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One of the important results following the General Assem-
bly and the Congress “Building Bridges, Crossing Borders” held
in Copenhagen and Malmo in May 2011, is that ASSITEJ now
has a new president, Yvette Hardie, and an Executive Commit-
tee visibly renewed by the addition of new members.

The association seeks to define a new profile by continuing
with the policies and projects that have worked well throughout
the years and by preparing and implementing new initiatives
and projects that we hope will make ASSITEJ a more dynamic
and inclusive association.

Some of the important initiatives from the previous period
include the constitutional changes that permit different catego-
ries of members, the efforts to attract new generations to the
association, the active development of new artistic networks and

the creation of a magazine.

After several books published, in 2010 the Executive Com-
mittee decided to produce a yearly magazine, which many of you
have seen since it was distributed widely through the centers
and during the Congress in 2011.

We have decided to continue with the bilingual magazine
project and we intend to produce three issues, one a year from
now to 2014.

The issues will be linked to the themes of the two Interna-
tional ASSITEJ meetings, the Kijimuna Festival in Okinawa
this summer, the Shaxpir festival in Linz in the summer of 2013,
and the Congress/Festival in Warsaw in May 2014. ASSITEJ
has created a structure of engagement over these three years,
focussing in each year on areas of “Facing the society”, “Facing
the audience”, “Facing the artists”.

The main theme for this issue is a result of the dramatic
experience undergone by Japan due to the devastating conse-
quences of the earthquake and nuclear disaster of Fukushima.
It discusses how artists react to times of crisis or disaster, and
how their work can positively affect our children, this is also linked
with a Japanese concept Nuchi Gusui, which means the “medi-
cine of life”.

In the face of catastrophic events, whether natural or pro-
duced by man, society is overwhelmed by different types of phe-
nomena that tear apart the social fabric and severely damage
people’s lives. What role should art play? What can the artists
do in this context?

From the international part of the association, this issue
includes: From Canada, an article by the playwright Suzanne
Lebeau, who deals with the subject of the children of war and
writing : can we talk about this preposterous reality to other
children? From Germany, an interview with the director of the

Note from the Editor
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Grips Theatre, Stefan Fischer-Fels, who in collaboration with a
group of pediatricians implemented an eloquent project to en-
courage children to go to the theater. An article from Mexico in
which Lucina Jiménez talks about the art education project with
Conarte and her experiences in dance workshops in the context
of an extremely violent border town. From South Africa, an ar-
ticle by Nick Boraine in which he describes the work of the Glo-
bal Arts Corp, an association that, through the theater, promotes
reconciliation and forgiveness in areas that have suffered con-
flicts that have polarized society. From Norway, an article about
the Performance Project 22/7, which deals with the murder of
over 70 young people on the island of Utoya in July 2011. An
interesting article by the former ASSITEdJ president, now honor-
ary member, Wolfgang Schneider, on the theater and social de-
velopment. In addition, from the United States, an article by
Kim Peter Kovac on theater, dance and disability. An album of
photos about theater in hospitals with a note from the Titiribidticos
company talking about their work in Argentina.

On the part of Japan, our colleague Mr. Asaya Fujita has
compiled the articles and written the corresponding editorial note.
This edition is presented in English and Japanese within the
framework of the Kijimuna Festival. We hope to be able to offer
a digital version on our website very soon.

As we all know, ASSITE is an association of specialist art-
ists who seek artistic excellence in Theater for Children and Young
People around the world. It is an association that works for the
professional artists in this branch of the theater in order to raise
the artistic quality of this practice.

All over the world there are artists and other people who use
theater as a tool to foster processes of education, development,
expression, integration and teamwork. Their ultimate goal is not
the creation of a play or a new dramatic or aesthetic proposal to
be presented in a theater. They have a different objective that is
aimed at improving the quality of people’s lives. Many of the
articles we have included in this magazine talk about experi-
ences of this kind. We feel it is important to build a bridge be-
tween professional artistic practice and these other theatrical
and life experiences. We believe that the result of this exchange
will lead to mutual enrichment.

As you know, most of the work in ASSITEJ is voluntary and
therefore we are really grateful for the articles and photographs
we have received from our members worldwide, and we also thank
the Advisory Committee for accepting to take part in this edito-
rial experience.

Marisa Giménez Cacho

Note from the Editor
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First of all, I sincerely welcome all of you coming from all
over the world and from all over Japan.

We have all gathered here to board one ship: a ship where
“we learn and think together about theater for children and youth
today.” And the ship is moving forward toward the “future of
children.” I hope we will have a safe and fruitful voyage for these
eight days.

“Theater is Nuchigusui (Medicine for Life)” is the subtitle
for this ASSITEJ International meeting.

Nuchigusui is word from the dialect of Okinawa, the venue
of this meeting, and written as medicine for life. In Japanese,
there are words for life (Inochi) and medicine (Kusuri) but there
is no word “Inochi-Gusuri” that combines these two words. . So
this is an original expression in Okinawa.

Okinawa is now a part of Japan, but there are periods of
time when it was an independent country and when it was occu-
pied by the United States and had no communication with the
main land of Japan; therefore, it has its own unique independent
cultural sphere in Japan. And it has an original language rather
than one of Japanese dialects because of all of these reasons.

Even though the word says medicine, hospitals and phar-
macies do not sell it. Nuchigusui in the Okinawa dialect is a
word used in expressions such as, “Mother’s love is the best
Nuchigusui,” “Everybody’s kindness was Nuchigusui for me,” or
“Thank you for a good song. It was a good Nuchigusui.” In short,
the word Nuchigusui is a metaphor reflecting a way of human
living and, it can be said, as ideology that originated in Okinawa.

There is another word in Okinawa that has a similar nu-
ance, “Nuchidoutakaka.” It means “Life is a treasure,” “Life is
the most important, and “There is nothing better than life”; there-
fore, Nuchigusui probably implies nutrition or food that supports
the treasure called life.

Originally in Japanese, “Inochi (Life)” means, according to
Kojien, a Japanese dictionary, “@A drive force for a creature to
live. Life force. @ Duration of life. @ Lifetime. One’s whole life.
@The most important thing. Something to be treasured as much
as life is. The essence. Nuchi of Nuchigusui in Okinawa has mean-
ing close to D and @. It is close but the range of its application is
probably a bit wider. It implies something necessary for living,
something that encourages a person to live, and nutrition or
medicine for to assist with the things stated above. These are
what the subtitle speaks of in relation to theater.

When you say a theater in Japanese, it only indicates a build-

Keynote “Theater as Nuchigusui (Medicine for Life)
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ing itself, but when I say theater here, it indicates drama itself

and art itself. Let me specify this before I continue with my speech.

On June 23rd of this year, I was in Okinawa. I happened to
be in this town for a rehearsal of “Koza Monogatari (Story of
Koza),” a play I've directed for this festival. June 23rd is “Memo-
rial Day” in Okinawa. 67 years ago, this place was a battlefield.
During World War II, of all of Japan, only Okinawa was a battle-
field. It was a tragedy of the war that 200,000 citizens lost their
lives here in Okinawa, one quarter of the population at that time.
So the people in Okinawa decided that the day when the war in
Okinawa ended would be “Memorial Day” when they would pray
for all of those who lost their lives during this battle. On the day,
we started our rehearsal, with the children, having a moment of
silence for victims of the war in Okinawa. When I woke up in the
morning on the day, the town was so quiet. Probably, everybody
was spending the time of prayer silently. On TV you could see
the war bereaved crying in front of the cenotaph built at the
ruins of the battlefield. When I opened the newspaper, there were
a lot of interviews of the war bereaved lamenting the unnatural
deaths of the people and their friends. And all of them were speak-
ing, using many words to tell as much as they needed to. . As 1
was reading these interviews, I thought, “Alas, here are so many
‘stories’ that need to be said.”

‘Monogatari’ in Japanese is usually translated as a story
and ‘Monogataru’ is as storytelling, but the Japanese word
‘Monogatari’ is a word that has a bit more complicated back-
ground.

“Mono” of ‘Monogatari’ is “Mono” of “Monosugoi (frightful),”
“Monosabishii (bleak),” and “Mononoke (an evil spirit).” That is
to say, our ancestors sensed an invisible existence or an untouch-
able existence behind the word, “mono,” and by being afraid of it,
they treated it as a guiding principle for living. They believed

¢

unless they consoled “mono” and comforted “mono,” “mono” would
not protect us. “Mono” might be a dead ancestor. Or it can be
“god” or “Buddha.” Buddhism was politically imported into Ja-
pan while it originally had the polytheistic worldview, an exten-
sion of faith in ancestors; therefore, the word “mono” creates a
wide range of images.

This is why I felt a lot of “Monogatari” in this sense were
being spoken in Okinawa on June 23rd.

Also, there were diverse formats; to tell about “mono.” To
tell a story, taking the place of “mono.” Or there must have been
occasions where “Mono” tells a story, as if a living person was
speaking in the state of trance.

From such an expanse of “monogatari,” in Japan, the first

form of theater emerged a few hundred years ago.

Theater in most countries is an act that is created in its
particular time period and is eventually forgotten, but in Japan,
theater that has been created a long ago is still performed in
almost the same form. It is because those who were in power at
times were afraid of the force that theater carried, banned the

creation of new work, and forced the artists to perform the works

Keynote “Theater as Nuchigusui (Medicine for Life)




HAGET W) EWO0IRA N—=U—, WHEES) EWaid
AR =U—=FY 2T ENIEITRINDZDTL L OB, HA
EO W 3B 5D LEMREROHHEETT,

WiEE) @ THD) 13, 50T 20 IHOIULWL) D IH
D] THO, THODF] @ [HD] THVET, DEDFHLD
Jetld THD) ENSFEDMISMANC, RARNWEE fith
HZEDTERWEEZEURD, TORABVWbOEZENS
ZET, EEHOIENILTEL L, T B0 20D, [H
D) ITRTEEEHEADTERLIC, D) Mk as>T
<NBZEIFRERN, EESTWEDTTY, (b0 13585
nbLznl, Zlrdb i, M EnoTH A
Vo THhENERTA. ARES EH ERMABEMOIEREIZS
HEI SRR 25> Tz & TAN ALAEDSBIAIICHBIA
FNZETITMNS, D] EVWIFENA A—TFT5HDITA
WOTY,

FIONIERTO W) 2% 6 A 23 HOMHETIZZ< S
EOLNTWBEES=DTT,

ZTOREEFET LIz, [HD) ITDOVWTHED, B0 ITfo
TiED, ML THD) 2VEFEOOZEED T, N7 > AR
o TCiEDZEHHH/ZTL LD,

ZDOLD7s W) DILRO DHNG,
A DFFINAEENFE L 7,

HATIE, BEFai

HENL, ZORMRICEDETESN. TN sN TN
HOTITHN, HATIRIZZNEITESNZEEDN, 1TIFZ0F
FORTHE SN TNWET, TS, HEIOR > TWhas hzaE
NEROMERED, FEZED Z L2820, Ehbikisnsz
TER7ZVT 2 U 2 XD ITHAI L =/ T. TI 6 HATIZ.
BT ROME D &2, Bl EWnEd, Il o 7]
DFIIEZDENDER. ] OFIEHW, HEHVIEHI NS
BABLNTVWDZEEZEMRLUET, DFED, TFEd) &3 MEh
SIRALNTERIEE, IKELKEATHD] ENWHEKRT
HOET, UL HLWEREED T OTIIRLS, &ho
BABGNTEEEMN 2 RUNTZITH END, HAFES DR
ERMITHEETH D ET, ZOWVIRHLA 200 4F1F il /=
R, AAOFEENIHN S T FROBRANEERINEHOD
12780, FRUCH DI NIARRE G L E LM FIREC
FRRZEHET 2 h2denwE Lz, LILZOFEE. Ai-51T
600 ERTOBREZE, 5 THHRLIENTEHDTT,

600 £ERTOIABI ESEZ o /-DIF THEl DT ETT, THE 1
HAT—HHDIZHAL LB T, THE) I Z S £ £y 1
TRHOETH, —FKEE Y1 T3 EXELEE T, 4
DEVNH TN & [TEEED T 724 T—] EVnWHEIAT
T DTy T—E. TEBEOMI DA [FEE O
B BAA—YLEZEIRES T, ENTHEINRDDIZEST
WET,

MEEELIRE) OEIMIZ 2 D T, JMEIGHEEITHO M N
T, RETOREEED £7,

RN EZZFITOEZANMHLS DD IT b AN
L7z

ELHIIONTEOHEEAES L THEINE T, HTPICAE
RN I, OB FHIAL £,
[(BHIRT=NBENITR S ZDIE, & ZOMTITHhN /=8 T, %
EELAMOMEE NI HFOMETIINEL LD EnD

SERERE Targ & U Tosl

6

that had been passed on from the past; therefore, in Japan, we
call a rehearsal for theater and music “Keiko.” The character of
“kei” of “Keiko” means to think and the character of “ko” means
old or a matter that’s been passed since the past. So “Keiko”
means “to think about a matter that has been passed since the
past.” This is a word that symbolizes the history of the Japanese
theater that is not to create a new art but to take over the art
passed from the past importantly. As a result of the time period
lasted for 200 years, the Japanese theater has become handed
down from a parent to a child and from a child to a grandchild,
and has achieved a rare sophisticated style, but has lost the power
to theatricalize the time period at the same time. On the other
hand, we are still able to see a contemporary play from 600 years
ago.

What I mean by the cotemporary play from 600 years ago is
“Noh.” “Noh” is the first theater established in Japan. There are
different types of “Noh, “ but the most important type of all is
“Fukushiki Mugen Noh (duplex dream Noh).” If T were to re-
phrase in a cotemporary way, it would mean “double-structured
fantasy,” and this fantasy is excellently theatrical by having a
image of “world of the dead” beyond the double structure.

A fixed pattern of “Fukushiki Mugen Noh” is as follows. A
priest making a pilgrimage appears and tells his experience at
place he has visited.

“When I went to this place, I met a seemingly mysterious
person.”

And as he speaks, the scene he speaks of is reproduced on
stage. To a priest, who is suspicious of the person he has met, a
local man explains.

He says, “The person you met is a ghost of this Samurai,
who lost his life at the war in this area in the past.”

“That’s a pity. I shall pray for him.” The priest starts pray-
ing and the seemingly mysterious person, the main character,
who had emerged earlier, appears in the form he had during life
and says,

“Thank you for praying. Let me explain how I died.”

Then, he tells a story of his death and dances as he sings.

“Please mourn over my death.” After he asks for a memorial
service and disappears.

While the priest left behind holds a memorial service from
his heart, the drama ends.

The main character can be a woman or an old man. It is not
fixed but it is common that the character is a wandering ghost of
a dead person. The fixed form of “Fukushiki Mugen Noh” is that
one actor plays a seemingly mysterious character in the first half
of the play and the same character in the form he or she had
during life in the latter half.

It is obvious, though, that “Fukushiki Mugen Noh” has de-
parted from a ritual for the repose of soul.

It is significant that these plays were created in the Warring
States period, the time period when there were a number of civil
wars constantly in Japan. For the people, who experienced the
time period when the person in power kept changing, there were

a series of wars, and death were everyday occurrences, to sur-
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vive, it was an essential condition to have a dead person be in
peace. If the dead person were in an unstable condition, holding
a grudge, it would have been difficult for those living to live in
peace. So, I'd assume they had needed theater as a ritual for the
repose of the souls. “Fukushiki Mugen Noh” was the first “the-
ater as Nuchigusui,” as it was to pray for the peace of the dead.

Because the first theater formed had such a quality, other
theater forms like Kabuki and Ningyo Joruri (puppet theater)
took over such quality. In short, theater in Japan was born from
“Monogatari” and today it passes down the quality of

“Monogatari.”

“Fukushiki Mugen Noh” was born from war, and in the same
way, the wars in the modern era were not unrelated to theater.
When World War IT ended with Japan’s defeat, the Japanese
soldiers who had extended their battle lines all over Asia surren-
dered and were imprisoned in prison camps. And the biggest
entertainment in the prison camps was theater. It was a very
human activity important in regaining the humanity of those
who had spent so many days near death and had left fellow sol-
diers to die under their very eyes. I'm not certain how exactly to
define their theatrical activity, because none of them had an ex-
perience in theater, there were no costume and no props, and
the men were the only players; however, it is certain that those
demobilized became advocates for theater in the places where
they returned by creating a farm village theater, a workplace
theater, a young men’s association theater, and so on, and they
took roles to enrich the postwar society that had gone to ruin in
terms of culture. Until then, the contemporary theater was mainly
a small group of the intelligentsia in the large cities, but at this
point, it spread all over Japan all at once. Then, theater became
“Nuchigusui.”

In the same era, because it was the only battlefield in Ja-
pan, this place, Okinawa, was under a tragic circumstance where
people lost their homes, families, and jobs, and suffered from
starvation. Those who had lost homes to go were gathered in
camps and lived lives without hope for tomorrow. This is the
kind of circumstance where people sing. Okinawa was such a
small country that if the surrounding countries attacked it in
earnest, they would’ve been easily able to destroy the country.
But the reason this didn’t happen was that Okinawa carried no
arms and was located between China and Japan. To China, it
pretended as if it was prostrating itself before that country say-
ing we were a part of Japan; and to Japan, it pretended as if it
was prostrating itself before Japan, saying we were a part of
China. This is how Okinawa maneuvered its way out of the situ-
ation skillfully. But it was not easy for a country with no arms to
survive. Then, the people distracted themselves from suffering
by singing. To sing, a musical instrument is essential. For people
in Okinawa, the most familiar instrument is “Sanshin,” a three-
stringed instrument, but most of Sansins were lost in the war.
Then, people came up with an idea to make its substitute with
materials available. They had their eyes on a can of preserved
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food supplied by the U.S. Military. They used the can for the
Sansin’s body.

In Japan, it was after World War II that theater for children
was practiced in earnest. There was a very small movement pre-
viously to the time but most of the children had no relation to
theater. When the War ended with Japan’s defeat, there were
theater practitioners and teachers who thought of showing the-
ater to at least give the blessing of culture to the children sur-
rounded by the devastation.. The collaborative work by theater
practitioners and teachers that started in different places rap-
idly spread all over Japan together with smiles of children tak-
ing the form of a theater class during school hours, and this has
formed the mainstream of today’s theater for children and young

people in Japan. Once again, thisis so-called “Nuchigusui.”

The time when theater maximized its ability as “Nuchigusui”
was at the time of the disaster. In March 11th, 2011, we had the
Great East Japan Earthquake; massive earthquake, tsunami,
and the accident of Fukushima No.1 nuclear power plant caused
by it. We had no idea what to do in the first place, having experi-
enced the great disaster no one had experienced. Anybody would
think it was not the time to perform theater at the affected areas
where people were dead and missing , but meanwhile, even in
the areas less affected, there were venues affected, transporta-
tion disconnected, and intended performances cancelled one af-
ter another due to lack of electricity , and it was a financial fatal
blow for many theater companies.

But we had the experience of the Great Hanshin Earthquake.
We remembered that time when many theater companies for
children held performances at shelters in the affected areas as
well as at the temporary housing, which gave children the vital-
ity to live. Of course, to do it, it was necessary to have a flexible
performance style that can be performed by a few actors with no
stage and no lighting. This was when the idea to use a gymna-
sium as a theater became useful.

Having recalled the memories, many theater companies and
theater practitioners started exploring what they could do for
the affected areas of the Great East Japan Earthquake. Theater
companies that made it to the affected areas held performances
at the shelters. They proved theater was “Nuchigusui.” Also, in
order to make these performances possible, all who practice the-
ater for children were contacted and they held a fund-raising
campaign as a group. Additionally, most of the theater compa-
nies are doing fund-raising activities for the affected areas in
every place in Japan where they had performances. On the other
hand, there are theater practitioners who are making plays about
the reality of the affected areas, collecting materials there. Per-
haps, you can see some of them at this Kijimuna Festival. There
should be some reports about activities of those who have prac-
ticed theater for children after the disaster as well.

I have also been working on a play portraying a nuclear
power plant after 3.11 even though it is hard to say it is theater
for children and young people. In fact, in 1981, I wrote a play
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SERIS TEEROE 20110 OEEHMS [RE:
Seinen Gekijo's "Tllusion of Criticality 2011" in May, 2012
Photo Miyauchi Katsu

=R k]

warning the Fukushima No.1 Nuclear Power Plant would have
an accident. The play is titled “Rinkai Genso (Illusion of Critical-
ity),” and it was directed by Mr. Koreya Senda, our great senior
practitioner of the contemporary theater, and performed by a
theater company called, “Seinen Gekijo (Youth Theater).”

A young man, who worked for a nuclear power plant, afire
with hope saying the era of utilization of nuclear power had come,
passes away. A doctor says, “He had a problem with his heart.”
His mother, who once believed what the doctor said, hears that
a number of nuclear power plant workers have been exposed to
radiation and starts to search for a real cause of her son’s death.
She visits the hospital, visits to the company, hears from his ex-
girlfriend, and calls on a worker who her son used to work with.
As a result, what becomes evident is the carelessness of safety
management at the nuclear power plant, incompleteness of tech-
nology for waste treatment,, and existence of those who are in
power to promote a nuclear power plant, controlling the local
community by brandishing money and violence. By the time
Mother finally realizes her son’s death has been caused by expo-
sure to radiation during his work, an accident of radioactive leak-
age has occurred. In the last scene, Mother and the ex-girlfriend
remain in front of the son’s tomb on the hill where they see their
deserted town below their eyes, and Mother says, “Akio (her son’s
name), look. Nuclear power plant was like Atomic bomb like I
said. (Note: in the first scene, her son makes fun of Mother, who
does not know the difference between nuclear power plant and

atomic bomb, and this is a line that proves the ignorant Mother’s
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instinct is right.) The model of the story was Fukushima No.1
Nuclear Power Plant, which had the explosion accident this time.

When the accident happened, there was a feeling of “regret”
that drove the theater company and me. The accident happened
even though we had warned the danger of nuclear power plant
as well as we could. Is it because our power was too weak or the
power of nuclear power plant promoters was strong? Either way,
we “regret.” I reread the script from the first performance and it
made me regret more to have found out basically there was no
part that needed to be changed. It means the danger of nuclear
power plant had not changed at all in last 30 years. Then, hav-
ing made this “regret” as springboard, we decided to revise the
script and to restage the play. Since, Mr. Senda, the director,
had passed away, I was to direct this time.

I came up with an idea that “Illusion of Criticality” from 30
years ago would be staged while the theater company’s mem-
bers were watching in the surroundings. I set the screens sur-
rounding the theater company members showing images of
Fukushima after the accident. I wanted to locate them in the
position to check the previous version, surrounded by the reality
where the accident had occurred. The original script had a tinge
of reality by inserting the actual discussion about nuclear power
plants held at the Diet and various other information of the time,
but this time, the theater company’s members watching in the
surroundings played the scenes, intervening the content of the
play. I also added some new information found out in last 30
years. By having a narration, ‘this had occurred some years be-
fore the first performance and there was an accident some years
after it,” I wanted the audience to think what these 30 years
were all about. At the end of the play where Mother and her
son’s ex-girlfriend remain in front of his tomb, men in white pro-
tective suits suddenly rush in and drive away the theater
company’s members witnessing. Here, the audience is brought
back to reality. Because the men do not notice the main charac-
ters, the audience will realize that they are in fact the dead.
After the men in the protective suits leave saying, “Is it still rain-
ing, I mean, radioactivity?”, soon from every place of the theater,
alarms from radiation detectors start ringing. And the drama
ends while the dead are staring at the audience.

T have put the function that “Fukushiki Mugen Noh (duplex
dream Noh)” carries, which the dead look steadily at reality, into
this very up-to-date drama.

I believe this production named “Illusion of Criticality 2011”
will be “Nuchigusui” for society.

Now, how does theater become “Nuchigusui”?

What do children as audience see on stage? Perhaps, in the
beginning, they are just watching the characters of the story
from the outside. But soon, they start having a non-verbal con-
versation with the characters on stage:

“You shouldn’t do that.”

“Watch out. Stop it.”

“I know what you mean.”

“T wouldn’t do it if T were you.”
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There are a number of conversations flying past each other.
It means they put themselves in the character’s place and feel as
if they are the persons concerned even though they are not. It is
because they find themselves in the characters, which means,
they see themselves mirrored in the characters. And these mir-
rors eventually reflect all the human relationships on stage:

“This person got angry because that man said that.”

“He is feeling sad because you've said such a thing.”

By saying things like these, they acknowledge the essence
of a relationship. By the time they finish watching a play, they
grow up having learned how they should behave in a certain
situation and how they can build relationships in the way that
should be.

To sum up, “Nuchigusui” is not something that you apply on
the skin, get a shot of, or take. It comes from inside the audience
by watching a play. To make this possible is the way theater can
position an audience member. “What if I were he or she.” This
thought makes you face yourself and brings you up.

Now, How is our earth for children?
Are human right of children protected in your country?
Are children protected from violence in your country?
Is the right for children
to receive their education guaranteed in your country?
Are children protected from suffering from starvation
in your country?
Is a peaceful society for children provided in your county?
In my country, many children mainly from Fukushima can-
not live at their homes and live refugee life in various places
because of the radioactive leakage accident of nuclear power plant
caused by the Great East Japan Earthquake. Even here in
Okinawa, there are many children who have been evacuated
from there.
Next to us, there are many children dying of starvation.
Next to us, there are children who suffer from disease.
Next to us, there are children for whom an opportunity for
education is not even given.
Next to us, there are children who have to work at a tender
age because of poverty.
79 years ago, Kenji Miyazawa, a poet, a writer of stories for chil-
dren, and a playwright, who passed away when he was only 37,
left words in his notebook named “Nomin Geijutsu Gairon
Mouyou (The Summary for General Theory of Farmers’ Arts)”:
“Unless the whole world is happy,
there will never be happiness of individuals.”
I would like to say these words to all of you and finish my speech:
“Unless the whole world is happy,
there will never be happiness of individuals.”

I believe these are the words of the ideology of “Nuchigusui.”
Is theater Nuchigusui? How can it be Nuchigusui? I would

like to make sure if it is so and to think about it in these 8 days.

Translated by Kenjiro Otani

Keynote “Theater as Nuchigusui (Medicine for Life)
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heatre:
Medicine for Life

It is accepted that Japan is an earthquake prone
country, experiencing tremors on a daily basis and the
population is used to minor earthquakes. We may pos-
sess one of the best systems against earthquakes in the
world, however, this time it was insufficient for a disas-

ter on this scale.

11th of March, 2011:

One of the most powerful known earthquakes ever
struck Japan, triggering a powerful tsunami, sending
waves over the Pacific coast of East Japan. As you can
see from a map, Japan is a country of many small is-
lands, consequently many towns and their inhabitants
were washed away by the tsunami waves, sometimes
reaching heights of up to 40.5 metres. If we include those
listed as missing, the death toll was in the region of 20000
souls. Almost 37000 houses in 56 cities, towns and vil-
lages were totally destroyed.

One year has passed since then.

There is still no sign of major reconstruction; heaps
of rubble are strewn around towns and ports. Towns and
villages that were swept away by the tsunami look like

vacant plots.

Moreover, the tsunami caused a number of nuclear
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Taiko Drum workshop with

children by Tamakko-za in
Miyagi
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accidents. The reactors in the Fukushima Daiichi Nuclear

Power Plant complex suffered from explosions, contami-

nating the atmosphere not only in Fukushima but also
Tohoku, toward Kanto region. Many people had to evacu-
ate their homes and were separated from their families.
Their livelihoods were destroyed as farm animals were
exposed out in fields; their home towns were ruined.
Needless to say, there is always the possibility that the
nuclear plant may explode again.

A month after the disaster, the Great East Japan
Earthquake Aid Management office was created by the-
atre companies and actors for children. 145 theatre com-
panies (art organizations) joined forces from all over Ja-
pan. As you may know, although as theatre companies
receive subsidies and funding from national and/or local
governments and foundations, we have to manage our
companies mainly through performing income. We do
wish to perform for the children in the disaster stricken
area; however, the area is some 300-800Kms. from To-
kyo so it will cost a lot of money.

With this aim in mind we have organized 32 charity
concerts all over Japan with 92 theatre companies at-
tending; there were 90 volunteer performances at 61
venues. 52 theatre companies even performed in the di-
saster stricken area.

We say ‘children in the disaster stricken area’ but
this is a generality because they are suffering differently.
For instance, we cannot compare the mental state of chil-
dren who suffered from the nuclear accidents with those
who didn’t. So far we have only been able to offer limited
assistance to those who suffered from nuclear accidents.

As a matter of fact, people in the disaster stricken area

For Children who have Suffered from the Great East Japan Earthquake and Nuclear Accident
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Performances at the affected areas. Top Left: Deaf Puppet
Theater Hitomi, Top Right: Utako (Yoko Aratani)
Bottom: Charity performance in Tokyo "Play For Children"

are still struggling to get a life-line. They cannot stop
being concerned about their lost and/or missing beloved
ones. It 1s hardly surprising that they have no time to
accept our offer of help.

Firstly, we went to the disaster stricken area and
met children evacuated to local schools and centres. They
had lost their homes, families and friends. We talked to
them, played some games and distributed toys. We let
our puppets talk to them and made paper dolls and pup-
pets together. We visited as many venues as possible,
performing small concerts and performing puppet shows
at nurseries.

After 6 months, people in the disaster stricken area
began to take notice of our caring activities and staff at
children centres, nurseries and culture organizations
started to contact us directly. Gradually increasing the
number of performance venues along with the scale of
the performances. Children were able to enjoy themselves
once again when they came to one of our shows.

Another aspect of our work is to establish network-

For Children who have Suffered from the Great East Japan Earthquake and Nuclear Accident
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ing with people and organizations working in the disas-
ter stricken area. However, we understand that we must
be careful not to make our work as misplaced kindness.
We regard the mutual understanding between the vic-
tims and theatre companies as essential.

Now, local authorities in the disaster stricken area
have started cultural relief activities for children. Chil-
dren in Fukushima have by themselves created and per-
formed a dance because they want to show their deter-
mination to overcome the disaster. High school students
who belong to performing clubs also are creating won-
derful performances.

Our relief activities will take time; we wish children
to see our performance continuously, again and again.
When we talk to children through stage, expressing hu-
manity and love, they will find the energy and the way
to keep living and to keep going.

It 1s said that it will be difficult for victims to face
the future because of the psychological trauma and stress
caused by the past, let alone the purely physical trauma
and stress. In the past, we have performed in response
to disasters so we know very well that children in the
disaster stricken area need the power of culture, music,
art and performing arts for their mental care. We be-
lieve it is vitally important that actors and singers talk
to children directly and emancipate them from the real-
ity of the situation.

Simpie Play

__operetta

IUTIIWT LA AXNL Y ATIVEDT R

Story by Sergei Mikhalkov
Adapted & directed by Yukio Sekiya
Music by Taku Izumi

'lhveolabyhﬂs

It performs in any places.

It performed in

Cambodia,

(photo Cambodla)

Southeast Asia,
of the Mekong valley,

and Vietnam in 20009.

(ECTHLERETEEY)

Laos

(photo : Vietnam)

Operetta theatrical company TOMOSHIBI

Office : Sinjuku-koyo building 2F 5-15-6 Sinjuku,Sinjuku-ku, Tokyo, Japan 160-0022
Telephone : +81-3-3352-0231 Facsimile : +81-3-3352-0287
http://www.tomoshibi.co.jp E-mail : info@tomoshibi.co.jp
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Earthquake Disaster, Nuclear Power Accident,
and Theater Education at lwaki General High School
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1. Introduction of Iwaki General High School

Fukushima Prefectural Iwaki General High School is a gen-
eral-course high school located in Iwaki, a city in the most south-
ern part of Fukushima, on the side of the Pacific Ocean.

The general course is comparatively a new course introduced
for educational purposes to emphasize the student’s indepen-
dence and to rear perspective toward occupation. Its traits are
that we set up diverse elective courses related to the student’s
interests and concerns and we let the student make out his or
her schedule of classes accordingly starting with the 2nd year of
high school.

For the general course’s ideology regarding the student’s in-
terest and concern as important, our school created 6 courses
and 20 credits of theater classes. The theater education that our
school has practiced is not for training of actors but is toward
education of the whole person. It also has the art-educational
side creating audiences of good quality and the communication-
educational side improving educational ability.

For ten years since the theater class has begun in 2003, I
had worked hard to provide a high-quality theater education.
The curriculum that I'd started from zero had become nearly
stable, the students had been lively and engaged, with their eyes
shining, and an independent learning process had been devel-
oped. There were often times when a student had shown so much
growth that we teachers were surprised, and the class had be-
come a place where we were able to create miraculous moments
educationally and artistically. My initial purpose advocating the
necessity of practical learning instead of exclusive devotion to
knowledge had been almost achieved.

Also, apart from the class, I had been very active with the
after-school theater club. We had created the works that would
express the present situation of high school students by collect-
ing materials from the student’s daily life through group cre-
ation and the method of devising. We were a school that fre-
quently participated in Tohoku (Northeast of Japan) regional
meeting of the High School Theater Contest.

And what had happened while we had been developing such
a vibrant theater activity was that nuclear power disaster.

2. Disaster Situation of the School (and the Region)
Iwaki city is a core city with a population of 330,000 and is
located 25-60km away from the Fukushima No.1 Nuclear Power
Plant. The number of dead and missing caused by the Great
East Japan Earthquake totaled 340. The city of Iwaki had all at
once become a ghost town because many citizens had evacuated
due to the nuclear power disaster. Our school is located 45km
from the Tokyo Electric Power Company’s Fukushima No.1
Nuclear Power Plant. Because of the great earthquake on 3.11
and the great aftershock that occurred a month later, we were
not able to use half of the school building, and we were only able
to restart the school 42 days after the earthquake. Even after the
restart, we were hardly able to have any classes, and in the middle
of June, the partition in the gymnasium was finally completed so
we were able to have classes without struggling with the noise
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and the heat. And it was in September that we were able to have
a nearly regular school life when a temporary building was com-
pleted on the school grounds. There were not only quite a few
students who transferred from our school because of this earth-
quake and nuclear power plant disaster but also were quite a
few students who transferred to our school from the nuclear evacu-
ation zones.

3. Process toward the Restart of Theater Education after
the Disaster

Following the hydrogen explosion in the building housing
Reactor 1 at the Fukushima No.1 Nuclear Power Plant, on March
14th, a hydrogen explosion occurred at the building housing the
Reactor 3. Due to this, many of our students evacuated to out-
side the prefecture and I also evacuated to the west side of
Fukushima prefecture. Right after the nuclear power plant acci-
dent, I felt that the future of Fukushima was taken away. I was
also filled with despair that the theater education program I had
put my heart into would come to nothing. I was of course angry
at the electric company and the government that caused the di-
saster but at the same time, [ was also angry at the contradiction
that the electricity for Tokyo was generated in Fukushima and
at myself for not seriously thinking about possible danger from
the nuclear power plant. Because we adults did not fulfill our
responsibilities, we helped cause dark shadows on our children’s
future. I was spiritless to do anything for a while because I suf-
fered from a guilty conscience.

When I found out I could meet the children after one and a
half months, as the restarting of the school was determined, my
feelings of depression continued. “The future of Fukushima has
been taken away, so when you graduate from high school, you
should leave from here as soon as possible.” This was what I was
going to say to the children. On the day the school restarted,
when I gathered the theater students in the atelier for the first
time after the earthquake disaster, the children were filled with
dread. They were all staring at me with sincere questions in their
eyes, wondering what I, as their teacher, would tell them and
whether I would give them guidance about what they should do.
The words that came out of my mouth — looking at those eyes -
were completely opposite from what I had thought I would say. .
I said, “There is a future.” For us who live in Fukushima, there
may not be the future that we have thought of before. But for
this reason, we have the “future” that we have earned. To sur-
vive this reality without giving up is “hope” and can be the “fu-
ture.” The power and the depth of spirit that only a person who
has struggled with great tragedy can gain are indeed “future”
that saves him or herself and “hope.” I could never forget their
faces, and the strain finally relieved when they heard my words.
There is no time for despair. I have to achieve my duty as an
adult who walks in front of a child; I keenly felt this.

The children were obviously hurt. There was a student who
could no longer go back home because it was located inside the
evacuation zone of the Fukushima No.1 Nuclear Power Plants.
And there was a student whose father was an employee of the

Earthquake Disaster, Nuclear Power Accident, and Theater Education at Iwaki General High School
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[Final Fantasy for XL ll. MMXI] D&

“Final Fantasy for XI. ITI. MMXI”
Fukushima Prefectural Iwaki General High School
theater club
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Tokyo Electric Power Company. Each student had different kinds
of hurt and I felt it would be no good if T left the circumstances as
they were. Accordingly to research and the practice of theater
education for 10 years, I knew that children and youth could sort
out their minds by expressing themselves and moving forward
to a next step. So, immediately, I started an activity that we'd to
create a short scene of an experience of the disaster, using the
technique of devising with the theater club.

4. Creation and Performance of “Final Fantasy for XI. III.
MMXTI” Process of Creation and Performance Record

Even though we started our creative activity in this way, I
could not shape their anger in the way I wanted to. When a per-
son was really angry and was trying to express it by acting, the
acting appeared false. So, I thought if we laughed at the cause of
the anger, mocking it, we might possibly express the anger indi-
rectly. Also, as the children are part of the game generation, I
proposed to make the nuclear power plant disaster game-like.
Furthermore, we all thought we should find a way to sympa-
thize with the sadness of families and friends who lost lives. Thus,
we created a play named, “Final Fantasy for XI. III. MMXI”
“F.F.)

We had the play’s premiere at the atelier of our school in
July, 4 months after the great earthquake. It was a performance
as a part of Iwaki District High School Theater Recital, which
had been held every year, but the venue, “Iwaki Performing Arts
Center Alios,” was used as a shelter; therefore, we provided our
atelier for the recital venue, and performed it in front of audience
who were high school students and their families. The premiere
that was performed at a local venue created a performance cir-
cumstance where we were able to share the anger toward the
nuclear power plant disaster and the sadness of the tsunami
damage.

After this premiere, we started thinking of ways to deliver
our performances to people outside the prefecture. In the spirit
that we wanted to share the pain of the earthquake disaster
with as many people as possible, we searched for places that
would accept us, and we performed in4 places.

@Performance in Kobe 9-10.10.2011 @Art Theater dB Kobe

NPO Dance Box is a group that runs a program of mainly
cotemporary dance based at Art Theater dB Kobe in Nagata ward,
Kobe city. Nagata ward is a district greatly damaged by the Great
Hanshin Awaji Earthquake in 1995. Having had such a back-
ground, Ms. Fumi Yokohori, Producer of dB, visited to our school
for inspection of the affected area. Thus, this performance was
actualized.

Because it was the first performance held outside the pre-
fecture, we went there for the performance feeling a great deal of
stress. We were prepared for a case where people in the Kansai
(western part of Japan) area might be hardly able to imagine our
pain, being far from us. But our concern turned out to be ground-
less. The play was well-accepted and the audience was more sym-
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pathetic than we imagined; we shared tears. I understood the
heaviness of the town of Nagata made with the foundation by
the experience of the Great Hanshin Awaji Earthquake for the
first time, then. The people in Nagata stood up from the earth-
quake disaster and now they supported and helped heal us. I
prayed in my heart, while I was in the car on the way back after
we wept together and parted with the staff of dB, that we would
like to be able to support others someday.
@ Performance in Tokyo 21-22.12.2011 @ Atelier Helicop-
ter, 23.12.2011 @ Komaba Junior High and High School Attached
to Tsukuba University 50th Anniversary Hall

It was Ms. Niina Hashida, an actress from Theater Com-
pany Seinendan, founded by Mr. Oriza Hirata, who came to see
our premier from Tokyo. Responding to her appeal, many artists
including Mr. Oriza Hirata offered their cooperation and made
this play’s performance in Tokyo possible. It was a free perfor-
mance for junior high and high school students. It was impres-
sive that a high school student from the Kanto (Eastern part of
Japan) area said at the post-performance talk session, “I'm not
sure how to react to the fact that high school students like myself
are so angry. I cannot give any feedback with any pretty words.”
@® Performance in Fukuoka 3.3.2012 @ Fukuoka Meiji
Yasuda Life Insurance Hall

The performance in Fukuoka was actualized by invitation
from KBC, Kyushu Asahi Broadcasting. I would assume that it
must have been difficult for a major media company that has an
association with an electric company, to invite this play. Also, as
almost one year had passed, I was sensing psychological distance
and the difference in degrees of interest toward the earthquake
disaster were getting even bigger. Therefore, we went there un-
certain how much sympathy we could earn from audience at a
performance in this far place coming down even more southern
than the Kansai area. But it turned out to be groundless once
again. Eating a full bag of shaddocks that a person from
Fukushima residing in Fukuoka had brought us, I felt the person’s
ache for her native land.
@ Creative Revival Education Forum Performance
20.5.2012 @Ministry of Education, Culture, Sports, Science, and
Technology Hall

Mr. Oriza Hirata, who watched the performance in Kobe,
said he thought if they left themselves mocking the adults who
hurt them, there would be only a sense of helplessness left in the
children, so the politicians who were the object of anger should
see this play. Thus, we set up a theater structure inside Ministry
of Education, Culture, Sports, Science, and Technology Hall and
actualized this performance. It was performed as a part of “Cre-
ative Revival Education Forum,” in which we considered a new
method of education for the revival of the affected areas. The
performance was held in front of eminent people who were the
object of mocking in the play including Mr. Hirofumi Hirano,
Minister of Education, Culture, Sports, Science, and Technol-
ogy, Mr. Goshi Hosono, Minister for the Environment, Mr. Seiichi
Kondo, Chief of Cultural Affairs Ministry, and Mr. Yukio
Hatoyama, a former Prime Minister. Through a chat with Mr.
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WhEMEaREFRERIMOMELD
Members of the theater club at Iwaki General
High School warming up in the government
office quarter before the performance at the Hall
of the Ministry of Education, Culture, Sports,
Science and Technology
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Michiko Ishii Drama teacher. She works at Fukushima
Prefectural General High School. Since 2001, she has been
involved with development of the general courses and re-
searched the curriculum of theater education and its system-
atic teaching method.
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Hirano, after the performance, the children were able to realize
a little that the country was not going to abandon them, as they
could hear, in ways they had never been able to imagine, a
politician’s thoughts about the revival.

Because “F.F” is a play that reflects the circumstances of
those of us who experienced the earthquake disaster, the play
itself has changed together with the passing of time. Especially
in the last scene where the main character says good-bye to the
best friend killed by tsunami, we have changed based on a sin-
cere discussion asking, “What would the main character do now?”
at each performance, imagining the feeling of loss of family and
friend as much as possible. This last scene had ended with the
main character chasing after the best friend disappearing in dark-
ness and weeping as the curtain went down in the first perfor-
mance. But as time has passed, it has changed to a scene where
the main character now stands up, looks away, and soon starts
running facing forward. This scene has become a symbol of the
revival of the disaster victim’s mind by chance.

Through this creative activity and performances, the chil-
dren have changed considerably. Right after the earthquake di-
saster, they felt they had been abandoned by the country and its
citizens, and the dignity of their lives was made light of. They,
who were once occupied with distrust and a sense of helpless-
ness, have regained confidence and have begun to say that they
would like to live lives that can support others someday. I am
certain that being able to express themselves through a theatri-
cal play has helped direct their anger in positive ways. Further-
more, the fact that they were able to perform it outside the pre-
fecture because of the support of many people, and that they
were encouraged hugely by the audience response in each place
brought back the energy to live positively to them. I would like to
thank, from my heart, all the many people who supported us.

5. Present and toward Future

“F.F” was a play that attempted to portray a “big story” about a
phrase of life and the framework of the world revealed by the
Great East Japan Earthquake and the nuclear power plant di-
saster. Sarcasm and mocking that could be considered impru-
dent was done only by the people concerned, and the play was by
the people concerned for the people concerned to relieve them-
selves by expression of anger. On the other hand, we were also
aiming at another salvation questioning how we should face with
many “deaths”, heal the wounds, and regain the power to live. In
other words, it was all we could do to heal the wounds caused by
the earthquake disaster.

What I am questioning now, having spent one year from the
first performance, is whether by portraying a “big story,” we
might've dropped a “small story” that exists near us and by con-
centrating on healing our wounds, we might've been negligent of
imagining minds of people near us. We were able to regain the
sound minds, supported, healed, and encouraged by many people.
That is why I think that I need to portray about these that I have
dropped.

Not only the difference in degrees of concern toward the di-
saster between those in the affected areas and the others in the
other areas but also the difference within the affected areas are
currently getting bigger. Even though we have experienced the
same disaster, there are people who are putting the disaster into
the far distance of memory, as they happened to have a com-
paratively light damage and leaving others who are still not able
to recover from the heavy damage behind. Being in the affected
areas, to pay attention only to their own selves, not imagining
there may be someone, who is deeply hurt next to them makes
sense of loneliness of those even stronger because they have all
shared the same experience.

To imagine someone anonymous next to you and to sympa-
thize the person’s wounds is the task we are working on at present

and is the concern that we have to keep working on.

Translated by Kenyiro Otant
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to citizens as their local cultural center.

In 1991 we started to collaborate with excellent theater people in
other countries such as Germany, Korea, Australia and Sweden.

6‘ wm DUNZ T4650018 GHEHLZHEK/\BI1-112 TEL.052-772-1882

5!_"12 "9 1-112 Hachimae, Meito-ku, Nagoya 465-0018

Gekidan URINKO Theater Company

Gekidan URINKO Theater Company was established in 1973.
Since then we have performed the plays which children can
identify themselves. Urinko Theater Hall, built in 1986, is opened

"NEMURU MACHI"
2012.5

(Den sovande staden)

Written & directed by

Bernt Hoglund

Music by Thomas

Lindahl

[URL] http://www.urinko.jp/
[E-mail] info@urinko.jp

FAX.052-771-7868 it @urinkoip
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Sykehusklovnene (Hospital clowns)nconsists of 12 clowns
working in three major hospitals in Oslo and Trondheim.
Their main function is to provide positive experiences for
children and adolescents during a difficult and demand-
ing period of their and their families’ lives. Sykehusklov-
nene’s ambition is that humour, imagination and dreams
will become a natural part of the day to day life in every
Norwegian hospital.
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rorttolio Children’s theatre in hospitals

sss/EwROFELHI=5 ERE with the collaboration of Vigdis Jacobsdottir

[HF4] &whelcB3FE w7  Children in hospital are first
B5lAmENFEbTHBLUEI-  children, then sick children —
WED FEH THB, =& 0 - why should these patients
ZIREADARRE#EZ TLVLS not continue to play and create
&b, FEHEB(IE. =L magical safe play spaces with
TESEXRNTHBoS5y > their therapeutic clown, even
& FEBZTUMADRS M when facing a life threatening

BERVETRES, illness?
EVOZRAVUNE/A Joan Barrington,
EHR/EtESEX Director/Therapeutic Clowns

www.therapeuticclowns.ca

The Clown Doctors Program visits sick children  performing artists address issues such as reluc-
in hospitals in England, working with healthcare  tance to eat or take medication, fear of surgery or
staff to design tailor-made visits to assist each a lack of stimulus or social interaction.

child’s recovery. The program’s team of eight www.clowndoctors.co.uk.
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Titiribidticos, Buenos Aires, Argentina.
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TITIRIBIOTICOS.

In the Comedia de la Provincia in Buenos Aires,
Argentina, we have developed a work meth-
odology that takes the Puppet Theater into the
cold hospital environment and aids the recovery
process for children who have to spend a long
time in hospital. It is carried out in ten hospitals
that treat lower-class children.

The basic idea behind the creation of these pup-
pets is the redefinition of objects and the search
for their ultimate expressive synthesis. We are
working on investigating the points of coinci-
dence between this creative process and the re-
covery of children suffering from long illnesses.
Hospitalized children generally lack the strength
and the opportunity to play, enduring very long
confinement with difficult prognosis.

The Titiribioticos program only applies to puppet
artists, who go through a five-month profes-
sional training process before working with the
child audiences. Based on experimentation with
items used in hospital wards, we enter the daily

life of the hospital room. Items such as syringes,
latex gloves, medicine bottles, gauze, cotton,

or simply a sheet of paper are used to make the
puppets; sometimes these items are very intimi-
dating but necessary for their treatment. We also
investigate the shadow theater and paper puppet
techniques, working towards achieving maxi-
mum expression using minimum resources. In
this way we create “little puppet shows”, very
short performances that only involve one child/
patient and one artist/puppeteer, delivering an
intense theatrical moment that always leads to a
few minutes of play and creativity.

By using the clown technique, we encourage the
development of tools related to how the artist
connects with the audience and how he prepares
them for the performance with the humor and
empathy that are basic elements of this tech-
nique.

Roxana Bernaule and Omar Alvarez, coordi-
nators of Titiribidticos Program, Province of
Buenos Aires, Argentina.

Titiribiéticos, Buenos Aires, Argentina.
[(FWESFV] TZ/RZAVAD [F45F4JEXT 2R AFEEI
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The SER Association

is a multidisciplinary
group that works as a
support group for the
medical team, spending
time with boys and girls
in hospital and help-
ing them to achieve a
better, quicker recovery
through play and the
use of artistic tools .

Clown area coordina-
tor, Gabriel Maccio
Pastorini. Pereira
Rossell Hospital.
Montevideo, Uruguay
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Maternity hospital.
Cabaiguén, Cuba.

(F2—1\]1 ERAROKRESRHET 5050

Ton-chan, Hospital crown, ;
Japan.

(BAXRIBARTHREREFEST 505U DFEE =5
ICTBRLBEED>TNS,

EMDIIREZ (F-RREN. ERRGLOE
HRRERERDS, FROFEBLEERTR
ICT5EBZITO>TNS. BEEEFISVD
Tb>Brhl CERHBFSA.

POPLAR THEATER CONPANY

Theater company poplar was started in 1978 and has made the impression experience which
remains in the heart is sent.
(LINENUP)
Musical Fantasy D The Wizard of OZ > Musical Adventure ) Sindbad the Sailar )
Musical Dream D> Peterpan and Wendy > Musical PGrave of the Fireflies )

7 Stsars>

2-18-2higashishinnbashi,minato-ku,Tokyo 150-0021Japan
Phone(03)5405-0966 Fax(03)5405-0988
E-mail : office@poplar21.jp http://www.poplar21jp
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Hand Shadow
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Shadow Play Theaire KAKASHIZA

Shadow Play TheatreKAKASHIZA is the first modern shadow play theatre in Japan.
Since 1952, we have pioneered the fantastic world of shadow.

Our company has maintained energetic activities beyond the stage performances and
widened its appeal as all-round shadow company.
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Z"é: u ##LE Shadow Play Theatre KAKASHIZA
L]

T224-0026 %) ||RiEEHIPHERILEAT4820-1
Tel 045-592-8111/ Fax 045-592-8456
‘mail : info@kakashiza.co.jp web : www.kakashiza.co.jp

© e

QLN e

013% 5~6 A 72V ARE (T7)

URL: www.minwaza.com AEFF : R FAFE ERX 99T 1-15-21 TEL: 03-3710-1061

ATHRERON -V s NN ¢ O
(CHEIFN X 1102 B

FEECIESICE
NS EIE NS ERRFRG R B Ehlili

S 3

[rigs -k Hr
EBElyoo-=]

S ]

[ Sk

EERAR]

T 435-0015 Hif VIR T RX 724073 2 3 —3 TEL053-461-5395 FAX053-461-6378
htto://[www.gekidan-tanpopo.com/




R=5 B
Poland

"Pan Satie (Mr. Satie)"
by Teatr Atofri from Poznan
Photo: Jacek Zagajewski

"Na Arce o osmej (At the Ark at
Eight)" by Baj Pomorski,

a puppet theater from Torun
Photo: Pawel Brakoniecki

The short stories for children
(Opowiadania dla dzieci)

in National Theater in Warsaw,
Poland

photos by Stefan Okolowicz from
the collection of Artistic Archive
in National Theater in Warsaw,
Poland
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Theatre:
Medicine for Life

TITT W arra” EUTOWREF DA

—HROBEENS
ASSITEJ: Theater as Medicine
for Children and Young People of the World
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"My Mother Told Me Not To Share"
by Theatre Hullaballo and Action Transport Theatre
Photo: Mark Savage

"Egg" by Cahoots NI
Photo: Richard Watson Photography
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"El Viaje de Tina" (c)Fabian Aguirre

F—-AMU7
Austria

"Die Wette" "Das Dschungelbuch"
Photo by Rainer Berson Photo by Franziska Liepe

Photo by Christa Baue

AF 0
Mexico

"KIWI" (c)Los Endebles

32 Photos: Theater as Medicine
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Germany

"Der Teufel mit den drei goldenen Haaren
(The devil with the three golden hairs)"
Theater in Marienbad, Freiburg.

Photo: Matthias Lange

"Gegen die Wand (Against the wall)" Junge Oper Stuttgart.

Photo: A.T. Schaefer
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South Africa

Metamorphosis
by Jungle Theater

ARA Y
Spain
Cia. DA. Te. Danza

by RioDeLuna
photo: Luis Castilla
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The Child Soldiers and Me...

The Child Soldiers and All of Us Who Love Children.
Z'U“/j' ° )ll/ (—

by Suzanne Lebau
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heatre:
Medicine for Life

I discovered the existence of child soldiers in a docu-
mentary and I couldn’t remain indifferent. I write for
children, and have done so for a long time, because they
themselves have taught me, I write about the world we
all live in, the children and me. To put it simply, I write
when it’s urgent, when the most intimate fibers of the
woman, of the mother, of the author begin to vibrate,
when rebellion is at my fingertips, on my lips, when si-
lence stifles me. The documentary had shaken me, I
couldn’t forget it. That also is a sign that there is no other
way out than to write.

It left me... with a strong sense of impotence... ask-
ing myself what I could write on this subject, I who write
for little ones. How to talk about children who have been
armed by adults, plunging them into the schizophrenic
contradiction of being both victims and executioners, to
children whose only knowledge of guns comes from their
senseless video games? I toyed with the idea for a long
time as [ always do when in doubt; once again I decided
to sit down with them, the children.

I chose 13 classes of young people aged between 9
and 13 and I showed them that Australian documen-
tary, which was completely inconceivable for them and
made no compromise. Five case stories were dealt with
there: child soldiers from Uganda, Myanmar, Colombia,
Sierra Leone, the United Kingdom and the United States
being considered as a single case (yes... according to the
UN, you are a child up to the age of 18 and in these two
countries you can serve in the Armed Forces from the
age of 16 and 17...) The more tender the age, the more
serious are the psychological effects. I showed the film to
the 13 classes that had agreed to receive me, with a brief
warning about what they were going to see. I observed
the reactions of the young people carefully throughout
the film and especially at certain moments that I had
identified beforehand ... and then we talked.

To get the discussion going I had one and only one
question: «Do we, the adults, have the right to speak of
these realities to children who are unaware of them? »
In the 13 groups, the children, without a shadow of hesi-
tation, answered: yes. A unanimous, confident yes.

The Child Soldiers and Me...
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RERZ -7~ Amisi Mungo Serge DER
EBICENESNDFED

Sculpture of Amisi Mungo Serge.
Photo: Francois-Xavier Gaudreault.
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Suzanne Lebau. Recognized as a leader in playwriting
for young audiences. Among the most performed Quebec
playwrights in the world with more than 130 productions
of her work on four continents. Her exceptional contribu-
tion to the flourishing of theatre for young audiences has
earned her numerous awards and distinctions.

What’s more, in the 13 groups, without a shadow of
hesitation, they themselves made the astonishing tran-
sition from the phrase «have the right» to «<have the duty».
T left those 13 meetings with the duty entrusted to me by
the children to speak about the child soldiers. Speak about
the child soldiers! But how? I am neither a speaker, a
teacher, nor the spokeswoman of a humanitarian orga-
nization ... | am a playwright, a playwright who has cho-
sen a young audience and who, as such, is under close

scrutiny.

Between the children and the plays there are so
many adults who /Zave t/e right and feel a duty to decide
what is good for children and what is not: parents, teach-
ers, programmers, critics, reviewers. All adults, well-in-
tentioned adults, each of them with a childhood that has
left its memories and formed the adult of today with his
or her conscience, strengths and his weaknesses. My
childhood has given me courage and determination. At
home, when we talked about a wish, a project, an idea,
my father and mother would ask us how we intended to
achieve it with such confidence that failure was not an
option. So it was necessary to forge ahead and carry it

out.

I decided to write. To write so as not to carry this
weight on my conscience all by myself, to share with the
audience the feeling of being able to act and to share it
with the children who had convinced me of their eager-
ness to know and their moral strength to accept the real-

ity, to mobilize their strength and to act.

To write... Before writing I had to read, and I read a
lot. I read to learn a little more, to know, to include names
and facts, to try to understand the why, the how and the
circumstances. There came a time when the words over-
flowed, no longer from the books but from inside me. I
saw Elikia, little Elikia with her Kalashnikov rifle over
her shoulder. A little girl! Inevitable! This journey was

The Child Soldiers and Me...
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Suzanne in France with Amisi Mungo Serge and Nkita Yaoundé Mulamba, the two child soldiers she met in Congo.
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taking me to the very limits of horror. The reality of the
child soldiers is indescribable with its stench, its putre-
faction, the torrid heat or the damp cold, the hunger 24
hours a day, the permanent fear, a dull, pervasive fear
in the gut, like an open wound. The reality for the little
boys is terrible, but for the girl soldiers it’s even worse.
Rapes, sexual abuse, slavery and all the foreseeable con-
sequences: unwanted pregnancies, sexually transmitted
diseases, and...and the virtual impossibility of return-
ing to their families, to their villages: who would want

damaged goods?

Half way through my writing I had doubts, unable
to believe the resilience of children who were so deeply
marked. I wanted to meet them, hear them speak; these
children who had known war in their bodies and their
souls. How would they manage to live « afterwards »
when they no longer had a gun to defend themselves? I
left for Kinshasa to work for 5 weeks with two child sol-
diers, Amisi and Yaoundé, soldiers between 11 and 17
years old. They have convinced me, truly convinced me,
that they will be able to survive and once again I have

found the words to speak of hope.

The sound of cracking bones was read on the Satur-
day evening to close the dramatic arts week organized
by the CeAD (Dramatic Arts Center)... The authors of
the texts chosen were anonymous and nobody imagined
that that text could be aimed at children. This was the
first encounter with the public and in the subsequent
discussion the warnings were so strong that they really
shook us. The comments were unanimous: that text could
not be presented to children; the reality is too harsh, too

The Child Soldiers and Me...
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cruel. However, I knew that I had written that text for
children and I was convinced that I had adopted a point
of view that could touch them without destroying them.
We had organized a series of readings to take the pulse
of different audiences: adult audiences, mixed child-adult
audiences and child audiences. The readings by the ac-
tors chosen for each of the roles were followed by discus-

sions.

It took a lot of time, meetings, discussion with the
audiences and among ourselves (author, producer and
actors) to analyze the response to the readings and, later,
to the performances, to understand the incredible power
of the theater, which we often forget: the catharsis and
the identification that orient the interpretation of the
work. The adults read into 7%e sound of cracking bones
a story of guilt and impotence, whereas the children in-
terpreted it as a story of hope. They argued among each
other, each giving his or her point of view with such con-
viction and with such precise arguments that we had to
admit that it wasn’t simply a case of censorship but that
the adults had been affected just as directly as the chil-
dren... and in a completely different way. It was neces-
sary to analyze the role of the characters on the stage
and in the auditorium to finally understand that that
third character, « the commission, » existed in flesh and
bones. Those remarks made by the nurse to a phantom
commission united each of the adult members of the
audience who acknowledged the feeling of guilt, impo-
tence and responsibility that the situation provoked...The
adults felt part of that commission, which was almost
indifferent...

The children identified with the children, with Jo-
seph and with Elikia who, at the age of 13, takes a risk
and escapes to save the little boy who has arrived at the
camp. The children in the audience followed the main
child characters in the action, who were still able to take
charge of their destiny. They recognized their courage
and the power they had achieved by escaping. As for
their relationship with adults, we only see Angelina, the
nurse who consoles and looks after Joseph and Elikia.
So, with these characters, the children in the audience
regain their confidence in adults, which they need in or-

der to grow.

This text has taught me much about the prejudices
we still have when it comes to talking about the « world »
with children. They know it much better than we can
ever imagine . Working on 7%e sound of cracking bones,
both text and performance, I remain with the question
that haunted me while writing it: « If you don’t talk to
us about it now, at what age will we have the right to
know? »

The Child Soldiers and Me...
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A Rhythmic Revolution in Mexico

Dance, Theater and Music for a Culture of Peace
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by Lucina Jiménez

Lucina Jiménez with Isaac, Ciudad Juarez Chihuahua, México. 2011
AFSQ-FUIMOY— - T7VRICTREEDA YL LEHE (2011 5)
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Lucina Jimenez. Doctor in
Anthropological Sciences. In-
ternational Consultant in
Cultural Policies for the
UNESCO, General Director
and Founder of the Consorcio
Internacional Arte y Escuela
A.C., and La Nana, Fébrica
de Creacién e Innovacién.
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Medicine for Life

Art outside the comfort zone

In 2006, Mexico started a rhythmic revolution of
the body and the emotions, involving thousands of
children, adolescents, young people and artists. This
is an artistic social movement that breaks away from
the isolation of the dramatic arts and faces the Mexi-
can artists with unimagined realities and experiences.
In XXI century Mexico, afflicted by an endless wave
of violence, 95% of the population was excluded from
the artistic forms of expression, according to official
data.

The International Consortium for Art and Schools
(ConArte), a civil society organization, put the accent
on art education for the most needy, with the aim of
promoting the rescue of the word and the ability to
write in that area, to feel, express and communicate
with thousands of boys, girls, adolescents and young
people, or in communities classified as “highly
marginalized” where social violence can find fertile
ground, if it hasn’t already established itself as the
only form of relationship.

ConArte came into existence in public schools in
the Historic Center of Mexico City, through the Learn
through Dance program, a class that aims at literacy
of movement and interaction with live music, through
which a profound change is produced by means of
learning experiences, transferable to other fields of
knowledge and to daily life, for boys and girls in pub-
lic primary and secondary schools. Each school year
ends with an Interschool Encounter in the Teatro de
la Ciudad, which they entered for the first time thanks
to this program. It is also a methodology laboratory

for training educators, a key element of our action.

In these schools, many of which have been re-
ported as violence hot spots, the school environment
has changed considerably. The students have not be-
come saints, but thanks to dance many have found a

place in the world.

In 2008 we made an exchange of Learning

A Rhythmic Revolution in Mexico



Encuentro Redes Arte Cultura de Paz
en Ciudad Juarez Chihuahua, México. 2011.
Photographer- Luz Montero
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through Dance with the National Dance Institute in

public schools in New York. After a binational chore-
ography, I asked the secondary school children who
took part what dance meant for them: energy, disci-
pline, strength, courage, enjoyment, they said one by
one. The last of them replied: life. He told us that
thanks to Learning through Dance, he decided not to
leave school and look for a way to help his mother
raise his brothers because his father had just died.
“At first I hated the classes, he said. How could I think
about dancing if I was depressed? I wanted to die.
But I realized that the classes were doing me good
and I decided to stay. I want to continue my studies

to become an engineer.”

A qualitative and comparative evaluation be-
tween schools with and without the program shows
that the schools with Learning through Dance make
progress not only in group cohesion, with the reduc-
tion of violence this implies, but also in the develop-
ment of logical-mathematical thought and verbal lan-

guage skills and, most of all, in a new self-esteem,

A Rhythmic Revolution in Mexico
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which allows them to act differently in their schools

or their families.

For the teachers of Learning through Dance, pro-
fessional musicians and dancers trained by ConArte,
the challenge is not only of a contextual, social or com-
municative nature, but rather of an artistic nature,
which implies looking for resources to create phrases
and statements of movement and musical structures

that the children can learn to construct.

But the children and the classroom teachers
dreamed of singing Mexican music and dealing with
conflict situations in the classrooms. In 2008 we cre-
ated Ah what a song! Mexican Music in the School,
and with it, over 11 thousand choral groups in schools
throughout the country. In 2009 the Interdisciplinary
Program for Non-violence (PIVE) combined dance
therapy, community psychology and intercultural
education to give teachers, artists, promoters and
parents tools for coexistence in culturally diverse en-

vironments.

RedeseArte Culture of Peace

In 2010, we tried, with no response from the City’s
Departments of Culture and Education, to establish
RedeseArte Culture of Peace as a prevention program
for the fringe areas of Mexico City where thousands
of adolescents lack alternatives.

ConArte had already opened La Nana, Creation
and Innovation Factory, reclaiming a building which
used to house the former Salén México, which had an
important place in the urban imaginary. There pro-
fessional artists work with urban communities, im-

migrants and other marginalized sectors.

Faced with the climax of violence in Ciudad
Juarez, the Department of Social Advancement asked
ConArte to implement the program in that city. We
accepted, having previously talked with actors and
playwrights born in that city and with young people
in conflict, who spoke of the place that denies them

school and family, their city.

Redesearte seeks to establish solid bases for a
culture of peace, where theater, dance and music make
it possible to symbolize the pain and also the feelings
of solidarity among populations that had never imag-
ined that artistic expressions would form part of their

lives.

Just as in Mexico City, we issued a public notice,

A Rhythmic Revolution in Mexico
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which said: “Wanted, dancers, actors and musicians
with love and passion to work with boys and girls from

the fringe areas of Ciudad Juarez”.

120 actors, musicians and dancers from Ciudad
Juarez participated, determined not to give up, they
had to unlearn in order to learn, to be trained in
ConArte’s methodologies: Urbedanza, Escenificarte,
Ah, What a Song! Mexican Music, and Young People’s
Groups and Music Ensembles, PIVE and began to give
classes in the community centers of the municipality
in that other Juarez that you don’t hear about in the

news.

That is where Escenificarte was born, a program
that combines theatrical resources, from collective
plays where the children construct stories, charac-
ters, sceneries and scenographies and seek out their
audience, or otherwise work with alternative systems
of musical-rhythmic body movements to relate what
would otherwise remain buried in their lives, mak-
ing them sick with hatred, anger and the desire for
revenge. “If this program had arrived 30 years ago,
my grandchildren wouldn’t be dead” some mothers

said.

Many stories have been told and acted out. One
girl described how she escaped from being chased by
a drug trafficker in the desert. The teachers created
the story of a felt-tip pen that was on the brink of
death because it had run out of ink and how, after
heading in the wrong direction several times, finally

a boy’s tear renewed its hopes of living.

Other stories are happy or veritable ethical di-
lemmas that find solutions in dialogue. It is the power
of the theater, capable of creating other possible
worlds.

Redesearte has spread to Nogales, Sonora and
Tapachula, Chiapas. We attend to over 8 thousand
boys, girls and adolescents in four cities and over 250

thousand in the educational system.

We are facing an unusual movement for a me-
dium where the artists have been working profession-
ally, with virtually no social bond, since the begin-
ning of the XX century.

Thanks to this, dance, theater and music have
entered into the hearts, minds and bodies of thou-
sands of children, adolescents and young people who
are writing their history with another vision: the right
to be happy.

A Rhythmic Revolution in Mexico
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Are there certain topics that theatre and performing art can’t deal with and talk about?

Are there taboos and political issues we as artists should not touch?

When is the right time to work artistically with difficult issues like terror and catastrophes?
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How could this happen here?

On the 22/7 2011, Norway experienced something
that for most of us was unimaginable: 77 people were
killed by a terrorist. The questions above became rel-
evant and were discussed in the aftermath of this hor-
rific attack.

One man bombed the Government building, and,
dressed as a policeman, killed 69 young people at the
Labour Party’s Youth camp. Most of them only kids.

The man was not a dark Muslim terrorist. He was a
white, Christian, Norwegian. He was one of us. And he
was a mass murderer. The situation felt unreal.

Norway was in shock. How could this happen here,
in our democratic, open society? What made him do this?
Was he crazy? Was he evil? Was he alone? Was it a po-
litical act? At the time when I am writing this, the trial
against the terrorist is in progress. Every day the media
report every detail from the courtroom. We are spared

nothing. This is something the kids are exposed to.

Too soon to put on a performance?

Earlier this year I was invited by the House of Drama
in Oslo to put on a performance with acting students
from the Oslo National Academy of Arts. The heading
was 22/7.

There was uneasiness in our group about this. Some
of us were sceptical about the topic and didn’t feel very
happy about working with it. It was as if we felt dis-
gusted and awkward about the situation and that we
didn’t really want to get our hands dirty. We still did it.
We worked with it and put on a performance.

Many artists argued that it was too soon after the
event, although they were not categorically against the-
atre dealing with political issues.

They stated that time is one of the advantages of
theatre as an art form, compared with the media, and
that that the terrorist attack and killings were such a
shocking catastrophe that we all needed time before we

could express anything about it at all.

Taking Back Time and Space
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This, however, was not what our uneasiness was

about. On the contrary.

Theft.

We discussed the word theft. We saw it as if the
terrorist had stolen from us. He took away lives. But he
also stole time, space and energy from other important
issues. We felt disgusted by the paradox that this man,
who felt he was ostracised by the social democratic Nor-
way and demanded attention through a gruesome act,
was now given what he wanted: publicity. And now we
were to give him even more attention? We did not like
that situation. Even so, we did it.

The fact that he did what he did, for reasons un-
known to us, the fact that he killed many young people,
was true and not something we could escape.

We talked about how Norway and the prime minis-
ter dealt with the shock and the terror. The message
was that we were to fight this through more democracy,
more openness. We addressed whether it was right or
not that the terror had opened our eyes and awoken us
from our naive view of ourselves and our country as al-
most perfect and the assumption that we had become
more empathetic because of it.

What consequences should this have for us as hu-
man beings and artists?

We decided to take the prime minister’s words seri-
ously, to open ourselves and achieve more knowledge.

Another motivation was to take back something the
terrorist had stolen from us.

We wanted to take back time and space.

Open our eyes even more.

The result of very long discussions among ourselves
was a decision that we wanted to do something, to find
out something we didn’t know. To get knowledge, and
open our eyes even more. We researched different topics
that we as individuals thought important. Then we pre-
pared a speech for the others in the group. We voted on
which topic we wanted to continue to work with. A mini
democracy in practice.

The vote fell on Norway’s weapon production.

It didn’t really shock any of us that Norway is the
sixth biggest producer of weapons in the world. Still, this
is under-communicated in the media, and a big paradox
considering Norway gives the Nobel Peace Prize and
therefore is looked upon internationally as a peace-lov-
ing nation.

We dived into researching the new developments in

Taking Back Time and Space
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weapon production and the extreme technological
progress in the business. It gave us a feeling of unreality
and the impression that we are living in a Science Fic-
tion movie. It was a similar unreality we felt towards
the whole 22/7 situation. The research we did made us
realise that there is a fine line between civilisation and
hellish mayhem. The world and politics seemed so ab-
surd that we questioned the whole concept of civilisation.

Surveillance.

In the final performance Surveillance we mixed texts
from the web sites of Norwegian weapon production com-
panies with fiction. We re-enacted and filmed live scenes
from the movie The Matrix replacing the actors with
silly toys. The room was dark and we hid inside a cup-
board, as if we were inside a spaceship going nowhere.
On all levels we worked with mixing fiction and reality.

It is hard to analyse a performance I myself was a
part of.

Whether the performance was good, had an effect
on the audience, was interesting or not, I will leave for
others to decide. But I am convinced the project was nec-
essary and political per definition. Our internal discus-
sions leading to the result were certainly a political edu-
cation and made us more aware of all that we don’t know
and is hidden from us.

Our performance was part of a trilogy all under the
same heading (22/7).

A long discussion followed where the time factor was
brought up. Is it possible at all to talk about this event?
The fact that we actually did so proves it is possible. Does
terror change art and us as artists? What responsibility
do performance artists have?

Do we have moral responsibilities?

Crisis as an everyday experience.

The true victims of war are civilians and very often
children. Kids are experiencing war in many places on
the planet right now. War is the biggest thief. Not only
does it steal lives but also the future from children. We
must fight against the theft of hope. I think it is here
that performance art has a big responsibility.

In the private lives of kids, crisis is an everyday expe-
rience. Why should we not deal with it in the theatrical
space? I do not claim that the theatre can repair the psy-
chological damage caused by natural disasters and war.
It cannot bring back the dead. It cannot save the world.

But it can teach us to see the darkness within our-
selves. We can look at it together and mirror ourselves.

Taking Back Time and Space
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It can make the audience come together and learn to be
more empathetic. The theatre is an emotional and intel-
lectual arena where time is indeed an important factor.
In the media, which are never objective, information comes
at a high speed. In general, young people today live at
very high speed. They are exposed to information every-
where and at all times. The theatre cannot compete with
that. But maybe the theatre can act as a counterbalance

and look at something in depth and from many angles.

Performing art can ask questions and make the au-
dience ask questions. It has no obligation to give facts,
but a responsibility to be brave and to communicate with
the audience. The meeting is, in my view, a political act
in itself. It embodies expressions similar to the manifes-
tations and demonstrations, like the rose marches we
have seen in Norway after the terror. People meet and
do something that is meaningful for a limited time in a
specific space. But you have to be there at that time. You
cannot experience it on the Internet. It wouldn’t mean
the same then. So still, theatre, like these manifesta-
tions, is a live experience, which I consider extremely
important for young people and children today and for
all of us.

Like life, performing art has a time limit. It is here,
it is now. This is a cliché. But it is true.

Can theatre prevent real bombs?

Can the theatre be an outlet for dark forces? We are
all both good and evil. They exist in all of us. The danger
is when we don’t acknowledge this, and look at evil as
something alien to us. We are the good guys; the bad
ones live somewhere else and look different from us. The
terrorist act of 22/7 taught us the opposite.

Kids constantly play out situations in order to deal
with real life drama. So does the theatre. Can theatre in
this sense prevent real bombs? Can it prevent terrorist
attacks? Can it solve conflicts and economic depression?
I don’t know. I think not.

But I believe art has a strong capacity as an agent
for change. If not on a sudden, explosive level, like a real
bomb, it changes in a more subtle and humanistic way.
It can be like a little bomb. It can implode instead of
exploding.

In times of crisis, art is more important than ever.
Children do not necessarily need fiction to escape real-
ity, but a place to mirror themselves, to meet themselves
as The Other, the gruesome, the evil, the dark forces
within. Fear is the most dangerous political tool. To fight
this, we need room to talk and meet. And act. To take

back time and space.

Taking Back Time and Space
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heatre:
Medicine for Life

What we need is a Cultural Policy to support Theatre
for Development all over the world, to make it pos-
sible that every child has the right to take part in the
Performing Aris - as a spectator and as an actor!

Culture and politics is a broad area. Both are im-
manent in shaping life. They primarily differ in the ques-
tion of how to do this: from the bottom up or from the top
down? Culture is a field of activity characterised by people
coming together. It’s all about cultural experiences, cre-
ative processes and cultural forms of expression. But
culture is also an area of action. A number of different
actors are involved in any cultural exchange. They cre-
ate infrastructures and their cultural offers create de-
mands. One of the duties of societies is to promote this
development. In this way culture also becomes an area
of politics. Both public support and civil society are re-
sponsible for shaping cultural policies. Each has its own
different reasons for creating frameworks that allow cul-
ture to flourish.

Political necessity and dramatic potential have cre-
ated a theatre that uses development tools in live perfor-
mances. Theatre for Development can be a kind of par-
ticipatory theatre that encourages improvisation and
audience members to take roles in the performance. Al-
ternatively it can be fully scripted and staged, with the
audience observing. Augusto Boal set up his Theatre for
Development in Brazil as a “Theatre of the Oppressed”,
Penina Mlama brought Theatre for Development into
the villages of Tanzania in a public meeting format,
Mohan Agashe adopted plays from the German Grips
Theatre for India and established Theatre for Develop-
ment as a platform for social debates with children.

“Theatre will always be involved in development.
Whether it is used to spread information about AIDS or
to make people socially aware, or simply as a form of
artistic self-expression, the message given to the audi-
ence is always the most important premise for every se-
rious theatre maker.” Henk Tjon is Surinam’s best-known
theatre director and played an active role in the cultural
policy of the Caribbean region.

“As an active theatre maker in a post-colonial envi-

Theatre for Development
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ronment, you really have no choice in what kind of the-

atre you make. You will always want to bring people
together with your work and to stimulate exchange and
cohesion between people and their cultures. Naturally,
your immediate environment will determine your work
to a significant degree, but what all theatre makers who
do not work in the West have in common is the fact that
they are usually not working for the elite. Whether you
are working in India, Uganda, Suriname or Ecuador,
theatre is in the middle of society. That is also what gives
it a lot of its expressive power.” (www.powerofculture.nl)

Theatre for Development is more than simply mak-
ing and performing plays. It gives target-group repre-
sentatives — who typically develop and perform the plays
— the opportunity to tell their own stories and address
matters that are relevant to them. While developing the
plot, the actors start analysing their own situation. Af-
ter the performance (first in their own community, pos-
sibly repeated in other settings), this analysis is extended
to the audience by posing questions like: Why did the
lead character act in the way he/she did? What could he/
she have done differently? What can we ourselves do to
prevent or solve such situations? This debate forms the
springboard for the next stage: planning participatory
action.

The Theatre for Development Centre in Nigeria
defines its fundamental philosophy in this way: “The-
atre for Development is a powerful tool for triggering
dialogue on sensitive matters such as taboo-related top-
ics, conflict situations and inequalities based on gender,
ethnicity or religion. Drama techniques such as mirror-
ing, exaggeration, and ridiculing can help to put daily

Theatre for Development
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challenges into perspective and transcend hurdles for
change. By inviting people to act out their own solutions
on stage, alternatives can be collectively visualised and
community ownership enhanced.” (www.tfdc-ng.org)

Participatory learning is also part of Theatre for De-
velopment in Northern Laos. Mobile theatre teams are
creating entertainment and learning opportunities for
village communities in Northern Laos. By involving lo-
cal people in interactive theatrical performances on
health, drug abuse and education issues, they are creat-
ing a forum for creative collective learning and self-ex-
pression and helping villagers make sense of the social
changes around them. Five theatre teams represent five
of the main hill tribes and the amazing cultural diver-
sity of Northern Laos: the Khmu, Hmong, Yao, Lahu in
Bokeo, and Akha in Luang Namtha province. Each team
performs in its local language in market places in other
villages of the same hill tribe. In this way, even those
with no formal education can participate in this commu-
nity learning activity.

“Theatre is as an effective method of awareness-rais-
ing on such issues and can therefore play a key role in
community education and development. Theatre is a non-
confrontational way of addressing problems. It enables
people to talk about sensitive and even normally taboo
subjects like prostitution. After a performance, people
can discuss the actions of the people in the play instead
of criticising individual members of their village. They
can test potential ways of problem-solving on stage in
front of the whole village and then discuss them. By dar-
ing to take action within a “playful” theatrical context,
villagers realise that they have just performed an action
they could also undertake in real life.”
(www.theatrefordevelopment.org)

Theatre ought to play a central role in society —when
the state regards itself as a cultural society and people
define themselves as cultural citizens. Cultural politics
would then take the form of governance which makes
debate and participation possible, initiates interactions
between actors from the state and civil society, and de-
velops cooperative forms of action. Instead of doing ev-
erything itself, the state should concentrate more on play-
ing an activating role as an initiator, go-between and
promoter of networks. Thus cultural diplomacy needs
cultural governance. In this connection questions will be
thrown up in inter-governmental spheres: questions to
do with the economisation of societies which regard
globalisation equally as a chance and as a risk, and which
discuss the effects of global mediatisation in a critical
manner. Cultural diplomacy can serve as a reference
system when talking about culture and politics in multi-
lateral relationships.

That said, the use of art in the context of crisis pre-
vention is highly controversial. Art per se is not purpose

Theatre for Development
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oriented. Nor does it have to be. But art can provoke by
throwing into question familiar modes of perception and
sensitising people’s outlook for the unexpected and un-
familiar. In this sense it can provide an impulse to think
more deeply about asymmetrical worlds which exist out-
side limited perspectives, and also stimulate discussion.
It is possible, for example, to learn analogically from art
things which are important in an intercultural society
with its many different ways of life. Even the first steps
towards addressing and coping with past events can of-
ten be found in art when their repression in a society
makes it unable to shape the future. The power of art
consists precisely in its being able to act in an indepen-
dent manner, free of outside instructions. For this rea-
son Theatre for Development is firstly development for
theatre, and as such an example of education in the arts.
Education for the arts, education on how to study the
performing arts. All in the interest of creating a better

world, of course!
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Nick Boraine Since gradu-
ating in 1994 from Wits Uni-
versity in Johannesburg, Nick
has been involved in countless
aspects of performing, writing
and directing for stage, televi-
sion and film. Nick began work
for Global Arts Corps as an
Associate Artistic Director in

March of 2011.
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heatre:
Medicine for Life

“Forgiveness is not something that just happens;
it is something that | decide to do every morning
when | wake up.”

18 year old Tsutsi girl, Rwanda 2007

The words above have stayed with me since my trip
to Rwanda in 2007. Most of this girl’s family had been
killed in the genocide years earlier so she really knew
something about forgiveness despite being so young.
Those words were also my inspiration to join a New York
based NGO called the Global Arts Corps. For the past
two years I have been working with the GAC in post
conflict zones around the world such as Northern Ire-
land, Kosovo, and Cambodia to single out a few. We use
actors who used to be on opposite sides of the conflict
and still deal with painful memory, to create theatre.
Utilizing actual stories from these actors together with
songs and music we make theatre pieces that will be
both a memory of the conflict as well as create a plat-
form to talk about forgiveness and conflict transforma-
tion. We tour these plays within the countries of origin
as well as taking them to other conflict zones around the
world. The idea is to create a global community of actors
and artists that have the ability to use theatre and other
media as a tool to spark dialogue about some of the most
difficult obstacles to lasting peace.

In the course of our work we often work with chil-
dren and young people that have also been affected by
conflict. That fact coupled with those insightful words I
had heard from the young girl in Rwanda made me aware
that including young people in what we do is not just

necessary, it is imperative.

In many of the countries in which we work there is
often no common agreement on history and indeed
memory. While the physical violence may have ended,
suspicion and fear remain. The violence and suffering is
often only remembered from one or other group perspec-
tive, never allowing the thought that the former enemy
may have suffered also. This allows for an ongoing “pu-
rity of myth”. Purity of myth allows people to remain
victims. “We have been wronged, our mothers and fa-

thers were wronged...we will never forgive”. This be-

Rehearsing Forgiveness
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comes their story, their narrative. Children and young
people pick up on this and the cycle of violence and re-

venge remains unbroken.

Children take on the burden of their ancestral feuds
primarily because it feels safe to buy into this “purity of
myth”. As a result many children fail to fully develop
their own voice, rather taking on the voice of the myth.
This is a critical point, because theatre and story telling
is essentially about strengthening your own personal
voice — literally and metaphorically. This is where the-
atre can really begin to affect change.

Theatre, by its very nature, is about working to-
gether, listening. Acting too is a collaborative process.
But acting also allows you to take on a narrative that is
not necessarily your own. By playing another character,
another person, you effectively open up a space inside to
understand that person better — to empathize. In much
of the work that we do, we don’t ask people to reconcile,
to resolve their differences or even to forgive. We ask
only that they rehearse, as an actor would. If the part
requires reconciliation or forgiveness — this is what they
are required to portray. Seemingly this has nothing to
do with conflict resolution, reconciliation or even forgive-
ness. It's about acting. However, once you “act” some-
thing, once you rehearse, you begin to make it possible.
All theatre practitioners know this — rehearsal is key.
Repetition is fundamental. Rehearsal creates a space to
empathize with the story you are telling. Denial is dis-
turbed and doubt infects the purity of the myth...this
becomes the place where anything is possible.

Children have an amazing instinct for theatre. It’s
a basic human characteristic from a young age. Role-
play for a child comes as easily as breathing, kids as
young as three taking on all sorts of roles. Just listening
to my own three-year-old daughter with her friends goes
something like this, “I'm the mermaid, you are the mama
mermaid and then...and then...Michael can be a froggy
on a Lilly pad!” She and her pals have an endless ability
to role-play.

Most adults lose this roleplaying ability and tend to
shut out possibility, especially those that have been
through horrific experiences like violent conflict and war.
This is understandable as it provides protection against
further hurt and suffering. But without possibility there
is no hope. Without hope, there is very little chance of a
transformed future.

Of all the gifts that children give to adults, perhaps
the most extraordinary is hope. We were reminded of
this on a recent trip to Belfast, Northern Ireland.

Rehearsing Forgiveness
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In addition to producing a play with professional

actors, the GAC has been working on and off with a group
of young people in Belfast called the Talent Tribe. Run
by the extraordinary Fedelma Harkin, the Talent Tribe
brings together disadvantaged and “at risk” kids from
both the Catholic and Protestant areas within Belfast.

This alone is no mean feat. Fedelma teaches them
acting and film-making, and also acts as their agent get-
ting them into local Irish films and television shows. The
kids range in age from around 8 to 18. We conducted a
three-hour workshop in basic ensemble training. This is
something that the GAC would normally do with older
professional actors. The exercises are designed to get the
participants working together. Within minutes Catho-
lic and Protestant kids in Belfast are just that — kids,
having a great time together. We moved on to story
telling exercises where we created a group story about
daily life in Belfast. One narrative built on the next and
each child fed off the last story. Many of the kids went
straight to the specifics of how hard it is living with bro-
ken families, gangsters, drugs and alcohol in post con-
flict Belfast. No punches were pulled as they talked about
the divisions between communities and the “peace walls”
that still divide suburbs.

While this story was certainly no fairytale, out of
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the negative emerged a real “narrative of possibility”. It
was amazing to see how many of the kids were clear
about what they didn’t want, one boy making the point
that he was determined there would be no gangsters
when he grew up, another saying Belfast has the most
fantastic music. There was laughter when one of the
girls got lost in how fabulous the shopping is in Belfast
now that no one is fighting! Small shifts, small chinks of
hope opening up possibility. Sustaining that possibility
is what rehearsing is all about. Doing it again and again
in order to keep the narrative alive and then taking that
narrative to the rest of the world.

Those young people from Belfast genuinely moved
me the day of that workshop. They gave me hope.

Theatre is where children can begin to rehearse a
different future for themselves and their peers. Emerg-
ing from conflict, it can be difficult for children to find
their own voice and break from a violent past. Creating
possibility and hope through story telling is one way to
break that cycle.

That young girl from Rwanda was rehearsing a new
story for herself every single morning. She was writing
her own story of forgiveness and making a choice to re-

hearse it over and over again.

Hopefully, through theatre, we can emulate her ex-
ample.

www.teatroninosyjovenes.bellasartes.gob.mx
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“Prescription Theater“ in Germany
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Myrta Kohler was born in
Berlin and grew up in Vienna.
After earning her Master of
Arts degree she has worked for
several years as a dramaturge
as well as a production and di-
rection assistant for numerous
theater and opera productions.
Myrta is currently living as a
freelance journalist in Berlin,
her work focussing on topics

related to architecture and arts.
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heatre:
Medicine for Life

African shamans are to this day conducting heal-
ing ceremonies which involve the whole familiy or
village in acting. Western medical practitioners use
complex technology to scan the human body. Two
different approaches to what is called health. Stefan
Fischer-Fels, vice president of ASSITEJ and artistic
director of the Grips Theater in Berlin, launched a
unique project which combines the two: “Theater auf
Rezept” (“Prescription Theater”) adresses both body
and soul. And in many cases, it may prevent afflic-
tion before it even starts.

“Theater is not a luxury — it is one of the staffs of life,”
Fischer-Fels is convinced. “Theater is essential for all chil-
dren — no matter what their social standing — to become
self-confident, friendly, creative and smart human beings”.
But how could this assumption be integrated into cultural
and educational politics? “Following this thought necessar-
ily leads to the question of prevention. So I asked myself:
Who is involved? Where can we reach the children — all of
them — at an early age? At the pediatricians!”

The idea struck Fischer-Fels in 2009, when he was still
director of the Young Theater in Diisseldorf. In cooperation
with the Professional Union of Pediatricians (Berufsverband
der Kinder- und Jugendarzte, BVK.J) — and with the sup-
port of a private sponsor — he launched a campaign which
combines two methods of prevention: Children who see a
doctor for a health check get two tickets for a show at the
Young Theater — for free.

The staff of life

The German health system recommends three preven-
tive medical checkups —named U10, U11 and J11 — for chil-
dren aged 7 to 14. As the checkups are not obligatory, many
poorly educated, low income families prefer to spend their
money otherwise. “Theater auf Rezept” encourages children
and parents to accept responsibility for their well-being —
and becomes a powerful tool in fighting the symptoms of
cultural neglect. Especially children with a poor educational
background profit from the combined medical and cultural
impulse.

“According to Arthur Miller, the theater represents the
heart and mind of society”, says Dr. Michael Strahl, a
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pediatricion in Diisseldorf and one of the founding mem-
bers of “Theater auf Rezept”. “Taking that thought seriously,
you get straight to the medical solution to today’s problems.”

Cultural healing method

It takes a whole village to raise a child, they say. It
takes a whole theater to heal a single person, says Fischer-
Fels, convinced that the theater is just that: a place for col-
lective healing. “Regular visits to the theater will save you a
lot of pills”, he comments, his attack on the pharma indus-
try, grinning but only half ironical. “We want to employ a
‘cultural healing method’.”

The benefits of arts in health care were confirmed in a
symposium held in 2003, hosted by the National Endow-
ment for the Arts (NEA) and the Society for the Arts in
Healthcare. Recent surveys have shown that drama is es-
pecially effective in creating understanding. Better still: it
changes lives. Fischer-Fels relates a particularly rewarding
experience. After a show he overheard two boys talking in
the hall: “After tonight, I'll quit smoking”, said one. “Why?
The play wasn’t about smoking at all!” “T'rue —but it made

me want to change something.”
The life you save may be your own

Getting — and remaining — well has a lot to do with
accepting responsibility — this is what the campaign points
out. “In years to come, our practices will be flooded with
mentally disordered people”, says Dr. Hermann Kahl,
Speaker of the Union of Pediatricians in Nordrhein, and
another of the initiating doctors in Diisseldorf. “One of the
main problems of today’s youth is the lack of education and
committment.” Prevention thus becomes the main focus.

About 15.000 visits to the theater were “prescribed” in
Diisseldorf during the first year. Thanks to funding by a
health insurance company (Siemens-Betriebskrankenkasse,
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SBK), the project has meanwhile spread to theaters in other
German cities, such as Munich (Schauburg Theater) and
Berlin: In 2011, Fischer-Fels became artistic director of the
GRIPS Theater and adopted the concept in cooperation with
the Berlin Union of Pediatricians. 280 local pediatricians
were provided with information and coupons. The coupons
distributed at U10 and U11 are good for one child and one
adult; for a visit to J1, each “patient” gets to take along a
friend. Coupons are valid for one year, participation is vol-
untary for doctors and children.

No future?

“The U-checkups are especially crucial to the develop-
ment of children and adolescents”, Mathias Sebbesse, Re-
gional Manager of SBK, points out. Health care, to him, is a
holistic mission: “Especially at a young age, mental health
has to be cultivated. Cultural experiences, such as theater
performances, can contribute enormously.“

This view is supported by Dr. Ulrich Fegeler, Speaker
of the Union of Pediatricians (BVK.J). He mentions an “im-
poverishment of education”, which is brought about by a
destructive excess of television and computer games. “More
and more, we have to deal with so-called “new morbidities”,
social development disorders, especially with regard to lan-
guage.” Theater may trigger an impulse for development.
“Theater is three-dimensional, involving real people. It can
help children to understand what solutions to their indi-
vidual problems may look like.” To Fegeler, theater is more
than leisure time, even though the entertaining factor might
be part of it. “Children’s theater is therapy — and we are
happy to prescribe it.”

Michael Strahl also attributes the power of theater to
the live act: “personare (lat.) means to sound’. Feeling the
acoustic vibration with your own body, you get a feeling for
the vis-a-vis, and can then relate it to yourself.“ The live
experience at the theater becomes a means of creating and
shaping persons — and personality.

Medicine for GRIPS

Unfortunately, the GRIPS itself, one of the longest-
standing institutions in German youth theater, is right now
in need of some strong medicine: For years, it has been bal-
ancing on the brink of bankruptcy as the government has
refused appropriate funding. In April 2012, the crisis reached
its peak: the theater faced the possibility of having to focus
on programs for grown-ups, as shows for children do not
“pay”.

This worst-case scenario would be fatal for the “The-
ater auf Rezept”. The theater has a good thing going — a
great thing, which demonstrates what theater can do not
only for the well-to-do, but for children of all classes. If it is
to continue, however, it needs to be funded appropriately.
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New Voices 2012

The John F. Kennedy Center for the Performing Arts New
Visions/New Voices 2012 program was held May 14-20,
2012 in Washington, D.C., USA. This biennial international
showcase of new works for children and young people is

ULinLENZEfkGE L THEITT2ITIE. —E OIS
VETH 5,

Eix. HOOTESHRED, TOREEHESTHAS
HFEBLEDEFEDLDIC, R EEOEKZEH
HRETH S, HMOHHE HFIOMNRERET 2 #
FHIsBIH OB, ZO%EER=d, AO, Bl
L, DA VEREEMLTIES, LL, ZOH
HIBH 7 SEBUE DR 2RI S TN T 5,
HRP DL < QREHDFEHF SRR, 7Y TR
BRI & fERIZ k> T b,

HEROPiEER. AR EZNFOEARH D D40 A1,
FUFVDEZATEESS Uiz, 71 TZH
HiZBzo <EFER10 Fa—azipkaInsds &Iz
B5EAD, LhLINThh->7kZ &g 7B
BEOHRITRD ETIIE M RNEND T, &
LT AR BRIZERELEZDNITBDENSE
K7,

GDETS NLAFZEOHE 1JIEE) 2R/ L T
%, ZDH 1 ENEIZRI Lz, BOBET 2

[H5 5 A FESRLBICHE BT EMRM A
LTiELW &7 2 v—7 2)UTiED. #HALET
R HEE 5 2 EI2iTE > T FEBITEN
BT BRENZHITOT. B2 EIET
L5759, [BINO 5N, FEBZBEMN
HRoZl ENWbLbhoTERL E55L51C
725 THL W, |

@R=_AEET)

e

to the followin.

a place for playwrights, composers, and directors to

experiment and take risks with their developing plays. For
the first time, the showcase included an English language

d The Boy at the Edge of Everything
Written by Finegan Kruckemeyer

Trusty Sidekick Theater Company
New York, NY

Cautionary Tales for Children
based on the book by Hilaire Belloc
Written by Claudia O’'Doherty
Music by Mark Jones

Arena Theatre Company
Melbourne, Australia

A Lonely Boy’s Guide to Survival

The country, of which these very children are and hopefully
will remain valuable members, needs to invest in their well-
being and provide them with first-class medicine. Only ex-
cellent theaters, employing professional actors and a pro-
fessional structure, can do that job — fake or cheap drugs
will, at worst, potentiate the symptoms. Yet, this appar-
ently simple conclusion is far from being a social reality: the
GRIPS —just like most theaters for young children all around
the globe — is constantly struggling to be put on a par with
“grown-up theaters”.

A public outery and waves of solidarity from people
and artists caused a change at the last minute: The Grips
will probably receive 100.000 € more each year. However,
the situation shows that things have to get really ugly for
politics to react. It also shows that the public and audiences
can move a whole lot.

For now, “Theater auf Rezept” will continue. The first
stage has been passed successfully — what’s the long-term
goal? “Of course, we hope for a voluntary, life-long addiction
of the children”, Fischer-Fels says slyly. Watching problem-
solving techniques on stage is supposed to sustain the abiliy
to reflect and thus strengthen one’s own personality. “After
each show, children should be able to say: Now I know more
about myself.™

Only a Day
Written by Martin Baltscheit
Translated by David Henry Wilson
The Translation Project 2012
Presented through a partnership among The Kennedy
Center, ASSITEJ/Germany, the Kinder-und s
Jugendteaterzentrum (KJTZ), and the
Goethe-Institut Washington
Frankfurt, Germany, and Washington, DC.

Roald Dahl's James and the Giant Peach
based on the book James and the Giant Peach
by Roald Dahl
Music and lyrics by Justin Paul and Benj Pasek
Book by Timothy Allen McDonald
iTheatrics, New York, NY
Work Light Productions, Summit, NJ

The Snow Queen
Written by Barbara Wiechmann
Music Composition/Arrangement by Lisa Dove
Red Thread in association with HERE
New York, NY

The Transition of Doodle Pequefio
Written by Gabriel Jason Dean
Peopless Light and Theatre

translation piece from an international company. Also invited (and Werewo/ves) Malvern PA
were playwright observers from around the world. Written by Ernie Nolan ’
Major support for the Kennedy Center’s educational programs is La Jolla P/ayhouse
provided by David and Alice Rubenstein through the La Jolla, CA INTERNATIONAL PLAYWRIGHT OBSERVERS
Rubenstein Arts Access Program. Additional support is made ’ 3
possible by the U.S. Department of Education. . Methe Bendix (Denmark)
s i icaiion vl Minotaur Joe Brennan (Ireland)
o Written by Kevin Dyer Cristina Gottfridsson (Sweden)
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Polka Theatre, London
Young People’s Theatre, Toronto

Dr. Cecily O'Neill (United Kingdom)
Elif Temucin Uyaniksoy (Turkey)
Amaranta Leyva (Mexico)
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heatre:

Medicine for Life

What do we call it, anyway?

In an arena where sensitivity of language is given high re-
gard, how we talk about the work we do is without a doubt, im-
portant, and there is not universal agreement about terminol-
ogy. In the United States, people from within the disability
community advocate for what might be called ‘people-first’ lan-
guage—for example, “people with” or “artists with” disabilities;
the person is not ‘disabled’, but they ‘have a disability’. Other
countries around the globe are comfortable leading with “dis-
abled” or “disability arts.”

In working on this article, the field has been referred to as
“disabled-led”, “accessible”, and “interactive”. Many companies
in the U.K. who work for young audiences have begun to use the
term “Inclusive TYA”, though that term also includes engaging
with a broad range of diversity of socio-economic and cultural
groups. In the U.S.A., the most accurate description might be
“theater by, for, with, and about persons with disabilities.” (Try
saying that three times fast.) The most used term internation-
ally seems to be ‘disability arts’, which is why this article, com-
piled for an international audience, uses that term.

Many art forms — newly formed ones, or ones in a state of
transition, like this one - struggle to attain a recognizable iden-
tity so they can be placed in reference to other genres. Do those
working in the field want this? Is it important to have a univer-
salname? Perhaps that will happen in time, as we all strive for
language that is clear and respectful.

Whatever the answer, what matters most is that this art
form is pushing boundaries and making an impact —not only on
the artistic sphere, but on the human sphere as well.

How do we define it?

As it stands now, in 2012, Disability Arts, or Inclusive TYA,
has many forms. Danny Braverman from the UK sums it up
nicely: “At the heart of the work is the involvement of disabled
artists and/or engagement with disabled young people. Typically,
Inclusive Theatre practitioners will see access issues as positive
creative stimuli and not, as is frequent elsewhere, a nuisance, a
funding requirement or a budgetary burden. This approach to
access takes many forms, for example by integrating sign lan-
guage and audio description in imaginative ways, or by creating

multi-sensory environments.”

Voices from the Field of Disability Arts




FTH:KBIH @7 7 UM IESFv—-F 7 -
-] RUTY - N=RFA2EVIEI -
Ry -avs

Dorian Burstein and Liezel de Kock in Pictures
of You at FTH:K.
Photo by Toast Coetzer

FTH:K.

T 2 EENE, EEOMEITHENTZREDD, ln
HIFBEN D,

o=:

BEELEIEMRONT TIE, SRR AME < DRRD ik
TEHNMTONTWS, flELT, ZITE4AENSUTD
5 NDERFIC, BO7b0HEEITDNTOMWZEATD
5957,

YL« X—bk > (B2 R /Kazzum BIH / ZEHEE). R
YR S35 (RIVEY /ERGstatus 4 > ZEIHT / 24iE:
B ZUYRZ A TTA (T AT FF 12— /All Star
CAST./ BIHAIHE) . =V - —F 14— ®@E77U N/
FTH : K/BIHEE). 714w 7 (02 R /Oily Cart &
M/ Z=HEED

() BRTOAEARZEFHBALTTS,

T4 b - T7—1981 FFLOR, Oily Cart |F5EE &M DFH
iR T, T EHOBEL T, MAIRREGHE 2 T T
EX L7z PR BIUOHEFEEEEZDDTEHLEBITO
BEROHEITHR A L s BIE S IER 2 FHNT T E T,

[HHEPETFEBDZDODHLPLEHDT a— ] ENWDEY
h—=2% Bex OBBEICEITFON TS EDIZ, SHEETED
F2BDDIZNANAREREAID XL 6 MHDFRB
AT DIER S ZEDHDOOUEDTT,

R # 25 D 4B S D7

FTH :KBIBONET (@7 7Y H)

59

THE VOICES:

This field is broad and diverse, with groups working in many
different ways. To try and provide a bit of a snapshot, five busy
practitioners in four countries found time to answer some ques-
tions about their work: Daryl Beeton, Artistic Director of Kazzum
in London; Boris Caksiran, Artistic Director of ERGstatus in
Belgrade, Serbia; Elizabeth Ingram, Founder of All Star C.A.S.T
in Syracuse, New York, USA; Tanya Surtees, Company Director
at FTH:K in Cape Town, South Africa; and Tim Webb, Artistic
Director of Oily Cart, London.

1) How would you describe the work you do at your com-

pany?

Tim Webb: Since 1981 Oily Cart has been taking its unique
blend of theatre to children and young people in schools and ven-
ues across the UK. We create innovative, multi-sensory and highly
interactive productions for the very young and for young people
with profound and multiple learning disabilities.

The motto on the van reads ‘All sorts of shows for all sorts of
kids’ and over the years we've created work for many different
kinds of young audiences, including babies as young as six months
old.

Elizabeth Ingram: All Star CAST (ASC) is a theater group
created for people who have special needs to work with Drama
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students in all the basic areas of Drama training. In the U.S.A.
people who have special needs are able to stay in the school sys-
tem until they are 21 years old. After they graduate, the oppor-
tunities for work and for any group activity, especially in the
Arts, is greatly diminished. Most of these young people crave a
community where they can be accepted. ASC responds to this
need in creating a safe space where young people, and also not so
young people, can come together irrespective of disability to spend
time together in creative play.

Boris Caksiran: ERGstatus Dance Theatre was established in
1998, as an educational project of contemporary dance. Since
then, this project grew as an important independent organiza-
tion in the field of contemporary dance in Serbia. ERGstatus
also works as an integrated dance company with disabled and
non-disabled dancers. As a choreographer and director, most of
my work is dedicated to analyzing the human body and explor-
ing the way the body moves.

Tanya Surtees: FTH:K makes visual, nonverbal theatre. We
specifically don’t use any language, but we concentrate on the
body as the primary means of communication, along with pup-
petry, lights, and sets. We do not perform mime or dance. We
are investigating the space between people and we transcend
linguistic boundaries.

Daryl Beeton: Kazzum (pronounced ka-ZOOM) is a London
theatre company dedicated to producing fresh, relevant theatri-
cal experiences for young audiences. We put on a wide range of
very different shows and spectacles with one thing in common -
to entertain our audiences, and at the same time inspire them
and fire their imaginations. I would call our work at Kazzum
‘inclusive theatre’. Yet the artists and companies who produce
similar work here in the UK don’t share a common language.

9 .

Some define themselves as “interactive”, “integrated” or “acces-
sible”; others use terms like “disabled-led” or “disability arts”.

The term “inclusive” recognises a shared ethos.

What Inclusive Theatre practitioners have in common is sup-
port for a rights-based approach to disability. Inclusive Theatre
recognises the centrality of removing the physical and attitudi-
nal barriers that society puts up. This way of working contrasts
with a medical model; this is not about conditions that need cur-
ing, but about trying to remove the “stairs” and “stares” that

prevent equal participation in society.

2) How does the disability culture inform your work? (In
other words, how does your work reflect and/or respond
to disability experience?)

Boris: Some of [our] performances are created NOT to be
different than other similar dance performances. This is because
of a need to define that our company with dancers with disabili-

ties (one of the 3 dancers is deaf) can perform on an equal level as

Voices from the Field of Disability Arts




Oly CartBIFl (1 ¥URX-AY KY) OBEMS

Oily Cart

REEEE R ITATEIRYIC
@‘Z®iﬁmﬁ&®ﬁ%iﬁﬁﬂﬁ®éjfﬁo

%b“(ﬂ#kﬁbﬂf%é &Llﬁuuu

13, BEEOFEHEEERDOEVWALL DD

OFEFENIBH - BT T 5N 238 L T
WET, Sz UL A BIEEOERICNW D THHRT
EDLHEDITTHMHEND D ET, FAZBIIEHED IIELSTE
HWTBDT, HED—FL TRADEEEO— KL ZHER
TEEINS, HILWES Oflx D=Z—XIHbE TREZETS
ZEMTEDLDTY,

T4 Lh—H=H

FUN—TmEEEF> ThETFNDEND 2 I8, BHOO%REE
MBEERZE ST DD TR, DL AMEDEHOMEIZ L - T,
RNPRIBEMN SN Z DT D END T ETY, MEEEFENTE
DT, R EEL &L@ﬁ%f:b‘fh HIZHEN DR
FRITPEHE Ll 5 E WO ERTT,

MEFEATEEN) 1AM, L0 2 < ORGIER 2 52 T<h
£9, BB ER o BIZ o N2DN {4 D7 A
TT7R, BN EEA TRREBICEELOTY, Io50Wokit
BRFAa DRI Em EEAEHZ DD TT,

ZY—EEIEAR Bbld. EEEMENS TE2E
FIEDZ D LM THET, 2B DBRELNTHEEICH D, 1F
mzflS 2 EITHHN5TT. bk MZA2HDED, ©

b5Ei:&i%?ﬁ%ﬂﬁﬁ@T%ﬁ%?ﬂ%bTbli@_ B TIE
TR S TIINET, BITHEORHENHMI/R > TWE

Toﬁté@%%@%@@LT%TEmTB+ﬁ@%f%éf
L&d, £ BAEBORIZEMIETHY PFIVTT, & 7T
13, BELEEEORCODG OGNS HBELDOTY, BEN
5IARYBICEOARHBBRANZEMMEROHIZNZATIN? 1 &
B dDIE, 7z BIilE > TREDI A MDD TY,

(3) BEOMOBIE. SEMEOHELUS. RiadH(E?
T4 L—ZOHOHBENIIESEREN THDINLENH D ET
—DFD, filE, KE, BE, HE. ERIGFRAS5HDTT,

A-BOERETORTIE— FEX v —2, REkE 1.
IIREDHHEIC X > TA- B 238820, Thb

PS5 2T D S B 5 D

61

any other. The knowledge that people with disabilities can be an
active and equal part of the art society is one of the most impor-

tant facets of such work.

Tim: We know that our theatre for young people with severe
learning disabilities has to be highly interactive. In other words,
we need to be able to adapt what we're doing at any time to the
requirements of a spectator. Because we work in a very close-up
way, we are able to observe the reactions of the young people —
and their adult companions — very closely, and continually ad-

just what they are doing to suit individual needs.

Daryl: Being born Disabled meant that growing up I often found
myself segregated from my friends and peers through no fault of
my own, but through others’ perceptions of what I ‘could’ or
‘should’ do. You know, as a Disabled person who works in the-
atre, 'm always going to be challenging somebody’s perceptions
just by walking on stage.

For me [inclusive theatre] allows a lot more creative options,
those different people, with different experiences bring their ideas
and their creativity to the rehearsal room. I think those experi-
ences enhance and can bring a lot more life and depth to our

work.

Tanya: We honestly try to steer away from the disability stuff.
Our interest is in the theatre, in the making of the work. We
concentrate on the theatrical possibilities of a world where you
see more than you hear. We do use sound in our work, but the
visual always trumps it. You would understand our work with-
out sound. Additionally all of our work is original. Everything
starts on the floor with a mixture of the deaf and hearing cul-
tures. The best comment we could get from an audience mem-

ber after the show would be, “Were there deaf people in that?”

3) How similar is your work from other theaters or dance
companies in your country and region? How different?

Tim: This kind of theatre has to be multi-sensory, addressing
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the senses of touch, taste and smell — as well as the theatrical
stand-bys of seeing and hearing. Our performances may involve
aromatherapy, hand and foot massage, fans, foam and bubbles
as well as characters who can be identified by the texture of their
costumes, the ‘Objects of Reference’—iconic props - they carry, or
the scents on the wristbands they wear.

We always try to remember, that because many in these audi-
ences have communication impairments, it is very difficult for
us to know what they might be thinking. Yes, we listen very
carefully to whatever language they are using. It means that we
have to create the very best work that we can, work that we
ourselves find, challenging, stimulating, and satisfying.

Elizabeth: ASC is different from other Drama groups in that it
is for people who have special needs to work with Drama stu-
dents, young people who are in a college drama training pro-
gram. The drama students have not been trained in Special
Education and very few of them have had any experience with
people with disabilities. They come to the group with a wish to
help people that they view as being disadvantaged, but they soon
discover that they have as much to learn from them as to give.
In ASC the production is not the most important aspect of
the work. The importance lies in the process of making it safe for
every individual member of the group to reveal themselves
through their voice or movement. We therefore learn that it is
more important to listen, encourage, and make space for new

ideas, than to try to impose structure.

Tanya: There is no one else. Seriously, we are the only group
that creates visual theatre in South Africa. Other companies

who work with deaf culture use sign language.

Daryl: Our work at Kazzum is unique as we are the only inclu-
sive company producing work for the outdoors that is focused on
young audiences. I am also the only disabled Artistic Director
running an established theatre company for young audiences in
the UK.

4) Do you think your work plays any role in changing
traditional perceptions of persons with disabilities or
changing traditional perceptions of performance? If so,
how?

Tim: It’s not just about techniques; it’s also about attitudes. We
put as much imagination, playfulness and care into our work as
we can. Audience members respond to this (not always, but of-
ten enough) by reacting in ways that challenge the labels, the
syndromes, the behaviours, which are used to define them. Atti-
tudes shift, and it is my hope that the spirit will become part of
the day-to-day routine and influence behaviour long after we have

packed up our van and are on the road to the next gig.

Daryl: Our work profiles disability on an artistic platform. It
creates opportunities for personal interaction between disabled
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artists and young audiences, this process of the shared artistic
experience inspires and creates a different level of understand-
ing and can lead to a greater acceptance by those who wouldn’t
normally see past the stereotypes of disability.

Elizabeth: My own experience of traditional perceptions of per-
sons with disabilities comes from being the mother of a daughter
with Down syndrome. It was a hard road as at that time the
world looked at her in very negative terms. Everything was about
what she couldn’t do, how she didn’t fit in, how she looked differ-
ent, talked ‘strange’, didn’t understand etc. and the message the
world clearly gave her was that “she was wrong” and that every-
one else was “right”. That’s a hard message to live with. How-
ever, with the help early on from our doctor, we were encouraged
to see Becci as an individual in her own right, and to give her
every opportunity to express herself creatively, which she did.
Her passionate interest in playwriting and acting was the inspi-
ration for the beginnings of All Star CAST.

So the work of ASC changes traditional perceptions of per-
sons with disabilities by getting under the limiting labels and
revealing the wonderful individual underneath, who's take on
life is often precious and worth listening to and learning from.

Tanya: We aren’t out to change the world. We don’t try to be
didactic or “teachy-teachy”. It is amazing when audience mem-
bers are surprised when they are so moved by a silent piece.
There is not much integration in South Africa, many people have
never met a Deaf person or been impacted by Deaf Culture. At
FTH:K we have Deaf audience members sitting next to hearing
audience members and they are all able to laugh and respond at
the same time. There is no lag because of an interpreter and
that shared moment is new for many people.

Affecting the content is different, but we have been recog-
nized as a company that leads visual theatre as a medium, re-

gardless of our Deaf focus.

5) What is your vision for the future of your work and the
field of TYA (theater for young audiences) and disabil-
ity?

Elizabeth: The ASC group began in 1991 and has grown ever
since, so that last year we had four groups and a waiting list for
both actors and drama students wanting to join the program. In
2010 Larry Elin directed a documentary film called ‘People Like
Me’ which was shown on PBS and which has brought a lot of
interest to the program. Our next step is to approach other Drama
departments within universities and colleges, with the idea of
opening their own groups.

Tanya: Two months ago I would have responded differently, but
we really have to reinvestigate our relevance and whom we are
here to serve. We are trying to do two things at once. We want to
create an artistic world and uncover society’s perceptions, and
I'm not sure if that’s sustainable. I know that we do need to shift
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more towards young audiences because that will help us achieve
both goals. The young audiences are the ones who need to be

prepared for the future.

Boris: Youth and young people are more open and accepting.
They are more willing to change traditional forms of society, to
explore and learn. All those new experiences become a real life
and create a need to be aware of others who are different. For us
this is a seed that we have to care for, creating a safe place to
grow with support and encouragement.

Daryl: I want our work to continue to flourish and to grow, both
in scale and in audiences. Visibility is a key factor when wanting
to address perceptions; the more we see ‘difference’ the sooner

we accept it.
Three other voices:

These are professional dancers in the sense that the quality of
their work and the quality of their commitment as dancers ts
the same as if that person does not have a disability. That's
why Lwant to push things, to promote the touring company, to
engage in [more mainstream/ collaborations. I think that s when
people actually start saying, this is serious. — Phillip Channells,
Artistic Director of Restless Dance Theatre, Australia

We are not aofraid to step into the cold, dart side. At first were
scared, but afterwards we feel good. We are witty, emotional,
we go deep into the work, we go places you can't go in real life.
Statement from the ensemble of Back to Back Theatre, Victoria,

Australia

There is still much to be done. It’s important to use theatre to
bring the audience closer to other cultures. Theatre can enter-
tan, but at the same time, it can bring understanding. Haydee

Boetto— Sena y Verbo, México City
On Inclusive TYA, by Danny Braverman

Something remarkable has been happening in theatre in
the UK: let’s call it Inclusive Theatre for Young Audiences (In-
clusive TYA) for now; perhaps a better term will emerge later.
The lack of proper recognition for this work should come as no
surprise. Firstly, the work is for children and young people: a
Cinderella sector that is often denigrated as the first rung on the
career ladder; then, the work is about disability, so it’s easily
dismissed as “worthy”: an instrument of social change lacking
the “excellence” of the mainstream or the “innovation” of experi-
mental work. But a closer look reveals that not only is Inclusive
TYA exciting and innovative, it’s also an area where the UK is
arguably leading the world.

Why is Inclusive Theatre for Young Audiences needed?

Mainstream theatres, both publicly funded and commercial,
have a range of schemes and measures that at their best are
improving disabled people’s experiences, but at their worst are
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token efforts to remain compliant to legislation and to tick a box
for the Arts Council. What Inclusive Theatre aims to do by con-
trast is to make sure that access for all children is built-in, not
bolted on. We need theatre producers to consider the disabled
young person as an audience member of equal status to every-
one else in the community. One in seven children is considered
to be disabled - do their cultural needs and rights get given the
same consideration as their non-disabled peers, let alone adult
audiences? Those that choose to go on the Inclusive Theatre
journey will of course be driven by a passion for equality, but will
also find it opens up ways of making theatre that will benefit all
audiences of all ages; as with so much art, what can seem limit-
ing is actually stimulating.

For the disabled young person then, experiencing an Inclu-
sive Theatre show can be life changing. With access at its heart,
the show can meet young people on their own terms. So, for
young people with communication impairments and learning
difficulties, the narrative can be re-enforced visually as well as
verbally; unusual audience responses can be embraced and be
part of the rapport built between performer and audience; a sound
picture can be carefully crafted for blind and visually-impaired
young people; sign language integrated fully into the action for
deaf audiences; and tactile and olfactory environments created
for those with profound and multiple learning difficulties. The
presence of professional disabled performers encourages an “I
can do that” response and, of course, the stories and themes cho-
sen will resonate with the disabled young person’s experience.
What about the future?

The future is bright, it seems. More companies, more art-
ists, more inclusion, more professionalism, more audiences, a
stronger sense of community. We are moving toward a world
where differences are embraced and celebrated.

Reports and resources from the UK
Some important reports and resources are on the TYA-UK
website at http://www.tya-uk.org/site/reports/

These include Danny Braverman’s full report entitled Tn-
clusive Theatre for Young Audiences” as well as ‘Whose Theatre
is it Anyway?, an interim report issued following a major cel-
ebration and exploration of Disability Arts in Theatre for Young
Audiences presented by TYA-UK Centre of ASSITEJ at World
Congress 2011

Watch the ‘Whose Theatre is it Anyway? film at http:/
vimeo.com/user10971930

For additional information, contact daryl@kazzum.org or

vicky.ireland@virgin.net

Selected resources in the USA
The Kennedy Center in Washington, DC, has a number of re-
sources in this area available on the internet at http://
www.kennedy-center.org/education/vsa/resources/ . If you have
questions or would like more information, please email
VSAinfo@kennedy-center.org.
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TACT/FEST 2012 in OSAKA 8.6(mon) — 8.12(sun) www.tact-japan.net

TACT, short for “Theatre Arts for Children and Teens” , started in 2007 and marks its 6th
anniversary this year. It is an international festival with the purpose of providing children

a stage to get to know performing arts.This is a festival full of exciting surprise.

Here you can enjoy the best performances from festivals all over the world. Also, attending
the symposiums and workshops will give you a precious experience and memory.

Entertain your eyes, satisfy your ears. A carnival for children and families this summer!

Artistic Director/Program Director

Kohey NAKADACHI

kohey@thekio.co.jp
www.facebook.com/kohey.nakadachi

' +81(0)6-6623-3585
contact@tact-japan.net
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“Theafer IS Nuchigusui”
“Nuchi du Takara“'is the spirit of Okinowa

By E ELFF R0

Protect and hand down life, even in hord times
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“'Nuchigusui “ is what supports “"Nuchi du Takara”

"DriE 1T 2T7<¢n2nH "

“'Nuchi¢usui “ nurtures spirit and life
HELFVEHEEHT

What is Nuchigusui...?
It means “medicine for life” or “medicine for long life” in Okinawan language.
However, this ‘medicine’ is not just a normal medicine. It is a nutritional medicine for your life.
For example, we often say “Oh, it was a good Nuchigusui!” after seeing a moving performance.

Also In Okinawa you often hear the proverb, “Nuchi du takara” which means “Life itself is our treasure.” It is the
precious word we have learnt from our experience of the wars and the history of difficulties. It is the lesson from
our ancestors that we must be brave to protect our lives however tough the situation. “Nuchigusui” is the energy

which supports our precious treasure: life.

The people in refugee camps who survived the battle of Okinawa celebrated their survival as well as their lives
with Kankara Sanshin made from American military waste cans. The sound of Kankara Sanshin was exactly the
“Nuchigusui” for the survivors, after losing their families and their country. But the sound was also an initial cry
telling the revival of Ryukyu performing arts that Okinawa boasts to the world.
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http://www.Kijimuna.org

TOWN CENTER KOMINKAN The minute we are born we find ourselves in a
situation of competition.

FRI 3 AUG: 5.00PM On TV, endless shows are about who is to win
the million, who will participate in the Big

- —————————————————————————  Brother and become famous, Eurosong

SUN 5 AUG 11 OOAM [ ) contests for adults and children.

HERUNNING TIME: 70 MIN. .7 Stars, stars, stars, how are they keeping up?

HHOST: OKINAWA CITY What are they doing? Who are they living

M Supported by: Japan Agency for Cultural Affairs With? The new astronomy. Total peep show...
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ASSITEJ International Meeting 2013 in Linz

With “Facing the Artist” Linz 2013 focusses on artists from around the globe and provides great opportunities to
experience performing arts for young people in all it's variety and richness! With over 90 ASSITEJ theatres, fes-
tivals and artists and yet many international guest performances, Austria is always worth a visit! We are looking

forward to seeing you in Linz 2013! More information on: www.assitej.at
ASSITEJ ;000
A u St 1Q osterreich
Theater des Kindes

Theater des Kindes was established in 1973 and has its present fixed location in the heart of
Linz, Upper Austria. The feedback for the productions is amazingly positive and the theatre has
received and has been nominated for prizes on several occasions.

office@theater-des-kinds.at | www.theater-des-kindes.at

spleen*graz 2014

spleen*graz is an international and independent theatre festival for young audience founded by
Mezzanin Theater und Ta0!-Theater am Ortweinplatz. It takes place every two years at various
stages and in public space in Graz/Styria and features a broad range of performances, including
plays, contemporary dance and crossover projects.

Next time: February 2014. Applications from international theatre groups welcome!

info@spleengraz.at | www.spleengraz.at

TOIHAUS THEATRE SALZBURG

* Theatre in the city centre of Salzburg since 1984. A specific combination of dance, music and
acting is essential for the theatre's artistic style. Productions for adults and for children.

* Austrian ambassador for theatre fog children: guest performances throughout Europe, the USA
and Japan. J/

* International theatre festival ,,BIM BAM" for the youngest (since 2007). \

office@toihaus.at | www.toihaus.at

SZENE BUNTE WAHNE

Founded in 1991 SZENE BUNTE WAHNE has become a European hotspot for performing arts for
young people! The two anual festivals of SZENE BUNTE WAHNE (Performing Arts, Sept./Oct. in
Lower Austria and Dance Feb./March in Vienna) are among Europe's largest professional festivals
for children and young people featuring drama and object theatre as well as contemporary
dance und performance. |

\

office@sbw.at | www.sbw.at
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