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Ed. Zijin CHEN .- . .-

In June, an announcement opened doors for artists from diverse
backgrounds to immerse themselves in the captivating realm where
art merges with technology. Admit rapid technological
advancements, both solo artists and collectives who share a
fascination for the potential synergy between art and technology
are invited to be part of this endeavor.

This interview with Dr. Yumin Ao, the curator of CAPAS 2024, was
conducted by Zijin Chen, on August 30.
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Chen: In light of the upcoming CAPAS2024, can you share your observations and insights
on the evolving relationship between art and technology and briefly discuss the preparations
and ethos driving this festival? What was the inspiration behind conceptualizing an art
season centered around the interplay between art and technology?

Ao: In my discussions with peers and younger cohorts, I've consistently observed a profound
interest in the interplay between art and technology. A prime example of this convergence is the
ACGN realm, which stands for Anime, Comic, Game, and Novel. To many, especially the
younger generation, the ACGN realm is more than just entertainment; it's a cultural movement and
a significant currency in artistic practice. As technology has evolved, it has seamlessly integrated
into the ACGN world, enhancing the depth and range of expression within it. Think of how virtual
reality and augmented reality are now used to create immersive experiences in games or
interactive comics. This blending of art and technology is reshaping the way we perceive and
interact with these mediums.

Given this exciting intersection, I felt it was crucial to create a platform, hence the inception of this
festival, to delve deeper into this intricate relationship between art and technology. Our festival
aims to highlight how technological advancements have not only transformed the tools artists use
but also the very essence of creative expression and how audiences engage with it.

Chen: In the context of CAPAS2024's dedication to the intertwining between art and
technology, can you share insights into the preparations undertaken for the festival,
specifically concerning the call for artist submissions? How has the global community
responded in terms of participation and artistic forms?

Ao: In anticipation of the Contemporary Asian Performing Arts and Performance Art Season 2024
(CAPAS2024) in Gottingen, we initiated a comprehensive call for artists in mid-June. This was
broadcast across several platforms, such as the EU-funded Creatives Unite, Berlinartlink, and the
Asia-Europe Foundation, echoing our commitment to fostering a global nexus of art and
technology.

The Call for Artists has garnered widespread attention. A total of 75 proposals poured in. We
received entries from a vast array of artists and collectives across 26 countries, stretching from
Armenia to the United States and including renowned artistic hubs like Austria, China, France,
India, Japan, and Germany, etc. The artistic concepts submitted were as diverse as they were
inspiring, ranging across music, theater, dance, performance art, and multimedia presentations.

A glance at the CAPAS2024 applications reveals that 35.6% of the proposals aim to merge
multiple artistic disciplines, embodying a truly interdisciplinary spirit. These projects, seamlessly
intertwining music, dance, performance, and new media elements using AR, VR, Motion Capture,
and Sound Capture, have unequivocally seized our focus. Such proposals have been particularly
intriguing to us, as they mirror the ever-evolving frontiers of artistic exploration in our
contemporary world.
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The open call has enlisted the expertise of three discerning judges: Prof. Dr. Georg Hajdu from
Hamburg University of Music and Theater, Japanese stage and film director Hiroshi Koike, and
artistic director Yu Rongjun from Shanghai Dramatic Arts Center. With the application deadline
having concluded on August 22nd, we are now embarking on the selection process, aiming to
finalize the selection by the end of September.

Chen: Considering CAPAS's emphasis on the interplay between art and technology, can you
share the motivation and personal insights that led to the inception of this art season?
Specifically, how did your experiences in Gottingen highlight the challenges and
representation gaps faced by Asian artists in the European theater landscape?

Ao: The drive behind organizing this art season originates from personal observations and a
profound connection to Asian theater and performing arts. As the editor-in-chief of an Asian
theater-focused journal, I've had the privilege to witness firsthand the innovative ways in which
traditional theater is embracing modern technology to forge new expressions. However, the rich
creativity of artists with Asian backgrounds is often underrepresented on the European stage.

During my time at the University of Gottingen that began in 2018, the conspicuous absence of
Asian productions, artists, and attendees at The Theater in Op—a university institution established
in 1984—caught my attention. This omission created a notable void in representation for the Asian
faculty and students. Beyond academia, a similar pattern emerged within the city and on a national
level. Asian migrant artists encountered obstacles in terms of visibility and resource access. Many
talented Asian migrant artists grappled with visibility challenges and faced limited access to the
ever-evolving technological tools that could amplify their stories.

Regrettably, efforts to promote diversity through various theater festivals in Germany often
adhered predominantly to political correctness, sparking contentious debates. These events
frequently missed the essence of true inclusivity, which extends beyond borders and encompasses
the technological renaissance underway in the artistic domain. This highlighted the pressing need
for an inclusive platform transcending geographical boundaries, providing a space for artists from
any corner of Asia, including those identifying as Asian artists outside the continent.

Chen: Could you walk us through your own journey in the theater and performing arts,
especially in interdisciplinary projects? How have these projects reflected your philosophy
and vision for Asian theater, and how do they contribute to the larger dialogue between
Europe and Asia?

Ao: From 2019 onward, alongside my academic pursuits, I embarked on theatrical projects,
including productions presented in Frankfurt and Gottingen like "Folding Cities," "Hello
Strangers," "Pldrren," "Love Letters," "The Last Laughs," and "Tough." In 2020, I directed "The
Sound Topography of Goéttingen" as part of the New York International Virtual Performance
Festival. I also curated a series of concise plays named “Thunderstorm 2.0.” Interdisciplinary
works deeply resonate with my artistic philosophy, which centers on the convergence of elements

within the performing arts realm.
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In addition to editorial responsibilities and theatrical endeavors, I orchestrated public lectures on
Asian theater, inviting scholars and artists from across the globe. In my bid to promote dialogue in
Asian theater, I initiated public lectures, inviting internationally acclaimed scholars and artists.
Among them was Deepan Sivaraman, a renowned Indian theater director known for his avant-
garde productions; Octavian Saiu, a globally recognized theater critic; Rongjun Yu, an influential
figure in Chinese theater; Amelie Deuflhard, the artistic director of Kampnagel Theater and a
prominent supporter of contemporary theater in Germany; Nurkan Erpulat, a Berlin-based director
famed for his transformative works; Kyoko Iwaki, a curator and scholar renowned for her
contributions on Japanese contemporary performing arts; Xavier Le Roy, a French choreographer
breaking boundaries in contemporary dance; and Wang Chong, an innovative Chinese director
celebrated for his global collaborations. Their practices, investigations, and research are closely
related to Asian theater.

The highlight of my endeavors was the International Symposium on Contemporary Asian Theater
in 2022. With over 20 Asian artists based in Europe participating in the Forum of Young Asian
Artists, it witnessed the beginning of a voyage aimed at nurturing cross-continental artistic
dialogue between Europe and Eurasia.

Chen: How are you fostering collaborations and partnerships, especially with local German
theaters and university departments, to amplify the impact of CAPAS and align it with the
broader convergence of art and technology?

Ao: At this moment, I would like to begin by expressing my sincere gratitude. First and foremost,
I want to thank my co-curator, Mr. Xiaoyi Liu, the Artistic Director of the Singapore-based theater
company Emergency Stairs, for his invaluable insights and open-minded discussions. Equally, I
want to extend my heartfelt appreciation to my dedicated organizing team for their exceptional
talents and unwavering efforts.

In our pursuit to bridge art and technology, we've identified the power of collaboration as crucial.
Our commitment extends beyond individual efforts. Recognizing this, CAPAS has actively sought
to build bridges with prominent institutions. Collaborative undertakings with German theaters and
partnerships with university departments are in progress. We are also trying to liaise with artists’
associations and foundations in various regions with a view to helping artists from diverse regions
obtain support. We believe CAPAS can not only amplify its reach but also enrich the initiative
through these connections.

04



Chen: In the face of global challenges and uncertainties, how do you perceive the role of
artists and the performing arts? How does uncertainty shape the creative process and the
resultant expression?

Ao: Undoubtedly, the realm of performing arts faces uncertainties, exacerbated by global
pandemics and geopolitical shifts. Amidst this uncertainty, artists find their unique voice,
transcending reality to explore boundless possibilities. They don’t merely act as reflective mirrors,
but also as vessels of resilience and innovation. It's fascinating to see how such an uncertain
environment nurtures innovation, ushering unforeseen vocational opportunities and sparking
advancement. The crux lies in recognizing that uncertainty is woven into existence itself. Artists
respond to and interpret this uncertainty through their expressions, creating works that resonate
with emotions, thoughts, and experiences. Amidst challenges, uncertainty offers a platform for
creativity, driving progress and igniting advancement. (End)
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Physical Posture and
Historical Memory:
Taivwan Theater fm
tihe 1980s

Author/WANG Mo-Lin




After I returned to Taiwan from Japan in the 1980s, I started to participate in the small theater
movement, and my continuing work was also related to small theater. It's not because I insist on
doing small theaters by will, but because I don't want to let myself go down a path of being
institutionalized or mainstreamed. What does it mean not to be institutionalized and not to be
mainstreamed? This question is actually closely related to how to present a person's existence in
the first place. I've always felt strongly that I needed a space, a space where I could have a voice. It
can be said that making a sound is an important way for me to perceive my own existence. Until
now, up to this moment, I have been working in a small theater. What the audience feels from my
plays and can also read from my articles indicates that my long-term accumulation is producing a
marked effect. Accumulation is very important for directors. Only with solid accumulation can we
find a way to connect the trajectory of personal life with the context of history, and only then can
we connect with the history of Taiwan and the history of Taiwanese theaters. Otherwise, the
director is at best just a theatrical worker. In the end, 'accumulation' means constructing an artist's
creative style and ideas from the accumulation over a long period of time.

The reason why the 1980s is important to the history of Taiwanese theater is because of the
occurrence of a "small theater movement". It is necessary for us to review the historical traces left
by the entire 1980s. The Democratic Progressive Party was established in 1986, Martial law was
lifted in 1987, and the Berlin Wall fell in 1989, symbolizing the end of the Cold War era. From the
proclamation of Martial law in 1949 to its dissolution, Taiwan has gone through a long history of
38 years. This is the political background. In terms of economy, neo liberalism is prevalent in the
world, and its influence lies in promoting the secularization development of postmodern culture. In
the context of the 1980s, the "small theater movement" not only occurred in theaters, but also on
the streets, giving rise to the so-called "street theater". The report theatrical plays first appeared in
various sports occasions at that time.

Action and Street Theater Anti-deforestation




It is worth mentioning that the introduction of Japanese dance to Taiwan through the White Tiger
Society has influenced local theaters and led to many aesthetic innovations. Many works reflect
Taiwan's discussions on numerous social issues in the 1980s. At that time, university clubs were
also very active, and small theaters were set up one after another to carry out club activities. The
concern of college students for social issues was reflected in the action dramas they created.
Starting from the "body", performances were carried out in theaters and also in various spaces, and
then, body actions gradually moved towards performance art. Of course it was not called
performance art at that time, but it highlighted a kind of "body" action. The issues involved in
these actions were very diverse, ranging from various socio-political issues to indigenous people,
homosexuality, feminism and so on. A very important point is that the mind was gradually
liberated from the spatial categories under the awareness of martial law, which had a huge impact
on young people. There was a flash point: several young people carried out a performance in the
underground passage in front of the Taipei Fire Station. They were chased away by the police,
which caused a great disturbance. Because people were liberated from the idea of public space
under the awareness of martial law, discussions on public space began to appear in the 1980s, such
as the relationship between architecture and public space. New ideas were constantly emerging. At
that time, the "NTU Graduate Institute of Building and Planning" played a very important role in
the promotion of new concepts.

In addition to "space", there is another important concept, which is the "body" mentioned above,
and I would like to talk about this issue in detail. In the past, "body" was a concept that was only
used in the context of physiological health or medicine. In the 1980s, "body theory" began to
appear in theaters. When it comes to "body theory", it is necessary to sort out my own creative
context. At that time, I had already done more than twenty plays, and while doing it, I was
thinking about how the "body" can be used as a communication tool in performance. How can
artists present the relationship between the body, history and culture through performance? What
kind of emotional expression has the Taiwanese body formed in the cultural context?’How can we
sort out historical memories from the cultural context, and then express the memory of history
through the posture of the body in the theater? I believe that the expression of body posture
originates from shared historical memories. Under the oppression of the Cold War and Martial
Law, our bodies were restricted, which in turn restricted our minds. Then, such limitations are
reflected in the body's actions, often resulting in a situation of retraction. Retraction does not refer
to the retraction of movements, but rather to the tendency of the body to naturally retract when
expressing emotions.

In 2010, I collaborated with Korean actors in a play called “Goodbye! Mother". The play is about
Chun Tae-il, the leader of the labor movement in 1970, who set himself on fire as a protest against
the factory's failure to implement the Labor Standards Act. He held the Labor Standards Law in
his hand and burned himself to the ground. The body portrayed by Korean actors is also the body
of Koreans under the martial law of the Cold War, which is different from ours. However, they
express a suppressed and introverted emotion that I mentioned earlier, corresponding to the inner
spiritual activities. That is to say, Korean actors present the bodies of workers suppressed under
the Cold War martial law, while also expressing the physical posture of Koreans in a specific

historical context.
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The body postures presented by the Korean actors had a great influence on me, reminding me of
the events that happened in Taiwan during the White Terror period and how Taiwanese people's
posture was shaped under the influence of martial law during the Cold War. That is to say, during
such a long period of this martial law, what kind of internal oppression did we have on our bodies
and what kind of posture may we make? As I previously stated, a person's posture can evoke
memories and other strong emotions. This type of nostalgia-inducing feeling helps to keep the
memories of a martial law era during the Cold War alive. Thus, the Cold War's experience of
martial law had a significant impact on how Taiwanese people expressed their emotional
memories. Of course, we all know that memories gradually deteriorate with time, and even
become somewhat vague or blurred to some extent. But this spotted memory evokes a particular
feeling in us. We all appear to have a certain emotional memory that is triggered when we see an
old house, a historical location, or even a small object.

We have formed a memory of the history of martial law, and the expression of memory needs to
be reflected by external body postures, but in fact this is not absolute, because there is a certain
haziness and vagueness in our memory. Just like the feeling you have when you see an old house
or a historical site. So, later on, I successively created "The Waste Land" (2011), "Antigone"
(2013), " The North Korean Defector" (2017), and even "The Sorrow of Two Girls" (2019). A
narrative strategy is developed, that is, to use body gestures to perform repressed retracted
emotions.In the narrative I applied this strategy where I used body postures to express repressed
emotions. The "Wasteland" tells the story of my own personal experience. In the Taiwanese social
atmosphere of the 1980s, I went through emotional upheavals when confronted with left-versus-
right and unification-versus-independence political ideologies. "Antigone" is about what happened
in three different cities, Beijing, Taipei, and Seoul, during their respective periods of martial law.
"The North Korean Defector" features actors from Malaysia, Korea, and Taiwan, so I created a
Cold War scenario in Asia there. In 2019, I created "The Sorrow of Two Girls", the plot of which
takes place on the eve of the white terror incident on February 28, and the white terror actually
began in the 1950s following Retrocession Day. I used a comparative narrative strategy to talk
about the disintegration of the family, discussing the hidden emotions, not the emotions that exist
outside, but rather allowing the characters to form their own emotional narrative space within the
inner world. I won't speak directly about the history and concept of white terror, because I'm
worried it will turn into dogma and propaganda. Watching a play is not taking a history lesson. We
emphasize the process by which historical situations become personal memories. There are
personal emotions in the drama, and these emotions are very complicated, or they contain political
suppression, or the political persecution of people’s loved ones, and so on. I avoid talking directly
about this matter, but rather about the memory that these things have formed in my personal
experience. If this memory contains very profound emotions, how should it be expressed?
Whether it's the memory of white terror or the memory of the Cold War martial law, I basically
use this way to handle the issue of expression.

The development of small theaters and even contemporary theaters in the 1990s was crucial, and a
key factor was that Taiwan entered a period of social transformation during this historical stage. At
that time, artists faced a problem of indigenization. Before the lifting of martial law, the
indigenization movement had already had an impact. Artists were confronted with the legacy of 38
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years of long martial law history. On July 1, 1987, martial law was lifted with a single order, but
the lifting of martial law could not completely eliminate anti communist ideologies overnight. In
the 1980s, the Martial Law was promulgated, followed by the end of the Cold War and the era of
neoliberalism, while also facing the pressure of developed countries on the Third World through
globalization. Due to problems with industrial structure, globalization in the neo-liberal era has
severely squeezed the development space of Taiwan's industries. Taiwan's industries in the lower
reaches of the third world began to slowly move outward to Vietnam, Mainland China and the
Philippines. At that time, there was still a question, namely, how does Taiwan view the world and
how does the world view Taiwan? That is to say, globalization has deeply impacted Taiwan's
economy, culture, and ideology. In the era of neoliberalism, people's way of thinking about
economy and culture is different from that in the atmosphere of martial law during the Cold War
before the 1980s.

He Jingtai first touched on the sensitive topic of "White Terror" in 1990. That year, he published a
photography collection called "The White Archives". This classic portrait series trilogy includes:
the first book "Urban Underclass" tells the story of homeless and street dwellers, the second book
"The White Archives", and the third book "Revealing Work Injuries". Regardless of his
photography achievements, I think when he deals with these three issues of realism, the first thing
he thinks of is not visual aesthetics. In "Urban Underclass"”, he focuses on abandoned bodies from
a different perspective. In "The White Archives", there are imprisoned bodies, while in "Revealing
Work Injuries", there are damaged bodies. The creative background of the photography collection
"The White Archives", which is about imprisoned bodies, is closely related to the small theater
movement in Taiwan in the 1980s. I will focus on two points: firstly, due to the influence of the
left-wing trend in France, the reading clubs of the island's universities were reading left-wing
books. Secondly, at the theoretical level, many research institutions that focus on left-wing ideas
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emerged, such as the “NTU Graduate Institute of Building and Planning". For young people, left-
wing research was a hot topic at the time. Influenced by left-wing ideology, art was linked to street
movements, which means that realist art explored political and social issues through its integration
with street movements. Also, another area related to the Taiwan Small Theater Movement is the
avant-garde ideology of the New Enlightenment era, which refers to the ideological liberation
before and after the lifting of martial law. The discourse of the 1980s is very different from that of
the 1970s. The new discourse includes new language and forms, both of which are experimented
and created in small theaters.

“Leftist ideology" and "avant-garde ideology" are two key words for a deep understanding of He
Jingtai's photography collection" The White Archives ". Additionally, I believe he boldly and fully
utilized a piece of 'black cloth'. The so-called "black cloth" can also be seen as a metaphor,
connecting with the body of the victims of white terror, becoming an imagery of the image.
Metaphorical techniques have long been used in the history of photography, and obviously cannot
be considered as He Jingtai's original creation. However, his uniqueness lies in "connecting" with
the victim's body, thus reflecting the dark history. The use of metaphorical forms has already
shown that He Jingtai advocates a modernist spirit in his works, which directly targets the deeper
spiritual world rather than emphasizing external forms. The victims of white terror are flat images
of the real world, and through artistic processing techniques such as the connection between the
body and the black cloth, a victim's spiritual world is superimposed, forming He Jingtai's
modernist aesthetics. It's like adding colors for the purpose of emphasis in painting, where the
body, like a still life, has its own independent existence, but the spatial intention deployed by the
black cloth turns the entire picture into a landscape. We can say it is a scenery of memory or a
scenery of fact, but it is also a scenery with symbolic significance.

The black cloth is actually blank, just like a white screen, with images flowing inside. The image
flow contained in the black cloth is a kind of black memory, where white terror and black memory
are intertwined as text, creating a strong body that allows the audience to grasp the core of the
photographer's expression, that states that violence and history are inseparable. That is to say, the
trauma of violence, like history, gradually becomes an accurate record of the spirit of the times and
the inner emotional world of people. Brainwaves and electrocardiograms are both manifestations
of emotional expression, and we can observe precise records through instruments. Differences in
radians and curves indicate fluctuations in emotions. That is to say, He Jingtai used a similar
precise recording method in his photography works, but he not only used realism to depict the
body of a victim but also portrayed a hidden history - the history of victims of left-wing
underground party organizations, which is still undisclosed to the public. If the scenery of memory
reveals the tragedy of the body, then the black cloth sets off the bodies of the victims of white
terror in different ways, allowing us to see more vividly. Following the transition of the camera, it
is like scenery jumping in one after another, and the state of the human soul is flowing and
changing with the passage of time. How sacred and solemn all this is! (End)

Edited by Yumin AO
Translated by Iuliia Baturo
Images Courtesy of Wang Mo-Lin
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WANG, Mo-Lin

Born in 1949 in Tainan, Taiwan, Wang Mo-Lin is a veteran theater/culture critic, theater
director, and performance artist. Before 1991, when he established Body Phase Studio,
Taiwan’s first alternative performing arts collective with a focus on interdisciplinary projects,
Wang organized and produced October (1987), a grand-scale outdoor show in a worn-down
warehouse on the beach, realizing the idea of “environmental theater”. In 1988, he organized
Taiwan’s first “action theater” event, Dispel Orchid Island’s Evil Spirit.
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An Iconoclastie Rebel.
Author/Liangting GUO

| . White Freedom

According to Wang Mo-Lin, the spirit of resistance in post-war Taiwan must be traced back to the
liberalism represented by figures such as Hu Shi, Lei Zhen, Yin Haiguang, and even Li Ao and
Nanfang Shuo. It may seem contradictory: Isn't it strange that, a cultural radical, in order to
establish a method that encompasses both creativity and criticism, delves into the complex history
of "Cold War - Martial Law - Anti-Communism," and despite a lifelong struggle against
capitalism and nationalism in Taiwan, considers the anti-communist liberals as rebellious
enlighteners?

In the 1950s, with the outbreak of the Korean War, Chiang Kai-shek's Kuomintang regime, in
coordination with the global Cold War initiated by the United States, launched a crackdown on
leftist underground organizations in Taiwan. This was partly due to the circumstances of the time
and mostly driven by the mission of "anti-communism and resistance against Soviet Union" that
the regime adopted. Intellectuals associated with "Free China Journal" had limited room for
criticism amidst the bloody purges, and their silence of dissent was likely tinged with indifference.
During the era of White Terror, even freedom itself was tainted with whiteness. Wang Mo-Lin, in
his teens and twenties at the time, experienced the bleakness of this constrained freedom. How did
such a white freedom become a source of youthful resistance?

We must transcend the barriers of ideology and see how to exist as individuals through critical
thinking. The Chinese liberals who came to Taiwan after the war had to engage in thinking under
the oppressive rule, where it was almost impossible to do so. They were unable to adopt a position
different from the government's, nor were they able to persist in thinking for themselves. From this
perspective, the post-war liberals were a generation that contemplated impossibilities. In the words
of Wang Mo-Lin, having experienced Japanese colonization and the martial law during the Cold
War, Taiwan collectively became accustomed to bodily inertia, harmless desires, and a lack of
intellectual courage. It was a stable void, finding partial security in drifting. Liberalism served as a
way to anchor this ethereal realm, providing a point of existence through thought. [2] Let me give
you just one example: Li Shike committed his first armed bank heist in Taiwan in 1980. After the
case was solved, amidst the applause, Li Ao wrote: “If you want to leave the army, you will not be
allowed to leave. If you want to leave the country, you will not be allowed to leave. Distress,
resentment, insecurity, every reason is justified and normal, it all constitutes a veteran's protest, it
all constitutes a human being's protest. Without this kind of protest, would a person still be called a

erson?"[3]
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People are born to resist; this is the torch that liberals carried during the period of martial law,
helping people to move forward in the void when leftists and dissidents were all arrested and
imprisoned. The reason why it was necessary to deal with liberalism is that liberals endowed
Taiwanese people with an imagination of post-war modernity. This modernity not only includes
the constitutional system, democracy, human rights, and freedoms, but also resistance, which
ultimately nurtured later rebels such as Wang Mo-Lin.

However, the resistance of liberalism is to resist the government's violation of individual rights. Its
belief in universal human rights makes it only brush aside historical and geopolitical issues. Even
the "freedom" itself, which is equivalent to rights, is also problematic. Wang Mo-Lin's awareness
of these issues comes from the historical materialism he came into contact with during his studies
in Japan.

Il. The Dialectic of Darkness

It is known that what Wang Mo-Lin studied in Japan was drama. However, whether it was
watching Shuji Terayama, Butoh, or Tent Theater, or joining Japanese friends in street protests
against the Emperor and discrimination against indigenous people, what he truly learned was
history, which was covered by the state of Cold War and global capitalism dominated by the
United States. This history, like the universal halo of freedom and democracy, cast a deep shadow
in East Asia and the Third World. His book, The Post-Showa Japan, is a culmination of his
observations in Japan. It is mentioned in the book that after the outbreak of the Korean War, the
United States brought Japan into the anti-communist war preparation system in the Western
Pacific in order to suppress the labor movement organized by the Japanese left. The most effective
way to achieve war readiness was to preserve the pre-war imperial system. [4] Consequently, the
democracy and freedom that were at odds during the war became allies in the post-war era. The
U.S. intervention prevented Japan from holding the emperor accountable for his wartime
responsibilities and also suppressed Taiwan's criticism of imperialization and colonial history.

The Ankoku Butoh founded by Tatsumi Hijikata is a dialectical exploration of history from the
most materialistic perspective, focusing on the corporeality of the body and the materiality of
matter. It aims to peel away the layers of organs and flesh, rediscovering the war memories erased
by post-war history and exposing a forgotten bodily memory, a history devoid of recollection.
Wang Mo-Lin recognized this and has been writing about butoh since the mid-1980s, stating that
butoh is a radical rebellion against Japan's high economic development. Through the bodies of
farmers in northeastern Japan or by evoking the imagery of corpses in the ruins of the atomic
bomb, it challenges Western modernization's bodily transformation. In modern society, the body is
treated as a mere element of the urban landscape, while butoh transforms the body into a
collapsing black shadow within the landscape.

In the spring of 1986, Hsu Po-yun, who invited Butoh dancer Isamu Osuga and his "Byakko Sha"
to perform in Taiwan, commissioned Wang Mo-Lin to write an article on the first Butoh
performance to appear in Taiwan. Compared to Tatsumi Hijikata, Isamu Osuga's reflection on the
aggressive war launched by the Japanese army in Southeast Asian tropical jungles, including Bali
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in Indonesia, better reflected Taiwan's colonial history as a "southward base" in terms of
geopolitical context. After the performance, Wang Mo-Lin led the members of Byakko Sha to
locations such as Yeliu, Lin Family Garden, Huaxi Street, and the roundabout for shooting,
transforming these places into the savage scenes of "Modern Alice's Nightmare" and "Nightmare
Banquet" through the lens of a photographic theater. They appeared as a group of returning ghosts
from the South Seas, dwelling in the darkness of Taipei's urban landscape collapse. [5] The
performances of Byakko Sha, along with these photographs, as well as Wang Mo-Lin's ongoing
discourse on Butoh, later influenced the pioneering efforts of Tao Fu-lan and Lin Hsiu-wei in the
field of somatic dance in Taiwan.

As for Wang Mo-Lin himself, the imprint left by butoh dance can be seen in his works,
particularly in his "Black Hole" series, which he began creating in the year 2000. In 1999, the
devastating 921 earthquake occurred, resulting in the death of over two thousand people.
Following this event, Wang Mo-Lin was invited by Shu Shiwei, the founder of "921 Minbao," to
join the team in the disaster area for reporting and editing work. Through his firsthand witnessing
and contemplation, he became deeply involved in the tragedy. The collapsed buildings, crumbling
hillsides, and cracked ground during the earthquake were already sudden shadows in the
landscape, a violently disheartening scene. However, electronic media transformed the fallen
disaster area into disaster images, satisfying the voyeuristic desires of the masses through the
consumption of immediate visual content. The collapse of the landscape immediately turned into a
collapsed spectacle.

Therefore, in the creation of "Black Hole," Wang Mo-Lin collaborated with blind actors. Because
blind individuals do not perceive and move efficiently through sight, they enter a space slowly and
through touch. The space of the blind is a collapse of visuality, akin to the fractures created by
dark butoh dance. Within this concave crevice, the bodily perceptions consumed rapidly by
spectacular images and the fears buried and forgotten in the collapsing space can be re-
experienced.

l1l. Unresolved Martial Law

The lifting of martial law in 1987 marked the historical conclusion in Taiwan. In 1989, Francis
Fukuyama, a Japanese-American political scientist, put forth the notion that with the successive
collapse of communist regimes, capitalism had achieved ultimate victory. He argued that
capitalism represented the most suitable and perfect system for freedom and democracy, and that
there would no longer be any fundamental contradictions that capitalism could not overcome.
Therefore, history had come to an end. Similarly, the lifting of martial law in Taiwan ended
authoritarian rule, paving the way for economic liberalization and political democratization.
Taiwan entered a vibrant period of diversification and has remained in this era ever since, as it has
become the endpoint of history.

At that moment, Wang Mo-Lin immediately posed a counter-question, preserving history for us
when history was disappearing. In October of the same year as the lifting of martial law, Typhoon
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Lynn struck. Wang Mo-Lin gathered active small theater groups such as Huan Xu, Bi Ji, and He
Zuo An, along with Wang Junjie's installation works, and held a large-scale joint performance
titled "Picking up the Moon" at the shipyard and UFO ruins in Xiban Village, Sanzhi. Despite the
inclement weather, the rehearsal and performance persisted for several reasons. On one hand, both
sides of the strait celebrate their national days in October, so we must ask: Has the divisive system
created by the Cold War been resolved after the lifting of martial law? If not, what was the purpose
of lifting it? On the other hand, the performance coincided with the opening of the National
Theater and Concert Hall, which is still regarded by the arts community as a milestone for
Taiwan's performing arts advancing towards professionalism and diversity. However, "Picking up
the Moon," which occupied the ruins in Xiban, posed a challenging question for the future that is
increasingly difficult to answer: Where is the space outside the system from now on? If the space
outside the system is permanently closed, where will the diversity come from?

Less than four months later, Wang Mo-Lin crossed the sea and came to Lanyu Orchid Island
during the Spring Festival in 1988, connecting with members of small theaters, colleagues from
the "Renjian" magazine who had previously collaborated on reportage dramas such as "The
Historical Testimony of the 60th Anniversary of the Taiwan People's Party" and "The Song of the
Horse Carriage", as well as elders and young people of the local Tao tribe, to launch the
"Expelling the Evil Spirit of Lanyu". Lanyu has been a storage site for nuclear waste since the
martial law period. After the lifting of martial law, the government decided to expand the nuclear
waste storage site in order to cope with the operation of Nuclear Plant 2 and Nuclear Plant 3,
which sparked protests among local residents. "Expelling the Evil Spirit of Lanyu" is an "action
theater" that combines the ritual of expelling evil spirits from the Tao tribe, the anti nuclear
movement, and the small theater movement. In other words, this action has uncovered a historical
scar that has not yet healed. Tao people have never enjoyed the convenience of nuclear power, and
can only bear the waste of nuclear power with pain. Lanyu has always sacrificed for Taiwan's
capitalist development, from the proclaiming martial law to the lifting martial law.

Has history come to an end, or has it come to a standstill in another way? So, what is this neo-
conservative form that appears to be open and diverse, but is actually a larger-scale incorporation?

IV. Defying the laws of nature

In the book Pier Paolo Pasolini: Cinema as Heresy translated by Lin Baoyuan, the author Naomi
Greene writes that Pasolini believed there was no distinction between dictatorship and democracy
before and after the war. Instead, there was a transition from the old fascism of Hitler and
Mussolini to a new fascism, which Pasolini saw as contemporary capitalism becoming the global
order and creating a new empire. One can argue that capitalism had already triumphed during
World War II rather than at the end of the Cold War. It can also be said that history has not moved
much since the rise of fascism, and capitalism is just a continuous reinvention of the pre-war
global power structure, with the post-war period being a certain kind of return to the pre-war era.
When the linear time of historical teleology is eroded by the ancient religious-style eternal return,
Pasolini said, history gives way to mythology. [6]
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From the perspective of returning to the mythological era, the new form of governance is no
longer clear entities like the state, patriarchy, or dictator, but a life politics that is as boundless as
divine power or the sky, enveloping every life and penetrating every body. As Wang Mo-Lin
stated in Taiwan's Body Politics, true modern revolution occurs within the body, elevating the
political ideals of "freedom, equality, and benevolence" in civil society to a universal principle,
treating the awakened consciousness of the petite bourgeoisie as reason, and transforming the body
into a rational apparatus where only rationalized desires can exist, with Logos fully dominating
Eros. [7] To this day, this rational myth has been renamed as "pluralism and openness," leading to
the fictionalization of our bodies through pluralism. We believe ourselves to be inclusive and
pluralistic, yet we still admire Western societies for being even more diverse and inclusive than us,
to the extent that pluralization is actually serving as a global marketing tool for the dominant
neoliberal Western nations.

When new forms of governance exercise control over our bodies in a righteous manner, reclaiming
our bodies becomes an act of rebellious resistance. Wang Mo-Lin proposes two paths to
reclaiming the body: performance art and improvisation.

In 1991, Wang Mo-Lin established the "Body Phase Studio" and subsequently held a series of
performance art festivals. He himself began publishing performance art creations such as "My
Body, My Country" at the beginning of this century. For him, as the body is extensively
reproduced as flat images and consumed as symbols in electronic media, performance art becomes
the most minimal yet powerful means to interrupt the media's penetrating influence on the body,
allowing the body to rise before the gaze of the audience. Similarly, performance art creates
resistance against the rapid reduction of the body and language into mere information. The
"performativity" of performance art expands a rich sensory world within language, turning the
performance itself into a metaphorical discourse and a language with multiple meanings. [8] In the
era of digital reproduction, performance art fills the lost bodily sensation back into language
symbols.

Wang Mo-Lin's method of improvisation began in 2001 when he participated in the "Asian
Encounter" performance project. Over time, he discovered that actors from different parts of Asia
could carry the influence of state violence during the Cold War and capitalism's oblivion of even
more extreme state brutality. For instance, we know that performance is inseparable from the
memories and imagined pseudo-memories of the performers. The actor's movements must possess
a narrative quality, meaning that the actions generated by the activation of bodily energy are time-
bound. However, in the memories of Asian actors, there often exists a blank space of forgetting,
causing the actions to get stuck halfway. This moment of being stuck is the moment of
improvisation because the actor faces a decisive choice in an instant: to confront the blankness or
to pass over it with pseudo-memories and fake emotions. If it's the latter, the actor's movements
become nothing more than a skill, and the performance becomes a mere algorithm of performing
actions and facial expressions, perhaps versatile in its variations, but the movements remain
lifeless, and the expressions remain frozen. The performer remains a person without a story.

On the contrary, if at this spontaneous and decisive moment, the actor can withstand the
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interruption in their actions and face the sense of unfamiliarity and danger brought about by the
disappearance of memory, then their improvisation becomes a rebellion against the death of
action. Their movements will be filled with details, penetrating from the outward appearance to the
organs, from gestures to touch, and trembling from their posture. In this way, performance ceases
to be merely physical, but becomes a performance of the organs, approaching what Tatsumi
Hijikata said: "The viscera of a Butoh dancer are outside the body!" [9] When actors learn to resist
the death of action, the death of memory, and the death of time in an instant, improvisation
becomes a practice of political resistance. The theater's resistance is primarily a resistance against
oneself, it is the "me" in the performance of organs that generates a flow of energy to resist the
"me" under the governance of biopolitics. All the resistance energy needed for any political action
in reality stems from this.

V. Rebuilding Ethics

The practices of performance art and improvisational bodily techniques are extensively employed
in Wang Mo-Lin's various works, including adaptations of Eugene O'Neill's play "Long Day's
Journey Into Night" in collaboration with Macau actors in 2013, which highlights the
disintegration of protestant ethics amidst the development of capitalism. In 2015, he collaborated
with performance artists Wadan Wuma, Wang Chuyu, Gao Xiuhui, and Jiang Yuanxiang to adapt
Heiner Miiller's "Hamletmachine," exploring national violence and the commodification of
pleasure as a death apparatus. Particularly noteworthy are his series of works known as the "Asian
Cold War Trilogy," consisting of "Antigone" (2013), "The North Korea Defector" (2017), and
"The Children's Hour" (2019). In these works, the actors' bodies serve as a phantom limb
phenomenon caused by the trauma of war, persistently haunting them even after history has been
forgotten, evoking the ghosts of history with a lingering pain.

The recurring themes of family, incest, the living and the dead, history and spirits in Wang Mo-
Lin's works reflect the significant role ethics plays in his creative endeavors. To a certain extent,
his artistic practice is a manifestation of ethics. In a postmodern era characterized by the end of
history and a flattened world, where concern has turned into self-obsession, interdisciplinary has
become self-contained, encounters have turned into isolation, and the Other has disappeared from
the field of vision, Wang Mo-Lin's work serves as a reconstruction of ethics.

We can turn back and ask from here: What is freedom? Is freedom, as advocated by liberals,
simply the exercise of individual rights? In his book "Ethics 21," Kojin Karatani criticizes this
definition of freedom, which is based on the pursuit of personal happiness and is utilitarian in
nature. This kind of freedom treats all living others as means to an end, let alone those who have
already died or those who are yet to be born. On the contrary, freedom should be understood as
Jean-Paul Sartre said, "Man is condemned to be free." It is not a right but an obligation, a
responsibility to recognize the limitations of human existence and then attempt to transcend them.
To achieve a thorough understanding, one must place oneself in the concrete social context and
production relations to comprehend others. This includes not only the living, but also the deceased
and future children. In other words, freedom is ethics. The rebellious resistance that defies
convention seeks to reclaim the body and the organs, to thaw the memories of the Cold War, to
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restore the capacity to feel the presence of others and the other side, history and flux, existence and
death.

And then, only under the sky of global capitalism and on the land of the new imperial colony, do
we have the possibility to escape and open up an escape route to freedom. Regarding the scenery
along this escape route, the ruins and wastelands on the way, the darkness and faint light, the
violence and redemption, Wang Mo-Lin has taken on the responsibility to understand, traversing
them throughout his life. I don't believe he has traveled very far; he has only arrived in a place that
is relatively difficult to reach because anything can only be felt when it is close by, just like death
always lingers around us. Wang Mo-Lin became a stranger nearby in this way. The following
passage is excerpted from an email he wrote to me on December 21, 2019. Please allow me to
quote it in the original text because only someone who has traveled for so long can describe the
nearby with such freedom:

"After the defiance of the heavens, the escape route reflected in my work is a search for a utopian
path and a search for the body. Both represent the existence of oneself as the subject, manifesting
sensory responses born from the manipulation of disembodied organs. Similar to alchemy, the
respect for natural elements becomes an aesthetic archetype of ethics, ultimately shaping a
primitive form of understanding the world. Just as nomadic peoples represent our imaginative
perception of the world's primitive form, utopia is a political totem. The exploration of the escape
route implies a desire to bid farewell to the world, marking the beginning of a journey towards
death. My work starts from death and follows the escape route that leads to death (the eternal
utopia)."

Translated by Iuliia Baturo

GUO, Liangting
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Chronology of WANG Mo-Lin

1947

1971

1978

1981

1982

1985

1986

1987

1988

1989

He was born in Tainan City.

He graduated from the drama department of Fu Hsing Kang College, and
served in the military for ten years.

He published the film monograph “Director and Works”.

He published the book “Film and Theater in China”.

He discharged from the army and went to Tokyo to study drama for three
years.

He participated in performing the reportage drama “40th Anniversary
Memorial of the Hanaoka Incident” in Odate City Akita Japan.

He returned to Taiwan frow Japan and worked as a journalist for magazine
“Ren Jian”. He was invited by “New Aspect” to plan the performance of
Japanese butoh dance group “Byakkosha” in Taiwan.

In July he invited the reportage drama “Roar! Hanaoka”, which was directed
by Japanese director Jin Ishitobi, to perform in Taiwan.

In July he participated in producing and directing the reportage drama
“Historical Testimonies in Memory of 60th Anniversary of the Taiwan People’s
Party”, which was written by Han Jia-Ling.

In October he planned and produced the event “October”, which included
interviews and performances from Little Theater and Visual Artists.

In February he co-sponsored with Wang Fei-Lin, and co-planned with Zhou
Yi-Chang the drama “Rip the Evil Out of Orchid Island”.

In February he co-produced with Wang Fei-Lin and directed the reportage
drama “The Worker Yan Kun-Quan”.

In March he participated in producing, directing and performing the reportage
drama “Song of the Caravan”, which was set in the 1950s left-wing purge and
written by Lan Bo-Zhou.
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1990

1991

1994

1997

2000

2001

2002

2003

In January he published the book “Urban Theater and Body™.

In October he planned and produced the reportage drama “Sun Shooting
Descendants: Wushe Uprising Event”, which was written by Lan Bo-Zhou and
directed by Li Haun-Xiong.

He founded the “Body Phase Studio” and planned several art festivals centered
on “Body”, such as “Dialogue between Sea and Island: Body and History
Performance Art Festival” (1992), “Post Butoh Festival” (1994), ect.

In November he published the book “Japanese Portraits of the Post-Showa
Period”.

He invited the American group “Bone Maze” to participate in “Post Butoh
Festival” in Taiwan, who’s nude performance caused a ban from the
government.

He became a resident artist at the first International Art Festival in Brussel and
a visiting artist at the ICA Art Centre in London, and he was invited to preside
over a dance critique workshop at the International Art Festival in Hongkong.

In October he wrote and produced in Taiwan the drama “Tsou-Odipus”, which

was directed by Lin Yin-Yu, co-produced by Body Phase Studio and Youth Art
Theater of China. This drama was premiered in Peking and toured the next year
in Taipei and Chiayi.

In September he wrote and directed the drama “Black Hole” in memory of the
first anniversary of the earthquake that occurred on September 21st, which was
performed at Critical Point Theater.

In December he founded the first “The Sixth Sense Performance Art Festival”,
wrote and directed the drama “Black Hole 2” for the blind, which toured in
Taipei, Tokyo and Shanghai.

In April he was invited by the French Association in Taiwan to write the
narrative drama “Hugo”.

In July he founded the first “Color Rhapsody Art Festival”, wrote and directed
the monologue “Beyond the Black Hole” for the blind, which toured in Taipei,
Peking and Hongkong.

In October he was invited to participate in the fourth Asia Meets Asia
Improvisation Workshop with three blind people in Japan. He participated in
the collective drama “Unbearable Dreams 2” with actors from Japan and
Hongkong. Later he participated in “Little Theater Art Festival in Asia
Pacific”, which was organized by Taipei Cultural Affairs Bureau.
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2004

2005

2006

2007

2008

2009

2010

In June he planned and produced the modern dance “Ling Rui” in
collaboration with blind dancers from Taiwan and France, which was
performed at the Experimental Theater in National Centre for the Performing
Arts.

In December he wrote and directed the drama “Murder in the Museum of
Military History”, which was produced by Chaishi Troupe.

In March he undertook the operating rights of Guling Street Avant-Garde
Theater in the name of Body Phase Studio, and established “Avant-Garde
Theater common operation committee” under collective management system.
In July he directed the drama “Black Hole Ending”, which was written by Zhao
Chuan and premiered at Hongkong Arts Center with a cast of common, blind
and mentally changed actors, later toured in Taipei and Shanghai.

In September he planned the activity “Theater Community of three Cities” in
collaboration with artists from Rush Theater in Hongkong, Grass Stage in
Shanghai and Theater in Taiwan.

In February he co-planned and co-produced the avant-garde drama “Knockin’
on Heavens’ Door” with artists and theaters from Taipei, Peking and Marseille,
which premiered in Taipei and then toured in Shanghai and Marseille.

In November wrote and directed the drama “The children’s Hour”, which was
adapted by Li You-Lou and produced by Mr. Wing Theater Company.

In November he co-directed the drama “Luxun 2008 in Asia Meets Asia with
Ohashi, Tang Shi-Kang and Zhao Chuan, which toured in Taipei, Hongkong,
Shanghai and Tokyo.

He received Taiwan Cultural Award (Art Criticism Category) from the Rotary
Club of Taipei West.
In June he published the book “A Treatise on the Body of Taiwan”.

In June he wrote and directed the drama “Goodbye! Mother”, which was
produced by Waterfield Tribe and Korean Shiim Theater Company.
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2011

2012

2013

2014

2015

2016

2017

In June he convened the activity “Anti City Change in Huaguang Community”,
and participated in it together with Watan Uma and Chen Yi-Ling.

In November he wrote and directed the drama “Black Hole 3” (New Edition),
which was produced by Body Phase Studio and toured in Kaohsiung, Taipei
and Macau.

In December he wrote and directed the drama “The Waste Land - To Taiwan in
19807, which was produced by Silvergrass Theater.

In November he wrote and directed “East of Eden: Silent Drama 2012”, which
was produced by Oz Theater Company.

In May he was invited by Art Festival in Macau to write and direct the drama
“Long Day's Journey into Night”, which was produced by Body Phase Studio.
In September he wrote and directed the drama “Antigone”, which was
produced by Body Phase Studio.

In August he wrote and directed the drama “Foucault is a Rooster” in
“Dissociative Disorder of Jingyan Lin”, which was produced independently by
Jingyan Lin.

In March he wrote and directed the drama*“Long Day's Journey into Night”,
which was produced by Body Phase Studio and performed at National Theater
and Concert Hall at Art Festival in Taiwan.

In December he guided the work and space part of the drama “Interpretation of
Hamlet Machine”, which was produced by Blacklist Studio and premiered at
Power Station of Art - ReActor 2015.

In March and September he wrote and directed the reportage drama “Beautiful
Island, Beautiful People” on the theme of the history of defending Diaoyu
islands movement, which toured in Taipei and Peking, and was invited to
perform in Daegu in Korea in July and at Taipei Biennial in November.

In June he wrote and directed the drama “North Korean Defectors”, which was
produced by Poor Theater and Korean Shiim Theater Company.
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2018

2019

2020

2021

2023

In June the drama “North Korean Defectors” (Soul Edition) was invited by
Center for Abyssal Studies from Hanbuk University and SSK North and South
Korea Comprehensive Research Center to perform in Soul, which was
produced by Body Phase Studio.

In August he guided the conceptual theater “Interpretation of Hamlet
Machine” — Video Project (Phase I), which was produced by Blacklist Studio in
Weifang Shandong Province.

In November he wrote and directed the drama “A Father, King Lear” (Korean
Edition), which was produced by Korean Shiim Theater Company.

In September he wrote and directed the drama “The children's Hour” (New
Edition), which was produced by Mr. Wing Theater Company and won the 21st
National Award for Arts.

In October he delivered a lecture on the topic of “From Modern Drama
Movement to Little Theater Movement” in the library of National Chiao Tung
University.

In April he directed the Shakespearean drama solo performance series “A
Mother, King Lear”, which was produced by Poor Theater and Body Phase
Studio.

In April he directed the Shakespearean drama solo performance series “A
Prince Hamlet”, which was produced by Mr. Wing Theater Company and Body
Phase Studio, and received the 20th Performing Arts Award of Taishin Arts
Award in 2022.

In January he directed the drama “Mother”, which was produced by Poor
Theater.

Edited by Renjun WANG
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Hesitant Japan:
Queering Relationalities in
Theater der Welt 2023

Author/Kyoko IWAKI

The phrase “decentering Japan” connotes a collective attitude that has haunted Japan throughout
modernization. The prefix “de-” suggests the distinctly ambivalent desire of Japan displayed
explicitly in the twentieth century; that is, first expressing the fervent wish to approach and join
the Western liberal order, yet, soon exhibiting hesitance to become the West. Within the liberal
global hegemony, Japan has positioned itself as the satellite nation of the West, orbiting around the
epicentre of politics and culture though rarely placing itself at the core to stave off consequential
responsibilities. Decentering, thus, seems to be connected to the contradictory wish for
simultaneously wanting and evading power, status, autonomy, and accountability. Decentering
also harkens back to the well-known Japanese cultural conundrum Roland Barthes posed roughly
forty years ago in The Empire of Signs. Unwillingly yet surely, the action of decentering reveals
that the actual centre is somewhere elsewhere, or to borrow from Barthes, “the centre is [left]
empty” (1983, 30). Through the cultural habit of deliberately maintaining the centre vacant, Japan
has constantly, sometimes shockingly swiftly, repositioned itself in the global hegemony and made
new relationalities with whoever is next in line to the political and economic throne.

Since 1945, the central reference point for Japan has undoubtedly been the United States.
However, as Naoki Sakai admits, for the past two decades, “the fatigue or exhaustion of Pax
Americana” has been observed not as a one-time blow or surprise like “the fall of the Berlin Wall”
but, instead, as a “long and gradual phenomenon” (Sakai 2022, 4).[1] In one way or another, as
Sakai continues, we are “facing the proliferating sense of the worthlessness of such categories as
the West, the Rest of the World, and so forth, whose cogency we used to take for granted” (ibid.,
4). The schematism of the modern international world is going beyond binaries, beyond nation-
states, and becoming queer. And I suggest in this paper later that this movement towards queering
the world should be embraced rather than feared or deterred as a mode of ontological condition
and agentic resistance against flag-waving political battles we now observe across the globe. When
discussing the shift in global geopolitics, the fact that Sakai mentions the fall of the Berlin Wall is
intriguing. The wall, whether with or without a capital letter, symbolises an object that divides two
geographic locations, but in the case of the Berlin Wall, it represents not only the collapse of
spatial binaries but also a landslide shift in epistemological assumptions on the state, history,

subject, and even humanity. It was a watershed moment when people entered the postcolonial,
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post-Cold War, and much later, the posthuman condition, whereby the position of liberal modern
humanism commenced wilting.

The two renditions of the Theater der Welt festival I discuss in this paper can be situated before
and after the political turn of 1989: the festival in 1985 and 2023. The reason why I have
specifically selected these two years is quite personal: the upcoming fifteenth version of the
festival held in Frankfurt and Offenbach will be curated by a team of Japanese and German
programmers: Director Chiaki Soma, the dramaturgs Maria Rossler and Hanna Steinmair, and
myself serving as a program collaborator. As a suitable comparison, I decided to focus on the
festival that was organised 38 years ago in the same city which invited Japanese artists such as
Tadashi Suzuki. [2] Theater der Welt is a triennial German theater festival launched in Cologne in
1981 at the suggestion of the theater scholar Ivan Nagel and the German ITI (International Theater
Institute). Since then, the festival has been held in different cities nationwide. The slightly
colonialist naming of the festival, reminiscent of the turn-of-the-century international expositions,
suggests that, at the outset, the intention of the festival was, as Erika Fischer-Lichte informs, to
“deliberately expose the spectators to ‘strange’ unknown forms of theater” (Fischer-Lichte 2020,
95). Although I will not go into details, as we know, the 1980s witnessed the emergence of
intercultural theater, and various theorists and practitioners made an effort to diminish the cultural
gap between the West and the rest, though quite often ending in adverse results. And Theater der
Welt was at the forefront of these intercultural projects.

However, it is not through the scope of the intercultural theater, or what Daphne P. Lei terms
“hegemonic intercultural theater (HIT)” practice, that I will be analysing the two theater festivals
(Lei 2011, 571). Instead, in this paper, I adopt the queer criticality of the “minor” that Hentyle
Yapp argues in his Minor China as a method to rethink the major narrative purported by modern
liberal humanism. In Yapp’s words: by adopting the minor, we should reconsider “the
epistemological assumptions and ontological conditions that uphold the order of things” (Yapp
2021, 5). Whereas interculturalism still resorts to a binary rendition of narratives which always
seems to put the periphery at the mercy of the centre, the minor as method conversely approaches
minoritarian ends and highlights how not all minor subjects are seeking to be centred or asking to
be included. Instead, the method moves away from the already-subjugated position of pleading
inclusion and contends with an autonomous fight to open up “an alternative understanding of the
social structuration of the world” (ibid.,11). By rendering themselves legible and proper, the minor
subjects willingly become an object of consumption and surveillance by those in hegemonic
power. Instead of appealing to the demand of the major, Yapp suggests that non-normative people,
whether in ethnicity, race, gender, or class, should take a counter-intuitive path: we should not
“make ourselves intelligible as subjects worthy of entering a modern liberal humanist [but rather]
hesitate from doing so.” (Yapp 2021, 9). Echoing bell hooks, who pronounced “marginality as a
site of resistance,” I argue that this mode of hesitation becomes an act of political resistance
against commodified representationalism (bell cited in Ferguson and Minh-ha 1990, 341).

The issue I wish to take up here is the different tonalities of the hesitance exhibited by the
Japanese artists and programmers in the two festivals. When invited to Germany, one of the

hegemonic centres of art in the late-twentieth century, many Japanese theater professionals
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expressed uneasiness, awkwardness, discomfort, or nervousness, which are various modes of
hesitance. However, what should not be misconstrued when observing the hesitance in 1985 and
2023, is that though similar in appearance, they are rooted in contrasting motives. As it will be
later clarified through the words and works of Suzuki, in 1985, the hesitance emerged from the
fear of failure, of losing, or of being unable to deliver aesthetics and narratives that contend with
and appeal to those of the West. Conversely, for the 2023 issue, through the last year or so of the
festival’s preparation period, I sensed feelings of reluctance emerging from successfully delivering
performances with overly legible and visible Japaneseness and thus being rendered singular,
consumable, or worse still, mute, through what Denise Ferreira da Silva and others have called as
the “ethnographic entrapment” (Halberstam 2011, 3; da Silva 2007, 169). I am now refusing to be
both “the ‘useful’ supplement to the institutionalized history or be marked as marginal and
disregarded’ (Iwaki 2021, 99).[3] To put it simply, in 1985, the vector was centripetal: the desire
for Japanese artists was to hesitantly and temporarily join the centre; in 2023, I feel the invited
artworks should be more scattered, queered, and “dispersed” in politics and in dramaturgy through
the centrifugal force hesitating to be subsumed to a singular centralised narrative (Iwaki 2021,
104). The narratives of the festival should not serve for the sake of drawing a world map from the
perspective of the German city but rather maintain peripheral, or to borrow from Meiling Chang,
retain “multicentricity” as what we observe now as margins are those places that are only “not yet
center” (Chang 2002, 4).

Many believe Tadashi Suzuki is the first Bl Cm“}mny of Whee

Japanese artist to participate in Theater der  Tyoerinnen
Welt. However, it was Yoshi Oida who was »Drei Schwestern”
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(Petz 1985, 6). All three were presented on the A program page introduces Suzuki’ s three invited projects
from the Theater der Welt 1985 Frankfurt brochure
Courtesy of ITI (Internationales Theaterinstitut) Germany
©Kyoko Iwaki

stages of Schauspielhaus Frankfurt, though
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Chekhov’s adaptation was installed in the Kammerpiele: the smaller of the two spaces in the same
theater. Alongside those contemporaries such as Robert Wilson, Peter Brook, Jan Fabre, and
Andrzej Wajda, Suzuki decided to present three Western plays adapted through the corporealities
of Japanese performers; or, to borrow from Suzuki’s terminology, using the ‘honkadori’ method to
only extract the essence of Western narratives for the sake of serving and prioritising local
histories inseparable from Japanese bodies and mores (Suzuki 1973, 229).

As Senda Akihiko succinctly puts it, from the late-1960s, the generation of angura theater-makers,
including Suzuki, has “opened up a strikingly new horizon of theater through the negation of
shingeki” (Senda 1972, 412). The via negativa of shingeki, or the parting from the Japanese
theatrical central axis, underpinned the rebellious young artists' political and philosophical core.
What I wish to reinforce at this point is that although these angura artists have cut themselves
apart from the aesthetics of shingeki, that is, the Japanese replication of Western naturalism
theater, they neither imagined nor wished for the end of the hegemonic dominance of the white
male Western canon at least at this point. Just like the political theorist Maruyama Masao who
argued a generation before Suzuki that the Japanese have to look to the centre from the edges to
seek veritable culture different from their own, the primary theoretical references for many angura
artists were Samuel Beckett, Jean-Paul Sartre, Maurice Merleau-Ponty, and the likes. Suzuki
admits that during his university days, Sartre had “an enormous influence on [his] generation”
(Suzuki 1986, 102).

Although it goes beyond the remit of this paper to explain the full context of why Japanese artists
in the 60s often resorted to the Western canon, to grasp at least a better idea, it is useful to refer to
the words of the Maruyama mentioned above who, in 1981, gave a lecture at the Institute of Asian
Cultural Studies, at International Christian University, to respond to the topic of “Archetype of
Japanese Culture.” In this lecture, he famously asserted that the archetypical behaviour, or in
Maruyama’s words, “basso ostinato,” of Japanese people is the act of restlessly looking around
from the periphery.

We do not have to even think of high theories such as philosophy, but simply in the
level of everyday spirit, we [Japanese] are always looking around restlessly [kyoro
kyoro shiteiru] to seek new things from the external world, yet we ourselves do not
change much.[In Japan,] the main melodic themes used to arrive from the [Asian]
continent, and after Meiji, they came from Europe. But those melodies were modified
by and fused with the obstinately repetitive sound at the base layer (Maruyama 2004,
138-9).

An issue that should be raised concerning Maruyama’s theory of basso ostinato is that the one-
way path of the authentic cultures coming from afar and the vessel called the Japaneseness
perceiving those influences are kept obstinately intact. The heritage, the origin, or the root of the
culture is still considered paramount when thinking of the model for cultural transmission and
development, compared to the later post-Deleuzian models where becoming other through
assemblage, alliances, and rhizomatic contagion is prioritised over filiation and heredity (Deleuze
and Guattari 2013, 277). For Japanese scholars of Maruyama’s generation, and for that matter
Suzuki as well, it was impossible to align with the worldviews of queer criticality as those theories
were not even around. 49



They lived in a male-oriented, nation-based, West-East binary world as an autological subject,
which had nothing to do with queer worldings, identity-plus politics, or futurities that does not
align with “origin stories.” For Suzuki, Elizabeth Povinelli’s queer suggestion that “the inheritance
is not a root, but the routes [...] that form, conform, and deform existing cultures of circulation”
should sound clueless and hollow, if not absurd (Povinelli 2022).

When transposing Maruyama’s words to Suzuki’s theater, for the artist, the basso ostinato was the
Japanese corporeality, and the imported different melodies were the Western plays and
philosophies. And I argue that his success in the West owed mainly to the fact that his Western
counterparts were playing contrapuntal music at the time: their basso ostinato was the Western
hegemonic culture, and the imported melodies were the oriental aesthetics and philosophies. In
The Trojan Women, the first Western play that Suzuki directed after he found Waseda shogekijo in
1966, the dethroned Queen Hecuba, performed by Kayoko Shiraishi, did not mourn in front of the
grand gate of Troy to gracefully appeal to her tragic state, but instead she was portrayed as a
miserable woman dressed in a ragged kimono, who mumbled madness and sung enka songs in
piles of rubbles reminiscent of war-defeated Japan. The performance was first presented in
Iwanami Hall in 1974, a hall established by a famous humanities publisher, which Suzuki amongst
many others of his generation, described the venue as “the gateway of Japan to the Western world”
(Suzuki 2009). For Suzuki and his contemporaries, the West was still considered the unequivocal
epicentre of the art world that lay far away beyond the gateway in Jimbocho. It was only when
Suzuki was invited to Europe for the first time in the summer of 1972 that he presented fragments
of On the Dramatic Passions Il within the lexicon of festival de Théatre Nations in Paris, that his
hesitance or fear of failing in the Western world withered. Since the Western theater makers were
ludicrously infatuated with including “orientalist flavours [foyo shumi]” in their productions,
Suzuki quickly realised that he could place himself in the position of authority and win over the
Western audience (Suzuki 1973, 244). In the notes of 1972, Suzuki clearly describes the degree of
appropriation that was happening in Paris:

In production by a British theater company, [...] surprisingly gion drums and sensu
fans appeared on stage. In a French pantomime piece, the melody of kofo playing
Rokudan was used, a Japanese sword descended from the ceiling, and to my surprise, a
long gesture of seppuku was performed. Additionally, even in Peter Brook’s stage,
kyogen and utai were referenced. [...] Honestly, at the end of all this, I felt I had
enough (Suzuki 1973, 245).

After witnessing this orientalist fever and returning from France, Suzuki interpreted Brook and
other artists’ naive appropriations of orientalist aesthetics as a movement comparable to Japanese
shingeki that blindly adopted Western dramaturgy. And after thorough contemplation, he boldly
concluded that “I am no longer interested in European avant-garde theater[...] because when
expressions are uprooted from the way of life connected to a certain ethnicity, it is already proven
[by shingeki] that they will never gain universality” (Suzuki 1973, 245). With this audacious
universalist judgment, a decade afterward in Theater der Welt, Suzuki confidently presented to the
Western audience the correct handling of the Japanese dramaturgies through Western plays,
which, as planned, ended in great success. In other words, Suzuki succeeded in being included in
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the proper theater history of Western liberalism canon through his modernisation of no and kabuki
aesthetics, which were visible and legible to the German audience.

When collaborating in the programming for Theater der Welt 2023, I do not wish to take the same
strategies as Suzuki because, amongst various reasons, during the past thirty-eight years, the
schematization of the word has become more pluralized, fragmented, and queered beyond binary
representationalism undergirded by the West. To return to the terms of Yapp, in 2022, many of us
already know that the increase in “inclusion, representation, and interests of minor subjects in the
polity does not necessarily mitigate the tyranny of the majority” but rather contributes to hiding
the shortcomings and inequalities embedded in the hegemonic “project of liberal inclusion” (Yapp
2022, 70). Aligning with the proposition that various queer studies scholars such as Jack
Halberstam, among others have already argued, our dramaturgical team in Theater der Welt,
consisting of Japanese and German women of different ages, ethnicity, and gender orientation,
questions why white male standards almost-always measure our success. Further, I contend that
under certain circumstances, failing could be “more creative, more cooperative, and more
surprising ways of being in the world” (Halberstam 2011, 3-4). To avoid commodified
representationalism, we should follow the logic of failure rather than capitalist success and
“fugitivity” more so than visibility and imagine multiple world-makings: hence, to begin with,
proposing to make the festival name plural to Theater der Welten (Harney and Morton, 2013, 11).
(4]

At least initially, at the start of the programming for the next iteration of the German festival, I
intended to focus on those artworks that intentionally do not follow the logic of the legible and the
visible. Although I cannot illuminate the full view of the programming because it is still in a
gestation period, I will provide a few examples. Going counter to the successful narratives that
constrain minor subjects to reiterate suppressed, strange, or specific political voices, we will first
question the overreliance on language through more haptic and aural performances; second,
inquire about anthropocentric accounts through more-than-human productions; and, third, queer
the comprehensive representation of the world that only seems to reiterate the binary and colonial
episteme of the heteronormative West. In other words, the modern liberalist human narrative that
presumes its privilege through the global inclusion of the minor is dislodged not only through a
juxtaposition of multiple interconnected perspectives but also through its more-than-visual
dramaturgies.

In the new production of Thai film director Apichatpong Weerathetakul titled Dialogue with the
Sun, a vast screen and surrounding sound system will be used to form ominous landscapes,
windows to the ocean, and dwellings for ghosts, which the audience can physically experience,
with the aid of VR headsets, the visual and aural stimulation through the atmospheric designing of
the space. The production, which the director calls “cinema as body,” will focus on Indian
philosopher Jiddu Krishamulti’s view on living with non-linearity, in which our consciousness and
memory will be interwoven through the moving bodies of the audience like waves of the ocean
(Weerasethakul 2022, 2). In Australian director Samara Hersch’s commissioned trans-generational
work It’s Going to Get Dark, the director continues her interrogation in the series “performance as
conversation.” However, this time, the conversation, with human and non-human bodies, will take
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place in a pitch-black room to evade any optics tied to representation. It also urges us to reinterpret
the materiality of darkness not as the obverse of enlightenment but as a source of collective
intimacy after the pandemic (Hersch 2021, 2). In Japanese artist Momose Aya’s Performing
Acupuncture, hapticity, aurality, and various shades of pain will be brought to the fore as audience
members will be lying down on beds with headsets to experience a full-body participatory
performance which includes being perforated by a needle. The performance questions are where
the periphery of the skin shifts with sounds and touch; how pain instantly reorients the channels of
thoughts; and how simulations which are pre-linguistic and pre-visual, can be formed into a shape
of performance.

The programming process of gathering approximately thirty productions, however, cannot be
materialized only by following idealistic objectives. As with any significant art event, the German
festival is surrounded by capitalist priorities favouring mass audience attendance and political
agendas backed by power-imbued funding. I should note that as the beginning of the festival
approached, various stakeholders started voicing their political agendas — which became a tacit
order — and, thus, the programme became a mishmash of intentions accommodating various
German institutions.[5] It is only naive to say that in any theater festival in today’s political
climate, the intention of the programmer will be fully realized without any politically and
economically induced compromise. However, for now, I would like to tentatively conclude that,
from one of the centres of the European art world, a team of multi-identity programmers, together
with a handful of international artists, are refusing to serve as a mouthpiece for colonial tropes,
reworking the way non-Western art is forced to become legible, and hesitating to only gloss over
the centralized mode of global inclusion. Whether or not this hesitant dramaturgy, which espouses
failure over success, weakness over strength, relationalities over singularities, and queerness over
heteronormative narrative, speaks to and creates bonds with a certain group of the conscientious
European audience remains to be seen. (End)

This paper was initially written for the International Performance Lab “Decentering
Japanese Performance” held at the University of California, Santa Barbara (2 — 5 June,
2022), then was revised for the first International Symposium of Contemporary Asian Theatr
in the Gottingen University (8-9 December 2022).

Notes

[1] Japanese names are written in the Westernized format (first name, then family
name) as many introduced in this paper, including myself, function outside
academia. In these cases, it is more common to adopt this permutation.

[2] This text was drafted during the summer of 2022, and thus, since then, the
themes of the programming as well as included artists, have substantially changed.
This text thus reflects my visions and opinions midway through the festival-

making process.
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[3] Please be aware that throughout the text, I am only voicing my intentions and
thus I do not speak on behalf of the programming team. For instance, I know that
the festival director Chiaki Soma has less hesitance in delivering a successful
narrative that accommodates the system of European theater festivals.
Throughout her twenty-plus years of being a Tokyo-based programmer, her
primary motive remains in introducing lesser-known Japanese artists, who are
capable of adopting Eurocentric dramaturgies so that they can successfully join
the Western theater circuit.

[4] T have written a proposal to change the name of the festival, at least for this
issue, to the pluralized form of Theater der Welten. However, after I stepped
down from Directorship, the proposal itself got lost in cascades of immediate
tasks and was, never overtly denied, but gradually forgotten.

[5] Throughout the collaborative process of the festival-making, it became clear
that the programming team had to obey the German scope of historicization and
thus mapping and suggesting alternative worldings in its full potential turned into
a less viable task.

References

Barthes, Roland, 1983, Empire of Signs, Translated by Richard Howard, New
York: The Noonday Press.

Cheng, Meiling, 2002, In Other Los Angeleses: Multicentric Performance Art,
Berkeley: University of California Press.

da Silva, Denise Fereira, 2007, Toward a Global Idea of Race, Minneapolis:
University of Minnesota Press.

Deleuze, Gilles and Guattari, Félix, 2013, Thousand Plateaus, London:
Bloomsbury.

Ferguson, Russell and Minh-ha, Trinh T. (eds.), 1990, Out There: Marginalization
and Contemporary Culture, Cambridge, MA: MIT Press.

Fischer-Lichte, Erika, 2020, The Cambridge Companion to International Theater
Festivals, Cambridge MA: Cambridge University Press.

Harney, Stefano and Moten, Fred, 2013, The Undercommons. Fugitive Planning &
Black Study, Wivenhoe, New York, Port Watson: Minor Compositions.

54



Hersch, Samara, 2021, “It’s Going to Get Dark Dossier,” December, a personal
document by the artist.

Iwaki, Kyoko, 2021, “On (not) Being Useful: the Art of Drifting in Asian
Contemporary Theatre,” Studies in Theatre and Performance, 41:4, 95-110.

Lei, Daphne P. 2011, “Interruption, Intervention, Interculturalism: Robert
Wilson’s HIT Productions in Taiwan,” Theatre Journal, 63:4, 571-586.

Maruyama Masao, 2004, “Genkei, Koso, Shtuyoteion”, Nihonbunka no kakureta
kata, Tokyo: Iwanamishoten, pp. 87-152.

Petz, Thomas, 1985, “Vorwort,” Katalog zu Theater der Welt ‘85, Frankfurt:
Theater der Welt, pp.6-7.

Povinelli, Elizabeth A., 2011, ‘Routes/Worlds’, E-Flux Journal, Issue #27,
<https://www.e-flux.com/journal/27/67991/routes-worlds/>, Accessed 22 May
2022.

Sakai Naoki, 2020, The End of Pax Americana: The Loss of Empire and
Hikikomori Nationalism, Durham: Duke University Press.

Senda Akihiko (ed.), 1972, Gendai nihon gikyoku taikei daihakkan [ The Anthology
of Contemporary Japanese Plays vol. 8 |, Tokyo: Sanichi shobo.

Suzuki Tadashi, 1973, Naikaku no wa (The sum of interior angles), Tokyo: Jiritsu
Shobo.

Suzuki Tadashi, 2009, “Toroia no onna,” The Website of SCOT,
<https://www.scot-suzukicompany.com/works/15/>, Accessed 23 May 2022.

Weerasethakul, Apichatpong, 2022, “Proposal Draft: From Waves to Waves,” 14
January 2022, a personal document by the artist.

Yapp, Hentyle, 2021, Minor China: Method, Materialisms, and Aesthetics,
Durham: Duke University Press.

55



WHRIHA: 52023 4SRRI

S ORI TE

Vi e a1

CERMERIEA” XPMEEBER 7T MEARIR, EHFE T HAE
MERAAAE R, JiIZR “XK” R T HALE20 A2 R H A9 B 2 1M H.
FIEHILA; B, EeRUIAR LM AT B Bk, (HIRRY
xR P 7T R A — ) ¥ i R WL 1R B B RS 2R E R
N, BRRBECEMAPREE, ESE7BIaMXLry+0&siT; H
ARDEEHCETROME, HEREN 7R AEAN TR T, F
i, RO SRR SR AT iz, B BTN
FREREBEVMEX, EhOoftit ABED = -B% (Roland
Barthes) RZAMYHAERIE (FFSTHHE) HiRHATRERIEH —H A
LIRS, REANERE, HErIIEERZ, RHOERTaiER 7Lk
R EH ATy, B MR RIS R, "2 (8URE)
27 (1983, 30) o EERXMZIEILFORRETER SRS, H
AEREAWHE, AREREEES ANERM, fE£ERGENARPRIEER
HOEAL, f H G5 EMIBT 5 i B 58 R BUR M 22 5T AR SR HT B <
.

H19454E Lk, HAKHIOLSH GckEERE, A, EMEH B
(Naoki Sakai) FrA&IAK), fEE XK =+HE, AMNENEUE
PAMREREIERT AREE, AN “EXMPRR R SRR HRHEARE
f—RtEepds, MR EBEFEN—/ “KEMEERIE”  (Sakai
2022, 4) o [1] W EMgREHaH, DOXAEGRRTT, (] “1Em
XMW BEIEIR, AW RS, R AR SR T
e BT ELTE HI 98, IXLEVERGREHE B — R BN BB S A
7 (FE) o BARERESNRSGHEREABER ITE, ERRE%
EZR, BHTHE, MBEAGEEEIRL, MiZEgm AR HFHER
1 EPH B AR B [ T R SR EHTIaE), X —iashA & a] DALY
AR —FTAIHEGIR T3, A DR SR & 2 ERAVIE SRS
R BE 34r. ETHE BRI BUE RN, EHFEMIZE] 7
MESHIELR, X—RRIASTIR, X 5%, TREGERET
BE, HRAEE XD ERAL BRIV, (HL “MbEs” ElEm S,
EAURERE R s iR, IERERENER, . &,
EEARRPANRIRRIZARZ S, XKk, MBEATE
FERINAR, SRR, DUCEMR YA AN, B I E:
ST T 6240,

Roland ¥
Barthes

THE
END
0] 3

PAX
AMERICANA

56

g

(BESpom) 0




BRIEARCHIIC T HE “HEWET (Theater der Welt) 7
19854120234 M), A PA BIAE1989FE BUA T < Rl 2 J5 i PA
KR, FRFANERIX M EAIXRE, HAREREIEENALR, Bk
T 155 T AR AL B E RS T A 56 15 J T SRR K ok B H A A ]
HIHIERIBA LRI K. S 2R A STFk (Chiaki Soma) . X%
BRI - Z #7 % (Maria Rossler) FI7XEE-#i#HK /K (Hanna
Steinmair) , PARMENITIEAIEENKR. EAEENENS, K
OO R = LR R 7E [A] — 3 T 28 AR — Jea Xk & 17, 4 IgaE T8
ARHEE (Tadashi Suzuki) FHAZEREK, [2] “WHFIKET” 2—
AN =R EE R, EXEIYE T -9k /R (Ivan Nagel )
MEFRREIS ATD EES<PEST, T19814EEREE K2
The BfE, EREITTERERFRISR T 2547, XRE 0 fn 44 08 e R 32
NE¥, b ANBERHD 2 RERREE S, RIEE—FFE, WET
MEE, ENXA|+-2t&/R- A5 (Erika Fischer-Lichte) Fits
I, 2 “BRILUAREM PE4E BRHKEIFERX”  (Fischer-
Lichte 2020, 95) . BATEHIAFTEIRAN IO, EARFTE X,
20tHZI80FARILIE T B8 AL XRBIRT HH B, B0 A0S B A AR 5% 00 4
INFE T SCAC R M X Sefb 2 MRS 28R, RS S5 R E ot
i “HESRXRREITT” IR IX s S A 10 H 1R FE

SR, BRI B SR BITERE, SE @I HEHEE (Daphne P.
Lei) PAruify “ & A S ¥k &l (hegemonic intercultural
theater, HIT) 7 SEBE, >RAMTIXMEE" (Lei 2011, 571) . #H
R, TEAXH, BRATEFH/R-TEE (Hentyle Yapp) TEAhAY (/b
P E) —HPACRIAER “DEEET RS LRLPERS, KEER
— R Bk E R EE IR B A E N FHESH AR S, AT
LR EIERA DEEET WA, BRI IZEHFE “4EPrEY
BRI BRAIS BRI ARIRIE S (Yapp 2021, 5) o B304 3 X ATy
RIFE T o EMNEE, IR ANE T O ANERZ
N, WPENTTER DR WSO kBT D EEHA, R EFF5RIE
AEFRA A/ D ECE FARERAE SR OB SR AN . HHIR, X5
PIEE T HAEARE BSROAMNY, HEIF T — I E M4
DUFRE XRS5 5 —R/EmE” (A E, 11) , @ds
T HCOAEEE L T, DG RO EHE RO SEREE R
HERMEMN R, WERE, SRR ZEENZER, ~MawEY
N, TRRETRIE. g HAEZMIKX RS S FHEE, #
WZGE— 2R EWHNER : BATANZ “WEE I NESEARE
S 3 X B ROR R, [0 NI X FEIR B ARk, 7 (Yapp
2021, 9), MER UUR-8H7ET (bell hooks) FREMRI, “fEN{is
FREAZGHE” | FIASIXFI R AR 20 i i R AE 3 R BUE R
P17 (bell hooks, #%5|H Ferguson fl Minh-ha, 19904F,
341) .

57

- S S

(BRR\) kR



BAREIX BIHEH AR, H A ZORRAI AL X8 a2 B L B A R R R 1
WIS B EE— R ZRFEN O Z —, B2 HARBIMIERMEAZ, ll, R
FARE K, XRMBISAMER, R, TEVIER19854EF2023EMEET, AR Z, RE
EANHESMNR_EAML, EXEAR TR BIBhAL.  (EAN 5 SCIRAE BB AR B ST R0 1R & It JEE 38 B ARAE
1985 F YK B T X RIMAN R RARVR, 83k B T RVATC IR BB PG 7T R L AR, B
KR AR AN S | P57 WAV SRR, R, *F20234 M)A, fEXEITEEY, ZRLZRE—F
BRI, FASEN T3 —MRBRENER, ARERIHIEEAE T TE AT UL B AR (%
M, MWK T 78—, AIiESRME, s EREENE, e e BE N IBF/RE
(Denise Ferreira da Silva) FIHAMATEAE “REEZRT” (Halberstam 2011, 3; da Silva
2007, 169) . HINTEBRIELaph “WIEMIHM B w5, iELbRidA ‘B B% A
W MR (Iwaki 2021, 99) . [3] faisakbi, 7E19854E, REREMAON: HAZRRMWE
BRSMBEG NI AL, 1620234, FINNPOBIERZARERMNIZEMSR. BMFE, X
SE 1R G R RAN BE — R O AU T P 2R T — MBS ), M BUATRISFIR B 1E R
M “EC  (Iwaki 2021, 104) o XRREITTHIREARIZGZ T T M EIR T Y A B H & il — K
R, N IR IA G, BB S RER (Meiling Chang) AYF5K, RE “ZH0
W, FOAFRMTIER R RNIAZ0E R “HARBCIHL” 7 (Chang 2002, 4)

W2 NANBRAREERE SN “HREET" HAZRE, A, HRARIERUE, RHE

(Yoshi Oida) #LC&#GEE BRI R RMAT N AZRE (I #UTRIEE)  (Interrogations:
Words of the Zen Master) . #iRTEX N2 — M EH AR [ IHIME, KOG EATIHERTT
A, BT, REEREIE —F4y “MR” WS, TR SRz ‘Kt
B . BARNZF LS “HEIREIT” FHEEBNKRR, BRNXASEIYEEIEE =T
fERTRHERIEE R, 19854, ZARRIESH 7K (Thomas Petz) MIEEAMNKE, K5
—17B KR “XWRICE (Theater-Messe) ” o HARAKZME—RBEMBIFENZARE, A—
JERAREITT A =ZMEME ERAR T B (Rt o (GoskRHER L) 1 (=)
(Petz 1985, 6) o X=EMEMETELE =i mmlbe LI, RESG BRI EMN (GHEk) L
HEAE R —REIBER/NEIZE . SAERIRARIRIN, 2105 BURiE (Robert Wilson) . 1%
figy (Peter Brook) . 1k-75#i/R (Jan Fabre) FIZAMF-FLKIE (Andrzej Wajda) —iic=
AR, BARPUEE H A RS AR ER =P 3RE; sEEARARIAE, A ARk
IEL (honkadori) 7 WIJ7ik, HARERPG /T RCERIKERE, DUIRSFIILIEHE ES HANSAEF B
Al EIA TP (Suzuki 1973, 229)

IEW R HEFEE (Senda Akihiko) S, MI1960FAKIT4G, HARR ARLENKIX—R/NE
(angura) XREIZR “@id X ¥ &l (shingeki) A& & JFBE T — A B XK & 52
7 (Sendal972, 412) . MHEIKIEE, S& WS HAME HRILEI D E, SHEERIERFER
ZRFNWBIEME E0b, EX—K L, TEEANE, REXE/NIZZRRLE S HESE
F—RtE H AN B R E SORRIHE Hil—rh s ik, EEDERX— K EFRRAIN, IR
REBEAEHRENTAABELMNFENSRAMELE R, BIEFFALESE (Maruyama
Masao) AN, TERARZATNI—N, HAANLIANGGRHOE, USKRSMNE S AREER
b, WM ERFHN EEZH IS FRES/R- Wk, bR TR, EEIT- % %5
Ao BARMAKIN, RN, Bo5 "WRIX— AT BRI (Suzuki 1986, 102)

TRREEROENHAZARXAH FE TS 2T R, RABEL 7T ASHISHREE, B0
THEFMERE M, 5UE ESHRRIRLILAIE R A SR, 19814F, ALLLTEEPREEBORER
58



LSRR T — R, X “HASERY R X — U TR, R, bR
HEFEZIEH R, BAANTHENREE, FMHALLAELR, 2 “H#EE (basso
ostinato, FFELZMIBHIAIKE) ° , RHREMHFEHMSMNEEADIIYE

BMEERLE B FFHROEEL, RELDFHWEEE, RO AN EZ R LR K
% (kyoro kyoro shiteiru) , MIPFRERFRITAR T, EXRITA TEHFEAFTLALH., [EBA, ]
FRREEIRGZRA[RMKRE, AEZE, ENKRE KM, 12X L5 FRKEME ) E 5%
B HEKTH 528G (Maruyama 2004, 1389) .

KTALLAT “PARE” #Hie, MdRHE—NAEUE, SMBSCCs A ARIRSE, R T 5
KFEMAFRE “HAME” BIRS, P IFFmEMRE 7K, K, 7285 ERERNLRREEX
i, 387, ERRSSUHERIRE ARSI B R EER); ML, JERIEESHERK, WIS
A, DR ZE ST T SAE %L (Deleuze and Guattari 2013, 277) o X FAHLILFIRAR
A—REHAREE R ZRZEAIM S, MRATARTEEIARE LFEIE R A, ROV IX B E AR fa
EERAFAE, ATAETEE P ABMASHEAY, DAESZOVEAIR, AR oot i, fEN
— P EERNTHE, IS5 LEIEHAN, FHBIGsE RN —5 “EFREE" M-
— TR, A TRAKY, FESH-RAENF] (Elizabeth Povinelli) AEITE EE AR, i
W “URORRIANZIRES, TRAREETERL. WA A SRR AIRR L [---17 , AR RA
mafA RS, ik ikeg B2 (Povinelli 2022) .

MHALLLAIE R E SR ORAIEIFN, B2, ERANE, “BE” 2HARANREKRWYRME,
Tt AN R e A2 P 77 BIRRBIRITE 7, I, BARTEF /7R ZE 5D F A FE 75 R4 T 24
IFIEETHZE S R SL: TR “BKE” 2R ANERCE, e AR R T 3%
M, £ EREFEL) F, XERAREII6OHECNERFHZARA (Waseda shogekijo) f5F
S XRE, HEAMART (Kayoko Shiraishi) JEZRMIHE % B EE B 2 T 1% A (ERIE
FIREIRITRTR M, AR E BBEE, mMESHNal T — 1S FEIHFARNEBZA,
G AE —HEE I AR ROE R I B 18, MEESE (enka) |, X AZEESIKAH A, XHEHT1974
EEABGERIGE (Iwanami Hall) &R E#, ZFERIGEH— 0320 ASCEREHREEY, 8
ARFMBE—RIIF 2 N—FE, Kxgiid s “HABEASHANKTT”  (Suzuki, 2009) .
N FRARMERAKE, PRSI Z AR FIIARF AL, BimEMRE] (Jimbocho)
KIT=z245h, BEI92FE KR, BARE — R8s 2N, EEREFRXKE T (Festival de
Théatre Nations) EJEH T CGEXREIAVEE2) (On the Dramatic Passions II) HJR B, Xt
RVELE PG 75 R EIB T 5 2 RIREEA B kiR, HH T 78 75 RSB IR A AT SE i A T At 16
TERAHIIA  “&RF ¥ [toyo shumi]” |, BARRREIRE ] DR B CORENRINAE L, Bis
A WARBI BB (Suzuki 1973, 244) . E1972FMZEILH, BARIGEHIFIA 7 YN £ EREL LN
W

E—REBEAGERT, [~ 4ARTOR, 6 LHATRESFESRH. £EFEH T
Eledad, AT HFHAN GREL=) i95tE, —ARIAREHMEET, &RAFITIEN
R, —AKRKOIEAEMEET k., ok, BIEERSF  HEriES L, LR TES iR
#, [ ] EW, EEX—WERANE, RIEFARLHBT (Suzuki 1973, 245) .

FEH I T IXBRTT XN R ERER G, WA A& A H A ARG AR5 £ X SEF B R A
HifeReh—Mizsh, Een]5E HRAEWEIZH B AREMHEESE, 2ERNES, MR
59



G, PO KM B AT IR A PRS- [y HRIETT NG — RIS E TG 775X
HHOERER, EEZWFRINERKIZAZRGEEE”  (Suzuki 1973, 245) , WHERX DK
MERYEA SRR SCAIT, HEIEAE “HFIRETTT B, B B 1E @I v 77 SR A P 7 AR R T
X EARREERIEACTE, IR, &GRS T ERRIRY), HanEi, RAIE o REARHIEK
PECCEARIIALALE, AR AN AP 75 B FE 3 SR IR Aol s B rh RO A AR R 2 AT
WY, AIEEAY,

TEEVERIN2023F tH TR TR T BN, FRATERIG RAMRAER, FoyhT8MEE, 7&
HE=+/ G, XPMERESCEBEEMZ . Bk, JFET 7577 SRR — TRk
TN, FIENEERBE, 15202240, FATPRFZ ANCEHE, “BURPENDEENTE, KK
ARG, HA—EXWRLZEENRE |, MEATRERSHESHNERN “BHaR
WH” oS e S AR EE (Yapp 2022, 70) o SR -B/RAHE® (Jack
Halberstam) &R0 )L A# CAER MBI Tk E— 8, HFEIRET SR B A AR ERE,
JEEFI PR A ) B A TR E Lo R, BATBEEN T2 LS8 B B RIbR IR B TR ATTAI AL
Yo MAh, FINAERLEER T, KWrlaEe “HAQIE. HAEMFEE. B NRTFNEFET R
77”  (Halberstam 2011, 3-4) . 4 V@R LIVRIET X, FATIZEMRERILAITAZ B
R FSOREEIIRZ ., MIZHE “WE” Hr] WHEEEE; AR M AReNE: Kit,
B BOR i FR R (R —IE SO E P K, Theater der Welten (Harney and
Morton, 2013, 11) . [4]

ZE/DFEHI, TTAEHT— o T I 2 R 77 A, BATRIE RUREARESOR. R S
AR AT WE AT R Edh B BATICARERBIRNIT R 2SR, ROV ETRE TR, (B3
R L0, B, BATRITHRIIRIRORERN, A EIREDECE B R, & RRA R
TERIBUGTRIK, I B 2 YR 1 Al MW 0 9 RABR BURE A T8 = RO B A, 55—, il i ARl
TERIBR AL T XHIRGE; B=, INEAFEARZERBRHET AT EMERZAE, KX
PRI HE T P75 R R —oniARie, #aigisd, BAE B3 SRR A
AR EL SRR A O BT A, I8 2 B B3R T T A

15 22 [E HL 52 S Pl 52 8 - I hi 5 ¥4 2 (Apichatpong Weerathetakul) #°8 (5 KFHXTIE)
(Dialogue with the Sun) HIFIfEH, —NERIIFEEMEBREMARSGE, R R B
RER S, BEAEIER S PR B T, W] DAMEBIVRLZ, @i = AAE L, B
SRR B ORI B AR X G— SR Y “YERN SRR | KR ET YR
gt AR (Jiddu Krishnamulti) Y “AE&MEdan” RUEAE, HroBA 1892 IR/
T ARFE N BRI E R BIR —FERGUE—iiE (Weerasethakul 2022, 2) o I KFINE S
5 B 7 (Samara Hersch) ZZ3REIT 77 ZLACMER B AREMS (RERT) (It s
Going to Get Dark) H, SEMPLUMAE “(EANIERIRE" RYIPHHER, AW, X—Rk, S5A
KRN B RN TERAE — NRBA B R AT, DARDRM TS5 R IA KA RE, BB
BATE R R RN, RNRIEANBZENRE, MmRIENRKmRITZEREERRRIKRRE
(Hersch 2021, 2) ., EHARZARREHMEX (Momose Aya) ) (ERi#EE % ) (Performing
Acupuncture) H, filthi, TR FRRR B PR BRI B R, BRI B BT A IR
F, AR—MeES5AANERME, OEHR, RENREUZ, RS S S S U 5 E
DR, FIRUMAIREIR N BAEE N EZE 775X DUR AT 5 A0 i O B AR AR f REAE 2 AR
— AR AIRES,

60



PRI, RN ARAESR RLIB08R M, ARECCEIDEIEEAE B RS, MR EMEZENZERES—
B, TEERXRET AP A T AR R IR R, RS FIE T RNARNS S, RN EHE
PITRERU 78 5 B DU TEIRAY B 50 FIIBUA TR, RN IZTERE], FEEWETIImL, FIastHes
IIITIRRIBMBNTHIBUE BE —X BB A BRI — R, 5 H RN 7 AN fEE
PR BRI, [5] EESRIIBUERT, A — DR T ERREAE 156 (R BUA 5T Z WY
TEOL T 2SR RIF AL, BB KA R, A, stHATM S, FAERDE IR
it MR ZRFEHLZ —, = D2 NIHETERING D BERERK —E, IEEE47E4H
REXPRAME AL AR, Bt R ZRPO0E RS Al R R, Hxr 2REEr ST
ITHEMR IR, XML RBIREINE, SRERIRMIAZ Y, s/ mAZmRA, KARE
MARERE—M, DNFEERmARREDNE, ETREMESH BRI ISR DR I
HESERR, EAHFIAR, GD)

ASCERAEAAEIIN AR E B R B2 THY “HARBEEHOME” ERREKEE (202246
H2HZESH) #5R), RENTERHERARF2ETHIE — B I = AR ERrpHY = (2022481248
HZEIH) A ST 7EX,

e

1 BARIABHIESA, AHERAC, MEFRRAIIME AL LHA
AAABFINT, HERBIRANE CELEH) . EXLERALT, RAZ
45 5 KL L.

2. EATAARFEF0025 LK, RAFIR, REFHEMALLBERE, A
THRAMENR. B, LELRT RERRITEF 9B FPEL,

3. RS, EENIAT, RREREMANRE, ERKIFREKET 05
FEEIK. fi4, ot 2B 2 A A BB — AR 0 AL VLI B
BITMRAT BAAAL S KR, EHEARTERTERNANZ 552, 449
ERANMKRABARIBA DR ERE, WAVA S R A o 05 1
BUHITE, VA4S A AN B 75 S B A,

4 REBE—HRE, WERFOLM, EYEEZ—H, BRGETH #
R BALETHR, K, ERHFERELREE G, EAERAL R~
B RAERPTER, M, MREATER, 2AEHKLS.

5. RS WA RS F RS A, RAE, 0 E R AL TR B A
%, B, BEARKERAR S, SHRH SRR, LR A
PRRTAT IS

KK H
3 STRAR T 55

SO BCER

61



v - ..

A Conversation with the Sun (VR)
Apichatpong Weerasethakul

Photo: Shun Sato




MG HEET TR RRESUEMSE
—BRIES RBCE

P /XE X

20229 HAEIR = I B R FLR Y 8 & FE M &
WHFERT”  1LAERE /MR NFEI R,
B - A HERED TSR IR, &
WERE T 2R S RBIA T, AR
REIHRZ WML R IEE, RERFEE R
AT T SR T ARRE AT ML RO R BTN
HIE T ARK S A R I s R LB FI PR AX,
FEHRER B E BAE N — DD R A] E
P, DARAEBI AR ES M, iz
[EINIRIA7EST (e DR E Sty L8 el [ TR A3

BT SO h SR

M0 R BISK, B LDt R R 2 [
ST S AL I B R

R HR Z S LD, Y KSR
1, SFFEEE TR 2R AL AL A &
TR, BEHATNIE, REAE2KIINE
FRHIX AL 72302 ferhly, fEETEI24
BRI 71502 e ety (RERE)
EEAEINERIRAL T 1440 L b, £
WL 7 Z M B ST 778002 1,
HAREGREEHFBELNDAE, KEH
E R ENEE RIS T 37 Sl

SR, #ZE2019F4H, HPEBFE
ZAE RS MRS H B A 7374 ESce
B, HAPL7AMT BT IERER, 2
&, P ES LR R RBURE R, et
TS s s A B R BRIk,

B E RS R, XD
B2 R mE S A, s,
JEHZHFIMERRIAE AT SR fR, (B2
ITANE, EERSORN 202 AR A

5T20224:12H12H
ASCHIT (BAR)  (20224£12H16H)

YE K FAfEzuniseason.org.hk (20234E2H7H)

f, T A E SR LA T AT RE B X R Y
@? EARESUEHULATIZ 37 MR TR S
FEI IR B PR AR 47 HER S D ATEA]
A DVE BRSPS ?

HIXZFEEEGRNSRIIE . HATALE,
HEs LR BRI ONINE, &2
DL “WIRET" KGRTH, FEAERAR
R, ZITUEMEE SR A, I
AL A TE A RERR H AT G SRS e
U —HE, AN T2 MR A SCRF 5 SO 52
BrERIE. HrFErsEE?

TSR TT R B FL, BIEFERT
— PN ATREVESUE M S8 B, & (AT
BOCEMiER 52021) Hmidat:  “lgos
A B (Z57) M HEA R HE
JTEESALE FESEEEST

R DARFES B, RESLh =, HARRES
SN N RBBEIT AT, AR AER
2, WPESHODMEBL SME RS
iy A ARA BB . XS AL
TR LRS- G, 3R ZIRA
A HATIRARIRISMENTS, JokER] DA s
T,

REIZARAG W h I

A B LUE 75 S SR SO 22 it P 2%
B T )

F— D AEUR LR AP, IRZ M2 UE N
Ttk TEAE, S RAFEEIERN
FIETER . WIEE Y 55— (X SOR PR LT HY
e, MU BSOS, Rk

63



FRHTAKAE Q] i 15 00 265 1Y 25 i 2 F- <5 L et
1, AR B — B S E AR AT T 45,

XIZH A A,

AR MR AT RS, IRZ A Y E
IR A TERMIERR 2%, B2 N T — RS
AR ZZ I, ARMERE S, ATRP SR BB, 1X2Y
A SRR, BN RE. T
Z RIEIHE, DO BTG ERAEREMBR Sy T
HZ RYE SR ER =, DU S A
EHEAAHBZ,

GERETTHIRE S R TR ZARHHATIR
HEME, MAHBHEMREEITREER, 2
RN BB AT REE fITE L, ZARFMERHAH
Z R A S VR I 28 N

PLH A TPAM (Tokyo Performing Arts
Meeting) , REREZRIBAH, 1995
F, RRREZIANY” B, 2011EER
R EME, K "My Bah TR
TPAMITJE T & RIIH ., ZHH5 L LA )
afE, HMN2015EH 625 75 LM ERR S
78, O HARME—F), NIRRT 5
REIARTA, W5, XM FEEERLRIE
304F, R T RIHFEEE LR R T REME,

H—MHIFRZEERBIPAM (Bangkok
International Performing Arts

Meeting) , ER/EFREEIRAZIL, —PX
HRIEPRR M S 2 WG, X2 — 1 HE
HIE AN BIFERIE, FHRHL SIS ZAR
X FEMFLREENRRAEG, M20174F
A7 R, EERHBIPAM —E2RIZ AT Z
RIAEE, THRBMSLZRZEA, BIkE—
AN DX R T AR A DX ) 8% Y ER 2 520

R BRSO RER T, R
T1HE 2 2R TR Iy E bR 2R 17X
M¥E&a, BHERAEEF “HIPAM™ =
# “SIPAM” WEE~z, et/ DERIRRILEHN
XWRmER, HEAE G SEHLIE R Z
AR H, BEEZAT, #& - =T HEKM
2017%2019F S =425 I “F i IS IR T
XMW, R EFHR SR me
B, WS ENEEERN20234F, & - =+
TR DA S B 2 ) R TR R e SR MR, iz an {4k
SR S T2 I M S A fr] aE

5B 77 ARSI T EANR R &
TElE?

Gilt

PR 7 & IR SRR E PRI S, 557 m iR I IR Y
KIS PN | <R3 < VAP VIRV B2 0| 0F
FH. BARSUEHORASELFEI, 2B
SAERIMER R, B3R, AANRKR, A
Vi, HHABUNHRBORRISC R, XEHA]
DA SCAE S B B At ER TRATI 7R R AT L
ZARHALRIHIERIR, Rt EaTEtE, JF
. KIZH i E IR E R/, HAIX
B, A RE S AT O AR S & R T e s AL
ERPkh.  (58)

64



Developing Networks of Culture:
Governments’ Strategies and

Civic Pioneers

Author/Xi1aoyi LIU

written on Dec 12, 2022

Chinese version available from Ming Pao (December 16, 2022 issue)
This article was also published on zuniseason.org.hk (February 7, 2023)

Zuni Icosahedron has recently hosted two
cultural exchange forums, at the Grotowski
Institute, Wroctaw, Poland in September and
at Chulalongkorn University, Bangkok in
November 2022. The conferences gathered
experts and scholars alike to discuss the
essence of cultural exchange, its emergence,
and some successful cases. Given the diversity
in their cultural backgrounds, the attendees
have contributed unique and distinctive
perspectives. We discussed with vigour the
opportunities and challenges regarding the
future of cultural development. The discussion
concerns particularly the possibility of Hong
Kong becoming a centre for cultural exchange
and how it can facilitate cultural exchanges
between China and Asia, amid Asian
countries, or among countries in Asia, Europe
and beyond.

Consider the establishment of
government-run cultural
centres as a strategy

Since the mid 20th century, numerous

countries have become involved in cultural
exchange through the establishment of cultural
centres, a standard national tactic.

There are plenty of cultural centres in different
parts of the world, many of which aim to
extend the reach of cultural influence and are
significant bases that support or further
cultural exchange. At present, the United
Kingdom has set up altogether 230 cultural
centres in 110 countries and districts; and
Germany has set up over 150 cultural centres
(also known as The Goethe-Institut) in 92
countries. There are 144 French cultural
centres in 91 nations and 800+ venues of all
forms owned by the United States for
promoting cultures; the Japan Foundation runs
25 offices all around the world and India,
despite being a developing country, has set up
37 cultural centres.

Equally, as of April 2019, the Chinese
government operates 37 China Cultural
Centres (CCC) around the globe, 17 of which
are located in regions along The One Belt,

One Road sphere of influence. The cultural
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exchange activities run by CCCs, however,
reflect some limitations and hindrances in its
current state of development.

First, their development is inhibited by a
single outlook limiting their role to no more
than cultural dissemination. These overseas
cultural centres, with a specific target in mind,
play the role of “marketing” and imparting
cultures to the Chinese who are living abroad.
The word ‘cultural exchange’ is self-
explanatory — it is, as a matter of fact, a two-
way street. A win-win situation will follow if
bilateral interaction is assured. But is it
possible for CCCs to fulfil such an ideal role?

What are the setbacks these CCCs in 37 cities
experience in their respective plan for cultural
development? How would CCCs have an
honest and fair conversation with these
countries?

Secondly, the scope of programmes which
rely on entertainment, culture and tourism has
limited the exchange. By far, the most
impactful project is the entertainment
programme named “Happy Chinese New
Year”. However, barely any effort is made to
explore culture itself, multiculturalism or
delve deeper into the core of cross-cultural
exchange. Is it plausible to expect CCCs to
perform like the aforementioned examples
such as, The Goethe-Institut or The Japan
Foundation — to provide comprehensive
support for cross-cultural and experimental
creations, research as well as talent
development?

Hong Kong Economic and Trade Offices
(ETOs) are now seen as another foothold in
the global network. As the Chief Executive’s
2021 Policy Address states “The overseas
Economic and Trade Offices (ETOs) and
Mainland Offices will also play an important

role in promoting the cultural industries of
Hong Kong”. With reference to the cases of
The Goethe-Institut, British Council and The
Japan Foundation, it was not difficult to
envisage what CCCs and ETOs could in fact
do in promoting cultural exchange. These
government-run centres could undoubtedly
play a vital role in building networks and
platforms, cultivating talents and initiating
meaningful strategic studies.

Consider civic art groups as
pioneers

There are two main issues that often affect
government-led cultural exchange networks:

First, we must concern ourselves with how
unilaterally the “network™ develops. Many
networks exist for the sake of “culture export”,
but do not foster two-way collaborative
relationships. In many instances, the other end
of the network is reduced to the role of
receiver instead of being a partner or a mate
that helps mutual understanding and learning.
How to outgrow the ‘marketing” approach and
maintain fair and balanced relationships in the
network is indeed the first problem to solve.

The second problem is the sustainability of
networks. Many models of international
collaboration or global networks last for the
period of a one-off or short-term exchange,
and are thus unfavourable for continual
interaction and communication. Having said
that, there might be all sorts of reasons and
challenges at play, such as lack of funds, poor
coordination among institutions, political
frictions and scepticism, and especially a lack
of vision and planning through shortage of
leaders and managers.

If governmental organisations can cooperate
with civic art groups, which are always on the
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frontline of arts and cultures development, this
will not only maximise flexibility, but also
lead to creation of more down-to-earth
content. This will ensure two-way
collaborative relationships and hence the
establishment of a long-term network amongst
artists and art groups.

Let us look at the Tokyo Performing Arts
Meeting (TPAM) as an example. Initially
named Tokyo Performing Arts Market, it was
first launched in 1995. In 2011, its main venue
was relocated to Yokohama, and renamed as
TPA ‘Meeting’ instead of ‘Market’. TPAM
has since embarked on multiple projects,
exchanges, and collaboration with local
institutions. In 2015, it joined the rest of Asia
and took part in international collaboration. It
is now a highly influential performing arts
platform in Asia and the only such platform in
Japan. Its thirty years of history illustrate the
possibility of maintaining a sustainable
network.

Another example is Bangkok International
Performing Arts Meeting (BIPAM) —a
platform for regional and international
exchanges and conferences. It was initiated by
a group of theater aficionados and producers.
It has now grown into a platform that brings
together artists, scholars, and critics. Since its
establishment in 2017, BIPAM has in a
relatively short space of time become
exemplary for its proactive approach in
sustaining a community as well as building a
network of performing arts for independent
artists and cultural professionals.

In contrast to the examples of TPAM and
BIPAM, metropolises like Hong Kong and
Singapore merely host the Hong Kong Arts
Festival and the Singapore International
Festival of Arts. Rarely could we find citizen-
initiated events like “HIPAM” or “SIPAM” or

any cultural exchange platforms started off by
civic groups to fill the gap which
governmental cultural centres and arts
festivals cannot fulfil. Before the pandemic,
Zuni ran Hong Kong Belt Road City-to-City
Cultural Exchange Conference for three years
in a row from 2017. This is also a model in
search of genuine exchange of cultures.
Towards 2023 in the post-pandemic era, how
should Zuni and other civic frontline cultural
groups approach building a network of
cultures? And how could this approach deepen
the collaboration between government-run
cultural centres and other cultural institutions?

Conclusion

Besides establishing a sustainable global
network and cultivating visionary leaders, it is
crucial to lay the foundation based on
knowledge for strategic planning. There are
foundations already built by organisations
such as governmental cultural centres and
offices which have space, human resources,
and funds and which should suffice for
growing extensive networks. Particularly,
there is support from the government’s
policies. After all, tenacious support of
frontline arts groups is much needed to
generate more open and ground-breaking
ideas for offering prospects of continuous
exchange and mapping future development of
arts and cultures. To seize the opportunities in
the face of challenges is our only way
forward. (End)
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This experimental work:

was held in order to pro
some references for
presentation style and
theatrical construction f¢
upcoming rehearsals of
Wreath of Achilles". We
therefore met with the |
playwright and poet Lan
during our one-week stay
Aranya, Beidaihe, to learn
the historical backgroun
the story of Achilles fro
Homer’s Epic and the s
behind writing the play, ¢
to talk about how the
playwright interprets the

Lan Lan's text creatively
reimagines the story about

the Trojan War in Homer's '
Epic, and puts forward tW
idea that "the greatest hero of
ancient Greece, Achilles, is a

female". This version of the

story is actually based on I

historical data. As an —

h itizen of Greece, 3 ” :
onorary ci IZG.:n. of Greece,—— o ot /

Lan Lan has visited the A

country multiple times, /HA' (4
interacted with locals, ' o

traveled to the islands —— i .

mentioned in the epic, read ; e fo T -, ‘
historical accounts, learned a7
about the locals, and studied —f B :

some local literature. Some '
scholars who have studiEi

Homer's Epic also hold the
opinion that "Achilles isa

female." Therefore, the

Trojan War has a different
version in poet Lan Lan’s
script than it does in the

well-known Homer’s Epic.



When doing research for this script, I read "The Unwomanly Face of War:
An Oral History of Women in World War II" by the Nobel Prize winner
and Belarusian writer S.A. Alexievich. She said: "There is this concept of
‘lighting performance' in optics, which is about the camera’s ability to
capture images. Women’s memory of war is based on their own emotional
tension and pain as the strongest lighting performance... Women's war is a
war accompanied by smells, colors and a microcosm of life.” Thus, in this
version of the story, we need to try to examine and feel a war from a
female perspective, to think about the situation and significance of women
in a war, to think about how we handle conflicts, how we make choices,
and how we adhere to beliefs. In the script of Lan Lan, the female hero
Achilles leads the Achaeos to cross the ocean to fight on the Trojan
battlefield. At the same time, she shows great sympathy for the misfortunes
and miseries that happen to women, and deeply detests the lies and deceits
of the world in power. At the end, she chooses to leave the Trojan
battlefield and return to her hometown to become a doctor who heals the
wounded and rescues the dying.

In fact, in the study of the Homer’s Epic in which Achilles was a male, it
was also found that people liked Achilles not only because of his strong
combat capability, but also because he was more human than other ancient
Greek heroes. He had a deep connection with friends, cried, reflected on
the ethics of honor and thought about the value of life. From this

perspective, masculinity and femininity have achieved fluidity and unity in
Achilles.




A strong creation in Lan Lan's script lies in her juxtaposition of the
situation of ancient Greek women with the situation of women in Eastern
history, as well as the circumstances of ancient and modern women.
Therefore, we can see that women's passivity runs through ancient and
modern times. For example, in ancient times, women were the reason for
wars, such as the abducted Queen Helen of Sparta; women were also the
reason for reconciliation, such as Liu Xijun, the princess of the Han
Dynasty who made peace through marriage; women were the ones who
brought disaster to the country and the people, such as concubine Daji of
King Zhou of the Shang Dynasty; It was also women, such as the goddess
Calypso, who tempted the great king Odysseus to stay and suspend his
journey back home. So what about modern times? At the end of the script,
it is written that the real king of Ithaca is a woman who has inherited the
name Penelope and lives calmly and firmly. What is the truth about the
lives of the women represented by the modern Penelope? Whether in war
or in ordinary daily life, the details of women's lives are worth seeing.

Thus, "The Wreath of Achilles", narrated in the form of ancient Greek
drama, has a stylized setting and a realistic style, which can fully
demonstrate the integration of contemporary theater. In this experimental
workshop, we excerpted the first half of the first act of the script to explore
the possibility of establishing theatrical language and character
transformation.

According to the script, all actors are female. The excerpted text includes
six characters: a Female Poet, Pyrrha/Achilles, Thetis, Deidamia (Pyrrha's
best female friend), Zeus, and Odysseus, as well as the chorus. This time
there were two female dancers and an actress participating in the
workshop. In the process of reading the play, I found that the young and
innocent tone of the dancer who read the character of the Female Poet
contrasted greatly with the tone I had envisioned for her. However, it gave
me a feeling of "a story has been passed down for centuries to the younger
generation". So at the beginning I had the Female Poet sit in front of the
computer, typing on the keyboard and speaking out the lines while writing,
with a red wine bottle beside her, which naturally established a modern
tone.
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In the script, Deidamia, Zeus, and Odysseus are all played by another
dancer. Applying different physicalities is one of the ways to switch
between male and female characters, so I asked the female dancer to create
different physicalities for each of the three characters. In terms of sound, I
attempted to use software to record and change the voice of the female
dancer, using clear tone and physicality changes to indicate when the
characters of Zeus and Odysseus appeared. On the other hand, this
presentation can also be aligned with the modern tone.

Pyrrha/Achilles and Thetis are also played by one actor. Pyrrha is the
female name of Achilles, when living as a woman on Skyros Island, and
Thetis is the mother of Pyrrha/Achilles and the goddess of the sea. Due to
the fact that the actor who played Pyrrha/Achilles and Thetis needed to
leave this residency in advance, we have made a decision to ensure that
scenes of these two characters only appeared on screen for the presentation
of the workshop's results. The filming of these two characters' scenes was
carried out in the Aranya Community Hall. The hall has a balcony, which
was separated from the interior by glass, so we made use of this glass to
divide the space for the two different characters. The lighting of these two
separated space was different, and the sound of the waves could still be
heard on the balcony, which just helped to create the atmosphere of the two

characters.
78



Due to the use of filmed footage, we had a variety of scene options for the
Pyrrha/Achilles part. We went to shoot the opening scene in a typical bare
woods in northern China in Aranya, hoping to convey the atmosphere of
silence. For the vivid childhood memories of Pyrrha/Achilles on Skyros in
the script, we still used images to present the flash of memories of her
playing on the beach with her friends in film language.

Video footages were used pretty much in this presentation of this workshop
results, so in order to unify the theatrical language, in the scenes of Zeus,
Odysseus and the chorus, we also used imagery empty scenes to combine
with the live performances of the actors. Moreover, the script itself also
reflects on modern life, so at the beginning of the presentation, I also added
videos of modern female soldiers from various countries on the battlefield
and during training. The presentation started from modern life and was
connected to historical records about female soldiers. Then, I introduced
the background of Homer's Epic on screen, followed by entering another
version of the story of the ancient Greek hero told by a modern young
female poet. As a result, the live physical interpretation, lines, images of
research material, and filmed scenes were intertwined, forming a modern
presentation of the form and story of ancient Greek drama.

Due to limited time and resources, this presentation only demonstrated the
experiment with theatrical language and character transformation methods
during the workshop, without presenting the spatial setting (the
underworld) and visual tone of the script. I believe that when rehearsing
the entire play, due to changes in the performance venue, the presentation
style will develop largely into a totally different one.

Translated by Iuliia Baturo
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Seeds of Theater:
The Development of the Themes
in The Clothes of Rong Yi

Author/LI Jing

Like any creation, drama creation is a process that lasts from "discovering and sowing seeds" to
"breeding and bearing fruit". So, what are the seeds of drama? How to find the seed of a play you
want to create? What will you do to make this seed bear fruit?

This lecture is not a practical combat class, but it has something to do with actual combat. The
audience behind the screen is full of experts, and I am willing to share with you some views on
"The Seeds of Drama" from both creative ethics and creative practice aspects. I hope you will not
hesitate to enlighten me.

Let me talk about my conclusion first: this is my "personal truth", not the "universal truth". So,
what are the seeds of drama? This is the spiritual theme of a play. How is this theme formed? It
depends on the encounter of the creator's spiritual mind and the material used for creation, and the
extraction, transformation and sublimation of the latter by the former. Let's take my recently
published script "The Clothes of Rong Yi" as an example to talk about the process of searching,
establishing and realizing the spiritual theme.

1. The sins of others, one's own conscience

Before establishing a theme, a playwright gets in touch with the material. The material may be a
story, a piece of news, a sentence heard by chance, a scene seen somewhere... The reason why it
becomes the material of a playwright, becomes the center of his/her focus, and is related to his/her
personality traits, spiritual preparation, and spiritual concern.

The material of "Rongyi's Clothes" is the story of "Rong Yi removing clothes", which is written in
"Mr.Lu’s Spring and Autumn Annals":
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Rong Yi rebelled against Qi Rulu, with a cold weather and a back door. He stayed
alone with his disciples outside Guo. The cold grew even worse, and his disciple said,
"Son and my clothes make me live; I and my clothes make me live. Our country's
scholars cherish death for the world; they do not respect people, but lack love. Son and
my son's clothes!" The disciple said, "If a man does not respect people, how can he be
like a country's clothes?" Rong Yi sighed and said, "Alas! It is said that he does not
help a man!" Jieyi and his disciple died in the middle of the night. The disciple then
lived. ("Lu's Spring and Autumn Annals: Li Junlan, Chapter 8")

The prototype of the story stops at Rong Yi who undresses and dies, while the disciple
survives. When I read this story, one question came to my mind: what kind of life will this
disciple live after his survival? Is he still an "unworthy person"? Or has he reborn and become
a righteous man pleading for the lives of the common people in the world? One person's
cotton-padded clothes and another person's life are thus dramatically linked together. How
to discover drama in it? This is not a question of screenwriting skills or storytelling abilities,
but rather a fundamental question: what theme do you want to convey through the story you
create? It is the theme that drives and dominates characters, the story, the structure and
scenes.

People always criticize the works where a theme goes first, but their actions are wrong. All works
are theme-goes-first-like. Some people might say: I am not the same, I have the image first and
then the story. It is the image that leads me to the unknown front, and the charm of creation lies in
the unknown. You are right, the charm of creation does lie in the unknown. But even if the theme
is determined, your writing is still unknown. For example, when you come to a strange place and
don't know where to go and you see a misty blue mountain at a distance, you set your mind on
walking in the direction of that mountain, but you don't know what you will encounter along the
way: the theme is the direction of walking. Before the theme is defined, you must go through an
unknown phase of wandering, trial and error, trying to write images and scenes one by one to
determine your theme. Marquez said it well: "Inspiration is neither a talent nor a gift, but a
reconciliation of the writer's perseverance and virtuosity to the subject they endeavor to express.
When a person wants to write something, there is a tension of mutual restraint between the person
and the motif they want to express, because the writer tries to explore the theme, while the theme
tries to set various obstacles. Sometimes, all obstacles will be swept away, all contradictions will
be easily resolved, and many things that were not dreamed of in the past will become true.”

The "theme" that Marquez refers to here is not a dead concept, but a life with free will, hiding in
the dark and difficult to understand. Yes, the theme is life, or in my words, it is the seed which
produces and grows according to the law of life and becomes a work; the theme is not a product
manual, but rather a mechanical principle of assembling the work.

Therefore, the theme will set obstacles to the writer, rather than being clearly visible from the
beginning. In the process of exploring and removing obstacles, the creator's own view of the world
will be more orderly and tense, and can even change. If this change is turned into a theatrical
image, it will be a fascinating journey.
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When I was thinking about how to weave the life of Rong Yi’s disciple after being rescued in a
play, I was actually exploring the theme of this play. This theme requires the play to meet pre-
existing moral beliefs in the world and respond to them. For instance, "good is rewarded with
good, and evil is rewarded with evil", or "good people get no rewards, and evil people live a
thousand years"...and the doubts about the value of kindness and self-sacrifice hidden in these
creeds: if you admit the effects of kindness and self-sacrifice in this world, then write about a
person who repents and reforms their misdeeds because of being saved, but isn't this too
generalized, too wishful thinking, isn’t there too little artistic persuasiveness? If you think that
kindness and self-sacrifice are futile, then write about a person who survives but remains the same,
or even worse, but isn’t that too life-plagiarizing? Moreover, what is the meaning of the death
sentence for kindness and self-sacrifice when people's hearts are broken? Of course, there is a third
way: kindness and self-sacrifice are a glimmer of light. Although the disciple who is clothed and
alive is still a lukewarm person, he remembers the cotton-padded coat that his master had
sacrificed his life to put on himself, and puts down the butcher's knife. In fact, the third is a
variation of the first possibility, but with a soothing humanity and aesthetic values, and is also a
common pattern in Hollywood. I still feel that the third opportunity has its value, but it is not
urgent for my desire to express myself. What am I desperately in need for?

For a long time, I could not help but focus on the question of sin and conscience. Looking around,
the evils we have heard, read, watched, and encountered, large and small, have piled up all over
the place, which has made it difficult for us to breathe and love. Occasionally, in the cold night,
"those who hold salaries for everyone" must see them "frozen to death in the wind and snow". As
for ourselves, we don't want to be evil because it's not that bad, and we don't want to be paid
because it's not that good. We are just a bunch of people who are neither good nor bad. We try to
maintain a balance of conscience, try not to owe anyone, and don't want to be owed by anyone.
We shrink within the volume of our own existence, try to avoid the outbreak of transcendental
instinct, avoid caring about "non-self-related" things, and persuade our conscience not to judge our
inaction.

However, the conscience can’t help but flare up and feel aggrieved: why the evil never fears the
conscience? Why can't conscience stop evil? When a person is determined to follow evil, what is
the process and mechanism of his conscience being wiped out? If a person deviates from his
conscience and does evil, is it caused by the external environment, or is it caused by the collapse
of his own inner conscience? Why is it that the wicked enjoy peace and the sinners are not judged?

When I am in a bad mood, I will read “The Book of Psalms” to ease the mood. The Psalms is a
collection of ancient Hebrew poetry, most of which were written between 1500 BC and 1000 BC,
and most of the poetry there was written by King David. I am often shocked by its naked truth and
frankness, so I am comforted..because only truth can comfort people. One day, when I read the
seventy-third Psalm, it sounded like saying what was in my heart:

I am sorry to see the wicked and the proud at peace.
They die without pain;
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Their strength is also strong.

They did not suffer like others, nor were they plagued like others.
Therefore pride is on their necks like a chain;

Violence covered their bodies like a garment.

Their eyes bulge out of fat;

They have received more than they imagined.

They mock and speak oppressively with malice;

They speak up. Their mouths blaspheme heaven;

Their tongues speak against the whole earth.

So God's people came here and drank the cup full of bitter water.
They said: How can God know? Does the Most High have knowledge?
Behold, this is the wicked man;

As they enjoy their ease constantly, their treasures increase.

I have purified my heart in vain,

Washing hands in vain shows innocence.

For I am troubled all day long; chastened every morning. ...

When I enter the sanctuary of God, I will consider their end.

You have set them on slippery ground, and you have brought them down to perdition.
What desolation they became in a moment!

They were utterly terrified.

When a person wakes up, how does he see his dream?

God, you will despise their images just the same when you are awake.

The evildoer gains success in the world—"enjoys his ease and increases his wealth," but "I" who
keeps a clean conscience and "drinks the cupful of bitter water" "in vain have kept my heart pure, /
in vain have I washed my hands in innocence". These words came from the mouth of a Hebrew

3,000 years ago, but they sound like the voice of my heart which I know very well.

But at the same time of this huge anger and disappointment, a voice unfamiliar to me roared in this
poem: “Truly you set them in slippery places; you make them fall to ruin. How they are destroyed

',’

in a moment, swept away utterly by terrors!” This voice does not come from my own heart, it
comes from another world, another kind of faith, that is: even if the wicked enjoy peace in this
world, they cannot disturb the eternal spiritual-moral order. “Falling into the abyss” is their

ultimate judgment.

I once envied the land where this poem originated, thinking that the blessings of justice and order
had nothing to do with me, but suddenly I remembered two points in Chinese history:

One is the death of Qin Shi Huang—he was not only the first emperor to unify the world in
Chinese history, the pinnacle of success in the eyes of the world, but also a tyrant with severe
punishments and countless murders. He lived a glorious life, but ended in embarrassment and
tragedy: he died of illness on the way to the East, just in midsummer, and his corpse was rotten. In
order to cover up the stench, his close ministers had no choice but to build a carload of more
smelly abalone on his body and return to Xianyang. His son Qin Ershi and the Ying family were
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all wiped out by the rebel army in the end. The Great Qin Dynasty became almost the shortest-
lived dynasty because of its cruelty and benevolence. This is "how desolate they were in a
moment! / They were consumed with terror". This is the trial of Qin Shi Huang and the Qin
Dynasty by invisible forces, and it has indeed been implemented in history. It is interesting that
many literary and artistic works only promote the cultural and military achievements of Qin Shi
Huang, with little mention of his tragic ending. This choice implies how insane the obsession with
"wealth and jade" (Lu Xun's words) is, regardless of their origin.

The other one is Mozi's theory about "heaven" - in "Heaven’s will", he said that there is a "heaven"
that is high and there is "no escape": You must see it when you see it.” It means that God will not
ignore the remote mountains and valleys where there are no people, He can see clearly
everywhere. "Heaven desires righteousness, but hates unrighteousness" - Heaven loves justice and
hates injustice, so "there is life in the world where there is righteousness, and there is death if there
is no righteousness; Righteousness leads to chaos." This light inspired me to hide a parallel
spiritual structure in the play: on the one hand, the evil is spreading day by day on the protagonist;
different people bring different results. This will be a "sin in faith revealed" drama structure. This
structure is determined by the theme.

Therefore, this play tries to invite everyone to think through the actions of the protagonist: Is a
person choosing to do evil purely forced by the environment, or is there an incentive to sin within
himself? There is a saying in the Gospel of Matthew: "If the light within you is darkened, how
great is the darkness!" The light of conscience in a person will not be extinguished and turned into
darkness without his own consent

no matter how bad the environment and the system are.

We have long been nurtured by humanitarian works, successfully portraying "complex and three-
dimensional characters", but there is often a lie here, which is to regard evil as good and good as
evil. Out of our sympathy for sins caused by the "evil circumstances", we believe that all sins have
only one cause — the environment. Regarding this point, we can refer to the depiction of Mary
Shelley's "monster" in Frankenstein: the monster was abandoned and deprived of love because
scientists made him ugly, so he took revenge and killed five innocent people. The writer has great
sympathy for the monster's misfortune, there is nothing wrong with this; and then she renders his
indiscriminate killing as innocent — this is a disorder of moral rationality. Since then,
humanitarian literary and artistic works no longer torture "the evil of human nature", but criticize
"the evil of the environment" as justice. But how does "environmental evil" come into being?
Where do unjust institutions and relationships arise? Our writers and artists no longer pursued this
point, but started the journey of "healing the head when it hurts, and treating the foot when it
hurts". The sins and evils in people's hearts are just let go. Once a writer or artist criticizes the evil
of human nature, he may be charged with compromising cowardice or arrogance. You are
sentenced to compromise and cowardice because "you only dare to criticize the illusory human
nature, not the system with obvious crimes"; You are sentenced to be arrogant because "human
beings are supreme, and they want to be loved, sympathized, understood, and comforted. Who do
you think you are, how dare you whip me"? As a result, human nature itself has become an
unquestionable sacred existence, and the only things that need to be examined are bad systems,
bad environments, and bad relationships that seem to have fallen from the sky and have nothing to

do with the evil of human nature. .. 91



Therefore, in this play, I ask Rong Yi’s disciple Shi Xin to carry this question: "Are you doing evil
only because of the 'forced' circumstances?" No, what drives him to act is something that seems
extremely sympathetic—a desire for 'success'. Here in Shi Xin, it is the idol of "success" that
gradually takes over the position of conscience, sending him to a place he dreams of, and in the
end... I'd better not spoil it. I am actually very interested in the audience's reaction: when you are
watching, do you really guarantee that this is just "other people's sin"?

So, how does this conscientious warrior, the sacrificial Rong Yi, view his choice, if his disciple
chooses to betray him? He did righteousness and sacrificed himself because he believed that this
righteousness and sacrifice could transform his disciple into "a good person". Can he get
immediate good results? If this is the case, "righteousness" comes from the cheap innocence of
people who are unaware of their sinful nature, and its moral value will be greatly reduced. If this is
not the case—Rong Yi knows that his sacrifice will not bring about the salvation of the other
party's soul, and what he saves may be an incurable person. What is the value of this
"righteousness"? Is he just like those of us who think we are good people and say: I do it because
it's right?

This touches upon the second level of the theme.

2. One's own sin, one's own conscience

A person who obeys the law of conscience, knows that his beliefs and actions are righteous and
right, and can keep this "right", is the ultimate of "goodness" and "righteousness"?

No, he may commit another crime, which is "thinking that he is right", and then making this "right
self" an idol, a creditor, a source of meaning and a standard of judgment. Then, good and evil
immediately switch, and good is no longer good, but becomes evil—because this kind person may
take contempt, cruelty, and contemptuous attitudes towards all "sub-good" and "unkind" people,
and collect interest from lending money during his lifetime: love, respect, worship, gratitude,
good name...he takes them all for granted, like being addicted to drugs, and even this interest
becomes the driving force for his righteousness. Therefore, he established his relationship with
others as a supply and demand relationship between "idols and believers": I provide righteousness,
and you provide worship. If he fails to receive the expected interest, he will fall into great
disappointment, bitterness, resentment, and revenge, and blame the defaulter: "You heartless
people are not worthy of my righteousness and sacrifice!"

This is a common moral trap into which self-righteous people can fall. As Berdyaev said: "The
struggle against evil often produces new evils—intolerance, fanaticism, violence, cruelty, and a
sense of ferocity...Love of the good itself, the relentless pursuit of the good, often leads to cruelty
to people." Viciousness in attitude, unfriendliness, and ruthlessness...the tragedy of morality is that
moral consciousness cannot overcome cruelty, greed, envy, and fear, because all these emotional
states have the capacity to manifest themselves under the guise of goodness. A good person is
often cruel, greedy, envious, trembling with fear in his goodness. The tragedy of moral life makes
us suspect that the good is problematic. We cannot break through to the other side of good and
evil, as Nietzsche wished, because the evil in this world surrounds us all the time. But we cannot
92



stay entirely on the side of good in this world, because this good itself can easily become evil...
Both good and evil have the ability to dress themselves in the most contradictory forms."
(Berdyaev: "On the Mission of Man", translated by Zhang Baichun).

From our own experience, from the observation of our own hearts, we can all realize the
momentary transformation of good and evil. Evil does not only belong to the evil ones and other
people. Sin also resides in the hearts of those of us who think we are "good" and dress ourselves
up with a good face: when we help others but feel wronged and resentful when we don’t get the
expected gratitude, when we are misunderstood and immediately lose our love and blessings for
that person; when we see all sorts of meanness from top to bottom in a big event and sigh "this
nation is not worth saving, it really deserves it"; when we think that the truth is in our hands and
judge others' righteous deeds as "meaningless"... it is "sin" that works in our hearts in the face of
"good".

When 1 realized this, I felt that the character Rong Yi had vitality, and the theme of the drama had
the possibility of being deepened, that is, not only to judge the sins of others, but also to examine
one's own internal sins, even the "sin" and "evil" hidden in "righteousness".

When does this inner sin manifest itself? All the time. But the most extreme touchstone is when it
comes to life and death. It is the situation where Rong Yi is outside the city gate in the bone-
chilling cold, and he can survive if he has an extra cotton coat, but he will die if he takes off the
cotton coat. This is the real moment to test a righteous person's understanding and practice of
"righteousness". It is not a philosophical question, but a life and death lesson. It is not the
alienation of limited interests, but the self-deprivation of the only life. If the person to die for is
really unworthy, is it really necessary to die for him? If he died, wouldn't it be "moral reverse
elimination"? What would happen to a person if he did not die, but allowed the other party to die
and had his blood on his hands?

When I was hesitant about this topic, I read a dialogue between a science fiction writer Liu Cixin
and a science historian Jiang Xiaoyuan on the issue of "cannibalism" more than ten years ago. Liu
Cixin put forward a hypothesis to Jiang Xiaoyuan: If the world ends, only the two of them and a
beautiful hostess at the scene are left, "The three of us carry everything of human civilization, and
we must eat her to survive. Would you eat her?" Jiang Xiaoyuan said he would definitely not eat
her, because cannibalism means losing humanity. Liu Cixin said: If you don’t eat her, it is
tantamount to irresponsibly allowing human civilization to be annihilated. "Only by choosing
inhumanity now, will humanity have a chance to re-emerge in the future."

Liu Cixin's "cannibal hypothesis" made me shudder. People do not know the Satan within
themselves. They always think that they can get the greatest good at the cost of the "smallest evil",
and stop at this only "little evil", after which there will be great good. He even thought that doing
this "little evil" was a self-sacrifice—sacrificing his own innocence and accomplishing the
salvation of all mankind. How many similar deeds have there been in history, when some
"outstanding men" sacrificed others under the banner of "saving people from untold miseries", but

finally won the throne of emperor for themselves.
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Why do stories like this keep recurring? Because everyone thinks that they are an exception, that
they can escape the control of evil. But they don't know that there is one of Satan's tricks hidden
here, which is the sophistry about "preservation and sacrifice". This sophistry is to say: self-
sacrifice is not an absolute moral law, it has a limit, and a "higher" life has the necessity and right
to sacrifice the "lower" ones in order to preserve its "hight". We want to preserve the greater and
more precious value at the smallest cost—"I" could actually be sacrificed, but I happen to belong
to the group of "high" and need to be preserved.

But this lie was exposed through the dialogue between Liu and Jiang. It shows that in an all-or-
none, life-or-death situation, if a person chooses not to sacrifice himself, he has to choose to
sacrifice others—and then he becomes a criminal. In other words, "self-sacrifice" is pure only if it
is seen by the sacrificer as a way "to get rid of his own sins" and not as a "gratitude and debt" to
save others. Going one step further: only when a moral person, a victim, a righteous person, and a
good person realizes the crimes he has committed and may commit, and takes actions opposite to
"sin", can he escape from evil and his conscience can be complete. To whom is he conscious of his
sin? Not to those in power, those who rule them, but to the transcendent being, the supreme good
that allows them to acquire this awareness. In "Rong Yi's Clothes", this transcendent existence is
the "God" that Rong Yi always remembers, which is the "Heaven" in the Mohist classics.

Thus, the theme of "Rong Yi's Clothes" enters the second level: examine one's own sins and save
one's conscience.

So, in the fourth act of the play, when Rong Yi puts the cotton-padded coat on Shi Xin, but the
latter avoids him from a distance, he utters this monologue to the snowy sky:

Rong Yi (pauses, talking to the heaven) Dear God, my disciple doesn’t understand my words, but
you do. Do you want me to save 80,000 Lucheng people, or just one disciple? Among the 80,000
people, there are righteous men, villains, and people who are neither good nor bad. Who is the
disciple? Maybe he is a selfish and greedy person, or perhaps he may do great evil in the future.
Can I take the cotton-padded clothes of this possible villain and take his life in order to save those
80,000 people? Sounds like a lucrative option. But you are telling me through this snow: no,
absolutely not. Once I kill this possible villain, the righteous warrior Rong Yi will become a true
devil. This is what I just found out. Just now, when I pretended to snatch his cotton coat and teach
him a lesson, I felt like I truly become a God of life and death. I knew it: once I become a God, I
become addicted and want to be a God forever. Just like when I lift my feet and stomp the first
snow, I will definitely continue to walk and stomp countless snow. The peace you have given me,
the pure and flawless peace that comes from guarding every snowflake, will forever be lost.
Afterwards, the devil will reside in my heart. After taking the life of my disciple, I will go to take
more people's lives under the banner of greater justice. I will become the person I opposed at the
beginning, the sinner in your eyes. (Pause) God, thank you for the peace you have given me. I will
hold on until I see you! Thank you for holding my hand and preventing me from committing a
crime! Thank you, benevolent and compassionate God! (Worship to the heavens, joy and
happiness).

94



Therefore, in the drama "Rong Yi's Clothes", the death of Rong Yi is no longer presented as a
story of "rescue" and "failure", but a story of "self-salvation" and "examining and getting rid of
one's own sins". When I finished writing this play, I rarely sighted again thinking:"When will the
sinners be judged in this decayed society?" Instead, whenever I was about to blurt out this
sentence, | thought, "Hey! Be yourself! You are a part of the sin. What can you do to make
yourself less guilty?" Writing can help transform yourself. Of course, this does not mean that the
creators will no longer be sensitive to darkness and evil, but, while remaining sensitive, they will
not regard themselves as judges who stay out of the situation, but let themselves become the
bearers of the yoke who stay "both outside the situation and in the game."

3. The theme is the result of the playwright's conceptual integration of
inner experience, and touching upon ChatGPT

The above has introduced the birth process of the theme of "The Rong Yi’s Clothes" at two levels.
The reason why I want to share this is because drama as I understand it is the most aggressive and
most loving dialogue of the soul. Its "aggressiveness" lies in its willingness to speak out about the
most pressing and offensive spiritual question that the playwright finds, which, in my present state
of mind, is a questioning of inner conscience; It is thought to be "the most able to unite love"
because it will honestly reveal this concern in front of everyone in the theater; it is called "soul
dialogue" because as a hypothetical art, drama does not need to imitate the details of life, but only
requires the strongest spirituality to be presented in a way that conforms to the rhythm of the
drama.

The theme of a play is the result of the playwright's conceptual integration of the inner events he or
she has experienced. This "experience" is in the sense of Ibsen. Ibsen said: “Everything I write is
closely related to my experience, even if it is not my own — or real — experience.” “Artists must
carefully distinguish between observation and experience, as only the latter is the theme of
creation.” At the same time, Ibsen opposes “personal actual experiences”, which means opposing
external events related to his own life. He focuses on his inner life experiences, which determine
his rational, emotional, and spiritual development. He also said, "Writing poetry is to judge..judge
myself'. He openly acknowledges that creation is a form of examining oneself out of a struggle of
conscience. His words deeply resonate with me.

The playwright needs a heart that can freely communicate between the "above" and the "below".
This heart is a radar, relying on its own nature, conscience, emotions, thoughts, and moral
intuition, scanning through all seemingly unrelated events it has experienced internally, searching
for common signals, and making conceptual connections and integrations.

The "inner experience" that stimulated the formation of the theme of "Rongyi's Clothes", in
addition to the aforementioned "Rongyi Undressing" story and the "Dialogue of Liu Cixin and
Jiang Xiaoyuan", includes two other things: firstly, in the well-known Jiangge case, Liu Xin's
words and actions towards Jiang Ge's mother Jiang Qiulian, and secondly, the death of Qin
General Bai Qi.
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The case of Jiang Ge will not be repeated here, but Bai Qi’s death can be briefly described: Bai Qi
was originally an accomplished general of the Qin State during the Warring States Period, but in
his later years, because he refused to listen to King Qin Zhaoxiang's orders, an envoy sent by the
King of Qin gave him a sword and ordered him to kill himself. Before Bai Qi drew his sword and
killed himself, he looked up to the sky and sighed: "What sin did I do to God to end up like this?"
After a while, he thought of something and said: "I deserve to die. In the Battle of Changping, the
Zhao army surrendered hundreds of thousands of soldiers. I buried them all alive by deception.
This is enough to commit suicide!" After speaking, he committed suicide. This is the awakening of
the conscience of a murderous general at the last moment of his life. It is in contrast to the
admirable writing of the "Battle of Changping" in our history books. I came across this story while
conceiving "The Rong Yi’s clothes" and decided to use it as the "overtone" of the theme.

These four stories, in the months of inner labor, condensed into one theme. It requires the
playwright to turn their daily concerns—maybe their own, others, events they have witnessed, or
events reported by the media—into their inner survival, emotional and moral experience and
consciously connect the sense of the present and the life found in this experience with these four
different stories from ancient and modern, and let it be an "inner experience" again and finally,
condense as a theme. The day when this theme is formed is when the seed of the play is born. The
next thing is to let the seeds germinate slowly, break through the soil, grow into trees, blossom and
bear fruit in a form of a script. Therefore, I say that after the birth of the theme, writing is still
unknown—because although you are driven by the theme, you endow the characters with basic
characteristics and the main functions he/she will undertake, but you still don’t know the structure
in which they will live and act; you have figured out the structure, but still don't know what
specific event he/she is going to enter (some events are prepared in advance, but are discarded
because of the structure, and some events are generated because of the structure); you know the
events he/she is going through, but still don't know what he/she will say or do...you don't know all
this until you come to the end of your writing-but you don't know how it all will end up. You have
to read through it several times and tinker with it to make the fruit look more symmetrical.

The above is my experience on "theme salvage" during the process of writing "Rongyi Yi". When
preparing my speeches, people always ask me what I think about ChatGPT's ability to write. My
opinion is simple:

Does ChatGPT have a "heart"? Can it 'personally experience' internal and external events? Is there
a positional relationship between it and the world others? The so-called personification
relationship is what Martin Buber called the "I-you" relationship, that is, the kind of relationship
between intelligent lives that is the subject of each other, flesh and soul, dynamic and unique. Art
creators rely on their own hearts to extract meaningful DNA from the spiritual and physical life
they experience to create their own works. Their works contain their pain, their love and hate, their
laughter and tears, their wisdom and stupidity, their sensitivity and numbness, their hope and
despair... No matter great or mediocre, human creators are unique, possessing free will, and
because of their uniqueness, personality, and free will, we read their works, since reading is the
path to a heart. Where is the uniqueness and personality of ChatGPT? Even though its "reading

volume" exceeds that of all human beings due to the richness and vastness of its "corpus", the
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"works" it produces according to its instructions are "excellent" and "perfect" in form, so that it
surpasses all "mediocre" human author, it is nothing more than an imitative recombination of a
great work—it is not of free will. Reading its "works" is a self-degradation of the personified
existence of human beings—the so-called oppression and domination of people by things is not
because things have "evolved" beyond people, but because humans have given up their innate
divine uniqueness and positional nature, and voluntarily downgrade to functional and materialized
existence, to a level below "things", absurdly placing themselves on the same track as "things".
This is the result of the dissemination of the values of "abilism" and not the values of
"individualism".

In the context of ChatGPT, sharing the creation process of "The Clothes of Rongyi" really amuses
me. "Literature is human studies." Drama is also human studies. Man is an intelligent life that
pursues meaning and freedom. People are intelligent beings who pursue meaning and freedom.
When intelligent robots can threaten the meaning of human existence with "imitation of meaning",
we may as well return to the creative process of drama and confirm all the good and evil, sin and
righteousness, difficulties and sweetness, failure and victory hidden in this creative behavior. In
short, confirm its unique spiritual light and personality.

Thank you for listening. By the way, I would like to share a piece of good news: The drama "The
Clothes of Rongyi" has been valued by Director Yi Liming and will be directed by him. It will be
staged at the Dahua City Art Performance Center in Beijing in the near future. Everyone is
welcome to watch it and criticize it. This script was also included in my five-volume booklet "I'm
Afraid of Life" last year, which was published by Shandu, Casting and Shanghai Literature and
Art Publishing House. Please correct me. Thank you.

Drafted: February 22, 2023
Revised: March 3, 2023
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The text is compiled by the author based on the content of
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INTRODUCTION

In recent years, concepts around the body’s image have become even more central in fomenting
the debates regarding society’s traditions and values. More specifically, the male body has
converged into its arena some of the most significant ideological disputes because of its
hegemonic power. In other words, as the dominating figure of the established patriarchy, the male
body is the most conspicuous vessel carrying the signs of power and dominance. Moreover,
although hegemonic masculine traits have altered throughout modernity, what holds still and
stronger than ever is its main carrier — the male body. Authoritarian governments and fascist

regimes comprehend well this concept and have been using it recurrently since their origins.

In alignment with these debates, Romeo Castellucci, founder of Societas Raffaello Sanzio,
described as one of Italy's most radical-thinking contemporary theaters, has recently embarked on
an artistic journey that confronts the intricacies of masculinity and fascism. In his most recent
production entitled BROS, twenty anonymous men - called in without previous knowledge of the
play — are made protagonists, where they are given a police uniform and a device, from which they
carry out strict orders. One of these men called in to be part of this production is the same one who
writes this essay. Thus, sometimes I will draw from an insider’s perspective and, at others, I will

distance myself to favour an analytical standpoint.

The main object of analysis in this essay is the male body in Romeo Castellucci’s theatrical
performance of BROS, presented at the Dublin theater Festival in October 2022. Using the
perspectives of gender studies — particularly the ones developed by R. W. Connell in his book
entitled Masculinities - this essay aims to examine the core values embodied in BROS’s twenty-
five actors onstage, used by Castellucci to expose how authoritarian minds deify the male body to

perpetuate fascist values.

Additionally, this study provides insights into the contemporary tensions between masculinity
ideals and fascist regimes, holding intrinsic values of power, domination, and nationalism.
Supplementary theoretical support for this essay is pinned on the ideas of the “new fascist man”,
developed by George L. Mosse in his book The Image of Man. Lastly, I argue that Romeo
Castellucci creates BROS to depict how authoritarian regimes have deliberately been using the
male image as their ultimate pinnacle, forging their ideals and purposefully reinforcing a dominant
masculine aesthetics. Making use of these aesthetics, Castellucci, in BROS, casts masculinity as a
prop and relies on an ancient hegemonic model, so rooted in every male body that it needs no

rehearsals for the show.
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THE ANALYSIS

It is of extreme importance for the analysis proposed in this project to establish the core notions
that will serve as pillars of this debate. One of the central concepts concerns gender structures, and
the affirmation that it is a social construction and a practice, as R.W. Connell establishes in his
book Masculinities (Connell 2005, 71). Secondly, the assertion that there is a “firm distinction
between biological sex and the cultural construct that is gender” (Counsell and Wolf, 73) is also
essential when analyzing the interplay between masculinity, aesthetics and authoritarianism in the

show.

The cast of BROS is made of 25 people — 20 called in without any previous attachment to
Castellucci’s theater company — and 5 other actors from the company. In the show, some of the
artists involved were only amateurs, others dancers, some of them were non-actors, other
acclaimed professionals, many of them were from different nationalities, others had different
sexual orientations, and some were assigned a different gender at birth. But what every single
person had in common and was decisive for being part of BROS was the fact that they all define
themselves as men. Being a man, with all that it encompasses, was the casting prerequisite of the
show. Moreover, not only these people need to recognize themselves as men, they needed to have
the ability to perform some forms of masculinities. To say that is to distinguish the intricacies
around performing gender when analyzing Castellucci’s BROS, and the role that the social

construction of manhood plays in his production.

It is hardly a coincidence that 25 men are joined together onstage to tackle a production called
‘BROS’ — as in ‘brothers’, alluring to a collective, a brotherhood. This collective of people
performing masculinity is a clear image of what R. W. Connell regards as a ‘social organization of
masculinity’ (Connell 2005, 71). But the title of Connell’s book in itself already hints at the vast
spectrum of nuances and traits comprised in the term. That is to say that there is not a coherent
consensus around masculinity, hence the use of the plural in the title - as there isn’t only one form
of it. But before depicting the spectrum of masculinities Castellucci toys within BROS, let us

(13

understand that ‘the concept of masculinity’ Connell explores “...is also inherently relational.
Masculinity does not exist except in contrast with femininity” (Connell 2005, 68). In saying that,
before trying to investigate what masculinity in BROS is, perhaps it is useful to discard what it is

not.

For the theatrical production in question, Castellucci did not necessarily need to cast twenty men.
What he needed were twenty bodies that would be able to perform a specific model of masculinity,
as well as able to discard — at least for a moment — the traits of what is assumed to be

unmasculine/feminine. In the early efforts to describe masculinity in his book, Connell also uses
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this strategy of ruling out its opposite. He writes that:

In its modern usage, the term [masculinity] assumes that one’s behaviour results from
the type of person one is. That is to say, an unmasculine person would behave
differently: being peaceable rather than violent, conciliatory rather than dominating,
hardly able to kick a football, uninterested in sexual conquest, and so forth. (Connell
2005, 67)

By ruling out women from his cast, Castellucci also symbolically discards the traits and values
usually associated with them, similar to the ones mentioned in Connell’s excerpt above. Instead,
the Italian director chooses the male body — the one that is historically trained, allowed, and
expected to perform violence, domination, sportsmanship, and sexual desire — which are central
themes in the show. That is the reason why Castellucci is able to make 20 unrehearsed male actors
the protagonists of BROS; because their bodies, inexorably, bear the signs explored in the

production.

The other aspect worth paying further attention to in BROS is the type of masculinity it makes use
of and depicts. As Connell’s studies will state, acknowledging different types of masculinities is
not enough; it is also essential to “unpack the milieux of class and race and scrutinize the gender
relations operating within them” (Connell 2005, 76). The image of 25 men dressed in American
police uniforms, carrying batons and guns, hints and hits us with such strong signs. In effect, the
entire aesthetic experience of BROS is committed to pointing out a specific type of hegemonic
masculinity. It is a familiar type, one that claims to have all the power, and insistently promotes its
leading position in social structures. Men performing physical torture, executing extremely violent
acts against others, firing guns, drawing blood, walking in bunches bullying, and exalting the
collective in the sacrifice of the individual, are all traits exemplifying this form of hegemonic
masculinity. As Connell explains, “hegemonic masculinity can be defined as the configuration of
gender practice which embodies the currently accepted answer to the problem of the legitimacy of

patriarchy, which guarantees the dominant position of men [...]” (Connell 2005, 77).

Beyond the male bodies, Castellucci also creates an environment of fear and oppression, which
mirrors the symbolic terrain of authoritarian governments. It is not about one place, country or era
specifically, but it is the perfect visual soil in which this model of hegemonic masculinity thrives
and blooms. In other words, it is important to understand that “masculinity is not an isolated
object, but an aspect of a larger structure” (Connell, 2005, 67). The social structures in society, the
relations of power, and the state all have a direct influence on shaping the traits related to gender.
As Connell points out, “because gender is a way of structuring social practice in general, [...] it
constantly interacts with nationality or position in the world order” (Connell 2005, 75). The social
structure that Castellucci creates and tries to critically expose is what The Irish Times mentions in
its review as “a structure of aggression, an anthropology of violence” (McCormack 2022), which
we could suggest strongly flirts with lfalian fascism. Therefore, we could advocate that the ‘new

Italian man’ of the fascist era is the hegemonic male model employed by Castellucci in BROS.
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BROS AND THE FASCIST MALE MODEL

As stated earlier, it is not difficult to recognize that there is a specific model of masculinity being
portrayed, critically exposed and glorified in BROS. Moreover, the whole aesthetics of the show
draws attention to familiar social organizations of men in power. But the one regime that has a
distinct presence and representation in Castellucci’s show is Italian fascism. The exaggerated way
in which the director depicts manliness and glorifies its traits and forms onstage immediately
triggers an analogy to the classic fascist era. In the 20 years of Italian fascism, there was a strong
call for a ‘new Italian male’ who could represent Italy’s new ideals, with Mussolini allegedly
embodying the values of such a man (Champagne 2016). As George L. Moose also puts it, “never
before was masculinity elevated to such heights: the hopes placed upon it, the importance of
manliness as a national symbol and as a living example played a vital role in all fascist regimes”
(Moose 1996, 155).

By highlighting masculinity so strongly in his show, Castellucci terrifies the audience into
questioning the ties between gender roles and authoritarianism. He purposefully triggers a dormant
trauma to warn that the male body still carries the flag of fascism in its veins. This terror evoked in
the show is what I believe causes so many members of the audience to leave in the middle of it.
Some of BROS’s scenes might feel so uncomfortable to the audience because, although it draws
from an “old” form of authoritarianism and violence, it is still so familiar to how so many
institutions in the world still perform today. It seems to us the director himself is shooting
questions, screaming, as if to say: “Is fascism gone? Don’t we all carry some fascist traces in our

bodies as inheritors of these regimes?”

To further elucidate this point, let us consider some backstage practices along with specific scenes

of the show and the main aspects pointing to the core values of Italian fascism.
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Figure 1

In figure 1, a backstage picture of BROS, twenty-three of the actors are
waiting to go onstage. For forty minutes, while the audience is entering the
theater and one other actor is delivering a monologue, the remaining actors
had to stay in complete darkness, and silence, in a tiny damp strip in the
back of the theater. It was said that it was the only way to have everybody
ready in one place to start the ear device that would give the commands in
the same second. As one of these actors in there myself, I could witness
various colleagues having to deal with claustrophobic symptoms but
nobody complained because we believed we were sacrificing for the sake
of something bigger, for the sake of art. After all, we had proudly made a
vow, amongst all members of the show, that we would strictly follow all
the commands even when we did not understand why or what to do. We
were made to believe that the suffering together made the bond of the

group stronger, therefore, creating a better show.

Photo/Carlos Darzé
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Figure 2 — Photo/Luca Del Pia

That was not the only “suffering together” the actors had to deal with in the
show. Five actors in the shooting scene — firing real gunpowder as seen in
Figure 2 — had their hands bleeding during the performance due to the
residues from the guns. In another violent scene, an actor dislocated his
shoulder and had to be removed from the production permanently. Once
again, we consoled each other as one’s sacrifice was for the good of the
whole group. That environment certainly brought the actors closer together,
as they had no other choice but to bond. The image of figure 2 also relates
to the spirit of sacrificial camaraderie that Castellucci forges in his play,
making a parallel, in fact, to one of the pillar ideas inherited from wartime
to the fascist men. As Mosse argues, “Wartime camaraderie was for all of
fascism the paradigm of society and state. [...] a camaraderie of males, and
such male bonding was considered the foundation upon which the state
rested” (Mosse 1996, 158). In BROS, Castellucci questions his own actors

inside the play: “How far can we go in the name of the collective?”
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Figure 3 — Photo/Andreas Simopoulos

In figure 3, the tableau seen above was created after the actors received a
command that was somewhat like ‘gather around for a sports team photo
and look at the camera’. In it, we can pinpoint other important principles
analogous to the fascist model - the emphasis on discipline, sportsmanship
and virility, in order to fight. As Mosse highlights, “Mussolini’s new man
[...] lived in a state of permanent war. The constant wearing of uniforms,
the marches, the emphasis on physical exercise, on virility, were part of the
battle against the enemy” (Mosse 1996, 160). The men’s “team” in the
show constantly engage in scenes where they show signs of strength and
glorify virility. These traits, likewise in fascism, were made assets and
placed upon men to fabricate the type of hegemonic masculinity that served
their purposes. This is corroborated by Counsell and Wolf’s (2001)
arguments of gender as a performance when they state that “such acts,
gestures, enactments, generally construed, are performative in the sense
that the essence or identity that they otherwise purport to express are
fabrications manufactured and sustained through corporeal signs and other
discursive means” (Counsell and Wolf 2001, 73).
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Figure 4 — Photo/Luca Del Pia

Accordingly, the enactments of extreme violence performed in BROS also
prompt us with this type of masculinity forged and used by Mussolini. As
Moose mentions, the new man representing Italy in all its glory should
possess the virility of a warrior, “they must fling themselves at life in a
sober, unromantic manner. They must have the courage to become more
brutal, more bestial, more barbaric” (Moose 1996, 157). The torture scene
in figure 4 illustrates that well: a collective of men courageously
suffocating one single man, for whatever reason, in the name of higher

cause.
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Figure 5 — Photo/Luca Del Pia

One last aspect of great relevance in BROS pointing to fascist values and
its ideology — which glues together all the others previously mentioned — is
the political adoration. The scene that captures this concept had a name
amongst the crew of the show. It was called the “idol scene”, which can be

seen bellow in figure 5.

In the scene, the unified bundle of men performs a piece of choreography
in adoration for an idol, which has the image of a white man. The idol in
the show does not assume a clear correspondence with any historic
personality, a particular politician per se, nor with a religious god.
However, this ambiguity serves Castellucci’s criticism and allusion to
authoritarian regimes — in particular, fascism — just well. The idol can
symbolize the values themselves, the myths created, the civic religion
people were made to believe, or even all the “greater causes” worshipped
by men and served to justify so many barbaric acts throughout history.
Another option would be to identify this idol as Mussolini himself or the
Duce — the Man of Destiny — the new Italian male model, which “people
were asked to ‘Believe, Obey, Fight’ in the name of faith” (Gori 1999, 28).
In either case, it is the male body’s image that Castellucci transfigures to

represent these values.

140



CONCLUSION

The project of BROS created by Romeo Castellucci and presented at the Dublin Theatre Festival,
as well as in other cities in the world, is not easily digested by its audience. It touches on issues
that are very traumatic and sore to our society today. The Italian director creates an imagetic aura
and environment for BROS that strongly resemble authoritarian governments and fascist regimes,
especially Italian fascism. Twenty-five men are cast to represent its ideals, embodying the signs of
an era that deliberately used the male figure as a symbol and model, to perpetuate its dominance

and hegemonic power.

As seen in our analysis up to this point, the gender construction around the fascist male model is
only a type of masculinity, one that stayed in power for a limited time. Nevertheless, as argued by
Connell, other forms of masculinity have succeeded the fascist model nowadays, and those forms
have constantly been changing through time (Connell 2005, 77). Therefore, the question of why
Castellucci has chosen to depict an “outdated” form of masculinity in his so-called ‘avant-garde’

theater may arise.

The answer to the latter question, I believe, can be somehow illustrated by the recent anti-
democratic acts from the ultra-conservative right in both Brazil and the United States. What
former presidents Donald Trump and Jair Bolsonaro, in both their countries, have been doing
could be interpreted as a resurrection of the ‘fascist man’. Their figures as authoritarian male
leaders and the enactments they foment — although in democratic environments - are very similar
to Mussolini’s model. The claims for the invasion of the US Capitol building in 2021 and the
recent attacks on Brazil’s Congress are comparable to the ones of the ‘new Italian man’. They
were supposed to “save” their countries. And these are only two examples around the world.
Therefore, Castellucci insists on exposing this “old-fashioned” model in his production because its
representation of men is atemporal. By doing that, he links a past form of hegemonic masculinity
to the present and alerts the audience to a dangerous future. Meticulously orchestrated, the stage of

BROS serves as a runway to showcase the present “revival” of fascist manliness in society.

Lastly, despite the aesthetic beauty Romeo Castellucci manages to create onstage, the experience
of BROS as a theatrical event is bittersweet, because it points towards problems that our society
has yet to overcome. By elevating the figure of man to such heights as seen in Italian fascism,
Romeo Castellucci artificially recreates an authoritarian prototype right before the audience’s eyes.
The director risks employing unrehearsed anonymous men because he is positive that they all
carry the essential hegemonic traits they need for the show. It works as a dangerous theatrical
experiment that the Italian director dares to endeavour and manipulate in front of his audience. The
outcome is an audience in shock at Castellucci's courage and ability to mirror the spark of fascism

that every person carries within themselves.
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