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¥ 1 Adonis, “An Introduction to the History of the Petty Kings,” A Time Between Ashes and Roses, 1970.
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A Time Between Ashes and Roses

How can withered trees blossom?

Atime between ashes and roses is coming
When everything shall be extinguished
When everything shall begin again *

After the Six Day War of 1967, the modernist
poet Adonis lamented the environmental
destruction of his surroundings, questioning
the overwhelming presence of ashes in the
Arab World. Ash, in Adonis’s poem, is not
generated through general decomposition
but as a result of human activity, in this case
through senseless acts of violence, war and
carnage. Visualising the War through its
imprints in the environment, he signifies its
legacy through a geologic and everlasting
time view rather than immediate causes-
and-effects or a present-day understanding
of territoriality. In this way, it is not all
gloom for Adonis, as after extinction comes
blossoming.

This sentiment illustrates a common
psychological concept: for renewal and
rebirth, destruction and doom must precede
it; for humanity to prevail, horror must
be endured and take its course. Adonis
grapples with feelings of hope and despair
to envision a new future, a future freed
from horrors tied to the present and the
past. In his extrapolation of war from the
national, ethnic, tribal, and the human-
centred towards a collective environment, he
foregrounds the multiplicitous expressions
of war: the human-made war, the war on
the planet, the war within ourselves, the war
with others as well as the symbolism of the
war on hierarchy, subjugation, oppression,

famine, hunger, exploitation; the war on
resources and energy; the war of possession
and authorship; the war for hope, dreams
and imagination.

The political context of Adonis’ writing
of the poem, who experiences states of
war and destruction as an observer and
witness, is grounded in our experience
of the present and expanded upon in this
triennial. In A Time Between Ashes and
Roses, | chose neither binary extreme of
ashes nor roses as ultimate frontiers to
conceive of the entangled relationships of
the human-made environment. | question
the boundary between them-inherited from
Enlightenment knowledge cultures-and
posit states, conditions and spectrums of
human-environmental pathways. Rather
than polarities, the triennial acknowledges
extremes of our environmental condition,
between war and hope, and explores
decomposition possibilities of the two-way
street conceived between humans and their
environment.

In A Time Between Ashes and Roses, |
question lines of inquiry separate from the
canonical framing of the human-nature
relationship: Are humans decomposing
nature nor is nature decomposing
humans? Are humans biomatter? Are there
clear distinctions between the interior,
psychological human, and the exterior,
botanical world? Must we accept and critique
canonical concepts-from the Anthropocene
to Capitalocene to Plantationocene to
Chthulucene-when addressing contemporary

relationships between the human and the
environment? Can art and exhibition-making
approach the environment as a place of the
unknown and to unearth new narratives and
observe alternative perspectives?

For the sixth edition of the Aichi Triennale,
| wanted to look at the relationships
between human beings and the
environment to unearth alternative land-
based and indigenous assemblages. Prior
to the mechanisation of agriculture and
financialization of territory, communities
from around the world stewarded nature
and developed reciprocity with their
environmental landscapes, conceiving of
rights and protections of nature, as well as
building paths of kinship, reliance, nutrition
and replenishment with their surrounding
habitats. This triennial hails this framework
as part of contemporary artistic practices.

This curatorial approach builds on while
also fostering a different imagination
about contemporary imagination of the
environment as a portmanteau of the
human’s imprint on it, not with it. It is
cognizant that human activities such
as agro-farming, fossil-fuel extraction,
deep-sea mining, exploitation of raw
natural resources as well as growth-
centred mentalities inherited from imperial
structures, have created a system in
which the human has no respite over the
environment and developed dangerous
structures of dependence. Additionally, our
knowledge about the environment is human-
centred, placing us as superior to nonhuman
lifeforms, able to alter and modify it for our
benefit.

Not only is the human a technocratic
engineer flattening the environment

into spaces for the appropriation of raw
materials, it also re-enforces the inequalities
which exist within human species. The
environment we occupy today is orientalised,
speciated, classified and modelled to benefit
some communities over others and to
enhance some communities’ quality of life
over others. Current discourse of greening
energy also seems reserved for those who
are positioned in different hemispheres with
many communities from around the world
unable to benefit from critical environmental
rehabilitative strategies. Thus, much of
today’s human-environment practices
reiterate racial, social and discriminatory
knowledge and thinking.

Consequently, a large proportion of the globe
lives and inherits centuries-long extractive
colonial empires and finds their present
condition calcified by multinational food,
energy and agriculture corporations. Many
of these communities are disproportionately
affected by these human-environment
relationships created by virtue of the western
world’s colonial legacies whose current urban
and civil structures are overwhelmingly
responsible for the global changes we're now
seeing. It builds on the continuing genocide
of indigenous people and their territories,
the decades-long nuclear tests on colonised
territories, legacies of violence and trauma
in plantations and mines where forced
labour has resulted in devastating loss of
environmental life and indignity of people.
This has changed and continues to change
the geology of the planet in ways that will
be felt beyond our lifespans, with severe
implications for humanity’s survival.

While acknowledging the formidable
narratives and research about the human-
environment relationships of the present,



in this triennial | aim to decenter both the
apocalyptic and optimistic extremes we find
ourselves compelled to run to. | find it is only
through layering complexity in our dialogue
about environmental justice can we face our
responsibilities and realise our complicity.
To avoid imposing a hierarchy or preference
for one reading over the other, this triennial
invites artists and collectives from all over
the world to realise existing and unknown
narratives about the environment in which
we occur. |s nature resilient because of
how it is tested, and endures death and
destruction as imagined by Adonis? Or are
the dystopian, apocalyptic cli-fi futures
which are void of life, mechanised and made
superficial, a truly lived reality?

Rooting the triennial in Aichi Prefecture,
Japan’s own environmental imagination,
between ashes and roses, will also be
embedded in the exhibit. Aichi is a locus of
ceramic production and Seto City is famous
for the fabrication of Setomono. These local
industries which work with the surrounding
environment’s materials and resources, will
feature in the artist commissions. Since
these industries are a source of local pride,
they support the triennial’s exploration for
alternative models of human-environment
relationship. As an example, in Aichi, historic
photographs and archives which depict ashy
black skies generated from the production
of ceramics signified prosperity rather
than pollution and destruction. Thus, what
conceptions of technology, locally-based

knowledge, imperial history, environmental
imaginations come up when we decenter the
universalist Anthropocenic critique? Do such
local industries and heritage pave way for
alternative and spectral thinking about the
human-environment entanglement?

Additionally, various moments and instances
of Japanese popular culture, its fiction,
films and music will also be referenced,
such as Nextworld by Osamu Tezuka. In the
novel, the USA and USSR are competing
with each other in the atomic bomb race-a
history deeply intertwined with the modern
making of Japan and its environmental
condition-and accidentally creates a race of
mutant animals known as Fumoon. They are
gifted with psychic powers and intelligence
beyond humans who formulate a strategy
to evacuate hundreds of animals and a
small group of people off planet Earth. The
Fumoon, a byproduct of nature-human
species come to save the day.

Resonating with the theme of this triennial
as well as Adonis’s poem, Nextworld
is a traversal between apocalypse and
blossoming. Altogether, these references,
the locality of the Aichi Prefecture, writers
such as Adonis and Tezuka, as well as the
participating artists, A Time Between Ashes
and Roses is an triennial which shows
that in adopting the spectral, limited and
in between, assumed positionalities and
hierarchies can come undone.

Artistic Director, Aichi Triennale 2025 Hoor’ AI Qasimi

* Adonis, “An Introduction to the History of the Petty Kings,” A Time Between Ashes and Roses, 1970.
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About the Performing Arts Program

The Performing Arts Program is a multifaceted exploration of our presence in the
here and now through diverse modes of embodied expression, including dance, music,
performative installation, sound sculpture, shadow plays, theater, and storytelling.

By engaging with these myriad forms of body-based art, we may gain a clearer picture
of events unfolding in the world, and begin to see entirely new landscapes from
unprecedented angles. This program was designed to stir the senses and disrupt fixed
perceptions, transforming the physical awareness and the gaze of each viewer.

The works presented here explore the theme of A Time Between Ashes and Roses
determined by Artistic Director Hoor Al Qasimi, and are structured around three sets of
questions:

1. Nature and humanity
How can we rebuild our relationship with the environment so that our bodies live in
harmony with it rather than ruling over it? In today’s world, how can we connect to plants
and animals rooted in each locality while reconnecting with the fundamental nature of
culture and community?

2. War and memory

What continuities and disconnects exist between the wars etched in history and memory
and those raging today? Faced with the devastation of cities and lives and the deep,
immeasurable wounds left by war, can we resist the urge to forget and turn off our
feelings, and confront it from our own place in the world?

3. Domination and inequity

Global competition for resources and territory sustains power structures built on
exploitation, plunder, and discrimination. In a postcolonial world shaped by the legacies
of colonization and imperialism, how can we re-examine these imbalances of power and
forge new relationships?

From this perspective, the program focuses on works and experiences that restore
humanity—not through violence or exploitation, but through care—and that reveal
narratives and embodied expressions often overlooked within dominant frameworks.
We present nine works from Oceania, the Arab World, Asia, and Africa. Aichi Triennale
as a whole is committed to accessibility, striving to create an environment open to all. In
this space where diverse bodies and perspectives converge, we invite you to experience
moments when your own senses resonate with the world in unexpected ways.

Performing Arts Curator, Aichi Triennale 2025 [\ a ka mura Aka nhe

Performing Arts
Program



: ; W XAV A—OFF (FPATFTAT/ 22— —FUF)
5 S
BAE mapanlemicre Based in Tamaki Makaurau / Auckland, Aotearoa / New Zealand

INSHTL R L—FEF KEFDEZIZHTE “EE " DAA—JIZOEATRE “1BY " /5

Paradise Rumour RB0GY> 274752, BRIER,

Japan premiere for a vibrant dance performance addressing the deception behind
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the “paradise” image of Pacific Islands.
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Black Grace is a dance company whose founder,
Neil leremia is Samoan, and whose members
have roots in various Pacific Islands neighboring
Aotearoa, New Zealand. Since its founding in
1995, it has become New Zealand’s foremost
contemporary dance company. It has won the
highest praises internationally for its distinctive
style, which fuses traditional dance and
ceremonial motions of the South Pacific with
contemporary dance.

About 20 years have passed since Black Grace’s
last performance in Japan in 2005. For the
Triennale they will perform Paradise Rumour,
which had its world premiere at Sharjah Biennial
15 in 2023, and was roundly applauded at
subsequent performances in venues including
the Harris Theater (Chicago) and other stops on
its US tour, as well as the Saint James Theatre
(Wellington).

The work takes as its theme the contrast between
the fantasy of “paradise” and the realities
(=deception) that actually confronted South
Pacific migrants who are exposed to prejudice
and discrimination. The performance relates
the individual and collective memories from the
days when Western missionaries first set foot on
the islands right up to the present day. The four
dancers express the sub-themes of “hope and
resistance,” “sorrow and acceptance,” “control
and release,” and “faith and crisis” with powerful
movements brimming with vibrant energy.

Even today, discriminatory language continues
to be used against immigrants and indigenous
people in countries around the world. In its
journey through the past and present, Paradise
Rumour asks us, “How far have we really come
since then?”
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9/13 Sat 14:00 © | 18:30 ©
9/14 Sun 18:30 © * I—h Y T—F b

MEET THE ARTIST

9/15 Mon,holiday 14:00 % &< SEE, T—TARLED
HEORMLDYET,

SR ERE
70min. (BHIR

E 1 /=N )L—EREEE (AKREREHRHY) & USYIRNTF =TI RNE
Language: Non-verbal-Partly in English-Japanese translation available Relaxed Performance

O ERY—ExHY
&1 BREEMEIE /vR—IL Childcare Service Available
Aichi Prefectural Art Theater, Mini Theater

iR ==L - Az 37 ONZM Direction and Choreography: Neil leremia, ONZM
(Black Grace Z 1l 8E) Composer : Faiumu Matthew Salapu aka Anonyouz
CTFAYL R a— Y5 (7/2a-X) Lighting Designer : JAX Messenger
IOy IR Ayt Costume Design : Tina Thomas
CF4F - h—T R Makeup Design : Kiekie Stanners
A4 FF - 25F—X
Commissioned by Sharjah Art Foundation

S e 1 Supported by Creative New Zealand

B 2 IAT4T - Za—Y =5 F

Photo: Toaki Okano
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asel Abbas and Ruanne Al
Baraari, Haykal and J

QR - A

Enemy of the Sun

i
L

o .

16  © The Museum of Modern Art, New York. Photo: Julieta Cervantes

152 490:% - #1E World Premiere, New Commission | 2574~} Night club event

E% Music (Electronica/Hip Hop/Trip Hop/Traditional)

#m Za—3—2 CKE). 72vF (SLRFTF)
Based in New York, USA and Ramallah, Palestine.

ER=HR [$152025] OF -T2 T %Mz AR v BT FTARU b,
SLRFF O “BIE" BT BHMEFATIRT+—T R,

INEI « TYRRELT v - P T=5—XF,
YIUR BE& XE O AVRIL—T 3y,
N7 A= RARE, IFIERHHFTHITE
EBITE27—T4 A, ZADOERYBEAE, /X
TA—TAET 4 BURHIA <P F 1) — A,
REEROBERIZHZ, —ADT7TO—FD
B, YoV R MG TEIN FTC
RE, BHEORMPBIEOREMEY ST
L. (1o x52<(HLLWIAKR|ICEBEETS
ZETHB, tORRELT. TLFATAT
ARG =23 R NEBEDTAT
INTF =TV REVWHIFT, o7 b &
TFEZI YA EOBGAN, 1EEN. WE
LA REE 2Bk 2R[ARBHALTLS

SEREKXRTHERE. nélbfbn‘fmﬁéf"
BIZH B/ L RAFFOREESEH-ICERY
L. BT 2FE R TA—<T1T7 - 1> RF
L—>ay, BEENI 7B TRGE/ L
AFFOHIBAWT BT NAHL, Pa
WLYRDIENDI 2= v LB 54T /%
TF =TV ANERYE), BIGEOWR D 5E
SNk, Miftsh/-tH- 33271
BHeDBERDOR A, LT dICE
L FYRIBEVHEHNLRER, TAIC
AN RFFOWIEICILBR S,

K NEW - TyNREAT Y - TT=5

Basel Abbas and Ruanne Abou-Rahme work
together across a range of sound, image, text,
installation, and performance practices. Their
endeavors lie in traversing performativity, political
imaginaries, physicality, and virtuality. Their
approach is characterized by sampling both
existing and self-produced materials in the form
of sound, image, text, and objects, and recasting
them into altogether new “scripts.” The result is a
practice that investigates the political, emotional,
and material possibilities of sound, image,
texts, and sites taking the form of multimedia
installations and live sound/image performances.

For Aichi Triennale 2025, the artists will present
a new performative installation at a club specially
reserved in Nagoya, featuring footage filmed in
Palestine earlier this year along with performances
by musicians and others invited from the region.

Using their new footage, filmed this year, of a
Palestinian landscape under continued threat
of erasure, Basel Abbas and Ruanne Abou-
Rahme incorporate the video into a performative
installation. At a club venue in Nagoya, they create
an immersive environment interwoven with live
performances by Baraari, Haykal and Julmud,
musicians brought here from Palestine. Fragments
of video convey present-day Palestinians'
resistance to oblivion, searching for a reconnection
to a severed broken land, community, history, and
an insistence on remaining on and with their land.

AFBRAEMRICOSMLET, (BTRRS  BA=MXEEr5—)
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Basel Abbas and Ruanne Abou-Rahme with Baraari, Haykal and Julmud

“Enemy of the Sun”

9/13 Sat open 18:00 / close 24:00
9/14 Sun open 18:00 / close 24:00

90-120min. (F&)

=15 Live&Lounge Vio + CLUB MAGO

Live & Lounge Vio

INTF—=T VR INEI - PYINR&NT > - T T =
INZY AN Palvsy R
WH R EHITrFH CrazFa -7

Performance: Basel Abbas and Ruanne Abou-Rahme with
Baraari, Haykal and Julmud
Cooperated by TAKENAKA Co Ltd (Symunity GROUP)

N7 AL
Baraari Haykal

AEBEIZTARVIMEATT,
/87 F =2 AFIIREERE ERIR T BRTREEA H Y £

Live & Lounge Vio ([ZT/NE L « 7y /NR& LT >+
77 LS NAAL, PALLYED
0-). B9 % CLUB MAGO Tl
£BDIRTATEEEERYIA

: AARVNF Iy b CHES%E
TERLANLERLAVIETET,

¥ EADT AT —T 1 R MERERE,
ARY AP TRELET,
K IBHARBOADAL FREERHFTH23MET,

CLUB MAGO

9/13 FRAMF7—F 1A}k
GOTH-TRAD (Eh

9/14 SRMF7—FT 1Ak

Alphabet music, DAIKEI, dnwsoldier, Free Babyronia,
HARUTA, marin, Nekomaru, Ramza, Rh-Di, Rica, ryoka,
SAE, SEI, Sotaro Fujiwara, Yamao, 1731

HEAMHE : BRAL. RAZOR SHARP (9/13), JE# (9/14)
Co-organized by Washio Tomoyuki, RAZOR SHARP, Kyoran

SalhyF
Julmud

HEWeb~—

NOT D!

Installation view of May amnesia never kiss us on the mouth: only sounds that tremble through us,
2020-22, Basel Abbas and Ruanne Abou-Rahme. An echo buried deep deep down but calling still
©Astrup Fearnley Museet, 2023. Photo: Christian @en. Courtesy of the artists.

Basel Abbas and Ruanne Abou-Rahme: an echo buried, buried, but calling still, June 23, 2022,

as part of Basel Abbas and Ruanne Abou-Rahme: May amnesia never Kiss us on the mouth,

The Museum of Modern Art, New York, April 23, 2022-June 26, 2022

©The Museum of Modern Art, New York. Photo: Julieta Cervantes 1 9
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Kwon Byungjun

4> - EarParE1990FERIZyH—
VoI5 LTEB AL, BREXEAS
BELFHIIZLE S HEFTERE, 2000 FK
KICFZUFICEY, BEETI/AP—(IH1E
LW 5 - HIEMEER STEMTEF XD H
RICEE, REREIEZR. #HB. EN2re
LIzZa—XF17 - R 74—< 2% ERL.
TYEVZwI R GEABIDA—F1FLRTL) &
AWEEEA L RIL—2arvDEBRELLTGE
Banz, 2023 F(2(FARY M E-7-FM T
Korea Artist Prize =%,

20

SEE. BMBREEMREDREINILENS
HRARBICAELE TETHRINERHA
T, NYRT7ACEEFLTERRT YNy
RIL—avaRRT D, RMEDTAMLIL,
FELEEED(YEHXKTDIIET. AENHE
RIZ TR P EFNZ2BREEERLT VS,

FIEDBIETHE DR ELD P, £FNE
HAGEAZRERAE A —F L, ZHiEn
. K K HEE. FERALNDEERE,
ENSTHERT2EDHINELICL-T, RAE
HREBANERYE), BHELGPSEIA

dntemporary Art Korea

FERMICLY, BREOBEICISLTENEL
L. BELRBOBAATES CHE L FRE &
AHT,

R HE - H1E World Premiere, New Commission
BV F - 42RFL—2 32 Sound Installation

5 Vo (88E) Basedin Seoul, Korea.

BREA. BEHILS,
Y LTHFOR LR EZTDEAERELIES
EBERG IR « AT Fv—,

A wandering sound sculpture giving a sense of
nature and humanity, from past to present,
and of the climate, environment and life in Seto.

Kwon Byungjun began his career as a singer-
songwriter in the 1990s and later branched out
into various genres, composing film soundtracks
as well as music for contemporary dance and
theater. In the late 2000s, he moved to the
Netherlands to study Art Science and developed
electronic musical instruments at STEIM (Studio
for Electro-Instrumental Music). After returning to
Korea, he created new media performances that
integrated music, theater, and visual art through
his innovative use of technology. He became
recognized as a pioneer of mechanical theater
and was awarded the Korea Artist Prize 2023 for
a work featuring robots.

For Aichi Triennale 2025, Kwon is making a
sound installation that will allow visitors to
explore a virtual world built of sound that
matches the natural environment in the space
outside the Aichi Prefectural Ceramic Museum,
while strolling around the area wearing
headphones. The title represents the process
by which song naturally emerges from within
through the slow articulation of spoken language.
In preparation for this work, he researched Seto
pottery and folk songs conveying the traces of
traditional life. He likewise collected sounds
of the local earth, water, fire, vegetation, and
sounds of streets and people. He used them to
construct a sonic outdoors sculpture in which
the virtual world and nature overlap. Through
the application of precision GPS and three-
dimensional audio technology, the sounds
change in correspondence with the movement
of the visitor. The work engenders a special
experience that makes the boundary between
reality and virtuality fluctuate.

21



Kwon Byungjun “Speak Slowly and It Will Become a Song”

9/13 Sat - 21Sun 9:30-17:00, 10/25 Sat - 11/9 Sun 9:30-16:30

*10/27 Mon, 11/4 Tue {KEE Venue Closed

Language: Japanese, Koreal

D BRIRFARIEMTER ZE LS

EH o4y - EarPay

BE FLRIvIAY - RE

RARNTF—2 VR U (FL-12220) 0

v TIVIRFURT— Fri— YRR FL
BAAZEZEEIL: Fo-O9>

R BIIEE

FEWN:

MR EH BEEM. HILEYE (B8RS,

BRASKEMILIL, FL-~Par

FLo- TNV AEBE—E (BARFREEME),

HABEE, V- FT0 BABRE.
AFRER<ERERE RHK). BREEG (HHEH).
AhERE (LR, HCTARA, MEEA>. SMEEF.
FEHKTF EUWE), FREMTF. TEEET

FIERN  BEEFEKRT AT 1 TEMFE RGEA T 1 7FR

bhizFo - ~CarEiRIcL?

KAEIX, 2024 %(ZLOOP
B E/TVET,

THED EEE =4

11/1 Sat 9:30-19:30

nd English

Aichi Prefectural Ceramic Museum, Lawn Square

Direction: Kwon Byungjun

Sound design, assistance: Yoon Suhee

Voice performe: Kim Insook, John-Francis Kinsler,
Nancy Elizabeth Kim

Japanese transcript: Kim Roeun

Translation: Ishikawa Juri

Voices and recordings (songs, interviews and sounds)
contributed by:

AIRYUSHA CO.,LTD., Oyama Zuisho (Seiganji),

KASEN MINE CO., LTD.,

Kim HeyJung (Gyeongin National University of Education),

Kim Hwalsung, Sato Kazunobu (Aichi Prefectural Ceramic Museum),
Shamoto Akemi, Sung Kiwan, Takagi Kaori,
Tanakaminyoukai <Tanaka Tokifuku (Amano Midori),
Tanaka Tokiori (Banno Kaori), Tanaka Tokisato (Danjo Rie),
Sobue Hiroaki and Kato Akira>, Tawada Yoko,

Terada Teppei (The Bizan Pottery Ltd.), Harada Sachiko,
Maeda Mariko

Production Cooperation: Nagoya University of Arts and Sciences,
School of Media and Design, Department of Visual Media

*This work was inspired by Professor Kim HeyJung's lecture on
women's folk songs at LOOP in 2024.

Installation view of Kwon Byungjun, Korea Artist Prize 2023
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TAIHEN

BRAIN

ELEA Y

EZE | 1E. 1983 FICEENEMEICLYK
PRTRIZR SN/ T+ —<REF], X/3—
2ENFHRESAVETHY, ¥D[EAT] &
INBHEME, [(WEFE] cahBFKIEVOUL
PEEICtMEEBE. —BLTEA VDD
2HEOHYN) FORKERT S, €DRBIL,

BEIIZRHTOEEICL>TEY EIF5NTE
EREBOEMBE, thIfHT2H503
HEBERNA T I~DELTHY., [BE &
7 [£] l? & B2 H0DEEHCME
BAB(IEIN-TE, ZOLIRLERE
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BME, EHEOBBEROVEY. - X%
— LS DERAIFEZI (T H. XFEP
T HEFE FITAEXLENSHEICE
BHEZTWS,

SE [HEZ] E. MORASITRATHE,S
ANTLESEAVEDEKRE LT, EEH,
5] IcmEE S, ATHBE (A) A4 DE
EOBLICEITHEARIFLOOH 2SR
MADIEELT, B elicnalthn- o
NEBRMEORBAH#EHTHATHD, &5
IZBEEDED~DRVEOEES, Al HilT

Photo: Toda Hikaru Visual image: Mitsuru Tokisato

ERALEAVRIL =230 T T/ T+ —
TUREEMES AREEFRAITRL —F— (210
A, BRESICEWVWT, WA DBEE
(%) ~DERIIRI=ND2 DL %5 FIECH
9%,

R E - F1E World Premiere, New Commission

#E  KBRAF Based in Osaka, Japan.

B, B1&, ATENEEDE RS, S
EHDERKIZDOWTHS,

BT 42 EICE IR FHREEH,S
£ FNZRFE

Issues relating to the brain, body, and artificial
intelligence raise questions about the dignity
of humanity. This latest work by TAIHEN is

a product of the group's exploration of the
human body spanning forty-two years.

TAIHEN is a performance group founded by
Kim Manri, in Osaka 1983. All of the members
have physical disabilities. The group places
value precisely on their bodies considered
“deformed” and their crawling over the floor in
a way deemed “ugly.” They have unswervingly
continued to pursue the nature of bodies
with disabilities. Their expression is an act of
resistance to the outlook on beauty constructed
by bodies that walk erect on two legs, and all
the attendant social norms and biases. This has
confronted audiences by making them question
what “ugliness” and “beauty” are. Besides being
staunchly supported by the late Ohno Kazuo,
one of the legendary Butoh dancers, their
incomparable physicality has had a significant
influence on literature, philosophy, sociology,
activism, and other aspects.

This new work by TAIHEN confronts the brain
with the bodies of disabled people that do not
follow its orders and are detached from its
control. It is an attempt to depict the history of
the twisted and tangled relationship between the
body and the brain, in response to the present
social situation, in which artificial intelligence
is in the process of affecting every facet of our
lives. BRAIN is a collaboration with Tokisato
Mitsuru, who has a keen interest in bodies and
creates installations and live performances
applying Al technology. Through it, TAIHEN is
taking up the challenge of a new work that looks
at how our respect for our existence (life) can be
preserved in contemporary society.
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TAIHEN “BRAIN” -

9/26 Fri 18:30 %
9/27 Sat 18:30 S, ;
9/28 Sun 14:00 & MEET THE ARTIST ~
BB, P—TAXbED
HEORMADHY T,

80 min. (F%) ®USYIRINTF—TURNE

1/ »/N—/\)L  Language: Non-verbal Relaxed Performance .

RRY—EXBHY
AE . 55 e = Childcare Service Available
2% BRMBRZMES I R—L
Aichi Prefectural Art Theater, Mini Theater

5 EE: 2mE Playwright & Direction: Kim Manri i

SRAFLT—FTFIM EBEER System Architect: Tokisato Mitsuru

BphiR gt ROowbh - /(L7 Music contribution: Bolot Bairyshev 4 @_’
s FAN—FOF 21— REG [Fals- H31] &Y (from the albumTurk-Kabai, produced by Makigami Koichi), -

underline _underline

e 3 R = Performance: ljiri Kazumi, lkeda Hayato,

HE  HRME, BABA 2ME. NRERDHTIF ) Y -
THIER, mHtE LS T Kim Manri, Koizumi Yusuke, Shimomura Masaya,

) BN =N ) N g -
mLAEE K@ Mukai Nozomi, Yamazaki Yuki, Watanabe Ayano Koo _//’_
s —-—
e Stage Manager: Ohta Kazushi i
Lighting: Miura Asako

3 i

Sound: Sato Takenori

IR (Yoshida studio) Set Design: Yoshida Akira (Yoshida Studio)
A1 BREHNEY Makeup: Kurahashi Kaori

REENE [FA=B1dT7 7Y hH 5 >TEF] 2023 £  Photo:
R FHILER R - Cooperated by Itamil Municipal Drama Hall, ] - - e
BRI T Fh CrazFqo0—7) TAKENAKA Co Ltd (Symunity GROUP) s . < i

L—2ar§ aRERDER,
(Y FXA F =T A2 b season! KEDEREFICEHONTLES>TUVS,) 2022F &1,

The works by Tokisato Mitsuru to be collaborated with in this performance.
{Hand Made Movement season1 Most Matters Are Obscured by Cloth) 2022
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26 BIRRZ (=514 hF1 - D4 7kEE] 2017 5  Photo: bozzo
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TACFFE, ABEHEOTER - BHA
EiiR. BAODERERKLLTEZDIL—Y
HERCRODAMET 2WEIE, [FAXELDS
BIZHRE] AHERIC, HCETMEAL
ELTOREEEE, BRICEEZTIXDHE
TEEEMEB VT3,

ANEICEITTRBRLEZFAI=v w2
FEY &, TARGHEIAEEEIFET 200
LoReDAZyh [T R] ERREEL
DRBROFEI =y BRI 741 XFiE
MHAZ KL —4%—[hoshifune] D/NSEFHER,

DR B FEREHIEIWHITELIGHT]
Tl AT-FERRR,, WO eHICEMER=E
FAORE) RS FEER I LRE TN
Y —FrEREAEE TRy RGHED
HRXTHY., BMYE., BAROKEBERE L
RADHEAD—D L EbNI-REFAD=(§8
B (R JIREER [KREWRER (RFRKET) ~=)I
SR (BREHHTH) ) ORBICKELTHELY
L-BlEx, 4LTRINTZAXD)—5—TH
ZNHDF PO A/=CYEE R SANET
%, A4 MLD [0y 7/ kuste] £IEFT71A4X

)Namine Doi

BT ~2@btEd] ELWIEKRNM
B, NINORBR & WY 8 A  AAE (& AF]
Tl TREFR] & TFHL Tl eI
Bl e BAHDFRRATETHBERBHLT
WEKRELRNICEEN S, ReBFH, EER
EE

K YA FFRERAEXMRICESMLIT,
(BR&S  BMERUEEY Y —)

5 40E - F1E World Premiere, New Commission
/87 % —< R Performance

HWEEEDHTIZ5EE  Works nomadically

BE. &K B ALHICIoTHINBME,
[EART] & TBg). TESR] & TRl
[5efl] & [F3}] —Fa#rshdzREh
ANIAFENMT. ReFED, BB HA

A Story woven through words, songs, sounds,
light and shadow. Bridging across what often
feels unbridgeable and irreversible : before and
after, upstream and downstream, and ancestors
and descendants.

Mayunkiki, a musician and contemporary artist from
Hokkaido, grounds her creative practice in a deep,
introspective engagement with her identity as an
Ainu, an Indigenous ethnic minority in Japan. Taking
as her point of departure the “experiences that arise
from being Ainu,” she insists on an artistic perspective
rooted in personal subjectivity as she probes the
complexities of what it means to be Ainu in the
present moment.

Mayunkiki* is a special ensemble created exclusively
for this performance at Aichi Triennale 2025.
The group brings together: apetunpe, featuring
Mayunkiki’s older sister Rekpo, a singer active
mainly in traditional Ainu music; SUIKA KEIMAL,
an experimental sonic unit featuring Mayunkiki and
Hirose Tact; Koyano Tetsuro and Watanabe Naoka of
hoshifune, collaborating with Ainu shadow pictures;
and WHITELIGHT, who will handle audio design.

This ensemble has conducted extensive fieldwork in
the Tenryu River basin in the Oku-Mikawa district
in Aichi Prefecture and the upstream areas of
Ishikari River in Hokkaido. Drawing on the findings
of this fieldwork, kuste will retrace the footsteps
of Kawamura Kaneto: Mayunkiki and Rekpo’s
grandfather, who was a legendary surveyor and
prominent Ainu leader in the city of Asahikawa,
Hokkaido, during the early part of the Showa era
(1926-1989). Kawamura left a remarkable legacy
through his work constructing some of Japan’s most
challenging railway sections, including Oku-Mikawa
and the old Sanshin Line (the current JR lida Line),
between the Tenryukyo (Tenryu Gorge) Station and
Mikawa Kawai Station in Shinshiro, Aichi Prefecture.
The title kuste comes from a transitive verb in the
Ainu language meaning “to let something pass
through a place.” Following Kawamura’s path, this
performance seeks to build bridges across what
often feels unbridgeable and irreversible: before and
after, upstream and downstream, and ancestors and
descendants.
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Mayunkiki* “kuste”

10/3 Fri 18:30 &
10/4 Sat 17:30 &
10/5 Sun 14:00 %

=% BRFE DL ER—L
Setogura Tsubaki Hall

I—h Y- T=FaRb
MEET THE ARTIST

10/12 Sun 13:00 ¥ | 18:30 ©
10/13 Mon, holiday 11:00 © | 16:30 ©

25 BRIRZWES K N—FILE

Aichi Prefectural Art Theater, Large Reharsal Room

& )TYIRIRTH =T RNE TR—EXHY
Relaxed Performance Childcare Service Available

BE, T—TA A EDOMBFEOREBMAHY ET,

80 min. (F%)

. 7AMX5E. HAEE Language: Ainulanguage, Japanese

TRy R (LR 22 FF)

EFET X B &R —ILAAE (10/3-5

Bk (FEHIRE, v1v+¥)
hoshifune UNEBFEEB, bz~ EH)
WHITELIGHT

TFax-Hrd KEME 5408 (10/12-13) IZHIE

IHFRKIE (3% 3THEHT)

apetunpe (Rekpo, Mayunkiki)

Sato Naoko

SUIKA KEIMAI (Hirose Tact, Mayunkiki)

hoshifune (Koyano Tetsuro, Watanabe Naoka)

WHITELIGHT

Matchume Zango

Yamada Hiroki (ayamelab) S Web~—

VY —F T - RERFEHETOREIL,

g2

FEDT R AR,
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DEREFBIZHVAAT, BRLEMDH
EuaPWCEEIRNRTH = RIERHI
M THB, A —3FH LB FHEEX
EA/NEB. X7 7B&E. Jang-Chim5 %, i
FTIEERS OIS, Bli5, S8 TRERT
MR EREREAENR, BELEZAALH S,
WECAE, VTILCER HE BhEo
BRGE REMBEUEH>TRINELIA
HEREEAHL TN S,

©OLTA

SEE LR BEH T EF—T— I,
TN R BB, $9BEH B COMER T,
BIBZRIE 515 Ty o HOBBI AR LE:
FEERRT 2.

15 40E - F1E World Premiere, New Commission

;BB Theater | 1271 —> 3> Installation

BE H=# Basedin Tokyo, Japan

[HREFWER, A, hbHREL,
FEEERLD, €5F>THRIZE>TLES,]

"It's like we're bugs. That's right. We are.
Laborers are bugs. Once you say it,

it becomes real.”

OLTA's latest work dives deep into the
ideological currents that flow from
modernity to the present.

OLTA is a multidisciplinary collective founded
in 2009. Their work, ranging from agriculture to
installations, explores the nature of collective
identity in today’s world while reinterpreting
the meaning of community, ceremony, folklore,
historical events, and the specificity of land and
space. Their fieldwork looks at marginalised
communities within society as well as labour,
history, and customs that are liable to be
overlooked. Bringing together art and theatre,
their performance work interweaves elements
including text, art, people, space, light, sound,
and video. The five members of OLTA -Inoue
Toru, Saito Takafumi, Hasegawa Yoshiro,
Meguninja, and Jang-Chi- have in recent years,
held many interdisciplinary performances at
art festivals, theatres, and museums both in
Japan and internationally. Through audience
involvement, they create experiences that blur
the lines between the quotidian and the historic,
real and fiction, genders, and countries, all with
rebellious play.

For Aichi Triennale 2025, they are presenting
a new work foregrounding themes of “women”
and “labour.” Building on their fieldwork in the
northern coast of Kyushu, the Tsushima Strait,
and the Korean Peninsula, this new work will
both dynamically and playfully make full use of
the theatrical space.
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OLTA “Eternal Labor”

10/10 Fri 18:30 [E 13:00-17:30]
10/11 Sat 18:30 % [Ex 13:00-17:30]
10/12 Sun 18:30 © [&& 13:00-17:30]

10/13 Mon, holiday 15:00 & [&R 10:00-14:00]

10/14 Tue 1AEE Venue closed

10/15 Wed 18:30 % [&’x 13:00-17:30]
10/16 Thu 18:30 [&& 13:00-17:30]
10/17 Fri 18:30 & [&% 13:00-17:30]
10/18 Sat 18:30 O [E-® 13:00-17:30]
10/19 Sun 15:00 Q [&& 10:00-14:00]

39, BREBRAEMBEF v b FILK
(FOBRTHA) TAZTEET,

FIKEH Y A— DAY

EHLIAA) FiWebR—SETT (T

* I—b W -T—TAR
MEET THE ARTIST

100min. (F&)

B BAGE (EEFEHY)
Language: Japanese-with English Subtitles

S )TYIR T =TV ANE
Relaxed Performance

AT, BRIERHFZRAB,
Preschoolers only at Relaxed Perfo

25 BREZWNES ME—L
Aichi Prefectural Art Theater, Mini Theater

QR —E2HY
Childcare Service Available

ATFEHE R ARG ICTARICERH L RRERFL

INEF 4 b

10/12, 13 : RAB W - RADHVLHD-6HD

BERAAN, BAOEHEH. EEHPOBEFSIN
B 2T RN AV 7—aEBLET,
(BEENCOHZARE /THER 58T/

a,

WEEB. T—TA AL EOMEORBAHYET,

KHBZRIE) TV IR T =TV ARNEREDH

rmances

AR - xR

SEH : Jang-Chi*

HUE: REEPIF. BHEX, =, REIE. KEEU,
HFEB FEEX XI7R

AIRET RB)IER

KE - AT bL—>ar  FER

VEE  FRRME

YU RTFHAY  FER EEERE

T—LEIE  PIEESRE EB—F

B2AY : BEARPETT (Kinsei R&D)

EBE HEEE

& SA—F. REBA

FREE EHRE

B« KEE

O3FYA>r a2y boPar

HIPE EKEESR

%7 : %R H4t precog

Y —=FHh: PFIRET7— I vb 73 —L4,
Tantan Village

BhRL : AR EIEAE Y Y UL E

FAIK A N—

Script: Meguninja*

Direction: Jang-Chi*

Performance: Ando Tomoko, Chong Ami, Mikajiri Keigo, Ot.
Inoue Toru*, Saito Takafumi*, Meguninja

Stage Design: Hasegawa Yoshiro*

Costume and lllustration: Inoue Toru

Props: Saito Takafumi

Sound Design: Inoue Toru, Masuda Yoshiki

Game Development: Usami Nao, Shibata Kazuhide
Lighting: Fujimoto Takayuki (Kinsei R&D)

Sound: Masuda Yoshiki

Video: Shibata Kazuhide, Takebe Ludo

Stage manager: Sato Megumi

Translation: Ota Kei

Logo Design: Yoon Deokjun

Production: Shimizu Satomi

Cooperated by precog co., LTD.
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Research Collaboration: Mojiko Art Platform, Tantan Village

Supported by The Saison Foundation

*OLTA Members
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Selma & Sofiane Ouissi

B—

BHA#)&E Japan Premiere

HWE LT V4R FAZR(Faz2T7), ) (750R)

VYIAT Y~ I4R4 F2ZR(Fa=P7)

Selma Ouissi, based in Tunis, Tunisia and Paris, France. Sofiane Ouissi, based in Tunis, Tunisia.

ZOERT, ALBHHMRHICEETWIZDESIH,

FRARTEEALRE, B, PROEHE LIL 28 ADIEAIELES,

Can humans and other creatures live together in today's world?
A dance with a dove is the beginning of a performance played out through unforeseeable events,

silences, breaths, and shared gazes.

FaZSTHEDELT - TARLEVTAT
v 4241243 [Bird) (. H%H. 71X1
TIRN BRI L A>T TR E FE A I AL T 518
EHRSIIENOERAT M. €D
M OTANEEDBD-DIZHFEL-ZEH
MDEEYDEGANEZILLIZBEREE DL

IZL, 7T Iy o DFRBERBR AR -FAT=H AN
EITNIEBUVBAREHETEZDN? EWHY)
EREUWAEEINEW), BEETIE, ¥~
Y—eIBARELEEEEFL. EVOBFELZE
BLANS BHICLDFRIREEAIFEEREC,

T4 R4 REKIE, ZhF TR PG, 12X
FL—2al REGHBRAT AT EERILEA S,
BAERERE. HenBEREsT—< U1
HHEK, 2007F(2IE, 7 MAELEESETE
BT 75 v 7+ —L4 [LArt Rue] &#3[E
L, SBICF AT HMEOEHFLZR
T3, £RATFAL 05— LTIRBERTR 72 =17
8 IF)—4n->F71] ZBEIFRL. 757HER
77V hD7—b—5FES|TEHERELLT
EBEEDD,

AAE(E, 2023FENEISE S vIIL Sy - BTV
F—LTHERIN, JTZRTA/NL « =X,
HFI -7 3 H— (Favtn) RET
HIREDFHTHMARIR & RS Tl
ICEEZIE] OAXRBEEMOWELTE, &Bh
ZCREDHEIHICIRACEGTHDIIEEARBH
TETIAREICILBRICE, =B ARIIEE
LSEBIENABELETEEMEOH-LEDL
WERHBTIEATEZDHA? ABR OB E
HBA. BENTRENRBELOH-2EF
VR

Bird is a work created by the Tunisian-born
brother-and-sister duo of Selma and Sofiane
OQuissi. It was inspired by their encounter with doves
that lived in what had once been a movie theater.
At that time, the space that formerly existed
there for people and their stories had been turned
into a sanctuary for other living beings. Seeing
this phenomenon, they said there arose in their
minds the earnest question of how we who have
experienced isolation during the pandemic again
live together with nature. On the stage, a dancer
and a dove share the same space and engage in an
unpredictable dialogue by means of their bodies
while respecting each other’s existence.

The Ouissi pair have thus far made works that take
the human body, memory, and social relationships
as their themes while crossing the boundaries
between various media, including choreography,
videos, and installations. In 2007, they jointly
established L’Art Rue, a platform aimed at social
change through art. In Tunis, the capital of the
Republic of Tunisia, the two launched Dream City,
a multi-disciplinary art festival, for which they
also serve as the co-directors. They are attracting
attention as creators driving the art scene in
Arabian countries and North Africa.

In 2023, Bird was performed at venues including
the Sharjah Biennial, the Festival d’Automne, and
KANAL-Centre Pompidou (Brussels). Its poetic and
subtle expression rethinks the essence of “living
together” in various parts of the world. In it, a
dove and a person interact as life forms with roots
here and there in an urban environment. When
we watch it, will we human beings be able to find
a new involvement with other creatures, without
considering ourselves privileged existences? By
transcending anthropocentric perspectives, we can
carve out new relations with existences that are
accidental, uncertain acquaintances.

KEATEY TAT Y - T4 21 FBAEMBICHSML I T, (BRRS  WATH R TER)
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Selma & Sofiane Ouissi “Bird”

11/14 Fri 18:30 %
11/15 Sat 18:30 ©
11/16 Sun 18:30 ©

50min.

BfE: //3—/\)L  Language: Non-verbal

2% BREZWNES MR-
Aichi Prefectural Art Theater, Mini Theater

I—b W T—FARb
MEET THE ARTIST
R, T—FARLED
MEOR A HY £ T,

QRERY—EZHY
Childcare Service Available
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BAE - DEIFIVE : LArt Rue
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%2 BERF 1 O FHME RS

Artistic direction: Selma & Sofiane Ouissi

Performance: Sofiane Ouissi, Jihed Khmiri and pigeons

Music: Jihed Khmiri
Technical director: Mohamed Belkhir
Production Manager: Paul Kerstens

Production: LArt Rue

Co-production Sharjah Art Foundation
Endorsed by the Embassy of the Republic
of Tunisia in Japan

i Web~—

© Mohamed Allaham | Performance “Bird” by Selma and Sofiane Ouissi at the 15th Sharjah Biennale, February 2023.
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#EH Newly Directed Version || ;&8 Theater

= Pi#EIE  Based in Okinawa, Japan

M5 6Fh7=5 LA LABBDIC ]
i - B - PAY A ELS TS BIECERIC,

‘They are human beings, just like us--+’

REENRIEOITER,’ [FFBL] #iA 3,

This newly directed monumental work delivers a powerful twist on the enduring history of Okinawa,

Japan, and the United States.

1978 F., TABE] (2> THRBESETH
HTUFHBHEZZEL-RMER - S EE
(1941-2013%), ¢ DIEaERERT 57-8, IRD
Hadhtah 2020F IZFRKELTAKNT R
oM A [EEI80EADIZSE. [A
MEE) 2ERE LTRFRICICE LR T
7O—FTEET S,

1976 FICHEI N TAKEEE] (%, 1903
FoIANEEEHF] 2RI, ZERIEHE.
RBEL. KRESA. AL [EIR] 21#YiAA,
SRR A KB R SR & 8 BRI L 7= SE SRR ER T
HB, WETAKNTOZ oM AARFEICERY
O, [TABEE] ORI RAR(EN
TELT. BRICFAZLDPHEH 5] 2
W), MBEEATLE[ZoZBU] R
FTUBRL] ICBVWERE, WHIEIHICI)
ird, DERICHAHBEThIE, cnigFh
=N ER “TH U A I EFFI D,
|MEALEELAD, F—bORAIZIMAID,
ROFLERABFED, HEOREE I NBERIC
CRUTFURLT EHOTAIREMARTEET
(£ RV, P

AEE. MZHr A IBE I LEMEISH 4
F—C T 22EBNY - 2T —> 32,
RS hwLoIChiE—eASMIE, HEE
HICHELE, EEEMICELRIELDA,
[ZR] LT [AFEE] (2HT,

In 1978, Chinen Seishin (1941-2013) became the
first Okinawa-born playwright to win the Kishida
Prize for Drama for his work Human Pavilion. To
carry on the spirit of the original work, Chinen
Akane, daughter of the playwright, launched the
AKN Project in 2020. In 2025, the 80th year since
the end of World War Il, the project will newly
stage Human Pavilion specifically as a comedy,
with an approach adapted to the present day.
First performed in 1976, Human Pavilion is a
milestone play that bitterly satirizes the history
of Okinawa, beginning with the Human Pavilion
Incident and interweaving Japanization education,
the Battle of Okinawa, rule by the US military, and
“reversion” to Japan. AKN Project is now taking
up this work because its members believe that
its possibilities have not yet been exhausted and
it still has much to say to the current generation.
Recalling the role-playing games and sudden
reversals that Seishin loved, the group added,
“If theater has power, it is when it shows the
possibility that our little role-playing can induce
a sudden turnabout in the relationship between
strength and weakness, apathy and pain, the
inside and outside of the gate, and the center and
fringes of a nation.”

Chinen Akane is taking up the challenge of the
second re-creation of this work together with
the Naha Cultural Arts Theater NAHArt. The
performance will have the participation of Hayashi
Tatsuki from NAHart as dramaturge, Arakaki Nana
as a collaborating director, and Sasaki Ayami
as scenographer. For this re-creation, Chinen is
endeavoring to daringly present Human Pavilion
as a comedy.

11



AKN PROJECT “Human Pavillion - A Comedy”

11/22 Sat 18:30 *©
11/23 Sun 13:00 O | 18:30 ¥
11/24 Mon, holiday 14:00 ©

110min. (F%&)
Z RO, RRRAIO CeETELY)

B

Language: Okinawan and Okinawan Japanese with English subtitles

245 BRHEXES MR-

Aichi Prefectural Art Theater, Mini Theater

1B RIREE

SEH  AEH R FEEE
KS<bwiLy @ SRILES
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AKNZOZ xSk,
=MW [Hub] H#EER

* 3= H - TF—F4RE
MEET THE ARTIST
&k, T—FARPED
HEOBMEA DY E T,

L WA TP SNAVE RSP N
Relaxed Performance

RY—E2xHY)
Childcare Service Available

K RHFRABZRA
No admission for preshoolers

N7 7)—BEREFHD
AHYET, FEWeb—
Uy,

TRTORNE
BEYR

Playwright: Chinen Seishin

Direction: Chinen Akane, Arakaki Nana
Dramaturge: Hayashi Tatsuki

Set Design: Sasaki Ayami

Costume Design: Fujitani Kyoko

Cast: Inoue Asuka, Kamida Sei, Nakamine Yusaku

Co-Production: Naha Cultural Arts Theater NAHArt,
Organizing Committee for the Aichi Triennale

Planning and Production: Naha Cultural Arts Theater NAHArt,
AKN Project, Organizing Committee for the Aichi Triennale !
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Faustin Linyekula

2 RFq A F—HAT

My body, my archive
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Photo: Sarah Imsand (p.44-47)

BHA#I&E Japan Premiere

W FHYoAZ (A TREHME) Based in Kisangani, Democratic Republic of the Congo.

BEOAIEENMSEL BFICHENERILL LS,

FORZLBRA M= — - FY T,

Memories etched into the body arise,

resounding from far away, beyond history. Storytelling through dance.

THRF ) ZToZE, A TRELM
EHE ORISR - EHR - oY —, [H4F]
HEELET—NATERA. BEORNEE,
ENPMEAPERGDOERRICEASZHELER
WLWHNTB,

JZTOZDERIE. T—MEY Za—
A= - AT 7=V, Za—C—F KTz
2T ATy BT F =L T g
ZaVERIRAE HREMTEEINATWS,

-0/ N LR ERMEEMUE, 323D
AL FREREL, K MRBEVSFEEE
LT, £EDERERBICT—A1T LT,
2HN (DEZIERERE D ICHEIN
7=V, HRPICEERLZY LTW T,

[My body, my archive] Ti&. fEfRE(IZL-
TEINFZRERICIERL, BiRESh/=Ex
CREAREET LT, AP BLDT7—H
175 BREETIURENERS, YT -7~
TANTDAUIRN=THH BN - v/ N =
TDOITURY A BEICHENT-EEEMT
UREEL. BEDEH, BENDEA, €LT
KEDILEZHNUVLENSES,

Faustin Linyekula is a choreographer, director,
and dancer from the Democratic of the Congo.
He apprehends the “body” as a living archive to
question the violence of history and its impact
on personal and collective memory. His work has
been staged around the world, at venues including
the Tate Modern, New York Live Arts, New
Zealand Festival (Wellington) , Sharjah Biennial, the
Metropolitan Museum and the Festival d’Avignon.
Prior to European colonization, the peoples of
Congo had their own ways of archiving their life
experience through masks, sculptures, songs, and
stories. Many of these were destroyed or scattered
around the world along with colonial rule.

My body, my archive explores the possibilities
of people putting together their own archives
as opposed to those of the conquerors, by
connecting the pieces of their fragmented history
and memories. The trumpet of Heru Shabaka-
Ra (a member of the Sun Ra Arkestra) awakens the
memories etched in the body, and throws into
relief the wounds of the past, the weight of history,
and signs of the future.
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Faustin Linyekula “My body, my archive

11/28 Fri 18:30
11/29 Sat 18:3 R

=t T=FT4RE
11/30 Sun 14:00 &< MEET THE ARTIST

HEOREA DY 5 7.
65min. B ) .

e * UTYIR T A =T RNE
E . K (AFKEFTEDHY) Relaxed Performance
Language: English with Japanese subtitles
QR —EZxHY

Childcare Service Available

=% BREEMRLE NR—L
Aichi Prefectural Art Theater, Mini Theater

RAT - VR)TFARY )OS Choreography, dance: Faustin Linyekula
A (FSURYR) AL SN H =T Music (trumpet): Heru Shabaka-Ra
B%I 1 005K
YIURTFHAY BRI 7500 - D )
s Costumes: Aldina Jesus
VNI N
KETUTA—F P22 Production management: Isaac Yenga

HfE: AT Az H

Sculptures : Gbaga
Sound design and video: Frank Moka

Production: Studios Kabako
#U4% : Studios Kabako Co-production: Chaillot -Théatre National de la danse,
R S r(a—ET Théatre Vidy-Lausanne
aO—%rX - J4 7185 48 Web
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Am |t N Oy choreographer

“Here come the sky breakers.” So begins
a poem by the choreographer Neil leremia
that he cites as an inspiration for Paradise
Rumour, a 2023 performance by leremia’s
dance company Black Grace. When you
watch Black Grace, it can indeed feel as
if the dancers are trying to break the sky:
limbs like scythes, they slash through the
air without regard for gravity, fatigue, or
human mistake. To witness Black Grace
is to see, in their astonishingly physical
dancing, a protest against the constraints of
the human form.

Black Grace Dance Company was founded
in 1995 by the New Zealand-born Neil
leremia, who is of Samoan heritage. Based
in Auckland, Aotearoa New Zealand’s
largest city, Black Grace have carved new
possibilities within contemporary dance
in New Zealand, as well as bursting like a
firecracker onto the international stage.
Their work embraces pain-filled topics like
repressive masculinity, colonial violence,
and lost cultural histories, and is a study
in unlikely contrasts and daring new
combinations, much like leremia himself.

Aotearoa New Zealand is a country of two
islands, interlaced by a scar that runs
deep: the violence of colonisation, and the
brutal, crashing encounter between the
Indigenous cultures of the South Pacific
and the European culture of the United
Kingdom. In leremia’s dancing hands,
this scar twists and turns like a ribbon,
shining with diamantine grace whilst not
ignoring the histories of pain woven into its
threads. leremia’s choreography combines

dance languages from Indigenous and
Western traditions: the earthly rootedness
of Samoan forms like sasa and fa‘ataupati
meet the poised classicism of Western
modern dance. The result is an epic, soaring
physicality that is wholly unique, and that
crystallises, in each movement, the complex
histories of leremia’s country of birth.

Paradise Rumour traverses the history
of Aotearoa New Zealand and the South
Pacific, treating themes like colonial
violence, ancestral memory, and the painful
loss of assimilation. Four dancers, each
costumed differently, represent different
facets of human experience: “hope and
resistance”, “sorrow and acceptance”,
“control and release”, and “faith and crisis”.
In Paradise Rumour, leremia renders these
emotions into dance, creating chains of
sinuous movement that might include both
a butter-like tenderness and an arm flung—
CRACK—Ilike a whip. In one passage, the
dancers are grounded in a luminous square
of light, and move through geometric
arm patternings with dizzying speed and
precision. Here, you can observe in leremia’s
choreography a roundtable of influences:
Samoan sasa meets contemporary street
styles, meets the spinal curves and
ululations associated with Western modern
dance.

Set in a thickly verdant tropical forest,
Paradise Rumour traverses cultural stories,
time periods, and aesthetic genres with a
breadth that is almost operatic. Much like
an opera, there is a strong use of visual
allegory: images shout meanings, but never

ones that are made clear to us in words.
The piece opens with one dancer dressed
all in light blue and adorned with a cloud-
like headpiece, as if a vision of the future,
of—as leremia says— “hope and resistance”.
Several minutes later, this dancer falls limp
and is cradled and dragged around the
stage by another, who is dressed simply,
save a swarm of arrows driven into his back.
A corpse that cannot be stilled; a body that,
despite unimaginable violence, continues to
endure. The injured carries the immaculate
future, who herself plays dead or at least
unresponsive. Paradise, after all, is only a
rumour.

The title Paradise Rumour might also refer

to the discourse of the colonisers who,
upon arrival to New Zealand and the South

Amit Noy

Pacific, often treated the land as a ‘naked’,
‘untouched’ paradise, ignoring the lives and
presences of Indigenous people who were
already living on and with the land. In a
large part, the first wave of colonisers was
only able to successfully convince others
to follow them through this rumour of a
paradise: a place on the other side of the
world where their woes might magically
disappear. In leremia’s skilled hands,
Paradise Rumour is a dance allegory that
warns us to think twice before stepping
ashore, and celebrates the fierce endurance
of the human spirit. Fusing narrative
impulses with a contemporary sense of
abstraction, Paradise Rumour is a powerful
piece of dance theatre that is guaranteed to
leave no-one unmoved.

Amit Noy is a choreographer, dancer and writer. Raised in Oahu, Hawai’i and Aotearoa New
Zealand, he now lives and works in Marseille, France. He is a recipient of the Pina Bausch
Fellowship (2022). Noy’s choreography has been commissioned and presented by Sadlers Wells
London, Festival Montpellier Danse, Théatre de la Ville—Paris, and the Auckland Art Gallery.
His writing on dance and performance has appeared in Artforum, BOMB Magazine, Gagosian

Quarterly, and the Brooklyn Rail.

71



72

Dan |e| Bla nga G u bbay Writer, Artistic Direction of kunstenfestivaldesarts Brussels

Basel Abbas and Ruanne Abou-Rahme
began their collaboration within Ramallah’s
music scene. Abbas was a founding
member of the hip-hop collective Ramallah
Underground, while Abou-Rahme was
working in visual media. Together they
formed Tashweesh—a collaboration with
musician Mugata’a—where video and sound
were manipulated live, drawing on the
techniques of DJing and VJing.

This early engagement with audiovisual
performance has been central to shaping
their collaborative artistic practice.
Since 2008 Abbas and Abou-Rahme
have developed a distinctive approach,
sampling both found and self-produced
audiovisual material to create multi-screen
installations that often respond directly
to the architecture and spatial conditions
in which they are presented. Their work
digs into sound and performance as
political narratives—deeply connected to
lived experiences of crisis in the wake of
colonialism, particularly in Palestine and the
broader Arab world.

Over the past ten years, through their
ongoing project May-amnesia never kiss
us on the mouth, Abbas and Abou-Rahme
have created an archive of recordings
documenting people singing and dancing
in landscapes and communal spaces
across Iraq, Palestine, Syria, and Yemen.
Collectively, these recordings raise
questions about how embodied expression—
and the preservation of cultural memory—
can serve as tools of resistance and acts
of land reclamation. Here; performance is
never merely a form; it becomes a mode of
affirming a relationship with the landscape,
where steps and poetry are gestures against
dispossession, forced migration, and

erasure.
This research has given rise to a series
of projects, including the multi-screen
installation Only sounds that tremble
through us, where archival material is
woven into a polyphonic dramaturgy
alongside new video performances created
by the artists in collaboration with dancer
Rima Baransi and musicians Makimakkuk,
Julmud, and Haykal based in Ramallah. The
superposition of voices forms an immersive
landscape of sound, movement, and poetry
that envelops the audience—a hallmark
of their work, where rigorous research
coexists with the potential for deeply
affective experience. This layered exchange
also serves as a deliberate act of asserting
collectivity amid colonial conditions that
continually seek to fragment and isolate.

Fragmentation is indeed a key element
of the experience and a crucial aspect
of Abbas and Abou-Rahme’s practice on
multiple levels. Often, the architecture
distorts the projections, or sculptural
barriers are placed in front of the screens:
the visuals encounter obstructions and
disperse—echoing land fragmentation or
a forced diaspora. They evoke something
irretrievable, akin to the broken syntax of a
poetic phrase. Throughout the installation,
text also appears in fragments on screens
and walls, functioning as rhythm—
interrupting and punctuating the flow.
This use of language reflects the artists’
sustained interest in forms of expression
that resist legibility and translation, inviting
the audience to dwell in the in-between.

The new commission for the Aichi Triennale
2025, titled Enemy of the Sun, amplifies this
trajectory by foregrounding the significance
of voice and embodiment as present-day

testimony to the resistance of a community
under threat. At its core are newly produced
video sequences filmed in Palestinian
landscapes marked by acute dispossession,
persistent threats, and ongoing genocide—
a reconnection with a severed land, a
fractured community, and an enduring
insistence on remaining both on and with
their land.

Enemy of the Sun is presented within a
functioning nightclub in Nagoya. As in
other instances of their work, the venue
becomes central to the project’s conceptual
framework. It echoes not only the specificity
of their practice but also the political and
historical significance that nightlife holds in
contexts like Ramallah—where public space
is restricted under occupation, and nightlife
has long served as a site of autonomy and
defiance. Simultaneously, the nightclub
setting amplifies the elusive, resistant
quality of their installations—as if the
visual material itself were dancing through
the environment, creating an immersive
atmosphere that resists frontality and
refuses to be captured.

The nightclub and performance will be
inhabited by a series of performances and
concerts featuring three artists from the
contemporary Palestinian underground
music scene. Haykal is a rapper and
electronic music producer whose work

Daniel Blanga Gubbay

intertwines personal and political themes.
Julmud is a producer, percussionist, and
music researcher whose debut album,
Tugoos, was released in 2022 via Bilna'es—
a record label and platform dedicated to
supporting artistic communities in Palestine
and beyond. Baraari is an MC and singer
from Ramallah who explores genres such
as hip-hop, drill, grime, and experimental
sound. Their presence further explores the
role-of the voice at the threshold between
individual expression and the echo-of a
collective feeling.

Ultimately,-in the work of Abbas and Abou-
Rahme, sound circulates between bodies.
It resonates within the viewer, becoming a
manifestation of affect and knowledge within
an expansive notion of archive—where the
body embodies narratives and rhythms,
preserving them beyond the performance’s
duration. The audience enters a transformed
landscape: the nightclub becomes a forest
of elements, sounds, poetry, and videos that
ripple through the space—inviting a shared
responsibility for its future preservation. By
setting the work in a nightclub, Abbas and
Abou-Rahme reimagine a space of pleasure
as one of memory, politics, and presence,
prompting reflection on the possibilities that
arise when inhabiting the ruins—not with
nostalgia, but with urgency.

Daniel Blanga Gubbay is a performing arts curator and writer. Since 2018, he has been part of
the artistic direction of Kunstenfestivaldesarts in Brussels. He has worked as an educator and
independent curator of public programs, including at Sao Paulo Biennial, 2025, (upcoming), The

Telepathic School (Ural Biennale, Yekaterinburg, 2021), Yogurt and Other Spaces of Labour (Ashkal

Alwan, Beirut, 2021, in collaboration with Zeynep Oz), Four Rooms (2020), Can Nature Revolt?
(Manifesta, Palermo, 2018), and The School of Exceptions (Santarcangelo, 2016). He regularly
teaches and writes, and currently has a recurrent column on performance and choreography
in MOUSSE magazine titled Notes on Spitting.
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A Sound Installation That Transforms Physical
Space Into an Immersive Theater

Hatanaka Minoru curator/critic

Byungjun Kwon was born in Seoul, South
Korea in 1971 and is currently based in
Seoul. He began his career as a singer-
songwriter in the early 1990s, releasing six
albums that reflected the musical landscape
of the time in styles ranging from alternative
rock to minimal house. Kwon went on to
compose film soundtracks and music for
theatrical productions, then moved to the
Netherlands in 2005 to study sonology
at the Royal Conservatory of The Hague.
He later worked as a hardware engineer
at STEIM (Studio for Electro-Instrumental
Music), a research and development center
in Amsterdam specializing in electronic
music and sound performance. After
this somewhat unique career path, Kwon
returned to South Korea in 2011 and has
since been active in a wide range of fields,
from sound art to performances involving
robotics.

His sound installations include works in
which actuators (devices that convert electrical
signals into motion) strike traditional Korean
temple bells, producing aural resonance
phenomena. In his audio sculpture works,
wind chimes made of metal rods of different
lengths are quietly sounded by remotely
controlled mechanisms that respond to the
viewer’s position, generating soundscapes
in real time. These works are grounded
in an acoustic phenomenon in which two
slightly different frequencies mutually
interfere, producing a third frequency not
originally present. This interference results
in a periodic pulsing effect, perceived as
fluctuations in volume and other changes
in the listening experience. Kwon also

produces a wide range of sound-based
works that use technology to create
unconventional auditory experiences,
including multichannel sound installations
employing the immersive omnidirectional
sound system Ambisonics.

Kwon's sound installation Speak Slowly
and It Will Become a Song, presented
in this exhibition, invites visitors to walk
through a virtual soundscape tailored to the
natural environment of the Aichi Prefectural
Ceramic Museum’s outdoor space. Wearing
headphones, visitors move freely through
the actual landscape as various sounds
emerge based on their location, giving each
person an individualized experience shaped
by the environment. By using the real
environment as a stage, the work delivers
experiences in which the boundary between
reality and the virtual becomes blurred
through the relationship between the seen
and the heard. It is also a site-specific
piece developed through research into the
area, incorporating elements such as Seto
ceramics and folk songs passed down by
women that convey memories of everyday
life once lived in Korea and Japan. Through
the use of precision directional speakers
and spatial audio technology, the work
creates a layered environment in which a
virtual soundscape composed of sounds
derived from the region’s earth, water, fire,
vegetation, communities, and people blends
with the actual surroundings, transforming
the physical space into an immersive
theater.

Hatanaka Minoru

Born in 1968, Hatanaka joined NTT Inter Communication Center [ICC] prior to its opening
in 1996, and organized numerous exhibitions and events before leaving the institution in
2025. His publications include Ten Approaches to Contemporary Art (co-author, Musashino
Art University Press) and Principles of Media Art (co-editor, Film Art Inc.)

75



76

Contemplating the future of humanity through

artistic thinking

Tsutsumi Hiroshi stagecritic

In visual art, the question that is posed
is: what kinds of materials are used, and
what do they express? So what would the
materials in the performing arts be? The
answer is the human body. How do we
understand the body? This is a question
that is both very old and very new.

TAIHEN is a performance group, all of
whose members have physical disabilities.
Instead of hiding these disabilities, they
throw them out into the open by putting
their bodies on stage dressed in unitards.
In doing so, they intentionally expose their
bodies, which are often seen as “distorted”
or “unwieldy” by the general public.

As their performances are abstract, without
any lines or explanation, the audience
may find themselves at a loss in terms of
how they should regard these disabled
bodies. The presence of these deformed
bodies, however, undermines conventional
stereotypes of “beauty” and “ugliness” that
able-bodied people had previously taken
for granted. In a sense, this is a stage where
modes of artistic thinking that question
existing frameworks and create new
perspectives and values can be truly put to
the test.

Why, then, does TAIHEN adopt this mode of
artistic expression? One inspiration came
from the group’s artistic director, Kim Manri.
In 1979, before TAIHEN was established,
Kim found herself stranded alone in the
jungle on Iriomote Island in Okinawa, where
she saw many ants crawling up a large
tree. Kim was struck by how both the ants

and large trees alike were striving to live
in this universe, coexisting peacefully in
nature. Since coming to this realization,
she has been working consistently to affirm
that disability is a part of that nature.
Each member of the group confronts their
disabled body as they crawl around on the
floor and perform from an “ant’s-eye view.”

TAIHEN’s new work BRAIN depicts the
evolution of human beings from their
primordial memories of the origins of life,
such as the ocean and microbial organisms,
to how these organisms acquired skeletons
and ascended onto dry land. In the final
stages of the work, an artificial intelligence
(Al) created by humans appears and
questions whether the sanctity of life can
be maintained. In addition, something truly
“TAIHEN?” (which also means “terrible” or “naughty”
in Japanese) befalls TAIHEN in the last scene,
so watch out for it.

Jokes aside, in the current era of the
Anthropocene, the impact of Homo sapiens
on the global environment and ecosystems
is immeasurable. Furthermore, historian
Yuval Noah Harari (author of Sapiens: A Brief
History of Humankind) and others have warned
that Al, which is being developed in the
name of productivity and efficiency, may
extinguish the human race in the future.

Looking back, the 2016 stabbings at a
nursing home for the disabled in Sagamihara
City were perpetrated by someone with a
shortsighted eugenic mindset that believes
that disabled people are “unproductive” and
“useless.” As a response to that tragedy,

TAIHEN staged Nirai Kanai: Watershed of
Life (2017) and Wandering Love: Jo-Ha-Kyu
Trilogy (2018-2021). However, the time may
come when the these with disabilities and
the able-bodied alike may be eliminated by
Al in the name of greater productivity and
efficiency.

It is time to contemplate the future of
humanity through artistic thinking.

Tsutsumi Hiroshi

Stage critic. After working in the editorial department of art, entertainment, theater, and drama magazines,
he served as editor and publisher of the performing arts magazine Bacchus. He is an annual contributor to
the “International Theater Yearbook” published by the Japan Center of the International Theater Institute
(ITI/UNESCO). Tsutsumi is the editor of, among others, Performing Arts in Contemporary Germany and Peter

Brook: Creative Trajectories:
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Kustemat and The Boy Who Hits

Yamakawa Fuyuki

| think everybody has one or two picture
books they read as a child that left a lasting
impression. For me, that special book is
Tataku [hit] written by Tanikawa Shuntaro
and illustrated by Imai Yumiko, about
a mischievous boy named Takashi who
relentlessly hits everything around him.
Takashi hits and breaks things throughout
his home, but nearly comes to tears when
his mother spanks him. In this way, he
learns about the world through the act of
hitting.

Although | will not be performing in this
production of kuste, Mayunkiki and | share
a bond as friends who play music together.
Looking back, I've hit all kinds of things, just
like Takashi from the picture book, while
she has sung alongside me. My use of a
similarly mischievous approach to evoke a
resonance from Mayunkiki, the audience,
and the performance space itself, is my way
of sharing the moments when this thing
called music is born. Indeed, music has
always begun from the acts of “singing” and
“hitting.”

One day, | received an opportunity to
research the Suwa region for a project,
and my mind was filled with possibilities.
Thirty-one rivers flow into Lake Suwa, but
only the Tenryu River flows out. Infamously
called “Abare Tenryu [the wild Tenryu],” this
river created gorges with a series of steep,
nearly vertical cliffs. It was said that even in
modernity, not a single person was able to
develop the land due to its steepness. Then
| remembered the legend of an Ainu person
who one day arrived and managed to clear a
path for the railroad that the people had so

desperately hoped for. That person’s name
was Kawamura Kaneto. He was a surveyor
and the leader of the Asahikawa Ainu, and
also Mayunkiki’s grandfather.

When | asked Mayunkiki if she had ever
been to Tenryu Gorge, she replied, “Not
yet.” Ah, | thought, this is going to make
a good sound when | hit it. Musicians are
creatures that can't resist when something
in front of them looks like it will emit a good
sound. Just like Takashi from the picture
book, | was excited to find out what kind
of reverberation would be produced, so |
invited her on a journey of three days and
two nights to Tenryu Gorge riding aboard
the Sanshin Railway.

As expected, Tenryu village was thrown into
an uproar by the sudden visit of Kawamura
Kaneto’s granddaughter. With their eyes
wide in disbelief, everyone asked, “Are you
the granddaughter of the Kaneto-san!?”
This information spread like wildfire across
the village where we were warmly greeted
at every turn, and the canyon, deep in the
mountains, echoed with passionate cries
welcoming Mayunkiki. | wondered if Kaneto-
san in faraway kannamosir could hear the
voices of the village people delighted by his
granddaughter’s visit--+ We concluded our
journey with these thoughts in my mind,
going south on the Sanshin Railway (currently
known as the lida line) and parted ways at
Toyohashi station. However, Mayunkiki’s
journey is still ongoing, which is how this
piece was born. The title “kuste” is an Ainu
word that means “to make something go
through.” Therefore, as somebody who
happened to invite her to “go through”

Tenryu Gorge, | consider myself to be one
of the Mayunkiki* members involved in this
piece.

Mayunkiki pours her entire being and
spirit into paving ways for things in certain
places, albeit in a different time and using
different methods from her grandfather—
making her a kustemat (a woman who makes
something go through). None of us can live
alone. This is why she has bridged the
spaces between people, opened up avenues
between dissimilar people, paved new roads
to friendship, and played music with those
same friends. Ever since her twenties, she
has also painstakingly endeavored to learn
her native language, Ainu, which was taken

Yamakawa Fuyuki

away by the Japanese in the process of
Hokkaido’s colonization (commonly known
in Japanese as “Kaitaku” or “cultivation”). As
she retraces her heritage by feeling her way
onwards, Mayunkiki’s efforts to reclaim her
people’s language can be likened to digging
through hard, thick bedrock. When her
words have cast aside every last sense of
helplessness and become a song resonating
through her vocal tract, her singing paves
a path where none existed before, just as
Kaneto forged his own path all those years
ago. This performance of kuste enables
us to travel along this same path with
the members of Mayunkiki*. Alright then,
attention, passengers! All aboard!

Yamakawa Fuyuki is an artist and Khoomei singer, working beyond the borders of
contemporary art, music, and the performing arts. Specializing in Khoomei, a South
Siberian traditional singing technique, Yamakawa is also known for performances where
his heartbeat and the vibrations born out of hitting his skull are amplified into sound
and light through the use of technology. He has performed in sixteen countries, and his
piece Pneumonia was presented in the Performing Arts program of Aichi Triennale 2010.
Currently, he is an Associate Professor at Akita University of Art.
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Exposing Labor Through Coal Mines and Bees

Ta kash | ma M egu mu Art and performing arts critic

In recent years, the art collective OLTA has
expanded its gaze to broader Asia after
critically examining Japan through the
lenses of festival, agriculture, labor, and
community. Their versatility, combined
with a non-hierarchical modus operandi,
is reflected in their multi-faceted oeuvre
of performances, installations, video
games, and agricultural research. While
their performances are developed through
detailed fieldwork drawn from historical
documents and testimonies, OLTA's method
of weaving ambiguous, cryptic stories
begets polyphonic realities that resist being
reduced to spectacle. Another feature of
OLTA lies in the symbolism embedded
in their mobile stage sets, built with the
collective’s DIY ethos.

Hyper Popular Art Stand Play (2020) features
a set modeled after the New National
Stadium built for the Tokyo Olympics,
with an elliptical track. While illustrating
urban landscapes in contemporary Japan,
performers continuously engage in manual
labor and push pseudo-exercise machines
along the tracks, suggesting the relentless
cycle of menial labor and the repetitive
nature of history.

Their monumental production The
Japanese Ideology (2023) spans pre-war
Japan, the present, and the near future
where Al and robots replace human
labor, with disruptions across time and
space. While the “big P” politics of formal
institutions and governmental bodies are
relentlessly caricatured, the micro-politics
of xenophobia, prejudice, and sexism that

lurk in fragments of everyday conversation
are also carefully portrayed. A stage prop
featuring a set of automated glass doors
embodies ambiguity in the ubiquity of
invisible borders, such as those experienced
in crowded trains or at immigration
checkpoints.

The forthcoming Eternal Labor expands
upon the themes and format of their earlier
work Land of the Living (2021), focusing on
labor in the coal and mining industries in a
two-part presentation: a performance and
a video game. Land of the Living examines
the history of the Hitachi Mine in Ibaraki
Prefecture, framing coal and mining as
the underlying infrastructure of modern
Japanese industry. In the online game,
players learn about the history, social
movements, and folk art of mining laborers.
The subsequent performance, set in a
simulated narrow mine shaft, unravels coal
mining history, folklore, and work songs
while commenting on COVID-19 and the
stagnation of social structures. In a scene
where the granddaughter of a former coal
miner takes part in an online interview
with an energy company, themes of labor
and gender emerge amidst shifting energy
policies from coal to oil.

Eternal Labor builds upon a vertical
consciousness and historical framework
from Land of the Living, viewing these
industries as the material and ideological
bedrock of society. But the former marks
a geographical expansion into the Korean
Peninsula via the northern coast of
Kyushu and the Tsushima Strait, and a

greater emphasis on labor and gender.
In the interactive game installation, an
apiary becomes the stage, and honeybees
appear as symbols of labor. According to
OLTA, they drew inspiration from Bernard
Mandeville’s 1714 book The Fables of the
Bees: or, Private Vices, Publick Benefits.
As the subheading alludes, Mandeville’s
idea that individual desire fuels market
economies and communal prosperity
helped shape modern capitalist ideology.
The setting of an apiary thus offers a
range of meanings. It becomes a capitalist
allegory where the beekeeper (Capitalist)
employs bees (Workers) to produce honey
(Profit). The duality of bees as “beneficial

insects” raised for human profit and
“pests” exterminated with insecticides
underscores our anthropocentric view of
nature. Bees are also social insects with
hierarchies structured by gender, labor,
and reproduction: a female labor society
in which all worker bees are female, their
lives hinging on the queen bee, the only
reproductive member in the hive. How will
the audience’s participation in the game
prompt critical reflection on gender roles,
patriarchal structures, and human-centric
views on nature? And how might the game
resonate with the live performance? | look
forward to experiencing how these layers
unfold across OLTA's new work.

*Bernard Mandeville: 18th century British psychiatrist and philosopher

Takashima Megumu

Based on themes such as gender, queer, and (re-)presentation of history, they review contemporary art and
performing arts with a cross-sectional perspective. They are regularly featured in the web magazine, artscape.
Their recent collective writings are Takano Ryudai: kasubaba Living through the ordinary (Suisei-Sha, 2025),

Momose Aya: Interpreter (Bijutsu Shuppan-Sha, 2023).
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Bird: listening to voiceless voices,
a dance poem of symbiosis

O ka m | Sae Dance critic, professor at Kyoritsu Women’s University

Humans have long admired the image of
birds that seem to defy the Earth’s gravity
and fly freely through the sky, crossing
national borders with ease, and the
choreographer is no exception. Swan Lake
and The Firebird gave ballerinas a powerful
yet graceful flutter of wings, and there are
many examples in the history of dance
in Europe and America that demonstrate
this, from the modern ballet Icare based on
Greek mythology, in which ballerinas aim
for the sky with wings of their own creation,
to contemporary dance focusing on the
organic patterns that migratory birds create
in the sky. The gaze that Selma & Sofiane
Ouissi have trained on birds, however, stems
from a completely different philosophy.

The performers are two men and two
pigeons. Sofiane Ouissi and a musician are
at the back of the stage, while the pigeons
are on perches at either end of the stage.
The dance unfolds gradually to the music,
extends across the stage, and soon Ouissi
advances towards the pigeons. He does not
imitate the pigeons’ movements, however,
nor does he force the pigeons to move. The
pigeons walk on the shoulders, arms, and
heads of these humans, fly around at will,
and land in unexpected places. In this duet,
which is impossible to predict or reproduce,
humans and birds are on equal footing.
They carefully probe each other’s territory,
sharing time and space.

Bird was born in Sharjah, United Arab
Emirates. Commissioned to produce this
work by the Sharjah Biennial, Selma &
Sofiane Ouissi visited the old movie theater

where the piece was to be performed. The
ruins of the building, from which all human
presence had disappeared, had become a
home for pigeons. This scene of wreckage
from a great story of civilization, reborn
as a sanctuary for innocent life, seemed
to overlap with the image of a world in
the wake of the COVID-19 pandemic. The
artists also had an encounter with a single
white dove. Sofiane named this pigeon
“Sham,” and conceived the idea of dancing
with it.

Sofiane Ouissi (1972-) and Selma Ouissi
(1975-), both from Tunisia, studied music
and dance at the Conservatory of Music and
Dance and the National Center of Dance in
Tunis before starting to work together. They
began to perform works that combined
dance, moving images, installations, and
other media during the 2000s. After the
Tate Modern in London invited them to
create Les Yeux d’Argos (2014), they rose to
prominence in Belgium and France. In 2025,
they will perform Laaroussa Quartet: a free
body that invents its own gesture at the
Avignon Festival.

In contrast to dancers and choreographers
from the Maghreb countries such as Héla
Fattoumi and Nacera Belaza, who were
educated in France and have been active
since the 1990s, Selma & Sofiane Ouissi
have taught and practiced dance in the
social context of Tunisia. In Tunis, they
founded the art center L'Art Rue and the
Dream City festival in 2007. The former is
a site for sustained research that responds
to a variety of issues surrounding artistic

creation and democracy, while the latter
is a biennale that focuses on migration,
liberation from political and social
oppression, human rights, and climate
change. What remains constant, however,
is the exchange and sharing of ideas and
experiences between artists from diverse
fields and the local people. The Ouissi
siblings coexist alongside the people on the
ladder of democratization that began with
the Jasmine Revolution, when the people
rose up against government oppression,
and continue to question the possibility
of a “dream city” by opening up dialogues
accessible to all through the medium of art.

As such, an overview of Selma & Sofiane

Ouissi’s work shows that the pigeons in
Bird do not merely symbolize nature as

Okami Sae

the opposite of artifice—they also appear
as emblems of the Other with a different
culture (in the explanatory notes, Ouissi makes
reference to the poetry of the exiled Palestinian
poet Mahmoud Darwish). By paying homage to
the memories of this place and listening
carefully to those who have no voice,
Ouissi’s body weaves a sensitive dialogue
between the birds, the audience, and their
movements. The entire 30-minute process
that consists in letting go of the arrogance of
power and one-sided understanding, coming
to respect the existence of the Other, and
coexisting in a same space , resembles a
poem. The artists describe Bird as “an open
invitation to the audience that gently offers
them a space for contemplation.” What can
we hope to receive in Aichi, and how will we
think about it?

Based in Tokyo, Okami has written dance performance reviews for Dance Magazine (Shinshokan), Sankei
Shimbun, Asahi Shimbun, and Yomiuri Shimbun among others since 2003. She translates French articles and
other material on dance into Japanese and conducts research on dance in the Francophone world, is a member
of JaDaFo (Japan Dance Forum), and has served as a juror for the Yokohama Dance Collection Competition |

since 2017.
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What’s Comical in Human Pavilion - A Comedy?

HayaShl Tatsu k| Translator and theater researcher

In his essay Laughter, the philosopher
Henri Bergson argues that laughter has
“social meaning,” and if we think of society
as a body, then laughter serves to loosen
the rigidity and strain on its surface. He
also suggests that laughter is provoked
and comedy emerges when society repeats
automatic, mechanical behaviors like
the movements of jointed puppets. In
this process, laughter acts as a form of
corrective. Comedy is not free activity, but
rather singles out and seeks to correct
various aspects, serving to re-adapt rigid
parts into a more flexible whole.

It was Chinen Akane, the daughter of Chinen
Seishin and his successor in staging Human
Pavilion, who added the subtitle A Comedy
to the work, but it always had an undeniably
comical side. As it presents scenes from
Okinawan history, shifting across times
and places, it reveals repeated rules and
structures that persist into the present. In
Seishin’s own words:

Okinawan history is largely colored by
tragedy, especially since the Ryukyu
Disposition. This is why Okinawa Island
has come to be known as the “island of
tragedy.” And yet, when viewed objectively,
these events appear more comic than
tragic. Tragedy, when relativized through a
sober perspective, can take on the quality
of comedy. | believe that is what we need,
especially now, to break the “endless refrain”
and bring about a new reversal.

(From the pamphlet for the debut performance, 1976)

Viewing historical tragedies and social

issues simultaneously as comedies makes it
possible to break the cycle of repetition and
open a path toward change. The capacity
to view a single situation as both tragic
and comic, and the depth of expression
that this allows, is consistently required
of contemporary art, which cannot avoid
engagement with politics.

Okinawan history, including the 1903
Human Pavilion incident, is rarely taught
or studied outside Okinawa itself, and
this too might be seen as both tragic and
comic. The history dates back to the 12th
century, with political unification as the
Ryukyu Kingdom achieved in 1429. As
European colonial powers expanded into
East Asia, Ryukyu was invaded by the
Satsuma domain in 1609 and entered into a
relationship of vassalhood with both Japan
and China. After the Meiji Restoration, the
Ryukyu Disposition of 1879 resulted in the
establishment of Okinawa Prefecture and
the surrender of Shuri Castle. With the
king’s expulsion from the castle, the Ryukyu
Kingdom, which had endured for 450 years,
came to an end.

During World War Il in the Asia-Pacific,
Okinawa was the site of a ground battle in
which one in four residents lost their lives.
Civilians were executed on suspicion of
being spies, and there were forced mass
suicides. After the war, unlike Taiwan or
the Korean Peninsula, Okinawa came
under American military rule. Even after
the 1951 San Francisco Peace Treaty, it
remained under US administration until it
was “returned” to Japan in 1972. Although

Okinawa called for a “peaceful island free
of bases,” today approximately 70 percent
of US military facilities in Japan remain
concentrated in the prefecture, which
makes up just 0.6 percent of the country’s
total land area. Needless to say, the land
is steeped in suffering and sorrow that
cannot be conveyed by dates or statistics,
and hardship extends across many of the
prefecture’s islands beyond Okinawa Island
itself.

Okinawa'’s history continues, to this day, to
unfold amid the larger forces of European
colonialism and modern Japanese politics.
This means that all of us have connections
to it and responsibilities toward it,
depending on our positions, whether or
not we recognize these. To watch Human
Pavilion- A Comedy is to engage with a
single work that each viewer perceives
differently. It engenders individual reflection

Hayashi Tatsuki

and action, while making it possible to
share, despite differences, a sense of
universality that each person’s unique
position paradoxically renders visible.

According to Bergson, the mechanisms
of laughter are “repetition, reversal, and
reciprocal interference.” As history repeats
itself, reciprocal interference among the
positions surrounding Human Pavilion-A
Comedy may reveal possible reversals of
how we relate to ourselves, to society, and to
politics —and can |, or can we, then laugh?
Which are truly comical and comedic: the
scenes taking place on stage, or me/us
watching them and the society I/we inhabit?
Or perhaps, regardless of whether |/we
laugh or not, when a presence like the Angel
of History unleashes a new laugh—whether
a guffaw or a mere chuckle—might it bring
about a more flexible and less rigid society?

Translator and theater researcher. Currently serves as director of the planning and
production group at Naha Cultural Arts Theater NAHArt. His translations include No Light
by Elfriede Jelinek and How Political Is Postdramatic Theater? by Hans-Thies Lehmann (both

published by Hakusuisha).
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The rich abundance and bitter suffering of the
Democratic Republic of the Congo

H Project Assistant Professor, Institute for Future Initiatives /
H anal KazuyO Representative Director, NPO RITA-Congo

The Democratic Republic of the Congo
(hereafter referred to as Congo), located in the
center of the African Continent, is a country
blessed with rich natural resources. Tropical
forests spread along the Congo River basin,
and in the past, people lived an autonomous
lifestyle, enjoying the blessings of nature.
Towards the end of the 15th century,
however, hardship began to afflict the
country when Congo started to trade with
Europe. In addition to the long-standing
slave trade, the rich resources of the region
became the object of exploitation.

During the Berlin Congress of 1884-85, the
Congo became the private property of King
Leopold Il of Belgium, who imposed harsh
quotas and punishments for the collection
of rubber sap. After 1908, when the country
became a Belgian colony, the extraction
of palm oil and minerals began, drastically
changing the traditional state of society.

This is the “archive of the Congo as
constructed by the conquerors.” Its
traces have also cast a deep shadow over
the archive that the Congolese people
themselves have produced.

Upon gaining independence in 1960, Congo
was plunged into a state of upheaval. The
first prime minister, Patrice Lumumba,
was assassinated in a U.S. plot, and is
still sorely missed by the people. Mobutu
Sese Seko, who had US support behind
him, became president in a coup d’etat in
1965, inaugurating a dictatorship. Mobutu
changed the name of the country to the
Republic of Zaire.

The conflicts began in 1996. Following the
1994 genocide in neighboring Rwanda,
large numbers of Rwandan refugees poured
into eastern Congo. Among these refugees
were former Rwandan soldiers and militia
who had carried out the genocide and
militarized the refugee camps. When the
Congolese government failed to deal with
this situation, the new Rwandan government
forces launched an attack across the border
in 1996. In addition, Congolese rebels
backed by Rwanda and Uganda rose up and
overthrew the Mobutu regime. This was the
First Congo War. The new president was
Laurent Kabila, the commander-in-chief
of the rebels. He changed the name of the
country to the Democratic Republic of the
Congo. However, in 1998, an uprising broke
out against Kabila’s government, starting
the Second Congo War. Nine neighboring
countries intervened in the conflict, which
escalated to a scale that has been likened
to the “Great War of Africa.” During these
conflicts, problems of illegal mining and
smuggling of mineral resources from
eastern Congo to foreign countries began.

The conflict “ended” in 2003 under Joseph
Kabila, who took over as president in 2001.
In reality, however, numerous armed groups
still remain in the east, financed by the
illegal mining and smuggling of minerals,
and continue to perpetrate violence against
the population. In eastern Congo, which sits
far from the capital of Kinshasa and beyond
the reach of government rule, armed groups
control the areas surrounding the mines.
Furthermore, even the national army and

police, who are supposed to protect the
people, commit acts of violence against the
local population.

These soldiers use systematic sexual
violence as a “weapon of war.” When these
hardworking, family-oriented women
become victims of sexual violence, it
destroys family and community ties and
creates a situation in which they are unable
to fight back against armed groups and the
military.

President Félix Tshisekedi, who took office
in 2019, has also failed to end the bitter
suffering of his people. In January 2025, the
Rwandan-backed armed group M23 overran
a major city in eastern Congo, bringing

Hanai Kazuyo

further hardship to the country. The
international community, which prioritizes
access to minerals through Rwanda, has
failed to impose sanctions, leaving eastern
Congo under a state of continued de facto
occupation by Rwanda.

Despite these tragic circumstances, there
are people in Congo who live with the
hardships they have endured in defiance of
their conquerors. What can we learn from
Faustin Linyekula’s work, which explores
the storytelling of the body, and how can
we transform it into a flapping wing for the
future? | eagerly anticipate the ripples that
promise to spring forth from Linyekula’s
interrogations.

PhD from the University of Tokyo. After visiting Israel and Palestine as a student, she began
her research on conflict studies. Her research focuses on the conflict situation in eastern
Congo, the efforts of the international community, the actual implementation of the Conflict
Minerals Regulation by companies, and its connections with civil society in Japan. One of

her recent publications is Dr. Mukwege and the Struggle for Peace: “The Worst Place in the
World for Women” and Us (lwanami Shoten, 2024, co-author).
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<A Conversation Between\

Hoor AI QaSimi (Artistic Director) and .

N a ka m u ra Aka n e (Performing Arts Curator)

The theme for Aichi Triennale 2025 is “A
Time Between Ashes and Roses.” Could
you tell us about the sentiment behind this
concept?

Al Qasimi: This year’s concept carries
significant weight, and | believe it reflects
the sense of heaviness present in the world
today. | chose to reference Adonis’s phrase
“Ashes and Roses” because of its poetic
resonance. In the past, there may have been
a chance to cultivate a positive relationship
between humanity and the environment,
but instead, we’'ve continued to destroy
it. Yet, as Adonis articulates, even in the
wake of total destruction, something new
can still emerge. | find that particular part
deeply poetic. | thought that the words
“A Time Between” could pose a question
about how we can continue to exist in each
moment amid these difficult circumstances.
The theme of this edition examines the
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relationship between humans and the
environment—whether we are coexisting
with it or in opposition to it. This concept is
also echoed throughout the performing arts
programs.

For example, the dance company Black
Grace explores themes such as colonization
and the governance of land, while
Faustin Linyekula highlights the idea of
“restoration”—the process of returning what
was taken through colonization. Selma &
Sofiane Ouissi examine the relationship
between humans and animals, and Kwon
Byungjun delves into the dynamics between
humanity and the environment.

Nakamura: When it came to selecting
artists for this year’s edition, Hoor primarily
led research for the international program,
while | focused on artists from Japan and
Asia. Considering this theme through
the lens of Japan and Asia brought to

mind artworks that contemplate human
existence and the destruction of nature and
the environment from those geographic
perspectives. For instance, the performance
group Taihen approaches human existence
as a part of nature, resisting notions of
eugenics and meritocracy to create work
centered on the value of the body itself.
It's also important to acknowledge that
Japan was a perpetrator in many parts of
Asia during its imperial era, and still has
a complex relationship with places like
Okinawa and Hokkaido. Even now, notions of
accountability and postcolonialism in Japan
are consistently consumed in an extremely
vague manner. | made a conscious effort
to consider artistic expressions that push
back against this ambiguity. Also, this year
marks eighty years since the war. In Japan,
when we talk about war as a symbol of
destruction, it’s often treated as something
of the past—a part of history that’s found in
textbooks. However, the reality is that war
continues today. | was especially mindful
of how we might create opportunities for
dialogue among us, as Japanese people,
about the wars that are still ongoing.

Al Qasimi: | remember being taken aback
at a press conference in Japan when
somebody said there’s no war in Japan.
Even if the country is not at war at this very
moment, war is still very much a part of
contemporary Japan. It made me question
why people are unable to make that
connection.

Nakamura: | definitely share that sentiment.
The work Human Pavilion by AKN PROJECT
also engages with these themes. While Expo
2025 Osaka, Kansai, Japan is now taking
place, there was another event called the
Fifth National Industrial Exhibition that was
held in the same location in 1903. At that
event, ethnic groups from various parts
of the world—including Ainu, Okinawan,
and Korean people—were exhibited in

the Gakujutsu-Jinruikan (Academic Human
Pavillion), sparking protests that came to
be known as the Jinruikan Incident (Human
Pavilion Incident). The disparate experiences
between Okinawa and mainland Japan
surrounding the burden of war serve as
a backdrop for Human Pavilion and AKN
PROJECT to provide a contemporary artist’s
perspective on reexamining both history
and the present.

Al Qasimi: It's been twenty years since the
Aichi Expo and eighty years since the end of
World War Il. It does feel like a meaningful
time to pause and reflect.

Can you tell us more about your reasons
for selecting the artists featured in this
edition?

Al Qasimi: Let me start with Black Grace,
who will be opening the triennale. | originally
commissioned them in 2023 while serving
as curator for the Sharjah Biennial. | had
come across an interview with the Artistic
Director Neil leremia, where he mentioned
his desire to confront the issues affecting
indigenous peoples in the Pacific Islands
through dance. | was intrigued by what that
meant in practice, so | reached out to him
on Instagram. Through our conversations,
it was decided that a new work would be
created to respond to the theme of that
year’s biennial, “Thinking Historically in
the Present.” That piece became Paradise
Rumour, which is now being presented at
this festival. This work engages with the
history of post-colonialism—though it's
important to note that some avoid the term
“post-colonial,” as colonialism persists to
this day.

The closing piece of the triennale, My body,
my archive by Congolese artist Faustin
Linyekula, traces its origins to his 2017
work Banataba, created during a residency
at the Metropolitan Museum of Art (MET)
in New York. The MET holds a collection
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of objects from various countries during
their colonial era, including many objects
linked to Linyekula’s own ancestry. Notably,
most of these objects relate to men. In
response, the artist chose to focus on
women, especially histories relating to his
maternal ancestors. This work also grapples
with issues of representation and the idea
of restoration within the context of the
MET'’s archive. As the artist describes it, he
is engaging with a history that has yet to be
written.

The idea that archives must be written is
a concept imposed by the West. In pre-
colonial Congo, history was not documented
through text, but rather experienced through
a variety of different forms such as masks,
sculpture, and oral storytelling. During a
visit to his homeland, Faustin discovered
that most of the stories passed down
within the region were about men, with no
representation of women. This prompted
him to commission a village sculptor to
create sculptures of the women in his family,
including his mother and grandmother. In
his cultural context, a sculpture is a form
of rebirth—an act of breathing new life into
what has already passed away. Through
these works, he seeks to revive the women
who were rendered invisible by history.

My body, my archive questions the very
notion of the archive itself, examining
existing methods of archiving while
exploring the potential for uncovering other
forms. It also raises the question of whether
archives imposed by the West can truly be
understood by the local people.

Examining both sides of history
What has endured and
what has been erased

Nakamura-san, some of the artists Director
Al Qasimi mentioned seem to engage
with themes that closely align with those
explored by the Japanese artists in the
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lineup. Would you say that’s correct?

Nakamura: Yes, the previous discussion
connects to the themes explored by the
artist Mayunkiki, for example. There is
this history of words which were cherished
within a community or culture—not in
the form of written language, but through
sculpture, clothing, music—which are now
stored in the museum of the colonizers.
The Ainu people share a history similar
to this, having had their language, land,
way of life, and many other aspects of
their culture taken from them. Mayunkiki
navigates this history, creating works that
emerge specifically from her experiences
as someone with Ainu heritage. Yet, she
also often expresses a hope for a world
where such artworks would no longer be
necessary.

Mayunkiki’s work centers on her
grandfather, Kawamura Kaneto and the
lida Line (formerly known as the Sanshin Railway),
which stretches from Toyohashi in Aichi
Prefecture to lida in Nagano Prefecture.
Her grandfather, who was also the leader
of the Ainu people in Asahikawa, had
the responsibility of surveying steep
mountainous terrain for the railway—a task
considered one of the most challenging
of its time. While this was a remarkable
achievement, modernization also comes
with negative consequences, and there
is always a continuum between good and
bad. The opening of the railway made
it possible for people to live in the area,
which led to demand for electricity and the
subsequent construction of dams. Behind
that development were forced laborers—
many of whom were Korean. The artist says
she aims to confront these negative legacies
as well, creating a work that bridges the
division left across generations and regions.
Presented in both Contemporary Art and
Performing Arts categories, the former
will manifest as a sound installation, while

the latter will offer a stage experience
interweaving sound with shadow puppetry.
In terms of archives and memory, | believe
this also resonates with the work of AKN
PROJECT. This team is deeply engaged
in exploring how to pass on Okinawa’s
historical memory to people today. They
will present their third reinterpretation of
the play Human Pavilion, originally written
by the late Chinen Seishin. In this iteration,
the play is reimagined as a comedy viewed
through the lens of women directors from
two different generations, in their twenties
and forties.

Earlier, | mentioned the effects of
modernization, which is also an important
theme of OLTA’s work. Seto, the site of
this year’s triennale, is a region where the
pottery industry has evolved over more than
a thousand years, undergoing modernization
and continuing to this day. One of the
major energy sources that supported this
transformation was coal, much of which was
mined in the Chikuho coalfield, located in
Kyushu. In their work Eternal Labor, OLTA
turns its focus to labor, reinterpreting the
history of modernization by highlighting the
presence of women workers in the history,
while also drawing connections to the labor
of women today.

Contemporary art and
performing arts
Traversing genres of expression

This year, there are three artists taking
part in both the Contemporary Art and
Performing Arts programs. | understand
that the concept of having programs
that sort of move between genres was
Director Al Qasimi’s idea. Could you tell
us more about the intent behind this
transdisciplinary approach?

Al Qasimi: There were different reasons
for selecting each artist for both the

Contemporary Art and Performing Arts
categories. With Mayunkiki, | hoped her
presence would be felt across the entire
festival. The story she tells is deeply
important, and | wanted it to reach a broad
audience through both exhibition and
performance. As contemporary artists,
Selma & Sofiane Ouissi create ceramic
pieces, primarily in the form of dolls.
Their work centers on Sejnane, a region
in Tunisia where women potters practice
a tradition recognized by UNESCO as an
Intangible Cultural Heritage. | chose them
because | felt their practice connected
to the local context of Seto. In the
Performing Arts program, they question
the relationship between humans and
animals through a responsive dance with
pigeons, demonstrating markedly different
approaches across the two categories. The
Palestinian artists Basel Abbas and Ruanne
Abou-Rahme are organizing a club event for
their Performing Arts program. | selected
them in the hopes of engaging younger
audiences and those from the street and
music scenes who might not typically visit
art museums. My hope is that experiencing
this performance will spark their interest
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in art and encourage them to explore other
exhibitions.

Nakamura: When | attended the Sharjah
Biennial, | was really moved by the
way performance, sound, and visual
art coexisted. In recent years, both
contemporary art and performance have
been expanding into each other’s domains,
and | strongly resonated with Hoor’s desire
to create more opportunities for them
to intermingle. Moreover, at Sharjah, |
was struck by how multifaceted artistic
expressions from Palestine were presented
as a matter of fact. In Japan, the dominant
image of Palestine is that of a warzone, and
it's rare for other perspectives to reach us. |
truly believe that an art festival is a valuable
space where people can encounter one
another through art, and where meaningful
dialogue can begin. We're currently in the
process of planning and developing Basel
and Ruanne’s new work—maybe you could
share more about it?

Al Qasimi: Sharjah already has a vibrant
performance scene, including a festival
dedicated to performance. But when | got
involved with the art festival as a curator, |
saw it as a new challenge to connect these
separate scenes within a single context.
Basel and Ruanne have always created
works that incorporate performance within
installations, and this project is no exception.
Video footage shot in Palestine and overlaid
with various colors and distortions are
presented through projection, creating an
immersive experience of light, sound, and
text. While they also address the occupation
and land theft in Palestine, the work also
engages with the present—-who is living
there now, what the young people are
thinking, and what kind of music they’re
listening to. The texts within the videos are
also a vital part of their work.

Finally, I'd like to ask you both about the
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unique appeal of the performing arts,
which | believe is closely linked to the way
we engage with art exhibitions.

Al Qasimi: Even as the genres of art
and performance continue to expand,
experiencing a work in a live setting is still
something truly special. First and foremost,
the audience is present—not just as
observers, but as part of the work itself.

Nakamura: | was thinking the same thing!
I'll put it a little differently though. There’s
a phrase I've been using a lot lately about
putting yourself in other people’s shoes.
It comes from the book, Tasha no kutsu o
haku: Anakikku enpashi no susume (Putting
on other people’s shoes: Encouraging anarchic
empathy), published by Bungeishunja Bunko
and written by Mikako Brady, a writer living
in Brighton, England. Unlike sympathy,
which involves emotional resonance,
empathy is considered a skill that can be
cultivated even as an adult, making it an
important concept in discussions around
education and inclusive societies. | see the
art festival as an opportunity for people to
step into perspectives different from their
own—through the eyes of the artists.



I'd like to begin by asking how each person’s
role is decided in the group.

Jang-Chi: Usually, we don’t assign any
roles. We work in a way where any one of us
can intervene in any section.

| see. | feel that the issues OLTA engages
with are quite consistent. For example,
you all address societal structures such
as authority, labor, exploitation, and
institutions, as well as topics in Japan,
Korea, and politics of the quotidian. How do
you decide on these underlying issues as a
group?

Jang-Chi: Each of us constantly operates in
these organized group structures in society,
right? Since we also work as a group in
OLTA, we're always thinking about the
nature of these group systems in society.
If there’s a topic that interests any of us,

110

we begin with a group discussion. That’s
when elements such as other projects
we're working on or observations from
our daily lives bleed into the work. We've
also been engaged in physical expression
since the early days of our work, focusing
on immediate events, situations, or tactile
experiences. Most of us also grew up in
the countryside, so maybe we tend to
compare those past experiences with the
conveniences we have now living in a city.

Regarding the use of the body, has it
always been OLTA’s intention to use bodily
expression as a means of engaging with the
work?

Jang-Chi: The first project that we really
worked on together as OLTA was OILY-
OLTA~log project~ (2009), where we filmed
ourselves carrying a thirty-kilogram log
together and uploaded it to YouTube. Since

then, our work has been based around this
idea of how to show ourselves carrying
something from one point to another.

Was there a strong desire to present
your work as stage pieces rather than as
installations in a museum or gallery?

Jang-Chi: While our first piece was made
in 2009, we didn’t incorporate performers
into an installation until Soil Shrine (2011).
From 2013 to 2014, we created a piece
called GHOST OF MODERN at a residency
program in Germany through Tokyo Arts
and Space (formerly Tokyo Wonder Site). In
our research, we went to sites marked by
historical distortion, such as Berlin, Poland,
Ukraine, and Chernobyl. We dressed up
as ghosts and filmed ourselves walking
throughout our journey. That’s when Natalia
Szostak, a Polish artist we got to know at
our residency, invited us to collaborate on a
project. That project was the first time we
performed as OLTA in a theater.

Similarly, at another residency in Seoul
in 2013, we collaborated with Korean
artist collective Miwangsung [Unfinished]
Project and ethnic Koreans with Chinese
nationality known as Joseonjok. We rented
an abandoned building in the Garibong
neighborhood, cleaned the building with the
Joseonjok locals, led a procession through
the area playing Korean folk music, and then
performed a theater piece at the abandoned
building (Camp: Space became Lion).

It seems your work has always contained
elements of physical intervention and
performance art. Still, | didn’t realize
that presenting your work as theatrical
performances began overseas.

Hasegawa: Physicality has always been an
important aspect of OLTA’s performances,
but when it comes to stage sets and
costumes, we also consider how to convey
our overall vision of the work by straining

a performer’s body, or how to make the
performance feel personal to the audience.
We've always believed something new
emerges when the body is put under stress
on stage.

Meguninja: Burdening the body also directly
ties into the issue of labor.

Hasegawa: The Japanese Ideology (2022)
also explores the concept of ideology as an
invisible force that gradually permeates our
lives before we're completely consumed by
it. | think it’s a force that afflicts us, even
when we aren’t explicitly aware of it. We
wanted to articulate its invisible power as a
physical burden on the performers.

I'd like to hear about your upcoming piece,
Eternal Labor. How did it originate? What
are you working on now, given the overall
art festival theme of A Time Between Ashes
and Roses provided by director Hoor Al
Qasimi, as well as your conversations with
curator Nakamura Akane?

Jang-Chi: It started with Akane talking
about her interest in Morisaki Kazue.
Morisaki was a Japanese author born in
colonial Korea under Japanese rule, marked
by guilt in her position as a colonizer. As
her conscience wavered between Japan
and Korea throughout her work, she also
documented the experiences of female
miners in Chikuho and other places. In
2021, we made Land of the Living. The work
was presented in two parts as a stage piece
and a video game. In the play, we quoted
from Morisaki’s literary works and projected
the paintings of Yamamoto Sakubei, a
former coal miner who illustrated his
experiences in his artwork, in an attempt
to weave a modern folk tale from the
testimonies of coal miners. The game was
based on our research into a coal mine in
Ibaraki Prefecture, focusing on the customs
and superstitions within the marginalized
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social group of miners. Using this past work
as a blueprint, we began the research by
imagining how it would be contextualized
today.

OLTA’s pieces are all meticulously
researched. Where did you conduct your
fieldwork for this project?

Hasegawa: We split it into several parts.
First, we started in Chikuho, where Morisaki
lived, then Nagasaki, Tsushima, Gwangju,
and Seoul. Another site we visited was
Taebaek, where there had been a mine
operating as recently as last year, but |
participated in the trip to Chikuho.

We couldn’t go into the coal mine in Chikuho
since they had sealed it with concrete, but |
was able to physically understand its slope
and narrowness in person in a way that
documents and images only hinted at. Being
there allowed me to imagine the world
beyond its sealed passages. The Nogata City
Coal Mining Museum in Fukuoka also has a
training tunnel, and we were given special
access inside, even though it's usually off-
limits due to its erosion. Its slope is inclined
at twenty to forty degrees and used to serve
as a place to practice first-aid rescue efforts
in dust explosions or other mine-related
accidents. The tunnel was humid and steep
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much like the real mine shafts, so | could
really feel how strenuous it was. Yamamoto
Sakubei’s art book describes how women
were better at carrying coal through these
narrow corridors, and it provided clues into
the stage design for this production.

Meguninja: We began the research in
Kitakyushu and Fukuoka. We had visited
both cities before to research Land of the
Living, but that was already four years ago.
This time, we hoped to meet and hear from
various people and to see abandoned coal
mines firsthand. We also delved deeper into
the relationship between Korea and Japan
compared to before. Throughout our visit,
we went to the ruins of a mountain village
where many Koreans had lived, as well as
the surroundings near a buried coal mine.
We stayed around Fukuoka in the summer
and then took a boat to Nagasaki, Tsushima,
and Busan in the winter.

We traveled by boat in the same way Korean
laborers had traveled to fully understand
the distance between Japan and the Korean
Peninsula. Tsushima Island was much
bigger than | had imagined. There were a
lot of Korean tourists, and | recognized its
context as a border island. But the truth is,
the motion of the boat was so bad that | was
too seasick to understand the distance, and

before | knew it, we had arrived.

From there, we went to Busan, Gwangju, and
Seoul. In Busan, we went to a village built
on top of a Japanese cemetery. In Gwangju,
we went to a memorial hall dedicated to
the student independence movement and
also visited a bookstore run by Inza Lim,
the former director of the Marginal Theater
Festival, which we had taken part in ten
years ago. What sticks out in my mind was
seeing the rival protests over impeached
President Yoon Suk-yeol in Seoul as both
right-wing and left-wing factions raised
their fists in the air and shouted “Tujaeng!”
which means fight. People were distributing
free odeng stew at the protest, and there
was this energy in the air like a concert.
It reminded me of a protest | saw in Kyiv
in Ukraine. Afterwards, we went to Korea
again in the spring, this time to the former
coal mining city of Taebaek.

Jang-Chi: We wanted to interview a former
coal sorter in Taebaek, but it didn’t work
out. She suddenly showed up while we were
eating cold noodles for lunch, but quickly
disappeared before any of us could speak to
her. Still, being able to stay in Taebaek for a
little while was a valuable experience.

Various characters appear in Eternal Labor
with a lot of layered conversations on labor
and women, but the ones that stood out to
me were the honeybees and the influencer.

Meguninja: Bees and labor are often directly
linked. In their matriarchal society, only the
female bees work, and the male bees are
only there to help the queen bee conceive.
| had already written the script before our
trip to Taebaek, but | was surprised to
discover a method of beekeeping there that
utilized the incline of the coal mine shafts.
When | saw honey made in a hollowed-out
log, | thought about whether those logs had
been used in the mines.

It just so happened that it was an influencer

who took us around Taebaek! As we chatted
over dinner, the influencer talked a lot about
his recent interest in the economy. There
was a huge contrast between urban Seoul
and rural Taebaek, and | realized that both
areas had this intersection of beekeeping
and the economy.

Coal mining itself sounds like something
in the distant past, but bringing in the
influencer character makes the story
feel more current. | heard that OLTA is
presenting two pieces at the Triennale:
an artwork exhibition and a performance.
Can you first tell us more about how the
performance will be set up?

Saito: We're still in the planning phase, but
on the stage side we have a sloped structure
shaped like a mountain, inspired by a model
of a mine. The audience side has multiple
levels one meter below the stage with
dividers and stairs, so viewers can enter
and exit the space at any time. There won'’t
be individual seats so they can freely move
around during the performance.

Inoue: We've come up with a lot of ideas
around the costumes. Drawing on the motif
of the coal mine, one idea is to cover the
performers from head to toe in headlights
so they glow. We also have an idea of work
uniforms covered in reflectors that we based
on the appearance of manual laborers. For
the futuristic convenience store employee,
we have in mind this armored outfit
combining cash registers with the robot
waiters you see now at family restaurants.
As for the beekeeper character, they often
wear those mesh suits. We're discussing
whether we can mount a hologram fan onto
the suit to be able to project videos.

Saito: We're also thinking about installing
multiple versions of our latest game, Eternal
Labor, as part of the overall experience at
the venue if possible. The game’s premise is
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based on the performance’s prologue, with
players experiencing social realities such
as the different forms of individual labor,
the roles of women, and the relationship
between humans and nature. The costumes
and props will be on display, and the game
will be on a big screen so that the story
unfolds in a way that references the player.
We hope it’'ll be a completely different
experience than the performance.

Having the viewer relive the narrative in
a game is an interesting approach. You
also did something similar for Land of
the Living. Can you elaborate on your
intentions behind incorporating a game into
the viewing experience?

Jang-Chi: In Land of the Living, we
distributed the game URL to the audience in
advance so they could see it before coming
to the venue. We did have a plan to have
people play it at the venue, but it didn’t
happen because of COVID-19. Watching a
performance tends to be a passive role for
the viewer, so we try to engage them more
actively through a game.
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The body as archive:

Interview with
Faustin Linyekula

Faustin Linyekula activates the archive of his own body.

Can dance be a strategy to summon the women in one’s family,

or to tell what a colonial archive cannot?

The Congolese choreographer on resisting bodies,

restitution and his struggle against the ‘hyper-centralization of life’.

( Margot Luyckfasseel

Your new performance is called My body,
my archive. How did you arrive at the
notion of the body as archive?

Before the arrival of the colonizer, our
people did not have writing, but they
archived their experiences in a different
way, through masks, images, songs and
stories. All these forms of archiving were
broken up with the arrival of the colonizer,
who imposed a different kind of archive.
This means that when one is interested
in our history, or when one asks about
the archive, one has to look differently.
Especially since most of these pre-colonial
archives - the ones that were not destroyed
- have been taken away. | often speak of the
Congo as a mirror shattered by history. The
pieces of that mirror are scattered all over
the world. The AfricaMuseum in Tervuren
is an important example of a place where
many pieces of our mirror have been taken
to. If we do not have access to this kind of
archive in Congo, what can we turn to if we
want to understand ourselves? Even if the
colonial archive were accessible to us, we
cannot base our knowledge on it because it
is the archive of the conqueror.

Realizing this, | began to wonder if my body,
too, could be a kind of archive. Even a baby
born today carries experiences of previous
generations. Couldn’t dancing be a way to
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explore my body? The point is not to tell the
body what to do, but to bring the body into
certain states in which it might - | hope -
begin to speak. If my body begins to speak,
will | be able to understand that language
that comes from the experience of the
generations before me? | don’t know, but at
least I'm going to ask the question.

You talk about forms of remembering that
oppose the colonial written archive, such
as masks and sculptures. Restitution is a
recurring theme in your work.

The question | ask myself is: what does
restitution mean beyond the discussions
between intellectual and political elites?
What does it mean in Banataba, the
village of my grandfather, the village of my
ancestors? How can the issue of restitution
go beyond the return of objects and become
a way to reclaim our history at the local
level? For me, it's not just about the masks
and sculptures themselves. What matters
is that the young people growing up in
Banataba today know how to make such
masks and sculptures and know how to
store today’s history in them. That would
be a more interesting form of restitution
than returning objects and placing them in
museums, where they become prisoners, as
they have been in Europe for decades. Don’t
get me wrong, that form of restitution can

also be valuable, but not everyone has the
means to travel to Kinshasa for a museum
visit. What interests me is the restitution
of knowledge, restitution at the community
level. What can we create when we know
how to archive like our ancestors? Today we
can also archive through video and other
technologies. What could that combination
of archiving methods generate?

My body, my archive, Kunstenfestivaldesarts 2023.

This article is a partially excerpted and translated version, published with permission, from rekto:verso.
https://www.rektoverso.be/artikel/the-body-as-archive-interview-with-faustin-linyekula

(The full version is available online.)
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1-13-2 Higashisakura, Higashi-ku, Nagoya B2F THRIY YT HS
TEL: 052-972-0430 Faustin Linyekula ¥3,500 ¥2,000 ¥6,500 HEfs
FH Weekdays 10:00-19:00 =+ - H - #i Weekends & Holidays 10:00-18:00 My body, my archive] Unreserved
BB2ZE{K Close on Mondays (A#*#tHM#& (22 A If a holiday falls on Monday, it's observed the next day.)
J4v-Eardary
fowon Byaneiun BREMRF 7y bTIBWZTET,
)= = < - =/= ° FE FiE A
_ o B _. _ M, AN FHBGARAY A, o fsﬁz;il{g
9’-0-|y|~‘~_ﬁ";'§ﬁ:ﬂ (=) +H Ticket Inquiries 25y &EE  Classic Nagoya Speak Slowly and With exhibition ticket.
TEL: 052-678-5310 (10:00-16:00 +H#t{k#) [E Eeiie e S
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Accessibility and Support

Aichi Triennale 2025 offers a variety of services and
options, such as subtitles and audio guides, to ensure
that performances and exhibitions are accessible and
enjoyable for all.

i [E]
o]

Please visit the official website’s Information
On Various Types of Support page for details.

O For wheelchair users

We recommend that visitors planning to attend in a wheelchair
contact i-Ticket at 0570-00-5310 for details.

OFor visitors interested in
Relaxed Performances

These performances ease standard theater etiquette—small
sounds and entering/exiting during the show are welcome.
Families with children and people with disabilities can enjoy
the performance in a more comfortable setting. A relaxed
lobby space and stage-view monitors are available. For details
on lighting and sound, feel free to contact us.

OFor visitors with preschool-aged children

Performances open to preschool-aged children
Preschoolers may attend for free if they sit on an
accompanying adult’s lap. A ticket is required for children who
need a separate seat.

Black Grace Paradise Rumour

Kwon Byungjun Speak Slowly and It Will Become a Song
TAIHEN BRAIN

Mayunkiki* kuste

OLAT Eternal Labor-Exhibition

Selma & Sofiane Ouissi Bird

Faustin Linyekula My body, my archive

*Preschoolers may attend only Relaxed Performances.
OLTA Eternal Labor

Performances offering childcare services

Childcare services are available for performances marked
with a O symbol on the calendar page. Advance reservation is
required.

© For visitors accompanied by caregiver

We provide complimentary tickets for caregivers (one per
visitor with a disability certificate).

© For visitors who are blind or
visually impaired

OLTA Viewing Support Day” for People

Who Are Blind or Visually Impaired

A Guided tour including exhibition guidance, pre-show
explanations, audio guides during the performance, and a
post-show sharing session.

(This program is exclusively for people who are blind or visually
impaired. Capacity: 5 people per day on both days. Advance
registration required.)

For more details, please refer to the Information on our
website.

Performance:OLTA Eternal Labor

Dates:October 12 (Sat) , 13(Mon,holiday)

Performances offering mobility support for blind or

visually impaired visitors

The following performances involve audience movement.
Mobility support will be provided. For more details, please refer
to theinformation on our website.

Performance: Kwon Byungjun Speak Slowly and It Will Become
a Song

© For visitors accompanied by
assistance dogs

All venues are open to guide dogs, hearing dogs, and service
dogs.

* Please note that assistance dogs will be asked to wait in a
designated area near the entrance during the performance of
Bird by Selma & Sofiane Ouissi, as the performance features
live pigeons on stage.

© For visitors who are deaf or
hard of hearing

Performances with Japanese-language closed captions

The following performances offer Japanese closed captions.
Advance registration is required. For more details, please refer
to our website.

* In addition to the spoken dialogue, closed captions (“barrier-
free surtitles”) also provide text descriptions of other sounds
that are part of the performance.

Performance:AKN PROJECT Human Pavilion - A Comedy
Dates: All performance dates

Script Lending
If you would like to borrow a copy of the script to follow along
with the performance, please contact our office in advance.

Performances: OLTA Eternal Labor, AKN PROJECT Human
Pavilion - A Comedy

Performances with UD Talk support for post-performance
“Meet The Artist” talks

Performances marked with a % in the schedule will be followed
by a talk with the cast and director(s). Real-time captioning
will be provided using UD Talk.

* UD Talk is an application that uses voice recognition to
convert spoken language into text in real time.
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BHRNE B3 Aichi Prefectural Art Theater

HHEMRE R 1-13-2
1-13-2 Higashisakura, Higashi-ku, Nagoya

- WTERRILAR 7= (L BIBAR [R] BRTE. 5349
- BEHEFAR [RAT] BRTE. £529 (A7 R0 O TEiEi@N % /- (J 2F ERiFHRA)
-3 minutes on foot from Sakae Station on the Higashiyama Subway Line or Meijo Line
-2 minutes walk from Sakae-Machi Station on the Meitetsu Seto Line

(From Oasis 21 via underground passageway or 2F connecting bridge)

Live&Lounge Vio - CLUB MAGO

ZEEHREHR 2-1-9 flex EJL b2
flex building b2, 2-1-9 Shinsakae, Naka-ku, Nagoya

- MR SRRILAR [H75RAT] BRTE, €529

- #F#kABIR [SE] BRTE. #£59%

-2minutes on foot from Shinsakaemachi Station on the Higashiyama Subway Line
-9minutes walk from Takaoka Station on Sakuradori Subway Line

Google Map

HAMm L &E5R—JL Setogura Tsubaki Hall

HEF THEATAT 1-1
1-1 Kurasho-machi, Seto

- R AR [RREF] BRTE, 559

- BB [RERE] TE

-5 minutes on foot from Owari Seto Station on the Meitetsu Seto Line
-Meitetsu Bus Kinenbashi Stop

Google Map

SRR PREEHTEE Aichi Prefectural Ceramic Museum

MA TR ILOHET 234
234 Minamiyamaguchi-cho, Seto-shi

- )2 [MRECE R BRTE, 5169

- Bk R [FERISETEE] T

-Linimo Tojishiryokan-Minami Station (15min. walk)
-Meitetsu Bus Ceramic Art Museum Stop

Google Map
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F—=/art b [REBBDH\NEIZ A Time Between Ashes and Roses

EMTEEE : T—IL » TIL - AL [SrASrEiiMRRERRT Ly~ /BREI S —LiHE (1BA) & |
£H1 1 202549 98138 (+) ~ 118308 (R) [798/]

2% BMEMXEEry— BMERHMENE. BRmoIbhs

i BRSNS [H0b] ABEER

g BRIREMEIS (ARMRAAZMRRBE M)

BB ¢ BFI7EE LT UERMAIE MR R E R @_ M
nat

HRAET—Y 77 F

—B) i AlE
(—§F) oAl (3] BEAEHHRE

AHHFEAREA LT BER HREET—YT7UF RICF  arot

EREEMR [Hhub] HEES
T461-8525 BHBREZHEMRXEK 1-13-2 BHMEMIULErI—A

Theme/Consept A Time Between Ashes and Roses

Period September 13 (Saturday) to November 30 (Sunday), 2025 [79days]
Main Venues Aichi Arts Center

Aichi Prefectural Ceramic Museum

Seto City

Artistic Director ~ Hoor Al Qasimi
(President and Director, Sharjah Art Foundation; President, International Biennial Association)

Organizer Aichi Triennale Organizing Committee

X AichiTriennale_ aichi_triennale
@) Aichi2o2s [ aichi_triennale

KRHY A
https://aichitriennale.jp/

20256 8H30H WIRHT

fR&E - BIRAET. hATEE. BRIRSEHS. MEES

#5R . Art Translators Collective (A%, EME¥E, +—2 - XXy H— HENHIDI. HAEZF)
(P52-53, 78-79, 104-108), AMHAELL (P80-81, 110-114), ZJ R 77— - RF 47> X (P74-75. 84-85).,
FIFER (P50-51), 44— ooz« —1))L (P76-77. 82-83. 86-87)

18R HEILEF (Art Translators Collective, P90-95)
FHA L BERE

ENRI - 8« A R4t >+

1T BREEWR [Hub] #HEEES

Edit: Kamijo Keiko, Nakamura Akane, Nozaki Miki, Kanda Tamami

Translation: Art Translators Collective (Ueda Haruka, Uetake Manami, Keith Spencer, Tamura Kanoko,
Morimoto Yume)(P52-53, 78-79, 104-108), Ota Kei (P80-81, 110-114), Christopher Stephens (P74-75, 84-85),
Wako Tamaki (P50-51), Darryl Jingwen Wee (P76-77, 82-83, 86-87)

Interpretation: Momiyama Tomoko (Art Translators Collective, P90-95)
Design : Souda Saki
Print: SHINANO Co.,Ltd.

Publisher: Aichi Triennale Organizing Committee




