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OZONE, the piay, has strong farcical elements d}‘[& I &gc,
and a fairy-tale logic. These make the play and what \7 0
Arifin C. Noer has to say extremely accessile. it cuts through
advertising slogans of "Clean and Green® 10 the basic issue. Modern
Man has grown arrogant and vain. He surrounds himself with artificial
sources of power which feeds his ego. He becomes God by altering the
natural balance of life and death; he destroys ife, civilisation and the
balance of nature. But soon after going round in circles, he's bored,
despite new and more wondrous inventions. Ultimately what is left in
Life?

Arifin C. Noer’s visit 1o Singapore has been of utmost significance.
R brought home the realisation that in the Singapore thealre culture,
there are few practitioners who can be rolé modeis and sources of
inspiration 10 young actors, playwrights and directors.

The contemporary thealre scene has been siowly evolving over the
last five to six years. Being young, it has demonstrated great verve and
commiment. However for the theatre culture to continue growing, we
need more individuals, who have the vision, objectivity, charisma,
experience and wisdom to inspire and lead. This will ensure that
Singaporean theatre will have the tenacity 1o survive and to play a
meaningful role in society.

Individuals from Southeast Asia who have had great impact on us
are Krishen Jt and Arifin. They have impressed with their "macro” view
of theatre encompassing society, culture and politics. They have shared
a vision of theatre which encapsulates the soul of the people, grounded
in their past, present and future.

OnG Keng Sen
Artisic Direcior

Photography for Poster & Programme by Albert Lim K. S.
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OZONE Or The Strolling Minstrels IV was on my mind <}'Iq .
in 1976 when Umang-Umang Or the Strolling Minstrels Il
was being staged. | had even promised o stage it in 1988, but & tuned out that
I was only able 1o finish the text on exactly 17 August 1989.

This play is the fourth part of a pentalogy which is really a baliad on the
poverty of the twentieth century: the poverty of body and poverty of the soul,
economic povery as well as metaphysical poverty.

The characters in the play are a group of Prophets and a group of Clowns,
headed by Semar, a servant characier in the Javanese Mahabharata epic. He is,
paradoxically, a symbol of the highest level and the lowest level, a symbol of
gods and the underdog. The Prophets and Clowns travel from century 10
century, entertaining the human race with their ‘passion play’, the prophets with
their songs while the Clowns with their drama. They are wrapped in a joyful,
comical and intellectual spirit.

In Ozone, Semar again plays the character Waska, while Pertruk and
Bagong play Ranggong and Borok respectively.

Right now, they are traveling the galaxies 10 seek death, after having lost
their motivation 10 live. The success they achieved on having robbed the
universe, their achievement in fighting off death and time has apparently brought
them 1o a frightening emptiness, an emptiness that brings them to realise that
death is an essential element 10 lfe. The problem is that they have drunk the
antidote to death and now they cannot die.

In the end, a pair of oid hermits, Wiku and his wife Nini, make the Prophets
and Clowns aware of their basic flaws and console them with the knowledge that
a long lfe is an expression of God's love. Life means 10 have a culture, say the
hermits. People who are alive are peopie who inevitably carry the burden of
culture. And the pressing duty of culture right now s 10 fiter the ozone layers for
the survival of Life isel.

Look, they go on further, how dirty our skies and oceans are. We must
cleanse the Skies. We must cleanse the Earth. That means, we must cieanse
Ourseives.

Arsi C. Noer
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Through the years, these antistic pieces have
evoked a deep response from audsences. What-
ever the response ~ consolation, JOY, AWareness,
inspiration - avdiences have come away from
such performances with new perspectives on an
and life.

Drama, dance, music, opera - all are an forms
which can contribute 1o a wider appreciation of
life. They add quality 10 our lives.

We, at Glaxo, believe in quality. As one of the
world's largest pharmaceutical companies
dedicated to the discovery, manufacture and
marketing of safe, effective medicines of the
highest quality, we seek 10 improve vanous
aspects of human hives.

Beyond the boundanies of our business, we also
look to improve the life of the community as
well. Through our continuing support and
spoasorship of the performing arts in Singapoce,
we hope 10 do this.

Our commitment to play a positive role in

enhancing the quality of life is part of the
Glaxo tradition which we are proud to maintain.

Glaxo

A World Leader in Pharmaceuticals




&Q}T e Theatre-going in Asia is doeply linked with the communal
O affairs of a particular society. It is a social event; people from
@ Mmmdmaymmk.mmﬂuﬂ
) t \ ;; family tics. In a sense, one could say that the theatre is, in
& ~" $ Q?‘ all sense of the phrase, a theatre of the people.
J‘QH “0 The different forms of theatre show a delightful mingling
of types; dance-dramas, ballets, masked pantomimes, operas,
operettas, shadow-plays, doll puppet plays, where dancers,
musicians, singers, chanters, actors and puppetocrs entertain with
$0ngs and heroi namatives, transporting the audienoe on flights of
poctic dialogue.
The typical audience would be prepared for a performance of
four to five hours, without a precise starting time. Some
performances have been known 0 last all night. They would also



be prepared to suspend belief 10 a much greater extent than the
Wesiem audience.

This allows for use of more stylised movements, additional and
occasionally inconsequential scenes. Often the plots are well-
known, the themes, essentially of good defeating evil, have boen
played out time and time again. Hence, there is a saying in China,
“Actors are madmen, the playgoers are fools.™

The clowns in all the different types of theatre in Asia scem 10
have a special function. Like their counterparts in the West, they
are the Lords of Misrule, perhaps, representing the more anarchic
side of Man's nature or the more childlike and playful facet often
suppressed because of societal constraints.

As these clowns, jesters or wils operate outside the norms of
socicly, they cantake greater liberties deniod to the other characiers.
They attack institutions, treat Jordly characters with disdain and
can reveal the absurdities of our human existence with their
imreverence. Hence, their entrance is thus always greeted with great
anticipation.

INDONESIA : JAVANESE WAYANG KULIT

Javancse “wayang kulit™ disregards realism, although the
plays reveal an awarencss of the world. Using puppets hidden
behind a screen 10 repeesent characters derived ofien from the
Mahabharata and Ramayana, each puppet projects a definite
personality and status,

One of the most subtly drawn is Semar. He is 2 “punakawan”,
a servant of the gods, the Pandhawas. Semar is also thought 10 be
a god fallen from grace. His character is reminiscent of Buster
Keaton. He is 2 jester, 2 comic commentator with a ready aside 10
reveal the humour of a particular situation. Semar has a wisdom
which is bom out of an understanding of human nature and its
foibles. So he is able 10 recognise the really basic and important
issues in life.

Semar’s physicality helps to enhance his role. He has a rotund,
almost ridiculous, figure which conveysa feeling of solid carthiness.
In addition he has androgynous qualities signified by his well-
developed breasts. Unlike the main characiers, he can speak

plainly and openly, sometimes even crudely. His concems can be
very basic like about food and moncy.

Being servant and counsellor 1o Arjuna, the bravest Pandhawas,
Vidusaka is aligned with the forces of rightcousness. Insulied,
weased and tricked, he does prove he is capabie of great heroism. He
is accompanied by Gareng, Petruk and Bagong. He has supematural
powers which enable him 0 overcome and subdue demons.

Vidusaka is a figure that is both a god and a clown. Heis man’s
guardian spinit and servant; the most spiritually refined inwardly

and, paradoxically, also the most rough looking outwardly of all.

INDIA : SANSKRIT DRAMA

The Vidusaka, or court-jesier, is Semarscounterpart in Sanskrit
drama also based on the Mahabharata and the Ramayana. Heis the
“namma-suhrd™ o witty companion of the hero. His origins could
be derived from the magic and ritual of ceremonial cults. At times,



he is dim-witied with a habitual greediness for food. This points 10
the possibility of popular or socular origins for his characterisation.
He is drawn 10 reflect two opposing classes of Indian society. His
name means “detracting”, “ridiculing”™, “speaking sarcastically oc
humorously™,

Ugly, big-toothed, bald, hunched, covered in tatiered clothes,
skin smeared with ink, ashes or yellow ochre, the Vidusaka appears
repulsive but is astuie. Since he is of Brahmin caste, he commands
the respect of the hero with his priestly or supematural abilities.

He would be wtroduced in the midnight 10 2 am. segment of
the play, using witty retorts and topical touches 1o sustain interest
Together with his two companions, the Vita and Pithamarda, they
represent the metaphysical and the secular concerns of man,

CHINA : PEKING OPERA

The Peking stage is repiete with comic characters like servants,

bumpkins, clerks, lechers and shrews whose salty use of colloguial
language and local customs puncture the self-cstcem of authority.

The skill of the comic lies in the verve of their presence. They
are used 1o deflect emotions of the audience, lower tensions, retum
andiences toreality, defloct bureaucratic armogance, debunk quacks,
and airing the vexations of all who serve masiers.

Considered one of the four main principal roles, the clown is
the spirit of disorder. Using a while face like Westiem clowns, he
would speak in ordinary language or “pai hua® and switch 10
rhymed monologue o heightened spooch or song if the nood arose.
He is not limited to fixed stage conventions of behaviour and use
of language, unlike the other types such as the heroine or the brave
general. His role is physical and situational, coming from a long
oral tradition, using the characters which can be found in tales told
by roadside storytellers.

MALAYSIA : WAYANG KULIT AND BANGSAWAN

In the “wayang kulit” of Kelantan Malaysia, there are two
rustic and rumbustious characters known as Pak Dogol and Wak
Long with the crude manners of villagers. They attended the king
and his ward.

Pak Dogol has a protruding stomach and a close-shaven head.
Wak Loag has a nose like a bill which is mobile. Mischievous and
busybodics, they both enjoy a good gossip. They have acquired
supematural powers and are accorded respect. A lone figure of Pak
Dogol is suspended from the roof of the theatre between
performances.

Bangsawan, the Commedia dell"arte of the East, has a class of
characters called “2hli lawak™ or the comedians. There are usually
two of them who exploit all comic tricks and devices available;
fantastic lines and sex. They are able 10 demolish opponents with
a simple, curt phrase.

Bangsawan borrows from all over, even the West, to offer the
audience apanorama of life. Wearing colourful paschwork costumes
with gaudily striped pantaloons, these comedians, like the clowns
the world over, are used as a liaison between audience and players.



The Arts

rtin any form
reaches out

and breaks down
barriers, bringing
people together in a
shared experience.
it speaks a
common language,
the finest expression
of our creative spirit.
Mobi bekeves
that when it supports
the Arts, it applauds
the very best within
us all.
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TALKING

OZONE

Ualin, S (Cogie—

Arifin sees that the relationship
of the audience and the staged
performance must be warm and
thattheatre mustbe lively. During
your rehearsals with him, how do
you think he has achieved that?

Kay Siu: | think in the rehearsal
process, sometimes, when the
actors have been going for real
emotions and truth, Arifin has always
reminded the performers that you
have to share with the audience,

you cannot "shiok sendiri®, you can't
just have a good time for yourseif.
Gerald: He's always talking about
the performance mode. He's always
told us to be aware that you're an
actor; to project, to entertain and to
express.

Nora: One of the words he likes to
use is "sincere, be sincere”. | think
I've transiated it to my own work —
if | really believe, if I'm convinced
about my character and what my
character is doing or what my
character believes in, | should
sincerely and openly want to share
this with the audience.

Kay Siu:He alsobelievesin asense
of humour. Whether you are
imparting something philosophical
or something funny, a sense of
humour, | think that helps to create
some sort of warmth and rapport
between the performers and the
auvdience.

“ ﬁjt - Wene

And the theatre being lively?

Kay Siu: He's also encouraged us
to "play” very much and | think that
will increase the liveliness of the
performance and I think he's used a
lot of "play” that he's seen from us.

Do you think that OZONE Is
relevant to Singaporeans today?
Will it have an impact on them?

Nora: I thinkit's relevant to anybody
who lives on this earth. | personally
feel that we should not think of
ourselves merely as Singaporeans
or merely as Asians but as human
beings and | think the play is a very

human play.
Gerald: | had reservations at first

that it was a one argument play,
good versus bad. If you destroy
nature, you're the bad guy.



Kay Slu: And it does present both
sides, a justification for a person
who's accused of destroying the
earth, so it's relevant to anybody
who cares.

Do you think it would have an
Impacton them, open their eyes?

Nora: | think that depends on their
preparedness.

Kay Siu: | think that depends on our
performance, and how receptive
they are.

What do you hope to achleve In
OZONE, and how ?

Kay Siu: Arifin said something quite
inspiring to us about what an actor
is. He said it's very difficult to be a
puppet with brains, to impart to the
audience both intellectually and
emotionally what the writer wants to

say and the director’s interpretation
of that as well. It was quite humbling
because we realised that often we
don't work towards a total
preparedness for whatever piay we
do. Ozone has taught me to think
more seriously” about the craft of
acting.

Gerald: | think it has challenged a
lot of us here. It opens up alot of
opportunities to explore as actors
with the material he's given us. And
you are challenged as an actor to
makeit real, and to make it beautiful.
Kay Slu: | think also what Arifin
wants out of our performance is to
truly entertain the audience, and at
the same time, make them think of
the more serous themes undermeath
all thatentertainment. We are clowns
that make you laugh and make you
cry atthe same time, something that
make you think, at least.

How do you think Arifin's

technique of sharing experiences
has helped?

Kay Slu: Sharing has built trust
between us and Arifin. Having heard
my experiences, he actually allows
me to use elements of myself within
this play, withoutimposing his views
on me. He may want the play to
eventually take certain directions,
but ultimately he's going to use
everything that I've given him,
including what I've told him about

‘a‘ myself, so from that point of view it's
1\ completely useful.

Gerald: Ha's always been very, very
patient in getting us as to come up
with things which are basically us,
from us, within us. He's created that
kind of framework in his working
method by having this kind of
personal relationship with us, by
enabling us to trust him. Like a
teacher, he reminds us of the larger
issues and why we are in theatre.
It's quite amazing because you just
tell him something very basic like we
have glossed over or harden
ourselves against something, and
he will always bring us back 10 our
initial human reactions.

Arifin stresses the Importance of
being childiike and In this
condition, and his theatre has no
limit because he feels free. How
does he achieve thisin rehearsals?



Kay Siu: The first few rehearsals
were simply playing, just playing like
a child in a playground, forgetting
that the director is there. And that
does release a lot of things.

Jean: And children are very honest.
When we have a childiike quality
and are able to be honest, we do
away with a lot of the psychological
and emotional baggage we carry.
Gerald: | think he shows us by
exampie because when he directs
he is aimost like a child, reliving
eachemotionafresh andinit’s fullest
intensity even though he wrote this
play and has directed it 0 many
times. | suppose that's the kind of
childlike state he's talking about.
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Did you have fun doing
the production?  (_;_ [

2
94

Khalrul: Very much.
All: (joyous laughter)

What did you learn from this
experience?

Khalrul: Alot. My problem has been
that I've always prepared from the
form instead of from inside. He
actually takes me through the
process; he doesnt say you're
doing it wrong, but he pushes us to
look for something more in creating
ourcharacters. Once we thoughtwe
were aimost there, and then he said
something and we realised we had
to start from the beginning again.
Kay Slu: Arifin said something
earlier: acting is not just the mind
andthe voice, butitis your skin, your
smell, it is total.
Rajagopal: | think for me, what I've
learnt is restraint which he stresses
a lot: control in whatever we do,
which makes it much more effective
and clearer to the audience.
Gerald: | suppose he's reminding
us of the importance of really getting
down 1o what is essential in playing
a scene and concentrating on that
as performers.
? Kay Slu: In one scene, there was
"3 alotofangerinitand Iwas blustering
3around.and he justsaid, * Restraint,
\ ~ one gesture will show all that with
3,\ the same intensity, with the same
gy truth®

7.
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What areyour lasting impressions
of Arifin?

Khairul and Kay Siu: Love.
Rajagopal: Patience.

Nora: Humility.

Jean: Inspiration.

How would you describe OZONE
In one or two words?

Nora: One World.
Rajagopal: Harmony within.
Khairul: Love nature.

Jean: Love and culture.
Gerald: Ozone-friencly.
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Celebrate this festive season
in true Westin style!

FOOD GLORIOUS FOOD! Throughout the Christmas and New Year season, the menus at Westin are sure to please!
Menus most traditional to the most unusual. CELEBRATE! Meet up for drinks and all that jazz at Somerset’s. Or, move
up to new heights at the Compass Rose bar! DANCE THE NIGHT AWAY! Get on down to Scandals for great drinks,
great music and great company. Scandals, Singapore's most sophisticated club. CELEBRATE IN STYLE THIS SEASON!
We've got it all and more at Westin in Singapore.

COMPASSROSE

Level 70, The Westin Stamford
CHRISTMAS EVEAND NEW YEAR'S EVE
12 noon « 2 30pm: Scafood buffict. S$59++
(adulns) and S$ 1950 (child)

Tpem - Hlpem: 6 « counse st dinncr inchading
half botthe of champagne per couple and
movelies. S$1804 o per person. Live munic
Drews code: Senart

CHRISTMAS DAY AND NEW YEAR'S DAY
12 moon « 2 30pen: Lunchoon bulfict, S$60++
(adult) and SE85++ (chidd)

Tpm - H0.30pen: A La carse menu and 4 - coune
sct dimncr, S$95+4 per penon,

Dyess code: Semant

PALM GRILL

Level 1, The Westin Plaza
CHRISTMAS EVEAND

NEW YEAR'S EVE

Tpon - Lipen 6 - counse set dinner inchoding half
boatle of champogne per couple

and novelties. 83 170 44 per penon

Live munic with dancieg. Cloned for lusch,
Drews Codie: Senant

CHRISTMAS DAY

12 noon - 230 pen: Appetiacry bufliet lunch with
main counes. S$484+ per person. (Appetirer
bt only « SS40 ++ per pensen). Live musk
Tpm - 10.30pm: A ka cane menu

S8 7244 per person. Live manic

Drews Codie: Semant

NEW YEAR'S DAY

12 moon - 2 30pem: Appetiacr bufliet hunch with
N COunes, S$E8 per person inchusive of a
gl of champogne. (Appetizcr bulliet only -
S$404 4 per person). Live sk

Tpm « 10.30pen: A L carte menu

S$724 4 por penson. Live mankc

Dvess code: Semart

SCANDALS
Level 1, The Westin Plaza

(Entrance from Bras Basah Road)
CHRISTMAS EVE AND NEW YEAR'S EVE
Open - Sam: S$60 nett per person inchusive of
first driad and noveltes. Music provided bty
Judana’s Lewware Group

Drews codie: Semart Canaad

CHRISTMAS DAY AND NEW YEAR'S DAY

pRl‘(;() Spen - Sam: Cover charge for genthomen »t
S$22 44 per penon and

Level 3, The Westin Stamford adies 2t $316++ per person

CHRISTMAS EVE Music provided by Julana’s Lobsure Geoup.

12 noon « 2.30pesc A la carte menu. Dress code: Semant Caound

6.30pm « Hpes: 6 - course st dinacr

S$20+ + per person inclusive of novelses. Line

muse. Dress code: Senart Casaal

NEW YEAR'S EVE

12 noon - 2.30pes: A s carte mena

6.30pen « 1lpen: 6 - course st dinner, SP984++ per
poron inclusive of novelses. Live musie with dancing .
Dress codie: Senart Conund

CHRISTMAS DAY AND NEW YEAR'S DAY

12 noon « 2.30pe: A Ia carte and 4 < coune st men
55 5540 per penon

6. 50pen - 10.30pen: A la carte and 4 « coure st menu
SE88400 per penon

Diress code: Smant Gaual

Advance reservations are required
for Christmas and New Year's Eve
through ticket sales. Tickets are
available from 6 December, 11am to
Spm at the Reservation Counter next
1o the Westin Cookie House, The
Westin Stamford Lobby.

Call 330 8369 or 330 8310 for

OsCIVALIONS.

THE WESTINSTAMIOR D & THE WISTIN PLAZA
Srmaeoee




Elfin. Yes, definitely elfin, and when he talks his whole being becomes animated.
His energy Is Iinfectious.

Seated in front of me was Arifin C. Noer, a man who is, at fifty, one of the foremost
masters of Indonesian theatre, a title given to him by TEMPO (Indonesia’s answer 1o
Time magazine). Not only is he a director and a playwright, he is also an actor, a poet,
a scenario writec and a film direclor.







He is a compact man who looks at you with childike
curiosity. He answers each question with precision and delight.
And when he smiles, his face creases into puckish humour.
He loves his work and his passion for it is boundless.

Born in Cirebon exactly 50 years ago, Arifin C. Noer
founded Teater Ketjil in 1968 because he could not find a
group that was sympatico, He has since written and directed
over 30 plays, all with a distinct Indonesian identity. His most
famous play is KAPAI-KAPAI (THE MOTHS), which has been
performed in three continents. His films have been shown at
film fostivals around the world and have won international
awards, including Indonesian ‘Oscars’.

OZONE was written by Arifin in 1989. It is Part IV of a
pontalogy, called the STROLLING MINSTRELS SERIES. It has
boon performed in Indonesia and Malaysia by Teater Ketjil,
and by students at the University of California (Santa Cruz)
when Arifin was a visiting professor thoro. The series is
doscribed by Arifin as "a song of 20th contury poverty of body
and spirit, the poverty of economics and the poverty of
metaphysics.”

ABOUT OZONE

OZONE has beon performed In Indonesia, Malaysia, the
United States and now Singapore. In what way will the
Singapore version be different?

Bofore | answer that question, | would ke 1o toll you about my
theatrical philosophy. My idea of theatre is closely related to
time and place, it is the theatre of Iife. As such, | always try to
make the performance touch the audience. But more than
that, withthe Singaporean cast | will have almost achieved the

oxact shape and form of the play that | have been looking for.

From the lato 60s to the 80s, | had boon experimenting
and exploring intensely with the body movements and the
visual aspects of theatre. The 70s also saw the peak of the
avant garde theatre movement 1o which | belong. All the
practitioners seemed 1o have reached an impasse.

1 didn't want to fail, | wanted to push through. In 1584, |
decided 10 explore the “word” and the “voice.” All we have to
believe in are words. Because the 50s and 60s were times of
rhetoricfrom politicians ke Sukamo, pecple stopped bolieving
in words. We nood words because they are the only institution
through which we can achiove communications.

When | wrote OZONE, there were a lot of ideas that |
wanted to develop. In Jakarta, my actors are in their late 30s
1o 50s. For my new theatre, | noed actors who are strong
physically and mentally. This | have found in Singapore. so my
now thoatre of idoas will be born in Singapore, | hope.

How do you see the relationship between the audience
and the staged performance?
R must be warm. Theatre must be lively. The stage has to
refloct the audience. Among audionces in this region, there is
a wrong perception (in my opinion) that to have good theatre
wo must have a theatre ke the Western one. | also dont
believe in the opinion that “the more art is difficult, the bettor.”
Tho basic issues in OZONE are very close 10 poople.
Firstly, the environmental problom is a matter of concern for
Iindonesians as well as Singaporeans.




Then, there is the crisis that modern man faces; having
akeady achieved economic success and technological
progress, he has lost his main objective in Iife. So there is a
need right now 1o discover the meaning of e personally.

But, luse a kot of comic elements 1o convey my message
bocause my concept of theatre borrows from the spirit of folk
theatro, clovor fok theatre, not sophisticated. R involves
corobral activity. People laugh but only because they have
boon provoked to think.

ABOUT REHEARSALS

Toll us something about the rohearsal process with the
Singaporean actors?

We shared with each other. | told them what | was thinking, my
cultural background and my experiences as a child. Also |
stressed that in my work | use everything, espacially “airy-
tale” logic.

Lot me explain, | joke around, but am serious 100. And
vice versa. | am full of play, ke a child, naive. So | am open
1o any possibiities. | want all 1o discover themsalives, 1o
achieve something for themselves. | feel that for them they
must first know what it means to be Singaporean so that they
can make OZONE uniquely theirs. Using their collective
knowlodge as a base, they were asked to relate that to
everything they do on stage.

From there, things took off. The actors were able to give
me whatever | wanted; clever, funny, physical, visual. At the
same time, thore was space enough for the word 1o grow.

There is an interesting antithosis; while we're joking, we
are thinking. While we are laughing; we're crying.

ABOUT BEING A DIRECTOR

You stross the importance of being childiike. Why?
Bocause in this condition, | feel free. In folk theatre, thore must

bo three essential elomonts - spontaneity, naivele and
imolicity.

The relationship between the actors and direcior must be
natural. Let the actors appear as themsaelves, no antificiality.
| boleve in intuition and instinct. if | can stimulate them, they
will in turn help meo — | can then work on what they have
produced. | stimulate then soloct, that's all. But they have to
understand everything first, and then use their experiences in
the process of rohearsal 10 achiove on stage theoir own play.

ABOUT THE FUTURE

What do you feel about the future ?

Alraid but happy. Happy because of the birth of my new
theatre in Singapore, but afraid about how &t will be received.
Also in the future, things will be more technical, more
sophisticated with developments like genetic engineering,
and | am excited about what sort of theatre will develop from
there. But still, | hope, fokk theatre, intelligont folkk thoatre. My
concopt of thoatre is to reflect this comploxity.

But we need to be rich in everything; in knowledge, in
scionces, in tachnology, in the tools of acting. Together with
all these, we need intuition. But actors have to do a lot of
oxercises — physical and mental.

ABOUT TEATER KETJIL

Tell us about Teater Ket)iL

In Indonesia, there is no season ke Thoatroworks'. Since
Teator Kotjil was started in 1968 till the late 1970s, we have
dono three productions a year. Since | started doing films, we
do one play, one film and maybe, a TV play a year. The main
roason is that most of the actors are part-time and oldor o
they have many commiments. But thore is a sort of renewal,
for in December, | will be directing a new play with frosh
graduates from the Academios of Drama (Jakarta and
Bandung).

As we do avant garde work, our audience is limited. But
we have houses of between 60 to 100 per cent, depending on
the play. We have to depend on sponsors and advertisements
for survival. ltis very tough and vory tiring. But I'm proud to say
that many of the current Indonesian film directors had their
stant with our company.

But wo will survive becauso we are all droamers, we
beliove in the power of droams.
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UNTAS

A Shell Futu
in Culture.

Nobody can deny the importance of culture to a nation. It gives us an
identity. A sense of %clonging. And Shell is proud to lend its support in
promoting Singapore's cultural development.

Drama — Made in Singapore, Singapore Drama Festival,
Singapore Dance Theatre, the Shell Friday
Lunchtime Cultural Programme and the
Shell Discovery Art Exhﬁ')itions e
just examples of Shell’s
contribution to culture in
Singapore. And launching
pa(i‘ or promising
Singapore talents.

Shell believes it's a
modest investment for
the promise of a
culturally-rich future for
all in Singapore.




f 7 tHEATREWORKS, Singapore’s first professional adult
theatre company, was formed in 1985 as a private limited
company. In March 1990, the company crossed a major
milestone when it changed its status to a non-profit
organisation limited by guarantee and again in May 1991,
when it became a charity. These transitions brought the
company closer to the realization of the dream envisioned by its founding members.

Over the years, TheatreWorks has produced critically acclaimed and
memorable productions, preseating a wide range of plays which include Singaporean,
Malaysian, British, American, French, Swedish and Japanese works.

The numerous Singaporcan plays commissioned by the company has
contributed greatly to attracting capacity audiences, and the company has responded
by forging closer tics with Singaporean playwrights. To develop this relationship,
TheatreWorks has recently established a Writers' Laboratory with Desmond Sim as
its first Writer-in-Residence.

TheatreWorks has consciously fused drama with other creative fickds,
inviting well-known Singaporean artists, fashion designers, architects, interior designers
and musicians 1o participate in theatre,

Other than working with the Singapore creative community, the company
has developed an exchange programme with foreign theatre companics such as the
Five Arts Centre of Malaysia. With this new Ascan Season, there will be more
exchanges with our top Ascan practitioners.

TheatreWorks is also organizing the SPRINGDOARD, a comprehensive
training programme for theatre skills. Conducted by theatre professionals from UK,
the programme is sponsored by the British Council and the National Arts Council.

These moves are part of the effort 1o ensure a balance repertoire and a varied
programme for its audiences and a continuing training programme for theatre
practitioners in Singapore.

TheatreWorks receives support from the National Arts Council, particularly
in its Theatre-in-Residence Scheme, National Parks Board and corporate patronage.
The company's pioncer corporate sponsors are Tangs Studio and Glaxo. Hotel
accomodation for forcign visitors is sponsored by The Westin Plaza and the Writers'
Laboratory is sponsored by Singapore Press Holdings. These companics are
distinguished by their enlightened Ieaderships and sound corporate philosophies.
They are the first 10 publicly recognize the relevance and necessity of a professional
theatre company in the context of developing a culturally vibrant environment in
Singapore.

The second phase of Theatre Works' development began when it moved into
its premises in historic Fort Canning Park. With the bLACKbOX theatre, rehearsal
studios and administrative offices, the company has become even more active, having
launched an alternate repertoire which serves 1o be a channel for experimentation and
to provide a more varied and artistic programme for Singaporcan theatre-goers.
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