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In the creative process of making theatre, dance and other performing arts, especially when it is a
transnational project in which people from different cultural backgrounds are involved, there lies many
valuable experiences, realisations and knowledge. Is it possible to share them with others who were not there
in that process? And, if performing arts, which can only be seen here and now, leave something behind as
record or archive, what is its meaning and what do we get from such endeavour?

This symposium has introduced a number of cases and discussed the issue from various perspectives,

continuing on to further debates in the future.

HX | Contencts

2 @FUwic HEHEBERmIEETY Trevyx—

3 AviaeXkrsiav eompics
1A [Tux2xzinz s, HT5]
7 10 I SHATOHINE & 19 8

R

va—(vlF-ba—X

11 7ZE7atezx)p?

4 7alzlb [ R=NFay bl ——aFs T7evE2vaFy

$200 [SRE M2

18 [~ ZADpE] Ofiftk — Wi X 5 5o F R va—vFay
21 RV RT—hATDFE: —ATUT
24 [BMEJICROAWEEEa IR L —> avor[fEtE— [ 77 — 2 F — 1 kD FE— L — ] OFEEH) H— —— Pk

HIE TARAvayv

29 Fh4ARBvTav

35 AR T—hA4 TOREEICIT T LI

36 VVRIULERIT— %

2 Preface The Japan Foundation Asia Center

4 Introduction Ken Takiguchi

Part 1: Conveying and sharing the process

9 A Decade in Creation and Collaboration with Japan Sioned Huws

12 Why Does Process Matter? Kaku Nagashima

15 The Project: Multitude of Peer Gynts Yudi Ahmad Tajudin

Part 2: Leaving something behind in performing arts

19 Unmaking Tiger of Malaya - Remaking History Through Collaboration Shawn Chua

22 Archiving Dance Atsuko Hisano

26 Possibility of International Collaboration That Is Not Limited to “Creation”
— From the Case of Pratthana — A Portrait of Possession Akane Nakamura

Part 3: Discussion

32 Discussion

35 For Constructing Sustainable Archiving Ken Takiguchi

36 Reflecting on the Symposium Kei Saito




FU®»ic | Preface

EEiEET v 72y 2 —

EFRASHEE ST 27 2 v 2 — 13 20144E DR LR, T YT L HAD T — 7 4 A MEFIC X 251 D 5
HFEFIER A b7 — 27K, kA R@BIcI O HATE L Lz, EfE-MEFED WL OP R DU [
HH>T7YT219 I TEDT LI NE LR, Zoftucd, 7V 7 - SULALER@BIK 7 v 7 7 %8 L T
L tRAFIERES SRSV £ 5. HAFIECO VTR, R LAERZE T TR, 22 ICE 3 ETofiio 7
a2 FRIC D% B L. BlACBIRE L 2 ofBE LA L, KIMRIEX 2 S L BATREE 290, &)
MEEHEZ > TOwE Lz, SHCofwE, ChETT VT ey 2 —HEICITSHWZE W4 ZEILDL
TEHRRAREBERE L LD I EFERT 2 v ROV AREEL, HiGECHERONA R MG RO RS L
Lozl ik, BELAB-TwET, COY YRV Y LLZORERNS, SBRIT- LR U oMkl s
YFUORBICORBDLZEEHo>THET,

The Japan Foundation Asia Center

Since its establishment in 2014, The Japan Foundation Asia Center has been involved in various collaborative ac-
tivities through implementing cultural exchange programs for artists and encouraging collaboration as well as develop-
ing networks among artists from Japan and Southeast Asia. While some projects that we organized/co-organized were
featured at Asia in Resonance 2019, there are also numerous collaborative projects which we supported through The
Grant Program for Promotion of Cultural Collaboration. In any projects, we focused not only on final results but also
on the process of collaboration itself, asking how it is possible to share the experience with the audience, professionals
and the people of the next generations. We are delighted that we were able to put together this symposium, tackle these
issues together with a panel of diverse practitioners, including those who have been involved in Asia Center’s projects,
and then archive the contents of our presentations and discussions as a written report. We hope that this symposium

and its documentation will sustain and develop future collaboration, discussion and research.
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ASTAIN RESONANCE 2019  Symposium

Transnational collaboration in performingarts
— Sharing the unseen process and archiving what will disappear

Date and time: 12:30pm to Spm on Thursday 4th July 2019
Venue: Gallery 1, Tokyo Metropolitan Theatre SF
Free entry with pre-booking required

Simultancous translation in Japanese and English

Speakers (in order of appearance): Ken Takiguchi, Sioned Huws, Kaku Nagashima,

Yudi Ahmad Tajudin, Shawn Chua, Atsuko Hisano, Akane Nakamura,

Ugoran Prasad, Kei Saito (moderator)

Organiser: The Japan Foundation Asia Center

Co-organiser: Tokyo Metropolitan Theatre (Tokyo Metropolitan Foundation for
History and Culture)

Planning cooperation / Management:

Open Network for Performing Arts Management (ON-PAM)

A certified project of beyond 2020 program.
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Ken Takiguchi
Ken Takiguchi was based in Malaysia and Singapore from 1999 to 2016 and

has participated in numerous intercultural theatrical productions. Holding
a PhD from the National University of Singapore, he is a founding member
of Asian Dramaturgs’ Network. He is currently working at Setagaya Public

Theatre in Tokyo and teaching part-time at Tokyo University of the Arts.
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Introduction

Ken Takiguchi

I worked in Malaysia and Singapore for about 18 years. From
1999 to 2005, I worked for The Japan Foundation at one of its
overseas offices in Kuala Lumpur. Upon leaving my position in
Malaysia, I joined the Department of Theatre Studies at The
National University of Singapore and began producing theater
together with people from various places including Japan and
Southeast Asian countries.

I believe the theme of this symposium is closely related to
what I have been contemplating and what I have wanted to talk
about. In this Introduction, I would like to mention some of the
problems that I faced through my own experience and what I

want to learn from this symposium.

In the late 1990s, when I was in Kuala Lumpur, The Japan
Foundation was toiling to realize international collaborations with
Asian countries and one can consider the period as the dawn of
the current era of International collaboration. Lear, a play written
by Rio Kishida, directed by Ong Keng Sen, created by the first
Asia Center (est. 1995) and premiered in 1997, received interna-
tional acclaim and became arguably the most discussed play in the
genre of Intercultural Theatre.

The same year, a new program was launched in the Depart-
ment of Performance at the Headquarters of The Japan Founda-

tion, and by the time I joined my team in Malaysia, The Island

in Between, a play written by Jo Kukathas and Kam Raslan and
directed by Jo Kukathas, was already in the middle of preparation
as a part of the program. This play was a collaboration between
the Setagaya Public Theatre, The Instant Cafe Theatre Company
in Malaysia and The Japan Foundation, and I had been a part of
the production team for over two years since I was transferred to
the position.

The process of creating this play was never without problems,
struggles and conflicts, thus I have been very curious to know
whether Lear, the project right before The Island in Between, went
through a similar production process. The reason why I say this is
because there was almost no record of the production process of
Lear at the Kuala Lumpur Office of The Japan Foundation.

If we can accumulate our experiences including subjective
opinions such as personal thoughts and feelings of everyone in the
production, I strongly feel that the documentation of past projects
can act as a reference and we can avoid repeating the same mis-
takes when we face similar problems.

It is important to share processes among productions teams.

This is what I wanted to emphasize as my first point.

On the other hand, I feel it is also necessary to share processes
with audiences. This is my second point.

In another project I was part of, one of the participating art-

ists told me after the performance, “Great process, terrible play.”
The comment made me think whether the final product should
be the only thing to be shared.

Especially after the 2010s, I often worked as a dramaturg,
and process became my main battlefield. The dramaturg exists as a
context provider. Dramaturgs draw preliminary lines, then a play
gets embellished according to the lines. Their job is completed
when no one can recognize those lines from the play itself.

In the field of Intercultural Theatre, very little is shared in the
very beginning of the process, and the process starts from putting
things together. Inevitably, dramaturgs have to draw more lines.
Negotiations take place and the atmosphere gets tense at times,
but there is also metaphysical joy involved simultaneously, which
is to understand others along the way. It is extremely frustrating
that we cannot share such a fruitful process with audiences. Some-
times I even feel like we do not have to show a “terrible play” as far

as we can share a “great process.”

I became more concerned with how I can share process with
audiences, so I naturally became interested in archive. This is how
I started to get involved with The Asian Shakespeare Intercultural
Archive (A[S|I|A) at The National University of Singapore. “What
is to archive performance?” was a question I encountered then.
This is the third point I would like to tackle.

I suppose when one hears the word archive, he or she thinks
of a place such as an archive building, storage or repository.
Although preservation is the essential function of archiving, I
started feeling that archiving is not just about storing data while
working on archiving projects.

It was around this time when I came across Hiroshima Ar-
chive, an online archive run by Hidenori Watanabe. Mr. Watanabe
says the purpose of this archive is to create a community of mem-
ory. One can use this online archive as a platform that formulates
an active community. I was really impressed by his vision in which
an archive is not a static repository but a locus where dynamic in-
teractions can take place.

According to Diana Taylor at The New York University,
performance is closely related to memory and history and enables

“transfer and continuity of knowledge.” In addition, Taylor her-

self also has developed a digital video library for Latin American
dances as a project of The Hemispheric Institute where she is
working as the founding direetor.

She is conscious of the fact that archiving has always been
done by people from the Northern Hemisphere. One needs to
think of why and how one archives what. By making decisions
throughout the process, one inevitably needs to deal with politics.
While revealing the violence that prevailed over archives created
by colonizers about the colonized, she is aiming to revive stories
and the power of storytelling in the south by collaborating with
artists and researchers who would utilize the archive. While real-
izing “transfer and continuity,” she connects the process with cre-
ation. She is trying to reconsider archiving as a tool for this active

process.

Lastly, I would like to highlight the possibilities and limita-
tions of digital archiving.

There are three elements in archiving: location, materials and
action, and I can say that digital technology has significantly low-
ered the costs of location and probably materials. In terms of the
digitization of archiving provides us great opportunities to make

the process more multimedia and interactive.

I selected these four points to express my current concerns.
am sure that I will be able to find some hints from the following
presentations and I would like to elaborate my concerns in the

discussion later.




ewrednsiepy unf G

unwy prureyo o

HE1E FukexEEAL, EETS

Part 1: Conveying and sharing the process
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Sioned Huws

Sioned Huws is a Welsh choreographer based in London, she trained at
Laban Centre London, Merce Cunningham Studios, New York, Tsugaru
te-odori Ishikawa ryu and Shishi-odori Gyouzanryu Yamaguchiha, Japan.
She is an associate artist with Dance4, UK; her work focuses on perception,
memory, person and place within choreographic structures; systems pat-
terning small details that allow for the unexpected within a world sensed
through an awareness of physical movement. Sioned is the Artistic Director
of the collaborative projects, Aomori Project and Odori-Dawns-Dance
both supported by an International Program Award The Saison Foundation
2009-2011 and 2015-17, she is recipient of a Creative Wales Ambassadors
Award 2009-11.
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Yudi Ahmad Tajudin

* Joining from Indonesia online
8

Yudi is founding member and director of Teater Garasi/Garasi Performance
Institute —an inter-disciplinary performance collective based in Yogyakar-
ta-Indonesia and a 2013 Prince Clause Award Laureate. Yudi's performing
art works have been performed on international stages and he has been
involved in many noted collaboration projects in dance, music and contem-
porary opera. Known as a cutting edge director who has brought Indone-
sia’s theater scene to the next aesthetic level, Yudi received Asian Cultural
Council fellowship to study New York theatre scene in 2011-2012 and was
granted an ‘Art Award 2014’ from Ministry of Culture, Indonesia.

SSEMEY] NZEY 6

R

ARICETEF T2 by DR IFELT, ST E 40
SRR ROMEFICS NN, AR T E D F A2 7
UERBIGIAFEB T LicllkE LD, T eY e
7 M REHRIIC D 50 7By 22 M [T LY RS
SV =R, [2YD7WF5ERT] (RET— b4~ ), [9-7—VF] (ki
&L v H—X), [« (LBL)] (FvzEb) v F—12016), [vHF—-
<Y —-w¥F—] (PERIE+7 77 X, CIRCULATION KYOTO) % &,
BORERFF A Z . 20184E LD 72 AT 430 [ b—Fa— FTALIZ—,

Kaku Nagashima

As one of pioneering dramaturgs in Japan, he has collaborated with many
theatre directors and choreographers. Recent years he got interested in
bringing theatrical ideas and techniques out of the theatre to the town
and takes actively part in art projects. Major works: Series of “The House
of Atreus”, “How-To-Make-Laboratory” (Tokyo Artpoint Project), Series
of “The World" (Kakuya Ohashi & Dancers), “+ (Yajirushi or Arrows)”
(Saitama Triennale 2016), “Mother Mother Mother” (Shigeki Nakano +
Frankens, CIRCULATION KYOTO). Special Guest Professor at Tokyo
University of the Arts. Director of Festival/ Tokyo since 2018.
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A Decade in Creation and Collaboration with Japan

Sioned Huws

Hello, my name is Sioned Huws, I'm a choreographer based
in London; and I really had no idea or a vision that my collabo-
rations with Japan would continue over ten years, returning each
year from 2008 to 2018, it wasn't planned, I was fortunate to
meet people with similar interests in relation to environment, cul-

ture and community.

Aomori

A prefecture of Japan at the northern most tip of Honshu
Island. The beginning, Aomori Project 2008; a one-month res-
idency at Aomori Contemporary Arts Centre (ACAC), at the
height of the winter months, January and February, sub zero tem-
peratures, relentless snowstorms and for my first five days, zero vis-
ibility. I started alone, walking through mountainous landscapes,
snow storms and cold temperatures, catching something from the
land, I knew nothing, no one, the movement came from a feeling
accumulated in my body, a horizontality, placing the body on the
same line as a landscape; the choreography started from a solo im-
provisation from these accumulated experiences, an improvisation
recorded, analysed and re-structured; and by leading workshops I
met dancer, Reina Kimura in 2008, passing on this vocabulary of
horizontality to her; and in the years to come, a long lasting col-
laborative process, learning the Tsugaru hand-dance from Yoshiya
Ishikawa and translating it into a horizontal body orientation.

I found a similarity between the Tsugaru hand-dance and my
choreographic response to the Aomori winter environment and
its everyday. Aomori Aomori, a performance work that became a
homage to the Tsugaru performing arts, developed in stages, over
time and repeated visits between 2008 to 2017, through creation,
collaboration, workshops - memory, person, place and the impor-
tance of play, working from personal photographs of family and
friends; and choreographic structures, coexistence and independ-
ence between different choreographic structures, placed together
in one space, a work initially in response to the architectural curve
of gallery A at ACAG, lit by daylight coming in through the
windows set into the wall along the left side, the sound is acous-
tic, a collaboration with dancers, choreographers, local, national
and international communities; my first experience of Japan was
through Aomori.

I'll show a five minute video, inspired by and based on Jan-
gara qui-bushi, a performance/presentation at Aomori Contem-
porary Art Centre with Yoshiya Ishikawa — Tsugaru hand-dance,

Hasegawa Sangen-kai — Tsugaru Shamisen, Kiyoko Goto- Tsugaru

Minyo, choreographers and dancers, me, Reina Kimura, Agnese
Lanza, Elena Jacinta, Taz Burns and dancers of Reina Kimura’s in-
dependent dance work, also on a residency at ACAC, who joined

in the Aomori Aomori workshops and performance in 2013.

Aomori Aomori has toured to over 30 venues on three conti-
nents, Asia, Europe, and Australia, each performance re-imagined
for a particular space, indoors, outdoors and theatre spaces, re-
maining adaptable and flexible to new configurations, including
local communities in each place.

My attempt is to re-frame a traditional form within a con-
temporary performing arts context, to share body knowledge
more broadly, with a wider audience internationally, working with
dancers, performers and people from a range of backgrounds and
experiences, building on relations and a communication, where
new conversations can emerge and tradition becomes a part of a

larger dance dialogue; to view the same thing differently.

Odori-Dawns-Dance

During my time on the Rikuzentakata Artist in Residency
Program in 2013 and 14, I met Kakinaizawa Shishi-Odori, a
regional dance of Iwate; and in 2015 started the Odori-Dawns-
Dance project with performance presentations under the title of
Niwa-Gardd-Garden; enter this garden, wonder around unknow-
ing as to what, who or where it might lead. Culture is an activity
we are already situated within it, we respond to it all the time.

Living within the community of Sumita Town, for four
years, a beautiful locality within the Southern Kitakami mountain

ranges of Tohoku, I started to learn the Shishi-Odori deer dance.

Locality — Reality
Kakinaizawa

Kaki - a sweet orange fruit
nai — on the inside

Zawa - stream

Kakinaizawa is a small locality of farm land in Sumita Town,
along a stream of water, a narrow track leading up to Azumane
mountain and shrine; Kaki trees grow on the inside of the stream
away from the road; here I often met eye to eye with a wild deer,
both of us held for a short moment in perfect stillness, the deer
turns its head swiftly, bounds away into the pine forest, knees

raised high, swift, gentle with grace and dignity. It disappears, be-




coming one with the mountain mist and night sky.

I fell in love with this dance when I first saw it at Rias Hall in
Ofunato, and in particularly the part where a lone deer appears to
be looking for someone or something, the timing and measure of
its step in opposition to its head movement, syncopated with the
drumming and song, is truly a detailed choreographic study of a
wild deer in motion. The eight deer dancers drum a beat, at one
with the beat of the human heart, maintained evenly and regular-
ly, performed as simply as breathing, without thinking. I was filled
by a desire to know this dance, to learn its form and precision, I
could see by its composition a story of love and transformation.

Sketching the poetry of Kakinaizawa Shishi-odori. I stared a
creation process based on learning the 33 ‘kuchi shoga’ (phonetic
sound of Japanese symbols which indicate how a drum beat is to
be played). ‘Kuchi shoga’ is a short rhythmic chant, which begin
by three short lines of song (tanka, similar to a haiku), focused on
imagery of nature, highlighting a brief moment in time, a juxta-
position between something large and something small, between
stillness and movement; the dance, it’s timing is based on the
‘shoga’. A project over three years, developed slowly, step-by-step
to reveal the poetry of dance and community, as a large family, an
aggregate, the situations, and the friendships. With a particular
focus to the Shishi-odori, an animistic ritual dance, a prayer in
action, derived from the complexity of community, landscape
and mythology. Our dance stories passed on through generations,
living with the natural world, in harmony, discord and everything
in-between, even nowadays. Dance reaffirms the ground we stand
on ‘Asobe waga tsure’ — ‘Come let’s play my friends’; Deer Dance
song words.

I'll play a 5-minute video, a document during my first months,

living in Sumita Town, starting to learn and the dance Shishi-odori.

Niwa-Gardd-Garden became a work in collaboration with

Kakinaizawa Shishi-Odori, choreographers and dancers Reina
Kimura, Rie Wakabayashi, Teppei Kuramoto, artist — Ishu Han,
actress/performer Honami Shimizu and performance maker Zan
Yamashita, Joshibi Arts University, Dance Box and De Montford
University students and connecting with the wider performing
arts community in Japan through conversations with Shirotama
Hitsujiya, Yuya Tsukahara, Toshiki Okada, Megumi Kamimura,
Takao Kawaguchi, Taichi Yamagata and Natsuko Tezuka, conver-
sations about their own cultural background and upbringing.

One day walking with Reina and Yamashita-san up to Azu-
mane Shrine, we met Masato-san, the son of Kiyoshi-san, a previ-
ous nakadachi who passed away some years ago, before my time;
Masato-san said ‘why do you want to come here, there is nothing,
it's like going to Tibet), a little after I realized that this area is
know as the Tibet of Japan.

And for anyone who visits you may say the same thing, there

is nothing; for me that nothingness is exactly where culture is, it's

in the living.
2015 to 18, Niwa-Gardd-Garden toured in Japan, UK and
Italy.
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Why Does Process Matter?

Kaku Nagashima

I would like to talk about why process matters; in other

words, why we focus on process now or our necessity to do so.
Changes in the work of art

First, the contours of various genres of arts have become very
ambiguous, and we are witnessing the rise of interdisciplinary art
projects. Moreover, I feel that the contours of the artwork itself
is also becoming ambiguous. One cannot consider a final pres-
entation, performance or exhibition as the sole representation of
a work of art anymore. What is called an art project is one of the
finest examples of this paradigm shift.

I would like to mention Christo and Jeanne-Claude, a
world-famous artist couple, as an example. Although their works
of Land art are deconstructed in two to three weeks and nothing
is left behind, they typically spend about twenty years or so to re-
alize those humongous projects.

When many people participate in such huge and time-con-
suming processes, they become participants and collaborators. I
imagine the number of people who are involved in any of their
projects are in the several thousands and every single one of them
becomes part of the process.

Their projects appear in public and people can experience

them; however, everything basically disappears eventually. I think

these project-based artworks clearly should not be evaluated and
criticized based solely on their final products. What is interesting
is in the process, or the process is also interesting. If one cannot
recognize it, an artwork like this has its interest diminished by
half. In these types of process or project-based artworks, their
participation is more important than the actual artworks. In other
words, participation is more intriguing than physical objects.

Today, we are witnessing more complex art projects emerging
here and there. Many artists with different backgrounds and ideas
coordinate with each other and explore possibilities of what they
can accomplish together. These projects happening right now
contain far more complex and fruitful processes.

Another thing I want to point out is that one cannot re-expe-
rience these project-based models or works of performing arts.

Claire Bishop, a famous British art critic argues the following
in her book titled Artificial Hells. Some problems of participatory
art projects are derived from the inability that one cannot access
them once they are done. One needs some sort of documentation
to revisit those projects; however, documentations are usually cre-
ated by the insiders. They lack objectivity. Then, Bishop decided
to dive into the process of participatory art as a researcher. How-
ever, she became one of the insiders and made herself unable to
remain objective.

It is very important to develop project and process-based art-
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works in contemporary times, but it is also very difficult. There are
many issues that we have to think about. I believe there are two
reasons why these projects are prospering at the moment.

First, the boundary of artworks is becoming ambiguous.
The dichotomous structure of artists as creators and viewers as
audiences is not as sturdy as it used to be. To put it differently,
the pleasure of the artmaking process, which had been hidden by
artists, has been revealed to the public and the process has been
liberated and democratized to a certain extent, thus everyone can
be an artist. Now, participants can enjoy the process together with
artists, and the final outputs can be just remnants of the process.

Second, the concept of morality has become one of the major
concerns in the art world today. Can we truly enjoy an artwork
that is extremely intriguing but also contains an exploitative pro-
cess? Can art itself allow something that is partially unhumanitar-
ian, inhumane or immoral amongst its process?

Especially in performing arts or collaborative projects, par-
ticipants' bodies and existence are more than just materials. I be-
lieve how one navigates with other participants and what kind of
processes they go through together is very important. One has to
think of the social environment in which an artwork is based and
its potential moral issues. I do not accept the idea of “all’s well that
ends well”.

The following words are from the conductor Junichi Hi-
rokami; those who are into good food are always interested in
ingredients and cooking methods. They don’t want to ignore the
ingredients and the cooking method of the food they eat. I com-
pletely agree with what he says here.

Traning dramaturgs

So, why am I thinking of process now? I would like to talk a
little about some issues that I am dealing with personally.

I have worked as a dramaturg, and I would like to see more
dramaturgs in the future. My concern has been how to raise dram-
aturgs.

One cannot be a dramaturg just by seeing as many plays as
possible. One cannot be a collaborator unless one understands
the process of how a play is made. I always tell young people who
would like to become dramaturgs that they have to dive into the
process and know the process.

Going back to the cooking example raised by Hirokami, one
cannot work in the kitchen no matter how sophisticated one’s
taste is due to one’s considerable experience, no matter how many
good restaurants the person is familiar with or no matter how the
person is educated on nutrition or the history of culinary arts.
This set of knowledge becomes useful only after one understands
the language, logic, emotions and rhythm in the kitchen.

I think there are a lack of opportunities to gain real experi-

ence in Japan’s contemporary performing arts scene. In this sense,

those opportunities need to be provided, and the process of how
they are provided also needs to be archived for the future. More-
over, ways to talk about the process and ways to share them with
the public need to be articulated as well. We must document the
words that we use in the process and make them available to the
public.

In my understanding there are two sets of words that we use
in relation to works of art.

One of them is that of post production, which is to compre-
hend, analyze and critique an artwork based on the final product.
These words are used in various areas such as SNS, blog comment
sections and the majority of critiques.

The other set of words exists in the process of artmaking:
memos of ideas, directions to performers from directors, conduc-
tors or choreographers, or suggestions from actors. These words
used during the process usually get disposed of and disappear by
the end. It is better to have an opportunity to know and learn
from those words for those who would work in the performing
arts because they can apply their experiences in their future pro-
jects. It is very important how we are going to make the language
accessible.

I think this language is necessary not only for dramaturgs but
also for various types of creators. In my opinion, directors need it
more than anyone else since they have to start the process of cre-
ation and establish relationships with actors and other collabora-
tors who do not necessarily know each other from the beginning.
I do not think many directors have enough experience on how
to go about the process, so they sometimes find themselves in the
middle of an unwanted power harassment or an unviable work
environment.

Therefore, we need to think of how we can record the process
and make it accessible to the public.  am certain that establishing
a good archiving method is a very urgent task because it helps cre-

ators and participants in the future and eventually improves the

quality of performing arts.
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The Project: Multitude of Peer Gynts

Yudi Ahmad Tajudin

I am now in a city called Larantuka, the capital city of East
Flores, which is part of eastern Indonesia islands. We are here for
the first workshop of our project called Multitude of Peer Gynts.
We arrived on June 23rd and we will be here until July 7th. So, I
am in the middle of the workshop, the performance making, the

research.

Background

In 2017, I came to Larantuka with other Teater Garasi mem-
bers for another program. It was about our attempt to learn about
Indonesia from the perspective of non-Java. Indonesia’s archi-
pelago consists of 17,000 islands, but Indonesia is dominated by
Java. From the very beginning of Indonesian independence, Java
became the centre of cultural policy. We wanted to learn about
the notion of Indonesia from the perspective of non-Java. But,
when we were here, I encountered these intricate relationships be-
tween traditional values, customs, religion, modern religion, and
the modern state. I also encountered this issue of mobility and
immobility. Globalization has been here since a long time ago. In
the 16th century, this region was colonized by the Portuguese,
then by the Dutch, before it became a part of modern Indonesia
in the mid- 20th century. One of the distinct characters of the city
and the whole region is that, unlike other parts of Indonesia, the
population is dominated by Catholic believers. 80% are Catholic

here, while, in other parts of Indonesia, it's 80% Muslim and 20%

other religions. With this background, I also encounter the com-
plex cultural negotiation that is still happening now, which was
actually created by this exposure to the world in the 16th century
via the arrival of the colonial ships.

Because of the competing stories of encounter, I have these
questions about the exposure of the subject to the complexity of
the world. I also feel nowadays the world is becoming more and
more complex and, at the same time, in Indonesia for instance, I
see so many people trying to react to this complexity by holding
on to a simplistic way of seeing the world. Then it drives them to
do violence, to push what they believe to the other. These kinds of
reactions, I contemplated, come from a certain fear and anxiety.
Then I decided to continue my reflection on the issue of fear and
anxiety in a theatre project. I see that this issue is not only happen-
ing in Indonesia but everywhere. So, we decided to initiate this
project by inviting some other artists from Asia.

I contacted Takao Kawaguchi and Micari who is one of the
main actress of the Shizuoka Performing Arts Center and an
old friend. Also I contacted Yasuhiro Morinaga and then Venuri
Pereira from Sri Lanka. Also, Nguyen Manh Hung, one of the
young, most exposed visual artists from Vietnam, whom Ugoran
Prasad —the dramaturg of this project— and I met last year when

we conducted our research for this project in Vietnam.

Workshop in Larantuka
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This year we will have three workshops; the first is here in La-
rantuka. Fortunately, we have the support from the Saison Foun-
dation, and we will have the second workshop in Tokyo from the
end of August to the beginning of September. And, in October, as
a joint production between Teater Garasi and Shizuoka Perform-
ing Arts Center (SPAC), we will have the third workshop, the
performance making workshop for three weeks in Shizuoka, and
perform the first piece of the project there; I would say the first
because we want to continue the project to the next year or the
year after.

For this project, Ugoran offered me the term called modular
approach, meaning that each of the artist collaborators brings
their own work based on their reflections on the issue or their
research on the issue that we use as the basis of this project. On
the first day, I told everyone that this Laratuka workshop, the
ultimate target is not creating a good performance; but, for this
collaborator team, it is how to together learn about the issue, also
how to think about these issues from the viewpoint of the original
play Peer Gynt by Ibsen.

Another essential thing in this phase of our project in Laran-
tuka is to learn about each other. Even though we already knew
cach other before this project, we need to learn more; about each
other’s points of view on the issues and about the methods of
working in creating their art. It is about encounters. We also ask
the collaborators to learn about the culture, the socio-political
situation, the everyday life situation here in East Flores. So, we
invited ten local, non- professional, performing artists to also join
us in the collaboration.

We started the workshop with sharing sessions about the
issue, about fear, anxiety and about globalization. From the very
beginning, I felt struck by so many similarities that we share about
the issue and, somehow, most of the time, it's becoming personal.

For instance, Micari-san told us about a song she created
when she was between three and five, a simple song with the lyrics
in Indonesian. She sang the song in front of us and told us that it
was probably between 1965 and 1967 that she created this song.
All Indonesian artists, artists from Teater Garasi and local artists,
were struck by this information because the time between 1965
and 1967 in Indonesia is one of our darkest history that is still un-
resolved now. It related to the massacre of the Community Party
in 1965, the military coup and the cold war context behind it. The
number of victims, though there is no official number, is between
500,000 and one million people. And those who did the killing
were fellow citizens, neighbours. The story is very complex, but
it really struck me that this sad song, lullaby perhaps, somehow
had a kind of inter-connection. Micari-san was only three or five
years old, what could she know about Indonesia or the history of
Indonesia? So, we think that this contact, this inter-connection

between countries, culture, even happens in the subliminal, sub-

conscious mind. That was one of the stories about fear and anxiety.

Venuri Pereira from Sri Lanka shared her story about this
from her context. In Sri Lanka, they just experienced this terrible
terrorist attack in April, the Easter attack, and, not so long ago,
they had just finished the bloody 26-year civil war in 2009. Last
year, I visited Sri Lanka as part of this project, and really felt the
energy to move forward and to leave the terrible history behind.
Then, I heard about the bombing in April this year. We had sim-
ilar experiences after 1998 when we had a number of terrorist
attacks done by fundamentalists and hardliners of some Muslim
groups. Also, when I heard about the attack in Sri Lanka, I was
here in Larantuka, observing their biggest religious ceremony
called Semana Santa, an Easter ceremony, a really solemn and se-
rious ceremony that is not only religious but also is in a dialogue
with the local, traditional old value that they have here. So, the
news about the Easter attack in Sri Lanka really got me personally.

We also heard stories from the local artists. One of them told
how the tradition they all believed in was repressed by the church
and government in the late 60s. His father and grandfather were
caught and punished because the police and also the church
considered them as practicing a new religion or different religion
from the one recognized by the government. From then on, their
rituals, their songs, their traditional tattoos for instance like being
banned. It stimulated an interesting discussion on why it hap-
pened in that time because the Catholic church and the mission-
aries were here since the 16th century. Again, there is this complex
relationship between religion and the state.

We then decided to have field research. Because East Flores
consists of some small islands, we decided to cross the sea to visit
some old villages, walking, hiking and even climbing in some
parts. We decided to have this field research also to mirror Peer
Gynt. Peer Gynt is also about travel, about encounters. Peer Gynt
chooses to travel the world and goes to North Africa, to Morocco,
encountering different cultures, different situations. We tried to
mirror that in this process. We, as travellers from other places,

gather together here and then we go to all the villages, the strange

culture that is alien to us.
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Shawn Chua

Shawn is a researcher and a dramaturg based in Singapore. Shawn'’s research
engages with embodied archives, uncanny personhoods and the participa-
tory frameworks of play. He has presented his work at the Asian Drama-
turg’s Network, The Substation, State of Motion, and Performance Studies
international (PSi). In 2012, he was awarded the National Arts Council
Scholarship and he holds an MA in Performance Studies from Tisch School
of the Arts at New York University, and a BA in Cultural Anthropology
from Waseda University. He currently teaches at LASALLE College of the
Art, and serves on the Performance Studies international (PSi) Future Adyvi-
sory Board. Shawn is a founding team member of Bras Basah Open, and is

part of the group that runs soft/ WALL/studs.
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Akane Nakamura

Representative Director of precog Co., Ltd. Precog has produced the works
of artists inside and outside Japan, including Toshiki Okada’s chelfitsch,
Mikuni Yanaihara's Nibroll, Norimizu Ameya, and Yudai Kamisato, and
handled international tours and joint productions in 70 cities in 30 different
countries. She served as Performance Program Director for the Kunisaki
Art Project 2012 and Kunisaki Art Festival 2014, and Co-Curator of Je-
jak-Tabi Exchange: Wandering Asian Contemporary Performance begin-
ning in 2018. She is one of the directors of Drifters International association

and the Open Network for Performing Arts Management (ON-PAM).
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Atsuko Hisano

She is Managing Director and Programe Director of the Saison Foundation.
She joined the Saison Foundation in 1992, following her role as program
coordinator of drama and dance in a multi-purpose space. She is appointed
to current position in 2018. In addition to planning and managing grant
programs for contemporary theatre and dance, she is responsible for over-
seeing independent production projects. She has been involved in “Archiving
Dance” project conducted with SIFA in 2014-2015.
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Unmaking Tiger of Malaya - Remaking History Through Collaboration

Shawn Chua

After working as a research assistant and archive assistant
for the Richard Schechner collection in New York University, I
moved back to Singapore in 2014 and I spent the next three years
developing the digital archives for The Necessary Stage, a theatre
company in Singapore.

This online repository contains programme booklets, collat-
erals and show recordings etc. In developing this archive, I was
interested in what an archive can do, how an archive can be used
and to re-think the prospective uses of this archive, because an
archive that is not used is not an archive, it is just a storage room.

A unique and important feature of this online archive is the
idea that you could create your own account and look through the

different artifacts in the archive, to assemble your own collections

and to make sense of how different works in the archive connect
for you. There is also thematic organization of the archive itself,
offering pathways to explore the archives for people who may not
be familiar with the collection or the company’s works.

You can see that the way I am trying to think about an ar-
chive as an archivist is to think what it means for the future. How
can an archive perform? How can it intervene into the present?

How does it historicize the present reality that we are in?

Now rather than talking about the archive I'm going to look
at a specific production, Tiger of Malaya, in which I was involved
as the dramaturg. This production was written by Alfian Sa'at and

directed by Mohd Fared Jainal and staged by Teater Ekamatra in
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September 2018.

The process of this work started from 2015 December when
the playwright Alfian Sa'at was invited to Japan and the ideas were
seeded for a potential collaboration. In 2017, the Japanese actor
Yuya Tanaka was invited to Singapore for the initial research into
possible topics of collaboration and one of them was the histories
of World War II. Alfian was specifically interested in thinking
about how particular events in our histories could be narrated:
How they can have different kinds of interpretation and rep-
resentations, and how these histories could be potentially recon-
ciled.

The play that was eventually staged was a very complex one.
To understand this play, you have to understand the historical
character of Tani Yutaka. He was born in Japan in 1911 and his
family moved to Terengganu in Malaya when he was three years
old. In 1932 his youngest sister was killed by anti-Japanese rioters
in response to the Manchurian Incident. In 1941, Tani Yutaka
was recruited for the Japanese military intelligence operation. His
story was turned into a film in 1943; the black and white film by
Daiei Cinemas, Marai no Tora, which interestingly had different
endings for the Malayan audiences and for the Japanese audiences.

In our play, a group of actors have been commissioned to re-
spond to this film Marai no Tora, and the actors are trying to fig-
ure out how to perform history, how to perform this archive and,
in the process of trying to remake this history, they begin to have
questions about history: How can this reenactment become a way
of correcting history, correcting certain versions of history or cor-
recting things like the casting choices? Of course, there is a very
interesting adaptation of film to theatre, history being transmitted
through these live bodies on stage to the audience.

In the film most of the actors were Japanese actors playing
Chinese and Malay characters. In the 2018 staging, we have the
actors playing roles that are cast across race, language, even across
gender and nationality. You have Singaporean actors playing the
Japanese characters, women playing male roles. And actors, in the
process of negotiating with these roles, start to adapt the language.
A Chinese character wouldn't be speaking Japanese, so what hap-
pens if they begin to speak in Chinese instead or in Malay?

For the first layer of the rehearsal process, the actors were ba-
sically trying to mimic what was happening in the film. The actors
who had watched the film, tried to imitate what was happening
there and, in the actual staging, the film was projected in the
background. In the process of enactment, things begin to open up
and be questioned.

As the actors begin to change the language, they've realized
they have a different kind of resonance in their bodies and they
have a different kind of reaction to things that are happening or
they start to sympathize maybe with the villain in the role; the

narrative becomes more and more complex.

I want to come back to the idea mentioned in Ken Takigu-
chi’s Introduction; the notion of a community of memory. It's
a very powerful phrase to think about because, when we think
about a community, it doesn't simply mean that everyone is har-
monious and agreeing with each other. When we begin to have
conflicting memories in a community, how do we reconcile or
allow these discomforts to stay with us?

This brings us to the notion of collaboration. The word
collaboration is a very interesting one and a very charged one
because, during World War II, to say that you're a Japanese collab-
orator means you are betraying your country. Of course, within
the realm of this production, collaboration becomes an opening.
Collaboration is actually a form of negotiation, because history
is not just a national thing; it is a transnational thing. History
belongs across communities, and in all these conflicting multiple
accounts, maybe there is a kind of truth in each of these perspec-
tives. I think collaboration is subversive because you are forced to
grapple with multiple perspectives and multiple voices, and to let
go of this idea that there is just one singular narrative.

There is a shift among the characters in the play when they
realize that they represent very different kinds of subjectivities.
They learn very different things about history; certain things that
we have taken for granted and certain things that we've assumed.
Many of the Singaporean audiences are also surprised when they
realize the history that we have been taught or assume as the truth
is only one particular version.

There is a very important line in the play which is also about
archive: “This scene is haunted by the future”. Archives are always
haunted by the future, by the way in which every prospective user
of the arcives experiences the past through the frame of a future
that recontextualises the encounter.

In her review of Tiger of Malaya, Corrie Tan talks about
how history is passed down through our bodies and that the body
is a different kind of archive, the kind that remakes even as it
remembers. Also, Diana Taylor, in her seminal book Zhe Archive
and the Repertoire, talks about the resilient and enduring kind
of memories of the body and that, in the process of enacting and
reenacting, the body remembers particular traumas or particular
things about its history.

Another line “What we cannot unmake, we must remake.
What we cannot remake, we must unmake” appears as the charac-
ters begin to think about what it means to remake histories. And
I want to make this provocation: The archive as performance. It is
to think about the archive as a kind of performance that is trans-
mitted through the bodies. There's a hope about democratizing
the process of archiving; this archive will be dispersed through the
multiple experiences of different bodies. And the archive is never

complete; it continues to find new meanings and new orientations
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amidst different audiences.

Towards the end of the play, it gets to a very absurd moment
where the Singaporean actors put the Japanese actors on a trial
to confront them about history. This was a very uncomfortable
moment even for the actual actors themselves and it marked a
very important point in our process, where all the actors had to sit
together and talk about their different relations to history. There
was an important common ground of sympathy among these
actors who were of the same generation; they realized that they
shared the same distance from that particular history.

The play ends with the Japanese actor’s monologue. I want
to leave you with this quote as we think about archives as perfor-

mances.

1 say this not to mount a defence of those who choose to deny
history. I am trying to mount a defence of history irself.
1t is my understanding that history dies in the courtroom.

Judges must close their cases. A judicial judgement is final and de-

finitive. But a historical judgment must always be open to an end-
less process of revision.

When you asked me to answer yes or no, you were not trying to
establish history. You were only trying to establish guilt.

There is no yes or no.

There is no black or white.
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Archiving Dance

Atsuko Hisano

The Saison Foundation was established by Seiji Tsutsumi in
1987, who was a businessman, art collector, poet and novelist. The
foundation mainly supports contemporary theater and dance, but
it also operates its own projects at times.

I would like to introduce one of our original projects titled

Archiving Dance.

This project was implemented in 2014 and is an ongoing pro-
ject. In this project, a choreographer puts some important parts
or essences of one’s artworks into a box and hands it to someone.
ThC rCCCiVCr Of thC bOX Would then create a new artwork based on

what is inside the box. It is an experiment of archiving.
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The Saison Foundation has 32 years of history, and we have
archived the reports, documents and videos of their grant recipi-
ents for the past 32 years. This archive is the result of our continu-
ous effort to establish a support system and has become a cultural
resource, which is our valuable asset, our treasure. While we were
thinking of a new method of archiving and operating projects
that can be more fun and accessible, Ong Keng Sen, a Singaporian
director, showed interest in our project.

Since he had often come to Japan through the invitation
by The Japan Foundation Asia Center, he was familiar with the
history of Japanese performing arts. As we discussed the project
together, he said, “the history of 32 years overlaps the history of
Contemporary Dance in Japan. Various resources at the Saison
Foundation are the legacy of the history. Perhaps we can do some-

thing at our festival, the Singapore International Festival of Arts.”

The first year of this 2-year project entailed a series of semi-
nars and workshops to study archiving with collaborating chore-
ographers so that we all can develop the project concept and find
the language with which we can work together.

Our collaborators consisted of many great artists who have
paved the way for the era of Contemporary Dance in Japan such
as Chie Ito, Ikuyo Kuroda, Yukio Suzuki, Tsuyoshi Shirai, Natsu-
ko Tezuka, Mikuni Yanaihara, Zan Yamashita and Ryohei Kondo
(participated only in seminars).

In addition, the dramaturgs (Ong Keng Sen, Nanako Nakaji-
ma and Daisuke Muto) had important tasks for this project such
as preparing the project and facilitating in workshops and semi-
nars. Moreover, when we were in Singapore, they were the ones
who were in charge of connecting the history of Contemporary
Dance in Japan and the significance of this entire project.

Last but not least, the role of our interpreters was very im-

portant as well.

In the beginning, in April, we discussed many times and de-
veloped the project together with some guest speakers. From this
process, the following three keywords were created: “the archive
box” for archived artworks, “the archivist” for choreographers
who archive and “the user” for choreographers who receive the
box. On the final day of this process, we had a public presentation
by the choreographers.

In October, when members of the project were invited to a
symposium at the festival named Dance New Air, we were able to
listen to many different ideas and share our own.

It was this time that Keng Sen suggested that we should actu-
ally make the boxes, and choreographers started making them and
brought them to completion before December.

Those boxes were in many forms. Ikuyo Kuroda put a vase on

a piece of paper. Zan Yamashita brought in a cassette tape with

him. Tsuyoshi Shirai presented us a plate and an address for a
website. Yukio Suzuki made a contract as his archive. Mikuni Ya-
naihara put a costume and simple description of Article 9 of the
Constitution. Chie Ito wrote, “Open with a punk spirit,” on her
yellow box. Natsuko Tezuka inserted a letter in a bottle. All those
boxes were amazing,

Then, choreographers exchanged those boxes, created their
performances and presented them in front of the audiences.

This year-long process is documented in a booklet Archiving
Dance because we wanted to share this experiment with others
and wanted them to use it as a guidebook. In the booklet, we
described everything in detail: points we discussed on, things one
should be aware of when making the box, what our archive boxes
look like and our comments.

What we focused on in this process was to clarify what
archiving is all about. We wanted to archive things differently
unlike museums have done. As a result, our archiving method be-
came liberated from conventional methods. There was freedom in
regard to the questions of "who', "what" and "how" to archive be-
cause the choreographers archived their own works by their own
methods.

We also asked ourselves whether the user can freely use what-
ever is inside the box. We thought of the freedom of the user, how
to give credit to the original creators and how to protect their

copyright.

The following year, in 2015, the project was transferred to
the Singapore International Festival of Arts, and we handed our
boxes to Asian choreographers who were not familiar with the
Japanese choreographers. The program title Dance Marathon -
OPEN WITH A PUNK SPIRIT! was named after Ito’s quote,
“Open with a punk spirit,” written on her box.

At the time, this project was still in its experimental phase,
so we started it with a lot of materials that the users could use as
reference: hosting lectures given by dramaturgs who participated
in the project in Tokyo, exhibiting the archive boxes on panels,
presenting the archivists’ and the users” artworks, recreating the

boxes and inviting the archivists to explain their boxes in detail.

After the project was completed, The Tsubouchi Memorial
Theatre Museum at Waseda University collected Ito’s box to be
exhibited at an exhibition titled Who Dance?: The Actuality of
Choreography.

In 2016, the dramaturg Nanako Nakajima organized an event
titled Dance Archive Boxes @ TPAM in relation to her research
theme, “aging body in dance.” This documentation was taken by
Nakajima and it is now part of a book titled Moving (Across) Bor-
ders.

Moreover, various essays and reports were put together and
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made available to the public on a website called Media Archive
Performance, and Floating Bottle Project, an artwork born after
Tezuka's archive box, was also performed. And also, a similar pro-
ject using boxes seems to be conducted by students in the Institute

of Theatre Studies at the Free University of Berlin.

After all, the concept of the box was really effective. A box
itself makes you a little excited. One would want to use it or open
it because there is something inside. I think the project was so suc-
cessful since the act of receiving an archive was fun.

Choreographers used the boxes for their introductory pur-
poses by handing them out to other artists after using the boxes
during the workshops with younger generations. The organizers
could also utilize those boxes for new projects. The act of handing
out those boxes provided an opportunity for the users to under-
stand what is inside, and eventually nurtured a constructive plat-
form for both parties to share their own histories and processes
together. I think there were so many possibilities in this project.

I also realized through this project that the role of the foun-
dation is not only archiving and organizing humongous amounts

of documents and reports, but also sharing these valuable assets

with others and making them available to the public.
I just talked about an example of what archiving can produce.
I would like everyone to start archiving and imagine its numerous

possibilities.

Report: Archiving Dance

http://www.saison.or.jp/search_past/archiving_dance/

ArchivingDance_all.pdf
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Possibility of International Collaboration
That Is Not Limited to “Creation”
— From the Case of Pratthana — A Portrait of Possession

Akane Nakamura

I am the Executive Producer of Pratthana — A Portrait of
Possession (originally written by Uthis Haemamool, scripted and
directed by Toshiki Okada and the scenography and the choreog-
raphy were constructed by Yuya Tsukahara), which is currently on
view at the Tokyo Metropolitan Theatre. There are 26 members
involved in this performance including 11 cast members, 7 staff
members, author of the original novel, interpreters and people
from the production team. It is a big performance project with 17
of the members living in Thailand and 9 in Japan.

As a producer, I have traveled as many as 70 cities in 30 dif-
ferent countries and to participate in international collaborations.
However, a pluralistic vision or global awareness with the under-
standing of various cities’ art scenes and their surrounding envi-
ronments can be attained only through going to those cities. Thus,
those faculties are not easily passed down to the next generations.
In addition, the system of international collaboration is centered
around Europe, and I felt there was a lack of necessary systems,
knowledge of existing networks and fully visualized contents in
Asia. I felt a sense of urgency and stayed in Bangkok for a year
and a half with the support from The Asian Cultural Council.
This project was born out of my stay in Bangkok and became re-
fined afterwards.

First of all, I started researching Southeast Asian literatures in
2014 and visited Bangkok for the first time in 2016, and the per-
formance was premiered in Bangkok in August, 2018. It took us 2
years since we picked the original story to work with in 2016 and
4 years since we started our research on literature in 2014. The
script became refined so much during this process, and its fifth
draft became our final draft. We rehearsed intensely for 3 months
in total. We used Thai, Japanese and English in rehearsals, and we
also perform in French when we are touring. We have performed
about 20 times in Bangkok, Paris and Tokyo, and I believe it has

become a stronger piCCC.

Now I would like to recall what sort of knowledge we ac-
quired through our 3-year-long project.

First, we understood the actuality of arts practice in Thailand
along with its geography and society through our field work in
Thailand. We also learned about Thailand’s societal system and

the environment and systems that support its performing arts.

Next we learned the know-how on international collabora-
tion such as applying for a visa, creating a living environment and
establishing one’s creative process. We also learned about local
artists’ awareness of different issues, passions, interests and creative
methods. This set of knowledge was provided through our crea-
tive collaboration.

Finally, we realized the creative connectivity between artists,
staff members and researchers and their connections with local
galleries and theaters in Thailand. The connection between the
creative industry and academia became available to us through the
actual performances and presentations, which made our process

more fruitful.

I would then like to talk about what this project was origi-
nally meant for.

First and foremost, I wanted to make this project a piece of
collaboration that exceeds the framework of a nation. I pursued
the depth of mutual understanding and the potential of creativ-
ity as much as possible with something born out of the necessity
among artists.

I wanted to make an interdisciplinary collaboration. The-
atre is an old media; however, the audiences can share the time
of performance and it has a strong impact on space. I thought I
could utilize that to develop the audience, human resources and
the creative environment by transcending different disciplines, re-
inforcing the strength of theatre by incorporating the practices in
literature and fine arts.

Another purpose of this project was to deconstruct the exist-
ing hierarchical structures. Especially in the creative collaboration
between Japan and other Asian countries, frequently there is a
power dynamic in which Japan pays the money and other coun-
tries receive the money. Thus, I tried to generate a non-hierarchi-
cal, fair relationship between the countries. More choreographers,
actors and artists in Japan now share their fields to create a work
of art. I wanted to realize creativity without hierarchy.

I also wanted from the beginning to publish translated texts
of this project.

The inclusion of younger artists and creators who have the
potential to work internationally was another goal. Since the

knowledge, practice and experience of a performance production
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cannot be shared easily, I wanted to invite younger generations as
much as possible.

The only goal we could not achieve was to manifest the part-
nership for co-production that is specific to Asia. In co-produc-
tion, various groups of people team up in partnership to support
the production; however, it has been rarely practiced in Asia. I
had to research a new form of co-production considering different
artmaking environments and political climates in Asia. Through
the research, I found out that artists in different regions practice
their art differently in Asia, and only a few of them are active on
the international platform. Thus, it is difficult to create the sense
of sympathy towards particular artists. I felt establishing co-pro-

ductions in Asia would take more time.

Now I would like to talk about what kind of emphasis we
had in the three-year research. First, we tried to make findings
outside the existing networks. Although the activity of The Asia
Center has been extremely important, we cannot go beyond what
are already there if we reply too much on its network and knowl-
edge. And so, I intentionally looked for networks and people on
the periphery of The Asia Center.

In order to make our creators familiar with stories in Thai-
land, I also implemented a series of fieldwork guided by the writer
to introduce the background history and memories of the original
novel.

Since Thailand is a hierarchical society and there is a political
divide within the society, I invited various types of people so that
our collaborators could listen to different opinions and under-
stand its political climate from multiple perspectives.

In terms of mutual understanding, I thought Thai collabo-
rators needed to know us as much as we needed to know about
them and Thailand. Hence, I provided opportunities for inviting
our collaborators to Japan as well as setting up chelfitsch's perfor-
mance, directed by Toshiki Okada, in Thailand and discussions
afterwards.

As I said, I intended to make findings without relying on the
existing networks, so I set up workshops and auditions as open as
possible.

There were 6 translators and interpreters involved in this pro-
cess. Issues of interpreter is another problem we face in Asia, but
I wanted to reach out to not only established individuals but also
younger generations.

When I thought of documenting the variety of knowledge

we accumulated over three years, printed texts were the first
thing that came to mind, then we created "Pratthana:A Portrait
of Possession” The Official Guide. I thought the best way to pass
down the knowledge was to make a book. While compiling this
documentation, I realized the importance of literary and critical
aspects in theatre. I feel those printed texts enabled us to under-
stand the project much deeper. In considering the differences in
contexts, we had various critiques from different points of view,
including the writings by Switz and Thai journalists, and Japanese
critics.

Another way of documentation we employed was to archive
in multiple languages online. Upon preparing for each perfor-
mance, we created a website in a local language, embellished the
website with original content in order to mesh the project with
each local context.

In order to expand our way of archiving, we incorporated
a participatory program that generates criticality. We thought
graphic recordings and facilitations are effective tools for enrich-
ing the diverse sensibilities and understandings for the perfor-
mance.

We also utilize “note”, a media for exchanging personal

knowledge, so that we can spread our thoughts to the audience.

Consequently, I would like to develop criticality through
“live” archiving. I believe it is part of essential powers that theatre
possesses.

When I first started my career, there was not so much to refer
to. By visualizing history, knowledge and the existing networks,

I believe it will become casier for the next generations to create

their works and collaborate internationally.
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SAITO — In this discussion, we will follow the discussion in
Part 2 and think about “archiving.” Takiguchi-san, could you raise

a few more points that you hope to explore further?

TAKIGUCHI —— I have raised four points in Introduction and
received various responses in different ways. Everyone seems to be
saying that archiving should be done with clear purposes.

First point is what to archive, but I am under the impression
that it is probably difficult for the archive of performance to col-
lect everything automatically as is the case with the National Ar-
chives. It may be necessary to be conscious of how the archive will
be used, imagining who would use it.

The question about how to archive is the second point. Na-
kamura-san suggested an interesting idea about archiving with
printed materials. Also, in Shawn’s presentation, he introduced
the idea of repertory. Can it be an effective way to transmit the
memory and knowledge through the body?

The last point is who is to archive. This is a very sensitive
issue especially in inter-cultural collaborations. It is probably un-
avoidable to have a power imbalance among individuals involved
in the process of creation no matter how equal the relationship is.
As I listened to Yudj, it also reminded me that such power balance
is not in a straightforward dichotomy like East vs West anymore.
Now, how should we proceed with archiving, which is an act of
making selections? Further, speaking of all the collaborations or-
ganized by Asia Center, is it really legitimate to proceed the pro-

cess of archiving only with the Japanese?

SAITO — Sioned-san, regarding the first point, how do you

make your choice as to what to archive?

Sioned —— The projects are like over 10 years, it's a long time.
There is a lot of documentation. What is very important is when
I started working more closely with collaborators that they also
wrote down their experiences because their experiences were
completely different to mine although we were working on the
same thing together. Also they drew. I really agree a lot with what
Akane says about the printed, the analogue, something that you
can give physically to somebody. I still appreciate this.

So how I chose -- I felt that it was necessary to talk about
Aomori because it was my introduction, my first introduction to
Japan. Without even stopping in Tokyo the impact of the envi-
ronment, on my body very physically, so I had to in a way choose
that.

Drawing for me gives a distance from the experience more
than a photograph. Sometimes I find photographs are too strong.
Drawing is like writing, so it gives a distance, and I think dancing,
writing and drawing and speaking are all movements and then just

choosing three images and two videos.

SAITO — Nagashima-san, you talked about the language of

process as something to archive.

NAGASHIMA — I temporarily used the term the language of
process to describe those instinctive metaphors and instructions
exchanged in the rehearsal rooms or the way the questions are
raised, which are very effective in forming the basis of creation
and in moving or guiding others. But they all vanish. Archiv-
ing such a language requires a separate endeavor from perfor-
mance-making itself. A dramaturg may write down everything
but then s/he can no longer be engaged in the creation and turns
into an archivist. Someone else needs to do that. Archived mate-
rials can be used by next generations to create another interesting
process. And, that is why it is important that what we are trying to
archive is not the final products. It is also crucial to archive errors

and the languages with which we failed to communicate.

SAITO —— Nagashima-san talked about how to archive some-
thing that would otherwise disappear. In Hisano-san’s “Dance
Archive”, archiving can be started with existing materials, such as
grant application documents which only arts foundations would

have access to.

HISANO —— I think it would make more sense if we go back
to the question of why we do all these funding activities. One of
the missions of the Saison Foundation is to create new values. We
believe that artists and their works represent new ideas, new di-
rections and something yet unknown. Then such new ideas must
have been present in all the previous grantees. As a way to share
those ideas with other artists, I think this project has worked re-
ally well. It was to question why we fund those many projects and
why we have those documents with us. And the answer is that we
hope the current generation will deliver new works and new ideas

to future.

SAITO — I would like to hear from Nakamura-san about the

second point; how to archive.
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NAKAMURA — As for Pratthana — A Portrait of Possession,
when I thought of what legacy ASIA IN RESONANCE and
The Asia Center can leave in Asia, the biggest challenge was that
there was no common language and very little shared context in
Asia. That is why at every part of the process, we came to halt be-
cause we could not convey our intentions. I think it is to do with
the fact that there was no archived discourse. We need to disclose,
translate and print the information that only very few profession-
als possess. I believe that printed materials can be the best way to

archive.

Sioned —— I saw the show yesterday and it already communi-
cates to me because of using the Thai language and there was al-
ways the translation going on and there were the English language
written, the Japanese, the Thai physicality despite there were all
these differences. For me, there was a lot in that to do with trans-
lation and understanding about archiving. Archiving is a live pro-

cess and I think that's an important thing - the liveness of it.

NAKAMURA — I think the idea of a living archive is very ef-
fective because it is performing arts which is performed with the
living body. Also, in archiving, the liveness is crucial. Shawn-san
was talking about “reenactment” and Sioned-san also uses the tra-
ditional form as the seed to recreate a contemporary dance piece
through her interpretation. It is related to archiving but also a
contemporary adaptation which only performing arts can do, and

I find that very interesting.

SAITO —— Shawn-san, can you comment on archiving, with a
focus on the body?
Shawn —— Is there such a thing as the exceptional body of the

archivist? Rather, we can think about how as audiences we be-
come archives as well. If we begin to expand the conversation that
way then you know it is not someone else's responsibility. How
does that re-orient it in the way the experience works, the ways
we hold works, the ways in which we continue to transmit those
works?
One thing that was shared by Akane earlier in Part 2 was the kind
of forum that was available for people to exchange their view-
points. I think those kinds of forums become very valuable spaces
to continue that memory, to continue to interpret what it means
to hold this work that is still in the process of developing. The
work does not finish when the curtains come down, but the work
continues to bloom in the mind of the audience.

I keep coming back to the phrase -- community of memories.
I think it's important to dismantle the image of the archivist as a
singular figure because any archivist would know that it's never

one person. You are almost like a medium, some kind of conduit

for an entire community. The political question becomes which
community, who is left out of the archive, who can access this ar-
chive? Who can intervene into this archive?

That's where depending on what kind of subjectivity you oc-
cupy, how you orient it within the world you will then have very
specific investments and allow for a kind of proliferation of ar-
chives as well. Not just a singular official account but then perhaps
a community that continues the conversation as well and allows

for the archive to grow actually.

SAITO — Ugoran-san, can you hear me? About the on-going
project that Yudi-san talked about, how do you intend to archive

it?

Ugoran —— Wk haven't made a plan precisely because, in our
working plan what we know at this point is that we're going to
have different plans because how we structure every work based
on the particular context of our visit. Like this time, we call it Peer
Gynts in Larantuka meaning that it's going to be different from

Peer Gynts in Shizuoka at the end of the year.

SAITO — Any questions from the floor?

Questioner 1 —— I have been thinking for whom we should
leave the archive and I think it is for the next generation. It is not
only for Japanese speakers, but we need to think about how to do
so when there is no common language in Asia. I think perform-
ing arts is going to be passed down to particular individuals, but
it is our job to create public discourses and environments where
various people can have access to. For that reason, it is really good
to have an opportunity like this symposium. And it is also impor-
tant to archive this event with texts. I don’t think anybody would
watch a four-and-a-half-hour long video. If it is compiled in a
booklet, it can work as a reference. At least we should have it in
English. Ideally in Chinese too. It is necessary to have it printed
but it should also be available online. It is important to hold a

symposium like this in various places and create documentation.

‘-—t »,

33



Sioned —— I did have a question for Akane. When you said
about the common language in Asia did you mean it as the com-

mon spoken language or in the arts field? I was not sure.

NAKAMURA — I think both. There is no common spoken
language and no set of understanding for translated words. Thus,

there are gaps in understanding each other.

TAKIGUCHI —— The Asian Shakespeare Intercultural Archive
that I mentioned in Introduction is created in four languages:
English, Japanese, Korean and Chinese. Everything in it is trans-
lated into the four languages and we had to deal with inquiries in
the four languages. The amount of work to prepare all this has be-
come enormous. I feel it is a huge task to secure resources to cover

all the necessary costs.

NAKAMURA — We were making a documentation book
which was initially going to be in English too, but what was miss-
ing was not only money. Professional editors can work in their
own languages but not in other languages. We could not find an
editor who could work internationally in performing arts in Ja-
pan. We can have basic translations but we need someone to be in

charge of overseeing the quality.

Questioner 2 —— 1 work as an interpreter, translator and co-
ordinator for international collaborations mainly in Asia. I am
also involved with the support activity for increasing immigrant
children in Japan. So I am constantly placed in multilingual sit-
uations. I hope that more people will know about translation,
interpretation, literacy education for transcending different cul-
tures, what kind of activity that is, and their delicate and dynamic

nature.

NAGASHIMA — I talked about the language of process, but,
as just mentioned, an issue arises when there are multiple lan-
guages, and the language used in the process of theatre-making
contains full of jargons that even speakers of the same language
cannot comprehend. So, translation/interpretation involves com-
plexity even within the same language and the question is wheth-
er we find it meaningful enough to pursue it. Also, this process
cannot help becoming personal. I was convinced as I listened to
Shawn-san that being able to do something with one's body is
already a kind of archive in its own right. I have been involved in
various international projects and have worked with a number of
directors so that my body has accumulated many useful tips from
those directors. But I cannot use them because I am not a director.

So I feel they need to be made available for others to use.

Shawn —— In response to what was said from the floor, I am all

for digital archiving. I also want to point out its incompleteness as
well.

I am thinking about two points here. One of them is that
I remember within the context of traditional Noh theatre. For
example, there was a huge conversation on what it means to have
digital recordings of their various repertoires because they funda-
mentally change the relationship between the master and the stu-
dent and that kind of ethos of learning and transferring traditions
and skills. When you have an external recording, you can say, “I
don't really have to pay attention I can just watch the recording
later.” This may fundamentally change one's relationship to live
experiences.

The second point I was thinking about is textuality. No one
has the patience to sit through a four-hour recording. Something
that makes me slightly worried is the textualization of perfor-
mance. In an archive, pamphlets are usually the most accessible
materials. You can just look at them and forget about actual per-
formances. I want to be clear that I'm not saying we shouldn't have
digital archives. I think they're very important, but I think we also
need to think about how we create a space for something that is
untranslatable, which is how to recognize necessary incomplete-

ness.

Questioner 3 —— I feel like there's a lot to explore and discuss,
in terms of recording performances. I think there should be more
opportunities for learning the languages of video and documenta-
ry film making and collaborating with filmmakers who would be

able to elevate performance recording and its process.

NAGASHIMA —— I think there is a huge possibility with
filming. Still, filming involves as much time and work as mak-
ing another performance. We really need to be careful with the
costs. In other words, it can be realized if the costs can be covered
somehow. I often compare theatre with filmmaking and theatrical
performance is in the middle of filmmaking process, shooting a
video. Making a film involves post-production in which films are
edited, sometimes taking more than a year, to be complete. If we
are going to film a performance, it is important to think about
how much work we can put into, how much it is going to cost,

and whether we should make it as good as a movie.

NAKAMURA — In performing arts, touring is equal to
post-production. Toshiki Okada, the director of Pratthana says
that premiering is when a baby is born and the work can grow
up from then on, just like a human, as it goes on a tour. It may be
possible to consider touring as a way of archiving to keep a perfor-

mance alive.

SAITO — Thank you very much.
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For Constructing Sustainable Archiving

Ken Takiguchi

In this symposium, one of the main issues we discussed was the
possibility of constructing a platform for both accumulating and shar-
ing knowledge and experience. One of our solutions that was repeatedly
brought up was the construction of an archive. There seems to be 3 ma-
jor principles in an archive: (1) “location” = storage space (although the
term traditionally suggests a physical space such as a public library, this
space could also mean a virtual space online in contemporary times), (2)
“materials” = materials to be stored, and (3) “action.” For a new archive,
deciding what to archive and how to archive are extremely important.

With that cognizance in mind, we discussed 3 points to think
about in terms of archiving at the beginning of the Discussion; “who” is
going to archive “what” and “how.” However, there is another big issue
we need to discuss. That is “how long” we are going to or able to keep it.
It can be phrased differently, such as “how we are going to maintain the
archive.”

When I was at The National University of Singapore, I was in-
volved with a program called Asian Shakespeare Intercultural Archive
(A|S|I|A: a-s-i-a-web.org), a multilingual archive of performance mate-

rials. The program was supported for multiple years by the Government

of Singapore two different times. However, the program is operated by
rescarch volunteers without a systematic foundation or full-time staff
members, and its operation has become a big issue since the end of the
government's SUpport.

I sometimes feel like a project is harder to maintain or terminate
than to start one. If one launches an archive and acquire many users, one
also becomes morally responsible for continuously providing the service
in the long run. A|S|I|A has also become popular enough to be used
in university lectures all over the world and in Massive Open Online
Courses (MOOCs), and now it has become too big to quit.

It is true that the digital platform has decreased the cost of archiv-
ing. Especially the cost for “location” became significantly inexpensive.
However, even if one decides to go digital and stops adding and ex-
panding the materials, one has to deal with technical difficulties and in-
quiries from its users on top of the server maintenance fees. One has to
think how much it is going to be to maintain a digital archive and find
a way to make archiving sustainable even for a short period of time. This

should be at stake in every archiving project from the beginning.
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Retlecting on the Symposium

Kei Saito (Board Member of ON-PAM)

The symposium, Transnational Collaboration in Performing Arts -
Sharing the Unseen Process and Archiving What Will Disappear, held as
a part of the ASIA IN RESONANCE 2019, was preceded by another
symposium that was held in Yokohama in February, 2019. This sympo-
sium, titled 4 Creative Ecosystem—How to Organize 1t?—Why Inter-
national Collaboration?, was held by Open Network for Performing
Arts Management (ON-PAM) at TPAM - Performing Arts Meeting in
Yokohama.

Some suggestions and questions that arose from the last symposium
in February enabled us to set our themes for this symposium. And those
themes were very simple: the reality that we do not have enough refer-
ences for international creative collaborations of the past and the doubt
that we might have been repeating similar things for similar projects. By
listening to each presenter, it was clear that the process of performance
making needs to be emphasized in international collaboration.

As we started our research and prepared for the symposium, we
realized that those issues that appear to be simple actually cover a wide
range of subjects. “The process is interesting and valuable” is actually

true, but there is no standard way to evaluate and share the process. It

seems like standard is different from project to project. “It is better to
document a project for the future” is also true. However, how do we
document a project, maintain the documentation and receive it? First of
all, a project usually leaves something behind even without proper doc-
umentation. It is a matter of how a creator faces old artworks and learn
from them. I thought this issue is connected to the essence of theater
arts and dance since they are performance-based and every performance
on stage is different.

In this symposium, 7 presenters delved into those themes from
different perspectives. There was no single clear conclusion that we
could draw out from this symposium. However, it is certain that we
could find many points to discuss over time. One of the tasks we need to
face is related with the projects that The Asia Center has operated and
supported for the past 5 years. It is now unclear that all the projects op-
erated by Asia Center would continue in the fiscal year 2020; however,
international collaborations for performing arts in Asia will continue af-
terwards. How are we going to share the success and experiences of those
projects? This is a question we all need to ask ourselves and ON-PAM

also wants to remain part of the discussion.
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The Japan Foundation Asia Center has held the “Asia in Resonance 2019”, a series of events introducing its various cultural exchange
programs between Japan and Southeast Asia, mainly in June and July 2019. The broad range of special events included cross-border

productions of stage performances and films, a special international friendly soccer match between the “ASIAN ELEVEN” team of
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