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Kyoto Experiment: Kyoto International Performing Arts Festival 2021 Spring kyo'ro—ex.;p

Dates: February 6th - March 28th, 2021
Venues: ROHM Theatre Kyoto, Kyoto Art Center, Kyoto Art Theater Shunjuza, Kyoto Museum of Crafts and Design,
Kyoto Prefectural Citizens' Hall ALTI, mumokuteki hall and other locations

Kyoto Experiment is dedicated to producing experimental performing arts—both from Japan and overseas—and
infroducing them to a wider audience. Its aim is to bring the arts and society closer together through new forms of

dialogue. Featuring experimental works that move freely between genres such as theater, dance, music, fine art, design,

and architecture, the festival hopes to open up new possibilities through the creations, experiences, and ideas that
emerge from such a diverse combination.

This magazine includes information on the whole festival program, schedule and how to buy tickets as well as special
articles to make your festival experience more enjoyable! We hope you enjoy reading this magazine before or after
visiting the festival.

In order to ensure the safety and security of visitors, artists and festival staff, Kyoto Experiment will take

measures to prevent the spread of coronavirus (COVID-19) in accordance with The Association of Public Theaters and

Halls in Japan and the guidelines in place at each festival venue. Please note the contents of the festival program ma
change depending on the spread of coronavirus (COVID-19). Full details and the latest information on measures to

prevent the spread of coronavirus (COVID-19) will be published on the festival website. Please check the

website before visiting the festival.
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Greetings

Kyoto Experiment has established itself as a major part of our city's vibrant arts and culture calendar.

While the coronavirus pandemic continues to impact our lives, I am delighted that Kyoto Experiment
can take place again. I would like to express my deep gratitude to the members of the executive
committee, not least the chair, Fumio Amano, and everyone else involved in organizing the festival.

Culture and the arts enrich people's minds and are truly indispensable in these times of uncertainty
ushered in by the coronavirus. This edition of Kyoto Experiment welcomes three new program
directors and aspires to be a festival that creates collaboratively with audiences. Please look forward
to their novel endeavors that will open up fresh possibilities for the performing arts that go beyond
existing forms of expression.

Kyoto has launched robust initiatives for supporting the arts and culture with the aim of preventing
the spread of the coronavirus while sustaining cultural and economic activities. Even though the
coronavirus still casts a shadow upon our lives, we will continue to ensure that culture and the arts
shine brightly, such as by holding this festival. I hope for your understanding and support in these
efforts.

In closing, I would like to convey my wish that the festival proves rewarding for all its audiences
and participants.

Daisaku Kadokawa
Mayor of Kyoto

Toward New Experiments

Launched in 2010 and reaching its tenth year in 2019, Kyoto Experiment has grown into a performing
arts festival now with an established reputation both in Japan and internationally, thanks to the
ambitious lineups of cutting-edge theater and dance and other activities programmed by the previous
director, Yusuke Hashimoto, and his team.

For this eleventh edition, the festival has changed to a troika system of three co-directors (Yoko
Kawasaki, Yuya Tsukahara, and Juliet Reiko Knapp), while I have inherited the position of chair of the
executive committee from the far more competent hands of Naoto Moriyama. With this fresh array of
talent behind the festival, it is set to take on new experiments.

As you will no doubt be aware, however, due to the impact of the coronavirus pandemic in Japan
since last spring, we were forced to postpone Kyoto Experiment 2020 from its usual autumn dates to
the following February and March, and hold it as Kyoto Experiment 2021 Spring.

Though things this time have got off to a somewhat irregular start, art has the ability to "move
heaven and earth effortlessly.” Disseminating that power of art here in Kyoto within the framework of
the performing arts is truly the mission assigned o me and the other members of the executive
committee.

Please look forward to the new Kyoto Experiment!

Fumio Amano
Chair, Kyoto International Performing Arts Festival Executive Committee




TAVZ29 —X - Ayt —7

BERBLIZARNAZINGLEE~

118 B %38 25 KYOTOEXPERIMENT X . 4L 3L D HRB TALZY—YX Ik IZLs, 72 A
TANNDHELRAI =TT BRBANWN T O ZLTA4VLZ2Y—DLT AV 23 avyef\ TRE,
EXBTAVIZ2I—F -2 L THBHLEDIL2009F 4, Wk, 2020 ED 7 2 AT AN )VIZfm T T
EH/ELTEILEY, 20B R TALLERYB(HERIERE(EILLELE. KYOTO EXPERIMENT 2020 ¥
LTHAEBELTVEZZATANNLE., FRIDFIANARBREBRROBEIZL)ROBEELRA R,
2021 SPRING Y L T 2021 F H VR E T 422z V3Ll

FORKDOF T, EEL2ARUIN. LB HOBEEYULRELLIBIIL L7 7248504+ 4%,
20 [ KYOTO EXPERIMENT] Y W) 7 2 A TANNLTHRELPERLECIYDSZUEELYEI A
EBEBOTOLLIFNESN B VE, LA 72 RATANNOBYLT OIS 7L 03ACEAT
522X EBILB VLT,

FLEUERIZBLILT.IATDI— T4V Z7 4B RIZE > FTLZIZHMRIT. 7027 74I1ITK8
LT vnt 2002285011,

VLY 213, [KYOTOEXPERIMENT =% 4D EZ B | XY W IL 2B FTID 72 A T425NIZECT, YD
SJOUBELEENMDERPITRLON» 2V I T T, KYOTOEXPERIMENT L. X FHEY) KAL)
BIZE T ERWUESEHREBATE 722 AT420TFo BRI XL I8 D0,
FARYLCIOBTIZECTERWERARLAFILEALTAKIXIICALER G DL2D D, ERTAL Y
TAaVOBEDLLINLOBERLEILF T, AAOKRMBERLLEE T T332 LA,

BRSO TLEROLAAICE T, REFICHTLIEFTRBRC O, BAKE. BHEAR
DY, Tuo—nNYE—avtttiT AR BYL 2R EL Y I NEF T, b [R2REY)
ERZEBREEZHMABYLCIBTERLTARNEL DD, 2ILEIYEXEZLF T 2 TETH0RL.
LB LT L RITECTIE. KYOTOEXPERIMENTY VI E R YA E R AT 57 7y 74— 4
NLZE, ALY LDOH . Kl bro Wiy, BRI, 230202V ERAICERLET.
ALBLTIYPEZR T LY HEZLLIITLYEL,

LG [ b0 o TR [brohv] TREDILEBRNEARIINPBFOARKEL KT .
INDLOBRICEILIHACMERLCERMRLELAETOTH LY ZLTENLTELD L.
SRIZHELARARLTFRERANADRYV SR BFOMERCHZHICHLALIYDTEE, RAFEL2
T7—=TFTAA T UL T LI 2. [RH ]I X, ZLOXFCEMAZBRE. AHLDED
MBETAIEHTIZCECTWE, T7—TAARANHELTATATR2RELELPHYLDLUTUNCERLT VL
FTVIx N B +212662000, RRORALIOBHTERTAIYIZKRELERA LR BLILL,

INLDZYDLESELEDE, BMBODERABR LR UVEZLED., 2R ABIALIDERADL X
DNATYyF2AEALBLAYVINLOMARTTHEED, 7O AETEHROER., 1AL ELUDHY
TI2HAERB TERINTELERREFDL2ABEILRBESYZ2RARV Y —F 2727 24122562 Y
TTo 2IHILEERUE. LT RLTOMIZALLARZINCTLEI-T LR B ERHLIBELHITR Y
BMZ, 3ERABYLCIABRTOTRMLIBE2ICERLSIR LD THEYF 2T LT,

LOVY2ERLB R, 72ATANRNNEERTLH TUELL, BEFT 2B 1T 501014
CDLICREVIREDL, X I TTo LEINIEREZTXTOFRICHEZLD TIL UL,
INEELETRERRELIIVLLAAIIRETLIERFLL 7 ATANALDO—RYLTR 25224
Tasthh o i, BERARBINEGTZZATANNY 72 ATANLOMICEEDOE KK LA - Tl
XWFRESLID . 2NLNHDIY DL, Kansai Studies( VY —F 7w 7 7 AL), Shows( LB 7w 7 2
2 ). Super Knowledge for the Future ( T 2 2 F v vy 7w 7 24, B SKF) X9 3207 w7 A
AHEYLEBTODZ72ATA42NEeE23 0Lk COBEAPT72ATANADTRHERELZVL S,
T—TARAMNBRENPZE2RAETAY R I, RFLAELBETHACHABRBELAVR T IYEEST
Wi

Kansai Studies 13+ KYOTO EXPERIMENT " # R ¥ ¥4 AR . 2 L THEHRH LT — 714 ALY HIC
VY —F 32707747, 207024727 YA ETRARALTEE+, 2FF L. L0
IR DXL G K| T =12 )Y —F 2D TE) . T—TA4AMLTUHUORRIZLEZOBEIL.
BEODRELFHEAINODBACYERIZHLT i T, 2D 7 27 7 A4 KYOTO EXPERIMENT @ &
NDR—RAYB), PAPLUFRHRTAETIEARNNDT —TAALO LW RYLAIXEEBLT S
XHOUVY > T,

Shows i Vb WLERERDT 2T LT T4, EEMIcEIAsiS40ERRICERL,.
ZILEBERR~ADBEBELOLTHI-L)HLTEHESL), BRBORYVFTHRITLPILRALBEL
TwdiTo MrDX2273THOTUHEL, MVYDREFZLCINOT LA, MuedrsLEsREiNLHE
NDHERUERTTLERRARIZEELILE, 27, Shows THIILER R E BB T T — T4 RAIDAIE %
RFELT 52T,

SKFId. Zx2 A T4 NN BB THICHEVFRIZHL3EI5IUF L. ShowsD EHE TIE Y 2Y
NoTwbFEF, 21214 ’a‘%?zﬁI:Fﬁ’bf\«*iﬂﬁ/ﬁﬂ:%w?ﬁ%‘étf?%él*—-?’é'?-—szpe;f/'(nalzjg?’ﬁ‘
x“%fjgﬁtfif,ré?z—vvH“Hx')l:t’f\ HHFEDHR AT 7L T T [ RERIZKILD
2R B BIDTOTSATIZTEIN, RARIZIRF vy, HE0TATAT AL BT
T RRDZ72ATANNIEBELF 2T (Y2 HLT L,

ZEREMEARL. WY2OBERAETLOTUHLLL, FLLELZET T ALEDTLL)s 231220
ERLBEIEERDHIAEZZ, [ Vi) 2R ETLAXUKBAEKOBTERRBLLY L. AERITAMIITT
SLULEREBUIILATRMELIRD T EEDEYIELET . ZODRBRODT O RIZALSAY R I
AmLTW{IYIE, ZHOT72ATANADOEHTHY), InrooFHr-tRfhEsEal, iz
NRVAVINEH L BT I ELAIZLT VLT,

BRI, IR 2O FIANARBRPRERARYLCIRGTAORRAIZBRL, EZLLRTIZHKRENL
BREF I TZATANNIIAEEZTANET—TA4AM ZLTHBRE. Ay 7DHLIAICRKH
Li+o

KYOTO EXPERIMENT % Rl 74 L 7 % —
M F KXKRE&L Ya)zyb-AF-Fv7




A Message from the Directors
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To further reaches of experimentation

The eleventh edition of Kyoto Experiment, and our first edition as a co-director team, marks a new
chapter for the festival. It was in April 2019 that the three of us took over from former program
director Yusuke Hashimoto and began working as a co-director team. We were then planning to hold a
festival in 2020, but the world around us changed dramatically over the course of our preparations.
Although the festival was originally intended to be Kyoto Experiment 2020, we decided not to hold the
festival in autumn due to the spread of the coronavirus, and instead organize it in the spring as Kyoto
Experiment 2021 Spring.

In the process, we had o make some changes, and some programs have turned out differently than
we had originally planned; however, what we wanted to achieve with this Kyoto Experiment remains
largely unchanged. Now, after over a year of preparation, we are excited to be able to share with you
the festival in its new form, along with its programs.

Over the course of countless meetings between the three of us, there were a number of questions
that we continued to ask each other, incorporating our thoughts on them into the programs.

One question was this: what kind of performing arts experimentation is possible in a festival that
calls itself "Kyoto Experiment?” Kyoto Experiment is exactly what its name suggests—a festival
dedicated to introducing experimental performing arts in this city. But what does it even mean to be
“"experimental”? What significance is there in creating and sharing experimental arts in Kyoto? We
have grappled with these questions ever since we started working as co-directors, even as the society
around us changed.

Both in Japan and globally, what might be considered the negative side-effects of globalization are
becoming increasingly apparent, such as intolerance of others, social divisions, economic disparity, and
environmental crises. Under these circumstances, why should we pursue experimental artistic
expression in the context of an international performing arts festival? As we contemplated this
question, we began to see what an international creative platform like Kyoto Experiment should aspire
to do in this increasingly fragmented and polarized world. And that was to focus on the things that lie
in between things, the unknown, the unknowable, the ambiguous—in other words, to focus on producing
experimental expressions of such nature.

Experimental expression is not something that everyone can understand or that can always be
understood. But it maybe such artistic expressions that have the power to expand our way of thinking,
fostering new values and open-mindedness that are required for the future. Creators and artists, who
constantly bring new perspectives and unexpected approaches to existing value systems and
methodologies, are surely the most equipped to do this. Moreover, Kyoto is a city that is home to many
universities, hubs of artistic creation, and leading-edge companies, offering plenty of potential for
artists to develop new ideas while linking up with different fields; as such, there is great significance
in producing experimental art in this city.

It was these considerations that led to our decisions about what we should include in our programs:
works that break away from conventional forms of expression, works that are hybrids of existing
forms or show the gray area between forms; process-driven expressions; research or expressions that
revisit and expand on past artistic activities that Kyoto and the Kansai region have seen. We believe
expressions of these sorts can step over cognitive boundaries we have unknowingly drawn in our minds,
while also making us appreciate the full potential of Kyoto as a creative city.
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Another key question was about what kind of ideas would be needed to make the festival a place for
thinking rather than a place for viewing. Rather than situate the staged works at the center of it all,
could we not treat the environment in which they are produced, and all the events they end up bringing
about in society, as part of the festival too? And is it possible to interconnect the thought processes
across the yearly festivals? These questions led us to create a new structure for the festival with
three main programs: "Kansai Studies” (research program), "Shows" (performance program), and
"Super Knowledge for the Future” (SKF; exchange program). Our hope is that this framework will open
up possibilities for the festival, creating new relationships that generate dialogue and allow artists and
audiences to discover each other.

Kansai Studies is a program in which we work with artists to research Kyoto, where the festival is
based, and the general Kansai region, while sharing the whole process online. Over this past year, the
research has focused on the theme of water, an indispensable element in our lives. The process,
shaped by the unique perspectives of artists, has been full of counterintuitive ideas, unexpected
encounters, unpredictable developments. One aim is that this program becomes a basis for Kyoto
Experiment's ideas and thought processes, and ultimately serves as a creative base for artists from
Japan and overseas.

Shows is a viewing-based program, but it highlights the various boundaries that exist in the
performing arts. The lineup consists of works that question such boundaries, sometimes gently,
sometimes acutely, each in their own way. It focuses on expressions that, rather than offer answers,
show how to set the questions, how to approach them, and how dialogue can emerge out of these
questions. The Shows program will also support and promote artists who create such works.

The SKF program uses formats other than stage performances, such as talks and workshops, to
open up dialogue, covering background issues involved in putting together a festival, fopics addressed
in the Shows performances, and other matters that are important today beyond the performing arts.
Our hope is that the "super knowledge for the future” shared in this program will give rise to
discussions, exchange, and new ideas, and have an impact on future editions of the festival.

Experimental expression does not prescribe a single form; it continues to change and evolve all the
time. Surely it is this ever-shifting form that has the potential to continually manifest the here and
now in undefined, polymorphous ways, always adapting itself for the future. The purpose of Kyoto
Experiment is to be part of this very process of transformation, and we hope you will join us. We look
forward to sharing with you new challenges and experimental days to come.

Lastly, we would like to thank all the artists, staff, and everyone involved for helping to drive this
festival forward in the face of an unprecedented pandemic, and for their kind understanding
regarding the repeated changes that we have had to make.

Yoko Kawasaki Yuya Tsukahara Juliet Reiko Knapp
Co-directors, Kyoto Experiment
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Can artists foresee the future? The "SKF" program
connects society with experimental performing arts
in an attempt to spark new ideas and dialogues, a
fresh awareness of issues, and perspectives on the
future as if by chemical reaction. Through a range
of formats like talks and workshops, participants
can learn about, discuss and debate on various social
issues addressed by experimental works—issues
relevant beyond the world of art. We hope the
"Super Knowledge" acquired will equip you to tackle
the questions that are important today, and to
confront and consider the unpredictable future!

This program invites forward-thinking artists
from Japan and overseas, staging ten works of
performing arts that we think should be
experienced right now. Closely observing the
shifts and trends in the performing arts scene
in Kyoto and the Kansai region, the program will
infroduce experimental works that transcend
the genre boundaries of dance, theater, music,
and fine art. A big focus will be on ambitious
works that raise new questions about perceived
boundaries in the performing arts, including
those between auditorium and stage, between
genders, between work and creative process,
and between subject and object of
performance.

Although Kyoto Experiment's main stage is its titular city, this program extends its
scope to the entire Kansai region, investigating how it is all tied together. The aim is
to redefine the artistic potential of the region and the reality of its local culture.
Artists take the lead in the program, researching the Kansai region's culture
throughout the year in team with local residents, producers, and researchers.
Thoughts and observations derived from this research will be published on the
Kansai Studies website and archived in a way that allows viewers to follow their
development. This is intended to be an “online library” accessible to all, which may
one day serve as a source of knowledge and inspiration, as well as a testing ground,
for future creators and projects.
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Kansai Studies focuses on research and is one of
the three core programs of Kyoto Experiment.
Together with the artists, we carry out research
in the Kansai region with a particular focus on
Kyoto, where the festival is held. The findings
are recorded, along with the events and ideas
that arise over this process, in the form of texts,
photos, and videos, then made public on the
Kansai Studies website. The project's approach is
to avoid determining in advance what form its
output should take, instead considering this
question as the project unfolds and documenting
that entire process. The research will continue
for several years.

The theme this year is "water,” and the
project will be led by dot architects—an
architect team based in Osaka—and Kyoto-based
director Nagara Wada. Water is a substance that
is not only essential o human and animal life, but
is also connected fo every aspect of human life,
including agriculture, fishing, distribution,
industry, and manufacturing; it moves around in a
way that nothing else does. Artists tend to seek
an appreciation of a place by throwing themselves
into that environment and experiencing it
firsthand. We will be visiting sites related to water
with these people, surveying all the various roles
that water has played in this region.

Looking back on past editions of Kyoto
Experiment since its launch in 2010, we see that
many of the participating artists from Japan and
overseas have created and presented new works
based on their experiences staying in Kyoto. The
many observations and discoveries made over the
artists' stay and research acquire their artistic
power through being digested, abstracted, and
shaped into works. But the other side of the coin
is that behind the works lies a wealth of
discoveries—as well as thoughts and ideas
inspired by them—that did not manifest in the
final works. Kansai Studies arose as an idea to
share such fascinating unpolished gems with
other artists and people from all over the world.
We hope that participants will be able to enrich
and expand the world using these gems harvested
by keen-eyed artists.

An exhibition and talk will be held to share the process of Kansai Studies.
Exhibition | 3.20 (Sat) - 3.28 (Sun) 12:00-20:00

Talk | 3.20 (Sat) 13:00-14:30
Venue | Studio 1, Kyoto Art Center

Kansai Studies website: kansai-studies.com

Research Members: dot architects, Nagara Wada, Mari Satomura, Yoko Kawasaki, Yuya Tsukahara, Juliet Reiko Knapp

Website Direction / Logo Design: Takuya Matsumi
Coordinator: Mari Satomura

Supported by Japan Foundation for Regional Art Activities [Intergenerational Thinking]

Presented by Kyoto Experiment

= Check these out too!
1 — — e s 5 4 >
GV =y @ b= @ G BT & Sai History of Dance in Kansai: Archive Screening <7p.41

Article: Nagara Wada, Tsubasa Ako =°p.70

#research #talk #exhibition #kansai #map #water #lakebiwa #life
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The next pages introduce the Shows program. Check out the other recommended pages and the tags at the bottom of each page for
keywords and suggestions on how to enjoy the festival! The list includes other performances, talks and events to watch as a set, as well
as recommended articles (published in the latter half of this magazine) to read together.

(Please note the contents of the festival program may change depending on the spread of coronavirus (COVID-19). The latest information
will be published on the festival website. Please check the website before visiting the festival.)
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Masashi Kohara

It's a Small World: Imperial Festivals and Human Exhibitions

|Exhibi‘rion (with newly discovered materials) |
Based in Chiba, Japan

Dates:

2.6 (Sat) - 2.28 (Sun)
9:00-17:00 (Last admission 16:30)

Closed on 2.15

Admission to the exhibition maybe restricted due to limitations on
the number of visitors at one time.

Venue:
Special Exhibition Room, Kyoto Museum
of Crafts and Design

The history of bodies on show

Between the late-nineteenth and early-twentieth centuries,
Europe and the United States were seeing a golden age of
expositions, which invited the public to acquire a hew
understanding of the world through its exhibits. In the
early days, these so-called "World's Fairs (Universal
Expositions)" were largely festivals of industry where
cutting-edge industrial products competed against each
other; but they would eventually become platforms for
imperialist powers bent on colonial expansion to boast their
own nation’s prowess. In Japan too, the Fifth National
Industrial Exhibition in 1903 included a Taiwan pavilion
(Taiwan was then a colony of Japan), as well as the
Gakujutsu Jinruikan (Anthropology Pavilion), a showroom of
“foreigh peoples” from territories in the vicinity of mainland
Japan.

This exhibition, the brainchild of independent curator
Masashi Kohara, takes place at the Kyoto Museum of Crafts
and Design in the Okazaki area, the site of the Fourth
National Industrial Exhibition. Featured are newly
discovered photographs from the Anthropology Pavilion,
where human beings were displayed for the first time at an
exposition in Japan, as well as around one thousand
resources and materials on similar exhibitions from around
the world. The exhibition will shed light on how people in
this period saw colonies and different cultures, and on
where their desires were directed.

In the context of a performing arts festival, this exhibition
is significant in that it offers insight into the relationship of
seeing and being seen between audiences and performers, and
into the history of the body long viewed as “the other” by
Western civilization. With Expo 2025 Osaka, Kansai in the
pipeline, this is an opportune fime and setting to think about
topics such as the failings of globalism, racism, and national
events, by highlighting the darker side of the illusory bright
future promised by World's Fairs of the past.

Curator: Masashi Kohara

Exhibition Coordinator: Ayako Takemoto

Design: Atsuko Takeuchi

Translation: John Junkerman

In co-operation with The Archival Research Center of Kyoto City
University of Arts, Kyoto Art Theater Shunjuza, KYOTOGRAPHIE,
photographers" gallery

Supported by The Asahi Shimbun Foundation

Co-presented by Kyoto Museum of Crafts and Design

Presented by Kyoto Experiment

= Check these out too!

Natasha Tontey The Order of Autophagia =p.27

Masashi Kohara Talks Program Vol.1 Talk: Okinawa and the Human
Pavilion Incident = p.41

Masashi Kohara Talks Program Vol. 2 Curator's Talk with Masashi
Kohara =p.41

Masashi Kohara Talks Program Vol. 3 Talk: Expositions and Museums
& Human Exhibitions =7p.41

Article: Jun Okawa =p.56

#exhibition #politics #colonialism #modern #expo
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Dana Michel

Mercurial George & Lay them all down (Screening)

Based in Montreal, Canada

Dates:

2.20 (Sat) 15:00

Doors open 30 min. prior fo the screening.

Venue:

Kyoto Art Theater Shunjuza

Total Dufation: 100 min (including pre-talk)

Mercurial George: 60min
Lay them all down: 30min
Pre-talk with the Kyoto Experiment Co-directors

Age limit:
Audiences aged 12 and under must be accompanied by an
adult.

A double screening exploring the
meaning of “identity” in our world today

With her unique physical language informed by sculpture,
cinematography, and psychology among other fields,
Canadian choreographer Dana Michel disrupts the social
conventions that underlie our everyday. Her work has been
presented in various parts of the world to great acclaim, and
now Kyoto Experiment is introducing her to audiences here
with a double screening: a recording of her solo work
Mercurial George, which she has staged on numerous
occasions since 2016, and her latest video work Lay them all
down (2020).

Mercurial George uses meticulous gestures, sounds, and
songs to ask very universal yet personal questions: “Where
does identity come from? How do you find it for yourself
and how is it placed on you? How can one's identity register
or fail to cohere in relationship to objects, feelings and
affectation?” Meanwhile, Lay them all down is a video work
that premiered at this year's 11th Berlin Biennale amid the
coronavirus crisis, a collaboration with visual artist Tracy
Maurice based around a live performance. Michel is seen
moving from one museum space fo the next while constantly
changing in appearance—in a men's suit one moment, wrapped
in rugs the next—and establishing her own self through
channeling mental states and emotions such as anger,
sexuality, confusion, power, and joy. Don't miss this
opportunity to fully experience Michel's subtle and rich
world of dancel

19

Photo by Jocelyn Michel

< Mercurial George

Conceived and performed by Dana Michel

Lighting and technical direction: Karine Gauthier

Artistic Advisors: Martin Bélanger, Peter James, Mathieu Léger,
Roscoe Michel, Yoan Sorin

Sound Consultant: David Drury

Production: Dana Michel

Executive Production: Par B.L.eux

Distribution: Key Performance - Anna Skonecka, Koen Vanhove
Co-produced by CDC Atelier de Paris-Carolyn Carlson (Paris), Chapter
(Cardiff), Festival TransAmériques (Montréal), ImPulsTanz (Vienna),
Tanz im August (Berlin)

Creative residencies: Usine C (Montréal), Dancemakers (Toronto),
ImPulsTanz (Vienna), Actoral/La Friche Belle de Mai (Marseille),
WOOP (Douarnenez), CDC Atelier de Paris-Carolyn Carlson (Paris),
M.A.I. (Montréal)

The creation of this work was made possible thanks to the financial
support of Canada Council for the Arts, Conseil des Arts et des
Lettres du Québec

< Lay them all down, 2020

Video, color, sound, 30min

Courtesy of Dana Michel and Tracy Maurice

Commissioned and co-produced by the 11th Berlin Biennale for
Contemporary Art

With the support of Canada Council for the Arts

Sponsorship: Embassy of Canada to Japan
Presented by Kyoto Experiment, Kyoto Performing Arts Center at
Kyoto University of the Arts

= Check these out too!

Masaru Kakio And then = p.21
Article: Shungicu Uchida = p.52

#dance #identity #solo #sculpture #improvisational #hiphop

Photo by Camille McOuat
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Masaru Kakio
And Then

|Live performance / New workl

Based in Osaka, Japan

Dates:

2.26 (Fri) 19:00
2.27 (Sat) 17:00 «
2.28 (Sun) 17:00 v

Doors open 30 min. prior o the performance.
% Post-show Talk
¥ Childcare Service =7p.81

Venue:

North Hall, ROHM Theatre Kyoto

Duration:

60 min (T8D)

A glimpse into the chaos: the expressive
universe of dance

With his unique movements that draw on genres ranging
from butoh to parkour, dancer Masaru Kakio has established
himself in the Kansai performing arts scene as a true
one-of-a-kind. Kakio also has several solo works to his name,
and his 2019 solo dance piece The future of LOVE was
particularly well-received as breaking new ground for him as
a creator. This latest offering hopes to ride on the
momentum of that work.

The new work, which Kakio created for Kyoto Experiment,
“confronts dance head-on, inquiring into the chaotic origins
of movement and ultimately presenting its unadorned value.”
According to him, “dancing doesn't provide any answers, but
I find my whole body unexpectedly reaching some sort of
understanding.” The work and its creative process promise
to show us how to apprehend and express the world
physically, rather than mentally or verbally, and offer new
insight into the creation of dance works.

Direction, Choreography, Performance: Masaru Kakio

Lighting: Yasuhiro Fujiwara

Sound: Bunsho Nishikawa

Stage Manager: Mao Sakai

Production Manager: Kei Saito (ROHM Theatre Kyoto)

Production: Masaru Kakio

Co-production: Kyoto Experiment

Supported by the Agency for Cultural Affairs Government of Japan
through the Japan Arts Council and National Arts Council
Presented by Kyoto Experiment

< Check these out too!

Dana Michel Mercurial George & Lay them all down (Screening) =p.19
History of Dance in Kansai: Archive Screening p.41

What is “experimental“? Vol. 2 Biomedical Engineering for Space x
Physical Expression <7p.42

Article: Yosaku Matsutani =p.64

#dance #newmovement #solo #solarsystem #kansai
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©Masaru Kakio
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= Check these out too!

ticle: Risa Matsumoto =p.37

icle: Shungicu Uchida =7p.52 ;
Article: Yosaku Matsutani 57p.64
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Seiichi Yamamoto

Music Program curated by Seiichi Yamamoto (Theater Edition)

Live performance

Based in Osaka, Japan

Dates:

3.7 (Sun) 15:00 »

Doors open 45 min. prior to the performance.
¥ Childcare Service =p.81

Venue:

South Hall, ROHM Theatre Kyoto

Duration:

180 min (T8d)

Age limit:
No admission for audiences aged 12 and under.

Unpredictable, transcendental
experimental sessions!

Musician Seiichi Yamamoto who in recent years has had an
undeniable influence on experimental music in Japan, will

curate a music program at South Hall, ROHM Theatre Kyoto.

Yamamoto, a member of numerous bands including
BOREDOMS and Omoide Hatoba has also been involved in
Osaka's legendary live music venue Namba Bears since 1987.
Over thirty years Namba Bears has produced many
musicians and bands with unique personalities. The influence
this has had remains strong in Kansai and extends beyond
the music scene to artists of various genres.

This is a huge one-day-only session featuring musicians
gathered by Yamamoto. There's no doubt that the content
will reach the farthest poles of experimentation.

Artists:

Yoshihide Otomo, doravideo, Yojiro Tatekawa (BOREDOMS),

ATR(exBOREDOMS), Tatsuhisa Yamamoto, Kirara
Nakabayashi, Shonen Yoshida, Tomoyuki Watanabe, senoo

ricky, PON2, Satoshima NANI, Mimei Honda, Muuton, inicie,

Azumi Miyata, Kota Yamauchi, Jyonson Tsu, Masayoshi
Sakaguchi, Plugman, Yuki Ohtuka, Kazumasa Kitagawa,
Polyshaft and others. (Full line up will be announced on the
festival websitel)

Concept, Direction: Seiichi Yamamoto

Stage Manager: Masaya Natsume

Sound: Bunsho Nishikawa

Lighting: Masayoshi Takada (RYUV)

Production Manager: Kanon Matsumoto (ROHM Theatre Kyoto)

In co-operation with CLUB METRO

Supported by the Agency for Cultural Affairs Government of Japan
through the Japan Arts Council and National Arts Council, istyle Art
and Sports Foundation

Presented by Kyoto Experiment

= Check these out tool

The Otoasobi Project & Seiko Ito OTO KYO-OTO OTTOTTO
SEIKO-OTO Dayl AGARU Day2 SAGARU 57p.29

What is “"experimental“? Vol. 1 Sweet Chili Sauce (walk-and-talk live
stream) = p.41

Article: Hiroshi Egaitsu =p.60

= Partner project: Club Edition

Schedule: 3.14 (Sun) 18:00

Venue: CLUB METRO

Full details will be announced at a later date on CLUB METRO's
website. http://www.metro.ne.jp

#bandconcerts #kansai #soundblast #improvisationalmusic
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Natasha Tontey
The Order of Autophagia
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Duration:

45 min (TBD)

Age limit:
No audiences below preschool age. Audiences aged 12 and
under must be accompanied by an adult.
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Due to the spread of coronavirus (COVID-19) this artist is no longer
able to come to Japan. Instead of the originally planned live
performance, new video works produced in Indonesia will be
screened inside an installation designed by Natasha Tontey. At times
hen the screenings are eld, the installation is open to visitors.

b

Y
Directed, Written, Dramaturg, and Designed by Natasha Tontey
Performers: Ahmad Susantri, Arsita Iswardhani, Natasha Tontey
Production Manager: Basundara Murba Anggana
Assistant Costume Designer: BaBam
Special thanks to Max Suriaganda
Production: Natasha Tontey
Co-production: Kyoto Experiment
Sponsorship: Consulate General of The Republic of Indonesia, Osaka
Supported by the Agency for Cultural Affairs Government of Japan
through the Japan Arts Council and National Arts Council,
Performance Space Micro-Fellowship 2020
Presented by Kyoto Experiment

= Check these out too!

Masashi Kohara It's a Small World: Imperial Festivals and Human
Exhibitions = p.17

The Stage for Mealtimes—The Dining Table =p.42

Article: Jun Okawa =p.56

#installation #screening #eat #cannibalism #environmental
#colonialgaze #dinnertime

©Natasha Tontey
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The Otoasobi Project & Seiko Ito
OTO KYO-OTO OTTOTTO SEIKO-OTO

Day 1 AGARU / Day 2 SAGARU

|Live performance / New WM
Based in Hyogo, Japan / Tokyo, Japan

Dates:

3.13 (Sat) 18:00
3.14 (Sun) 14:00 %

Doors open 60 min. prior o the performance.
*Post-show Talk

Venue:

Kyoto Prefectural Citizens’ Hall ALTT

Duration:

120-150 min (TeD)

Playing anarchically with sound and
language

Founded in 2005 in Kobe, artist group The Otoasobi Project
(oto = sound; asobi = play) brings together members of
different generations, who include members with
intellectual disabilities, to create and perform fogether. On
top of running their bimonthly workshops in Kobe, the group
has performed actively across Japan, as well as in the UK.
The artist group's work has received'attention as a new
form of collaboration and expression that goes beyond
disability and non-disability.

The Otoasobi Project's activities have largely revolved
around performances, particularly ensemble sessions with a
focus on free and improvisational music. But for Kyoto
Experiment, they're tackling a wholly new style of work—a
“session of sound and language"—in collaboration with Seiko
Tto, a pioneer of the Japanese hip hop scene who has also
made a name for himself as an author and on TV and radio.
The Otoasobi Project’s freewheeling, unpredictable music,
combined with Ito's rap and his razor-sharp yet somewhat
laid-back use of language, is sure fo present new
possibilities for performance.

Performers:

The Otoasobi Project (Shiori Aoki, Yui Tiyama, Makoto Inada, Ayako
Udo, Masaru Kada, Risa Kanazawa, Kana Kuroiwa, Yuta Goto, Tomoki
Sakaguchi, Masaru Suzuki, Ayako Sekimoto, Masahiro Takayama, Yuri
Tomisaka, Takafumi Nagai, Emiko Nakaoji, Atsushi Nishitani, Maki
Hashimoto, Masaru Fujimoto, Yuka Miyoshi, Momoka Miyazaki, Taisei
Mori, Ali Morimoto, Masaharu Yoshimi, Miwa Watase )

Seiko Ito

Stage Manager: Masaya Natsume

Lighting: Yukiko Yoshimoto (Mahiru)

Sound: Ryo Yoshida

In co-operation with CUBE.Inc., Kyoto Prefectural Citizens' Hall ALTT
Production: The Otoasobi Project

Co-production: Kyoto Experiment

Supported by the Agency for Cultural Affairs Government of Japan
through the Japan Arts Council and National Arts Council, Japan
Foundation for Regional Art Activities [Intergenerational Thinking],
Arts Support Kansai

Presented by Kyoto Experiment

= Check these out too!

Seiichi Yamamoto Music Program curated by Seiichi Yamamoto
(Theater Edition) = p.25

What is “experimental”? Vol. 1 Sweet Chili Sauce (walk-and-talk live
stream) = p.41

Article: Hiroshi Egaitsu =p.60

Article: Megumi Takashima =p.68

#music #performance #collab #improvisational music #rap.
#language
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Ayaka Nakama & Choreography

Freeway Dance

LLive performance / Recr‘ea‘rionl
Based in Hyogo, Japan

Dates:

3.19 (Fri) 15:00
3.20 (Sat, public holiday) 15:00 *
3.21 (Sun) 15:00

The venue box office is located inside the Multi-purpose Hall.
Audiences will be guided to the Auditorium at the performance start
time.

*Post-show Talk

Venue:

Auditorium, Kyoto Art Center

Duration:

240 min (including ‘meal-time')
Re-entry to the performance at any time. ‘Meal-time’ at 1hr 30min
in to the performance.

A new style of dance with:no boundary
between stage and auditorium

Ayaka Nakama is a rising talent who, aside from dancing in'a
host of productions by choreographers from Japan and
overseas, also produces her own work. This latest piece is a
newly recreated Kyoto version of her solo work Freeway
Dance, that premiered in 2019.

For this work, Nakama interviewed Kyoto residents and
others about their memories of the first time they danced,
and choreographed her dance based on these memories. The
venue will be ‘'landscaped’ with a jumble of objects and
things, and over its four-hour running time, the dance will
unfold inside the garden set, taking these personal
memories as its departure point. The work is like a
movement that suffuses a small universe, which the
audience experiences while freely roaming the garden.
There's no boundary between stage and auditorium, or
between dancer and audience; there isn't even a clear start
and finish. It's as if everything comes together in pleasant
harmony at this virtual garden superimposed on the
performance space. Come and witness as the work
lightheartedly yet radically dismantles creative conventions,
opening up new possibilities for dance works.

Photo by Hideto Maezawa

Dance: Ayaka Nakama

Dramaturge: Shunsuke Manabe

Contributors of the memories (choreographies): Tsubasa Ako, Tadao
Okamoto, Juliet Reiko Knapp, Yusuke Nakama, and others
Scenography: Yohei Hashiguchi (garden gypsy)

Stage Manager: Kazushi Ota

Lighting: Asako Miura, Ai Aoyama, Tomoko Morita

Sound: Bunsho Nishikawa

Paper Moon maker: Phan Trong Khuong

Snufkin: Pepe

Management: DANCE BOX

Production: DANCE BOX

Co-production: Kyoto Experiment (Recreation ver. / Kyoto)
Supported by the Agency for Cultural Affairs Government of Japan
through the Japan Arts Council and National Arts Council
Presented by Kyoto Experiment

= Check these out too!

History of Dance in Kansai: Archive Screening = p.41

Fantasy Cartographer x Nomadic Gardener “Talking Spaces"” &p.43
“Indie Games from Kyoto" Exhibition (playable) &p.43

Article: Yosaku Matsutani = p.64

Article: Megumi Takashima =p.68

#dance #newmovement #virtualspace #memory #kansai #collab
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Photo by Junpei Iwamoto
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Wichaya Artamat / For What Theatre
This Song Fa‘rher' Used to Sing (Three Days in May)

’leo per |u| Tarce - uu,.«u. prewTeT c‘

Based in Bangkok, Thailand

Dates:

3.24 (Wed) - 3.28 (Sun) 19:8

Dvers.open 15 min-prior to the-performenie

Duration:

100 min

Language:
Performed in Thai with Japanese and English
surtitles

Personal and political layers overlap
inside a Bangkok kitchen

Wichaya Artamat is among the most sought after young
directors in Thailand, whose work addresses the
relationship between personal history and politics through a
unique dramatic approach. This is Artamat’s highly acclaimed
work that has been invited to many leading international
festivals, including Kunstenfestivaldesarts and Wiener
Festwochen (Vienna Festival).

The story takes place inside a small kitchen in Bangkok.
Every year, for some days in May, a brother and sister get
together there o cook and reminisce about their deceased
father. Their dialogue is free of embellishment or
melodrama: a natural conversation with the occasional joke
thrown in. Their personal stories, however, which blend past,
present, and future, eventually begin to relate to Bangkok's
political history. Thailand is a country that has seen its
share of coups, both in modern and recent times: the
presence of politics, which suffuses the fabric of everyday
life there, is vividly brought to the fore in this simply yet
intricately woven piece of drama.

Due to the spread of coronavirus (COVID-19) this artist is
no longer able to come to Japan. Instead of the originally
planned live performance, a newly recorded version of the
work shot in Bangkok will be streamed online.

Photo by Emily Coenegrachts

Script: Wichaya Artamat, Jaturachai Srichanwanpen, Parnrut
Kritchanchai

Director: Wichaya Artamat

Cast: Jaturachai Srichanwanpen, Parnrut Kritchanchai, Saifah
Tanthana

Scenographer: Rueangrith Suntisuk

Technical Director / Lighting Designer: Pornpan Arayaveerasid
Music Video: Atikhun Adulpocatorn

Stage Manager: Pathipon Adsavamahapong

Producer: Sasapin Siriwanij

Sponsorship: Royal Thai Consulate-General, Osaka

Supported by the Agency for Cultural Affairs Government of Japan
through the Japan Arts Council and National Arts Council
Presented by Kyoto Experiment

= Check these out too!

Masashi Kohara It's a Small World: Imperial Festivals and Human
Exhibitions = p.17

Ayaka Nakama & Choreography Freeway Dance = p.31

The Stage for Mealtimes—The Dining Table & p.42

Article: Hiroshi Egaitsu 5p.60

#theater #politics #politicalhistory #personalhistory #memory
Hfamily

S8S

Photo by Wichaya Artmat
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= Super Knowledge for the Future [SKF]
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= Super Knowledge for the Future [SKF]

The SKF program (excluding the exhibition) will now be live streamed only. Please note the events will not take place at the venues.
Streaming links will be published on the festival website one day prior to each program.

& What is “experimental”? Vol.1

Sweet Chili Sauce (walk-and-talk live stream)

2.5 (Fri) 19:00-21:00

Online

Guest: Masamitsu Araki (Artist)

Host: Yuya Tsukahara (Kyoto Experiment Co-director /
contact Gonzo)

This is the inaugural installment of our talk series that
addresses the question "What is experimental?" from a
variety of angles. Kyoto-based artist Masamitsu Araki, who
turns sound itself into artwork, and contact Gonzo/Kyoto
Experiment co-director Yuya Tsukahara will be live
streaming from their smartphones as they go around Kyoto
visiting music-related spots, such as their favorite stores
and memorable places. The pre-event for Kyoto Experiment
2021 Spring. Watch and wait for the festival to begin!
(Partnership Program with Kyoto City KYOCERA Museum of Art)

Yuya Tsukahara Photo by Takuya Matsumi

= History of Dance in Kansai: Archive Screening

2.6 (Sat)-3.28 (Sun)

Venue: The Festival Living Room (Meeting Point) at
ROHM Theatre Kyoto

Guest Curator: Aya (NPO Dance Box)

Since the mid-1990s, the Kansai dance scene has been
carving out its own unique path. Thanks to the cooperation
of pivotal NPO Dance Box, we are thrilled to be holding an

exhibition of footage and archive materials from 1995 to

2000 that offer an insight into the dance scene at that

time. Moving forward, future editions of the festival will

also be screening footage to introduce the scene in

five-year spans. The screening venue is also a Festival

Meeting Point, where you can find general information about

the festival, so be sure to stop by! 41

@ Masashi Kohara Talks Program Vol.1
Talk: Okinawa and the Human Pavilion Incident

+400=45+30 Cancelled

Speakers: Katsu Moriguchi (Journalist), Masashi
Kohara

The first talk held in conjunction with the exhibition It's a
Small World: Imperial Festivals and Human Exhibitions by
curator and filmmaker Masashi Kohara. Guest Katsu
Moriguchi is a journalist who has produced numerous
documentary videos, including a program about theatre in
relation to the subject of "The Human Pavillion” as Nippon
TV's Okihawa correspondent. Topics such as the history of
modern Okinawa and the mainland as seen from the “Human
Pavillion Incident” and the representation of Okinawa will be
discussed.

Vol.2 Curator's Talk with Masashi Kohara
2.7 (Sun) 11:30-12:00

—Watert
#gn Live online streaming

Speaker: Masashi Kohara

It's a Small World: Imperial Festivals and Human
Exhibitions features around one thousand materials related
to expositions and colonies around the world, including hewly
discovered photos of the Anthropology Pavilion. In this talk,
exhibition curator Masashi Kohara will present highlights
from the materials and explore their historical contexts.
The talk will offer a superb opportunity to gain deeper
insights into the materials on display.

Vol.3 Talk: Expositions and Museums & Human

Exhibitions

27 (5un) 14-06-16+80 New date and time will be
A TINEES announced at a later date.

Surny Au ,‘r‘n

n Postponed
Speakers: Kenji Yoshida (Director-General of
National Museum of Ethnology), Masashi Kohara

In this talk, Masashi Kohara will join Kenji Yoshida, the
director-general of the National Museum of Ethnology,
long-time researcher in the field of cultural representation
at museums and known for his fieldwork on African masks
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and rituals. Yoshida's research has also focused on the
theme of this exhibition "Human Exhibitions” from early on,
which he has introduced through many discussions and
exhibitions. Themes such as the history of museums and
expositions, and the relationship between museums and
“human exhibitions" will be discussed.

L T R R
@ Pr—

PARIS -Jardin d'Acclimatation. Group of Young Ashantis,
1903, postcard, private collection

= The Stage for Mealtimes—The Dining Table
2.7 (Sun) 16:30-18:00 Live online streaming

Guest: Naomichi Ishige (Cultural Anthropologist)
Host: Kyoto Experiment Co-directors

Cultural anthropologist Naomichi Ishige is a pioneering
figure in the history of East Asian food, and an authority on
world food culture. As guest lecturer, he will be giving a
comprehensive talk on topics including the cultural and social
impact of food, Japanese eating habits before and since
modernization, and changes in approaches to mealtime and
behaviors surrounding food.

& What is "experimental'? Vol.2

Biomedical Engineering for Space x Physical
Expression

2.11 (Thu, public holiday) 17:00-19:00
AMergerfubtefediyats Live online streaming

Guest: Yoshinobu Ohira (Visiting Professor, Doshisha
University / Doshisha Space-DREAM Project),
Masaru Kakio (Dancer)

Host: Kyoto Experiment Co-directors

This is the second installment of our talk series that
addresses the question "What is experimental?" from a
variety of angles. The departure point of this discussion is
the question: how can humankind prepare, both spiritually
and physically, in order to survive in unknown environments
such as outer space or even the age of the coronavirus? How
to create new movements, how to equip one's body to
respond to new environments, and how to go about
visualizing this—dancer and choreographer Masaru Kakio,
whose new work is part of the Shows program, will be in
conversation with Yoshinobu Ohira, visiting professor at
Doshisha University, asking those very questions. Find out
how you too can acquire flexible perceptions and a physical
awareness!

< Approaches at Times of Renewal
2.15 (Mon) 19:00-20:30 Live online streaming

Guest: Jun Aoki (Director of Kyoto City KYOCERA
Museum of Art)
Host: Kyoto Experiment Co-directors

In March 2020, Kyoto City KYOCERA Museum of Art
reopened after extensive renovations. In this talk, Jun Aoki,
the architect and director of the museum who oversaw the
renovations, will join the Kyoto Experiment co-directors for
a crosstalk on the relationship between art and society, and
its expandability. In the performing arts, experimental
forms have emerged from attempts to expand into other
fields. The speakers will freely discuss their visions for how
architecture can link up with things beyond its conventional
parameters, and, based on these approaches, the kind of
exhibitions and events we should hold at art museums in
society in the future. The talk will be an opportunity to
reflect widely across disciplines on Kyoto, experimental
artistic expression, and ways to engage with society.

& What is "experimental"? Vol.3
The Study of Uselessness

2.20 (Sat) 18:30-20:30 Live online streaming

Guest: Tamotsu Yoshimori (Professor, Graduate
School of Medicine / Graduate School of Frontier
Biosciences, Osaka University), Hiroshi Yoshioka
(Aesthetician / Professor of Aesthetics and Theory
of Arts, Kyoto University)

Host: Kyoto Experiment Co-directors

This is the third installment of our talk series that
addresses the question "What is experimental?" from a
variety of angles. In a world that tends to measure the value
of human beings in terms of how productive and “useful”
they are, it might be worthwhile to contemplate the value of
uselessness. Culture, research, and artistic practices are
often experimental in nature, and much of it does not
produce concrete results right away; but these are fields
that sometimes give rise to great achievements in time. At
this event, the importance of uselessness will be discussed
in depth by two guest speakers at the forefront of their
respective (and very different) areas of research: Hiroshi
Yoshioka and Tamotsu Yoshimori.

Hiroshi Yoshioka

Tamotsu Yoshimori

= Fantasy Cartographer x Nomadic Gardener:
"Talking Spaces"

3.13 (Sat) 15:00-17:00

Werveuuhisai-kendemen Live online streaming
Guest: Chirijin (Fantasy Cartographer), Yohei
Hashiguchi (garden gypsy)

Host: Kyoto Experiment Co-directors

This is a talk between Chirijin ("Geography man"), a
self-styled “fantasy cartographer” who constructs spaces
by drawing maps of imaginary cities, and Yohei Hashiguchi, a
garden designer who travels around the whole country
creating his microcosmic gardens. Hashiguchi is also involved
as a scenographer in Ayaka Nakama's work for the Shows
program. Cartography and garden design are both areas that
have numerous elements in common with expressions in
performing arts of various genres; this talk promises to
uncover many such connections.

& What is "experimental"? Vol.4 Cultivators of
Urban Recesses

3.14 (Sun) 11:00-12:30

Online

Guest: Isamu Nishimura, Takashi Azumai and others
(Nakagyo / Hana to Midori no Kai)

Host: Kyoto Experiment Co-directors

The fourth installment of our talk series that addresses the
question "What is experimental?" from various angles is on
urban agriculture, a phenomenon recently gaining traction in
metropolises like New York, Paris, and San Francisco. Its
aim is to combat issues such as climate change and poverty,
as well as promote greenification and sense of community, in
order to make cities sustainable. In fact, for the past
fourteen years, there have been gardening and beekeeping
efforts going on in Kyoto oo, on the rooftop of the Nakagyo
Ward Office!l We'll be live streaming from the rooftop
garden, where we'll be speaking with the volunteers involved.

Kyoto Honeybee Garden Promation Pro ject Photo by Takeshl Yamamoto

= "Indie Games from Kyoto" Exhibition (playable)

3.19 (Fri) - 3.21 (Sun), 3.26 (Fri) - 3.28 (Sun)
Venue: Multi-purpose Hall, Kyoto Art Center
Games by Chuhai Labs and others

Even as the pandemic-stricken world went into quarantine,
there was a realm filled with lively interaction between

people: the world of computer games! The craze is only
growing, with fop museums and luxury brands around the
world getting involved in games such as "Animal Crossing:
New Horizons". When you think about it, there's a lot that
virtual gaming worlds have in common with performances,
from the defined spaces they create, to the roles assigned
to participants’ characters. This program will explore the
world of gaming and what it is today, intfroducing games
created by some of Kyoto's many indie game developers.

©Chuhai Labs Game “Tinker Trains”

@ The Festival in Retrospect
(walk-and-talk-live-stream)

4.3 (Sat) 13:00-14:30

Online

Speakers: Yusuke Hashimoto (Program Director,
ROHM Theatre Kyoto), Yoko Kawasaki, Yuya
Tsukahara, Juliet Reiko Knapp (Kyoto Experiment
Co-directors)

Kyoto Experiment's program directors new and old—Yusuke
Hashimoto, who helmed the festival for a decade, and his
successors Yoko Kawasaki, Yuya Tsukahara, and Juliet Reiko
Knapp—will gather for a discussion after the close of the
festival on March 28th. Together they will be looking back
on this year's edition and talking about the festival's future.
In keeping with the coronavirus crisis, the talk will be live
streamed from Mt. Daimonji, which looks over the city of
Kyoto. There will also be a segment where the four respond
to questions and comments from viewers.

& Performing Arts Criticism Project 2021 Spring

Online
Instructor: Naoto Moriyama (Theater Critic / Senior
Researcher of Kyoto Performing Arts Center)

For this project, we welcome theater critic Naoto Moriyama
to lecture on how to approach experimental performing arts
with a critical eye. Write your own review after viewing the
set program and send it in; chosen applicants will receive
one-on-one lessons from Moriyama and have their
brushed-up pieces featured on this website and future
editions of the festival magazine. If you're interested in
learning more about performing arts writing, this is the
perfect opportunity to challenge yourself!

(Please see the festival website for application
requirements and more information.)
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Kyoto Experiment is co-directed by Yoko Kawasaki, Yuya Tsukahara, and Juliet Reiko Knapp. We interviewed the three about
the process so far, the performing arts scene in Kansai, and their hopes toward the coming festival. (Interviewer: Takashi Ogami)
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What it means to co-direct

—The festival's structure has changed and from this year
the three of you are co-directing the festival.

Yuya: I think fimes have changed. There are many examples of
organizations where one person does not have all the power,
but it's successfully distributed within the structure; it's a
good thing.

Yoko: T think it's important to have an even relationship, not a
pyramid structure where one person stands at the top.

]l liet: Collective curation is becoming popular.

I dl]; stenfestivaldesarts (Belgium) and Alkantara Festival
((Jstugal) in Europe are also co-directed by a team. In Japan,
[@X31 val/ Tokyo has a co-directing system.

B ou each have a specific role?

llliet: We fry not to make things specific, like this person
is the programs, and this person is in charge of the
{ilele“ment and so on.

opinions split, we talk about it thoroughly.

M- re four people, opinions could be split two and
il sn't oceur with three people. If Yoko and
/Rl e opinion and I don't, I'd say "let's go with
GRS (laughs). If it's something that I don't want
e\ AT AR of course T want to continue the discussion.

VO SIS S plit fwo and one, if the one person sticks to
LTI i ve To rethink it. I feel that things are going
WEIRTIEAR LNl ce is functioning properly.

VL CHRWERC IR E TR ing o push our egos through in the
(st RN L Ty St ing the ideas in our minds.

Juliet: I think that's why the three of us don't really

Yoko: We do also have similar senses, so it's not like we ge
this feeling- "you're totally wrong".

Commitments of Kyoto Experiment

—What did you first talk about when thinking
kind of festival you want KEX to be?

Juliet: We discussed the idea of making differen
to the locality of the festival, Kyoto.

Yuya: I was born in Kyoto, and am currently based in Osa
So, although KEX is a festival held in Kyoto, I thought

be possible to plan the program under the broader s
Kansai.

angle. This is connected fo the structure of the pre:[g(IMWZ]
talked about what would be the best way to parti -{f:(\{=R{(R 1l
festival in order to feel the thoughts, contexts arfsslyele (a1}

that went on behind the performances.

Juliet: How can we share the artists' creative processes with
our audience, as well as share what the audience felt within the
festival? We thought it would be interesting if we could
visualize where an artist's work came from and where it will go
through the festival, instead of just watching the
performance.

Yoko: I think this also reflects a change in the times. Up until
now, the mainstream has been a European co-production system
where multiple organizers split the production fee of a work
and it tours festivals all over the world. I think things are
changing regarding how long this system, which is based on
European multiculturalism and open-mindedness, will continue.
When we were thinking about how to incorporate a different
system into a festival in Japan, we thought it would be
interesting to connect the performances with the location in
which they are presented.

Yuya: With so many festivals all over the world, we want to see
works that are born in that specific location, and we want to
aim to do this with this festival. This was the starting point for
Kansai Studies, a program in which we study our locality from
our owh perspective.

Yoko: This isn't about Kansai being great, or being fixated
about the local area. I't's about shifting the direction of
introducing international to local, to the direction of
connecting local to international. It's about having the arrow
pointing in both directions, rather than having a one-sided
approach of just pushing from one side, like "isn't this artist
great".

Yuya: Living in Japan, I sometimes find myself unconsciously
holding an admiration towards Western things. Of course now
due to the internet, you start o be able o see the flow of
things from a different angle, and not just receive everything
that comes down like a kind of waterfall.

Juliet: Also with our talk events and workshops, the festival
.- to plan events that were directly related to the main
(i es after they were programmed, but with Super
(GQEIELIER L » the Future (SKF, exchange program) we're
RNl he program something independently
enjoyable.

LR LR T come first and then you select the
(TS CAN LRV select the artists first and then decide
(T YR T do you make this decision?

L BRI alk about performances we've seen and

(BN ant to stop expressing the festival's theme
(W] EATTRek T may be foo clean or may not fit the way
we're trying to ruRiR TN

ML IRt WAl (T sograms also have different elements to
UG RN collected info a single word, I don't think
VN HILILIG R - diversity. Recently T feel that the

SV (TR R g ram itself is the theme. It would be good
(ARSI IH R [F7f erent approach to these elements of the
O T IL R R=asy explanation is of fen expected.
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The current Kansai performing arts scene

—Is the performing arts scene in Kansai thriving?
Yuya: I wouldn't say it's thriving.

Yoko: The situation in Osaka has been very challenging, it's
difficult. There are companies in Osaka who have been coming
to Kyoto for rehearsals.

Yuya: There isn't much support specialized towards
experimental artistic expression. Although there is a grant
within the cultural budget of Osaka city and prefecture.

Yoko: There aren't many environments like Kyoto Art Center
where you can rehearse in the same place for months. In that
sense, Kyoto is well equipped in terms of providing an
environment for creation.

Juliet: If you think about the size of Kyoto, in proportion to
this I think there are many places for holding performances.

Yuya: It feels like the city itself has been supporting
experimental expression.

Juliet: There are a lot of art universities too.

Yoko: I think there is a natural culture in Kyoto that makes it
open to interdisciplinary collaborations like those featured at
KEX. The size of the city and its experimental spirit, make it

an environment for new encounters.

Juliet: You can reach much of the city within thirty minutes on
bike, so I assume that closeness can create different
relationships between people compared fo larger cities.

Yoko: Although, if you have museums and galleries in one city,
it's quite easy to fall into a self-cycle; this conclusiveness is
both a good and bad thing. Things can also turn out being
insular.

Yuya: I moved my base to Osaka because I wanted to avoid
that.

—How is Kobe?

Yuya: An organization called DANCE BOX moved from Osaka
to Kobe 10 years ago. There is also Design and Creative Center
Kobe (KIITO) which is a space that turned an old spinning
factory into an art facility. KAVC (Kobe Art Village Center) has
been around for over twenty years.

Yoko: KAVC is very proactive about programs focusing on
artists of younger generations.

Yuya: They've held an open exhibition (1 floor) that supported
artists under thirty, and there is also a film theatre and music
projects like The Otoasobi Project held at the Guggenheim
House, so although small-scale, there is a community.

—Osaka also used to have many interesting spaces in the
past.

Yuya: My first workplace, the Shinsekai Arts Park project,
Arts Aporia, and before that the KPO Kirin Plaza Osaka,
although this was a corporate project, probably created
momentum. At the time, there was always some kind of
interesting movement going on, like the Osaka Prefecture
Cultural Promotion Action Plan being formed. But they've all
dispersed. Privately owned alternative spaces like Bears and
NOON have survived though.

Yoko: Speaking of places, I think Kyoto's UrBANGUILD is a
great space. It's in the city center, and you can have a chat
after performances; it's fertile ground for artists to
experiment. CLUB METRO also. But it really is difficult
managing alternative spaces.

Yuya: Only public places end up remaining. Ninety percent of
the festival's budget also relies on public budgets and grants.
That's why it's important to be able to share that value, that
artistic experimental expression is cool.

Audiences finding their own path to the festival

—Tell us about the highlights of this year's program.

Yuya: There are various processes that become apparent if
you look at the performance program from a bird's-eye view.
You may wonder why we selected such combinations, but we'd
be happy if this can be understood as proposing something new
and fresh.

Juliet: We want to give an incomplete map to the audience,
where they can find their own route from there; this magazine
is also a part of that.

Yoko: Hopefully KEX will become a festival with a margin.

Juliet: If we explain oo much at the beginning, the audience
will only be able o see from that point of view.

Yoko: I think the main point is whether you can enjoy the
plural, not just one value. We try fo create different routes
inside the program, but we ourselves are also plural as a team,
and I think the biggest point is that every person can enjoy
various perspectives, not just one.

Yuya: Also, compared to the previous editions, the age group
of the participating artists is slightly lower, and we've been
careful about gender balance. I think artists who may not yet
have established international name value, have the possibility
of growing beyond our expectations in say fifteen years. We
want to keep this long-term perspective, we want more young
people to come and watch, and we want to progress together.

Yoko: We aren't so interested in work created upon
already-established values. Of course, it will be interesting to
see challenges within a work, famous artists included. Our
premise is that we want to meet artists that continue to make
work that challenge and surprise us.

Yuya: It's possible to generate a correct answer in any field if
you must. But with KEX, we want to present answers and
suggestions that come from completely different ideas. The
moment we think "this performance must be successful",
that's when the playfulness disappears. I think taking the
plunge and going for a strikeout will lead to something more
interesting being born.
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tity Control
gicu Uchida

any genres of identity.

bing back a long time, but I once pretended with a
ewspaper salesperson to be the kind of wife who
ide anything without first asking her husband by
ave to ask the head of the household.”

ing to sell or solicit something will fire off words
d" (goshujin, which in Japanese conveys more

2 sense of "master” or “lord") and "wife" without
our preference.

eaking to the wife of Mr. Uchida?"

ne phones and asks me that, I recently reply, "No,"
ng up.

, then I, with my young-sounding voice, may well
Ts this the young lady of the house?”

swer, to which comes: "Are you the maid?"

ou're not the wife and you're not the daughter,

e you?" asked one dogged woman, to which I gave
honest response: "I'm not married.”

e said with contempt, and then hung up on me.

e, I have hung up on people who call me “wife." I
started doing this sooner. In any case, it's not the
g that someone calling to solicit should ask about.
ed women even like being called a wife so much? T
t when someone called me "mother” while out

h one of my children (often overseas somewhere
ese is understood). I am not your mother, I would
,am I not the "customer”?

e, just because I have children, it doesn't mean I
men who called me "mom.” T see many people who
abit, but I find it really weird.

jest son graduated high school this spring and so T
2eded to go to the parents’ association. It was a
eeling of release. At a meeting, one child’'s mother
The older brother caught a cold.” T wouldn't know if
er actual older brother or whether she was using
like a child might to refer to the boy with that
heir household. I no longer had to think about this
9.

gies, the theme was gender and aging, right? T have
nstruating and am now in my sixties. I broke up with
friend in my mid-fifties and, just when I thought
ad it with romance, I started treatment for cancer
o give up lovers and alcohol. “Leaving alcohol aside
ent, do you really want to give up love?" some people
lasked. Many seem to regard romance like the

life, so they were worried that choosing not to

e meant I no longer had vim and vigor.

le who said, "You should be in love for your whole
ays in love" tended to be married, but T couldn't
this. Does such a person say that even in front of
e? Many years ago, someone who was going to get
e lamented to me, "I wish I had had more fun!" I
et that. What is "fun” that you can't have after
ried? Or is this person calling romance "“fun"? If I
try to apply this word to my life, then I have
plenty of romance.

d, T write romantic scenes in my work and sing love
els like taking out my past savings and I sometimes
my imagination. I don't dislike hearing about other
e lives and it means T know about more stuff. It's
ough I don't drink, I can still have fun with friends
aving something nonalcoholic.

®’Y  BHAR

On the other hand, there are surely people who like writing
stories about romance even though they have no experience of
it. T may have said I stopped menstruating, but it does'nt mean
T suddenly became old, nor did I become a man.

At my age, I do think about which clothes to wear so I won't
stand out like a store thumb, but I don't know how to react
when people tell me: "Have you really given up on romance? But
you're an attractive woman!" I know they're complimenting me,
so I don't get angry, but it leaves me with a bad feeling in my
mouth. I appear feminine merely because that's the way T
dress; it's nothing to do with romance.

What does give me trouble is that lots of people in Japan
talk about “romance” without mentioning sex, only including it
when it's convenient to do so. I'm the kind of person who likes
to include it, but things are hopeless if it's only me.

Well, let's now move the discussion to what I think when I
look at young people. I asked my writing composition students
the other day to write about identity.

So what I got (especially from the female students) was
—and maybe this is just particular to Japan—how they are
bothered by the images arbitrarily imposed upon them by
judgments based on appearances, just as things were for me in
the past (and still are in the present).

Nothing changes!

Why do Japanese people not ask the other person who they
are or how they want to interact, but instead make their own
guess and go ahead even if it's wrong? It can make things really
difficult.

On the other hand, there is a culture where people put on
makeup and dress according to certain trends to make them
popular with random others. This is also something I don't get.
If you work as a hostess or something of that sort, you need to
do this, but for anyone else, surely it would just be a massive
pain to be liked by random others. How about being liked just
by the person you want to be liked by?

For a time, I used to wear kimonos a lot. Even now, I
sometimes wear one. If I do, it seems I give people the
impression that I have dressed “properly.” I once read an
interview that claimed that women who wear kimonos are not
popular with men, but I don't think it's true. Old guys with far
too high levels of male hormones will call out to me in overly
familiar tones. They seem to make the mistake that I must be
a really nice lady. Tt's super annoying.

In addition to being a manga artist and writer, I also work as
an actor, singer, and film director. The late Michio Akiyama,
who gave me my pen name, was the kind of person who would do
anything, so I tended to accept any job that I thought I could
do, and ended up like this. As I write, I have just finished the
manuscript for a manga, but before that I was acting on a film
shoot.

When I'm acting, I forget that I write manga. I remember
when, in the dressing room, other performers tell me, "You do
so many things, don't you!" In concerts years ago, I would give
it everything I had because I was singing, but I hated doing
the MC parts. And yet, people would write on the audience
questionnaire only their impressions of the MC. I would then
worry that I was no good at singing. Now I don't worry about
that kind of thing. And MCing is no longer so hard. In short,
T've become good at “switching identity.” In more recent
parlance, we might call this mimicry. It's like, for example,
putting on the proper appearance of a neighbor granny for
when going shopping, or of a former cancer patient when going
to the hospital.

T only care about my face and am not bothered about
clothing. I don't have a clue what constitutes the look of a
university teacher, so I don't do anything for that.

When one of my favorite directors, Yumi Suzuki, talks
during rehearsals about things unrelated to directing (though
they are actually related deep down), she says, "This is by the
by, but . . ." to apologize for taking up the actors’ time. What a
wonderful thing that is.

As such, T also teach my university classes (remotely) while
taking care not to talk about unrelated topics as much as
possible. The students are taking the class to study writing
composition, so they all have their own styles. My job is to give
advice about how they can express themselves better.

Writing this, I've remembered a former partner who really
hated my university teaching job.

Over the course of falling in love and getting married, a
partner will invariably tell me about my job: “I want you to do
this but not do that.” Even if he wouldn't say it so clearly, he
would nonchalantly get in the way or get in a bad mood
whenever I was doing work that he didn't want me to do. It was
also the same if I was living by my own earnings. I never got an
explanation from him for why he disliked it, so when I realized
that it was the job, I would just have to imagine all kinds of
reasons.

As a result, I think it was often a case of "Well, T want to
do that." He had wanted to teach at a university. But instead
of having a thing for teaching, he liked giving speeches. He
thought being a university teacher meant endlessly and proudly
talking in front of lots of students. (There are sometimes
people, especially men, who have this same misconception.)

No longer bothering with romance, T am free to do my work
unimpeded by this kind of envy or domination from a partner
that made me mad more than anything, so things are now super
easy. And if it's someone with an open mind and who seems like
fun, I'd be happy to fall in love again. Being able to determine
the work you want to do without hindrance—this is yet another
aspect of identity.

Shungicu Uchida

Born in Nagasaki City in 1959, Shungicu Uchida made her debut
as a manga artist in 1984 after working as a nightclub singer.
Alongside manga, she is also a scriptwriter, actor, and singer,
and published her first novel, Fatherfucker, in 1993.

A three-time divorcée, she has four children and three cats.
She also teaches part-time at Taisho University.
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Eating and Being Eaten—Food Culture and Civilization

Jun Okawa

Kobo Abe's "The Anti-Cannibalism Lobby and the
Three Gentlemen”

Among Kobo Abe's work, there is a short story called "The
Anti-Cannibalism Lobby and the Three Gentlemen” (1956). It
depicts a society in which people are managed as food. Not only
are people eaten, but there are other people who eat them and
the titular gentlemen are three such people.

In the story, we can identify several perversions. The first
is, needless to say, the portrayal of the societal taboo against
cannibalism as unreasonable, and of consuming humans for food
as something normal. The thoroughly feeble and shabbily
dressed head of the anti-cannibalism lobby is very easily
refuted by the three gentlemen. The second perversion is that
cannibalism, which is regarded as the practice of savages in
cultural anthropology, is depicted as the activity of a
sophisticated civilization. In contrast to the representative of
the lobby, the three gentlemen are decked out in fine suits,
and spout off to the lobby about just how logical it is to eat
humans. The third is how the story perverts the status of
human beings who occupy a position at the top of the food
chain and always on the side that is eating others. Of
particular note here is that those selected to be eaten are
transported to the abattoir, processed, and then eaten by
people in the upper echelons of society, but instead of being
raised as cattle, those people live utterly ordinary lives, making
homes, attending schools, and so on. Through the sheer state
of being eaten, Abe perverts the commonsensical facts of
which we are normally unaware, disquieting the reader, and
confronting us with the indescribable fear of cannibalism.

Food and the Formation of Culture

The eeriness of these perversions reveals, as if to invert, the
cultural traits loaded with the unconsciously embraced
occupation that is eating. The act of eating is an occupation
performed in order to live and is fundamentally something
dependent on animalistic urges, but humans have throughout
history emphasized their difference from other living
creatures in the act of eating. In the way that parents, for
instance, strictly discipline their children in table manners, the
space that is the dining table plays a function in children's
education. Or like in the custom of praying to God before a
meal, we can imagine eating as a religious process. The
animalistic act of eating is, in short, constructed as a cultural
occupation by passing it through certain types of rituals.

Food also functions as something that prescribes the
frameworks of the community or nation-state. As suggested by
the Japanese proverb "to eat rice from the same pot,” sharing
a meal is recoghized as synonymous with solidarity among
individuals and even with constructing a community. The
Christian ceremony of the Eucharist signifies both accepting
part of Christ into your own body by consuming bread and wine
that has transubstantiated into the body and blood of Christ,
and also becoming a member of Christian society with the
Church at its center. In the same way that pork is taboo in
Jewish and Muslim cultures, bread and wine are important
symbols that prescribe Christian culture. As such, differences
with other cultures are defined by what is eaten, even though
there is naturally mutual influence and exchange among
cultures, while eating communal things or sharing a meal
together forms the basis of a community.

But simply sharing a dining table doesn't make a community.
As evident from the well-known theory by Claude Lévi-Strauss
that asserted whether food is eaten raw or cooked as a
symbolic binary opposition for understanding societies and
cultures, food has been regarded as an important proxy for the
whole of human civilization. The dining table also has its
standards and customs, and various food systems exist
according to each culture (not to mention class, gender, and so
on), which includes the aforementioned concept of table
manners. In short, the more imposing these ritualistic customs
become, the more solid the community of people who abide by
them, while those who do not or "cannot” carry out those
customs are perceived as the Other and ostracized. By
demarcating who is the Other through food in this way, those
who belong to the community inflate their civilized nature, or
attempt to solidify their privileged positions.

The emphasis on such cultural differences that surround
food has been used particularly in the colonial period to
construct relationships between subjugator and subjugated.
The Western powers expanded their empires during the age of
imperialism all while maintaining that they were doing so for
the stated religious purpose of enlightening the non-Western
peoples that they deemed to be savages by proselytizing
Christianity. The colonization of the South Pacific, for
instance, that was embarked upon fully from the eighteenth
century, regarded the islands as “antipodes” not only
geographically (as in, the hemispherical opposites of the
Western powers) but also culturally, and emphasized the
savagery that needed enlightenment, with cannibalism the
indigenous custom symbolic of this. To put it another way, the
South Pacific custom of cannibalism that was taboo in the
West brought to the fore the supposed cruelty and inhumane
aspects of the native cultures, somewhat curiously accelerating
the colonization movement that professed itself to be
enlightening them.

Melville and Polynesia

In the nineteenth century, when great numbers of whaling
ships plowed the oceans around the world, one man put out to
sea on such a vessel. He was Herman Melville, the author of
Moby Dick, that classic of American literature. Melville sailed
on the whaler Acushnet to the South Pacific in 1841. Along with
a crewmate, he jumped ship at Nuku Hiva in the Marquesas
Islands in order to flee the harsh working conditions on board.
But where he arrived after his escape was Taipivai, a village of
cannibals. Melville spent around a month there before he was
rescued by an Australian whaler that put in at the island, and
his experiences served as the basis for Typee (1846). Typee
met with a strong response for its portrayal of an undeveloped
culture in the South Pacific, then the target of interest by the
Western nations that were hastening their colonial activities,
and Melville leaped to fame as a writer who had lived among
cannibals.

The protagonist and narrator of Typee, Tommo, provides a
minute depiction of the tribe's lifestyle and, though filled with
fear that he might be eaten by the cannibals, comes to praise
their hospitality and cultural activities that are rooted in their
innocence or reciprocal common sense. Incidentally, this writer
was fortunate enough to have the chance to conduct a field
survey at Nuku Hiva, which is today heavily Westernized and
administered as an overseas territory of France. The locals
were like members of a big family, everyone greeting us with a

smile when they passed. Our guide was from Taipivai and &
claimed to be able to name all the people on the island, so I': -
tested this by pointing at a random house and asking who lived
there, to which he answered in earnest. I have digressed
somewhat, but I saw on my trip that the islanders' hospitality
and innocence extolled by Melville is still there. k # }
Now to return to the original topic. In Typee, Melville in'no™
way attempts to guide the reader toward an easy conclusion /
that cannibalism is the culture of a barbaric Other. Far fr’éﬁ_\
it, cannibalism was, he points out, a kind of revenge exacted.
upon someone deemed to be an enemy, and more so than this
custom of cannibalism, he writes that what is barbaricis =~
rather the colonialism that brought sickness and starvation to
the islands of the South Pacific, and the method of execution
by dismemberment carried out on traitors in Western
societies, in this way criticizing Christian civilizaTio_nf._F

Cannibalism Today

Melville's viewpoint anticipated the postcolonialishi of the g
second half of the twentieth century by more than a hundr_éd;; i
years, and upends the hierarchy between Western and BEA

non-Western cultures, though he would go on to develop this. = . :

perspective and, through his imagination, further expose the
cannibalistic nature latent in Western society. In his short
story "Bartleby, the Scrivener” (1853), for instance, which is
set on Wall Street, a place symbolic of capitalist society in

America, Melville portrays the relationship between exploitérs

and exploited metaphorically as those who eat and those who
are eaten. (The workers who appear as characters in the story
are given nicknames derived from fooed.) -

In this structure of exploitation between social classes and
nation-states that lurks within contemporary society there still
remains the structure of “eater” and “eaten.” In the .
aforementioned "The Anti-Cannibalism Lobby and the Three
Gentlemen” by Kobo Abe, the humans who eat people are
depicted as an affluent and privileged class, while with the man
from the lobby group that comes from the humans who are
eaten, it is his malnutrition and poverty.that is emphasized.
Accordingly, although this is a somewhat simplistic

interpretation of a difficult work, the story can be read as a f

fable of the structural exploitation in society, superbly
matching Melville's viewpoint that saw through the “"savagery”
visible in Christian society in the West that was promoting
colonialism. '
‘Contemporary cannibalism is shrouded by a conceptual veil of
consumption/consumer. Workers in the consumer society
provide nourishment for society through their labor (that is,
their bodies), but must place themselves in a panadoxical
structure in which they are consumed. Moreover, in order to
take precautions against possible death by overwork and the
other risks attendant on their labor, people are willing fo'take -«
out insurance, and exchange their own bodies and lives for
money, which lubricates consumerism. Those living in the

.consumer society must cast their own bodies into a cyclical

structure of consuming and-being consumed that'is mediated
by money. We unconsciously accept that we consume while also
being consumed, a state of affairs that has constructed
today's cannibalistic world in the name of globalization. We are,
to no small extent, lined up on the “dining table" of the
consumer society, perhaps forgetting that we are “eaten”
within that cycle as we enjoy our own food.

"'-._",.r‘epr'esen’ra‘ri"n, especially in relation to food and skin.

Jun Okawa
j ssociate professor in the Department of
and Literature at the Faculty of Global
Language and Culture, Kyoto Notre Dame University. He
specializes in American literature, in particular Herman
. Melville, Nathaniel Hawthorne, and other nineteenth-century
. . writers. His literary research has a focus on corporeal
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* Masashi Kohara It's a Small World: Imperial Festivals and
Human Exhibitions = p.17
“Natasha Tontey The Order of Autophagia =p.27
: The Stage for Mealtimes - The Dining Table <7p.42
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Political Artifacts
Hiroshi Egaitsu

Light and light art are not the same. Light is a physical
phenomenon. Light art, on the other hand, is a human creation.
Light art is born for the first time when light is controlled by
the human hand. Then what exactly is the origin of light art?
—Hideto Fuse, Post Human, Hozokan, 1995.

On March 11th 2011, the Great East Japan Earthquake saw
an earthquake of maghitude 9.0 max. TMA intensity 7, tsunami,
and an unprecedented level 7 nuclear accident. It was
something not only Japan, but mankind had never experienced
before. The accident, which caused many deaths, furned
Fukushima and all affected areas into a tight political time and
space, requiring advanced political decisions.

There are too many examples where art intervenes in
political times and spaces such as these to count. Just like the
Black Lives Matter movement in cities all over the US did not
start only with demonstrations, but with graffiti and murals (as
did the May 68 Paris riots). It is also easy fo recall that the
Sunflower Student Movement's occupation of the legislative
chamber of Taiwan in 2014 started with the involvement of
subculture and art, such as visual communication, techno, rock
and pop music. One example of this in a catastrophic time and
place, with the tragedy of countless victims, would be writer
and activist Susan Sontag's controversial theatrical
performance in Sarajevo after the NATO bombing in 1993.

At the exhibition Body is not Antibody by Kota Takeuchi in
July 2020, photographs placed in a grid on the wall tracked the
moving red light of the traffic wand Takeuchi used during his
Jjob as a security guard in a zone desighated as difficult to
return to, after moving to Fukushima post 2011. The vision of
him making the font of the alphabet and symbols with light,
somewhat obscure from a distance because of the print and
material of the photographs, could be conjured, along with the
different scenes - though all within the area of Fukushima -
where the letterings of light were actually created by waving
the traffic wand. On another wall was a huge shadow-like
portrait of the king formed by a collection of symbols, printed
generously on copy paper using this font, to create the
frontispiece of Thomas Hobbes' Leviathan or The Matter,
Forme and Power of a Commonwealth, Ecclesiastical and Civil.
Above a bench placed in front of the final wall, was the word
"ALIENS" printed out in large, also using this font. When I
visited the venue SNOW Contemporary, traffic wands lay
around on the floor, in the corner or propped up. The text
from the artist at the entrance to the exhibition read "...the
original picture is of a King depicted to be emerging from the
sea and standing taller than the mountains. The King's body is
composed of the bodies of the people. In this picture, there
are no people in the town in front, except for soldiers in
training and two figures said to be plague doctors... I realized
that the etymology of the King's crown was the same as the
virus, which inspired me to make this piece...".

Let us return to the time and space when fear towards
radioactivity was at its peak. On a sunny day towards the end
of August 2011, many eyes were on the extraordinary
phenomenon on Fukuichi Live Camera which was continuously
streaming footage from the Fukushima Daiichi Nuclear Power
Plant on YouTube, rather than TV programs that had packaged
the opinionated comments of the government, TEPCO and
experts. A man, seemingly a worker, wearing a white NBC suit
appeared in front of a camera set inside the nuclear power
plant, pointing his finger towards the center for over 20
minutes; this clearly out of the ordinary action at the

hypocenter of a level 7 disaster, called for endless political and
non-political interpretations in YouTube's comment section.
This phenomenon, quickly labelled the "finger pointing worker",
has been identified as an act or record in the name of
contemporary art, as Kota Takeuchi stepped forward
announcing himself to be the worker's agent. In 2012, this
footage was exhibited at Tokyo's SNOW Contemporary as an
indispensable factor of Open Secret, and his explorations have
been shaped as exhibitions Sight Consuming Shadow (2013),
Photographs turn stone monuments into mere stone, but even
so people take them. (2017), and Blind Bombing (2019), before
Body is not Antibody.

The Tohoku earthquake and tsunami did not only place an
advanced political context upon the affected areas, but quickly
engulfed the whole of Japan into a powerful political space and
time. The anti-nuclear power plant demonstrations on the
streets that spread to hundreds of thousands of participants
straight after the meltdown, were said o have started clearly
from around 2010; the monthly protests and their
counteractions influencing anti-racism protests that took place
on the streets of Japan, and SEALDs (Students Emergency
Action for Liberal Democracy - s) after the State Secrecy Law
was passed. There is a sense of urgency in how each of the
parties participated or did not participate in these
demonstrations and actions. However, I feel that this line of
events is not only a phenomenon of the 2010s. Even if we leave
out the 1980s, by the mid 1990s, that is to say around the
Great Hanshin earthquake and Aum Shinrikyo, we had already
been exposed as participants and witnesses to political
discourse and images, to war and peace, to political talk shows,
to news and commentary shows, to Asahi and Sankei Shimbun,
to the discussion over Comfort women, and to the conservative
and liberal - this had even extended to the Senkaku Islands,
and the Kuril Islands dispute with Russia. The interpretations
that flood and fill our surroundings continue to disseminate and
expand in 2020 as countless fake news articles and conspiracy
theories that can never be effectively debated.

If it is apparent that there is a political discourse hanging
above us, is there such a thing as a political artifact? Langdon
Winner, professor at Rensselaer Polytech Institute and
political theorist, states that "there is no idea more
provocative than the notion that technical things have political
qualities" in The Whale and the Reactor. Though "the stern
advice commonly given o those who flirt with the notion that
technical artifacts have political qualities: What matters is not
technology itself, but the social or economic system in which it
is embedded", Winner continues. "...the atomic bomb is an
inherently political artifact. As long as it exists at all, its lethal
properties demand that it be controlled by a centralized,
rigidly hierarchical chain of command closed to all influences
that might make its working unpredictable". Winner's argument
is of the political quality of artifacts, that turn ‘emergency
measures under martial law' into something ordinary through
using the nuclear energy of the atomic bomb.

The performance of the finger pointing worker, suggestive
of Vito Acconci's classic visual art work Centers, reveals that
both the political quality of artifacts that became apparent at
the center of the level 7 disaster, and the world that controls
art and light, have become exposed and share the structure of
centralization. The fact that this aggregation is based on
masculine principles also imitates Centers, but by passing
through the circuit of YouTube and being exhibited, it
becomes an Open Secret. That in itself may be powerful, but it

decentralizes the internalized aesthetics of unstable tyranny.
On the other hand, Body is not Antibody may seem weak, but it
is like an ecosystem with creativity at the heart that does not
self-conclude, and its ends have the potential of becoming the
start of something else. It seems like a font design, but it also
seems like an artwork using lettering expressed with light. Yet
it doesn't necessarily have to be that either. If there was to
be a grandiose narrative, rather than taming and adjusting it
into a template, it is probably searching for a way to sustain
itself even if it opens itself to intervention.

In Hobbes' four-part Leviathan on government integrity, an
absolute sovereign by contract, there is a statement about
letters as follows:

"The Invention of Printing, though ingenious, compared with
the invention of Letters, is no great matter. But who was the
first that found the use of Letters, is not known... A profitable
Invention for continuing the memory of time past, and the
conjunction of mankind, dispersed into so many, and distant
regions of the Earth... As men abound in copiousness of
language, so they become more wise, or mad than ordinary...
For words are wise men's counters, they do but reckon by
them."

T hesitate to even write here, that we are still bound by the
light following 1945.

Hiroshi Egaitsu

Weriter, DJ, adjunct lecturer at Doshisha University. Egaitsu
started his career as DJ in Tokyo at the dawn of the club
scene and has been involved in the street culture scene since.
Director of music of the Wagner Project by Port B, translated
books include Sound Art (2010).

= Check these out too!

Seiichi Yamamoto Music Program curated by Seiichi Yamamoto
(Theater Edition)=p.25

The Otoasobi Project & Seiko Ito OTO KY:
SEIKO-OTO (Day 1 AGARU / Day 2 SAGAR
Wichaya Artamat / For What Theatre This
Sing (Three Days in May) =p.33

#politics #music #ecosystem
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Observing, Controlling and Filming Human Movements—
from the Relationship between gk

and Jackie Chan
Yosaku Matsutani

Human movements, behavior and technique

I was presented with the theme of human movement, or human
behavior, in writing this essay. Media historian John Durham
Peters for example calls this the “technique” (Peters, 2015).
He states that the technique is something that is incorporated
into the body, and turns the body into a tool that reacts and
behaves to the fluctuating environment, or communicates with
other beings. By definition, technique is not limited to humans,
or certain genders, generations or ethnicities, but is something
that various forms of life including animals and plants are
equipped with.

This idea of “technique” by Peters, is based on a theory by
André Leroi-Gourhan and Marcel Mauss. In particular, Mauss
classifies in detail various techniques of the body (mostly
referring to the human body) such as sleeping, running,
swimming and dancing based on age and ethnicity (Mauss, 1976
[1968]). For example, the Australian soldier and French child
can squat, but the French adult cannot. In this classification,
Mauss points out that techniques of the body are of social
hereditary, in that difference in society, ethnicity and age
creates a difference in human movement and behavior.

Then is this to say that human movement, behavior or
technique of the body is always inherently social as Mauss says,
or is there a possibility of escaping this even for an instant? In
this essay I will explore this question through Jackie Chan
films and my own personal experiences.

Jackie Chan as Being-in-the-Home

NES, Weekly Shonen Jump, video cassette recorder,
camcorder, Fanta Fruit Punch.

As a child who was born in 1976 and grew up in the 1980s,
Hong Kong movie star Jackie Chan stood alongside these items.
This stands in contrast to earlier kung fu movie star Bruce Lee.

Bruce Lee was a star of the 1970s, meaning he was a star to
the generation before children of the 1980s. 1980s children
therefore indirectly knew of his extraordinary strength and
stardom through TV talents copying his eerie bird-like
"Wataah!" and the manga character based on him, Kenshiro
from Fist of the North Star. Above all, Bruce Lee was a star
from the movie theatres, a world that most of us children knew
little about. Therefore, to us, Bruce Lee was someone from a
different world whom we could not directly touch; a kung fu
movie star who in reality was difficult to understand, just like
the Fanta Fruit Punch flavor.

Jackie Chan was however, inside our homes. His films were
of course screened at the theatres, but for us, his reality
existed inside the movies on TV or rented video tapes. Jackie
Chan was a star inside the CRT monitors. The comical
techniques of the body that this star exhibited, were in line
with the perfectly calculated dynamic comedy scenes of
Hachiji Dayo, Zenin Shugo! or the wild action scenes from
Takeshi's Castle, exciting the children of the 1980s sat in
front of the TV. Moreover, Jackie Chan always spoke with the
same voice (by voice actor Hiroya Ishimaru) and with the same

language
that induced laugh‘rer brough'r us muck
in all, Jackie Chan was Being-in-the-Ho
the children living in the 1980s.

Linkage and shared ownership:

However, films starring Jackie Chan
when it was bedtime for children; w
often be watched on a video record
Of course, not all families had a VCE
gather at a friend's house that did 4
watch the film together in a group.
huge pleasure. By replaying the video
watch their favorite scenes over and @
fast-forwarding and rewinding, playing
could control the characters' moveme
resulting inmuch laughter. Story devel
main focus of Jackie Chan movies for
the action and fighting scenes with comica
able to control movement and behaviour multip
of the film. Furthermore, unlike the preceding E
perhaps it was the very style of the action and fig
of Jackie Chan films that induced such a way of enjoying them.
As many critics have already pointed out, as a martial artist,
Bruce Lee understood the genuineness of the action and
fighting scenes of a film to be the most important factor in
what affected the reception of a film. He therefore rejected
the techniques of the body that were derived from Cantonese
opera and classical Chinese opera (eg. illusory movements which
used ftrampolines and wires to fly) that had been traditionally
employed in Cantonese films, and was proactive about working
with martial artists or actors who had a background in martial
arts. He also did not focus on the characters' facial
expressions with close-ups as had been done previously, but
rather captured the whole moving body with medium to long

shots, andirather than complexly connecting these shots, he -

would present sequence shots or a minimal montage. Therefore,
the actionfand fighting scenes in Bruce Lee films were
establishall by continuously portraying raw bodies engaging
with eachfother under the logic of martial arts.

Contrarily, maybe *hanks to having a background in classical
Chinese opera, Ji acklg Ch "sgems to capture action and
fighting as an expﬂas&oé’l movement and behavior, rather
than martial arts. B 2

d by sharing ownership of the
e action or fighting in the scene as a
d es‘h scattered in the space. ¢
sses in h’yer‘y rhythmical manner,
es and sound of collision, and
which movement synchronizes
inks and shares
, windows and flooring

with voice
ownership

~ relationship and §

aracteristics of the materials

ot always succeed. A possibility of
ent of failure allows for a comical
scrunches up and becomes even

and fighting scenes in Jackie
nd shared ownership, as well as

m. The children are indeed *
apping their hands and hugging

owever, the hands of the laughing children eventually turn
toward their peers. Some children hurl their fists and feet
into the air saying "hai! hai!". And someone says - ‘let's film it".
Off we go into the back alley by the house, with the forbidden
piece of equipment put out of bounds by our parents.

A game of rock-paper-scissors begins for the casting. The
child who loses obviously becomes Jackie Chan; the reason is
simple, the enemy has an immortal body and can endlessly
attack Jackie Chan. The child playing Jackie Chan has to
continue receiving the attacks from all the other enemies. This
is in fact no different from Jackie Chan's films. If this was a
Bruce Lee film that aimed fo be truthful to martial arts, where
death existed, or at least you could sense it was there, things
may have been different. But just like the enemies in NES, the
enemies in Jackie Chan films may lose their hit points, but keep
coming back at him without being defeated. The children
accurately mimic this.

The children also try to mimic the movements and behaviors
accurately; but this is extremely difficult. Which is why they
aim for the rhythm of the "hai! hail" voices, and the pauses in
movement that appear in synch. The children playing enemy,
equipped with the voices, movement and pauses and the
rhythm, attack the child playing Jackie Chan who has been
stripped to their undershirt on the que of the cameraman.
They want the scrunched-up face of Jackie Chan they saw in
the television. Jackie Chan does not want to make this face,
and tries to avoid the on-coming attacks from peers, to defeat
them and make a counterattack. However, unlike inside the
television, the child Jackie Chan is defeated, powerless to the
number of enemies. This is where cut is called.

We all rush into the house on the voice calling cut. Singing
aloud together the song (with the wrong lyrics) that Jackie
Chan always sung at the end of the films, we play the newly
shot footage on video, just as with Jackie Chan's films. This
footage is far from an action or a fighting scene, and is just
children hurling themselves at each other, but that isn’ t a
problem to us. This footag

Jackie Chan's films.
becoming a characte

“alley, the living

ftered glass, or a slipperw
2. However, the synchronization and

homosocial relationships and masculinity within these films, and

- it is difficult to say that we are free from this bias.2 In that

_sense, the feeling of momentarily franscending social meaning,

“and the idea of "room-for- play", may be something established

upon this bias. These mimicry shoots of Jackie Chan films

usually ended with someone spraining their foot, tripping and

hitting their head, or the child in the undershirt playing Jackie

Chan complaining that it's cold. The body that can feel and be 65
injured is revealed, and the fun is spoilt for the children. The
'room-for-play" eventually vanishes - the everyday begins

- again.

! Inspired greatly by Masato Hase's argument (Hase, 2017) on
television, children and mimicry, and by Yoshikazu Takemine's
argument (Takemine, 2016) on the relationship between
Benjamin's "room-for-play" and film. Hiromi Saika has
developed an excellent argument (Saika, 2019) on Jackie Chan
films and "room-for-play".

? Reference to Saika's argument (Saika, 2017) regarding the
problems of sexuality and masculinity in Jackie Chan films.
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The History of Collaborations at Kyoto Experiment
and an Outlook on the Future of the Festival

Megumi Takashima

Kyoto Experiment (KEX), under the direction of three new
co-directors, positions collaborations between artists from
different fields of expressions as part of the program's
structure. The first part of this essay is based on an interview
with the three directors, on their reasons and intentions, and
their outlook on the future of the festival. The second half
reviews, as a guide, the past collaborations during the ten years
under Yusuke Hashimoto's direction.

The intention behind collaborations

On the intention behind Shows (performance program), as well
as re-questioning the various borders concerning the
performing arts such as the audience and stage, subject of
performance, and gender, Yoko Kawasaki says "how we
overcome, disassemble and update the border of genre, which
we unconsciously define, with the collaborations is also
important". By collaborating with artists from a different field,
it may lead to questioning habits and customs, the discovery of
new perspectives and axes of thought, and the horizon of a new
expression. "By collaborating with an artist from a different
genre, it becomes hecessary to do something new. It's the
same with the three of us in this shared directorship, we
recognize things that we wouldn't have on our own, and our way
of thinking also changes" says Juliet Reiko Knapp.

Yuya Tsukahara says "It's going to become more important
to present work from Kansai. In previous international
festivals, it was mainstream to introduce topical works from
the West. Of course, there is value in being able to see the
latest works, and I've also been influenced by this, but from a
director's perspective, it becomes mundane doing the same
thing, and the times are changing. To create an original festival,
means that something is born from that festival".

The two collaborations in Shows

In this edition, The Otoasobi Project and Ayaka Nakama, both
from Kansai, will be taking on the collaboration element.

First, The Otoasobi Project and Seiko Ito meet for the first
time. The Otoasobi Project based in Kobe has a diverse
composition of members; those with intellectual disabilities and
those without, experimental musicians, and music therapists.
Their collaborator Seiko Ito is an artist and creator, as well as
being a pioneer of the Japanese hip hop scene. In their
collaboration, as well as the difference in genre between music
vs. theatre and text, and improvised music vs. hip hop, "there is
also a difference in the local and cultural background between
the slow conceptualism of the Kansai music scene, and the hip
hop and assertive style of Tokyo. How will these differences
come into effect in the collaboration?", anticipates Tsukahara.

Next, Ayaka Nakama & Choreography's Freeway Dance which
premiered in 2019 at Kobe's DANCE BOX, will be recreated
into a Kyoto version. The reason this piece was selected was its
experimental collaborative aspect that resists staying within
the framework of a solo dance piece. Its performance time is a
total of four hours, with time to eat incorporated and the
audience free to enter and exit as they like. The performance
space itself is designed like a garden with no boundary between
audience and stage. The movement which Nakama performs is
based on the 'memory of dancing for the first time', given to
her by people who are not specialists of dance or choreography:;

T

the selected memories of others are mixed inside Nakama's
body and replayed. Her costume changes, the action of asking
the audience to help her pour water into an improvised river to
wash the costume, Bon odori and clapping, gymnastics - actions
far from dance are all treated equally. Along with doubts
towards the autonomous perfection of choreography, the
privileged body of the dancer, and the intensity of the
spectacle, boundaries such as the performance time with a
clear start and end, choreography and ordinary actions, the
subject of a movement, self/other, o watch/be watched, are
ambiguously mixed together. Kawasaki also points out "as well
as the concept of the performance and choreography, staff
including lighting and sound technicians and the gardener in
charge of the scenography participate as collaborators; it is
interesting to see the quiet revolt against the existing
production system where there is usually one director who
holds all the authority standing at the top of a hierarchy".

Tsukahara also notes that the performance was born
because of the location of DANCE BOX in Shin-Nagata. In
Shin-Nagata there are communities of Koreans, migrants from
Amami and immigrants from South-East Asia such as Vietnam;
each have classes and clubs for their folk-dancing and arts, and
DANCE BOX's contemporary dance is classified as the same as
one of these in the local area. These viewpoints that treat
dance as something relative, may be one of the reasons that
encouraged conversations and collaborations with
non-specialists of dance.

How will the festival present its originality and
characteristics alongside the local culture, and not become the
kind of festival that simply circulates topical work that can be
seen all over the world? We anticipate that KEX will provide
stimulation and nourishment to the participating artists, as well
as energizing the performing arts scene in Kansai and
strengthening its creative foundation, along with its future
development.

The history of collaborations during the past ten
years of KEX

Since its first edition in 2010, KEX has been proactively
including collaborations into its program. In AGATHA - The
Limits of Dance / The Limits of Words (2010), a textecital by
a French literature professor and ‘rhea:;;(d,icez‘f&;r, and the
physical expression of the dancers co-exi§ted and competed on
the stage. VARIABLES (2011) ual and performance unit
Kyupi Kyupi, mixed toge: a powerfully entertaining direction
with Rokyoku (a kind"of traditional sung-narrative), Nihon buyo
(traditional"Tapanese dance) and taiko by female performers.
Thikwa + Junkan Project (2012) presented a collaboration
between two groups from Japan and Germany composed of
artists with/without disabilities, and presented a thrilling
physical conversation transcending the contexts and borders of
disability and non-disabled, welfar t, Japan and
Germany. In Sports Play (2016 Spring) by Chiten and composer
Masahiro Miwa, following their collaboration in Kein Licht.
(2012), the audience became opponents facing a fictional
competition space that emerged on the stage. The chorus in
the booths upstairs performed, playing the role of the stadium
audience"Nationalism, sports as an alternative to war, the
desire for spectacle and criticism towards theatre, !
provocatively involved the audience, and unfolded with a great

e

intensity.

In Tomomi Adachi and contact Gonzo's Teslan Run (2016
Spring), contact Gonzo performed under a Tesla coil generator
to a performance by voice performer and composer Tomomi
Adachi using a visual score made in a workshop with children. By
going back and forth between rules and improvisation,
lighthearted playfulness and serious intensity, various phases
of the body and sounds were made subjective through
electronic amplification. music for percussion (2017) by Ryoji
Tkeda and Eklekto, was a concert composed for Swiss
percussion ensemble Eklekto by Ryoji Tkeda, known for using
electronic sounds outside the audible range, and high-speed,
high-density visual media to challenge the critical point of the
human audio-visual experience. Along with the acoustic yetmms

iy

electronic music-like auditory experj‘:_l___enceﬁhe—a playing
mathematically regulated; mpu-'I'b output, approaches issues of
choreog eppei Kaneuji's tower (THEATER) (201
actions e cast including actr yagi, a text
by Tosh ; e by contact Gonzo, and
musicia Wada took place around the construction,
tower, that materialized Kaneuji's sculptures and visual art on
stage. T.he performance developed and extended Kaneuji's
consistent method of collecting and collaging, fo a
threezdimensional theatrical space, as well as to the raw body,
and gffime axis.

J&Tsuko Tezuka / Floating Bottle Floating Bottle Project
2 Dive into the point (2018) was an ambitious experiment
}'haf strategically incorporated the active participation of the

/audlence into the performance, as well as being a collaboration

between artists from different locations and cultures. Floating
Bottle is a unit established by the dancer and choreographer
Natsuko Tezuka, with Venuri Perera from Sri Lanka and Yeong
Ran Suh from South Korea. In this performance, the audience
are made Tipar"ricipm‘e in a team competition, and what starts
as a game of Statues undergoes repeated orders and rule
changes. The audience experience a 'rational social system'
where individuals are under complete management and control
for the ultimate goal of efficient operation of corporations and
organizations. Though participants are given the freedom of
stepping down from this game=competition, it is reinforced
that the framework of the performance itself cannot be
altered, and with the construction of the overall system,
entrusting the executions of authority such as giving orders
and directing to the team leader, selected from the

individual human body as the smallest unit, to
bring awareness to issuesandipiit
~_inspection, the festival and performing arts can be truly -

I

for change.
Collaborations between artists of different genres is of
course part of the festival's operative strategy, with reasons
such as topicality, novelty, the extra value of world premieres,
and developing new audiences. However, the true value lies in
leading to the future creativity of the artist, contributing to
the energy of the scene, and the visualization, sharing and 69
deepening of the understandings of potential issues (for the
audience too). When different expressive fields, and historical,
geographical, cultural, and lingual contexts meet with the

e se, collaborations be’rween i swill
mevn'ably become a new

espite this, we hope that the mentality of ‘experiment’ is
pursued, without fearing the risks.

This essay includes partial overlapping and reformatting from
the following review:
Megumi Takashima, Natsuko Tezuka / Floating Bottle “Floating
Bottle Prg,]ec’r vol.2 Dive into the point", artscape, DNP Dai
Nippon Printing Co., Ltd., December 1st 2018, URL:
h‘r‘rps://as}scape /report/review/10150984_1735.html
Megumi Taka Jima
Art and perfo ng}‘r"rs critic. Researcher of Kyoto University
rts Arc arch Center. Currently confributes
reviews fo the we gazine artscape. Co-publications include
Journey of the phy?:al sensation -Régine Chopinot and
F’ACIFIKMELTINGPOT (Osaka University Press, 2017).

= Check these out too!

The Otoasobi Project & Seiko Ito OTO KYO-OTO OTTOTTO
SEIKO-OTO (Day 1 AGARU / Day 2 SAGARU) =7p.29
Ayaka Nakama & Choreography Freeway Dance =p.31

#collab #kansai

-~ participants on mutual agreement, is held worthy of criticism
for being a concealment of the authority of choreography and
direction. Although the time for sitting in a circle to discuss
thoughts after the game was the core of this performance, in
exposing the self-recognition of the audience towards the
irrationality of the system of competition and management
because of its rationality, there was not enough time to reach
the essential debate. Management related rules regarding the
performance length, theatre closing times, and smooth
operation of the festival showed the fundamental limits of this
performance. If the artist and participants continued the
discussion until satisfied, by exiting the theatre and moving to

a café or on the streets to continue the debate (a peaceful A ,
measure), or occupying the theatre because the per‘for‘ma‘r\(xﬁﬂfbL

'has not yet finished' (a more extreme measure), dance w
cease to be a safe product shown at the theatre, and
transform into something with the radical power for revolution




The City, As Seen from Alleyways
Nagara Wada (Photographs by Tsubasa Ako)
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Kansai Studies is a research program focused on researching the Kansai region from the unique perspective of Kyoto Experiment.
This article explores the idea of deciphering a city from the alleyways that don't appear on maps, with research member and theater
director Nagara Wada picking alleys in Kyoto according to three themes. Wada wrote the following texts for each theme, and based
on-these and the routes she created on Google Maps, the artist Tsubasa Ako took the photographs. Perhaps the city of Kyoto looks a
bit different from usual...

TR rt
#Red under the Eaves

Red objects are dotted around here and there under the eaves of houses. Getting closer,
I see they are buckets (either tin or plastic), each filled with water and with “Fire
Prevention” or “Fire Extinguisher” written in white on them. Some are just left there,
P while others are lined up like companions for the plant pots. Though less common than
# these buckets, nonetheless under eaves somewhere around the city I would always spot
Ired boxes. On the front of the boxes it said, in white writing, "Fire Extinguisher,” and
Q: 5{—_) ) ﬁ:\- then, on the side again in white, the name of the district. Kyoto is crammed with

wooden houses, so were just one fire to break out in an alleyway, it would quickly spread.
RL2DFEIZ, FLDBIT 2T, ; 1 _ - The city has frequerhﬁly‘ experifanced major fir.es. The memory of this runs ‘rhroughl’ro
. = 1 ook e W R i R g e - 7 s ] = these eaves that exist in the city foday. Keeping the red of flames under control with
oY BRASLCHUHERAYBFTT TS D el Zel A the red of fire prevention. Water on standby.
(Z7VX VKU TZRAF v 7)) b b D KRKEFLEEZT VS, < "
HoINYEILN T2 NL . HMAKYUFHOLIITEATEIYESH S,
ZONTYELE)EIELIE, TRYTTREZRB YR T Y200 %1,
RO R 295,
BORICEBCFTERRE, oMl FTHELTOLN TS,
RHBUARAZBREGL U ILDEH-T 20T, BRTRKPVYL2HETLIIYCAYAERELTLE),
AKXKIZERELNERRES o
ZORXRBEOVREDTF AL 22U >T LD D,

Nagara Wada
. . Nagara Wada graduated with a degree in film and performing arts from Kyoto University of Art
KOMmE, BROKTHT 50 Fo @ H AL and Design, and then completed the art studies master's program at the same university.

Establishing shitatame in February 2011, she started working as a theater director based in Kyoto.
In her practice, she creates theater that uses language and the body to zoom in on the vast
amount of details that we miss in our daily lives, as if stringing together a series of failed

ARG AT B Ko RHBWENASENSERE - BLOEHEHEL, AAZASHEHAE
HBELREET, 015218022y} [Litd] ¢ELET., RHLR

R f: BB LLE ‘LT ERERBDL BFVURATHRELRDT LA'i IBA LA attempts to grasp something. She collaborates with artists from such other fields as visual art
ESRYTRTETET S, 65 URZIZIU I (2B NALIIE R ER T and photography. In 2018, she won the Audience Award at the Komaba Agora Directors Concours.
EMERFARGCYLBRLLARDT —TAANELEREEEIT)o 2018 . 2318 From 2019, she has been involved with the cartographical research project Our Freehand Atlas.
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Minimal Architecturg

e residences, inside parks, or almost sunk
bne, or tiled. Or on red brick pedestals. With@
roof. With neighborhood flower vases. There af
e minimal architecture of miniature shrines contai
rywhere in the city. This architecture, be it in terms’
iegated and, once I had taken an initial interest, T
d one. And I then noticed the vibrant flowers placed as
careful involvement of locals can be seen.

Deep down an alley, in the entr
buildings, T found them on ped;
metal roof. Or an extra zinc rq
many statues of Jizo around K:
statues of the bodhisattva JiZ
of either the interior or exter
ended up stopping to peek eac
offerings. In these shrines, th
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p1, Tsubasa Ako lives in Kyo"rc')‘. Their
an fieldwork project trap club (
L @gmail.com) until July 30, 2021. Their exhibiti
DRI / PEGASUS / W-HERE" (3331 Arts Chiyoda, Tokyo, 2016), the 61
dori 500-m Underground Walkway Gallery Awa 0
lerground Walkway Galleg a
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eyway Entrance

The word "STOP" painted onto the road is directed at (the drivers of) cars. Just when I was
wondering if a crosswalk or traffic light were the pedestrians' equivalent of "STOP," I stumbled
upon a completely different kind of signal. A white line marked the border between a narrow and
wide road, with two white marks placed together on the narrow road side. From how the toe-like
parts were positioned in just the right way, I realized that these marks were footprints of
someone stopping at the white line before crossing from the narrow road over to the wide road.
These footprints both serve as a warning for when leaving the alleyway and entering a busy road,
and indicate the enfrance to the alley. They are a "STOP,"” whereby you want to place your own
feet exactly on top once you notice them.

« Check these out tool

Kansai Studies =°p.13
What is "experimental” ? Vol.1 Sweet Chili Sauce (walk-and-talk live stream) =p.41

#kansai #streetview #snap #cityfromanartistsperspective

shbtTELL!
Kansai Studies = p.12
IIZANRYRAVINLIEDARATL =YY =R (A7 747 Rk B FIR )= p.38

#HE® # AN -t #RAFyT #T—TAALEBRD B



S— T4V T EAL L

TzATANNVRABEHEEFICER TS, 722 T4V YRE
YD2I2=28—3avntbDARY I I-F4Y I ELV ],
SEUE [Z72ATAXNNEKYZ2A | X [ 72 AT 45V EY 7|
D2HBEDI—TAV I FA VI EFBELL T,
T2ATANNYBRBYLDRADBYLT, A¥ v 712866
THT O I FLORARF Ty DR B, A XVIRARELY %
FE. RFWAM@ T S s. EE R 2=y} dotarchitects #°
FAILT,

72 RATANNAMIE YT
R—ALYT7 Y- st —FRI127(K)-3.28(8)
12:00-19:00 (V=437 9 — RARO AR ICE S %)

V7 7 ALERKEDF T KYOTO EXPERIMENT 122\ T ¢ Y
ALY T 6B BEDRBEOT — WA T RIELMEY,
T2ATANND T AT LRIy 21t ToRERALY), 72
ATANWNNR T VENFTEL), WYKRAETEL S 410 2
DL T2 RATANNAY Yy 21286747 MEN—2 A3,

AMFUSKFT R 772002 [HEY YV ALRAF) =7 —
A7 L] FRARALTE,

F 72 ATANNLE Y 2R
Deit : 130(x)-25(4)12:00-19:00( # & H #E +k )
TAEM Y —126(L)-3.28(8) 12:00-19:00 ( # & A &tk )

AZy 71865 FTTHT ORI ZLOBANBSH). 727 7LD
FUIIRTZATANNAND Ty XENG T i A 1AM

Do BT HBEAACKLE TS Ded bitHK AN, AMF I
RAEM Ly —IcBRLLTo

T2 ATANNIE YT

797277

Meeting Points

A place for communication between audiences, artists and the
festival. This year the festival offers two types of meeting
points, "The Festival Box' and 'The Festival Living Room'. Here,
various events are held, festival tickets can be purchased and
our staff are available to introduce recommended programs.
Continuing from last year, the meeting points are designed by
the architect unit dot architects.

= The Festival Living Room

Promenade, ROHM Theatre Kyoto: 1.27 (Wed) - 3.28 (Sun)
12:00-19:00 (openings hours are the same as ROHM Theater
Kyoto)

A place anyone can come and relax and learn more about the
festival. Sit and watch archive videos of previous
performances, read books on topics and themes related to the
festival line-up, pick up a copy of our festival magazine or just
take a rest! We'll also be live streaming short talk sessions run
by our festival staff from here. Check the festival website for
more information.

= The Festival Box

Demachi: 1.30 (Sat) - 2.5 (Fri) 12:00-19:00 (closed mondays)
Kyoto Art Center: 2.6 (Sat) - 3.28 (Sun) 12:00-19:00 (closed
mondays)

A place for communication between audiences, artists and the
festival. Here you can learn about recommended events as well
as purchase tickets, drinks and festival merchandise. A week
before the festival, The Festival Box will be located near
Demachi Masugata Shopping Arcade and then move to Kyoto
Art Center for the festival period.

Book Fair

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
recommended by the co-directors. Visit the fair before or
after a performance to learn more.

Date: 2.1 (Mon) - 2.28 (Sun) 8:00-20:00 (currently operating
with shorter opening times)

Venue: Kyoto Okazaki Tsutaya Books
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Notes

% The venue box office opens one hour before each performance.
% Proof of age is required for youth, student and high school
student & younger tickets.

% The price of a pair ticket includes two seats. A pair ticket is valid
for two persons for the same performance (date and time) only.

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

% A ¥500 discount per ticket is available for customers using
a wheelchair (excludes the I't's a Small World exhibition).
One complimentary ticket per helper is offered to those with

disabilities. We may guide you to specific seats. Please contact
the Kyoto Experiment Ticket Center for further information.
% There are age restrictions for certain performances, please
see each performance page for more information.
% Entrance to some performances may be refused after the
start time. Please note that no refund is given to latecomers.
% For the performance All The Sex I've Ever Had the following

. l_x
TICkZTS (25 BT )
y-ﬁé‘; HRENTF
_ = . o ou High School ~7
T= AR A — 4% | (@5andunder), | Students (RAE IS ) % B A% 7
Artist, Title Adult Students & Younger Pair (advance only) Day Tickets Seating
74 F -3 =) Dana Michel P
[ Mercurial George| & [ Lay them all down| L B8k & ¥1,000 ¥500 Free x Adﬁu e i@k*i‘ /ﬁ\, Unfs?i*ve d
] vance TiCke rice
Mercurial George & Lay them all down (Screening) admission b
MR Masaru Kakdo ¥3,000 ¥2,500 ¥1,000 ¥5,500 "0 L
2055 And Then ' ' ’ ’ Advance ticket price Unreserved
+¥500
79 Ly T 4F-FKN V47— Florentina Holzinger ¥1 000 N
[Apollon | LB 24 AV S4v 7 —23ay T FRRAHA ¥500 No < Rt y 8 & g
Apoll ; . A admission Advance ticket price nreserve
pollon (Screening) & Online Workshop
WL K ¥ —  Seiichi Yamamoto B R A -
- o e s +¥500
LWAB—TIVZ2ar-FRIT 774 79K ¥3,000 ¥2,500 ¥1,000 ¥5,500 Advance ticket price Unreserved
Music Program curated by Seiichi Yamamoto (Theater Edition) +¥500
+%—3vx-+Fv 74 Natasha Tontey WAEYEH S ad
B & DI N AL KK The Order of Autophagia ¥1,500 ¥1,000 ¥500 ) Advance ticket price Unreserved
FHUVDAX YY) I)  The Otoasobi Project & Seiko Ito AT SEA
[&F.X#MB.B>5Y>2%. #2592 Dayl L)V Day2 T 1 ¥3,000 ¥2 500 ¥1,000 ¥5,500 o +¥500 B &
(SBELTILRESR ) Unreserved
OTO KYO-OTO OTTOTTO SEIKO-OTO (Dayl AGARU/ Day2 SAGARV) .
Advance ticket
price +¥500
5 . .
FHET Y& i VA 7 274  Ayaka Nakama & Choreography ¥3.000 ¥2.500 ¥1,000 ¥5 500 (High School Students & ad
7V —27x4-% 7R Freeway Dance Younger: ¥1,000) Unreserved
74 F x X -7 — %< —F/For What Theatre
Wichaya Artamat / For What Theatre R
ROK(5BN3BHMH) ‘¥31 '580909 jfél ,5oeoe 2 & 5&5 ZSL N/A &
This Song Father Used to Sing (Three Days in May) I l N/A A v (7)’1 R4 B 15
nline
2RNVT AT )TV ZR/T VY- FFER N A
Manlrrlallan Dl:/nng Reflex / Darren O Donnejl ¥3,000 ¥2.500 ¥1,000 ¥5.500 +¥500 ! 8w )
AR NI TICKRBRLEEYZRADT T Advance ticket price EEnE
All The Sex I've Ever Had +¥500
iR 3 SHARD L Day tickets only
bl og 28 el Kol . _ —# :¥500 Adult: ¥500 Youth (25 and under), Students: ¥300 N5 R
A9 P RE—=NT7—NF:FEONBRYABHDE T 2—Z2 (25 RN TF) %% 1 ¥300 High School Students & Younger: Free admission Admission
ARENT @ &4 Free admission upon presentation of a ticket to ticket

It's a Small World: Imperial Festivals and Human Exhibitions

* Shows F7 v IR TIZTERM. 20BN F S

any Shows program. Other discounts also available.

is also available: use of assistance dogs, Japanese & English
surtitles, sign language interpretation on stage and Japanese
audio guides. Inquiries & Reservations & 075-213-5839
email: ticket@kyoto-ex.jp

% Please note changes to the date and time of a performance
cannot be made after purchase.

v BC 13
hline Tickets will be refunded to customers who are not able to attend
the performance booked due to coronavirus (COVID-19).

BE . TR AP Free / No reservation required IR
SKF (Super Knowledge for the Future) i o™ B FRAR o Please see each SKF program page on the o)
KBV Y27 =7 %4 FD SKFprogram ~ — ¥ 96 TR v, festival website for streaming links.
Kansai Studies N5 EH Free admission & &
Unreserved

Refund Period:
January 25th (Mon), 2021 to the date and time of the

K1 79V Y TAF ZNVAYH —DFXY 477 =722y 7 ~ODEMEFNHELL)ETo FMUET =27 H AT RS0,
Y1 The fee for Florentina Holzinger's Online Workshop is charged separately from the screening ticket.

Please see the festival website for full details.

W2 BRIFIYIMRERHAT T
Y 2 Family tickets are also available.

performance booked. Please note we will not be able to accept
refunds after this period. Please see the festival website for
full details. & Kyoto Experiment Ticket Center 075-213-0820
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< KYOTO EXPERIMENT 7 v b+ v ¥ —

(11:00-19:00, B#E - MAK [Z7= A TAN)VEH B FILEK])
X v 74 7 | https://kyoto-ex.jp( £ 7 ¥ =4 V7 V3R )

TE T H |075-213-0820( 7 v - L7 V7 IR )

O | RAFTPFRRE PG HI 229-2 F7 kK AEIL6F

T—LIYTI—RBTF Ty —

(10:00-19:00. &K [BHRAKMB EHRL] )

* v 74 7 | https://www.e-get.jp/kyoto/pt/ ( & F 8] & #% )
& F# F R | 075-746-3201

BO | XAT AR KB & KB F Y 131F
*BH . ETUNBIOF VAN ARRERRD LO LD EHEET 2B A5,

= F 7y s
* v 74~ | http://t.pia.jp
& 3 ¥ % | 0570-02-9999

XAV IA VL EF R, 248/ %A
HKEZDOB.BAGTET I 7L0F 59 RBE D) (BABTRHETLEITOI72LD0F 79 DB EE)
[(FHREH Ly I RBENRABF Ty bV I X HBBILIRRA—N “TATA  ZHEREEI2-TVT 4L ]

7)== AF Ty r&EZEERNIF T

F7V—"R /) FE 7)1 [RERE]

7)) — 3 Z | ¥12,000 ZE 7Y — %A |¥8000 (RFAEZERT)

KYOTO EXPERIMENT F 7 v b2 v 9 =T U BB L 7)) —7"AF vt RYBR->T i T,
Shows D HH X E I0EBETRT (LA - [y -7 - ZAE—N7—NLF] E4AL)2TBE -1
I+ (1EBIC2&1W ) 7QVYT4F - RAVAVH — A 747 —=23ay7dAsinidi,
XHENH XAKADALHAH

F[H. XH., B-2¥-2%, i) BLZF 7 vh
EXZIF Ty |¥3500 (—#% 14+ &RENTFLA)
FHRUVNDAx WVYIBI) [F,FA.B-Y20 . 0292 2R FTEBIIRRTELF 7Yy T o

= Shows 5 7 v } 3] 7]

Shows 72 7 Z LD LB KR ETHEANNDKRIZ, D Shows 7R 7 7LD F ry e TR T Y., ¥H
FZOPREHLIITITENCEETEIT,

[AyY 7 - AX=N7—=LF] B4, D Shows 727 7LD F 7y e TR T LAY, BHTD
ANBEETLI T,

¥ F Ty RIIDEILE IBADL AN SHRENDLORBRT.EBE LB AICRYIET,
*LHADAZIZOTIL, RE L HIZKYOTO EXPERIMENTSD 2 X Twittert ¥ T2 £ AR LT,

F[AyY 7+ RAE—N7—NLF: FEAORBYAROET] #7)
FHTREIXNE., FHELARINHE, ARXKNEOLHEOF ry M FERETR T LY,
¥10071 5 T NB L TE T,

Ticket Information

= 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

Tickets bought by phone must be paid for and collected at the convenience store Seven-Eleven.
Box Office | 6F, 7th Hase Bldg. 229-2 Shoshoicho, Nakagyo-ku, Kyoto

= ROHM Theatre Kyoto Ticket Counter

(10:00-19:00, open every day except special closure days)

Online | https://www.e-get.jp/kyoto/pt/

Phone | +81 (0)75-746-3201

Box Office | 1F, 13 Okazaki Saishoji-cho, Sakyo-ku, Kyoto

Telephone and counter services may be shortened to prevent the spread of coronavirus (COVID-19).

In addition, each venue also sells tickets for the performances taking place at that venue.
(Kyoto Art Center, Kyoto Art Theater ticket center, Kyoto Prefectural Citizens' Hall ALTI, Kyoto Museum of
Crafts and Design)

Passes & Discounts

= Festival Pass (limited numbers)

Festival Pass | ¥12,000

Student Festival Pass | ¥8,000

This pass allows the holder to see all nine performances and I't's a Small World: Imperial Festivals and Human
Exhibitions in the Shows program. Florentina Holzinger's Online Workshop is not included.

Limited to one performance per production.

Available for advance tickets only. Cannot be used to purchase tickets on the door.
Valid only for the ticket-holder

= Famiy Ticket

Family Ticket | ¥3,500 (one parent and one child of high school age or younger)
Discounted tickets for families are available for The Otoasobi Project & Seiko Ito OTO KYO-OTO OTTOTTO SEIKO-OTO

= Shows Ticket Discounts

* Purchase day tickets for any Shows program at the advance ticket price upon presentation of a ticket to any
other Shows program.

*Free admission to It's a Small World: Imperial Festivals and Human Exhibitions upon presentation of a ticket to
any Shows program.

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 Kyoto Experiment Twitter account for the latest information on ticket availability on the morning of each performance.

= It's a Small World: Imperial Festivals and Human Exhibitions Discount

¥100 discount upon presentation of a same day ticket stub from Kyoto City KYOCERA Museum of Art, National
Museum of Modern Art Kyoto or Hosomi Museum.
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10 14 17 25 18 23 ¥ o R
Calendar‘ Fri | Sat | Sun Thu Mon Thu | Fri | Sat | Sun Fri | Sat | Sun | Fri | Sat | Sun | Mon | Tue | Wed| Thu | Fri | Sat | Sun Fri | Sat | Sun Wed| Thu | Fri | Sat | Sun | Sat | Duration

VR E % Masashi Kohara
AvyY -7+ AE=NV7—NAF: FEORAYAMOEST B Exhibition 2.6(Sat) - 2.28(Sun) 9:00-17:00 x
It's a Small World: Imperial Festivals and Human Exhibitions

44+ - 33 =) Dana Michel

[ Mercurial George] & [ Lay them all down| L B & 100min
Mercurial George & Lay them all down (Screening)

8 B &  Masaru Kakio 60min
2745 And Then (F% |TBD)

- o . . L Lo .
7veb 74+ - KNV 47 —  Florentina Holzinger %% iﬁ?@ LB Screening:
[Apollon] LB X & A V4 7—23ayT — m— 90min

p & (i) W) 7rvars

~———

Apollon (Screening) & Online Workshop

Workshop:90min

L AR ¥ —  Seiichi Yamamoto
LWAE—-FT1Vv27oary - FRTvs7734 VTI-RK
Music Program curated by Seiichi Yamamoto (Theater Edition)

180min
(¥ |TBD)

._.
22
=
©
=
©
o
2o
o
2o
=
22

o
o
o
()

on

o
o
o
o
I
o
o
o
o

45min
(¥ |TBD)

+4%—vx - F¥ 74 Natasha Tontey
MED T NV AL KB The Order of Autophagia

[®])N)
oo
o
oo
oo
o
oo
1o
100
1Oon
100

FHUVDA x¥I)I¥ 29 The Otoasobi Project & Seiko Ito
[F. XA, oY%, ¥\225Y ] Dayl LV Day2 TNV
OTO KYO-OTO OTTOTTO SEIKO-OTO (Day 1 AGARU / Day 2 SAGARV)

120-150min
(¥ |TBD)

*8®

8%
——mmmm e —————

FH7XYH & 2V4+ 7 774 Ayaka Nakama & Choreography

. 240mi
7V —2 x4 - A Freeway Dance min

74 Fx X - 7 —%<—1 /For What Theatre
Wichaya Artamat / For What Theatre
RNDK(BAEN3IBM)

This Song Father Used to Sing (Three Days in May)

100min

e —————

22TV AT )7V 2R /T VY - AR
Mammalian Diving Reflex / Darren O’ Donnell
AP INETICHKRBLEELY 22D+ T Al The Sex I've Ever Had

100min

g S

SKF (Super Knowledge for the Future) [SKF] s
P AVA— MY —A A: Sweet Chili Sauce Z’,{:Ce”ed
CBE®YVALAN) = P—H47 LBk B: History of Dance in Kansai: Archive Screening
[ oh#BY ARSI C: Okihawa and the Human Pavilion Incident
(¥ a2l—9—X =2 D: Curator's Talk
THES - BURYAROET ] E: Expositions and Museums & Human Exhibitions
F
G

AENEL : The Stage for Mealtimes
Bk KE LS « FHER : Biomedical Engineering for Space x Physical

| Renew] DAY ixp:esi::s t Times of Renewal
: oa at Ti 0 wa
[HREK] OHFE PP

e : The Study of Uselessness
R

H

I

J: Talking Spaces
K: AW osE K

L

M

I
18:
30

49 I @M MU ®>

: Urban R . .
L BT 2 A= oo ecesses B(M&ES Y AEAN) — : 7—H47 Lk )

: Exhibition: Indie Games

M: 4R Y)3RY) b2 : The Festival in Retrospect

Kansai Studies

[H | DBIEHKERIZCKAL - X7 —2V R - }=2%FELTEVE T *Post-show Talk
[O] DEUARY —ER2THAALEE LT (2 F 8. KYOTOEXPERIMENT # # & & 075-213-5839 [11:00-19:00 HH - Bk ] ) W Childcare Service (Reservation required. Kyoto Experiment Office 075-213-5839 [11:00-19:00, closed on Sundays and public holidays])
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WART AT R W FE 13

@ 075-771-6051
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boxX HTF 1% @075-762-2670
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Do NITHABEEIZHY )

C.R#MEMELYY —

S—TA VI RAVN [ 72RATA42NE Y22 ] @ %
ity — [A—7VHE :2.6-3.28]
RATFREEUEHEMT 50K LT 546-2

2@ 075-213-1000
CFRTERTHAARWAR] . RARERIBALR] FE,
22-24 A BT LY K5 H

CHEBB L) BB L

D RALWAE ARE
FHAETEFELONAEL 2-116 RAZRRKFN
7 075-791-8240
CRARTNR3.5.204% M [ ERTRABRBHE XM FEFC
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EHRBH) EEBLL (AR A7 BUTHEE T )

E-XHFRIBRA-N“TLT4"

FARH LXK &AL E— & TV AT 590-1

& 075-441-1414

RBTERTHEARISENRK] FE. ABETL)H~RH50
ERBH) EEBH L

F : mumokuteki & —JV

FHTFRRXEIT 261 bta—=ry74—FLKREN 3F
8 070-5349-1322

CRARBRIFTHAARTR] TR WA B OL)EF 65

6 1 KYOTO EXPERIMENT F 7 v} ¥ ¥ —
FARTFREPEHIT 229-2 % 7 RAENL 6F

7 075-213-0820

CRATERTRBAMIAKRTR] FR.7HBTL)E~RKH39
CEHRB.EEBH AL

H:S—=FA4Y T EHEAV I [ Z72RTA4NFTy 7R
@De it [A—7V#M:1.30-2.5]

AT ERRK — &Y 67

2 080-5343-0409

CFEEE-RLER[RTHR] FE,EH55

Access

A: ROHM Theatre Kyoto

The Festival Living Room at ROHM Theatre Kyoto
(Meeting point) Open: 1.27-3.28

13 Okazaki Saishoji-cho, Sakyo-ku, Kyoto

& 075-771-6051

B: Kyoto Museum of Crafts and Design

BI1F Miyakomesse, 9-1, OkazakiSeishoji-cho, Sakyo-ku, Kyoto
B 075-762-2670

+ 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)

* Bicycle parking available. (Please use the Miyako Messe or
Okazaki Park car parking lots)

C: Kyoto Art Center

The Festival Box at Kyoto Art Center (Meeting point)
Open: 2.6-3.28

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

& 075-213-1000

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

* Bicycle parking available. No car parking.

D: Kyoto Art Theater Shunjuza

2-116 Uryuyama Kitashirakawa, Sakyo-ku, Kyoto (Kyoto
University of the Arts)

B 075-791-8240

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

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

* Bicycle parking available. No car parking.

E: Kyoto Prefectural Citizens' Hall ALTI
590-1 Tatsumae-cho, Kamigyo-ku, Kyoto
B 075-441-1414

+ 5 minutes’ walk from exit 6 of Imadegawa Station (Kyoto
Municipal Subway Karasuma Line)
* Bicycle parking available. No car parking.

F: mumokuteki hall

3F, Human forum Bldg. 261 Shikibu-cho, Nakagyo-ku, Kyoto
B 070-5349-1322

+ 6 minutes' walk from exits 11 of Kyoto-kawaramachi Station
(Hankyu Kyoto Line)

G:Kyoto Experiment Ticket Center

6F, 7 Hase Bldg. 229-2 Shoshoi-cho, Nakagyo-ku, Kyoto
& 075-213-0820

+ 3 minutes’ walk from exit 7 of Marutamachi Station (Kyoto
Municipal Subway Karasuma Line)
+ No bicycle parking available. No car parking.

H:The Festival Box at Demachi (Meeting point)
Open: 1.30-25

67, Isshin-cho, Kamigyo-ku, Kyoto

& 080-5343-0409

+ 5 minutes' walk from Demachiyanagi Station (Keihan Railway
Eizan Line)

M
Map

| K;/oto Station
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sRABTRELZEMHRE ¥ - ATV TN
[RAEBER  bLLYY VE]
2020.12.12(+)-2021.2.28(H)

A RATREZIEENE V- AT
e EH

FRARBAE, FOKRRL74—-NVF7 272812,
RADEHBEHMEMELT LT, [FL2ELIX L.
FEAH(IUDOH/EIA] YRR T ILI1z, — AL
T, TEELITAZOLNLNE, BIKERRDAIE B
WWEEPEINTLIT REICECTY [HLBHE
Br] ZXeEIc, SRMOFEENERLEDILE,
FOBERBYLTOZER LA RINL T,
https://kyotocity-kyocera.museum/

75 —7 AVATA Iy —FKK - &
[COVERED CULTURE]

Multichannel Audio-Video-Installation
2021.2.20(LX)-2.28(H)

AB ARRTLN(FETTREALZRDT)
Hae: NBEH, THRAR

FAYYT7 V73379 22 COVERED CULTURE /
AT 7—=F - ANFx—T1. FAYAT—T14AF,
ZTVX vy AVTVEALZYR)YY 02— RNy P
B, ABYCOIBAEOTRELIALT. —A— A
DABBE> XL LR)IALLBANLHER. &
Aitbls7 77 )T —3avzito2nTHYET,

https://www.covered-culture.org/

*207 Y27 M- RHBEA LEAZL2HBANH KL R
TERLT LT,

Partner Programs

=" The Triangle, Kyoto City KYOCERA Museum of Art
Araki Masamitsu: Zombies and Me
2020.12.12 (Sat) - 2021.2.28 (Sun)

Venue: The Triangle
Free admission

Araki Masamitsu constructs highly original sound spaces based
on fieldwork and his acoustic experiences. "Making sound
starts from listening to sound,” he says. In this way, his work
has continued to emphasize the creativity of the listening
environment, rather than the act of creating sound itself. This
exhibition similarly focuses on “making a place for listening,” with
Araki harnessing the unique architectural features of the
museum to create a space as a device for playing sound.
https://kyotocity-kyocera.museum/en

= Goethe-Institut Osaka Kyoto
COVERED CULTURE

Multichannel Audio-Video-Installation
2021.2.20 (Sat) - 2.28 (Sun)

Venue: KAGANHOTEL (Sujakuhozo-cho, Shimogyo-ku, Kyoto)
Free admission, no reservation required

In the German-Asian project COVERED CULTURE, Brigitta
Muntendorf (Germany/Austria) and Moritz Lobeck
(6ermany) explore cultural imprints, individual
interpretations and collective appropriations as potentials of
the choric forms.

https://www.covered-culture.org/

(This project is supported by the Yamaoka Memorial Foundation.)

~ COVERED CULTURE ©Muntendor / Lobeck

FAER b LY Y ¥ E ©Kai Maetani

KYOTO EXPERIMENT # #k E IR & & = i & 2021 SPRING

E

FHERESENMAETEREL
AR
V=AY TY WA (DRMEEARETFEEH AR
Ay E)

FEEM YIS - (DAMEAZATHETEZHMILB LX)
TEHRIAMRKSF BEEEMAELY Y —

By A

XA XL EMRBEEMB S (BREMIA XK FX)
RIELATREANBARE M LIRS

— &M B & A A %

NAAHZALEALSTHKRA 2021 E M - Xbicksi A
ME777F

NAEAMBAEALY VY XILHE

ANBMBAEATAAIANEHAF - VR AEHE
AAMHEZIAABDHEINLHMD
=AM 7K 74— LRE

T2V EEEMAL

=T AV ATA by —FKRK - T

#% #%
AERBRAVFAS TR ABARAFH
RPN &

SATBERRRAFH

BB A

REABRMB A - X 2HA (RY)
TEBRMBS  ARABE7T7 VL

REEMBA KX RIT T

7

AR BEHREEAS. TAME BEFE. CLUBMETRO.
FAHTR I XM, FBEREEXI2 -V T4, TARL
HBRFE—=N “ TNT4A", RBE2ELT —TrikET T
JF WRAEXRABERRAMS ., Dedit . FabCafe Kyoto.
mumokuteki & — b . NIR M A R HE K B B E B REHEAS .
A& AN H

Ageney for Caltural Affairs, Governmen

ll,,‘

Organized by
Kyoto International Performing Arts Festival Executive
Committee
Kyoto City
ROHM Theatre Kyoto (Kyoto City Music Art Cultural 85
Promoting Foundation)
Kyoto Art Center (Kyoto Arts and Culture Foundation)
Kyoto Performing Arts Center at Kyoto University of the
Arts

Supported by

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

Japan Foundation for Regional Art Activities

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

The Saison Foundation

istyle Art and Sports Foundation
The Asahi Shimbun Foundation
Austrian Cultural Forum Tokyo
Performing Arts Fund NL
Goethe-Institut Osaka Kyoto

Sponsorship

Consulate General of The Republic of Indonesia, Osaka
Embassy of Canada to Japan

Royal Thai Consulate-General, Osaka

With the stage equipment cooperation of
Lighting Equipment: RYU Co., L1d.

Audio Equipment: KWAT Co., Ltd.

Video Equipment: Takenaka Co., Ltd.

With the cooperation of

Kawaramachi Shopping Street Promotion Association, Kyoto
Okazaki Tsutaya Books, CLUB METRO, Kyoto City KYOCERA
Museum of Art, Kyoto Museum of Crafts and Design, Kyoto
Prefectural Citizens'Hall ALTI, Kyoto Honeybee Garden
Promotion Project, Shijo Han'eikai Shopping Street Promotion
Association, Demachi, FabCafe Kyoto, mumokuteki hall, Gion
Shopping Street Promotion Association, Yuuhisai Koudoukan

X
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Kyoto International Performing Arts Festival Executive Committee

Chair
Fumio Amano (Professor, Director of Kyoto Performing Arts Center)

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

Committee Members

Toshihiko Inoue (Secretary-General, Kyoto Arts and Culture Foundation)
Tetsuya Ozaki (Editor / Issuer and Editor-in-Chief of REALKYOTO)
Yusuke Hashimoto (Program Director, ROHM Theatre Kyoto)

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

Morihiro Matsumoto (Culture and Art Unit Head, Culture and Citizens Affairs Bureau of Kyoto City)
Hiroshi Yoshioka (Aesthetician / 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 Art Unit Head, Culture and Citizens Affairs Bureau of Kyoto City)

Advisors

Kojin Ota (Theater Critic / 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)

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

Kyoto International Performing Arts Festival Executive Committee Office

Co-directors: Yoko Kawasaki, Yuya Tsukahara, Juliet Reiko Knapp

Administrative Director: Junko Kakiwaki
Office: Miwako Inoue, Shunsuke Kadowaki, Hiroshi Watanabe
Public Relations: Yoshimi Toyoyama, Ruka Maeda, Mei Toma

Production Coordinators: Mari Satomura, Tsubasa Shimizu (KANKARA Inc.), Ayako Takemoto, Kanako Yamasaki (KANKARA Inc.)

[ROHM Theatre Kyoto] Kei Saito, Kimiko Terada, Kanon Matsumoto

[Kyoto Art Center] Kinari Toyama, Noriko Mizuno, Yukina Yagi

[Kyoto Performing Arts Center] Miho Kawahara

Technical Director: Masaya Natsume

Technical Coordinator: Mao Sakai

Interns: Hiromasa Hirakawa, Kota Yamada

PR Ambassador: Naho Nakamura, Sae Matsumoto

Text Coordination: Eriko Nishitani (Relay Relay)

English translation from Japanese: Art Translators Collective, William Andrews, Yumiko Deguchi

Art Direction & Design: Aiko Koike

Video Direction: slide//show (Takuya Matsumi, Kim Song Gi, Yoshitaka Shimada, Yuki Moriya)
Web Direction: bank to LLC. (Takahiro Mitsukawa, Yumi Hayashi, Hiroshi Matsuda)

Web Design: Kento Yoshida (bank to LLC.)

Web Programming & Web Coding: Yoshitaka Gonsoku (so design), Kazuma Hitomi (bank to LLC.)

Advisory Board:

Reza Afisina (New Media Artist / Member and Artistic Board of ruangrupa / Artistic Director of ruangrupa Arts Laboratory [ArtLab])

Toru Koyamada (Artist / Professor, Kyoto City University of Arts)
Anna Wagner (Dramaturg, Kiinstlerhaus Mousonturm, Frankfurt / Main)
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