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Kyoto Experiment: Kyoto International Performing Arts Festival 2021 Autumn

Dates: October 1st - 24th, 2021

Venues: ROHM Theatre Kyoto, Kyoto Art Center, Kyoto Art Theater Shunjuza,

THEATRE E9 KYOTO, Kyoto City University of Arts Art Gallery @KCUA, Hieizan Driveway and other locations

Kyoto Experiment is a performing arts festival held in Kyoto since 2010. Dedicated to producing experimental
performing arts—both from Japan and overseas—the festival aims 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
various articles that relate to the key concept of the festival. We hope you enjoy reading it before or after
visiting the festival!

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

measures to prevent the spread of 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 may

change depending on the spread of Covid-19. Full details and the latest information on Covid-19 measures will be

published on the festival website. Please check the website before visiting the festival.

KYOTO EXPERIMENT
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Greetings

Kyoto Experiment 2021 Autumn features a cutting-edge and daring lineup of performing arts.
Notwithstanding the ongoing coronavirus pandemic, I am delighted that we are able to hold the
festival by taking the fullest precautions possible to reduce the risk of infection.

Culture and the arts are the wellspring of human emotional wealth and vitality. They also deepen
mutual understanding through exchange and empathy with others. As the uncertainty over the
coronavirus continues, they are undoubtedly indispensable for society today.

Here at Kyoto Experiment, a festival that is always changing and taking on new challenges, I hope
that many people can experience the work of highly individual artists never seen before. Held in the
city of Kyoto, where a truly diverse and multilayered culture exists, the festival will surely prove an
opportunity to enjoy a variety of values.

In closing, I would like to express my sincere gratitude to the members of the festival's executive
committee, not least its chair, Fumio Amano, and all those who have made such efforts to enable the
festival to take place, and convey my wish that the festival proves richly rewarding for visitors.

Daisaku Kadokawa
Mayor of Kyoto

Listening to the Unseen Voices and Unheard Sounds

"Did you get the vaccine?" "The first one, yes.” I am writing this welcome message at a time when
these kinds of exchanges are often taking place. I never imagined that the coronavirus pandemic would
still be around during Kyoto Experiment 2021 Autumn. That said, the global Spanish flu pandemic of a
century ago lasted for three years. This tells me not so much that I am a foolish optimist but just how
little I have learned from history. After all, it is the job of people in arts and culture to look back at
history, ascertain the present, and foresee the future.

The concept for this twelfth edition of Kyoto Experiment is "moshi moshi?!," derived from the
phrase that people say in Japanese when answering the phone: as such, the festival hopes to listen to
the voices treated as invisible, even though they are not, to listen to the sounds seemingly not heard,
even though they are audible. This is something shared with the ideal of selflessness to which many
artists of old aspired, though now, when our world has become excessively globalized, I think we must
ask "moshi moshi“ not only in terms of individual artists but also on societal, national, and global levels.
Expected above all of the performing arts today are responses to this kind of challenge.

Fumio Amano
Chair, Kyoto International Performing Arts Festival Executive Committee
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A Message from the Directors

\ .

moshi moshi?!

This festival is the twelfth edition of Kyoto Experiment. Although usually held annually, the festival
takes place twice in 2021, with a spring edition followed by this autumn edition. We hope that by
having these two editions so close together, we can create an interrelationship between the two in
which the autumn festival is not simply a development of the spring one, but that we are able to revisit
and rediscover the spring edition through the autumn festival. What we attempted through the spring
edition—our first as a team of co-directors—was to present a lineup of work that embodied the
question "what kind of performing arts experiments should take place?” as well as hold research and
exchange programs in order o open up and lay the groundwork for future festivals. The three
programs that we began in spring and again make up the festival are: Shows, Kansai Studies, and Super
Knowledge for the Future (SKF). One of the things we discovered was that through bringing locality
and internationality, intimacy and openness, and improvisation and reproducibility into a space for
experimental expression, the boundaries between these things gradually start to dissolve. In this
space where we cannot define everything in black and white, there is also continuous change, and the
past, present, and future all blend together.

As we approach the autumn edition of Kyoto Experiment, a place in which the past, present, and
future coexist, we'd like to think together with our audiences about how we can look at the rapidly
changing "now."” The “"now" in times of crisis such as a pandemic is fraught with the urgent question of
how we can survive; this urgency, though, also obscures what is not heard and seen. How to view the
"now" during this time of crisis also means how to perceive what is perhaps not heard or is overlooked.
Through this, we are able to look back on the past and gain a perspective on the future.

In order to explore this for this edition of the festival we have decided upon the key concept of
"moshi moshi?!," a Japanese phrase used when answering the phone. We felt this phrase encapsulated
the idea of the existence of a voice, one coming from a body and yet at the same time disconnected.
We also think of it as a question or an address to a yet unheard other. A voice is a sound powered by
the lungs and sent out through the mouth. It can be speech but also a roar, a cry, a sigh, a laugh. A
human voice by definition belongs to a specific human body, an individual. It is therefore inherently
personal and lies at the heart of one's identity. This edition of Kyoto Experiment explores ideas around
various kinds of unheard voices, be it the inner voice, voices of past and future, nonhuman voices, or
the relationships between voice and the body or the collective voice and the body.

A number of works use the personal and intimate nature of voice to accentuate their relationship
with individual audience members through performance. Ho Tzu Nyen's Voice of Void uses 3D animation
and virtual reality technology to allow audiences to slip inside the minds of the Kyoto School
philosophers, restaging history and bringing voices from the past into the present. Ho gives audiences
new perspectives on a complex and multilayered period of history, our view of which undoubtedly
influences the present. Begiim Erciyas's Voicing Pieces guides audiences by a simple score in the
intimacy of a private sound booth, furning them into spectators of their own voice. The work questions
our inner voice or the multiple "others” that may be found within us. The project Moshimoshi City
invites a number of artists to create imaginary outdoor performances throughout the city of Kyoto via
the use of voice alone.

Of course, voice is not always speech, and a number of works explore sound or the boundary
between sound and voice. They also emphasize the act of a collective listening experience. In a new
work by Masamitsu Araki anthropomorphic cars with huge custom audio systems circle the mountaintop

e

\

, ‘b

of Hiei. Rully Shabara uses Raung Jagat, an improvisational method created by Rully himself, to
explore the human voice as an instrument and the democratic and collective power of this voice.
Similarly, Tianzhuo Chen's new exhibition and lineup of live acts explore club and rave culture as well as
ritual and religion. The collective body in Chen's work has as much to do with the collective listening
experience as it does with simply physical bodies in the same space.

A number of works in Shows also examine the relationship between the voices of others and the
body of the performer. Nagara Wada and yang02's collaboration on a recreation of Wada's Couvade is
inspired by the titular custom, also known as sympathetic pregnancy, in which an expectant father
mimics some of the experiences of his pregnant partner. Taking the custom as its theatrical premise,
the work simulates this experience through the bodies and voices of the performers. As we write,
team chiipro are conducting extensive research around the Kansai area on the theme of the waltz as
well as member Nanako Matsumoto's personal history through interviews in preparation for their new
work. As in their past works, the art collective will explore texts produced and articulated through
physical memories. Crack Iron Albatrosskett's work depicts various people and their lives on the
margins of society through a number of quick-fire skits. Although the performers are physical, their
unique use of voices and regional dialects as well as cultural motifs and wordplay reveal the oratory
power of voice.

As a counterpoint, and on a slightly different axis, Kaori Seki's interest in sensory functions and
nonverbal communication is reflected in her use of barely perceptible sound and movement, leading
audiences to finetune their own bodies and senses and, moreover, enjoy a warped experience of fime
and shuttle back and forth across the gaps among humans, animals, and plants. Philippe Quesne's
performance work also explores nonverbal communication through the world of giant moles, a place in
which no humans or languages exist.

In order to share these works with audiences, who are of course also participants in this festival,
we feel that it is important not only to present the works themselves, but also offer the opportunity
to experience the backgrounds and contexts from which they emerged. An artist is often seen as
someone who provides alternative perspectives. However, these perspectives are nevertheless always
connected to society and the context that nurtures the work. In any work, there is always some link to
society, some kind of thought process behind it. If we think of it like this, this isn't so different from
those of us who are living our daily lives. So, why do such works appear? In the Kansai Studies
program, we research and share the culture of the Kyoto and Kansai region from the perspective of
artists, unraveling preconceived notions and ushering in new perspectives. We will also continue the
SKF program, inviting experts from different fields to share a diverse range of thoughts. We hope
these programs nurture the thought processes that surround the festival.

During the past year and a half where our bodies have been prevented from traveling and gathering,
voices have often traveled and gathered together in a disembodied state. We hope this edition's
concept of "moshi moshi?!" allows audiences to discover a multiplicity of voices and, through this lens,
find new perspectives on our “now."

Yoko Kawasaki Yuya Tsukahara Juliet Reiko Knapp
Co-directors, Kyoto Experiment
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As an international festival based in Kyoto, this program focuses on the region upon
which the festival stands and explores it through fieldwork. Artists take the lead in
the program, researching the Kansai region's culture in team with local residents,
producers, and researchers. Thoughts and observations derived from this research
are 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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Shows
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This program invites forward-thinking artists
from Japan and overseas, staging 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
introduces experimental works that transcend
the genre boundaries of dance, theater, music,
and fine art.
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Can artists foresee the future? The "SKF"
program connects society with experimental
performing arts through talks and workshops in an
attempt to spark new ideas and dialogues, a fresh
awareness of issues, and perspectives on the
future. Think, discuss and debate together on
various social problems and issues addressed by
experimental works. We hope the "Super
Knowledge" acquired will equip you to flexibly
confront the unpredictable future!




12

1/‘

vav X

Shows

Shows 127 R 7 ZALASN TV EINTNOFEEDBERLHE AN o
[ TELE] U727 725508 ANICELLEDOLEV T T
Yy P TRE - AT R LCBTTHTR I 7428 M T E T
bR TELEIYT, 45722 T4 2508 E LbENE 2

MW IOFIAN AR ROKRRIL-TH TR FLNBRERETLTRENH)L T,
RHFHRITO T, B KYOTOEXPERIMENT 7 = 7 f Mz LA+ 0 T,
CHEROE, TRBESBLLIT,

The next pages introduce the Shows program. Check out the recommendations at the bottom of each
page for suggestions on other performances, talks and events o watch as a set!

(Please note the festival program may change depending on Covid-19 restrictions. Please check the festival
website for the latest information before visiting.)
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Ho Tzu Nyen

Voice of Void
In collaboration with YCAM

(Exhibition) Based in Singapore

Courtesy of Yamaguchi Center for Arts and Media [YCAM]

Dates:

10.1 (Fri)-10.24 (Sun)
10:00-20:00

Open until 22:00 on 10.1 (Fri)
% 10.3 (Sun) 13:00 Artist Talk

Venue:

South Gallery, Japanese-style Hall,
Japanese-style Room "Meirin“, Studio 4 and
other locations, Kyoto Art Center

Language
Video Projection: Japanese with English surtitles
VR: Japanese and English

Age limit and other information:
+ Audiences aged 12 and under cannot be admitted to the VR
experience.

* The VR experience can be booked in advance (time limit
per session).

+ The VR experience time may be shortened during busy periods.

+ On October 16th (Sat) and 17th (Sun) between
13:00-15:00 and 17:00-19:00 the VR experience is closed
due to Nagara Wada & yang02's Couvade performance. The
rest of the exhibition is available to view as usual.

* Please visit the festival website for more
information.

Photo: Ichiro Mishima
Courtesy of Yamaguchi Center for Arts and Media [YCAM]
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Resurrecting wartime voices through VR
and 3D animation

Singaporean artist Ho Tzu Nyen has been creating video works
and theatrical performances based on historical and philosophical
texts and materials. In recent years, his interests have expanded
to World War IT-era Japan, a key influence in Southeast Asia's
modern and contemporary history. His latest work on the topic is
a video and VR installation about the Kyoto School (a group of
intellectuals formed around Kitaro Nishida (1870-1945) and
Hajime Tanabe (1885-1962) at the Kyoto Imperial University).
Created in collaboration with Yamaguchi Center for Arts and
Media, the project will build on its previous exhibition at YCAM
with this presentation in Kyoto, a location crucial fo the work's
theme.

At the end of November 1941, shortly before the attack on
Pearl Harbor, four philosophers met for a roundtable discussion
at a Japanese restaurant in Kyoto's Higashiyama. In Voice of Void,
this talk is revisited and analyzed, along with related
contemporary texts and testimonies. Although some have come to
criticize the Kyoto School for their ideological support of the
Pacific War, here there is neither a simplification of history nor a
condemnation of their theories. Combining 3D animation and
anime aesthetics through VR technology, the work invites the
audience to identify with the characters while they bear withess
to the reenactment of history. Founded in the late 19th century,
early Meiji era, and renovated in 1931, the venue is a former
elementary school, guaranteed to be the perfect theatrical
device for conjuring voices from the past.

Artistic Direction: Ho Tzu Nyen

Text: Ho Tzu Nyen and Tomoyuki Arai

Voices: Uichiro Fueda (Uichiro Fueda Drama Office), Akira Takayama
(Port B), Yudai Kamisato (Okazaki Art Theatre), Masahiro Oishi
(mamagoto / NYLONI00 °C / Switch Research Institute), Jun Tsutsui
(dracom), Agito, Yuma Tsurumai, Koichi Murakami, Yabuki

Curator: Kazuhiko Yoshizaki (YCAM)

Dramaturge and Translation: Tomoyuki Arai

Assistant Dramaturge and Translation: Miho Tsujii

Technical Direction: Richi Owaki (YCAM)

Production Management: Clarence Ng (YCAM)

Spatial Sound Design: Katsuhiro Chiba

VR Device System and 2D Animation Production: Junji Nakaue (YCAM)
VR System Desigh: Shoya Dozono (Qosmo), Ryosuke Nakajima (Qosmo)
3D Modeling: Masaki Toriyabe

CG VFX Production: Ryo Kanda

Character Desigh: Takuya Sugimoto

Voice Recording: Kohsuke Nakamura

Graphic Design: Tezzo Suzuki

Curatorial Assistance: Leonhard Bartolomeus (YCAM)

Production Support: Stephanie Goh, Yap Seok Hui (ARTFACTORY)
Artist Technical Consultant: Andy Lim (ARTFACTORY)

Artist Assistant: Johann Yamin

Curator of Frequency of Tradition: Kim Hyunjin (KADIST)

Produced by Yamaguchi Center for Arts and Media [YCAM]
Co-produced by Frequency of Tradition, KADIST Three-year Program
across Asia, and TPAM - Performing Arts Meeting in Yokohama
Presented by Kyoto Experiment

Participating program in Nuit Blanche KYOTO 2021

= Check these out tool

Tianzhuo Chen < p.16
Voice of Void Talk Series 1. == p.56
Voice of Void Talk Series 2. = p.56
Kansai Studies = p.59
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10.2 ( 1) Eartaker. Prettybwoy.
VMO (Violent Magic Orchestra)

10.3 ( H ) Mars89. VMO (Violent Magic Orchestra).
¥@US$UKE ¥UKIMATS$U
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Tianzhuo Chen
The Shepherd

(Exhibition, Performance) Based in Beijing

Photo by Shen Peiyu

Exhibition:
10.1 (Fri) 16:00-28%€¢® 20:00
10.5 (Tue)-10.31 (Sun) 11:00-19:00

Closed on Mondays

Venue:
Kyoto City University of Arts Art Gallery
@KCUA

Performances:

1 = 10.2 (Sat) 2689 16:00
2 = 10.3 (Sun)2080 16:00

Doors open 30 min prior to the performance.

Duration:

180 min (tBc)

Artists:

10.2 (Sat) = Eartaker, Prettybwoy,
VMO (Violent Magic Orchestra)

10.3 (Sun) = Mars89, VMO (Violent Magic Orchestra),
¥OUS$UKE ¥UKIMATSU

Age limit and other information:

No admission to the performances for audiences aged 12 and under.
Ticket holders to the performances may view the exhibition at the
venue once doors open at 3g" 15:30

Due to the spread of Covid-19 the time of the performances and
the start time of the exhibition on October 1st has changed.
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Plunge into a celebration that blurs the
lines between art, religion, and
subculturel!

Trailblazing Chinese millennial artist Tianzhuo Chen is a
master in crossing and combining genres and media, freely
mixing fields like performance, film, design, fashion and
electronic music. Chen's performances of ten mutate into
independent video works, which in turn create new
performative settings in combination with objects, paintings
and spaces.

For this year's festival, his new exhibition draws on
multiple older works such as ISHVARA and An Atypical 17
Brain Damage while the installation in the main room is
dedicated to his recent movie The Dust. The Shepherd
transforms a sprawling gallery into a festive space where
mystical religious ritual meets rave. The title of the
exhibition is based on the figure of the shepherd, which is
used in many religions as a metaphor for the search for lost
souls and thus as a starting point for spiritual
transformation. On the opening weekend, Chen also creates
two three-hour-long live music and DJ performances, sure
to guide the audience to a higher state of entrancement.

= Exhibition

Artistic Direction, Concept: Tianzhuo Chen

Lighting: Akihiko Tanida

Technical Adviser: Masaya Natsume

Coordination: Kyoto City University of Arts Art Gallery@KCUA
(Mitsuhiro Kishimoto, Mizuho Fujita)

= Performance

Direction: Tianzhuo Chen

Stage Manager: Yuhi Kobayashi

Lighting: Akihiko Tanida

Sound: Bunsho Nishikawa, Ryo Yoshida
Technical Adviser: Masaya Natsume
Coordination: Tsubasa Shimizu (KANKARA Inc.)

Organized and produced by Kyoto Experiment, Kyoto City University
of Arts Art Gallery @KCUA

Production Management: partner in crime

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

Presented by Kyoto Experiment, Kyoto City University of Arts
Participating program in Nuit Blanche KYOTO 2021

= Check these out too!

Ho Tzu Nyen = p.14
Masamitsu Araki = p.18
Rully Shabara = p.22

Photo by Ren Xingxing
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Masamitsu Araki
Soundtrack for Midnight TAMURO

(Music / New Work) Based in Kyoto

— LA -
Artwork by Pedal Kurihara

Dates:

10.1 (Fri)-10.3 (Sun)
15:00 Reception Opens / 15:50 Reception Closes /
16:00 Departure

Venue:
Mountaintop Parking Lot, Hieizan Driveway

Box Office and Meeting Location:
ROHM Square, ROHM Theatre Kyoto

Duration:

50 min (Teo)
The bus is estimated to return to ROHM Square at 20:00.

Age limit and other information:

No admission for preschoolers.

All audiences must gather at ROHM Square from where a bus will
take them to the venue.

Please note audiences who do not arrive by the bus departure time
will be unable to see the performance.
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Arts Support Kansai

Introducing a custom car audio
orchestra—a symphony of sounds
echoes atop the mountain

Masamitsu Araki builds unique sonic spaces based on his
acoustic experiences and fieldwork. A member of the
documentation group Archives Pay and the music group New
Manuke, he also creates theater and installation works. For
his latest project's motif, Araki takes an interest in the
world of custom car audio. In pursuit of the perfect sound,
cars are modified with exquisitely curated sound systems
and visuals. With a parking lot in Mount Hiei as the stage,
Araki holds a car stereo concert in the darkness of twilight. 19
The cars' systems cannot reach their fullest potential in
the city, but in the mountains, there's nothing to hold them
back. With a suburban parking lot at his disposal, Araki lets
his imagination run wild, composing a suite that incorporates
underground culture and reverberates throughout the
depths of the Hiei valley. Enjoy the ride as you leave the
city of Kyoto behind and gradually approach a surreal space.

Direction, Sound Design: Masamitsu Araki

Stage Manager: Kazushi Ota

Lighting: Yasuhiro Fujiwara

Sound: Bunsho Nisikawa

Production Coordinator: Kanako Yamasaki (KANKARA Inc.)

In co-operation with Hieizan Jidosha Co., Ltd.

Produced by Kyoto Experiment

Supported by The Agency for Cultural Affairs Government of Japan
through the Japan Arts Council and National Arts Council, Arts
Support Kansai

Presented by Kyoto Experiment

= Check these out tool

Tianzhuo Chen = p.16

Rully Shabara = p.22

Japanese Buddhism and the Avant-Garde = p.56
Beat Picnic = p.57

© Masamitsu Araki
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Beglim Erciyas
Voicing Pieces

(Performance) Based in Brussels, Berlin

© Begiim Erciyas

B
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Performance Cancelled

This performance has been cancelled as the artist is unable
to travel o Japan due to Covid-19 travel restrictions.

Preparations are being made to hold a workshop during the festival in
which participants can experience Erciyas' work and artistic practice.
Details will be announced on the festival website.
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Following your voice to the stranger
within

Isn't there something uncanny about hearing your own voice,
say oh a recording? While the physical explanation lies in
the different route taken by the sounds, there remains in
this experience a certain strangeness—precisely what
Begiim Erciyas attempts to capture in Voicing Pieces.

Erciyas is a choreographer and performer with a unique
background: she studied molecular biology and genetics in
Turkey and contemporary dance in Europe. This piece is
based on research conducted in Kyoto during a 2014
residency, and, seven years later, is finally making its 21
Japanese premiere (the inspiration came from Japan's
culture of solo karaoke!) Booths are set up in the theater
for each audience member to visit in turn, alone, reading the
given texts aloud and listening to their own voice as if it
came from elsewhere. The audience members thus become
the performers, while at the same time being their own
spectators. Some may find an “other" living within
themselves for the first time; their own voice may appear as
the invasive voice of a stranger. As coronavirus continues o
render it difficult o meet, our voices play a hugely
important role in communication today. Those who
experience Voicing Pieces are sure to have all kinds of
realizations.

Concept: Begiim Erciyas

Realization: Matthias Meppelink, Begiim Erciyas

Dramaturge: Marnix Rummens

Text: Matthias Meppelink, Begiim Erciyas, Jacob Wren

Set Realization: Tim Vanhentenryk

Artistic collaboration: Jean-Baptiste Veyret-Logerias

Production Management & PR: Barbara Greiner

Produced by Begiim Erciyas, Platform 0090

Tour Management: Hiros

Co-produced by: wpZimmer, STUK Leuven, Tanzfabrik
Berlin/Tanznacht Research

Supported by / Residencies at: Kunstencentrum BUDA (Kortrijk) ,
Q-02, FrankfurtLAB, Tanzrecherche NRW, Goethe Institut - Villa
Kamogawa

In co-operation with Goethe-Institut Osaka Kyoto

Supported by The Agency for Cultural Affairs Government of Japan
through the Japan Arts Council and National Arts Council,
Hauptstadtkulturfonds Berlin

Presented by Kyoto Experiment
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Rully Shabara

Raung Jagat: Drone of Colours
(Music, Performance / New Work) Based in Yogyakarta

Photo by Wandirana

Dates:

10.9 (Sat) 17:00
10.10 (Sun) 17:00 »

Doors open 30 min. prior to the performance.
¥ Childcare Service = p.87

Venue:

South Hall, ROHM Theatre Kyoto

Duration:

60 min (Tec)

Raung Jagat Synthetic Album Cover
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Democratizing the voice?! Yogyakarta
and Kyoto share a remote improv
session

Based in Yogyakarta, Indonesia, Rully Shabara is a member
of the experimental music duo Senyawa and lead vocalist for
his band Zoo. For this year's program, he presents a new
performance using Raung Jagat—his own improvisational
chorus system—along with performers selected through an
open-call and Tenniscoats, a band known for its many
collaborations. Given coronavirus travel restrictions,
Shabara notably embarked on a new challenge to create the
piece remotely, staging a conductor-free performance with
the singers, and director Jun Tsutsui. Using an AI-powered
color system as an improvisational springboard, the
participants develop jam sessions by independently changing
their words (or sounds) and rhythms, and playing with the
ways their voices resonate. Elements of “drone
music"—extended sounds with no change in pitch, which
often appear in traditional and folk music—are also
indispensable to this new version of Raung Jagat.

The human voice is our most intimate instrument. "Raung
Jagat's chorus system allows even amateur singers to freely
discover their voices. Especially in a setting without a
conductor, it can serve as an opportunity to further
‘democratize’ this instrument,” says Shabara. Be sure to
catch his work as it utilizes technology and the pandemic's
adversity o enter a new phase of exploring the potential of
the voice.

Concept, Direction: Rully Shabara

Software Design: Louis Marcellino, Rangga Purnama Aji

Spatial Direction: Jun Tsutsui

Musicians: Tenniscoats

Stage Manager: Masaya Natsume

Lighting: Rie Uomori (kehaiworks)

Sound: Ryo Yoshida

Video: Yoshitaka Shimada, So Fukuoka

Interpreter: Natsu Kashiwamoto

Production Coordinator: Kei Saito (ROHM Theatre Kyoto)

Produced by Kyoto Experiment

Assistance from Kyoto City Board of Education

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],
The Japan Foundation Asia Center Grant Program for Enhancing
People-to-People Exchange

Presented by Kyoto Experiment
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Nagara Wada & yang02

Couvade

(Theater / Re-creation)  Based in Kyoto/ Kanagawa

Dates:

10.16 (Sat) 13:00 / 17:00 %
10.17 (Sun) 13:00 » / 17:00

Doors open 30 min prior to the performance.
% Post-show Talk
¥ Childcare Service = p.87

Venue:

Auditorium, Kyoto Art Center

Duration:

90 min (TBc)

Language:
Performed in Japanese (English text summary
available)

Photo by Yuki Moriya, Scenography by Aoi Hayashi (2019)
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Why we, non-mothers, simulate
preghancy

The current state of affairs around pregnancy and
childbirth in Japan is not promising. Despite a declining
birthrate and aging population, Japan has made little
progress in creating a culture that is conducive to
childbearing and childrearing. Meanwhile, those who choose
not to have children continue o face societal pressure.
Theater director Nagara Wada approaches this stagnant
situation by reviving an unconventional custom called
couvade. For this work, Wada recreates a piece first staged
in 2019 with media artist and stage production newcomer
yang02 as her collaborator.

According to the dictionary, couvade is a “custom in some
cultures in which a man takes to his bed and goes through
certain rituals when his child is being born, as though he
were physically affected by the birth.” By engaging with
this ancient and also theatrical custom, the performers,
both men and women who have never given birth, will
simulate and liberate the experience of pregnancy and
childbirth, considered only possible for mothers. Notably,
teenagers are cast as performers for this version through
an open call. With the participation of the next generation,
and through collaboration with yang02, who has maintained a
physical approach to his technologically rooted practice, the
work is updated to reflect the current times and poses new
questions around childbirth from a fresh perspective.

Direction: Nagara Wada (shitatame)

Scenography: yang02

Cast: Hiromi Ishikawa, Osamu, Masaya Kishimoto, Manaho Sugimoto,
Saho Matsuda (dracom)

Lighting: Yukiko Yoshimoto (Mahiru)

Sound: Toru Koda

Stage Manager: Kodachi Kitagata, Yuya Kitamura

Assistant Director: Momoko Nakamura

Production Coordinator: Yukina Yagi (Kyoto Art Center)

Produced by Kyoto Experiment (Recreation version)

Assistance from Kyoto City Board of Education

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],

The Saison Foundation

Presented by Kyoto Experiment
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Philippe Quesne
The Moles & A Screening of
"Crash Park: The Life of an Island"

(Theater, Performance) Based in Paris

The Moles © Martin Argyroglo / Vivarium Studio

Dates:

10.16 (Sat) 16:00
10.17 (Sun) 16:00 v

Doors open 45 min prior to the performance.
¥ Childcare Service = p.87

Venue:

Kyoto Art Theater Shunjuza

Total Duration:

120 min (T8c)

The Moles: 30 min (TBC)

Crash Park: The Life of an Island (Screening): 90 min

E 8 A [Crash Park: The Life of an Island] : 90 %
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Crash Park © Martin Argyroglo
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Human utopia and apocalypse evoked by
a theatre magician

Philippe Quesne is a leading French theatre director and
visual artist. For this year's festival, a new version of his
performance work The Moles (2016) is presented in
collaboration with contact Gonzo as well as a screening of
his theater piece Crash Park: The Life of an Island (2018).
Both works explore what the true nature of human kind is
and what brings happiness. Crash Park is a castaway story in
which the surviving passengers of a plane crash arrive on an
island. Through depictions of a primitive land as well as a
euphoric life with the islanders, Quesne portrays a human
utopia and dystopia. In The Moles, giant realistic moles
present a comical and acrobatic performance above ground.
Aside from their haughtiness and lack of speech, their way
of life is much the same as humans. The communication born
between the moles and the audience offers an opportunity
to reconsider the place of humans.

Also known as a ‘theatre magician’, take note of Queshe's
unique humor and creative set designs. Absorb this truly
original world view that also delivers a cutting satire on
environmental issues and contemporary society.

= The Moles

Direction: Philippe Quesne

Co-direction: contact Gonzo

Performers: Takuya Matsumi, Keigo Mikajiri, Yuya Tsukahara
(contact Gonzo), Ayari Ito (gallop), Takuya Nagamine

Stage Manager: Kazushi Ota

Lighting: Kosuke Ashidano (RYU)

Sound: Sho Takiguchi

= Crash Park: The Life of an Island (Screening / 2018)

Concept, Direction & Set Design: Philippe Queshe

With: Isabelle Angotti, Jean-Charles Dumay, Léo Gobin, Yuika Hokama,
Sébastien Jacobs, Thomas Suire, Thérese Songue, Gaétan Vourc'h

Assistant: Frangois-Xavier Rouyer

Animal Costumes: Corine Petitpierre

Original Soundtrack: Pierre Desprats

Lighting: Thomas Laigle, Michaél Nodin

Sound: Samuel Gutman

Stage Manager: Marc Chevillon

Stage Technician: Joachim Fosset

Wardrobe: Pauline Jakobiak

Dramaturgical Collaboration: Camille Louis

Film: César Vayssié

Camera Assistant: Matgorzata Rabczuk

Set and Prop Making: Ateliers Nanterre-Amandiers (Elodie Daugueft,

Marie Maresca, Yvan Assael, Jéréme Chrétien)

Produced by Nanterre-Amandiers

Co-production: Theatre National de Bretagne - Rennes, HAU Hebbel

am Ufer Berlin, Munchner Kammerspiele, Onassis Stegi - Athens,

Fondation Hermes

Supported by the Agency for Cultural Affairs, Government of Japan
Presented by Kyoto Performing Arts Center at Kyoto University of
the Arts, Kyoto Experiment

= Check these out too!
Nagara Wada & yang02 == p.24
Moshimoshi City == p.34

The Forest and Art = p.57
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Nanako Matsumoto,
Kengo Nishimoto /
team chiipro

Kyoto Imaginary Waltz

(Dance / New Work) Based in Tokyo

©Shuzo Hosoya

Dates:

10.22 (Fri) 16:00 «
10.23 (Sat) 14:00 / 19:00 »
10.24 (Sun) 17:30

Doors open 30 min prior to the performance.
% Post-show Talk

Venue:

THEATRE E9 KYOTO

Duration:

60 min (Tec)

Language:
Japanese with Japanese and English surtitles
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Dancing the waltz with imaginary others

Team Chiipro is a performance duo that engages in
meticulous research to reconstruct individual and collective
memories through the medium of the body. The pair
comprises co-directors Nanako Matsumoto, a performer
whose experience dancing ballet from the ages of three to
twenty led o her reexamining the nature of her own body,
and Kengo Nishimoto, who mainly serves as dramaturg. Their
project was selected through Kyoto Experiment's first open
call for proposals, and will be staged over two years in 2021
and 2022.

The theme of the first year's production is the waltz. The
performance is a Kyoto-specific iteration of a project titled
Imaginary Waltz that Matsumoto initiated after the
declaration of the state of emergency in 2020, in which she
dances with imaginary objects, people, and landscapes. The
waltz, which has been danced in Japan since the Meiji Era,
was repeatedly the subject of moral scrutiny as it involves
men and women dancing with their bodies closely touching.
Taking this as a starting point, the work raises questions
about the nature of fouch and joining hands today, in a time
where physical contact is restricted for reasons different
from the past. The text for the performance draws from
Matsumoto's personal history, as well as research and
interviews conducted in Kyoto. Through the narration, a
waltz danced with imaginary others takes shape, alongside
an interplay between text and body that will incubate over
two years.

Choreography, Direction: Nanako Matsumoto, Kengo Nishimoto /
team chiipro

Performer: Nanako Matsumoto

Video Design: Daichi Abe

Stage Manager: Yuhi Kobayashi

Lighting: Kana Watanabe

Sound: Mina Hayashi

Production Coordinator: Eri Shibata, Misako Fukumori (THEATRE E9
KYOTO)

Production Manager: Kodachi Kitagata

Technical Adviser: Yukiko Yoshimoto (Mahiru)

English surtitles: Kako Kishimoto

Publicity Design: Shuzo Hosoya

Produced by team chiipro

Co-produced by 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]
Presented by Kyoto Experiment

< Check these out tool
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2., A7 —FE B that charges headlong into the absurd!
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(Theater) Based in Tokyo
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years, Crack Iron Albatorosskett is a performance group

formed at a Yose (entertainment hall) in Nezu, Tokyo. The

group's scripts are written by playwright and novelist Akito

Inui. Inspired by counterculture movements and the art of

wanderers and drifters—from rékyoku (traditional Japanese

narrative singing) and rakugo (traditional Japanese

storytelling), to the blues and beat culture—their

performances are characterized by quick-fire, 1-5 minute

musical skits that depict the daily lives of people on the 31
margins of society.

Through the crazy comical appearances of the performers
who dive into the absurd, the group's work sharply carves
out the essence of things. This lively world of outsiders is
perhaps disappearing in the clean, modern city, especially as
intolerance redoubles in the current pandemic. Is Crack
Iron's world where foolishness, impermanence and rebellion
explode simply an exercise in nostalgia? With seats in close
proximity to the stage, make sure you experience this
spectacular, circus-like performance with your own eyes!

smoys
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KEL, YU, dL-BF0E TEED TIILv, Playwright: Akito Inui
Direction: Misao Ushijima
Cast: Akito Inui, Isao Okumura, Tomohito Nakajima, Utako Marx,
) Yoichi Murakami, Shinichi Watabe, Kumotaro Mukai,
e RABA Yusuke Furusawa, Kataoka Toyo, Daiichiro Yuyama
EEIE N R Sound: Hisayoshi Sasaki
BERABA. RER. FERA. v —722ABEF. Lighting: Sachiko Adachi
HEB—., EHRE—, AZKB. TERAN. Costume: Midori Hagino

Photo by Manabu Numata RBHE. &L K—® Production Manager: Satomi Matsushima
R Dates: PR S TN Special thanks to Rowe Marx
. s Produced by Crack Iron Albatorosskett
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MukuMeku Mu

(Dance) Based in Tokyo

Photo by Kazuyuki Matsumoto

Dates:

10.22 (Fri) 19:00
10.23 (Sat) 16:30 «
10.24 (Sun) 13:00 »

Doors open 30 min prior to the performance.

% Post-show Talk
¥ Childcare Service = p.87

Venue:

North Hall, ROHM Theatre Kyoto

Duration:

65 min

Age limit:
No admission for audiences aged 2 and under-.
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The weight of time and life unfolding in
a world of quiet sounds

MukuMeku Mu combines several archaic Japanese words
meaning “fo squirm,” “to peel,” “to sprout,” and “to give
birth,” denoting the beginning of life. This phrase, which
evokes a mythical world preceding life as we know it, is the
title of the latest work by KAORT SEKT Co. PUNCTUMUN,
led by award-winning choreographer and dancer Kaori Seki.

Seki's approach to dance is to “see the body as a collection
of countless points and painstakingly explore the senses,”
which also awakens our senses as viewers. The dancers
sharply focus on each and every moment, slowly moving, 33
tumbling, and wriggling, inviting us into a world where the
span of each second is magnified. Surprisingly, there seems
to be no sound at all, except for the occasional faint rustling
in the distance. The audience becomes acutely aware as they
watch the performance unfold. A permeating fragrance also
acts as an intentional device to sharpen the senses.
Gradually, as the dancers' and audience’s senses resonate
together, sounds and signs of life escalate. The experience
may be one that invites you to confront the miracle of the
present moment and grapple with the concepts of time and
life.

Iu "
’

Choreography, Direction: Kaori Seki
Dancers: Teita Iwabuchi, Masataka Uchiumi, Kenji Osako, Yu Goto,
Neon Sugimoto, Kozue Takamiya, Kaori Seki
Understudy: Miki Sasaki
Rehearsal Support: Shun Shimizu
Stage Manager: Chikage Yuyama
Light Design: Masayoshi Takada (RYV)
Sound Design: Yuji Tsutsumida
Sound Operator: Masahide Ando
Costume Design: Midori Hagino
Perfume Design: Toshifumi Yoshitake (Perfume Design Laboratory Co., Ltd.)
Scenography Coordinator: Nami Tomizawa
Production Manager: Yuko Kieda, Satoko Suchi
Creation Support: Setagaya Public Theatre
Premiere: Theatre TRAM, Tokyo (2020)
Produced by Dantai Seki Kaori
Supported by the Agency for Cultural Affairs Government of Japan through the
Japan Arts Council and National Arts Council, The Saison Foundation
Presented by Kyoto Experiment

= Check these out too!

Rully Shabara = p.22

Nanako Matsumoto, Kengo Nishimoto / team chiipro == p.28
Crack Iron Albatorosskett == p.30

The Forest and Art == p.57
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Moshimoshi City

—Take a Stroll Through Kyoto
and Listen to a Series of
Fictitious Performances

(Performance)

Artists:

Toshiki Okada (Playwright, Novelist, Director of chelfitsch)
Yudai Kamisato (Writer, Theatre Director)

Ayaka Nakama (Dancer)

hyslom (Artist Group)

Mika Masuda (Dancer, Writer, Director of mimacul)

Takuya Murakawa (Director, Video Artist)

©Yuya Tsukahara

Reception Dates:

10.8 (Fri)-10.10 (Sun)
10.15 (Fri)-10.17 (Sun)
11:00-17:00

After receiving a map from the reception, audiences can visit each
location on the map (within Kyoto city) and listen to an audio
recording specific to each location.

Reception Location:
ROHM Square, ROHM Theatre Kyoto

Venue:

Various locations around Kyoto city (ROHM Square, ROHM
Theatre Kyoto, Yoshidayama Green Space,

Midorogaike, Kyoto Station Central Exit, Area nearby Kyoto
Municipal Hachijo Junior High School, hyslom Studio
(Higashikujo, Minami-ku, Kyoto), and 3 other locations)
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Total time required to travel to each location:
approx. 6 hours
Total listening time: approx. 60 minutes

(after visiting the reception, the audio files can be listened to until
Sunday October 24th)

Language:

Japanese / English

Information:

Please bring a smartphone and headphones to listen to the
audio recordings.

Please note Kyoto Experiment does not cover transportation
costs to and from each location or for any fees incurred when
listening to audio recordings on a smartphone.

Customers without a smartphone may rent an audio device for
a fee. Please note advance reservation is required and the
number of devices is limited.

Imaginary stages emerge from sound.
What if performances could happen all
over the city?

In this program, artists conceive imaginary performance
pieces that are experienced through audio in various
locations in Kyoto. Audience members visit locations on a
map distributed at the festival's Meeting Point. When the
audio is played back according to instructions, a seemingly
non-existent performance emerges from the scenery. In
other words, we witness the performances through our
imaginations.

The project is a response to obstacles caused by the
pandemic such as being unable to physically gather in the
theater and the limitations of online streaming. Artists’
visions can't always be realized, but that's also what makes
them so exciting. Through the power of imagination,
experience their wildest fantasy creations. With the help of
audio, the usual scenery of the city transforms. Log off and
go outside. Experience a new approach to theater to open up
our closed of f, post-pandemic minds and bodies to the
outside world.

Audio recording advisor: Takuya Murakawa
Production cooperation: Europe Kikaku / OPOSS Inc.
Presented by Kyoto Experiment

= Check these out too!

Rully Shabara = p.22

Nagara Wada & yang02 = p.24

Philippe Quesne = p.26

Demachiza x Kyoto Experiment Screenings = p.57
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The key concept for Kyoto Experiment Autumn 2021 is "moshi moshi?!"
Due to the pandemic online dialogues have become more frequent and
s | e we often find ourselves addressing an absent body that does not exist in
,\ !,i‘ = u" et o8 | 2 the same space. Should we not therefore ask, how to listen to the voices
STy -t D ok of others who are / are not here and the sounds that are / are not currently
AU Ll Lot b = - occurring. Who is the subject that calls out "moshi moshi?!", or is one being
71 A\ e called? And how do you imagine the invisible on the other side of "moshi moshi?!"
The next pages feature articles from a variety of different perspectives, all
using the key concept "moshi moshi?!" as a starting point.
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What Is a "Nice" Voice?

A History of Voice and Gender through

Moshi Moshi

- e
LB

During the coronavirus

pandemic, web conferencing

tools like Teams and Zoom have become widespread, allowing us o
hold meetings or classes remotely while still seeing each other's
faces, though more than a few people prefer to turn their camera
off. If face to face, we can check emotional changes and the
extent to which someone understands from their body language or
facial expression, but when the face is not visible, everything
hinges on the voice that is audible. Our sense of hearing then
becomes accordingly acute. This makes us newly aware that
communication quality is greatly dependent not only on the actual
information that is relayed, but also on the “facial expression” of
the voice that appears in the way something is said, volume,
intonation, and tempo.

At call centers and such customer service providers, staff
undergo instruction in improving their voice's “facial expression”
that exceeds technical training for how to speak in a voice that is
easy to hear. This is founded upon the understanding that
consideration for who you are speaking to, politeness, and
quick-wittedness give your voice a “facial expression.” To put this
another way, though we can actually change any voice through
training, there endures the essentialist view that a telephone
operator is always a womah, who is synonymous with possessing a
“nice” voice that is easy fo hear.

We now think nothing of calling and speaking to someone on the
phone, but until telephones became automated a manual
switchboard operator would connect the caller with whomever
they were calling. Because of what these operators would first say
to a caller, they became known in English-speaking countries as
“hello girls” or in Japan as “moshi moshi girls" (after moshi moshi,
the expression used when answering the phone). Since it was a new
occupation pioneered mainly by middle-class women, the image of
an operator as a woman's job remains ingrained, though it was
initially done by men. Why did women later gradually take over the
role? The female voice was often cited as a reason that made
women more suitable than men as switchboard operators. To the

politicians who opposed

hiring women as operators in
the German Reichstag from the late nineteenth to early twentieth
centuries, the undersecretary of the Ministry of Communications
emphasized women's aptitude for the job by linking the higher
pitch of a woman's voice with being easy to hear and sounding nice.
But this is a leap of logic. A voice that is easy to hear does not
necessarily sound “nice."

The philosopher Walter Benjamin, who spent his childhood in
Berlin at this time, describes the technical glitches during the
early days of the telephone and how the telephone exchange and
operators dealt with the complaints of users arising from these.
Problems with the technology meant that telephones frequently
failed to connect and users turned their fury first on the
switchboard operator and then the telephone company itself.
Given that many of the users at the time were men with a high
social status, what could be done to keep their anger in check at
this initial stage? In Japan too during the same period, it is said
that male switchboard operators would give as good as they got
verbally, leading to arguments with customers. The choice of
operators ultimately fell on well-bred, unmarried young women,
who were perceived as placid and, moreover, the kind of person
with whom users would be reluctant to lose their temper. Their
“nice" voice was, in fact, an amalgam of various elements, not least
the way of speaking and attitudes expected of higher-class women
and the expectations of users foward unmarried young women.

Kae Ishii

Kae Ishii is an associate professor at the Doshisha University
Faculty of Global and Regional Studies. A specialist in social
history and gender history, her research particularly focuses on
gender and labor in modern and contemporary Germany and Japan.
Her publications include Why Did the Telephone Operator Become
a Woman's Job? A Comparative Social History of Technology and
Gender in Japan and Germany (2018).
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Invention of the telegraph by the American painter
Samuel F. B. Morse

World's first submarine telegraph cable is laid along
seabed under the English Channel between Britain
and France

On his second visit to Japan, Commodore Matthew
Perry presents the shogunate with telegraph sets

Completion of first transatlantic telegraph cable
First telegraph line in Japan

Denmark's Great Northern Telegraph Company lays
submarine cables between Japan and Europe

Invention of the telephone by Scottish-born
American Alexander Graham Bell

First telephone is made in Japan, based on Bell's

device. Due to the weak audio quality, it is never used

Telephone exchange services begin between Tokyo
and Yokohama, initially for 155 households in Tokyo
and 42 in Yokohama. It is a manual exchange,
requiring an operator to connect the caller to the
receiver via a switchboard

World's first submarine telephone cable laid under
the English Channel

First public payphones, installed at Ueno Station and
Shinbashi Station. A telephone booth is subsequently
built outdoors in the Tokyo district of Kyobashi

An automatic telephone exchange introduced,
eliminating the need for human switchboard operators
No. 3 Automatic Desk Telephone, forerunner of the
No. 600 Automatic Desk Telephone ("Black Telephone").
The design is subsequently improved and becomes a
standard for later devices

No. 4 Automatic Desk Telephone

Pocket Bell (beeper/pager)

Push Phone (push-button telephone)

Shoulder Phone (portable telephone)

First handheld mobile telephone

2007 iPhone

t History of the Telegraph and Telephone
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Timeline supervision, commentary:
Kae Ishii
Images courtesy of NTT

Online Resources
History of NTT
https://group.ntt/en/group/history/

150 Years of the Telephone in Japan:
Looking Back on Telephone History,
including the Black Telephone and
Payphones
https://time-space.kddi.com/it-tech
nology/20191023/2765

Historical Background

Humans have racked their brains to
contrive means of relaying
information over large distances.
From drums to smoke signals, beacons,
bells, signal guns, flag semaphore,
carrier pigeons, and optical telegraphy,
various methods were devised for
conveying signals or words to faraway
locations. Advances in industrialization
and imperialism from the nineteenth
century, in particular, ushered in
striking developments in information
and communications technology. With
the appearance of telegraphy, a way

of communicating that uses electricity,

followed by the telephone, it became
possible for information to reach
distant places instantly in the form
of signals or voices. The expansion of
railroad networks, the opening of the
Suez Canal, and the improvement of
steamer ship routes, in addition to
laying transatlantic telegraph cables,
all accelerated the movement of
people, things, and information, and
hastened global integration.
Telegraph devices capable of
transmitting and receiving Morse
code were not only used by those in
power seeking to exploit conflicts
like the Satsuma Rebellion or Boxer
Rebellion. They also rapidly relayed
global news fo boost economic activities
and inspire ethnic identity around
the world. On the other hand, in the
sense that it could transmit an actual
voice in real time, the telephone was
revolutionary and became a commonplace
means of communication we now use
on an everyday basis. With the
development and spread of information
appliances and devices like mobile
phones and smartphones since the
end of the twentieth century, it
became possible to send and receive

not only voices but also fext, pictures,

and video, greatly furthering the
compression of time and space.
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The Transmutation of Moshi Moshi

Online spaces sometimes inform us of today's unique “common
sense.”

I once came across a rule that said the phrase moshi moshi
was uncouth and you must not say it when you answer the phone.
Several websites explained the reason with affected expertise,
claiming that it to be an unconscious breach of etiquette.

The rationale for this is that it is an abbreviation, shortened
from another phrase, mashiagemasu, méshiagemasu (literally, "I
will speak, I will speak”), that the telephone operator originally
said. Makes sense, right? Special abbreviations used among
friends may seem somewhat inconsiderate to someone who
doesn't know what they mean. As such, the reasoning goes, the
phrase should be avoided—but this is highly doubtful.

In the first place, the claim that it is an abbreviation is a
contortion of the truth. Since the early modern period, long
before telephone operators started to say it, moshi moshi was
already in use in that form and, moreover, is not an abbreviated
way of repeating méshiagemasu.

Moshi moshi derives from méshi, which was said when a
person called out to someone. Repeating the slightly more casual
moshi made it more emphatic. It was used in hurried
circumstances: the other person hadn't noticed you, they were
about to leave, and you wanted to call out to them quickly.
Clearly more polite than oi, the greeting used for an equal or
social inferior, it could also be used publicly. Kora is modified
from kore, a word similarly used to draw attention, but today
conveys more strongly a sense of reproachment. Rather than oi
kora, then, moshi moshi retains a very humble and moderate
sense of distance and the rushed repetition gives it a gentle
resonance.

Incidentally, in terms of why the word is repeated, you can
come across bizarre theories online that it is related to

supernatural creatures. Like the Golden and Silver Horned Kings'

magical gourd in Journey to the West that would suck you up
and dissolve you if you made the mistake of answering, the idea
here is that you mustn't respond carelessly when you don't know
to whom (or what) a voice belongs. Dubious monsters would
always call only once. And so, the theory goes, people would call

out twice to prevent being mistaken for a supernatural creature,

but this convoluted and roundabout explanation is full of holes.
Why on earth would such an unusual belief emerge when people
wanted to use the telephone, a modern convenience?

My impression is that moshi moshi was used on the phone
because this new space of telecommunications had a truly
physical and corporeal quality.

When speaking by phone, you cannot see the other person.
You are neither able to identify someone instantly like you can
by sight, nor adjust how you respond. You must confirm someone
is there just by their voice, probe for who it is and what their
intention is, and continue the dialogue by your sense of hearing
alone. Akin to both parties wearing blindfolds and conversing
from different locations while connected by a mere wire, there
had never been an experience like this before in everyday life.
During the course of it, you must cope with the slight anxiety
("Are we connected?"), the uneasy sense of distance (because
your interlocutor is not in front of you), and the
out-of-the-blue, harried nature of everything (the phone
suddenly ringing, the caller unknown), and so on.

The need to call out "moshi moshi” and start probing was an
emotionally natural choice. In English, the word hello was
already in use but it is no coincidence that a sense of distance
remained with ahoy, which sailors would say to call out to other

ships across the water.

So, where did this interpretation that moshi moshi is rude
come from? It is probably connected to education about phone
etiquette for business calls. An impromptu check of such
manuals available online reveals entries recommending people
avoid moshi moshi from around 2001. This is closely related to
how call centers, which specialize in dealing with customer
inquiries and complaints, are often set up both inside and
outside a company, and training was required for operators
regarding their language.

The assertion is simple. Whoever it is, they are calling for a
reason, making it redundant to say “moshi moshi”in advance;
instead, you should just answer the call by saying the company
name, followed by: “Thank you for waiting.” There may be times
when moshi moshi is used to check the line is connected because
the operator cannot hear the caller, though the businesslike
training instructs operators to respond with a more formal and
longer phrase in such cases. This kind of corporate training was
then brought into the way people generally spoke on the phone,
giving rise to doubts about moshi moshi that led to the
aforementioned contrived explanation.

The systems and devices have also changed, whereby
telephone protocols started to feel unnecessary or excessive.
Devices became able to display the number of the caller, so we
could tell who was calling before answering. We no longer need
moshi moshi to probe who it is. Moreover, mobile phones
advanced the individualization of the telephone and connecting
directly with someone became part of everyday life. The
expedience of text-based “chat" functions in which you can
communicate by typing, instead of speaking, has further
complicated the rules of etiquette.

And yet it is niggardly to impress on people’s manners a flat
and repressive ban on moshi moshi. Because it overlooks the
complexity of the power of the voice and fails to affirm the
creativity of new forms of expression that get closer to how we
truly feel.

What comes to mind here is those funny bits in stand-up
comedy duos and so on, when even though the performers are
standing face to face, one of them will say “moshi moshi" to

emphasize a misunderstanding. We can laugh at people acting out

that sense of distance because we too have stored in our bodies
the unconscious training for using the contraption that is the

telephone, whereby we rush to connect, agitated by the haste of

the process.

Today as we live amid the sense of suffocation ushered in by
the coronavirus pandemic, new kinds of video and web
conferencing spaces are becoming widespread. While these may
well seem more convenient than expected, the isolation brings
discomfort in that we cannot fully feel like we coexist or share
silence together. What kinds of ways to call and answer can we
come up with transcending that distance? We must once again
peer into the shifts in our own physical sensations, as suggested
by language.

Kenji Sato
Born in 1957, Kenji Sato is a professor at the Graduate School

of Humanities and Sociology and Faculty of Letters at the
University of Tokyo. He specializes in historical sociology, media
theory, and social research history. His publications include
books about Kunio Yanagita, Munesuke Mita, and the impact of
mobile phones on human communication.
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Moshi Moshi?!

The smartphone placed in front of me starts to ring. I
answer and hear: "Moshi moshi?" I also answer, "Moshi
moshi.” Silence. What should I do? From then, I just
start listening to Samuel Beckett's Not I (1972)
performed—or is it narrated?—on the other end of the
line. When I tire of Beckett's difficult, repetitive
language, as if having detected this, along comes
another moshi moshi, though not in the original script,
to quickly refocus my concentration. At any rate, it was
addressed to me alone.

In the midst of the pandemic, this performance by
telephone, Moshi-Moshi, Not I, was devised by Kamome
Machine's artistic director, Yuta Hagiwara. The
narrator was actor Honami Shimizu. Though premiered
in September 2020, I received the phone call at a little
after 6 p.m. on August 2nd, 2021, while T was in the
otherwise empty second-floor exhibition space of the
Tsubouchi Memorial Theatre Museum at Waseda
University.

It was a peculiar physical experience, though perhaps
because it felt like an invitation to what was, in a sense,
a violent one-on-one relationship, I ended up deployinga &
kind of defense mechanism of avoidance by taking in :
the exhibits as I listened to the words from the other
end of the line. But eventually, my body seemed to
reach a state whereby it could concentrate on the voice
speaking through my smartphone and I sat on a chair in
the corridor outside the exhibition room and listened
until the end.

In its original conception, the performer would call
individuals on their own mobile phones, but this version,
presented as it was as part of the museum's exhibition,
was somewhat different. The Tsubouchi Memorial
Theatre Museum was then holding the exhibition “Lost
in Pandemic—Theatre Adrift, Expression's New
Horizons" (June 3rd-August 6th, 2021). The
performance was arranged fo start just after the
museum'’s closing time, when you could still view the main =
exhibition space but the video exhibits were no longer
playing. Nonetheless, you could take in the materials for |
stage performances canceled or postponed due to the '
pandemic, from posters to costumes, models of stage sets,
and scripts, along with a detailed timeline. The exhibits
also included an introduction to Moshi-Moshi, Not T,
where a smartphone was placed all alone. At the
appointed time, the phone would ring and the
performance would begin.

Hagiwara has written about the performance in a
superb essay, "Why Telephone Theater? Creating the
Public from a Gloomy Place," published on note.com on
July 16th, 2021, and T have little further to add.! But T
would like to emphasize here that in terms of the
fundamental issue, regardless of the pandemic or not,
what Hagiwara is doing is confronting the question of

£

—

— N g g g

Ll

o NXKRXNAD®W= =~

ll"
B 16 £
- L

,}

M
E:

. I*’ o
< :d]

0 :J’L I\ AL
#f*-u"';- 1' }k-E] ?1‘
i

.\

ﬂﬂﬂﬂe

of the twentieth century or the digital era at the end of the
twentieth century, theater sought to tackle its inferiority as a
medium by asserting its self-evident value as live performance.

As is already clear, Moshi-Moshi, Not I was a critical
response to this situation. But of far greater importance is
that it is a response also at the fundamental level of the
question of "What is theater?" explored during the
pandemic, which is much, much more immediate than the
metaconcept of a “new public” that Hagiwara seems to
discuss. Participating in Moshi-Moshi, Not I, I could not help
but recall the argument, quickly shared in Japan, of the
Ttalian philosopher Giorgio Agamben about the pandemic in
Europe and the process by which that was suppressed as a
tiny minority voice.

Agamben'’s series of remarks are already available in
Japanese in book form.2 To make an admittedly rough
summary, my understanding of what Agamben is saying in this
book is that he wouldn't mind dying from COVID if personal
liberties (private rights) were taken from him. If “wouldn't
mind dying" is going too far, let's say he is inciting us to fully
resist those in power, who are attempting o take away our
private rights under the pretext of the pandemic. But as T
wrote above, almost the entire theater world appeared to me
to exist this past year and a half in a state of conformity
synonymous with self-constraint—that is, renouncing one's
private rights. To wit, I was left in doubt if there was an
Agamben among Japanese-language theater practitioners.

That doubt was cleared up after experiencing
Moshi-Moshi, Not I: there does seem to be one. In this way,
while referring to Agamben, I became ready to think
together with Hagiwara (and the others who presumably
exist), regardless of the pandemic, about theater and the
public—that is to say, the problem of the other and the
essential violence of the theater form—through the active
and passive call that is moshi moshi. Though admonishing
myself for my thorough modernism, I can't go along with the
prevalent "J"-style strategy of surviving while balancing the
premodern with the postmodern. For me, such as I am, “"moshi

moshi?!" is the most creative theme right now.

1. https://note.com/kamomemachine/n/n7b5fb00f22ae
2. Giorgio Agamben, Where Are We Now?: The Epidemic as
Politics (2020, English trans. 2021, Japanese trans. 2021).

Images courtesy of NTT
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But in this time, have Japanese-language theater practices
aspired for the "new horizons” cited in the exhibition's subtitle?
The exhibition's final section introduced a very small number of
examples, including Moshi-Moshi, Not I, and yet, speaking from
my own personal experience during the pandemic, such
endeavors have been almost nonexistent in terms of the so-called
industry as a whole.

An economic support network, the Japan Performing Arts
Solidarity Network, did indeed form, bringing together many interested

parties and attracting attention for its tactics of direct action like
lobbying the government, but this was, at the end of the day, a
response akin to conformity so that everyone could survive until
things went “back to normal.” No, far from just going “back to normal,”
the result of regarding theater self-evidently as a live performance
held in the closed space that is a theater venue was that, precisely
because of the pandemic, a sense of twisted entitlement highly
valorizing a return to “normality” became widespread. This seemed
like history repeating itself: in the early days of cinema at the start

“What is theater?” while proposing a hew concept of the public
through this distinct format of telephone theater.

The majority of the exhibits at "Lost in Pandemic,” at least
those I saw, were materials related to performances “lost" due
to cancellation or postponement. The detailed timeline was well
put together and exhibition also quite quickly (on June 30th)
released an eponymously titled tie-in publication, comprising for
the most part a historically valuable collection of essays, rather
than the usual content of an exhibition catalogue.

Tadashi Uchino

Tadashi Uchino, PhD, was born in Kyoto in 1957. He received his
master's degree from the Graduate School of Humanities and
Sociology, the University of Tokyo. A specialist in culture and
representation studies, he currently teaches at Gakushuin
Women's College. His publications include The Melodramatic
Revenge (1996), From Melodrama to Performance (2001), and
The Location of "J" Theatre (2016).
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= Super Knowledge for the Future [SKF]
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= Super Knowledge for the Future [SKF]

Please note all events are in Japanese unless otherwise stated.

“The Water Station" directed by Sankar Venkateswaran
and written by Shogo Ota

= Japanese Buddhism and the Avant-Garde:
Mount Hiei and Tendai Buddhist Culture in
the Early Heian Period

10.2 (Sat) 13:30-15:00

Venue: Conference Room No. 2, ROHM Theatre Kyoto
Reserve through the festival website. (Admission free,
limited capacity)

Guest: Takahiko Kameyama (Research fellow at the
Research Center for World Buddhist Cultures at
Ryukoku University)

Host: Kyoto Experiment Co-directors

Masamitsu Araki's performance takes place in the parking
lot of Hieizan Driveway. To deepen our understanding of the
site, this talk highlights its history and culture. The
mountain is home to Hieizan Enryakuji, a Tendai Buddhist
temple that was founded by Saicho in the year 806. At the
time, a prominent movement developed in the area that
incorporated international visits among monks and emerging
new values. This talk examines our society today through
the lens of early Heian Buddhist culture.

= Voice of Void Talk Series Vol.1 Artist Talk

10.3 (Sun) 13:00-14:30

Venue: Meeting Room 2, Kyoto Art Center
Reserve through the festival website. (Admission free,
limited capacity)

¥ e X v 4
E o =
© Council for Kyoto Traditional Forest Culture

Guest: Ho Tzu Nyen (Participating online), Kazuhiko
Yoshizaki (YCAM Exhibition Curator)

Host: Kyoto Experiment Co-directors

Language: English with consecutive Japanese
interpretation

For this year's Kyoto Experiment, Singapore-based artist Ho
Tzu Nyen presents Voice of Void. The exhibition focuses on
World War II-era Japan, a key influence in Southeast
Asid's history, and incorporates VR and other cutting-edge
technology in collaboration with Yamaguchi Center for Arts
and Media (YCAM). We invite Ho Tzu Nyen and YCAM
curator Kazuhiko Yoshizaki to share their insights about the
project.

= Voice of Void Talk Series Vol.2 A Theory of
the Body: Unraveling Kitaro Nishida's Philosophy

10.9 (Sat) 13:00-14:30

Venue: Meeting Room 2, Kyoto Art Center

Reserve through the festival website. (Admission free,
limited capacity)

Guest: Mayuko Uehara (Professor of Graduate School of
Letters at Kyoto University)

Host: Kyoto Experiment Co-directors

The Kyoto School's ideas and philosophy form the thematic
crux of Voice of Void. Our guest Mayuko Uehara, Professor
in the Department of Japanese Philosophy at Kyoto

University's Graduate School of Letters, helps us
understand the group's context and core beliefs. She breaks
down the connections between art and Kitaro Nishida's
philosophy, paying particular attention to his theory of the
body.

= Demachiza x Kyoto Experiment Screenings

10.8 (Fri) -10.14 (Thu), scheduled to be screened
every afternoon.
Venue: Demachiza (133 Miyoshi-cho, Kamigyo-ku)
Tickets: About And Then="Adult ¥1,000

The Water Station = Adult ¥1,500
Discounts available for students and seniors. For full details
including running time and advance reservations please
contact Demachiza (Tel: 075-203-9862)

This marks the start of a new screening project organized
by Demachiza and Kyoto Experiment! Two works will be
screened every day for one week. A documentary film
(directed and filmed by Kim Song-Gi, first public release)
that closely follows the creation process for the dance work
And Then by Masaru Kakio, which was first performed at
the 2021 Spring edition of the festival, and a screening of
the theatre piece The Water Station directed by Sankar
Venkateswaran and written by Shogo Ota, which was staged
at the 2016 Autumn edition of the festival. An opportunity
to discover a new relationship between video and performing

arts.

"The Water Station” is produced by Kyoto Performing Arts Center at Kyoto University
of the Arts

= Beat Picnic’'s Collaborative Field Recording
Workshop

10.10 (Sun) 13:00-15:00

Reserve through the festival website. (Admission free,
limited capacity)

Facilitator: Ally Mobbs (Sound designer)

Language: Japanese & English

In conjunction with the festival's Shows program, which
focuses on many works that deal with sounds or voices, this
workshop provides an opportunity to discover and
experience various acoustics in our daily surroundings. Beat
Picnic, a community dedicated to making music from
everyday field recordings, leads the event. Participants
collect sounds of their choosing and together with Beat
Picnic create one big soundscape.

@ The Forest and Art: Kyoto Sanzan,
Guardian of Kyoto's Visual and Performing Arts

10.14 (Thu) 19:00-20:30

Venue: FabCafe Kyoto

Reserve through the festival website. (Admission free,
limited capacity)

Guest: Toji Kamata (Professor Emeritus, Kyoto
University; Specially Appointed Professor, Sophia
University), Hiroshi Yoshioka (Aesthetician / Professor of
Aesthetics and Theory of Arts, Kyoto University)

Host: Kyoto Experiment Co-directors

Looking at Kyoto's forest culture, religion expert Toji
Kamata and aesthetics expert Hiroshi Yoshioka discuss the
relationship between humans and nature. In ancient times,
the people of Kyoto worshipped and celebrated the mountains

and forests that surround the city, revering them as sacred.
To spend time in the mountains was to commune with nature
and oneself, to heighten one's senses, yet this practice has
largely been lost due to modernization since the Meiji Era.
Exploring these concepts, or thinking through the process
of modernization, may provide hints fowards interpreting
the various works in the Shows program.

In co-operation with Council for Kyoto Traditional Forest Culture

@ Sex Education Today

10.17 (Sun) 15:00-16:30

Venue: Multi-purpose Hall, Kyoto Art Center

Reserve through the festival website. (Admission free, 57
limited capacity)

Guest: Sakura Furukubo (Director, Human Rights

Research Center, Osaka City University), Chikako Akata

(Educator, Children's Self-Reliance Support Facility)

Host: Kyoto Experiment Co-directors

Pregnancy and childbirth are the focus of the performance
piece Couvade in the festival's Shows program. Education
around these themes, which also relate to human rights,
gender, and sexual diversity, is important for people of all
genders. So what is the current state of sex education in
Japan? Join gender expert Sakura Furukubo and
adolescence advisor Chikako Akata as they discuss the topic
of sex education today.

= Community Radio @ The Meeting Point

9.24 (Fri) and every Tuesday from 12:30 during
October
Venue: Festival Meeting Point

Community Radio will be broadcast by staff members
throughout the duration of the festival. Programs provide a
behind-the-scenes look at the festival from all angles, from
stories behind the production of each work, o daily
happenings at the venue and the latest event information.
The Meeting Point serves as a broadcasting studio with a
variety of guests scheduled to appear. Stay tuned for this
audio program that brings you closer to the festival's
experimental works! For more information, please visit the
of ficial website.

@ Performing Arts Criticism Project 2021
Autumn

Instructor: Naoto Moriyama (Theater Critic / Senior
Researcher of Kyoto Performing Arts Center)
Deadline: 11.1 (Mon)

Language: Japanese

Theater critic Naoto Moriyama is the instructor for this
project that invites participants fo learn about experimental
performing arts criticism. Potential participants are asked
to see the performing arts piece Couvade, and to write and
submit a review. Selected applicants will receive one-on-one
guidance from Moriyama and have their fine-tuned pieces
published on the official Kyoto Experiment website and in
the next festival magazine. If you're interested in learning
about art criticism and writing, this is the perfect challenge
for you!



Kansai Studies is a research-based project that
comprises one of Kyoto Experiment's three
programs. Artists take the lead in the program

KGnSGI STUd | 65 researching the regional culture of Kyoto and the

greater Kansai area, using text, photography, and
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Kansai Studies 12 « KYOTO EXPERIMENT #3727 2 ANIL D —>ThY), YH —F: ERYLLT w30 RAELELDLL ietED 5 FEEaRE el Eeiifpila (el o 12
‘ _ R X N i _ occurrences, ideas, and discoveries they
FRABORB XL, T—TAAISFRLUS>TY S —F L, 20T LA TRI-EEXFLCEF. BREY. 7TX A} SR e At T el e sy
CEA, HHELFALTZR - FHL T Ko TOMN 7y IMBXEEFNIIRDTIFILLCHFZ, ZOBBLARALLL, this project is left undetermined; rather, it will 3
BEIPT TV —F 2B LI HERE IFEHY L -E 20205 EUALLOBRLLIIR LTI TEL W[ K]E2T — emerge from a multi-year research process that -
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FT2ATAN LV PEHPIZE, BARSEL2BZNE-ETYUNTY 24 RVII¢BART S, For this second iteration, participants delve &5/1 . r—
into the world of Kansai's favorite okonomiyaki T = = S N . s —
under the theme of food, building on “water” as Exhibition view at Kyoto Experiment 2021 Spring
another vital part of our livelihood. Following last Photo by Takuya Matsumi
_ year, Osaka-based collective dot architects and
E T

Kyoto-based theater director Nagara Wada

continue to lead the program, using okonomiyaki

as an entry point to dig into Kansai's history and

distinct sensibilities. They launch a multifaceted

approach that considers the mystery of the

dish's name, subtle differences in menu offerings

across.giigsrand more. During the festival, ; -

wi public event that doubles as an.in e 7 Exhibition:

~ 10.9 (Sat)-10.24 (Sun) 13:00-20:00
~ (Closes at 18:00 on 10.24)

109 (1+)-10.24(8H)
13:00-20:00 ( = £ H 11 18:00% T )

rvR—3 v 74X/}
10.24 (8) 19:30
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Closing event:
10.24 (Sun) 19:30
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Research Members: dot architects, Nagara Wada, Tatsunori Imamura, Hirotomo Kojima, Yoko Kawasaki, Yuya
Tsukahara, Juliet Reiko Knapp

Website Direction / Logo Design: Takuya Matsumi

Coordinator: Hirotomo Kojima

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

Presented by Kyoto Experiment

= Check these out too!

Ho Tzu Nyen = p.14

Nagara Wada & yang02 = p.24

Nanako Matsumoto, Kengo Nishimoto / team chiipro == p.28
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AH Why I Like Okonc
| Toshikatsu Ient

For the previous Kansai Studies, we conducted a survey on water, 'rha':i eli ious’ 'mmé creatures and the source of a range of +
culture. For this iteration of Kansai Studies, we would like to research food, in particular okonomiyaki, and present this in some form =™ > < c\
or other. Even if not actually called okonomiyaki, things similar to the Japanese savory pancake are a type of Japanese soul food i ’:"“L’ F
found not only in the Kansai region but across the country (though I can't say to what extent). Research on flour-based foods already e
= exns'rs needless to say, but our aim is rather to shape a portrait of the world through okonomiyaki and, simultaneously;.to illuminate 1 ‘:IT' -
: 7 i ' the potential of creativity. "]:E-‘n .
L L ) -_.I:f'_l.
,.'"lllr : - Firstly, Iwould like to understand the present circumstances of our lives. If I take a look around my own room, it overflows with :

produc‘rs and their debris, from architectural materials to electrical appliances like a washing machine or television, from the little -

- items kept on shclves fo-the.cogkie.crumbs spilt on the fable. And in regard to where, from what, and by whom these things are made
and how ‘rhey arrive in our hands, we have almost no knowledge except what we can glean from the acTuaI shop or website where we

bqugh'r 'rhem"A'r this veny momem boxes stamped with barcodes and serial numbers are conveyed by I;ounﬂess numbers of container
hips cr’ossmg -rhe*bce‘txﬂs vas'r container ‘rermmals immense distribution warehouses, and a neT rk: &[f expressways. Our lives are

e ——

WEJF £ 0 Kansai Studies Tl BAZGLENOEBEDEARTHY), BIBICHLLXNEFATEEARET —2ICHALT . 202AFE A, Z0F T
VEHABEIOCTHALTALPDONLLTRRLECYE 2T o0 BHAMECILMTUCTE. BHAMELLELDUB B IXLLLT HR (¥
CoTHYORBELRENTULCH) TUTLELRNLY YN T —FO—2Thoe MUMESRIHLXUROB)THLD . BHAIRELELT By ade p055|bleb7 ’rhlé’mfrasfmcture yet the r-elahonshlps among things or between people and fhlngs. s completely invisible. Thot.;q*u-
HREBERTYRKIC, AROBERLZACHETLIIVLEXEMITL T 5, e might caII it “okorgmiyaki,"#he dish is ul'hmg?ély’somefhmgassembled from a range of mgredtentsk’mken from the land a
FFTUALLPRLTRENDKRLLEL TS v B2NOREXRREEL, REMHLL, ZERCTLEAYDRE., Mool #dhs., 7— ,W J;o,f_whlcb nvesvmadlf.fer'en‘rr'oufe Ona'rhlckgr'lddle the microcosm that is okondmiyaki is cooked. .
TADEIEIENLEZ X —ORITHLOBRHBLIDEBTENN 25T B0 ILT, ZNLOMIE, YITHBSIELN, RHE), YIOLBBT | ~ 2 S 5 L .
LD F TS5 D, EEIZHEBANLANEEL ECH AR LIZIED Dol o &y COBHEb. BELFSRIBENIVFFN. BEXIY i Néxt, Iwou]dj,lke‘ro cousaaer‘okonbmlyakf ] terms of the utensils and skills involved. The u‘rensdsareachoppmg board, km e
S, BAMAALA. BIROINABEABE . ST PO AT INEBLBH L T ho AELORL LIty 75 + | spatula, and hot plafe or ’rabletop gr'lddle Nonc of these are difficult to handle. The skills are cutting, mixing, gr'«llmg and fhppmg

; - P ] . o . N - . ; 'the dish over: Very simple indeed. The utensils are easy to acquire and the skills not hard to learn, so people offen want to divé it Tl";{, e ; :
RI-THIL-T s bFLT, ARICHLHOMER ., BYAOHRRSERZUL e SRARIL—TIET-TE, IRUBRLBORHCR LR And with the popularity of hot plates; the dish has become a staple at homes in Kansai. At the same time, what is interesting u‘Eahtwgr i

»
&

b, INTNDEMB NI NFORKEDLSTT v Y TANINE—DDH THbL, 2B CHERDET, many okonomiyaki restaurants is that they conjure up quite a lot of variety with regard to ingredients and cooking methods, all whcle r :
BRLBEELCIERLIEONT LT THL, By - blurring the line between professional and amateur. In certain restaurants, the grilling is left up to the diners to do. Since the' diners *
RIZBHFHEEEHABYAFNDLHEZ THhE,, BRI, 20K, BT, F20, 27, %Ko BIDPHIVHEE UG —2Lvo ZF NI, W5, " are entrusted with finishing the dish, who actually cooked it becomes unclear. The dish reflects regional differences quite a bit and
RAEL, W, B+, TUHETHL, BEUFIIAYL T, ZFNUBBLL T VED [VobiX Tk | XYL T v, Ry b T L—F0# Fagon ~ even if considered within the confines of Kansai, the combination of ingredients or the style of grilling varies from place to place. In
BtdY), BB THURZRETHELNLIHEOEARAYLL ST 5, IRIZZ(DEFTARIECHLDPTEAVYLIAT, 72872 2#BELUAL, A5 Y - E terms of the easily obtainable ingredients, the utensils anyone can use, the simple techniques, its regionality, and its customizability,

BEHYIATOLYIND/N) T —avikEbdds, BIlLoTHREERIELL, 742y 22R U TLE-T 5892, bUREDF-LD0 20

Lo RBEBELLIRBRIN, BETHZTATEBMILL->TEHORARKHES PR UL, YITEFITNIMH, #EPK2Z2E R, M E KM,

REE, DRI AR ot mhbd, FPIRYEFFIR, FIFLETFEBCARBBRL BT 2bIThHL, TALEL2ERTLEAATATE

BHAHEELT - TLIZ2D 0 EBHOLvo AL, BHEHEEYL—HYIIT Y, X, LAORBTUSF LB R L LDELYTIALEE59,
TH. [BH LB TT 0o BHIMIXLUDLLIERDF FR Thbo REBRLRENDRBIZIAT Fo

okonomiyaki encapsulates a creativity that straddles specialist and nonspecialist, producer and recipient. That all of this, including

efl variation and deviation can be called okonomiyaki is truly wonderful. But when we lump things together-as okonomiyaki, there are
always going to be people who claim that it's not called that where they're from and so on. Well, after all, it'is okonomiyaki—literally, W
“grill as you like."

Okonomiyaki is quite an advanced methodology. We are currently diving Heep_ into its layers.
i | A ¢ LT i

Nagara Wada

Okonomiyaki. When you hear that word, what kind of dish do you imagine
in your mind?

BEFLBESORRILITRKRLE
o WY

BE LS, " ' %"j For the previous edition of Kansai Studies, we explored the theme of water.

YRS, BRI AL AR B CEPATABES) 1o VDissaI.ving many things and alw.ays fluid, never sfoppir\g, wafe.r' fully fraver;es
regions, history, and culture. Chasing water was a lesson in blurring boundary lines and

_ ) / /' & i Ly reconfiguring perspectives. When talking about the direction we would take next, a
#E 3 ) Kansai Studies TId [ K| 2F 2o ZLDEDEBENLLIALF LBV UCEHL>FTIo K, KL, Bri, XLk, ! i - T certain word suddenly came out of Ienari's mouth: okonomiyaki. Giving this a try and starting

MBITR > T zo KEBE LTI, ERARIZIICIAREMARZLELVL YRV TEH o120
STRUYLZIEMDP > THFIREIINYLHFLL T Ty RASALLGIY, BFAME, Y I)EE/ B, KLIEFABESIZ20T
FZULDTHY, KNV —FLTCERIARERFOI N T BV —F AN —DREIZELEL74N T 120
DAY VSTEH, 2B EOHETHLIEBLLT . [EF L] YIBRORPN2BLEIATCEILCIHFNHLLH2LT 5,
LLOLT. $od2808 [BHFAHES] OFIZEZAIIN T STLEIINTUHLDL 2 Ho2w il [BFEBES] 240 T52YXT
HLPLEDA~NT 7L ATETLEZ5D T LD 2 %25, FYZIERECHER T2,
RICLBELLRAT—NOREIPEVEVLFREIN, BRLREE2FDD)Y —F 7 -2l HZ2LIX IR R LB AP

to ponder, a pattern of ideas just like those when we researched water quickly emerged among
the members of the research team. After all, though it refers to a particular dish, okonomiyaki
has an ambitious name—Iliterally meaning “grill as you like"—that attempts to encompass limitless
bounds. Perhaps it is the case that everything is subsumed by okonomiyaki. Or perhaps we can access
everything through the interface of okonomiyaki. Yes, even architecture or theater. Trembling with
anticipation at its scale that was as similarly immense as water, no one voiced any objection to tackling
okonomiyaki as the research theme for our second iteration of Kansai Studies.

Okonomiyaki probably does not have a single, ideal model. It is unruffled by substitute ingredients and unique
toppings. Sans an original, okonomiyaki appears in versions constantly varying according to region, restaurant, or
household. Though we call them all “okonomiyaki,” what you have in your mind and what I have in mine may seem close b ;";
might also be surprisingly different.

BRALBEESLRKE—DTATTARETVEH T Lo HBORAE, 22270ty EV 7 IIRLTEE L0 E AT F Ll
SBEFABESE, RBEITYIZ, EIXIL, REJYIZ, FIAHNOT7)Z—3avllTsobnTls, [EFLMS] YRALLNT
FATCLINY, bLEPRBFLREINYLELORB STV INE, —RATELI TR ()T 2R EIED L ELNL

bEhLELEENYISL, XYL i3 Ts [BHABE| YRATEDEL)D,
brlids ., TE20ENVE AN [bht-DbFARS] 2Rt
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EXFO . gw F=  The Agency for Cultural Affairs, Government of Japan, through the Japan Arts Council, Fiscal Year 2021 2020

Meeting Point

Oscar Peters "The Moving Mountain”

Dates:
10.1 (Fri)-10.24 (Sun) 13:00-19:00
(Closed on Mondays and Wednesdays)

Open 15:30-21:30 on days with evening performances.
Closed temporarily in case of rain.

Venue:

ROHM Square, ROHM Theatre Kyoto

Admission:

Free (some events require a participation fee)

Website:
https://www.kyotoex-meetingpoint.com

Over there, by the huge roller coaster!

A place for communication between audiences, artists, and
the festival, the "Meeting Point" can be found at ROHM
Square throughout Kyoto Experiment. A huge wooden roller
coaster "The Moving Mountain” by Dutch-based artist Oscar
Peters acts as the venue, hosting talks and workshops as
well as providing a place where staff are available to
introduce recommended programs. Of course, you can take
in Peters' artwork or just have a break...it's up to you. Share
your thoughts with other visitors, mingle with the artists
and festival staff who drop by—soak up the Kyoto
Experiment festival atmosphere.

There are no humans riding this huge roller coaster:
rather, it features curious objects referred to as “riders.”
Some are designed and created by craftsmen and
contemporary artists; others are produced at workshops for
local participants. Keep an eye out for the story all these
riders bring to the space. The Meeting Point (practically an
open-air theater?!) is bigger and wilder than ever. Please
check the website for event details.

Concept, Design: Oscar Peters

Venue Design & Construction: dot architects

In co-operation with Art Area B1, Kyoto Museum of Crafts and
Design, General incorporated association Kitayamasha

Assistance from Kyoto City Tourism Association

Presented by Kyoto International Performing Arts Festival Executive
Committee [Kyoto City, ROHM Theatre Kyoto (Kyoto City Music Art
Cultural Promoting Foundation), Kyoto Art Center (Kyoto Arts and
Culture Foundation), Kyoto Performing Arts Center at Kyoto
University of the Arts, THEATRE E9 KYOTO (Arts Seed Kyoto)]

Supported by The Agency for Cultural Affairs, Government of
Japan, through the Japan Arts Council, Fiscal Year 2021
Kyoto Experiment Meeting Point Project: A Community Space
Utilizing Kyoto's Cultural Resources
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The Wild, 2017

= Artist Talk

The giant artwork by Oscar Peters is a landmark of Kyoto
Experiment 2021 Autumn, and a place for people to interact, discuss,
and engage with art. At this talk, the artist Oscar Peters and the
festival's co-directors speak about the aims and highlights of his
work and the festival as a whole.

10.7 (Thu) 18:00-19:30
Venue: ROHM Square, ROHM Theatre Kyoto and streaming online
Speakers: Oscar Peters (online participation)

Yoko Kawasaki, Yuya Tsukahara, Juliet Knapp

(Kyoto Experiment Co-directors)
Free to view on the Kyoto Experiment official YouTube channel.
English with Japanese interpretation.
No advance registration required.

= Workshop

Make Cars for the Roller Coaster

This is a workshop open to all. While viewing the roller
coaster-themed artwork, participants imagine their own original cars
and work with the artist Oscar Peters to give shape to their ideas.
If all goes well, they'll see their finished cars gliding on the roller
coaster as soon as they're completed!

(0 10.2 (Sat) @ 10.3 (Sun)

13:30 -15:30 both days

Venue: ROHM Square, ROHM Theatre Kyoto (roofed outdoor area)
Instructor: Oscar Peters, dot architects (architect unit)

English with Japanese interpretation.

Participants age: Elementary school and above

Capacity: Five participants per day

(Advance application required, accepted in order applications are
received)

Fee: 1,000 yen per person

Application Form:
https://www.kyotoex-meetingpoint.com/workshop
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Related Programs

= Kyoto Performing Arts Center at Kyoto University of the Arts x Kyoto Experiment International Symposium
Curating, Producing and Communicating the Performing Arts—Current 'Systems' and 'Structures' and
Future Possibilities

This symposium seeks to visualize new international trends in the process of creating and presenting performing arts with a specific focus on
activities in Asia. While questioning traditional systems, the symposium will focus on artists and festivals who are seeking hew methods of

producing work. In a time when it is difficult to create and present works ‘as usual’ due to the pandemic, we hope to discover future possibilities
for creating performing arts.

9.25 (Sat)-9.26 (Sun)

Venue: Lobby, 3F Park Plaza, ROHM Theatre Kyoto

Free admission, reservation required 65
Please apply via the website.

After the symposium, a video recording will be available on the official Kyoto Experiment YouTube channel for a limited period.

= Session 1. Collective Methods of Creation

9.25 (Sat) 14:00-16:00

Moderator: Tadashi Uchino (Professor of Performance Studies, Gakushuin Women's College / Theater Critic)

Panelists: June Tan (Producer, Five Arts Center) / Malaysia

Kaori Nishio (Playwright and Director, Leader of Torikouen [Bird Park]) / Japan

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

& Session 2. Co-directing and Festivals

9.25 (Sat) 17:00-19:00

Moderator: Naoto Moriyama (Theater Critic, Senior Researcher of Kyoto Performing Arts Center)
Panelists: Yoko Kawasaki, Yuya Tsukahara, Juliet Knapp (Co-Director, Kyoto Experiment) / Japan
David Cabecinha (Co-Artistic Director, Alkantara Festival) / Portugal

JK Anicoche (Performance-maker, Co-Executive Director Sipat Lawin Inc. / Komunidad X)

= Session 3. Works and Audiences
9.26 (Sun) 16:00-18:00

Moderator: Kanoko Tamura (Art Translators Collective, Communication Desigh Director of Sapporo International Art Festival 2020)
Panelists: Fumi Yokobori (NPO DANCE BOX Program Director) / Japan

Anna Wagner (Dramaturg and Artistic Co-director, Kiinstlerhaus Mousonturm) / Germany

Surjit Nongmeikapam (Choreographer, Performing Artist, Artistic Director of Nachom Arts Foundation), Nicky Chandam / India

Organized by Kyoto Performing Arts Center at Kyoto University of the Arts, Kyoto Experiment
This work was supported by JSPS KAKENHI Grant Number JP20HO0009 .

= Saison Foundation x Kyoto Experiment

“Creative Environment Improvement Program” Report Session + Symposium

Diversity in the Performing Arts—Community and Foreign Residents in Japan

A report session to share the results of the project "Creating a Diverse Audience - Stepping Stones For English Speakers” that was implemented
at Kyoto Experiment. This project was subsidized by the Saison Foundation and aimed to create new audiences for the performing arts.
Throughout the three-year project ensuring a diverse audience and communicating with this audience was found to be important. Part 1 considers
how art institutions or festivals should aim for diversity. Part 2 invites guests Wako Asato, an Associate Professor of Transcultural Studies at
Kyoto University who specializes in the empowerment and integration of migrant workers, and Oussouby Sacko, the President of Kyoto Seika
University, to think about diversity within arts festivals and universities as well as relationships with minority communities.

10.8 (Fri) Part 1: 17:15-18:15, Part 2: 18:30-20:00
Venue: 3F Lobby, Park Plaza, ROHM Theatre Kyoto
Free admission

Part 1: “Creating a Diverse Audience - Stepping Stones For English Speakers” Report Session

Junko Okamoto (Saison Foundation) introduces the “Creative Environment Improvement Program”
Speakers: Juliet Knapp (Co-Director, Kyoto Experiment), Yoshimi Toyoyama (Public Relations, Kyoto Experiment)

Part 2: Symposium

Speakers: Wako Asato (Associate Professor of Transcultural Studies at Kyoto University), Oussouby Sacko (President of Kyoto Seika
University)

Moderators: Yoko Kawasaki, Yuya Tsukahara, Juliet Knapp (Co-directors, Kyoto Experiment)

Organized by The Saison Foundation, Kyoto Experiment
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Book Fair

During the festival the Kyoto Experiment Book Fair is held
at Kyoto Okazaki Tsutaya Books. In addition to books about
the artists, there is also a series of recommended books in
relation to the festival's key concept “moshi moshi?!" as well
as original festival merchandise. Visit the fair to learn more!

Dates:

10.1 (Fri)-10.31 (Sun)
8:00-20:00

(currently operating with shorter opening times)

Venue:

Kyoto Okazaki Tsutaya Books
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There is a diverse range of events
being held all over Kyoto during the
festival period and of course, Kyoto
Experiment isn't the only platform in
the city!

Information on other performances,
events, and exhibitions held in Kyoto
Prefecture during the festival period
are listed on the "More Experiments"
page on Kyoto Art Box (the Kyoto art
and culture information official
website) and posted on social media
with the hashtag #more-ex!
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Performing Arts Criticism Project 2021 Spring:

Selected Review

This review is about Wichaya Artamat / For What Theatre's theater work This Song Father Used to Sing (Three Days in May), which was
streamed online as part of Kyoto Experiment 2021 Spring. It was submitted to the Performing Arts Criticism Project 2021 Spring and selected
for publication in this festival magazine. Other selected reviews are published on the festival website.

Yoru no Fune

Several years of time spread out over three anniversaries, when a
brother and sister keep returning to their father's home to mark his
death. Divided into three scenes with the anniversaries in,
respectively, 2015, 2017, and another a few years later, the three
days unfold like the protracted funeral of a father who refuses to
rest in peace.

Wichaya Artamat and For What Theatre's This Song Father Used
to Sing (Three Days in May) is a straight play about a sister and her
younger brother, set in the home of their late father.

The time is present-day Thailand and the location of the grave of
the father, who died at an unspecified date prior, seems to be either
Saraburi or Chon Buri, though the siblings' memory is hazy. Receiving
word that the grave maintenance fees are several years in arrears,
they suggest bringing their father back home for the first time in
the opening scene, set in 2015. It would be what he would have
preferred, they say about their father, whose body was apparently
not buried in a coffin or cremated, but simply “rotting” there in the
soil. Unsure what to do, the brother searches on his phone: "Father
dig up burn.” In the second scene, set two years later in 2017, the
siblings are idly folding paper money used for cremating with the
deceased at a Chinese funeral, though they continue to delay their
father's actual funeral and in the third scene, set several years
later, they finally decide to sell their father's house and to cremate
his body and scatter the ashes, bringing the play to an end. On the
family altar in their father's home is enshrined a charming photo of
their father “"eternally young” with a ducktail haircut and staring up
at them from underneath sunglasses, while the children he left
behind keep gauging his mood. "Would Dad be angry if we did this?"

With them not knowing the grave's location, uncertain of the exact
day the father died, and indifferent to the proper way to consign
someone to the grave, the “funeral” just drags on and on, reduced to
an empty formality as a funerary rite in which they cannot find
meaning. The custom of relatives gathering at the home of the
deceased to mourn and share a meal is no longer relevant for the
household of a father in the present, where the two siblings are the
only family members who gather, and the food comprises rice
(prepared in a rice cooker), cake (which the sister learned to bake at
cooking school but was bought by the brother), old and stale tea, and
chicken, and about which the brother and sister fight each time: how
hard their father liked his rice, the flavor of cake he preferred, or
how he liked his tea prepared.

"Father dig up burn” and
"Won't forgive until we scatter the ashes'
—Relinquishing "Roles” in Order to Regard

()

Who is the "Father"?

The “father" whose funeral here takes so long does not seem to
refer only to the legally registered father of the brother and sister.
In the conversations between the siblings, the brother, who works in
theater, also calls his role model, Leslie Cheung, “father,” while the
sister, a former yoga instructor, does the same for an idol in the
yoga world, and Teresa Teng, the singer of the song their father
would sing each morning, is also called “father.”

Like how many of the people who died young (Kurt Cobain, John
Lennon, Steve Jobs, and so on) are thought to still be alive, the
father is said o be only pretending to be dead, which the living
siblings discuss and sometimes leads to arguments.

The pair's conversations that unfold in the dreary room are filled
with the invisible "fathers” who remain there, pretending to be dead,
and the “funeral” drags on forever.

As opposed to the father, for whom time has stopped, the time of
the living continues, the siblings on their way to that stage that
comes after youth.

Perhaps due to worsening economic conditions, the sister shuts her
yoga studio, sells her car, and decides to go to cooking school in
order to make ends meet. The cooking style, though, is neither
French nor Chinese, but a kind of stall that can make anything that a
customer wants. The brother keeps on doing theater while also
studying arts and cultural management at a foreign grad school that
guarantees work as an educator, and then becomes a substitute
teacher after he graduates. For both, these are not inevitable paths
per se, but ones chosen out of compromise in order to eat and
survive.

The brother and sister have little sense of their Thai Chinese
ethnic identity, as can be seen in their apathy regarding the
funerary rites. In their exchanges, the languages and cultures of
various countries intermingle: from the Asian pop music heard
throughout the play to the ending song for the Japanese anime
series Ikkyu-san that is hummed out of the blue or the slowly
pronounced Japanese word itadakimasu (customarily said before
eating a meal), they talk in a jumble of Thai, Chinese, Japanese,
English, and more, making only vague distinctions. Due to the gulf
between the living from the dead that grows as the play continues,
the end to the prolonged funeral draws gradually closer.

The different dates for the anniversary of the father's death
across the three scenes—May 17th, May 19th, and May 22th—surely
highlight the people who lost their lives during the democratization

movement in Thailand. Dying in the violent protests or crackdowns
before achieving their goals, they too continue to linger, much like
the “father” does. The conflict that arose in Thailand from the year
2000 that pitted the royal family, army, and part of the bourgeoisie
against the masses, especially those from farming villages,
subsequently led to a military junta. Even as of this writing, in spring
2021, the country is still effectively ruled by the military, and out of
this chaos has emerged a democratization movement led by the
young, particularly students. Gathering each year at their dead
father's home, repeating the rituals that have by now lost meaning,
and continuing to bicker, the brother and sister seem to mirror the
political situation in Thailand, where debates over democracy flare
up within the complex circumstances of military and royal
interventions but things never progress. Much like how “father”
implies many people, not only the siblings’ actual father, the name
“Father” that leads to arguments starts, if we superpose it on the
current problem of Iése-majesté due to the taboo against criticizing
the monarchy, to take on multiple layers related to the political
circumstances in Thailand like the army and the king.

The Father's "Song" as a Play

Light begins to shine in from the dark outside the window in the
third scene, set several years later, from the point when the siblings
finally decide to cremate their father and scatter his ashes. By
continuing to gather together on the anniversary of their father's
death, the brother and sister come fo see that, in fact, they are
preventing him from being reborn. What the siblings here realize are
the “roles” they played that made him the father. In the first place,
the countless “fathers” are described as “playing dead” by the
siblings. Realizing that a funeral is nothing more than theater in the
form of ritual and that they have been mobilized as “roles” in the
meaningless theater of their father, the siblings also come to see
that it was their responsibility to accept and perform their “roles”
and to maintain the “father.”

The titular father's song emerges as the song/play that tells them
how to perform to make him their father.

With the need to come back to their father's home ceasing once
they decide to scatter his ashes, the siblings remark that they will
no longer have to meet one another in the future: in this way, their
father's “song" functioned to tie them together as brother and
sister. Through the prominence of the outline of a “song" as
something that connects people, underneath the familiar pop songs
that the brother and sister casually hum are hints, though not
actually heard in the play, of “songs” pivotal to solidarity for
countless other “fathers"—the slogans from protests, the national
anthem, and so on—and which are conveyed physically like rumblings
in the ground.

By realizing the "roles” they have unknowingly undertaken, it
becomes possible for the siblings to decide to bid farewell to their
father and relinquish those roles, but this then leads to the election
day in the third scene. Against a political landscape of an ongoing de
facto junta and constant protests, crackdowns, and suspicion of
corruption, the siblings tell each other that the future lies in their
hands, suggesting the election offers hope. But the day of the
election coincides with the day of an audition for the brother, who is
still working in the theater.

Election/Audition

The name of the role he is auditioning for is "Chinese person.” Taking
advantage of the Chinese-looking “face” he got from his father, the
brother accepts the "role” of the Chinese person, which seems to be
an extension of the choices made for survival, much like the siblings
respectively choose to study somewhere useful for finding
employment and to learn a skill beneficial above all for earning a
living. Choices made for survival often involve repeatedly
compromising and adapting to social “roles.” But having lost any
substantive sense of Chinese identity, isn't their acting the "role” of
a Chinese person in a Chinese way surely akin to a revival of the
meaningless performances that they continued in order to make
their father their father?

And in this story of a family comprising two children and their

father (as a memorial photo), the "mother” is nowhere to be
seen—almost unnaturally so. In the Buddhist altar, the conversations,
or the messenger app group for the family, the mother makes no
appearance; she is strangely invisible, neither dead nor alive. But the
absent "mother” herself is not the problem. This is because just as
the “father” also included a woman, Teresa Teng, the problem being
explored here is not gender, roles, and so on as choices, but rather
that of the “song” (play) that brings about those choices. That the
brother does not clearly respond to his sister, who repeatedly asks
him if he has made up his mind about his gender, is exploring not the
problem of that choice per se as the very foundation on which the
choice is brought about.

Regarding the Father

The election day in the third act, which appears with the
relinquishing of the “roles” they were playing, is pregnant with the
potential for a re-performance in which they choose a new “father”
to replace the dead one who they can now finally leave. But the
juxtaposition of the election, in which you choose a representative,
and the audition, in which you are chosen for a role, highlights not
just the difficulty in evading “roles” through the indivisibility of
choosing and being chosen. What also comes out here is the potential
for a position as a "viewer" arising between roles.

By reperceiving the gestures unified with themselves as the acting
of "roles,” the brother and sister are able to realize the titular
father's song that formed that foundation. This means they shift
their bodies to the position of “viewers," so to speak, where they can
perceive their own “roles” and re-examine them from another angle.
Like how the siblings' realization of the “song" that father used to
sing means they proceed to a new stage, finding the position of
viewer in between roles can surely offer them an opportunity to
understand differently the acting they entered into fully and then
ceased to realize.

Assuming that the words that actors have are “dialogue” and that
“slogans” come from the words of representatives taking
“standpoints,” the words that Wichaya Artamat writes as This Song
Father Used to Sing cut deeply and sincerely into actual political
issues while taking a position from neither standpoint, but rather
weaving words born in between. Those words flow through the small
rifts that appear in between our ineluctable roles in the actual world,
and pry them open. The new perceptions and words we can find by
deviating away from standpoints and roles usher in potential for
dialogue, opening up situations where the words of “roles” and
"standpoints” have deadlocked and stagnated.

The play ends with the brother and sister eating the food offering
at the altar as breakfast without waiting for the incense sticks
placed in front of their father's photo to burn out, accepting that
they will each vote for whomever they wish, and promising to scatter
each other's ashes after death. This latter promise, along with an
aspiration not to become like their father, reflects in their body
language to push the dead out of the eternal place where time had
stopped, and reincarnate him in the place of the living. Having finally
decided to scatter his ashes, the sister says to her “father”: "Dad, I
forgive you. No hard feelings.” The brother then says, "I won't
forgive until we scatter the ashes.” By separating from the many
fathers with whom they were integrated and taking a position and
regarding them, these words—"Father dig up burn” and then "Won't
forgive until we scatter the ashes"—resonate for the first time with
the potential for dialogue and words that open up.

This play was directed by Wichaya Artamat and written by For
What Theatre, a collective of three artists that includes Wichaya.
As the group’s name indicates, more than the themes of politics,
gender, religion, and so on it depicts, this play is sharply questioning
the very nature of a theater, the place where it is taking place, and,
by extension, artistic expression and art itself. Those questions are
thrown back at us, the “viewers" sitting in front of This Song Father
Used to Sing (Three Days in May) and watching actors perform the
“roles” of the “"Thai Chinese brother and sister.” Questioning the
“role” we unconsciously play as viewers in accordance with the forms
developed over the course of theater history, we the viewers are
invited to “relinquish” that “role.” What can “theater” be for us
today? This play is demanding that we regard this.
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"La Cartoucherie" (former
munitions factory), home of
Théatre du Soleil in the suburbs
of Paris © Pascal Gallepe

Partner Programs

= Min Tanaka x Yuri Morimoto x Mamino Yorita
The feeling of sound and the feeling of
dance—hear the dance and see the sound

Internationally active dancer Min Tanaka explores his own
unique dance, not dancing simply at a place but dancing the
place itself. Meeting him at this ‘place’ is contemporary
musician Yuri Morimoto, also a pianist for Ensemble
Kujoyama, and talented young shakuhachi player Mamino
Yorita. All three, remarkable in their different fields,
gather for a special collaborative performance of sound and
dance. An improvisational dance by Min Tanaka is set to a
wide range of music from contemporary to rare classical
pieces. A special four days in which the scenery is different
each day.

9.30 (Thu) 19:00
10.1 (Fri) 19:00

10.2 (Sat) 15:00
10.3 (Sun) 15:00

Venue: THEATRE E9 KYOTO

Tickets

Adult: ¥6,000

25 and under: ¥3,000

High School Students & Younger: ¥1000

Day tickets +¥500 (High School Students & Younger: ¥1,000)
Under 25s and high school students & younger will be asked for
identification for proof of age.

No admission for preschoolers.

Presented by THEATRE E9 KYOTO (Arts Seed Kyoto)

< Nuit Blanche Kyoto 2021

Nuit Blanche Kyoto is a contemporary art festival inspired
by Nuit Blanche in Paris, a sister city of Kyoto. This
eleventh edition introduces a project centered on
collaboration between French and Japanese museums and
cultural institutions with the theme "HORIZON". From
exhibition to video screenings and performances, enjoy a
variety of programs across the city.

10.1 (Fri)
Venue: Various locations around Kyoto City

Free admission
https://nuitblanche.jp/
Presented by Kyoto City, Institut frangais du Japon-Kansai
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= Théatre du Soleil Screening

Due to Covid-19 restrictions Thédtre du Soleil's
performance of L'lle d'Or Kanemu-jima has been cancelled.
The performance, led by led by 35th Kyoto Prize laureate
Ariane Mnouchkine would have been the companies first
performance in Kansai and in Japan in fwenty years. Despite
this cancellation, a screening will be held at ROHM Theater
Kyoto to introduce the fifty-year history of Théatre du
Soleil.

10.1 (Fri) 19:00
Venue: South Hall, ROHM Theatre Kyoto

Free admission (reservation required)
Presented by ROHM Theatre Kyoto (Kyoto City Music Art Cultural
Promoting Foundation), Kyoto City
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