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for young girls and women). Music only for koto, called sokyoku, was played for a time by a class of blind

musicians. It is from these musicians that the early classical compositions and techniques arose.

The koto is a long, hollow instrument, about six feet (180 cm) long and 14 inches (35 cm) wide, made from
paulownia wood, often called Empress Tree (kiri). The shape of the koto is said to resemble that of the dragon,
and the names of various parts of the koto correspond to various parts of the dragon. There are 13 strings
stretched lengthwise over movable bridges, called ji, and tied at each end of the body. They were originally
made from silk, but nowadays nylon or tetlon is commonly used. The strings are tuned according to the
placement of the bridges. During performance the bridges can also be moved for different tunings. For the
player, it is challenging because each piece that is played needs to have the bridges set to the right tuning; it is
appealing because of the wide variety of tunings that can be created. This is one aspect that has helped to keep
the instrument alive and well; the ability to adjust to various musical and cultural settings across time and place.

The modern 13-string koto originates from the gakuso of Japanese court music. In 16" century, Kenjun
(1547-1636), a Buddhist priest who lived in Northern Kyushu, began to compose for the instrument, calling the
original style “Tsukushi” after the region. Yatsuhashi Kengyo (1614-1685), a gifted blind musician from Kyoto,
learned from Kenjun and transformed the limited repertoire by adding new techniques, making new tunings, and
writing new compositions. His most well-known composition, “Rokudan no Shirabe” (Study in Six Steps)
remains the most well-known and often played classical koto piece today. It was during the Edo period
(1603-1867) that the koto developed from an exclusive court instrument into a uniquely Japanese instrument
with a voice all its own, with its own indelible sound that has become an intricate part of Japanese art and culture.

Western music was introduced in Japan at the beginning of the Meiji Period (1868-1912). The blind
composer, innovator and performer Miyagi Michio (1894-1956) was the first Japanese composer to combine,
with great creative inspiration, Western and traditional koto music. He not only wrote over 300 new works for
the instrument, he invented the very popular 17-string bass koto, created new playing techniques, expanded
traditional forms, and in general restored popularity to the genre with his charismatic and down-to-earth
personality. Since that time, composers such as Sawai Tadao (1937-1997) have furthered Miyagi’s vision by
continuing to compose and perform works that continue to stretch the instrument in new directions. Because of
the integrity, creativity and determination of some very talented musicians and the devotion and dedication of their
students, the thousand-year old Japanese koto is still as vibrantly alive and appealing as ever.  JAPAN [T =
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"Asian Theatre Collaboration, Setagaya Public Theatre Philippines - Jose Estrella, Rody Vera, Herbert Go
Participants: Thailand - Pradit Prasartthong, Narumol Thammapruksa
Indonesia - Azuzan JG, Dindon WS, Rochmad Tono Japan - Takeshi Kawamura, Tatsuo Kaneshita
Malaysia - Jo Kukathas, Nam Ron, Loh Kok Man Producer: Matsui Kentaro
Singapore - Haresh Sharma, Invan Heng Project Manager: Eishi Minako
America - Josh Fox
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CULTURAL EXCHANGE PLAZA >>

Before stepping into the pond it is human nature to test the water
temperature by gingerly touching it with the foot.

Before starting to work with people that we just met we need to get
acquainted with one another. Mr. Kentaro Matsui thus arranged for us to
introduce ourselves and present our solo performance at the Setagaya
Theatre in Tokyo in March 2003.

Thereafter we determined our own direction by dipping our feet into

the pond to consider the probability of swimming in it.

In June of the same year in Bali we deepened our relationship when
we experimented with new approaches and learned from one another our
methods of creating plays. With increasing familiarity and feeling of safety
we became more trusting towards the water and nobody pulled their feet

away.

Bracing against the cold wind in the Kawaba Valley, we slowly
lowered our bodies into the water. It was probably not too cold in October
for the locals, but for us people from tropical countries it was a chilling

experience.

Twelve out of 16 directors’ volunteered to experiment directing us.
We planned to produce 12 short plays in two weeks. We witnessed ideas
that were scattering about in the beginning coming together while we
began to tune in to one another’s wavelengths. Our interest in similar
social issues slowly shaped our direction despite vast differences among
our theatrical forms. With increasing sense of enjoyment towards the water
that was enveloping and supporting us, we began to fearlessly swim out,

and then realized that we could not turn back anymore.

"Asian Theatre Collaboration, Setagaya Public Theatre Philippines - Jose Estrella, Rody Vera, Herbert Go
Participants: Thailand - Pradit Prasartthong, Narumol Thammapruksa
Indonesia - Azuzan JG, Dindon WS, Rochmad Tono Japan - Takeshi Kawamura, Tatsuo Kaneshita
Malaysia - Jo Kukathas, Nam Ron, Loh Kok Man Producer: Matsui Kentaro
Singapore - Haresh Sharma, Invan Heng Project Manager: Eishi Minako
America - Josh Fox
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At that moment, we took in a deep breath, held it

in, and dove down.

At Setagaya Public Theatre, Tokyo in March of the
following year, we took a leap by producing a bigger
performance. Splitting into three groups (and calling
each group ‘Engine’) according to our interests, we
proceeded through the steps from the beginning to the
completion of each performance. Our task was to have
all of the 16 members participating in different aspects
of the performance, whether it was acting, directing, or

other forms of technical support.

The three plays® lasting two hours, with contents
and presentation styles that were poles apart, proved
that every minute of the three weeks spent was not in
vain. Beyond our pride we also gained an eye-opening
experience that transcended romantic notion of
cross-cultural collaboration. It woke us up, pulled us
down to earth, and we found ourselves on the rough
yet lush terrain. The reality was hidden within such

complexity.

October 2004 was our fifth gathering, isolated amidst
a vast ocean and sitting in the same chair all through
the two weeks, with our brains pushing against the tide
while our hands and legs were left idling and wasting

away.

Cut off from the outside world at a residence
within the compound of the

, perching atop the high Makiling

mountain range® where Imelda Marcos once entertained

her guests, we now took over.

? Engine A - This is Our City
Engine B -Fly Me to the Moon
Engine C -God Speed Me You Black Emperor

The first week was s
productions that came out of the four gatherings, and
the processes we went through. We selected the
structures, contents, themes, formats, and summarized
other technical aspects, while the second week was
spent planning towards our final production in Japan

next year.

We created new lexicon for communication within

our own group.

is a rough structure with enough
space to fill in with new creation in the course of our
discovery. Colleagues were invited to participate in
shaping the structure in the direction they thought
suitable, both in creating the contents or play scripts
(devising style) along with script writers - Rody Vera
from the Philippines and Haresh Shamar from Singapore
- the style with which we all were familiar, where the
director would continue to write the script while the

actors improvised in the process of rehearsal.

are equations that need to be solved,
orders that have to be carried out, and props that have
to be prepared for the performance, even though they
sometimes didn’t fit together very well. We might have
over 20 requirements to be used for a five-minute

performance.

® The author wishes to thank the Cultural Center of the Philip-
pines - CCP which provide the facility and support personnel.
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is like an oxygen tank that replenishes the divers.
It requires at least two individuals (solo work is prohibited). It was used to
develop themes, discover proto-text, select the characters (from the
existing 16), and guide the process towards the completion of the
performance. Similarly to Engine from before, except that Engine requires
no director, while Think Tank must either direct or invite someone outside

the Think Tank to help in directing.

is a group of individuals nominated by Think Tank to
be representatives and is responsible as dramaturge in determining

direction and structure that connect together the performances from each
group.

We arrived at a conclusion that we would create a play within
our limitations without inviting people from outside to join us in acting,
directing, stage, light, and costume designing, but would use only assis-

tants from the theatre. As Haresh put it,

In examining the traps that we laid down from the outset, we tried
to identify what needed to be created anew, what could be used as
prototypes, what were different from other people’s creations. We had
to force ourselves to work with a large group (because of the word
collaboration) although it would have been more efficient to work with
smaller groups. Conventions (both in the form of modern theatre that
uses proscenium stage and the story that continues in a linear fashion
from the beginning to the end, and in post-modern style where everything
was a cut-and-paste picture, with the audience scattered about in their
interpretations) must be abandoned.

These traps were immense.

Since we set them ourselves, we alone had to break through them.

Jo Kukatas from Malaysia quoted Tua (Pradit Prasartthong) who once
said “In Thailand we have so many exquisitely elegant Buddha statues,
but no matter how hard you search, you would never find out who created
them. But modern artists are so concerned about creating their master-
pieces, which must have their signatures. People in the past had motiva-

tions that were different from ours.”

We fell quiet for a long while before continuing our discussion on the
next issue:

“What is your inspiration?”



During the two weeks of our discussion there were
so many things that required our collective decisions:
Should our play be two-hours long, or three-days long?
One story or three stories? Do we use only the space
inside the theatre or do we include the space outside
as well? What title? What theme? What would the
process of our tasks be like? Should the play structure
be fixed or flexible? (such as picaresque tale where the
protagonist begins a journey, makes periodic stops
and meets many other characters; or La Ronde where
character A meets B, B meets C, C meets D and E,
and finally E completes the cycle by meeting A).

After splitting into small groups, discussing one
issue at a time, creating models and writing numerous
diagrams, we finally recognize three themes that were
our common interests which appeared often in our
performances:

1. migration/economy

2. identity/alienation/isolation

3. terrorism

After that everybody proposed proto-text accor-
ding to the three themes and considered how to
incorporate them into a performance.

For example, Rody’s character research produced
a character who is a Filipino woman named ‘Mila’ who
called herself ‘Belok’ and works as a prostitute in
Japan. Her real name is Ludes while the name in her
passport is Linda. Her husband is a Yakusa gang
member. When she was rescued by a Non-Govern-
ment Organization and was asked her name, she
couldn’t remember because it was so long ago, and
then she cried.

My proto-text was about two domestic helpers
from different countries coming to work in Singapore.
They showed their wounds to each other to see
who was more severely abused by their employers.
Neither of them could remember their real names
because they changed names in their passports too
many times. One of them fell in love with a terrorist as
the plot continued in its increasing complexity.

Rody wanted to build on my storyline while | was
drawn to the characters that he created. Since we were
passionate about the same issue we decided to be in
the same Think Tank. Haresh who was immersed in
the issue of migrant workers also joined us.

Takeshi and Tono were interested in producing
a comedy play that would help the Japanese audience
to understand more about Indonesians by having the
spirits of two young men, one Japanese and the other
Indonesian, switching bodies after a terrorist bombing
attack. The pair then continued on with their lives
unwittingly committing cultural faux pas.

Tatsuo and Nam Ron wanted to present the
ideology of two young men, one from Japan and the
other from Malaysia, who joined a terrorist group under
different beliefs. One man wanted to fight for God, while
the other wanted to fight for humanity. But the story
ended in tragic love triangle.

Herbie and Jose from the Philippines wanted to
create composite interesting scenes that would not
always be in smooth sequences such as an audition of
entertainers to work in Japanese bars, a gathering at
the park of Filipino domestic workers in Hong Kong to
chat, gossip, borrow one another’s money, massage,
and providing make-up services for each other.
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Jo was intrigued by a complex?

character disguised as many people and appearing in many places until no
one is certain who is who. Only four lines of dialogue would be arranged

differently in each scene.

Josh wanted to combine old scenes and stories he produced in
Bali, Kawaba, and Tokyo into a new story. While Tua and Azuzan was
interested in using body movement to create stories and insert them
as short scenes between others’ performances.

Each Think Tank would determine its own direction under the
theme that was previously agreed upon. The performances would be
developed and presented in three months in Yamaguchi. They would then

be integrated into three stories lasting two and a half hours.

In the end the title “Hotel Grand Asia” was selected out of almost
50 that were proposed. The reason for the title was “Wherever we traveled
in Asian countries we would find hotels with grandiose names beginning
with the word “Grand’ or with the word ‘Asia’ to make them look fancy, but

inside they may have been only squalid establishments.”

| think this title not only explains very well the economic ambitions
of South East Asian countries, but also reflect rather accurately the

personality of Asian citizens.

Before heading home Haresh offered himself as ‘Emotional Consuliant’
as he had: the foresight to say that “We will-be immersed in -emotional

battles.”



With eyes shut tightly we gathered all our strength
and pushed ourselves down deeper until we reached

the bottom of the ocean.

Slowly we opened our eyes to blurry images unlike
anything we saw above the water. Dim light from above
was not powerful enough to dispel quiet darkness un-
derneath. Living organisms we had never seen before

gave us quite a fright.

Our sixth meeting was at Yamaguchi and Tokyo
from January to March 2005.

The issues of migration and identity/alienation
were quite concrete and we were able to relate to
them more easily, through our direct experience, than
terrorism, which our understanding of was based solely
on our assumptions and reactions to the events.
Qur research on this topic was only from texts, the
Internet, documentary films, interviews, and discussions.
Our studies of the history of Asia, the Middle East,
the USA, and even Japan about terrorism, yielded only
a rough picture of the phenomenon. Even with help
from many of our Muslim friends®, although we found
them somewhat helpful in enlightening us on Islam,
we still could not penetrate into the soul of the

characters that we wanted to create.

Dindon from Indonesia suggested that we should
touch on the topic of terrorism only as a social event,
but Jo from Malaysia held a different opinion and thought
that we should do a character study to portray terrorists
as flesh-and-blood human beings rather than an ab-

stract or a symbol.

* Dindon, Azuzan, and Tono from Indonesia, and Nam Ron from
Malaysia.
° “Lisa and Sam” the three pairs were Tua-Jo, lvan-Rody, and
Ivan-Kop.

Takeshi viewed international terrorists as related
to migration and identity because it involved migration
and a change of identity, and wanted to compare this
to the Japanese terrorists (Red Army) who supported
the Palestinian struggle based on ideology and then

emotional involvement.

Rody then added that Jean Genet, the French author
who penned also joined the battle
with the PLO because of his sympathy for their cause,

and his love for a young Palestinian man.

The Migration Group became larger when Kok Man
from Malaysia joined Haresh and me in our group,
because he wanted to create a love story between
a domestic worker and a terrorist. He asked other
performers® to improvise script in our proto-text and

gave it the title

Qur first presentation was made after two weeks,
in a rather abstract manner. After receiving feedbacks
we made another revised presentation, thought that
it wouldn’t work, then abandoned it despite protests
from everybody. The four of us decided to give it up in
order to create a play about life after death instead,
as it is another form of migration. Consequently, we
produced four short plays utilizing a combination of
interviews, video presentations, and comedy, presented
to an audience at the

6

and decided to abandon it
again.

Dindon directed Jo and me as we played two
spirits floating over the sea after the tsunami disaster.
We moved slowly as we gently rolled a large sheet of
cloth that resembled gigantic waves while solemn

chanting droned on in the background.

® The author wishes to thank the Yamaguchi Center for Arts
and Media Theatre -YCAM, which provide the facility and
support personnel.

17 % 9Ju 1S



JAPANLETTER <2, 18

Nam Ron focused his attention on the rationale of terrorism. We tried
to present many characters with conflicting personalities and behaviors:
a young man (Herbie) who ran around the stage wielding a knife in one
hand and carrying a cake in another; Nao, Japanese interpreter who
played a television cooking show host demonstrated with a smiling face
while viciously cutting a slab of meat; Ivan played a journalist interviewing
a terrorist; and | played a Thai Christian terrorist who would do anything
for God. However, after the performance we decided not to continue and
returned to the story that we were originally interested in, which is
the Muslim savior. We thus persuaded Tatsuo and Josh to reproduce

that we presented in Tokyo previously. It was
about the view from three perspectives - American, Muslim, or Japanese

- but who will save the world?

Azuzan directed Nam Ron and Jose in from a son
who left home to work overseas. The mother did not know that it would

be the last contact from her son.

Tua, Azuzan, Dindon, and Jo in proposed questions
about a forgotten god by portraying sailors in shabby clothes to represent
god who liked to use witty phrases that made people think, and could see
into the future. But they were left to drift about on a deserted boat in the
middle of the ocean. There was also a character ‘Bima’ from the Maha

Bharata who dove to the bottom of the ocean only to discover himself.

Jose and Herbie persuaded Rody, Haresh, and Ivan to join their group
in creating which is a collage of pictures mocking Filipino
and Singaporean characters. There was a story of lvan who was drugged
while visiting Manila, Miss Gumamela who tried to pass the exam so she
would be selected to work as an actress in Japan, and many others
including a parade of beauty contestants from many countries.

Josh asked to direct Dindon, Tua, Azuzan, and me. He created a

scene of a hotel with a blind writer and the ghost of his wife haunting him.

After the performance at Yamaguchi we evaluated it by splitting into
three groups according to our separate themes. Each group shared their
opinions in proposing a possible model to link all the performances
together and create a new structure, and try to find reasons for our

conclusion.



We then proposed group representatives under
the name Super Structure consisting of Mr. Kentaro
(Producer), Tatsuo, Jo, Rody, and Herbie. A tense
three-day meeting resulted in a model of each group
that would subsequently be integrated into one, and
proposed another stage of proto-text to present to the

group for feedbacks and consensus.

But after we concluded we still could not end the
process because of repeated protests based on
personal opinion of “I don’t like it” without any further
explanation except demands for the group to change
the agreement - which we did many times. This kind of
incident occurred a few times in Yamaguchi due to our

philosophy of ‘recognizing everyone’s voice.’

In the end we came to a conclusion, although it
was not the best but it was the one with minimal

conflicts, nevertheless, it was very exhausting.

Before going to Tokyo, Tua gave us a prayer “The
Art of Compromise” to be used when we are faced
with exasperation. He said collaborative efforts would
be very easy if you say the prayer:

“I don’t agree with you at all, but | will do it be-
cause | like you.

| don’t agree with you at all, but | will do it because
| care about others in the group.

| don’t agree with you at all, but | will do it because
I want the work to continue.

| don’t agree with you at all, but | will do it because

| don’t want to hear you talk any more.”

7 Japayuki is a Japanese word for women who work in Japan,
mostly in the sex industry.

® Karayuki is a Japanese word for poor Japanese women in the
early 19" century who went to work as prostitutes in other
countries especially harbor towns in Asia.

° Tatsuo played a man who was a writer and wanted to direct

Almost Drowned

We were almost out of breath. Only a month and a
half away, only one more breath, then we will show you

the culmination of our three years’ work.

We arranged our performance into three main sets:

1. Miss Gumamela (played by Herbie), a trans-
vestite who wanted to become a Japayuki’ singer in
Japan so she could save up enough money for a sex
change operation. Failing the audition, she had to sneak
into the country through illegal means. She landed in
Yokohama accompanied by a Karayuki® ghost (played
by Jo). In the end she fulfilled her dream by becoming
a karaoke singer, falling in love with a Japanese man
who, upon discovering that she was a transvestite, beat
her up severely. The story ended with her choosing

drugs as final refuge.

Scenes from the story of Gumamela was alter-
nated by lvan’s true story who, as a tourist from
Singapore, fell victim to a conman in Manila and lost
every single piece of his possessions. Undaunted, he
returned to Thailand again after the tsunami disaster
and tried to donate Prada, Louis Vitton, and Gucci
handbags to survivors.

2. The Man and Woman Story portrayed characters
who played a game of life’ in which each created a
script for the other to follow their whims. Other characters
that they did not create appeared unexpectedly and the
plot changed uncontrollably. Who has been writing the

scripts after all?

a woman’s life (Kop) by writing her story that she lost her
husband from a plane accident. She then went to look for her
husband’s remains and was astonished that the crash was
caused by a terrorist bombing, but devastated when she learned
that it was her husband who set off the bomb. Agonized, she
plucked out her eyes to end the game. The couple started
another game by having her controlling it. She became a blind
suicide bomber who went to the South of Thailand, only to find
that the tsunami had killed everybody before she reached there.
" Because Rochmad Tono could not join the last meeting and
Josh Fox was transferred to another post.
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3. The Three Sallors appeared in various scenes and made sarcastic
remarks on Gumamela’s and lvan’s naiveté which exposed them to
danger, and criticized the man and the woman who wanted to control their
destiny. The power of the three sailors manifested itself in the form of a
deity who created a gigantic wave, and the scene where Bima battled
against the serpent, conquered it, and swam into his belly, and met the

child deity, Deva Rugi, who said ‘I am no one but you yourself.’

For various reasons, we had to adjust the structure many times before

things finally fell into place.

With much regrets, we decided to stop the production of “Mahadhi”
because after many days we were unable to reach a conclusion. Members

then spread out to help other groups.

We experienced a similar problematic situation in the ‘Man-Woman’
group when a new member refused to work in the direction laid out by the
group since the beginning and wanted to abandon it and start from zero
again. Old members then quit from the group to join with other groups

while our time was running out.

The same member also demanded that we undo all of the original
master plan despite the fact that we already agreed upon it. The group
yielded to the demand and everything was consequently delayed.
Problems in communication did not make things any easier. Many of us
became distraught. It was only two days before our performance when we
realized that we would not be able to abide by this member’s demand and
the producer had to request that this person be dismissed from our group
S0 we could continue with the job with less stress.



e

Coming up for Air

On March 8 - 17, 2005, “HotelNGrand A 3
performed at the Theatre Tram, Setagaya, and Tokyo
with 14 directors and playwrights'® from the Lohan
Journey group with a slogan “Creating new fictions of

Asia.”

“The show must go on” - we did all we could and
succeeded as we expected to (on the last day before
our performance). Surely, with time constraint our work
may not have been perfect, but as professionals we did
our best.

With a belief that output is parallel to process in its
significance, we had to create the performance to force
ourselves to squeeze out our ideas and turn them into
a performance. Rody said “Looking at our own belly is
different from having another person looking at us while
we are looking at our belly. Therefore, we must ask
ourselves what is important for us as artists, how are
we going to work together, how do we market this play,

would the audience understand it.”

All of us, 16 directors and writers, are used to
telling others to follow our directions. It was not easy to
sit and work in the same room, to listen with humility
while maintaining our uniqueness and trying to accept
suggestions from others. For me, this classroom is

beyond comparison with any other experiences.

n we began our journey together, but not

all of us were there when we reached our destination.

Rody said, “Although we may be best at what we
do, that doesn’t guarantee that we would be a good
working partner. Working with others is a skill that needs
to be learned and practiced.”

Kok Man added that practicing dharma to reach
nirvana is no small task. Our group’s hame is “Lohan’s
Journey”™ which means the journey of the 16 Arahats
or the enlightened ones. It is certain that many may
have to stop or fall down during the trip and not all may
reach the destination. Although we are still not Arahats,

the important thing is that we have started our journey.

Many notebooks we bought from a near-by shop
covered the tabletop in a pile. The stories that we noted
down were not just writing but were also memories of
our learning that would never leave us. We wave

good-bye so we will return and meet again.

Before we run out of air, we shot to the surface
once more, and took a big breath of fresh air to get

ready for a yet deeper dive next time. JAPAN [T F

" Because Rochmad Tono could not join the last meeting and Josh
Fox was transferred to another post.
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The Sustainable Development Foundation (SDF),
in collaboration with the National Human Rights
Commission, the Save Andaman Network and the
NGO-Coordinating Committee on Development, in the
name of the Collaborative Network for the Rehabilita-
tion of Andaman Communities and Natural Resources,
organized an international public forum on ‘Sustainable
Long-term Rehabilitation for Marginalized Groups
Post-tsunami: Identifying Challenges, Strategies and
Policy Recommendations’ at the Maritime Park and
Spa Resort in Krabi province, Thailand, between the
25" - 26" September 2005. The forum had been jointly
organized by the members of the Collaborative
Network, a formation of 44 organizations that united
after the tsunami struck on the 26" December 2004 to
provide immediate and long-term relief for a number of
marginalized victims, namely women, children, migrant

workers and small-scale fisher folk.

The objectives' of the forum are to bring together

tsunami victims from Thailand, Indonesia, India, Maldives
and Sri Lanka, along with earthquake, flood and
tsunami victims from Japan, to share their experiences
and to build their self-confidence and self-reliance. Also,
it would allow the communities affected by the tsunami
in Thailand to critically appraise the progress to date
with regards relief and rehabilitation, to identify
weaknesses and failures, and to prepare plans to
collaboratively address these. And, it would create
a public platform to ensure a continued focus on the
ongoing difficulties faced by tsunami-affected
communities in Thailand, to promote strategies and
policy recommendations for tackling them, and to get
the general public to adopt the cause of tsunami-
affected marginalized groups in Thailand so that it
becomes easier to influence government policy in a
positive direction. The forum was attended by nearly
300 people who mostly come from 6 tsunami-affected
provinces and representatives of NGOs working in the
areas. And, there were some academia, government
officials from sub-district administrative offices, relevant
state agencies and international bodies joining the event.
JAPAN TR Tl
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The Japan Foundation, Bangkok, Pulp Magazine,
Major Cineplex and EGV with the support of the
Embassy of Japan in Thailand organized the Japanese
Film Festival -Post Millennium of Japanese Cinema-
from Friday 4 - Thursday 11 November 2005 at Major
Cineplex (Central World Plaza) and EGV Metropolis.

The Japanese Film Festival of this year features a
series of films from the “Post Millennium of Japanese
Cinema”. 17 films that were released in Japan after

the year 2000 were shown in the festival.

Apart from film screenings, Ms. Pimpaka Towira,
Mr. Songyos Sukmakanant, promising Thai film
directors and Mr. Ryota Suzuki, a Bangkok- based
Japanese film critic and writer, were invited to join
a talk session on the films at the opening screening on
4 November 2005 at EGV Metropolis.

Many audiences paid attention to the Festival as
usual, both from Japan Foundation members and

Japanese film lovers.  JAPAN [T F
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on “Japan - ASEAN Beyond the
Economic Partnership: Toward the East
Asian Community?”

Master Degree Program in International Relations
(MIR), Faculty of Political Science, Thammasat
University, in collaboration with the Japan Watch
Project under Thailand Research Fund organized an
international conference on ‘Japan - ASEAN Beyond
the Economic Partnership: Toward the East Asian
Community?’ at the Wanwaithayakorn Meeting
Hall, Thammasat University Main Campus on 30"
September 2005. Also, the conference had been
jointly organized by the Japan Foundation, Bangkok to
provide a platform for discussion between academi-
cians and officials, both Thai and foreign, about the
future of the regional cooperation in Asia; and to
provide an opportunity for scholars of Japanese
Studies in Southeast Asian countries and Japan
to strengthen their network. It was attended by
nearly 150 people who mostly come from public
policy planning agencies, diplomatic corps, research
institutes, mass media, private sectors and interna-
tional bodies. It had become the spotlight and timely
issue when many economic partnership agreements
between ASEAN countries and Japan concluded their
negotiations and, are preparing for the first East Asian
Summit in Kuala Lumpur, Malaysia in December 2005.
JAPAN [T F

25 % 9du s



n1sUssyadeufjusnis
Workshop:

Wie ‘ot SunisuaniUisudaAnuiiv

Ltazagmdladﬁiaﬂ'lwwalﬁwaaLL‘Sda'lwéT'lml'lﬁElu ELE
doa T

32K BNIAYULLASUANGIUN

The Image of Migrant in Society

“promoting dialogue among media and

practitioners in Greater Mekong Sub-region”
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International Organization for Migration (IOM),
Regional Mission in Bangkok organized a three-day
workshop to enhance mutual understanding among
journalists and practitioners in the Greater Mekong
Sub-region (GMS) so that the two professional groups
can work together to promote the image of migrants in
societies, as well as to explore the ways in which
media can contribute to safe, gainful, and legal migra-
tion, and to provide balanced and correct information
on the costs and benefits of migration. It was the
follow-up activities and second time that I0OM
conducted a series of workshop since they had held
the first workshop in collaboration with Inter Press
Service last year on the issue of human trafficking.
The second workshop this time has also drawn much
interest among the target groups including ten (10) 1IGO/
NGO practitioners, ten (10) journalists from Thailand,
Lao PDR, Cambodia, Vietnam, Myanmar and Yunnan
province of China as well as five (5) presenters and
observers from other organizations. The workshop
consisted of presentations by experts, media journalists
and practitioners followed by discussion. Four field visit
tours were arranged on the second day for interested
participants to get first-hand information and to
observe the current situation of international migrations
in Thailand including Burmese and Cambodian
communities as well as the Shelters for women, girls
and boys in Nonthaburi province, and to learn the
process of irregular migration managements at the
Immigration Detention Center (IDC) in Bangkok.
JAPAN [T F
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The Japan Foundation, Bangkok presented the
art exhibition “Ailleurs” by Gerard Coste at Japan

Foundation Art Space from December 1-21 2005.

Gerard Coste was born in France. He studied
painting in Japan 30 years ago from his master IMAI

Toshimitsu, the late famous artist.

He finds his inspiration in the Zen concepts of “Mu”
(emptiness), “Inochi” (inner strength) and “Gu-Tetsu”
(thorough foolishness). His aesthetic code relies on the
Japanese notions of “Ma” (interval and harmony), “Sho”
(free calligraphy), and the basic colours, “Kohaku”,
red and white meaning happiness in Japan, “Ai”, the
blue used to dye yukatas, “Kin”, the gold on which
screens are painted, and “Sumi”, the black with
thousand different hues, used for Sumie (Japanese
painting drawn in Indian ink) and Calligraphy.

To celebrate his 30 years of painting, he has
decided to pay a tribute to his master, the late IMAI
Toshimitsu and to the Japanese friends who helped
him at his debut. He will hold a major retrospective
exhibition in Japan, next year. This exhibition in Bangkok

was a premiere of the show to come. JAPAN [T F
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There are several traditional dances in Japan, but one of the most famous and

common dances is Bon dance, which is called “Bon Odori” in Japanese. People dance
“Bon Dance” in the Bon Festival. The Bon Festival is held every summer, in every district

in every city.

Bon means welcoming ancestors’ souls and holding a memorial service for the souls.
There is a Bon week in August every year, and Bon continues for about a week. During Bon,
all family members gather and hold a memorial service for their ancestors, and enjoy being in

a reminiscent mood. This tradition comes from Buddhism in China.

In the Bon Festival, people gather at the open-space or parks, and dance with traditional
Japanese music. The music should be happy music to welcome the ancestor’s souls, and
people have a duty to please them or entertain the ancestor’s souls. Moreover, the Bon
Dance is normally held at night because Japanese people believe that ancestors’ souls come
back during the nighttime.

The technology in Japan has rapidly developed over a hundred years, but Japanese
people have never forgotten the traditional heart, and hold Bon Festival and Bon Dance
every summer. Japanese people will definitely continue to venerate this tradition, and
to pay respect to the soul of their ancestors when Bon Festival comes.  JaPAN [T _F
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When talking about Bon Odori (Japanese dance), it makes us think of one of the festivals

in Thailand, which is usually held on Loy Krathong Day.

Loy Krathong Day is one of the most popular festivals of Thailand celebrated annually on
the Full-Moon Day of the Twelfth Lunar Month. It takes place at a time when the weather is
fine as the rainy season is over and there is a high tide all over the country.

The word “Loy” means “to float” and “Krathong” is a lotus-shaped bowl made of
banana leaves or anything that can be floated. The Krathong usually contains a candle, three

joss sticks, some flowers and coins.

In fact, this festival has been inherited from India of the Brahmins. People offer thanks to
the Goddess of water. Candles and joss sticks are lighted and people make a wish and float
their Krathongs on canals, rivers or even small ponds. It is believed that Krathong will carry
away sins and bad luck, and bring wishes that have been made for the coming New Year.
Definitely, it is the time to be joyful and happy as the sufferings are floated away.

The festival usually starts in the evening when full moon appears in the sky. People of all
walks of life carry their Krathong to the nearby river or pond. After lighting candles and joss
sticks and making a wish, they gently place their Krathong on the water and let them drift
away till they are out of sight.

Moreover, a Beauty Queen Contest is also an important part of this festival and for
this occasion it is called “Nang Noppamas Contest”. Noppamas is believed to been alive in
Sukhothai period. Old documents refer to her as the chief royal consort of a Sukhothai
King named “Lithai”. She was said to have made the first decorated Krathong to float in the

river on this occasion.

In Bangkok, major places such as leading hotels and amusement parks organize their
Loy Krathong Festival, Krathong contest as well as Noppamas Contest as major annual




The Japan Foundation, Bangkok serves as
a liaison office of The Japan Foundation,
established by The Japanese government
in 1972, to assist its full implementation
of cultural exchanges between Thailand
and Japan as well as to create networks
with affiliated cultural organizations and
individuals in Thailand
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The Japan Foundation, Bangkok
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