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Greetings

Aspiring to be an experimental platform for creativity and exchange in the performing arts,
Kyoto Experiment has always continued to engage in new endeavors. This year’s festival
focuses on female artists and will surely once again move and astonish audiences.

As one of the organizers, I am very pleased that the ninth edition of Kyoto Experiment
can be held with such an impressive and packed lineup of artists. I would like to express
my sincere gratitude to Chairman Naoto Moriyama and the members of the Executive
Committee as well as all the other people involved for their tireless efforts in organizing
the festival.

This year also marks the 160th anniversary of relations between France and Japan, and
the 60th anniversary of the treaty of friendship between Kyoto and Paris. The festival in-
cludes work by French artists and I hope that it will help further deepen the bonds between
Kyoto and Paris as well as Japan and France.

Building on the relocation to Kyoto of the Agency for Cultural Affairs, our city is firmly
resolved to disseminating its culture on the global stage and exerting all our efforts to de-
veloping Kyoto into an international capital of culture. We wish for your generous support
and cooperation in these endeavors.

Daisaku Kadokawa, Mayor of Kyoto

This year, 2018, marks exactly 150 years since the start of Japan’s so-called “modernization.”

If we divide these 150 years into two periods of 1868-19435, from the Meiji Restoration
to the end of World War II, and then from 1945 with the beginning of “postwar democ-
racy” to the present, they are almost equal in length (strictly speaking, the first period is
77 years and the second 73). That is, the non-Western nation-state of Japan has already
experienced roughly half of its history of “modernization” alongside the reality of war
defeat. And the history that came prior to this came be seen as a period that aspired single-
mindedly for “victory” under the mantra of “Enrich the state, strengthen the military.”

Losing is an experience that teaches us many things unattainable for those who only
win. Within the “modernization” occurring all over the world, the experience of having
accepted defeat in war for so long may form a precious asset for the Japanese. And perhaps
we have learned from history that this can open us up to values that differ from the experi-
ence of winning.

And indeed, art is a human act that truly shows us life and society in ways that differ
from “winning.”

This year marks the ninth edition of Kyoto Experiment and I hope it can serve as a place
for many to enjoy diverse and rich values that can never be obtained through the “winning-
is-everything” ideology of politics and economics.

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

As the founder and program director of Kyoto Experiment, in order to ensure the con-
tinued stability and survival of the festival, I have, if 'm honest, been unable to free
myself of the desire to have an edge over comparable events and theaters. Those who
work in a similar profession surely understand the feeling.

Talk like this leads nowhere, but there is a need to show some kind of merit so that
the stakeholders (artists, audiences, supporters) who are a precondition for realizing the
festival will want to get fully involved. These merits are more often than not relative.
As a result, one concrete example of a means that this festival adopts is “taking” a
premiere. Whenever you see our productions tagged as a “world premiere” or “Japan
premiere,” you should imagine the process that lurks behind this. The act in and of
itself may not appear particularly criminal, and indeed it is not. The artists receive the
opportunity to present a fresh work and audiences can see something brand new. And if
it leads to a boost in audience numbers, then the sponsors also get the point. Everyone’s
happy, right?

But in all honesty, I don’t like the behavior that leads up to this act: becoming heated
and stirring people up, outwitting others, or sometimes speaking and acting like you
look down on people. I don’t mean to suggest that Pm the only one who’s different.
This festival also has to fight for its survival, so it is a fact that it is complicit in this kind
of behavior, too.

On the other hand, there is a tendency in the arts today to valorize content that criti-
cally interprets actual society and attempts to illuminate its various problems as a fun-
damental understanding of political correction, not least a respect for diversity. With
this intent in mind, the organizers who attempt to boast about their superiority may
hear dissenting voices that tell them that what they say and do are not the same. Or per-
haps we should defy this with the response that management and content are entirely
different. At any rate, I can’t help but feel desultory as I flip between.

Such conduct whereby one attempts to be number one (or depose others) in order
to secure survival is not limited to the field of the arts. We might rather say that it is
something that merely reflects the reality of our society.

When Japanese society was experiencing a period of growth, there seemed to be an
ecosystem that redistributed the resources gathered by the “power” of the government
and major corporations, against a backdrop of a large working-age population. How-
ever much of a fantasy that was, it galvanized many and therefore gave hope of a better
future. But things are different now. The principle that only the strong and superior will
survive the tests of the market struts around with impunity and the “haves” attempt to
enact their escape before the resources are exhausted. The social ranking driven by this
economic system is like a bottle with no base, one that cannot give rise to a truly cycli-
cal ecosystem.

Incidentally, this year’s Kyoto Experiment features a main program occupied by fe-
male artists or artists and groups that identify as female. I would like to explain what
kinds of questions I want to share by programming the festival in this way.

One is the question of the extent to which sex and gender is not only cultural but
also political. Each and every one of us lives through our bodies. The human body is
differentiated by various indexes, such as age, race, and ability or disability, though
surely the most fundamental is our sex. For society, biological sex is important because

it is connected to reproduction; that is, the reproduction of generations. Whenever the

nation-state that governs society takes an interest in the volume and quality of its popu-
lation, the body of the nation becomes the object of interventions of power as an inter-
face for controlling that reproduction. In other words, the body is simultaneously both
something individual and also, through attitudes toward the family and gender, always
something that forms a political stage for these things.

In addition, this connects with questions about patriarchy that relates to collectivity
in terms of what kind of performing arts is produced as a collective art. Patriarchy as a
rational system for leading a group, regardless of whether in the arts or not, will unwit-
tingly be imitated. However, unless we question this, there might never be any theater
or dance works that manifest collective creativity in a true sense.

But if it’s this alone, then surely, considering the diversity in our world today, we
should also be aware of sexual minorities and not feel the need to introduce just female
artists. We should rather focus on the content of the artistic expression, as opposed to
the agents of that expression.

The second question that I want to present in the program is an inquiry into society
through the idea of woman as the Other. Simone de Beauvoir said that women exist in
society as the Other. The subject of human society is male, while the female is an object
seen by men—that is, an Other who is merely extrinsic or marginal. Or, as Edward
Said wrote in Orientalism (1978), Western modernity regulated the Orient as an Other
that was the polar opposite of itself as it developed the technology of colonial control,
and we cannot overlook how this attribute was portrayed through the medium of ste-
reotypes that are applied to contemporary women. Not only in terms of privileges but
also in the latent consciousness that controls us, we must consider how our society has
internalized scales of values based on (heterosexual) men, as shown by the way we talk
of “female artists” but never “male artists.”

The world is now more fluid than ever. What is internal? What is external? In our
times today, things cannot be treated according to the ways we have recognized them
until now. Nonetheless, our behavior and awareness remain fettered by the perspective
born from Western modernity, one of male-versus-female, of center-versus-periphery. By
considering the absence of the male-center and calling into question that very perspec-
tive of looking out at the periphery from the center, how do we feel and act? Surely this
encourages a way of perceiving the world in which it becomes possible for the first time
to accept diversity in its nature. Though I felt it might be in some way violent, I made
this program in order to present these questions in a lucid format.

I have written a rather argumentative text, but I want plainly to convey that our start-
ing point was the wish to offer a message of support to the women who live in Japanese
society today that, no matter how one looks at it, relegates them to a humiliating status.
The problems that arise from the attributes we are born with are ultimately the univer-
sal human problem of how we understand human relations, and I am dreaming of a

world in which people no longer look down on others.

Yusuke Hashimoto (Program Director, Kyoto Experiment)

and the Kyoto Experiment team
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While relentlessly building a collection of various items from everyday mod-
ern life, including mannequins, vacuum cleaners, sex toys, body brushes, and
training machines, Geumhyung Jeong has continued to explore the relation-
ship between these objects and her own body. Based in South Korea, she
works internationally as a choreographer and performance artist, counting a
solo performance and installation at the Tate Modern, UK, in 2017 among her
recent achievements. Her desires and senses at times escalating as she inter-
acts with her collection, she coolly inquires into the connection between hu-
mans and these objects of modernity.

Her co-performer for Rehab Training is a life-sized male doll designed for
use in healthcare education to show how people should care for patients.
Jeong confronts and controls “him” while also attempting to "rehabilitate” the
immobile dummy or the human shaped object through various tasks. As
these gestures and actions build up, the relationship between puppet and
puppeteer ultimately take on peculiar aspects that transcend intimacy. Who
is controlling whom? The inorganic object starts to become its own unique
kind of life form and the line between subject and object is no longer clear.
How should we describe or define this relationship between “her” and “him"?
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Audiences aged 12 and under must be
accompanied by an adult.

Audiences may not enter after the perfor-
mance has started or leave and re-enter
during the performance.
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Porn for Those Not Human

Saeborg

| saw a video of Geumhyung Jeong's performance.
Throughout the two-and-a-half-hour long perfor-
mance she struggles with controlling a dummy
designed for rehabilitation. The science fiction ani-
mation Rick and Morty that | recently saw was spec-
tacular in the way that adventures spread across
parallel universes. In this performance however, all
that Geumhyung is capable of doing is trivial tasks
such as making the dummy undo a fastener on her
clothes or making the dummy sit in a cowgirl pose.
The useless dummy has little flexibility and cannot
make large movements (even less than a G.l. Joe fig-
ure that has 38 joints), so the most dynamic move-
ment we see is perhaps when Geumhyung speeds
across on a chair.

Why choose something so “un-performed” for
a performance? The dummy is too heavy to stand
alone, and as it is controlled by various restraints, it
looks like a discipline gym for dummies. However, if
the opponent is a dummy it is also possible to actu-
alise one's perfect sexual fantasy.
Is Geumhyung looking for a sex doll? If so, then it
should be possible to find a woman or man sex doll
that looks beautiful for a price, but what Geum-
hyung chooses is not designed for sexual purposes
and most of the time is not beautiful either. It seems
that not only does she not care about the quality
of the dummy but that as long as it is life-size, it
does not even have to be accurately human-shaped.
In the sex doll industry not only is the physical ap-
pearance important, but cutaneous factors such as

human-like body temperature and heartbeat are
crucial, however the type of dummy Geumhyung
seeks is perhaps different from a replica of an actual
human (also in the sense that she does not appear
to be interested in upgrading the appearance from
reality).

As an artist, | create latex body suits. By overly

deforming the latex as a second skin, and develop-
ing an extension of the body, | believe it is possible
to overcome borders such as gender and age.
In many cases, people who have an original char-
acter, including myself, tend to feel that they do not
want to be a certain something, or that they do not
want to be put into a certain stereotype. If pornog-
raphy exists for each species, where dogs are only
aroused by dog porn and birds are only aroused by
bird porn, Geumhyung may be experimenting to
avoid the stereotypical porn made by humans.

Saeborg

Saeborg is an artist who creates latex body suits and
wears them herself in performance. She is also a staff
member of “Department-H”, a fetish event that has been
held for over 27 years in Tokyo. Exhibitions include the
“6th Athens Biennale” (Greece 2018), “TAG: Proposals On
Queer Play and the Ways Forward” (ICA, USA 2018), “Pig-
pen” (Roppongi Hills A/D Gallery, Tokyo 2016), “HISSS"
(Taro Okamoto Memorial Museum, Tokyo 2015), “Slaugh-
terhouse-13" (Joshibi galleria nike, Tokyo 2015), “Outcast
Animal -Live with you.” (Hajimari Art Center, Fukushima
2015), “TURN/From Land to Sea” (Tomonotsu Museum,
Hiroshima 2015). She was awarded the Toshiko Okamoto
award at the 17th TARO Award Exhibition (Taro Okamoto
Museum of Art, Kanagawa 2014).

#IHR—2 / Saeborg “Slaughterhose-12'

2015 Photo: TOMONOTSU MUSEUM / #iDi#EI 2 —Y 74
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In addition to its dramaturgical and formal perfection, the work of Giséle
Vienne disturbs and disquiets audiences. Vienne carefully dissects and as-
certains the darkness that resides within us all.

The stage is a party spontaneously organized by a group of young adults
in 21st-century Europe. Attracted by the intense excitement and music, they
are high on a kind of emotional roller coaster. Their unrestrained movement is
contagious and overwhelming. The music that stimulates them comprises
mainly of Detroit techno tracks from the early 1990s, as well as original music
by the duo KTL (Peter Rehberg and Stephen O’Malley).

On the other hand, the “subtexts” created by Vienne with the writer Dennis
Cooper and the fifteen dancers are not voiced at all. Their words are rather
translated into diverse movements that immerse the audience in a vast num-
ber of simultaneous narratives.

This crowd forms a community that experiences particularly intense emo-
tions and reaches a state where their senses are very much heightened.
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Audiences aged 12 and under must be
accompanied by an adult.
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[ i and Gisele Vienne
Assisted by Anja Rottgerkamp and Nuria Guiu Sagarra
Music from U KTL,

Vapour Space, DJ Rolando, Drexciya, The Martian, Choice,
Jeff Mills, Peter Rehberg, Manuel Géttsching, Sun Electric
and Global Communication

Edits & playlist selection: Peter Rehberg

Sound diffusion supervisor: Stephen O'Malley

Sound engineer: Adrien Michel

Light design: Patrick Riou

Dramaturgy: Giséle Vienne and Denis Cooper

Performers: Philip Berlin, Marine Chesnais, Kerstin
Daley-Baradel, Sylvain Decloitre, Sophie Demeyer, Vincent
Dupuy, Massimo Fusco, Nuria Guiu Sagarra, Rémi Hollant,
Oskar Landstrém, Theo Livesey, Louise Perming, Katia
Petrowick, Jonathan Schatz and Henrietta Wallberg
Production & booking: Alma Office, Anne-Lise Gobin, Alix
Sarrade & Camille Queval

Administration: Etienne Hunsinger

Executive producer: DACM

C : Nanter: centre

national / Maillon, Théatre de Strasbourg - Scene
européenne / Wiener Festwochen / manége, scéne
nationale - reims / Théatre national de Bretagne, direction
Arthur Nauzyciel / Centre Dramatique National Orléans/
Loiret/Centre / La Filature, Scéne nationale - Mulhouse /
BIT Teatergarasjen, Bergen.

The Company Giséle Vienne is supported by Ministére de
la culture et de la communication - DRAC Grand Est, la
Région Grand Est and Ville de Strasbourg.

The company is supported by Institut Francais for
international touring.

Support: CCN2 - Centre Chorégraphique national de
Grenoble // CND Centre national de la danse (Pantin)
Supported by the Agency for Cultural Affairs Government
of Japan in the fiscal 2018, Ambassade de France / Institut
francais du Japon

Presented by KYOTO EXPERIMENT, KYOTO STEAM—
World cultural exchange festival—Executive Committee

Giséle Vienne is associate artist at Nanterre Amandiers,
centre dramatique national and at Théatre National de
Bretagne, Direction Arthur Nauzyciel.
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A Desire for Genuine Encounters

Aki Okuda

When you see something that deeply moves you, or
when you are thinking, when you feel sad, or happy,
or angry; is that fiction or is it something that is sig-
nificant in your actual life?

Giséle Vienne compares her performances to
snowboarding; “In snowboarding, people push
themselves to the extreme, to the point where the
smallest mistake may cause them to die. By putting
themselves at this extreme limit, they feel a great
fulfillment towards life”. It is impossible to stay
indifferent if you experience something like that. |
think a good performance is like a mirror. It should
make you believe that you are really there. Encoun-
ters affect reality.

Recently, Mio Sugita, a member of the National
Diet, caused much controversy as she expressed
in an essay that LGBT (lesbian, gay, bisexual, and
transgender) are unproductive therefore there is no
need to support them. Later, Tokyo Rainbow Pride
made a call for a protest in front of the Liberal Dem-
ocratic Party headquarters. There a leshian put up
the rainbow flag and held a speech, that “this rain-
bow is not just for show”. Her words changed the
meaning of the rainbow flag that | had been seeing.
It was genuine. It is the encounters with things that
are genuine that change society.

There was one protest that left an impression out
of all the demonstrations and gatherings. In 2012,
nearly 1000 people occupied the entrance inside the
premises of the Oi Nuclear Power Plant to stop it
from resuming operation. The protest continued for
three days and three nights, beating ‘taiko’ drums
and raising voices until the riot police suppressed
them. Youths in their teens and twenties who hardly
knew each other's names danced in protest. Even
now, it still feels unbelievable. It was as if the large
concrete building was a temple and the dancing
people desperately resisting to stop the whole thing
were performing a ritual to calm an angry god. They
genuinely believed that dancing would be a form of
resistance, as dancing (or allowing dancing) is ille-
gal in Japan due to the Act on Control and Improve-
ment of Amusement Trades.

In Martin Luther King's final speech before his
assassination, he repeats the phrase “Somewhere |
read”. He refers to the right of free press, the free-
dom of assembly, and the freedom of speech as

written in the constitution. Somewhere, he had read
it. But of course, there must have been a whole lot
of other people who would have read it. It is crazy in
a way to genuinely believe that, though. It sounds
like a story inside a film or something, but to him, it
was genuine. | wonder how possible something like
this is, for normal people. You should watch a good
performance if you cannot understand; | want to en-
counter a performance that would genuinely make
me believe that | may die from the smallest mistake.

Aki Okuda

Born in Fukuoka 1992. Social movement activist. Found-
ing member of “SEALDs" (Student Emergency Action for
Liberal Democracy). Forms “SASPL" (Students Against
Secret Protection Law) in 2013. 2015, renames SASPL
to SEALDs, and protests against the security bill passed
by the House of Representatives. Has founded and is
currently the representative of the board of directors of
“ReDEMOS", a general incorporated association.
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Roberta Lima's practice focuses on her own body through work that ques-
tions the role of the artist and viewer. The media she employs is varied, in-
cluding photography, video, and installation.

In autumn last year, Lima spent a week accompanying a female chief
brewer at Shoutoku Shuzo in Fushimi, Kyoto, learning not only about the sake
brewing process but also how she became a chief brewer. Long overseen only
by men, women were forbidden even from entering sake breweries in the
past. If we return to the actual roots of the craft however, women were origi-
nally deeply involved with sake brewing. Today women are working as chief
brewers all over Japan.

Through this encounter, Lima came to understand the importance of wa-
ter. What function has water played in communities in Japan? And how can
water be used as a metaphor for resilience and to help emancipate women
from antiquated attitudes? Embodiment of Water comprises of three perfor-
mances staged in the same space as an installation, with contact Gonzo's
Yuya Tsukahara also appearing as a performer. The performances intervene
in the space, changing the installation each time.

In Japan, a feminist revolution has already begun—not in isolated ways, but
collectively. Lima is motivated by the desire to discuss these changes and also
continue developing them.
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[Installation]

Installation and exhibition design:
Roberta Lima

Video: Roberta Lima

Camera: Lauren Klocker

[Performance]

Direction: Roberta Lima

Performers: Roberta Lima and Yuya
Tsukahara (contact Gonzo)

Camera: Lauren Klocker

Lighting: Reiko Kawashima

Sound: Bunsho Nishikawa

Stage manager: Ayumu Okubo (KWAT)
Production coordinator: Haruna Hirano
(Kyoto Art Center)

Research cooperation: Maho Otsuka
(SHOUTOKU SHUZO Co., Ltd)

Support by the Agency for Cultural
Affairs Government of Japan in the fiscal
2018 (Installation), Japan Foundation

for Regional Art Activities [New Vision

- Performing Arts / Gender / Society]
(Performance)

Commission by Kyoto Experiment
Presented by Kyoto Experiment, KYOTO
STEAM—World cultural exchange
festival—Executive Committee
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“Sake-Making - Steam in the brewery”. Video stills. 2017 © Roberta Lima
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Roberta Limain conversation with

Maho Otsuka, the Toji of SHOUTOKU SHUZO

Roberta Lima: When | had the privilege of experi-
encing sake-making with Maho Otsuka, | also no-
ticed how she continues to challenge herself and the
industry. The debate on women’s empowerment
keeps growing in Japan, but she doesn’t go around
waving flags or participating in large political ac-
tions. What she does is more about remodelling the
sake industry from the individual, about being a toji
and having a family at the same time. She is ques-
tioning and changing the system from within and |
believe that's important in how | do my performanc-
es as well. The fact that this kind of empowerment
of women was happening not only within the art
scene was very beautiful and inspiring.

Maho Otsuka: | knew that it would be very demand-
ing when | first decided to take on this job. There
would be times when | would have to be up working
early in the morning or late at night, so | thought that
it would be impossible to get married and have a
family like everyone else. But when the environment
started to change and | saw my male colleagues get-
ting married, starting a family and having children, |
began to want my own children too. | felt | could
work it out while continuing working as a toji. |
started to have hope and believed that changes
could be made when | was put in a position of re-
sponsibility.

Lima: | noticed that water, time and precision is very
important in sake-making. You were constantly
checking the rice and the time, paying respect to
and loving all the elements. Could you explain more
about the process of sake-making?

Otsuka: The first process of washing the rice, soak-
ing it in water and then steam-cooking it, which we
call ingredient processing, is essential in brewing
sake. If this process goes wrong then the koji made
from that rice may fail, or the rice may dissolve too
much when fermenting in the mash, and have a
negative influence on the taste. | believe that wash-
ing the rice speedily, and the amount of water the
rice soaks up is the most important factor in sake-
making. The sake’s taste is greatly influenced by
how water is used because 80% of sake is com-
posed of water. If water with high mineral content is
used the end taste will become sharp and if water

with low mineral content is used the sake will taste
softer and rounder. Kyoto's water is very soft, so the
sake made will naturally taste soft too, which is why
the sake made in Fushimi of Kyoto has always been
called “feminine” sake, and the sake made using the
hard water of Hyogo, “masculine” sake.

Lima: We are always facing some kind of dichotomy
in the world, like woman and man, or soft and hard.
It's something | think about in my performances as
well. Why is it called feminine sake, why is there an
image that soft = woman? The toji is working ex-
tremely hard to make the soft sake. This is some-
thing that also interests me. The presence of water
during sake-making left a strong impression on me.
Back in Finland | paid attention to its different states
(Evaporation, Condensation, Freezing, Melting) for
creating Embodiment of Water. | also noticed that
water appears very frequently in Japanese mytholo-
gy and pop culture as a symbol of power, like in
characters of Pokémon games.

Otsuka: It's quite strange isn't it, now that you men-
tion it.

*toji: master brewer
*koji: rice cultivated with a mould

Extract from a conversation on 16th April 2018.
The complete conversation can be found on the official web-
site (https://kyoto-ex.jp).

“Embodiment of Water". Video stills. 2018. Courtesy of Roberta Lima and Charim Galerie.

SHOUTOKU SHUZO Co., Ltd.

A sake brewery of Fushimi, Kyoto founded in 1645. The
Kimuras, originally brewing sake in Rakuchu, transferred
to the brewery’s current location in Fushimi, famous for
its water, during the mid-Taisho period. SHOUTOKU
SHUZO believes that Junmai sake (no adding of distilled
alcohol) is the true form of sake and continues to brew
only Junmai sake, following rules strictly where needed,
and allowing change otherwise.
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BR| DA  Exhibition | Mud Man

EIXH[BIT[ON -IEERFORMANCE

10.6 (sat) - 11.18 (sun) 10:00-20:00
10.5(Fri) 17:00-22:00 7'L#*—7>/Pre-Opening

NTH+—T VR |

B RPEFLI— FrS5Y— B

North and South Gallery, Kyoto Art Center

BHEIZECCYIRITT—BETAU LETOUL BBEOATTE CCYRFT—

Performance | And | Go through You
® 50 min (F7%E|TBD) ({5 4#0& / World Premiere)

[110.12(rriy 16:00- / 18:00-=
10.13(saty 11:00- / 14:00- / 17:00-

[l RRb1872 =< >R+ +—2 / Post-Performance Talk

A mBEHers— 7Y—2R—2Z
Multi-purpose Hall, Kyoto Art Center

LR ETF IE BICEE LB ERE LTEERPREBROTL—LAIZAY
ZHBHAS ETHPEAOTEISHORIINIIT )T 2EERE
EELIIRLSERERERRLTE L ZDEE7TOERIZEST.TH
EIERARD S EBEE T2 A IEHE M TH 2P B0 BE LB R
BOIIES+*EE BANb0RELOEHCHEEZEE L-HR LW
FEEENFEZESCBYRLEMTZL VWS FREBAL MEDEE
BHRORIZANS L VS BREAVENDER,

EREELEEDRIZEFENTLEEBFAKRMICE DL EALEEER
SEEZ—HEDVNERLIEEY - THEAIEEMR I VRS
L=2arT2o \gid iBe  Z0ERICELWTHBLEML - REE
FOBEOENE TRESNILREDARG LRSS RN EFNET 1
I avhBEORATRET 2. FBEBEZLHRLIT ALY POBIRIC
E1—YYE—bRyIREENRDEE BEREEZF oA X—YELT,
DOT/INDSDEEADBENNEET 5,

SHRIZR TEDO AN SRELESA TN T4 =AM Thnb,
NEELELIBF. EE.F MR HOWIERNDIEHZCER L.
BERFETHLVERNIORERET 2 LI0hB1255,

Chikako Yamashiro's work explores her home prefecture of Okinawa while at
times integrating herself into the frame of her photography and video. The
body is indispensable for this process. For example, having listened to the
harsh testimony of the survivors of war and confronted what is impossible
to understand, Yamashiro then repeats and imitates the voice of the witness.
And all while resigned to a peril that transfixes. It is a process of drawing
closer to others through the body, accommodating the voice of the other into
the body.

Seeds in the dung dropped by birds awaken the people lying all over the
ground. The three-screen installation Mud Man that starts with this scene full
of mythic power was shot in Okinawa and Jeju, an island in South Korea with
a similar history. On the screens, a momentous reality intersects with a po-
etic fiction. The sound of human beatboxing is reinterpreted as the sounds of
gunshots, pulling the vision of war toward the body and triggering the viewer
to imagine past and future wars.

During the exhibition, there will also be a live performance developed out
of the Mud Man installation. Featuring sound, voice, and footage that per-
turbs and disquiets, these various elements intermix without separating,
opening up the body to experience a new imaginative journey.

[Ex]

B - R IR ET
RERERE HPEE
B2 aAel

[K7r—<>2]

AL - TR - BRI AT

7% : Shoh (HUMAN BEATBOX ARTIST) .
DJ SHOTA (DJ). Tokiii (RAPPER) . &%
SATHAT B
BRRERE - 1R 1F NS R

8 AR

TREA : AFRIERE (kehaiworks)  RRO & &
feith: ELUAIEE (PRI EMTAS)
SRRIEIRE - 71> QUICK (MuDA)
VY —FRABREAR. TIAF O BEX
WRE. FRAR BPE

FvRT4 VBN EMEEE, BEREET
BEEE A8 (RE=EMe>s—)

K5 holLy  BREBZ

HEF2L -y — KRR E (RB=ME5—)
VY —FEIEL ABPMEEATLEEDRIFE
MTE

BhBR - AR 30 FEEXAL T AL AT AIEHL R
pEES

F#:KYOTO EXPERIMENT, R#BEMt> 5 —.
KYOTO STEAM— XL AR —RTEES

[Exhibition]

Video shooting, editing: Chikako Yamashiro
Video setup: Shinji Tanaka

Sound: So Takagi

[Performance]

Composition, direction, video: Chikako
Yamashiro

Performer: ShOh (HUMAN BEATBOX ARTIST),
DJ SHOTA (D)), Tokiii (RAPPER), and others
Live camera: SongGi Kim

Video setup, operation: Kotaro Konishi
Sound: So Takagi

Lighting: Rie Uomori (kehaiworks), Hitomi
Kiuchi

Music composition: Yabiku Rika (Okinawa
Prefectural University of Arts)

Body movement direction and design: QUICK
(MuDA)

Research cooperation: Sachiyo Tsurumi, Hiroko
Arakaki, Reona Nishinaga, Atsushi Izena,
Hiroshi Tanaka

Casting cooperation: Kousuke Hashizume,
Emiko Nishioka

Assistant director: Ryuichi Tani (Kyoto Art
Center)

Dramaturge: Masashi Nomura

Co-curator: Mayumi Yamamoto (Kyoto Art
Center)

Support for research: TERUMO FOUNDATION
for LIFE SCIENCES and ARTS

Supported by the Agency for Cultural Affairs
Government of Japan in the fiscal 2018
Presented by KYOTO EXPERIMENT, Kyoto
Art Center, KYOTO STEAM—World cultural
exchange festival—Executive Committee

— TERUMO
I ™ FOUNDATION
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BOEVSZOIEABEDTICETERT
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ZOMOWAICBER LIce & ZIITREKE
HBEDIEHI N

HRIRIEEEET ARIZRZ 5H,.1(2016) RYU-GOATS
Directed by Ryugo Nakamura Girl of the Sea. (2016)
RYU-GOATS

FRATIRIE

1996 FHBREEE N NFEDED SBRHIEEZIT S0
RFETE1—EIIBHROBIES LT 08k, (2010),
RE.BERBXRZICEZP2016FAHORFRE
TANBIZEADHR KZEDRY v 75 ED R2BE
HIE-BERETRISARL. EBEEDT,

Okinawa Through the Eyes of a twenty-two-year-old

Ryugo Nakamura

Blue sea, blue sky, kind grandpas and grandmas.
This is what most people will imagine when they
think of Okinawa. This image is not mistaken, and
| would also mention something similar if | was to
describe Okinawa. However, every time | speak of
how beautiful Okinawa is, as an Okinawa-born man
something deep inside my heart whirls saying, that
is not the whole story, don't think that is the whole
picture.

The generation that experienced the Battle of
Okinawa seventy-three years ago, when the sea was
dyed black and the sky red, when a quarter of the
people were killed, have continued to decrease. As-
phalt roads have been built on top of the land with
unexploded bombs and remains, and in the blink of
an eye duty-free shops and large hotels have cov-
ered the city of Naha. Post-war, defeated, Okinawa
was under American military occupation, and even
after being returned to Japanese control US mili-
tary bases remained; it was natural to see a US Air
Force base next to your home. | assume that there is
a large difference between those that experienced
the war who continue to say that “the Battle of Oki-
nawa isn't over yet”, and myself born and raised in
Okinawa that was already dependent on tourism
and those military bases. Yet however hard | try to
favor and justify cheap and overused excuses, that
it is for Japan’s best, for Okinawa's best, | have not
found an answer that could live up to the tears of the
grandpas and grandmas. Because we are an island
that knows what war is | feel discomfort toward the
fighters that carry bombs to other countries from
Okinawa and to the US Army who continue unsafe
trainings to protect their country.

Despite that, however much we show public
opinion in an election, however hard we try to voice
our thoughts, our voice has never reached the other
side of the ocean.

We might as well shut up and accept everything.
In the end, nobody seems to care about or is willing
to take over the relocation of the MCAS Futenma
which was decided between Japan and the US on
the year | was born. The people of Okinawa don't
realise how precious the coral reefs of the sea are
because they are too used to them. Then why not fill
part of it up and build the base? Why not just keep
quiet and pick up the vast money that will fall upon

us in return?

It is such a simple thing, yet we cannot do this
simple thing. To walk away, and give up the land;
we cannot do this simple thing. A fighter takes flight
from the land taken away from us seventy-three
years ago, making a loud noise in the sky. We have
forgotten to cover our ears. We do not walk away
from the land. We just watch the sky.

People have continued to look away from us.
When it is our turn to look away, will it be happi-
ness or unhappiness that will come? When we show
up after wandering in the darkness for so long, our
faces expectant, will our faces be welcomed with
dirt or with a light of hope?

Does a future exist if we turn our eyes beyond the
land?

Ryugo Nakamura

Born in Okinawa, 1996. Started making films from
elementary school. He made his first feature film Adven-
ture of the Goat (2010) when he was 13 and is currently a
student at Keio University. His film Girl of the Sea. which
received much attention, was released in 2016. It was
filmed by a student crew, completely self-produced and
self-distributed to theatres.
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THE TOWN HALL AFFAIR

Based on the film Town Bloody Hall by Chris Hegedus & D.A. Pennebaker

® 65 min

mHHATFR

A REEM RIS H L

Kyoto Art Theater Shunjuza

I TUYRZ LAy T

R TVIr— FrhLyya 7Y 7Y7AR
FrLZ RTR Ty s -v=Fv T3>,
Ay b Y xN=F E=F - TAT7Z—T1h"
TPy

10.12 (rriy 19:30- W EE(BAEFRDY) BE: V1= 77— FAT R AT Y=Y
10.13 (Sat) 17:00_ Performed in English with Japanese surtitles. YT —BER Ty K2Ry
. B2 1)y 2)a—9— FvLR KT
1014 (Sun) 1400' MR- 70Yzovary AN—k- TR

BEARYE  NRILTF R Ay vay /
Related Event: Panel Discussion — p.70

RLVFAT 4T FEZREL1975F IFEZ MUK =2 -3 —
IDT7—bhy—v%FS|TREIE. VRN =T JEHEESITUY
RZUNAVTrEFROIGERL Y YR BB ETAERE RBEOHEE
HREILTE

1971F Z2a—F— 0 IV R—L B R 7IZXLDHA £
LY EEDD BRI T EETEONATIITEROIER, —~
VAT —E BIIHIETETIIZR M B IBHLVWEEERYILITT
W BEHD A=Y Y9 7bUba0 Z0BIEFIFIIELSNE
EHRERIDTIR—RI IR ATTRED A RERAN—IZLBR
FaAXVIY—BRETII Y TSy TF 1 R—LlBIHHENT NS,

V=R —TL—T DYy R— LBy T BRE D S5IB L RE
BRI B OARED A LI L TEBOERREEEEZE
BEBRALTWBII—AEZR L FBICZNEZFEICELALRE
FrDIxw—FIAN YL -TParIbrOBENSTIVESNHDB
BABEN  BRODE LI DRENICERHIZFR S,

Since its founding in 1975, The Wooster Group has produced multimedia
performance work and been a leading presence in the New York arts scene. Its
pioneering practice has branched out across theater, dance, film, and video.

The Town Hall Affair is based on a debate on Women'’s Liberation that
took place at The Town Hall in New York in 1971. In front of a packed audi-
ence, the writer Norman Mailer, fresh from publishing The Prisoner of Sex,
faced off in a fierce debate against a panel of feminists. This legendary and
subsequently much-discussed debate was filmed by D. A. Pennebaker and
Chris Hegedus as the documentary Town Bloody Hall.

In The Town Hall Affair, against a backdrop of footage taken from the
documentary Town Bloody Hall, performers play the real-life figures that ap-
peared at the debate. This night of virtuoso and virulent jousting is vividly
brought back to life for contemporary audiences, framed from the point of
view of lesbian journalist Jill Johnston who disrupted the debate and wrote
about it afterwards.

V7—B&- 7OV oy ay 93T 43044/
FRBRIG: XET/=T7- €947

BRF 21— AV TS RT LR TR a— AL,
IITF4IA KA/

BEBF IvYr— - Fr ALY Y2
FATN

KE IVIr—Frhlysa
SEREE:TYY-TUY

RfEE: Y137 40y
TAYsvay - RE—Yr— RS )=
TAFa—Y—1YYI T -AyRERrAL
CRIN - RF—=Tr— AT 51TV
&3 PARC EARMR RS —
BAR AL UL =R B B & (Bl - F3
SERAR L HE SRR ) I TBUE AR AT
SARER IR TRIY Ty T=Y T 7
IIF=av FITYALFaII-hIVVIL
(za—-3-7)

T EBEREMAZEAXMHAR L5 —.
KYOTO EXPERIMENT

Directed by Elizabeth LeCompte

With performances by Enver Chakartash, Ari
Fliakos, Gareth Hobbs, Greg Mehrten, Erin
Mullin, Scott Shepherd, Maura Tierney and
Kate Valk

Lighting by Jennifer Tipton and Ryan Seelig
Tour Lighting by David Sexton

Sound by Eric Sluyter and Gareth Hobbs
Video and projections by Robert Wuss

Tour Video and projections by Wladimiro
Woyno

Additional video by Zbigniew Bzymek

Video Cueing System Developed by Andrew
Maillet and Wladimiro Woyno

Assistant Directors: Enver Chakartash and
Matthew Dipple

Costumes by Enver Chakartash

Stage Manager: Erin Mullin

Technical Director: Jacob Bigelow
Production Manager: Bona Lee

Producer: Cynthia Hedstrom

General Manager: Pamela Reichen

In co-operation with PARC - Japan Center,
Pacific Basin Arts Communication
Supported by the Agency for Cultural Affairs,
Government of Japan, Mid Atlantic Arts
Foundation, Asian Cultural Council (New York)
Presented by Kyoto Performing Arts Center
at Kyoto University of Art and Design, Kyoto
Experiment
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The Performing Garage and Its Times: The Origins of The Wooster Group

Tadashi Uchino

In the United States, where, similarly to Japan, the
concept of theater as art took an incredibly long time
to circulate and materialize, the period when globally
influential theater practitioners appeared for the first
time was the roughly twenty years starting from the
1960s. Within this, the years from May 1968 in Paris
to the end of the Vietnam War in 1975—that is, the
transition from modernity to postmodernity—was a
period when the theatrical imagination shifted from
the alienated individual (the “I") to the group (“us”),
when artists worked toward deconstructing estab-
lished theatrical systems through such means as the
reinstatement of the actor, collective creativity, or the
denial of the absoluteness of the dramatic text. In
New York, leading roles in this were played by the
avant-garde groups of The Living Theatre (est. 1947),
The Open Theater (1963-73), and The Performance
Group (1967-80).

The Living Theatre's Paradise Now (1968), which
premiered at the Festival d’Avignon immediately af-
ter the unrest in Paris in May, famously sent shud-
ders all across Europe with its raw, violent, and an-
archistic theatrical space that centered on collective
creativity and audience participation. The Open The-
ater founder Joseph Chaikin strove to develop new
acting techniques, while theater researcher Richard
Schechner established The Performance Group,
crisscrossing the worlds of academia and artistic
practice, and turning toward exploration of collective
means of creativity and new forms of performance
space which he called “environmental theater.”

Starting with the staging of its major work Diony-
sus in 69 (1968), The Performance Group purchased
a space in the warehouse district of SoHo in Man-
hattan, New York, which it named The Performing
Garage and used as a venue to present their work.
It then also became the base for the group’s creative
activities.

Entering the late 1970s, the season of politics
gradually deflated and the collective frenzy also went
into terminal decline. In order to respond promptly
to this zeitgeist, some members of The Performing
Group started to engage in activities centered on
personal relations. The first result of this was Sakon-
net Point (1975), directed by Elizabeth LeCompte
from autobiographical materials prepared by the ac-
tor Spalding Gray. These internal creative endeavors

continued until 1980, when Schechner left and the
company reformed as The Wooster Group, led by
Gray and LeCompte, and retaining The Performing
Garage for its base.

In the New York art scene from the second half of
the 1970s, the “theater of images” of Robert Wilson,
Richard Foreman, Lee Breuer, and others attracted
attention. This theater originated absolutely in the
vision of charismatic individual artists. The times
had clearly shifted from the age of the collective
to that of the individual. Throughout this, however,
The Wooster Group has continued its practice that
maintains seemingly inconsistent artistic quali-
ties—namely, the principle of collective creativity
that shares a 1960s-style mentality, combined with
performance that emphasizes individual ideas in
the manner of the post-1970s. This character would
seem to denote a creative group based on loose con-
nections between individuals. It is a group of artists
that can respond to the changing times and that is
able to continue precisely because it is loose. Howev-
er, there is one constant: the Group continues to be
led by Elizabeth LeCompte. And this state of affairs
was made possible because, from the start until the
present, there has always been this place (or space)
for creation that is The Performing Garage.

Tadashi Uchino

Born in Kyoto in 1957. He received his master’s degree
from the Graduate School of Humanities and Sociology,
the University of Tokyo, and his PhD in 2002. He taught
at the University of Tokyo's Graduate School of Arts and
Sciences and, since 2017, has taught at the Graduate
School of International Cultural Relations at Gakushuin
Women's College. He specializes in performance stud-
ies. His publications include The Melodramatic Revenge
(1996), From Melodrama to Performance (2001), Crucible
Bodies (2009), and The Location of J Theatre (2016). He
is a member of the board of directors for Arts Council
Tokyo, the board of trustees for the Saison Foundation,
ZUNI Icosahedron Artistic Advisory Committee and TDR
Contributing Editor.
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STILL LIVES

® 70 min (B#&#3® / Japan Premiere)

10.13(sat)y 20:00-
10.14 (sun) 17:30-/ 20:00-
10.15 (Mon) 19:00-=
10.16 (Tue) 19:00-

[1 RRb+/874 =<+ p—2 / Post-Performance Talk
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EEAELETOTIEARVR2L00EN O EY ORSICHMAANED
YIEHNILL ENBDE FoTWDEDT,

With a background as a visual artist, Naoko Tanaka has forged her own origi-
nal field through the format of installation performances. Uninternalized
(light), the final part of a trilogy she developed from 2011, was staged at Kyoto
Experiment last year and stunned audiences with its serene yet powerful ex-
pression that used light and shadow. This new work, STILL LIVES, is a col-
laboration with Yoshie Shibahara, a performer and choreographer similarly
based in Germany. Its title connotes two meanings: still-life painting and the
idea of “It still lives.”

The performance is strongly linked to the individuality of its location, the
former imperial villa of Nijo Castle, which is a World Heritage Site and symbol
of Japanese modernization. Through her work, Tanaka brings dialogue to this
space where so much has happened over the course of its long history. A
plastic membrane makes noises like waves, while light that moves like a clock
casts shadows. Carried furniture somehow seems chipped or warped. Tanaka
does not apply the rules of a traditional and comprehensible structure in her
work. She waits for the narrative of minute perceptions to rise up within each
and every thing we see.
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Audiences may not enter after the

performance has started.
No audiences below preschool age.
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Concept, Installation, Performance: Naoko
Tanaka

Artistic Collaboration and Performance:
Yoshie Shibahara

Collaboration Realization Objects: Thomas
Lehmen, Andreas Harder

Technical Support & Sound design: Felix
Grimm

Collaboration Décor: Christopher Platz
Dramaturgical Collaboration: Adam Czirak
Production & PR: Barbara Greiner

A production by Naoko Tanaka

In coproduction with PACT Zollverein Essen,
Kyoto Experiment and SOPHIENSALE.

In cooperation with Luxoom Lab Berlin.
Funded by Japan Foundation for Regional
Art Activities [New Vision - Performing
Arts / Gender / Society], Berlin Senate
Department for Culture and Europe,
Kunststiftung NRW.

Presented by Kyoto Experiment
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A Swaying Platonic World

Hiroshi Yoshioka

Light and shadow are a couple. They are not a pair
who met by chance, however, but rather their rela-
tionship is inevitable in that one cannot exist without
the other. Light creates shadow, while it is through
shadow that light is able to shine. Light constantly
implies shadow, though the reverse is also true. And
yet, despite their lovey-dovey proximity, they are far
from equal (in the same way that Adam and Eve were
not). Light is in front, shadow is behind; without light,
shadow does not exist. And precisely for this reason,
shadow is more artistic than light, with greater sug-
gestive power.

The suggestive power of shadow has certainly
been demonstrated within literary imaginations
(in particular, romanticism). Examples include
Chamisso’s tale of Peter Schlemihl, the man who
sells his own shadow, or Motojiro Kajii's short story
The Ascension of K and Ursula K. Le Guin's Earth-
sea series. All of these, however, relate to people’s
own shadows. Indeed, it profoundly shakes us to
be faced with our own shadows, a doppelgénger or
“another me.” Nonetheless, there is more to shadow
than just this.

What is philosophically deeper-rooted, so to
speak, is surely not the human shadow but that of
things—that is, things as shadow. The origin of this
is a famous episode from Plato’'s Republic. Mankind
is likened to prisoners chained to face the wall of a
cave, with the “reality” that we see merely the shad-
ows projected onto the wall. These shadows shift
and change, yet true reality is the eternally immu-
table “ideas” that exist outside the cave. This is the
essence of the Platonic worldview.

Talking exhaustively like this about light and
shadow as truth and phenomenon might well cause
some readers to throw up their hands in despair, but
stay with me for a moment. This story is known as
the Allegory of the Cave. A metaphor or allegory is
not actually a meaning in its own right but rather the
image suggested by a meaning through the meta-
phor—in other words, it is, we might say, the shadow
of a meaning. This leads us to the viewpoint that a
metaphor of philosophical truth is the same as artis-
tic expression as shadow play.

Art as the shadow play of philosophy. There is
something fundamentally eerie about shadow plays.
This is because they somehow evoke apparitions. In-

deed, when shadow play, which originated in China,
was brought over to Western Europe in the 17th cen-
tury, it was probably regarded by people as a kind of
magic trick show reminiscent of necromancy, simi-
larly to the magic lanterns that were popular attrac-
tions in the 19th century.

Naoko Tanaka controls light and shadow in her
performance, though she does not seem to treat
shadow as a sort of metaphor. Like the puppeteer in
Bunraku, the artist displays her own body within the
same space as shadow. There is no magic trick here,
like making a metaphor or ghost appear. Rather,
through the coexistence of the shadow and control-
ler, the relationship between light and shadow, be-
tween truth and metaphor, becomes itself unstable,
leading to a moment when, though we know in our
minds that light creates shadow, it looks as if the
light is emitted from the shadow. A Platonic world
is quietly shaken by the intervention of a living body;
the order of light and shadow is gently disturbed.
And that fluctuation and disruption is beautiful.

Hiroshi Yoshioka

Born in Kyoto in 1956, Hiroshi Yoshioka is an aestheti-
cian. He majored in aesthetics at Kyoto University, where
he also completed his postgraduate studies. Follow-
ing teaching posts at Konan University, the Institute of
Advanced Media Arts and Sciences, and Kyoto Univer-
sity, he is currently a professor at the Kokoro Research
Center, Kyoto University. His specialism is aesthetics
and art as well as information culture theory. His writ-
ings include Information and Life: The Brain, Computers,
and the Universe (Shin-yo-sha, 1993) and The Present
Tense of Thought: Complex Systems, Cyberspace, and
Affordance (Kodansha, 1997). He was also involved with
planning and curating such exhibitions as “SKIN-DIVE"
(1999), the Kyoto Biennale 2003, and Gifu Ogaki Bien-
nale 2006. He served as chair of the International Con-
ference of Manga, Animation, Games and Media Arts,
organized by the Agency for Cultural Affairs, for three
years from 2011 to 2013.
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With the frenzied performance of TWERK at Kyoto Experiment 2014, Cecilia
Bengolea and Frangois Chaignaud made a lasting and immediate impression
on audiences in Japan.

The duo, whose background in conventional dance education evolved into
a hunger for club culture and then a hybrid mix of the two, have now turned
their attention to “music wall” sound systems which date back to the 1950s
and are inextricably linked to the evolution of diverse Jamaican music. Dub is
performed through powerful sound systems and goes far beyond mere enter-
tainment. The intense vibrations of the music unify vast numbers of people
and turn the gatherings into quasi-religious rituals.

For DUB LOVE they collaborate with HIGH ELEMENTS, a Dub plates DJ
from Réunion Island. The tension between the deep bass sounds and bright
melodies creates an upbeat solar music. Classical ballet techniques, which
eventually transform the bodies of dancers after challenging gravity for so
long, mark out precise lines in the vibrating space. The result is a stripped-
down experience of unyielding music and bodies.
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Conception: Cecilia Bengolea in collaboration
with Ana Pi, Frangois Chaignaud
Composition & performed by Cecilia Bengolea,
Francois Chaignaud and Alex Mugler (in

the role created by Ana Pi)

Hip Hop choreographic collaboration: Ange
Koué

Dubplates player: MatDTSound (with musics
of High Elements)

Technical manager: Dominique Palabaud
Administration / production: Barbara Coffy,
Chloé Schmidt, Jeanne Lefevre, Clémentine
Rougier

Tour planning: Sarah de Ganck / Art Happens
Production - Vlovajob Pru

VLOVAJOB PRU is funded by the Ministére
de la Culture et de la Communication (DRAC
Auvergne-Rhéne-Alpes) and the Conseil
Régional Auvergne Rhéne-Alpes

Cecilia Bengolea and Frangois Chaignaud are
associate artists at Bonlieu Scéne nationale
Annecy

Co-production: La Ménagerie de verre (Paris),
Maison de la Culture d’Amiens - Centre de
création et de production, SZENE Salzburg,
Direct Marketing

Special thanks to ImPulsTanz (Vinna), Karl
Regensburger and Vanja & Peter Fuchs
Supported by Ambassade de France / Institut
francais du Japon, European Commission
Presented by Kyoto Experiment
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Dub and the Island Nation Mentality

Rankin Taxi

Dub is the audio processing technology used in reg-
gae. It encompasses the process of adjusting and
reconstructing the sound of the drums, bass, guitars,
keyboards, and vocals.

Dub delivered a revolutionary jolt to the post-1975
world music scene. The secret of its origin goes back
to 1950s Jamaica. At the time, the country was reach-
ing fever pitch with such musical styles as jazz, boo-
gie, and doo-wop that had arrived from New Orleans
and Atlanta via Cuba. Events where people would
dance to records being played were also popular, re-
sulting in speakers rigged up like jukeboxes due to the
lack of proper public address systems. There was an
island nation mentality whereby people would go all
the way to the United States to pick up the latest LPs
and then take off the labels to disguise the track or
artist names.

The 1960s brought the appearance of ska, Jamai-
ca’s first dance beat. And then people emerged who
made studios and formed bands in order to produce
dub plate records that could be played exclusively by
organizers at dance events. Once again, here is the
island nation mentality. They weren't even thinking
about selling these records!

In the second half of the 1960s, as things seemed
to heat up even more, the fashion shifted from ska
to rocksteady. When the hit songs hit a peak, many
event organizers with sound systems decided they
didn't want always to play the same tracks and asked
engineers to produce music with processed sounds
from the original versions. Again, the island nation
mentality. They changed the balance of the sound,
adapted it into a cappella, added reverb, surprised,
made it dreamy, made it hypnotic. This original music
was then made available for people to buy.

Around 1970, audiences would explode at the un-
expected reverb and call out again and again for it to
be repeated. They would cheer loudly and bang the
iron sheet fencing, even fire guns. We also must not
forget about the herbs brought into the country by the
Indian coolies. Dub is what we collectively call this
remix technology. It is a product of the island nation
mentality of Jamaica.

The sounds that were heard in the dance halls also
developed. Using information brought back by young
people who studied at industrial colleges in North
America, studio equipment and remixing technology

suddenly jumped up to the level of advanced nations.

Rivalries arose between different sound systems,
money began to pour in from both mainstream av-
enues and the underbelly of society, and fierce com-
petition started to emerge. This continues intensely
today.

There are mountains of speakers, walls of sound
standing some three meters tall and with a corre-
spondingly sizeable width, and arranged to circulate
the eye-splintering middle and high sound registers
through the heads of listeners. They are kind of like
the monolith that features in 2001: A Space Odyssey,
but bulkier and with uneven parts. Imagine about 500
people dancing to a PA system for a 10,000 capacity
concert.

Though the hurricanes are an exception, it never
rains at night in Jamaica. It's pretty cool, so the out-
door dance halls are ideal places for men and women
to interact socially, and people accordingly dress up
in their finest wear for the occasion. These events ap-
pear at roller-skating parks, pub backyards, parking
lots, roads, and more. My first experience of one was
on a sand beach in Montego Bay. | shuddered when |
was surrounded by the mass of people who were not
so much dancing as wriggling. It was actually a bit
scary. Anyone is free to dance however he or she likes;
the results are free and creative, yet self-centered. Ev-
eryone thinks that they are the best!

| just stood there, transfixed by the sexy ladies lei-
surely grinding their hips to the fat, deep bass or the
couples with their hips stuck together, apparently not
even moving. What you will encounter at this perfor-
mance are people who also know this unforgettable
experience. People who were totally knocked down. It

was a revolution. They were done for.

Rankin Taxi

Rankin Taxi is the originator of the reggae movement in
Japan and continues to be a leading presence in the scene
even in his sixties. He started working as a reggae DJ in
1984 and launched the sound system TAXI HiFi. His ap-
proach to reggae is sincere yet highly humorous as well
as at times radical and rebellious. His output has influ-
enced a range of artists across different musical genres
and resulted in widespread respect and support. He also
embarks on ambitious tours of the country as the acoustic
duo RANKIN TAXI&NODATIN. In 2010, he almost entirely
rebuilt his sound system and re-launched an unprec-
edented and imposing speaker system that uses a 61cm
woofer. In summer 2012, he modified the woofer into a
genuine back-loaded horn speaker and sound system
with immense resound at outdoor events.
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Marlene Monteiro Freitas studied dance under Rosas artistic director Anne
Teresa De Keersmaeke and has collaborated with the likes of Cecilia Bengolea
and Francois Chaignaud in her impressive career. The winner of the Silver
Lion for dance at the Venice Biennale 2018, she is today attracting attention
all around the world for her outstanding talent.

BACCHAE - PRELUDE TO A PURGE is the first time that Freitas has em-
barked on a project of this scale. Her choice of the Euripides tragedy The
Bacchae as inspiration will not surprise those familiar with her work. This
endeavor of applying a literary or psychological approach to dance is not a
mere detour, but rather opens up the choreographer’s aesthetics.

The human psyche finds itself torn by the contradictory forces of Apollo’s
harmony and reason and the wild, instinctive influence of Dionysus (Bacchus).
Her staging of The Bacchae evokes and disassembles the history of tragedy,
while deftly evading expected narratives and rational interpretation. The per-
formers are simultaneously the masters and puppets of sounds, freely shift-
ing from dance movements to grotesque faces and theatrical gestures, all
unfolding within the rich and powerful world that Marlene Monteiro Freitas
constructs.
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Audiences aged 12 and under must be
accompanied by an adult.
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T 4/%)L 2017, Bonlieu Scéne nationale Annecy &
La Batie-Festival de Genéve in the framework of
FEDER - programme Interreg France-Suisse 2014-
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de Développement Chorégraphique (X =~z /L=
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Nouveau Théatre de Montreu By —
Les Spectacles Vivants / R¥E R s —t> 5 —

LY 5>y —4K— k10 Espago do Tempo (€7
EL=F=/K KL FHIL), Montpellier Danse a

1" Agora, cité internationale de la danse ; ICI - centre
chorégraphique national Montpellier - Occitanie /
Pyrénées-Méditerranée / Direction 7 X F x> - 1)
*/— - dans le cadre du programme de résidence Par/
ICI(E¥~1T)

R OURTA—F F—ER T IV I-HR TN~
/X0 OVRRT P2 T NA L YAR (TR -
7B #KA T ACCCA - Companhia Clara Andermatt
(URH>) ESMAE (Y ZK>) ESTC (U RK>)

F 4 :KYOTO EXPERIMENT

Choreography: Marlene Monteiro Freitas

With: Andreas Merk, Betty Tchomanga, Cookie, Claudio
Silva, Flora Détraz, Gongalo Marques, Guillaume
Gardey de Soos, Johannes Krieger, Lander Patrick,
Marlene Monteiro Freitas, Miguel Filipe, Tomas Moital,
Yaw Tembe

Light and Space: Yannick Fouassier

Sound: Tiago Cerqueira

Stools: Jodo Francisco Figueira, Luis Miguel Figueira
Research: Marlene Monteiro Freitas, Jodo Francisco
Figueira

Production: PORK (Lisbon) - Bruna Antonelli, Sandra
Azevedo

Distribution: Key Performance (Stockholm)
Co-production: TNDMII (Lisbon); Kunstenfestivaldesarts
(Brussels), steirischer herbst festival (Graz) & Alkantara
(Lisbon) with the support of the NXTSTP- Culture
Programme of the European Union; NorrlandsOperan
(Umea); Festival Danse 2017

Bonlieu Scéne nationale Annecy (Annecy) & La Batie-
Festival de Genéve (Geneva) in the framework of FEDER
- programme Interreg France-Suisse 2014-2020; Teatro
Municipal do Porto (Porto); Le Cuvier - Centre de
Développement Chorégraphique (Nouvelle-Aquitaine);
HAU Hebbel am Ufer (Berlin); International Summer
Festival Kampnagel (Hamburg); Athens and Epidaurus
Festival (Athens); Miinchner Kammerspiele (Munich),
Kurtheater Baden (Baden); SPRING Performing Arts
Festival (Utrecht); Ziircher Theater Spektakel (Zurich);
Nouveau Théatre de Montreuil - centre dramatique
national (Montreuil); Les Spectacles Vivants / Centre
Pompidou (Paris)

Residency support: O Espago do Tempo (Montemor-o-
Novo); Montpellier Danse a |I"Agora, cité internationale
de la danse ; ICI - centre chorégraphique national
Montpellier - Occitanie / Pyrénées-Méditerranée /
Direction Christian Rizzo - dans le cadre du programme
de résidence Par/ICI (Montpellier)

Acknowledgements: Cristina Neves; Alain Micas; Bruno
Coelho; Christophe Jullian; Louis Le Risbé; Manu
Protopopoff; ACCCA - Companhia Clara Andermatt
(Lisbon); ESMAE (Lisbon); ESTC (Lisbon)

Presented by Kyoto Experiment
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Can Debauchery be a Theatrical Device!?

Simone Fukayuki

| have loved the word debauchery since my child-
hood. Not lewd, not lecherous. | was fascinated by
the erotic and cool female villain. Not the hero, not
the idol. | dreamed of standing on the fantasy stage
in a theatre, regardless of its fame and size. | now
wear two hats as a chanteur and as a drag queen.
Although in different weights from the three points
stated earlier, | try to focus on erotic and venal songs
on stage for chanson, and to create an immoral and
ornate space at the drag queen parties | organise
with my friends. Though | am uncertain if it is suc-
cessful every time... Now leaving chanson to the
side, | will write about drag queens.

Drag queens are irregular performers who hold
shows, dance, and host parties mainly in clubs. In
the west there are many transgender queens, but
not in Japan as there is a separation from transves-
tites. One of the greatest reasons why gender and
sexuality are not considered important even to this
day takes its roots back to the late eighties when
subculture and art had strong ties to trends. Now,
the greatest thing about drag queens must be the
deconstructivism. It is the unique and avant-garde
method of fragmenting what one has once created.
It may be slightly easier to understand if you imag-
ine Madonna, or Prince, or Freddie Mercury.

“DIAMONDS ARE FOREVER" is a party focusing
on such drag queens, organised by myself and DJ
LalLa. We will be in our 30th year next year, and |
believe that we have gotten so far only because DJ
LalLa and | share a common keyword; decadence.
Decadence happens from the repetition of the same
behavior over time. Of course, we cherish the idea
of deconstructivism having drag queens as subject,
but these long 30 years perhaps only happened be-
cause of decadence, our soil. Repetition of the same
behavior, fragmentation of one’'s own creation, a mix
of conflicting and contradicting things; that is the
truth of “DIAMONDS ARE FOREVER".

And of course, decadence. Decadence is com-
posed of various things including the abnormal and
demonism, but within that also exists debauchery,
villains, and fantasy. | am particularly fond of the
image of debauchery. Though | would not say that
drag queens must always be debauched, | would
wish for them to be so. There is no mistake however,
that those with a debaucherous nature become drag

queens, as midnight and eroticism always go togeth-
er. The valiant figure of the debaucherous wreak-
ing havoc on stage and its fantasy surroundings is
absolutely stunning; it is beautiful and pleasurable.
Pleasure is something that has to be experienced, as
after pleasure, awaits a treat named orgasm.

*debauchery: overindulgence in sex, alcohol, and drugs

Simone Fukayuki

A chanteur and drag queen who adores the strange, the
luscious and the pointlessness of love. Made his debut in
1988. A performer that represents Japan’s underground
scene, showing up in clubs and halls from mainly the
Kansai area to the whole of Japan. He also writes essays
on film, music, art and fetishism, as well as actively hold-
ing talks with various guests. Organises DIAMONDS ARE
FOREVER with DJ LalLa (Toru Yamanaka) at Kyoto MET-
RO. Also appears in CAMP -Midnight Movies-, and the
Chansan Festival in Takarazuka. CDs include La Beauté
et Et La and Le Sang et La Rose.
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50 Grades of Shame
A picture album inspired by Wedekind's Spring Awakening

® 105 min (B#%% / Japan Premiere)

10.24 (Wed) 19:00-= k1 VEBXE ZEFEHY)
. Performed in German with Japanese
10.25 (Thu) 19:00- and Ernghs}: surtitles. h
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The female performance group She She Pop aspire for experimental creativ-
ity that transcends hierarchy. Its work invites onto the stage the stories of
various people’s lives, such as the members’ actual mothers or women who
grew up on opposite sides of the Berlin Wall.

Inspired by Wedekind's Spring Awakening, a tragic tale of adolescence,
and E. L. James' controversially explicit erotic bestseller Fifty Shades of Grey,
this “picture album” performance features She She Pop alongside other male
and female performers of different ages. The men and women, young and old,
take turns performing the roles of teachers and students in a classroom dur-
ing a sex education lesson, exposing their own bodies and the shame accu-
mulated inside them without any decorum. What is sex? What makes a
woman a woman? What makes a man a man? What does a child know?

The experience of sex is constantly changing. Its norms and conflicts, too,
cannot escape politics, history, and ideology. On a large screen we see the
bodies of the performers captured live on camera, squirming in a jumbled-up
collage of differing generations and genders. This grotesque and ridiculous
chimera perhaps forms an entirely new body for us after the boundaries of the
individual have melted away.
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Kyoto Prefectural Citizens’ Hall ALTI

A LAUTEREZORENLE

Audiences aged 12 and under must be
accompanied by an adult.
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F 1 :KYOTO EXPERIMENT

Concept: She She Pop

Performance: Sebastian Bark, Jean Chaize,
Jonas Maria Droste, Johanna Freiburg, Fanni
Halmburger, Susanne Scholl, Berit Stumpf,
Zelal Yesilyurt

Artistic Coordination: Lisa Lucassen

Video: Benjamin Krieg

Sets: Sandra Fox

Costumes: Lea Sovsg

Dramaturgy: Tarun Kade

Music: Santiago Blaum

Artistic Advice: Ruschka Steininger

Lights / Technical Direction: Sven Nichterlein
Sound: Manuel Horstmann.

Surtitles: Panthea / Anna Kasten
Translation: Naoko Kogo

Production / PR: Ehrliche Arbeit - freelance
office for culture

Touring: Tina Ebert

Administration: Aminata OelBner

Company Management: Elke Weber

A production by She She Pop and Miinchner
Kammerspiele

Co-produced by HAU Hebbel am Ufer Berlin,
Kampnagel Hamburg, FFT Diisseldorf,
Kiinstlerhaus Mousonturm Frankfurt a.M. and
Kyoto Experiment

Funded by Japan Foundation for Regional Art
Activities [New Vision - Performing Arts /
Gender / Society], Berlin Senate Department
for Culture and Europe

Supported within the framework of the
Alliance of International Production Houses
by the Federal Government Commissioner for
Culture and the Media

Co-presented by Kyoto Prefectural Citizens’
Hall ALTI

Presented by Kyoto Experiment

| T Berin

45



46

RBETHEEBKREY -

INMEEH

BEOEEICHSE BERPAHZEEICI
TA1Ty MRERBE. %UfFﬁMt“iz’TEd)%ﬁz:
BETALErBNHET . AEEEOF T, RY
LBRETLOBERIEIREOREAIGESNICER
BEICARIBENMFEIINTLE, ZDELS
BRINEZBEEICBICLTLEE EE LV L HR
DRTLASATHEHTICRYAENS, L&
BEEX77vyaryBEEE ML ERR &
DESBBHEDPEBTELLODE V> FIRE
W BRGE e L TRERTFENERE>T
WB, eIt EIZE>TIR AR DELSIZED
BHERE—HROBRICHILEZIONDIELE
IS RENASERRIENELIN TV

EEPHRERRICSVT HELBATENE
DEUER)EZZ. HH5VIETMIVEZLL5%
ERIE.ZS Vo EBICRIVAZN-BERN
REEKGOHY AICEVWERITMTEEIRE
HAERLLTEI G RERAE RLY Y TEHL
1299 DEMK, /N> F + ~v k& (Hannah Hoch
1889-1978) IF 1910 FE R B F B R S ICE-
T HECHS RS ITERTEDYVIRER
BWT74hEYy—YafEREFELI AvE

B ZEOBEERELTANBZTY, A
KO—LEREPEYOL> B LD TEEMER
N BEONR—YETSLTREBELLY LWU2R
AL TN THIET FAMTDEIRER
@E%%T’E’Jﬂjbto

ANYEPRAVERELRERAEESELFE
IF. BRROBREROFICHT AN TV S,
EEEKR(1963-) DTEHIES E 5, IR E
TART LA ZAWIENAEY Y —Y2/ERT
HE.BEHFEIBELELARET LA ERERCH
Ex, EEICERARBINT- A X TERRKR
FLZINOOEEZ BAERLTAXTLAD
BEETIY YL BES e, BE TR
CEMEE AP EDY YL, ETD
FARTLADENIERT S EI2L>T, HEH
EBELTARLOROBIHAANED > 15
FREFBREN - BENICIISEHENNS,

NYF ANvERKD LT EBHRA,N TR
TLAEZRAVTERLEL, DE S EERER
EZORRLEBEBRIE BICIERRKICL, BFE
IZHM 2, BADBERENIFPAINEIET,
INEBEIEOFEMENESROND BT
BHRRIIHETEIE T BIENEDEEOD,
FHMEBOBEEZEDLIICIRATLIDN, &
WA ZEEINRSTEZS B EBHBLBBDE,
WEIZIL, KEE%H%%E@%@L:M:WJU%%
o) ERPEENMmERYBERAS L5 I8E
a)ﬁBM%H)w%xazumgm\oua\l,\?%ﬁ
HicpEisni-ERSn-BkgEzFErnY el
T REOBRENL BRICHT 2BEROEELR
T3 ENTEEICRDZDTIERVESI D,

BHEATEH LS ESIRTAR((HEOERE.
5 R ETEE. 2004)

Ryudai Takano, Para Para / Electric Riffle Exihibition
(“Les métamorphoses du quotidian” The Museum of

Modern Art, Gunma, 2004)
@©Ryudai Takano
Courtesy of Yumiko Chiba Associates, Zeit-Foto Salon
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The Body Image and Gender Muddle

Mika Kobayashi

When the time of year rolls round for dressing light-
ly, trains and public spaces abound in advertising for
female beauty products and services like diets, hair
removal, and deodorant. The photographs in this ad-
vertising are scrupulously retouched to ensure the
surface of the skin on the bodies of the slim models
always appear perfectly smooth. By looking at such
advertisements frequently, stereotypical images
of the desirable female become imprinted into our
subconscious. Advertising and fashion photography
are hugely influential in that they shape normative
body images in terms of gender differences and the
kinds of bodies accepted as “normal” or “beauti-
ful.” For women in particular, these normative body
images are internalized to the extent that external
beauty is understood as being inseparable from self-
consciousness.

In photography and video, works of art that seem
to transcend gender differences and exchange or
switch body parts have played a role in raising ques-
tions about these normative body images imprinted
into our consciousness. For example, Hannah Hoch
(1889-1978), the Dadaist artist active in Berlin, pro-
duced photomontages using various photographs
taken from newspapers and magazines, starting in
the second half of the 1910s and continuing for many
years afterwards. Hoch dismantled and switched
the bodies of men and women, repositioning body
parts to make them into masks or ornaments, shift-
ing and rearranging parts of faces, and making them
into distorted forms, in this way creating chimeric,
heteromorphic creatures.

Hoch's method of combining heterogeneous ele-
ments carries on today in contemporary video and
film work. Electric Flip by Ryudai Takano (b. 1963)
is a dynamic montage that employs LCDs. Takano
used multiple cameras set up vertically to shoot
sequential photographs of various male and female
models taking off their clothes, which the instal-
lation then randomly replays on stacked displays.
On the screens, the act of taking off clothes syn-
chronizes with the switches between the different
figures, and then by connecting the images on the
upper and lower displays, it results in the inciden-
tal and momentary appearance of body images that
straddle gender distinctions and interchange differ-
ent people’s body parts.

The body images that syncretize segmented
gender and individual differences, as presented by
Hannah Hoch on paper and Ryudai Takano through
displays, seem at times eerie or even comical. Vari-
ously blurring the boundaries between individuals
in this way challenges the physicality of the viewer.
Confronting the syncretized body images means we
must reflect and consider the question of how the
viewer interprets his or her own body as well as that
of others. In reality, we are unable to switch bodies
like we change clothes or exchange body parts as
we might replace the parts of a machine or device.
However, is it not possible to take our cue from these
visually segmented and modified body images in or-
der to remove the framework of norms and broaden
our vision of the body?

Mika Kobayashi

Mika Kobayashi is a photography researcher who lec-
tures on photography at schools and other institutions
in Japan and overseas as well as holds workshops, cu-
rates exhibitions, and writes for magazines. From 2007
to 2008, she stayed in the United States at the invitation
of the Asian Cultural Council and as a Patterson Fellow,
working at the International Center of Photography and
San Francisco Museum of Modern Art on research and
exhibitions about Japanese photography. Since 2010,
she has been a visiting researcher at the National Mu-
seum of Modern Art, Tokyo and, since 2014, an adjunct
professor at Tokyo Polytechnic University.
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Favonia’s Fruitless Fable ia]
The Question of Faeries sl

O [A] 85min. / [B]110 min.

10.25 (Thu) 19:30-A13
10.26 (Fri) 19:30-18!
10.27 (sat) 14:00- 8! / 19:30-[A!
10.28 (sun) 14:00- A1 / 18:30- 8!

[1 R&Rb+1874 =<2+ +—2 / Post-Performance Talk
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Performed in Japanese with English surtitles.
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This is a double bill of two of Satoko Ichihara’s major plays: Favonia’s Fruitless
Fable, which was shortlisted for the 61st Kishida Kunio Drama Award and
was Ichihara's first work to be performed overseas, and The Question of
Faeries, which deals with the shocking massacre at a Japanese care home for
the disabled in 2016. Director and playwright Ichihara has recently turned her
hand to writing novels and continues to expand her activities and ambitions.
The majority of her plays take the form of monologues that brim with animal-
istic desires and sexual metaphors—a raw touch that at times stirs a physio-
logical aversion in the audience.

In Favonia’s Fruitless Fable, a female office worker who wants genuine
leather shoes instead of fake leather ones encounters a series of strange char-
acters wandering around an alley. In The Question of Faeries, the three parts
each related in a different style (rakugo storytelling, music, and a seminar) are
performed almost like a monodrama by the France-based actor Kyoko
Takenaka.

Ichihara is tenacious in her examination of the contemporary human con-
dition, whereby we live our lives in the city buffeted by consumption and our
psychological complexes stimulated by the torrent of information. Through
the energetic bodies of the actors, her potent gaze drags onstage the social
frictions we deal with on an everyday basis, highlighting what is often relegat-
ed to invisible areas of life.

mHHATI—R

A RHEfiery— B2

Auditorium, Kyoto Art Center

A 2EUTRREEORESBE (T2
EFREFINH)
Audiences aged 12 and under for Favonia’s

Fruitless Fable must be accompanied by
an adult.
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Written and directed by Satoko Ichihara
Set design: Tomomi Nakamura

Lighting: Reiko Kawashima

Music Composer: Masashi Nukata (Tokyo
Shiokoji / Nuthmique)

Stage manager: Chinatsu Iwaya
Company manager: Yoshiki Masuda
Dramaturge: Masahiko Yokobori

Favonia’s Fruitless Fable

Performers: Kimio Taketani, Yurie Nagayama
Lighting design: Ryoya Fudetani

Video: Sumire Mori

The Question of Faeries

Performers: Kyoko Takenaka, Takako
Yamamura, Mayo Hyodo

Piano player: Ryo Sugimoto

Supported by Japan Arts Fund (Favonia’s
Fruitless Fable), The Saison Foundation
Presented by Q (Favonia’s Fruitless Fable),
Kyoto Experiment
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Our Lies; Tokyo

Shonen Aya

What are you so afraid of? | am eager to ask when |
see the buildings of Shinjuku from the Metropolitan
Expressway. That one area bulges unnaturally from
the flat ground as if huddling up shivering, running
away from somewhere.

What is in the middle of all that?

The city does not answer.

Open up and show me.

The city does not answer.

We are flesh.

We are only flesh, born one day to forever tread the
thin ice of daily life, and shortly perish.

Nobody in the world can bear it.

| might as well have been born plastic or something.
Maybe a plastic bottle. Plastic bottles have a mission
at the very least. One that ends very quickly at that.
Then someone could throw me into the forest from
the road, so that | could spend what seems like eter-
nity to decay. Then | could have only the fickle birds
and moles to watch me.

The flesh lives a long life, yet we know too much
about our death.

Which is why we endlessly wander the city, search-
ing for excessive meaning and value. Needless to say,
such things do not exist. Even in the miraculous oc-
casion that one does find such things, death may be
destined the second after.

Cowardly and wise, we cannot die like a cat or dog.
Nor can we live like them.

Fed up as we are, we wrap our bodies of flesh with
numerous lies. We then try to forget that these lies
are even lies. We cannot be without forgetting.

We then cling on to our busy lives, so that our lies
will not ever peel off. We constantly make money, eat,
excrete, wash, then sleep. We might even be lying in

our dreams.

Tokyo is a crystal of our lies.

Here, it is overflowing with pretty lies, which are hon-
ored, and even divinised in some occasions. We des-
perately collect them, worship them, and exploit them
until we get tired. Then we jump on to the next lie.

| mean, reality is scary. Flesh, death, it's all unbear-
able.

Basically, it was us, in the middle of the frightened
city. We who are fed up.

Or perhaps we could put it this way.

Tokyo is us. It is the frightened us ourselves.

The world however, mocks our lies by paying us the
occasional blazing sunlight, or the freezing winds to
the city. And then, ignorantly strutting along, we are
made to shiver or to sweat like a waterfall.

Like a child robbed from a favorite toy, | glare at the
sky, vexed, cursing, but not to admit my loss.

We are flesh. Frightened flesh.
We can however, wipe away our sweat with our own
hands.

Shonen Aya

Born in 1989. Essayist. Made his debut with the antholo-
gy The Child Like A Nun (Shodensha) which investigates
his sexuality and past. Writings include Shonen Aya’s
Anxiety Diary (Kawade Shobo Shinsha), and O Neverend-
ing World (Heibonsha).
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Floating Bottle Project vol.2
Dive into the point RI2F179 %

® KE | TBD (t#540% / World Premiere)

10.26 (rri) 16:00-
10.27 (sat) 13:00- / 17:00-%
10.28 (sun) 13:00- / 17:00-

[l KRR b+ 75—<>Z~—2 / Post-Performance Talk
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"Setting westernization and modernization as one boundary, please observe
the earlier performing arts in the region or community where you live. Repeat
experiments and then launch the performing arts for living today.” Dancer
and choreographer Natsuko Tezuka, who is engaged with the issue of dance
archiving in her Dance Archive Box project, adapted Anatomic Experiment 6,
one of a series she has developed since 2001, into several “instructions” and
released them into the sea that joins up Asia.

The first person to receive the drifting bottle that contained these “instruc-
tions” was Venuri Perera from Sri Lanka, and then Yeong Ran Suh from South
Korea. One year on from Floating Bottle Project Vol.1: Three points in the flow,
the first staging in Yokohama of these instructions that all three dance artists
interpreted differently, they now reunite for the next phase.

Tezuka says that one of the great changes brought about by westernization
and modernization is the reinforcement of demarcation, from national bor-
ders to rights and the individual. Back when those demarcations were still
ambiguous, how did people live? Through the collaborative work of three
artists tenaciously building up dialogue, mutually unsettling the perspectives
of period and region, an experiment is launched to share experience with the
audience. Can we once again uncover the inner power of the body that has
been bridled beneath these boundaries?
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North Hall, ROHM Theatre Kyoto
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BU4E ! Floating Bottle (FIREF. 7z X~ -
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HFERAE:KYOTO EXPERIMENT

F 1 KYOTO EXPERIMENT

Direction: Natsuko Tezuka, Venuri Perera,
Yeong Ran Suh

Performance: Natsuko Tezuka, Venuri
Perera, Yeong Ran Suh (video appearance)
Stage manager: Masaya Natsume
Lighting: Yukiko Yoshimoto (Mahiru)
Sound: Sho Takiguchi

Production coordinator: Kimiko Terada
(ROHM Theatre Kyoto), Asami Hori
Original commission: Singapore
International Festival of Arts 2015
Supported by The Saison Foundation
Produced by Floating Bottle (Natsuko
Tezuka, Venuri Perera, Yeong Ran Suh)
Co-produced by Kyoto Experiment
Presented by Kyoto Experiment

THE SAIS@N FOUNDATION
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Floating Performing Arts

Daisuke Muto

Natsuko Tezuka's Floating Bottle Project emerged
out of the Singaporean director Ong Keng Sen’'s
Dance Archive Box project, which was developed
between 2014 and 2015 by participants in Japan
and Singapore as an experiment in finding ways to
archive (that is, preserve) works of choreography.

Especially in a Japanese context, it is difficult to
revive contemporary dance works or include them
as part of a repertoire unless the original creators
are involved. This is because they are quite often
conceived and built on the basis of the specific bod-
ies of the choreographer or dancers, and composed
with elements hard to encode into existing signs or
languages. But if we turn this on its head, we are
then able to confront the radical question of how a
work of art can survive once it is separated from its
author. There are also means of opening up a work
to others, such as concepts like the commons and
open source.

In this way, the participating choreographers
employed a range of materials, including written
instructions, audio recordings, sketches, props, cos-
tumes, and websites, rather than video (which is
general but by no means universal), to package up
their previously performed works. Choreographers
in Japan and elsewhere around Asia then opened
them up and attempted to revive the works through
their own respective interpretations.

Tezuka has rephrased this “archive box” as a
“floating bottle.” It is a name that emphasizes the
travel and mutation of a work, rather than its preser-
vation. Unlike an item within a repertoire to be accu-
rately repeated, a work is passed on again and again
to others and transformed. Somewhat like a game of
Chinese whispers, this idea is more common in tra-
ditional performing arts than in modern (Western)
art institutions.

When we say “traditional performing arts,” we
tend to think of something that has been passed
down unbroken within a closed community, but
there are also examples that, on the contrary,
have been continually taken out, transmitted, and
changed.

For instance, similar forms of Kagura and Bon
Odori dances are distributed extensively around
Japan with rich diversity between regions and vil-
lages. When a festival enjoys a strong reputation,

there will always be people who want to take it back
home to their village and spread it, and preeminent
ondo-tori song leaders were sought after all over the
land. On the other hand, since traditional perform-
ing arts are rooted in societies basically as religious
or secular rites, large-scale transmission and radical
change occurs along with the development of trade,
missionary activities, and war. Even the wild folk art
would, if picked up by the authorities or elite, be
refined into a noble formal beauty; religious rituals
might, as faith declined, become entertainment and
popular culture regardless of their lineage.

In this way, the performing arts are absolutely not
defined only by their current state, but rather repeat-
ed while remaining open to change. They continue
to live fluidly within the whole of human culture that
is faith, entertainment, social intercourse, educa-
tion, and politics. Here a logic operates that is quite
distinct from the system of art based on units of the

K

modern “individual,” such as a fixed “work” of art or
an “author” who possesses the work's copyright.
Art in Asia is today thriving and likewise dance
and the performing arts, but there is always a radi-
cal minority turning to look again at the logic of per-
forming arts rather than following the model of “art”
in the modern Western sense. Attempting to relativ-
ize the concept of the author, Floating Bottle Project

is another new practice in this regard.

Daisuke Muto

Daisuke Muto is a dance critic, associate professor in
dance and aesthetics at Gunma Prefectural Women's
University, and choreographer. His research specializes
in the global history of dance, with a focus on 20th-
century Asia, as well as choreography theory. His recent
work has explored projects around Japan in which artists
“learn” folk performing arts. He contributed chapters to
the edited volumes Choreography and Corporeality (Pal-
grave Macmillan, 2016) and History of Ballet and Dance
(Heibonsha, 2012), while his scholarly papers have dealt
with a learning project about Tohoku folk performing
arts as well as Sioned Huws and the traditional dance
practice of the Kakinaizawa Shishi-odori. His choreog-
raphy includes Surely It Comes About (2013). He is the
International exchange program director for Sanriku In-
ternational Arts Festival.
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® 100min. (B&#i& / Japan Premiere)

10.26 (rri) 19:30- WEE, 2~ VEAEE EE AN Y
00— BFEDHY)
10'27 (Sat) 14'00 = Performed in English and Spanish with
10.28 (Sun) 14:00— Japanese, English and Spanish surtitles.
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Five years on from her appearance at Kyoto Experiment with Melancholy and
Demonstrations, based on the diary of her own mother, which comically de-
picted the disputes within families and between individuals and the nation-
state or history, Kyoto welcomes the return of Lola Arias, an artist whose
striking practice extends across theater as well as film, music, literature and
visual art.

This play features six people: a special needs teacher, a member of a
Beatles tribute band, a counselor for ex-servicemen, a security guard, a
criminal attorney, and a champion triathlete. Though today they lead com-
pletely separate lives, there is one thing that they share. They are all veterans
who fought in the Falklands War (Malvinas War), a territorial conflict in 1982
between the UK and Argentina. These veterans from opposing sides of the
war revisit their memories in a space resembling a film set, almost as if they
have been teleported back to the past in a time machine. What actually is a
veteran? A survivor of a cruel conflict? A hero? Or a madman? What will we
find in the overlapping zone between reality and fiction?

mHEATER
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Kyoto Art Theater Shunjuza

@ 12BFBREE ORI D BE
Audiences aged 11 and under must be
accompanied by an adult.
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WRITTEN AND DIRECTED by Lola Arias
CAST Lou Armour, David Jackson, Gabriel
Sagastume, Ruben Otero, Sukrim Rai, Marcelo
Vallejo

RESEARCH & PRODUCTION Sofia Medici,
Luz Algranti

SET DESIGNER Mariana Tirantte

MUSIC COMPOSER Ulises Conti

LIGHT DESIGNER / TECHNICAL DIRECTION
David Seldes

VIDEO DESIGNER Martin Borini

SOUND ENGINEER Roberto Pellegrino /
Ernesto Fara

DIRECTOR’S ASSISTANT Erika Teichert /
Agustina Barzola

TECHNICAL ASSISTANT Imanol Lopez
PRODUCTION ASSISTANT Lucila Piffer

UK ASSISTANT Kate O'Connor

COSTUMES Andrea Piffer

UK PRODUCERS FOR LIFT (London) / Erica
Campayne, Carolyn Forsyth, Matt Burman
ASSOCIATE PRODUCER Gema Films
Supported by British Council, Embajada de la
Republica Argentina en Gran Bretafia e Irlanda
del Norte, Arts Council England, The Sackler
Trust.

Presented by Kyoto Experiment

MINEFIELD was originally commissioned and co-
produced by LIFT (London), Royal Court Theatre
(London), Brighton Festival, Universidad Nacional
de San Martin, Theaterformen (Braunschweig),
Le Quai Angers, Kiinstlerhaus Mousonturm,
Maison des Arts de Créteil, Humain Trop Humain
/ CDN de Montpellier and Athens & Epidaurus
Festival

Supported by Arts Council England, British
Council and The Sackler Trust
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Nyl Ty F7-a-0 (), EH#BZ (@R)
Bessel Van der Kolk, M.D. The Body Keeps the Score:
Brain, Mind, and Body in the Healing of Trauma (2014)

ST E

1982F 4 21 2015F . —BRPARZ R FMARE
THREREET B HEE) . —BREXRERESZW
RISEBAMZ R T 2018F 4R &) BEAZMIRBE SR 5
MREPD (BEEBKRE)  EMEAANARKE 77
KEFEBEHOBAELBEFIC AV EER LRI
DLWTHHRL TV 2 EER/EICTHEL LS II—FAR
fEsni-BAREDEH MR (511548, 2018) . T& R
£/ BHEEE T RKEE3S T RAEERRR
(IR&E - MRF. NTEHAR. 2017) B & o Z DD EREIZ DL T
(& https://researchmap.jp/erinakamura/ |- & &k

War Trauma and Theater as Therapy

Eri Nakamura

These past 40 years have witnessed an explosive
increase and proliferation in inquiries into the social
and psychological impact that such immense and
horrific trauma as war, disaster, or sexual violence
has on humans. The breakthrough came in 1980
when post-traumatic stress disorder (PTSD), com-
monly regarded as a major example of response to
trauma, was recognized by the American Psychiat-
ric Association in the third edition of the Diagnostic
and Statistical Manual of Mental Disorders (DSM-
I1). The Falklands War (Guerra de las Malvinas), the
conflict that this performance deals with, occurred
just at the point when these new diagnostic criteria
emerged.

It is not the case that until then trauma had re-
ceived no consideration whatsoever. Originally
meaning a wound in general, trauma as a word
came to take on the sense of emotional injury from
the end of the 19th century, a process heavily related
to the debate within psychology and psychiatry over
the new risks for the human mind and body ushered
in by the development of modern science and tech-
nology. With the outbreak of major conflicts like the
American Civil War, the Russo-Japanese War, and
the First and Second World Wars, trauma also at-
tracted the attention of military medicine, but was
then forgotten once the wars had ended.

Significant driving forces leading to the appear-
ance of the diagnostic term PTSD were the people
with personal experience of trauma, notably sol-
diers returning from the Vietnam War, as well as
increased interest in violence toward children and
woman, previously excluded from research about
trauma, which had almost entirely restricted its fo-
cus to white males. There was also a spread in peer
counseling, in which an individual who has experi-
enced trauma is recognized not simply as objects of
treatment or therapy but as someone with agency,
and who then discusses his or her experiences with
people who have likewise survived harsh episodes in
their lives.

Victims of trauma feel deprived of power by the
overwhelming experience of their trauma, deepen-
ing their isolation whereby this experience that
seemed to shake their prior sense of security and
trust also makes them believe that others cannot un-
derstand. As such, in order to recover from trauma, it

is important to empower the person and create new
bonds between them and others.

Group psychotherapy using theater techniques
can be traced back to the psychodrama method
founded by the psychiatrist Moreno, but has recent-
ly attracted attention similarly to yoga as a means
of confronting the powerlessness caused by the
trauma. According to Bessel van der Kolk, the psy-
chiatrist and pioneer in the field of trauma studies,
acting is the experience of using your body to secure
your place in life. By attuning your awareness to the
rhythm of your body, you are able to listen to your
inner voice that had previously been repressed. In
addition, the work of building relations of trust over
time with the director and other actors, and search-
ing for trauma as a group allows you to acquire a
sense of being understood, of safety, of competence,
and of being able to empathize with and help relieve
the sufferings of others, which can then lead to re-
covery.

The process of bringing on to a stage people who
formerly fought as enemies or allies and then creat-
ing a piece of theater together undoubtedly entailed
multiple dramas, in the same way as each and every
individual experienced during the war.

Eri Nakamura

Born in 1982, Eri Nakamura gained a PhD in sociology
from Hitotsubashi University in 2015. After time as a
special lecturer in sociology at Hitotsubashi University's
graduate school, she has been a Japan Society for the
Promotion of Science post-doctoral research fellow at
Keio University from April 2018. She specializes in mod-
ern and recent Japanese history. She researches trauma
as well as its treatment and relationship with society,
particularly with regard to the Japanese Imperial Army
during the Asia-Pacific War. She has edited several pub-
lications about neurosis and Japanese soldiers during
the war. Her other research is available online at https://
researchmap.jp/erinakamura/.
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R#P=Eft 72— XKYOTOEXPERIMENT P—FT 1AL 1> LT URT A 5142018
Kyoto Art CenterXKyoto Experiment Artist in Residence 2018

e[|aued JOINE[G)

CHI-SEL.

mHEATER

A mpEfiery—
7Y—ZR—=2

Multi-purpose Hall, Kyoto Art Center

42 / Debriefing Session | 10.28 (sun) 16:30-

o BEERERS Y)
English (sequential interpretation)

F#HTEHAR / Residency Period | 9.1 (sat) - 10.31 (weaq)

BEARY L F—T=v 74XV / Opening Event — p.70

KYOTO EXPERIMENT 2016 SPRING T LB nt-T&i#E s CHIA -
BHEFRILIXIS AV 77 TR FERRICAT )Y —F Dk
HEXAT 2. TBHYE CHERMPTABOBRRI LV T —FIZHAL
12770 TFIEZO%ABROEENLEZ A LERELEZ EYPY
EROMCBAIOERMEROBIEICEYEATWSSEE, ABUAICS
MEPOHIESIJREMELIBAZZHPEHTCETEY 1Y 77> TEE,
ERPTHEYEOII2zr—2a v P ABEYOIIE0EBETE
IZLT& T,

SEAY 77 T3 2y BRARMISHFELIEYPSE£IERLDICTH
AT —RICU Y —F T ARTHRZ R HENNEHOD
it wo A X =Y EHERIZABUANOBAYIZL UL ELEE
ZDIEETRABDESS D, BEPEYOEMIR. 7— T+ A MR
LAAS BAXIZELWTABMUAYR L3 3T MM 2L TED LS
ICEZZONTELDON EREDL, 7 ATANLRRRICIE VY —Fh o
EETANEESHED BB 20h RELE1TI.

Following Zoo, which she wrote, directed, and presented at Kyoto Experiment
2016 Spring, Manuela Infante returns to Japan to conduct research for a new
work. While Zoo dealt with the themes of colonization and “human exhibits,”
Infante has shifted her theater work from anthropocentric attitudes to plants
and objects. In response to recent theories that argue the possibility of intel-
ligence and a soul residing even in the nonhuman, Infante has focused on
communication between plants and subverting the positions of humans and
objects.

For this project, Infante spends two months in Kyoto conducting research
on intelligence that resides in the nonhuman, such as plants and objects. In
Japan, people are familiar with the idea that intelligence can reside in nonhu-
man elements of nature, as epitomized by the way that the deities of the na-
tive animistic Shinto faith are described collectively as the “eight million
gods.” Infante is exploring this concept of nonhuman intelligence in Japanese
culture through exchange with artists and specialists in philosophy and bot-
any. On the final day of Kyoto Experiment, she presents the results of her re-
search as well as how it will connect with her next work.

BEIRRLS AV TPV T ED
UH—FHBHAIT NTr LR (ERE.
FA)

HIME AR T (RE=M > 5 —)
AER (KYOTO EXPERIMENT)

BORR : AR 30 UL T UL =T AERL =
FREE

E# :KYOTO EXPERIMENT, REET£> 5 —,

KYOTO STEAM— SR AL DR —RITRE R

Presenter: Manuela Infante

Research Collaborator: Camila Valladares
(Sociologist, poet)

Production coordinator: Maiko Okumura (Kyoto
Art Center), Kyoka Arisawa (Kyoto Experiment)
Supported by the Agency for Cultural Affairs
Government of Japan in the fiscal 2018
Presented by KYOTO EXPERIMENT, Kyoto

Art Center, KYOTO STEAM—World cultural
exchange festival—Executive Committee
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Photo by Matsuyama Takayuki

o

7V Y F =7z ) —{Eh / Fringe: Open Entry Performance

TrATANLEEICHGDE RBBANTRRINZER
F—BIIBNTBE 7V AT —ESR
(N 5&HAM:2018.10.1-10.28) . EE- ¥ v 2 - T X
SRR YL BR-BE BV —hRABE Py
UILARBEONBTEE 1236 RERBNLET 2O
b RPEERELEBVHDIEHNY |

During Kyoto Experiment 2018, the Fringe: Open Entry Perfor-
mance is a series of events happening around Kyoto simulta-
neously with the main festival (2018/10/1-10/28). It presents
thirty-six performances and events from across a wide range
of styles and disciplines, including theater, dance, music, butoh,
readings, mime, exhibitions, rakugo, and contemporary circus.
Don't miss this opportunity to catch the cutting edge of the per-
forming arts in Kyoto this autumn.

01 03 screening of a theatrical

@ Kyoto | Theater @ Kyoto, Oita | Rakugo performance

BIFIL&LS & B=EX [110.2 (Tue) - 28 (Sun)
gekidan shiyouyo Taiyu Tsukitei * BRE{K% / Closed on Monday
P77y FXASHITev—RY v, A B% 7440

Puff NEORAKUGO - MAVERICK café FIGARO

[[9.27 (Thu) 19:30-
9.28 (Fri) 19:30-
9.29 (Sat) 14:00-
9.30 (Sun) 14:00- / 18:00-
10.1 (Mon) 19:30-
A KAIKA

[[10.1 (Mon) 20:00-
10.29 (Mon) 20:00-

a5
Nishiki-yu

06

@ Tokyo | Performance, Dance
LH—REBEXT VR 7Y o7
Leonard Eto X Dance Ensemble

04

@ Kyoto | Exhibition

Fleoya
10.2 (Tue) 19:00-

02 REE— A REFLFRA—L“TZLT1"
@ Kyoto | Dance, Music YOUICHIHAZAMA Kyoto Prefectural Citizen's
HE+SHETF TRHE— EER. Hall ALTI

Itaru Oki + Tenko Ima YOUICHIHAZAMA PHOTO

FENEtEy > g (/) o ) EXHIBITION

vol.7 FIBB& KiR 4
Improv. Performance
<Paris o Kyoto> vol.7
Moment and Eternity
[110.1 (Mon) 19:30-

& UrBANGUILD

g

10.1 (Mon) - 29 (Mon)
A mugimaru 4 KYOTO O&EIZER
mugimaru 4 KYOTO's window

Photograph by Tadayuki Naitoh

07

@ Kyoto | Exhibition

ERE

Megumi Horiuchi

TR IR EX / storage of
moment tales g
Shunnkannsaishu / storage

05

Bx7,440
café FIGARO

THRBI=KYIIZR LM,

@ Kyoto | Theater

of momento tales

[110.4 (Thu) - 7 (Sat)
12:00-20:00

A FroU -2/
Gallery Tominokoji

2017 Model: Yuki and Yuhee / Photo: Megumi

08

@ Tokyo | Theater

H-TOA

FHYLLDEE

The Life of Galileo

10.5 (Fri) 17:00-
10.6 (Sat) 14:00- / 17:00-
10.7 (Sun) 14:00- / 17:00-

A GALLERY 35 KYOTO
KAMANZA

09
@ Kagawa | 1 order theater
H—
mu-
P> C&-— B
1order theater is back.
10.6 (Sat) 11:00-14:00 /
16:00-18:00
aExE71+40
café FIGARO

Photo by Uraga Wasabi

10
@ Kyoto | Theater
The second floor &
The second floor dou
FEDRE-5EMa
Places where dreams existed
[110.6 (Sat) 17:00-
10.7 (Sun) 13:00- / 17:00-
@ P-act

11
@ Kyoto, Yamaguchi, Fukuoka |
Exhibition
LRV A, FEFEE, BHEE
Yasuo Fukurozaka. Masashi
Heirakuji. Yumi Sonoda
FaryBEa
Ketsu-no
10.6 (Sat) - 7 (Sun)
12:00-20:00
* 18 LR, BAERE D%
BROHDAZAT
*Due to a related event, no
admission after 6pm for
viewing only exhibits
Related Events
10.6 (Sat) 19:00-
10.7 (Sun) 19:00-
@ Lumen gallery

12
@ Kyoto | Mime, Theater, Puppet
SLELWEVETERES
alittle bit strange festival
FHALEBRLWERY (K]
alittle bit strange festival
10.6 (Sat) 18:00-
10.7 (Sun) 14:00- / 18:00-
10.8 (Mon) 11:00- / 15:00-
AHENVAI/ LY
atelier minomushi

13
@ Kyoto | Dance, Visual art,
Kyogen
teDurumOduru 7YILEYIL +
chidori graph + JTH£ K
teDurumOduru + chidori graph
+Zenkyu Kawata
THg,y
YOSUGA
[10.7 (Sun) 12:30- / 15:00- /
17:30- / 20:00-
10.8 (Mon) 12:30- / 15:00- /
17:30-/20:00-
f artspace 9 4L
Art Space YOSUGA

14

@ Kyoto | Dance

&7-%Y / KIKIKIKIKIKI

Kitamari / KIKIKIKIKIKI

FEI-FVIVRARE

Kitamari Dance Cafeteria

[10.11 (Thr) 18:00-23:00
10.12 (Fri) 14:00-24:00
10.13 (Sat) 14:00-24:00
Performance: 20:00-21:00
(%H8/ Each day)

& UrBANGUILD
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Photo by Uraga Wasabi

15

@ Tokyo, Kyoto | Music

core of bells / ZFERNK

core of bells / kukangendai
Fcore of bells / ZZR3R 4L 2man
live g

core of bells / kukangendai
2man live

[110.13 (Sat) 19:00-

s

soto

®

16
@ Kyoto | Theater
MBEETHMERLR
Kohi-ten de Gikyoku wo Yomu Kai
TrHET—BEIETbsoLiBE
Kishida Kunio Hitomakugekisyu
[10.13 (Sat) 19:00-

10.14 (Sun) 19:00-
A EE740

café FIGARO

17

@ Kyoto | Traditional culture
performance

HERMAXRES "HEE

(DADADA),

Japanese Traditional

Performing Arts Theater

“DADADA”

FUr RIGRBRBIG 4

Ur Japanese Folk Peforming

Arts Theater

10.14 (Sun) 14:00- / 19:00-

@ UrBANGUILD

18
@ Kyoto | Contemporary Circus
Asami /YA NED/ AliE
Asami / Tomoko Saka / Sho
Ishykery
FH—H2F v % Circus Chicg
Circus Chic
[010.16 (Tue) 19:00-
a ANBEERY S F

Ningenza studio

19

@ Kobe | Dance

ayami yasuyho

FWORLD AND MIRROR 4

[10.16 (Tue) 19:00-
10.17 (Wed) 19:00-
10.18 (Thu) 19:00-
10.19 (Fri) 19:00-
10.20 (Sat) 16:00-
10.21 (Sun) 16:00-

@ Social Kitchen

20

@ Kyoto | Dance, Performance
ryotaro

FFOuR DANCERS 4

10.18 (Thu) 19:30-

& UrBANGUILD

izuo Yamashita

Photo by Ka

21
@ Fukui | Reading
EHINATEE
Jyakusyuningyoza
P-act &l &M AR ERZG AR
BERE TREEE — W (hAD Lo TE),
—Z0D2—
P-act Produce
Jyakusyuningyoza Reading
Stage Zuisou “Kanwa Itteki”
-Sono2-
10.18 (Thu) 19:00-
10.19 (Fri) 19:00-
10.20 (Sat) 14:00-/ 19:00-
10.21 (Sun) 14:00-/ 17:00-
10.22 (Mon) 14:00-
@ P-act

22

@ Kyoto | Dance

i)l %+ Hide

Maya Ichikawa + Hide

PRILETVADBNE REBRA

Fixed point observation for

Drum and Dance

[110.19 (Fri) 20:00-

WAV RV A qu by 2
PARKER HOUSE ROLL

23

@ Kyoto | Theater

0 land Theater

FLdhHERBE~%

Happy Days

10.19 (Fri) 19:00-
10.20 (Sat) 15:00-/ 19:00-
10.21 (Sun) 14:00-

A RPHRILSDFEE 5 —

ALEEEE 26
& Higashiyama Youth Action @ Kyoto | Dance, Performance,
Center Music
ryotaro

FVelvet Moon g
10.22 (Mon) 19:30-
& UrBANGUILD

24

@ QOsaka | Dance
g5

Ayumu Kawasaki
i LAVARY: 27

Nobody’s in Tokyo @ Kyoto | Dance

Kazuo Yamashita -clip-

10.20 (Sat) 17:00- mEP _
10.21 (Sun) 17:00- Maya Ithkawa ‘
THALY VR BB,

& Bonjour! IR
Bonjour! Civilisation
contemporaine

Dan Gan Dance vol.4
10.24 (Wed) 19:30-
& UrBANGUILD

% . i

o N

Wy

in LiAL

) Bl Dancel e
i M
: 28
25 @ Tokyo, Barcelona, London |
@ Osaka | Music Duance . _
RYTAI—TF rMRR /BHIE®R. 87075
STUDIO WARP Y NEEWR, BERT
Fox)y /%85 / Z0—59Y To;ff)s dance theat.re/ Junya
@ onon /KYOU / slowdown Ishii, Pablo I.\ran Gimeno, Kaho
10.21 (Sun) 19:00~ Kogure, Noriko Okaku

R EM. Y RTATLARE
TOPOS / Workshop, Short film
Screening, Dance progress show
10.24 (Wed) 19:30-

10.25 (Thu) 19:30-
a A\FBERY S F

Ningenza studio

29

@ Kyoto | Theater
RAESR/IWOFF /NARH
S/ EDEMF

Miyu Araki / Keiko Yamaguchi
/ Nagara Wada / Mihoko
Watanabe

FHEm% BT in Kyoto #1
Play KISHII PLAYS

[10.25 (Thu) 19:30-

# UrBANGUILD

30
@ Kyoto | Dance
BE®HoL/ 7Ry ovaviig
ER&YL-RILTY
Atsushi Heki / Production
KOROENCYO & Lim Pei Ern
FRZA XL —o7BERERHIE
“Singularity" s
Japan x Malaysia
International collaboration
project “Singularity”
10.25 (Thu) 19:00-
10.26 (Fri) 14:00- / 19:00-
10.27 (Sat) 14:00- / 19:00-
10.28 (Sun) 14:00-
@ studio seedbox

Photo by Joie Koo
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©STUDENT 2018

31

@ Kyoto, Osaka, Shiga | Butoh,
Music

EaxaOrr—ILzy—x

Katsura Kan and Melon All Stars

FBECKETT BUTOH NOTATION

Ry NERGE g

BECKETT BUTOH NOTATION

[110.26 (Fri) 19:30-

@ UrBANGUILD

34

@ Tokyo | Theater

2 %%

FURUTAMARU.

TROMR

Owl Dress

10.27 (Sat) 19:30-
10.28 (Sun) 11:00- / 14:00-
/ 17:00-

@ cafe TIGER

©Yasutaka Fukuda

32

@ Kyoto | Installation art

PaNgalLaSSa X Visual

Re;Presentation X LUZ

Fi#i Y~ Flowing Light ~ 5

Flowing Light

[10.27 (Sat) 10:00-20:00
10.28 (Sun) 10:00-18:00

(NS

shimeikaikan

33

@ Kyoto | Music
STUDENT
FRESYNTHESIZE 5
[10.27 (Sat) 20:00-
@ Spiner's

35
@ Ehime | Theater
NYFI—OR
patchworks
Q- P, (V—DRAHRIGIC
O—3EE®D3)
“Q — P" P awakens to
irreversible reaction of Q
[110.27 (Sat) 19:00-

10.28 (Sun) 13:00- / 17:00-
aANBERYIH

Ningenza studio

36
@ Kyoto | Dance
Kyoto Dance Exchange (KDE)
HTHR—N—F Y — 2l
TRLnL B3 7—9>av7
va—1vy
Anyone can become a super
dancer! Let’s dance a
famous piece “Bolero”.
workshop showing
[10.28 (Sun) 16:00-
2 BfREER

Meirin community hall

Notes:

C HEREOBRHBERS L ML KYOTO EX-
PERIMENTAR 7z 741 b LUK EEFK
DITTHA M ETSRIFZE N,

+ KYOTO EXPERIMENT Tl A —7> x> bl —
EROF Ty bR F-TEY EHAF TV H
ICBIL T, BEREERGCSREEETL,

« For more information, see the website
[https://kyoto-ex.jp] or each company's website.

« Tickets only available from each company.

KYOTO EXPERIMENT

ABEREFEEEMR

(i ¥ ©

@kyoto_ex
@kyoto_ex_eng

@KyotoExperiment @kyotoexperiment
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Events & Forums

[ 9.14 (Fri) 19:00-21:00
CHI-SEI. Opening Event

If the nonhuman can also have intelligence, what are the
implications for theater? Chilean playwright and director
Manuela Infante has recently produced work dealing with
communication between plants and reversing the
positions of human and object. She will explore how
Japanese culture has regarded the potential intelligence
of the nonhuman through diverse perspectives including
philosophy, the native animistic religion of Shinto, and
plants. Prior to beginning her research, she here intro-
duces her project and discusses the theme with a
specialist guest speaker.

Speakers: Manuela Infante, Hiroshi Yoshioka
(Professor, Kokoro Research Center, Kyoto Univer-
sity)

@ Meeting room 2, Kyoto Art Center

Free

Capacity: 30 (resevation required*)

Language: Japanese, English (with sequential
Japanese interpretation)

Presented by Kyoto Experiment, Kyoto Art Center

10.7 (Sun) 14:00-
Roberta Lima Artist Talk

How will the artist’s research last year at SHOU-
TOKU SHUZO be reflected in her new work
Embodiment of Water? To discuss this, Lima is
joined by Maho Otsuka, the Chief Brewer at
SHOUTOKU SHUZO.

Speakers: Roberta Lima, Maho Otsuka (Chief Brewer,

SHOUTOKU SHUZO Co., Ltd.)

@ Auditorium, Kyoto Art Center

Free

Language: Japanese, English (with sequential
Japanese interpretation)

Presented by Kyoto Experiment, Kyoto Art Center

[0 10.8 (Mon) 11:00-13:00
Panel Discussion: about The Wooster Group
Discussion with members of The Wooster Group.

Speakers: The Wooster Group

Moderator: Tadashi Uchino (Professor of Perfor-
mance Studies, Gakushuin Women'’s College /
theater critic)

@ Lobby, 3F Park Plaza, ROHM Theatre Kyoto

Free (reservation required®)

Language: Japanese, English (with sequential
Japanese interpretation)

Presented by Kyoto Performing Arts Center at Kyoto
University of Art and Design, Kyoto Experiment

[ 10.13 (Sat) 11:00-16:00

(Three Sessions: 11:00-12:20 / 12:50-14:10 /
14:40-16:00)

Talk: Dialogue on Technique

From how to convey something through language to ways
of reflecting on a theme, making works of art, and
examining the world... Across various aspects of their
work, artists draw on distinctly individual techniques that
they have trained and developed. Much more than merely
a means of doing something, technique is surely a form
that crystallizes the artist’s thinking. This series of talks
features guest speakers from the festival lineup, sharing
insights about their creative techniques as well as the
history and future of these techniques.

@ Conference Room 1, ROHM Theatre Kyoto
Free (reservation required®)

Language: Japanese, English (with sequential
Japanese interpretation)

Presented by Kyoto Art Center, Kyoto Experiment

[ 10.20 (Sat) Part 1]12:30-14:00 Part 2| 14:30-16:00
Kyoto Experiment x Open Network for Performing Arts
Management (ON-PAM)

Symposium: Life Planning for People in the Arts—Em-
ployment, Childrearing, Work-Life Balance

Following on from the discussion during a group meeting
on childrearing and performing arts production work at
TPAM in Yokohama 2018, this symposium considers
sustainable systems and ways of working through
perspectives that also incorporate management viewpoints.

Part 1: Don't Give Up Achieving Compatibility: Advanced
Models of Work-Life Balance

Part 2: Reviewing Previous Approaches: Realizing Diverse
Working Styles

@ Conference Room 1, ROHM Theatre Kyoto

¥500 (no reservation required)

Language: Japanese only

Presented by Kyoto Experiment and Open Network
for Performing Arts Management

*Reserve online (https://kyoto-ex.jp) or call the Kyoto
Experiment Office (075-213-5839)
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On October 5th, the eve of the festival's opening day, various exhibitions and events will be held in collaboration with Nuit Blanche KYOTO.

Roberta Lima Installation

Pre-Opening Embodiment of Water (p.21)
[17:00-22:00

@ Auditorium, Kyoto Art Center

|:|/\)b7- Ve a7 S AV DA
'r7.k0)§h|7 LF—7" (p.21)
17:00-22:00

A RH=ENEry— BE
Chikako Yamashiro Exhibition
Pre-Opening Mud Man (p.25)

17:00-22:00

@ North and South Gallery, Kyoto Art Center

WBAMEF BRFLOA 17 LA =T (p.25)
17:00-22:00
A HEREyy— F£vS5)—Jt-F

KYOTO EXPERIMENT X FORUM KYOTO KYOTO EXPERIMENT x FORUM KYOTO
RS Festival Eve Party

16:00-1:00 16:00-1:00

A FORUM KYOTO A FORUM KYOTO

1RY > 7 #l (¥600) One drink ticket (¥600)

TIATANLEBEREORRDIEERBI—T 1 Enjoy the eve of the festival's opening day at this
VI RAY . FORUM KYOTOT 7z X714\ year's new meeting point FORUM KYOTO, a place
)L@F;ﬁ%ﬁﬁ&'%m‘ L3 514>+ /7° JEE of encounter and dialogue for audiences, artists
K- INBEEDODEBR. K774 —>I12&3 and passers-by! Photographer Shingo Kanagawa'’s
NTx—=I VA DI b—oRE %%Eoﬁfﬁﬂi exhibition and a line up of talks, drag queen per-
KYOTO EXPERIMENT® V744 MMz THH formances and DJ sets is scheduled for the eve-
SELEd, ning. Details and full line up to be published on the
Kyoto Experiment website.

Photo by Genta Hisada (FORUM Anniversary Event featuring Ally Mobbs Set)

=24 +75>22KYOTO 2018 / Nuit Blanche KYOTO 2018

RETETYRT4F2- 77 cEEOHETHET S
=247 5> aKYOTO, RESH OB T 5/
MREO =214 77021 (ARR)IIEBRER/. —
BERYDOBERT7— FORETT AIAKRI60EE. & &

URER- N RIEBNRIE60AFEL B2 5FLT R %
F=ILBIA7 =T 4 AMIK BN T+ =TV IR EIR,
TOYrovav-RyEY I RE GEATASSLER
B ERTIE W (I TEES,

Every autumn, Paris stages Nuit Blanche, a sleepless
night, promoting contemporary art. Kyoto, a sister city
of Paris, holds the joint event “Nuit Blanche Kyoto” in
various locations within the city. The Kyoto edition is
dedicated to contemporary creation and focuses on
Japanese and French artists, introduced to a wide au-
dience along a journey through Kyoto heritage venues
and art spots. This year, Nuit Blanche celebrates 60
years of friendship between Paris and Kyoto and the
160th anniversary of relationships between France
and Japan. The Nuit Blanche eighth edition has the
theme “the 5 senses” for a long night of dreams.

10.5 (Fri) #%l / Evening

A ZEHAKZA / Locations around Kyoto
A5#ER / Free Admission
www.nuitblanche.jp

:J‘f'jﬁ':f:‘/_l KYOTO 2018
B a - B
-y k—-w _--
. | i
’B' ..illn
1!| O

#)IIEE B "Kanagawa Shizue

Shingo Kanagawa Exhibition “Kanagawa Shizue”

20U EHITAMNT 2> ER%2010F 1 SR L
it T % "Kanagawa Shizues > —X %, KiR%igY
BT RORXFE|RE L father, > ) —X R E2BE
TWBREER-%/I|EZE.KYOTO EXPERIMENT 2018
DXA>ES1TILThHH 5 Kanagawa Shizue; &) —
Z%FORUM KYOTOCEBRLET,

%77  gallery 176

The photographer Shingo Kanagawa is known for
such series as “Kanagawa Shizue” (from 2010), deal-
ing with his aunt who was missing for over 20 years,
and “father,” about his repeatedly disappearing father.
Forum Kyoto hosts an exhibition of the “Kanagawa
Shizue” series, from which a number of photographs
are used as the main publicity images for Kyoto Ex-
periment 2018.

With the cooperation of gallery 176

10.5 (Fri)-10.28 (Sun)
X—% / Tue-Fri 17:00-1:00
+-H / Sat, Sun 15:00-1:00
Atk # / Closed Mondays
HFORUM KYOTOH BRI

@ FORUM KYOTO

2/IBE

1981 FE REMEE N MARZREN LI EE RREMAE KRS
BEs i S0 RHE L B SR IRIE T, 20104 B 12E = K2 HE ., 2016
F.BDE LY Mathers AR, =B BRI, "STANCE or DISTANCE?
bzl ettt RE o7 ¢ TEERE, ) (BRATRRNAEMEE/# A, 2015), "RV,
(BETRY v 3 —5HE3H /H5)1.2018) B EH B 2,

Shingo Kanagawa

Born in Kyoto Prefecture in 1981, Shingo Kanagawa graduated from
Kobe University with a degree in developmental science. He complet-
ed a doctoral program at Tokyo University of the Arts. In 2010, he won
the 12th Jun Miki Award. In 2016, father was published by Seigensha.
His major exhibitions include “STANCE or DISTANCE? Connecting
Myself to the World” (Contemporary Art Museum Kumamoto, 2015)
and “Long Period” (Yokohama Civic Art Gallery Azamino, 2018).
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BLBIHG & BB 238 2§ / Visit before and after performances

T2 AT 429V S—TF 4 YT KRA b [ Festival Meeting Point

T AT N RERBTICHBRE CHET 3. 5mM7 —
FARANEBREDAIAZS =23V DEDDARY FI—
FAVTRA Y| SEGARERTFORUM KYOTO & XA
VRBETHIA—LYTY—RERNIH S RBARK BES
EIARIETT 7T RTANLIIBRAL Ty 7 72 745
P—EXTEY LS EEAZBBALET,

A space that appears during the festival to act as an
interface for communication between festival artists,
audiences and passers-by. This year's meeting points are
FORUM KYOTO, located on Kiyamachi and Kyoto Okazaki
Tsutaya Books, located inside the festival's main venue
ROHM Theatre Kyoto. The bookstore hosts a book fair
linked to the festival.

HES5

TS—F4 v RAY bl K EA
D7 —TARPBEENTERS
TIRTANLOFEREZEISD
NATHEBRTEE5F. BEIRICE
BRIt EEEEYES REY
FH7z (FHRE) BE ERT
THHEHBLVEE AR M EFE
LTWEY,

Encounter

The Festival Meeting Point is a
place for audiences and artists to
interact outside of the theater. After
performances, audiences can gath-
er at the space for informal events
where they share their impressions
of what they saw.

7N

"FORUM KYOTO, 151z —k—
RYVR2BEIZIIN—HBHY. U5
TRE—LHELOIENTEET,
T AT 4NV ERRRE 0 R Rl X
Za—¢LT . ARLY-UTDY
Y—FIHTHAW W BE
EEOEAREL CHARLTVET,
BERICI-—be—>BEERAA
HORBERELAZFEAN?

Drink

FORUM KYOTO offers a coffee
stand on the ground floor and a bar
on the second floor. Enjoy a post-
show cup of coffee or glass of craft
beer. Based on Roberta Lima'’s re-
search, a special menu of Japanese
saké from SHOUTOKU SHUZO will
also be available.

M3

"REMEIE BEEEETIEKYOTO
EXPERIMENT 7w 2 7 = 7 % B fi,
BM7—T4 AL OBEEEE 2N
AT 7HYI N TEHFDOIL —
ASLDZEBLEDNFTAZAAT 558
EO—F -3, 7zIZXLXV
VI—IZE D2 APEELRY
BWETBREFOFEIC.HZL
IFBBIRICK)RCTRI S L%
B BV IFBE IS L,

Learn

During the festival, the Kyoto Ex-
periment Book Fair is held at Kyoto
Okazaki Tsutaya Books. In addi-
tion to books about the artists in
the festival, there is a selection of
books recommended by the partici-
pating artists and writers from the
festival's series of online columns.
The books and publications deal
with issues related to feminism and
gender. Visit the fair to learn more
about the festival program.

FORUM KYOTO

K- / Tue-Fri 17:00-1:00
+-H / Sat, Sun 15:00-1:00
Bk# / Closed Mondays

R REB A PR XA R BEMSR
LILERERT209-2

RIRE # RE AR, TE EFED
209-2, Nabeya-cho, Nakagyo-ku,
Kyoto

5 minutes’ walk from Gion-Shijo
Station (Keihan Railway).

Tel: 075-744-6228
www.forumkyoto.com

8:00-22:00

8:00-20:00

Sakyo-ku, Kyoto
Tel:075-754-0008

REPEE EEEE
Kyoto Okazaki
Tsutaya Books

[LysaoL(BRD/
Bicycle rental available]

EP R AERKBISRBSENE 0—L> 75 —RE -0 T 7Y
Park Plaza, ROHM Theatre Kyoto, 13 Okazaki Saishoji-cho,

http://real.tsite.jp/kyoto-okazaki/

WEOH Y THZTOSLY UL / Stay overnight and enjoy the festival until late

B F 7 v MME R FIVEEE 75 >~ | Hotel-Festival Packages

TIATANLEGETIZRTFLOSHATREF 7y b
REOEBRKRTFALTSVERBELELIL.RBNLDR
BOBELICHAPRMBEAREREI TCELALERIRE
TwoKWBIEET,

BHER OB Ep820MAPE B E L,
BHT 5 OFEMIEARY 7Y A+ [https://kyoto-ex.jp] £ Z B
CFEEL,

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

For access information, see the map on p. 82.
For further information about the accommodation packages,
please see the festival website (https://kyoto-ex.jp).

TS Tr—ILRTILRE
/ Aranvert Hotel Kyoto

RERASHTHRTIRE o
KR SES2DEBANE
OCEE - RBEKIT €
ZNDRBWKRTIL,2016E38
2 THEER)Z2—-7L
L. EMRICIEEDRSNZR
HO) D7 —T1 2 DIEREBE,

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

CF - 5EEE / Reservations & Inquiries
Tel 075-365-5111 www.aranvert.co.jp

I o
/ Shikijuraku

REEFFFED. B RITE
WOIBFTIZH 5 TTUE+ ),
TME+E . 0517
DEEBMLATLWEEITER
BT RATILTH o 1004530
WESRZE D108 DI RD
RE#3EHERIPS FHLLRASTANE L S 2 AL
TWiEIT£7,

Shikijuraku is located in a tranquil spot to the west
of Kyoto Imperial Palace. A machiya hotel, it offers a
choice of ten unique Kyoto townhouses which boast a
history of nearly 100 years. While in keeping with this
tradition, Shikijuraku endeavours to create a fresh and
innovative machiya experience for guests.

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

.

KYOTO ART HOSTEL kumagusuku

HREMERICLZ7T—
ERZAFLERASE R
BLoHICERAL. Xz
RERTELTRCKRDS 2
DTEHEABOT— X
~N—2X,dot architects& UMA/

Photo by Yoshiro Masuda

design farmH e EVIF A v 2 BYHL TV 2,

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

CFH- 5EE L / Reservations & Inquiries
Tel 075-432-8168  http://kumagusuku.info/

Editorial Haus MAGASINN KYOTO
(®HHF»Fadh)

ZEBoIIZ2016EFIC
F=T v LA TIL HEIE,
FrI)—H0EDIH 1R
BIXT47 XA YFavhk,
TSSO, TR2, eV 50
HEBEIRL.ARETLIC
E>THLFv—%KEBETEET,

Photo by Nobutada Omote

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

ZF#-BEAE ¥ / Reservations & Inquiries
Tel 075-202-7477 / 050-5215-7991
http://magasinn.xyz/

.
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SERHPT O BRI F £ O OB b B E KR 7 v [ FE 2K ],
FE1004E VIE S 2 F5 O 106F OWI R DEL S 2 F1HEE 1470 BT L ORI
DOILELERBLTORIET &, 0> LIRSS TR A 74 >,
BEARRT S by 2—HEBRKA v bRy CREBER Bk
FHETERATFHIBE BV oA 2—HECMLBRY SN TT.

ST b DX INEE TS v SEHTRT 165
TEL 075-417-0210  'WEB htep://shikijuraku.com

75 vV —nk 7 v SR O T BT B AR E 6 B2
ST BRRHO TR SEBEC T 7t A b L0k IV T 2 ) =2
AL BEECREHCOP»)0H 5 KBRICREABCO»IDHET—
74 A O R RE .

EHEEARHOAGTT BRI TO WA, SR ACZS O,
FOHB T 5K L 40 o §5 AT 179

TEL 075-365-5111  WEB http://www.aranvert.co.jp

@ARANVERT HOTEL KYOTO
T T =T v
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-

RROBZKTETDELERDVORKE, FFRTH !
http://www.shoutoku.co.jp EITEXEY £7,
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KR Tur5hF47 9 MRS [ Tickets

HI55%% Advance Tickets
— 21— (257 | wrpee ~7 w
T—T1Ak-ERE Y e BREMUT | e El=E EE
Artist, Title %Zzhé? High School (EJ/P;?;}) DEVANE Seating
and under), StYudents & (advance
Students ounger only)
¥av 7 Lkar Geumhyung Jeong B
! YNneY fb—=>7%"/Rehab Training ¥2,500 ¥2,000 ¥4,500 Unreserved
S T4 IR Giséle Vienne / DACM BE
2| crRowD ¥3,500 | ¥3,000 ¥6,500 Unreserved
LG ’ =
, ;‘(’;%5’\5 oY R;bj;j;'za/ ¥2,000 | ¥1,500 ¥3,500 o
*—YY2R1,2,
Embodiment of Water Performance 1,2, 3 K Kl AL ticket
Wik FNfEF Chikako Yamashiro Adm
Bt CYIRITT—BETHEUC LETOUK o7
4| prtonsyE CCHHEIT— ) ¥2,000 | ¥1,500 ¥3,500 Adr_mssmn
And | Go through You ticket
=29 =21V —7 The Wooster Group o
5 | 90 R—VE# / THE TOWN HALL ¥4,000 | ¥3,000 ¥7,500 U d
AFFAIR a4 nreserve
#1& +¥500
HPF#HEF Naoko Tanaka (BREUT B
6 | STILL LIVES ¥3,000 ¥2,500 ¥5,500 |2FI%E) Unreserved
CYYT RYTLPRT TSV TSz ma— Advance -
7 | Cecilia Bengolea & Frangois Chaignaud ¥3,000 ¥2,500 ¥1,000 ¥5,500 Ticket U d
DUBLOVE price + nreserve
¥500 (High
TL—REVTAATLIIR School i
Marlene Monteiro Freitas
8 NyAZRDER—FEADTLY2—K/ ¥3,500 | ¥3,000 ¥6,500 &S\‘;zdﬁn‘;i. Unreserved
BACCHAE—PRELUDE TO A PURGE 1 uOO%) .
She She Pop B
9| 747F74IL—F AT >xAL/ ¥3,500 | ¥3,000 ¥6,500
50 Grades of Shame Unreserved
R F Satoko Ichihara / Q =[=E]
EEFAREEE/ Favonia's Fruitless Fable [A] ¥2,500 ¥2,000 ¥4,500 Unreserved
10
iR {E#ERF Satoko Ichihara / Q B
IKFEDRIRE / The Question of Faeries [B] ¥2,500 ¥2,000 ¥4,500 Unreserved
FIRE F Natsuko Tezuka / Floating Bottle e
11| Floating Bottle Project vol.2 ¥2,500 | ¥2,000 ¥4,500
Dive into the point JRI=541 7% Unreserved
12| B 7YFZ Lola Arias ¥3500 | ¥3.000 ¥6.500 B
MINEFIELD—FEE D E R ' ! ' Unreserved
YRXIF 4 772T Manuela Infante AR
CHI-SEI. &% / Debriefing Session Free Admission
PUPAE ey pze S MR (-
Fringe: Open Entry Performance p64-p68
BEAR b
Events & Forums p70-p71
Notes: Notes:

R7BAORETTFA—RE-BROXNEL2A TR T2 BE02EHTY,

A2 RE BRENTFIY P EIBAOFRARYA ERAROCRRIADETT,

BNEORMHBEMEOIRMATTY,

CERFTHEMLOSERIL EHEO Y5005 2 (MBELIZER) eh) T, (BEEIL5
THEETABANIEVET, HIAEIEKYOTO EXPERIMENT F7 v b > 5 —£T)

-EHREISI (1025 L) 2 RITTHY £, 3 EKYOTO EXPERIMENTF /v b 9 — £ T,

CEBICE) ABEHREE TOAE UBAN TV E T MR B AEAR -V 2B (LS,

EREFOBRILINFEREDBELOZE IHAROF v 2L BROBERTEE A,

SRHOBE L RRRHEBEZ LA TERVWEAN STV ETZOBIAVRLIEV - LEEA,

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

-ID required for Youth, Student and High School Student & Younger tickets.

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

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

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

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

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

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

Fr v FEUK / Ticket Information

KYOTO EXPERIMENTF7 v ht>»5—
(11:00-19:00 . HEE - AWK 7 = 27 1 /3L BI R HA R o 12 £4K])

4> 54 >~ | https://kyoto-ex.jp[£ 7 >-A L7 >5|H]
BEEF#1075-213-0820[ 7 >-1 L7 > 5|H]
BO|RBAIFRXDFFHE229-2 B7TRABLE L 6F
O—LYT79—REBFrybhovy—
(10:00-19:00, FEHREMK [EREAERZ D Z<])

> 74 >~ | https://www.e-get.jp/kyoto/pt/ [EERTE ]
B F191075-746-3201

/O | REBT 2R X Rk &3 FET13

FrybhtUH

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

BEE T 10570-02-9999

1=7"5

#>Z4 > | http://eplus.jp/kyoto-ex/

773 =< —hrERFamiR— FTHEEBATEET,

KAV TV IS ERRIR 24FHRA

£y b

Kyoto Experiment Ticket Center
(11:00-19:00, closed on Sundays and public holidays, open every
day during the festival period)

Online | https://kyoto-ex.jp

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

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

ROHM Theatre Kyoto Ticket Counter
(10:00-19:00, open every day except special closure days)

Phone | +81 (0)75-746-3201
Box Office | 13 Okazaki Saishoji-cho, Sakyo-ku, Kyoto

Ticket Pia (Japanese only)
Online | http://t.pia.jp
Tel | 0570-02-9999

e+ (Japanese only)
Online | http://eplus.jp/kyoto-ex/

Online ticket services available 24 hours a day, 7 days a week.

Tickets Sets

KYOTO EXPERIMENT F4 v k&> —TldsB%
BBy FEERYE-TVLET,

KAETFTDH

KAANDHEH
7Y—NRR[EFLELE] /&5 7Y — R [KMBEE]
7Y =82 |¥30,000 FA7Y—/5Z|¥18,000
ARTOISLOBENRNEISEETATEIGA W
£ T. (UEBICDE1[E)

IWEH/FAIWBA S (EREIRT)
3EE#¥7,800 | FE3HEE#¥6,300
ARTATSLERNEISERORN S BFELS
BEERO TR CRAMICBATSZETHRIEL
TEBEY METT,

B4k :KYOTO EXPERIMENTF7 v bt > ¥ —

ORLS-UREKORILy M

¥5,400 s
ARLY-UITKDRYNT+—<T > 21,2,30DFRT
ABEBICERETES2 Y M ETY,
mRERF2EB S

¥4,500

MREBT /QEEZFAEEZL.TKBEOBELD
2EEEHBICHBITEZ LY METT,

ik :KYOTO EXPERIMENTF 7 v bt >4 — RH
=ity y—

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

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

Festival Pass [limited numbers]

Festival Pass | ¥30,000[Sold out]

Student Festival Pass | ¥18,000

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

3 Performance Pass

¥7,800

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

Available at Kyoto Experiment Ticket Center

Roberta Lima Embodiment of Water Ticket Set
¥5,400

See all three performances of Roberta Lima's
Embodiment of Water.

Satoko Ichihara 2 Performance Pass

¥4,500

See Satoko Ichihara’s Favonia’s Fruitless Fable and
The Question of Faeries.

Available at Kyoto Experiment Ticket Center and
Kyoto Art Center

KEX3¥352135]

Repeater Discount

LAZMC. THEONKRNBOHRBFHNEF 7Y
FOFEHLZTRRVWECE AR TOTILDEE
#HH¥500 OFF (RIFERIE) TTHBAWLLITET,

[ 5R 2258 : KYOTO EXPERIMENT 2018 AR 705 54/ 7Yy T4 —7>
IV —1ER]

MEHFIRIOELZ B0 LB LHH DL DEIR T KEN 5
BBEICRYET,

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

Discount only valid for: Kyoto Experiment 2018 Official Program,
Fringe Open Entry Performance

One stub is a one-time discount valid for one person.
Only valid for a full-price ticket on the day of the performance
when not sold out.
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kumagusuk Takoyalfushi»dori e fl Kyoto Art Center - EEEA
SRINEE ' omg Gion-shijo Station
Nishikikoji-dori 1 Shi Staion
=1 : I =
5848 Hankyu Kyoto Line H Wom B @ = ot
Onmiya Stati Karasuma Station | 5 @B W B SR ET
e 1 @ &= E '/ Kawaramachi station] F ORUM KYOTO
i B 29 RAERENS L
3
05 £ 2§ 4 K~ 17:00-1:00
3 3 /=
i ¢ & 1 %/ 4 + - B 15:00-1:00
e i 8 2 i At
PG LRTLRE 3R 3
Aranvert Hotel Kyoto @ ml =
—
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&o BH#H%

eting Point

Bicycle parking

A B—L7%—R#B / ROHM Theatre Kyoto

RER A R X I & B <7 BT 13

13 Okazaki Saishoji-cho, Sakyo-ku, Kyoto

Tel 075-771-6051

http://rohmtheatrekyoto.jp

- REW/NR32,46 K RBAEL —7 THBRE O—L> 7y —RE- P D> EHl
TEYC

CREBHE T HREER RILR, TE ESN109

CREBLL RRSHY

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

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

B R#BE1T 2 > ¥ — / Kyoto Art Center

REHHPRXZERBIHEAT 21U 1LET546-2
546-2 Yamabushiyama-cho, Nakagyo-ku, Kyoto
Tel 075-213-1000

www.kac.or.jp

CREBHE T RB AR TR, REREHRTRAR, TE, 22-24FHOLVES 5D

CHEBAL BRSHY

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

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

C RB=EIE ENE(RBPEREMAE)

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

REHLRXIEBNMNELL2-116 REEF=EMAER
2-116 Uryuyama Kitashirakawa, Sakyo-ku, Kyoto

Tel 075-791-8240

www.k-pac.org

CREBHI/NZ 3,565,204 R T LB REBEHE KA TETC
CAILBERILR, TE ESH109

CRESLLBBSS) (RNY- N17EIEETSV)

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

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

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

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

REH ERXEHE—&TIILEEAET590-1

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

Tel 075-441-1414

www.alti.org

CRBHEBTHRENRSHIIR TE 6FLEOLVEAESLS
CHEBALRRSHY

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

E JTEES 538 / Nijo-jo Castle

R RRX Z SBR[ A Z & E541
541, Nijojo-cho, Nijo-dori Horikawa Nishi-iru, Nakagyo-ku, Kyoto
Tel 075-841-0096

CR#ERT/NR9,12,50,101 %5 Z 54 & EF Express" ZHIAT, TE

R E T HREER T RIMAIR, TE

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

photo: Shigeo Ogawa

photo: Toshihiro Shimizu
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HL ¥ X —/Calendar gLin October
-7
72X | b 6 7 8 9 10 | 11 12 113 14 15 | 16 17 | 18 | 19 20 21 22 23 | 24 | 25 | 26 | 27 28 LEEME
ACCESS | fri sat | sun | mon tue | wed | thu fri ssat | sun | mon tue | wed | thu fri sat | sun | mon tue | wed | thu fri sat | sun |Duration
15:00 15:00
1 ¥av-JLkar Geumhyung Jeong Al @ ,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,, 1m (?no
YNEY ML—=7% /Rehab Training 18:30 .
16:00
2 SEIT4IVR Gisele Vienne /DACM Al ©|:l 77777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777777 90
CROWD 19:00 min-
; LY 13200
3 BRLFUT Roberialima B |7k KDRsA 25 L —310:00-20:00 ® D
wib /e o [l el ittty Sttty tttetttd Ittt ettty Btttttttted ettt Attty Bttt ettt ettt ettt i il Bttty i ettty Attt ittt et N
KD / Embodiment of Water 22:00 1 2 %
19:00 17:00 10/21(B) oB@RI£17:00% T
,,,,,,,,, TP NaEm10:00-20:00 —————— T T T T 17 ~11/18(H)
WA {EF Chikako Yamashiro 7L 11°,1600 50
rrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrrr min.
R A ®e- w00 1 A F)
I IS n o throug. ou 22:00 177:00
14:00
5 ) —2% =2 )L —7" The Wooster Group C | I < Y R e e I e e T O O e e e 65
97 v R—IVEH / THE TOWN HALL AFFAIR 19:30 | 17.7:00 "
17:30
6 HAREFHEF Naoko Tanaka E | 70
STILL LIVES 200:00 | 20:00 19:00 19:00 m
[
LIV TF RYIVLFRIFVY) Iz =9— 17600
7 Cecilia Bengolea & Francois Chaignaud L s S B e T I e et T e P e T e e B e 50
DUB LOVE 20:00  20:00 min.
YL—R-EYFAO-TLAYR 16:00
8 Marlene Monteiro Freitas A QEL ,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,, 135
Ny AZDELX—FEADTLY2—F 19:00 min.
BACCHAE—PRELUDE TO A PURGE
She She Pop . .
9 74774 -TL—FK-FT-vxqh D 1500 15:00 105
50 Grades of Shame
B A
TR{EEF Satoko Ichihara /Q 14600 14600 géi%
10 £%FFEH[A] | FHOMMEIB] R T e e P T T T A e S e e R R A B A B e
Favonia's Fruitless Fable [A] | The Question of Faeries [B] 19&130 19:30 | 19:30 | 18:30 | 110min.
11 FIREF Natsuko Tezuka / Floating Bottle 13:00)13:00
Floating Bottle Project vol.2 e B e e e B e e i e B S B S e B RE
Dive into the point RIZ¥ 1773 16:00 17:00 17:00
o
18:00 14:00
A35+7Y7X LolaArias [
12 MINEFIELD— RO ER S ) R N R ¥ 1930 7777777777777 ]r-n(|)r9
LYFYRFTAY S L Artistin Residence Program 90
YRXIF+4A Y7 7YT Manuelalnfante B 16:30 | min.
CHI-SELI. F®)
UMY B 7 a4 DT s - . _
Fringe “Open Entry Performance” - F¥ilidp.64% ZE ( 12& L / See pl64 (10/1-10/28B)
Mg~y b ANLY )% 7—F 141Xk —2/ Roberta Lima a Artist Talk KYOTO EXPERIMENT XON-PAM & A
TP _ : Ly a2 Secci - PYRY _
Events & Forums - 7 L4 =72 74~ 1/ Pre-Opening Events k—24v3 a2/ 3 SessionTalk / Kyoto Experiment X ON-PAM Symposium
I=RY =G N—7 | K% T 1R v aa> /Panel Discussion: about The Wooster Group

¥ MO OREISKERICKRZAN - N 74— YR h=20%FELTEY EF, [ Post-Performance Talk
¥ TO) OENGFERY —EXETFHAWLLZITES (RIAR:¥1,500. EFK) . CFHOMUNIIELNEDLBEBAE T,
© Childcare service (¥1500, reservation required one week before performance)
ZF# - 5B &+ / Reservations - Contact: KYOTO EXPERIMENTE %/ Tel 075-213-5839 (FH / Weekday 11:00-19:00)
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Ty T —ILRTIVRE, R EEHIREHRS. gallery
176,KYOTO ART HOSTEL kumagusuku, R#EIE EEZ
B FERIIFRR—LTILT " RERET L MEFE,
MEFERSBEEEIREES BEESKRA L. FORUM
KYOTO. Editorial Haus MAGASINN KYOTO.73—)LR%
F4R—ILREH

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

Supported by

The Agency for Cultural Affairs Government of Japan in the
fiscal 2018

Japan Foundation for Regional Art Activities

Association for Corporate Support of the Arts, Japan: 2021
Fund for Creation of Society by the Arts and Culture
Ambassade de France / Institut francais du Japon

The Saison Foundation

With the special cooperation of
Nijo-jo Castle

Sponsored by
Hase Building Co., Ltd.

With the cooperation of

Aranvert Hotel Kyoto, Kawaramachi Shopping Street
Promotion Association, gallery 176, KYOTO ART
HOSTEL kumagusuku, Kyoto Okazaki Tsutaya Books,
Kyoto Prefectural Citizens' Hall ALTI, Kyomachiya Hotel
Shikijuraku, Shijo Han'eikai Shopping Street Promotion
Association, SHOUTOKU SHUZO Co., Ltd., FORUM
KYOTO, Editorial Haus MAGASINN KYOTO, WACOAL
STUDYHALL KYOTO

F1# Organized by

BNC LSRN0 _ KYOTO ¢
O-Ly7P5-RE A ART

% :‘%—': @ T‘E ROHM Theatre Kyoto

TH 4 WTET Ve

BiRZ  Supported by

[ ]
T AR 304 FE X AL -’ o’
LS EpsmanEEs Fun, GEXCTEEZ

#%& Sponsored by

‘ § ’HASEBUILDINGGROUP

H#R—%— Supporters

HHRER BT RBA BN = 2R

=il - XEICLDHRBBET 7R

CENTER LA LS
Brlw 27

THE SAIS®@N FOUNDATION

RBERFEZMRRITERAR

Z8R:
HILBEA CERFTARR/ REEHEMAE ELSMHRELY 5 —
iR#EE/ RB=fe> s —EEEE)

BIZER:
BHE—B(ABHFEARBHEEXMIRBEM A B HES)

£58:

KRB (RBEFEMAE BASHARLY 5 —FR)
KBBNPOSEANS Y ZRy Y ZARK/WET— b Ly S r 5 —ER)
INBE B (F%EE /REALKYOTORITARIRER)

BAIIRF (RBEMEEARBHEMXHREBRER)
BET(BEFHARA L ZZNBEMRERZES)

FRAEF (RBH LT RB XL E 2B i #E = b =B E
REtEHEBYER)

HEE(ERE/ RHERFEIAOREKAE LY 7 —RHEHIR)

EE:

BRAEF (RE T UL REC =& T E U =T R EER)
BHEHES (AR EEARBHERZM U IRE M E R B EBEY
BR)

B

KEHA CERFRR/ RELBERZLELHEE BIFR)
XlpEs XS /NPO EARBT—VI-—T1 Y/ EER)
BRER (RAPRZHEHR)

FRE(EFRRT)

BET(RBPEMLrs—BR/ SEEMNAEER)

THA VY (BER-BER/WESEH,£%8)
EETE(RRAZLELR/BHR)

RPBEBRELAEMERTEEREER
TOYSLTALOY— BEBN

EERR EHET

BB/ HLEEF FIBGREEERE MERHS

LRIk ELEE VaVIy M ALF-Fv T EAREF

B BERE G T RRME. EHE
[A—Ly7y—REIEK, S5 FHEXF

[RE=EM 2> 5 — | BNRKR T A8 — FTHEX BRI EF MHIE
[REER=MARE BASMMR Y 5 —1HETIRER
FOZALTaLY Y — RIBIE

FOZANLI-F1r—5—  KERB

BB/ —V RBEZHEENGEY SME05. 1Y 74Y
LR7N\Yy— FZEXB RER. OEY-FVF—

X RFHBIT

MXER: V4 UT7L- 7R 2—X HOKEF

7—rF1L o ay REHE (UMA/design farm)

FH A > LRI (UMA /design farm)

T VAT Loy ay  HK)IEE (bank to) . JE 3 (bank to)
7Y A RFY A EBEEA (bank to)

DITYANTAT 5L A=F 17 BB EE (so design) . ARTIE
(bank to)

RBEBREEEMET RN —R—K:
HERREF (RKRKEXERRBT — b AT 17 5)
BRRETF (RE=1e> s —)

Kyoto International Performing Arts Festival Executive Committee

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

Vice Chairman
Koichiro Fuijii (Senior Director, Kyoto City Music Art Cultural Promoting
Foundation)

Committee Members

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

lku Otani (NPO Dance Box Representative / Kobe Art Village Center
Director)

Tetsuya Ozaki (Editor / Issuer and Editor-in-Chief of REALKYOTO)
Yasuko Nishikawa (Secretary-General of Kyoto Arts and Culture
Foundation)

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

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

Hiroshi Yoshioka (Aesthetician, Professor, Kokoro Research Center, Kyoto
University)

Supervisors

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

Masaya Makita (Manager, Kyoto City Music Art Cultural Promoting
Foundation)

Advisors

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

Akira Shigeyama (Kyogen Artist / President of NPO Kyoto Arts Meeting)
Motoaki Shinohara (Professor Emeritus, Kyoto University)

Soshitsu Sen (Urasenke Grand Tea Master)

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

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

Kyoto International Performing Arts Festival Executive Committee Office

Program Director: Yusuke Hashimoto

Executive Director: Junko Kakiwaki

Office: Miwako Inoue, Shunsuke Kadowaki, Hiroshi Watanabe, Nagara
Wada

Public Relations: Yoshimi Toyoyama, Juliet Reiko Knapp, Eriko Nishitani
Production Coordinators: Kyoka Arisawa, Yoko Kawasaki, Tomoya Takeda,
Asami Hori

[ROHM Theatre Kyoto] Katsura Kunieda, Kimiko Terada

[Kyoto Art Center] Maiko Okumura, Ryuichi Tani, Haruna Hirano, Meiko
Horikoshi, Tadashi Matsui

[Kyoto Performing Arts Center] Ryo Ide, Miho Kawahara

Technical Director: So Ozaki

Technical Coordinators: Nobuaki Oshika

Interns: Takahiro Goto, Midori Horimura, Chihiro Yoshioka, Jaewon Lee
PR Ambassadors: Hou Wensheng, Nao Tsutsumi, Robin Rauner
Japanese translation from English: Yuki Itai

English translation from Japanese: William Andrews, Yumiko Deguchi
Art Direction: Yuma Harada (UMA /design farm)

Design: Keisuke Yamazoe (UMA/design farm)

Web Direction: Takahiro Mitsukawa (bank to), Tsutomu Atsumi (bank to)
Web Design: Kento Yoshida (bank to)

Web Programming / Web Coding: Yoshitaka Gonsoku (so design), Kazuma
Hitomi (bank to)

Advisory Board:

Naoko Kogo (Graduate School of Arts and Media, Osaka University
Graduate School of Letters)

Reiko Hagihara (Kyoto Art Center)
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25 0—-L> 75— RE. THEM > 5 —  TEEMBNG FWE, REFIL
RRAR—L“PILT«" TCRES 254, (3
ARTOVSL:Yayv-Fheay YEL-T1TYX/DACM. ARLY =,
WIRAEF. 7 —Ry =L —7 HEREF 2V T7 - Ry TLT7RTIFVY T
PrZ3— YL—%-EYFAO-7L A% She She Pop. TRIEHF /Q.
FIRE T /Floating Bottle, @577 X

Kyoto Experiment: Kyoto International Performing Arts
Festival 2018

Dates: October 6 - October 28, 2018

Venues: ROHM Theatre Kyoto, Kyoto Art Center, Kyoto Art Theater Shunjuza,
Kyoto Prefectural Citizens' Hall ALTI, Nijo-jo Castle and other locations
Official Program: Geumhyung Jeong, Giséle Vienne / DACM, Roberta Lima,
Chikako Yamashiro, The Wooster Group, Naoko Tanaka,

Cecilia Bengolea & Francois Chaignaud, Marlene Monteiro Freitas,

She She Pop, Satoko Ichihara / Q, Natsuko Tezuka / Floating Bottle, Lola Arias

KYOTO EXPERIMENT (RBEREAXMTRERTEER) FHH
Kyoto International Performing Arts Festival Executive Committee Office

RBTHRXSHER)| LV DFHET229-2 BTRAEL 6F
6F, 7 Hase Bldg. 229-2 Shoshoi-cho, Nakagyo-ku Kyoto

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

%178 | 20184 986H
Published September 6, 2018

7—bF1Lovay  RE#E (UMA/design farm)

F 4 > LEIE (UMA /design farm)
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Art direction: Yuma Harada (UMA /design farm)

Design: Keisuke Yamazoe (UMA /design farm)

Photography (p.1, p.10-11, p.60-61, p.78-79): Shingo Kanagawa
Editing: Yoshimi Toyoyama, Juliet Reiko Knapp

Editing of Essays: Taisuke Shimanuki

Japanese translation from English: Yuki Itai

English translation from Japanese: William Andrews,

Yumiko Deguchi (p.15, 19, 23, 27, 43, 51)

Printing: KASHIMURA CO., LTD.
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Kyoto Experiment’s logo is a visual represen-
tation of the expansion of its three keywords:
encounter, collision, and dialogue. It is a de-
sign with more than 600 forms, which stand
for the evolution of creative spaces.
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Logo design: UMA /design farm
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