professor in literature at Komazawa
University. A specialist in the anthropology of religion
and religious culture studies, he is the author of many
books on shamanism, spirit possession, and Buddhism.




F V749 F 2 X G

chelfitsch & Teppei Kaneuji

1yonewe, B104S®

HLUITALWL
Eraser Mountain

® 100 min (F%|TBD) (tR40% / World Premiere)

10.5(sat) 18:30-
10.6 (sun) 14:00--=/19:30-

[ RRb/X73 =< > Z+b—2/ Post-show Talk
W BAE(RE - BAEFESY)
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Is it possible to create theater not only for the people watching at one moment
in time? Can we use theater to present a world in which people and objects
are completely equal, rather than trapped in their usual subservient relation-
ship?

Devastated by the Great East Japan Earthquake in 2011, the city of
Rikuzentakata in Iwate Prefecture is now undergoing immense reconstruc-
tion to elevate the area as a countermeasure against future tsunami waves
and restore the lifestyles that the residents lost. However, the use of local
rocks to raise the land more than ten meters (33 feet) higher than it was be-
fore has led to severe damage on surrounding mountains.

Visiting the area in 2017 and witnessing the landscape that had been so
rapidly and artificially changed, Toshiki Okada started to conceive a new work
in which he would raise doubts about the so-called criteria or measures that
humans use. As his collaborator, Okada welcomes Teppei Kaneuji, the artist
who has expanded the possibilities of his practice by voraciously incorporat-
ing theatrical perspectives into his main methodology of collage. The result-
ing work also integrates the “EIZO-Theater” that chelfitsch has developed
since last year, attempting to take yet another approach to language and the
body of the actors. What is the landscape that emerges when we deviate from
anthropocentrism?

Eraser Mountain is the very latest in chelfitsch's ongoing endeavors to up-
date theater.
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Playwright and Director: Toshiki Okada

Scenography: Teppei Kaneuji

Cast: Izumi Aoyagi, Mari Ando, Yuri Itabashi, Takuya
Harada, Makoto Yazawa, Yo Yoshida, Leon Kou Yonekawa
Costume: Kyoko Fujitani (FAIFAI)

Lighting Director: Masayoshi Takada (RYU)

Sound Director: Raku Nakahara (LUFTZUG)

Video Designer: Shimpei Yamada

Technical Director: Koro Suzuki

Stage Manager: Chikage Yuyama

Assistant Director: Nagara Wada

Production Manager: Tomoya Takeda (ROHM Theatre
Kyoto), Kanako Yamasaki

Producer: Tamiko Ouki (precog)

Associate Producer: Miyuki Tanaka

Publicity Design: Shota Yamauchi

Production by chelfitsch

Co-produced by

[Eraser Mountain] Kyoto Experiment, Wiener Festwochen,
Festival d’Automne a Paris, Kiinstlerhaus Mousonturm
Frankfurt

[Eraser Forest] 21st Century Museum of Contemporary
Art, Kanazawa

Planning and Production Management by precog co.LTD.
In co-operation with: CONNELING STUDY / YAMABUKI
FACTORY, Steep Slope Studio, Kyoto City University

of Arts

Kyoto Art Center Artists-in-Studios program

Supported by The Agency for Cultural Affairs Government
of Japan through the Japan Arts Council

Presented by Kyoto Experiment

This project consists of two versions, “Eraser Mountain”

(premiere: October 2019 / Kyoto Experiment) and “Eraser
Forest" (premiere: February 2020 / 21st Century Museum

of Contemporary Art, Kanazawa).
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How Do We Want to Trust, Cultivate, and Love Where We Live?

Teppei Fujiwara

The Great East Japan Earthquake and its after-
shocks caused the deaths of 15,894 people. The
cause of death for 92.5% of the victims was drown-
ing, indicating how unprecedented the tsunami
damage from the earthquake was. The height of the
tsunami was an incredible 16.7 meters in Ofunato
in lwate Prefecture, 14.8 meters in Onagawa in Mi-
yagi, and 21.1 meters in Tomioka in Fukushima, with
the highest point of the wave reaching 43.3 meters.
Following these survey results, the special investi-
gating committee of the Central Disaster Manage-
ment Council recommended the reinforcement of
seawalls in June 2011.

As an area where tsunamis frequently occur, the
Sanriku coast in the Tohoku region naturally already
had seawalls. The height of these walls was typi-
cally between three and four meters, with the high-
est wall measuring 6.4 meters. The height of the
seawalls was redesigned for the new installations
with an almost unbelievable 14.5 meters (equivalent
to the height of a five-story building) proposed for
the tallest parts. Not only seawalls, at places where
relocating to higher ground is difficult a plan was
proposed for filling in the low-lying land with over
ten meters of soil. Greatly surpassing our own physi-
cal sense of scale, this disaster prevention plan en-
gendered much opposition and doubt.

The opposition voices focused on four main
points, all of which are persuasive: the scenic de-
struction (the oppressiveness of the seawalls; the
loss of the attractive features of the terrain; the im-
pact on tourism); the loss of local identity (the im-
pact on traditions and cultures that arise from living
beside the sea); doubts about the safety (it is on the
contrary actually more dangerous when you cannot
see the ocean; people will become accustomed to
not dealing with small tsunamis); and the impact
on ecosystems (the influence on groundwater water
ecosystems is not confirmed; there are fears about
the impact on offshore resources).

The disaster prevention plan was drawn up in
consultation with locals, but, being an issue with im-
plications for people’s survival, the deadlocked dis-
cussions ended up causing much distress and pain
to the relationships between people in the region.
Though a wide range of opinions were exchanged,
the plan was ultimately decided in a top-down way,

with the result that almost all highways are now
surrounded by seawalls measuring more than ten
meters, and work is continuing in many areas to
raise them higher than ten meters. A considerable
number of people involved are left feeling that their
efforts have been futile.

There were also areas where there was consen-
sus among local residents to oppose the plan and
rather lower the height of the seawall somehow.
Why did they choose to take a risk and reduce the
seawall like this? The reasons given in one survey
reveal very legitimate and frank opinions (“It means
that fishermen going off to work won't be able to
observe their custom of looking over at the island
where there is a shrine for praying for their safety”;
“Because everyone feels like we shouldnt change
the way the coastal landscape is integrated into
our everyday lives”) that were upsetting to read. It
seemed strange that other areas could not engage
in a proper discussion of the issue like this.

On the other hand, when life-threatening choices
are foisted on us, | wonder whether we are really
thinking in a way that connects our lives with the
landscapes and natural features of the places in
which we were born and raised, to the extent that
we can all share a trust in the landscape. Natural
features are only formed by the affection, cultivation,
and love of the people who live there. We go on trips
in search of stunning landscapes, though we seem
somehow indifferent in regard to participating in the
scenery right in front of us and cultivating that land.

How do you want to trust, cultivate, and love the
landscape of the city neighborhood where you live?
The problems of landscape now arising in Tohoku are
without doubt rooted in our own local circumstances.

Teppei Fujiwara

Born in Kanagawa Prefecture in 1975, Teppei Fujiwara
completed postgraduate studies at Yokohama National
University. After time at Kengo Kuma and Associates, he
set up his own firm, Fujiwara Teppei Architects. He is an
associate professor at the Yokohama Graduate School
of Architecture, Yokohama National University. In his
work he searches for new possibilities for architecture
through open dialogue with various kinds of people,
from clients to builders, carpenters, artisans, structural
designers, facility designers, designers, and factory en-
gineers.
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Niwa Gekidan Penino is led by Kuro Tanino, a former psychiatrist who won
the 60th Kishida Kunio Drama Award. The company has made memorable
appearances at Kyoto Experiment on two previous occasions with Box in the
Big Trunk and Avidya—The Dark Inn, wowing audiences with remarkably
original theatrical visions expressed through the extremely refined technique
of the performers as well as elaborate and bold sets.

This play takes place in a meticulous recreation of a temple. We, the audi-
ence, are invited to enter inside, where we become caught up in the ritualistic
performances that the actors enact. With its eight limbs, three hearts, and
nine brains, the octopus is a truly bizarre life form that seems almost extrater-
restrial. That creature here serves as a symbol of the space and rites. Sutras
repeat and vary. Musical instruments are strummed. Inside the closed con-
fines of this temple hall, the air fills up with smells and clammy heat. All our
senses are triggered in sync with the actors’. Surrendering the body to musi-
cal pleasure, it is nearly impossible to escape from the dangerous immersion
where any grasp of time is lost. As it becomes harder and harder to distin-
guish reality from fiction and we go into a kind of trance-like state, what is it
that we then forget?
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Playwright and Director: Kuro Tanino
Cast: lzuru Kinoshita, Momoi Shimada,
Yuko Nagahama, Kanako Nishida, Bobumi
Hidaka, Hayato Mori, Fuyuko Moriyama,
lkuma Yamada

Composition: Junichiro Tamaki, Yukiko
Yamaguchi, Mario Yoshino

Stage design: Michiko Inada

Lighting: Masayuki Abe (LICHT-ER)
Music: Yu Okuda

Sound: Koji Sato (Sugar Sound)

Stage manager: Mitsuaki Adachi,

Ayaka Yoshimura

Assistant Director: Yui Matsumoto
Dramaturgy: Max-Philip Aschenbrenner
Producer: Chika Onozuka

In co-operation with Goethe-Institut Tokyo,
Kyoto City Waterworks Bureau

Planning and Production by Niwa Gekidan
Penino

Supported by The Agency for Cultural
Affairs Government of Japan through the
Japan Arts Council

Co-presented by ROHM Theatre Kyoto
(Kyoto City Music Art Cultural Promoting
Foundation)

Presented by Arche LLC., Kyoto Experiment
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The Diversity of Seeing and Being Seen

Hiroyuki Shimizu

My apologies for telling an old story, but | want to
take a look back at my impressions when | first
started going to the theater.

At that time in the early 1970s, the underground
theater movement in Japan was at its peak, using
spaces not originally intended to be theater venues
such as underground rooms or temporarily erected
tents. This theater, which we watched from seats
packed in so tight you couldn't budge an inch,
was physically painful, but nonetheless incredibly
stimulating for all the senses. | felt excited by the
way a European horseshoe-shaped theater (the Ital-
ian style of theater venue) created a dense viewing
space, amplifying the energy seen by the walls of
people across multiple levels. On the other hand, an
architecture student like myself came to sense the
limitations of modern theaters that had been built
according to restrictions placed on them by archi-
tectural regulations, meaning one was unable to
create a dense viewing space filled with the energy
of people. In particular, | felt something desolate
in spaces based on an assumption that everything
should be seen and heard equally well from all the
seats, where everyone viewed the stage from the
same direction without seeing the faces of their fel-
low audience members to the left or right—a space,
in short, without any flexibility.

| then went back to former types of performing
arts, setting about gathering old picture scrolls in
order to search for the places where things were
performed and how people watched them. | realized
that there was a more diverse relationship of see-
ing and being seen. Especially for rituals at Shinto
shrines, the opposing sight lines of gods and humans
faced each other in the opposite direction to the per-
formers onstage, while the position of the audience
(of invitees and so on) was off to the side, straight
along the god-human axis and without obstructing
the ritual, and, moreover, the most logical position
for getting closer to the performers. In the Edo pe-
riod (1603-1868), Manzai comedy was performed
at teahouses in the city, with audiences sitting on
benches arranged in a kind of sideways “n” shape—
an arrangement that was constant and always al-
lowed people to see the other audience members. In
Bunraku (Ningyo Joruri), the puppet theater we can
still watch today, the use of onstage chanters, musi-

cians, and puppeteers, and so on were alienation ef-
fects thought to amplify the audience’s diverse ways
of viewing. In old Kabuki theaters, there were seats
called rakandai placed behind the stage and fac-
ing the main audience seating, along with yoshino
seats right above them, and though these seats had
disadvantages in terms of viewing the stage, to cer-
tain connoisseurs they probably offered a wonderful
place for showing off their status.

There is a term called “scenography.” Generally
meaning something close to stage design, it also
connotes something beyond designing the set in or-
der to explain what is happening onstage, but rather
that things develop in a relationship with (a theater)
space and that this in and of itself is scenography.
From this diversity of seeing and being seen, how
about we try once again to examine this involve-
ment in the incidents (that is, theater) that takes
place through the diverse gazes of performers and
audiences, to look again at the spaces that stir their
imaginations?

Hiroyuki Shimizu

An architect and theater consultant, Hiroyuki Shimizu
is the artistic director of Okazaki Shiminkaikan. He was
born in Aichi Prefecture in 1952 and graduated with a
master’s degree in architecture from the University of
Tokyo. He is an honorary professor at Nagoya University.
In addition to publishing about theater facility design,
his previous work includes Yuda Bunka Sozokan (1993)
and the foundational concept and design for Saitama
Arts Theater (1994).
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Corbeaux (78)

40 min (B#4E / Japan Premiere)

10.13 (sun) 15:30-
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Bouchra Ouizguen is a choreographer based in Marrakesh. Fully self-taught
as a dancer, she has worked with the likes of Mathilde Monnier and Boris
Charmatz over the course of her career, and established Compagnie O in
2010 after working in a collective for several years in her city. Based on her
interests in the position of women and artists in Moroccan society today, she
develops a practice across performance as well as sound art and film.

A group of women appear clad all in black except for white scarves around
their heads. Just as they have silently spread out over the space, suddenly
they start swinging their heads and crying out. It is like a mass oscillation
accompanied by piercing sounds that show no sign of ever stopping. This
vista evokes the ritual trance practices in Marrakesh that have continued un-
broken for generations.

Since it was first staged in 2014, Corbeaux (meaning, “crows”) has been
performed at cities all over the world, particularly at locations other than con-
ventional theater spaces. With no separation between the stage and the seat-
ing, the audience stands right by these women who have become almost liv-
ing sculptures of sound. For its Japanese premiere in Kyoto, the viewing
experience will be just as intimate and intense. Ouizguen’s flock of crows is
released into the city during Kyoto Experiment.

10.13 TTREE Z R4
Nijo-jo Castle

10.14 RS

Heian Jingu Shrine

- EEBAT
FARFFIA1(10.13) / HARFIRT(10.14)

Box Office and Meeting Point: Higashi-
Otemon Gate (Oct.13) / Outen-mon Gate
(Oct.14)

FIBRISBHASAARROEE.
SBHEBIIRBZBELBYET,
Audiences may not enter after the performance
has started.

Venue may change due to weather conditions.
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BhAL - — M AR AR5 AlE [NEW
VISIONZAX /Y >y — /]
E{#KYOTO EXPERIMENT

Concept, Artistic Direction: Bouchra
Ouizguen

Performers: Kabboura Ait Hmad, Fatima

El Hanna, Halima Sahmoud, Fatna Ibn El
Khatyb, Khadija Amrhar, Malika Soukri,
Milouda El Maataoui, Julie Viala, Joséphine
Tilloy

Administration: Myléne Gaillon

Supported by Japan Foundation for Regional
Art Activities [New Vision - Performing Arts
/ Gender / Society]

Presented by Kyoto Experiment
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Interview with Bouchra Ouizguen

by M al’l Ta ked a (Da nce Crlth) *The complete interview can be found on our official websaite (https://kyoto-ex.jp).

—Was the dancing you practiced at the workshop
at Kyoto Art Center traditional Moroccan dancing?

Ouizguen: It is traditional dancing that people still
dance to this day. It is danced for celebration such as
at weddings and for birth, and in rural areas also to
celebrate harvest and for seasonal festivals. | wish to
emphasise that it is not the popular type of dancing
that you learn at dance school. In Morocco from the
1980's until 2000's, the education for theatre and
dance was mainly derived from Russia and France;
this, is something completely different. | have never
been to dance school, but | believe that | have the
strength to surpass existing ideas and rules. "What
does performance mean to Morocco?" - this is
something | have always been questioning, by incor-
porating the strongly unique Berber culture with the
Arabian culture, music and costume.

—There are many non-western artists who travel to
Europe and America during their career to learn the
western methods. However, you decided to set your
axis in Morocco from the very beginning, without
holding a western influence.

Ouizguen: Until not long ago, more often than not,
Moroccan artists would not come back once they
left Morocco. There are difficulties to do with visas,
the opportunities gained while travelling the world
are not found in Morocco, and to go overseas is also
an effort to make people's dreams of a "better life"
come true. In the 2000's, all of our artists left to go
to the West, and it was only the three of us in our
collective that remained in the country. After that,
we created opportunities for festivals and education,
and slowly, the number of people who came back
started to increase. The next generation have taken
this over, and are working to start up festivals of var-
ious themes and sizes in Tangier and Casablanca.
This scene is in their hands also; we are creating a
history together.

—Is there more diversity in the scene now?
QOuizguen: In the past, even in the contemporary

dance scene, there were mostly only men. We start-
ed a company of only women because we wanted

to change this situation. | founded a school so that
women could also receive an education that is suf-
ficient to start a career in the performing arts. Unfor-
tunately, this school had to close three years ago due
to difficulties in funding, but we had many female
teachers from various genres including dancers and
singers, and invited artists from popular culture of
all generations. | wanted to connect different gen-
ders and different generations. To be democratic
means to have various bodies, and | want to value
creating in a realistic place with no hierarchies, and
no fixed perspective.

—There is a powerful impact, like that of rituals and
ceremonies that can be felt from "Corbeaux". | heard
you were inspired by the body of a fascinating lady
with a mental illness.

Ouizguen: This piece looks further than simply be-
ing Moroccan, to the universal aspects of human
beings. In one village | had visited, when | saw the
ecstatic state of an 85-year-old woman, it was the
most shocking thing | had ever seen. Then | imag-
ined multiplying something that happened to a sin-
gle body to many bodies, and changing the venue for
each show. It is a risky piece, in a good way.

—Like an epitome of a democratic society.

QOuizguen: At the same time as being an epitome,
this group of performers themselves are the society
that changes and adapts depending on the situation.
There will be 9 performers on stage in Kyoto, but
there were 37 in Paris. We chose the Louvre Muse-
um, or the riverside as venues. The venue and num-
ber of performers is decided upon consideration, of
the relationship between the meaning and place of
showing this piece.
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Winterreise

78 min (B#% / Japan Premiere)
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Performed in German with no surtitles
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The melancholic and frozen landscape of Winterreise (Winter Journey) over-
laps with the arid terrain of South Africa, the solitude and despair of a wan-
dering young man broken by love paralleling the suffering of black laborers
under Apartheid. Twenty-four poems by Wilhelm Miiller transcend the dis-
tance of time to reverberate powerfully in the present.

Known for his hand-drawn animated films, the South African artist
William Kentridge discovered in Franz Schubert’s Winterreise an essential
resonance with his own work, from a shuttling between the personal and the
universal, the gaze on wanderers and the landscape, and the fragility of emo-
tional bonds. That almost all the film footage laid over these series of Lieder
is taken directly from Kentridge's previous output, without any need to adapt
it to fit Schubert’s music, demonstrates the inherent thematic affinity be-
tween Kentridge and Winterreise.

The production matches the deep voice of world-class baritone Matthias
Goerne with the lucid style of pianist Markus Hinterhduser, who is also the
current Artistic Director of the Salzburg Festival, and the dancer-like physi-
cality of Kentridge's drawings. This inimitable lineup of talent invites audi-
ences on a journey where they will find their own path.

REP=MES FWRE

Kyoto Art Theater Shunjuza

FURER LR PAB T, 10/ L EHESE

Audiences may not enter after the performance
has started.
Recommended for ages 10 and above.
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Stage Direction and Visual Creation:
William Kentridge

Baritone: Matthias Goerne

Piano: Markus Hinterhauser

Scenography: Sabine Theunissen
Costumes: Greta Goiris

Lighting: Hermann Sorgeloos

Video Editor: Snezana Marovic

Video Operator: Kim Gunning

Stage Manager: Sandra Hoffmann
Technical and Lighting Manager: Chrsitian
Lacrampe

Produced by Festival d’Aix-en-Provence
Coproduced by Wiener Festwochen,
Holland Festival, Herrenhausen (Hannover),
Niedersachsische Musiktage (Gottingen),
Lincoln Center, Les Théatres de la Ville de
Luxembourg, Opéra de Lille

Supported by the Agency for Cultural
Affairs, Government of Japan

Presented by Kyoto Performing Arts Center
at Kyoto University of Art and Design, Kyoto
Experiment
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Whither the Wayfarer?

Tokiko Okamoto

The words “winter journey” are permeated some-
how with a mysterious sense of Romanticism. Even
without having heard the music, surely many are
enticed by the title alone. Unlike a fun and bright
summer journey, this is a journey that is cold, dark,
and desolate. But why does the traveler embark on
his journey in the winter? And where is he going?

In Schubert's Lieder cycle, Winterreise, the mys-
terious wayfarer suddenly leaves behind his love
with the words “Gute Nacht” (Good night). It is the
middle of the night and he is traveling on foot. We
learn nothing of what kind of person he is or the
circumstances of his relationship with the young
woman. During his journey, he remembers her and
laments his unfulfilled love. Based on this alone, one
would be inclined to think of this journey as one of
someone hurt by affairs of the heart, of someone
fleeing from romantic disappointment.

And yet, as the aimless journey continues in the
freezing cold, traces of the lover are gradually lost.
What drifts across the bleak snowy landscape de-
picted in Winterreise is a overwhelming sense of
alienation and solitude. And what is reflected here
is a portrayal of humanity isolated from modern so-
ciety. Seeing this, we examine anew the problems
of human existence. As we do this, we sense here
and there the shadow cast by death in the cycle
like a basso continuo. The sweet words of the fifth
song, “Der Lindenbaum,” are actually an invitation to
death, and what the titular signpost of the twentieth
song, “Der Wegweiser,” shows is, we realize, what
Hamlet called “the undiscover'd country from whose
bourn no traveler returns.”

As such, should we conclude that Winterreise is
a portrayal of the mindscape of a single individual
who mourns his unrequited love, projected onto the
universal problems of mankind? We should not for-
get that during the time it was written, there was
another memorable 'winter journey' in European
history, one accompanied by far harsher circum-
stances that existed in a whole other dimension to
love stories or philosophical mindscapes. Having
made sweeping conquests throughout Europe in
the 18th century, Napoleon's force reaches its zenith
in the early 19th century. For his Russian campaign,
a third of the 600,000-strong Grande Armée were
said to be soldiers called up from German lands

that Napoleon had already conquered. This journey
undertaken by soldiers, mobilized for an unreason-
able war and eventually fleeing back in defeat from
a frigid land, was a harrowing one regarded as the
greatest tragedy in military history. Even after Napo-
leon fell, Metternich oversaw the suppression of lib-
eral and nationalist movements, ushering in an age
of strict thought control and a political “winter.” For
people at the time, daily life was “winter.” Because
they could not leave the grim reality, they longed for
a ‘journey’ all the more. Schubert’s Winterreise is a
work that richly reflects this political climate. Just
as its journey seems to have no end, neither could
the people at the time see a future. When we listen
to Winterreise, what we hear is the shadow of that
history as well as the message of protest of Miiller
and Schubert, frustrated at the politics of the time.
Precisely because they could not send the message
openly, Winterreise gives off a conspicuous aura
of mystery. Consequently, this mysterious journey
prompts each of us to find our own answers to those
unanswered questions, which may well be the big-
gest pleasure we encounter in this wonderful music.

Tokiko Okamoto

A part-time lecturer at the Center for Education of Glob-
al Communication, University of Tsukuba, Tokiko Oka-
moto completed doctoral studies in linguistics at Sophia
University. She has also studied at Saarland University
in Germany. She specializes in German linguistics and
phonetics.
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Bang Bang Wo
Plasticization

[THEATREE9KYOTO #—7 =>4 7R 54 ]

© 80 min Whiat.5 7L Ef|Double bil presentation with intermission)

Bang Bang Wo: 40 min.
Plasticization: 20 min. (B&#)& / Japan Premiere)
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A THEATRE E9 KYOTO

10.19 (sat) 18:00-4 WEE(RFETED )
10 20 (Sun) 17_00 Performed in English with Japanese surtitles
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The South African choreographer Nelisiwe Xaba was born and raised in
Soweto, the area southwest of Johannesburg strongly associated with oppo-
sition to Apartheid. In her work, she accepts the way that black women are
frequently stereotyped as “exotic queen” figures, understanding how this
makes her own body something inherently politicized, and responds vibrantly
and at times humorously to the political nature of the gaze her body receives.

With a title meaning “help” in Chinese, Bang Bang Wo is a lecture perfor-
mance about support in our present globalized society. Eloquently reciting a
text that is rewritten according to the contexts of the performance location,
Xaba gradually constructs a wall with bags of different types of grains.
Though support is regarded as something essentially good, what kind of dy-
namic is inevitably created between the helper and the helped?

In Plasticization, Xaba walks around in a large plastic bag amid various
identities, exposing the simultaneously sexual and political nature of the
body. We have a highly ambivalent, love-hate relationship with plastic.
Though necessary to protect our hygiene, plastic is not biodegradable and, as
such, an increasing threat to the environmental balance of our planet.
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71, The Centre for the Less Good Idea
Ff# :KYOTO EXPERIMENT

Concept, Direction, Performance: Nelisiwe
Xaba

Multimedia and Assistant: Candida Merwe
Supported by Japan Foundation for Regional
Art Activities [New Vision - Performing Arts
/ Gender / Society], National Arts Council
of South Africa, The Centre for the Less
Good Idea

Presented by Kyoto Experiment
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The World Revolving Around Seeds

Shuji Hisano

Plant seeds are the lifeline of agriculture, the root of
our diet, and thus the basis of all life. Here lies the
reason for the saying, that those who master the seed
master the world, and since the 1980's with the rapid
development of life science and genetic engineering,
that those who master genetics master the world.

Not that all seeds are in the formal market as prod-
ucts, however, concerns about oligopoly are becom-
ing stronger. At the centre of this are the agrochemi-
cal corporations that have succeeded in developing
GM crop products, who are now serially acquiring
seed companies and technology development com-
panies all over the world, promoting their enclosure
of genetic resources of major crops and breeding
technology. Since the 2000's, Monsanto Company,
Syngenta AG, Bayer AG, Dow Chemical Company,
DuPont and BASF, the so-called "Big Six", had had
the lead, but as of 2016-18, mergers between Dow
and DuPont, Bayer and Monsanto, ChemChina and
Syngenta, resulted in four corporations, these three
groups and BASF (acquiring part of Bayer's seed
business), account for over 80% of the world's agro-
chemical market, and 60% of the world's seed mar-
ket. Though at first there were many empty dreams
regarding GM crops as promoted by the public re-
lations strategies of these major corporations, the
consolidation of the global seed and agrochemical
industries has led to the rise in seed prices and in-
crease in agrochemical usage - GM crops are not
developed to satisfy the stomachs and nutrition of
people facing food insecurities in any case.

The major corporations not only acquire existing
seed companies and further their oligopoly in the
existing seed market, but they also have been pro-
moting the reduction and privatisation of public seed
programmes that had been providing diverse breed-
ing materials and inexpensive high-quality seeds.
Moves to restrict and illegalise farming practices
such as seed saving and seed exchange (informal
market) which in its long history had created diverse
local varieties that cater to the diverse ecosystems
all over the world and diverse dietary cultures based
on this, and to forcefully create a formal market have
been becoming stronger; the influence of these cor-
porations can be seen here also.

Such enclosures of genetic resources and knowl-
edge regarding them, may bring prosperity to the

seed business and short-term profit to corporations,
however, in the mid and long-term, they bring about
concerns of retrogressing against the implementa-
tion of sustainable agriculture and food security.
Even with the use of the latest technology, such as
genome editing, big data and Al, it is not possible
to control the complex and dynamic agro-ecosys-
tem. Reducing seeds and genetic resources to DNAs
(genetic codes) does not mean that it is possible to
control their exposure in the ecosystem. The limita-
tions of such reductionism agricultural development
models are already clear. It is more efficient to utilise
the complex balance of the agro-ecosystem to se-
cure sustainability, and to think of a way to increase
resilience towards the changing climate.

Such knowledge and methods have fortunately
been passed down as tradition and local cultures. It
is crucial to restore agriculture based on agroecolo-
gy, meaning to merge local knowledge with new sci-
entific knowledge on the agro-ecosystem for diverse
farming practices. Diverse farming practices require
the securement of diversity of seed varieties. The
diversity of seed varieties is secured with the diver-
sity in agriculture. In order to support these farming
practices, we need the restoration and reinforcement
of public seed programmes as part of public policies.
And in order to implement such policies, there is a
need for politics that accept economic diversity and
social diversity.

Currently, the voices and movements for bringing
seeds back into the hands of farmers and citizens are
beginning to spread across the world. It is only natu-
ral for social movements for food sovereignty both at
the global and the local levels, to focus on problems
regarding seeds. The state of seeds, the source of
life, reflects the state of society. So, by reconsider-
ing the seed, it brings about an opportunity to think
about the state of our society. Art is expected to play
an important role also, by giving us the awareness,
imagination and creativity.

Shuji Hisano

Professor of International Political Economy of Agricul-
ture and Food at the Graduate School of Economics,
Kyoto University. Ph.D. (Agriculture, Hokkaido Univer-
sity). Previous positions include Assistant Professor at the
Graduate School of Agriculture, Hokkaido University; Vis-
iting Researcher at Wageningen University & Research.
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Tsuyoshi Hisakado's installations intricately construct lyrical scenes through
sound, sculpture, light, and shadow, directly intervening into the physical
sensations of the viewer. The spaces he makes have received acclaim for their
highly theatrical nature, while his interest in the performing arts has gradually
grown, resulting not least in his stage and sound design for chelfitsch’s Time's
Journey Through a Room, which premiered at Kyoto Experiment in 2016.
Now Hisakado creates his first theater work in the South Hall of ROHM
Theatre Kyoto, a space on a scale unprecedented for the artist. Hisakado's
field recordings collected arbitrarily on visits to Iceland, Indonesia, and
Thailand, or during his everyday life in Kyoto, layer up in the space like sculp-
tures with symbolic fragments of objects, producing a metaphorical oscilla-
tion between opposing concepts of strong and weak, front and back, truth
and falsity. It reveals the power structures and norms in society, the balance
of nature and artifice, the maternal and paternal, and the mindset that at-
tempts to preserve a state of equilibrium between all of these. When the
subtle and refined soundscape transforms the space, or when the rushing,
violent flashes of light and roars of sound envelop the entire body, the critical
explorations of the artist and personal memories of the audience intersect.
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Audiences may not enter after the
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Direction, Scenography and Sound:
Tsuyoshi Hisakado

Lighting: Kosuke Ashidano (RYU)

Sound: Bunsho Nishikawa

Programming: Ryo Shiraki

Stage Manager: Nobuaki Oshika
Technical cooperation:

Taisuke Toda, Keitaro Masaoka

Special cooperation: lzuru Kinoshita

In co-operation with Mizuho Fujita (Kyoto City
University of Arts ART GALLERY @KCUA)
Assistant: Shunsuke Inoue, Hijiri Saito,
Kaori Yamane

Flyer design: Kenta Shibano

Production Manager: Tomoya Takeda
(ROHM Theatre Kyoto), Kanako Yamasaki
Produced by Tsuyoshi Hisakado
Co-produced by Kyoto Experiment

Kyoto Art Center Artists-in-Studios program
Supported by The Agency for Cultural
Affairs Government of Japan through the
Japan Arts Council

Presented by Kyoto Experiment
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Artin an Accelerating and Expanding Era

Kosuke Fujitaka

In these past few decades, the inequality between
the rich and poor has been increasing, and with glo-
balisation and technology, it is gaining even more
speed. However, this also means that the total sum
of money put into investment is also increasing;
more and more money is entering the art market, ex-
panding its scale. In the 20th century, the so-called
art market remained within Western Europe and US,
but in these past 20 years it has spread across the
world to Asia, the Middle-East and Eastern Europe.
Auction houses, art fairs and major galleries have
spread their networks to the world; art is being pur-
chased worldwide, all year round.

It is not only the art market that is growing. New
museums are being opened all over the world, and
international festivals such as Biennales and Trien-
nales are also increasing. Performances and talk
events that are not directly connected to the mar-
ket are frequently being held, and professional art-
ists who make a living from various forms of art are
increasing. Modestly put, art is making the most of
this moment.

On the other hand, even the curators who are
supposed to be the guardians of museums and fes-
tivals are huddling closer to huge collectors; there is
a feeling that art's value is decided upon its price in
the market, rather than the critic's voice. A negative
mood as if art is under the control of money, unlike
in the past, is growing.

But is this mood really accurate? Looking back in
history, we see that the great critic Greenberg may
be famous within specialists, but Jackson Pollock is
known to a much larger audience. Even if you don't
know Barnes, one of the top American impressionist
collectors, everyone is familiar with Renoir, Cezanne
and Van Gogh. Critics, curators and collectors have
only existed because of the great artists and their
artwork. It is not money that will decide which art
is "good", it will continue to be the good art where
money gathers. Only, the speed and cycle will be-
come much faster.

Art has started to enter the investment portfolio
along with stocks, bonds, property and gold, as as-
sets rather than consumables. With a budget sur-
plus and relative drop in profits from the traditional
financial assets, it could be that money is only being
spent on art because there is simply nothing else to

purchase. There is also another way of looking at
this, that unlike stocks and bonds that create profit,
art is being recognised as a replacement for gold
that preserves its value - it protects assets.

Gold has established its value amongst humans,
as a means of preserving value with its rarity, sta-
bility as a substance, and its appealing aesthetic
characteristic. On the other hand, art may also have
rarity, but is unstable substance-wise, and its value
is synthetic and abstract, created under the complex
influence of diverse opinions. Thinking of it this way,
we could say that art is highly intellectual compared
to the gleaming gold.

Last year, one of David Hockney's paintings was
sold at an auction for $90.3 million, the highest price
a painting by a living artist has ever sold for. Imag-
ine which will preserve its value the best out of the
following after 100 years: Hockney's painting, $90.3
million worth of gold, or $90.3 million worth of Ap-
ple's stocks. Of course, nobody knows the answer.
However, my instincts tell me that it is neither Apple
nor gold, but Hockney's painting. Could it be, that |
am overly optimistic about humans?

Kosuke Fujitaka

Born in Osaka, 1978. Graduated with a BA in Economics
from the University of Tokyo. Co-founded Tokyo Art Beat
in 2004. In 2008 he moved to New York and launched NY
Art Beat. Since 2014, works for SmartNews as US Media
Business Development.

39



PI=N LY INRRZ ANV TR=IN—T
Amir Reza Koohestani / Mehr Theatre Group

@ TEHRAN, IRAN

a---"h'_

]

4Lk

19eloyg UIesSOH WY QO

Hearing

70 min (B##% / Japan Premiere)

10.24 (thuy 19:00- Ry v E(BRE EEFEHY)
10.25 (Fri) 19:00- Eigﬁggﬁzﬂrﬁﬂl:rswan with Japanese and

RAL-NTx =< YR+~ —2 /Post-show Talk

BFZHOLFBET. IIRERIDEENSBOFELE W ,FAL
BICES LXBOREE, BB ICH-LREEN, ZAZITOHE LEL
LAV E—

FI-L-LHF ORI ASVHBORAR EHR, BEIC
RENDDY ZALEHEANL-ZTE— - TL—TI2SE LER DR
N2 THELHMAZVITMHEEE Ok RBAL S EH S0
AR ZDOERIG RIS THEEEED DT T3,

FHearings 3. X FBETEANIVEDDEN SYEN B EL,AKET
ANZY =B ALV HBTHET7YyNR-FTARYIEEDRF2
X5 —BRETR—L7—23(1989F) hob A Y RINAI T ENTFLEE
2. BETTONIAVYIC2a— %N >TWDENEFEES LA
MR eEM T2 DEELHRED BIFICHEN R 2MiA
TEALRBRENTWS,

RELTEOER AHBICHEOFIIV DL BEEITLWAEL DD,
PRESHASOZZELLOBBILBRIEORAEITLIA L
ICERLETNEALSOBRRAREL . RESNZ,LW2ETHD&FL
SABLRBEDLSIILZLTERERODILEBIE Lot WEARE
EECDON?

At a girls’ dormitory where men are not allowed, Samaneh hears the voice of
a man in Neda's room. The female students who live in the same dorm sum-
mon the two and begin a harsh interrogation to find out the truth.

The Iranian playwright and director Amir Reza Koohestani spent his youth
devoted to cinema, before joining Mehr Theatre Group and starting his career
as a stage artist. Since receiving great acclaim for a play he wrote at the age
of 22, he has continued to produce work that sharply questions contemporary
society and enjoys constant attention worldwide.

The starting point for Hearing is a voice heard inside an all girls dorm.
Koohestani has said he took inspiration from the documentary Homework
(1989) by the Iranian filmmaker Abbas Kiarostami. Feeling both surprise and
empathy when he learned he was born in the same year as a boy shown
scared in the film during an interview that takes place in a closed room,
Koohestani reflects this in the body language of the actors in his play.

Was the originator of the voice really in Neda's room? Are there any wit-
nesses? The female students’ questions, which resemble those from a police
interrogation, intersect and overlap with footage from small cameras showing
what the performers are actually seeing onstage in real time. The effect is like
a disturbing nightmare from which you cannot escape. And whose voice will
we, the audience, choose to hear?

REF LRS-
“TLT1”
Kyoto Prefectural Citizens’ Hall ALTI

FUER LB BT

Audiences may not enter after the
performance has started.

fE B |AEM: 73— LY A RS=
EHEIF CENT YR LY R VYT
HE TS - TIRTATAST =X -7HIL
Tyya IINL-ALY eV -HFY
R 7Y Sz LRy—A

EE St 2 T P e D

B YNNI

EAEM7IRE VM TLFZ Ny =Y
RE - NER: 2HL - RIT 4
WETIRGV R AT
CAVRTORG YR IENTY RN HYY
ELEE ENTYRLY - FIvTq
FIE:ENTY R LY REA VYT
EI—L-LAR
AVNRZ—=RYT—IXFx—Vv—!
EI—L-LAZX

BUE AN -2 TG—TN—=T

HEBUE  NTFq —Far—T Tz AT 4N,
IVRANT=NIR L=V Ry L(T5>
27V k) R —IJL—Centre for Fine Arts
Brussels

BhAK 1 UL AL =i R R B i B & (E B
EMRRIIEEE) [ RITBEARERS
M tiRES

g REFIFRA-ILTILT1”
F1#:KYOTO EXPERIMENT

Text and Direction: Amir Reza Koohestani
Assistant Director: Mohammad Reza
Hosseinzadeh

Performers: Mona Ahmadi, Ainaz
Azarhoush, Elham Korda, Mahin Sadri
Video: Ali Shirkhodaei

Music and Sound: Ankido Darash

Light Design: Saba Kasmaei

Stage Design: Amir Reza Koohestani
assisted by Golnaz Bashiri

Costume and Props: Negar Nemati
Costumes Assistant: Negar Bagheri
Second Assistant: Mohammad Khaksari
Stage Manager: Mohammad Reza Najafi
Production Managers: Mohammad Reza
Hosseinzadeh and Pierre Reis

Company and Tour Manager: Pierre Reis
Produced by Mehr Theatre Group
Co-produced by La Bétie - Festival de
Genéve, Kiinstlerhaus Mousonturm
Frankfurt am Main, BOZAR - Centre for
Fine Arts Brussels

Supported by

The Agency for Cultural Affairs Government
of Japan through the Japan Arts Council
Co-presented by Kyoto Prefectural Citizens'
Hall ALTI

Presented by Kyoto Experiment
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Abbas Kiarostami and Films About Children

Kyoichiro Murayama

It has been three years since Abbas Kiarostami
passed away. | recall interviewing him in the Au-
tumn of 1992 on his first visit to Japan, and meeting
him the times he came to Japan after that. Kiarosta-
mi became famous in our country with the screen-
ing of Where Is the Friend's Home? (1987), and Life,
and Nothing More... (1992). With his last film Like
Someone in Love (2012) which was shot in Japan,
our country had a deep connection with him.

Kiarostami's debut film was The Bread and Alley
(1970). It is a short film about a boy being blocked
by a large dog on his way home from an errand. We
see that many of his films in the 1970-80's are films
about children, and this is because the films were
produced by the Institute for Intellectual Develop-
ment of Children and Young Adults. These films
about children were also able to slip through the
censorship of the Iranian film industry after the Is-
lamic Revolution of 1979. Kiarostami became inter-
nationally known as an Iranian Director with Where
Is the Friend's Home?.

Homework (1989) was shot after Where Is the
Friend's Home. Here he points the camera towards
various children on their way to school in the city
of Tehran, asking "Did you do your homework?"
Next is an assembly at a primary school, showing
the children repeat "Allah is the Greatest" after their
teacher. It was at the end of the Iran-Iraqg War that
begun in the 80's; there were also recitals critisising
Irag's Hussein.

The scene that follows is of the director inter-
viewing the children one by one in a classroom.
Many topics arise - questions to the children, there
being too much homework, that there are many illit-
erate parents who do not understand the homework,
that they have chores to do at home. There are some
children who don't know the meaning of "reward",
even if they know what "punishment" means.

In Iran, education is separated between boys and
girls from primary to secondary education, and all
the children who appeared in these interviews were
boys. There is a scene where a middle-aged man,
one of the parents, makes an appearance and talks
about Iranian education depriving their children of
creativity compared to foreign countries. He talks
about changes and the negative effects of the Irani-
an education system, sneaking the audience a view

of the complicated social situation 10 years post-
Islamic revolution. The film returns to the assembly
scene and ends.

In the first scene in the city, the director states
that he does not know whether this will become fic-
tion or documentary. At a glance, Homework looks
like a documentary researching the reality of school
education. There are scenes where the director ap-
pears on screen, and even shows the camera. How-
ever, Kiarostami is not a simple filmmaker. In Close-
up (1990), following Homework, he asks a young
man who was arrested for assuming the director
Mohsen Makhmalbaf, to replay his actions. It is safe
to interpret that Homework was also staged. For ex-
ample, it is thought that the middle-aged man who
makes a sudden appearance was directed.

To Kiarostami, a film is a film. What makes his films
interesting, is being able to peek into the reality of the
Iranian society through the border between fiction and
non-fiction, the gap between the true and false.

Kyoichiro Murayama

Film researcher. Translated and co-written works
include Histoire du cinema by Georges Sadoul (12
volumes, Kokushokankokai), Japanese Cinema and
Modernism (Libroport) and Film Theory Compilation
(Film Art Inc.).
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In autumn 2017, Yudai Kamisato heard a story from a fishing enthusiast in a
bar in Kyoto about a situation that has unfolded in Lake Biwa for several
years. In the lake, the foreign bluegill has greatly increased in numbers due to
its aggressive feeding habits and high fertility, endangering endemic species
and leading to the destruction of the existing ecosystem. A designated inva-
sive alien species, the bluegill has now spread all over the country, though its
original habitat was in North America. “Want to know who brought this fish
to Japan?” the man asked Kamisato. The answer was a surprising one.

The thinking that separates foreign and native species as, respectively,
something to be eliminated or something to be protected seems to reflect the
recent circumstances in society that distinguishes sharply between inside
(“us”) and outside (“them”). Is our image of so-called traditions and originality,
as symbolized by indigenous species, really accurate? Would a lake actually
transform into something beautiful if all introduced species disappeared? As
Kamisato pursued his research on this subject, it became increasingly clear
that the situation in Lake Biwa is not simply one of binary opposites like na-
tive versus non-native species, but rather one where various ideas interweave
in a complex web.

Having long traced his own roots over various scattered locations, not least
South America, Kamisato here examines the balance of ecosystems in the
Japan in which he now resides.
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Text and direction: Yudai Kamisato

Cast: Sumire Urata, Sayaka Shigemi,
Yoshitaka Shimada

Set design and Lighting: dot architects
Costumes: Chie Ohno

Stage manager and Sound: Ayumu Okubo
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Chief Production Coordinator: Mai Hongo
Production coordinator: Kinari Toyama,
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On the State of Invasive Species and Fish in Japan

Noriko Takamura

As a result of environmental changes since the
emergence of life on earth such as climate shifts,
changes in the crust, or land drift, and of the his-
tory of evolution of living creatures in response to
these, living creatures are distributed around the
planet with regionally specific attributes. The things
that live in each place, whether it is a wood or forest,
grassland, or a lake or marsh, maintain a relation-
ship with other living creatures built up over a long
time that may comprise both parasitical and sym-
biotic relationships or that of predator and prey, in
this way adapting to each respective environment in
how they live.

Today, however, when our society has become
one in which human beings are frequently moving
around the planet, we can now find many living
things around us introduced by humans and which
subsequently established themselves, but were nev-
er originally present in the area. These types of living
creatures are known as invasive species. Examples
may include species intentionally introduced by
humans, such as raccoons as pets, American bull-
frogs as a food source, or mongooses to exterminate
snakes, and also species like insects or plants that
arrived without people realizing by attaching them-
selves to luggage and so on.

Within invasive species, there are those that, by
competing with and preying on native species, make
native species extinct and destroy original ecosys-
tems, cause damage to the agriculture, forestry, and
fishing industries and harm humans. In order to pre-
vent this severe influence and to control the invasive
species that have already entered, the Invasive Spe-
cies Law was enacted in Japan in 2005. This law
designated particularly impactful living creatures
as “special invasive species,” banning their import,
transportation, sale, and release as well as, in prin-
ciple, their breeding, and established penalties for
violations.

Among fish, there are 26 species designated
as special invasive species, almost all of which are
freshwater fish with a strong tendency to feed on
other fish (that is, they are piscivorous fish) or on
crustaceans or insects. Examples of species that
have already established themselves and spread
nationwide include the largemouth bass, small-
mouth bass, bluegill, and channel catfish, and, in

the Kanto region, Acheilognathus macropterus and,
in West Japan, the mosquitofish. According to a re-
cent study, the yellowhead catfish has become es-
tablished in the Lake Kasumigaura area. That such
species of piscivorous fish invading and establishing
themselves is causing serious damage to fishing in
inland waters in Japan is scientifically evident from
analysis of long-term inland waters fishing statistics.

On the other hand, 59 species—accounting for
63.4% of Japan's pure freshwater fish species—were
listed as endangered wildlife in the Ministry of the
Environment’s 4th Red List in 2013, and their sur-
vival continues to be threatened. Though this is con-
nected to such factors as artificial water manage-
ment or changes in habits due to land development,
competition from and being preyed on by invasive
fish species is also a major reason for this extinction
crisis. In Japan, there were originally few types of
piscivorous freshwater fish and most of these have
not adapted or evolved strategies that can counter-
act other piscivorous fish.

We cannot replace a species once it has be-
come extinct. If we are to solve the environmental
problems faced by contemporary society, we must
always be thinking about sustainability in terms of
how we act, not least using our planet’s natural re-
sources responsibly so that they can be passed on to
the next generation.

Noriko Takamura

Noriko Takamura, PhD, is a scientist. She gained a mas-
ter's degree from Nara Women's University in 1979. She is
a fellow of the Center for Environmental Biology and Eco-
system Studies, based at the Lake Biwa Branch Office.
She specializes in the study of freshwater ecosystems.
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Yeoseong Gukgeuk is a type of all-female musical theater that emerged in
Korea in the late 1940s and peaked in the 1950s, before going into rapid de-
cline during the following decade. Fresh from representing South Korea at
the Venice Biennale, siren eun young jung has spent more than ten years re-
searching and working on a project involving a community of audiences and
performers who lived through the golden age of Yeoseong Gukgeuk, and ex-
ploring how this act of women portraying men onstage is interrelated with
politics and history. Her research has also expanded to encompass Japan's
Takarazuka Revue and other forms of all-female theater in Asia.

Anomalous Fantasy was first staged in South Korea in 2016, since then it
has been presented with local gay choruses in Taiwan, Japan, and India. It
deals with a woman in her thirties who suddenly renounces her entire life
until now and gives everything she has to become a performer of male roles
in the disappearing art of Yeoseong Gukgeuk. Alongside the actor playing the
central woman, the Korean version also featured G-Voice, the Seoul-based
gay chorus showcased in Lee Dong-ha’s documentary Weekends, which won
the Panorama Audience Award in the Panorama Dokumente section at the
2016 Berlin International Film Festival

Inaudible mutterings become proclamations. Invisible experiences be-
come history. And when these are revealed onstage, there is song.
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Text and direction: siren eun young jung
Cast: Eunjin Nam, G-Voice

Drum accompaniment: Woon Jung Sim
Stage set: Kit-toast

Lighting: Jihye Kang

Sound: Hwan Seok Choi

Music director: Cecilia Soojeong Yi
Ending song arrangement: Kirara
Choreography: Jin Han Choi

Costume: Jiyoung Kim

Video and Assistant director: Hee In Lee
Stage Manager: Soohyun Seo
Translation: Soo Ryon Yoon (English),
Yusuke Ueda (Japanese)

Producer: Jooyoung Koh

Co-produced by Namsan Arts Center,
TPAM - Performing Arts Meeting in
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What is a Gay Chorus? And What Is Its Significance?

Noritaka Moriyama

The San Francisco Gay Men’s Chorus embarked on
an eight-stop concert tour of cities in America in
1981. In the United States in the late 1970s, a few
chorus groups appeared comprising entirely lesbian
members or a mix of lesbian and gay members. Fol-
lowing on from this trend, the San Francisco Gay
Men’s Chorus then became the first ever openly gay
male choir.

The tour was intended as a broad appeal to so-
ciety about the need to advocate for gay rights. On
the other hand, the gay chorus also possessed an-
other significance in that it was a community activ-
ity where gay people could deepen their interaction
with one another through pursuing their hobby. By
the act of peers with a shared hobby coming to-
gether, friendships are made that go beyond just
interacting in order to look for a sexual partner. (In
fact, studies have pointed out that members of a gay
chorus get excited whenever visitors or newcomers
come to rehearsals precisely because it is harder to
find lovers in a heteronormative society. The acts of
looking for romantic partners and looking for friends
cannot be so easily separated.)

In Japan, gay choruses started to appear in Tokyo
in the early 1990s and today there are such groups
not only in the capital but also in various other re-
gions of the country. Japanese gay choruses, howev-
er, tended to operate essentially as ways for friends
to get together and, given the current state of strong
discrimination that prevails against gays, many
people do not want to be involved with activities (in-
cluding advocacy activities) that mean coming out.
Moreover, the situation in Japan is also distinct in
that there are no leshian choruses or mixed gay and
lesbian choruses (or at least, they don't have interac-
tions with gay choruses). (That being said, there are
gospel groups comprising not just gay men but also
members of various sexual minorities.)

We are now, though, starting to see signs of
change in the activities of gay choruses in Japan.
On April 14, 2019, a large music festival was held in
Tokyo bringing together sexual minority choirs from
the Asia-Pacific region. (It was a great honor at this
event to have the chance to conduct the theme song
and the premiere of a piece | had written. Being
involved in this ardent and emotional performance
was something wonderful | will remember for the

rest of my life.)

Across the reception, rehearsals, and after-party,
many of the friends and acquaintances from Japan
who participated said that the event had inspired
them with its open atmosphere featuring choruses
from various countries as well as by showing them
how gay men can enjoy music along with lesbians
and straight allies (heterosexual or cisgender people
who support sexual minorities). While dealing with
the issues of privacy and outing remains a chal-
lenge, | now have a feeling that this festival will help
gay choruses in Japan to open up further and con-
tinue expanding their diverse activities.

Noritaka Moriyama

Composer, Sociologist. Born in Kanagawa Prefecture in
1982, Noritaka Moriyama studied on a doctoral program
at the Department of Advanced Social and International
Studies (Interdisciplinary Social Sciences Course), the
Graduate School of Arts and Sciences, University of
Tokyo. After working as an assistant professor at the de-
partment, he is currently an associate professor of queer
studies at Faculty of Letters, Arts and Sciences, Waseda
University.
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Group Exhibition “The People of Kaesong Industrial Complex”
[Lee Boo-rok, Im Heung-soon, Yoo Soo]

SUAL ART

0 RPEHers— B2,
KIEE, ¥y 33—/ Ed>

Auditorium, Japanese-style Hall,
South Gallery and other locations,
Kyoto Art Center
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Lying a short distance to the north of the military border that separates the two
halves of the Korean Peninsula, the Kaesong Industrial Complex was in opera-
tion for more than ten years from 2004. It was a unique place where people from
both sides of the border worked together, made possible with land and labor
supplied by North Korea and technology and investment from South Korea.
Though a symbol of cooperation between the two Koreas, it is currently closed
due to ongoing tensions between the nations since 2016.

Held at Culture Station Seoul 284 in the summer of 2018, the exhibition
“Kaesong Industrial Complex” examined the titular place not as a story of a
large economic development told from the outside, but by rather focusing on
the intimate communities that grew up among the individuals working at the
site. In this way, the exhibition attempted to craft a new portrait of the
Kaesong Industrial Complex. Works by three artists from the original Seoul
exhibition are here presented in Kyoto.

In Lee Boo-rok’s replica of a garment factory, Robo Cafe, rows of tables
with sewing machines fill the space, covered in tablecloths on which slogans
about productivity are being sewn. Im Heung-soon's video work Brothers
Peak portrays the artist climbing up a mountain while carrying a coffin, ac-
companied by the resonant singing of the Seoul-based gay chorus G-Voice
and Lee Hyang, an accordion player who is a North Korean defector. In his
installation, Yoo Soo shows actual gifts exchanged between North and South
workers, asking us to reflect on the fundamental meaning of the Kaesong
Industrial Complex by exaimining the gifted items.

How will these seeds, cultivated through the interchange of people from
the north and south during the limited period of time when it was possible to
cross the border, grow and develop in the future?
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Curator: Park Carey

Assistant Curator: Kim Tae-hyun

Artist:

Lee Boo-rok, Im Heung-soon, Yoo Soo
Coordinator: Kei Minoura, Mayumi
Yamamoto (Kyoto Art Center)

Equipment Support: Sewing Machine
Manufacturers’ Cooperative Association of
Kyoto, TNL DASAN ART Co., Ltd.

In co-operation with The Archival Research
Center of Kyoto City University of Arts
Supported by Korea Arts Management
Service, CENTER STAGE KOREA, Ministry
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POMERELTHERS . BB IA2EOBER
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SU0T4TIZHBLEZOTH -T2,
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An Exhibition Called “Kaesong Industrial Complex”

Emiko Kida

Starting with the joint North and South Korea team
that competed at the Olympic Winter Games in
Pyeongchang and followed by the summits held
between the leaders of the two Koreas and then be-
tween the US President and North Korean Chairman,
2018 was a year full of anticipation and momentum
regarding the unification of the Korean Peninsula. In
South Korea, a contemporary art exhibition with the
name of “Kaesong Industrial Complex” also opened
at Culture Station Seoul 284, a cultural facility reno-
vated from a former station building, and attracted
much attention.

One of the collaborative economic projects
planned and implemented following the North-
South Joint Declaration in 2000, the Kaesong In-
dustrial Complex is a place that symbolizes the hope
for unification as well as the pain of the continued
division of the peninsula. Located in the Democratic
People’s Republic of Korea (DPRK), the city of Kae-
song lies very close to the Korean Demilitarized Zone
and was long threatened by the military tensions in
the region.

For the construction of the Kaesong Industrial
Complex, the DPRK withdrew its armed forces from
the area and the employees of small and medium-
sized South Korean corporations who took up resi-
dence in the complex would travel by car to their
jobs, where they worked alongside colleagues from
the DPRK. These citizens of North and South Korea
attempted to make rules to ensure they could coop-
erate without conflicts arising due to the different
systems in their respective countries. Given that
linguistically even their very vocabularies diverged,
it became necessary to reconcile this. During the
course of the more than ten years that the complex
was in operation, it did not merely manufacture
things but also created a new culture and community.

Though difficult to see from the outside, a tranquil
everyday life was gradually obtained by building up
mutual trust between people in the workplace. What
did they see there? What did they experience or
crave? The exhibition in Seoul focused on the people
who worked at the complex and honed in on their or-
dinary lives.

The exhibition curator Park Carey assembled
a team of artists and spent two years carrying out
painstaking research and planning, including inter-

views with the people who had actually worked at
the complex. The results of this were realized in the
works created by the artists about various phenom-
ena as well as gathering and opening an archive of
information related to the complex. For the curator
and artists, the exhibition itself formed a process of
learning about the Kaesong Industrial Complex and
their North and South Korean compatriots who had
worked there, the fruits of which were shared inter-
actively by the viewers.

The Kaesong Industrial Complex was suddenly
closed for no apparent reason by the Park Geun-hye
government in 2016 and, as of July 2019, has yet to
reopen. It is then especially profound that this kind
of exhibition could be doggedly prepared under such
difficult circumstances.

What is exhibited here in Kyoto is only a small
selection of the works shown in Seoul, which does
make one wonder how far the original intention of the
curator can be conveyed. When considering that the
cause of the peninsula’s division lies in its history as
a Japanese colony, that Japanese interests are com-
plexly intertwined with maintaining this division, and
the locality that is Kyoto, home to many Zainichi Ko-
reans (ethnic Korean residents in Japan) who embody
the anguish of the division in this context, it becomes
particularly important that the exhibits do not sim-
ply end up as something arranged so that “Japanese”
people simply consume, as a detached third party,
the “novelty” that is “North Koreans.” We must be-
ware of any arrangement that allows Japanese people
to make one-sided judgments on matters related to
the Korean Peninsula while disregarding Zainichi Ko-
reans, who are directly involved in the issues. These
exhibits are a kind of Litmus test, something made
complete by the approach of the viewer.

Emiko Kida

A professor at Otani University, Emiko Kida is a specialist
in Korean modern art history, the cultural history of North
and South Korea, and colonialism. She gained a master’s
degree from the Graduate School of Human and Environ-
mental Studies, Kyoto University. She subsequently start-
ed a doctoral program at the same institution, which she
completed after studying for a year at Hongik University,
South Korea. Her main research until now has centered
on such issues as Korean art exhibitions and the recep-
tion of art in Korea as well as on Japanese and Korean
exchange within the proletarian visual arts movement.
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Events & Forums

[ 10.5 (Sat) 21:00-
OPENING PARTY

A Shimashima Jima, ROHM Square

ROHM Theatre Kyoto
Free admission (Food and drink available to purchase)
DJ: YOTTU

[ 10.6 (Sun) 16:30-18:00

Talk: What Does the Director of a Performing Arts
Festival Do?

What kind of person should the director of a
performing arts festival be? How relevant are
know-how, experience, ability, responsibility,
personality, and drive? And does this change
depending on the region or era? Looking back over
the past ten years of Kyoto Experiment, this talk
considers the future of the festival director.

Speakers: Christophe Slagmuylder (General and
Artistic Director, Wiener Festwochen), Yusuke
Hashimoto (Program Director, Kyoto Experiment)
@ Lobby, 3F Park Plaza, ROHM Theatre Kyoto
Free (reservation required®)

Language: Japanese, English (with consecutive
Japanese interpretation)

Presented by Kyoto Experiment

Chairman, The Liaison Council of Theaters and Halls in
Japan), Yoshiki Nakamura (Tokyo Metropolitan Theatre),
Yusuke Hashimoto (ROHM Theatre Kyoto / Kyoto
Experiment), Yuichiro Yoshida (Kinosaki International Arts
Center)

@ Foyer, 1F South Hall, ROHM Theatre Kyoto
Free (reservation required)

Reserve from The Liaison Council of Theaters and
Halls in Japan website:
https://www.gekionkyo.org/contact

Language: Japanese only

Presented by The Liaison Council of Theaters and
Halls in Japan

Co-presented by Kyoto Experiment

In cooperation with ROHM Theatre Kyoto
Supported by The Association of Public Theaters
and Halls in Japan, Japan Council of Performers
Rights & Performing Arts Organizations

1 10.16 (Wed) 18:00-20:00

Symposium: The Future Relationship Between
Corporations and the Arts

In order to develop arts festivals more sustainably, what
kind of relationship should the art world build with
corporations? Drawing on various approaches by experi-
enced practitioners, this symposium considers ways for

ing and evaluating art projects that are valid also for

[0 10.12 (Sat) 16:00-18:00

Symposium: The Relationship Between Design and
Festival Identity

Establishing the identity of a festival not only helps
to publicize events but also builds trust in the new
artists and work that the festival introduces. What is
the potential for design in achieving good communi-
cation with audiences?

Speakers: Yuma Harada (UMA / design farm) and
others

A Lobby, 3F Park Plaza, ROHM Theatre Kyoto
Free (reservation required®)

Language: Japanese only

Presented by Kyoto Experiment

(Related exhibition planned)

[ 10.14 (Mon) 11:00-13:00

The Liaison Council of Theaters and Halls in Japan
Symposium: Regional Cultural Creation and Theaters
and Concert Halls

The Liaison Council of Theaters and Halls in Japan, which
brings together around 50 theaters and concert halls all
over Japan, promotes partnerships and information-
sharing about in-house projects, training, co-productions,
and subsidy systems in accordance with the Theater Law.
Following the establishment of the Agency for Cultural
Affairs’ Headquarters for Vitalizing Regional Cultures in
Kyoto in autumn 2016, this symposium serves as an
opportunity for participants to exchange opinions on the
role of theaters and concert halls in relation to regional
promotion and vitalization.

Speakers: Sohachi Yamaguchi (Agency for Cultural
Affairs, Headquarters for Vitalizing Regional Cultures),
Masayoshi Yahagi (Toyohashi Arts Theatre PLAT /

corporations, which operate according to logic and criteria
very different from those in art.

Speakers: Masao Katayama (President, The Saison Founda-
tion / Chairman & Chair of Legal Committee, The Japan
Association of Charitable Organizations), Yoshikazu
Shibakawa (President, Chishima Real Estate Co., Ltd. /
Chairman, Chishima Foundation for Creative Osaka), Kozo
Hiratake (Producer, KYOTO STEAM—International Arts x
Science Festival —Executive Committee)

Facilitator: Yusuke Hashimoto

@& CEOmake KYOTO

2F, 251-2, Takeyano-cho, Karasuma Higashi-iru,
Ayanokoji-dori, Shimogyo-ku, Kyoto

Access: 3 minutes’ walk from exit 3 of Shijo Station
(Kyoto Municipal Subway Karasuma Line).

Free (reservation required®)

Language: Japanese only

In co-operation with Japan CEO Association
Presented by KYOTO STEAM—International Arts x
Science Festival—Executive Committee,

Kyoto Experiment

[ 10.27 (Sun) 18:30-
CLOSING PARTY

@ Shimashima Jima, ROHM Square
ROHM Theatre Kyoto

Free admission (Food and drink available to
purchase)

Presented by Kyoto Experiment

*Reserve online (https://kyoto-ex.jp) or call the Kyoto
Experiment Office (075-213-5839)
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[ 10.5 (Sat) ¥ AHS

Za4+75>>2 KYOTO 2019
REHETYRT14F2- 77 EAEIFBUEET =21
752 aKYOTO. RESH DI KA T 5 /8 T HKED
TZ24-75vva(ARR)ICEREBL. —RRYO
RR7—hORHA,

A REBHAREN
AZER
www.nuitblanche.jp

[ Day 1 11.7 (Thu) 20:00 open

Day 2 11.8 (Fri)19:30 start
Ryoji lkeda DJ & LIVE 2 Days
N REPEUSICH AR TEHE L EDIBTFEELR/
T4YaTIN T T4 ZAMBHZERALN ORI TDIIRV
ELIVER Y b % 270ERT T E S 5 Ryoji Ikeda DJ & LIVE 2
Daysy !

Day 1: Ryoji Ikeda DJ Night:ROCK HARD & LOUD 2
A F#CLUB METRO

Day 2:Ryoji lkeda live set

A O—Ly7y—FH /—RK—)

HEEE METRO
Tel: 075-752-2787  E-mail: info@metro.ne.jp

KYOTO EXPERIMENT
REERESEME

n @KyotoExperiment

@kyoto_ex
@kyoto_ex_eng

Partner Events

10.5 (Sat) (starts evening time)
Nuit Blanche KYOTO 2019

Every autumn, Paris stages Nuit Blanche, an all-night
contemporary art event. Inspired by the original, Nuit
Blanche KYOTO unfolds in various locations around the
sister city of Paris.

@ Locations around Kyoto
Free admission
www.nuitblanche.jp

Day 1 11.7 (Thu) Starts 20:00
Day2 11.8 (Fri) Starts 19:30
Ryoji Ikeda DJ & Live Set 2 Days

Based in Paris and Kyoto, the internationally
acclaimed electronic composer and visual artist
Ryoji Ikeda presents two nights of music in Kyoto
this autumn.

Day 1: Ryoji Ikeda DJ Night: Rock Hard & Loud 2
& CLUB METRO

Day 2: Ryoji Ikeda Live Set

@ North Hall, ROHM Theatre Kyoto

Contact: CLUB METRO

Tel: 075-752-2787 Email: info@metro.ne.jp

Photo by Ryo Mitamura

Follow Us!

. @kyotoexperiment

o

7V Y A =Ty ) —{Ef | Fringe: Open Entry Performance

TIRTANLBREILHODE  RHMFATRRINGER
E—FEIBNT 27— VT M) — R (R
#AfE:2019.10.1-10.27) . EEI - & > 2 - B - B - BAFG -
RALBRBRY—HRARE Vv LRBONETE
FolBIERERBNLET, ZOML REIFRERE A LD
DEMY

During Kyoto Experiment 2019, the Fringe: Open Entry Perfor-
mance is a series of events happening around Kyoto simulta-
neously with the main festival (2019/10/1-10/27). It presents
fifty-one performances and events from across a wide range of
styles and disciplines, including theater, dance, music, butoh,
readings, mime, exhibitions, and contemporary circus. Don't miss
this opportunity to catch the cutting edge of the performing arts
in Kyoto this autumn.

01

@ Paris, Kyoto | Butoh, Music
HE+SETF

Itaru Oki+ Tenko Ima

FENE Ly > 55 coR#B ) vol.8
ROEXDE,
ImprovPerformance
<Paris 0 Kyoto>vol.8

Ne no kuni Amatu kuni
10.1 (Tue) 19:30-

@ UrBANGUILD

02

@ Kyoto | Theater
LHEWS &+ ZOK%

Hirota Yuumi & Futakuchi Daigaku
Ffta

The Reception

10.3 (Thu) 19:30-

@ UrBANGUILD

03
@ Kyoto | Mime, Theater, Puppet
DLELLWRYERTEESR
a little bit strange festival
PHLELLWEY [Z]a
alittle bit strange festival
10.4 (Fri) 19:00-
10.5 (Sat) 14:00- / 19:00-
10.6 (Sun) 11:00- / 15:00-
A HENVZI/ LY
atelier minomushi

04
@ Kyoto | Theater
mimacul
FE&ohhrWEES .
Goodbye bright tail bone
10.4 (Fri) 19:00-
10.5 (Sat) 14:00- / 19:00-
10.6 (Sun) 13:00- / 18:00-
A Space bubu

01 02 03
09 10
oy
=

05
@ Kyoto | Theater
RE—-b—
Baby-Pee
RE—E—ODIRZRE 2019
F575%)la
The Rio de la Plata—Travelling
Theatre
10.4 (Fri) 19:00-
10.5 (Sat) 19:00-
10.6 (Sun) 19:00-
A ERAATRMEIERIBT =R
Higashi-Honganji Temple Okazaki
Betsuin

10.5 (Sat) 10:00-12:00
10.6 (Sun) 10:00-12:00 /
13:00-15:00

A O-—LY7Y—RPO—L-RITT
ROHM Square, ROHM Theatre
Kyoto

08
@ Kyoto | Exhibition
ayami yasuyho
FTHE CLEAR CREATURES s
10.5(Sat)-10.13(Sat)
12:00-19:00
10.14 (Mon) 12:00-17:00
A Social Kitchen 2F space

06

@ Millstatt, Osaka | Dance
NETZWERK AKS, ZH&5,
EREZ N

NETZWERK AKS, Sachi Masuda,
Ryonosuke Endo
F1.2.3.International
Contemporary Dance Evening:
#bones [from the ACCUMULATION
series], # 757=— 8 /& .
1.2.3.International
Contemporary Dance Evening:
#bones [from the
ACCUMULATION series],
#brownie, Sea / Beast

10.4 (Fri) 19:30-

@ UrBANGUILD

07

@ Kagawa | Music

H—

mu

Fo4a0,

TAIKOKO ~ percussion system
for anybody ~

01. Photo by Fabio Massimo Fioravati  04. Photo by Noboru Yagi ~ 05. Photo by Takayuki Matsuyama

09
@ Kyoto | Theater
REFA/Ya—"av-y—KRy
MARCUS XULIU
FFert®/0—0 T8 Wi
Long Drum and Monologue “MISS
You”
10.5 (Sat) 14:00-
10.6 (Sun) 14:00-
A RPHRLB D EEFEH 5 —
BIEEEN =
Higashiyama Youth Action Center

10

@ Tokyo | Theater

HANA'S MELANCHOLY
FREADING (& )4
READING <The Wind>
10.5(Sat) 16:00- / 18:00-

10.6 (Sun) 13:00-/ 15:00-*/17:00-
*VOLANE(AADE, BOF ) LB
Vol.1 performance <Mermaid eyes,
blue of the sea> screening
A ¥+ 5 —green &garden
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11
@ Kyoto, Osaka | Dance
JII# 53R / SAILING
Al KAWASE / SAILING
FSAILING-3 H»<{ZtDld s
SAILING-3 Fragment of written
letters
10.5 (Sat) 17:30-

10.6 (Sun) 14:00- / 17:30-
@ a-room

12

@ Kyoto | Music

SPEKTRA

FSPEKTRA Audio/Visual Live
Session "INTER+" g

10.5 (Sat) 18:00-

A KAGANHOTEL

13
@ Kyoto | Dance

KDE,FFHA3,ARFKIAR Ea—)l,

rray7REIE

KDE, titicacaco, LOS HOCOS, pur,
One Drop Musical Theatre
FXARILEHF8T vol.3
~AZZFAYVRADINE R R~
Dancing treasure chest vol.3 ~
Small festival of community
dance ~

10.6 (Sun) 13:30-

A BREARE

Meirin community hall

10.10 (Thu)
22:00 open-4:30 (10.11) close
@ CLUB METRO

17

@ Kyoto | Dance
IZXE/

Mizumono

FIMA Il 5

10.11 (Fri) 19:30-
A UrBANGUILD

18

@ Kyoto | Exhibition

SHRBEER

Shintai hyogen club

FEEDIF%E LA

ajitsuke wo shinai

10.12 (Sat) 14:00-

A RBHUSMKRE 7797k
Sports ground, Kyoto City
University of Arts

19
@ Kyoto | Dance
XL
PoesEaH LR / MBS B,
The Monkey has come alive. / The
Wolf brings the end of things (or
life).
10.12 (Sat) 15:00-20:30

10.13 (Sun) 15:00-20:30
@ KYOTO ART HOSTEL kumagusuku

14
@ Kyoto | Music
FllBE
Yuki Nakagawa
F Abstraction, self-title and Afterlife s
10.7 (Mon) 20:00-
10.8 (Tue) 20:00-
@ UrBANGUILD

15
@ Kyoto | Theater
UrBANGUILD
F3CASTS vol.154
10.10 (Thu) 19:30-
@ UrBANGUILD

16

@ Kyoto | Music, Club, Art

El Musica
FOSTHLF v —LT7— b DE 1
an Encounter Between Club
Culture and Art

19 20 23 24 25

11. Photo by Kazuo Yamashita 13. Yuki Tanabe 14, Photo by Yoshikazu Inoue ~ 16. @Hirano Saki

20

@ Kanagawa | Dance

NI RERE

Torifune Butoh-sha

FOMTE HER

Reiwagannen kannaduki

10.12 (Sat) 19:30-
10.13 (Sun) 19:30-

A 7URTAF2 75 B RER
Institut Francais Kansai_Kyoto

21
@ Kyoto | Exhibition
RHE—
Youichi Hazama
TEHE—EERE,
YOUICHI HAZAMA PHOTO
EXHIBITION
10.13 (Sun), 20 (Sun), 27 (Sun)
9:00-17:00
A LCEHSBE
Room 8, Yamakoma Apartment

15 16

CASTS

25. Photo by Narihiro Matsumoto ~ 26. Gikyoku Bassui Kikaku vol.2 “The Cherry Orchard

22

@ Kyoto, Tokyo | Noise, Performance

BHMDE / Erehwon / LINEKRAFT

/ £BAX &Sandersonia

Neck of Chaos / Erehwon /

LINEKRAFT / KINZOKUTAIKO &

Sandersonia

FENES /Y15y IL 70,

PSYCHIC LEFT

[110.14 (Mon) 15:30-

@ O—LYT7I—REA—LRITT
ROHM Square, ROHM Theatre
Kyoto

23

@ Tokyo, Kobe | Dance

ARBE

Reina Kimura

Fi&Ema

contact point

(7 10.15 (Tue)-10.20 (Sun)
Dance 15:00- / 20:00-
Exhibition 16:30 - 19:30

@ Ha-Ha apartment

24

@ Fukui | Reading

EHMARE

Jyakusyuningyoza

P-act it FHMARERZG LR R

KEEFCTRE—F—ZD4—

P-act Stage Jyakusyuningyoza

Reading Zuisou Mizukami

Tsutomu wo yomu“Kanwa itteki”

-Sono4-

[0 10.17 (Thu) -19 (Sat) 14:00-/19:00-
10.20(Sun) 14:00- / 17:00-
10.21 (Mon) 14:00-

@ P-act

25

@ Kyoto | Performance, Music,
Particle physics

Every day is a new beginning
FHow far canlsee?

[110.17 (Thu) 19:30-

@ UrBANGUILD

26

@ Kyoto | Theater

TrREZEEL
Skycandydropcompany
MAEY7Y—Waltz D&Y EZ6ES
/ Side Presenty

Both a-side theater “Lingering
scent The Waltz / Side Present”

17 18

17. Photo by Shinpei Murayama 20 Photo by Hiroshi Nomura ~ 21. Bind tightly: Go Arisue  23. Photo by Reina Kimura

10.18 (Fri) 18:30-
10.19 (Sat) 13:30-/ 17:00-
10.20 (Sun) 13:30-/ 17:00-
A Social Kitchen 2F Space

27

@ [ondon | Exhibition,
Performance, Installation

BAHT

Noriko Okaku

FFrom where you are

10.19 (Sat) - 10.20 (Sun)
Exhibition 11:00-21:00
Performance 18:30

A KYOTO ART HOSTEL kumagusuku

Art & destroy vol.2 “TSUBAKI
YAMAGUCHI PLAY THE CELLO OF
BAROQUE"

10.19 (Sat) 19:00-

@ =+ 5 —green&garden

32

@ Kyoto | Contemporary Circus
EEI7I7IL

Kansai aerial

FAll about Aerial vol.4

LA 939V F,

All about Aerial vol.4 Play Ground
10.20 (Sun) 13:00- / 16:00-

A £+ 5" —green&garden

28

@ Tokyo | Dance

R VRY—F

Tokyo Dance Seed

Fov2RT TR(We) 0B, +

EVB.F a2ty

Dance “ITO no YUME” + Other

10.19 (Sat) 15:00-17:30
10.20 (Sun) 13:00-15:30

A O—LYTY—REO—L-RITTH
BRRT -V yvovIR”
Shishima-jima, ROHM Square
ROHM Theatre Kyoto

29
@ Aichi | Dance
PlaTEdgE (757 v¥)

Faw-thentic declaration (#—t>

T4V FISL—=av)a

10.19 (Sat) 11:30-/14:30- /16:30-
10.20 (Sun) 11:30-/14:30-/ 16:30-

A GRIDS KYOTO SHIJO
KAWARAMACHIHOTEL & HOSTEL

30
@ Tokyo | Pantomime
thFEE<S
Sakura Yamamoto
FXLBR1L517 vol. 30
in Kyoto 2019,
Sakura Mime Live vol. 30 in Kyoto
[710.19 (Sat) 18:30-
A ERYPHERR—L
Muso Kindergarten

31

@ Kyoto | Music, Live painting
I]m};-3

Tsubaki Yamaguchi

Art & destroy vol.2F|L|[1#% PLAY
THE CELLO OF BAROQUE 4

d ] e

28. Photo by Ikegami Naoya ~ 31. Tsubaki Yamaguchi: play the cello of baroque ~ 33. Photo by Al NAKAGAWA

= -

33

@ Kyoto | Theater

THE GO AND MO'S

FENN%E ZND164

The Show of KUROKAWA vol.16

10.20 (Sun) 14:00-

A REVEVETREH 25—
KRE|EI05
Meeting room305, Fushimi
citizen activity Center

34

@ Kyoto | Theater

H%FH

OSUSHI

FAO—Dody

BERROLZOTEZE DR,

BEY—svav7

“HELLO SHIN-NO-JU"” OSUSHI

burlesco "HELLO SHINJU" related

workshop

[ 10.20 (Sun) 14:00-

A REPHELEDEFE Yy —
BlEEEN =
Creative activity room, Kyoto City
Higashiyama Youth Activity Center

35

@ Kyoto | Theater, Dance, Music
shuffleyamamba, JEE 7V EEH,
R8RREISHER
shuffleyamamba, hifu-ketsunoh-
dan, Japanese Traditional
Performing Arts Theater
“DADADA”

P72 2T 4800 g
YAMANBA Festival

10.20 (Sun) 14:00- / 19:00-
@ UrBANGUILD

30

38

36
@ Osaka, Kyoto | Dance
N5
Ayumu Kawasaki
PR\,
Vertigo
10.20 (Sun) 18:00-
10.21 (Mon) 19:00-
A Bonjour! L3R
Bonjour! Civilisation contemporaine

37
@ QOsaka, Kyoto | Theater, Exhibition
ZARHA/ N2
Natsuki Sugimoto / N2
FTab.6-7-8.C (el) no. BXEELEL
EEOYMEERELTIHA
Tab.6-7-8. C (ell) no.
10.21 (Mon) 13:30-19:30

10.22 (Tue) 10:30-19:30

10.23 (Wed) 10:30-16:30
A GalleryGallery

38

@ Kyoto | Dance

KIYOKAZU MATSUMOTO / AYU

Py ei&bWIza

At the beginning and the end

10.21 (Mon), 22 (Tue), 23 (Wed),
24 (Thuy), 26 (Sat) 19:00-

@ Social Kitchen

39

@ Kyoto | Dance
&7:%Y / KIKIKIKIKIKI
Kitamari / KIKIKIKIKIKI
FE1z2Y) 5 V2R E vol.54
Kitamari DANCE cafeteria
10.21 (Mon) 19:30-

A UrBANGUILD

40
@ QOsaka | Theater
AFBIEZSLT
Puppet Theater LA CLARTE
AFREIEZ VT RAE ELDEE
Fl1 &I enABR 1
11piki no Neko-to-Henna Neko
10.22 (Tue) 14:00-
[ Pt v gl =1 e
Kyoto Prefectural Center for
Arts & Culture

33 34

34, Photo by Narihiro Matsumoto ~ 36. Waits 37. Photo by Takayuki Matsuyama  39. Photo by Selena Kimball
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41

@ Kyoto | Theater

BRDG / L7z7=%

BRDG / shitatame
BRDGF&IE/— b/ LIt ik
Y.

BRDG"A Correspondence Book”
/ shitatame “Exercices de Style”
10.22 (Tue), 23 (Wed) 19:30-

@ UrBANGUILD

42

@ Kyoto | Dance

Yoshiko & Hiroko

F...and Today isa

10.24 (Thu) 17:00-

A O—LYTY—FHA—L-RITTH
RRAT -V yeyvyv”
Shishima-jima, ROHM Square
ROHM Theatre Kyoto

43

@ Kyoto | Dance
ryotaro

FFOuR DANCERS 5
10.24 (Thu) 19:30-
A UrBANGUILD

10.26 (Sat) 10:45-
10.27 (Sun) 20:00-
A ZBHEEX Yy~
Kyoto Educational Culture Center

47
@ Kagawa | Poetry reading
lkhda Ayuning Maharsi Degoul
FThe Goldfish - Poetry and Dance
Performancey
10.26 (Sat)
Poetry and Dance Performance:
15:00-
Discussion / books presentation:
16:00-
A MTRLKYOTO

48

@ QOsaka | Dance

H# B, Abe-c

Mayu Shirai, Abe-c

FASR

External & Internal

10.26 (Sat) 16:30-

B O-LYT7Y—FHA—L-RILTT
ROHM Square ROHM Theatre
Kyoto

44
@ Sapporo, Tokyo, Kyoto |
Screening, Music
ReguRegu IUFFE— RFFEH.2Th
BRE
FArt&destroy vol.3 ReguRegu GO
WEST ~29/)F3I9=~ IAR}E
TEIZ
ReguRegu GO WEST MOVIE
SHOW
10.25 (Fri) 19:00-

10.26 (Sat), 27 (Sun) 18:00-
@ UrBANGUILD (10.25)

¥+ 7')—green&garden (10.26, 27)

45

@ Kyoto | Theater
‘ETHL
Yakusha-Denai
FEAEIE 2
Tomorrow we will...
10.25 (Fri) 19:30-
A P-act

46

@ Tokyo | Theater
FER

sinbunka
F7—Ka—by
food court

41 42 43
49 50 51

49

@ Kyoto | Performing art

ERERS

coosou-chakai

Fria, 2#L."LW0b, %28 T3,

Cultivate the Sound and prepare

the Existence

10.26 (Sat) 17:30-20:00

B RFUEER KRNI PESF REK
Myorenji Temple

50

@ Kyoto | Music
STUDENT
FRESYNTHESIZE Il 5
10.26 (Sat) 19:00-

@ JUNE STYLE STUDIO

51

@ Kyoto | Theater

rorv ol

Trunkkikaku Improvisation Theater
Company
FPSHNR~RDNER~ 4

a la carte ~a harvest festival~
10.27 (Sun) 19:00-

@ UrBANGUILD

46

Notes:

CBNEORFIBERS LOFHMIL,
KYOTO EXPERIMENT AR 7z 74
FELUOREEABEOVzTYA b2
SRS,

+KYOTO EXPERIMENT Tlg A =7~
IV —EROF Ty hERYK-T
BYEEAFIyMIELTE, B
FERFICSHAGEEE L,

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

* Tickets only available from each
company.

47 48

¥

41. Photo by Koichiro Kojima 43. Photo by Mika Fujiwara 44. ReguRegu GO WEST 45, Photo by Minetaka Matsuda ~ 46. Rooftop garden’ (2018) ~ 49. Photo by coospu-chakai

BLBIRG & BlLBIE 238 23 / Visit before and after performances

T2 AT AN I =T 4 YT RA VI [ Festival Meeting Point

T AT ANLVREBERICHERT 2. 7 XTANLEERR
EDDAZIa=r—2avDdDARY N E=F4 v TRAY
R o SEIFEER I = v hdot architectsHFRETL. O—LY
TY—RE O—L-RVTTRIZERBINTRRIAT -
RIYRIRNEI—FTA4VIRAVEDRIBTE  AF v 712k
28TTHTOTILDBAR. RIVIORTEL B ) AR
TATILDF Ty FEADTRETT, h— ARV MREE
BIBERLTTRIELEYES BB 7 h 7 b,
o RHZERARNICIERB =My —TF 7y b7 -2
RyTTvTH—T> L%,

I—FavIRIV s F—TVHE
A ZHEMEY 5 — (F7ry MRFTEOA)
9.21 (Sat)-10.4 (Fri) 12:00-19:00 [#E4K]
A0 LYTI—RE
O—L- RV ITT7RFHRRT—IOIIIIT"
10.5 (Sat)-10.27 (Sun)
15:00-22:00 [E:B7K B, 7 7 v MERFE1$21:30% T]
* 10.6 (Sun), 12 (Sat), 13 (Sun), 14 (Mon)(£12:00H 5+ =7~

Opening Hours
A Kyoto Art Center (Ticket sales only, no drinks available)
[19/21 (Sat)-10/4 (Fri) 12:00-19:00 [Open every day]
@ Shimashima Jima, ROHM Square ROHM Theatre Kyoto
10.5 (Sat)-10.27 (Sun) 15:00-22:00

[Closed Wednesdays / Ticket sales close at 21:30 everyday]
>k Open from 12:00 on 10.6 (Sun), 12 (Sat), 13 (Sun), 14 (Mon)

BRAT—I“O9Y9YT” / Shimashima Jima
3IDDBEROENBEEEARNOBREIBEEAA—
LI RT =Y BBk 0HEIE, 16 E U EMERE LTHE
HOBMARITL.CNIETEEY PTEY L Lbh &L
TEBORP SRR EREERES B> EHNT
VETUIIIIR EARYMDRT =V IZh o7l KB
AR=—ZPEROBELTEEICELET . COBRERIR
IZFANTHTLIZE L,

This stage resembles a small archipelago of islands
with varying heights and is decorated with three types
of stripes. Striped patterns came to Japan in the 16th
century and soon became popular on fabrics. Since
there was no word originally to describe such pat-
terns, the Japanese name was derived from the word
for island, shima. The Shimashima Jima hosts events
and also serves as a flexible rest spot. Be sure to visit
it before or after a show.

The Meeting Point is a place for communication between
audiences and the festival during Kyoto Experiment 2019.
This year's Meeting Point is located at the special stage de-
signed by dot architects Shimashima Jima, located inside
ROHM Square at ROHM Theatre Kyoto. Here audiences can
learn about recommended events as well as purchase tick-
ets and drinks. It also hosts talks and events where audi-
ences can share their impressions of events. Two weeks
before the festival, a pop-up ticket booth will also appear at
Kyoto Art Center. Check the festival website for more infor-
mation.

Photo by Hisada Genta

-
7v%97x7 /Book Fair

TREAIE BEEE, TIEKYOTO EXPERIMENT 7y &
7R SNT— T« ANOBEEEHEICMA. 7O
SLTALIY—NFRAX T HBEEA—F — b Tz AT
NLDOTF—RIZED2HBERPEZLIYIRV £ EHEIR
OFBIL. HBZVIEBEBBRICKVRT OIS LEMB
IO TRIACIEE L,

During the festival the Kyoto Experiment Book Fair is held at
Kyoto Okazaki Tsutaya Books. In addition to books about the
artists in the festival, there is also a series of books recom-
mended by the program director. Visit the fair before or after a
performance to learn more.

A S#HEE BEENE / Kyoto Okazaki Tsutaya Books 8:00-22:00
HT REBTERKEBRBFAI8 0—-L> 7Y R -0 T 7Y

Park Plaza, ROHM Theatre Kyoto, 13 Okazaki Saishoji-cho, Sakyo-ku, Kyoto
Tel: 075-754-0008 http://real.tsite.jp/kyoto-okazaki/
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Vs

B*> r7H7x / Festival Share Cafe

FLEREZHBILTLTH RDEIA ZDEEIEAZ
NZFNEBVWET BES7H7z TR BOMPRELE
EEEERIILTE Y EREEBICBBILI- A DI
Lo WEEREINTBIETHEARIEPEST:
BAKERZ z7="0hbE5,22BMELTLE
TR TRIZOTIIYRERAIBECDH 7z
ICBEIL. EZ-ot AL ERBEEELAVE T LED
EREFRBRLIANILBEONELBLCHEEELLS
ZZRVEEAEROMEEN N EEIBEESELA
TS,

Even when watching the same performance, everyone has
a different experience. Festival Share Cafe is a place to
share perspectives and discoveries by listening to the sto-
ries of other audience members who have watched the
same performance. After the show, audiences move to a
cafe near the venue or to the Festival Meeting Point, Shi-
mashima Jima, to exchange their impressions of the per-
formance. Through dialogue with others who experienced
the same performances, participants enjoy sharing the
values about the performance that they discover together.

BN ERK T / After the following performances
10.6 (Sun)14:00 F 714y FaxEEKMF
chelfitsch & Teppei Kaneuji
10.6 (Sun)18:00 F =4 -7 7 74 Choy Ka Fai
10.12 (Sat) 14:00 FEEIF~=~ Niwa Gekidan Penino
10.14 (Mon) 17:30 7> a5 74 =X
Bouchra Ouizguen
10.20 (Sun) 17:00 A FMISE Tsuyoshi Hisakado
10.25 (Fri)19:00 7I—L-L¥ - AARF=/X~N)L+
278 —+2IL—7 Amir Reza
Koohestani/ Mehr Theatre Group
10.25 (Fri) 13:00 #E#EX /21 B
Yudai Kamisato/Okazaki Art Theatre
10.26 (Sat) 16:00 ¥ L>-Fav-v=3>
siren eun young jung
X ENEO DERBIE ALY —2TEBT S,

A NERTHROC—ICERLBRRAT -V ORIy Iv”
FBELDH T IZBE)

FRE R - 40 1R

SME E\ERAR) Y o)

Place: Festival Meeting Point Shimashima Jima or a cafe
nearby the venue. Please assemble in the lobby of the
venue after the performance.

Time: approx. 1 hour

Language: Japanese

Charge: Free, one drink included

KYOTO EXPERIMENT x Digout local tour

RTFLT YT —LREEREL.KYOTO EXPERIMENT
EDIASRPEE LT RTFLRY v TIZLBAARY T —
#{TLWET,KYOTO EXPERIMENTO 7O 54 E R
HOBHZARY FDELSHELATW T3
ECAE.BERBEHEREDKRTILOERNT — Y
T=IbZRRNLET DI IV T I BRDZA L
FA—TRRBE— IR LA ZEAD,

In partnership with HOTEL ANTEROOM KYOTO, Kyoto
Experiment offers guided tours led by the hotel's expert
team. Three tours allow participants to enjoy both an
event at the festival as well as famous sightseeing spots
around the city. The options also include a tour of the art
in the hotel that is normally available only to guests. Don't
miss this opportunity to experience Kyoto's culture and
history in a truly unique way!

a—2X1

FrUT4y FaxXERBERNE+F -T2 I4xV b
chelfitsch & Teppei Kaneuji + Opening Party

10.5 (Sat) 17:00-20:10

—f% 145,000/ (#£3A) / 5,000 yen per adult
a—2R2

PO AR YN et S}

Bouchra Quizguen + Nijo-jo Castle

[710.13 (Sun) 14:30-16:10

—M&143,500/ (#3A)/ 3,500 yen per adult
a—2Z3

IS YNRNEATYTFL—LF v =Y T —+
SACHET (EAN—RE)

Nelisiwe Xaba + ANTEROOM Gallery Tour
+Sujinshinmachi (Takibi Bar only)

10.20 (Sun) 16:00-18:20

—#%145,000M (t3A) / 5,000 yen per adult
}SMBHEH A KRBT 7y MB T RBER,
*A—RQUBZHRBABNEC, (ZoABRBBER S ELE)
XEGBFAATL? Y TFL—LFEBICABY £,
KYT—ILBRTAT YT —LARBEAEUNDFLSMTEES,
* B —ZHICYA1100& TFHIEL EBIELRE, FHEMAKT,
Fees include tour guide and ticket for the performance. Transport
costs are not included.

The Nijo-jo Castle tour (Tour 2) includes admission to Nijo-jo. (An
additional fee is required for admission to Ninomaru-goten Palace.)
The assembly point is HOTEL ANTEROOM KYOTO.

The tours are also open to non-guests at HOTEL ANTEROOM KYOTO.
Reservations can be made up until 11:00 am on the day of the tour
and are closed as soon as capacity is reached.

ZF#- 5B A / Reservations & Inquiries

RTFNT VTN —LRE / HOTEL ANTEROOM KYOTO
Tel 075-681-5656

Mail tour@hotel-anteroom.com
https://hotel-anteroom.com/tour/

HMEHAUTHEETOSLY ML L / Stay overnight and enjoy the festival until late

N F7 v MME R FIVEEE 75 >~ | Hotel-Festival Packages

TIRTANLEIGETERTILOTHATNEF 7y M
EDBEBRATLTIVERBLEL. 25N SDRBED
BLICBECRBBARERETELALEBRIEBE TS
VBEZEET,

BEMBR DB IEp74D Ty T E# B E W,
EHT 5> 0FEMIEAR Y74 b [https://kyoto-ex.jp] % Z E<
rEL,

Kyoto Experiment has partnered with hotels in Kyoto to
offer special packages for staying overnight when you visit
the festival. The hotels offer good access to the festival
venues as well as general Kyoto sightseeing.

For access information, see the map on p.74.
For further information about the accommodation packages, please
see the festival website (https://kyoto-ex.jp).

7509 —=IRTFILRE
/ Aranvert Hotel Kyoto

RERH ST TIR.E
KRR ofES2DE . BRAE
OIIEE - RBBENKIT I
ZAORWERTL,2016%3A
ILETOREE) =27
L. &HMRICIEERINZR
HONY DT —F 12 -DIE
mEiE,

Located just two minutes’ walk from Gojo Station, this
hotel provides superb access to the performances in
the festival as well as Kyoto's major attractions. It re-
opened in March 2016 following renovations to all its
guest rooms, each of which features a carefully select-
ed work by an artist with links to Kyoto.

ZFH9- 5B A / Reservations & Inquiries
Tel 075-365-5111 www.aranvert.co.jp

-
P o
/ Shikijuraku

REEFAED, REERITE
VWOBFTICH B TUEFE,
"ME+%, & tos17
DEEBMLATWIEITEER
B ERTILTY . 10050
WEEEF2L0HOBETRD
BEzs|gELrs L
VWRITFCHO R L EEFRERL TV ITET,
Shikijuraku is located in a tranquil spot to the west
of Kyoto Imperial Palace. A machiya hotel, it offers a
choice of ten unique Kyoto townhouses which boast a
history of nearly 100 years. While in keeping with this
tradition, Shikijuraku endeavours to create a fresh and
innovative machiya experience for guests.

CF - 5EE L / Reservations & Inquiries
Tel 075-417-0210  http://shikijuraku.com/

s N
KYOTO ART HOSTEL kumagusuku

BREMERICLZ T —
R ERRATFL"ERESE.
BE<ofIZERL.,EM
YRR LORCED S 2
EDOTEREREOT—+
AR—Z,dot architects&
UMA/design farm#*5& 5t &
VIFHA Y2 BLELTL S,

Fusing the concept of a hostel with work by contempo-
rary artists, a stay at kumagusuku is a total immersion
in visual art. The hostel's design and visual identity has
been created by dot architects and UMA/design farm.

Photo by Yoshiro Masuda

ZFH9- 5EE Y / Reservations & Inquiries
Tel 075-432-8168  http://kumagusuku.info/
\ J

Editorial Haus MAGASINN KYOTO
(®HHF»Fadh)

ZEH oI IZ2016FE FIC
F—=T v LR T HEEIE,
FrI)—Hoe2itho1:
EEXT4T7 XA Fa7
b THROITRB EVS M
DERELERL. AKE 7L
IZE>THLF v —%KET
EE

Opened north of Nijo Castle in spring 2016, this unique
space incorporates a hotel, shop and gallery. Expand-
ing the reading and seeing experience of a magazine,
guests can enjoy culture in a way that harnesses all the
senses to the full. Accommodation is a one-night pri-
vate stay at a Kyoto machiya (town house).

.f-.

12

Photo by Nobutada Omote

ZF#- BEE ¥ / Reservations & Inquiries
Tel 075-202-7477  http://magasinn.xyz/
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C'E__) HASE BUILDING GROUP

SEEBEAT P DB 217 2 © DI H BRI 5 A 7 v [R5
FI100TFECER 2 FF 10 ORI ROR S 25 [#ES L 46 T LOMITRINORL S »
HRELTOREY . ey PR BER - FHREICAY 74 v R 750 b
SRR L B CRBER kA S TR B0 LoG 2%
ERALTHFHIBE, a7 ) 2 A Z—=HHML BRI TT.

S kRN R LSE v T AT 165
TEL 075-417-0210 WEB heep://shikijuraku.com

&) ARANVERT HOTEL KYOTO
VR ET I s ¥

TSR RLARERD 6 1838 24, 5EEERY 6677 L AQRV, AFulCEi LT 52 Va—n
A7 VEHR. 20184F (242 A =T A =T L, S G RN SR T
PEUBEICRY L, BEECREBIOP VDD EHETT— 71 A bDfERE,
ZUMSVARV AR Y, A4 —bv—allh SBOBI T — 74 2 P OIS B HioT
VT i ERO KIS NG BIE S TO MR SRLAIZE Y,

HOER T 5K 14050 W 5 R ET179
TEL 075-365-5111 WEB heep://www.aranvert.co.jp

i

KYOTO EXPERIMENT 2019

RWEKRE S S Kyoto International Performing Arts Festival

EOTRKENRKRA

HASH 27 FHIEKYOTO EXPERIMENT ICBRESEMIZHL TV ET

MRt 25+ H mEREER

T612-8415 REFRHAHRRX AP SBET 251 TEL 075-647-3111(1%)

TOKYO OSAKA NAGOYA SHANGHAI

%% SYMUNITY GROUP

http

www.takenaka-co.co.jp
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NRTur5hF7 9 MRS [ Tickets

i

P12k ERE

Artist, Title — %
Adult

21—2 (25
LUT) - 24
Youth (25
and under),
Students

% Advance Tickets

T
BRELT (B& L El=b EE
High School | Ai55m# ) | Day Tickets Seating
Students & Pair
Younger (advance
only)

F3a4 -H774 Choy Ka Fai B

1 | FEOMASNAVESR/ ¥3,000 ¥2,500 ¥5,500
UnBearable Darknesz Unreserved
FL71vFaxERHT B

2 | chelfitsch & Teppei Kaneuji ¥4,000 ¥3,000 ¥7,500 U d
L3Il / Eraser Mountain nreserve:
ERIF~=/ Niwa Gekidan Penino o

3| WAETH/E/ ¥4,000 ¥3,000 ¥7,500 U d
Octopus Monks: Ritual of Forgetting nreserve:

= . ) W e N
4| Toa5 gl K> BouchraOuizguen |y 500 | ¥2,000 ¥4,500 EEFERS | Admission
orbeaux (78) Fi<iz +¥500 ticket
(BEREUT
5 S Willi ’ |2F%8) G

4V T L)y William Kentridge BE

> LD / Winterreise ¥5,000 ¥3,000 ¥9,500 Reserved

Advance

Y2z HI\ Nelisiwe Xaba ¥1,000 ;—r'icck:i Er

) IB’faggiEiazZ?i:Zo ¥2,500 ¥2,000 ¥4,500 ¥500 (High | Unreserved

School
Students

A P3RS Tsuyoshi Hisakado . B

7 SHADEE / Practice of Spiral ¥3,000 ¥2,500 ¥5,500 &;{f%%%ir' Unreserved
FPEI=)L LY ANRGZ /AN« ST 5 —+ -
IN—=T

8 Amir Reza Koohestani / Mehr Theatre Group ¥3,500 ¥3,000 ¥6,500 Unreserved
Hearing
B/ FIEETE B

9 | Yudai Kamisato / Okazaki Art Theatre ¥3,000 ¥2,500 ¥5,500 U d
Z#*/2312T/ Happy Prince Fish nreserve:
YL+ Fa =3 siren eun young jung =

10| ZRID77r 52— _BEER/ ¥3,500 ¥3,000 ¥6,500 U d
Anomalous Fantasy Korea Version nreserve
IN—TEB Y TERM, S

11 | Group Exhibition “The People of Kaesong )\%M .
Industrial Complex” Free Admission
BEIRVF
Events & Forums p-58-p.59
YIS TTLIV ) — 1R,
Fringe: Open Entry Performance p-60-p.63

Notes:

A7 AONETT A—EE-BREORBL2ATHRAT 25804
BHTY,

CA1-ZBAE BRENTFIry N EIBAOFRAELH THEOIR
RABETT,

CENRORMFAREBIRO IR T,

CEEFTHMLOSERIE.ERENOY¥5003 2 (NMBELILEM) eV E
T (BEEILEOTIRETIHANSELET . 5HMAEIEKYOTO
EXPERIMENT 47 v k&5 —%T)

CEEEEI (102U E) £ Tk Y £, 5 M I1EKYOTO EXPERIMENT#
TykEYI—5T,

CFERICEK Y ABERIRSE TOALGGAN TV E T FMEENER -
TSV,
EREBOBRICLINEFLEDBARENZE CEAROF v L BEOD
ZEEFTEE Ao

SEHOHE L BERLATBE 2L AR TERWEANIEVET ZOBIALE
LidWzLEHA.

Notes:

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

-1D required for Youth, Student 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.

Fr v FEUK / Ticket Information

KYOTO EXPERIMENTFs v ht>»5—
(11:00-19:00 . HEE - AWK 7 = 27 1 /3L BI i HA R b 12 £4K])
4> 54 >~ | https://kyoto-ex.jp[£ 7 > -4 L7 >5|H]
BEF#1075-213-0820[€ 7> -1 L7 ¥ 5|H]

BO| mRBARRX DG FHET229-2 B7TRABLE L 6F
A—L>YT79—R&BFrvbhovy—
(10:00-19:00, FHEAK [ERFAEER % D Z<])

7> 74 >~ | https://www.e-get.jp/kyoto/pt/ [EERTE ]
BT 1075-746-3201

BO| mEHARXMIFREFATLS 1F

FirybhUH

*> 54 v | http://t.pia.jp

BT 10570-02-9999

1=7"5R

# 54> | http://eplus.jp/kyoto-ex/
T7IY—<—hrERFamiR— FTHEEBATEET,
XA T4 VIS EREK 4B B
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Kyoto Experiment Ticket Center
(11:00-19:00, closed on Sundays and public holidays, open every
day during the festival period)

Online | https://kyoto-ex.jp

Phone | +81 (0)75-213-0820

Box Office | 6F, 7 Hase Bldg. 229-2 Shoshoi-cho,
Nakagyo-ku Kyoto

ROHM Theatre Kyoto Ticket Counter
(10:00-19:00, open every day except special closure days)
Phone | +81 (0)75-746-3201

Box Office | 1F, 13 Okazaki Saishoji-cho, Sakyo-ku, Kyoto
Ticket Pia (Japanese only)

Online | http://t.pia.jp

Tel | 0570-02-9999

e+ (Japanese only)

Online | http://eplus.jp/kyoto-ex/

Bento Ticket (enjoy the performance while eating a bento box!) is
available through the Okazaki Art Theatre website only.

Tickets Sets

KYOTO EXPERIMENTF7 v ht> ¥ —TI3E/ %A
BRELY FEERYE>TLET,
KAFTNA  KARADHER

7Y—NRR[ZHLELE| /RETY—NR[EELELE]
71U =32 |¥25,000 47U —/582|¥15,000
NRTATILOBERNBIOCEE TR TEIHE L
R ET, (UERICD&1[E)

SERY—ERGETY - [HHEE] | ¥35,000
ARTOTSLOBERRNEICREETATEIHE W
RS (BRI E1E) BED 7Y — N RIZT
SZALTIAAROFERATEET . FEMEEE TR
2BNDERY—ERDYR—FZETONET,

37EEB % ¥8,100

ARRTATILOERANEDS B 74U T LTV b

Jy TR DR ZRCPEBOHRHL S FHDIEER

FRC 2TABICBATIETERBICEREITES

Ty hETT,

FROHRa+27EE % | ¥9,400

PRV INE A DEAE 30) SR (P E NON

R7O/SLDOIEBOF OB FANLERL %
BhETIBEIVLLZITET,

FH3EEZ¥6,300
ART7ATILOBERNNEICEEORN S HIFHD
SEEZEVC. 2 TAKICEATZZETHBICEE
TEZEY FETT, (ERAEIER)

Our ticket sets offer great deals for audiences who
would like to attend more than one performance.
- Available for advance tickets only. Cannot be used to

purchase tickets on the door.
- Valid only for the ticket-holder

Festival Pass [limited numbers]

Festival Pass | ¥25,000(Sold out]

Student Festival Pass | ¥15,000(Sold out]

See all ten performances in the Official Program.
Limited to one performance per production.

Childcare Festival Pass | ¥35,000

Festival Pass with a ¥10,000 donation to the
festival which will be used to support our childcare
services. Purchasing this pass allows the festival
to support childcare for two children during a
performance.

3 Performance Pass | ¥8,100
Choose three performances in the Official Program,
except for William Kentridge’s Winterreise.

Winterreise + 2 Performances Set | ¥9,400

One ticket for William Kentridge’s Winterreise as
well as tickets for two performances chosen from
the other nine performances in the Official Program

Student 3 Performance Pass | ¥6,300
(ID required)
Choose three performances in the Official Program.

KEX335E35]

Repeater Discount

LYHZMC. TRONKRNBEOHRBFHNEF 7Y
FO¥EEFIRRVEECE AR TOSSLDYA
#7'¥500 OFF (AIFEHl&) TTBALLIITET,
[543 1 KYOTO EXPERIMENT 2019AR 702 54 /70> T4 —7 >
TV —1ER]
KEFIBIIOE1BABD LB LBHFOHORKR T EKFEHH
BEEIRYET,
KEAFOFR/IIO VTR AEYAICAK Twitter2E TTEAL
LS,

Show your ticket stub from a performance at the box
office to claim a ¥500 discount off a full-price ticket
for another performance.

Discount only valid for: Kyoto Experiment 2019 Official Program,
Fringe Open Entry Performance

One stub is a one-time discount valid for one person.

Only valid for a full-price ticket on the day of the performance
when not sold out. Please check the official Kyoto Experiment
Twitter account for the latest information on ticket availability on
the morning of each performance.
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Bicycle parking

A A—L>7%—7R#8 / ROHM Theatre Kyoto

REHTER KR IFREFAETL3

13 Okazaki Saishoji-cho, Sakyo-ku, Kyoto

Tel 075-771-6051

https://rohmtheatrekyoto.jp

R /NR32,46 K RBAEL —7 TRBRE 0 —L> 75— RE- P D> ¥Hl
TEYC

CREHE M T HREARRILR, TE ESH109

CHEBLL RRSHY

+Kyoto City Bus Nos. 32, 46 to “Okazaki Park/ROHM Theatre
Kyoto / Miyakomesse-mae”

+10 minutes’ walk from Higashiyama Station (Kyoto Municipal Subway Tozai Line)
+No parking available for cars. Parking available for bicycles.

B REBEM % — / Kyoto Art Center

R RXERLEBH A T 2 ILRILET 546-2

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

Tel 075-213-1000

www.kac.or.jp

(AT E T IR AR TR, R RER TSR, TE, 22-24FHOLVES5H

CHEBLLBRRSHY

-5 minutes’ walk from exits 22 and 24 of Shijo Station (Kyoto Municipal Subway
Karasuma Line) and Karasuma Station (Hankyu Kyoto Line)

+No parking available for cars. Parking available for bicycles.

C "RB=EMENIE ENE (RPELZEMKAE)

/ Kyoto Art Theater Shunjuza (Kyoto University of Art and Design)

REBHARRILBNINEL2-116 REBEH=MRER

2-116 Uryuyama Kitashirakawa, Sakyo-ku, Kyoto

Tel 075-791-8240

www.k-pac.org

CRERH/NR 35,204 KT BT REGEH = KA, TETC
CAILBERILR, TE ESN109

CBESLL BBSS)(RE- N(7EBITERTSL)

+Kyoto City Bus Nos. 3, 5 or 204 to “Kamihatecho Kyoto Zoukei Geidai-mae”

+10 minutes’ walk from Chayama Station (Keihan Railway Eizan Line)

+No parking available for cars, motorbikes or mopeds. Parking available for bicycles.

D REBREILFRER—IL“TILT 1" / Kyoto Prefectural Citizens’ Hall ALTI

REH ERREHE—5&KTILEERTET590-1

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

Tel 075-441-1414

www.alti.org

CREBHERTHRENRSHIIR TE 6FLEOLVEAESLS

CRESLL BRRSHY

-5 minutes’ walk from Imadegawa Station (Kyoto Municipal Subway Karasuma Line)
+No parking available for cars. Parking available for bicycles.

E THEATRE E9 KYOTO

RER T R X RN S E A R ET9-1

9-1 Minamikawaramachi, Higashikujo, Minami-ku, Kyoto

Tel 075-661-2515

https://askyoto.or.jp/e9

CRBHETRE AR AR TE ESH119

JRTEEFR, / RRAREEEFR TE EH7D

+11 minutes’ walk from Kujo Station (Kyoto Municipal Subway Karasuma Line).

+ 7 minutes’ walk from Tofuku-ji Station (JR) and Tofuku-ji Station (Keihan Main Line)

F JCBEE Z 5, / Nijo-jo Castle

RETHRRX Z 5B 17 A ZSIFHAT541

541, Nijojo-cho, Nijo-dori Horikawa Nishi-iru, Nakagyo-ku, Kyoto

Tel 075-841-0096

CR#EBT/NR9,12,50,101 45, — 54 - B Express" Z5IAT, TE

R E T HREER T RIBAIR,TE

-Kyoto City Bus Nos. 9, 12, 50, 101 or Nijo-jo Kinkakuji Express to “Nijo-jo mae”
+Nijo-jo mae Station (Kyoto Municipal Subway Tozai Line)

G ER#ME/ Heian Jingu Shrine

RER T £ R XI5 7 R £ /797

Tel 075-761-0221
TURZEA—LYTI—RBERL

+ Access is the same as that of ROHM Theatre Kyoto.

photo: Shigeo Ogawa

photo: Toshihiro Shimizu
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HL v & —/Calendar

—10A | October

TIoEZX | 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20 21 22 23 24 25 26 27 LERRE
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 FaAh774 ChoyKaPFai A 16:30 | 12:00 60
FEDMA SN VLEEE / UnBearable Darkness o0 | 18:00 -
14:00
2 FUT714yFaxEKRBFE chelfitsch & Teppei Kaneuji A L @ l:l 7777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777 100
3 - . min.
LI Ll / Eraser Mountain 18:30  19:30 (FF)
14:00 | 13:00 15:00
3 EBIFIX=/ NiwaGekidanPenino O 7777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777 100
YA E 520/ 8 / Octopus Monks: Ritual of Foregetting 19:30 | 19:00 | | 18:00 19:30 i
=
F 15:30
4 7’225+ 94—R% Y BouchraOuizguen | — %iﬁk 7777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777 40
Corbeaux (18) G 17:30 "
TR
5 D4 VTP L Yy Y William Kentridge c 19:00 78
K DR / Winterreise (@} min.
Y1 HIN Nelisiwe Xaba
6 Bang Bang Wo E lsli?o 1oAY n§,°n
Plasticization (hE@Eat)
13:00
7 APIRISE Tsuyoshi Hisakado Al @ 7777777777777777777777777777777777777777777777777777777777777777 50
SEA DT / Practice of Spiral 17:00 o
(F%)
=
FI=N LY AANRIZ/ANL ST I—TN—=T
8 Amir Reza Koohestani / Mehr Theatre Group D 19&?0 19:00 Zg
Hearing ’
HELK/ BEEHE 1300 13:00 1390 100
Yudai Kamisato / Okazaki Art Theatre 5] R el B B S e B L B e e R e e e e R R B o
9 (FE
=4/ "221Z7T / Happy Prince Fish 19:00 Wﬁ%‘%)
HAL LY Far7=a siren eun young jung . . 85
10 zro77> 55— BEE C 16:00 18-%) min.
Anomalous Fantasy_Korea Version (F%)
IN—TR "rv TEB, —=10:00-20-
11 Group Exhibition “The People of Kaesong Industrial Complex” CEnt -
10/5(sat)(£22:00% T
1ys,3,r - M S, 1) — =
Ty ATy b - BMIEARY =744 k[kyoto-ex.jpl % TE < R L {10/1-10/27) -
#*—7=>%18—F 1/ Opening Party SVRIILTFHLY ’/Vdf’/’ﬁhiﬁ%iiib&%%ﬁ@*é’\’%ﬁﬁ%/ Symposium A=y
BEEIRY — / Symposium N=F41/
T4 L& —3t#/ Directors Talk E'JFTE’/‘/H‘\”)?A/ Symposium Closing Party

X T, OEGEERIIRR L K74 —T VR k=2 EFELTEY £F,

1 Post-show Talk

¥ TO, DERIBFERY —EXETFAWLITET (FIAR:¥1,500, EFH) . CFHOMIERAEOLEMFTE T,
© Childcare service (¥1500, reservation required one week before the performance)
ZFH-5MEL KYOTO EXPERIMENTE#/E  Tel 075-213-5839 (11:00-19:00 HEE - R HIK)
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Editorial Haus MAGASINN KYOTO

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

Supported by

The Agency for Cultural Affairs Government of Japan
through the Japan Arts Council

Japan Foundation for Regional Art Activities

Korea Arts Management Service

CENTER STAGE KOREA

Ministry of Culture, Sports and Tourism

Association for Corporate Support of the Arts, Japan: 2021
Fund for Creation of Society by the Arts and Culture

The Saison Foundation

Sponsored by
Hase Building Co., Ltd.

With the special cooperation of
Nijo-jo Castle

With the stage equipment cooperation of
Lighting Equipment: RYU Co., Ltd.

Audio Equipment: KWAT Co., Ltd.

Video Equipment: Takenaka Co., Ltd.

With the cooperation of

Aranvert Hotel Kyoto, Kawaramachi Shopping

Street Promotion Association, KYOTO ART HOSTEL
kumagusuku, Kyoto Okazaki Tsutaya Books, Kyoto City
Waterworks Bureau, KYOTO STEAM—International Arts x
Science Festival—Executive Committee, Kyoto Prefectural
Citizens’ Hall ALTI, Kyomachiya Hotel Shikijuraku, Shijo
Han'eikai Shopping Street Promotion Association, Ltd.,
HOTEL ANTEROOM KYOTO, Editorial Haus MAGASINN
KYOTO
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(bank to LLC.)

Kyoto International Performing Arts Festival Executive Committee

Chairman
Naoto Moriyama (Theater Critic / Senior Researcher of Kyoto Performing
Arts Center / Executive Committee Member, Kyoto Art Center)

Vice Chairman
Yoshiaki Morikawa (Senior Director, Kyoto City Music Art Cultural
Promoting Foundation)

Committee Members

Fumio Amano (Professor, Director of Kyoto Performing Arts Center)
Tetsuya Ozaki (Editor / Issuer and Editor-in-Chief of REALKYOTO)
Yasuko Nishikawa (Secretary-General of Kyoto Arts and Culture
Foundation)

Yusuke Hashimoto (Program Director, ROHM Theatre Kyoto / Program
Director, Kyoto Experiment)

Ritsue Hata (Editorial committee member of Arts and Cultural News
Department, Osaka head office of The Mainichi Newspapers )
Morihiro Matsumoto (Culture and Citizens Affairs Bureau of Kyoto City,
Culture and Art Unit Head)

Hiroshi Yoshioka (Professor of Aesthetics and Theory of Arts, Kyoto
University)

Supervisors

Mitsuhiro Adachi (Deputy Director, ROHM Theatre Kyoto, Kyoto City Music
Art Cultural Promoting Foundation)

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

Advisors

Kojin Ota (Theater Critic / Excecutive Vice President, Kyoto University of
Education)

Akira Shigeyama (Kyogen Artist / President of NPO Kyoto Arts Meeting /
Director, THEATRE E9 KYOTO)

Motoaki Shinohara (Professor Emeritus, Kyoto University)

Soshitsu Sen (Urasenke Grand Tea Master)

Akira Tatehata (Director, Kyoto Art Center / President, Tama Art University)
Oriza Hirata (Playwright, Theater Director / Director of Seinendan)

Moriaki Watanabe (Professor Emeritus, Tokyo University / Theater Director)

Kyoto International Performing Arts Festival Executive Committee Office

Program Director: Yusuke Hashimoto

Executive Director: Junko Kakiwaki

Office: Miwako Inoue, Shunsuke Kadowaki, Hiroshi Watanabe

Public Relations: Yoshimi Toyoyama, Juliet Reiko Knapp, Kae Hamazawa
Chief Production Coordinator: Yoko Kawasaki

Production Coordinators: Kyoka Arisawa, Asami Hori, Kanako Yamasaki
[ROHM Theatre Kyoto] Tomoya Takeda, Kimiko Terada

[Kyoto Art Center] Maiko Okumura, Kinari Toyama, Reiko Hagihara,

Kei Minoura, Mayumi Yamamoto

[Kyoto Performing Arts Center] Ryo Ide, Miho Kawahara

Technical Coordinators: Nobuaki Oshika, So Ozaki, Mao Sakai,

Masaya Natsume

Interns: Miyu Inui, Nozomi Kawano, Karin Miyamoto

PR Ambassador: Momona Eguchi, Lam Wing Man

Text Coordination: Nagara Wada

Japanese translation from English: Yuki Itai, Yumiko Deguchi

English translation from Japanese: William Andrews, Yumiko Deguchi

Art Direction: Yuma Harada (UMA /design farm)

Design: Keisuke Yamazoe, Megumi Takahashi (UMA /design farm)
Web Direction: Takahiro Mitsukawa, Hiroshi Matsuda (bank to LLC.)
Web Design: Kento Yoshida (bank to LLC.)

Web Programming / Web Coding: Yoshitaka Gonsoku (so design),
Kazuma Hitomi (bank to LLC.)
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Kyoto Experiment: Kyoto International Performing Arts
Festival 2019

Dates: October 5 - October 27,2019

Venues: ROHM Theatre Kyoto, Kyoto Art Center, Kyoto Art Theater Shunjuza,
Kyoto Prefectural Citizens' Hall ALTI, THEATRE E9 KYOTO, Nijo-jo Castle,
Heian Jingu Shrine, and other locations

Official Program: Choy Ka Fai, chelfitsch & Teppei Kaneuji, Niwa Gekidan
Penino, Bouchra Ouizguen, William Kentridge, Nelisiwe Xaba, Tsuyoshi
Hisakado, Amir Reza Koohestani / Mehr Theatre Group, Yudai Kamisato /
Okazaki Art Theatre, siren eun young jung, Group Exhibition “The People of
Kaesong Industrial Complex”

KYOTO EXPERIMENT (R#MEBREASMRETEER)EHBF
Kyoto International Performing Arts Festival Executive Committee Office

RBIHRX G BRI LG HET229-2 B7RAEL L 6F
6F, 7 Hase Bldg. 229-2 Shoshoi-cho, Nakagyo-ku Kyoto

Tel | +81-(0)75-213-5839
E-mail | info@kyoto-ex.jp
https://kyoto-ex.jp

#17H | 2019498278
Published September 27, 2019
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Art direction: Yuma Harada (UMA /design farm)

Design: Keisuke Yamazoe (UMA /design farm)
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Photo Shooting Co-operation: Aranvert Hotel Kyoto, Kyoto Prefectural Citizens' Hall ALTI,
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Kyoto Experiment’s logo is a visual represen-
tation of the expansion of its three keywords:
encounter, collision, and dialogue. It is a de-
sign with more than 600 forms, which stand
for the evolution of creative spaces.
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